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Kulturni hlas relativng tak malé zemé, jakou je Ceska republika, se miZe lehce ztratit v daleko
vyrazngjsich hlasech Evropy — zvlasté kdyz jsou v jejim okoli znaéné bohatsi krajiny jako Italie, Francie
nebo Némecko. Kdyz se ale podivdme bliz na tu ¢ast kultury, kterou nazyvame vizualni uméni, zjistime, Ze
z Cech vy$la tak vyznamna a mezinarodné uznavana jména prvni poloviny 20. stoleti, jako jsou Frantisek
Kupka, Otto Gutfreund a Josef Sima; abych jmenoval alespon tfi z nejpfiznaénéjsich osobnosti poéatku
moderny. Poté, co se Ceské zemé v druhé poloviné minulého stoleti ztratily za Zeleznou oponou, se zbytek
Evropy zajimal o vyvoj vizualniho uméni po rozdéleni kontinentu jen minimalné. Kratky pohled na ,skryté“
uméni byl umoznén az béhem studené valky v Sedesatych letech. Kdyz VarSavska smlouva zmafila vSechny
nadéje na svobodu, odjelo mnoho umélcu jako Jifi Dokoupil, Jifi Kolaf a Milan Kunc na zapad. Bylo to pravé
na zapadé, kde se jim dostalo uznani a kde obohatili zdej$i uméleckou scénu. Pfinos téch, ktefi se po roce
1968 rozhodli zUstat v Ceskoslovensku, nebyl ovéem pro Evropskou uméleckou scénu o nic mensi. Rad
bych vas upozornil na tento pfinos spole¢né s pfinosem malé skupiny mladych a nadéjnych umélcu, ktefi
studovali na svobodnych akademiich a prozili vétSinu svého Zivota ve svobodné spole¢nosti po roce 1989.
| kdyz jsem se s nejvétsi péci snazil udélat spravedlivy vybér, pfece jen jsem musel nékteré umélce vynechat.
a neni jednoduché rozeznat, co ma jen pfechodny Uspéch a co na strané druhé obstoji v ¢ase. Svij viastni
nazor jsem v tomto ohledu porovnaval v diskusich (nékdy vasnivych!) s pfednimi kuratory, historiky umént,
majiteli galerii, sbérateli, kritiky a s umélci zijicimi doma i v zahranici. Zvlast bych chtél podékovat Richardu
Adamovi, Jifimu Davidovi, Richardu Drurymu, Milanu Knizakovi, Helené Kontové a Radanu Wagnerovi za
jejich cenné rady a pfipominky. Zpravidla jsem vybral umélecka dila vznikla v kli¢ovych obdobich. V pfipadé
Jifiho Sopka jde nepochybné hlavné o sedmdesata a rana osmdesata Iéta. Bylo to pravé po invazi v roce
1968 a béhem takzvané politické ,normalizace®, kdy Sopko vytvofil sv{ij barevny, ustépacny a tak typicky
groteskni styl.

PFeji pfijemné listovani katalogem jakoz i pfijemny zazitek z vystavy.

Martin-Georg Weber
kurator



The cultural voice of a relatively small nation like the Czech Republic can easily be lost in the concert
of voices in Europe — especially if in the near vicinity there are nations like Italy, France and Germany that
are so abundantly endowed in this respect. But focusing more specifically on that part of culture which is
known as the visual arts, the Czech Republic — or, rather, the lands that now comprise the Czech Republic —
have brought forward in the first half of the twentieth century such internationally important artists as
Frantisek Kupka, Otto Gutfreund and Josef Sima, to name just three of the most significant figures since
the beginning of modernity. After the Czech lands had disappeared behind the Iron Curtain for much of
the second half of the last century, the rest of Europe took little notice of the developments in the visual arts
hidden behind this divide. A short glimpse of this hidden world was given during the thaw in the Cold War
during the 1960s. But when the Warsaw Pact crushed all hopes for liberty, many artists left for the West,
such as Jifi Dokoupil, Jifi Kolaf and Milan Kunc. It was in the West that they earned their recognition and
enriched the art scene in their host countries. Those artists who decided after 1968 to stay in Czechoslovakia
— often for very personal reasons — have not necessarily made a less important contribution to European
art just because they stayed to work here. It is this contribution, together with that of a small group of young
and very promising artists that have studied at a free academy and lived in a free society for most of their
lives (since 1989) to which | would like to draw your attention in this exhibition. Whilst | took the utmost care
to make a fair choice, it lies in the very nature of such a selection that omissions are made. The selection
of the very youngest artists is the most difficult, because here we are closest to contemporary art and
it is not easy to judge what is temporary and what will prove to stand the test of time. | have however
balanced and questioned my own opinion in many (sometimes heated!) discussions with leading curators,
art historians, gallery owners, collectors, art critics and artists inside and sometimes outside this country.
In particular | would like to thank Richard Adam, Jifi David, Richard Drury, Milan KniZak, Helena Kontova
and Radan Wagner for their valuable insights. As a rule, | have selected works of art from the individual
artists’ most crucial, most convincing period. In the case of Jifi Sopko this is clearly the period of the 1970s
and early 1980s. It was during these dark years of the so-called political “normalisation” after the invasion
of 1968 that Sopko derived his colourful, poignant and so typical grotesque style.

I wish you a pleasurable viewing of the catalogue and an enjoyable exhibition.

Martin-Georg Weber
Curator



Ceské malifstvi druhé poloviny 20. a za¢atku 21. stoleti

V tomto textu se budu zabyvat reprezentativni ukdzkou souc¢asné ¢eské malby. Vystava, ke které tento
katalog patfi, pfedstavi nékteré z nejvyraznéjSich osobnosti ¢eského malifského uméni druhé poloviny 20.
a zacCatku 21. stoleti. Oblast malifstvi vypada na prvni pohled pomérné tradi¢né, ale nedejme se mylit timto
prvnim dojmem. Rada ze sledovanych umélcii (svym zplsobem vlastné vsichni) pojimaji malbu novator-
skym zpUsobem a setkavaji se ve své praci i s fadou jinych tendenci moderniho a postmoderniho uméni.
Mezi tyto tendence patfi konceptualni uméni ¢i neokonceptualismus, post-avantgardni tendence, neokon-
struktivismus a dalsi.

Nasi exkurzi po ¢eském malifstvi druhé poloviny 20. stoleti zacneme u predstavitelll nejstarsi Zijici generace
&eskych vytvarnikid. Rada z t&chto vytvarnik( si i pfes nepfiznivé politické podminky v minulych letech vydobyla
svétové renomé. Nejstarsim zZijicim autorem, o kterém chci referovat, je Zdenék Sykora. Neni nahodou, Ze ten-
to malif je zastoupen reprezentativnim zplsobem ve sbirkadch Centre Pompidou v Pafizi ¢i v Ludwig Museum
ve Vidni. Sykora vytvafi i ve svétovem kontextu pozoruhodné prace a k jejich kvalitdm patfi bezesporu pfirozeny
a logicky vyvoj uméleckého tvaroslovi. Sykorliv pozoruhodny umélecky vyvoj za¢ina v dobach uvolhovani poli-
tického ovzduSi po roce 1956. V této dobé se i Ceské zemé dockaly urcitého navratu avantgardnich tendenci
atolerance oficialnich instituci k modernimu umeéleckému projevu. Sykora za¢ina v této dobé abstrahovat vnéj-
§i vidénou skutecnost, nejdfiv se zabyva stylizaci a symbolickou redukci krajiny. Krajina se zde stava ¢im dal
vice autonomnim znakem. Z téchto znak ¢i tvarovych redukci je vytvafena sobéstaéna struktura, jejiz formalni
aspekty navazuji na vyzkumy prazské strukturalistické $koly z pfedvaleéné doby. Sykora pfedaval tento dliraz
na strukturalni soudrznost dila i svym studentdm na prazské Karlové univerzité. Pozdéji Sykora vytvari Cisté
znakove formy, ve kterych zkouma barevné a tvaroveé vlastnosti obrazu. Pfi komponovéani vychazi z nahodnych
vztah( C&isel respektive tvarl. K tomu jako prvni v ¢eském uméni pouziva pocitag. Sykorova tvorba vyustila
v soucasnosti do volného cyklu ,Linii“, kde zakladni utvary netvofi jiz uzaviené geometrické obrazce, ale
oteviené a potencialné nekonecné organickeé linie.

Radu styénych bodi se Sykorovou tvorbou maji dila Karla Malicha. | Malich se fadi k pfedstaviteldim
nejstarsi zijici generace ¢eskych umélcu. Jeho tvorba zasahuje do velkého mnozstvi uméleckych obor(
na pomezi malifstvi a sochafstvi. Malich vytvafi nejen malby a kresby, ale téz velmi specifické prostorové
objekty. | Malich vychazi z tvarové redukce vidéné reality, ale vysledky této prace jsou jiné nez u Sykory.
Malich nevytvaFi exaktni geometrické struktury, ale poeticky ladéné kompozice Utvard, jejichz vztahy uréuje
autor sam. Jeho hlavni zajem se obraci k zaznamu energetickych silocar, a to jak v ploSe, tak v trojrozmér-
nych utvarech z dratd. | v Malichové pfipadé hraje velkou roli linie. Jedna se vSak o linii nehmotnou, o jakousi
stopu €asu a svétla. Zaznam svétla a duSevnich energii se objevuje i v Malichovych kompozicich z ploSnych
utvard, kde vzdy hraje roli vyrazna barevnost a svételné kontrasty.



Dalimi pFedstavitelkami starsi generace &eskych umélc jsou dvé autorky: Adriena Simotova
a Alena Kuc€erova. | jejich tvorba se vyznacduje ur€itymi shodami a rozdily. Obé autorky maji primarni zajem
o grafické aspekty umélecké prace. Grafikou zde nemyslim pouze tradiéni obory jako rytinu Ci lept, ale sém
fakt otisku &i dotyku urcitych materiald.

Kuéerova vychazi z média grafiky (suché jehly apod.), kterou zasadnim zplsobem proménuje a inovuje.
Misto tradiéniho rydla pouziva rlzné nastroje, kterymi grafickou matrici perforuje a destruuje. Vysledkem
jeji ¢innosti pak neni pouze otisk na papir, ale i matrice samotna, ktera ziskava kvality autonomniho objektu.
Kovové matrice Casto kombinuje s jinymi materialy (napf. dfevem) a nechava tak zaznit specifické kvality
pouzité hmoty. Simotova vychazi vice z média kresby, které u ni ovéem také doznalo zasadni promény.
Jejim nejpozoruhodnéjs§im vykonem jsou série otisku ¢i frotazi zivych tél. Tyto frotdze vytvafi vliastnimi dla-
némi za pomoci barevnych pigmentud. Pfimy dotyk s télem dodava dillim naboj ,pfirozeného obrazu®, jak se
0 ném zmirfiuje napt. Platon. Tento obraz neni vysledkem lidského usili, ale vznika samovolné a ziskava tak
vlastné status reality. Témito pfirozenymi obrazy jsou napf. stiny, otisky, odlitky apod. V sémiotickém smyslu
se jedna o indexoveé, tedy pfirozené znaky. Grafické postupy, kterych obé autorky vyuzivaji, je tedy nutno
chapat v tomto kontextu. Vytvarné dilo se diky zasahu ,pfirozenych® sil stava plné autonomnim (podobné
jako u Sykory, kde roli vnéjSiho zasahu hraje matematicka nahoda). V tvorbé& zminénych nejstarSich autori
tedy vrcholi moderni zajem o autonomizaci dila.

Ke starS$i generaci vytvarnikd, zastoupenych na vystavé, patfi téz Stanislav Kolibal a Jifi Anderle.
Tyto dva autofi stoji na opacnych pélech vytvarného zobrazovani a poselstvi jejich tvorby je namétové
i obsahové riizné. Anderle reaguje na tendence ,Nové figurace®, ktera se zacala v ¢eském umeéni prosazovat
v 60. letech. Vyrazy jeho figur jsou expresivni a vyjadfuji zakladni zivotni pocity a stavy. Anderleho vyjevy
jsou slozeny z fragmentu reality, které spojuje do nového znepokojivého celku. Kolibal naproti tomu tihne
k vyjadfeni harmonie v obraze. Jeho dila sice pracuji s ryze abstrakinimi, mnohdy geometrickymi utvary,
pfesto vSak maji blizko ke klasickym definicim uméni. Prosazuje se v nich snaha o vyvazovani hmot, hledani
rovhovahy a harmonické kompozice.

Nasledujici generace Ceskych vytvarnikll zac¢ala vytvarfet sva dila v dobé, kdy se v ¢eském kontextu
lame moderni tradice a do umeéni pronikaji stale vice nové tendence. Tyto tendence pfichazeji jak z okolni-
ho svéta (nebot v 60. letech 20. stoleti se do ¢eskych zemi dostava vice informaci o svétovém progresiv-
nim uméni), tak jsou specifickymi vykony domacich autor(l. Nejprve bych se chtél zminit o tvorbé Milana
Knizaka. Tento autor vnesl jako prvni do ¢eského uméni problematiku akéni tvorby. Akéni tvorba, kterou lze
oznacit za umeéni v procesu, ma specifické ¢asové a prostorové kvality. Dilo neni definitivnim, uzavienym
celkem, ale pfibéhem, ktery autor iniciuje, ale samotny pribéh muize byt ovlivnén fadou dal$ich okolnosti.
Na dile se mohou podilet divaci, vybrané prostfedi, ¢as apod. Ak¢ni tvorba méla v ¢eské realité 60. let 20.
stoleti provokativni a politicky rozmér. Tato tvorba apelovala na svobodnou diskusi, svobodnou tvorbu nazo-
ri a zodpovédnost za vlastni ¢iny. Knizak vyzival divaky svych akci k riGznym reakcim, mnohdy absurdnim
a tedy naru$ujicim v8edni stereotypy. Napfiklad chtél pfimét kolemjdouci, aby pfi prichodu ur¢itym mistem
zakokrhali. | ve své dalSi tvorbé se snazil Knizak naruSovat bézné stereotypy a pfedstavy o uméni. Vytvarel
novy design, svymi objekty roz8ifoval pole sochafstvi. | Knizak vnesl do svého dila nahodu a realitu.

Na poli malifstvi uskuteénil nékolik zasadnich zmén Jifi Sopko. Jeho tvorba uz neni vaznou kompozi¢ni
praci ¢i hledanim formalnich zakonitosti obrazu, jak jsme na to byli zvykli u avantgardnich projev(i. Sopko se



zaméruje na volnou hru s rozpoznatelnymi znakovymi tvary. V jeho obrazech obvykle nechybi lidské figury.
Jsou to v8ak figury groteskné stylizované a barevné nadsazené. Tato nadsazka vSak nema zadné existen-
cialni ¢i expresivni pozadi. Jedna se o hravy komentaf absurdity v8ednosti. VSednost chape Sopko jako
neustale se zmnozujici a rozsifujici vSemi sméry. Pracuje ¢asto s opakovanim figur a tvar(i a jeho obrazy
proto ziskavaji kvality ornamentu.

Ivan Ouhel zde zastupuje silné malifské sdruzeni ,12/15 Pozdé, ale pfece”, které do ¢eského uméni
po obdobi vyraznych konceptualnich tendenci znovu navratilo malbu. V tomto smyslu Ize uvazovat o post-
modernim navratu malby, i kdyz tvorba ,12/15 Pozdé, ale pfece” neni za postmoderni vzdy povazovana.
Pro Ouhela je téz dulezita figura, ktera se vSak proménuje v symbol. Jesté podstatnéjSim je zfejmé ramec
tohoto symbolu, krajina. Figurou zde nemyslim pouze lidskou postavu, ale urcity tvar i znak, ktery je v obra-
ze dominantni a vytvafi jeho jadro. Toto jadro pak uruje prostorové vztahy malby, kterou pouze diky nému
Ize Cist jako popfedi a pozadi. V3echny vnéjsi a znamé formy jsou pfetaveny do nového nepravidelného
ornamentu, slozeného z barevnych skvrn.

Ke stfedni generaci ¢eskych umélcl patfi téz Milan Kunc. Tento autor (pfedev§im po své emigraci)
vytvofil specifickou variantu postmoderni malby. Kunc se vyjadfuje ¢asto k politickym tématim a vyuziva
motivy popularni kultury. Popularni kulturu Kunc ironizuje a naznacuje, Ze se jedna o komickou frasku, ktera
je oble€ena do havu idealni krasy. Zajem o transcendentalni formu &i vyraz dila charakterizuje tvorbu Jifiho
Kornatovského. Své monumentalni kresby ¢asto oznaduje jako ,meditace”. Tyto kresby se vyznacuji velmi
silnym ucinkem na divaka, kterého pfimo vtahuji do svych vnitfnich prostor. Linie zde zaznamenavaji ener-
getické proudéni, ve kterém je autor pfi procesu tvorby télesné pritomen.

Svétové renomé ziskal po své emigraci Jifi Georg Dokoupil. Tento autor vyuziva velmi Sirokého
formalniho rejstfiku. Vytvari jak klasické malby, tak malby vytvofené netradiCnimi materidly (saze) &i postu-
py (otisk pneumatiky). Z jeho dél je citit nadsazka a lehkost, ktera autora fadi po bok postmoderni malby
(napf. némecké ¢i italské provenience). Dokoupil klade diiraz na neustalou inovativnost a obménovani for-
malnich postupl. Tim jakoby aktualizuje dédictvi Warhola. Pro Dokoupila je charakteristické, ze téma neni
dominantou obrazu, ale pouze jakousi zaminkou ¢i jednou z mnoha slozek dila. Téma se Casto odvolava na
masovou kulturu. Dokoupil vSak k této kultufe nezaujima jednoznaény vztah a hodnotici aktivitu ponechava
na divakovi.

O médium malby ma velky zajem nejmladsi generace Ceskych umélcu. Karel Balcar a Zuzana Rysan-
kova studovali v ateliéru klasickych malifskych technik na prazské akademii vytvarnych uméni. Zde se
seznamili se staromistrovskymi malifskymi postupy. Balcar zpracovava existencialné vyhrocend témata,
kterym dava kvazi-barokni podobu. Materialnost tél zde zvySuje kontrast s temnym pozadim. Balcarovy
malby se vyznaduji pfesnymi detaily a naprosto Cistym provedenim, ke kterému nelze uz nic pfidat. Rukopis
Ry8ankové je ponékud otevienéjsi a spontannéjsi, coz nékdy pfedstavuje i pointu obrazu. RySankova obcas
vytvari velmi peclivou a Cistou malbu, jejiz ¢ast vSak ponechava jakoby nedokonéenou. V mistech, kde mal-
ba neni definitivni, pfichazeji ke slovu barevné skvrny a rozostfeni tvaru. To je patrné hlavné na autorcinych
minucioznich malbach zvirat.

Mladi umélci Josef Bolf a Vit Soukup pfichazeji s jinou koncepci malby. Bolf reaguje na tradici
abstraktni malby, jejiz vazné cile zpochybriuje a paroduje. V jeho obrazech se v3ak stejné ¢asto objevuji



i figury. Tyto figury jsou groteskné proménéné, ale z jejich komickych postav vyzafuje téZ smutek, osamoce-
nost a deprese. Bolf ¢asto vyuziva nasladlé barevnosti, ktera zdlrazriuje pocit ztraceného détstvi a smutku
z uplyvani ¢asu. Soukup zpracovava téma masové kultury a vSednich véci, které jsou téz jakoby uréené
k tomu, aby se ztratili a aby se na né zapomnélo. Témito vSednimi vécmi jsou détské hracky, jidlo, staré
fotografie. | ze Soukupovych maleb vyzafuje nostalgie, ktera je odéna do havu klasického zatisi s vyrazny-
mi barevnymi akcenty.

Nejmlad$imi umélci zastoupenymi v katalogu jsou Martin Sarovec a Jakub Sparihel. Sarovec vyuziva
expresivni rukopis, kterym navazuje na specifickou ¢eskou tradici grotesknosti. Casto variuje jeden motiv
(napf. hlavy) a snazi se pfitom rozehrat co nejSirSi rejstfik barevného a tvarového podani. Jeho malby
maji charakter jakéhosi deniku, ve kterém autor zaznamenava své vytvarné fantazie a obsese. Sparhelovy
malby jsou zdanlivé vazné az tragické. To zvyraznuje temna barevnost a nejasnost tvarl. Existencialni cha-
rakter maleb zde vSak neni tolik vyrazny jako snaha o vytvofeni krasného dila, témér dekorace €i klenotu
(to naznacduje napf. Casté vyuzivani zlaté barevnosti).

Tento katalog mize zmapovat pochopitelné pouze vysek sou¢asného ¢eského umeéni. Jedna se vsak
o reprezentativni vybér, ktery ndzorné ilustruje spektrum formalnich pfistup(i a tématickych dlirazd aktualni
Ceské malby. Malifstvi se v ¢eskych zemich v priibéhu posledniho pulstoleti dynamicky promérovalo, ale
vzdy si v SirSim kontextu umélecké tvorby zachovalo své vyznamné misto. SpoleCnym motivem &eského
malifstvi sledovaného obdobi zlstava zajem o autonomni dilo, jemuz je jeho autor uréitym souputnikem ¢i
partnerem, ale stejné vyznamna je i reakce a interpretace ze strany divéaka.

Magr. Vaclav Hajek
historik uméni



Czech art of the second half of the twentieth century and the beginning
of the twenty-first

In this text, | will deal with a representative sample of contemporary Czech artistic painting. The exhibition
of which this catalogue is a part will introduce some of the most prominent personalities of Czech artistic
painting of the second half of the twentieth century and the beginning of the twenty-first century. At first sight,
the field of artistic painting appears quite traditional, but let’s not be misled by this first impression. A number
of the artists covered (actually all of them, in a way) conceive of their painting in an innovative way and they
deal with a variety of other tendencies of modern and post-modern art in their work. These tendencies include
conceptual art, or neo-conceptualism, post-avant-garde tendencies, neo-constructivism, and others.

Our excursion through Czech artistic painting of the second half of the twentieth century will start with
the representatives of the eldest living generation of Czech artists. Despite unfavourable political conditions
in former years, many of these artists have acquired international reputations. The eldest living artist | would
like to talk about is Zdenék Sykora. It is not by chance that this painter’s art is represented in the collections
of Centre Pompidou, in Paris, and also in The Ludwig Museum, in Vienna. Even in an international context,
Sykora creates remarkable works of art, and their qualities indisputably include the natural and logical
development of artistic morphology. Sykora’s remarkable artistic development started during the easing of
the political climate after 1956. At that time, the Czech lands experienced a certain comeback of avant-garde
tendencies, and the tolerance of official institutions of modern artistic expressions. Sykora then started
to abstract externally viewed reality; he was first involved in stylising and symbolically reducing landscapes.
In his works, landscape has increasingly become an autonomous symbol. These symbols, or shape
reductions, create a self-contained structure, the formal aspects of which are followed up with explorations of
the Prague structuralism school from the pre-war years. Sykora also passed this emphasis on the structural
cohesion of work onto his students at Prague’s Charles University. Later on, Sykora created purely symbolic
forms, in which he explored the colour and shape characteristics of painting. When composing his works,
he starts from the random relations of numbers and shapes. He is the first Czech artist to use a computer
to do this. Nowadays, Sykora’s works have resulted in a free cycle of “Lines”, in which the basic formations
no longer consist of closed geometrical patterns but of open and potentially infinite organic lines.

Many similarities with Sykora’s works can be found in the works of Karel Malich, who is also one of
the representatives of the eldest living generation of Czech artists. His works cover a large amount
of artistic genres bordering between art and sculpture. Malich not only creates paintings and drawings,
but also very specific spatial objects. Malich also starts from the shape reduction of perceived reality, but
the results of his work are different from those of Sykora. Malich does not create exact geometrical structures
but poetically tuned compositions of formations, the mutual relations of which are set by the author himself.
His main interest has turned to recording energetic flux lines, both on flat surfaces and in three-dimensional
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formations made of wires. Linearity is also very important for Malich. However, it is an intangible line,
a sort of a trace of time and light. The recording of light and spiritual energy can also be found in Malich’s
compositions of flat formations, where considerable colourfulness and light contrasts always play a role.

Other representatives of the older generation of Czech artists include the two artists of Adriena Simotova
and Alena Kucerova. Their works also express certain identities and differences. Both artists have a primary
interest in graphic aspects of artistic work. When | say graphic, | don’t mean only traditional branches, such
as engraving and etching, but the actual imprinting of or contact with certain materials. Ku¢erova starts from
the medium of graphic art (dry needles etc.), which she fundamentally transforms and innovates. Instead
of a traditional engraving tool, she uses various tools to perforate and destroy a graphic matrix. The result
of her work is then not only an imprint on paper but also the matrix itself, which acquires the quality of
an autonomous object. She often combines metal matrices with other materials (e.g. wood) and thus shows
the specific qualities of the material used. Simotova starts more from the medium of drawing, which she has
also fundamentally transformed. Her most remarkable works are series of imprints or frottages of live bodies.
She creates these frottages with her own palms with the help of colour pigments. The direct contact with
the body gives these works the charge of a ‘natural picture’, as mentioned by Plato, for example. This picture
is not the result of human effort; it evolves spontaneously and thus obtains the status of reality. These natural
pictures consist of, for example, shadows, imprints, castings, and others. In a semiotic sense, they are
index, or natural, symbols. Graphic methods used by both of these artists must therefore be understood in
this context. A work of art becomes fully autonomous (as in Sykora’s works, in which mathematical chance
plays the role of external intervention) due to the intervention of ‘natural’ forces. So the work of the above-
mentioned eldest artists shows the culmination of a modern interest in the autonomisation of artwork.

The older generation of artists represented at the exhibition also includes Stanislav Kolibal and
Jifi Anderle. These two artists stand at opposite poles of artistic expression, and the messages of
their respective work differ in terms of topics and content. Anderle responds to the tendencies of “New
Figuration”, which started to assert itself in Czech art in the nineteen-sixties. The appearances of his figures
are expressive and convey basic life feelings and conditions. Anderle’s scenes are composed of fragments
of reality, which he joins into a new, disharmonious, and alarming unit. On the other hand, Kolibal tends
towards expressing harmony in a picture. Despite working with purely abstract and often geometrical shapes
in his art, he creates artworks that reflect the traditional definition of art. Efforts to give materials poise and
to find balance and harmonious composition assert themselves in his work.

The following generation of Czech artists started to create their works when, in the Czech context,
the modern tradition was being broken and new tendencies increasingly penetrated art. These tendencies
came from abroad (because in the nineteen-sixties there was a flow into the Czech lands of information
on international progressive art), as well as becoming specific works of Czech artists. At first, | would like
to mention the work of Milan KniZak. This artist was the first one to bring the issue of action artwork into
Czech art. Action art, which can be described as art in process, holds specific time and space qualities.
The work is not a definite closed unit, but it is a story initiated by the artist, whereby the course itself can be
influenced by a number of other circumstances. Spectators, environment, time, and others can participate
in such work. Action art had a provocative political dimension in the Czech reality of the nineteen-sixties.
This art called for free discussion and the free creation of opinions and responsibility for one’s own actions.
Knizak challenged spectators at his events to offer various responses, often absurd, thus breaking everyday



stereotypes. For example, he wanted to make passers-by crow when they passed through a certain place.
In other work, KniZak also tried to break the common stereotypes and conceptions of art. He created new
designs and extended the field of sculpture with his objects. KniZék also introduced chance and reality
in his works.

As regards artistic painting, Jifi Sopko has implemented a number of fundamental changes. He no longer
creates serious composition artworks or seeks formal patterns in his pictures, as we are used to in avant-
garde expression. Sopko concentrates on free play with identifiable symbol shapes. His pictures usually
do not lack human figures. However, these figures are grotesquely stylised and their colours exaggerated.
However, this exaggeration bears no existential or expressive background. It is a playful commentary
on the absurdity of ordinariness. Sopko sees ordinariness as ever multiplying and expanding in all directions.
Therefore, he often works with the repetition of figures and shapes, and his pictures therefore acquire
the qualities of ornaments.

Ivan Ouhel represents a strong association of artists, known as “12/15 Better late than never”, which
has once again brought paintings back into Czech art after a period of strong conceptual tendencies.
In this sense, we can consider a post-modern return of painting, although the works of “12/15 Better late
than never’are not always considered post-modern. Figures are also important for Ouhel, but they are
transformed into symbols. The framework of this symbol, the landscape, is probably even more important.
When | say “figure”, | do not mean only a human figure but a certain shape or symbol which dominates
the picture and creates its core. This core then determines the spatial relations of the painting, which can
only be read as foreground and background due to this core. All external and known forms are re-melted into
a new and irregular ornament composed of colour stains.

Milan Kunc is also a Czech artist of the middle generation. This artist (particularly after his emigration)
created a specific variety post-modern artistic painting. Kunc often makes statements on political topics
and uses motifs of popular culture. Kunc speaks ironically of popular culture and indicates that it is
a comical farce that is dressed in a robe of ideal beauty. The works of Jifi Kornatovsky are characterised by
an interest in the transcendental form or expression of artwork. He often describes his monumental drawings
as “meditations”. These drawings are characterised by the very strong impression they make on viewers,
whom they draw into their inner spaces. In these drawings, lines capture the flow of energy, in which
the artist is physically present during the process of creation.

Jifi Georg Dokoupil acquired international prestige following his emigration. This artist uses a very
extensive formal range. He creates both traditional artistic paintings and paintings created using untraditional
materials (soot) or processes (tyre imprints). We can sense exaggeration and lightness in his works, which
place the artist amongst post-modern artists (e.g. German or ltalian). Dokoupil emphasises constant
innovation and the changing of formal processes. In this he manages to update the legacy of Warhol. For
Dokoupil, it is characteristic that a topic does not dominate a picture but is a sort of a pretext or one of many
parts of the artwork. The topic often refers to mass culture. However, Dokoupil takes an ambiguous stance
and leaves viewers to be active in their evaluations.

The youngest generation of Czech artists is very interested in the medium of artistic painting.
Karel Balcar and Zuzana RySankova studied in the studio of traditional artistic painting techniques
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at the Prague Academy of Arts. Here they became familiar with old masters’painting processes. Balcar builds
on existentially focused topics, which he gives a quasi-baroque form. The materiality of bodies increases
contrast with a dark background. Balcar’s paintings are marked by exact details and absolutely clean
execution, to which nothing can be added. The brush work of Rysankova is more open and spontaneous,
which sometimes also represents the point of the picture. Rysdankova sometimes creates a very neat and
clean painting, a part of which she leaves as if unfinished, however. In places where artistic painting is not
definite, colour blemishes and shape defocusing are used. This is mainly apparent in the artists’ paintings
of animals.

Young artists Josef Bolf and Vit Soukup offer a different perspective on artistic painting. Bolf reacts
to the tradition of abstract painting, and he questions and parodies its serious subjects. However, figures
often appear in his pictures. These figures are grotesquely varied, but their comical characters also express
sadness, loneliness, and depression. Bolf often uses sweetish colours that emphasise the feeling of a lost
childhood and sadness over the passing of time. Soukup expands on topics of mass culture and everyday
things that are determined to be lost and forgotten in a manner of speaking. These everyday things are
represented by children’s toys, food, and old photographs. Soukup’s paintings also show nostalgia dressed
in the robe of traditional still life with strong colour accents.

The youngest artists represented in the catalogue are Martin Sarovec and Jakub Sparihel. Sarovec
uses expressive brush work, with which he follows in the specific Czech tradition of grotesqueness.
He often varies one motif (e.g. a head) and tries to present as wide a range of colours and shapes as possible.
His paintings have the character of a diary in which the artist records his artistic fantasies and obsessions.
Sparihel’s paintings are seemingly serious, even tragic. This is emphasised with rich dark colours and
the obscurity of shapes. However, the existential character of the paintings is not as strong as the effort
to create a beautiful piece of art, almost a decoration or a jewel (this is implied, for example, by the use of
shades of gold).

Understandably, this catalogue can only map a selection of contemporary Czech art. However, it is
a representative selection that practically illustrates the spectrum of formal approaches and thematic
emphases of current Czech art. Over the last fifty years, art has been changing dynamically in the Czech
lands, but it has always maintained an important position within the wider context of artistic production.
The common motif of Czech art of the period described is still the interest in autonomous artwork, for which
the artist is a certain fellow traveller or a partner, but the viewers’ reactions and interpretations are equally
important.

Mgr. Vaclav Héajek
Art historian
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Zdenék Sykora (*1920)

Bilo¢erna struktura | White-black Structure, 1965
olej/ platno | oil/ canvas

99,5x99,5cm

Museum Kampa — Nadace Jana a Medy Mladkovych | Museum Kampa — The Jan and Meda Mladek Foundation



Zdenék Sykora

Zdenék Sykora se narodil v roce 1920 v Lounech, kde stale zije a pracuje. Studoval na Pedagogické
fakulté Univerzity Karlovy, kde pozdéji pusobil jako docent a vyrazné ovlivnil celou fadu mladSich vytvarnikua.
Na pocatku své tvorby se vénoval jednak realistické krajinomalbé a jednak malbam zatisi, ovlivnénych
kubistickym tvaroslovim. Dominantni se ¢asem stalo téma krajiny, hlavné v cyklu ,Zahrad“. Toto téma
utvary. Pfitomto procesu abstrahovani dospél k nové koncepci obrazu. Malba uz pro néj nadale nepfedstavuje
odraz vnéjSiho svéta, ale je autonomni strukturou ploch a barev. Tato autonomni struktura se sklada ze
zékladnich prvki, jimiz se v 60. letech staly jednoduché geometrické obrazce. Prvni strukturalni obraz
slozeny z geometrickych prvka vytvofil Sykora v roce 1963 (,Seda struktura®). V této dobé se stal také
Clenem vytvarné skupiny Kfizovatka. | dalsi ¢lenové této skupiny se vénovali malbé na pomezi abstrakce
a konstrukce. Konkrétni kompozici prvkd ponechava Sykora na nahodé. Nejdfive o ni rozhodoval vrh kostkou,
pozdéji za¢al Sykora vyuzivat pocitace. Postupné se prestal vénovat samotnym geometrickym prvkam
a zacaly ho vice zajimat jejich okraje. Od 70. let dosud se proto vénuje tématu linie. Linie uz neni pevné
definovanym geometrickym prvkem, ale naopak potencialné neukonéenou organickou kfivkou. Priibéh,
barevnost i tloustka linii zavisi na nahodé, generované pocitacem.

Zdenek Sykora was born in 1920 in Louny where he still lives and works. He studied at the Faculty
of Education of Charles University, where he later worked as a senior lecturer, significantly influencing
a number of younger artists. At the beginning of his artistic career, he focused on realistic landscape and
still-life painting, influenced by Cubist morphology. Over the course of time, the landscape theme became
dominant (primarily as regards the “Gardens” cycle). Sykora dealt with this theme in an increasingly looser
and more intuitive manner. He abstracted external phenomena to coloured planar formations. During this
process of abstracting he arrived at a new concept of picture. Painting no longer represents a reflection of
the outer world for him — it is an autonomous structure of areas and colours. This autonomous structure
consists of basic elements, which became simple geometric patterns in the 1960s. Sykora created his
first structural picture consisting of geometric components in 1963 (“Grey Structure”). At this time, he also
became a member of the KriZovatka (Crossroads) artists’ group. Other members of this group also focused
on painting at the border of abstraction and construction. Sykora leaves the specific composition of elements
to chance. First, throwing a dice decided about it, later on he began using computers. Gradually, Sykora
ceased devoting to geometric elements themselves and began focusing more on their edges. Hence, since
the 1970s he has dealt with the theme of the line. The line is no longer a firmly defined geometric element
but, on the contrary, a potentially unfinished organic curve. The line’s course, colour scheme and thickness
depend on computer-generated happenstance.

17



Samostatné vystavy (vybér) | Individual Exhibitions (selection)

1952 AlSova sin, Praha

1970 Galerie V. Spaly, Praha

1979 Kunstcentrum, Gorinchem, SRN

1986 J. Albers Museum, Bottrop (U. Schumacher), SRN; Cinoherni studio, Usti nad Labem
1988 DUm uméni mésta Brna; Galerie Teufel, Kolin n. Rynem, SRN

1989 Galerie Art Affairs, Amsterodam, Nizozemi

1991 Galerie Teufel, Mahlberg, SRN; Galerie Art Affairs, Amsterdam, Nizozemi; Nova sifi, Praha
1992 CMVU Praha; Kulturni stfedisko CSFR, Berlin, SRN

1995 Méstska knihovna, Galerie hl. m. Prahy; Wilhelm-Hack-Museum, Ludwigshafen, SRN
1998 Zdenék Sykora — Neue Linienbilder, Art Affairs Gallery, Amsterdam, Nizozemi

2001 Definitions of Chance, Art Affairs Gallery, Amsterdam, Nizozemi

2004 Sykora 1998/2003, Galerie Zdenék Sklenaf, Praha

Kolektivni vystavy (vybér) | Group Exhibiton (selection)

1968 Nova citlivost, Dim uméni mésta Brna; Konstruktive Tendenzen aus der Tschechoslowakei, Kassel,
SRN; Documenta 4 Contemporary Prints from CSSR, Oregon State University, USA;
6. Internationale Biennale Exhibition of Prints, National Museum of Modern Art, Tokio, Japonsko

1969 Elemente und Prinzipen (1. bienale konstruktivniho uméni), Kunsthalle Norimberk, SRN; Recent
Graphics from Prague, Corcoran Gallery, Washington, USA; Loeil écoute, Papezsky palac, Avignon,
Francie

1970 Demartini, Kratina, Kubi¢ek, Malich, Sykora, AlSova sifi, Praha

1971 Areonica, Museum de Arte Moderna, Sao Paolo, Brazilie; Was die Schonheit ist, das weiss ich nicht,
2. bienale, Norimberk, SRN

1972 Konstruktive Kunst aus der CSSR, Kolin n. Rynem, SRN; 50 Jahre des Konstruktivismus in Europa,
Galerie Gmurzynska, Mnichov, SRN

1973 Programm-Zufall-Systém, Stadtische Museum, Mdénchengladbach, SRN

1974 Symposium 74. Kunstzentrum, Gorinchem; International Computer Art Exhibition, Galerie
Gheerbrandt, Montreal, Kanada

1976/78 McCrory Collection, Vystavy v New Yorku, Dusseldorfu, Zirrichu, Pafizi a Stockholmu

1981 Cycle Média 81, Galerie Média, Neuchatel, Svycarsko; Linie, Pécsi Galerie, Madarsko

1984 “small is beautiful”, Galerie Zapiecek, Var§ava, Polsko

1986 Sammlung Etzold — ein Zeitdokument, Museum Abteiberg, Ménchengladbach, SRN

1987 Mathematik in der Kunst der letzten 30 Jahre, Wilhelm-Keck-Museum, Ludwigshafen, SRN

1989 Tschechische Malerei heute, Villa Merkem, Esslingen, SRN; Konkrete und kinetische Kunst aus
der Sammlung Etzold, Méstské galerie Peschkenhaus, Moers, SRN; ,konkrét 9%, Kunsthaus
Norimberk, SRN

1990 Pocta Jindfichu Chalopeckému, Narodni galerie v Praze; “les pragois — les années de silence®,
Galerie Lamaignére Saint Germain, PafiZ, Francie; Konstruktivni tendence 60. let, SCG Litomé&¥ice

1991 Papier aus Prag, Méstska galerie Saarbriicken, SRN; Avantgarde aus Prag, Osnabrlck, Bonn, SRN

1993 Poezie racionality, ValdStejnska jizdarna, Praha



Zdenék Sykora (*1920)

Linie | Lines, 1980

serigrafie / papir | serigraphy / paper

signovéano a Cislovano 54/60 | signed and numbered 54/60
70x70cm

Galerie U Betlémské kaple, Praha
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Karel Malich (*1924)

Dvé figury | Two Figures, 1961

kva$ / papir | gouache / paper

signovano vpravo dole a vzadu | signed at the bottom right and on the back
33 x45cm

soukromad sbirka — s laskavym svolenim Galerie MIRO | private collection — courtesy of the MIRO Gallery
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Karel Malich

Karel Malich se narodil v roce 1924 v Holicich. Studoval na Karlové univerzité a na Akademii vytvarnych
umeéni v Praze. Zpoc¢atku se vénoval reflexi rodné krajiny a snazil se vyuzivat moderniho a avantgardniho
tvaroslovi (zajimal se o postimpresionismus, kubismus a fauvismus). Od zacatku 60. let za¢ina vidénou realitu
vyraznym zpusobem abstrahovat. Vychazi stale z tématu krajiny, ktera je v jeho reliéfech ¢i asamblazich
pfimo fyzicky pfitomna (vyuziva pfirodnich material). Vytvafi dila na pomezi malby a sochafstvi. Své
vyrazoveé prostfedky zjednoduSuje na zékladni prvky a barvy: bilé a ¢erné plochy, geometrické a organické
tvary. Vénuije se téz &isté abstraktnim prostorovym kompozicim (,Cerny reliéf* a ,Bily reliéf“ z roku 1963).
Vyuziva sice geometricky jazyk, ale jeho kompozice maji intuitivni povahu. Konkrétni skladbu prvka uréuje
autor a jeho fantazie. V 70. letech dospiva k pozoruhodnym vykonim v oblasti prostorové tvorby. Jedna se
o objekty z dratl a dalSich materialll, v nichz reflektuje svlij specificky zplsob vidéni a prozivani reality.
Tyto objekty nenapodobuji vnéjsi vzhled véci, ale zachycuji energetické proudéni v prostoru a stavaji se
svazky siloCar, které proudi mezi divakem-autorem a trojrozmérnou skute¢nosti. Velmi vyznamna jsou téz
autorova plosna dila, v nichz zachycuje svételné a barevné déni, které ma také do znacné miry subjektivni
povahu. Vytvari rozsahlé cykly pastelll a kvasi, na nichz se vyjadfuje jak za pomoci energetickych linii, tak
svételnych ploch.

Karel Malich was born in Holice in 1924. He studied Charles University and the Academy of Fine Arts
in Prague. Initially, he focused on reflecting upon his native region, striving to apply modern and avant-
garde morphology (he was interested in Postimpressionism, Cubism and Fauvism). In the early 1960s he
began boldly abstracting the seen reality. He continues to draw upon the theme of landscape, which is
directly physically present (he uses natural materials) in his reliefs and assemblages. He creates works
straddling the border of painting and sculpture. He simplifies his expressive means to basic elements and
colours: white and black areas, geometric and organic formations. He also creates purely abstract three-
dimensional compositions (“Black Relief” and “White Relief” from 1963). Although he uses a geometric
language, his compositions have an intuitive nature. The artist and his imagination determine the specific
structure of elements. In the 1970s he achieved remarkable results in the area of three-dimensional work,
creating objects from wires and other materials in which he reflected his specific manner of perceiving and
experiencing reality. These items do not imitate the external appearance of things but capture energy flow
in space, becoming beams of lines of force that emanate between the viewer/artist and three-dimensional
reality. Distinct too are Malich’s planar works in which he renders the play of light and colour that to a certain
extent also has a subjective nature. He creates extensive crayon and gouache cycles in which he expresses
himself by means of both energy lines and light areas.
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Samostatné vystavy (vybér) | Individual Exhibitions (selection)

1966 Plastiky, reliéfy, grafiky, Galerie na Karlové namésti, Praha

1988 Retrospektivni vystava dila, Galerie moderniho uméni, Roudnice nad Labem; Galerie uméni, Karlovy Vary
1989 Obrazy, kresby, plastiky, grafika, D0m pant z Kunstatu, Brno

1990 DUm u kamenného zvonu, Praha

1991 Karel Malich, Galerie Lamaignere Saint-Germain, Pafiz, Francie

1994 Skicaky 1964—1980, Staroméstska radnice, Praha

1995 Museum Fridericianum, Kassel, SRN

1996 Objekt und Malerei, ACP Galerie Peter Schuengel, Salcburk, Rakousko
1997 Portfolio Kunst AG, Viden, Rakousko

1999 Pastely, kresby, Galerie Emila Filly, Usti nad Labem

2004 Méstska knihovna Praha

2006 Pamatnik Lidice

Kolektivni vystavy (vybér) | Group Exhibition (selection)

1966 Nové cesty: Prehlidka sou¢asné avantgardy, Dim uméni, Zlin; Jarni vystava 1966, Manes, Praha;
Poezie pisma, Narodni muzeum, Praha; Aktualni tendence ¢eského umeéni, Manes, Praha

1967 15 grafik(i, Galerie Vaclava Spaly, Praha

1968 Nova citlivost. Kfizovatka a hosté, Dim uméni mésta Brna

1969 Salon de Mai, Sales d’Exposition Wilson, Pafiz, Francie

1970 Museo universitario de ciencias y arte, Mexico City

1983 8 Kunstler aus Prag in Mlnchen, Kinstlerwerkstatten, Mnichov, SRN; 20 let Galerie hl. mésta Prahy,
Staroméstska radnice, Praha

1987 Expressiv, Mitteleuropaische Kunst seit 1960, Museum moderner Kunst, Viden, Rakousko

1988 Expressiv, Central European Art since 1960, Hirshhorn Museum und Sculpture Garden, Washington
D.C., USA; Prirastky 1985-87, Staroméstska radnice, Praha; Contemporary Art in Czechoslovakia
Selections from Jan and Meda Mladek Collection, Herbert F. Johnson Museum of Art, New York, USA

1990 Soucasna Ceska kresba, Mistodrzitelsky palac, Brno

1992 Situace 92, Manes, Praha; PFirlstky ¢eského umeéni 20. stoleti z let 1989-92, Jizdarna Prazského
hradu, Praha; Umélecka beseda 1992, Manes, Praha
Jizdarna Prazského hradu, Praha

1997 Prace na papife, Manes, Praha; Ceské imaginativni uméni, Galerie Rudolfinum, Praha; Promény
krajiny v Ceském malifstvi 20. stoleti, Veletrzni palac, Praha

2000 Dva konce stoleti 1900 2000, Dim u ¢erné Matky Bozi, Praha; Bez pfedsudku: Experiment
Sedesatych let, Veletrzni palac, Praha

2001 Sucasna Geska serigrafia, Statna galéria, Banskéa Bystrica, Slovensko

2002 Objekt — objekt: Metamorfézy v &ase, Prazakuiv Palac, Brno; Ceska grafika, Manes, Praha

2003 Prostor pro tapiserii, Uméleckoprimyslové muzeum, Brno; Uméni je abstrakce, Jizdarna Prazského
hradu, Praha; Uméleckopriimyslové muzeum, Brno; Ejhle svétlo, Moravska galerie, Brno

2004 Uméni je abstrakce, Staatliches Museum flr angewandte Kunst, Mnichov, SRN
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Karel Malich (*1924)

Kamenicky kopec | Kamenice Hill, 2006
pastel / papir | crayon / paper

signovano vpravo nahote | signed at the top right
35x51cm

Galerie U Betlémské kaple, Praha
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Adriena Simotova (*1926)

Tapani | Fumble, 1976

barevny lept, kombinovana technika / papir | coloured etching, combined technique / paper
signovano a €islovano 11/15 | signed and numbered 11/15

65,3 x 49,2 cm

Museum Kampa — Nadace Jana a Medy Mladkovych | Museum Kampa — The Jan and Meda Mladek Foundation
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Adriena Simotova

Adriena Simotova se narodila v roce 1926 v Praze. Vystudovala na praZzské Vysoké Skole umélecko-
-pramyslové. V 60. letech byla élenkou umélecké skupiny UB 12. Simotova vyuziva Sirokého rejstiiku
uméleckého vyjadiovani. Vytvari malby, kresby, plastiky, grafiky a objekty na pomezi dvojrozmérného obrazu
a sochy. V 60. letech prozkoumavala moznosti avantgardniho vytvarného vyjadfovani a odvolavala se napf.
na surrealismus. Pozdéji se vSak vénovala svému hlavnimu tématu, jimz se stalo lidské télo. Vytvofila skupinu
dél, v nichz je pfitomny pop-artovy zajem o vSednost. VétS§inou maji jeji dila blizko spi$ k body-artu, ktery
v8ak Simotova chape velmi specifickym zplsobem. Vystupem jeji tvorby neni akce samotna, ale kresebny &i
graficky zapis. Rada dél vznika pfimym kontaktem obrazové plochy s télem. Za pomoci barevnych pigmentt
vytvaFi Simotova otisky &i frotaZe tél a jejich fragment(. Télo se zde stava dotykanym, blizkym objektem,
ktery neni reprezentovan iluzivné, ale za pomoci pfirozeného &i indexového znaku. Tento znak vznika pfimym
kontaktem oznacovaného s oznacujicim a jeho pfiklady jsou napf. stiny, otisky, stopy.

Adriena Simotova was born in Prague in 1926. She graduated from Prague’s Academy of Arts, Architecture
and Design. In the 1960s she was a member of the UB 12 artists’ group. Simotova uses a wide range of
artistic expression. She has created paintings, drawings, sculptures, graphic art works and items straddling
the line between three-dimensional image and sculpture. In the 1960s she explored the possibilities of
avant-garde artistic expression and referred to, for example, Surrealism. Later on, however, she focused
on her main theme: the human body. She created a group of works in which pop-art interest in the quotidian
is present. Her works of art mostly have an affinity to body-art, yet Simotové understands it in a very specific
manner. Her work’s output is not action itself but a drawn or graphic record. A number of her works have
originated through direct contact between the image area and the body. By means of colour pigments,
Simotova has created imprints or frottages of bodies and their fragments. The body becomes a touched,
close object which is not represented illusively but by means of a natural or index marker. This marker
originates through direct contact of the marked with the marking, examples being, for instance, shadows,
imprints, or footprints.

Samostatné vystavy (vybér) | Individual Exhibitions (selection)

1960 Pastely a tempery, Sih Lidové demokracie, Praha

1968 Grafika, Galerie Vaclava Spaly

1976 Graphic Art (s A. KuCerovou), Jacques Baruch Gallery, Chicago, USA
1978 Grafik, Kunsthalle, Uppsala, Svédsko

1981 14. Mezinarodni biendle grafického uméni, Lublan, Slovinsko
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1982 Galerie Witte-Baumgartner, zdpadni Berlin; Empreintes, Galerie de France, Pafiz, Francie

1983 Two Artists from Prague (se S. Kolibalem), Riverside Studios, Londyn, Velka Britanie

1989 Dialog: A. Simotova — V. Stratil, Galerie moderniho uméni, Hradec Kralové

1990 Setkani 1969-90, Galerie hl. m. Prahy

1994 O blizkém a vzdaleném, Manes, Praha

1996 Mémoire de famille, Galerie de France, Pafiz, Francie; Pamét rodiny, Nova sifi, Praha; Co mizi a co
zUstava, DUm uméni Brno

1998 Arbeiten mit Papier, Internationale Sommerakademie fiir Bildende Kunst, Salcburk, Rakousko

1999 Adriena Simotova: S kolemjdoucim, Dim uméni, Zlin

2001 Retrospektiva, Veletrzni palac, Praha

2002 Loeil éphémere: Oeuvres de Adriena Simotova, Musée des Beaux-Arts, Dijon, Francie

2003 Ovres graphiques (1965-95), Ceské centrum, Pafiz, Francie

2004 Tvar, Slovenska narodna galéria, Bratislava; Kresby k textim, Prazakuv palac, Brno

2006 Retrospektiva 1959-2005, Trojlodi, Olomouc

Kolektivni vystavy (vybér) | Group Exhibitions (selection)

1958 1. Celostatni vystava mladych, DUm uméni, Brno

1959 |V. Piehlidka ¢eskoslovenského uméni, Manes, Jizdarna Prazského hradu, Praha

1964 Tviréi skupina UB 12, Galerie Nova sif, Praha

1965 Mezinarodni biendle mladych umélct, San Marino

1968 Soucasné Ceské grafické uméni, Ménovy fond, Washington, USA

1970 Nova figurace, DUm umeéni, Brno

1976 The International Biennial Exhibiton of Print in Tokio, Museum of Modern Art, Tokio, Japonsko

1979 13. Mezinarodni bienale grafického uméni, Lublan, Slovinsko; Ceska portrétni malba XX. stoleti,
DUm uméni, Brno

1980 Eleven Contemporary Artists from Prague, New York University, Michigan Universtiy, Ann Arbor, USA

1982 Trienale souc¢asného uméni, Muzeum moderniho uméni, Dilli, Indie

1983 Dessins Tcheéques du 20¢siécle, Centre Georges Pompidou, Pafiz, Francie; 15. Mezinarodni bienale
grafického umeéni, Lublan, Slovinsko

1985 Siecle de Kafka, Centre Georges Pompidou, Pafiz, Francie

1991 Détente, Dim uméni, Brno; Museum des 20. Jahrhunderts, Vider

1994 Ceska grafika Sedesatych let, Narodni galerie v Praze

1996 Respekt: Vzpominka na budoucnost, Richterova vila, Prazsky hrad

1997 Kofeny, Manes, Praha; Ceské kolaz, Palac Kinskych, Praha; Minisalo, Prazsky hrad

1998 Tichy zivot véci, Prazakdv palac, Brno; Minisalon, Bibliotheque Royal de Belgique, Brusel, Belgie

2000 Dva konce stoleti 1900 2000, DUm u ¢erné Matky Bozi, Praha

2001 Sucasna Eeska serigrafia, Statna galéria, Banska Bystrica; Jifi KolaF sbératel, Veletrzni palac, Praha

2002 Objekt — objekt: Metamorfozy v éase, Prazaklv palac, Brno; Ceska grafika, Pulstoleti promén
moderni grafické tvorby, Manes, Praha

2005 Europe in art, Manes, Praha; Prostor a ¢as, Galerie moderniho uméni, Roudnice nad Labem
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Adriena Simotova (*1926)

Identita | Identity, 1976

barevny lept, kombinovana technika / papir | coloured etching, combined technique / paper
signovano a ¢islovano 8/30 | signed and numbered 8/30

59,3x51,8cm

Museum Kampa — Nadace Jana a Medy Mladkovych | Museum Kampa — The Jan and Meda Mladek Foundation
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Adriena Simotova (*1926)

Hlavy v ¢éase | Heads in Time, 1975

barevny lept / papir | coloured etching / paper
signovano a ¢islovano 5/15 | signed and numbered 5/15
63,6 x 49,4 cm

Museum Kampa — Nadace Jana a Medy Mladkovych | Museum Kampa — The Jan and Meda Mladek Foundation
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Alena Kucéerova (*1935)

Bez nazvu | Untitled, 1965

email / perforovany plech | enamel / perforated sheet metal
37 x54 cm

soukroma sbirka — s laskavym svolenim Galerie MIRO | private collection — courtesy of the MIRO Gallery
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Alena Kucerova

Alena Kucerova (narozena 1935) absolvovala Vysokou Skolu umélecko-primyslovou v Praze. Na
pfelomu 50. a 60. let byla ¢lenkou umélecké skupiny UB 12. Tato umélecka skupina se zabyvala znovu
ozivenim tradice moderniho uméni v Ceském prostiedi. Ku€erova zacala zkoumat moderni tvaroslovi
pfedevSim v médiu kresby a grafiky. Svymi kresbami doprovazela napf. basné experimentalniho basnika
Christiana Morgensterna. Autorka pracovala zpocatku pfedevSim s linearnim rastrem, ktery doplfiiovala
o urcité znakoveé, stylizované formy. Pozdéji se jejim hlavnim vyjadfovacim prostfedkem stal bod a struktura.
Kovové grafické matrice zacala prorazet za pomoci rlznych nastrojd. Touto technikou vznikaly jak pop-
artové obrazy s figuralnim tématem, tak lyrické reflexe krajiny. Definitivnim dilem vSak pro Ku€erovou neni
jen otisk matrice, ale i matrice sama. Vznikaji tak specifické kovové objekty, dopinéné nékdy jinymi materialy:
dfevem apod. Tyto objekty se ob&as vyznaduji vyraznou, signalni barevnosti, jindy je jim ponechana puvodni
barevnost a vlastnosti materialu.

Alena Kucerova (1935) graduated from the Academy of Arts, Architecture and Design in Prague.
In the late 1950s and early 1960s she was a member of the UB 12 artists’ group. This group strove to revive
the tradition of modern art in the Czech environment. Kucerova started to explore modern morphology,
primarily in the medium of drawing and graphics. Her drawings accompanied, for example, the poems of
the experimental poet Christian Morgenstern. Initially, the artist mainly worked with a linear grid, which she
supplemented with certain sign-like, stylised forms. Later on, dot and structure became her main means
of expression. She began to pierce metal graphic templates by means of various instruments. This technique
gave rise both to pop-art pictures with figural themes and lyrical reflections of landscape. However, for
Kucerova the ultimate work is not a template’s imprint but the template itself. The result is the origination
of specific metal items, now and then supplemented by other materials such as wood. These objects are
at times characterised by bold, signal colourfulness, at others they retain the original colours and properties
of the material.

Samostatné vystavy (vybér) | Individual Exhibitions (selection)

1965 Galerie na Karlové namésti, Praha

1968 Museum Boymans van Beuningen, Rotterdam, Nizozemi
1969 L'Observatoire de Sauverny, Zeneva, Svycarsko

1977 Jacques Baruch Gallery, Chicago, USA

1979 University of Alberta, Kanada

1981 Ustav makromolekularni chemie CSAV, Praha
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1982 DUm uméni, Brno

1986 Galerie Vincence Kramare, Praha

1988 Univerzita Heidelberg, SRN

1989 Galerie Fronta, Praha

1990 Galerie hlavniho mésta Prahy, Staroméstska radnice, Praha

1995 Ceské centrum, Berlin, SRN

1997 Krajiny Aleny KucCerové, foyer divadla Labyrint, Praha

1998 Alena Kuderova — grafika, Dim uméni, vystavni sifi mésta Ceské Budéjovice

2002 Alena Kucerova — grafika a plechy, v cyklu Mala okénka do velké tvorby, Husitské muzeum,
Rozmbersky diim Sobéslav

2004 hrad Klenova, Galerie Klatovy — Klenova

2005 Kaltes Wasser, Ceské centrum ve spolupraci s Galerii Pecha, Vider, Rakousko

Kolektivni vystavy (vybér) | Group Exhibitions (selection)

1962 Jaro 1962, Manes, Praha

1964 UB 12, Nova sif, Praha

1966 Jarni vystava 1966, Manes, Praha; Obrazy, sochy, grafika, Spalova galerie, Praha

1967 15 grafik(i, Spalova galerie, Praha

1968 Nova citlivost. Kfizovatka a hosté, Manes, Praha

1969 2. prazsky salon, Praha; Nova figurace, Manes, Praha

1970 Vystava mladych, Nova sin, Praha

1982 Prirdstky, Muzeum uméni, Olomouc

1983 20 let Galerie hl. mésta Prahy, Staroméstska radnice, Praha

1989 Vytvarnici na podporu studenttl a OF, Dim u kamenného zvonu, Praha

1990 Pocta Jindfichu Chalupeckému, Narodni galerie v Praze

1994 Ohniska znovuzrozeni: Ceské uméni 1956—63, Galerie hl. mésta Prahy

1997 Mezi tradici a experimentem, prace na papife a s papirem v ¢eském vytvarném uméni 1939-1989,
Muzeum uméni, Olomouc

1998 ,...0 pfirodé“, CMVU, Praha; Grafika roku 1997, Staroméstska radnice, Praha

2003 Vystava ze sbirky Jana a Medy Mladkovych, GHMP, Diim U kamenného zvonu, Praha; Umélecka
Beseda — vyroCni vystava, GHMP, Méstska knihovna, Praha

2004 60 (Sedesatd), ze sbirky Galerie Zlata husa, Dim uméni mésta Brna
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Alena Kucéerova (*1935)

Dva letici ptaci | Two Flying Birds, 1969

email / perforovany plech | enamel / perforated sheet metal
54 x 77 cm

soukroma sbirka — s laskavym svolenim Galerie MIRO | private collection — courtesy of the MIRO Gallery
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Stanislav Kolibal (*1925)

Schéma diskontinuity | Scheme of Discontinuity, 1972
lak, pero, tus / dfevéna deska | paint, pen, ink /| wooden board
110x 70 cm

Museum Kampa — Nadace Jana a Medy Mladkovych | Museum Kampa — The Jan and Meda Mladek Foundation
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Stanislav Kolibal

Stanislav Kolibal (narozen 1925) zasahuje svou rozsahlou tvorbou do celé fady vytvarnych obord.
Zabyva se socharstvim, tvorbou objektl a instalaci, architekturou, kresbou atd. Jeho doménou je prostorova
tvorba, ve které se vyrazné uplatiuje jeho architektonické, konstruktivni mysleni. Zakladem tvorby jsou pro
Kolibala vnitfni vztahy ¢asti &i prvkl, coz napadné pfipomina uz klasickou definici architektury ¢i uméleckého
dila obecné, jak to zndme napf. od Vitruvia i Albertiho. Kolibal v3ak tuto klasickou podstatu tvorby pretvari
a pfizpusobuje ji situaci moderniho uméni. V jeho dile téméf nenalezneme tradi¢ni figuralni relikty (snad
s vyjimkou nejrangjSi tvorby). Kolibal vétSinou pracuje s ryze abstrakinimi prvky. Tyto prvky maji sice
geometrickou povahu, nikoliv vSak strukturu. Vyslednd kompozice vzdy zavisi na autorové imaginaci a na
jeho konkrétnim konstruktivnim poselstvi. Kolibal specifickym zplUsobem reflektoval minimalismus. Pfidal
k nému v8ak svou zvlastni lyriénost a zajem o autorské tvarovani a individualni plsobeni dila. Jeho dila jsou
zastoupena v mezinarodnich sbirkach a ziskala Sirokou odezvu ve svétovém kontextu uz pfed revoluénim
rokem 1989. Dnes se Kolibal vyraznym zplsobem podili na podobé vyznamnych ¢eskych umeéleckych instituci
(hlavné Narodni galerie v Praze).

Stanislav Kolibal (1925) reaches a wide range of visual arts. He has focused on sculpture, creation of
objects and installations, architecture, drawing, etc. His domain is spatial work, in which he significantly
applies his architectural, constructive thinking. His creation is based on internal relations between components
or elements, which is markedly reminiscent of the classical definition of architecture or a work of art
in general as we know it from, for example, Vitruvio and Alberti. Kolibal, however, remodels this classical
basis of creation, adapting it to the situation of modern art. Barely present in his work are traditional figural
relicts (with perhaps the exception of his earliest creations). For the most part he works with purely abstract
elements. These elements may have a geometric nature, but not structure. The resulting composition always
depends on the artist's imagination and his specific constructive message. Kolibal has reflected minimalism in
a specific manner. Yet he has added to it a lyricism of his own and interest in the work’s original shaping and
individual impression. His works of art are represented in international collections and had won worldwide
acclaim even before the revolutionary year of 1989. At the present time, Kolibal significantly influences
the work and shape of leading Czech art institutions (primarily the National Gallery in Prague).

Samostatné vystavy (vybér) | Individual Exhibitions (selection)
1960 AlSova sif, Praha

1965 Guggenheimovo museum, New York, USA
1967 Nova sin, Praha
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1970 Galerie V. Spaly, Praha; Metropolitan Art Gallery, Tokio, Japonsko

1973 Salone Annunciata, Milan

1974 Biblioteka Universitecka, Lodz, Polsko

1975 Mantra gallerie d” Arte, Rim, Italie; Livingston-Learmonth Gallery, New York, USA

1977 Altro, Rim; Salone Annunciata, Milan, ltalie

1980 O K Harris Gallery, New York; Henry Gallery, Washington, USA

1983 Padiglione d” Arte Contemporanea a Studio Carlo Grosseti, Milan, Italie

1984 Galerie Walter Stroms, Mnichov, SRN

1988 DUm panl z Kunstatu, Brno

1989 DAAD Galerie, Berlin, SRN

1991 Galerie mésta Blanska; Ceské kulturni stfedisko, Bratislava, Slovensko

1992 Galerie Moussion-Tours, Centre de Creation Contemporaine, Pafiz, Francie

1993 Musée St. Crois, Poitiers, Francie; Muzeum Sztuki, Lodz, Polsko; Le Quartier, Centre d” Art
Contemporain, Quimper; Vystavni sifi Sokolska 26, Ostrava

1995 DUm uméni, Brno; Galerie moderniho uméni, Hradec Kralové; Galerie uméni, Karlovy Vary

1996 DUm uméni, Brno; Galerie moderniho uméni, Hradec Kralové

1997 Narodni galerie v Praze, Veletrzni palac, Praha

1998 Edinburgh College of Art, Edinburgh, Velka Britanie

2000 Diechtorhallen, Hamburk, SRN

2003 Egon Schiele Art Centrum, Cesky Krumlov

2004 Prazakuav palac, Brno

Kolektivni vystavy (vybér) | Group Exhibitions (selection)

1958 Uméni mladych vytvarnik(i, Dam uméni, Brno

1960 Tvlréi skupina UB, Obecni diim, Praha

1962 Galerie CsS, Praha

1964 Nova sin, Praha

1966 Aktualni tendence &s. uméni, Galerie V. Spaly, Praha

1967 Mostra d” Arte Contemporanea Cecoslovaca, Turin, ltalie

1968 Nova citlivost, Dlm uméni, Brno

1972 Ceska ilustrace, GMU, Roudnice nad Labem

1983 8 Kunstler aus Prag, Kunstlerwerkstatten, Mnichov, SRN

1989 Ceské socharstvi 1948/88, Olomouc

1990 Nova skupina, Opava, Praha

1991 Znak svédectvi, Muzeum hl. m. Prahy, Praha

1994 Ohniska znovuzrozeni: Ceské uméni 1956—1963, Méstska knihovna, Praha
1999 Cesko-slovenska ,Zahrada“, Ceské a slovenské velvyslanectvi, Londyn, Velka Britanie
2000 Lautre moitié de I'Europe, Jeu de Paume, Pafiz, Francie

2002 La culture pour vivre, Centre Pompidou, Pafiz, Francie

2003 Prace na papite, DGm U kamenného zvonu, Praha
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Stanislav Kolibal (*1925)

Ozvéna | Echo, 1972

lak, pero, tus / dfevéna deska | paint, pen, ink /| wooden board
105 x 72 cm

Museum Kampa — Nadace Jana a Medy Mladkovych | Museum Kampa — The Jan and Meda Mlddek Foundation
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Stanislav Kolibal (*1925)

Velky ¢tverec | Large square, 1972

lak, pero, tus / dfevéna deska | paint, pen, ink /| wooden board
110x 70 cm

Museum Kampa — Nadace Jana a Medy Mladkovych | Museum Kampa — The Jan and Meda Mladek Foundation
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Jifi Anderle (*1936)

Il Sorriso, 1976-78

mezzotinta, sucha jehla / papir | mezzotint, dry-point/ paper

signovano a znaceno E.A., variace s kresbou 1/1 | signed and marked E.A., variation with drawing 1/1
94 x 62 cm
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Jifi Anderle

Jifi Anderle (narozen 1936) absolvoval Akademii vytvarnych uméni v Praze. Jiz od pocatki své
tvorby se vénuje svému typickému tématu, jimz je télesny fragment kombinovany s vyseky reality. Své
téma zpracovava expresivnim zplsobem a vyuziva hlavné grafickych vytvarnych prostfedkld — kresbu ¢i
razné, vétdinou kombinované grafické techniky. Casto se odvolavéa na starsi uméleckou tradici, napf. motivy
z renesanéniho uméni. Klasicky obraz se vSak v Anderleho pojeti rozpada na jednotlivé Casti, kieré se
uréitym kaleidoskopickym zplsobem spojuji do nového expresivniho celku. Anderle se zabyva zakladnimi
okamziky lidského Zivota: narozeni a smrt, détstvi a laska apod. Lidskou existenci chape jako proud
pohnutych, dynamickych udalosti. Jeho tvorba ma blizko k ,Nové figuraci®. Anderleho zajimaji pfedevSim
expresivni gesta a charakteristickd mimika. Jeho dila divdka provokuji a znepokojuji. Pozoruhodna je
i Anderleho ilustracni tvorba, kterou doprovazi pfedevsim existencialné ladénou literaturu.

Jifi Anderle (1936) is a graduate of the Academy of Fine Arts in Prague. Since the very outset, his
work has dealt with his signature theme: body fragments combined with segments of reality. He processes
his theme in an expressive manner, primarily using graphic artistic means — drawing or various, mostly
combined, graphic techniques. He has often referred to an older artistic tradition — motifs from Renaissance,
for example. However, in Anderle’s conception the classical image disintegrates into individual parts,
which in a certain kaleidoscopic manner knit together into a new expressive whole. Anderle deals with
the fundamentals of human life: birth and death, childhood and love, etc. He comprehends human existence
as a flow of agitated, dynamic events. His oeuvre is akin to “New Figuration”. Anderle is primarily interested
in expressive gestures and characteristic mimicry. His works provoke and disturb the viewer. Remarkable too
are Anderle’s illustrations, mostly accompanying existentially tuned literature.

Samostatné vystavy (vybér) | Individual Exhibitions (selection)

1966 Galerie na Karlové namésti, Praha

1981 vitéz Grand Prix na Mezinarodnim grafickém biendle v Lublani za cyklus ,lluze a realita“, Slovinsko

1982 retrospektivni vystava grafik, Nationalmuseum Stockholm, Svédsko

1995 retrospektivni vystava grafik a kreseb, Narodni galerie v Praze

1996 retrospektivni vystava maleb, Cisafska konirna, Prazsky hrad

2000 cyklus obrazu ,Na zavér milénia“ u pfilezitosti zasedani Mezinarodniho ménového fondu a Svétové
banky, Kongresové centrum, Praha

od roku 2003 je vefejnosti zpfistupnéna jeho retrospektiva v Pelléové vile v Praze
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Kolektivni vystavy (vybér) | Group Exhibitions (selection)

1966 Aktualni tendence Ceského vytvarného uméni u pfilezitosti kongresu AICA, Praha

1982 Arte come arte: Persistenza dell’ opera (Uméni jako uméni: Trvani dila), obrazy z cyklu ,lluze
a realita“, Centralni pavilon Bienale v Benatkach, Italie

1983 Dessins Tchéques du 20¢siecle, Centre Georges Pompidou, Pafiz, Francie; vystava laureatt Grand
Prix, Bienale Ljublana, Moderna galerija Ljublana, Slovinsko

1984 Arte allo spechio (Uméni v zrcadleni), Centralni pavilon, Bienale v Benatkach, Itélie

Dila ve vefrejnych sbirkach (vybér) | Works in public collections (selection)

Jewish Museum, The Museum of Modern Art, The Metropolitan Museum of Art, The Hopewell Foundation,
New York, USA

Library of Congress, National Gallery, Washington D.C., USA

The Art Institute of Chicago, Smart Museum of Art, University of Chicago, USA

The Victoria and Albert Museum, Londyn, Velka Britania

Bibliotheque Nationale, Mussé National de I’Art Moderne — Centre Georges Pompidou, Musée de I'Art
Moderne de la Ville de Paris, Pafiz, Francie

Albertina, Vider, Rakousko

Narodni galerie v Praze, Galerie hl. m. Prahy, Ceské muzeum vytvarnych uméni, Praha
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Jifi Anderle (*1936)

Carpe Diem, 1984

meékky kryt, lept / papir | vernish mou, etching / paper

signovano a znaceno E.A., variace s kresbou 1/1 | signed and marked E.A., variation with drawing 1/1
64 x 96 cm
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Milan Knizak (*1944)

Prochazka, 70. léta 20. stol. | Walk, 1970s

kombinovana technika / dfevéna deska | combined technique /| wooden board
90,5x119x 10 cm
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Milan Knizak

Prochazka po Novém Svété

Demonstrace pro vS§echny smysly
spolupracovali: Vit Mach, Sofia Svecova, Jan Trtilek
provedeno v Praze v roce 1964

VSsichni organizatofi demonstrace maji na sobé neobvyklé odévy — misto Sperkll véci denni potfeby, kusy
pestrych latek nasité na normalni Saty, ¢ast odévl natfenou néjakou barvou, nejlépe ¢ervenou nebo bilou.

Kazdému prichozimu je pfidélen néjaky pfedmét, ktery nosi po celou dobu v ruce (napft. ¢ast jidelniho
pfiboru, talif, vazu, sklenku, konvici, kus Satstva, botu, atp.)

Prochazeji ulici, v mistnosti s otevienym oknem sedi muz u prostfeného stolu a ji.

Jdou dal (vedeni) do malé mistnlstky, kde se vSichni natésnaji. Nahle jsou uzaméeni a ponechani
v necinnosti (od 5 do X minut podle jejich reakci a otrlosti). V mistnosti je vylita vonavka. (Mnoho.)

Jsou vypusténi. (To, co se s nimi dosud délo, byla jen pfiprava, vySinuti z normalniho stavu.)
Cesta pokracuije.

Potkavaji pfedméty (Casti bytového zafizeni, Saty a pod.).

Na zemi lezi hudebnik a hraje na housle nebo kontrabas.

Dojdou na malé prostranstvi.

autech organizatofi demonstrace.

Z vy3e se spousti zidle, hledi a ukazuji na ni. Zidle je dole, pfijde ¢lovék, vezme Zidli a postavi ji na sokI.
VSichni padnou na zem. Po minuté pfijde zase ¢lovék, zidli sunda a sedne si na ni.

Vstanou.

Ugastnici jsou vyzvani, aby pfedméty, jez jim byly pfid&leny, srovnali na zem do fady a kazdy se za sviij
postavil. Pak jsou pozadani, aby pfedmét zvedli a fadu utvofili o 20 cm dal. To se opakuje libovolné dlouho
podle reakce ucastniku.

Pak cesta zpatky.

U stény domu stoji Clovék. Zaskliva okno. Po zaskleni ho okamzité rozbije.
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Uprostfed ulice stoji valenda, na ni lezi Zena a hraje na tranzistorovy pfijimac.
Ugastnici se zastavi. Je jim pfedkladana kniha, z niz si kazdy vytrhne jeden list.
Odevzdavaji pfedméty.

Odchazeji.

Prvni aktivni ¢ast demonstrace kondéi.

Druha c¢ast demonstrace konéi za 14 dni ode dne prvni ¢asti demonstrace a je pro kazdého jedince
zvlastni. V8e, s ¢im se po tuto dobu setka, je soucasti 2. ¢asti demonstrace.

Aktual Walk — The Walking over the Novy Svét

Demonstration for all the senses
Co-operators: Vit Mach, Soria Svecova, Jan Trtilek
Performed in Prague 1964

The organizers of the demonstration wear unusual clothes instead of jewels - articles of daily use or
pieces of fancy material sewn on ordinary clothing, parts of clothing painted with some colour, preferably
red or white, and the like.

Every newcomer is given a thing to carry in his hand at all times, e.g. a piece of cutlery, a plate, glass,
vase, teapot, a piece of clothing, shoe, or the like.

Walking down the street they pass a room with an open window, near which a man sits at a laid table
and eats.

They go on and are led into a small room, where they are locked in and left in inactivity for anything from
five minutes up according to their reaction or indifference. A great deal of perfume has been spilled on the
floor of the room.

They are now let out. What has happened to them was only preparation, a disturbance of their normal
state of mind.

The walk goes on.

They encounter thing-parts of furniture, clothes, etc.

A musician lies on the ground and plays a violin or a contrabass.
They reach a small place and are put in the middle of a circle.

Around them the organizers of the demonstration run, shouting, roaring, cutting across, driving round on
motorcycles and in cars.

A chair comes down from above. They look at it and point. Then a man comes and puts the chair on
a pedestal. All fall to the ground. After a minute another man comes, takes the chair down and sits on it.

All get up.
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The participants are appealed to, to arrange a number of objects in row. Each participant stands behind
his own object. They are then asked to pick up their objects and rebuild the row 20 centimetres farther on.
This is repeated as long as desired, according to the reaction of the participants.

Now they walk back.

A man stands at a wall, glazing a window. As soon as he is finished, he breaks it.

In the middle of the street a woman lies on a mattress, listening to a transistor radio.
The participants stop and are presented with a book from which each one tears a page.
Then they return their objects and leave.

The first, active part of the demonstration, is now finished. The second ends in a fortnight and is different
for each participant. Everything that happens to him during this period is a second demonstration.
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Jifi Sopko (*1942)

Sedici | Sitting, 1982

akvarel / papir | watercolour / paper
59 x 42 cm

Museum Kampa — Nadace Jana a Medy Mladkovych | Museum Kampa — The Jan and Meda Mldadek Foundation
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Jifi Sopko

Jifi Sopko (narozen 1942) absolvoval prazskou Akademii vytvarnych uméni. Na této Skole poprvé
pedagogicky pUsobil na pfelomu 60. a 70. let a na tuto svou ¢innost navazal v 90. letech, kdy se zde stal
vedoucim ateliéru malby. Dnes je rektorem Akademie vytvarnych umeéni v Praze. V 80. letech se stal Sopko
¢lenem uméleckého sdruzeni ,12/15. Pozdé, ale prece”. Tato skupina znovu ozivila zajem o malbu a jiné
tradi¢ni vytvarné obory v Eeském prostfedi. Sopko se od pocatku tvorby vénuje hlavné tématu figury v médiu
malby a kresby. Jeho hrdinové v§ak maji velmi osobity charakter. Pro Sopka nejsou dulezité individualni rysy
postavy, ale naopak ty znaky, které délaji z figury urcity neosobni typ. Osoby zde nikdy nejednaji jedinecné.
Pravé naopak jde o ¢leny uréité SirSi skupiny: masy ¢i davu. Sopko tak reflektoval kolektivni charakter
spole€nosti v dobach realného socialismu. Jeho figury jsou jednak znakové, zjednoduSené a jednak komické.
Toto ironické vidéni souzni s dobovym trendem tzv. Ceské grotesky. Sopkovy figury jsou vétdinou pasivni,
nehybné. Jsou vilozeny do urcité existencialné-groteskni situace. Prostor, ve kterém se figury nachazeji, je
pojednan vétsinou jako jakysi nepravidelny, volné traktovany ornament.

Jifi Sopko (1942) graduated from Prague’s Academy of Fine Arts. He first started teaching at this
school in the late 1960s and in the 1990s became head of the painting studio. Today he is the President of
the Academy of Fine Arts in Prague. In the 1980s Sopko became a member of the “12/15. Better late
than never” artists’ association. This group revived interest in painting and other traditional graphic arts
in the Czech environment. Since the very beginning of his creation, Sopko has primarily focused on
the theme of figure in the medium of painting and drawing. His heroes, however, have a very specific nature.
The traits that make a figure a certain impersonal type are important for him rather than individual features of
the figure but. Persons in his works never act in a unique manner; they are members of a certain wider group:
a mass or crowd. In this way, Sopko reflected the collective nature of society at the time of Real Socialism.
On the one hand, his figures are character-like, simplified, on the other, comical. This ironical vision is in
harmony with the period trend known as the Czech Grotesque. Sopko’s figures are for the most part passive,
motionless. They are placed in a certain existentially grotesque situation. The space in which the figures are
situated is mostly conceived as a sort of irregular, freely treated ornament.

Samostatné vystavy (od roku 1997) | Individual Exhibitions (since 1997)

1997 Toonaangevend Tsjechisch, Galerij Kunstuitleen Dijkstra, Antverpy, Belgie
1998 Vystavni sifi Synagoga, Méstské muzeum a galerie v Hranicich

1999 Ceské centrum Drazdany, SRN

2000 Krajiny, Raiffeisen stavebni spofitelna, Praha; Ceské centrum Bratislava
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2001 Vystavni sifit Sokolska 26, Ostrava; Obrazy a kresby, Galerie Ceské pojistovny, Praha

2002 Jizdarna Prazského hradu; L” Association Le Pont Neuf, Pafiz, Francie

2003 Salon International d” Arts Plastiques de Valognes; Galerie Langiv dim, Frydek-Mistek; Technické
muzeum, Lublan, Slovinsko

2006 Obrazy a obrazky, Dim uméni, Opava

2007 Jifi Sopko, Galerie Rudolfinum, Praha

Kolektivni vystavy (since 1997) | Group Exhibitions (since 1997)

1997 Uméni zastaveného ¢asu, Ceska vytvarna scéna 1969-1985, Moravska galerie v Brng; Umélecka
beseda 1996, Galerie Manes, Praha; Vystava vytvarného odboru Umélecké besedy, Galerie Manes,
Praha; Ceskéa groteska, Narodni galerie v Praze; Mezi tradici a experimentem, prace na papife
a s papirem v ¢eském vytvarném uméni 1939-1989, Trojlodi, Muzeum umeéni Olomouc; Ouplna Ilna,
Ceské muzeum vytvarnych uméni, Praha; Umélecka beseda 1997, Galerie Manes, Praha; N&co
s osudem, Galerie uméni Karlovy Vary; Na podiv, Statna galéria Banska Bystrica

1998 Nove tapiserie z Moravské gobelinové manufaktury, Vystavni sin Manes, Praha; Umélecka beseda
1998, Galerie Manes, Praha

1999 Prirustky sbirek statnich galerii z let 1990-1997, Jizdarna Prazského hradu, Praha; Kolorismus,
Galerie vytvarného umeéni v Litoméficich; 6 + 1, Schick Art Gallery, Gema Art, New York, USA;
Uméni zrychleného éasu, Ceské muzeum vytvarnych uméni, Praha

2000 100+1 uméleckych dél z 20. stoleti, Ceské muzeum vytvarného uméni, Praha; Umélecka beseda
1999/2000, Galerie Manes, Praha; Soudasna minulost (Ceska postmoderni moderna 1960-2000),
AlSova jihoCeska galerie v Hluboké nad Vitavou; Konec svéta?, Narodni galerie v Praze

2001 Bilance I, Galerie uméni Karlovy Vary; Barevna socha, Galerie vytvarného umeéni v LitoméfFicich

2006 Kalendafe pro Jindru Sreita, Ddm uméni, Ostrava; KaciF & spol., Montaze na ose Brno — Berlin,
DUm panl z Kunstatu, Brno

2007 Sveét Ceské grafiky, Zamek Bruntal; Nova trpélivost, Vystavni sifi Manes, Praha
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JiFi Sopko (*1942)
HI a | Head, 1982

akvarel, tuzka / papir | watercolour, pencil | paper
58 x 42 cm

Museum Kampa — Nadace Jana a Medy Mladkovych | Museum Kampa — The Jan and Meda Mldadek Foundation
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Ivan Ouhel (*1945)

Rozpulena krajina | Halved Landscape, 1976
olej / platno | oil/ canvas

40 x 43,5¢cm

soukroma sbirka — s laskavym svolenim Galerie MIRO | private collection — courtesy of the MIRO Gallery
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lvan Quhel

Ivan Ouhel se narodil v roce 1945 v Ostravé. Studoval na prazské Akademii vytvarnych uméni. Jeho
zékladnim vyjadfovacim prostiedkem je malba. Ouhel zac¢ina tvofit v dobé, kdy se malifstvi zase stava
jednim z podstatnych vyjadfovacich prostfedkl ¢eského umeéni. Ouhel, spolu s dalSimi autory, sdruzenymi
ve vytvarné skupiné ,,12/15, Pozdé ale pfece”, tak reaguje na situaci v ¢eském umeéni, v némz se na néjaky
Cas uplatiiovaly pfedev§im konceptualni a akéni tendence. Ouhel se bytostné zajima o malifské vyrazové
prostfedky, ale pfesto se ob&as obraci napf. i k metodam land-artu ¢i instalace. To je nejvice znat na jeho
objektech z pomalovaného plexiskla, které umistoval ve vefejném prostoru.V oblasti malby se nejvice zabyva
tématem krajiny a figury. Oboji abstrahuje do podoby autonomniho znaku, zpracovaného temperamentnim
rukopisem za pomoci barevnych skvrn. Dilezité je pro Ouhela promodelovani celé plochy obrazu. Popfedi
i pozadi jsou stejné dulezité, oboji ziskava podobu jakéhosi nepravidelného ornamentu. Centrem obrazu
je vét8inou jakasi figura, at uz lidska postava, plod ovoce, krajinny utvar apod. Toto centrum ur€uje tézisté
malby a zpUsob ¢&teni, ale neni jedinou pointou obrazu. Cela plocha malby je zpracovana se stejnym zajmem
a temperamentem.

Ivan Ouhel was born in Ostrava in 1945. He studied at Prague’s Academy of Fine Arts. His fundamental
means of expression is painting. Ouhel began creating at the time when painting was again becoming one
of the essential expressive media of Czech art. He and other artists associated in the “12/15, Better late
than never” group responded to the situation in Czech art amid which conceptual and action tendencies
prevailed in a certain period. Ouhel is essentially interested in painting as a means of expression, yet he
also occasionally applies, for instance, the land-art or installation methods. The most striking case in point
is the items from painted Plexiglass he placed in a public space. As regards painting, he mostly gravitates
towards the themes of landscape and figure. He abstracts both of them into the form of an autonomous sign,
processed with his signature approach using coloured splotches. Modelling of the painting’s entire surface
is important to Ouhel. Foreground and background have equal importance, both acquiring the shape of an
irregular ornament. A figure is usually at the painting’s centre — a human figure, fruit, landscape formation,
etc. This centre determines the painting’s centre of gravity and the manner of reading, yet it is not the only
point of the picture. The whole surface of a painting is worked with the same interest and vivacity.

Samostatné vystavy (vybér) | Individual Exhibitions (selection)
1975 Galerie D, Praha

1977 Tyllv pamatnik, Kutna hora (s Evou Adamcovou)
1979 Divadlo v Nerudovce, Praha
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1983 Galerie vytvarného uméni, Cheb; Galerie hlavniho mésta Prahy

1986 Galerie uméni, Karlovy Vary

1987 Obvodni kulturni stfedisko Opatov, Praha

1988 Oblastni galerie, Liberec

1989 Galerie uméni, Karlovy Vary

1990 DUm uméni, Opava; Oblastni galerie vytvarného uméni, Roudnice n. L.

1991 Galerie Via art, Praha

1992 Galerie Gema, Praha

1993 Nova sin (s M. Rosellim); Galerie Gema (s M. Rosellim); Strahovsky klaster, Praha

1995 Galerie 60/70, Praha; Chiostro di San Salvatore al Monte, Florencie, Italie; Ateliér Roselli, Florencie,
Italie

1996 Synagoga, Hranice na Moravé; Statni galerie, Zlin

Kolektivni vystavy (vybér) | Group Exhibition (selection)

1976 Galerie Dilo, Olomouc

1977 Konfrontace |, Ustav makromolekularni chemie CSAV, Praha

1978 Konfrontace II, Mikrobiologicky tstav CSAV Praha; Sou¢asné &s. malifstvi, Helsinki, Finsko

1980 Clovék — Prostor, Dobfi$

1981 Ceské malifstvi a socharstvi 1900-1980, AJG, Hluboka nad Vitavou

1982 Obrazy, kresby, sochy, Galerie Fronta, Praha

1983 Obrazy a sochy, OKD Gong, Praha; Od Cézanna k Matissovi, Podzimni salon, PafiZ; Clovék a svét,
Oblastni galerie Liberec; Ceska krajina, AJG, Hluboka nad Vitavou

1984 Soudasna krajina, Liberec; Ceské kresba XX. stoleti, AJG, Hluboka nad Vitavou; Hajenka 84, Praha;
Bienale, Benatky, ltalie

1986 Mezinarodni vystavy v Basileji, New Delhi, Vidni

1987 Setkani tficeti, Lidovy diim, Praha

1988 Cs. pavilon, Bienale v Benatkach, ltalie; 12/15 Pozdé, ale pfece, Jizdarna Kolodéje, Praha; Jeden
starsi, jeden mladsi, Lidovy dim, Praha

1989 Soucasné ¢s. umeni, Esslingen, SRN

1990 Kresleni 12/15, Galerie Fronta, Praha

1991 Cesky globus 12/15, Narodni galerie v Praze; ...a po deseti letech, Galerie uméni, Karlovy Vary

1992 Vystava AICA, Manes, Praha

1993-1995 Vystava Umélecké besedy

1996 Spét abr doch 12/15, Vider, Rakousko
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Ivan Ouhel (*1945)

Zimni krajina s plotem | Winter Landscape with Fence, 1988
olej / platno | oil/ canvas

50 x45,5cm

soukroma sbirka — s laskavym svolenim Galerie MIRO | private collection — courtesy of the MIRO Gallery
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Milan Kunc (*1944)

Nahlé jaro | Sudden Spring, 1999
olej / platno | oil / canvas

110 x 100 cm
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Milan Kunc

Milan Kunc (narozen 1944 v Praze) studoval v letech 1964—-1967 na prazské Akademii vytvarnych
uméni. V roce 1969 emigroval na Zapad. Ve studiu pokracoval na Akademii v DUsseldorfu. Pozdéji Zil
pfevazné v Italii, Némecku a USA. Kunc se od pocatk( své tvorby zabyval aktualni problematikou Zivota
v socialistickém bloku. Parodoval uméleckou doktrinu, ktera v 50. letech 20. stoleti ovladla vychodni totalitni
zemé, socialisticky realismus. Tyto parodické malby se vSak protnuly téz s aktualnim zapadnim vytvarnym
proudem, s postmoderni malbou. Kunc mimo to vytvarel téz tzv. ,vychodni pop-art®. Zde do tradi¢nich pop-
artovych schémat, vyuzivajicich ikony konzumni spole¢nosti, vkladal komunistické symboly: rudou hvézdu,
srp a kladivo atd. Kunc tak naznacoval souvislosti, vedouci napfi¢ rdznymi masovymi ideologiemi. Z jeho
tvorby s politickym podtextem jsou zajimavé téz kolaze, kde vyuziva fragmenty dobovych masmedialnich
fotografii. V sou€asnosti se vénuje hlavné fantazijnimu rozvijeni a pretvareni klasickych malifskych oboru:
krajiny, portrétu ¢i zatisi. Pracuje se specifickym rejstfikem symbol(i, tézicim z tradiéni mytologie i z prostredi
konzumni spole¢nosti. Tuto tématiku zpracovava téz ve svych keramickych objektech.

Milan Kunc (born in 1944 in Prague) studied at Prague’s Academy of Fine Arts between 1964 and1967.
In 1969 he emigrated to the West. He continued his studies at the Academy in Diisseldorf. He later lived
in Italy, Germany and the USA. From the beginning of his creative work, he focused on topical issues
of life in the socialist bloc. He lampooned Socialist Realism, the artistic doctrine that dominated eastern
totalitarian countries in the 1950s. However, these parodic paintings also intersected with a current Western
creative trend, post-modern painting. In addition, Kunc created what was called the “eastern pop-art”. Here,
he placed communist symbols (the red star, hammer and sickle, etc.) in traditional pop-art schemes making
use of the icons of consumer society. In this manner, Kunc indicated the connections across various mass
ideologies. From his works with a political subtext, collages in which he uses fragments of period mass-
media photographs are also interesting. At the present time, he primarily focuses on fantasy development
and remodelling of classical painting genres: landscape, portrait and still-life. He works with a specific range
of symbols, drawing upon both traditional mythology and the environment of consumer society. Kunc also
explores these themes in his ceramic items.

Samostatné vystavy (od roku 1997) | Individual Exhibitions (since 1997)
1998 Milan Kunc, Studio D" Arte Cannaviello, Milano, ltalie; Ceramic, Museum het Princessenhof,
Leeuwarden, Nizozemi

2001 Milan Kunc, Galeria d” Arte Moderna e Contemporanea della Republica di San Marino, San Marino;
Milan Kunc. Ceramic, Centro Culturale, Sala Barbolini, Sassuolo, Italie
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2002 Pastels and drawings, Galleria del Tasso Arte Contemporanea, Bergamo, Itélie
2003 Embarrassing Realism, L‘Ariete Arte Contemporanea, Bologna, Italie
2007 Zlaty vék (Vybér z dila 1968-2007), DiOm uméni mésta Brna

Kolektivni vystavy (od roku 1997) | Group Exhibitions (since 1997)

1997 Brandend zand-keramiek, Museum Beelden aan Zee, Den Haag, Nizozemi

1998 Nordic Haus, Reykjavik, Island

1999 Sculpture in ceramica, Frans Halsmuseum, Haarlem, Nizozemi

2000 Uméni 20. stoleti, Narodni galerie, Praha; Il Corridoio, Hafnarhus, Reykjavik, Island; Sympozium
Dilna, Zdmek Mikulov

2001 Home Made, Museé Internationale des Arts Modestes (MIAM), Sete, Francie

2002 AlimentArte, Arte come cibo per la mente, Villa Widmann, Rezzonico, Miro, Italie; Cowboys
en Kroegtigers, Gemeentemuseum Helmont, Helmont, Nizozemi; Klopfzeichen/Kunst und Kultur
der 80er Jahre in Deutschland, Museum der Bildenden Kiinste und Zeitgeschichtliches Forum
Leipzig, SRN; Folkwang Museum, Essen, SRN

2003 Dali und die Magier der Mehrdeutigkeit, Museum Kunst palast, Disseldorf, SRN; Bright Lights,
Big City, David Zwirner, New York, USA

2004 Trentacinquesimo, Studio D" arte Cannaviello, Milano, Itélie; Bylo, nebylo... Pohadkové motivy
v ¢eském modernim a sou¢asném uméni, Galerie moderniho uméni, Hradec Kralové

2005 Sich selbst bei Laune halten — Kunst der 70er aus der Schenkung Ingrid Oppenheim, Kunstmuseum
Bonn, SRN; Eye to Eye, Photographic collection of the Groninger Museum, Groningen; Horka jehla
(grafika 80. let), GHMP, Praha

2006 Normal Group, Museo d” Arte Contemporanea, Isernia, Italie

2007 wie es ist..., Kunsthalle Diisseldorf, SRN
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Milan Kunc (*1944)

Studentka paleontologie | Palaeontology Student, 1993
olej / platno | oil / canvas

120 x 100 cm
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Jifi Kornatovsky (*1952)

Meditace tvarem | Meditation Through Shape, 2006
grafit / platno | graphite / canvas

80 x 100 cm

Galerie MIRO, Praha | MIRO Gallery, Prague

60



Jifi Kornatovsky

Jifi Kornatovsky (narozen 1952) se vénuje riznym malifskym a kresebnym technikam, jejichz tradi¢ni
povahu jistym zplsobem inovuje a prevraci urcité zazité pfedstavy o jejich vyuziti. Nejzjevnéjsim dlsledkem
tohoto poc&inani jsou posuny v oblasti formatl a méritek dél. Doménou kresby tu uz nejsou drobné formaty
skici, ale monumentalni plochy, které byly tradi¢né vyhrazeny pro pfedmoderni malbu (tfeba z okruhu Salén()
nebo nejvétsi realizace moderniho a postmoderniho malifstvi. Kornatovského kresby ¢asto dosahuji délky
péti metrd, coz se pochopitelné odrazi v jejich vyrazu i v oblasti vztahu s divakem. Nadzivotni velikost tvaru
usnadrfiuje komunikaci s divakem; pouta pozornost a vytvari témér fyzicky prostor. Dojem fyzické pfitomnosti
zvySuje povaha kresby, kdy je zdlUraznén plasticky volumen a dynamicka rotace. Rotacni struktura tahu
souzni i s autorovym primarnim tématem, jenz pfedstavuje duSevni pohyb. Tato duchovni aktivita je odvozena
od tradiénich podob transcendentniho zazitku: meditace, modlitba. Duchovni aspekty viélil Kornatovsky i do
programu periodického sympozia Hermit, jenz se odehravalo v 90. letech 20. stoleti v jeho rodnych Plasich.
Velkoformatové kresby vytvari Kornatovsky vesmés technikou uhlu na kartonu, pro mensi formaty pouziva
i tuhu nebo propisovacku. Zvolena technika mu umoznuje co nejlépe sledovat zvoleny rytmus a dynamiku
kresby. Kresba je zde hlavné zaznamem svého vzniku, nikoli tvarovou kompozici s libovolnym zplsobem
provedeni. Do jisté miry se vlastné jedna o dokumentaci akce. Tato akce je psycho-fyzického charakteru
a je uréena pro soukromy prostor a nikoli pro vefejnost. Autorovi nejde primarné o reprezentaci; rejstrik
jeho tvarll a metod zlstava dlouhodobé viceméné neménny. Nejde o rliznost obrazl a jejich jednotlivé
sdéleni. Kornatovsky se zaméfuje na kontinuitu, opakovani akci témér ritudlniho charakteru. Jde tedy
o urcité udrzovani fadu udalosti v rytmu cyklického (ij. archetypalniho ¢i mytického) ¢asu.

Jifi Kornatovsky (1952) applies various painting and drawing techniques whose traditional nature he
innovates, overturning certain deep-rooted notions of their use. The most evident result of this is the shifts in
the format and scale of works. His drawings are no longer dominated by tiny sketch formats but monumental
areas that were traditionally appropriated for pre-modern painting (for the circle of Salons, for instance) or
the largest implementations of modern and post-modern painting. Kornatovsky’s drawings are often five
metres long, which naturally reflects in their expression as well as the relation to the viewer. The beyond life-
size shapes facilitate communication with the viewer, attract attention and create an almost physical space.
The impression of physical presence is enhanced by the drawings’nature, whereby emphasis is put on plastic
volumen and dynamic rotation. The rotational structure of the drawing also resonates with the artist’s primary
theme, which is spiritual movement. This spiritual activity is derived from traditional forms of transcendental
experience: meditation, prayer. Kornatovsky also enshrined spiritual aspects in the programme of the Hermit
periodic symposium, which took place in the 1990s in his native Plasy. Universally, he has created large-
format drawings using the charcoal-on-board technique, while for smaller formats he has also used graphite
or stylus. The selected technique allows him to follow the chosen rhythm and dynamics of drawing in
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the best possible way. In his case, a drawing is primarily a recording of its origination, not a form composition
with an arbitrary manner of workmanship. To a certain extent, it actually concerns the documenting of
an action. This action is of a psycho-physical nature and is intended for a private space, not for the public.
The artist is not primarily concerned with representation; the range of his shapes and methods has remained
largely unchanged over decades. Nor is Kornatovsky concerned with a variety of images and their individual
message. He focuses on continuity, repetition of actions of an almost ritual nature. Accordingly, it is a form
of sustenance of the order of events in the rhythm of cyclic (i.e. archetypal or mythical) time.

Samostatné vystavy (od roku 1997) | Individual Exhibitions (since 1997)

1998 Galerie IF, Praha; Galerie University Palackého, Olomouc

1999 Galerie X Centrum, Plzen

2001 Zamek Manétin

2002 Galerie Rozehnal, Praha; AJG Wortner(iv dim, Ceské Budé&jovice

2003 Galerie Jifiho Jilka, Sumperk; Sbirka moderniho a souéasného uméni Narodni galerie, Praha
2006 Museum Kampa, Praha; Asto Museum, Los Angeles, USA

2007 Galerie moderniho uméni, Roudnice nad Labem; Ceské centrum, Sofie, Bulharsko

Kolektivni vystavy (od roku 1997) | Group Exhibitions (since 1997)

1997 Ceska grafika, Kobe, Japonsko; Jitro kouzelnikt, Narodni galerie, Veletrzni palac, Praha; S.V.U.
Manes, Praha; Trienalle grafiky, Krakov, Polsko; Cerna a bila, Germanské narodni muzeum, SRN

1998 Nové akvizice, Narodni galerie Veletrzni palac, Praha; Moje mofské dobrodruzstvi za¢ina, Manes,
Praha

1999 Duchovni uméni, Kroméfiz; Sv. Jan Nepomucky, klaster Plasy; Kody a znameni, klaster Plasy;
Prozafrovani, Galerie moderniho uméni, Roudnice; Prozafovani, Galerie Karlovy Vary; Pocta hrabéti
Ant. Sporkovi, Galerie hlavniho mésta Prahy

2000 Kody a znameni, CMVU Praha; Souéasna minulost, Aldova jihodeskéa galerie, Hluboka;
Alfa a omega, Galerie moderniho uméni, Roudnice; Bienale kresby, Plzer; Melancholie,
Moravska galerie, Brno; 100 + 1 uméleckych dél 20. stoleti, CMVU Praha

2001 Grafika roku, Galerie hl.m. Prahy; Galerie u Prstenu, Praha; The Big Picture, Kentler galery,
New York, USA; Mozna prvni — mozna posledni, Manes, Praha

2002 Jubilanté Manesa, Malostranska beseda, Praha; Sv. Jan Nepomucky, Galerie moderniho uméni
Pasov, Némecko

2003 Prace na papife ze sbirky Medy Mladkové, Galerie hl. m. Prahy

2004 Exprese, Ceské muzeum vytvarnych uméni, Praha; The World on Paper, Frankfurt
nad Mohanem, SRN

2005 Audabiac, Francouzsky institut, Praha; Sv. Jan Nepomucky, Sevilla, Spanélsko; Les, Galerie mésta
Plzné; Leos Janacek, Musik und Leben im Spiegel der Kunst, Kolin nad Rynem, SRN

2006 Figure Ground, Kentler Gallery, New York, USA; Art Kyjev, Ukrajina

2007 Art Festival, Long Beach, USA
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Jifi Kornatovsky (*1952)
Meditace | Meditation, 2006
grafit / platno | graphite / canvas
60 x 80 cm

Galerie MIRO, Praha | MIRO Gallery, Prague
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Jifi Georg Dokoupil (*1954)

Akt se zdvizenyma rukama | Nude with Hands above Head, 1991
saze / platno | soot/ canvas

signovano a datovano na zadni strané | signed and dated on the back

55,3 x 38,2cm

Galerie Michael Haas, Berlin | Michael Haas Gallery, Berlin
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Jifi Georg Dokoupil

Jifi Georg Dokoupil se narodil v roce 1954 v Krnové. V roce 1969 opustila jeho rodina socialistické
Ceskoslovensko a uchylila se do zapadniho Némecka. Dokoupil studoval na uméleckych Skolach v Koling
nad Rynem a v New Yorku. Jeho projev je od poc¢atku velice rozmanity. Dokoupil stale objevuje nové vytvarné
postupy, jimiz navazuje na dédictvi avantgardniho experimentovani a zaroven tuto vaznou &innost zlehduje.
Vyuziva mnohdy postupt, které do dila vnaseji podil nahody. To je strategie, ktera v avantgardnim uméni
méla dilu dodat punc objektivity. V Dokoupilové pfipadé se vSak jedna hlavné o roli hry v procesu tvorby.
Témito ,objektivizujicimi“ postupy jsou napf. otisky ¢&i stopy rlznych materiald a pfedmétu: otisky mléka,
stopy pneumatik namocenych v barvé, skvrny od barevnych bublin. Dokoupil ¢asto sleduje motiv skvrny
jakozto paradoxniho zdroje nové krasy v disharmonickém ¢i nekomponovaném celku. Mimo to se Dokoupil
vénuje i tradiénim malifskym postuplm a vytvari postmoderni malby, v nichZ ¢asto tématizuje uméleckou

Jifi Georg Dokoupil was born in 1954 in Krnov. In 1969 his family left socialist Czechoslovakia and settled
in West Germany. Dokoupil studied at art schools in Cologne and New York. His artistic expression has been
extremely diverse since the very beginning. He has constantly discovered new creative techniques, following
the legacy of avant-garde experimentation and at the same time undermining this serious activity. On many
an occasion he has applied techniques lending a touch of haphazardness to the work. This is a strategy that
was intended to afford a hallmark of objectivity to the avant-garde work of art. In Dokoupil’s case, however,
the primary idea is the role of play in the creative process. These “objectivising” techniques include, for
example, imprints or traces of various materials and items: imprints of milk, tracks of tyres dipped in paint,
stains from coloured bubbles. Dokoupil has frequently followed the motif of the stain as a paradoxical source
of new beauty in a disharmonic or non-composed whole. In addition, he has also applied traditional painting
techniques, creating post-modern pictures in which he has often chosen the work of art itself as the theme.
Yet his most famous images are those painted with soot.

Samostatné vystavy (od roku 1997) | Individual Exhibitions (since 1997)

1997 Los cuadros verdes, Galerie Juana de Aizpuru, Sevilla, Spanélsko

1999 Chateau de Chenonceau, Chenonceau, Francie

2000 Museo Nacional Centro de Arte Reina Sofia, Palacio de Velazquez, Madrid, Spanélsko; Nova dila,
Galerie Bruno Bischofberger, Zirich, Svycarsko

2001 Galerie Leyendecker, Santa Cruz de Tenerife

2002 Opere recenti, Fondazione Cassa di Risparmio, Bolona, ltalie; Galerie Susanne Ottesen,
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Kopenhagen, Dansko; Pohled do 21. stoleti, Kestner Gesellschaft, Hannover, SRN; Elke wolk is
een weg, Centraal Museum, Utrecht, Nizozemi; Every cloud is away, Milton Keynes Gallery, Central
Milton Keynes

20083 Cuadros de Vela (1989-2002), Centro Atlantico De Arte Moderno CAAM, Las Palmas, Kanarské
ostrovy; Cuadros de Vela (1989-2002), Istituto Oscar Dominguez de Arte y Cultura Contemporanea
IODACC, San Cristébal de la Laguna de Tenerife; Peitschen Bilder, Galerie Bruno Bischofberger,
Ziirich, Svycarsko

2004 Kafkova Praha, Kunstforum Ostdeutsche Galerie, Regensburg, SRN; Budhové, Galerie Bruno
Bischofberger, Ziirich, Svycarsko

2005 Malba v 21. stoleti (1981-2005), Deichtohallen Hamburg, SRN; Prace od 1981 do 2004, Galerie Karl
Pfefferle, Mnichov, SRN; Dim uméni, Brno

2006 Haken — paintings, Galerie Bruno Bischofberger, Curych, Svycarsko

2007 Galerie Pfefferle, Mnichov; Odlisné techniky, Galerie Artist, Istanbul, Turecko

Kolektivni vystavy (od roku 1997) | Group Exhibitions (since 1997)

1998 Kunsthalle Koblenz, Koblenz, SRN

1999 (collection 99), Galerie sou¢asného uméni — GfZK, Lipsko, SRN; Oh cet écho! (duchampiana),
Mamco — musée d’art moderne et contemporain, Zeneva, Svycarsko

2000 Air — air, Grimaldi Forum Monaco, Monako

2001 Kresby ze sbirky Maenz, Neues Museum Weimar, SRN

2002 Touha, Galleria d’Arte Moderna di Bologna, Italie; Private/Corporate, DaimlerChrysler Contemporary,
Berlin, SRN

2003 Collectiepresentatie V — herfst 2003, MuHka Museum voor Hedendaagse Kunst Antwerpen,
Antverpy, Belgie; Obsessive Malerei — Ein Rickblich auf die Neuen Wilden, Museum fiir Neue Kunst
& Medienmuseum, Karlsruhe, SRN; O Retorno dos Gigantes, Museu de Arte Moderna — Sao Paulo,
Sao Paulo, Brazilie; Bright Lights, Big City, David Zwirner, Inc., New York, USA

2004 Kdo nabidne vic? 15 let Deichtorhallen Hamburg, Deichtorhallen, Hamburk, SRN

2005 MARTa Herford, Herford, SRN

2006 Prace na papire, Galerie Michael Haas, Berlin, SRN; 1. Bienal del Fuego, Museo del Bellas Artes
de Caracas, Caracas, Venezuela; Zidle, Galerie Bruno Bischofberger, Ziirich, Svycarsko; Némecké
obrazy ze shirky Ludwig, Kunstverein Oberhausen e.V./ Schloss Oberhausen, Oberhausen, SRN

2007 Um Kippenberger herum, Hohenthal und Bergen, Berlin, SRN; Trzeba miec nosa / Have a Good
Nose, Kunstverein Bad Salzdetfurth e.V., Bodenburg, SRN; Kdo dostal ten velky obraz? MuHKA
Museum voor Hedendaagse Kunst Antwerpen, Antverpy, Belgie; Deutsche Geschichten, Galerie
soucasného uméni — GfZK, Lipsko, SRN
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Jifi Georg Dokoupil (*1954)

Bez nazvu | Untitled, 2002

kombinovana technika / papir | combined technique | paper
signovano a datovano | signed and dated

70x49 cm

Galerie Michael Haas, Berlin | Michael Haas Gallery, Berlin
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Karel Balcar (*1966)
Polibek | Kiss, 2007
olej/ platno | oil / canvas
70 x 65 cm
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Karel Balcar

Karel Balcar (narozen 1966) studoval na prazské Akademii vytvarnych uméni v ateliéru profesora
Zdenka Berana. Studium v tzv. ateliéru klasickych malifskych technik je pro Balcara zcela signifikantni. PFi
svém studiu se precizné seznamil se staromistrovskymi postupy malby. K témto postupim patfi vyuzivani
lazurni malby, Serosvitu a lokalnich barev. U Balcara je znat pfedevsim vliv italské barokni malby, hlavné jeji
klasicizujici proud (Carracci, Quido Reni, Domenichino). Pro autora neni dilezita jenom pfesna a detailni
technika, ale i téma. Témata jeho obrazu jsou obvykle figuralni, pfic¢emz je zde zvlastnim zplsobem rozdélen
a zaroven propojen muzsky a zensky svét. Z zen Casto vidime jejich napjaté, jakoby muzsky aktivni télo.
Na torzech muzskych dél se zase objevuji zenské atributy: podvazky a dalSi ¢asti damské toalety. Malokdy
se vSak objevuje v jednom obraze zaroven muzska i zenska figura. Télo je zde sice hlavnim motivem, ale
zaroven je umisténo za urcitou bariéru. Touto bariérou je jeho morbidni bledost, skryvani ¢asti téla za zavoj
apod. Balcar zobrazuje postavy na pomezi zivota a smrti, na pomezi atakujici fyzické blizkosti a uplyvani
casu.

Karel Balcar (1966) studied at Prague’s Academy of Fine Arts in the studio of Professor Zdenék Beran.
His studies in the studio of classical painting techniques proved significant; he familiarised himself in detail
with the painting techniques of the Old Masters. These techniques include the use of glazing, chiaroscuro
and local paints. Primarily evident with Balcar is the influence of Italian baroque painting, above all its
classicising trend (Carracci, Quido Reni, Domenichino). Not only precise and detailed technique but also
the theme is important for the artist. The themes of his pictures are usually figural, with the male and female
worlds being separated yet at the same time interconnected in a peculiar way. We often see in his women
tense, active manlike bodies. On the other hand, his male torsos bear female attributes: suspender belts
and other parts of ladies’ attire. Seldom, however, do a male and female figure appear concurrently in the
same picture. While the body is the main motif, it is placed behind a certain barrier. This barrier is its morbid
paleness, concealment of parts of the body behind a veil, etc. Balcar depicts figures at the border of life and
death, at the border of an attacking physical proximity and the flow of time.
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Samostatné vystavy (od roku 1997) | Individual Exhibitions (since 1997)

1997 Smrt pfed o€ima, LichtensStejnsky palac, Praha
2003 Autodafe, Galerie Fronta, Praha

Kolektivni vystavy (od roku 1997) | Group Exhibitions (since 1997)

1998 Posledni obraz, Rudolfinum, Praha

1999 Neplanované spojeni, Manes, Praha

2000 Portrét roku 2000, Galerie U bilého jednorozce, Klatovy

2000 Portrét roku 2000, Galerie Emila Filly, Usti nad Labem

2000 Melancholie, Moravska galerie, Brno

2001 Malifska Skola prof. Berana, Wortnerdv dam AJG, Ceské Budégjovice
2002 Hyperrealismus, Galerie moderniho uméni v Hradci Kralové

2003 Hyperrealismus, Zapadoceska galerie, Plzen

2005 Orlicky salon, Muzeum a galerie Orlickych hor v Rychnové nad Knéznou
2005 Akty v akci, Muzeum Sumavy-galerie, Kadperské hory

2005 Akty v akci Il, Galerie Diamant, Praha

2005 Prazské ateliery, Novoméstska radnice, Praha

2006 tina b., The Prague Contemporary Art Festival, Veletrzni palac, Praha
2006 Spriznéni-Allied, Veletrzni palac, Praha

2006 black 2006, Art Festival, VCG Pardubice

2007 Nova trpélivost, Manes, Praha
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Karel Balcar (*1966)

Zavoj | Veil, 2007

olej, tempera / platno | oil, tempera /| canvas
70 x 65 cm
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Zuzana Rysankova (*1975)
Danék | Fallow-deer, 2007
olej/ platno | oil / canvas

110x 110 cm
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Zuzana RySankova

Zuzana RySankova (narozena 1975) absolvovala Skolu klasickych malifskych technik u profesora
Zdefka Berana na prazské Akademii vytvarnych uméni. Skoleni v tomto ateliéru zfejmé piné vyhovuje
autorCinu naturelu. Ry$ankova je schopna se vyjadfovat za pomoci precizni malby, ktera ma charakter
staromistrovskych technik a méa blizko hlavné k postupim holandského zatisi ,Zlatého véku“ (17. stoleti).
Z holandskych baroknich zatisi si bere RySankova obc&as i téma. Zaméfuje se tfeba na detailni vystizeni
rdznych vSednich detaill (tfeba kliky od dvefi), kde si v§ima hlavné povrchovych vlastnosti riznych materiald.
Dal$im autor¢inym velkych Tématem jsou r{izné podoby divoké i domaci zvéfe. Tyto motivy zpracovava
RyS8ankova jak za pomoci staromistrovské malby, tak uvolnéného a expresivniho pfednesu, ale vyuziva
i fotografii. Autorka maluje jak zZivou zvéf v jejim pfirozeném prostfedi, tak mrtvé obéti lidské lovecké vasné
(hlavné cyklus ,Zajici“, kde ¢asto zdUrazriuje i barvu krve). Dulezité je pro autorku i téma portrétu, kterym se
zabyva nejméné tfemi riznymi zplsoby. Vyuziva zde nékdy opét staromistrovskou techniku, jindy klade dliraz
na volny §tétcovy pfednes a barevné efekty. Nékteré jeji portréty maji téz studijni Ci pfib&hovy charakter,
o0 ¢emz svédci napf. provazani obrazu a pisma.

Zuzana Rysankova (1975) graduated from Prague’s Academy of Fine Arts having studied classical
painting techniques under the tutelage of Professor Zdenék Beran. Her training in this studio evidently fully
conforms to the artist’s disposition. Rysdnkova is able to express herself by means of precise painting,
which is reminiscent of the Old Masters’ techniques and primarily approximates the Dutch “Golden Age”
(17" century) still-life. Occasionally, RySankova has also taken over themes from Dutch still-lives.
She focuses on precise rendering of common details (for example, a door handle), mainly attending to
the surface properties of various materials. Another great theme of hers is various images of wild and
domestic animals. RySankova processes these motifs both using the techniques of the Old Masters and
liberated and expressive execution, also applying photography. The artist paints living animals in their natural
habitat, as well as dead victims of the human passion for hunting (the most remarkable example being the
“Hares” cycle, where she also often emphasises the colour of blood). Rysankova also focuses on portraiture,
which she deals with in at least three different manners. Sometimes she uses the technique of the Old
Masters again, at others puts emphasis on free brush strokes and colour effects. Some of her portraits have
a study or story nature, as evidenced for example by the interlacing of picture and writing.
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Samostatné vystavy (od roku 1997) | Individual Exhibitions (since 1997)

1998 Véci v domé, Galerie Vypad, Olomouc,
2000 Pod pokli¢kou, Skalni diim, Litvinov,
2007 Z+V Nyni je ¢as!, Méstské divadlo Turnov

Kolektivni vystavy (od roku 1997) | Group Exhibitions (since 1997)

1998 Konvikt Olomouc

1998 Mala Kralovopolska galerie, Brno

1999 Galerie Velehrad, Olomouc

2002 Hodolanskeé divadlo, Olomouc

2005 Sonda I., Galerie Anderle, Praha; Sonda Il., Galerie Anderle, Praha; Zdanliva viditelnost, Galerie
U Prstenu, Praha; Prazské ateliéry, Novoméstska radnice, Praha,

2006 Umélci euroregionu Nisa, Schlesisches muzeum, Gérlitz, SRN; Malifi Pojizefi, Muzeum a Pojizerska
galerie v Semilech

2007 Umélci euroregionu Nisa, Muzeum Turnov; Muzeum v Jaworu, Polsko
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Zuzana Rysankova (*1975)

Letni odpoledne Il. | Summer Afternoon II, 2007
olej / platno | oil/ canvas

80 x 100 cm

soukroma sbirka — s laskavym svolenim Galerie MIRO | private collection — courtesy of the MIRO Gallery
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Josef Bolf (*1971)

Lan | Doe, 2006

akryl / platno | acryl / canvas
30 x 30 cm

soukroma sbirka — s laskavym svolenim Galerie MIRO | private collection — courtesy of the MIRO Gallery
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Josef Bolf

Josef Bolf (narozen 1971) se fadi k mladé generaci sou¢asnych ¢eskych umélcd a pfedevsSim v oblasti
malby je zcela nepfehlédnutelny. ProSel Skolenim na prazské Akademii vytvarnych uméni a na Skolach
v Némecku a ve Svédsku. Vénuje se zaroven otazkam abstraktni malby i reprezentaci figury. Obé témata
v8ak u néj doznavaji vyrazné zmeény oproti jejich tradi¢nimu pojeti. Jeho abstraktni malby jsou sloZzeny
vesmeés z organicky plsobicich tvarll, na jejichz povrchu dochazi k drobnym destruktivnim déjiim (vybuchy
apod.). | figury podléhaji této destrukci: nékdy z nich unika vzduch, jindy se na nich roztékaji barvy. Pocit
zmaru a zaniku je zakladnim vyrazem Bolfovych dél. Protagonisté jeho obrazl ¢asto pachaji sebevrazdu —
mnohdy jesté v détském véku nebo ve stavu jakési animalni nevinnosti (zvlasté v pfipadech, kdy se jedna
o mutanty napul lidské a nap(l zvifeci). Podivny kontrast mezi nevinnym détskym svétem a sebedestruktivnimi
naladami hrdint zvySuje barevnost maleb: ¢asto se tu setkdvame s kontrastem rGZzové a ¢erné.

Josef Bolf (1971) is a leading young contemporary Czech artist. He studied at Prague‘s Academy of Fine
Arts and schools in Germany and Sweden. He is truly remarkable, especially when it comes to painting.
At the same time, he focuses on abstract painting and figure representation. The two themes have, however,
in his case undergone a significant change as against their traditional conception. His abstract paintings
consist of shapes creating an organic impression, with tiny destructive actions (explosions, etc.) occurring
on their surface. Figures are subject to this destruction too: sometimes air escapes from them or paints
run on them. The feeling of rack and ruin is the basic expression of Bolf’s works. The protagonists of his
paintings often commit suicide — many a time in childhood or in a state of animal innocence (especially
mutants — half-human, half-animal). The peculiar contrast between the innocent world of childhood and
the self-destructive moods of the heroes enhances the colourfulness of the paintings: we frequently encounter
in them the contrast of pink and black.

Samostatné vystavy (od roku 1997) | Individual Exhibitions (since 1997)

1999 Novos bichos, MKD, Ceské Budgjovice

2004 Josef Bolf, A.M. 180, Praha; Psi, Oblieje, Kapusthak, Méstska galerie, Hranice na Moravé
2005 Double Feature Picture Show, Galerie Ceské poijistovny, Praha

2006 Death Is Not the End?, Moravska galerie, Brno
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Kolektivni vystavy (od roku 1997) | Group Exhibitions (since 1997)

1997 Fruits from Prague, Ceské centrum, Berlin, SRN; Umélecké dilo ve vefejném prostoru, projekt
Sorosova centra pro sou¢asné umeéni, Veletrzni palac, Narodni galerie, Praha; DUM, Bofivojova 26,
Praha; Vystava AVU, Manes, Praha

1998 City, Bofivojova 26, Praha; Diplomanti AVU, Veletrzni palac, Narodni galerie, Praha; Dary a nakupy,
Veletrzni palac, Narodni galerie, Praha

1999 No Sex Until Marriage, projekt Divus/Umélec, negalerijni prostor, Hole¢kova ulice, Praha; Open
House (Bezhlavy jezdec, Kamera skura, Luxsus — vystava 3 umeéleckych skupin ), Nadace pro
soudasné uméni, zamek Cimelice; N&co o lasce, Richterova vila, Praha; Maxisklad, Manes, Praha;
Perplex, Galerie V. Spaly, Praha; Neplanované spojeni, Manes, Praha; Umé&ni pro nemocnici, projekt
Nadace pro soucasné uméni, Galerie V. Spaly, Praha

2000 Il. Zlinsky salén mladych, Statni galerie, Zlin; Minula sou¢asnost, sou¢asna minulost, AJG, Hluboka
nad Vltavou; Klasika 2000, Muzeum uméni Olomouc; Konec svéta?, Palac Kinskych, Narodni
galerie, Praha; BJ (vystava skupiny Bezhlavy jezdec), Galerie Jeleni, Nadace pro sou¢asné uméni /
Komunikaéni prostor Skolska 28, Praha; Hnizda her, Galerie Rudolfinum, Praha

2001 Criss/Cross: Praha, Stuttgart, Wroclaw, projekt Nadace pro sou¢asné uméni, Centrum Broumov,
Broumov; Les jeux de la francofonie, National Gallery, Ottawa, Kanada; Magnetic Fields, Galerie
Jeleni, Nadace pro sou¢asné umeéni, Praha; Art Moscow (vystava skupiny BJ, produkce Divus/
Umélec), Dom chudoznikov, Moskva, Rusko

2002 Kunstverein Stuttgart (s Janem Mancuskou), v ramci projektu Wechselstube, Stuttgart; Slava
kosmonautl zapada prachem (vystava skupiny BJ), Galerie Sternberk, Sternberk; Hédonisticka
abstrakce, Prazaklv palac, Moravska galerie, Brno

2003 Ceskoslovensko, Slovenské narodni muzeum, Bratislava, Slovensko; Kompression, Kolonie Wedding,
Berlin-Wedding

2004 Soukroma vasen, sbirka Richarda Adama, Dim pan( z Kunstatu, Brno; Neutral, Motorenhalle,
Drazdany; Sou¢asna malba ze sbirky Richarda Adama, Galerie mésta Jihlava, Jihlava

2005 1811197604122005, Plan B, Cluj, Rumunsko; Finalisté Ceny J. Chalupeckého 2005, Galerie
hlavniho mésta Prahy; V. Bienale mladych, Dim U kamenného zvonu, Galerie hlavniho mésta Prahy;
IV. Novy zlinsky salon, DOm uméni, Zlin

2006 Moravska Galerie, Brno; Death Is Not the End?, Moravska galerie, Brno; Akné, Shirka R. Adama,
Galerie Rudolfinum, Praha; Sbirka R. Adama, Galerie Vankovka, Brno

2007 Lovci Lebek, Galerie Klatovy/Klenova, Klatovy
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Josef Bolf (*1971)

Big Foot, 2006

akryl / platno | acryl/ canvas
20x 34 cm

soukroma sbirka — s laskavym svolenim Galerie MIRO | private collection — courtesy of the MIRO Gallery
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Vit Soukup (*1971)

Okurka | Cucumber, 1998-99

z cyklu Jidlo | from the Food cycle
olej / platno | oil / canvas

101 x 130 cm

Galerie MIRO, Praha | MIRO Gallery, Prague
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Vit Soukup

Vit Soukup se narodil v roce 1971 v Ceskych Budgjovicich. Studoval jednak na prazské Akademii
vytvarnych uméni a jednak na Vysoké Skole umélecko-primyslové, kde absolvoval téz doktorské studium
malby. Malba se stala pro Soukupa pfedmétem intenzivniho studia. Nezabyva se sice tzv. staromistrovskou
koncepci obrazu, ale jeho dila vyuzivaji pfesto nejriznéjSich malifskych fines: lazur, barevnych kontrast,
promys$lené kompozice. Mimo malby se vénuje téz médiu videa, v némz variuje néktera sva zakladni témata:
téma détského svéta €i sentimentu. Na pocCatku své tvorby si vytvafi Soukup jakysi vlastni snovy svét
s nezameénitelnou zamlzenou atmosférou. Pozdéji se vénuje hlavné prizkumu archaické masové kultury ¢&i
kazdodennosti, na kterou jsme byli zvykli pfed dvéma desitkami let v dobach tzv. realného socialismu. Autor
si bere naméty z rliznych popularnich totalitnich ¢asopist. V té dobé se masova média snazila orientovat
pozornost svych konzumentl hlavné na sféru soukromi, kde mohli vyuzit svlj potencial napt. pfi riznych
domacich pracich (pleteni, dekorovani bytu apod.). Soukromi je hlavni sférou Soukupova zajmu. Vytvari
napft. volny cyklus ,Jidlo“, kde reflektuje kazdodennost na pomezi reality a nostalgického snu.

Vit Soukup was born in Ceské Budéjovice in 1971. He studied at Prague’s Academy of Fine Arts and
the Academy of Arts, Architecture and Design, where he received a doctor’s degree in painting. Painting
became for him the subject of intensive study. While he does not focus on the “Old Masters” concept of
painting, he applies various fine painting approaches: glazing, colour contrasts, elaborate composition.
In addition to painting, he has also focused on the medium of video in which he varies some of his basic
themes: the theme of the child’s world or sentiment. At the beginning of his career, Soukup created a dream
world of his own with a signature misty atmosphere. Later on, he mainly explored archaic mass culture
or the everydayness we were used to two decades ago at the time known as “real socialism”. The artist
takes his themes from various popular totalitarian period magazines. At that time, the mass media strove
to primarily orientate their consumers’ attention to the private sphere, where they could make use of their
potential during, for example, various forms of domestic and DIY work (knitting, decorating, etc.). Privacy
is the main focus of Soukup’s interest. He has created, for example, the free “Food” cycle, which reflects
the everydayness at the border of reality and a nostalgic dream.

Samostatné vystavy (vybér) | Individual Exhibitions (selection)
2000 Zizeri po zivot&, Galerie Pokorny, Prostéjov

2002 Rozkos u Tvrdohlavych, Galerie Tvrdohlavych, Palac Lucerna, Praha; Lizing, Komeréni centrum
Novy Andé&l, Praha; Spaliky, Galerie Emila Filly, Usti nad Labem
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2003 Posmrtna vystava, KGVU Zlin; Krdsa nesmirna, Vystavni sift VSUP, Praha; Dorka, Vystavni sifi
Sokolska 26, Ostrava
2004 Dorka Sale 53 %, Galerie Ad Astra, Kufim

Kolektivni vystavy (vybér) | Group Exhibitions (selection)
2003 IN OUT, Mezinarodni festival digitalniho obrazu, Praha; Perfect Tense, Jizdarna Prazského hradu,

Praha; Obsese sbéru, Oblastni galerie, Jihlava
2005 Mezinarodni bienale sou¢asného uméni, Narodni galerie, Praha
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Vit Soukup (*1971)

Zluty ubrus | Yellow Tablecloth, 2003
z cyklu Dorka 1. | from the Dorka | cycle
olej / platno | oil/ canvas

120 x 130 cm

Galerie MIRO, Praha | MIRO Gallery, Prague

83



Martin Sarovec (*1977)

Luciano Pavarotti, 2007
akryl / platno | acryl/ canvas
110x 110 cm
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Martin Sarovec

Martin Sarovec (narozen 1977) vnima okolni svét vesmés prizmatem medialniho obrazu. Osobni historie
autora (reflektuje mnohdy i vlastni rodinu) se odehrava v prostoru a ¢ase medialnich udalosti a scén, pohled
ovSem neklouze po povrchu.

Medialni obraz je umistén do vécné pfitomnosti, ktera je ovdem momentem v8ednosti a nikoli néjakym
transcendentnim prvkem. Reklama a podobné obrazy se stavaji synonymem obsese. Sam Sarovec
oznacuje nékteré své malby jako ,psychedelickou reklamu na nic®, coz uspésné komentuje jak problematiku
medialniho obrazu, tak autorovu reakci na néj. Samotny medialni obraz je v uréitém smyslu psychedelii
(stavem extaze), pficemz jeho reflexe se jevi téz jako extaticka vidina, proménéna optikou deformace
a zriznéni. Za idylou reklamniho obrazu ¢i bez€asim medialniho toku se skryva dés. Dés z nepfedvidatelné
nahody temporality, z neodvratného sméfovani k neznamu. Tento stradak je nosnou metaforou Sarovcovych
zdanlivé parodickych maleb. V okamziku vyjmuti figury z neustalého toku pfedvidatelnych situaci se z hlavy
vynofuji chapadla napojena na odmitané podvédomé obsahy (Spatné skryvané deviace, uzkosti apod.).
Deformace, groteska, karikatura, exprese - to vSe se vymyka stavajicimu masmedialnimu kanonu a ohrozuje
jej to svou nejednoznacnosti a necitelnosti. Pfesto tento kfivy obraz zrcadli realitu medialni komunikace
respektive to, co je z ni vytéshovano kamsi za hranice viditelnosti. Sarovec si uvédomuije limity dnesni
situace masové kultury a jejich hodnot. Z jeho grotesknich obrazd vystupuji strasidelné pfizraky. Reklamni
obrazy a deviantni ikony se proménuji v groteskni a absurdni zmét, kde zanik neni ani zdaleka eliminovan.

Martin Sarovec (1977) universally perceives the surrounding world through the prism of the media image.
The artist’s personal history (many a time he also reflects his own family) takes places in the space and time
of media events and scenes, yet the view does not slip on the surface.

The media image is placed in the eternal present, which is, however, a moment of familiarity, not
a transcendental element. Adverts and similar pictures become a synonym of obsession. Sarovec himself
brands some of his paintings “psychedelic adverts for nothing”, successfully commenting on both the problems
of the media image and the artist’s response to it. In a certain sense, the media image itself is psychedelia
(the state of ecstasy), while its reflection also appears as an ecstatic vision transformed through the optics
of deformation and differentiation. Dread lies behind the idyll of the advertising image or timelessness of
the media flow. Dread of the unpredictable accidence of temporality, the irreversible movement towards
the unknown. This angst is the essential metaphor of Sdrovec’s seemingly parodic paintings. At the moment
of taking a figure out from the continuous flow of foreseeable situations, tentacles emerge from the head
linked to the rejected subconscious contents (poorly concealed deviations, anxieties, etc.). Deformation,
grotesque, caricature, expression — this all surpasses the existing mass-media canon and threatens with
its ambiguity and illegibility. Yet this crooked image mirrors the reality of media communication, or what is
being displaced from it somewhere behind the borders of visibility. Sarovec is aware of the limits of today’s
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mass culture and its values. Eerie ghosts loom from his grotesque pictures. Advertising images and deviant
icons transform into a freakish and absurd tangle in which extinction is far from eliminated.

Samostatné vystavy (vybér) | Individual Exhibitions (selection)

2004 Galerie Felixe Jeneweina, Kutna Hora; Galerie La Femme, Praha
2005 Galerie Felixe Jeneweina, Kutna Hora

2006 Galerie Dooka, Praha

2007 Nostress Gallery, Praha; Icon Gallery, Praha

Kolektivni vystavy (vybér) | Group Exhibitions (selection)

2003 FIGURAMA 03, Figural drawnings (Praha — Znojmo — Mainz — Berlin)

2004 Vysokeé Skoly uméleckoprimyslova a akademie vytvarnych uméni, Malostranska beseda, Praha;
FIGURAMA 04 (Praha — Plzen — Brno — Mainz — Viden); Studenti 2004, Galerie Louvre, Praha;
Ateliér malby Vysoké Skoly uméleckoprimyslové, Galerie Felixe Jeneweina, Kutna Hora; Galerie
hl. Mésta Prahy, Praha

2005 Fetish Zone, Karlovy Vary; Galerie Art Pro, Praha

2006 Kunst in Herrenhausen, Hannover; Galerie Art Pro, Praha

2007 Nova trpélivost, Galerie Manes, Praha; Art Prague, Praha; Uméni porodit, Narodni Galerie, Praha
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Martin Sarovec (*1977)
Bartok, 2007

akryl / sololit | acryl / hardboard
100 x 100 cm

soukroma sbirka — s laskavym svolenim Galerie MIRO | private collection — courtesy of the MIRO Gallery
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Jakub Sparihel (*1976)
Lustr | Chandelier, 2007
akryl / platno | acryl / canvas
110 x 80 cm
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Jakub Sparihel

zaznamu gestické akce. Sparihel zkousi rizné malifské metody v ramci urditych limitd, jeZ pfedstavuje
pfedevsim témér naprosta monochromnost, prolamovana pouze obcas jinobarevnymi nadechy. VétSina jeho
velkoformatovych obraz(, vytvafenych fidkym akrylem, pracuje s valéry ¢erné a bilé, nékolikrat se objevuje
navic zlata barva. Ackoli se Spanhel postupné propracovava k expresivnimu kaligrafickému projevu, coz
svadi k domnénce, ze cilem malifské akce je sebevyjadieni, nemizeme se zbavit pocitu, ze autorlv vizualni
vjem zde neni pouze druhotnou zalezitosti. Jeho malby maji minimalni znakovou povahu, tim minimalng&jsi,
jak se zvy3uje jejich kaligrafické, ,abstraktné-expresivni traktovani. Na Spanhelovych malbach se objevuje
motiv, ktery Ize pochopit jako prodlouzeni pozdné impresionistického objevu urcitého typu vidéni, jez
muUzeme oznadit za vidéni nerozuméjici, nerozezndvajici apod. Vidéni je rozostfené, chybi racionaini
vyklad situace. Spanhelovo vyuziti spreji naznadéuje, ze autor je vandal, provokatér, coz opét potvrzuje
jeho zajem o gestickou kaligrafii. Autor naruSuje konven¢ni, tj. znakovou povahu vSednodenniho mysSleni
a vidéni, jehoz jasnost a pfehlednost jsou viceméné komeréni nastroje. S rozostfenim vidéni, ale predevsim
s praci s ,vandalskou“ skvrnou a tekutosti barev se setkdme u ,novych divokych®“. Neni nahoda, Ze se zde
objevuji hlavné metody pracujici s naruSovanim formy, s ,beztvarosti“. Sparihel neni klasicizujici, nybrz
disharmonizujici malif. NaruSuje znakovou rozpoznatelnost a formalni pevnost a nahrazuje je vicezna¢nosti
a tekutosti.

Jakub Sparihel (1976) has worked through from an initially more classical concept of painting to
abstracted recording of gestic action. He has applied various painting methods within certain limits, primarily
represented by an almost total monochromacity, only occasionally interwoven with tints of other colours.
Most of his large-format pictures created with thin acrylic paint feature tones of black and white, with
an additional golden colour appearing on several occasions. Although Sparihel has been gradually working
towards an expressive calligraphic utterance, which tempts us to assume that the objective of painting is
self-expression, we cannot help but feel that the artist’s visual perception is not merely a secondary matter.
His paintings have a minimal semiotic nature, the more minimal as their calligraphic, “abstract-expressive”
treating increases. Sparihel’s pictures comprise a motif that can be understood as a prolongation of a late
impressionistic discovery of a certain type of vision, which can be branded misconceiving, indiscernible, etc.
The vision is blurred, with a rational explanation of a situation missing. Sparihel’s making use of spray cans
indicates that the artist is a vandal, provocateur, which again confirms his interest in gestic calligraphy. He
violates the conventional, so-called sign nature of everyday thinking and vision, whose clarity and lucidity
are more or less commercial tools. Defocused vision and, most importantly, work with the “vandal” smudge
and fluidity of paints can be encountered in the case of the “new primitives”. It is not by accident that methods
working with disrupting the form, with “formlessness”, mainly appear here. Sparihel is a disharmonising
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painter rather than a classicising one. He violates the sign’s discernibility and formal rigidity, replacing them
with ambiguity and fluidity.

Samostatné vystavy (od roku 1997) | Individual Exhibitions (since 1997)

1998 Jakub 19-21, Antikvariat Cerny pavouk, Ostrava

1999 Jean Marais, Galerie C.1.G.l., Ostrava; Smutek polibenych, Galerie 761, Ostrava

2000 Uklizecka, Galerie Jeleni, Praha

2001 Galerie Arte, Klagenfurt, Rakousko; Sto kvétinadd, Galerie-Knihkupectvi Rehofe Samsy, Praha

2002 Kytky, portréty a kvétinace, Méstsky dim kultury, Karvina; Bélasek zelny, Galerie Nibiru, Ostrava

2003 Jakub Spanhel 26 let, Galerie hlavniho mésta Prahy, Staroméstska radnice, Praha; Obrazy, Galerie
Erasmus, Mélnik

2004 Okénko, Vystavni sifi Synagoga, Méstské muzeum, Hranice na Moravé; Galerie 8, Cheb

2005 Jonas Czesany, Jakub Sparihel, Veletrzni palac, Narodni galerie v Praze; Sejdeme se na htbitové,
Galerie Felixe Jeneweina, Kutna Hora

2006 Obrazy, Vystavni sin Sokolska 26, Ostrava; Viiné riizi a benzinu, Galerie Kufim; 286 piv, Galerie
Na Bidylku, Brno

2007 Devét obrazli, Galerie Woxart, Praha; Obrazy 2000-2007, Galerie U Bilého jednorozce, Klatovy

Kolektivni vystavy (od roku 1997) | Group Exhibitions (since 1997)

1997 Mrtvé duse, Nova sin, Praha

1998 Ostrava umjeni...?, Manes, Praha; Harmonie 98, Galerie Vaclava Spaly, Praha; Snizeny rozpodet,
Manes, Praha; Na vlastni o¢i, Die Aktualitat des Schoénen..., Liberec

1999 O lasce, Richterova vila, Praha; Lagkovani s cizinci, Ceské centrum, Londyn

2001 Prvni a posledni — ateliér Jifiho Davida 1994—-2000, Galerie Vaclava Spaly, Praha; Klasika, Dul
Michal, Ostrava; Vystava AVU, Lima, Peru; Klasika, Muzeum uméni, Olomouc

2002 Vystava diplomanttd AVU 2002, Veletrzni palac, Praha

2004 Perfect Tense, Jizdarna Prazského hradu, Praha; AVU Praha — HFBK Dresden, Kunstforum
Ostdeutschegalerie, Regensburg, SRN; Malifi 03, Diim U Jonase, Vychodoceska galerie
v Pardubicich; Berlin — Praha — Berlin, Manes, Hause am Waldsee, Berlin; Malifi 03, Galerie
U Bilého jednorozce, Klatovy/Klenova

2005 IBCA, mezinarodni bienale sou¢asného uméni, Veletrzni palac, Praha

2006 Akné, Galerie Rudolfinum, Praha; Spfiznéni... Allied, Narodni galerie, Veletrzni palac, Praha
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Jakub Sparihel (*1976)
Kytice | Bouquet, 2007
akryl / platno | acryl/ canvas
60x115cm
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Galerie MIRO, zaloZena v Berliné v roce 1987, od roku 1994 sidli v Praze,
nabizi originalni umélecka dila svétovych klasiku a prednich ¢eskych umélcu.

The MIRO Gallery, founded_ 1987 in Berlin and since 1994 located in Prague,
offers original works of world classical artists as well as Czech leading artists.

MIRO Gallery, church of st. Rochus, Strahovské nadvoii 1/132, 118 00 Prague 1
tel.: +420 233 354 066, fax: +42q 233 354 075, e-mail: miro@ini.cz, www.galeriemiro.cz
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