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Trienale Novy zlinsky salon vzniklo po poloviné 90. let minulého stoleti
s ambici prehlidky sou¢asného uméni s Sirokym spektrem zabéru od
klasikl nejstarsi generace az po novajména umélclt nastupuijici na
scénu na prelomu osmdesatych a devadesatych let. V této intenci
také vystava navazovala na tradici salonu, které ve Zliné v letech
1936-1948 kazdoro&né poradala firma Bata. Zatimco v prvnich dvou
ro¢nicich Nového zlinskéeho salonu bylo mnozstvi umélct skute¢né
zarukou komplexniho prehledu po sou¢asném déni v oboru, v dalSich
salonech s klesajicim zastoupenim umélcu se prehledovost stavala
diskutabilnéjsi. Od roku 2005, od kdy jsou pravidelné k uc¢asti zvani
také umélci ze Slovenska v poméru zhruba 1:2, musel byt z kapacitnich
dtivodi dale omezen pocet vyzvanych umélct z Ceské republiky.
Moznost srovnani tak byla vykoupena vétsi selektivnosti. Od poc¢atkd
prehlidky byla jednim z hlavnich inovacnich principt obménajury,
ktera provadéla nominaci vytvarniku. | kdyz v jejim sestavovani vzdy
hrala dalezitou roli pfedevsim snaha po rovhomérném zastoupeni
regionu, prece se v ni prirozené krystalizovaly uréité nazorove pozice,
které formovaly podobu jednotlivych prehlidek. To jsme pIné priznali
u salonu vroce 2015, kde jsme dokonce vybér ¢lenu jury zatizili
kritériem spojeni kurator-umélec v jedné osobé a samotni umélci,
vybrani touto jury v prvnim kole, byli vyzvani k nominovani dalSich
umélcu ve druhém kole. Védomi, Ze Novy zlinsky salon nenabizi
anemuze nabizet vyrovnany a Siroky prehled tendenciv ¢eském

a slovenskem souc¢asném uméni, nas vede k vétsi odvaze ke
kuratorske praci s prehlidkou. A to i za cenu, Ze jeji nazev tim padem
viceméneé vyjadruje uz jen zavedenou znacku.

LetoSnim ro¢nikem, ktery je v poradi osmy, chceme otevrit novou
periodu. Namisto salonni prehlidky uvadime vystavu, v jejimz pozadi stoji
otazka Co je soucasny obraz? Sedm kuratorskych osobnostiz Ceské
republiky a Slovenska, které se lisi odbornym zamérenimigeneracné,
se pokousi komponovanim sve ¢asti vystavy na polozenou otazku
reagovat. Vedle moznosti vystavit subjektivni nahled nainovace v malbé
poslednich let se otevira take Sirsi téma obrazu jako vizualni skute¢nosti
nebo jeji reflexe. Hloubku problematiky nastinuje nasledujici studie

v této publikaci od Vaclav Hajka. Sami kuratori se ke svemu pristupu
vyjadruji v textech uvadéjicich jednotlivé oddily katalogu, sefazené
podle prostoroveho uporadani vystavy na zlinském zamku.

INTRODUCTION )

The triennale New Zlin Salon arose in the mid-1990s with the ambition
to provide contemporary art shows featuring a broad spectrum of
selections, from the classic works of the most senior generation to new
artistsjust entering the scene at the end of the 1980s and start of the
1990s. This triennale was intended to carry on the tradition of the salons
that had been organized annually from 1936 until 1948 by the Bata

firm. During its first two years the New Zlin Salon, thanks to the number
of artists shown, provided an actual guarantee of a comprehensive
overview of contemporary developments in this field, but after that point,
when the next salons represented fewer artists, that sense of overview
became more debatable. Since 2005, when artists from Slovakia

were also regularly invited to participate (at a ratio of 1:2), the number

of artists invited from the Czech Republic had to be further restricted
due to limited capacity. The opportunity to compare Czech and Slovak
art was thus purchased at the cost of greater selectivity. From the
beginning, one of the main principles of innovation was the rotation of
the jury members who nominated artists. Even though what always
played animportant role in bringing the shows together was primarily
an attempt at equal regional representation, what naturally began to
crystallize were certain positions of opinion that formed the shape of
each show. We fully acknowledged this for the 2015 salon, where we
made the choice of jury members more difficult by using the criterion of
looking for an artist/curator in a single person, and the artists chosen by
this jury during the first round were then called upon to nominate more
artists for the second round. The awareness that the New Zlin Salon
cannot and will not offer a balanced, broad overview of tendencies in
Czech and Slovak contemporary art leads us to be more courageous in
this curatorial work with each show - even at the cost of more less just
coming to stand for an established brand.

This year, which is the eighth New Zlin Salon in a row, we want to

open up anew phase. Instead of a salon show, we are presenting an
exhibition based on the question What is contemporary painting? Seven
curatorial figures from the Czech Republic, who differ generationally
and professionally, are attempting to answer this question through their
own parts of the exhibition. In addition to opportunities to present their
own subjective overview of innovations in painting in recent years, the
broader topic of the image as visual reality or as a reflection of visual
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Vedle hlavni vystavy spatfujeme vétsi vyznamiv dalSich ¢astech
programu. V dobé zahajeni projektu probéhla konference s tématem
Proc¢ prezentovat souc¢asné uméni mimo centra?, ktera se pokusila
pojmenovat a konfrontovat problémy a specifika vystavovani
aktualnich uméleckych tendenci z pohledu rdznych aktérd — umélcu,
verejnych galerii, mistnich kulturnich iniciativ a politiki. Otazka
zaroven poukazuje na problém socialniho prijeti sou¢asného vyvoje
umeéleckych forem, problém akceptace sou¢asného obrazu, &imz
doplnuje téma letosSniho salonu. Jako tradi¢ni sou¢ast Nového
zlinského salonu probihajii vtomto roéniku samostatné vystavy
dvou vyznamnych umélcl z nejstarSi generace, konkrétné Jitky
Svobodovée a Mariana Mudrocha. Do ramce projektu byla navic
zarazena vystava souc¢asné polské malby ze sbirky Galeria Bielska
BWA, jejimz cilem je vytvorit do jisté miry obsahovy pendant k vystavée
Coje soucasny obraz?

VACLAV MILEK - feditel Krajské galerie vytvarného uménive Zliné

INTRODUCTION 11

reality is also being raised by the curators. The depth of thisissue is
outlined by the following essay in this publication by Vaclav Hajek. The
curators express their own views about their approaches in the pieces
that introduce the various sections of the catalogue, which is organized
according to the spatial distribution of the exhibition at the Zlin Chateau.
Alongside the main exhibition, we are also making other parts of our
program more important. When this project began, a conference was
held on the topic of Why should contemporary art be presented outside
the center?, which attempted to confront and name the problems

and specific issues of exhibiting current artistic tendencies from the
perspectives of various stakeholders - artists, publicly-funded galleries,
local cultural initiatives and politicians. The question also points to the
issue of the social acceptance of the contemporary development of
artistic forms and the issue of acceptance of contemporary painting,
which complements the theme of this year’s salon. A traditional
component of the New Zlin Salonis also being revived this year, that

of anindependent exhibition by two leading artists from the most
senior generation, specifically, Marian Mudroch and Jitka Svobodova.
Moreover, an exhibition of contemporary Polish painting from the
collection of the Bielska Gallery BWA is also part of this project, the

aim of which s, to a certain extent, to provide a counterpart in terms of
content for the exhibition What is contemporary painting?

VACLAV MILEK - Director of the Regional Gallery of Fine Arts in Zlin
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Obraz (at uz je to reklamni spot, umélecke dilo,
orientac¢ni znacka, télo, po némz touzime, rodin-
ne fotografické album, naSe vlastni zrcadleni na
socialnich sitich, komodita s logem, vyhlidka na

krasnou krajinu na Sri Lance, plySovy medvidek,
nahrobek apod.) komplexné plsobi na divaka az

po samotnou mez jeho zneuziti a obraz sam je
svym divakem ovliviiovan, dotvaren, pretvaren
aznasilnovan.

Klasicky typ obrazu oznac¢ovany jako ,oteviené
okno", jak ho definoval renesancni teoretik a ar-
chitekt Leon Battista Alberti, se pokousel inte-
rakci s divakem kontrolovat a jeji propustnost
obousmérné omezit: divaka méla chranit distance
,okna“pred ,klamem®, zatimco obraz mél byt chra-
nén pred prilis utilitarnim (ilustrativnim) pojimanim.
L,LOkno* - tj. ram obrazu, neznamenal ,interface”,
rozhrani, s jehoz pomocilze prenaset zajmy avza-
jemna manipulativni prani; i kdyz do jisté miry od
pocatku klasicky ram fungoval jakozto instrument
radoby objektivniho vnimani a rozvrhovani kon-
trolovatelného svéta jakozto obrazového svéta.!
Musime zde podtrhnout adjektivum ,klasicky*;
ramovani jineho typu si nenarokovalo exaktnost
v duchu rodici se novovéke védy. Klasicke ramo-
vanivytvarelo tedy bariéruijakousi observator - za
jejimi okny, respektive objektivy zlistavame bez-
pecné oddéleni od obziraného jevu, jejz mazeme
odlozit do Skatulky s nazvem ,,objekt pohledu®, za-
timco sami se citime byt suverénnimi pozorujicimi,
ti. vladnoucimi ,subjekty*.

Ram mél tvorit presné hranice mezi obrazovou
iluzi, ktera byla tradicné povazovana za zavadéjici

anepravdivou, a mimo-obrazovou ¢i primarnireali-
tou, at uz ve smysluidealni, i empiricky budované
skutecnosti. Zaroven toto rozhraniCeni Ci bariéra
mezi iluzi a skutecnosti umoznovalo i klasicistni
(pocinaje renesanci) nobilitaci ¢i zménu statusu
obrazu samotného - obraz se z idajné nedokona-
lého ozvuku smyslového viemu promeénil v exaktni
nastroj poznani matematickeho, abstraktniho typu.
Ram se stal nutnym pro porozuméni klasickemu
obrazu jakozto obrazu a prekracovani ramu plnilo
nadale vesmés ideologické funkce? (expandovani
za hranice ramu se vyuzivalo treba v ramci barokni
jezuitskeé propagandy ,praveé viry“ -, propaganda
fide" pouzivala prostredky ,optické magie” atd.).

Obraz, ktery excentricky presahoval dané ohra-
ni¢ené pole, slouzil vétSinou apelaci na divaka Ci
ostentativni reprezentaci urcitého typu moci.®
Hra manipulaci se pak rozvijela mezi autorem
¢i zadavatelem sdéleni (cirkevni hodnostari,
vladafi apod.), reprezentaci a jejim divakem, pfi-
¢emz konkrétni obrazovy produkt se vyznacoval
komplikovanou multimedialni scénografii, v niz

1 Nicméne vztah ramu ainterface je nékdy zkouman a jsou shleda-
vany jisté podobnosti. K tomu napf. Anne Friedberg: The Virtual
Window: From Alberti to Microsoft, The MIT Press 2006. Muzeme
v§ak manipulaci s oknem zménit kuprikladu to, jestli bydlime v prv-
nim nebo v desatém patre? Moznosti tohoto ,interface” nejsou
valné, coz vim z vlastni zkuSenosti - i kdyz okno otviram, zaviram,
razné sklapim atd., tak se mitimto zpsobem stéle nepodarilo
odstranit z povrchu zemského panelak stojici pres ulici.

2 Oramu, respektive kontextu nutném k porozumeéni vnitiku
obrazového pole hovori Jacques Derrida a oznacuje jej pojmem
par-ergon (doplnék ¢i vnéjsek dila). In Tentyz: The Truth in Pain-
ting, Chicago 1987.

3 Otéto teatralni” apelaci se zminuje Michael Fried ve své knize
Absorption and Theatricality, Chicago 1988.
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PICTURES WITHOUT
CORNERS

Animage (whether it is an advertisement, a work of

art, directional signage, the body we want, a famil
hoto album, our own mirroring on social networks

acommodity with alogo, a view of the beautiful land-

scape of Sril.anka, a plush teddy bear, a tombstone,
etc.) affects the viewer in a complex way up to the

limits of its misuse, and animage itself is influenced,
co-created, reshaped and raped by the viewer.

The classical type of a picture as an “open window”,
asdefined by the Renaissance theorist and architect
Leon Battista Alberti, attempted to interact with the
viewer and reduce its permeability in both directions:
Thedistance of the viewer from the “window” should
have protected him from “deception”, while the picture
wasalso to be protected froman excessively utilitarian
(illustrative) conception. The “window” - i.e.,, the picture
frame - did not mean an “interface”, one through which
interests and mutually manipulative wishes can be
transferred, although to some extent from the begin-
ning the classical frame functioned as aninstrument of
the seemingly objective perceptionand arrangement
of the controllable world as a picture world.” Here we
have to emphasize the adjective “classical’; framing of
other kinds did not claim such exactitude in the spirit of
the then-emerging modern science. Classical framing
thus created abarrier as wellas an observatory - from
behind its windows or lenses we remain safely sepa-
rated fromthe perceived phenomenon, whichwe can
putinto abox entitled “the subject matter of the view”
while we feel ourselves to be sovereign observers, ie,,
governing “entities”.

The frame was to form an exact boundary between
the visualillusion, traditionally considered misleading

and untrue, and the non-visual or primary reality,
whether in the sense of anideal or of an empirically
constructed reality. At the same time, this interfer-
ence or barrier between illusion and reality allowed
for the Classicist (starting with the Renaissance)
nobilization, or a change of the status of the picture
itself - the picture was transformed from an alleg-
edly imperfect echo of sensory perception into an
exactinstrument of knowledge of the mathematical,
abstract type. The frame became necessary for the
understanding of the classical painting as animage,
and extending beyond the frame continued to fulfill
ideological functions? (expansion beyond the frame
was used, e.g., in the Baroque Jesuit propaganda of
the “true faith” - “fide propaganda” used the means
of “optical magic”, etc.).

The image/painting that eccentrically transcended
the given boundary field served mostly as an appeal
to the public or an ostentatious representation of a
certain type of power.® Subsequently,agame of ma-
nipulation developed between the artist or those who

—_

However, the relationship between the frame and the interface

is sometimes explored and some similarities are found. See, e.g.,
Anne Friedberg: The Virtual Window: From Alberti to Microsoft,
The MIT Press 2006. But can we change, for example, whether
we live on the first or tenth floor by manipulating the window? The
possibilities of such “interface” are not great, as | know from my
own experience - even though | open, close, roll the window, etc.,
I have still not managed to wipe the high-rise residential panel
building from the surface of the street.

N

The frame or the context necessary to understand the interior of
the picture field is spoken about by Jacques Derrida, who refers
toit by the term par-ergon (the addition or the exterior of the
work). In Jacques Derrida: The Truth in Painting, Chicago 1987

3 This“theater” appealis mentioned by Michael Fried in his book
Absorption and Theatricality, Chicago 1988
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hralo roli svétlo (tfeba projekce laternou magi-
cou), zvuk, pachy atd. Divak se nofil do komplexni
virtualni podivané bez presnych hranic (ozvuky
mUzeme prozivat sami pfi navstévé baroknich
chramu s bohatstvim forem a sdéleni na klen-
bach, kopulich, oltarnich retabulech), pricemz
ovSem postaveni divaka a uhel jeho pohledu ne-
byly libovolné, ale odpovidaly koncepci repre-
zentace jakozto trajektorie s de-kodovatelnym
poselstvim, ohniskem vyznamu, které mélo na-
konec vesmés nevizualni povahu. Treba iluzivni
komplex fresky na klenbé se hroutil, kdyz divak
opustil ,spravneé” pozorovaci stanovisté. Rozpad
iluzivnich perspektivnich zkratek vsak predsta-
voval sdéleni samo o0 sobé - sdéleni o docasnosti
profanniho svéta. DalSi obrazove trajektorie pak
dovedly divakav pohled k tomu nejpodstatné;jsi-
mu - ke zprave o sakralnim presahu pozemskosti,
kterou mohlo podavat napr. svétlo pronikajici lu-
cernou ve vrcholu kopule. Po vertikale pak spél
pohled jiz k Gemusi mimo-smyslovéemu: Slo tedy
o konverzaci divaka, smysloveho a obrazového
bohatstviaideji, respektive jejich naznak (jakasi
Lpicta conversatione”).

Obraz opoustél hranice ramu, aby nakonec opus-
tili meze viditelnosti. Cilem zobrazeni nebylo po-
uceni, zabava Ci poznani, ale extaze, vytrzeni,
vzruSeni a rozruSeni integrity jednotlivce a jeho
konfrontace s nadosobnim, obecnym jsoucnem.
Prekracovani hranic ramu neznamenalo ptivod-
né vizualni zabavu, kuriozitu, ale predstavovalo
ucinny nastroj zaujeti, presvédcovani a aktiviza-
ce divaka, ktery se vélenoval do kompozi¢niho
proudu reprezentace a byl veden hlavni trajektorii
k dominanté ¢i pointé. Obraz neobsahoval ve své
klasickeé podobé,iv té vysoce virtualni, polyvalen-
civyznamu, ale vzdy jeden generalni cil pohledu
anavazujiciho duchovniho aktu.

Nasi otazkou nyni bude, co se déje v opacném
pripadé, tedy nikoli tehdy, kdyz obraz prekracuje
hranice reprezentacniho pole (ramu), ale tehdy,
kdyz téchto hranic nedosahuije Ci je beze zbytku
nevyplnuje. Nejde nam ted'o ,prazdna“ ¢i ,nedo-
ur¢enad”“ mista v obraze v duchu literarnich teorii
Wolfganga Isera ¢i Romana Ingardena, i kdyz tyto
uvahy by se do jisté miry daly uplatnit i na klasic-
kou problematiku skic, bozzett apod.,a mohly by
tak nas prazkum rozsifit o radu ddlezitych témat.

.Prazdna mista“ se nachazeji nékde uvnitr pri-
béhu obrazu a divak je zaplnuje v duchu dané-
ho obsahového a tvarového kontextu. Jsou to
preruseni Ci skoky vypraveni, mizné opary mezi
jednotlivymi pevnymi Utvary, jak je zname treba
z tradi¢ni Cinské krajinomalby, vyznamoveé poml-
ky ocekavaijici nalezitou interpretaci, nalezitou
aktivitu ze strany vnimatele. Tyto pomlky zapo-
juji divaka do hry, predstavuji bo¢ni vchody do
obrazu, ktere vSak vedou stejnym smérem jako
hlavni linie smyslu, smérem k pointé, ktera ma
konceptualni a zaroven desifrovatelnou povahu.
Otevira se za nimi pojmenovatelné nekonecno,
nejsou to zradné propasti, prirvy do neznama.

Puljde nam ted o obraz, ktery naopak nevyplinil
své akeni pole, natoz aby jej presahl, ma prazdné
okraje, prazdné pohranici, v némz se uz jedno-
znacné vyznamove intence stiraji, mizi, obraz
jakoby nevystacil s dechem, ztratil se na cesté.
Prazdné pohranici obrazu vsak neznamena zonu
nikoho, jak by se mohlo zdat, tedy nejde o prostor
opustény divakemiobrazem samotnym, naopak
se jedna o oblast potencialniho dotyku, rozkladu
abstraktni, tedy idealni i ideologicke konstrukce
vindiferentni, nicméné uchopitelnou hmotu, ktera
dokonce k uchopeni zve a laka.

Takto rezervované ,pohranici“ predstavuje
zonu jakéhosi ohybani obrazu a oblast jeho
otevrenosti, zonu obrazoveého obratu zpét do
sebe sama, oblast ,,.zakriveného prostoru®, tedy
zkratku mezi divakem a reprezentaci, zkratku
na cesté k chopeni se obrazu, ktera ignoruje
konceptualniintence avede k bezprostrednimu
kontaktu vnimatele a obrazu v jeho neoddisku-
tovatelné materialni pfitomnosti (zatimco kazda
oznacovanaidea je velmivzdalena, zcela vné;si
vzhledem k ,hmoté obrazu”).

Obraz jako klasické ,okno" nebyl zakfiveny, na-
opak predstavoval geometricky presné defi-
novanou a konstruovanou plochu ¢i konstelaci
ploch, vysek stejné koncipovaného (kartesi-
anského) kosmu. Zakfiveni, vymizeni obrazu
v jeho rozich je pomérné moderni fenomeén,
i kdyz existuji jeho predobrazy, které najdeme
napr. v tzv.dynamickém baroku, treba v pripadé
okennich otvoru. Nelze vSak zapomenout, Ze
prazdroje veSkerého obrazového ,creatio” - tedy
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had commissioned the message (church dignitaries,
rulers, etc.), the representation, andits viewer,and a
particular picture product was characterized by a
complicated multimedia scenography inwhicharole
was also played by light (e.g., projection by means of
magic lantern), sound, smell, etc. The viewer was driv-
eninto a complex virtual spectacle without precise
boundaries (we can still experience echoes of thisin
Barogue churches with their richness of forms and
messages on the vaults, domes, and altar tables);
however, the viewer’s position and angle of view
were not arbitrary, but corresponded to the concept
of representation as a trajectory with an encoded
message, a focal point of significance which eventu-
ally had a rather non-visual character. For example,
theillusory complex of a fresco on a vault collapsed
when the viewer left the “right” observation point.
However, the breakdown of the trompe loeil was a
message initself - a statement about the temporality
of the profane world. The other image trajectories
led the viewer’s view toward the most essential - the
message about the supremacy of the sacred over
the terrestrial, such as the light penetrating inside
through the lantern at the top of the dome. The view
followed the verticals to something extrasensory:
This was aconversation between the viewer and the
sensory and imaginary wealth and ideas, or hints of
them (a kind of “picta conversatione”).

The image/painting left the border of the frame to
finally leave the limits of visibility as well. The aim of
the representation was notinstruction, entertainment
or cognition, but ecstasy, exhilaration, excitement,
disruption of the individual's integrity and confronta-
tion with a supra-personal, general being. Originally,
crossing the border of the frame was not a visual en-
tertainment, a curiosity, but was an effective tool of
attraction, persuasion and activation of the viewer,
whowasincorporated into the compositional stream
of representation and was guided by the main trajec-
tory to the dominant point. The image/painting in its
classical form, as well as in the highly virtual form, did
not containa polyvalence of meanings, but always one
generalaim of the view andits related, religious act.

Our question now will be what happensin the oppo-
site case, i.e., not when the image/painting crosses
the boundary of a representation field (frame), but
when it does not reach its boundaries or does not
fill them. We are not talking now about “empty” or

“non-designated” places in the picture, in the spirit
of the literary theories of Wolfgang Iser or Roman
Ingarden, although these considerations could be
applied to a certain extent to the classical issue of
sketches, bozzetti, etc., expanding our survey to a
number of important topics. The “empty places” are
located somewhere within the story of the picture,
and the viewer completes them in the spirit of the
given context of content and form. These are inter-
ruptions of, or jumps in the narration, misty blasts be-
tweenindividual solid formations, as we know them
from traditional Chinese landscapes, semantical
caesuras expecting a proper interpretation, a proper
activity by the perceiving person. These caesuras
engage the viewer in the game, they represent side
entrances into the image, but they lead in the same
direction as the main line of its meaning, towards a
point of a conceptual nature and, at the same time, a
decipherable one. An identifiable infinity is opening
up behind them - they are not treacherous abysses
or bumps into the unknown.

Now we are going to deal with animage/painting
that has not yet filled in its field of action, let alone
extended it;it has empty edges, an empty borderland,
itsintended meaningis nolonger clear andis becom-
ing blurred, the image disappears as if it were out of
breath, asif it got lost on the way. The empty border-
land of the image, however,does not meanano-man's
land, asitmight seem, i.e, itis nota space abandoned
by the viewer and the image itself;on the contrary, itis
anarea of potential contact, the decomposition of the
abstract, i.e., the idealized and ideological structure,
into an indifferent, yet tangible matter that actually
invites and lures usinto such agrip.

The “borderland” set aside in this way is a zone for
bending the image and the area of its openness, a
zone where the image is turning back into itself, an
area of “curved space”, i.e., a shortcut between the
viewer and the representation, a shortcut on the
way to taking over the image, one which ignores
conceptual intentions and leads to an immediate
contact between the perceiver and the image inits
indisputable, material presence (while each desig-
natedideais very distant, completely externaltothe
“matter of theimage’).

The image/painting as a classic “window” was not
curved; instead, it represented a geometrically,



VACLAV HAJEK 18

OBRAZY BEZ ROHU

paleolitické jeskynni malby — nemayji nic spolecné-
ho s pravouhlym systémem komponovani (a my-
Sleni), a pritom tvori svéty prostorové i casové
neuvéfitelné vrstevnaté a mohutné. Prvni malifi
amalirky to, jak se rika, dalijiz na prvni dobrou. Pri-
pomenme barokni tzv. kasulova okna, ktera se
naprosto neklasicky deformuiji a relativizuiji kla-
sickou koncepci architektonické hmoty (ihmoty
obecné) jako tektonického radu stabilnich sil,
které maji spiSe povahu konstrukce nez indife-
rentni matérie (latky). Kasulové okno je ovSem
pripadem stlaceni ramu zvnéjsku, a tim padem
jakéhosi vyvrhovani obrazu ¢i v nasem pripadé
presnégjifeceno svétla i svételného obrazu, ¢imz
dochazik jeho dynamizaci, k rozpohybovani pu-
vodné staticke reprezentace.

Moderni obrazy bez roh(l nejsou stlacovany
zvnéjsku, nejsou deformovany vnéjsimi silami.
Jejich obrazove pole neni plné vyuzito i vypl-
néno z divodu jakéhosi zaobalovani, zacyklova-
ni obrazu do sebe, coz se pochopitelné nékdy
vysvétluje za pomoci modernich estetickych
pojmu a tento proces se oznaduje za jednu
z cest k ,autonomii” obrazu jakozto umélecke-

Jteatralné” nekomunikuje s divakem (o dichoto-
mii teatralnich a absorpénich obrazt se zminuje
Michael Fried) se mlze vyznacovat timto auto-
nomizacnim usilim (jako v pfipadé nékterych
maleb Pieta Mondriana), nicméné muze byt
chapan i naprosto opac¢né jakozto epicentrum
nekonecného Sireni urcitého radu (coz nalez-
neme zase u téhoz Pieta Mondriana, u néjz se
tak malba zaviji do ulity autonomie a zaroven
odkazuje k nekone¢nému fadu). Rozostrené
hranice jsou pak metaforou nekone¢na obdob-
né jako motivy nejasnosti, temnoty Cirozostre-
ni v romantickych uméleckych i filosofickych
koncepcich.®

Nabizeji se vSak i dalSi moznosti interpretace
tématu absence roht v obraze. Treba v pripa-
dé nedokon&enych roht ¢i ovalnych ramu ku-
bistickych obrazt zfejmé mizZeme hledat jejich
vyznam v paralelach s dobovymi koncepcemi
vizualniho pole jakozto organickeho, télesnée-
ho utvaru ¢i s matematicko-fyzikalnimi ivahami
o Casoprostoruy, relativité atd. Na zakladé nazna-
¢enych moznostiinterpretace motivu chybéjicich

obrazovych periferii Ize na¢rtnout jeho dva za-
kladni, opozi¢ni vyznamy: a) rohy absentuiji z du-
vodu autonomizace obrazu, b) rohy absentuji
zdAvodu naruseni presnych hranic reprezentace.
Tj.jedna se o typ obrazu, které se najednu stranu
staceji zpatky do sebe z dlivodu posileni svého
autonomniho postaveni, na druhou se vsak roz-
vijeji naprosto bezprecedentnim zplsobem do
nedohledna, za hranice viditelnosti v mnohem
silnéjSim smyslu nez barokni ¢i romantickeé repre-
zentace absolutna respektive ,vznesena"“.

Ackoliv jde o méné obvyklou alternativu (nejen)
dnesni vizualni kultury, jejimiz hlavnimi poly jsou
stale jednak ohrani¢ena perspektivni reprezen-
tace ajednak ,odramovana“ reprezentace spjata
s moderni a novo-medialni koncepci télesného
divaka dychticiho po zabavnych, nebyvalych
zazitcich, predstavuiji presto obrazy bez roht
alternativu zretelnou i v popularnich zanrech,
v designu, animaci, architekture atd. Povaha ma-
nipulace pomociobrazu, respektive povaha kon-
troly obrazu je zde odliSna od mainstreamovych
pfipadu vizualni kultury. Problematika obrazt bez
rohl poskytuje otazce vzajemného plsobeni
jemnéjsi nuance.

UZ sama nepfitomnost rohl sugeruje jakou-
si mékkost zvoleného nastroje: jedna se tedy
0 ,soft" prostfedky plsobeni, umoznujici ztotoz-
néni a empatii divaka méné nasiinym zplsobem
nez striktni ramovani respektive destruovani
ramu. Ram je zde vSak stale pritomen, ovsem
v urcitémdialogu s obrazem. Nejde jiz o bojo do-
minanci mezi nimi, ale o zpochybnujici hru s as-
pekty vzruseni (tato hra ma i eroticky podtext),
s apely naimaginaci divaka (amorfni Utvary skvrn
vyzyvaly tradi¢né k fantazijnimu dotvoreni), s da-
razem na procesualnost reprezentace (obliny
sugeruji aerodynamickou, pohyblivou strukturu),
subjektivni télesnost (absence rohl upomina na
moderni koncepci organického vizualniho pole),
transcedenci (rozostfeni uz od dob romantiky

4 Toto zacyklovani obrazu do sebe jakozto cestu k umélecké
a estetické autonomii komentuje znovu tfreba Michael Fried ve
svych publikacich, tfeba v knize vénované Courbetovi. Viz Tentyz:
Courbet's Realism, Chicago 1992.

5 Motiv neurcitosti, nejasnosti oznacoval za cestu k reprezentaci
nekonecnajiz treba Edmund Burke v knize A Philosophical Enqui-
ry into the Origin of Our Ideas of the Sublime and Beautiful, 1757.
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precisely defined and constructed plane, or a con-
stellation of planes, a piece of that same conceptual
(Cartesian) cosmos. The curvature, the disappear-
ance of theimage intoits own edges, is a fairly mod-
ern phenomenon, even though its precursors can
be found, for example, inthe “dynamic Baroque”,e.g.,
in window openings. However, it should be remem-
bered that the primary sources of all ‘creatio” - that
is, Paleolithic cave painting — have nothing to do with
the rectangular system of composition (and thinking),
while creating worlds which are spatially and tempo-
rally unbelievably layered and massive. The first male
and female painters got it right the first time around,
as the saying goes. Let us note the Baroque casula
(chasuble) windows, which in a non-classical way
completely deform and relativize the classical con-
ception of architectural mass (and matter in general)
as a tectonic order of stable forces, which have the
character of a structure rather than of indifferent
matter. The casula window is, however, a case of
compression of the frame from the outside, and by
extension, akind of outflowing of the image or, more
precisely in our case, of light or the litimage, making
it more dynamic and putting its originally static rep-
resentationinto motion.

Modern pictures without corners are not com-
pressed from the outside, they are not distorted by
external forces. Their image field is not fully utilized
or filled in due to some sort of wrapping, a recircu-
lation of the image initself, which is understandably
sometimes explained by modern aesthetic concepts,
and this process is referred to as one of the paths
to the “autonomy” of the image/painting as a work
of art.# The image that does not protrude, does not
transcend, or does not “theatrically” communicate
with the viewer (Michael Fried’s dichotomy of the
theatrical and absorptive images) may be charac-
terized by this autonomizing effort (asin some of the
paintings by Piet Mondrian), but it can also be seen
asthe epicenter of the infinite distribution of a certain
order (which can again be found with Piet Mondrian,
whose paintings are coiled in a shell of autonomy,and
at the same time refer to the infinite order). Blurred
borders are then an infinite metaphor, just like the
motifs of ambiguity, darkness or dimnessin Romantic
artistic and philosophical concepts.®

However, other possibilities for interpreting the
theme of the absence of corners in the picture offer

themselves. For example, inthe case of uncompleted
edges, or the oval frames of Cubist images, we may
be able tolook for their meaningsin the parallels with
the contemporary concepts of the visual field as an
organic body, or with mathematical and physical
considerations of space-time, relativity, etc. Based
on the suggested possibilities for interpretation of
the motif of missing picture peripheries, two basic,
oppositional meanings can be outlined: (a) the cor-
ners are absent due to the autonomization of the
image; (b) the corners are absent due to violation of
the exact boundaries of the representation. That is,
itis akind of image/painting which, on the one hand,
turnsin onitself in order to strengthen its autono-
mous position; but on the other hand, develops in
a completely unprecedented way, beyond sight,
beyond the borders of visibility in a much stronger
sense than the Baroque or Romantic representa-
tions of the absolute or “sublime”.

Althoughitis aless common alternative of (not only)
today’s visual culture, whose main poles still con-
sist of the limited perspective representation and
the “frame-free” representation connected with
the modern and new-media concept of a corporeal
spectator whois eager to be entertained and seeks
unprecedented experiences, these pictures without
corners form an alternative that is also evident in
popular genres, design, animation, architecture, etc.
Here, the nature of image manipulation or the nature
of image control is different from mainstream visual
culture. Theissue of pictures without corners give the
question of the interaction a finer nuance.

The very absence of edges suggests a softness of
the chosentool:itis a “soft” means of action that al-
lows for the identification and empathy of the viewer
inaless violent way than a strict framing or destruc-
tion of a frame. However, the frame is still present,
butinacertain dialogue with theimage. Itisnolonger
about the struggle for dominance between them,
but about the undermining game with aspects of
excitement (this game has an erotic subtext), with

4 This appearance of the image within itself as a path to artistic
and aesthetic autonomy is discussed again by Michael Fried in
his publications, e.g.,in his book about Courbet. In: Michael Fried,
Courbet's Realism, Chicago 1992

5 The motif of indeterminacy and ambiguity as the path to the
representation of infinity was mentioned, e.g., by Edmund Burke in
his book A Philosophical Enquiry into the Origin of Our Ideas of the
Sublime and Beaultiful, 1757
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stimuluje zazitek nekonecna ¢ivznesena) &i cito-
vost (otupeni hran vyzyva k emocionalné podbar-
venému doteku) atd. MGZeme pripojit strucny
komentar nékolika aspektl sledované proble-
matiky obraz(l bez rohd, abychom naznadili jeji
komplexnost a dosah.

Aerodynamika sledovaného typu obraz(i souvisi
s modernim dlirazem na procesualnost, promén-
livost, dynamiku. Uz od epochy romantiky jsou
tyto kategorie zdlraznovany v usili o transfor-
maci spole¢enskeho, ekonomickeéhoi politického
systému. Stejné tak se tyto dlrazy objevuiji uz
v rané moderni filosofii a uméni. Aerodynamicka
intence predstavuje ,konstrukeni“ pél moderniho
projektu a tvori dialektickou jednotku s destrukci
archaického radu.®

Skvrna bez presné vyty&enych hranic stimuluje
podle starSich i novéjsich teorii imaginaci pozo-
rovatele (jak tvrdil Leonardo da Vinci, Alexander
Cozens ad.) a zaroven diky autopoietickému,
tedy samovolnému zpUsobu vzniku obnasi po-
tencial autenticity a identity. To je zretelné v pri-
padé patiny, stop, otiskl a dalSich ,pfirozenych®
¢iindexovych obrazu, k nimz se tradiéné obracela
duvéra a Ucta divaka (uz Platon, ktery se jinak
k obraztim jakozto ,stiniim stinu“ stavél velmikri-
ticky, pfiznaval ,pfirozenym obrazim® uréitou
dlvéryhodnost - toto téma ,fyzei eikon” diskutuje
Platon ve svém dialogu ,Sofista”).”

Hygiena v sou¢asné dobé zduraznuje potencial
neostrych hran a rozhrani (oblou¢ky umyvadel,
dobre otiratelné vejcovité klozety bez nohy s tréi-
ci odpadnirourou pokrytou slizkou izola¢ni pas-
kou), které jsou lépe uzplsobeny k udrzovani
transparentniho radu, jenz se zasadnim zpuso-
bem podili na impresi bezpeci a trvani. Krivky
a jemne prechody souvisi v diskurzu hygieny
s tradi¢nimi motivy idyly jakozto locus amoenus,
mista Stastného zivota s prislibem eliminace utr-
peni z chaosu a nestalosti. Obraz béloskvouciho
vejcovitého klozetu vznasejiciho se nad zemi je
mimoradné uklidnujici.

Otupeni rohl sugeruje mékkost a blizkost do-
tyku, hmatove imprese a zazitky. V otupeni se
relativizuje sveébytnost véci, jejich vzdorovani za
pomoci ostrych hran. Otupené, ohlazené okraje

zvou k uchopeni, hlazeni, kvazi-erotickému styku
(tfeba v pripadé lahve od Coca-Coly).

Pokriveninenitak utéslive jako otupeni. Naznacu-
je hrouceni konstrukce, fadu, pohled do propasti.
Vychyleni z rovnovahy predstavuije take jeden
z rané modernich zazitk(, tematizovany dobo-
vymumeénimivédou (tfeba fyziologicky prazkum
zavrati). Nestabilita, jez vede k fragmentarizaci
celku, vSak znovu stimuluje touhu jakozto zasadni
moderni motor prozivani a mysleni. Halucinacni
pokriveni prostoru, nabourani ,pravouhlého my-
Sleni* osvobozuje divaka od stereotypl avede jej
spise k archetypim.

Rozostreni bylo chapano jako navrat k priroze-
nosti €i nevinnosti. Zakladnim elementem lid-
skeho subjektu je jeho interni télesna zkusenost
neprelozitelna do pojmu objektivity. Nejasnost,
mizeni viditelnych tvar(, vytraceni poznani bylo
od pocatkd moderni doby chapano jako ces-
ta k vnitfni impresi nekonecna &i absolutna. To
zastupoval pouze nejednoznacny ,hieroglyf*,
symbol s neostrymivizualnimii pojmovymi okraji.
Rozostrené vidéni,,nevinného oka", jak jej defino-
val John Ruskin, znamenalo primarni zkusenost
zbavenou konvencéniho aparatu, tedy opét zba-
venou nanosu nauc¢enych stereotypul.

Svidné obliny maji zfetelny eroticky potencidl,
jenz se stava oblibenym argumentacnim a mani-
pulac¢nim nastrojem reklamy, designu i popularni
kultury. Zaobluji se kufry, pocitace, auta, knihy.
Obliny zvou k doteku, svadi, rezonuiji s fetiSistic-
kym zamérenim moderni kultury.®

Vizualni pole v moderni védé ztraci klasické
geometrické okraje a je nahrazeno organickou
strukturou, ktera sleduje moznosti a funkce téla.
Moderni teorie vizualniho pole, jak ji zname tre-
ba od Jana Evangelisty Purkyné ¢i Ernsta Ma-
cha, souzni s novym typem divaka - tékajiciho,

6 Otazkou pohybu, rychlosti, aerodynamiky v moderni dobé se
zabyva treba filosof Paul Virilio.

7 Viz Oliver R. Scholz: Bild, Darstellung, Zeichen, Frankfurt am Main
2004,s.8ad.

8 Obsahlou analyzu fetisSismu moderni kultury podava Hartmut
Boéhme: Fetischismus und Kultur, Minchen 2006.
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appeals to theimagination of the viewer (traditionally,
amorphous formations of stains have called for the
viewer’s fantasy), with an emphasis on the processual
character of representation (the curves suggest an
aerodynamic, moving structure), subjective physical-
ity (the absence of cornersis reminiscent of the mod-
ern concept of an organic visual field), transcendence
(blurring since the time of Romanticism stimulates the
experience of infinity or the sublime) or emotionality
(dulling of the edges calls for an emotionally charged
touch), etc. We can add a brief commentary on sev-
eral aspects of the given issue of pictures without
cornerstoindicate its complexity and reach.

The aerodynamics of the type of pictures we are
following is related to the modern emphasis on the
processual character, variability, dynamics. Ever since
the era of Romanticism, these categories have been
emphasized inthe efforts to transform the social, eco-
nomicand political system. Such emphasis appeared
inearly modern philosophy and art. The aerodynamic
intentionis the “structural” pole of the modern project
and forms adialectical unit with the destruction of the
archaic order.®

A stain without precisely defined borders stimulates
the observer’s imagination according to both older
and newer theories (as claimed by Leonardo da Vinci,
Alexander Cozens, etc.),and at the same time, thanks
to the autopoietic (spontaneous) way of itsinception,
it has the potential of authenticity and identity. This
is evident in case of patina, footprints, fingerprints
and other “natural” or indexed images, which were
traditionally trusted and held in high esteem by the
viewers (Plato, who was very critical of the paintings
as the “shadows of shadows”, gave certain credibil-
ity to “natural images” - this theme of “fyzei eikon”is
discussed by Platoin his dialogue “The Sophist”).”

Hygiene is currently highlighting the potential of
rounded edges and interfaces (oblong wash ba-
sins, wall-mounted low-maintenance oval-shaped
toilets without a protruding sewage piping covered
with a slimy insulation tape) that are better suited to
maintaining a transparent order that fundamentally
contributes to the impression of safety and durability.
In the discourse on hygiene, curves and gentle con-
necting points are related to the traditional motifs of
idyllsuch as locus amoenus, a place of happy life with
the promise of eliminating suffering from chaos and

instability. The image of a white oval-shaped toilet
floating above the ground is extremely reassuring.

Dulling of the edges suggests the softness and inti-
macy of touch, tactile impressions and experiences.
Indulling, the original identity of things, their defiance
manifested in sharp corners, is relativized. Dull, re-
flexive edges invite grabbing, stroking, quasi-erotic
contact (suchas the Coca-Colabottle).

Distortion is less pleasant than dulling. It indicates a
collapse of the structure, of the order, the view into
the abyss. Disruption of equilibriumis also one of the
early modern experiences, thematized by contem-
porary artand science (for example, the physiological
exploration of vertigo). Instability, which leads to the
fragmentation of the whole, stimulates the desire asa
vitalmodern driving force of experience and thought.
Hallucinatory distortions of space and the distortion
of “rectangular thinking” liberates the viewer from
stereotypes and leads him to archetypes.

Blurring was understood as a return to nature or in-
nocence. The basic element of the human subject
is his internal, physical experience, which cannot be
translatedinto concepts of objectivity. Lack of clarity,
the disappearance of visible shapes, loss of recogni-
tion have been, from the beginning of the modernera,
understood as a path toward an internal impression
of the infinite or absolute. It was represented just by
anambiguous “hieroglyph”,a symbol with undefined
visual and conceptual borders. The blurring of the vi-
sion of the “innocent eye”, as defined by John Ruskin,
meant the primary experience was deprived of its
conventional apparatus, ie., again it was deprived of
any overlays of learned stereotypes.

Seductive curves have a distinct, erotic potential that
is becoming a popular rhetorical, manipulative tool
for advertising, design, or popular culture. Suitcases,
computers, automobiles, books are becoming round-
ed. The curves invite touching, they seduce, they
resonate with the fetishistic focus of modern culture.®

6 Theissue of movement, speed, aerodynamics in modern timesis
dealt with by the philosopher Paul Virilio,among others.

7 See Oliver R. Scholz: Bild, Darstellung, Zeichen, Frankfurt am Main
2004, p.8ad.

8 Anextensive analysis of the fetishism of modern culture is provi-
ded by Hartmut Béhme: Fetischismus und Kultur, Miinchen 2006
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zalibné se rozhlizejici flaneura, syticiho svoji
vizualni slast stale novymi pozitky proménlivé
moderni podivané.®

Zavérem shriame, Zze obrazy bez roht nepred-
stavuji krok k virtualité, ale znamenaji hru s hra-
nicemi a autonomii obrazu. Jejich ,mékka“ ma-
nipulace stimuluje touhu po dotyku (hlazeni)
a plné vyhovuije fetiSizaci obrazu, jak ji zname
v moderni dobé i sou¢asnosti. Obrazy bez roht
kladou diraz na intimitu, kvazi-autonomii sub-
jektu, ,pratelskou” interakci, empatii divaka.
.Mékke" obrazy nerekly posledni slovo a v jejich
narudi se ocitne jesté rada divaku, nebot jejich
hrany unikaji pohledu i nasledneé kriticke reflexi.

Nas text byl vénovan zdanlivé ,nenormalnim®
aspektlim obraz(l. Zabyvalijsme se tim, co neni
bézné vnimano jako standardni a obecné ucho-
pitelna charakteristika obrazu. Vlastnosti obra-
zU, jimz jsme vénovali pozornost, jakoby vyboduji
ze spravného fungovani obrazu a predstavuiji
spiSe jakousi uchylku, deviaci. Zde je nutno se
na okamzik zastavit a reflektovat zminény pojem
funkce ¢i fungovani. Neuvazujeme o funkci jako
o primarnim vyznamu obrazu, naopak chape-
me obraz jesté ¢astecné v duchu avantgardni
tradice jako cosi nefunkcniho. Tato nefunkc-
nost ovSem neznamena pouze, ze obraz neni
re/prezentaci, jak o tom uvazuje Lyotard™, ale
ukazuje spiSe jakysi zakladni paradox a rozpor
obrazu, ktery se nam nabizi predevsim skrze
jistou nepruhlednost, materialitu a pruznost,
jakkoli od ného ocekavame transparentnost,
iluzi a stalost. Proto uvazujeme o ,poli“ obra-
zu jako o urcité neforemnosti, ktera zde zbyva
i pri veSkerém dojmu tektonického celku, jako
o mékkosti neusporadaneho svéta bez pres-
ného symbolického rozhrani¢eni. V dnesnich
teoretickych koncepcich se obc¢as objevuje
konstatovani, ze obraz se vystavuje spiSe tapa-
jicimu doteku nez kontrolujicimu a hodnoticimu
pohledu.™ Obraz laka i znechucuje, vyvolava
otazky a o¢ekavanii odpor. Urcitym zplsobem
se v ném zhmotnuje svétlo a viditelnost do ja-
kéhosi mékkého utvaru, o némz z jinych pozic
pise Gustav Meyrink ve své metafore ,mésic-
niho svétla, které zlistava lezet jako velky, jasny,
plochy kamen, ktery vypada jako kus Speku”.
2 Propojuji se zde optické kvality s haptickou

pevnosti i mazlavosti (svétlo = kamen = Spek).
| dnes se vyskytuji nepsané normy a stereoty-
py obrazove ¢i vizualni kultury, které maji i pri
veskere jeji divergentnosti mnoho spole¢ného
aideologicky navazuji dokonce na tradicni, re-
spektive klasické koncepce a limity obrazu (od
Platona pres renesanci k avantgardé). Obsahuiji
pritom i ikonoklastické aspekty, naroky na kon-
trolu a cenzuru obrazl (tfeba konstrukce per-
spektivy v pocitacovych hrach je klasickym ras-
trem, z néhoz se ovsem hrac paradoxné zcela
vymyka a odklada veskerou klasickou distanci).

Divak uvykly evropské myslenkove tradici neu-
stale tenduje k zachovavani rovnovahy v obraze,
dési se moznosti zhrouceni obrazove reality,
které je vzdy pritomné a zajiStuje obrazu jeho
puUsobivost, respektive zaklada jeho akéni ra-
dius. Nehybny obraz by byl ,oslepeny®, prestal
by svou viceznacnosti a ménlivou povahou la-
kat pozornost. V pripadé obrazu skute¢né ni-
kdy nevime, zda se Meyrinkovymi slovy jedna
o svétlo, kamen, nebo kus Speku. A prave toto
znejasnovani pozic ve vztahu k obrazu jsme se
pokouseli na nékolika prikladech komentovat.
Otazku ,patologie” obrazu nepovazujeme za
uzavrenou, ale vnimame ji jako startovni pole
myslenkového obratu, ktery je vSak nutné pro-
vazan s restrukturalizaci ¢i destrukci tradiCnich
okcidentalnich schémat vnimani.

9 Otazku moderni koncepce vizualniho pole shrnuje Nicholas J.
Wade v knize A Natural History of Vision, Cambridge 1998.

10 Jean-Francois Lyotard: Reprezentace, prezentace,
neprezentovatelné, In: tentyz: Navrat ajiné eseje, Praha 2002.

11 Georges Didi-Huberman: Ninfa moderna, Praha 2009.

12 Gustav Meyrink: Golem, Praha 2010.
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PICTURES WITHOUT CORNERS

The visual field in modern science loses its classi-
cal geometric edges and is replaced by an organic
structure that follows the possibilities and functions
of the body. The modern theory of the visual field,
as we know it, for example, from Jan Evangelista
Purkyné or Ernst Mach, resonates with this new
type of viewer - the flowing, fanciful flaneur, sat-
ing his visual thirst with the new pleasures of these
changing, modern spectacles.®

In conclusion, let us sumit up: Pictures without cor-
ners do not present a step toward virtuality, but play
with the borders and autonomy of animage. Their
“soft” manipulation stimulates the desire to touch
them (to fondle them) and fully serves the fetishiza-
tion of the image as we know it from the modern era
and the present. Pictures without corners place an
emphasis on intimacy, the quasi-autonomy of the
subject, “friendly” interaction, the viewer’s empathy.
“Soft” images are never final pronouncements and
many viewers end up in their embrace, as their
edges escape both their gaze and any subsequent
critical reflection.

Our text has been dedicated to the apparently “ab-
normal” aspects of paintings. We have beeninvolved
with what is not customarily perceived as the stand-
ard, generally-comprehensible characteristic of a
painting. The characteristics ofimages we have paid
attention to seemto deviate from the correctly-func-
tioningimage and rather represent some sort of per-
version, deviation. Here itis necessary, foramoment,
to stopandreflect on the above-mentioned concept
of function or functioning. We are not considering
function as the primary meaning of a painting, on the
contrary, we comprehend a painting, still partially in
the spirit of the avant-garde tradition, as something
without function. This afunctionality, of course, does
not meanjust that a paintingis not a (re)presentation,
as Lyotard considers, © but demonstrates rather a
basic paradox and contradiction of the image which
is offered to us primarily through a certain opacity,
materiality and flexibility, however much we expect
it to be transparent, illusory and fixed. That is why
we are considering the “field” of theimage tobe of a
certain heft that remains with all of the impression of
a tectonic whole, like the softness of the disorderly
world without precise symbolic delineation. Intoday’s
theoretical concepts, sometimes the statement ap-
pears that the image is exhibiting rather a fleeting

touch than the controlling, assessing gaze." The
image tempts and disgusts, raises questions and
anticipations and resistance. In a certain way, light
and visibility is materialized in it into a sort of soft
form, about which, from different positions, Gustav
Meyrink has written in his metaphor of “moonlight
which remains lying like a big, clear, flat stone, which
looks like a piece of fat”.*? Here the optical qualities
are combined with haptic firmness and greasiness
(light = stone=fat). Even today, unwritten norms and
stereotypes appear in the culture ofimagery or visual
culture that have, in all their divergence, a great deal
in common with each other and that ideologically
follow the traditional, or rather, classical concep-
tions and limits of the image (from Plato through the
Renaissance to the avant-garde). They even contain
iconoclastic aspects, claims to control and censor
images (for example, the construction of perspective
in computer games is a classical raster image from
which, of course, the player paradoxically abso-
lutely escapes, postponing all classical distance).

The viewer accustomed to the European intellectual
tradition constantly tends to preserve balance in
the image, is horrified by the options for breaking
down the reality of the image, a break down that is
always present and ensures theimage'simpression,
or rather establishes its radius of action. The static
image would be “blinded”, it would stop drawing at-
tention throughits multi-significance and changeable
character.Inthe case of theimage, actually, we never
know whether Meyrink’s words are about light, stone
or apiece of fat. Precisely this obfuscation of posi-
tionsinrelation to the image is what we have attempt-
ed to comment on through several examples. We do
not consider the question of the “pathology” of the
image to be closed, but we perceive it as a starting
field for anintellectual reversal that is, however, nec-
essarily tied to the restructuralization or destruction
of traditional Occidental schemes of perception.

©

The question of the modern concept of the visual field is summa-
rized by Nicholas J. Wade in the book A Natural History of Vision,
Cambridge 199810 Jean-Francois Lyotard: Reprezentace,
prezentace, neprezentovatelné, Navrat a jiné eseje, Praha 2002

11 Georges Didi-Huberman: Ninfa moderna, Praha 2009

12 Gustav Meyrink: Golem, Praha 2010
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FIGURAAMOSTO
ECHT!

Ptame-li se na souCasny obraz, ptame se jinym
zpUsobem na sou¢asnost v obraze. Cim tato
soucasnost je odliSna od kratsi ¢i vzdalengjsi
minulosti? A v ¢em predjima blizkou budouc-
nost? Uvazujeme-li takto, ptame se soubézné
na dveé véci, které od sebe nelze dost dobre
oddeélit: na principy a povahu doby, v které ob-
razy vznikaji, a na zpusoby formatovani obra-
zU v konkrétnim prostoru a ¢ase. To, co nas
zajima, je tedy vztah tvaréi bytosti k déjinné
situaci a tento (procesualni) vztah se pokou-
Sime reflektovat (nikoliv pouze verbalizovat).

U obrazu musime vzdy odlisit to, co se pfi
jeho zakladani déjinné opakuje, od toho, co
jej pretvari a proménuje. Obé konstituéni po-
larity maji svij vyznam a obé obsahuiji svij vy-
znamny referencni potencial. Sledujeme tedy
jak to, co se viditelné méni, tak take to, co je
naopak zachovavano jako opakovana nemén-
nost (konstanta). Dlraz na jednu ¢i druhou
polaritu (vaci obrazu odstredivou ¢i dostre-
divou) by ved! k zatizenému pohledu a v dU-
sledku k umélému konstruovani tendence za-
kladajici nikoliv kriticky vztah, k tomu, co na
poli sou¢asné malby prirozené vznika, nybrz
k vytvareni principl a norem, které by mohly
byt autoritativné predkladany jako jediné plat-
né a Sifeny pro tvorbu i pro jeji zpétné hodno-
ceni jako zavazné, coz je rys pragmatického

»=avantgardismu® stejné jako konzervativniho
akademismu. Toho bychom se z naseho hle-
diska naopak radi vyvarovali. Nam se jedna
0 zachovani kritické roviny ve vztahu k obrazu
a jeho souc¢asného formatovani, coz predpo-
klada jisty odstup od obou zminénych polarit
(opakovani i novosti ¢i jinakosti; potvrzovani ¢i
rozkladani meédia) a dlraz na jejich soubézné
sledovani a vyhodnocovani.

Vybér autort a dél tvoricich projekt Figura
a misto (ECHT!) se mUze jevit na prvni po-
hled jako konzervativni. Nékdo by mohl vybér
oznadit prosté za priifez sou¢asnou malifskou
figuraci. Tak tomu ale neni. Za vybérem stoji
snaha koncentrovat se na oba vySe zminé-
né konstitu¢ni aspekty obrazu - odstredive
i dostredivé, a to prfimo v malbé jako ,roviné
formatovani a tvarovaniiluze®. lluze je tu vy-
tvarena jako zakladni nosny malifsky kompo-
nent (Cili to, co se opakuje), ale jeji vyznam je
proménovan rliznymi zpusoby autorského
zalozeni a odliSnymi referencnimi ubézniky
(to, co se méni). Z obrazu se stava ,zhustény,
do pohybu uvedeny, novymi anebo zasutymi
energiemi nabity smysl“." Jak piSe Albrecht
Wellmer, ,uméni,” a tedy také soucasny ob-
raz, ,neni terorem znaku, vyznam(, reprezen-
tujiciho mysleni nebo pravdy, proti kterému
se polemicky obraci, nybrz terorem praveée

PETRVANOUS 27

FIGURE AND SETTING
ECHT!

When we ask what contemporary painting is,
that question is just another way of asking
about how the present is reflected in an image.
What makes its contemporaneity different from
the recent or the farther-off past? How does it
prefigure the immediate future? When we con-
sider such questions, we are asking about two
things that are not easy to distinguish from each
other: The character and principles of the time
at which the paintings arise, and the ways the
images are formatted in a specific place and
time. What we are interested in, therefore, is the
relationship between creative beings and their
historical situations, and this (procedural) re-
lationship is what we are attempting to reflect
upon (and not just to verbalize).

In any picture we must always distinguish be-
tween what is historically repeated at its founda-
tion and what is being changed and transformed.
Both constitutive polarities are meaningful, and
both contain their own significant potential for
reference. We are following, therefore, how art
alters visually and also what is preserved as a re-
peated, unchanging constant. The emphasis on
one or the other polarity (either a centrifugal or
centripetal polarity vis-a-vis the image) would
lead to a biased perspective and, as a conse-
quence, to an artificially constructed tenden-
cy based not on a critical relationship to what

is naturally arising in the field of contemporary
painting, but on the creation of norms and prin-
ciples that might be authoritatively submitted as
the only valid ones, and therefore assessed after
the fact as mandatory for the dissemination of
acreation (a feature of pragmatic “avantgardism”
as well as conservative academicism). From our
perspective, we would prefer to avoid that. We
want to preserve the critical level in relation to
painting and its contemporary formatting, which
assumes a certain detachment from both polar-
ities (differences and innovations vs. repetition;
confirmation vs. decomposition of the medium)
and an emphasis on assessing them and follow-
ing themin parallel.

The choice of the artists and works that com-
prise the project Figure and Setting (ECHT!)
might seem at first glance to be a conservative
one. Some might simply call it a cross-section
of contemporary painterly figuration. That’s not
it, though. What lies behind these choices is an
effort to concentrate on both of the constitutive
aspects of animage mentioned above - the cen-
trifugal and centripetal - directly within the paint-
ing at “the level of forming and shaping illusion”.
Here illusion is created as a basic, supporting
component of the painting (or something that
is repeated), while its meaning is transformed in
various ways through what the artist establishes
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ustaveného a ustrnulého smyslu... Uméni (...)
ve skuteCnosti znamena pravé tak zhusténi
smyslu jako jeho poruSeni anebo negaci jiz
odumrelého smyslu. To plati pro velké uméni
moderny stejné jako pro tradi¢ni uméni.“?

Figura a misto vytvari modelovy ramec pro
sledovani promény tohoto tradi¢niho iluziv-
niho vztahu v sou¢asném obraze. ECHT je
citaci stejnojmenneého obrazu Jana Merty,
ktery osobné vnimam jako manifestacni a iro-
nickou vzpominku na fyzicky svét (na rozdil
od jeho forem produkovanych v ramci digital-
niho imitac¢niho systému), jednoduse, freGeno
slovy Wellmera, jako ryzi malifrskou ,negaci
odumrelého [¢i odumirajiciho, pozn. autoral]
smyslu®“. Co v nejobecnéjsi roviné sou¢asny
obraz svym zalozenim otevira, nam sdéli az
budoucnost, ktera se vSak jiz vymyka kom-
petenci soucasnosti. Mnohé vsak bude za-
lezet na tom, jak se postavime v soucasnosti
k predpokladiim budoucnosti. Zda kriticky, ¢i
tendencné.

1 Viz Albrecht Wellmer, K dialektice moderny a postmoderny. Kritika
rozumu po Adornovi, Praha 2004, preklad David Mik, s. 40.

2 Tamtéz,s.40-41.
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and through different vanishing points of refer-
ence (what is altered). The painting becomes
“condensed, set into motion, through new or
recorded energies charged with meaning”.' As
Albrecht Wellmer writes, “art”, and therefore
contemporary painting as well, “is not a terror of
signs, of meanings representing an idea or truth
against which one turns polemically, but the ter-
ror of ameaning that is precisely established and
setin stone... Art [...] in actuality means precisely
both the thickening of meaning and its violation
- or the negation of an already-dead meaning.
That applies to the grand art of the moderns and
totraditional art.”2

Figure and Setting creates a model framework
for following the transformations of the tradition-
al relationship between illusion and the contem-
porary image. ECHT is a citation of the painting of
that name by Jan Merta, which | personally per-
ceived as an ironic, manifest recollection of the
physical world (unlike the forms of it prodauced
within the framework of a digital imitation sys-
tem), or simply put, in Wellmer’s terms, as
a purely painterly “negation of an already-dead
[or dying - author’s note] meaning”. What is be-
ing opened at the most general level by the birth
of a contemporary image, only the future will tell
- and that is already beyond the competence
of the present. Much, however, will depend on
what kind of stand we take today - whether crit-
ical, or tendentious - about the assumptions of
the future.

1 See Albrecht Wellmer, Zur Dialektik von Moderne und Postmoderne
- Vernunftkritik nach Adorno. Translated via the Czech edition
K dialektice moderny a postmoderny. Kritika rozumu po Adornovi,
Prague 2004, p. 40

2 Ibid, pp. 40-41
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ECHT (2008). Olej, platno, 250%210 cm, sbirka Roberta Runtéka.
ECHT (2008). Oil, canvas, 250x210 cm, Robert Runtak Collection
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Svare¢ (2016). Welder (2016).
Akryl, platno,180x100cm  Acrylic, canvas, 180x100 cm
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Autoportrét |. (2016). Olej, platno, 120x90 cm  Selfportrait I. (2016). Oil, canvas, 120x90 cm
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Pretacenil. (2016). Akryl, platno, 205x145 cm
Rewind 1. (2016). Acrylic, canvas, 205x145 cm
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Hanka (2016). Olej, platno, 180x140 cm, sbirka Roberta Runtaka Hanka (2016). Oil, canvas, 180x140 cm, Robert Runtak Collection
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How tokill the Dead (2015).  How tokill the Dead (2015).
Akryl, platno, 40x30 cm Acrylic,canvas, 40x30 cm

San Romano (2015). San Romano (2015).
Akryl, platno, 80x100 cm Acrylic, canvas, 80x100 cm
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Velcivizionafi (2016). Great Visionaries tV s (2016).
Olej, platno, 145x200cm  Oil, ¢: 145 200 cm
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ONDREJBASJUK + Narozen / Born: 1983 Praha « Studia / Education:
Akademie vytvarnych uméniv Praze (2006-2012) « Fakulta uméni
adesignu Ladislava Sutnara Zapadoceskeé univerzity v Plzni (2002-
2007)+ Vystavuje od / Exhibitions since: 2006 « Zije a pracuije / Lives and
works: Praze « Samostatné vystavy v letech 2014-2017 / Solo exhibitions
between 2014-2017: CNS (s S. Koudelovou), Galerie Kabinet T, Zlin, 2017
« Theory of Lie, Altan Klamovka, Praha, 2017 « Pfenos do Kolonie B, Galerie
DUm, Broumov, 2016 ¢ Kolonie B, StromArt Gallery, Brno, 2016 « Wabi-Sabi,
Galerie P.Novotny, Praha, 2016 « Dira ve vzduchu, Galerie vytvarneho
umeéniv Chebu, 2015 « Papirova zed, Galerie Vysehrad, Praha, 2015

» Ondrej Basjuk, Galerie KIN Jidelna, Praha 2014 « JAN MERTA - Narozen
/ Born: 1952 Sumperk « Studia / Education: Akademie vytvarnych uméni

v Praze (1981-1987) « Vystavuje od / Exhibitions since: 1977 « Zije apracuje
Lives and works: Praha/Ceské Lhotice » Samostatné vystavy v letech
2014-2017 / Solo exhibitions between 2014-2017: Dezert, Galerie SVIT,
Praha, 2017 « Galerie - Lukas Jasansky a Martin Polak uvadéji Jana Mertu,
Méstska knihovna, Galerie hlavniho mésta Prahy, 2016/17 « Predkrm,
Galerie SVIT, Praha, 2016 « Jan Merta, Galerie Martin Janda, Videri « JIRI
PETRBOK - Narozen / Born: 1962 Kladno « Studia Education: Akademie
vytvarnych umeéniv Praze (1984-1990) « Vystavuje od / Exhibitions since:
1986 « Zije a pracuje / Lives and works: Praha » Samostatné vystavy
vletech 2014-2017 / Solo exhibitions between 2014-2017: Tri stany,
galerie Via Art, Praha, 2016 « Forever, Trafo galerie, Praha, 2015 « Atentat

(s M. Gerbocem), Galerie Ptda, Jihlava, 2015  Pred kostelem, za kostelem,
nad kostelem, pod kostelem, Galerie vytvarného uméniv Mosté, Fakulta
vytvarnych uméni Vysokeho ucenitechnického v Brné 2015 « Pitva draka,
Galerie mésta Kolin, 2015 « Po pitvé, Galerie Felixe Jeneweina, Kutna Hora,
2015« V tichu, Zahorian & co.,, Bratislava, 2014 - ZBYNEK SEDLECKY
*Narozen / Born: 1976 Ostrava « Studia / Education: Akademie vytvarnych
umeéniv Praze (1998-2002) « Fakulta vytvarnych uméni, Vysoke uceni
technické v Brné, Brno (1995-1998) - Vystavuje od / Exhibitions since: 2002
« Ziie apracuje / Lives and works: Praha « Samostatné vystavy v letech
2014-2017 / Solo exhibitions between 2014-2017: Srpen, Galerie Pavilon,
Praha, 2016 « Kapitantyv stin, Galerie Via Art, Praha, 2016 « Konec sezony,
Galerie Dum, Broumov, 2016 « Tady a pozdéji, Topiclv salon, Praha, 2015

« Zidle, stojana model v bilé kosili, Galerie VySehrad, Praha, 2015 « ADAM
STECH - Narozen / Born: 1980 Podborany « Studia / Education: Akademie
vytvarnych umeéniv Praze (2001-2008) « Vystavuje od Exhibitions since:
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2005« Zije apracuije / Lives and works: Praha » Samostatné vystavy
vletech 2014-2017 / Solo exhibitions between 2014-2017: Nejlepsi
znejhorsich, Sokolska 26, Ostrava, 2014 « Watchman, Prazsky ddm, Brusel,
2016 « Tragikomedie, Galerie Vysehrad, Praha, 2016. « ZYVOT, Nova galerie,
Praha, 2015 « JAKUB TOMAS - Narozen / Born: 1982 Jihlava « Studia /
Education: Akademie vytvarnych umeéniv Praze (2006-2012) « Vystavuje
od / Exhibitions since: 2007 » Zije a pracuje / Lives and works: Jihlava

« Samostatné vystavy vletech 2014-2017 / Solo exhibitions between
2014-2017: Nécar, kulturni diim, Galerie mésta Trince, 2017 « Hodina
kresleni, Galerie 209, Brno, 2016 « Hanka a Linda, Galerie VySehrad,

Praha, 2016 « Loos je mrtey, at Zjje ornament, Galerie Dole, Ostrava,

2015 « Inventory, Nova galerie, Praha, 2015 « 108,6 pferdestarke, Galerie
Dorka, DomaZlice, 2015 « Paravent, mo.&, Viden, 2014 « The Cut, Galerie
Doma, Kyjov, 2014 « The Artists Dream, Galerie D9, Ceské Budé&jovice,

2014 « LUBOMIR TYPLT - Narozen / Born: 1975 Jilemnice » Studia /
Education: Kunstakademie Diisseldorf (1998-2005) « Fakulta vytvarnych
umeéni Vysokého ucenitechnického v Brné (1997-2001) « Vysoka Skola
umeéleckoprimyslovav Praze (1993-1997)  Vystavuje od / Exhibitions
since: 1995 « Zije a pracuje / Lives and works: Praha/Berlin s Samostatné
vystavy vletech 2014-2017 / Solo exhibitions between 2014-2017: Tikajici
muz, Prazsky diim v Bruselu, 2017 « Mladi bozi, Galerie Zdenék Sklenar,
Praha, 2016 « Ticking Man, Ceské centrum Pafiz, Pafiz, 2016 « Transition,
Galerie Oneiro, Pariz, 2016  Kniraté odpoledne, Galerie VySehrad, Praha,
2015 « Penck-Typlt (s A. R. Penckem), Topicuyv salon, Praha, 2015 « Odkud
Jjses?, Galerie Vesely vylet, Pec pod Snézkou, 2015 « Velké koncilium, Galerie
Ars, Brno, 2014 « VLADIMIR VELA + Narozen / Born: 1980 Turnov « Studia /
Education: Akademie vytvarnych umeéniv Praze (2000-2006) « Vystavuje
od / Exhibitions since: 1999 « Zije a pracuije / Lives and works: Praha/Cesky
raj Samostatne vystavy v letech 2014-2017 / Solo exhibitions between
2014-2017: Precese, Galerie VySehrad, Praha, 2017 « EX - Pfedobraz (s D.
Pesatem a O. Maleckem), Nitrianska galéria, Nitra, 2016 « Vzhtru srdce!
Galerie J. Jilka, Sumperk, 2016 « Pfedpoklady, Galerie Stredoceského kraje,
KutnaHora, 2016 « Prvotvary, Oteviena galerie Prokopka, DéCin, 2016 « EX -
Ausflug (s D.PeSatem a O. Maleckem), Hole of Fame, Drazdany, 2015« EX -
Ausflug (s D. PeSatem a O. Maleckem), Raum fiir Drastische Massnahmen,
Berlin, 2015 « After Rembrandt, Narodni galerie, Praha, 2015 « Obrazy,
prostor 228, Liberec, 2015 » Reverze (s M. Polachem), Nova galerie, Praha,
2014 « Béla cern! (s M. Maupicovou), Pojizerska galerie, Semily, 2014
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OBRAZR8MU

+Pozeram von oknom. Vidim konare stromov, ktoré
sa prepletaju v tenkych Ciernych liniach. Fragment
balkonoveho zabradlia. Na pravej strane kusok
chodnika, po ktorom kraca starsia Zena. Podidem
k oknu blizsie. Vlavo zbadam zazltnuté narozie
vedlajSieho domu vynarajuce sa spoza vysadenych
smrekov. Dole na cez travnik si deti kratia cestu do
Skoly. Vyhlad je dany rozmermi okenného otvoru
amojou poziciou. Ramom a umiestnenim. Tieto dva
faktory podmieriuji moje aktualne vnimanie sveta."’

Obraz je definovany ramom. Rozmermi, ktoré ho
uréuju. Obraz je vyzvou pre pozorovatela. Nie ze
by neexistoval aj bez neho. Existuje, ale neukazuje
sa. Obraz ma svojho tvorcu, ale aj potencialne-
ho vnimatela. Pre oboch je hranicou obrazu jeho
okraj. Ram je pédorysom obrazu. Tak ako poédorys
vymedzuje miestnost, ktora existuje v kontexte
SirSieho priestoru, rovnako ram obrazu ho vycle-
nuje a zaroven poukazuje na fakt, ze obraz nie je
vynaty z reality. Nie je jej popretim. Je jej suCastou,
dokonca jej koncentraciou. Obraz nas navracia
k hibSiemu uvedomeniu si niecoho, o uz dlho stalo
priamo vedlanas.

~Jste-li uz takovi, ze nezbytné potrebujete obrazy,
nebot jak bylo fec¢eno ,obrazy v nas vznikaji tehdly,
nedokazete-li ihned pochopit obecny smysl véci;
pak si vytvarime obrazy, v nichz by se smysl mohl
co nejzretelnéji projevit; nemuZete-li se tedy jiz

obegjit bez toho, abyste je stavéli mezi sebe a zdroj,
atjsou alespori co nejtenci, co nejprisvitnéjsi, jen
jako obdélnik jemného platna, chranici pred osl-
nénim, na néjz by se zdroj sam mohl promitat treba
jenstinem.”?

Obraz v pripade maliarskeho artefaktu je materia-
lizovanou projekciou, ktora sa vyclenuje zo sku-
to¢nosti tym, ze ma hranice. Ram vystupuje ako
hradza. Zarover zhromazduje a koncentruje mate-
rialitu dielaa uzatvaraju v autonémnej ploche. Ako
vSak vnimat obraz, ktory zrasta so svojim ramom?
Akointerpretovat tuto ,hradzu®, ktora praskaa pre-
sakuje? Ram je formou dispozitivu. Dispozitivu
rozumiem ako réznorodym materialovym, fyzio-
logickym Ci psychologickym podmienkam, ktore
utvaraju vztah medzi pozorovatelom a obrazom,
vnimatelom a dielom. Dispozitiv spoluutvara alebo
posuva zmysel diela, je medzi¢lankom ovplyvnuj-
ucim vztah divaka k obrazu/dielu.

.Dal som obraz na stenu, aby som zabudol, Ze exi-
stuje stena, ale ako zabudam na stenu, zabudam aj
naobraz. Obrazy st preto, lebo existujti steny. Treba
vediet zabudnut, Ze existuju steny, a na to ludia ne-
vymysleli ni¢ lepSie ako obrazy. Obrazy zatieriuju
steny. No steny zabijaju obrazy. Mali by sme teda
ustavicne menit bud'steny, bud ' obrazy, jednostaj
davat na steny iné a iné obrazy, alebo mat pred se-
bou vZdy iny obraz steny.“3
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“I am looking out of the window. | can see
branches of trees that are interwoven in thin
black lines. A fragment of the balcony railing.
On the right, a part of the sidewalk, on which
an older woman is walking. | go closer to the
window. On the left | notice a shaded corner
of a neighboring house which stands out from
the planted spruces. Downhill across the lawn,
children take a shortcut on their way to school.
The view is given by the dimensions of the win-
dow opening and my position. The frame and
placement. These two factors condition my
current perception of the world.”’

The image is defined by the frame, by the di-
mensions that determine it. The image is a
challenge for the viewer. It does not mean that
it would not exist without him, it does, but it
would not be seen. The image has its creator
as well as its potential viewer. For both, the
borders of the image consist of its edges. The
frame is a floor plan of the image. Just like the
floor plan defines a room which exists within
the context of a wider space, the frame of an
image also sets it apart while pointing to the
fact that the image is not excluded from reality.
Itis not adenial of reality. It is part of it, it actu-
ally concentrates it. The image takes us back
to a deeper understanding of something that
has long stood next to us.

“If you are of the kind that absolutely needs
images, since it was said, ‘The images arise in us
when you cannot immediately understand the
general meaning of the thing; then we create
images in which the meaning could be as man-
ifest as possible;’ so if you cannot do without
putting the images between yourself and the
source, let them at least be as thin as possible,
as transparent as possible, just a rectangle of
fine canvas protecting against dazzle, on which
the source could perhaps project itself by a
mere shadow.”?

The image, in the case of a painted artifact,
is a materialized projection that is excluded
from reality by having a border. The frame
acts as a dyke. At the same time it collects
and concentrates the material of the work
and encloses it in an autonomous area. But
how do you perceive the image that grows
out of its frame? How to interpret this “barrier”
that cracks and leaks? The frame is a form of
dispositive (dispositif). The dispositive is un-
derstood as a variety of material, physiological
or psychological conditions that shape the re-
lationship between the viewer and the image,
the perceiver and the work. The dispositive
co-creates or shifts the meaning of a work, it
is aninterlink that affects the viewer’s relation
to the image/work.
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Fragmenty uvedenych textov priblizuju vycho-
diska témy, ktoru som sa rozhodol prostred-
nictvom vyberu autorov a diel prezentovat
v ramci sekcie Noveho zlinskeho salonu 2017.
Zaujem prameni z otazky: ¢im je obraz a nas
spdsob pohladu na obraz utvarany? Déle-
zitou sucastou otazky je limit, ktory urCuje
hranice - okraje obrazu, a priestor, ktory obraz
obkolesuje. Obraz je ,protéza“, ktora umoz-
nuje koncentrovanejsSie vnimanie. PresnejSie:
obraz je vecou koncentrujucou pozornost
k sebe. Vecou, ktora tuzi byt videna. Zaroven
ale odkazuje mimo seba. Obraz ma ambiciu
reprezentovat alebo sprostredkovat vyzna-
my veci. Zaujima ma dotykova plocha medzi
tymito dvoma polohami obrazu: obrazom ako
vecou a obrazom ako znakom, ktory odkazuje
k inym (metaforicky, symbolicky) vyznamom.
Tuto styénu plochu pre potreby tohto textu
nazyvam ramom. To, ¢o robi obraz obrazom,
je jeho ram. Ram je konstrukcia, ktora pred-
chadza tvorbe samotného obrazu. Ram je
kostrou tela malby.

Autorske pristupy vybranych umelcov repre-
zentuju rézne polohy prace s obrazom a odkry-
vanim toho, akym spésobom je obraz utvarany
aakym spésobom sa nan divame.

Jaromir Novotny nechava obrazy odstupit od
steny. Pozadie sa stava sucastou diela. Prie-

zochvievaju ho. Ddlezity je moment obnazenia.
Jemneé Svy, jazvy pripominaju krehkost a zrani-
telnost tela. Transparentnost (lat. trans - cez,
parens - viditelny) nielen etymologicky, ale aj
ideovo suvisi s transparentom. (Vyber diel na
vystavu zamerne pracuije s ,revolu¢nou* fareb-
nostou). Priehladnost je manifestaciou mysli-
enky, Zze obraz cez seba poukazuje k tomu, ¢o
sanachadza za nim alebo mimo neho.

S motivom priehladnosti, priepustnosti pracuje
aj FrantiSek Demeter. Jeho tvorba tematizu-
je ram ako objekt, ktory nie je iba nositelom
napnutého platna, ale sam sa stava dielom.
Obrazo-ramy vstupuju do priestoru. Pohyb di-
vaka je limitovany dielom. Obraz tu nevystupuje
ako dielo k ,nahliadnutiu®. Uz nie je iba arte-
faktom, ale nastrojom k naruseniu iluzivnosti,

k naruseniu dojmu optického vstupenia do
,okna“ obrazu. Je mechanizmom k de-forma-
cii priestoru.

Vymedzovanie pohladu a koncentracia na vy-
sek skutoc¢nosti je predmetom dlhodobého
vyskumu vytvarnika Juraja Gabora. V cykle
Otvorena obrazova galéria (2011 - suc¢asnost)
sa zameriava na vztah tela a ,telesného” zob-
razovania krajiny prostrednictvom kamery. Za-
znamenanie vymedzeneho obrazoveho planu
je sprevadzané ¢asovymi premenami obrazu,
vplyvom prirodnych a svetelnych podmienok.
Videa ainstalacie autora su sustredenymi uva-
hami nad plynutim ¢asu a pominutelhostou
obrazov, nad schopnostou rozpoznat aj vo
fragmente skutocnosti komplexnost a rézno-
rodost celku.

Zamerom vystavnej koncepcie je prezento-
vat utvaranie obrazu a zhodnotit funkciu ramu
vtomto procese. Dolezitym aspektom je videnie
a uvazovanie nad obrazom v SirSich suvislos-
tiach. Uvazovania nad obrazom ako nad mode-
lom skuto¢nosti, ktory ju reprezentuje bez toho,
aby junasilne prekryval.

1 zéznamzdenniku, 10. februar 2017

2 VeéraLinhartova: Povidka k obrazu. In: Prostor k rozliseni. Praha:
Mlada fronta 1965, s.57

3 Georges Perec: Prieskum priestoru. In: Co je to tam na dvore za
moped s chromovym kormidlom? Bratislava: Slovensky spisovatel
1992, prel: Michaela Jurovska, s. 105
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“I put a picture on the wall in order to forget that
there is a wall, but while | am forgetting the wall, |
am also forgetting about the picture. The pictures
exist because there are walls. It is necessary to
forget that there are walls, and for that people
have not invented anything better than pictures.
The pictures are eclipsing the walls. But the walls
are actually killing the pictures. Therefore we
should constantly change either the walls, or the
pictures, to put other pictures on the walls all the
time, or to have a different picture of the wall in
front of us all the time.”®

The fragments of the above texts approximate
the starting point of the topic that | have decided
to present through the selection of artists and
works within a section of the Zlin Salon 2017. My
interest comes from the question “What forms a
painting and our way of looking at the painting?
Animportant part of the questionis the limit which
determines the boundaries - the edges of the
painting and the space that surrounds the painting.
The paintingis a “prosthesis” which allows a more
focused perception. More precisely, the painting is
amatter of focusing attention onitself. It is a thing
which wants to be seen. At the same time, however,
it refers to the outside of itself. The painting has the
ambition to represent or mediate the meanings of
things. | am interested in the interface between
these two positions of the painting: the painting
as a thing and the painting as a sign that refers to
other (metaphorical, symbolic) meanings. For the
purposes of this text, thisinterface is called a frame.
What makes the painting a painting isits frame. The
frameis a construction that precedes the creation
of the painting itself. The frame is the skeleton of
the body of a painting.

The creative approaches of selected artists rep-
resent different positions of working with paintings
and revealing the way how a painting is formed and
how we look atiit.

Jaromir Novotny lets the paintings step back from
the wall. The background becomes anintegral part
of the work. Transparent organza lets light into the
painting. They make it shimmer. The moment of
exposure isimportant. Fine seams and scars are
areminder of the fragility and vulnerability of the
body. Transparency (from Latin: trans - through;

parens - visible) is related to the word banner
(“transparent” in Slovak) not only etymological-
ly, but also ideologically. (The selection of works
for the exhibition is deliberately working with a
“revolutionary” color scheme.) Transparency is
a manifestation of the idea that through itself, the
painting points to what is behind or beyondiit.

FrantiSek Demeter also works with the motif of
transparency. He works on the theme that the
frame as an object whichis not only a carrier of the
stretched canvas, but itself becomes a piece of
work. Painting-frames enter the space. The view-
er'smovementis limited by the work. The painting
here does not act as a thing “to be viewed”. Itisno
longer merely an artifact, but a tool to distort the
illusion, to disturb the impression of an optical entry
into the “window” of the painting. It is amechanism
for de-formation of space.

The definition of the view and the concentration on
afragment of reality is the subject matter of long-
term research by Juraj Gabor. His series Open
Picture Gallery (2011 - present) focuses on the
relationship of the body and the “physical” rep-
resentation of landscape through a camera. The
recording of a defined picture planis accompanied
by temporal changes of the painting due to natural
and light conditions. The videos and installations of
this artist are concentrated contemplations on the
passing of time and the passing of images, onthe
ability to recognize the complexity and diversity of
the whole in afragment of reality.

The purpose of the exhibition concept is to pres-
ent the way of the formation of a painting and to
evaluate the function of the frame in this process.
Animportant aspect is seeing and thinking about
the painting in a broader context - thinking about
the image as a model of reality which represents
it without forcibly coveringiit.

1 journalentry, 10 February 2017

2 \VéraLinhartova: Story for a Picture. In: Prostor k rozliseni. Prague,
Mlada fronta 1965, p. 57

3 Georges Perec: Quel petit vélo a guidon chromé au fond de la
cour? (Which Moped with Chrome-plated Handlebars at the Back
of the Yard?. Paris: Denoél, 1966
Translated into English via Slovak from Co je to tam na dvore za
moped s chromovym kormidlom? Bratislava: Slovensky spisovatel
1992, p.102
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Bez nazvu (2016). Akryl, syntetické organza, 220x150cm  Untitled (2016). Acrylic, synthetic organza, 220x150 cm
Jaromir Novotny a galerie hunt kastner, Praha Jaromir Novotny and gallery hunt kastner, Prague
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JAROMIR NOVOTNY

Bez nazvu (2016). Akryl, synteticka organza, 75x63cm  Untitled (2016). Acrylic, synthetic organza, 75x63 cm
Jaromir Novotny a galerie hunt kastner, Praha Jaromir Novotny and gallery hunt kastner, Prague

JAROMIR NOVOTNY

Bez nazvu (2016). Akryl, synteticka organza, sklo,80x60cm  Untitled (2016). Acrylic, synthetic organza, glass, 80x60 cm
Jaromir Novotny a galerie hunt kastner, Praha Jaromir Novotny and gallery hunt kastner, Prague
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Tajemstvi kvétiny a ten pohled
zokna (2017). Multimedialni
instalace, variabilni rozméry

The Secret of Flower and that
View from the Window (2017).
Multimedia installation,
dimension variableUntitled
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Tam kde my sme uz boli (2015). Where we have already been (2015).
Olej, akryl, platno 2000-3000 cm, foto z instalacie, Oil, acrylic, canvas, 2000-3000 cm, instalation photo,

Cena Oskara Cepana, Dig Gallery, Kosice, foto: Vlado Elias ~ Oskar Cepan Prize, DIg gallery, Kosice, Photo: Vlado Elias
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FRANTISEK DEMETER - Narozen / Born: 1975 TrebiSov « Studia
/ Education: « Vysoka Skola vytvarnych umeni v Bratislave
(1994-2000) « Vystavuje od / Exhibitions since: 1998 - Zije

a pracuje / Lives and works: Bratislava - Samostatné vystavy

v letech 2014-2017 / Solo exhibitions between 2014-2017:

Nic nez plocha, Galerie SPZ, Praha, 2014 « Nie ano nie, Krokus
Galéria, Bratislava, 2014 « JURAJ GABOR ¢+ Narozen / Born:

1985 Lucenec « Studia / Education: « Vysoka Skola vytvarnych
umeni v Bratislave (2005-2011) « Vystavuje od / Exhibitions since:
2007 « Zije a pracuje / Lives and works: Breznicka « Samostatné
vystavy v letech 2014-2017 / Solo exhibitions between 2014-2017
« Hodiny geometrie, Photoport, Bratislava, 2016 « Vertikalni gradace,
Galerie Kostka, MeetFactory, Praha, 2016 ¢ Prave teraz, Galéria
Plusminusnula, Zilina, 2015 « Zrakova pyramida, Sulov-Hradna,
Zilina, 2015 « Osvetlovanie, Ciachovna, Povazska galéria umenia,
Zilina, 2015 « Chlapec s kamerou, Galéria Jozefa Kollara, Banska
Stiavnica, 2015 « Nemyslet. Na Hory! Nemyslet na hory., Galerie
Bunka, Usti and Labem , 2015 « Divka pfed domem, Krajska galerie
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vytvarného umeénive Zling, 2014 « Chlapec pred domom, Galéria
HIT, Bratislava, 2014 » Stuperi spochybnenia (s L. Mi¢ikovou),
Galéria mladych, Nitrianska galéria, Nitra, 2014 « Gradacia, Priestor
- platforma su¢asného umenia, Luéenec, 2014 - JAROMIR
NOVOTNY - Narozen / Born: 1974 Cesky Brod « Studia / Education:
« Akademie vytvarnych uméniv Praze (1993-1999) « Vystavuje od /
Exhibitions since: 1996 « Zije a pracuje / Lives and works: Bfezany
Il - Samostatné vystavy v letech 2014-2017 / Solo exhibitions
between 2014-2017: Look Again, Axel Vervoordt Gallery, Hong
Kong, 2017 « Télo malby, hunt kastner, Praha, 2017 « Echo Chamber,
(s I.Schubiger), Annex 14, Curych, 2016 « What a Painting Wants,
Georg Kargl Box, Viden, 2016 « White Room, Geukens & De

Vil, Antverpy, 2016 « Gizela Mickiewicz / Jaromir Novotny, The
Gdansk City Gallery, 2015 « Kapradinovy kvét, Michat Budny &
Jaromir Novotny, PLATO, Ostrava, 2015 « Zadni svétlo, DUm uméni,
Ceské Budéjovice, 2015 « Nizsi formy, 35m2, Praha (spoluprace

v v

Praha, 2014
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OBRAZVDOB2
ROZ395ENQ REALITY

Na otazku po soucasné podobé obrazu neni
jednoducha a jednoznacna odpovéed. Pokud
totiz neztstaneme u nejprostsiho vymezeni
obrazu jako dvourozmérné plosné malby, ocit-
neme se v nesourodeé sfére riizné propojenych
fenomeénu, které postradaiji znaky sjednocujici-
ho kanonu. Po tvirgich experimentech dvaca-
tého stoleti, tendencich modernii postmoderni
kultury, po vybojich avantgard zrejmé jiz neni
mozné redukovat vyznam pojmu obraz na jeho
pUvodni, dvourozmérnou podobu.

Malirska dila odpovidajici zminénému starsimu
modu sice stale predstavuiji jeden z dilezitych
tvlrdich pristupll zastoupenych na sou¢asné
scéng, vedle nich se vsak setkavame s dily,
ktera se k podstaté jevu obraz vztahuiji v du-
chu postkonceptualnich tendenci. Rada au-
tort resi otazku mozného otevreni a prekro-
¢eni ploSnéeho obrazu smérem do tretiho
rozméru nebo se zabyvaji moznostmi zachytit
vlastnosti prostoru prostrednictvim iluzivni-
ho zobrazeni. Vedle téchto postoji soudoba
tvorba prinasi bezpocet dél, ktera drive uzke
vymezeni obsahu pojmu obraz dale rozSiruji
a ktera reaguiji na nynéjsi rozsahlé, zejména
technologické zmény. Dulezitou a diskutova-
nou se v posledni dobé stava takeé napriklad
oblast, ve které se potkavaji obraz, objekt a de-
sign. Nelze rovnéz opomenout ¢etné vyuzivani

fotografie, filmu a novych médii, projevuijici se
jednak proménou podoby vytvarného zobra-
zeni, i vznikem novych uméleckych strategii.
Ty jsou Casto postaveny na uplatfiovani a post
produkénim pretvareni hotovych filmovych
a fotografickych snimk.

Vystava Novy zlinsky salon vytvari prostor pro
kuratorskeé sondy do toho slozitého a rozma-
nitého pole. Svym vybérem uméleckych dél
se pokousim postihnout vybrané, napadné
vzdalené polarity sou¢asnych autorskych po-
stojl, manifestované na jedné strané malbami
vytvorenymi tradi¢nimi malifrskymi prostredky
a na strané druhé artefakty, které vznikaji za
pomoci vyrobnich technologii a mechanizo-
vanych nebo strojovych metod prace. Soubor
prezentovanych dél je ovsem nutné pouhym
naznakem barvité riznorodosti neprebernych
podob sou¢asného obrazu. Prozitek napéti
mezi lidsky ,dotykanymi“ senzitivnimi malirsky-
mi projevy a dily, ktera jakoby ,vyrobena“ kore-
sponduji se sou¢asnymi védeckymi predsta-
vami o mozné objektivizaci lidskeho poznani,
nam snad prostredkuje cosi dulezitého o pova-
ze nasi soucasnosti.

Soubor dél ukazuje malbu Daniela Balabana,
ktera obvykle nese obecné lidska, nékdy
i archaicka témata. Jeho tvorba predstavuje
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PAINTING AT THE TIME OF
EXTENDED REALITY

There is no easy, unequivocal answer to the ques-
tion of what form contemporary painting now
takes. If we do not hold to the simplest definition
of painting as a two-dimensional picture, we find
ourselves among the disparate spheres of various-
ly-interconnected phenomena that lack the char-
acteristics of aunifying canon. After the conquests
of the avant-gardes, the creative experiments of
the 20th century, and the tendencies of modernist
and post-modernist culture, itis apparently no lon-
ger possible to reduce the meaning of the concept
of painting to its original two-dimensional form.

Painterly works corresponding to the older mode
mentioned above still represent one of the im-
portant creative approaches represented on the
contemporary scene, but alongside them we en-
counter works that relate, in the spirit of post-con-
ceptual tendencies, to the essence of the phe-
nomenon of the image. Many artists address the
question of possibly opening up the surface area of
the painting and protruding into a third dimension,
or are involved with opportunities to capture the
characteristics of a space through trompe loeil. In
additionto such stances, contemporary creations
yield countless works that continue to develop
the previously narrow definition of what the con-
cept of animage involves in terms of content and
respond to today’s extensive changes, especially
totechnological ones. Whatis also important and

much-discussed recently is the area where de-
sign, the image, and the object come together. It
is also necessary to mention the numerous uses
of film, new media and photography that mani-
fest both as forms of variable visual displays and
through the emergence of new artistic strategies.
These are frequently based on the application
and post-production recreation of filmed and
photographedimages.

The exhibition at the New Zlin Salon creates
room for curatorial investigation of this complex,
varied field. By choosing artworks, | am attempt-
ing to capture selected polarities, noticeably
distant from each other, of contemporary artistic
stances manifested, on the one hand, by paint-
ings created using painterly, traditional means,
and on the other hand by other artefacts created
with the aid of mechanical or mechanized work
methods and production technologies. This set
of works presented, of course, necessarily gives
just a hint of the colorful, infinite diversity of forms
of contemporary painting. The experience of the
tension between the human “touch” of the paint-
erly, sensitive expressions and the works that
seem “manufactured” corresponds to current
scientific ideas about the possible objectification
of human knowledge, and is perhaps conveying
something important to us about the nature of
our present time.
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zvlastni, silnou zpravu o vnitfnim svété soucas-
ného ¢lovéka s pritomnou, dalezitou spiritu-
alni rovinou. Velmi senzitivni pozorovani svéta
do svych obraz( transformuije dalSi vystavuijici
umélec, Petr Vesely. Svym redukovanym, mini-
malizovanym malirskym projevem ¢asto vede
dialog s vyznamnymi dily z historie moderni
malby. Podobné je tomu v obsahové roviné
u videofilmu Predlicke Bel Canto od Michaely
Thelenové. Zachycuje soucasny, pramyslem
postizeny pohled na siluetu hory MileSovky,
ktera byla v obdobném uhlu pohledu namé-
tem romantickych krajinomaleb Caspara D.
Friedricha v devatenactém stoleti.

Do znac¢né miry jako protipol zminénych ob-
razt mizeme vnimat prace Milana Housera
a Jakuba Roztocila: Tematizuji, mimo jing, tech-
nologicky a vyrobni proces vzniku dél, a rezo-
nuji tak s dobovou tendenci k propojeni zivota
se strojem v nejrliznéjsi podobé.

70

TEREZIE PETISKOVA

PAINTING AT THE TIME OF EXTENDED REALITY

This set of works shows the painting of Daniel
Balaban, which customarily is a vehicle for gen-
erally human themes, sometimes even archaic
ones. His creations deliver a special, strong mes-
sage about the internal world of contemporary
human beings with animportant, present, spiritual
dimensiontoit. The next artistin the exhibition, Petr
Vesely, transforms his very sensitive observations
of the world into his images. Through his minimal-
ized, painterly, reductive expression, he frequently
conducts a dialogue with significant works from
the history of modern painting. Similar in terms of
content s the video film The Bel Canto of Predlice
by Michaela Thelenova. The film captures the cur-
rent, industrially-blighted view of the silhouette of
the MileSovka Mountain, which was painted from
asimilar angle by the Romantic landscape painter
Caspar D. Friedrichin the 19th century.

Toasignificant degree, we can perceive the works
of Milan Houser and Jakub Roztocil as the polar
opposite of theimages mentioned above: among
other things, they thematize production and tech-
nology processes of the creation of their works,
which resonates with the tendency of our time
to connect life to machines in the widest possible
variety of forms.

7
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Petr Vesely / B.Reynek
UkfiZzovani se zahradou (Z cyklu
Formaty) (2010). Akvarel, papir,
204 x181mm (345 x 224 mm)
Crucifixion with garden

(From cycle Formats)(2010).
Watercolor, paper, 204 x 181mm
(345x224 mm)

Pieta s lodkou podle Bohuslava
Reynka (Z cyklu Formaty) (2004).
Akvarel, papir, 128 x 1778 mm

(408 x 329 mm)

Pieta with boat by Bohuslav
Reynek (From cycle Formats)
(2004). Watercolor, paper,

128 x 178 mm (408 x 329 mm)

Petr Vesely / J. Zrzavy
Dvanéactilety Jezi§ (Z cyklu
Formaty) (2005). Akvarel, papir,
346x305mm

Twelve years old Jesus

(From cycle Formats) (2005).
Watercolor, paper, 346 x 305 mm

Hrebik (2016).

Kov, akryl, tuzka, sololit,
425x379x5¢cm

Nail (2016). Metal, acrylic, pencil,
fibreboard, 42,5x 379 x5cm

Petr Vesely / B.Reynek

Murka na skle (Z cyklu Formaty)
(2010). Akvarel, papir, 118 x 88 mm
(437 x376 mm)

Little moth on glass (From cycle
Formats) (2010). Watercolor,
paper, 118 x88 mm

(437 x376 mm)

Formaéty (17 formétu)
nedatovano (od 90. let).

Drevo, sololit, preklizka, Sepsy,
tuzka, sklo, 31,3x 25,6 x 25,1 cm
Formats (17 formats) undated
(from 90s). Wood, fibreboard,
grounds, plywood, pencil, glass,
31,3x256x251cm

. Petr Vesely / B.Reynek

UkfiZzovani na dvefich (Z cyklu
Formaty) (2010). Akvarel, papir,
M1 X 73 mm (453 x 320 mm)
Crucifixion on the door

(From cycle Formats) (2010).
Watercolor, paper, 111x73mm
(453 x320 mm)

Zavés (2014). Olej, email, akryl,
platno,125x90cm

Hinge (2014). Oil, enamel, acrylic,
canvas,125x90cm
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Beznazvu (2016). Untitled (2016).
Komb. technika, 207x107x125cm  Mixed media, 207x107x125cm
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Predlické Bel Canto I. (2012). Videoprojekce, 11:08 min.  Bel Canto Predlice I. (2012). Video, 11:08 min.
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Byti (2015). Being (2015).
Olej, platno, 160x220cm  Qil, canvas, 160x220 cm
Sbirka Roberta Runtdka  Robert Runtak Collection
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DANIEL BALABAN - Narozen / Born: 1957 Sumperk « Studia /
Education: - Akademie vytvarnych uméniv Praze (1979-1984)

« VVystavuje od / Exhibitions since: 1985 ¢ Zije a pracuje / Lives and
works: Ostrava/Vresovice « Samostatné vystavy v letech 2014-2017 /
Solo exhibitions between 2014-2017: Otevrené zdroje, Galerie Via Art,
Praha, 2017 « Nejasna poselstvi, Galerie vytvarného uméniv Ostrave,
2016 « Staré zbrané, Divadlo Ant. Dvoraka, Ostrava, 2014 « L/VE,
Vystavni sin Sokolska 26, Ostrava, 2014 « Rezist, obrazy a objekty,
Galerie Langtv Dam, Frydek, 2014 « MILAN HOUSER < Narozen /
Born: 1971 VysSkov « Studia / Education: « Akademie vytvarnych uméni
v Praze (1993-2000) « Pedagogicka fakulta Masarykovy univerzity

v Brné (1981-1983) « Vystavuje od / Exhibitions since: 1993 « Zije a
pracuje / Lives and works: Brno « Samostatné vystavy v letech 2014-
2017 / Solo exhibitions between 2014-2017: Pictura Naturans, DSC
Gallery, Praha, 2016  Barvometrie, DUm uméni mésta Brna, 2016 « Kdo
obraz jesté unese, Galerie Aspekt, Brno, 2015 « Eugenika, Galerie TIC,
Brno, 2014 « Red & white, Galerie Zavodny, Mikulov, 2014 « Ego Gallery,
Luminiscence, Bratislava, 2014 « JAKUB ROZTOCIL - Narozen /
Born: 1979 Turnov « Studia / Education: « Akademie vytvarnych uméni
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v Praze (2000-2005) « Vystavuje od / Exhibitions since: 2004 « Zije
apracuje / Lives and works: Praha « Samostatné vystavy v letech
2014-2017 / Solo exhibitions between 2014-2017: XY T, Expost, Praha,
2015 « MICHAELA THELENOVA - Narozena / Born: 1969 Chomutov
« Studia / Education: « Pedagogicka fakulta Univerzity J. E. Purkyné,
Usti nad Labem (1987-1993) « Vystavuje od / Exhibitions since:

1991+ Zije a pracuje / Lives and works: Sovolusky/Usti nad Labem

« Samostatné vystavy v letech 2014-2017 / Solo exhibitions between
2014-2017: Prach v medzerach (se Z. Koleckovou), Kunsthalle,
Kosice, 2016  Sudetska rapsodie (s M. KuriSem), Galerie Emila Filly,
Usti nad Labem, 2015 « Na konci svéta, Diim pant z Kunstatu, Dim
uméni mésta Brna, 2014 « PETR VESELY + Narozen / Born: 1953
Brno « Studia / Education: « Akademie vytvarnych uméniv Praze
(1973-1979) « Vystavuje od / Exhibitions since: 1979  Zije a pracuje

/ Lives and works: Brno  Samostatné vystavy v letech 2014-2017 /
Solo exhibitions between 2014-2017: O vterinu pozdéji..., Galerie Petr
Novotny, Praha, 2016 « Andél, stin, Galerie Rudolfinum, Praha 2015-...
jen zablesk vlasoveé ¢ary na brevné, Galerie Zavodny, Mikulov, 2015

* Dvere se zabradlim, Pamatnik, Terezin, 2014
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HLADANIE MALBY
VHRANICIACH OBRAZU
ROMANA BICEKA,
RASTISLAVA SEDLA49KA,
RASTISLAVAPODOBU
AMARTINA SPIRCA.

Zvykne sa hovorit, ze su¢asna malba ma svoj
rodny list vystaveny devéatdesiatymi rokmi mi-
nulého storocia. Teda v dobe, kedy nastup no-
vych médiiju prinutil prehodnotit désledky pre-
vahy medialneho Sirenia reality. Obraz sa stal
vSadepritomnou ikonou a jeho malovany suput-
nik bol postaveny pred otazky, ako dalej. Chvilu
trvalo, kym si malba uvedomila, ze odmietanim
reality je odsudena byt akurat tak muzealnym
reliktom minulosti. Prichodom nového milénia,
aspon na Slovensku, to tak bolo, ked existencii
medialnej reality sa uz nedalo vyhnut, malova-
ny obraz sa zbavil frustracii a za¢al so svojim
prostredim kone¢ne rovnocenne komunikovat.
Nestalo sa tak zo dna na den, ale postupne sa
ukazoval vo svojej ,komunikativnej“ podobe,
predovSetkym v priestoroch Skolskych atelie-
rov. Prisla s nim generacia Studentov, ktori virtu-
alny svet médii vnimali ako svdj vlastny priestor.
Pochopili, ze malba, ak sa chce vratit ,znovu do
hry“, nemala by sa stavat voci fotografickym
¢i inym reprodukénym postupom vyuzivanym
masovou kulturou. Pritom uz od &ias Gerhar-
da Richtera su tieto otazky pritomné v debate
omalbe a jej vztahu k realite.

Svet je ale premenna areagovat nan nie je vzdy
samozrejmeé a lahké. Takze aj otazka dneska

je postavena na tomto vztahu, ktory aj dnes
(a prave dnes) je neuchopitelny a len tazko
pomenovatelhy. Je to zavislost na medialnom
babylone postfaktickej doby? Alebo je to utek
od vSetkého k sebe samému? Asi univerzalna
odpoved ani neexistuje. Pokusom o Ciastkovu
odpoved je vyber Stvorice umelcoy, ktorych
tvorba reprezentuje Styri mozné odpovede na
polozenu otazku. Zohladnovala som pri nom
jednu podmienku a to, ze existencia malby ma
prebiehat v obraze. Teda Ze jej bytostny priestor
by mal zostat v hraniciach odkazujucich k tradi-
cii ramu. Otazka takto postaveného zadania po-
tom znela: ¢iv takto tradicnom a stereotypnom
vnimani je moznée vytvorit malbu prinasajucu
nieco autentickeé a vztahujuce sa k su¢asnosti.

Prvy zo Stvorice Roman Bicek (1981) je autor,
ktory pracuje so Sirokym repertoarom, dalo by
sa povedatimitujucim to, ¢o aktuality dna ponu-
kaju. Berie siich ako surovy material. Obrazky
z bulvaru, informacie zo socialnych sieti - k na-
malovaniu, k citovaniu, komentovaniu, kritizova-
niu. Vobec sa nesnazi zamaskovat pévod tychto
predobrazov, prave naopak. Pouzivaich preich
diskutabilny, banalny a neraz aj priam trapny
obsah. Vytvaraju mu akési nielen mentalne, ale
aj formalne zazemie, ktoré nahrava Bicekovmu
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AQUEST FORPAINTING
WITHIN THE BORDERS OF
THEIMAGES BY ROMAN
BICEK,RASTISLAV SEDLA49K,
RASTISLAVPODOBAAND
MARTIN SPIREC

Itis said that contemporary painting got its birth
certificate in the 1990s, i.e, at the time when
the emergence of new media forced it to reas-
sess the implications of the prevalence of media
dissemination of reality. The image became a
ubiquitousicon, and its painted companion was
confronted with the question of which path to
take. It took a while before painting realized that a
denial of reality would condemn it to be a muse-
um relic of the past. Upon the arrival of the new
millennium, at least in Slovakia, the existence of
media reality could no longer be avoided, and at
that time the painted image got rid of frustration
and finally began to communicate equally with
its surroundings. It did not happen from one day
to the next, butit slowly emerged inits “commu-
nicative” form, especially within the premises of
art school studios. It came with a generation of
students who perceived the virtual world of the
media as their own space. They realized that
if painting wanted to get back into the game, it
should not juxtapose itself to the photographic
or other reproduction processes used by the
mass culture. Since the time of Gerhard Richter,
these questions have been present in a debate
on painting and its relationship to reality. But
the world is variable and it is not always mat-
ter-of-fact and easy to be responded to. So the

question today is built on this relationship, which
even today (and especially today) is intangible
and hardly describable. Is it a dependence on
the post-historical media Babylon? Orisit an
escape from everything to oneself? A universal
answer probably does not exist. An attempt at a
partial answer follows from the selection of four
artists, whose work represents four possible an-
swers to the question asked. | took into account
one condition and the fact that the existence of
the painting should take place within the picture.
Thatis, its essential space should remain within
the boundaries that refer to the traditions of the
frame. The question of such an assignment was
whether it was possible in such a traditional and
stereotypical perception to create a painting
that would bring something authentic and re-
lated to the present.

The first one of the four artists is Roman Bi-
cek (1981). His work spans a wide repertory,
it could be said that he imitates the news of
the day. He takes it as raw material - pictures
from the yellow press, information from social
networks - for painting, quoting, commenting,
criticizing... He does not even try to mask the
origin of these images, just the opposite. He
uses them for their debatable, banal, and often



BEATA JABLONSKA 88

HLADANIE MALBY V HRANICIACH OBRAZU

synkretickému maliarskemu rukopisu. K tymto
nametom pristupuje akéne a expresivne, niekde
akoby amatérsky neohrabane ainde naopak az
filigransky sustredene. Zmena vzhladu a kva-
lity malby sa takto stava nastrojmi autorovho
komentara. Nejde ani tak o textové komentare
alebo komiksoveé zveliCenie, ale 0 spbsob, akym
Roman Bicek maluje. R6zne rukopisy malby,
Casto aj na jednom obraze naraz, ponukaju Si-
roku Skalu komentarov: od lahkého vtipkovania
k zosmiesnujucej kritike. Bicekove malby su jeho
ostrym strelivom namierenym vSade tam, kde
mam pocit, ze sa trafit treba. Malbou neestetizu-
je, nezmiernuje, neskrasluje - prave naopak. Tak
trocha ako nahnevany street artista i sprayer,
ale uz vnimajuci principy a zlozitosti sveta.

Rastislav Sedlacik (1985) taktiez vo svojej tvorbe
sleduje fenomén, ktory patri k obrazu dneska,
ale mozno viac prehliadanym a neviditelnym.
Objavil mestsku perifériu, priemyselné zony,
sivé obsluzné medzi-miesta verejneho priesto-
ru, neurcité hranice konca civilizacie, ktorych
Lestetika“je vysledkom ucelu alebo ndhody. Od-
[udstenost a anonymita tychto miest je prvym
leitmotivom, ktory sa vinie Sedlacikovymi mal-
bami. Tym druhym je, ako su namalované a ako
ichinscenuje naplatno. Ich nevyraznost a mizivu
emocionalnu hodnotu vyuziva ako prilezitost
rozohrat malbu na pomedzi konkrétneho ne-
konkrétna, na hrane zobrazenia. Tato neistota,
existencia akoby v dvoch obrazovych rezimoch
dava malbe nebyt iluzivnou, ale viac svojbyt-
nou, v zmysle nezavislosti na zobrazenej realite.
Tuto jej novu viac menej autondmnu obrazovu
existenciu buduje najednoduchych principoch.
Architektonicky fragment zvykne postavit do
kontrastu s krajinnym prostredim - kontrolova-
né gesto, niekedy aj cez Sablonu nastriekanu
plochu konfrontuje so spontannym az nahod-
nym zasahom. Takto sa jeho malba predvadza
v Sirokej Skale vyrazovych moznosti, a zaroven
nie je zneuzivana v prazdnych (ako sa pri malbe
obcas stava) dekorativnych slepych ulickach.

Rastislav Podoba (1975) v porovnani s os-
tatnymi je skoér tichSim pozorovatelom, pu-
tujucim krajinou. Krajina je jeho mentalnym
a citovym zazemim, onym priestorom, v kto-
rom vidi objavit jej pozabudnutu jedine¢nost

prave v moznostiach sustredeneho ,hladania
v malbe“. Ako sam povedal v jednom z roz-
hovorov, nikdy nechcel malbou rozpravat
pribeh i popisovat skutocnost. Rozpravane
aopisovanie podla neho malbu oslabuje. Jeho
vedome i podvedome vytyCenym cielom je
najst to neurcité pomedzie, ktoré dokaze za-
chytit napatie, nenapadne vibrujuce medzi
autonomnostou malby a zobrazenim. Ked sa
vSedné meni na tajomné a telesné a konkrét-
ne trebars na spiritualne. Alebo ked sa strom
zmocni malby v monumentalnej mierke, alebo
naopak samoze stratit v Strukture farby. Rasti-
slav Podoba chape malovanie ako fyzicke spri-
tomnenie rozmyslania o konkrétnom priestore
obrazu, v ambicii dosiahnut jeho metafyzicky
presah. Snad aj preto je v jeho malbéach tol-
ko pohravania sa s mierkou zobrazovaneho,
monumentalitou motivu, ale naopak, s jeho
zmazavanim, destruovanim, ¢i priamo zaml-
¢anim. Kedy prazdny priestor je len odkazom
a tuSenim. A potom sa niekedy stava, ze stra-
cajuca sa malba v prazdne presiahne samu
seba, prekroci svoju telesnost k tym vyssim,
maliarom hlfadanym univerzalnym hodnotam.

Martin Spirec (1980) je sice maliarom here-
tikom, ale ako sam hovori, ,som len ten, ¢o
vSetko robi inak. Nefungujem pod Ziadnou
nalepkou. Nie som videoartista, nie som so-
char, maliar, multimedialny umelec. Napriek
tomu ¢im sa moja praca mdze javit, som stale
vnutorne presvedceny, ze je to cesta maliara.
Alebo maliarstva - inak®. Jeho zatial posledna
verejne znama video-instalacia Crystal lake
(2015) ma svoje mentalne predobraz v malbe
Petra Doiga Biele kanoe a dnes uz kultovom
hororovom filme Friday the 13th. Fascinovany
naladou obrazu a filmu, hladal ekvivalent vo vy-
volani podobnej atmosféry. Tej, kde sa zdanlivo
ni¢ nedeje, len niekde v podvedomi sa vynara
nedefinovatelna neistota. Pri filmovani krajin-
nej scény jazera lzra v Slanskych vrchoch na
vychodnom Slovensku sa udiala prirodou ria-
dena transcendencia. Vplyvom poveternost-
nej situacie sa zacalo jazero halit do hmly. At-
mosféra stracania sa je na flmovom zazname
zachytena aninie v jej fyzickej premene v biely
monochrémny obraz, ale v zmene atmosfeéry.
Martin Spirec previedol majstrovstvo starych
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almost embarrassing content. They form a
kind of mental as well as formal background,
which goes well with Bicek’s syncretistic style
of painting. He approaches these topicsin an
active and expressive way, sometimes clumsily
and at other times applying an almost filigree
care. Thus the change of the look and quality
of the painting becomes a tool of the artist’s
comment. It is not about textual commentar-
ies or comic exaggerations, but it concerns
the way Roman Bicek paints. Various painting
styles, often at the same time in one painting,
offer a wide range of commentaries: from light
jokes to mocking criticism. Bicek’s paintings
are sharply shooting at targets, which seem
to deserve being aimed at. By his painting he
does not beautify, diminish or decorate - on the
contrary. He is a bit like an angry street artist or
a sprayer, but already perceiving the principles
and complexities of the world.

In his work, Rastislav Sedlacik (1985) also
follows the phenomenon that belongs to the
image of today, but it is perhaps more over-
looked and invisible. He has discovered urban
peripheries, industrial zones, grey serving areas
of public space, indefinite boundaries of the
end of civilization whose “aesthetics” are the
result of purpose or chance. The first leitmotif
of Sedlacgik’s paintings is the alienation and
anonymity of these places. The other one is
how they are painted and how he stages them
on canvas. He uses their lack of character and
scarcity of emotional value as an opportunity
to create a painting on the border of a specific
non-specific relationship, on the edge of an
image. This uncertainty, the existence of two
picture modes, makes the painting not illusive,
but more autonomous in the sense of being
independent of the reality displayed. This new,
more or less autonomous existence of an im-
age is built on simple principles. An architec-
tural fragment is juxtaposed onto a landscape
- a controlled gesture or sometimes a plane
sprayed through a template is confronted with
a spontaneous, almost accidental interference.
Thus, his painting is performed in a wide range
of expressive possibilities and is not abused in
empty decorative blind alleys (as occasionally
occurs in painting).

Compared to others, Rastislav Podoba (1975) is
arather quieter observer traveling through the
countryside. His mental and emotional back-
ground consists of landscape, of the space in
which he is able to discover its half-forgotten
unigueness within the possibilities of afocused
“quest for painting”. As he himself said in an inter-
view, he never wanted to tell a story or describe
facts by his painting. In his opinion, speaking and
writing weakens the painting. His consciously
as well as unconsciously set goal is to find that
indeterminate borderland which can capture the
tension, inconspicuously vibrating between the
autonomy of painting and the representation.
When the everydayness changes into the mys-
terious, and the physical and specific into the
spiritual. Or when a tree takes over the painting
on a monumental scale, or vice versa, it gets
lost in the color structure. Rastislav Podoba
views painting as a physical representation of
the thinking about a specific space of the im-
age, in the ambition to achieve its metaphysical
overlap. Perhaps that is why his paintings play so
much with the scale of what is being depicted,
with the monumentality of motif, as well as with
its erasure, destruction or direct concealment.
When the empty space is just a reference and
aclue. And then sometimes it happens that the
painting which is getting lost in the void exceeds
itself, transcending its corporeality to the higher
universal values sought after by the painter.

Although Martin Spirec (1980) is a painter-
heretic, he himself says, “l am just the one who
does everything differently. | do not fit any label. |
am not avideo artist, | am not a sculptor, a paint-
er, a multimedia artist. No matter how my work
may look, | am still convinced that it is the way of
a painter. Or painting in another way.” His latest
publicly-known video installation Crystal Lake
(2015) has its mental prototype in Peter Doig’s
painting White Canoe and today’s cult horror film
Friday the 13th. Fascinated by the mood of both
the painting and film, Spirec looked for an equiv-
alent in order to evoke a similar atmosphere
where nothing seems to be happening, but only
somewhere in the subconscious arises an unde-
fined uncertainty. When filming the landscape
scene of Lake Izrain the Slansky Hillsin eastern
Slovakia, a nature-controlled transcendence
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majstrov krajinarov nie v ich kopirovani, ale
objavenim a sprostredkovanim atmosféry po-
malej premeny ako dokonalej ,filmovej malby*“.

Hladanie poddb su¢asnej malby je dobrod-
ruznou a neistou disciplinou. Aj preto som si
zvolila metodologicku pomocku, ktora urcila
cestu mdjho rozhliadania. Bol nou ram, ten
konkrétny, ale aj hypoteticky. Myslim si, ze toto
,obmedzenie“ nebolo nakoniec prekazkou
rozmyslaniu o malbe ako o aktualnom médiu
sucasnej vizualnej kultury. Mozno prave v uve-
domeni si hranic danymi tradiciou a kulturnymi
stereotypmi je hladajuci viac sustredeny a in-
tenzivnejsi a neulahcuje si cestu len osvedce-
nym modelom - negacie Ci subverzie. Ale opat
je tu to podmienecné ,mozno*“.
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took place. As a result of the weather situation,
amist beganto fall on the lake. The atmosphere
of getting lost is captured in the film, recorded
not so much inits physical transformationin a
white monochromatic image, but rather in the
change of atmosphere. Martin Spirec has shown
a mastery of the old landscape masters not by
their copying, but by discovering and mediating
the atmosphere of the slow transformationas a
perfect “film painting”.

The searching for forms of contemporary paint-
ing is an adventurous and uncertain discipline.
Thatis why | have chosen a methodological aid
that has set the path of my research - the frame,
the specific one as well as the hypothetical one.
[ think that this “limitation” was not an obstacle to
thinking about painting as the current medium of
contemporary visual culture. Perhaps in the very
awareness of the boundaries given by traditions
and cultural stereotypes, the searching person
is more concentrated and more intense and
does not ease his path by a well-proven model
- namely, the negation or subversion. But again,
there is a conditional “possibility”.
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Krajina (2015). Preklizka, polyuretan, papir, plast, plexisklo, 60 x 64,5 cm
Landscape (2015). Plywood, polyurethane, paper, plastic, plexi-glass, 60 x 64,5cm Luciin panelak (2014). Xerox, akryl nadrevotfisce, plast, 55 x 39,5cm  Lucy’s prefabricated house (2014). Xerox, acrylic, plywood, plastic, 55 x 39,5 cm
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Unknown Space (2009). Akryl, platno, dfevo, 126 x 300 x 25 cm. Zbierka Linea
Unknown Space (2009). Acrylic, canvas, wood, 126 x 300 x 25 cm. Linea Collection
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of culture (2015). Olej, akryl, dfevo, 100x80 cm
of culture (2015). Oil, acrylic, wood, 100x80 cm

BICEK




The Painter (2015). Olej, akryl, dfevo, 100 x 80 cm  The Painter (2015). Oil, acrylic, wood, 100 x 80 cm

98 ROMAN BICEK

BICEK

RO
VIA

BICEK

99



RASTISLAV PODOBA

PODO | PODO
BA BA

Cyklus (2012). Cycle (2012).
Olej, platno, 150x200cm  Qil, canvas, 150x200 cm
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Palma (2015). Olej, platno,200x170cm  Palm tree (2015). Oil, canvas, 200x170 cm

Pozorovatell. (2007-2008).

Olej, platno, 80x110 cm

Pozorovatelll. (2007-2008).

Olej, platno, 80x115cm

Galéria mesta Bratislavy

RASTISLAV PODOBA

Observer 1. (2007-2008).
Oil, canvas, 80x110 cm

Observer Il. (2007-2008).
Oil, canvas, 80x115cm

Bratislava City Gallery
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Crystal Lake (2015). Crystal Lake (2015).
Videoinstalace, Videoinstallation,
20:00 min. 20:00 min.
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Crystal Lake (2015). Crystal Lake (2015).
Videoinstalace, Videoinstallation,
20:00 min. 20:00 min.
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ROMAN BICEK - Narozen / Born: 1981 Bratislava « Studia / Education:
« Vysoka Skola vytvarnych umeniv Bratislave (2001-2008) « Vystavuje
od / Exhibitions since: 2003 « Zije a pracuije / Lives and works:
Bratislava/Stockholm « Samostatné vystavy v letech 2014-2017 /
Solo exhibitions between 2014-2017: Bohemian Crystal, AM180,
Praha, 2016 « The Watchers, Kunstverein, Bratislava, 2016 « Bohemian
Crystal, Photoport, Bratislava, 2015 « AiImost, a Perfect Fit, Beastro
galéria, Bratislava, 2015 « Medzi nami, HotDock galéria, Bratislava, 2015
« Guardian of Culture, Sabina Shuckert, Bratislava, 2015 « RASTISLAV
PODOBA - Narozen / Born: 1975 Banovce nad Bebravou « Studia

/ Education: - Akadémia umeni Banska Bystrica (2009 - dosud)

« VVysoka Skola vytvarnych umeniv Bratislave (1996-2002) « Vystavuje
od / Exhibitions since: 1996 « Zije a pracuije / Lives and works: Banska
Bystrica/Topol¢any « Samostatnée vystavy v letech 2014-2017 /

Solo exhibitions between 2014-2017: Galéria Ernesta Zmetaka,

Nové Zamky, 2017 « Cyklus, Vychodoslovenska galéria, KoSice, 2016

» Umelé kvety, Krokus Galéria, Bratislava, 2015 ¢ Pracovna plocha,
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Stredoslovenska galéria, Banska Bystrica, 2015« RASTISLAV
SEDLACIK - Narozen / Born: 1980 Cadca « Studia / Education:

« VVysoka Skola vytvarnych umeniv Bratislave (2007-2011) « University
of Houston (2002) « Vysoka Skola vytvarnych umeniv Bratislave
(1998-2004) « Vystavuje od / Exhibitions since: 1999 « Zije a pracuije /
Lives and works: Bratislava « Samostatné vystavy v letech 2014-2017
/ Solo exhibitions between 2014-2017: Slavnostné zasunutie do regalu,
Photoport, Bratislava, 2015 « Portét krajiny (host M. Rosmany) PRFR

/ Zlaté triesky, Bratislava, 2015 ¢ Tu, ja/, Kabinett, Bratislava, 2014
«MARTIN SPIREC - Narozen / Born: 1980 Cadca « Studia / Education:
« doktorandské studium Vysoka Skola vytvarnych umeniv Bratislave
(2008-2016) « Vysoka skola vytvarnych umeniv Bratislave (2000-
2007) « Vystavuje od / Exhibitions since: 2002 « Zije a pracuje / Lives
and works: Bratislava e Samostatné vystavy v letech 2014-2017 / Solo
exhibitions between 2014-2017: More klidu, Galerie TIC, Brno, 2015

« Kusy z hard disku, Galéria Plusminusnula, Zilina, 2015 « Total Recall,
Hotdock Gallery, Bratislava, 2014
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Jednim z dominantnich a zaroven takeé nej-
starSich prostfedkid uméleckého zobrazeni
je po tisicileti malba. K uréitému zpochybnéni
jejiho vyznamu pro sou¢asneé uméni dochazi
na prelomu minulého stoleti, ktereé otevrelo
cestu radé novych vizualnich a vyrazovych
tendenci svého budouciho vyvoje. Nakonec
se ale ukazuje, Zze malba je nejen stale ziva, ale
Ze navic po formalniivyrazove strance prebira
fadu podnétl z i mnoha ne-malifskych oboru.
V jistém smyslu se znovu potvrzuje, ze malba
je nezastupitelnajako vyrazny a stale aktualni
vytvarny akcent kazde, tedy i této doby. Vy-
znam malby je odvozen predevsim silou bez-
prostfedniho ucinku, jakym dokaze na divaka
zapusobit.

Tuto podstatnou souvislost dobre vystihl John
Berger ve své stale aktualni knize ZpUsoby
vidéni:,Vztah mezi tim, co vidime, a tim, co vime,
neni nikdy jednou provzdy uréen. Kazdy vecer
vidime zapad slunce. Vime, Ze se od néj Zemé
odvraci. A prece tato znalost, takovée vysvétle-
ni nikdy zcela neodpovida nasemu pohledu...
Zpusob, jakym vidime véci, je ovlivnén tim, co
vime Ci cemu vérime. Ve stredovéku, kdy lide
vérili ve fyzickou existenci pekla, musel pohled
na oheri znamenat néco odliSného nez dnes.
Presto jejich predstava pekla vdécila za mnohée
pohledu na vse stravujici oheri a vysledny popel

- stejné tak jako jejich zkuSenosti s bolestivy-
mi popaleninami.“Vystava Novy zlinsky salon
2017 vznikla ve spolupraci nékolika kuratort
si polozila otazku, ,co je (mlze byt) souc¢asny
obraz?” k niz kazdy z nich pfipojil ukazku -
vytvarné dilo dokumentujici jeho odpovéd na
zakladé osobniho vybéru. Jak jiz bylo zminé-
no na zacatku, sou¢asny obraz ,,JE“. Nestal
se reliktem, ale ¢asto pravé naopak vyuziva
vSech dostupnych moznosti, variant a postu-
pu moderniho vytvarného zobrazeni vnéjsich
i vnitfnich déju i jeva mimo realitu smyslové-
ho chapani. Bez omezeni se inspiruje radou
.ismu“, véetné téch, které obraz/malbu zdanli-
vé odmitaji; jsou znamy priklady umélct vyuzi-
vajicich konceptualni formy, jako byl Yves Klein
a dalsi, kteri ale zaroven pracovali prostredky
malby a vyuzivali jejich formalnich moznosti.

A nakonec - malba je ¢asto prvotnim, nejpfiro-
zenéjSim, nejpristupnéjsSim a nejemotivnéjsim
vytvarnym projevem i nejmladsi umélecké ge-
nerace, pro niz predstavuje nove prilezitosti
k experimentu a moznosti rozvoje vidéni a zob-
razeni svéta, nebot malba a jeji zakonitosti vy-
tvarné kompozice, rovnovaha detailu i celku,
protiklad i soulad, sofistikovana geometrie
i expresivni vyraz vedou k hlubSimu pocho-
peni slozitosti a principt zobrazovanych jevu
ajejich vzajemnych vztaha.
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Painting has been one of the most ancient, dom-
inant means of artistic representation. A certain
doubt was cast upon its significance for con-
temporary art at the turn of the 20th and 21st
centuries, which opened up paths for the future
development of many new expressive and visual
tendencies. Ultimately, however, what has been
demonstrated is that painting is not just alive, but
that it is absorbing much inspiration from many
non-painterly fields with respect to its expressive
and formal aspects. In a certain sense, itis again
being confirmed that painting is irreplaceable
as an expressive, pictorial accent that remains
currentinevery age, including our own. The signif-
icance of a painting is deduced primarily through
the strength of the immediate effect it manages
tohave onaviewer.

This essential connection is well-captured by
John Berger in his still-relevant book, Ways of
Seeing: “The relation between what we see and
what we know is never settled. Each evening we
see the sun set. We know that the earth is turning
away from it. Yet the knowledge, the explanation,
never quite fits the sight. ... The way we see things
is affected by what we know or what we believe. In
the Middle Ages when men believed in the physical
existence of Hell the sight of fire must have meant
something different from what it means today. Nev-
ertheless their idea of Hell owed a lot to the sight of

CITY -PLACE

fire consuming and the ashes remaining — as well
as to their experience of the pain of burns.”

The 2017 exhibition of the New Zlin Salon came
about in collaboration with several curators who
asked the question What is/can be contempo-
rary painting?, and then provided a sample of
an artwork they personally chose to document
their answer. As was already mentioned at the
beginning, contemporary painting “IS”. It has not
become arelic, but is frequently precisely the
opposite - it exploits all available options, pro-
cesses and variations of how modern fine art
depicts external and internal phenomena, as well
as processes beyond the reality of our sensory
perception. Without limitation, contemporary
painting is inspired by many “-isms”, including
those that apparently rejectimage/painting; there
are famous examples of artists exploiting concep-
tual forms, such as Yves Klein and others, who at
the same time have worked with the means of
painting, taking advantage of its formal options.

Ultimately, painting is frequently the most acces-
sible, most emotive, most natural, prime artistic
expression for the very youngest generation of
artists, for whom it represents a new occasion
for experiment, an opportunity to develop their
depiction of the world, their seeing, as painting
and the regularities of artistic composition - the
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Cast vystavy pod nazvem ,Krajina - mésto -
misto” pfedstavuje autory Jifiho Cernického,
Patrika Habla, Jakuba Spanhela, Karla Stédré-
ho a Petra Pisarika. Z vybéru je zrejmé, ze jde
o autory, ktefi se pohybuiji v riznych rovinach
vyjadreni a osobitych formach prace. Presto
se jedna, kromé trojrozmérného objektu Jiri-
ho Cernického, predevsim o malbu. Podtext
této Casti vystavy ,Krajina - mésto - misto“ je
chapan predevsim tak, ze vidéni zprostredko-
vava nas kontakt s prostorem kolem nas: kra-
jinaimésto jsou misty odrazu v nasem védomi
av naSich pocitech. Zminovana témata se ¢asto
objevuji pravé v tvorbé uvedenych autoru:

Jifi Cernicky (1966) preved! krajinu, mésto,
misto do trojrozmérnych objektd. Umélec, vy-
uzivajici rizna média véetné malby, reaguje na
podnéty, které nas obklopuji ve své kazdoden-
nosti. Autor v nich nachazi pribéhy, ale i grotesk-
ni situace s hlubSimi presahy.

Patrik Habl (1975) se soustfeduje na organis-
mus meésta i exotickeé imaginarni krajiny, kte-
ré maji formu znaku. Zabyva se krajinou jiz od
svych studii, soustreduje se na strukturu jako
soucast jejiho prostoru. Zaroven vznikaji me-
ditacni formy, a tak neprekvapuje, ze rada jeho
realizaci se odehrava v sakralnich prostorach.
Ve sveé malbé pouziva radu neobvyklych po-
stupl od stékani a rozmyvani az po plsobeni
venkovniho prostredi.

Jakub Spanhel (1976) ve svych obrazech pra-
cuje s expresivni formou rychlého zaznamu.
Jeho syrove malby zachycuji nejen krajinu, ale
i architekturu (chramy a kostely), detaily v bliz-
kém prostoru (lustry), ale i benzinové pumpy;, je-
jichz rozostreny obraz se mihne no¢ni krajinou.

Karel Stédry (1985) ,.svUj“ obklopuiici prostor
prevadi do geometrickych tvart. Ve svych po-
slednich obrazech vytvari architekturu ukrytd,
planl neobvyklych prostori mést. Nachazime
zde odkazy na graffiti, hiphopovou kulturu, ale
i osobnosti moderny, vSe umocnéné vyraznou
linii a barevnosti.

Petr Pisarik (1968) se pohybuje na hranicich
dotykl s dekorativnosti, predmétnosti, otisku

pritomné chvile, ale i prchavosti okamziku. Na-
chazime u néj Siroké spektrum vyrazovych
prostredkd, které doplfuji celkovy viem umé-
leckého dila.

U vSech téchto autorti nachazime blizkost, s ja-
kou pristupuji k vnimani vnéjsiho prostoru jako
nedélitelné soucasti a pokracovani prostoru
vlastniho - osobniho. Prostoru, ktery nas obklo-
puje, a zaroven se promita do naseho védomi.
Prostoru, v némz se prolinaji védomé prozitky
zmalby s otisky sdilenych predstav.
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balance between the detail and the whole, be-
tween consistency and contradiction, between
the means of expression and sophisticated ge-
ometry - lead to a deeper comprehension of the
complexities and principles of depicting phenom-
enaand their interrelationships.

The part of this exhibition entitled Landscape -
City - Place introduces the artists Jifi Cernicky,
Patrik Habl, Petr Pisafik, Jakub Sparnhel and
Karel St&dry. From this selection it is apparent
that these are artists who operate on multiple
expressive levels and whose work involves
distinctive forms. Despite this, apart from Cer-
nicky's three-dimensional objects, all these works
have primarily to do with painting. The subtext to
this section of the exhibition, Landscape - City -
Place, is conceived of primarily as meaning that
our vision facilitates our contact with the space
around us: both the landscape and the city are
places of reflection in our awareness and in our
emotions. These themes frequently appear pre-
cisely in the work of the artists | have mentioned:

Jifi Cernicky (1966) has transformed the land-
scape, the city and the place into three-dimen-
sional objects. This artist makes use of various
media including painting and responds to the
stimuli that surround us every day. He finds not
just stories in those stimuli, but also grotesque
situations that overlap at deeper levels.

Patrik Habl (1975) focuses on the city as or-
ganism and on exotic, imaginary landscapes
that take on the form of something significant.
He has been involved with landscapes since
his student days, focusing on their structure
as a component of place. At the same time,
meditative forms arise in his work, and it is no
surprise that many of his realizations take place
on religious premises. In his painting he uses
many unusual processes, from letting the paint
flow down through washing to leaving paintings
exposed to the elements outside.

Jakub Sparihel (1976) works in his paintings with
the expressive form of rapid recording. His raw
paintings capture not just landscapes, but also
architecture (cathedrals and churches), close-up
details of interiors (chandeliers), and gas stations,

unfocused images of which flit through his night-
time landscapes.

Karel Stédry (1985) transforms “his” space into
geometric shapes. In his most recent paintings he
creates an architecture of hiding places, maps of
unusual urban spaces. Here we find references
not just to graffitiand hip-hop culture, but also
to modernist figures, all enhanced by distinctive
color work andlines.

Petr Pisarik (1968) moves along the borderlines
that touch on decorativeness, impressions of
the present moment, the painting as object, and
the volatility of each moment. In his work we find
abroad spectrum of means of expression that aug-
ment the overallimpression made by the artwork.

All of these artists are similar in how they ap-
proach the perception of external space as
an indivisible component and continuation of
one’s own personal space. Thereis a space that
surrounds us and is also reflected upon by our
awareness. In that space, the conscious experi-
ence of the painting intersects with the impres-
sions of sharedideas.
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Kioskhouse (2015). Kombinovana technika, 100x150x50 cm
Kioskhouse (2015). Mixed media, 100x150x50 cm
Sbirka Roberta Runtéka. / Robert Runtak Collection
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Slumhouse (2015). Kombinovana technika, - Slumhouse (2015). Mixed media,
150 x 100 x 50 cm. Shirka Roberta Runtaka. 150 x 100 x 50 em. Robert Runtak Collection
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Hora (2017). Mountain (2017).
Akryl, platno,207x100cm  Acrylic,canvas, 207x100 cm

PATRIK

Japonska krajina (2015-2016).
Akryl, platno, 135x90 cm

Japanese landscape (2015-2016).
Acrylic, canvas, 135x90 cm

Bilé mraky (2013). White clouds (2013).
Akryl, platno, 138x288 cm Acrylic,canvas, 138x288 cm
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Bez nazvu (2016/2017).
Kombinovana technika, 300x100 cm
Untitled (2016/2017).

Mixed media, 300x100 cm

Bez nazvu (2016/2017).
Kombinovana technika, 168x120x30 cm

Untitled (2016/2017).
Mixed media, 168x120x30 cm
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Spanélska centralni banka (2009).

Akryl, platno, 150x190 cm

The Banco de Esparia (2009).
Acrylic, canvas, 150190 cm
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Traktor (2011).
Akryl, platno, 100x130 cm

Tractor (2011).
Acrylic, canvas, 100x130 cm
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Banka s lustrem Bank with chandelier
(2009-2010). (2009-2010).
Akryl, platno, 150x110 cm Acrylic,canvas, 150x110cm
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DeepHaus €.9 (2016). DeepHaus n.9 (2016). DeepHaus ¢.10 (2016). DeepHaus N10 (2016).
Kombinovana technika, 200x160cm  Mixed media, 200x160 cm Kombinovana technika,200x150cm  Mixed media, 200x150 cm
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Skica &.3(2016). Sketch n.3 (2016).
kombinovana technika, 150x100cm  Mixed media, 150x100 cm
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JIRi CERNICKY - Narozen / Born: 1966 Ustinad Labem « Studia /
Education: - Akademie vytvarnych uméniv Praze (1993-1997) - Vysoka
Skola umeéleckoprimyslovav Praze (1990-1993) - Pedagogicka fakulta
Univerzity J. E. Purkyné, Usti nad Labem (1987-1990) « Vystavuje

od / Exhibitions since: 1991+ Zije a pracuije / Lives and works: Praha

« Samostatné vystavy v letech 2014-2017 / Solo exhibitions between
2014-2017: Divoke sny, Galerie Rudolfinum, Praha, 2016 « Realny
minimalismus, Galerie Josefa Sudka, Praha, 2015 « Ocelova hlava,
PLATO, Ostrava, 2015 » Dolby malba - dobyti Dantova pekla Thorem
Heyerdalem, Adam Gallery, Brno, 2015 « Dolby malba, Dvorak Sec
Contemporary Gallery, Praha, 2014 « PATRIK HABL - Narozen / Born:
1975 Zlin « Studia / Education: « Vysoka Skola uméleckoprimyslova

v Praze (1994-2000) « Akademie vytvarnych uméniv Praze (1998)

« Akademie Muchina, St. Petersburk, Rusko (1997) « Vystavuje od

/ Exhibitions since: 1997 « Zije a pracuje / Lives and works: Praha

« Samostatné vystavy vletech 2014-2017 / Solo exhibitions between
2014-2017: Lenten, Leechkirche, Graz, 2017 « Torn - Paintings, QL
Gallery, Graz, 2017 « Bé&lohorské postni platno, kostel Sv. Rodiny, Ceské
Budgéjovice, 2017 « Screen Tearing, Installation in the monastery church
in Speinshart, 2016 « Kakejiku, Kostel Antonina Paduanskeho, Sokoloy,
2016 « Galerie Prostor 228, Liberec, 2016 « Prvni krkono$ska vystava,
Galerie Morzin, Vrchlabi, 2016 « Sprichworter, entfesselt: Licht und
Schatten, Gallery Kalt, Mnichov, 2016 « Nepravdépodobny rozmér,
Galerie Via Art, Praha, 2016  V architekture malby, AlSova jiho¢eska
galerie, Hluboka nad Vitavou, 2016 « Kakejiku, Takeda House, Takaoka,
2016 « Vertikalni krajiny, Pamatnik narodniho pisemnictvi, Mala vila,
Praha, 2015 « Pasma, Galerie Kotelna, Ri¢any, 2015 « Kakejiku, Gimlet
Saas Gallery, Kjoto, 2015 « Regulated accident, Spazio Ostrakon
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Gallery, Milan, 2014 « Patrik Habl, Broft/van der Horst Gallery, Haag,
2014 « Prostory, Vystavni sin Sokolska 26, Ostrava, 2014 « Bila Hora
2014, instalace obétem bitvy 1620 v klastere Benediktinek, Opatstvi
Venio, Praha, 2014 « PETR PiSARIK « Narozen / Born: 1968 Trebon

« Studia / Education: - Akademie vytvarnych uméniv Praze (1987-

1994) « Vystavuje od / Exhibitions since: 1990 « Zije a pracuje / Lives
and works: Praha » Samostatné vystavy v letech 2014-2017 / Solo
exhibitions between 2014-2017: Petr Pisarik, Prostor 228, Liberec, 2017
« Discobolos, Galerie Miroslava Kubika, Litomys$l, 2015 « Kdo to tady
myslivazné, Galerie Vaclava Spaly, Praha, 2014 « Zona Infantil, Berlinskej
model, Praha, 2014 « Electric Blue, Prazsky dim, Brusel, 2014 « Specially
4U, EcoArt Salon Rolland, Praha, 2014 « JAKUB SPANHEL « Narozen
/ Born: 1976 Karvina « Studia / Education: « Akademie vytvarnych umeéni
v Praze (1995-2002) - Vystavuje od / Exhibitions since: 1994 « Ziie
apracuje / Lives and works: Praha « Samostatné vystavy v letech 2014-
2017 / Solo exhibitions between 2014-2017: Jakub Sparihel 1648-2016,
Galerie Vaclava Spaly, Praha, 2016 « Motyli efekt, Prazsky ddm, Brusel,
2015 « Jakub Sparihel, Frameless Gallery, Londyn, 2015 « Situation

74, Bleibetreu Galerie, Berlin, 2015 « After Rembrandt, Sternbersky
palac, Narodni galerie, Praha, 2015 « Babocka Admiral, Galerie Beseda,
Ostrava, 2014 « Jakub Sparihel, Adam Gallery, Brno, 2014 « KAREL
STEDRY - Narozen / Born: 1985 Praha « Studia / Education: » Vysoka
Skola uméleckopriimyslovav Praze (2003-2010) « Vystavuje od

/ Exhibitions since: 2002 « Zije a pracuje / Lives and works: Praha

« Samostatné vystavy v letech 2014-2017 / Solo exhibitions between
2014-2017: DEEPHAUS, Galerie 1. patro, Praha, 2017 « Karel Stédry,
Vystavni sin Sokolska 26, Ostrava, 2016 « Pozitivni geometrie, Galerie
mésta Kolina, 2014
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D2LAT OBRAZY

Povidka Jorga Luise Borgese Kniha z pisku je
vlastné zalozena na vytvoreni obrazu nekonec-
na podminéného nenavratnem. Aby takovy ob-
raz mohl spisovatel stvorit, abychom si mohli
nekonecno néjak predstavovat, zvolil strategii,
ktera je paradoxné zaloZzena na urcitém omezeni
¢ivymezeni. Nekonecno je ohrani¢eno ¢i zajato
predmétem: knihou. Teprve kdyz ji otevieme,
kdyz rozevieme desky, do nichz jsou svazany
potisténeé listy, narazime natext, ktery uz zpétné
nenalistujeme. Jeho linearni béh po precteni
aotoceni stranky mizi a na jeho misté se objevuiji
jina pismena, jina slova a véty. Ale my to neko-
necno ,vidime".

Borgesova ,kniha z pisku“ v sobé ukryva dvé
zakladni vymezeni, ktera teprve ustavuji pojem
obrazu: ram a ridici princip jeho aleatoricke-
ho ,Cteni“. Ramem je tu predstava o knize jako
uzavrene véciaridicim principem vécné mizeni
textu a jeho nahrazovani textem jinym.

Prvni podminka existence obrazu je banalni,
ale malokdy se ji dostava pozornosti, byt pravée
v souc¢asném uméni je tematizace hranic mezi
obrazem a jeho okolim, toho, co jesté je obraz
aco uz jeho kontext, respektive co je jesté kon-
text a co uz vlastni obraz, dlilezita ve své obtiz-
nosti. Plynouci hranice-ramy obraz(i nas matou,
anebo nam poskytuiji alibi. Nékde vSak v kazdéem
okamziku jsou. Spojité pole plynoucich obrazu
aobrazovych viemu je vybudovano na diskrétni

dis-kontinenci, na cézurach, neviditelnych, ane-
bo unikajicich jednoznacné identifikaci.

Druha podminka (na niz vybudoval svou ,teorii
obrazu” Zdenék Vasicek) tematizuje nelinear-
nost, ktera je vlastni strukture obrazu ¢i cha-
rakterizuje vnimani svéta, véci a myslenek jako
obraz(. Nelinearnost vsak neni zcela nahodi-
la. Aleatoriku — vnimani ¢asti, z nichz se celek
sklada, v rizném poradi, které se nemusi opa-
kovat - totiz fidi jisty princip, imanentni obrazu
uzavienému v ramu, anebo fyziologicky, his-
toricky &i kulturné podminény. Je to kod, ktery
nevede k vysvétleni, ale ke spatreni toho, co
obraz ukazuje - postavu, krajinu, barvu, pojem,
systém, kontext, socialni akci, princip, na némz
je vystavén atd.

Moje kuratorske cviceni bere privybéru jednot-
livych uméleckych dél v potaz oba tyto principy.
A zaroven, z nezbyti (nebot tu mluvime o vysta-
vé) je uzavira do ramu vystavniho salu, kde je
nabizi k aleatorickému ¢teni. Princip, nanémz je
zaloZeno vnimani tohoto celku, si (mozna) nese
kazdy divak s sebou. Make images, not war.

Tak sito uzijme.
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MAKING IMAGES

Jorge Luis Borges's short story The Book of Sandis
actually based on creating animage of infinity con-
ditioned by a point of noreturn. In order to create an
image that would enable us to imagine infinity, the
writer selected a strategy which, paradoxically, is
based on acertain limitation or circumscription. In-
finity is bordered or captured by an object: abook.
Only whenwe openit, only when we spread apart
the cover boards containing the printed sheets,
do we encounter the text, which we can no longer
de-select. Itslinear progression disappears as the
pages areread and turned, and inits place emerge
different letters, different words and sentences.
But we “see” infinity.

Borges's “book of sand” conceals within itself two
fundamental circumscriptions, which together con-
stitute the concept of animage: the frame and the
guiding principle of its aleatoric “reading”. The frame
hereis theidea of the book as an enclosed thing,and
the guiding principle is the eternal disappearing of
textand its replacement with different text.

The first condition for the existence of animage
is banal, but it rarely receives attention. Evenin
contemporary art, the theme of the borders be-
tween animage and its surroundings, of what is
still the image and what is already its context, or,
conversely, what is still context and what is already
the actual image, is important in its complexity.
The flowing border-frames of images confuse
us. Or they provide us with an alibi. But in every

moment they are somewhere. The continuous
field of flowing images and pictorial percepts s built
on discrete dis-continence, on caesurae, either
invisible or escaping unequivocal identification.

The second condition (on which Zdenék Vasicek
built his “theory of the image”) focuses on the
theme of non-linearity, which is inherent to the
structure of the image, or characterizes the per-
ception of the world, things and ideas as images.
But non-linearity does not occur completely by
chance. Aleatorics - the perception of the parts
which compose the whole, in various orders which
do not necessarily repeat - is guided by a certain
principle whichisimmanent to the image enclosed
ina frame, or physiologically, historically or cultur-
ally conditioned. Itis a code which leads not to an
explanation, but to a glimpse of what the image is
showing - the figure, landscape, color, concept,
system, context, social action, principle on which
itis exhibited, etc.

My curatorial exercise has borne in mind both of
these principles in the selection of individual art-
works. And at the same time it necessarily (for here
we are talking about an exhibition) encloses them
into the frame of the exhibition hall, where it offers
them for aleatoric reading. The principle on which
the perception of the whole is based is (perhaps)
carried by every visitor. Make images, not war.

Solet'senjoyit.
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Particip ¢.142, zakresleni zorného pole (2017). Instalace  Particip No. 142, drawing Fields of Vision (2017). Installation
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Watching Martin Kohout (2010-2011).  Watching Martin Kohout (2010-2011).
Youtube video kanal Youtube video channel
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JIRI VALOCH

vymezeni plochou LO : I I

Vymezeni plochou (1981/2011). Akryl, platno, 45x60 cm
Defining by space (1981/2011). Acrylic, canvas, 45x60 cm

Vymezeni plochy (1981/2011). Akryl, platno, 45x60 cm
Defining by space (1981/2011). Acrylic, canvas, 45x60 cm

vymezeni plochy
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Zona, nakladatelstvi RUBATO, Praha 2016, kniha
Zone, RUBATO Publishing house, Prague 2016, book
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Bez nazvu (2015/2017) detail. Olej, papir, jednotlive
pasy cca260x63cm
Jaromir Novotny a galerie hunt kastner, Praha

Untitled (2015/2017) detail. Oil, paper, dimensions
variable (paper bands ca 260x63 cm each)
Jaromir Novotny and gallery hunt kastner, Prague
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JAROMIR NOVOTNY - Narozen / Born: 1974 Cesky Brod « Studia
/ Education: - Akademie vytvarnych uméniv Praze (1993-1999)

« Vystavuje od / Exhibitions since: 1996 « Zije a pracuje / Lives

and works: Brezany |l - Samostatné vystavy v letech 2014-2017 /
Solo exhibitions between 2014-2017: Look Again, Axel Vervoordt
Gallery, Hong Kong, 2017 « Télo malby, hunt kastner, Praha, 2017

« Echo Chamber, (s Irene Schubiger), Annex 14, Curych, 2016

» What a Painting Wants, Georg Kargl Box, Viden, 2016 « White
Room, Geukens & De Vil, Antverpy, 2016 « Gizela Mickiewicz / Jaromir
Novotny, The Gdansk City Gallery, 2015 « Kapradinovy kvét, Michat
Budny & Jaromir Novotny, PLATO, Ostrava, 2015 « Zadni svétlo,
Dum uméni, Ceské Budéjovice, 2015 « Nizsi formy, 35m2, Praha
Salvatora, Praha, 2014 « MARTIN KOHOUT - Narozen / Born:
1984 Praha ¢ Studia / Education: « Stadelschule, Frankfurt am
Main (2011-2013) « Universitat der Kunste Berlin (2011) « Filmova
akademie muzickych uméniv Praze (2004-2010) « Vystavuje od

/ Exhibitions since: 2007 « Zije a pracuje / Lives and works: Berlin,
Praha « Samostatné vystavy v letech 2014-2017 / Solo exhibitions
between 2014-2017: Jokes Machines Make About Humans: 2nd
infusion, Kunstraum Riehen, Riehen, 2016 « Lebensrhythmen Und
Geschwindigkeit, Goethe Institut China, Peking, 2016 « Jokes
Machines Make About Humans: 1st infusion, Polansky Gallery,
Praha, 2015 « DungeonT T (duo with Lars TCF Holdhus), Tromso
Kunstforening, 2015 « DungeonTT (spoleéné s Lars TCF Holdhus),
Meet Factory, Praha, 2015 « Sjezd, etc. galerie, Praha, 2014 « Skip
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the door, save 4s, Forum-1822, Frankfurt nad Mohanem, 2014

* 5006 years of daylight and silent adaptation, Exile, Berlin, 2014

- ONDREJ BUDDEUS - Narozen / Born: 1984 Praha « Studia /
Education: « Doktorantske studium. Filozoficka fakulta Univerzity
Karlovy v Praze (2009-2017) « Filozoficka fakulta Univerzity Karlovy
v Praze (2003-2009) - Vystavuje od / Exhibitions since: 2012 « Zije
apracuje / Lives and works: Praha « JIRi VALOCH « Narozen / Born:
1946 Brno « Studia / Education: « Filozoficka fakulta University J.

E. Purkyné v Brné (1965-1970) - Vystavuje od / Exhibitions since:
1966 - Zije a pracuije / Lives and works: Brno « Samostatné vystavy
vletech 2014-2017 / Solo exhibitions between 2014-2017: 70xJifi
Valoch, Moravska galerie v Brné, 2016 « The Power of the Powerless,
Zuccato Gallery, Pore¢, 2016 « Pozorovat krajinu, MOCAK, Krakov,
2016 » Merde, tranzitdisplay, Praha, 2015 « Slova, Fait Gallery, Brno,
2015+ TOMAS VANEK - Narozen / Born: 1966 Pocatky « Studia

/ Education: - Akademie vytvarnych uméniv Praze (1990-1997)

« Vystavuje od / Exhibitions since: 1993 « Zije a pracuije / Lives and
works: Praha « Samostatné vystavy v letech 2014-2017 / Solo
exhibitions between 2014-2017: Particip ¢. 197, Galerie Kabinet T,
Zlin, 2016 « Particip ¢. 193, Galerie Mésic ve dne, Ceské Budéjovice,
2016 « Particip ¢. 187, Galerie Kaple, Valasské Mezirici, 2015 « Particip
C. 186, SET galerie, Oblastni galerie v Liberci, 2015 ¢ Particip ¢. 185,
CUBExCUBE GALLERY, Krystofovo udoli, 2015 ¢ Particip ¢. 180,
Galerie mésta Trinec, 2015 « Particip C. 174, galerie Vzajemnost, Praha,
2014 « Particip &. 178, Trojhali Karolina, PLATO, Ostrava, 2014
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Umélecke dilo je Casto povazovano za néco,
¢ehoz vyznam i hodnota jako by stala mimo
Cas, a jde-li o dilo, které neni pevné svazano
se svym prostredim (napfiklad architekturou),
i mimo konkrétni prostor. Pojem soucasny ob-
raz v tomto kontextu pak predstavuje zjevny
rozpor, nebot vtahuje dilo z jeho bezcasi a do
konkrétnich ¢asovych vazeb. V nich obraz
nemuze byt zcela autonomnim dilem, ale pod-
léha alespon do urcité miry podminkam svého
casoveho ramce. Takovyto obraz, at uz ma
jakkoliv formu, je reprezentaci svéta, v némz
vznikl, svéta, v némz my, autor i divak, zijeme.
Pri soustredéni na povrch obrazu vystupuji
do popredni technické aspekty média a ma-
terialu, které zakryvaji plivod obrazu ve sku-
teCnosti. Povrch obrazu je pristupnéjsi, I1ze jej
srovnavat, hodnotit. To, co obrazu predchazi,
co jej zaklada, je naproti tomu vzdalené, Casto
nepristupné a z hlediska poznani nejisté.

Nas vybér predstavuje dila, malbu, fotografii
iinstalaci, v nichz sledujeme jejich afinitu k re-
alité. Jsoureflexi zazitku z fyzického prostredi
soucasnosti. Osobitym zplsobem zrcadli vi-
zualni skute¢nosti svéta, ktery jejich autory
obklopuje. Rliznorodost tohoto ,zrcadleni®
naznacuje zaroven cesty k moznym zpUso-
bUm pojimani sou¢asného obrazu.

Zablesky okamziku, viemU z kazdodenniho Zi-
votai ze socialnich siti, ulpivaji Petru Horakovi
(1970) v ironickém situ. Jeho obrazy jsou odra-
zem svéta z optického hledacku zachyceného
na mikrocCip védomi, které se horkym smichem
bavi sou¢asnym svétem a jeho mnohovyzna-
movosti. Poukazuje na prehlceniinformacemi,
kdy spolecenske kody ziskavaji nové vyznamy
ve vztahu k aktualnim okolnostem a pravdam.

Obraz skute¢nosti DuSana Tomanka (1973) je
nékde na hrané mezirealitou a jakousi mystic-
kou zemi, kde okraj zemé i lidské spolecnosti
dostava svou primou a naléhavou podobu sy-
rového nadechu. Ve svych fotografiich nasta-
vuje zrcadlo, jez odhaluje az nadren av jehoz
stfedu je Clovék se svou kiehkou smrtelnosti.

Martin Cada (1978) pozoruje jevové stran-
ky svéta, pricemz hleda jeho zakladni kody
a struktury a sve viemy zpracované jako psy-
chicky zazitek zaznamenava malbou. Emo-
tivné vnima krajinu. Hleda jakési DNA ¢lovéka
zakotveného v uréitém prostoru. Oboje odlu-
puje slupku po slupce. Kone¢nou vnimanou
esencipak v gestickych a expresivnich tazich
odhaluje na platno, pricemz sdéluje sva oso-
bita poselstvi o pomijivosti svéta.
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The meaning and value of awork of art is frequent-
ly considered to be timeless, and if the work is
not firmly connected with its immediate physical
environment (as, for example, being attached to
architecture), then it is considered to exist apart
from a specific space as well. The concept of “con-
temporary painting”, in this context, is apparently
acontradiction in terms, as it draws a work away
from eternity and places it within the boundaries of
aspecific time. Within those boundaries, the paint-
ing cannot be an absolutely autonomous work,
butis subjected, at least to a certain extent, to the
conditions of its framing in time. Such a painting,
whatever form it takes, is a representation of the
worldinwhichit arose, the world in which we, the
artist and the viewer, are living. When we concen-
trate on the surface of a painting, the technical
aspects of its material and medium come to the
fore, covering over the actual origin of the image.
The surface of the painting is more accessible, it
can be assessed and compared with others. What
preceded the existence of the painting, what it
is based on, is comparatively distant, frequent-
ly inaccessible, and from the standpoint of our
awareness as viewers, uncertain.

Our selection present artworks - paintings, pho-
tographs and installations - in which we are able
tofollow an affinity with reality. They are reflections

of experiences in our contemporary physical envi-
ronment. In adistinctive way, they reflect the visual
facts of the world around the artists. The diversity
of this “reflection” indicates paths toward possible
ways of conceiving of contemporary painting.

Flashes of moments and perceptions of every-
day life, including from online social networks,
adhere themselves to Petr Horak (1970), who
accumulates themin anironic net. His paintings
are areflection of the world through an optic lens
captured on amicrochip of awareness which, with
a bitter laugh, is amused by the contemporary
world and its multi-significance. He points out
this information overload, in which social codes
acquire new meanings in relation to actual circum-
stances and truths.

The image of reality created by DuSan Tomanek
(1973) is somewhere on the border between re-
ality and some kind of mystical country where the
outskirts of human society and that mystic land
are given the direct, urgent form of rawness. In
his photographs he sets up a mirror that reveals
the heart of any matter, at the center of which are
human beings with all of their fragile mortality.

Martin Cada (1978) observes the phenomenal
aspects of the world, seeking its basic codes and
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Jifi Kudéla (1976) skute¢nost zamérné pretva-
fuje. Vyzyva ke hre a znejistuje. Divak se ocita
v nove realité, kde vSe je znamé, lapidarni, ale
zaroven uplné jiné. Vyseky svych svéti buduje
do marginalizovanych zakouti, méni prostor
a stavi jej do nec¢ekanych kompozic. Jedinou
jistotou tak je, ze jeho obraz skutec¢nosti je
ohraniceny.

Tvorba Vojtécha Skacela (1983) je interme-
dialni. Jeho dila, nejcastéji instalace a objek-
ty, reprezentuji pfimo realné predméty, které
pretvari v jinou skute¢nost. DalSim vyraznym
projevem jeho prace je interiérova i exterié-
rova dekorativni malba. V poslednich letech
se take soustredi na vytvarné basnictvi - vi-
zualni poezii, v niz odhaluje dalSi moznosti
uméleckého uchopeni svéta: text, slovo, slovni
hricky, zamérené na ironii, vtip, ale i apel ke
konzumni spolec¢nosti.

Autory dél, ktera jsme vybrali pro prezentaci
nasich myslenek o obraze, spojuje jedna vaz-
ba. VSichnijsou svym zivotem dotknuti Zlinem.
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structures and elaborating this input as a psycho-
logical experience recorded through painting. He
perceives landscape emotionally, seeking some
sort of human DNA anchored in a certain area,
and peels these aspects apart one layer at atime.
The finally perceived essence is then revealed
on canvas through his gestural and expressive
brushwork, communicating his own distinctive
message about the transience of the world.

Jifi Kudéla (1976) intentionally rebuilds reality. He
challenges it to a game and mistreats it. Viewers
find themselves in a new reality where all is a fa-
miliar shorthand, but at the same time absolutely
different than anticipated. He builds the cuttings
of his worlds into marginalized corners, changes
their space and puts them into unexpected com-
positions. The only certainty is that his image of
reality does have its own boundaries.

Vojtéch Skacel's work (1983) is multimedia. Most
frequently featuring installations and objects, it
directly represents actual objects that he trans-
formsinto an alternate reality. Another expressive
manifestation of his work are his decorative inte-
rior and exterior paintings. Inrecent years he has
concentrated on art poetry, visual poems in which
he reveals other opportunities for an artistic grasp
of the world: a focus onirony, jokes, puns, texts,
words - but also, an appeal to consumer society.

These artists have one thing in common. All of
their lives have been touched by Zlin.
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Obleva (Kamenna) (2016).
Akryl, platno, 100x100 cm
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Thaw (Stone) (2016).
Acrylic, canvas, 100x100 cm

HO
R3BK

PETR

HO
R3BK




VOJTECH SKACEL

Véahavi 2 (2017). Vahavi2 (2017).
Komb. technika, Mixed media,
rozmeéry variabilni proportions variable
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Police (2017). Shelf (2017).
Komb. technika, Mixed media,
rozmeéry variabilni proportions variable
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Pan Liska (2015).

Olej, akryl, platno, 50x60 cm
Mr. Fox (2015).

Qil, acrylic, canvas, 50x60 cm




DUSAN TOMANEK 162 DUSAN TOMANEK 163

]' 1

Bez nazvu (2016-2017). Xerografie, 2ks a210x297 mm  Untitled (2016-2017). Xerography, 2pcs a 210x297 mm
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MARTIN CADA - Narozen / Born: 1978 Uherskeé Hradisté « Studia /
Education: Vysoka Skola umeéleckoprimyslova v Praze (1999-2005)

« VVystavuje od / Exhibitions since: 1999 - Zije a pracuje / Lives and
works: Zlin « Samostatné vystavy v letech 2014-2017 / Solo exhibitions
between 2014-2017: BESI, Galerie Doma, Kyjov, 2015 « PETR HORAK
« Narozen / Born: 1970 Prerov « Studia / Education: Filozoficka fakulta
Ostravske univerzity (1988-1994) « Vystavuje od / Exhibitions since:
1992 « Zije a pracuje / Lives and works: Zlin « Samostatné vystavy

v letech 2014-2017 / Solo exhibitions between 2014-2017: Hakovani,
Pstros, Zlin, 2016 « Sales&riots&rock&roll, Galerie Ptida, Cesky Tésin,
2014 « JIRi KUDELA - Narozen /Born: 1976 Zlin « Studia / Education:
Fakulta vytvarnych uméni Vysokého u¢eni technickeého v Brné
(1995-2002) « Vystavuje od / Exhibitions since: 1994 « Zije a pracuje

/ Lives and works: Ostrava » Samostatné vystavy v letech 2014-2017

/ Solo exhibitions between 2014-2017: Lorem lpsum, Galerie Doma,
Kyjov, 2017+ReStart, Galerie Kabinet 217, Ostrava, 2016 « Uni/formy,
Galerie sou¢asné malby, Narodni divadlo Moravskoslezske, Ostrava,
2015 « Collagen, Galerie Saigon, Ostrava, 2015 « Uni/formy, Galerie
Kaple, Valasské Mezirici, 2015 « Teritoria (s F. Kowolowskim), Galerie
Swiatowid, Elblag, 2015 « Expozice identity, Galerie Aula, ASP, Vratislav,
2014« VOJTECH SKACEL - Narozen / Born: 1983 Zlin « Studia /
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Education: Fakulta vytvarnych uméni Vysokeho uéenitechnického v
Brné (2007-2010) « Accademia di Belle Arti, Lecce (2008) « Fakulta
umeéni, Ostravska univerzita (2004-2007) « Vystavuje od / Exhibitions
since: 2002 « Zije a pracuije / Lives and works: Zlin « Samostatné
vystavy v letech 2014-2017 / Solo exhibitions between 2014-2017:
Zda se, Ze jizni strana se chce zachovat cervena, Galerie Garaz, Zlin,
2017 « CultD., Zentrum fur offene Kommunikation, Berlin, 2016 « CultD.,
Zentrum fur offene Kommunikation, Berlin, 2015 « Galerie Umakart,
Festival performanci Vytvrzeni, Brno, 2014 « Symposium Bukovina,
Popovice u Uherského Hradisté, 2014 - DUSAN TOMANEK

* Narozen / Born: 1973 Uherské Hradisté « Studia Education: Institut
tvarci fotografie FPF Slezské univerzity v Opave (1994-2000),

« Fakulta multimedialnich komunikaci Univerzity Tomase Bative Zliné
(2011-2013) « Vystavuje od / Exhibitions since: 1994 « Zije a pracuje

/ Lives and works: Zlin/Praha « Samostatné vystavy v letech 2014 -
2017 / Solo exhibitions between 2014-2017: Dim (s M. Hladikovou),
Evangelicky kostel, Zlin, 2017 « Polacek/Tomanek, Entrance gallery,
Praha, 2016 « Domaci Stésti, Kiehky Mikulov, 2015 « Domaci Stésti,
Galerie Fiducia, Ostrava, 2014 « Dira, Slovacke divadlo, Letni filmova
Skola, Uherskeé Hradisté, 2014
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4 APUL CYKLU
2010-2017

Vystava 4 a pul cyklu predstavuje vybér z dila
Jitky Svobodové za poslednich sedm let. Svo-
bodova nastoupila na ceskou uméleckou scénu
na prelomu Sedesatych a sedmdesatych let
jako absolventka atelieru monumentalni malby
Arnosta Paderlika (1961-1967) prazské Akade-
mie vytvarnych uméni. Od pocatku své tvorby
vystupuje v lokalnim uméleckém kontextu jako
solitérni postava, a to nejen z hlediska vlastniho
pristupu k mediu kresby a specifické tematiky,
ale také nasledkem historickych okolnosti. Rada
osobnostimladé generace, véetné vétsiny spo-
luzak Svobodové, po udalostech v srpnu roku
1968 emigrovala a pres kratky navrat domu po
zméneé rezimu se natrvalo usadili v zahranici. Ji-
tka Svobodova tak patfi ke ,ztracené generaci®,
ktera byla pod vlivem udalosti nepfimo nucena
rozvijet na zacatku svoji tvorbu v Ustrani priroze-
né smérujici k individualnim postojim. V pfipadé
Svobodoveé prispéla k postoji jednotlivce rovnéz
jejiabsence v Clenstviv nékterém z uméleckych
uskupeni, jez v tehdejsich podminkach aspon
na kratkou dobu pusobily dynamicky, zapodala
kariéru totiz v dobé, kdy rada spolkt ukoncila
svoji ¢innost v disledku normalizace a nové se
zacCaly organizovat az v druhé poloviné osmde-
satych let. Po ziskani diplomu se vénovala volné
tvorbé, avSak nasledkem zhorSuijici se politické
situace nastoupila v roce 1973 na postgradualni
studium restauratorstvi, které se stalo utocistém
neoficialnich umélct a Svobodoveé posléze za-
jistovalo zdroj obzivy az do sametove revoluce.
V roce 1974 se po pocatecnim malifském obdobi
uchylilak praci s tuzkou jako k uspornému reseni
pri nedostatku ¢asu. Postupné vznikaly kresby

zachycuijici prvky potrebné pri restauratorske
¢innosti - napriklad zebrik, prkna, stocené draty,
napnuté provazy, tedy tematika poprvé skutec-
né vazajici se k autorce a zaroven vypovidajici
0 napéti sedmdesatych let v kazdodennosti
marginalizovaného Zivota. Prvni pro Svobodo-
vou zasadni neoficialni vystava se kona v roce
1977 na Mlynarce. Trva dva dny a poradana je
v domé ur¢enému k demolici. Vystavuje spolu
s eskym konstruktivistou Stanislavem Zippem.

Za téchto podminek se rozviji jeji vlastni jazyk.
Objevuije se tematika zachycuijici vSedni realitu
v podobé véciv elementarni podobé. Uspornost
prostredku, strohost vyrazu a absolutni zizeni
véci na podstatu pomaha myslenku vyjadrovat
pregnantnéji. Kresba ma v podani Svobodové
funkci deiktickou - ukazuje na konkrétni véc
a probouzi ji k existenci samotnym gestem vy-
béru. To, co je nam predkladano jako stalé ane-
ménne, odkazuje k jedinecnosti takove véci.
Zaroven ve svem provedeni ignoruje zakladni
fyzikalni vliastnosti prostoru a nepodrizuje se
zakonlm geometricke perspektivy.

Zajem o detail, monumentalni prostor a ob-
Casné az technické vyznéni kreseb ¢astecné
prameni ze skute¢nosti, Ze Svobodova méla
blizko k architekture prostrednictvim SirSiho
pribuzenstva. Matcin vzdaleny bratranec Vla-
dimir Wallenfels je napriklad spoluautorem
puvodniho navrhu Domu uméniv Ostravé. Za
pozornost rovnéz stoji fakt, Ze Svobodova jako
dité stravila konec valky ve funkcionalistickém
domé v Podébradech. Oblé rohy mistniho
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4 AND AHALF SERIES
2010-2017

The exhibition “4 and a Half Series” presents se-
lected works by Jitka Svobodova from the past
seven years. Svobodova entered the Czech art
scene at the close of the 1960s and start of the
1970s as a graduate of the Monumental Painting
Studio run by Arnost Paderlik at Prague’s Academy
of Fine Arts (where she studied from 1961-1967).
From the beginning of her career she has acted
asasolitary figure in the local arts context, not just
from the perspective of her personal approach to
the medium of drawing and specific themes, but
also as a consequence of historical circumstances.
Many figures from that young generation, including
most of Svobodova’s fellow pupils, emigrated after
August 1968, and despite brief visits home after the
regime change, those artists have remained settled
abroad. Svobodova, therefore, belongs to the “lost
generation”, which was indirectly forced, under the
influence of events, to develop at the beginning
of their creative lives in seclusion, which naturally
led them to take up their own particular stances.
In the case of Svobodova, what also contributed
to her position was the fact that she did not be-
come amember of any of the art groups that were
dynamically engaged under those conditions (at
least for a brief time) but began her career atatime
when many groups closed down their activitiesas a
consequence of the normalization eraand did not
begin to organize themselves again until the sec-
ond half of the 1980s. After receiving her diploma,
Svobodova dedicated herself to freeform art, but
asaconsequence of the deteriorating political situ-
ation,in1973 she began her post-graduate studies
in the restoration of artworks, a field that became
a refuge for unofficial artists and provided her a

means of making a living until the Velvet Revolution.
In 1974, after a beginning period as a painter, she
began to veer toward working in pencil in order
to save time. Gradually, her drawings captured
the elements necessary to her work as arestorer,
for example, boards, coiled wire, ladders and taut
ropes, subjects that for the first time actually be-
came connected with this particular artist and, at
the same time, were a testament to the tensions
of the 1970s, embodied in the everyday facts of her
marginalized life. Her first major exhibition was held
in 1977 at Mlynarka. It was open for two days only
and was held ina building slated for demolition. She
exhibited there together with the Czech Construc-
tivist Stanislav Zipp.

Under these conditions, her own language devel-
oped. She discovered the topic of capturing every-
day reality by showing things in their elementary
form. The austerity of her materials, the curtness
of her expression, and her absolute reduction of
things to their essence helps her express herideas
more concisely. Drawing serves, in her hands, a
deictic function - it points to a specific thing and
awakens it to existence through the very gesture
of choosing to portray it. What is presented to us
about it as constant and unchanging also demon-
strates the uniqueness of the thingitself. At the same
time, her designignores basic physical properties of
space and does not subject her presentation to the
laws of geometric perspective.

What lies behind her interest in detail,in monumen-
tal space, and the occasionally almost technical
tone of her drawings is partially the fact that she
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zabradli pozdéji pripominaji stocené provazy
(napf. Napnuté provazy, 1979). Oproti Casu tra-
venému v secesnim bytovém domé v Praze,
postavenému naopak jejim pradédem Antoni-
nem Dvorakem z otcovy strany, to pro ni byla
jisté kontrastni zkusenost. Dvorak je stavitelem
i vinohradskeé vodarny stojici naproti zminénée
secesni stavbé, kde Svobodova zije od dét-
stvi a v jehoz podkrovi ma od roku 1967 ateliér.

Prvni kresby tuzkou zde vytvorila na pozadi
umeéle vytvoreneho CtvereCkovaneho papiru
a nakonec pfimo i pozdéjsi tematické rady za-
chycuiji rtizné stavebni prvky a konstrukénirese-
ni. Prikladem takové prace a zaroven prvniradi-
z ateliéru na protéjsi zed a je jednou z prvnich
kreseb vétsiho formatu. Dilo bylo vystaveno na
samostatneé vystavé Kresby v roce 1982 ve dru-
hém patre Staroméstskeé radnice, tehdy Galerie
hlavniho mésta Prahy. Vedle ranych mensich
praci prirodnich a figuralnich motivl z konce
Sedesatych let zde byly prezentovany prave
i rozmérnéjsi s namétem stavebniho a pomoc-
ného materialu. Vystava prekvapila tematikou
anazacatku osmdesatych let se jevilajako néco
noveho. Po predchozim vypjatém desetileti byla
po dlouhé dobé projektem predstavujicim tvor-
bu mladé generace.

Z hlediska motivu vSednich predmétd rozpina-
jicich se pres plochu papiru mohou tyto kresby
pripominat odkaz hnuti Arte Povera, véetné pra-
ce s grafitem jako pavodnim prirodnim materi-
alem. Tuzku Svobodova pouzivala intenzivné
az do roku 1996, kdy pfi praci na motivu oci pro
vystavu v Ostravé zkousi pastel; jedny z prvnich
oCi byly téz prezentovany na obnoveném Zlin-
ském salonu ve stejném roce. Do obrazu se tak
postupné vratila barva a propsala se automa-
ticky i do zpracovani pozadi - intenzivni a tvrdé
pUsobici Srafuru tuzkou vystridaly mékke tahy
pastelem. Definitivnim prostredkem se pastel
stal v sérii predmétl kuchynského vybaveni
priblizné z obdobi 1997 az 2008.

Soucasna vystava 4 a pul cyklu prezentuje po-
sledni soubory kreslené jiz vyhradné pastelem,
imenovité Koure, Stoly, Zaclony, Obydli (v kombi-
nacis dratem) a zapocaty cyklus, ktery ztstava

prozatim bez nazvu. Ve stredu zajmu pro autorku
pretrvava nadale charakteristicka obsahové
soustredéna prace se vSednimi objekty a vy-
jevy, s nimiz se mizeme potkavat kazdy den.
Svobodova je kresli zpaméti - zaznamenava
je vérné, ovsem systematicky je zjednodusSuje
az na uroven znaku. Kresby vznikaji rozestira-
nim prvni vyrazné vrstvy pastelu do prihodneho
barevného tonu. Tento postup, kdy sledujeme
vlastné jen ¢ast ptvodniho prepisu véci, vytvari
dojem otevreného procesu. Zamérem neni po-
stihnout hmotnou a Uplnou existenci predmétd,
ale vyuzit obycejné predméty jako prostredek
k odhlédnuti.

Vystava zcela vynechava autorciny objekty
z dratd a soustredi se vyhradné na médium
kresby v podobé dvojdimenzionalniho dila. Jeji
soucastije takeé serie bezCasové ladénych snim-
ki fotografky Markéty Othové porizenych pro
tuto vystavu v ateliéru Jitky Svobodové. Divak se
vSak setka pouze s jednim nahodné vybranym
snimkem, ktery bez dalsiho komentare obdrzi
pri nakupu vstupenky. Je na jeho vnimavosti,
jak si kontext fotografie spoji s vystavou Jitky
Svobodové ¢i zda tuto redlii zcela prehlédne.

Vystava 4 a pul cyklu je po dlouhé dobé samostatnou prehlidkou
tvorby Svobodoveé a kona se v ramci Noveého zlinského salonu.
Po roce 1989 se Svobodova Ucastnila prvnich trech ro¢niku, do
Zlina se tedy vraci po patnactiletech.

Foto Ondrej Polak
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had access to architecture in early age thanks to
her extended family. Her mother’s cousin several
times removed was Vladimir Wallenfels, who is,
for example, the co-author of the original design
for the House of Art in Ostrava. It is also worth
mentioning her brief stay as a child in Podébrady
toward the end of the Second World War, at which
time she lived ina Functionalist building. The round-
ed corners of the railings there are reminiscent of
her later works featuring rounded, twisted ropes
(e.g., Taut Ropes, 1979). Compared to the time
she spent in the Art Nouveau apartment building
in Prague built by her great-grandfather Antonin
Dvorak on her father's side, the stay in the Func-
tionalist building was certainly a contrast as an
aesthetic experience. Dvorak was the builder of
the Water Tower in the Vinohrady neighborhood
of Prague, across from the Art Nouveau building
just mentioned, where Svobodova has lived since
childhood and where she has had her studiointhe
attic since 1967.

Her first drawings with pencil were created there
against a backdrop of artificially-produced, grid-
lined paper, and ultimately even her later themat-
ic series capture various building and construc-
tion-related elements and solutions. An example of
such work, and also her first more radical drawing,
is Window of 1974. This represents the view from
her studio of the opposite wall and is one of her
first drawings in a bigger format. The work was
exhibited at her solo exhibition “Drawings” in 1982
on the second floor of the Old Town Hall, which at
that time formed exhibition premises of Prague
City Gallery. In addition to her earlier small-scale
drawings of figural and natural motifs from the end
ofthe 1960s it featured her large-scale works with
their motifs of auxiliary and construction materials.
The exhibition was a surprise in terms of theme
and at the beginning of the 1980s appeared to be
something new. After the previous tense decade, it
was, after along hiatus, a project representing the
art of the young generation.

From the perspective of the motif of everyday
objects expanding themselves across the space
of the paper, these drawings are reminiscent of
the legacy of Arte Povera, including the work with
graphite as a natural, original material. Svobodova
worked intensively in pencil until 1996 when, while

working on the motif of eyes for an exhibition in
Ostrava, she attempted pastels; one of those first
eyes was also exhibited at the New Zlin Salon that
same year. Color, therefore, gradually returned to
her images, and inscribed itself automatically into
her work with the background spaces as well, with
the harsh-seeming, intensive scraping of the pencil
being replaced by a shallow space created by pas-
tels. In her series of objects of kitchen equipment
(approximately from 1997 to 2008) pastels became
her definitive medium.

The current exhibition presents her most recent
sets, drawn already exclusively with pastels, name-
ly, Smoke, Tables, Curtains, Dwellings (in combina-
tion with wire) and the beginning of a series that
remains untitled for now. At the center of interest
remains her characteristically concentrated work
withcommonplace items and scenes we encoun-
ter every day. The drawings are faithful renditions,
but Svobodova systematically simplifies them until
they reach the level of representation. The draw-
ings come about by spreading on a first, expres-
sive layer of pastel and seeking a color tone that is
convenient to her purpose, i.e., the color is wiped on
untilit achieves a certain desired intensity. This pro-
cedure, during which we follow basically just a part
of the original transcription of the object, creates
the impression of an open process. Its intention
is not to touch the complete material existence of
these objects, but to exploit the ordinary objects
asameans of seeing.

This particular exhibition absolutely ignores the art-
ist's wire sculptures and concentrates exclusively on
the medium of drawing in two dimensions. Another
component is a series of timeless photographs by
Markéta Othova, taken in Svobodova’s studio espe-
cially for this exhibition. Visitors, however, encounter
just one randomly-selected photo, a copy of which
is given to them when they buy a ticket. Itis up to
the viewer’s perceptiveness whether to combine
the context of the photograph with the exhibition or
whether to absolutely ignore this reality.

4 and a Half Series is a solo show of Svobodova’'s work after a
long hiatus and is happening as part of the New Zlin Salon. After
1989 Svobodova contributed to the first three triennales and is
returning to Zlin after a15-year break.

Photos by Ondfrej Polak
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Cyklus Kour. Kouf IV, &ast 2. (2010). Pastel, papir. 140x200 cm  Smoke Cycle, Smoke V. part 2. (2010). Pastel on paper, 140x200 cm
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Cyklus Kour, Hnédy kour (2011). Pastel, papir, 200x140 cm Cyklus Kour, Kout V. (2010). Pastel on paper, 140x200 cm
Smoke Cycle, Smoke Brown (2011). Pastel on paper,200x140cm  Smoke Cycle, Smoke IV. (2010). Pastel on paper, 140x200 cm
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Zluté kieslo (2017). Pastel, papir, 100x140 cm  Yellow chair (2017). Pastel on paper, 100x140 cm
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Rychlik 613 (2017). Pastel, papir, 100x140cm  Fast Train No 613 (2017). Pastel on paper, 100x140 cm
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Cyklus Zaclony. VIII. (2015). Pastel, papir, 1770x130cm  Curtains Cycle, VIII. (2015). Pastel on paper, 170x130 cm
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Cyklus Zaclony, VII. (2015). Pastel, papir, 1770x130cm  Curtains Cycle, VII. (2015). Pastel on paper, 170x130cm Cyklus Zaclony, V1. (2015). Pastel, papir, 1770x130cm  Curtains Cycle, VL. (2015). Pastel on paper, 170x130cm
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Cyklus Obydli (2014). Dwelling Cycle (2014). Cyklus Obydli (2014). Dwelling Cycle (2014).
Pastel, platno, drat, 27x30cm Pastel, canvas, wire, 27x30cm Pastel, platno, drat, 27x30cm Pastel, canvas, wire, 27x30cm
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Markéta Othova, 7. 4. 2017, (ateliér Jitky Svobodové / Studio of Jitka Svobodova) 1
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JITKA SVOBODOVA - Narozena/Born: 9.9.1941Praha « Studia /
Education: Akademie vytvarnych uméniv Praze (ateliér monumentani
malby - prof. Arnost Paderlik) (1961-1967) - Akademie vytvarnych
umeéni v Praze (postgradualni studium restauratorstvi - prof. Raimund
Ondracek) (1973-1976) « Zije a pracuije / Lives and works: Praha

« Umélkyné zabyvajici se souc¢asné kresbou a objektem / Artist
currently working with drawing and object ¢ Vystavuje od / Exhibitions
since: 1969 «Zastoupeni ve verejnych sbirkach / Representationin
public collections: Narodni galerie v Praze, CZ « Galerie hlavniho mésta
Prahy, CZ « Galerie Stredo¢eského kraje, CZ « Ministerstvo kultury v CR
v Praze, CZ » Galerie Benedikta Rejta v Lounech, CZ « Galerie uméni
Karlovy Vary, CZ « Galerie moderniho uméni v Roudnicinad Labem,

CZ « Oblastni galerie v Liberci, CZ » Galerie moderniho uméniv Hradci
Kralové, CZ » Vychodoceska galerie v Pardubicich, CZ « Muzeum uméni
Olomouc, CZ « Museum Kampa v Praze, CZ « Narodni galerie v Sarajevu,
BiH « Albertina ve Vidni, A.
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Marian Mudroch je presvedceny a rad uistuje
aj nas, ze nebyt jeho profesora Vaclava Ciglera
al. Otvoreného ateliéru nebol by tym, kym je
dnes. Nie je dévod neverit mu, ale musime dodat,
ze bolo treba mat osobité senzory, aby ako mla-
dy Student uveril svojmu ucitelovi, ktory tvrdil,
ze Skola je predovsetkym miestom sebapozna-
vania. Ze samotny priestor, do ktorého umelec
vstupuje, je prostriedkom komunikacie a tvore-
nie je ako rozhovorom tak aj pokornym mi¢anim
a pocuvanim. Stretnutie s Vaclavom Ciglerom
Mariana Mudrocha pripravilo, alebo presnejSie
povedané nastavilo ho vidiet a pocut, ale najma
ako on hovori, byt v prostredi“. A naozaj, oci-
tol sa v hom, priamo v jeho epicentre. Tym bol
predovsetkym |. Otvoreny ateliér, ktory nastavil
optiku tym vytvarnym prejavom, ktoré vtedy
eSte existovalilenv tuseniana okrajiav priebe-
hu nasledujucich sedemdesiatych rokoch sa
stali taziskom umenia nezavislej vytvarnej sce-
ny. Mudrochova uc¢ast na tomto podujati, vtedy
este len Studenta, bola obradom zasvatenia,
ktorého znamenia vedome i podvedome niesol
celu nasledujucu tvorbu. Uz prinajmenSom tym,
Ze za svojumelecky prejav si zvolil spritomnova-
nie miznuceho, €i zviditelfiovanie neviditelného.
Prevzal na seba ulohu pytajuceho a pochybu-
juceho, toho, kto hlada v obraze. Jeho cesta
umenim, odvolajuc sa na jeho konkrétne diela,
sa da metaforicky pomenovat aj ako kracanie

,0d nehmotnej plastiky k chytaniu tmy zapisova-
nej svetlom*. Tento ,,pohyb“ ma niekolko svojich
délezitych zastavok a prvou je hned ucast na
legendarnom otvorenom ateliéri v dome Ruda
Sikoru, kde spolu s Viliamom Jakubikom a Vladi-
mirom KordoSom vystavili koncept prezentacii
pod spolo¢nym nazvom ,Atmosféra 1970 Jed-
na z akcii bola ,iba" farebnym dymom (Upriamte
pozornost na kominy domu od Mariana Mud-
rocha) vychadzajlcim z kominov, ktory mohol
byt dymovou malbou, stracajucou sa v povetri,
nematerialnou plastikou, ale aj efemérnou per-
formance. Jifi Valoch, ktory prave navstevou
I. Otvoreného ateliéru zahajil svoj programovy
zaujem o slovenskeé umenie neoficialnej sceny,
tuto Mudrochovu akciu jasne, prozretelne a tro-
chu poeticky opisal ako zachytenie pominutel-
nosti diela v jeho krasnej dematerializacii.

Prva samostatna vystava Mariana Mudrocha
sa mohla uskutocnit az po 6smich rokoch od
ukoncenia vysokoskolského Studia, v roku 1979,
atovnenapadnom foyeriv Klube Skolstvia vedy
v Brne, pod patronatom spominaného Jifiho
Valocha. Ten v brnianskom zavetri teoretickou
reflexiou a nachadzanim réznych vystavnych
priestorov v priebehu sedemdesiatych a osem-
desiatych rokov zastitil takmer jednu generaciu
slovenskych umelcov. PredovSetkym tych, ktori
danou politickou situaciou a vlastnou volbou sa
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Marian Mudroch is convinced and likes to as-
sure others that if it were not for Vaclav Cigler, his
teacher at the Academy of Fine Arts in Bratislava,
and the First Open Studio, he would not be who
he is now. There is no reason not to believe him,
but we have to add that it was necessary to have
special sensors for the young student to believe
in his teacher. Vaclav Cigler served above all as
a guide from the visible to the invisible, which
made Mudroch the student be prepared, or rath-
er be sensitive to what was happening around
him. And there happened to be the First Open
Studio, which not only left a mark on Mudroch,
but also formed the character of art of the inde-
pendent art scene of the 1970s. Since entering
the art scene, Marian Mudroch has depicted
that which is disappearing, which can be lik-
ened to the method of analytical research. Or,
by metaphor, he has taken the path of making
intangible sculpture to capture darkness by writ-
ing with light. He made his presence felt on the
art scene by his participation in the legendary
open studio of Rudolf Sikora, where, together
with Viliam Jakubik and Vladimir Kordos§, he ex-
hibited a concept of presentations under the
common title Atmosphere 1970. One of these
events presented “just” colored smoke coming
from the chimneys of a house, a “smoke painting”
disappearing into the air. Jifi Valoch, art theorist
from Brno, who since the 1970s had passionately

fought for “other” art in a wide range of his activ-
ities, aptly and rather poetically described that
event as capturing the transiency of the work in
its beautiful dematerialization.

The first solo exhibition by Marian Mudroch took
place almost eight years later (1979) after his
graduation from the Academy in an inconspicu-
ous foyer at the Club of Education and Science
under the patronage of the above-mentioned
Jifi Valoch, who at that time guarded almost a
whole generation of Slovak artists in the seclu-
sion of the town of Brno. Most of those who found
themselves on the edge of the art scene due to
the historical situation and their own choices,
faced the universal issues of existence and art
at the same time, whether they wanted to or not.
Their essential and intellectual reflections found
their anchor mainly in the conceptual perception
of art, which meant asking and concentrating
onissues that questioned stereotypes and the
status quo, but despite their doubts always re-
mained faithful to paper, drawing, prints, canvas
and painting. For many long years, Mudroch’s lab-
oratory surprisingly became prints - to be more
precise, screen printing, which was from the time
of his first graphic series Convergence (since
1976) a dubious, less-valued technique in com-
parison to “classic” prints. It embodied a denial
of artistic mastery because it used photography
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ocitli na okraji umeleckej scény a tak Ci chceli
alebo nie, boli postaveni nielen pred prakticke
otazky vtedajSej reality, ale priestor ,okraja“im
ponukol dotknut sa otazok smerujucich mimo
jej hranic.

Vacsina z nich nasla zazemie predovSetkym
v konceptualnom ponimani tvorby, ¢o zna-
menalo sustredenie sa na otazky, ktoré pro-
blematizovali stereotypy jej chapania ako aj
jednotlivych vytvarnych médii. Mudrochovym
laboratoriom sa vtedy aj neskoér na dlhé roky
stala grafika, teda presnejSie ofset a sietotlac,
ktora v ¢ase vzniku prvého grafického cyklu
Konvergencie (od roku 1976) bola vocéi , klasic-
kej“ grafike spochybrniovanou a menejcennou
technikou. Stelesnovala popretie umeleckého
majstrovstva pouzitim fotografie ako grafickej
matrice a proces samotnej tvorby bol podlajej
odporcov redukovany ,iba“ na jej mechanickée
prenasanie. A prave v tejto zdanlivo rutinnej
technologii zacitil Marian Mudroch svoje budu-
ce dobrodruzstvo, ktoré stavalo na spomina-
nom ,zviditelhovani neviditelného® v jemnych
posunoch obrazu, ¢o smerovalo k vzajomnej
harmonii vizualneho a intelektualneho, alebo
presnejSie povedané k ,mysleniu obrazom®.
Okrem technologickych moznosti ofsetovej
litografie sa sustredil na témy, ktoré ho fascino-
vali a budili zaujem svojim nad¢asovym rozme-
rom. Ako napriklad stopa ¢loveka na mesiaci,
prvého ludského dotyku s kozmickym priesto-
rom, alebo zname Peruanske pozemné znaky,
ktoré boli i uz fiktivnymi alebo prvymi kon-
taktnymi dotykmi mimozemskej civilizacie. ISlo
mu predovSetkym o momenty a situacie, ktore
presahovali vytvarnu a umelecku problematiku
a svojou univerzalnou povahou sa dotkli ako
historie tak bytostne fudskych otazok. Postup-
ne vytvara graficke ,metadielo* Konvergencii,
ktorého kazda tematicka séria pocita desiatky
vytlackov. Désledna procesualnost a pomalé
posuvanie vyskum grafického obrazu ho pri-
vedie na niekolko razcesti. Ci uz k objaveniu
a pestovaniu monochrému Ciernej, nielen pro-
strednictvom tlace ale aj v médiu kresby, alebo
k prekracovaniu hranic dvojrozmernej plochy
grafiky a kresby do objektovych a priestoro-
vych rieSeni. Nielen tych skuto¢nych, kde kresli
na realne predmety, ale aj prostrednictvom

iluzivneho vstupu prechadza do priestoru za
obraz, ako autor otazky - ¢o je za nim.

Dalo sa ¢akat, ze désledné sustredenie a na-
0zaj subtilne posuvanie vyrazov grafického
obrazu, minimalizovanie gesta smerom k mo-
nochromu a smerovanie mimo jeho fyzicku
realitu, posuva Mariana Mudrocha k uzemiam,
ktore su skor neviditelnymia tuSenymi. A o tom
prave je aj jeho suc¢asné bilancovanie, ktoré je
postavené na zastupnych dielach a grafickych
a kresliarskych cykloch. Marian Mudroch ich
uvadza ako navigacie, k navodeniu toho pod-
statného, ktoré vedie od prieskumu obrazoveé-
ho priestoru, k tomu realnemu, od viditelného
k tomu neviditelnému a miestami az transcen-
dentalnemu. Zakazdym ale stiSene, potichu
asmerom dovnutra.’

1. In§pirované nazvom vystavy Maridna Mudrocha: Potichu sme-
rom do vnutra, Galéria Linea, Bratislava, 312. 2007. Kuratorka:
Jana Gerzova.
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as a graphic matrix, and the creative process
was, according to its opponents, reduced to its
merely mechanical transfer. In this seeming-
ly routine technology, Mudroch discovered a
future adventure which could be compared to
intellectual reflection and, in the context of vi-
sual art, to something we call “image thinking”.
In addition to the technological possibilities of
offset lithography, Mudroch focused on themes
which fascinated him, such as man’s imprint on
the Moon as the first human contact with cosmic
space or, on the contrary, the Peruvian landmarks
that were either fictitious or represented the first
contact of extraterrestrial civilization. Mudroch
has gradually created a graphical “meta-oeuvre”
of Convergences, each series of which consists
of dozens of prints. His persistent processual
method and the slow shift of his research of the
graphicimage led him to several crossroads - to
the discovery and cultivation of monochrome
black color, to the discovery of drawing and black
graphite, and to minimizing his interventions as
part of his move in the direction of a spiritual
quality since he has crossed the boundaries of
drawing as the two-dimensional medium.

It was to be expected that a consistent focus
and the really subtle shift of the expressions of
the graphic image would gradually lead him to
several crossroads: thus he discovered the depth
of black monochrome, but also the path which, by
reducing the gestures, leads to the invisible and
the spiritual. And this is what Mudroch'’s stock-
taking is about just now; it is built on substitute
works of art and graphic and drawing series only.
Marian Mudroch presents them as a kind of nav-
igation to get to the essential, which goes from
the exploration of the image space to the real
one, fromthe visible to the invisible and in places
to the transcendental. Every time, however, he is
doing it calmly, quietly and inwardly.’

1. Inspired by the title of Marian Mudrochs exhibition: Potichu
smerom do vnutra, Linea Gallery, Bratislava, 3.12. 2007.
Curator: Jana Gerzova.
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Bol som elipsou (2015). Neon, Sitka150cm | was the ellipsis (2015). Neon light, width 150 cm
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6. Majstrovstvo Bratislavy v posune artefaktu (téma Spojenie) ~ The 6th Bratislava Championship in Shifting the Artifact (theme: Connection)
lluzia iluzie (1998), (detail). Kresba grafitem na sadre (odlitek), 105x85cm  lllusion of lllusion (1998), (detail). Graphite drawing on plaster (cast), 105x85 cm (1983). Posunuté dilo - autor: E. Muybridge (1983). A shifted work — author E. Muybridge




Tma (2002). Kresba tuzkou a neon, 105x85 cm
Darkness (2002). Pencil drawing and neon light, 105x85 cm
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Sklamanie, skryty, ticho (2005).
Instalace, neon a molino
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Disappointment, Hidden, Silence (2005).

Installation, neon light and molino textile
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MARIAN MUDROCH 202 MARIAN MUDROCH 203

Iba vytrvalost energie (2001).
Kresba grafitem a slepotisk,
105x85cm

Only the Endurance of Energy
(2001).Graphite drawing and
blind printing, 105x85 cm

MARISN MARISN

MUD MUD
ROCH ROCH

Potichu smerom do vnutra (2004). Suchy pastel, 65x50 cm  Silently Inwards (2004). Dry pastel, 65x50 cm




MUD
ROCH

MARISN

Potichu smerom do vnutra

II. (20086). Sitotisk a tuzka,
100x70cm

Quietly Towards the Inside IL.
(2006). Serigraphy and pencil,
100x70cm
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MARIAN MUDROCH - Narozen / Born: 25. 6. 1945 Bratislava

« Studia / Education: Stredna skola umeleckého priemysilu,
Bratislava (1961 - 1965) « Vysoka Skola vytvarnych umeni Bratislava
(Oddelenie: Sklo v architekture / Prof. V. Cigler) (1965 - 1971)

« Zije a pracuije / Lives and works: Bratislava « Umélec analyticky
pristupujici k meédiu grafiky, kresby, malby, sochy a objektu. / Artist
analytically working with graphic, drawing, painting, sculpture

and object. « Vystavuje od / Exhibitions since: 1970 « Zastoupeni
ve verejnych sbirkach / Representation in public collections:
Slovenska narodna galéria, Bratislava, SK « Galéria mesta
Bratislavy, SK « Povazska galéria v Ziline, SK « Stredoslovenska
galéria v Banskej Bystrici, SK « Narodni galerie v Praze, CZ
 Galerie vytvarného uméniv Ostrave, CZ - Kassak emlék muzeum,
Budapest, HU « Museum Kampa, Praha, CZ » Muzeum Slaskie,
Katowice, PL.
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NOVY ZLINSKY SALON 2017
FESTIVAL SOUCASNEHO UMENI
11.5.-24.9.

Kolokvium
11.5. (12:30-16:00)
Pro¢ prezentovat sou¢asné uméni mimo centra?

Vystavy
12.5.-10.9.
Co je soucasny obraz?

12.5.-16.7.
Jitka Svobodova: 4 a ptl cyklu (2010-2017)
Marian Mudroch: Talent intuicie

27.7.-24.9.

Na druhé strané (zrcadla)
Soucasna polska malba ze sbirky
Galeria Bielska BWA

Expozice
14|15 Batuv institut, Vavreckova 7040

Zlinsky zamek, Soudni 1

Zastitu nad Novym zlinskym salonem 2017
prevzali: ministr kultury Ceskeé republiky
Daniel Herman, hejtman Zlinského kraje

Jifi Cunek, primator statutarnino mésta Zlina
Miroslav Adamek a velvyslanec Slovenské
republiky Peter Weiss.

Poradatel projektu
Krajska galerie vytvarného uménive Zling,

prispévkova organizace Zlinského kraje

Kuratorivystav

Co je soucasny obraz?

Ivan Bergmann, Zdenék Freisleben,

Beata Jablonska, Jan Kralovi¢, Vaclav Milek,
Terezie Petiskova, Marek Pokorny, Petr Vanous

Jitka Svobodova: 4 a ptl cykiu (2010-2017)
Monika Cejkova

Marian Mudroch: Talent intuicie
Beata Jablonska

Na druhé strané (zrcadla)
Agata Smalcerz

Organizace ekonomiky projektu
Jana Polaskova

Graficky design
Parallel Practice & Daniel VojtiSek

Propagace
Barbora Mrazkova, Lenka Hubackova,

Alena Babicova

Edukacéni programy
Martin Cada, Klara Kollarova

Technicka a organizacni spoluprace
prirealizaci projektu

Martin Cada, Tereza Cellistkova,

Petr Horak, Ladislava Hornakova,

Lenka Hubackova, Vit Jakubicek, Klara Kollarova,
Barbora Mrazkova, Dalibor Novotny, Pavel Petr,
Pavlina Pysna, Marcela Sedlackova

Krajska galerie vytvarného uméni ve Zliné dékuje ministru kultury Ceské republiky Danielu Hermanovi, hejtmanu Zlinského kraje Jifimu
Cunkovi, priméatoru statutarniho mésta Zlina Miroslavu Adamkovi a velvyslanci Slovenské republiky Peteru Weissovi za pievzeti zastity nad
Novym zlinskym salonem 2017. Dékuje rovnéz vsem spoluporadatellim, partnerim, zu¢astnénym umélciim a dalsim osobnostem, bez

jejichz pomoci by se tato narocna akce nemohla uskutecnit.

COLOPHON 21

NEW ZLIN SALON 2017
CONTEMPORARY ART FESTIVAL
11.5.-24.9.

Colloguium
11.5. (12:30-16:00)

Why present contemporary art outside the
centers?

Exhibitions
12.5.-10.9.
What is contemporary painting?

12.5.-16.7.

Jitka Svobodova: 4 and a Half Series (2010~
2017)

Marian Mudroch: A Talent of Intuition

27.7.-24.9.

Through the Looking-Glass
Contemporary Polish painting from the
collection of the Galeria Bielska BWA

Exhibition sites
14|15 BATA INSTITUTE, Vavreckova 7040
Zlin Chateau, Soudni1

The New Zlin Salon 2017 is held under
the auspices of Minister of Culture of

the Czech Republic Daniel Herman, Zlin
Regional Governor Jiti Cunek, Zlin Mayor
Miroslav Adamek and Ambassador of the
Slovak Republic Peter Weiss.

Project organiser
Krajska galerie vytvarného uménive Zling,

prispévkova organizace Zlinského kraje

Exhibition curators

What is contemporary painting?

Ivan Bergmann, Zdenék Freisleben,

Beata Jablonska, Jan Kralovic, Vaclav Milek,
Terezie Petiskova, Marek Pokorny, Petr Varnous

Jitka Svobodova: 4 and a Half Series (2010-2017)
Monika Cejkova

Marian Mudroch: A Talent of Intuition
Beata Jablonska

Through the Looking-Glass
Agata Smalcerz

Financial management
Jana Polaskova

Graphic design
Parallel Practice & Daniel VojtiSek

Promotion
Barbora Mrazkova, Lenka Hubackova,
Alena Babicova

Education programs
Martin Cada, Klara Kollarova

Technical and organisational collaborationin

staging the project
Martin Cada, Tereza CelCistkova,

Petr Horak, Ladislava Horfakova,

Lenka Hubackova, Vit Jakubicek, Klara Kollarova,
Barbora Mrazkova, Dalibor Novotny, Pavel Petr,
Pavlina Pysna, Marcela Sedlackova

The Regional Gallery of Fine Arts in Zlin wishes to thank Daniel Herman, Minister of Culture of the Czech Republic, Jifi Cunek, Governor of the Zlin
Region, Miroslav Adamek, Mayor of the City of Zlin, and Peter Weiss, Ambassador of the Slovak Republic, for accepting the patronage over the
New Zlin Salon 2017. The Regional Gallery of Fine Arts in Zlin also wishes to thank all the co-organisers, the participating artists, the members of the
exhibition jury and other collaborators for supporting the entire project. Without their active help, this ambitious event could not have taken place.
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Zdenék Freisleben, Vaclav Hajek,
Beata Jablonska, Jan Kralovi¢, Vaclav Milek,
Terezie PetiSkova, Marek Pokorny, Petr Vanous

Katalog umélcU
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Graficka Uprava katalogu
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Petr Vanous, J8n Kralovi4, Terezie
Peti3kov8, Beata Jablonsks8,
ZdenZ2k Freisleben, Marek Pokorn?,
lvan Bergmann, V8clav M9lek,
Monika 4ejkov8.

Ond5ej Basjuk, Jan Merta, Ji59
Petrbok, Zbyn2k Sedleck?7, Adam

3tech, Jakub Tom83, Lubom9r Typlt,

Vladim9r V0Qla, Franti3ek Demeter,
Juraj G8bor, Jarom9r Novotn?,
Daniel Balab8n, Milan Houser, Jakub
Rozto4il, Michaela Thelenov8, Petr
Vesel7, Roman Bicek, Rastislav
Podoba, Rastislav Sedla49k, Martin
3pirec, Ji59 4ernick?, Patrik H8bl,
Petr P9sa59k, Jakub 3panhel, Karel
3tedr7, Ond5ej Buddeus, Martin
Kohout, Jarom9r Novotny, Ji59
Valoch, Tom83 Van2k, Martin 4ada,
Petr Hor8k, Ji59 Kud?2la, Vojt2ch
Sk8cel, Du3an Tom8nek,

Jitka Svobodov8, Mari8n Mudroch.
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