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Predmluva
Rostislav Kostial

Jiz dvacet Sest let pfijizdéji do naSeho je-
dineéného mésta umeélci z riznych koutl
republiky, ale také z okolnich evropskych
zemi, aby se zde nechali inspirovat zdejsi
mimoradnou krajinou, hlubokou historii

i mistnimi lidmi.

Tyto autentické pocity pretavi do dél,
ktera svou originalitou a netradi¢nim
vznikem nemaji srovnani v okolnim svéte.
Cast své tvorby zanechaiji v nasi sbirce,
jez se za ta léta rozrostla do nebyvalych
rozmérd i vyznamu.

Mohlo by se zdat, ze dvacaty Sesty
ro¢nik neni ni¢im vyjimecny, ale opak je
pravdou. Z mého pohledu to byl ro¢nik
velmi povedeny. Opétovné se ukazalo,

Ze umeélci, obklopeni vinorodou krajinou,
dokazou vstrebat do sebe a promitnout
do své tvorby rozmanitost mikulovské-
ho genia loci a vytvofit dila, v nichz se
fenomén nejkrasnéjsiho jihomoravského
mésta zrcadli.

Vyznam ro¢niku 2019 spatruji také
v tom, Ze je to rok, kdy slavime tficet let
od padu komunistické diktatury a kdy
vice nez jindy mohou umélci zazivat poci-
ty svobodné tvorby.

A pravé tato svobodna, ni¢im a nikym
nesvazovana tvorba se nese vSemi dily
z uplynulych ro¢nikl a definuje jejich
obrovskou uméleckou hodnotu.

Jak vystizné v tomto kontextu zni citat
Bruce Leeho: ,Uméni zije tam, kde je
absolutni svoboda.*

uvoD

Kratka
poznamka misto Uvodu
Jifi Kacer

26. ro¢nik "dilny" byl pro mne velice
pfijemny Cas straveny se skvélou sesta-
vou Ucastnik( a perfektnim organizac-
nim a technickym zdzemim ze strany
organizatord. A to vSe v krdsném mésté
prodchnutém historii. Je radost setrvavat
v kulturnim prostfedi, které cti historické
dédictvi, peclivé udrzuje své pamatky

a zaroven dava prilezitost sou¢asnym
kulturnim projeviim. Tato idea mi je
velice blizkd, a proto také byl jako symbol
naseho ro¢niku zvolen prepis Cisla 26

ve znacich staré rfectiny. Dékuji vSem
Gcastniklm i organizatorlim a do pfistich
roénikl preji "dilné" mnoho zdaru.
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Promény
Adam Vrbka

LetoSni roénik mikulovského vytvarného
sympozia byl ve znameni mirné promény.
Promény, jejimz cilem je neustéle vice
otevirat sympozium ob¢aniim mésta

a Siroké verejnosti.

Jiz Sestadvacéty ro¢nik pod kurator-
skym vedenim Jifiho Kadera a teoretic-
kym vedenim lvana Neumanna predstavil
celou fadu zajimavych umélct z rlznych
obor( vytvarné ¢innosti.

Obyvatelé mésta méli moznost seznéa-
mit se nejen s jejich autorskym projevem,
ale i s jejich hudebnim vkusem ¢i jinymi
zajmy, které se v prlbéhu sympozia
projevily celou fadou doprovodnych akci
i vytvarnych vystup(. Ale i osobné, diky
odvaze autord bez ostychu se pohybovat
ve mésté a navazovat nova pratelstvi.

Sympozium také nezapomnélo na
minulé ro¢niky "dilny", které nejen ucast-
niklim pribliZilo ve formé& autorského ve-
Cera Evy Turnové a do€asnym umisténim
Kliové sochy Jifiho Davida do prostoru
zameckého parku.

Volné pfistupny socharsky ateliér
kuratora Jifiho Kacera pod Sirym nebem
v zadnim traktu Narodniho domu navazal
na tradici ateliér(l z ranych sympozii, kdy
navstévnici nemuseji ¢ekat na konec-
nou podobu uméleckého dila, trvale
instalovaného v parku vedle Zidovského
htbitova, ale mohou autora navstivit jiz
v procesu tvorby a prozit si pocit, kdy je
socha prozatim ve fazi vzniku.

uvoD

Fotografické série Jaroslava BeneSe,
grafické prace Klary Stefanovié¢ové, mal-
by Eugenia J6zefowského &i spole¢na
graficka dila Svatopluka KlimesSe a Jifiho
Kacera se pfimo navazaly na mésto
Mikulov, jednotlivé méstské scenérie,
detaily, artefakty ¢i osobnosti. V prostoru
zameckych ateliérd tak vznikla cela fada
praci, které maiji vyznam o to vétsi, ze
jednotlivi autofi umoznili, aby genius loci
meésta Mikulova pronikl hluboko do jejich
dusi a tvorby.

Poutavy je také popel na obrazech
Svatopluka KlimeSe, ktery pomohl pfi-
blizit malifovu odliSnou poetiku, zptisob
mysleni a svétonazor vyprofilovany za
mnoho let jeho autorské tvorby.

Nedilnou a velice vyraznou slozkou
letoSniho ro¢niku, na kterou nemohu
zapomenout, jsou velkoformatové ener-
gické malby Vojtécha Horalka, Denisy
Krausové a Mirka Zahalky, které naplnily
velkou ¢ast zamecké vystavni plochy.
Kazdy z Gc¢astnikd ve své sympozialni
tvorbé &asteéné vychazel bud z figurativ-
ni malby, ¢i z malby s realistickymi prvky,
avSak kazdy zcela odliSnym zpUsobem.
Teoretik lvan Neumann dokazal tento mix
v prostoru zamku nainstalovat svézim
a zajimavym zpUsobem, ktery je lakavy
a poutavy, umoznujici divakovi podchytit
cely letoSni ro¢nik "dilny" a i za to mu
patfi nemaly dik.

Musim fici, Ze mé jiz Sestadvacaty
ro¢nik Mikulovského vytvarného sympo-
zia velice mile prekvapil. A pravé za toto
prekvapeni musim podékovat, a to nejen
Jifimu Kacerovi a jeho dobfe navolenému
tymu, ale i méstu Mikulovu za velikou
podporu akce, dale Regionalnimu muzeu
a celému organizaénimu tymu za mimo-
fadnou snahu pfi pfipravé "dilny".
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AAT
I[van Neumann

Je dvacet Sest vysoké &islo? Obecné
nikoliv a v naem utilitarnim svété uzitku
uz vliibec ne. Ale pro Zivot takové udalos-
ti, jako je vytvarné sympozium konané ve
sveté, ktery se jako zcela utilitarni skutec-
né& jevi je to &islo vysoké. Rekl bych, Ze je
jen malo takovych vytvarnych udalosti,
které maji tak dlouhy Zivot, a je§té méné
téch, které by byly soustavné pfipravo-
vany s takovou profesionalitou a erudici,
jako je Mikulovské vytvarné sympozium
"dilna". Letos, tedy v roce 2019, probihalo
jiz poSestadvacaté. Jeho velkou prednos-
ti, mezi jinym, je i to, Zze kazdoro¢né roz-
Sifuje sbirku sou¢asného umeéni mésta
Mikulova. Jako kazdy ro¢nik této udalosti
ma i ten leto$ni svlij osobity charakter,
ktery mu vtiskuji svou tvorbou zu&astnéni
umeélci.

Predstava o slozeni skupiny vytvar-
nych umeélcl pro 26. roénik se zacala
rodit pfiblizné pfed tfemi roky. Projekt,
ktery celou predstavu o podobé "dilny"
2019 definoval, pfedlozil sochafr JiFi
Kacer. Béhem pfipravy projektu mne také
pozadal, zda bych byl ochoten pfijmout
roli teoretika ro¢niku. Pochopitelné jsem
souhlasil, uz pro vzpominku na ugast na
"dilné" 2015, kterou jsme tehdy nazvali
Hice. V Case, kdy vykrystalizovala defi-
nitivni podoba Sestadvacéaté "dilny", se
kvali onemocnéni vzdal uéasti malif, gra-
fik i fotograf Vaclav Benda (1948), vyrazny
expresivni figuralista mimoradné osobité

UvoD

interpretujici zivy odkaz ¢eského umeé-
ni sklonku Sedesétych let a originalné
akceptujici premisy postmoderny. Jako
zcela adekvatni volba se pak ukazalo
rozhodnuti oslovit Mirka Zahalku (1973),
absolventa Vlysoké Skoly uméleckopri-
myslové v Praze, umélce zprvu Uspésné
pracujiciho s grafikou a novymi médii, za
coz také obdrzel nékolik mezinarodnich
ocenéni, ale zahy také originalniho tvar-
ce platen velkych format(, ktery pracuje
pfi vytvafeni obrazt nebéznymi zplsoby
a s netradi¢nimi materialy.

Osm umélcl pracovalo jako obvykle
Gtyfi tydny v prostorach druhého pat-
ra jizniho kfidla mikulovského zamku.
Dva z nich ovSem nebyli ¢asto ve své
pracovné na zamku k zastizeni. Kurator
sympozia sochar Jifi Kager totiz pracoval
vétSinu ¢asu na nadvofri dnes neuziva-
ného Narodniho domu na mikulovském
namésti. Zulovy blok, ktery mé&l na délku
lehce pres Ctyfi metry, si Jifi Kader vybral
v lomu v obci Kamenna na Vysoginé
nedaleko mésta Tasova, rodisté i plsobi-
§t& basnika a spisovatele Jakuba Demla.
Na nadvofi domu pak vznikala skulptura
Fragment-Lavice, nakonec umisténa
nastalo v parku pod mikulovskym zidov-
skym hrbitovem. Ve chvilich, kdy nebylo
mozné zcela se koncentrovat na sochar-
skou praci, tfeba pro rusné spolecenské
udalosti na namésti, pracoval Jiti Kacer
na svych frotdzich v pracovné na zamku
a v pfilehlych zameckych i méstskych
prostorach. Definitivni podobu dosta-
valy pak frotaze ohfiovymi intervencemi
Svatopluka KlimeS$e, rovnéz ucastnika
leto8niho sympozia. Skulptura vytvorena
b&hem sympozia souvisi s celou skupi-
nou autorovych praci vzniklych v minu-
losti v jeho atelieru ¢i na rdznych sochai-
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skych setkanich a vétSinou nazyvanych
Fragment. Ka¢erovy skulptury, nejen

z fady Fragment(, vyvolavaji vzdy suges-
tivni dojem nalezu zlomku tajemného
archaického artefaktu vynorujiciho se

z hlubin gasu.

Rovnéz fotograf Jaroslav Bene$ neby-
val k zastizeni na zamku €asto. VétSinou
to mohlo byt tehdy, kdyz se vSichni umél-
ci sesli u stolu ve velké centralni mistnos-
ti, kde probihaly mnohé rozhovory nejen
o tvorbg, nebo v oblibeném Rodinném
vinarstvi Mikulov, ale i jinde. Mikulov
nabizi nepfeberné mnozstvi takovych
pfilezitosti. Benes pracoval v Mikulové
s digitalni fotografii, ale ma pochopitelné
bohaté zkuSenosti i s fotografii tradi¢ni.
Vzdy jako by fotografovalo umélcovo uvi-
déni, nahlé porozuméni v setkani, nikoliv
pfistroj. V Mikulové vzniklé fotografie
neopisuji kontakt s nepochybné krasnym
méstem, ale se silou toho, co bylo pravé
v tomto misté ,na dotek". Snimky Jarosla-
va Benes§e vzniklé b&éhem sympozia si vy-
zaduji soustfedénou divakovu pozornost
svou naprostou stfidmosti a tichosti.

Naopak Vojtéch Horalek témér z pra-
covny ani nevychazel. Nékdy pracoval
i v noci. Mimoradna komplexnost jeho
tvarcich postupu si vyzadovala velké
mnozstvi asu a energie. Vznikly tak dva
rozmeérné obrazy v mirném reliéfu a jed-
na mens§i skica. Pouhé oznaceni obraz
je pro né jen velmi obecné. Jeho obrazy
vypravéji pfibéhy spletitych, nesnadno
uchopitelnych lidskych Zivotnich situaci,
a to Gasto s jistou davkou ironie. | vtip
v podobé malého obrazku namalovaného
na nevyuzité tabulce zameckého infor-
macniho systému to potvrzuje. Ikono-
grafie Horalkovych mikulovskych obrazu
nepochybné ¢erpa z odkazll vytvarné

DIiLNA 2019 UVOD

obraznosti minulosti modifikovanych
Utoky soucasnosti.

Polsky malif Eugeniusz J6zefowski
nejviditelng&ji reagoval na sugestivni
vyzarovani prostoru Mikulova. Jen spora-
dicky vychazel ze svého ateliéru od pilné
prace, aby se osvézil a posedél s kolegy.
Jazykova raznost tu viibec nebyla na
prekazku. V jeho praci se zfetelné odrazi
sila, s jakou jej oslovila historicka atmo-
sféra mésta a impozantniho zamku nad
nim i ziva vinarska tradice kraje. Jeho
tvorba zasahuje do rliznych disciplin, ale
svlij umélecky zajem vénuje predevsim
tradiénimu obrazu. Atmosféra jeho miku-
lovskych dél balancuje na hrané snu a re-
ality, vaznosti i ironie. Velka série malych
formatl vzniklych béhem sympozia vybizi
k postupnému ¢&teni jakéhosi malifova
mikulovského intimniho snového deniku.
Citace z poezie nové i starsi tu jsou Casté
stejné jako drobné znaky identifikujici
meésto. Taz atmosféra pak napliuje i dva
velké obrazy charakterizované vitalni
barevnosti.

Cas od &asu bylo mozno v centralni
mistnosti mezi ateliéry ucitit zavan ¢eho-
si spaleného. Vystupoval z ateliéru Svato-
pluka KlimeSe, ktery pracuje pfedevsim
s papirem, nékdy i s jinymi materidly.
Jeho dila se totiz nerodi obvyklou cestou,
ale vznikaji ohném a popelem, zrafiova-
nim obrazové plochy. Malife, performera
a vytvarného pedagoga, pfisluSnika umé-
lecké generace 70. let Svatopluka Klime-
Se charakterizuje nezaménitelny humor.
V jeho tvorbé je pfitomna silna drama-
tiCnost i jakasi horkost, i humor a ironie.
Praveé jako v mikulovské instalaci Kohutik
jaraby... Historka spojené se vznikem
této série praci ohném a popelem na
papife charakterizuje autoriv smysl pro

12
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humornost absurdnich situaci, kterd ma
pocatek v jedné z mikulovskych restaura-
ci. V ateliéru, kde Svatopluk Klime$ tvoril,
vzniklo v§ak ohném a popelem i nékolik
velkoformatovych obraz( inspirovanych
vinicemi a klasickymi literarnimi dily véet-
né Pisné pisni.

Mirek Zahalka pracoval ve spojovaci
chodbé mezi jihozapadnim a jihovychod-
nim kfidlem zamku, ktera mi pfipomnéla
galerie francouzskych baroknich rezi-
denci. Tam vniklo Sest velkoformatovych
obraz( pod spoleénym nazvem STEPPE.
Nejprve vznikly obrazy ¢tyfi, ale neutu-
chajici energie Mirka Zahalky si vyzadala
vznik dalSich dvou. | tentokrat jej pfita-
hovalo ono prastaré tajemstvi vzniku
obrazu. Mikulovské obrazy nevznikaly
v neprerusovaném ¢asovém sledu. Autor
totiz obcas citil potfebu koncentrovat
mySlenky, zpfesnit intenci, a tak vyrazel
na dlouhé tury do pélavskych kopc, kte-
ré dikladné prochodil navzdory letnim
vedrdm. Na jeho mikulovskych obrazech
si nelze nepovSimnout ur¢itého drama-
tického ténu, znameni lidského udélu.
Zadny ze Zahalkovych obraz(l tu nevzni-
kal cestou ortodoxni malby, ale pomalym
vrstvenim novodobych technickych
materiald.

Cistokrevnou, plnou malbu pfivedla
do Mikulova Denisa Krausov4, zijici a tvo-
fici nedaleko Valtic, kterou jako hosta
na sympozium pozval jeho organizator.
Béhem "dilny", vlastné skoro nepozorova-
né a v tichosti, vzniklo v ateliéru Denisy
Krausové Sest velkych platen. Casto to
vypadalo, Ze se néktera z nich nékolikrat
od zakladu promeénila jako by obrazy byly
zivé organismy. VVSechny znovu objevo-
valy pro soucasnost stara ,jednoducha*
témata zatisi — ,nature morte” - ,mrtvé

UvoD

ptirody*. Ale intepretace Denisy Krau-
sové ji naopak vdechovala podivuhodny
zivot. V té malbé byla vaznost, ale také
tézko definovatelny zleh&ujici ton. Ostat-
né nezfidka to potvrdily vyroky autorky
bé&hem ob&asnych mikulovskych rozho-
vor( u dlouhého stolu.

Asistentkou sympozia byla ustano-
vena studentka Vysoké Skoly vytvarnych
uméni v Bratislavé Klara Stefanovi¢o-
va. | ona méla dostatek prostoru, aby
se mohla vénovat vlastni tvorbé mimo
nemnoha povinnosti plynoucich z jeji
funkce. Velmi tiSe a soustfedéné sedava-
la v nevelkém ateliéru, kde vytvofila fadu
kreseb a drevorez(. Jeji vytvarny zajem
jisté vyrazné ovlivnily studijni pobyty
v Anglii a v Japonsku, jehoz vytvarna
kultura, ktera dala svétu fenomén ja-
ponského dfevorezu, se obzvlasté silné
dotkla jeji vnimavosti. Tichou kontem-
placi pUsobi tuzkové ¢ernobilé kresby,
jejichz motivy, vytvarené hustou Srafurou
kratkych ¢€ar, vychazeji z reflexi architek-
tury mikulovského zamku.

V nasledujicich rozhovorech se viemi
ucastniky Mikulovského vytvarného sym-
pozia "dilna" se jisté ¢tenar dozvi vice
o0 samotnych autorech, o jejich praci bé-
hem "dilny", o jejich nazorech na umélec-
kou tvorbu a v neposledni fadé i o celém
dvacatém Sestém rocniku "dilny". Struc¢-
né jsem se pokusil timto Gvodem pootev-
fit dvefe k rozhovordm s tvarci.

fijen 2019
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PrirGstky do sbirky sou¢asného
umeéni mésta Mikulova
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Jifi Kager: Fragment-Lavice, kamenska zula, 400 x 68 x 43 cm
Fragment-Bench, granite from Kamenna




Jifi KaGer a Svatopluk Klimes: Pro muze, kombinovana technika, 100 x 70 cm Jiri Kacer a Svatopluk Klimes: Pro Zeny, kombinovana technika, 100 x 70 cm
For Men, mixed media For Women, mixed media




Jifi Kager a Svatopluk Klime$: 246, kombinované technika, 100 x 70 cm Jifi Kager a Svatopluk Klime$: 245, kombinované technika, 100 x 70 cm
246, mixed media 245, mixed media
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Jiri KaGer a Svatopluk Klimes:
Bez nazvu, kombinovana technika, 35 x 50 cm
Untitled, mixed media

Jifi Kager a Svatopluk Klime$:
Bez nazvu, kombinovana technika, 35 x 50 cm
Untitled, mixed media 28—29




Jiti Kac¢er a Svatopluk Klimes:
232, kombinovana technika, 70 x 50 cm
232, mixed media

Jiti Kac¢er a Svatopluk Klimes:
233, kombinovana technika, 70 x 50 cm
233, mixed media
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Denisa Krausova: Vaza, olej na platné, 150 x 180 cm Denisa Krausova: Zatisi s rGzemi, olej na platné, 125 x 165 cm
Vase, oil on canvas Still life with roses, oil on canvas 32—33
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Vojtéch Horalek: Privitani, kombinovana technika na platné a plexiskle, 200 x 300 cm
Welcome, mixed media on canvas and plexiglass

36—37
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Vojtéch Horélek: Prvni let, kombinovana
technika na platné, 150 x 200 cm
First Flight, mixed media on canvas

38—39






Mirek Zahalka: STEPPE 05, gumoasfalt,

syntetika na platné&, 200 x 300 cm
STEPPE 05, asphalt rubber, synthetics
on canvas

(strany 44-45)

Mirek Zahalka: STEPPE 06, gumoasfalt,

syntetika na platné, 200 x 300 cm
STEPPE 06, asphalt rubber, synthetics
on canvas

(strany 46-47)

42—43












Jaroslav Benes$: 10 metrl od postele, kontaktni kopie, brom papir, 23 x 18 cm Jaroslav Benes$: 10 metrl od postele, kontaktni kopie, brom papir, 18 x 13 cm
10 Metres From the Bed, contact copy, bromide paper 10 Metres From the Bed, contact copy, bromide paper
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Jaroslav Benes: 10 metr(i od postele,
digitalni tisk, 32 x 45 cm
10 Metres From the Bed, digital print

Jaroslav Benes: 10 metrd od postele,
digitalni tisk, 32 x 45 cm
10 Metres From the Bed, digital print

0
X ‘Ofu /

)| 1L
OO |
0"4, A

O

(! ALRRARARY
Y 1111 4!

Jaroslav Benes: 10 metrd od postele,
digitalni tisk, 45 x 32 cm
10 Metres From the Bed, digital print




Ini tisk, 45 x 32 cm

Jaroslav Benes: 10 metrd od postele, barevny digitalni tisk, 32 x 45 cm
10 Metres From the Bed, colour digital print
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Jaroslav Benes: 10 metrd od postele, digit:
10 Metres From the Bed, digital print
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Svatopluk Klime§: LiSky nam schytejte,
kombinovana technika na platnég, 200 x 200 cm
Catch the foxes, mixed media on canvas
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Svatopluk Klime$§: Nevi§-li sama, ty nejkrasnéjsi z Zzen, jen vyjdi v patach
oveckam a svoje klzlatka nech past tam, kde pastyfi maji stan... (Pisefi pisni),
kombinovana technika na platng, 200 x 130 cm

If you do not know, O fairest of women, follow the tracks of the flock, and
graze your young goats near the tents of the shepherds... (The Song of
Songs), mixed media on canvas 58—59



Svatopluk Klimes$: Nehledte na mé, Ze snéda jsem, to slunce se
do mne opfelo! Synové matky mé v hnévu proti mné prikazali mi
hlidat vinice... (Pisen pisni), kombinovana technika na platné,
200x130cm

Do not stare because | am dark, for the sun has looked upon me!
My mother’s sons were angry with me; they made me a keeper
of the vineyards... (The Song of Songs), mixed media on canvas
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Eugenius J6zefowski: Uzaméen v 1&hvi s obtiznym
rozhodnutim, akryl na platné&, 130 x 200 cm
Shut in a bottle with a difficult decision, acrylic on canvas

Eugenius Jozefowski: Vlajkova lahev z Mikulova,
akryl na platné, 130 x 200 cm
Flag bottle from Mikulov, acrylic on canvas
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Klara Stefanovidova: M1 (z cyklu F),
dfevorez na japonském papite, 24 x 20 cm
M1 (from the series F), woodcut on
Japanese paper
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Klara Stefanovigova: M2 (z cyklu F),
dfevorez na japonském papife, 24 x 20 cm
M2 (from the series F), woodcut on
Japanese paper
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Klara Stefanovigova: M3 (z cyklu F),
drevorez na japonském papite, 24 x 20 cm N/
M3 (from the series F), woodcut on :
Japanese paper
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Klara Stefanovidova: Na Sv. kope&ku 01 (z cyklu Mikulov), tuzka na papife, 50 x 70 cm
On Holy Hill 01 (from the series Mikulov), pencil on paper

Klara Stefanovi¢ova: Na Sv. kopeéku 02 (z cyklu Mikulov), tuzka na papire, 50 x 70 cm
On Holy Hill 02 (from the series Mikulov), pencil on paper

Klara Stefanovi¢ova: Na Sv. kopecku 03 (z cyklu Mikulov),
tuzka na papire, 50 x 70 cm
On Holy Hill 03 (from the series Mikulov), pencil on paper
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Klara Stefanovigova: Zamek (z cyklu Mikulov), tuzka na papite, 50 x 70 cm
Chateau (from the series Mikulov), pencil on paper

Klara StefanoviGova: Méstsky penzion Mikulov (z cyklu Mikulov), tuzka na papife, 50 x 70 cm
Mikulov Town Boarding House (from the series Mikulov), pencil on paper

Klara Stefanovigova: U Silli (z cyklu Mikulov), tuzka na papife, 50 x 70 cm
U Sila (from the series Mikulov), paper on pencil

Klara StefanoviGova: Na zamku (z cyklu Mikulov), tuzka na papire, 50 x 70 cm
At the Chateau (from the series Mikulov), pencil on paper
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Klara Stefanovidova: Na Sv. kope&ek 01 (z cyklu Mikulov), tuzka na papife, 50 x 70 cm
On Holy Hill 01 (from the series Mikulov), pencil on paper

Klara Stefanovidova: Na Sv. Kopeéek 02 (z cyklu Mikulov), tuzka na papire, 50 x 70 cm
On Holy Hill 02 (from the series Mikulov), pencil on paper
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Jiti Kacer
Fatalni zalezitost

Rozhodoval ses dlouho pfijmout roli
kuratora sympozia "dilna" a predlozit jeho
koncepci? Co rozhodlo?

JK: O ucasti na "dilné" jsem uvazoval jiz
od prvniho kontaktu, kterym byla moje
navstéva Mikulova v roce 2015, kdy kura-
torem ro¢niku byl kamarad malir Oldfich
Tichy. Definitivni rozhodnuti padlo po
vzajemné dohodé o spolupraci na kon-
cepci s tebou.

Kdyz ses rozhodl, mél jsi jiZ predstavu,

v jakém materidlu bude tva skulptura

a jaké bude mit dimenze? Nemél jsi po-
chybnosti o moZnosti realizace naroéné
sochy béhem nedlouhého ¢asu trvani
sympozia? Nebylo by jednodussi vénovat
se praci se snaz§im materialem, treba
sadrou, nebo dokonce jen pracim na
papire?

JK: Umysl vytvofit pro Mikulov kamennou
lavici jsem pojal jiz od za¢atku. Pozdéji se
pouze konkretizoval material a proporce.
Bylo jasné, Ze nelze tuto skulpturu kom-
pletné vytvofit béhem sympozia, a proto
jsem uz rok dopfedu pozadal o spolupra
ci firmu pana Zedni¢ka z Kamenné u Ta-
sova. Tam také nakonec vznikl polotovar,
ktery pak bylo mozné dodélat v ramci
¢asového limitu sympozia. Rozhodnuti
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o materialu padlo na mistni zdroj, tak-
zvanou kamenskou zulu. A pak se uz jen
Cekalo na nadstandardné velky blok. Mél
jsem pozadavek, aby délka byla vétSi nez
350 centimetr(. Nakonec se podafilo pfi-
pravit blok o délce 400 centimetr(. Tento
rozmé&r umoznil proporéni feSeni vhod-
né pro instalaci v exteriéru v parku pod
zidovskym hrbitovem. Na préaci s leh&im
materialem vSak také do$lo. Soubézné

s praci na lavici jsem se vénoval frotazim
na papire.

Pro¢ jsi nakonec dal prednost tvrdé Zule
zlomu v Kamenné?

JK: S provozovnou v Kamenné jsem uz
dfive mél dobré zkuSenosti, a tak jsem
rad dal pfilezitost jejich materialu. Zpra-
covéavaji také mrakotinsky kdmen a dalSi
materialy. Kamenska Zula je krasny ka-
men z mistniho zdroje s velmi zajimavou
vnitfni strukturou. Jinak je samoziejmé
mozné poridit za srovnatelnou cenu ma-
terial napfiklad z Ciny, Indie nebo Afriky.
J& vSak nevidim ddvod pro¢.

Jaké je postaveni, jaka je role a jaké jsou
moznosti tradi¢niho socharstvi pracujici-
ho s hmotnym materialem v dnesni dobé
instalaci, computerovych manipulaci,
velmi ¢asto snadnych, plujicich na ,péné
ani*?

JK: Ja ve své tvorbg, stejné jako v zivotnim
stylu, nepodléham modnim trenddm.
Prace s kamenem je pro mne fatalni
zalezitost vzdor tomu, ze pro nékteré po-
zorovatele se muze zdat, Ze takzvané &pi
potem a jde mimo hlavni proud. Prace
pfimo do kamene metodou taille direct
je velké dobrodruzstvi, které si velmi uzi-
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vam. P¥i prezentaci svych dél vzdy dbam
na prisny koncept instalace, coz je pro
mne stejné dulezité jako vlastni prace na
jednotlivych artefaktech.

Préaci na soSe ve dvorfe neobyvaného
domu jsi ob¢as stridal s vytvarenim fro-
tazi, kterych nakonec vznikla velka rada.
Odkdy se viastné frotaZzi zabyvas? A jak
Jsi k ni dosel? Byla to pouze uleva od
naméhavé fyzické prace sochare?

JK: S témi frotdZemi je to tak. J& jsem se
v letech 2009 a 2010 zUc¢astnil sympozia
Smalt art ve Vitkovicich, které poradal Jan
Svétlik. Zde vznikaly moje vétSinou mo-
nochromni ocelové tabule s velice niz-
kym reliéfem ve smaltu. Nékolik téchto
tabuli jsem si pfivezl do ateliéru a az po
nékolika letech mne napadlo, Zze by bylo
mozné je pouzit jako matrice pro frotaz.
Tak tedy vznikla moje prvni fada frotazi.
Pozdéji jsem zacal vytvaret matrice i z ji-
nych materialQ se zajimavou strukturou.
Ze dreva, kovu, kamene a také rliznych
kombinaci. Tato technika mne velice zau-
jala, nebot mi poskytuje ohromny prostor
pro hru se strukturou, podobné jako je
tomu pfi moji praci v kameni.

Na jakych mistech vznikly mikulovské fro-
taZe a z jakého popudu vyplynula vytvar-
na spoluprace na jejich findlni podobé se
Svatoplukem Klimesem?

JK: Mikulovské frotaze vznikly v interiéru
zamku, exteriéru zamku a na pracovnim
dvore Narodniho domu. Nékteré vznikly

i kombinaci téchto lokalit. Jako matri-

ce zde poslouzily destruované plochy
starého schodisté, zamecké dvere

a jejich cislovani, rizné kanaly a poklopy,
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dlazba a podobné. Spoluprace se Svato-
plukem byla pldnovana. Poprvé jsme si
spole&nou tvorbu vyzkouSeli pfed néko-
lika lety na sympoziu v Drazdanech pfi
prilezitosti dnli Geské kultury. Od té doby
Cas od ¢asu spolupracujeme ke vzajemné
radosti.

Fragment-Lavice je umistén v parku

v Mikulové a mam dojem, jako by tam byl
odedavna. Vstoupil do prostoru mésta

a Zije jiz svym Zivotem. Byl jsem pfitomen
jeho instalaci a obdivoval jsem skvélou
spolupraci vdech zudastnénych. Kdy a jak
bylo nalezeno misto definitivniho umisténi
sochy?

JK: Mésto mélo vytipovanych nékolik loka-
lit, které se mnou objel Adam Vrbka uz pfi
kftu katalogu minulého ro¢niku. Rozhod-
nuti pro park padlo uz tehdy. Definitivni
umisténi v parku jsme s Adamem dohodli
v srpnu. Instalace a vnéjSi vztahy jsou pro
mne vzdy velmi dulezité. Véfim, Ze Lavice
je umisténa tak, aby mohla na tomto misté
dobre fungovat po v8ech strankach.

Mas pocit, Ze se néjak ,,prodral* do tvé
tvorby béhem sympozia ,fenomén Miku-
lov*“?

JK: Fenomén Mikulov je zcela urgité
vyrazné patrny ve frotazich, u kterych
jsem se snazil vzdy zachytit esenci dané
lokality. V pfipadé Lavice je tomu naopak.
Zde jsem se snazil zanechat svoji stopu

v Mikulové ja.

Jak dnes vidi§ Sestadvacaty roénik vytvar-
ného sympozia "dilna"? Obohatil té né&im
pobyt a kontakt s umélci nékolika genera-
ci' i rdznych vytvarnych nazora?
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JK: Na "dilnu" rad vzpominam. Pratelska
atmosféra a vzajemny respekt v§ech
Ucastnikd, vzdor generacni pestrosti

a nazorové rliznosti, vytvarely skvélé pod-
minky k praci. Rovnéz technické a orga-
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nizacéni podminky ze strany organizatort
byly perfektni. To v§e tedy v souhrnu
pfispélo k tomu, Ze podle mého nazo-
ru, zde vznikla velice zajimava kolekce
kvalitnich dél.
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Denisa Krausova
Jesté to nemohu pojmenovat

Z tvého Zivotopisu vysvita, Ze ses ucast-
nila jiZ fady sympozii. Takze pro tebe
nebylo pozvani na "dilnu" do Mikulova
asi nic prekvapivého. Bylo néco, co ti
pripadlo zajimavéjsi nebo duleZitéjsi nez
u téch predchozich? Vzhledem k nevelké
vzdalenosti od tvého bydlisté jsi asi védé-
la o dost dlouhé historii tohoto tvaréiho
setkani. Jak jsi pozvani prijala?

DK: Byla jsem pfedtim asi na tfech
sympoziich, to mikulovské je vyjime&né
v prvni fadé svou délkou pobytu. Vétsi-
nou byva maximalné &trnactidenni. Byt
cely mésic na zdmku je nezapomenu-
telny zazitek. Umélec tak stihne v klidu
prozit vSechny seznamovaci ritudly a pre-
devsim pak tvarci krize a nakonec se
zvladne i soustfedit na svoji praci a snad
posunout dal ve své tvorbé. To je totiz
hlavni divod pro¢ pozvani na sympozia
pfijimam. Je pravda, ze na mikulovské
sympozium jsem byla pozvana uz skoro
jako mistni, nicméné mnoho jsem toho

o historii a zakulisi nevédéla, myslim, ze
jsem na tom byla podobné jako ostatni.
Ve zdejSim kraji se pohybuju necelé tfi
roky a mnoho lidi neznam. VétSinou jsem
zalezl4 ve svém Uvalském ateliéru asi
dvanact kilometrd od Mikulova.

Citis néjaké vazby k tradici Ceského
wytvarného uméni minulého stoleti?
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Nachazis tam néjaké osobni preference?
Ma se vibec umélec zajimat o to, co je
samoziejmé neustale pritomno v kosmu
uméni? Jak to minulé, tak sou¢asné?

DK: Samoziejmé, povazuju se za milovni-
ka uméni 20. stoleti, a to nejen Eeského.
Je to nejzajimaveéjsi obdobi z celé histo-
rie. Pfedev§im dynamikou a pestrosti.
Jeho znalost povazuju za nutnost. Bez
néjakého aktualniho, nebo tendenéniho
feministického zabarveni musim pfiznat,
ze mi vyrazngji vy¢nivaji v ¢eském umeéni
zenské autorky. Ale nejsem zadny eklek-
tik, v&ci sleduju, ale nevychazim z nich
pfimo. Snad podvédomé.

Bohuzel se dnes Casto setkavam mezi
nejmladsimi a mladymi adepty vytvarné-
ho uméni s naprostou neznalosti tvorby
nedavnych predchudcd, s neznalosti
vyznamnych jmen i dé/ starsiho uméni. Je
to prosta Ihostejnost, nebo nepochopeni
toho, Ze veSkeré uméni, at staré, nebo
soucasné, je tu stale pritomno a klade
neodbytnou otazku po kvalité naSeho
viastniho uméleckého vykonu? Jak to
vidis ty?

DK: Ja se uz jedenact let pohybuju pouze
ve stfedoSkolském prostredi, nemohu
to tedy porovnat se vzdélanosti, nebo
touhou studentl po vzdélani na vyso-
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kych Skolach. Ja vtomto ohledu nemam
velkou skepsi. MUj pocit vzdycky byl,

Ze zajem o tvorbu predchldcUl jde ruku
v ruce s ambicemi, zapéalenim, pracovi-
tosti a inteligenci studenta. Jednodu$e
fe¢eno, pokud to ten student mysli vazné
a umeélcem bude, zaroven i vSechno
naséava, protoze chce. Vedle toho je tam
velké procento studentd, ktefi ignoruji
vSe, ale ti nas trapit nemusi, protoze
umeéni velmi brzy pfestanou délat. Je to
prirozeny stav, velké sito, kvili penéziim
na hlavu se bere na stfedni Skoly dost
zbyteénych studentd a vi se to uz na
pfijimackach.

Béhem studia na FAVU se ti postéstilo
dostat se na staz do Milana na Acade-
mia di Belle Arti di Brera. Pamatuji se,
Jak silné na mne zapisobila dila insta-
lovana v Pinacotece di Brera. Zaujalo

té staré uméni vystavené v pinakotéce,
nebo jsi ho snad pocitovala jako prekaz-
ku na cesté k vlastnimu malifskému vy-
razu? Nebylo prostredi skoly silnéjsi nez
osloveni starym uménim? Co pocituje$
Jjako zisk z pobytu na akademii a v Mila-
né vubec?

DK: U mé to bylo pravé naopak, na stazi
v Milané byly tak komplikované pod-
minky s ubytovanim, v§echno opravdu
neunosné drahé, ze jsme staz se spo-
luzackou pojaly tak, ze jsme se sbalily
a dva mésice jezdily po celé Italii az po
Palermo. Navstivily jsme snad vSechny
pamatky a obrazarny. Bylo to skvélé,
tehdy jsem se naucila koukat na obrazy
dlouho. Fascinovalo mé také patrani
po slavnych dilech po réznych malych
kostelich, napfiklad silné zazitky mam

z Caravaggiovych maleb. Objevily jsme si
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i skvélé soudasné umélce. Ale vSechno
samy, do Skoly jsme pak zasSly den pred
odjezdem a Skemraly o zdpocet za néja-
ké kresbic¢ky z cest. Brera je sice slavna
Skola, ale tehdy na mé puUsobila tak, ze
je prilis tradi¢ni a zamérena na staré
techniky a femeslo, jako u nas stredni
Skoly. Mné se do toho moc nechtélo,
chtéla jsem vidét vic.

V dobé, kdy od minulého stoleti pro-
béhla jiz nékolikata vina zpochybnéni
malby a obrazu jako média, které jiz neni
schopno se platné vyjadrovat k podstat-
nym aspektum soucasnosti a medialni
pozornost je vénovana obecné reéeno
spise tvorbé smérujici k dematerializaci
dila uméni, ses rozhodla pravé pro mal-
bu a obraz. Co té na ném pfitahuje, ¢im
té oslovuje?

DK: Je to zvlastni, j& na tyhle véci nikdy
nereagovala, na stfedni Skole jsem
délala dost urputné klasickou grafiku

a to byla doba, kdy zacinala pocéitatova
grafika, byla to doba euforie z novych
moznosti pocitacovych program( v de-
vadesatych letech. Pak jsem byla na
FaVU, preSla jsem z grafiky na malbu

a zacala ji objevovat a ucit se malo-
vat, v dobé, kdy se fikalo, ze malba je
mrtva, v dobé, kdy jedina budoucnost
meéla byt v novych médiich a konceptu.
Mé tyto véci taky zajimaly, ale jen stu-
dijné, z povzdali. Malba je pro mé stale
ten nejpfiméjsi zplsob zaznamu, je mi
to pfirozené, zadna technika mé nerusi
od pfemysleni, od tvofeni, vSechny
uspéchy i neuspéchy, jsou jenom na
mné. Méla jsem hodné rada i klasickou
grafiku, ale dnes uz mé brzdi ta matri-
ce, je to krok navic.
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AcC puvodem z Jihlavy, Zijes dnes v pro-
stfedi s mnohem silnéjsi folklorni tradici,
nez ma Vlysocina, ma to néjaky vyznam
pro tvou tvorbu?

DK: Myslim, Ze mé Morava zatim nestihla
pfimo ovlivnit. Pravda je, Ze jsem v po-
slednich letech dekorativné;si, ale zkou-
mani ornamentu jsem zacala uz pred lety
na Vysocging. Zatisi s hrozny jsem malova-
la pred péti lety v Jihlavé. Celkové mi jsou
krajina i lidé na Vysoginé svym naturelem
blizsi.

Vnimam jakousi syrovou vaznost tvych
obrazd, které se mi zdaji jako uvidéni
tajemného déni se véci v jedné vtefiné za
oponou praktikujici vSednosti, jako zadr-
zeni jinymi nevidéné udalosti. A také jako
obnovené porozuméni starému tématu
zatisi. Ale zaroveri vnimam jakési zleh¢o-
vani toho vSeho. Jak si jinak vylozit nazev
obrazu Pitomoucky obraz (Hostina)?

DK: Je to prfesné tak. Mam rada pnu-

ti v obraze a nejednoznacnost jejich
interpretace. Napfiklad kdyz se pere
monumentalita s uchylné dekorativnim
pojetim plochy nebo seriézni vazné téma
pojednané kyGovitymi fragmenty, patos
v kombinaci s Uplnou banalitou, placatost
s iluzivnosti. Podstatny je proces vzniku
obrazu, je to kolaz, ktera vznika v hlave,
véci se postupné pridavaji do kompozi-
ce. Zminéné sebeironie mi je blizka i ve
vlastnim vyjadfovani i v obrazech. Je to
povahovy rys. A téma zatisi? Ja zatisi
miluju, i ta starych mistrd, i kubisticka

a dalsi. OvSem ja osobné to vnimam jako
obrovsky prostor pro néjaky pfibéh. Moje
zatisi jsou osobni a autobiograficka.

A museji byt velika.
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Mas dojem, Ze se néjak ,prodral” do tvé
tvorby béhem sympozia ,,fenomén Mi-
kulov* | pfesto, Ze vlastné Zije$ nedaleko
a atmosféru prostredi jisté znas?

DK: Popravdé, myslela jsem, ze se mi
tam dostane Mikulov vic. Doufala jsem,
Ze si najdu klid na zkoumani méstskych
zakouti, zaznamenam genia loci, a ne-
stalo se tak. Nakonec se mi nechtélo
mezi turisty a pokracovala jsem na svych
vécech. Mikulov ale pfece jen na jednom
obraze je.

Jak dnes vidi§ Sestadvacaty ro¢nik vy-
tvarného sympozia "dilna"? Obohatil té
nééim pobyt a kontakt s umélci nékolika
generaci i riznych vytvarnych nézord

i s lidmi kolem "dilny"?

DK: Vidim to jako velmi pozitivni zazitek,
krom té mezigeneracni konfrontace

a navazani novych pratelstvi, jsem se
nepochybné i vytvarné néjak posunula.
Akorét to jeSté nemohu pojmenovat ani
zhodnotit. Jsem dost pomala, a zmény se
u mé déji pomalu, ale dé&ji se vzdy.
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Vojtéch Horalek
Vlyhoda prvniho podani

Jak rychle ses rozhodl, Ze nabidku ucasti

na vytvarném sympoziu "dilna" v Mikulo-

vé prijmes, a jak dlouhy &as ubéhl, nez jsi
pak do Mikulova prijel?

VH: Myslim, ze se mikulovska "dilna"

v nasi sestavé planovala tak tfi roky
dopredu. Kdyz mé oslovil Jirka Kager, tak
jsem souhlasil hned, navzdory obavam

z mésiéniho vypadku rodi¢ovskych
povinnosti. Zkratka mi to pfislo vzdalené,
a kdyz to letos pfislo, byl jsem moc rad.

Prijizdél jsi s uplné jasnou pfedstavou

o tom, co v Mikulové vytvoris?

VH: Ve své tvorbé jsem zvykly si praci
dlouhodobé pfipravovat a také je moc
dilezité, v jakém rozpolozeni mé takova
udalost, jako je sympozium, zastihne. Na
jare jsem mél malo prilezitosti souvisle
malovat, tak v ervenci pfisla chvile splnit
si plany predtim nedostizné. Mzu tedy
odpovédét, Zze jsem do Mikulova pfijizdél
s jasnou predstavou, ale ta je zpocat-

ku témeér vzdy jasn4, jen se dost ¢asto
neshoduje s vysledkem. A to je prece to
nejhez¢i na nasi praci, to dobrodruzstvi.
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M@él jsi néjakou povédomost o pétadva-
cetileté existenci mikulovského sympozia
"dilna" a o tom, jak symposium v Mikulo-
vé probiha? A mél jsi jiz s néjakym jinym
sympoziem zkuSenost?

VH: Po pravdé ma povédomost o miku-
lovské "dilné" byla dost mlhava, ale ve
srovnani s nespoéetnymi zkusenostmi
z jinych sympozii, byla "dilna" naprosto
vyjime&na.

Ze vSech udastniki mas jesté nejvice
na dohled sva akademicka studia. Mam
dojem, Ze jsi mél docela Stésti na peda-
goga. Alespori v tom, Ze jeho malifskost
Jje nezpochybnitelna. Jak sva studia vidis
s odstupem let? Co je tfeba si z nich
ponechat, co je tfeba opustit?

VH: Bude to pomalu deset let, kdy jsem
kong¢il na akademii a pfijde mi to néjak
vzdalené. Zpétné vidim studium na aka-
demii jako velmi uziteéné a nutné obdobi,
které vlastné splnilo mé o¢ekavani. Chtél
jsem hlavné malovat, néco se dozvédét
a taky aby mé nikdo moc neotravoval.
volnost, taky to n&jak rychle ubéhlo. Ale
nebylo to obdobi nijak euforické, na padé
AVU jsem byl spi§ nesvdj a nejisty kam
vlastné patfim. NejsvétlejSim a nejplod-
né&jSim obdobim pak byla staz v jizni
Francii, kterd mi na dlouhou dobu dala
mnoho energie a skokem meé posunula
v malovani. V ateliéru Malba lll profe-
sora Michaela Rittsteina jsem zUstal
celych Sest let. Nebyla to pohodInost ani
pfemira loajality k vedoucimu pedago-
govi, jen mi dalo dost prace si zvyknout
na prostredi akademie a dalSi zmény
jsem prosté nevyhledaval. Na vedouci-
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ho pedagoga jsem mél opravdu Stésti,

i kdyZ jsem nepatfil do kruhu oblibenc.
Myslim, ze jsme si rozuméli, a byl ke mné
otevreny a tolerantni. Ze studia jsem si
urdité odnesl tu Sestiletou zkuSenost
pracovniho nasazeni, spoustu praktic-
kych a teoretickych dovednosti femesla
malifského. Taky jsem si odnesl predsta-
vu o tom, jak to nechci délat, pfedevsim
ve smyslu stvofeni zhmotnéni pfedstav

a snu. Zkratka bych se nerad stal kaz-
dodennim natéra¢em a hromaditelem
snadno rozeznatelnych uméleckych
predmétl. Pro mé je dllezity proces tvor-
by a experiment, alchymie technologicka
i obsahova. Proto také pfikladam velkou
dulezitost chybé a blbosti.

V dobé, kdy od minulého stoleti probéhla
JiZ nékolikata vina zpochybnéni malby

a obrazu jako média, které jiZz neni schop-
no platné se vyjadrovat k podstatnym
aspektim slozZité a neprehledné sou-
¢asnosti, jsi se rozhodl pravé pro malbu
a obraz. Co té na ném pritahuje, ¢im té
oslovuje?

VH: Pro mé je uméni nepfetrzitym tokem,
fekou, a pro tu jsou viny a vinky pfiroze-
né. Prostor obrazu je mi asi nejpfiroze-
néjSim nastrojem pro vyjadreni pocitd
my$lenek a zhmotnéni snd. Nefikam, ze
je to jediny mozny zpUsob, ale porad je to
nejrychlejsi a nejpfirozené;jsi komunikad-
ni kanal s divakem. Je dllezité, Ze obraz
ve své celistvosti vidim okamzitg, kdyz si
pred néj stoupnu, a to neni malo. Samo-
zfejme ze pak néasleduje slozity rozbor
obsahovy historicky a formalni, ale obraz
ma prosté vyhodu prvniho podani. Také
mam rad mnohé stereotypy provazejici
zaveésny obraz. Proces stvofeni obrazu je
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pro mé také haptickym prozitkem, misani
rozli¢nych material(, z nichz se prede
mnou rodi artefakt.

Bohuzel se dnes Casto setkavam mezi
nejmlads$imi a mladymi adepty vytvarné-
ho uméni s naprostou neznalosti tvorby
predchudct a dél starého uméni. Je to
lhostejnost, nebo nepochopeni toho, Ze
veSkeré uméni je tu stale pfitomno a kla-
de neodbytnou otazku po kvalité nasSeho
viastniho vykonu? Jak to vidis ty?

VH: Vidim to tak, Zze znalost toho, co
pfedchazelo, a nejen v uméni, je nezbyt-
na a pro mou praci nesmirné dulezita.
Hlavné mé to vzdy bavilo. Ale na druhé
strané, mladi je pfece surové a neurvalé
k moudrym a uvazlivym pfedchiadcim,
musfi vzdy poslapat pravdy pfedchadc,
aby je objevilo znovu a v jiném svétle.

To je asi jedina obrana proti tomu, ze uz
tu vSechno bylo. Uz jsem mimochodem
prekrogil pétatficitku, takze sebe mezi
mladé umélce nepoditam.

Jak vnimas ¢eské moderni uméni, myslim
predevsim Sedesata az osmdesata léta?
Mas pocitové blizko k nové figuraci

a Ceské grotesce? Veselost a snad i jistou
Sklebivost v tvych dilech si troufam vidét.

VH: Musim se pfiznat, ze na ¢eském
modernim umeéni mam asi nejradsi znaky
pfisludnosti k regionu. Uméni Sedesé-
tych let je pro mé zdrojem obrovské
energie doby a mozn4, ze podvédomé
navazuji na tradici ¢eské grotesky a nové
figurace. Inspiraci mi ale vzdy bylo hlavné
umeéni mnohem starsi a také to neza-
faditelné insitni, pfimoc¢aré a plné giré
radosti z tvorby. Myslim si, ze jako jedna
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z ingredienci v malifském tygliku je ne-
smirné dullezity humor, ale ne za kazdou
cenu. Casto je to pomocné pfi vyjadie-
ni &i zobrazeni zalezitosti neveselych

a drazdivych, proto se zfejmé z pfrivétivé-
ho Uusmévu stava Skleb.

Mas dojem, Ze se néjak ,prodral” do

tvé tvorby béhem sympozia ,fenomén

Mikulov*?

VH: Jsem si jisty, Ze ano.
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Jak dnes vidis Sestadvacaty ro¢nik vy-
tvarného sympozia "dilna"? Obohatil t&
nécim pobyt a kontakt s umélci nékolika
generaci i riznych vytvarnych nézora?

VH: Mikulovska "dilna" byla vynikajici
ptilezitost pro nepretrzitou praci a se-
tkani se skvélymi lidmi v krdsném kraji
plném vini a chuti. | kdyZ jsem si ordino-
val dlouhou pracovni dobu, jinak by to ani
neslo, odjizdél jsem z Mikulova jako po
dovolené.
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Mirek Zahalka
Dokazu byt jako houba

Sestaveni skupiny umélcl pro Sestadva-
caty ro¢nik v Mikulové provédzela drobna
Skobrtnuti. Divodem bylo onemocnéni
Jjednoho z proponovanych tcéastnikd.
Kdyz jsme té oslovili, pfijal jsi Géast bez
zavahani a rad?

MZ: Pozvani jsem pfijal bez vyhrad

a s nadsSenim. Na prvnim misté se mi pfi
planovani léta vzdycky objevuje moznost
vyuzit ohromné plochy ateliéru malirny
Narodniho divadla (ND) v Praze ke své
vlastni tvorbé. Jako vedouci malirny tuto
moznost bezmezné vyuzivam. Vyrazit za
hranice tohoto Uzemi se jiz stalo lakavou
a naléhavou zélezitosti. ZpoCatku jsem
nic neveédél o trablech se zménou ve
vybéru umélecké sestavy pro sympozi-
um. Upfimné, bylo to zpGsobeno také
tim, Ze jsem osloveni, pfizvani své osoby
nevnimal z tohoto pohledu. Myslel jsem
si, Ze ve vybéru figuruju od zacatku.
Proto jsem se posléze ptal, jestli mam

s nabidkou tvuréiho léta v Mikulové
napevno poditat. Znejistila mé i dlouho-
trvajici oprava webu Mikulov "dilna", kde
se mé jméno ve vyétu Uéastnikd dlouho
nevyskytovalo. Rad jsem své pochybnos-
ti o roli pfipadného nahradnika opravil
po nasem vzajemném spole¢ném
setkani s Jirkou Kacerem u nas v malir-
né. Dali jste mi najevo vaSe zaujeti mou
tvorbou a upevnili pocit oficialniho ¢lena
sympozia.
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M@é| jsi néjakou povédomost o pétadva-
cetileté existenci mikulovského sympozia
a o tom, jak "dilna" v Mikulové probiha?
A mél jsi jiz zkuSenost s néjakym jinym
sympoziem?

MZ: Zprosttedkovatelem byl Honza
Pisték, byvaly u¢astnik, ktery mi mnoho
zazitk( a viemU prevypravél. Mé zku-
Senosti jsou pradavné, pouze z VSUP

v Praze, z mezinarodniho sympozia
Doteky Klenova, organizovaného Adélou
Matasovou.

Podle formatu platen, jaké sis objednal,
Jsi jiz nejspise mél dost presnou predsta-
vu o tom, co chces v Mikulové vytvorit.
Mozn4 se ti ty formaty dokonce zdaly
malé. Nebo tomu tak nebylo?

MZ: Pfedstava tu byla. Pfi rozmachu a ve
stylu malovani v dilné ND se ¢lovék naudi
vyporadat s velkoformaty platen presa-
hujicimi na délku 15 metr(i a na vysku 9
az 11 metr0. Takto zazita zkuSenost se
promita i do vybéru formatl objednanych
v rdmci sympozia. Rozméry platen 300
krat 200 centimetr( jsou pro mne mini-
mum, ze kterého pfi své tvorbé vychazim
a které dovoluji akceptovat a rozvinout
ve vlastni vyjadfovaci prostfedky. Malé
rozméry platen nedokazi pojmout akcent
expresivity malifského rukopisu a gesta.
Téma maleb jsem mél pfipravené. Na
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figuralnich kompozicich jsem pracoval
jesté pred prijezdem do Mikulova. VSe se
ale zménilo a ja se tradi¢né utrhl ze feté-
z0. V Mikulové na zamku mi byla k dispo-
zici velka spojovaci chodba, ktera suplo-
vala ateliér. Jen zde jsem se mohl pfiblizit
prostoru, kterému jsem navykl v prostredi
malirny, a realizovat sva nové platna.

Na vysoké Skole uméleckopramyslové
Jsi v ateliéru Adély Matasové vystudoval
intermedialni a konceptualni tvorbu.
Dokonce jsi potom, pokud vim, sklidil

i nékolik mezinarodnich ocenéni za
tvorbu v tomto oboru. Co té pohnulo, Ze
ses zacal vénovat obtizné, Casto u nas
zlehéované discipliné, onomu prastaré-
mu médiu malby a obrazu?

MZ: Mohu fici, ze malba je pfimou

a pfirozenou soucasti mé komunikace

s okolim, i komunikace se sebou samym.
Velkou pravdou zUstava, ze médium
kresby je stale nedilnym znakem a zakla-
dem mého slozitého sebevyjadreni. Mé
zaméstnani uspisilo zaméfit se na platno
jako na material a zacit malovat. Kresba
je nezastupitelnou slozkou i pfi vzniku
soucasnych platen. Utvrzuje, upfesiuje,
koriguje rozptylené malifské gesto, aviak
to stejné triumfuje. V soucasné dobég,

ke grafickym program(m pfistupuji jen
ztidkakdy. Grafickou tvorbu vnimam jako
dllezitou soucast uméleckého prostiedi,
jako plnohodnotny a etablovany umélec-
ky prostfedek. Pfijde mi zajimavé a atrak-
tivni GGastnit se mezinarodnich vystav
formou on-line. PoSlete své prace umé-
lecké poroté k posouzeni, ta si stahne
soubory s vasim dilem, vytiskne, vystavi
anebo pfi nékterych metodach galerijni
prezentace pouze promitne na velkoplos-
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nych obrazovkach. J& tyto trendy neodsu-
zuji a vitam.

Pravda, tvé obrazy nejsou ve skute¢nos-
ti tradicéni malbou, jejich vznik stoji na
Jinakém zpisobu prace, na neobvyklych
materialech, jejichz nazvy si ani netrou-
fam vypsat. Ale cilem je stale obraz. Kdy
Jsi s témito materidly zadal pracovat?
Predpokladam, ze uplné prvni obrazy
vznikaly spiSe ovérenou tradiéni cestou.

MZ: Netradi¢ni materialy, to snad ani ne.
Linearni figuralni kresba procesuje vyvoj
budouci malby, ktera béhem vyvoje zav-
dava ve vétsiné pripadd vybér materiald.
Ve 2D tvorbé pracuji s akrylem, synteti-
kou, vlepuji kresby na transparentnich
lakovanych papirech, pokryvdm obrazové
plochy strukturaini hmotou, sprejuji gra-
ffiti. Jsem neskuteéné rad, ze vkradajici
se metoda jiz oblibeného a provéfeného
malifského schématu vzala v Mikulové
zasvé. Nejenze jsem vyzkousSel novy
material poprvé a premiérové, ale porusil
jsem i koncipovany figuralni zamér. VSe
vzniklo velice spontanné a pfi mnozstvi
nevycerpatelné energie. Potfeboval jsem
dokoupit dalSi dvé platna z celkovych
Sesti, abych touto energii neplytval.

O tvych obrazech Ize zcela obecné Fici,
Ze jsou figuralni. Zda se mi ale, Ze jejich
ustfednim tématem neni ani tak konkrét-
ni figura, télo, ale kfehkost, zranitelnost
lidské télesnosti, této schranky lidského
ducha. Nebo se mylim?

MZ: Télesnost je velice dulezita jak ve
své fyzické, tak mentalni podobé. Spo-

lu tvofi celek, ktery vystaven vnéjSimu
mechanickému a vnitfnimu nemechanic-
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kému, senzitivnimu tlaku prozkoumava
limity lidské identity. S&m ani nevnimam,
ze ve vysledku mnou zndzornéna figura,
zaziva dojem plného zrariovani, trau-
matizujicich okamzik(l a sebeznicujici
destrukce. Vzdycky mé na to nékdo upo-
zorni. V téchto intencich se nechavam
tvorbou vést, expresi strhnout z vyslapa-
né cesty. Po dokonéeni obrazu musim,
stejné jako kazdy jiny a dalSi jeho divak,
odhadnout vypovédni principy a hodnoty,
které v sobé skryva, a pomoci vlastnich
smyslU je odhalit. Malba ve svém proce-
su je velice fyzickym vykonem. Pres toto
napéti a bohatou strukturalni mnoho-
vrstevnatost projevu mifi k fatalni snaze
o zprostifedkovani zakladnich a jedno-
znacénych lidskych viem.

VSsechny tvé obrazy, které jsem vidél

i mimo ty vzniklé v Mikulové, maji dost
velky format. Jak moc je velikost formatu
ddlezita?

MZ: Myslim, ze jsem jiz odpovédél
v pfedchozich otazkéach.

Obcas jsi, nejspis pro utridéni mySlenek
vyrazZel na tary pres Palavu. Mas dojem,
Ze se ti Mikulov a Palava néjak prodraly
do prace na obrazech?

MZ: Jo, to bylo skvélé! Myslim, ze z lidi

z "dilny", jsem toho nachodil pésky nej-
vic. Nevydrzim na jednom misté dlouho,
a kdyz jsem ¢ekal na dalSi ramy, uz jsem
to nemohl vydrzet. MySlenky se prochaz-
kami utfibily a diky t€mto taram se velice
prirozenou cestou do obraz( dostaly

i motivy netfesku. Lidska téla-fragmenty
se pak proménila ve vyvielé sopeéné
horniny a naplaveniny plné zkamené-
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lych exoskeletll prvohornich organisma
jako ¢lenovcu, ostnokozct, hlavonozcl,
mlzG a podobné.

Jak dnes po vice nez mésici, vidis Sest-
advacaty rocnik vytvarného sympozia
"dilna"? Obohatil t& né¢im pobyt a kon-
takt s umélci nékolika generaci i riiznych

wytvarnych nazord i s lidmi kolem "dilny"?

MZ: Oblibené a vyhledavané sylvanské
ze zdejsiho vinarstvi. Nejsem moc pro ko-
lektivni a organizované akce. Nic z toho
se tu ale nedélo, vSechno zaviselo na
Uvaze kazdého z nas, pfida-li se, pfijme-li
program pfichystany poradateli. J& jsem
vzdycky plny pfichodd a unikd, tudiz

pro mé bude spole¢né sdileny prostor
vzdycky komplikovany a nefeSitelny
problém. Ale ukaznil jsem se a byl mirné
spolecensky, pobyl vice, nez je u mé
obvykle zvykem. Spole¢né s kolegy prozit
zaveér sympozia se mi Uplné nepoved-

lo, ale ted Uhlem pohledu a z odstupu
Ctu, jako kdyby to snad ani nemélo byt
jinak. Tvorbu lidi z "dilny" jsem na sebe
moc nepustil, vim, Ze dokazu byt houba.
Nelezl jsem jim do ateliérd, jen obcéas

a narychlo. Nerad naru8uju cizi prostor.
Sam jsem z malirny zvykly a vycvi¢eny, ze
mi neustale nékdo civi pod ruku a ko-
mentuje odvedenou praci. Nékdo tohle
ale nedava a ja to nechtél zjiStovat. Na
tomto sympoziu jsem ve své tvorbé pfi-
stoupil na experiment a risk. Oteviely se
mi nové cesty. Intuitivné jsem pfistoupil
na zbrusu novou technologii a nepouzil
nic z dosavadnich postupi otestovanych
do kterych bylo obtizné se vratit, znovu
vstoupit. Prvni dotek byl zaroven dotykem
poslednim.
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Jaroslav Benes

Kdo v mych fotografiich pozna mésto?

Byl jsi prekvapen, ¢i dokonce zaskoc&en,
kdyz té Jiri Kacer oslovil s nabidkou ucas-
ti na vytvarném sympoziu "dilna" v Miku-
lové? Mél jsi o ném néjaké povédomi?
Mikulov je historické mésto, a tak
vzhledem k tvé dosavadni tvorbé, kde
prevazuji témata a motivy nalézané v pro-
stfedi moderni architektury by se mohlo
zdat, Ze tu mnoho inspiraci nenajdes. Ale
konecéné, prostor a svétlo jsou vsude...

JB: Kdyz mi Jirka Kacer nabidl ucast

na mikulovské "diln&" 2019, byl jsem
prekvapeny, protoze vim, ze zna moje
fotografie. Pfijel jsem pravé z Pafize, kde
jsem tentokrat fotil jako zamlada, naplno,
a nyni Mikulov! Nechtél jsem stravit
meésic v Mikulové jen premyslenim,

ale udélat néco, co by i pro mne mélo
vyznam. Chtél jsem pfrijet s jiz pfiprave-
nou koncepci. Védél jsem, ze Mikulov
byl pfed druhou svétovou valkou po
Praze druhym centrem zidovské diaspo-
ry v Ceskoslovensku, a tak jsem si fekl,
ze toto bude mym tématem. P¥i pfijezdu
jsem se poctiveé Sel domluvit do synago-
gy, proSel jsem zidovsky hrbitov a spadl
do mikve. Nakonec mne foceni samo
zavedlo Uplné jinam.

Kdyz pominu epizodu ve Stribre, tak jsi
zacinal v rodné Plzni v divadle, co té

k fotografii privedlo? Tvoje stfedoSkolské
vzdélani to urcéité nebyilo.
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JB: Musim pfiznat, Ze jsem se v mladi
zajimal o rdzné umeélecké discipliny,

o hudbu, poesii, o divadlo, ale o fotografii
jsem mél dost Spatné minéni. Pak jsem
jednou spatfil v néjakém Casopise, asi

v Hostu do domu, oti§téno nékolik foto-
grafii, které mne zaujaly natolik, ze jsem
o fotografii za¢al uvazovat jako 0 mozné
umélecké discipliné. Bylo to koncem
Sedesatych let.

Byl nékdo nebo néco, co ti bylo ve tvych
zacdateich vzorem?

Ve stejném roce 1977, kdy jsem se vra-
tilz AJG Hluboka do Prahy, prisel jsi tam
z PIzné i ty. Co té tenkrat pohnulo k tomu,
Jit do Prahy? Mé nové zaméstnani v NG.

JB: Do Prahy jsem se prestéhoval proto,
Ze se mi na rozdil od Plzné libila a ¢asto
jsem tam jezdil na vystavy i za manzelkou
Janou Skalickou, ktera tam studovala
vytvarnou Skolu. ZkouSeli jsme vyménit
byt, coz se nam povedlo. Po prestéhova-
ni jsme ale zjistili, Zze je vyména neplatn4,
proto jsme Zili v ateliéru jednoho kolegy.
Zacal jsem pracovat v uméleckoprimys-
lovém muzeu jako no¢ni hlida¢ a ve dne
jsem fotografoval. Dllezité bylo, ze jsem
objevil v plidnim fotoateliéru fotografie,
které mne kdysi pfivedly k fotografovani.
Také jsem se seznamil s jejich autorem
Janem Svobodou, kterého mohu sméle
oznacit za svého guru. Také mne hodné
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ovlivnil Jaromir Funke. Od té doby pova-
zuji fotografii za autonomni obraz a ne
pasivni zobrazeni reality.

Pokud mne pamét neklame, vidéli jsme
se poprvé v ateliéru Jaroslava Horalka,
otce ucastnika letosni "dilny" Vojtécha.
Snad ti neprijde nepatficné, kdyz se
zeptam v prubéhu rozhovoru o "dilné"
2019, jak na néj vzpominas. Fotografoval
jsi ho nékdy? Byl prece vyrazny typ.

JB: Jak jsem napsal vySe, bydlili jsme

v ateliéru a vtomtéz dome pres chod-
bu pracovali grafi¢ka a malif Helena

a Jaroslav Horalkovi, se kterymi jsme
byli vdennim styku a navzajem jsme se
ovlivhovali a pofadali spoleéné soukro-
mé vystavy. Samoziejmé jsem Jardu
nékolikrat fotografoval. Ale jak vis, lidi
nefotim.

V navalu digitalnich technologii, kdy se
zda, Ze fotografovat je ta nejsnadnéjsi
véc na svété a muZe ji délat kazdy, jsi
zalozZil s prateli skupinu Cesky drevék. Co
bylo hlavnim smyslem jeji existence?

JB: V roce 1980 jsem objevil méchovou
kameru Magnola, forméat negativu

13 x 18 cm, a zkousSel s ni fotografovat.
Po jejim zvladnuti jsem si dal ukol: zkusit
starou klasickou technikou délat moderni
fotografické obrazy. S prateli podobné-
ho nazoru jsme zalozili skupinu Cesky
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drevak, ktera skongila s Gmrtim &asti
kamaradu.

V soucasné dobé pouzivam dveé tech-
niky, a to jak klasickou, kontaktni kopie
z velkych negativl 13 x 18 cm, tak digi-
talni kameru. P¥i praci s velkym formatem
se téSim pomalosti procesu a s digitalni
kamerou zase moznosti Uprav zabéru
v pocitaci.

Mas pocit, Ze se néjak ,prodral” do tvé
tvorby béhem sympozia ,fenomén Miku-
lov“?

JB: V Mikulové jsem si uzival s velkou
chuti minimalismu. Nevim, jestli v mych
fotografiich nékdo pozna meésto. Drzim
mu palce. Sérii fotografii jsem nazval 10
metrd od postele.

Jak dnes vidis Sestadvacaty ro¢nik vy-
tvarného sympozia "dilna"? Obohatil té

nécim pobyt a kontakt s umélci nékolika
generaci i riznych vytvarnych ndzora?

JB: Sympozium i mésto se mi velice libily
a dobfe se mi pracovalo. Skvéla atmosfé-
ra a pratelské prostredi od poradateld,
obyvatel mésta, a hlavné kolegu. Spo-
le¢né debaty nad praci kazdého z nas ve
skvéle vybraném kolektivu mné pomohly
k pochopeni mysleni jednotlivych autor(.
S nékterymi z nich jsem stéle v pratel-
ském styku a mozna navazeme i dalSi
spolupraci.
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Svatopluk Klimes

Milenka a nevésta na vinici Bozi

Je to jiz delsi dobu, kdy té oslovil Jifi Ka-
Cer s tim, zda se chceS$ ucastnit vytvarné-
ho sympozia "dilna" v Mikulové. Souhlasil
Jjsi okamZzité?

SK: Byl jsem rad, ze mé Jiti Kacer oslovil
a vyzval k u¢asti na vytvarném sympoziu
v Mikulové, a bez dlouhého rozmysleni
jsem souhlasil.

Mé| jsi néjakou povédomost o pétadva-
cetileté existenci mikulovského sympozia
"dilna" a o tom, jak sympozium v Mikulo-
vé probiha? A mél jsi jiz s néjakym jinym
sympoziem zkusenost?

SK: O tomto sympoziu jsem vicekrat
slySel od kolegll vytvarniku a taky jsem vi-
dél vystavy z vysledkl nékterych roé¢nikd
pfimo na zamku v Mikulové. To, ze ma to-
hle sympozium tak dlouhou tradici, jsem
nevédél. Jinak jsem se Ucastnil riznych
sympozii, z nichz jsem jedno, sympozium
v Rehlovicich, také s dlouhou, dvacetile-
tou tradici, spoluzakladal.

Vzhledem k tomu, Ze jsi prijizdél do
Mikulova vozem plnym materialu a roz-
loZenych slepych rama, jsi zfejmé mél
jasnou predstavu o tom, co béhem trvani
sympozia vznikne. Nebo se mylim?

SK: V Mikulové jsem nebyl poprvé, a tak
jsem mél urcitou pfedstavu na ¢em asi
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budu pracovat, jakym tématem se budu
zaobirat.

Patfis ke generaci umélcd, kteri po ab-
solvovani akademie prochazeli krusny-
mi normalizaénimi léty sedmdesatymi

a osmdesatymi. Jsem si zcela jisty tim, ze
této generaci se podafilo svymi postoji

a uméleckymi nézory zachovat v ¢es-
kém prostredi pfedstavu o nezbytnosti
svobody uméleckého projevu. Prispéla
tak ke snazsimu startu expanze uméni let
osmdesatych. Co o tom soudis?

SK: Na toto téma piSe zajimaveé Vaclav
Havel ve stati Moc bezmocnych, kde
piSe o malifich, hudebnicich, zpévacich,
~Kktefi tvofi nezavisle na tom, co si o jejich
tvorbé mysli oficialni instituce; o vSech
lidech, ktefi tuto nezavislou kulturu sdileji
a dal siri“.

Coz je vlastné moje odpovéd a upozor-
néni na akce uskute¢néné v této dobé -
nékteré vystavy v Ustfednim kulturnim
domé ZelezniGarl v Praze na Vinohra-
dech, v Makromolekularnim tstavu
CSAV, instalace na Chmelnici v Mutgjo-
vicich v roce 1983, nebo Sochy a objekty
na Malostranskych dvorcich v Praze roku
1981 a dalsi.

Ve velké generaéni rozmanitosti osob-
nich vytvarnych projevi prfezkoumavayji-
cich moznosti malby a tradiéniho obrazu
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Jsi dospél dost zahy ke zcela osobnimu
vytvarnému projevu. Stoji na sile ohné,
Zivlu o&istném i ni¢ivém. Jak se zrodila ta
fascinace?

SK: Po absolvovani pfijimacich zkousek
na akademii jsme udélali vystavu odmit-
nutych Obrazy - grafika 1966 v Besedé
v Ceskych Budg&jovicich a tam jsem po-
uzil ohné k zaznamu a kresbé na papire.
Za rok jsem byl na akademii pfijat, no

a tam se samozfejmé takovymi experi-
menty nesmélo provokovat. Ale potom
jsem v tom pokracoval...

Mas za sebou radu performanci, v nichz
S nimi dfive nez s ohriovou praci na plat-
né nebo papire?

SK: Nejdfiv jsem si s ohném zacdal pohra-
vat na papife, formou kolazi opalenych
papirk( a kreseb bengalskym ohném.

K tomu mé posléze muselo napadnout
prfedvadét magii tohoto média i per-
formancemi pred divaky, nejprve pfed
vlastnimi vystavami, jakou byl napfiklad
Ohnivy banket pro hosty v roce 1986.

VEtsi obrazové realizace vytvorené

v Mikulové se svymi nazvy odvolavaji
k literature, dokonce ke Starému zakonu.
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Ale co ten Kohutik jaraby? To nebyla tak
docela inspirace folklorem, Ze?

SK: Moje vétSi obrazové realizace vy-
tvorené v Mikulové se ¢astecné vztahuji
ke starozakonni Pisni pisni, kde se piSe
o0 milence a neveésté, ktera kraci po vinici
bozi — a my jsme zili a tvofili na Palavé,
také v krajiné s bozskymi malebnymi
vinicemi. Mozna Ze tam nékde poletoval
i kohutik jaraby, dokud jsme mu neusekli
hlaviéku.

Mas dojem, Ze se néjak ,prodral” do
tvé tvorby béhem sympozia ,fenomén
Mikulov*“?

SK: Ja jsem jel na toto sympozium

s predstavou, Zze se vSechny moje prace
budou vztahovat k Mikulovu. Ne pfimo
k zamku a méstu, ale k celému prostoru,
ktery nezanedbatelné ovliviiuji vinice,
krajina historicka i prehistoricka.

Jak dnes vidi§ Sestadvacaty roénik
vytvarného sympozia "dilna"? Obohatil té
nééim pobyt a kontakt s umélci nékolika
generaci i riznych vytvarnych nézora?

SK: V Mikulové to bylo super, jak kolego-

vé, tak organizace, napady a také vysled-
ky.
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Eugeniusz Jézefowski

Bagatelizace vlastni nemohoucnosti

Vzdalenost mezi Vratislavi a Mikulovem
neni mala, presto jsi nabidku k déasti na
sympoziu v neznameém prostredi a mezi
neznamymi lidmi prijal. Nebo snad ne-
Jsou natolik neznami? Jak rychle ses roz-
hodl a co bylo hlavnim popudem k dcasti
na sympoziu?

EJ: Mikulov médm spojeny s cestami do
Vidné a do Italie. Nékolikrat jsem se

v Mikuloveé zastavil a choval jsem se jako
béZny turista Cili jsem ochutnal dobra
které mélo za nasledek to, ze jsem se
chtél zac¢astnit sympozia, byla navstéva
Jardy BeneSe u mé doma. Byl to pravé
on, kdo mi vypravél o sympoziu "dilna"

a 0 svém pozvani na rok 2019. Pro mé
Jarda neni pouze velkym umé&lcem, auto-
ritou v oblasti fotografie. Je to muj pfitel
uz vice nez tficet let. Kazdy kontakt s nim
je velmi pfijemnym setkanim s nékym
vnimavym, prozivajicim svym ojediné-
lym zplisobem skute¢nost kolem sebe,
samostatné pfemyslejicim o svété. On
byl zarukou toho, ze setkani v Mikulové
bude mit smysl. Je mozné konstatovat,
ze postadi, kdyz mé nékdo takovy jako
Jarda pfizve ke spolupraci, pak jsem vzdy
otevieny kazdému navrhu.

M@é| jsi néjakou povédomost o pétadva-
cetileté existenci mikulovského sympozia
a o tom, jak "dilna" v Mikulové probiha?
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A mél jsi jiZ zkuSenost s néjakym jinym
sympoziem?

EJ: Kdyz mi Benes fekl o sympoziu, dostal
jsem se k internetovym materialdm

o ném. Prvnim pfekvapenim bylo to, kolik
vynikajicich umélct zde bylo. Druhym
faktem bylo to, Zze b&hem poslednich pét-
advaceti let nebyl pozvan zadny polsky
umeélec. Citil jsem to jako vyznamenani.
Jarda mi také povédél o koncepci sympo-
zia, ktera svéd¢i o znaénych zkuSenos-
tech pfi generovani uméleckych hodnot
planovanym zplsobem.

Prijizdél jsi s Uplné jasnou predstavou
o tom, co v Mikulové vytvoris?

EJ: MUj zpUsob prace ideové Cerpa

z mého v8edniho dne, a proto bych mohl
pracovat vSude, protoze vSude jsem sam
se sebou a inspiraci erpam ze svého
nitra, a to reaguje emocionalng, citové

a vizualné na dané misto. Pro umélce,
jehoz snazenim je vytvareni svéta pred-
stavujiciho odraz jeho vnitfnich prozitkd,
se dulezitym stava hledani adekvatnich
prostfedk(l pro jejich zobrazeni, prostied-
kd, které tvofi neopakovatelnost umélec-
ké formy. V pfipadé zde prezentovanych
praci je ona neopakovatelnost ve znacné
mife vysledkem v ¢ase rozlozeného pro-
cesu jejich vzniku. Tento proces nema
koncepéni charakter, ackoli analyza
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samotného tvlréiho napadu, tvaréiho za-
méru, takovéto konotace umozriuje. For-
ma praci je totiz rovhocenna s inspiraci
pro ni vynaloZenou a v dlsledku s ideou
a obsahem odkazu. Z toho vyplyva, ze
moje prace v Mikulové by nemohly vznik-
nout na jiném misté a v takové podobég,

v jaké jsou.

Tvoje dosavadni tvorba je neobyéejné
bohata a také rdznoroda. Dotyka se Siro-
kého spektra vytvarnych vyjadrovacich
mezi nimi je malba a vznik obrazu, a to

i kresebného a grafického. V posledné
Jjmenovanych technikach vznikaly i prace
velkych formatd. Ktery zpusob projevu
preferujes$? Mam dojem, Ze tu ¢asto
citim ironicky, dokonce sebeironicky
podtdn. Jinde vSak vyraznou poetickou
notu.

EJ: Mam velkou radost, Zze pocitujes jak
ironii, tak i poetickou notu. Moje vizuél-
ni tvorba je jistym zaSifrovanim zapisu
mych reakci na skuteénost. Velice dlou-
ho jsem na sobé pracoval, abych nebyl
pesimistickym trpitelem. Pro vizualni
umeéni je zakladni kategorii kategorie
skute¢nosti. Dilo v tomto oboru je vzdy
formou prezentace néjaké skutecnosti.
Mze to byt vnitfni skuteé¢nost zamérné
reprodukovana nebo vytvafena umélcem
nebo vnéjsi skute€nost vztahujici se

k jeho zkusenostem, prozitkim, snaham.
Zameér praci vystavovanych v Mikulové
vznikal jako vysledek sebereflexe nad
subjektivnim vyznamem tvorby, divo-
dem jejich vzniku bylo ukazat proces
tvorby v kontextu vedeni permanentniho
dialogu umeélce se skuteénosti. Vlajkova
lahev z Mikulova, nachazejici se na jed-
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nom ze dvou velkych obrazu, je svedenim
tohoto mista do jednoho symbolu. Druhy
obraz vyuziva symbolu lahve pro vyjadre-
ni mého vnitfniho stavu. Jsou tedy vizual-
nim komentarem subjektivné pocitované
skuteénosti. Zbytek obraz( jsou inspirace
mistem a jeho minulosti, obsazenou ve
znamenich nalezenych na misteé.

VSiml jsem si, Ze tvé aktivity v riznych
médiich viastné bézZely takrka soubézné.
Velmi mne zaujaly tvé instalace z ka-
menu nebo z autorskych knih. Predpo-
kladam, Ze se zachovala pouze jejich
dokumentace. Pokracujes jesté v téchto
aktivitach?

EJ: Narodil jsem se v obci Skarzysko-Ka-
mienna, nachazejici se u feky Kamienné.
Jak béhem studia, tak i osm let po ném
jsem byl zbaveny svého vlastniho mista.
Necitil jsem se dobfe. Kamenné insta-
lace, které byly umisténé v Galerii Foto
Medium Art, byly v jistém smyslu véno-
vany umysliné ziskani vlastniho mista k zi-
votu. Kdyz jsem si mohl dovolit svij prvni
vlastni byt, koupil jsem ho v Kamienné
ulici a nasledné jsem zorganizoval akci
mail artu spodivajici v tom, ze jsem dveé-
ma stim umélcl na celém svété zaslal
prosbu, aby zhotovili dopis na kameni,

0 kameni nebo s kamenem a zaslali mi
ho. Byl to silny zazitek, nebot slavni umél-
ci na tento podnét zareagovali a vysledky
této akce jsem vystavil v galerii. Nyni

s kameny nepracuji. Po vzniku vice nez
stovky uméleckych knih na né také méné
myslim. Hodné jsem pracoval s jinymi
lidmi na umélecké tvorbé, a to nejen jako
uditel, ale i jako tvlrce vytvarnych dilen,
které chapu jako formu uméni, a ne jako
pedagogiku.
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Malo aktivit mé& dokaze zaangazovat
vice nez tvorba, v tomto pfipadé tvorba
vizualni. Zivot je krasny. Ti, kdo mé znaji,
védi, ze tento banalni text ¢asto opakuji,
kazdodenné uz vice nez deset let. Tato
véta je také pfedmétem a nastrojem vy-
zyvavého blaznivého chovani provokativ-
niho pedagoga. Studenti, ktefi se mnou
maji co do ¢inéni, jsou ji velice znudéni.
Ale véfim, ze pozitivni idea zlep8ila muj
zpUsob prozivani skute¢nosti. Snazim
se udrzovat ve stavu pohody ducha.
Animovani pro sebe samého zkuSenosti
z kazdodenni mnohahodinové prace

je prijemnosti a jistym zavazkem, ktery
docdasné ukazruje a rozhoduje o for-
mach traveni ¢asu. V tomto pfipadé
naplanovand aktivita zahrnovala pouze
mésic v Mikulové. Véfim, ze tvlrci pro-
ces spustény v jejim ramci se pficifiuje
o posileni jedince prostrednictvim
zlepSeni poznavaciho a emocionalniho
fungovani - subjektivni zkuSenosti gene-
rované v uméni, vedou k poznani pocitl
a k usmifeni vnitinich konfliktd, pfiznivé
ovliviuji lepsi pochopeni vztahu jedince
k vnéjSimu svétu, coz snizuje strach,

a zvysSuje pocit vlastni hodnoty. Mno-
hokrat jsem se o tom presvédgil a citim
se zavisly na té zkuSenosti, kterou mi
nabizi samotna vizualni tvorba pojata
jako zpUsob psychofyzického vytvareni
skutec¢nosti. Bez ohledu na zpUsob vni-
mani a ocenovani mé tvorby jinymi jsem
si pfivykl na to, Ze z ného nic nevyplyva
a nic mi pro mj zivot neptinasi. Je to
jeden ze zplsobl bagatelizace vlastni
nemohoucnosti vici udalostem probi-
hajicim nezavisle na mné. Proto mam
nesmirnou radost, ze jsem si zajistil
novou tvaréi ¢innost, pro mne a pouze
pro mne tak dllezitou.
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VWraznou soucasti tvé tvorby byly i per-
formance. Mam dojem, Ze byly viastné
zcela soukromé a intimni, neZadaly si
divaka. Vysledkem pak byl fotograficky
zédznam, vlastné spis obraz, imago. Auto-
rem fotografii jsi ty sam?

EJ: Mé vykonnost souvisi s workoho-
lismem a zvykem délat nékolik aktivit
najednou. Vizualni prdce mi rozmanitym
zpusobem nabizi hluboké ponofeni se do
vlastniho nitra. To mi dovoluje zmenSit
strach, ktery ¢as od ¢asu pocituji v sou-
vislosti s Ugasti na Zivoté spole¢nosti,
diky které jsem si od roku 1981 zvykl na
to, ze moje umélecka tvorba je ochran-
nym Stitem i azylem. Je védomym odo-
sobnénim, soukromym vézenim, které

je souCasneé instituci odmén nabizejici
dynamickou ambivalenci emocnich stavi
a stalé prehodnocovani udalosti, které
mé potkavaji. Co se tyka aranzovanych
fotografii, na kterych je mé nahé télo, tak
tyto byly vytvofeny v souvislosti s refle-
xemi ohledné ukon&eni Sedesatého roku
mého zivota a se zménami mého vzhle-
du souvisejicimi se starnutim. Jsem na
téchto fotografiich, ale sou¢asné zplsob
jejich vzniku spocival ve vicenasobném
osvétlovani celuloidového negativu
vlozeného do velkoformatové kamery,
pfiéemz jsem sam pracoval vtemné
mistnosti, ve které jsem se nasvécoval
rdznymi zdroji svétla.

K fotografovani té privedlo seznameni
s Jaroslavem BeneSem, nebo jste se
setkali proto, Ze jsi jiz fotografoval?

EJ: Ano, fotografoval jsem uz dfiv. Jardu
jsem poznal v souvislosti se spolupraci
s Galerii Foto Medium Art ve Vratislavi,

103



vedenou Jerzym Olkou. V této galerii
jsem v poloviné osmdesatych let 20. sto-
leti trikrat vystavoval dila z kamend. Jerzy
Olek nabidl Sesti umélctm Gcast na bie-
nale nového umeéni, které se uskutecnilo
v roce 1986 v Zelené Hore v Polsku. Byli
to Jan Berdyszak, Mikotaj Smoczynski,
Jaroslav Benes§, Romuald Kutera, Jakub
Byrczek a ja. Spole¢ny pobyt v hotelu

a rozhovory pfedevsim mezi Jardou, Jaku-
bem a mnou mély za nasledek mj vétsi
zajem o kontaktni fotografii realizovanou
velkoformatovymi fotoaparaty. V té chvili
se zrodila koncepce kontaktni fotografie
v Polsku, jejimz lidrem byl Jakub Byrczek,
Jarda Bene$ s prateli v Cesku zaloZili
skupinu Cesky drevak.

Do tvych obrazu z mikulovského sympo-
Zia se ,prodral” nejvice ze vsech ucast-
nika ,fenomén Mikulov*. Jako by se té
prostredi mésta silné dotykalo.

EJ: Mésto Mikulov je velice pékné a zivé,
uSetfené navalu turistd. Na rozdil od Ces-
kého Krumlova jesté nepfipomina skan-
zen. Pfi prochazkach méstem jsem mél
pocit, ze dycham jeho multikulturni klima
minulosti pfi sou¢asném védomi zivé
soucasnosti meésta, které tuto minulost
nevymazalo. Obrovskym zazZitkem bylo
to, ze jsem navstivil zidovsky hrbitov. Tato
nekropole svou formou ovlivnila nékolik
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mych praci. Skvélé bylo byt pozvan do
domu a na zahradu zajimavych lidi, ktefi
odhalili fasadu domd, které jsem obvykle
mijel bez moznosti nahlédnout dovnitf.
Jak dnes vidi$ Sestadvacaty roénik
vytvarného sympozia "dilna"? Oboha-

til té né&im pobyt a kontakt s umélci
nékolika generaci i riznych vytvarnych
nézoru?

EJ: Je to skvéla pozitivni zkuSenost. Nej-
dulezitéjSim je pro mé to, Ze jsem poznal
pro mé dfive neznamé umeélce a mél
jsem moznost je pozorovat pfi praci.
Rozmanitost pfistupu k praci a vizual-
nich zplsobu ztvarnovani. Nepil jsem
vino v hlavnim mésté vyborné vinarské
oblasti. To bylo néco nového — pozorovat
jiné, jak si pochutnavaji na tomto moku.
Byla to krasna zkuSenost poznat skvélé
vinafe sponzorujici sympozium na jejich
pracovisti. Zvlasté jsem si zapamatoval
navstévu vinarstvi Lipa. Po této navstéve
jsem namaloval obraz na akvarelovém
papiru za pouziti vina z tohoto vinarstvi
jako malifské barvy. Bezpochyby dilezi-
tou udalosti pro mé byla vernisaz v gale-
rii provozované vyznamnym keramikem
a nasledné navstéva ve Studiu Pirs¢

a také pobyt na zahradé a doma u Vrbkd,
byly to nezapomenutelné pozitivni zazit-
ky utvarejici obraz Mikulova.

104

Klara Stefanovi¢ova
Vlyznam pravidiel

Vzhledem k nékolikaletému pobytu

v Hodoniné s dobrou galerii vytvarného
umeéni jste jisté obeznamena s ¢eskym
modernim uménim. Jaky k nému mate
vztah? Obdvam se, Ze vzajemna obezna-
menost s dénim na vytvarné scéné neni
v soucdasnosti valna.

KS: M6j vztah k deskému modernému
vytvarnému umeniu je v istom smere
velmi kladny. Ur&ite si ho vzdy radSej
pozriem nez slovenské, ku ktorému som
si nikdy nevybudovala pozitivny vztah. Je
pravda, ze sa viac priklafiam k symbolic-
kej a secesnej tvorbe umelcov tejto doby,
no moderné ¢eské umenie ma pre mna
velky vyznam najma vdaka socharstvu.
Napriklad Jan Stursa je jednym z mojich
obltibenych umelcov. Co sa &eského
sucéasného vytvarného umenia tyka,

tak mam k nemu podobne blizko ako

k siGasnému vytvarnému umeniu na
Slovensku - neviem o filom v8etko, nepo-
znam v8etkych umelcov, no orientujem
sa a mam tu svojich oblubenych autorov.

Jak snadno ¢&i nesnadno jste se rozhodo-
vala pro pfijeti pozvani na vytvarné sym-
pozium "dilna" do Mikulova? VVédéla jste
0 ném a o jeho fungovani néco jiz drive?

K8: Rozhodovala som sa velmi lahko.
Bola som nad§ena, ze sa mbézem zU-
Gastnit mikulovského sympézia a ani ma
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nenapadlo pozvanie odmietnut. Pred-
tym som o iom nevedela vela — vedela
som, Zze uz funguje velmi dlho, a ma uz
teda urcitu tradiciu, vedela som aj, ktori
umelci sa zu&astnili v predchadzajacich
ro¢nikoch, ale o tomto vSetkom som sa
dozvedela len nedavno predtym, nez som
bola pozvana.

Moderni slovenské vytvarné uméni mélo
vzdy velmi blizko k lidovému vytvarnému
projevu, vSechny slovenské avantgardy
se k nému otevrené hlasily. Jak vnimate
tuto tradici vy?

KS: Tymto by som sa rada vrétila k prvej
otazke — spominala som, ze k sloven-
skému modernému vytvarnému umeniu
som si nikdy nevybudovala pozitivny
vztah, vynimkou méze byt jedine Ludovit
Fulla vdaka jeho vytvarnému prejavu.
Jeden z dévodov je ten, ze toto umenie
je vacsSinou vzdy uzko prepojené s ludo-
vym vytvarnym prejavom, ktory vo mne
nevyvolava ni¢ prijemné a doslova sa mu
vyhybam.

Zaroven si uvédomuyji, Ze slovenska
vytvarna scéna byla také velmi citliva na
pohyby vytvarnych tendenci ve svétovém
uméni., Jaka je situace dnes? Mayji rela-
tivné Gasté pohyby na vytvarné scéné
viliv na podobu uméleckého Skolstvi na
Slovensku?

KS: Na tuto otazku mozem odpovedat

len velmi subjektivne. V ateliéri volnej
grafiky, ktory navétevujem na VSVU, nie
su Studenti vedeni do uréitého smeru,
Stylu, techniky, témy... Myslim, ze tu
panuje otvorenost voci vSetkym svetovym
vytvarnym tendenciam. Takze myslim, ze
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situacia je lepsia. Dalej, €0 mam moznost
posudit, iba ako divak, je prezentécia Stu-
dentskych prac na konci kazdého semest-
ra — ,prieskum®, z ktorého nemam pocit,
ze by slovenska su¢asna vytvarna scéna,
aspofi na VSVU, bola vogi svetovym velmi
citliva. Aspon v to dufam a mozno preto to
tak vnimam.

Podle véci vzniklych pod vasima rukama

v mikulovském ateliéru soudim, Ze poci-
tujete silnou potrebu tvorbou se dotykat
radu. Je to momentalni stav vaseho mysle-
ni o tvorbé, nebo ma tento zpusob jiz delsi
historii?

KS: Mate pravdu. ,Dotykat se fadu“ som
sa zacala po mojom navrate zo Studij-
ného pobytu v Japonsku a prirovnala
som ho k mriezke, ktora sa sice v mojej
tvorbe objavila skér, no nemala nikdy pre
mfa vyznam, aky méa dnes - totiz vyznam
pravidiel, ktoré napriek mojej snahe
porusime.

Souviseji s tim vaSe pobyty na Plymouth
College of Art v Britanii a na Tokyo
University of The Arts — Geidai? Bohuzel
nevim, jaké vytvarné tendence dominuji
na College of Art v Plymouthu, ale vase
mikulovské prace ve mné svou stfidmosti
a soustredénosti vyvolavaji pocit jakéhosi
aZ zenového soustredéni. Co jste si vy
odnéasela ze svych zahrani¢nich pobyti?

KS: V Plymouthe som skusila pouzit
mriezku v jednom zo svojich grafickych
cyklov. V tej dobe nemala int funkciu

nez vizualnu. V Tokiu som sa vdaka velmi
rozdielnemu zivotnému Stylu dopracovala
k metaforickému vyznamu mriezky. Okrem
toho som v Japonsku skusila tradi¢né
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techniky, akymi su japonsky drevorez ale-
bo tradi¢na japonska malba. V Plymouthe
som mala zase moznost vyuzit modernej-
Sie a alternativne grafické techniky, akymi
sU napriklad fotolept — ,,photo-etching®
3D tlagiaren, vytvorit si drevend matricu
za pomoci laseru a aj som sa naudila viac
prezentovat svoju tvorbu. V tomto je Skola
v Plymouthe velmi vyspela, ako povinné
predmety uéi nielen tvorbu a dejiny, ale aj
marketing pre vytvarnikov.

Mate dojem, Ze se néjak ,prodral” do vasi
tvorby béhem sympozia ,fenomén Miku-
lov“? Nejen éisté vizualné ¢i motivicky.

KS: Mikulov sa mi do tvorby urgite
predral. Neviem eSte posudit, ¢i sa tam
predral nastalo, alebo iba po¢as pobytu
priamo tam. A ,fenomén Mikulov* som
len zacala svojim pobytom vnimat, mys-
lim, Ze by som musela stravit viac ¢asu

v jeho okoli, aby sa mi takymto sp6sobom
predral az do tvorby.

Jak dnes vidite Sestadvacaty ro¢nik "dil-
ny"? Obohatil vds né&im pobyt a kontakt
s umélci nékolika generaci i velmi rdz-

nych vytvarnych nazoru?

KS: Citim sa velmi vdadna a tastna, ze
som mala moznost byt si¢astou celého
sympozia a jeho kolektivu. Tym, Ze bol
kazdy z nas Uplne iny, aj po vytvarnej, aj
po generadnej stranke, nas to verim obo-
hatilo navzajom. Zaroven som si mohla
pre seba potvrdit jedineénost kazdého

Z nas, nielen Gc¢astnikov sympézia. Bola
som milo prekvapena, ze napriek méjmu
»hizSiemu" postaveniu Studenta ma
vSetci brali ako seberovnu a vladla medzi
nami velmi priatelska atmosféra.
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13.7.
Slavnostni zahajeni "dilny", zamek
Official Opening of the "dilna’; chateau courtyard
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20.7.

Koncert kapel Rosen trio, Bezmocné sny, Koleno
Namésti, soucast akce Narody Podyji

The concert by Rosen Trio, Bezmocné Sny and Koleno
The Square, part of the event Nations of the Dyje Basin
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27.7.

Den otevienych ateliérd a malovani s détmi, ateliéry na zamku
Open Studios Day and Painting with Children, chateau studios
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27.7.
Den otevienych ateliérd a malovani s détmi, ateliéry na zamku
Open Studios Day and Painting with Children, chateau studios
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27.7.

Den otevienych ateliérd a malovani s détmi, ateliéry na zamku
Open Studios Day and Painting with Children, chateau studios

119



27.7.

Den otevienych ateliért a malovani s détmi,
ateliéry na zamku

Open Studios Day and Painting with Children,

chateau studios ”
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30.7.
Den autorského &teni, Eva Turnova, Rodinné vinarstvi Mikulov

Author’s Reading, Rodinné vinarstvi Mikulov
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3.8.
Autorské ¢teni a piknik, prof. Cyril Hoschl, umélecka

skupina IN SACEK VERITAS
Author's reading and picnic, Professor Cyril Hoschl,
the artistic group IN SACEK VERITAS
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Autorské ¢teni a piknik, prof. Cyril Hoschl,
umeélecka skupina IN SACEK VERITAS

Author's reading and picnic, Professor Cyril Hoschl,
the artistic group IN SACEK VERITAS
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13.8.

Slavnostni ukonéeni a vernisaz "dilny", zamek
Official Closing and Exhibition Launch of "dilna’, chateau
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31.3.-13.7.2019

Vystava Za obzor. Ctvrtstoleti mikulovského vytvarného sympozia
"dilna". Kuratofi vystavy Martin Dostéal, Adam Vrbka

The exhibition Over the Horizon. A Quarter of a Century

of the Mikulov Art Symposium "dilna". Exhibition curators

Martin Dostal and Adam Vrbka
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JAROSLAV BENES

*1946

Jaroslav Benes je autodidakt,
ktery vystudoval stfedni Skolu
nijak nesouvisejici s jakoukoli
uméleckou tvorbou. Po kratké
epizodé zaméstnani ve Stribre
pracoval v divadle Alfa v rodné
Plzni. Jeho zajem o tvirci foto-
grafii podstatné nar(stal s jeho
prfechodem do Prahy. Postupem
Gasu se stala hlavnim tématem
jeho fotografii architektura.
BeneSovym zajmem v8ak nebyl
a neni dokumentovat jeji vzhled,
hleda ji vytvareny nehmotny
neuchopitelny prostor, stale lovi
znéni jeho ticha. Jako by v jeho
fotografiich bylo cosi z atmosfé-
ry vyprazdnénych méstskych
periferii ranych obrazd Jana
Smetany z ¢ast Skupiny 42.
Benes nefotografuje pevné
objemy budoy, ale svétlo, ten
nepopsatelny fenomén -

»--- SVEtlo je ,néco jiného', néco,
pro co nemame v oby¢ejném
svété slovo ani prirovnani... Cim
je svétlo ve skutec¢nosti, to je
pro nés stejné nepoznatelné
jako pro slepého modra barva®“.
Marcus Chown, fyzik. V Mikulo-
vé Benes vytvofil sérii fotografii,
az na jednu vSechny ¢ernobilé,
ktera si vyzaduje divakovu po-
zornost svou neostentativnosti
a ztiSenosti. BeneSova basniva
fotograficka tvorba tu opét
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dokazuje, ze se pohybuje hlavné
v oblasti minimalistického
projevu. Jeho fotografie divaka
oslovuji tajemnosti zachycova-
nych véci a prazdnych neucho-
pitelnych prostord. Prosadily

se mnohokrat v konkurenci
svétovych fotografl na spolec-
nych i individualnich vystavach
doma i v zahranigi. Jaroslav
Benes pracuje jak s tradiéni
fotografii, i s t¢mi nejarchaictéj-
§imi pomuckami, tak s fotografii
digitalni. Je zfejmé, Ze jeho
vidéni svéta objevuje divakovi
prostor pobyvani ve zcela nové,
neefektni, vyrazové silné poloze.
BeneSovy mikulovskeé fotografie
nepopisuji zazitky navstévnika
historického mésta, ale uvadegji
divéka do nevidanych setkani
umélcova zraku se svétem. Jako
by vlastné fotografovalo umél-
covo uvidéni, nahlé porozuméni,
nikoliv pfistroj.

VOJTECH HORALEK

*1983

»Ma schopnost bezprostredné
absorbovat okolni realitu, aby ji
potom s vysokou osobni citlivos-
ti pfed nés predlozil v pritazlivé
formé. Forma je to basnicka,
autenticka, osobni.” Tak trefné
charakterizoval tvorbu Vojtécha
Horalka Michael Rittstein, jeho
profesor na Akademii vytvar-
nych umeéni v Praze. Ackoliv

je jejim absolventem zcela
nedavnym, ma za sebou celou
fadu obrazovych cykl{, u nichz
slovo ,obraz" je oznaéeni velmi
rdmcové. Podstatna je tu vSak
malba, jejiz plochou se muze
stat jakykoliv material, jakakoliv

i uzitna véc. Treba nakupni tas-
ka, tlumok i igelitova plasténka.
Horalk{v malifsky projev je
hutny, vervni, spoléhajici na na-
Iéhavost pIné barvy. Je jasné, ze
odkaz baroka i expresionismu
nebyl v nasem prostredi nikdy
zapomenut. Neprehlédnutelnou
roli u Horélka vzdy hraje jista
kresba. To potvrzuji jeho skicare
i ilustracni tvorba. Pracnost ma-
lirskych postupl Vojtécha Ho-
ralka dala v Mikulové vzniknout
dvéma rozmérnym reliéfnim
obrazdim a jedné mensi skice,
které prekvapi svou formalni

i obsahovou nezaménitelnosti.
Horalkova tvorba se pohybuje
na pomezi malby a objektu.
Jeho obrazy vypravéji pribéhy
spletitych, nesnadno prehléd-
nutelnych lidskych Zivotnich
situaci, a to ¢asto s jistou dav-
kou veselosti, humoru a ironie.
Ikonografie jeho obrazu Gerpa

z odkazll vytvarné obraznosti
minulosti i z mnohotvarosti
soucasnosti, zacasté atakujici
¢lovéka neutuchajicimi vizual-
nimi kli§é a banalitami ze vS§ech
stran, z nichZ pak vyrlstéa jakasi
malifova individualni mytolo-
gie. V Mikulové vytvorené dva
velkoformatové obrazy Vojtécha
Horalka, doprovozené jednou
malou skicou, demonstruji, ze si
vybudoval velmi osobity zplsob
vytvarného projevu, navazujici
v nékterych aspektech na feno-
mén takzvané ¢eské grotesky
Sedesatych let.

1998-2004 Stredni a vy$Si umé-
leckoprimyslova $kola v Praze,
2004-2010 Akademie vytvar-
nych uméni v Praze.
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EUGENIUSZ JOZEFOWSKI

* 1956

Jeho vytvarny projev zasahuje
do celé rady obord. Nepochyb-
né je ale stfedem jeho stalého
tvarcéiho zajmu tradiéni obraz,
imago. At jiZ to je malba, kresba
nebo grafika. Obrazy krajin, &i
spiSe obecnéji prostord jsou
uréovany déji na rozmezi reality
a snu, na hrané vaznosti exis-
tencialni otazky a sarkasmu. Lid-
ska stylizovana figura v nich ne
nepodobna klaunu jako by byla
vydana vSanc libovali prostorem
proudicich energii, projevuji-
cich se jako intenzivni, jasna
barva. Naprostou otevienost
zcela osobni vypovédi obrazt
podtrhuji jisté i slova samotné-
ho autora. Eugeniusz J6zefowski
vnima ,malifstvi jako proces
Sifrovani niternych stava“. Vedle
néj se vénoval tvorbé autor-
skych knih, fotografii i jakymsi
intimnim, vlastné nevefejnym
performancim, po nichz zdstava
fotograficka dokumentace, in-
tenzivné pusobici jako zcela sa-
mostatné dilo. Velmi vyraznou,

i kdyZz nijak rozsahlou soucasti
jeho tvorby byly také prostorové
instalace, kde pracoval prede-
vS§im s kameny, ale také s tex-
tili a vlastni autorskou knihou.
Pravé on nejviditelngji reagoval
na sugestivni prostor Mikulo-
va. V uzavrené sérii drobnych

a ve dvou velkych obrazech
Eugeniusz J6sefowski potvrzuje
naturel samozrejmého vyraz-
ného koloristy se zkuSenostmi
s osobitym grafickym projevem
a ilustraci. Jako by série malych
formatl byla uréena k postup-
nému &teni jakéhosi malifova
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deniku. Objevuji se v nich citace
z literatury, hlavné poezie, se
vztahem k Mikulovu, a to i poe-
zie davné minulosti. Dva velké
obrazy, opét vyrazné pracujici

s barvou, v sobé nesou zretelny
sebeironicky ton.

1977-1978 Pomaturitni Skola
obchodni reklamy v Lublinu,
Polsko; 1978-1981 Institut ume-
lecké vychovy Univerzity Marie
Curie-Sklodovské v Lublinu, Pol-
sko; 1996-2004 pedagogické
plsobeni na Akademii krasnych
umeéni v Poznani, v sou¢asnosti
profesorem Akademie krasnych
uméni Eugenia Gepperta ve
Vratislavi, Polsko.

JIRI KACER

*1952

kurator

Jeho tvorba, nejprve inspirovana
vinou pop-artu a nové figurace,
vychazi z tradic ¢eského mo-
derniho figuralniho socharstvi.
Od podatku se vénuje praci s ka-
menem, a to i jako respektovany
restaurator. Jeho osobity a ne-
zameénitelny vyraz krystalizoval
bé&hem 80. let. Kacerovy sochy
evokuji nejen torza, fragmen-

ty nejraznéjsiho kamenného
¢lankovi, ¢i jakychsi zdhadnych
kamennych pfedmétl nezna-
mého uréeni a nepoznanych
civilizaci, ale i zkamenéliny
predmétl ze dieva, rakosu nebo
stvolU trav a dal$iho organické-
ho materialu. Objevuji se i geo-
metricky pfesné povrchy mozna
pradavnych textilii, nebo treba
monumentalni torza pradavnych
zkameneélych plavidel. Jeho
skulptury tak kladou naléhavé

otazky po sile duchovni konti-
nuity humanity. Dnes$ni zrala
autorova tvorba nalezi k nejau-
tentiétéj§im projeviim Geského
socharstvi. Jifi Kacer, jemuz byl
donedavna hlavnim materialem
kamen, se v posledni dobé vénu-
je také frotazim, které ovSem
Uzce souviseji s jeho praci
socharskou. Dokonce se mohou
jevit jako zvlastni forma reliéfu
vyvolavajici dojem otiskl zaslych
napisovych desek v neznamém
obrazkovém pismu vypraveéjici
prastary hrdinsky epos. Za neo-
kazalou soustfedénosti soch —
Kamenl nebo Fragmenttl - je
ukryta dlouha autorova cesta

k vysostné osobnimu socharské-
mu vyrazu, ktery neoslnuje dra-
mati¢nosti a velkoleposti forem,
ale promlouva kiehce oscilujici
modulaci povrch, ktera jako by
nevyrustala jen z vile tvirce, ale
i z pfirozenosti a narokl kame-
ne. Takovou praci s kamenskou
zulou prezentuje Fragment-La-
vice osazeny v parku v Mikulové
po ukonéeni dvacaté Sesté
"dilny". I v Mikulové se Jifi Kacer
vénoval tvorbé frotazi, tentokrat
ve spolupraci se Svatoplukem
KlimeSem.

1970-1975 Priimyslova $kola ka-
menicka a socharska v Hoficich,
1975-1981 Akademie vytvar-
nych uméni v Praze, 1990-1994
Akademie vytvarnych uméni

v Praze, odborny asistent prof.
Jana Hendrycha.

SVATOPLUK KLIMES

*1944

Pracuje pfedevsim s papirem

v nejrozmanitéjSich podobach,
tedy i v té tradi¢ni v podobé
dvourozmeérné plochy vyzyvajici
k obrazu. Vytvari kresby, obrazy,
ale vlastné nekresli a nemaluje
obvyklymi postupy. Kresli a ma-
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luje ohném, kourfem, rozzhave-
nym zelezem. Tvorba Svatopluka
Klimese je provazena svételny-
mi ohriovymi znamenimi. Ohen
plane v jeho performancich,
ohen utvari, formuje, perforuje,
maluje a kresli jeho obrazy, kres-
by, prace na papire a s papirem,
plane a zéafi v jeho instalacich.
Stejné vazné a soustavné se
Klimes zabyva prostorovymi
formami, v nichz dtlezitou roli
vzdy hraje svétlo-oheri, ale
tradiéni socha nevznika, nestal
se socharem. Dva rozméry
plochy, obraz se v KlimeSové
praci nestaly nereflektovanou
jistotou, ale polem nejistoty,
polem zkousky. Obraz, kresba,
fotografie, objekt i performance
jsou vlastné plynutim jednoho,
a pfesto mnohotvarého vni-
mani skute¢nosti. Integrujicim
tmelem autorovy tvorby nejsou
zadné formové a formalni jistiny,
ale spiSe neutuchajici zkoumani
moznosti hlubsiho vhledu do
podstatnych déji skuteénosti.
Proménlivosti a nepolapitelnosti
ohné jako by byl veskery autordv
projev vnitfné propojovan. Jeho
vytvarna prace se neodehrava

v pojmech, kategoriich, které by
mohly konstatovat stav a vytva-
fet klamny dojem zakotvené
jistoty. Naopak se pohybuje

Vv nejistoté plynuti, procesu,
ktery neustale v tékavosti pla-
mene sleduje pomijivost ¢asu,
déni se svéta, ktery byl pro staré
Reky sdm ohném, plamenem
planoucim i pohasinajicim.

V Mikulové zanechala jeho
ohfova cesta nékolik velkych
obrazl inspirovanych literaturou
¢Ci citaci ze starozakonni Pisné
pisni. Spolupracoval rovnéz na
frotazich s Jifim Kacerem.
1959-1963 Stredni umélec-
koprimyslové skole v Praze,
1967-1973 Akademie vytvar-
nych uméni v Praze, od 1998
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odborny asistent na Institutu
vytvarné kultury v ateliéru
pfirodnich materiald Univerzity
Jana Evangelisty Purkyné& v Usti
nad Labem, odbornym asis-
tentem v ateliéru malby, 2003
jmenovan docentem.

DENISA KRAUSOVA

*1981

host sympozia

Stredoskolska i vysokoskolska
edukace pripravovala Denisu
Krausovou pro drahu vse-
stranného grafika. V poloviné
akademickych studii vSak presla
z ateliéru grafického do ateliéru
malby vedeného mimoradné
osobitym malifem Martinem
Mainerem. Uméleckéa scéna ji
pak poznala jako malitku ener-
gicky hledajici svou malifskou
cestu k obrazu. Zpodatku Ize

v jeji tvorbé jesté postfehnout
rezidua grafického mysleni, ale
skuteéna malifskost se Casem
prosazuje a nabyva vrchu. Po
absolutoriu se v obrazech, jimiz
reagovala na nejosobnéjsi zazit-
ky, objevuje i autoportrét. Jisty
ironicky ton, ktery je provazel,
je patrny v jeji tvorbé dodnes.
Tésné pred koncem desetileti
se Denisa Krausova stéle vice
soustfedi na znama témata
evropského malirstvi, krajinu,
kvétiny, zatisi. V obrazech
zvétSujicich se formatd v8ak
tato témata ziskavaji nejedno-
znacny obsah, pro pozorovatele
znepokojujici a znejistujici
podobu. | v Mikulové vzniklé
obrazy Denisy Krausoveé jako by
znovu pro soucéasnost objevova-
ly opusténa stara ,jednoducha“
témata zatisi — ,,nature morte"

— ,mrtvé prirody*“. Ale obrazy
zatisi Denisy Krausové nejsou
zpodobenim umné sestavenych
pfirodnin &i predmétd, jsou

naopak plné skrytého tajuplné-
ho Zivota. Jeji dnes jiz bohata,
ocenovana malifskéa tvorba se
vyznacuje pevnym, plnym, in-
tenzivnim, védomym malifskym
gestem, jimz odvazna, zdanlivé
bezstarostna barevnost razné
buduje povédomy, presto stale
novy a neznamy svét veci, lidi

a utajenych pribéhd. V jejich
obrazech naSemu lidskému
¢asu neni dano plynuti, ale
jakési soustredéné, cyklické
setrvavani. Plnosti tvaru a silou
barvy patfi mikulovské obrazy
Denisy Krausové k tém, které
dnes znovu dokazuji GZzasnou
neutuchajici silu malby.
1995-1999 Stredni umélecko-
priimyslovéa skola Jihlavé, 1999-
2005 Fakulta vytvarnych uméni
Vysokého ucéeni technického

v Brné&, rok 2002 stravila na Aca-
demii di Belle Arti di Brera v Mi-
lané a rok 2004 na Academii de
Arte Vizuale loan Andeenescu
v Kluzi v Rumunsku, 2007-2018
plsobila na Stredni umélecko-
primyslové 8kole v Jinlavé, od
2019 na Stredni Skole uméni

a designu, stylu a médy a Vyssi
odborné Skole v Brné.

IVAN NEUMANN

*1945

teoretik

V letech 1963 az 1968 studoval
na FF UK v Praze obor dg&jiny
umeéni, v roce 1972 obdrzel
doktorat z d€jin a teorie umeéni
na FF UK v Praze. V letech
1968 az 1977 pracoval v AlSové
jihoCeské galerii v Hluboké nad
Vltavou jako kurator sbirek ¢es-
kého uméni 20. stoleti. Podilel
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se na fadeé vystav poradanych
galerii a pfipravoval kazdoroéni
akvizice AJG. V NG v Praze pu-
sobil vletech 1977 az 1994 ve
Sbirce moderniho malifstvi jako
kurator, pfipravoval fadu vystav
Narodni galerie doma i v zahra-
ni¢i, podilel se na pfipravé jejich
akvizic. Angazoval se v mno-
hych neoficialnich aktivitach
ceské vytvarné scény béhem
70. a 80. let. Od roku 1994 do
roku 2009 pracoval v Ceském
muzeu vytvarnych uméni v Pra-
ze (dnes Galerie stfedoceského
kraje v Kutné Hore) do roku
2000 jako kurator Domu U &er-
né Matky Bozi a jako kurator
sbirky plastiky. Pfipravil tu fadu
vystav ¢eského i zahraniéniho
umeéni. Od roku 2000 byl redite-
lem Ceského muzea vytvarnych
umeéni v Praze, v letech 2004

az 2009 byl z titulu reditele
instituce vedoucim tymu pro re-
konstrukci a programovou napln
budouciho Centra uméni CMVU
v rekonstruované Jezuitské kole-
ji v Kutné Hore. Zije v Praze.

v

KLARA STEFANOVICOVA
*1995

asistentka sympozia

Pracuje predevsim v grafickych
technikach. Zda se, ze sméro-
vani jeji tvorby vyrazné ovlivnily
studijni pobyty v Anglii (Ply-
mouth College of Art) av Ja-
ponsku (Tokyo University of the
Arts-Geidai), jehoz vytvarna kul-
tura, ktera dala svétu fenomén
japonského drevorezu, se silné
dotkla jeji vytvarné senzitivity.

Z nevelkych kiehkych dfevorezu

DILNA 2019 KDO JE KDO

geometrickych struktur vytvore-
nych v Mikulové je zfejma velka
vnitfni ukdznénost a usebrani
az meditativni povahy. Jesté
snad intenzivnéji dychne tento
pocit z velmi zvolna vznikajicich
¢ernobilych tuzkovych kreseb,
jejichz motivy, vytvarené hustou
Srafurou kratkych ¢ar, vychazeji
z reflexi architektury mikulov-
ského zamku.

2010-2014 Stredni prdmyslova
a umeélecka Skola v Hodoniné,
graficky design; od 2014 studu-
je na Vlysokeé Skole vytvarnych
umeéni v Bratislave.

MIREK ZAHALKA

*1973

Podle odborného zaméreni
Zahalkova studia na vytvar-
nych Skolach na intermedialni

a konceptudlni tvorbu by se dalo
predpokladat, ze se v samo-
statném vytvarném zZivoté bude
vénovat predevsim grafickym
technikdm v nejriiznéjsich
polohach a soudobym médi-

im ve vytvarné tvorbé. V nich
ostatné ziskal na mezinarodnich
prezentacich radu ocenéni.

Do samostatného vytvarného
zivota vstoupil Mirek Zahalka na
samém prahu nového tisicileti.
Ustrojeni jeho talentu nedo-
volilo, aby byl zcela pohlcen
magicky pfitazlivym vabenim
novych, prfedevsim elektronic-
kych médii. Stale ho pritahoval
tradi¢ni obraz a jeho schopnost
dotykat se tajemstvi télesnosti,
nejen pouhé nekomplikované
pfimocaré zpodobovani téla,
predevsim lidského a nabizeni
pocitu libosti z pohledu na né;.

Cini tak prostiedky ne zcela b&z-
nymi, jeho nastroji nejsou stétce
a barvy, ale nové syntetické
materialy. | na velkoformatovych
obrazech vzniklych v Mikulové
pod jednim nazvem STEPPE, je
ziejmé, Zze ma v sobé zakodo-
vany odkaz predevsim barok-
niho uméni s jeho sugestivni
schopnosti zpodobeni lidského
téla ve velkolepém gestu se vsi
jeho objemovosti, plnou pozem-
skosti a zaroven s duchovnosti.
Zahalkovy lidskeé figury, ve své
traktaci zcela vérohodné, Ize
snad fici realné, vSak tim, jak

se vynoruji v bezrozmérném
prostoru obrazu svoji hmotnost
a realnost popiraji. Podtrhuje to
i monochromni barevnost, ktera
jako by chtéla vyvolat dojem
starého negativu na celuloidu.
V fadé obraz( Mirka Zahalky si
nelze nepovSimnout jistého tra-
gického ténu, jako by vS§echna
téla v jeho obrazech prochazela
¢i prosla néjakym traumatizuji-
cim zazitkem.

1988-1994 Vytvarna skola Vac-
lava Hollara v Praze, 1995-2001
Vysoké Skola uméleckoprimys-
lova v Praze.
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| toto léto privital Mikulov Ceské
i zahrani¢ni umélce - Gc¢astni-
ky Mikulovského vytvarného
sympozia "dilna". Jiz 26. ro¢nik
se uskutec¢nil od 13. Eervence
do 10. srpna a poradateli byly

i tento rok mésto Mikulov a Re-
gionalni muzeum v Mikuloveé.

Kuratorem leto$niho roéni-
ku byl sochar Jiti Kacer, ktery
do svého tymu pozval malife Eu-
genia Jozefowského, Vojtécha
Horalka, Svatopluka Klimese
a Mirka Zahalku a fotografa Jaro-
slava BeneSe. Teoretikem ro¢ni-
ku byl lvan Neumann, technic-
kou asistentkou studentka Klara
Stefanoviova. Jako host se 26.
ro¢niku Mikulovského vytvarné-
ho sympozia "dilna" zG¢astnila
malitka Denisa Krausova.

Zahajeni "dilny" probéhlo
13. Eervence na zameckém
nadvori, kde umélci jako jiz tra-
diéné prezentovali svou tvorbu.
V priib&hu zahajeni navstévni-
k&im zahralo hudebni seskupeni
Hanu$§ Axmann trio a poté se
hosté bavili u hudebni produkce
Iva Pospisila.

Jiz tradiéné v ramci sympozia
probéhla rada doprovodnych
akci. V den otevrenych ateliérd,
ktery se stal jiz tradici, se mohli
navstévnici zamku a Mikulovsti
seznamit s pracovnimi postupy
jednotlivych umélcd, zhlédnout
dila uz vytvorena i dila, na kte-
rych umélci prave pracovali,

a protoze byl i tentokrat spojen
s odpolednim malovanim

s détmi, mohli si mali navstév-
nici vyzkouSet michani barev
a malovani na velky format.

S malovanim jim pomahali ti
nejpovolangjsi — vytvarnici.

Kazdoroéni nedilnou soudasti
sympozia je hudba a ani tento
rok tomu nebylo jinak. V ramci
tradi¢niho Festivalu narodu
Podyji se mohla Siroka verejnost
pobavit u vystoupeni mikulov-
skych hudebnich seskupeni
Rosen Trio, Bezmocné sny
a Koleno.

DalSi akei, navazujici
na autorska ¢teni, ktera byla
na "dilné" jiz nékolik predchaze-
jicich roéniku, pak byl autorsky
piknik, kde vystoupila umélecka
skupina IN SACEK VERITAS
a navstévnici si mohli poslech-
nout prednasku profesora Cy-
rila Héschla na téma Uméni
a neurovéda.

Dila vytvofena na sympoziu
byla Siroké verejnosti predsta-
vena na vernisazi 10. srpna.
Slavnostni ukonéeni 26. roéniku
navstévnikim zpestfilo vystou-
peni mikulovského hudebniho
seskupeni JazzPetit a kapela
Circus Problem, hrajici energic-
ky ,disco-balkan®.

Vystava dél 26. ro¢niku "dilny"
byla na mikulovském zamku pro
verejnost oteviena do 31. fijna.

27. ro¢nik Mikulovského vytvar-
ného sympozia "dilna" se bude
konat od 11. Eervence do 8. srp-
na 2020.

PODEKOVANI

Mésto Mikulov, Regionalni mu-
zeum v Mikulové a Poradni sbor
MVS "dilna" timto zdvofile dékuji
v8em lidem, firmam a institucim,
jez se svou pomoci zaslouzili

o zdarny pribéh letosniho roc-
niku sympozia, jsou to: Vaclav
Elias, Marie Dohnalova, Marek
a Monika Lipovi, Jan Grbavdic,
Lubos$ Janacéek, Daniel Kamenar,
Oto Palan, Zdenék Pestal st.,
Zdenék Pestal, Miroslav Polivka,
Frantigek a Katefina Silovi,
Marcela Simankova, Adam
Vrbka, Vitézslav Vrbka, Bendy
Bau, Vinarské centrum Mikulov,
Rodinné vinarstvi Mikulov, Vino
Marcinéak, Vino Lipa Mikulov,
Vinarstvi Balazovi Dolni Duna-
jovice, Vinarstvi Turold, Travel
Free a pravdépodobné mnozi
dal$i, na které jsme nechténé
zapomnéli.

Uskuteénéni letoSniho
roéniku "dilny" bylo finanéné
podporeno Ministerstvem kultu-
ry Ceské republiky a Jihomorav-
skym krajem.
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Ostatni dila vytvorena

na MVS 2019

Other works created during
MAS 2019




Ruce, olej na platné, 150 x 200 cm
Hands, oil on canvas Kosik I, olej na platné, 150 x 200 cm
Basket Ill, oil on canvas

Z4tisi s Kristem, olej na platné, 125 x 175 cm Slepice v nouzi, olej na platné, 125 x 145 cm
Still Life with Christ, oil on canvas Hen in Distress, oil on canvas

) Ostatni dila vytvorena na MVS 2019 ) Ostatni dila vytvorena na MVS 2019
DENISA KRAUSOVA Other works created during MAS 2019 DENISA KRAUSOVA Other works created during MAS 2019 142—143




Bez nazvu, instalace
Untitled, installation

Prvni let (skica), kombinovana technika na platné a plexiskle
First Flight (sketch), mixed media on canvas and plexiglass

Ostatni dila vytvorena na MVS 2019
VOJTECH HORALEK Other works created during MAS 2019

STEPPE 01, gumoasfalt, syntetika na platné&, 200 x 300 cm
STEPPE 01, asphalt rubber, synthetics on canvas

STEPPE 02, gumoasfalt, syntetika na platné&, 200 x 300 cm
STEPPE 02, asphalt rubber, synthetics on canvas

Ostatni dila vytvorena na MVS 2019
MIREK ZAHALKA Other works created during MAS 2019 144—145



STEPPE 03, gumoasfalt, syntetika na platng, 200 x 300 cm
STEPPE 03, asphalt rubber, synthetics on canvas

STEPPE 04, gumoasfalt, syntetika na platnég, 200 x 300 cm
STEPPE 04, asphalt rubber, synthetics on canvas

Ostatni dila vytvofena na MVS 2019
MIREK ZAHALKA Other works created during MAS 2019

Spadci na vinici, kombinovana technika na platné, 200 x 300 cm
Starlings in the vineyard, mixed media on canvas

Bez nazvu, kombinovana technika, 70 x 90 cm
Untitled, mixed media

SVATOPLUK KLIMES

Ostatni dila vytvofena na MVS 2019
Other works created during MAS 2019

146—147



Bez nazvu, kombinovana technika,
60 x50 cm
Untitled, mixed media

Bez nazvu, kombinovana technika,
100 x80cm
Untitled, mixed media

SVATOPLUK KLIMES

Bez nazvu, kombinovana technika,
60 x50 cm
Untitled, mixed media

Bez nazvu, kombinovana technika,
110x90cm
Untitled, mixed media

Ostatni dila vytvorena na MVS 2019
Other works created during MAS 2019

Instalace moravska lidova: Kohut z fady leti, vesele si zpiva, vstavaj, mila,
hore, uz sa rozednival, kombinovana technika

Moravian folk installation: The cock flies from the row, sings cheerfully,
arise, my love, get up, the day is breaking!, mixed media

Ostatni dila vytvorena na MVS 2019
SVATOPLUK KLIMES Other works created during MAS 2019

148—149



<A Jeshi 1o nie jest fymc

A jestli to neni to, co myslis,
akryl na platné, 50 x 24 cm
And if it isn’t what you think,
acrylic on canvas

Andélka, co chtéla dusi,
akryl na platné, 50 x 24 cm
The Angel who wanted

a soul, acrylic on canvas

Télo andéla o dusi nevi,

akryl na platng, 50 x 24 cm

The Angel’s body knows not of
the soul, acrylic on canvas

Tohle v§echno by mélo byt
ve vysokych vinach,

akryl na platné, 50 x 24 cm
All this should be in the high
waves, acrylic on canvas

EUGENIUS JOZEFOWSKI

Opakovatelnost toho, co je
subjektivni,

akryl na platné, 50 x 24 cm
The repeatability of what is

Soubor atributll pro milostné vino,
péstované v Mikulove,

akryl na platng, 50 x 24 cm

A set of attributes for the wine of love

subjective, acrylic on canvas grown in Mikulov, acrylic on canvas

Ostatni dila vytvorena na MVS 2019
Other works created during MAS 2019

Zadecek Andélky,

akryl na platné, 50 x 24 cm
The bottom of the Angel,
acrylic on canvas

Trojuhelniky se drzi podle
své zasady, akryl na platné,
50x 24 cm

Triangles stick to their
principle, acrylic on canvas

Kazda vagina ma svého
serafina, akryl na platné,
50x 24 cm

Each vagina has its
seraph, acrylic on canvas

VSechno se toéi okolo toho
samého, akryl na platné,
50 x 24 cm

Everything revolves around
the same thing, acrylic on
canvas

EUGENIUS JOZEFOWSKI

Ano, je to opét tato opakujici
se forma, akryl na platng,
50x 24 cm

Yes, it's that repeating form
once again, acrylic on canvas

Opiral jsem se zady o zed,
akryl na platng, 50 x 24 cm
| leaned back against the
wall, acrylic on canvas

Ostatni dila vytvorena na MVS 2019
Other works created during MAS 2019 150—151



Lahev lasky v Mikulové,
akryl na platné, 50 x 24 cm
A bottle of love in Mikuloy,
acrylic on canvas

Lahev s ¢ervenou
vzpominkou, akryl na platnég,
50x 24 cm

Bottle with a red memory,
acrylic on canvas

EUGENIUS JOZEFOWSKI

Cervena ldhev s modrou Lahev lasky proménéna
vystrahou, akryl na platné, ve vinohradské noze,

50 x 24 cm akryl na platné, 50 x 24 cm
A red bottle with a blue A bottle of love transformed

warning, acrylic on canvas into vineyard knifes, acrylic
on canvas

Flaska z Mikulova,

akryl na platné, 50 x 24 cm
Bottle from Mikulov,
acrylic on canvas

Ostatni dila vytvorena na MVS 2019
Other works created during MAS 2019

Lahev mikulovskych lasek,
akryl na platné, 50 x 24 cm
A bottle of Mikulov loves,
acrylic on canvas

EUGENIUS JOZEFOWSKI

Lahev s modrou pfed de§tém, Lahev s vini nééeho

akryl na platnég, 50 x 24 cm oranzového,

A bottle with blue before the akryl na platné, 50 x 24 cm

rain, acrylic on canvas Bottle with the aroma of
something orange, acrylic
on canvas

Ostatni dila vytvorena na MVS 2019
Other works created during MAS 2019 152—153
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JF14 ,F2% ,F3“ (z cyklu ,M1*), tuzka na papife, 30 x 40 cm
“F1% “F2% “F3" (from the series “M1”), pencil on paper

Instalace
Installation
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FOREWORD
ROSTISLAV KOSTIAL

Artists from every corner of this country and
from neighbouring European countries have
been coming to our unique town for twenty-six
years to find inspiration in the extraordinary
local landscape, rich history and local people.

They recast their authentic feelings in works
whose originality and untraditional genesis
make them incomparable in these surroundings.
They leave some of these works here with us in
our collection which has grown to unpreceden-
ted size and importance over the course of the
years.

The twenty-sixth year could seem to be
nothing particularly special, but the opposite is
the truth. This has, in my view, been an extre-
mely successful year. It has repeatedly been
shown that artists inspired and surrounded by
this winegrowing landscape can assimilate the
diversity of the genius loci of Mikulov and reflect
in their works the atmosphere of the most beau-
tiful town in South Moravia.

| also see the significance of the year 2019
in the fact that we are celebrating thirty years
since the fall of the Communist dictatorship this
year, and artists can enjoy the feeling of freedom
now more than ever.

And it is this independent creation, unlimited
by anyone or anything, that characterises all the
works created at previous years of our symposi-
um and defines their enormous artistic value.

As Bruce Lee once said fittingly in this con-
text: “Art lives where absolute freedom is.”

INTRODUCTION

A SHORT NOTE IN
PLACE OF AN INTRODUCTION
JIRI KACER

The 26th year of our “dilna” was an extremely
pleasant time for me spent with a wonderful
group of participants with perfect organisation
and technical facilities provided by the orga-
nisers. All this in a beautiful town steeped in
history. It is a delight to spend time in a cultural
environment that honours its historical legacy
and carefully maintains its historical monu-
ments, while also providing an opportunity for
contemporary cultural expression. This is an
idea extremely close to my heart, for which
reason a transcription of the number 26 in the
symbols of ancient Greek was chosen as the
symbol of this year's event. | would like to thank
the organisers and everyone else who took part,
and to wish our “dilna” great success in the
years to come.
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TRANSFORMATIONS
ADAM VRBKA

This year's Mikulov Art Symposium was charac-
terised by a slight transformation. A transforma-
tion whose aim is to open up the symposium to
the people of the town and the general public to
an ever greater extent.

The twenty-sixth year of the event, held under
the curatorial leadership of Jifi Kacer and the
theoretic leadership of lvan Neumann, present-
ed a number of interesting artists from various
fields of artistic work.

The population of the town had the chance
of becoming acquainted not merely with their
artistic works, but also with their musical taste
and other interests, which they revealed both
at a number of accompanying events and
artistic appearances during the course of the
symposium, and in person thank to the artists’
fearlessness in walking freely around the town
and making new friends.

The symposium didn't neglect to remember
previous years of our “dilna” in the form of an
artist's evening featuring Eva Turnova and the
temporary placement of Jifi David's Key statue in
the Chateau Park.

Curator Jifi Kacer'’s freely accessible open-air
sculpting studio in the rear wing of the Narodni
DUim building followed on from the tradition of
studios at our early symposia, at which visitors
do not have to wait for the final form of a work
of art to be permanently installed in the park
next to the Jewish Cemetery, but can visit the
artist during the working process and feel the
experience of a sculpture during the stage of its
creation.

Series of photographs by Jaroslav Benes, the
graphic work of Klara Stefanoviova, paintings
by Eugeniusz J6zefowski and joint graphic works
by Svatopluk Klimes and Jiti Kacer were directly
associated with the town of Mikulov and individ-
ual scenes, details, artefacts and personalities
of the town. A number of works were created in
chateau studios that have a significance all the
greater for the fact that the individual artists let
the genius loci of the town of Mikulov penetrate
deep into their soul and their work.

The ash on the pictures by Svatopluk Klimes,
which helped channel the painter's distinct

DILNA 2019 INTRODUCTION

poetry, way of thinking and outlook shaped
over the many years of his artistic work, is also
engaging.

The large and energetic paintings by Vojtéch
Horélek, Denisa Krausova and Mirek Zahalka,
which filled a large part of the chateau'’s exhibi-
tion area, are an integral and extremely distinc-
tive part of this year’s event that | cannot neglect
to mention. Each of these participants has, in his
or her symposium work, drawn in part either on
figurative painting or on painting with realistic
elements, though each in an entirely different
manner.

Theoretician lvan Neumann has succeeded
in installing this mix in the Chateau premises in
a fresh and interesting way that is both attrac-
tive and engrossing, giving visitors the chance
of seeing the whole of this year's “dilna”, and he
deserves no little thanks for this.

| have to say that the twenty-sixth year of the
Mikulov Art Symposium was an extremely pleas-
ant surprise to me and exceeded my expecta-
tions. | have to give thanks for this surprise, both
to Jifi Kacer and his well selected team and to
the town of Mikulov, the Regional Museum, and
the entire organisational team behind the “dilna”
for a wonderful performance and extraordinary
efforts in preparing this unique artistic sympo-
sium.
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IVAN NEUMANN

Is twenty-six a large number? Not generally
speaking, and certainly not in our utilitarian
world. But it is a large number in the life of an
event such as an art symposium held in a world
that truly seems entirely utilitarian. | would

say that there are few such art events that can
boast such a long life, and even fewer that are
organised methodically with such professional-
ism and erudition as the Art Symposium “dilna”
in Mikulov. This year, in 2019, it was held for the
twenty-sixth time. One of its greatest virtues lies
in the fact that it expands the collection of con-
temporary art held by the town of Mikulov every
year. This year's event has its own personal
character reflecting the work of the artists taking
part, as is the case every year.

The idea behind the composition of the group
of artists for the 26th year of the event began to
take shape around three years ago. The project
that defined the whole idea about the appear-
ance of the 2019 “dilna” was put forward by
sculptor Jifi Kacer. During the preparations for
the project he also asked me whether | would
be willing to take on the role of theoretician for
the event. | agreed, understandably, recollecting
my participation in the 2015 “dilna”, which we
called HICE at that time. At the time at which the
definitive appearance of the twenty-sixth “dilna”
was being crystallised, the painter, graphic
designer and photographer Vaclav Benda (1948),
a prominent expressive figurative artist interpret-
ing the living legacy of the Czech art of the end
of the nineteen sixties in an extraordinarily indi-
vidualistic manner and originally accepting the
premises of the postmodern, had to pull out due
to iliness. The decision to address Mirek Zahalka
(1973), a graduate of the Academy of Arts,
Architecture and Design in Prague, turned out to
be an entirely appropriate choice. He is an artist
who initially worked successfully with graphic
design and new media, an area in which he also
won a number of international awards, though
soon he was also to be an original creator of
large canvases who works in unusual ways with
untraditional materials in creating his pictures.

As usual, eight artists worked for four weeks
in premises on the second floor of the south
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wing of Mikulov Chateau. Two of them, however,
were often not to be found at their workplace at
the Chateau. Symposium curator and sculp-
tor Jifi Kager spent most of his time working in
the courtyard of the now unused Narodni Dim
in Mikulov Square. Kac¢er chose his block of
granite, which was a little over four metres in
length, at the quarry in the village of Kamenna
near the town of Tasov in the Vysoc&ina Region,
birthplace of poet and writer Jakub Deml. His
sculpture “Fragment-Bench” was created in the
courtyard before finally being placed perma-
nently in the park beneath the Jewish Cemetery
in Mikulov. At moments when it proved impos-
sible to concentrate fully on his sculpting, due to
lively social events in the square for example, Jifi
Kacer worked on frottage in his workplace at the
Chateau and in adjacent areas of the Chateau
and town. These works of frottage then found
their definitive form after the fiery intervention
of Svatopluk Klime§, who was also taking part
in this year’'s symposium. The sculpture created
during the symposium is associated with a large
group of artistic works created in the past in his
studio or at various sculpting gatherings, most
of which are named Fragment. Kacer’s sculp-
tures, including those in the Fragments series,
always evoke the suggestive impression of find-
ing a fragment of a mysterious archaic artefact
emerging from the depths of time.
Photographer Jaroslav Benes§ was also often
not to be found at the Chateau. When he was,
it was generally when all the artists gathered
around a table in the large central room where
many conversations about their work and other
matters were held, or perhaps in the popular
wine bar Rodinné Vinafrstvi Mikulov or else-
where in the town. Mikulov offers an enormous
number of opportunities of this kind. Bene$§
worked in Mikulov with a digital camera, though
it goes without saying that he also has extensive
experience with traditional photography. It is
always as if the artist’s vision, sudden under-
standing, and not the camera were actually per-
forming the photographing. The photographs
taken in Mikulov do not describe contact with
this indisputably beautiful town, but with the
strength of what happened to be “within touch-
ing distance” at this place. Jaroslav Bene§'s pic-
tures taken during the symposium demand
the viewer's concentrated attention with their
absolute sobriety and quietude.
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Vojtéch Horalek, in contrast, hardly left his
office, and sometimes worked into the night.
The extraordinary complexity of his creative
methods demanded a large amount of time and
energy. He produced two large pictures in slight
relief and one smaller sketch. The simple word
“picture” is an extremely loose description of
them, however. His pictures narrate stories of
convoluted and difficult to grasp situations in hu-
man life, frequently with a certain dose of irony.
Even a joke in the form of a small picture painted
on an unused chateau information system
board confirms the fact that the iconography of
Horalek’s Mikulov pictures undoubtedly draws
on the legacies of the artistic imagery of the past
modified by the attacks of the present day.

Polish painter Eugeniusz J6zefowski respond-
ed most visibly to the suggestive radiation of
the space of Mikulov. He abandoned his hard
work in his studio only sporadically for refresh-
ment and the chance of sitting down with col-
leagues. The language difference proved to be
no obstacle here. His work is a clear reflection
of the strength with which he was addressed
by the historical atmosphere of the town, the
imposing chateau above it and the living wine
traditions of the region. His work takes in vari-
ous disciplines, though his artistic interest is
devoted primarily to the traditional image. The
atmosphere of his Mikulov works balances on
the edge of dream and reality, seriousness and
irony. His large series of small pictures created
during the symposium is designed for gradual
reading as something like the painter’s intimate
Mikulov dream diary. Quotations from new and
older poetry make frequent appearances here,
as do small signs identifying the town. The same
atmosphere then also imbues two large pictures
characterised by their vitality of colour.

A whiff of something burning could be
smelled from time to time in the central room
between the studios. It came from the studio of
Svatopluk Klime$, who works primarily with pa-
per, though sometimes with other materials. His
works do not come to life in the usual way, but
are created with fire and ash, by damaging the
picture surface. Svatopluk Klime$, painter and
performer, art lecturer, member of the artistic
generation of the nineteen seventies, is char-
acterised by his distinctive humour. A strong
theatricality and a certain bitterness, humour
and irony are present in his work, such as his
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Mikulov installation “Kohutik Jaraby...” The story
associated with the inception of this series of
works with fire and ash on paper is characteris-
tic of the artist's sense of the humour of absurd
situations and can trace its beginnings to one
of Mikulov’s restaurants. A number of large pic-
tures inspired by vineyards and classic literary
works, including the Song of Songs, also came
to life in fire and ash, however, in the studio in
which Svatopluk Klime$ worked.

Mirek Zahalka worked in the connecting
corridor between the southwest and southeast
wings of the Chateau, which reminded me of
the galleries of French Baroque residences. He
produced six large pictures with the collective
title “Steppe” there. Four pictures were created
initially, but Mirek Zahalka's ceaseless energy
demanded the creation of another two. This
time he was again attracted by the ancient
secret of the creation of a picture. His Mikulov
pictures were not produced over an uninter-
rupted period of time. The artist occasionally
felt the need to focus his thoughts and refine
his intention, and would set off on long hikes on
the Palava Hills which he walked from one end
to the other in spite of the summer heat. It is
impossible not to notice a certain dramatic tone,
a sign of human destiny, in his Mikulov pictures.
None of Zahalka's pictures here were created
by means of orthodox painting, but rather by the
slow layering of new-age technical materials.

Denisa Krausova, who lives and works in
nearby Valtice and who was invited as a sympo-
sium guest by the organiser of the symposium,
brought pure full painting to Mikulov. Six large
canvases were created almost unobserved and
in complete silence in Denisa Krausova’s studio
during the “dilna”. It often looked as though
some of them were transformed from their foun-
dations a number of times over as if her pictures
were living organisms. They all rediscovered
what are today old “simple” topics of still life or
“Nature morte”, though Denisa Krausova’s inter-
pretation has imbued them with remarkable life.
There was seriousness in this painting, though
also a deprecating tone that is hard to define.
This was also frequently confirmed by the
artist’'s own statements during the occasional
Mikulov interviews at the long table.

Klara StefanoviGova, a student at the Acad-
emy of Fine Arts and Design in Bratislava, was
appointed symposium assistant, though she
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also had plenty of time to devote to her own
work as her position did not impose too many
obligations on her. She sat extremely quietly
and with great concentration in a small studio
where she created a number of drawings and
wood carvings. The focus of her artistic interest
has certainly been significantly influenced by
her study residences in England and Japan,
whose artistic culture, which gave the world
the phenomenon of Japanese wood carving,
has strongly affected her artistic sensitivity in
particular. Her black-and-white pencil drawings,
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whose motifs, created by a dense hatching of
shorts lines, arise from reflexions of the archi-
tecture of Mikulov Chateau, induce a feeling of
quiet contemplation.

In the following interviews with all the par-
ticipants in the Mikulov Art Symposium “dilna”
the reader will certainly find out more about the
artists themselves, their work during the “dilna”,
their views on artistic work and, not least, the
whole twenty-sixth year of our “dilna”. | have
tried in this introduction to open the door a little
to these interviews with our artists.
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JIRI KACER
A MATTER OF FATE

Did it take you long to decide to take on the role
of curator of the symposium "dilna" and put
forward a concept for it? What influenced your
decision?

JK: | considered taking part in the "dilna" from
the moment | first came into contact with it,
which was during my visit to Mikulov in 2015
when my friend the painter Oldfich Tichy was
acting as curator. A definitive decision was
taken after you and | came to an agreement on
working together on a concept for the sympo-
sium.

When you came to your decision, did you al-
ready have an idea about the material you would
use for your sculpture and how big it would be?
Didn't you have your doubts about the possibil-
ity of producing a demanding piece of sculpture
during a symposium that doesn'’t last that long?
Wouldn't it have been simpler to work with an
easier material, plaster for example, or just to
work on paper?

JK: | conceived the idea of creating a stone
bench for Mikulov at the very beginning. The
material and proportions became clear later.

It was obvious that such a piece of sculpture
couldn't be created from scratch during the
symposium, for which reason | asked the com-
pany Zednic¢ek in Kamenna u Tasova for its help
a year in advance. A semi-finished work was cre-
ated there, which | was able to complete by the
end of the symposium. The decision on the ma-
terial granite was taken at the local source, and
then | just had to wait for a large enough block.

| wanted a piece longer than 350 cm. In the end
they managed to prepare me a block 400 cm
long. This size made it possible to produce a
piece large enough for installation outdoors in
the park beneath the Jewish cemetery. | did also
work with an easier material however - | pro-
duced some pieces of frottage on paper while |
was working on the bench.

What made you choose hard granite from the
quarry in Kamenna?
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JK: I had previously had good experiences with
the quarry in Kamenna so | was happy to give
their material a chance. They also work stone
from Mrékotin and other materials. Granite from
Kamenna is beautiful stone from a local source
with an extremely interesting internal structure.
Of course material from China, India or Africa, for
example, can also be acquired for a comparable
price, but | don't see any reason for this.

What is the position and the role of traditional
sculpture working with a tangible material and
what possibilities are open to it in the modern
age of installations and computer manipulations
that are very often easy and drift on the “foam of
the days”?

JK: 1 don't give in to the trends of fashion either

in my work or in my lifestyle. Working with stone
is a matter of fate for me, in spite of the fact that

it might, to some, seem to reek of sweat and be
outside the mainstream. Working directly in stone
using the taille directe method is a great adven-
ture that | enjoy immensely. | always observe

a strict installation concept when presenting

my works, and this is just as important to me as
working on individual artefacts.

You occasionally swapped your work on your
sculpture in the yard of an uninhabited building
for the creation of works of frottage, of which you
produced a large number in the end. When did
you actually start doing frottage? And how did
you get into it? Was it just a case of a bit of relief
from the demanding physical work of a sculptor?

JK: You're right about the frottage. In 2009 and
2010, | took part in the Smalt Art symposium in
Vitkovice, which was organised by Jan Svétlik,
where | produced mostly monochrome steel
tablets with an extremely low relief in enamel.

| took some of these tablets back to the studio,
and a few years later it occurred to me that they
could be used as a matrix for frottage. That was
how my first series of works of frottage came into
being. Later | also began to create matrices from
other materials with interesting structures — from
wood, metal, stone and various combinations.
This technique made a great impression on me,
as it provides me with an enormous opportunity
to play with structure, just like in my work in
stone.
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Where did you produce your works of frottage
in Mikulov and what led to your artistic
co-operation on their final form with Svatopluk
Klimes?

JK: My works of frottage in Mikulov were pro-
duced in the interior of the chateau, the exterior
of the chateau and the yard of Narodni Dam.
Some were produced at a combination of these
localities. Ruined areas of the old stairway,
chateau doors and their numbers, various drains
and covers, paving stones and so on served as
matrices here. My co-operation with Svatopluk
was planned. We tried working together for

the first time a few years ago at a symposium

in Dresden on the occasion of Days of Czech
Culture. We have worked together happily from
time to time since then.

Your Fragment-Bench can be found in the park
in Mikulov and | get the feeling that it seems to
have been there since time immemorial. It has
entered the space of the town and is now living
its own life. | was present at its installation and
admired the wonderful co-operation between all
those involved. When and how was the site for
the definitive placement of the sculpture found?

JK: The town suggested a number of locations
and Adam Vrbka and | went round them on the
occasion of the christening of the catalogue for
last year's symposium. The decision to install
the sculpture in the park was made at that time.
Adam and | agreed on its definitive placement
in the park in August. The installation and its
external relations are always extremely impor-
tant to me. | believe the bench has been placed
in such a way that it can work well in all respects
in this place.

Do you get the feeling that the “Mikulov phe-
nomenon” has found its way into your work
during the symposium?

JK: The Mikulov phenomenon can quite cer-
tainly be clearly seen in my frottage, in which |
always tried to capture the essence of the given
locality. The opposite is true of my bench. Here |
tried to leave my own footprint in Mikulov.

How do you see the twenty-sixth year of the art
symposium "dilna" today? Has your time here
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with artists from a number of generations with
different artistic views enriched you in any way?

JK: I have happy memories of the "dilna". The
friendly atmosphere and mutual respect among
all those taking part, in spite of the generational
diversity and differences of opinion, created
wonderful working conditions. The techni-

cal and organisational conditions provided by
the organisers were also ideal. All this taken
together contributed to that fact that, in my view,
an extremely interesting collection of works of
high quality was produced here.
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DENISA KRAUSOVA
| CAN'T REALLY PUT MY FINGER ON IT

The thing that strikes me about your CV is

the fact that you have already taken partin a
number of symposia, so the invitation to the art
symposium "dilna" in Mikulov probably wasn't
a great surprise. Was there anything here that
seemed more interesting or more important

to you than at your previous symposia? As you
live not that far away, you probably knew of the
relatively long history of this creative gathering.
How did you come to accept the invitation?

DK: | had probably been to three symposia
before. The one in Mikulov is exceptional, first
and foremost, for its length. They usually last
two weeks at the most. Being at the chateau for
a whole month is an unforgettable experience.
It gives the artists the chance of enjoying all the
rituals of getting to know one another, going
through creative crises and, finally, managing to
concentrate on their work and hopefully move
forwards in their work. This is the main reason
why | accept symposium invitations. It is true
that | was invited to the Mikulov symposium
practically as a local, though | didn’t know very
much about its history or background so | think |
was in the same boat as the others. | have been
in the region for less than three years and | don't
know many people. I'm usually holed up in my
studio in Uvaly about 12 km from Mikulov.

Do you feel any kind of connection with the
tradition of the Czech art of the last century?
Do you have any personal preferences? Should
an artist take an interest in what is, of course,
continually present in the art world, both past
and present?

DK: Of course | consider myself a lover of 20th
century art, and not just Czech art. It is the most
interesting period in history, principally for its
dynamism and diversity. | consider a knowledge
of it essential. Without any contemporary or bi-
ased feminist slant, | have to admit that women
artists stand out more distinctly for me in Czech
art. I'm not eclectic, however. | follow things, but
my work is not based directly on them. Maybe
subconsciously.
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Unfortunately, | often find among young and
novice artists today a complete ignorance of the
work of their recent predecessors, illustrious
artists and old works of art. Is this due to mere
indifference or a lack of understanding of the
fact that all art, whether old or contemporary, is
still here with us and raises an insistent question
about the quality of our own output? How do
you see it?

DK: I have been confined to the secondary
school environment for eleven years, so | cannot
compare it with the education, or the desire of
students for education, at institutes of higher
education. | do not feel any great scepticism

in this regard. My feeling has always been that
an interest in the work of one's predecessors
goes hand in hand with the student’s ambitions,
enthusiasm, industriousness and intelligence.
To put it simply, if students are taking it seri-
ously and are to be artists, then they also absorb
everything because they want to. Alongside
this, there is also a large proportion of students
who ignore everything, but they needn’t worry
us, because they will give up art very quickly.
This is the natural state, the great net. A lot of
superfluous students are accepted by second-
ary schools because of the money they are paid
per head, and everyone at the entrance exams
knows this.

During your studies at the Faculty of Fine Arts
you were lucky enough to go on a study visit to
the Accademia di Belle Arti di Brera in Milan. |
remember what a strong impression the works
installed in the Pinacoteca di Brera made on
me. Were you impressed by the old works of art
exhibited in the Pinacoteca, or did you perhaps
feel them to be an obstacle on the journey to-
wards expressing yourself as a painter? Wasn't
the environment at the Academy stronger than
the call of old works of art? What do you feel you
got out of your time at the Accademia and in
Milan in general?

DK: The exact opposite was true in my case.
The accommodation conditions in Milan were
so complicated, everything was really intoler-
ably expensive, that me and my schoolmate
decided to pack our bags and travelled around
the whole of Italy right down to Palermo for
two whole months. We must have visited every
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monument and picture gallery there was. It was
wonderful. | learned how to look at paintings for a
long time. | was also fascinated by the search for
famous works in various little churches. Cara-
vaggio's paintings made a great impression on
me, for example, and we also discovered some
great contemporary artists. We did it all on our
own, before going into school the day before our
departure and begging for a credit with some
little drawings we did on our travels. Brera may
be a famous school, but the impression | got at
the time was that it was excessively traditional
and focused on old techniques and craft like the
secondary schools in this country. It wasn't really
what | wanted, | wanted to see more.

At a time when, since the last century, we

have witnessed a number of waves calling into
question painting as a medium that is no longer
capable of valid expression of the essential
aspects of the present day, and when media
attention tends to be devoted, broadly speaking,
to work directed towards the dematerialisation
of the work of art, you decided on painting and
the picture. What attracts you to it, why does it
appeal to you?

DK: It's strange. | have never responded to these
things. At secondary college | was rather stub-
bornly into classic graphics, and that was at a
time when computer graphics were beginning.

It was a time of euphoria about the new pos-
sibilities of computer programs in the nineteen
nineties. Then | went to the Faculty of Fine Arts
and moved from graphics to painting, and began
to discover painting and to learn how to paint

at a time when painting was said to be dead, at

a time when the only future was meant to be in
new media and the concept. | was also interested
in these things, though only in my studies, from

a distance. For me, painting remains the most
direct way of recording something. It is natural

to me, there’s no technology disturbing me from
thinking, from creating. All the successes and
failures are mine and mine alone. | also liked clas-
sic graphics a great deal, but today | feel like the
matrix puts a brake on me, it's an extra step.

Although you originally come from Jihlava, you
now live in an environment with a far stronger
folklore tradition than Vysocina. Is this of any
importance to your work?
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DK: | think Moravia still hasn't had enough time
to have a direct influence on me. It's true that my
work has been more decorative in recent years,
but | began investigating ornamentation years
ago in Vysocina. | painted still lifes with grapes
five years ago in Jihlava. On the whole, | feel
closer to the nature of the landscape and the
people in Vysocina.

| see a kind of raw seriousness in your pictures,
which seem to me like visions of a secret hap-
pening of things in one second behind the cur-
tain of banality, as if restrained by other unseen
events. And also as a revived understanding

of the old theme of the still life. But | also see

a kind of trivialisation of all that. How else can
we interpret the title of your picture “Silly Little
Picture (Banquet)”?

DK: That's absolutely right. | like tension in pic-
tures and the ambiguity of their interpretation.
For example, when monumentality fights with a
perversely decorative approach to a surface, or
an earnest and serious topic conceived in kitsch
fragments, pathos combined with total banality,
flatness with illusiveness. The essential thing is
the process involved in the creation of the pic-
ture. It is a collage that comes into being in the
head, with things being gradually added to the
composition. The self-irony mentioned is also
something close to me both in the way | express
myself and in my pictures. It is a personality
trait. And the still lifes? | love still lifes, including
those by the old masters, the cubists and so on.
Of course, | see it personally as an enormous
space for a story of some kind. My still lifes are
both personal and autobiographical. And they
have to be big.

Do you get the feeling that the “Mikulov phe-
nomenon” has found its way into your work dur-
ing the symposium in spite of the fact that you
live nearby and certainly know the atmosphere
of the surrounding area?

DK: To be honest, | thought there would be more
of Mikulov in them. | had hoped to find the time
to explore the hidden places in the town, to dis-
cover its genius loci, but that didn’t happen. In
the end, | didn’t want to go out among the tour-
ists, so | carried on doing my own thing. Mikulov
is in one of my pictures though, isn't it?
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How do you see the twenty-sixth year of the art
symposium "dilna" today? Has your time here
with artists from a number of generations with
different artistic views and the other people con-
nected with the "dilna" enriched you in any way?

DK: | see it as an extremely positive experience.
In addition to the intergenerational contrast
and the new friendships | have made, | certainly
made some artistic progress, though | can't
really put my finger on it or evaluate it yet. I'm
rather slow, and changes happen slowly with
me, but they're always happening.
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VOJTECH HORALEK
THE ADVANTAGE OF THE INITIAL
IMPRESSION

How quickly did you decide to accept your invi-
tation to take part in the art symposium "dilna" in
Mikulov, and how long afterwards was it before
you arrived in Mikulov?

VH: | think the Mikulov "dilna" with this group
of artists was planned three years in advance.

| agreed at once when | was contacted by Jirka
Kacer in spite of my concerns about neglect-
ing my parental duties for a month. It seemed a
long way off, and | was delighted when it finally
arrived this year.

Did you come with an absolutely clear idea of
what you wanted to produce in Mikulov?

VH: In my work, | am used to preparing things a
long time in advance, and it's also very impor-
tant what frame of mind an event such as a
symposium happens to find me in. | had little
opportunity for uninterrupted painting in the
spring, so the time to realise the plans | hadn't
had time for before came in July. My answer is,
then, that | came to Mikulov with a clear idea,
but then the idea is almost always clear at the
beginning, though very often it doesn’t corre-
spond to the final results. And that’s the nicest
thing about our work — the adventure.

Were you aware in any way of the twenty-five-
-year existence of the Mikulov art symposium
"dilna" or about how the symposium takes place
in Mikulov? Had you had any experience with a
symposium of this kind before?

VH: To be honest, my knowledge of the Miku-
lov "dilna" was rather vague, though in com-
parison with my experience of countless other
symposia this "dilna" was entirely unique.

Of all those taking part in the "dilna" you are
the one who completed their academic stud-
ies most recently. | get the impression you
were rather lucky with your teacher, certainly
in the fact that his standing as a painter is
indisputable. How do you see your studies
now with the passage of time? What do you
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feel you should keep hold of, and what should
you let go?

VH: It's almost ten years since | left the Acad-
emy and it seems quite distant now. Looking
back, | consider my studies at the Academy

an extremely useful and necessary period that
came up to my expectations. First and foremost,
| wanted to paint, to learn something, and for no
one to bother me too much. The amount of time
| had and the great freedom were certainly the

most important things. It all went by very quickly.

But it wasn't a particularly euphoric time. | was
a bit out of place at the Academy of Fine Arts
and unsure of where | actually belonged. The
brightest and most fruitful period was my study
visit to the south of France, which gave me great
energy for a long time to come and proved to

be a great leap forwards in my painting. | spent
six whole years in Professor Michael Rittstein’s
Painting Il studio, not because it was the easy
thing to do or due to excessive loyalty to the
head of the teaching staff - | just found it hard to
get used to the Academy and wasn't looking out
for any more changes. | was very lucky with my
teacher, though | wasn't one of his favourites.

| think we understood each other, and he was
open and tolerant with me. My studies certainly
gave me six years of experience of the commit-
ment to the work and a great many practical and
theoretical skills in the painter’s craft. | also got
a good idea of what | didn't want to do, primar-
ily in terms of the creation of materialisations

of ideas and dreams. In short, | wouldn't want

to become an ordinary dauber and accumulate
easily recognisable artistic objects. What is
important to me is the process of creation and
experimentation, the alchemy of technology and
content, which is why | also place great impor-
tance on errors and nonsense.

You decided on painting at a time when, since
the last century, we have witnessed a number
of waves calling into question painting as a me-
dium that is no longer capable of valid expres-
sion of the essential aspects of the complex and
confused present day. What attracts you to it
why does it appeal to you?

VH: For me art is an uninterrupted flow, a river,

for which waves and ripples are only natural.
The space of the picture is, for me, probably the
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most natural tool for expressing feelings, ideas
and the materialisation of dreams. | don't say
it's the only possible way, though it remains the
fastest and most natural channel of communica-
tion with the viewer. It is important to me that |
see the image in its entirety immediately when |
stand before it, and that's no small thing. It goes
without saying that this is followed by complex
historical and formal analysis and analysis of
content, but a picture simply has the advantage
of the initial impression. | also like many of the
stereotypes accompanying the hung picture.
The process of creating a picture is also, for me,
a haptic experience, the pleasure of different
materials from which an artefact is born before
my eyes.

Unfortunately, | often find among young and
novice artists today a complete ignorance of the
work of their predecessors and old works of art.
Is this due to mere indifference or a lack of under-
standing of the fact that all art is still here with us
and raises an insistent question about the quality
of our own output? How do you see it?

VH: | believe that a knowledge of what has

come before, and not just in art, is essential and
immensely important to my work. And most
importantly | have always enjoyed it. On the other
hand, however, youth is cruel and brutal to its
wise and judicious predecessors, it must always
trample on the truths of its predecessors in order
to discover them again in a different light. This is
probably the only defence against the fact that
everything has already been here before. | am
more than thirty-five now, so | don’t count myself
as a young artist anymore.

What do you think of Czech modern art, particu-
larly from the 1960s to the 1980s? Do you feel a
kinship with new figuration and the Czech gro-
tesque? | don’t mind saying | see merriment and
perhaps even a certain grimacing in your work.

VH: | must admit that what | like most in Czech
modern art are probably the signs of belonging to
aregion. The art of the sixties is a source of the
enormous energy of the time for me and perhaps
| follow subconsciously in the tradition of the
Czech grotesque and new figuration. | have,
however, always found greatest inspiration in far
older art and in the unclassifiable, naive, direct
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and pure joy of creation. | think that humour is
immensely important (though not fun at any
cost) as one of the ingredients in the painter’s
melting-pot. It is often helpful in expressing

or depicting cheerless and poignant matters,
which is evidently why a friendly smile becomes
a grimace.

Do you think the “Mikulov phenomenon” has
found its way into your work during the sympo-
sium?

VH: I'm sure it has.

How do you see the twenty-sixth year of the art
symposium "dilna" today? Has your time here
with artists from a number of generations with
different artistic views enriched you in any way?

VH: The Mikulov "dilna" has been an excellent
opportunity for uninterrupted work and meeting
wonderful people in a beautiful region full of
tastes and aromas. Although | have worked long
hours (there was no other way) | left Mikulov
feeling like | had been on holiday.
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MIREK ZAHALKA
| CAN BE LIKE A SPONGE

There was a little stumble on the way towards
assembling the group of artists for the twenty-
-sixth year of the Mikulov Art Symposium "dilna"
when one of the proposed participants fell ill.
Did you accept your invitation happily and with-
out hesitation when | contacted you?

MZ: | accepted your invitation enthusiastically
and without reservation. When I'm planning my
summer there is always the chance of using the
enormous space of the painting studio at the
National Theatre in Prague for my own work.

As head of the painting studio | take boundless
advantage of this opportunity. It had become
appealing and a matter of urgency to break

out of this space. At first, | knew nothing of the
problems regarding the change in the selection
of the group of artists for the symposium. To be
honest, this was also caused by the fact that

| didn't see the fact that | had been contacted
and invited from this point of view. | thought |
had figured in the group from the beginning,

for which reason | asked in the end whether |
should count on the offer of a working summer
in Mikulov for sure. | was also a little concerned
about the long-lasting overhaul of the Mikulov
"dilna" web, where for a long time my name was
nowhere to be found on the list of participants.

| was glad to have my doubts about my role as a
possible “replacement” eased when you came
to meet me with Jirka Kager at our painting stu-
dio. You both convinced me of your enthusiasm
for my work and reassured me of my position as
an official member of the symposium.

Were you aware in any way of the twenty-five-
-year existence of the Mikulov art symposium
"dilna" or about how the symposium takes place
in Mikulov? Had you had any experience with a
symposium of this kind before?

MZ: Honza Pisték, who took part in the 2014
year of the symposium, helped me by sharing
many of his experiences and impressions with
me. My experiences of symposia of this kind are
all in the distant past and are confined to the
Academy of Arts, Architecture and Design in
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Prague and the International Symposium “Con-
tacts” at Klenova organised by Adéla Matasova.

Judging by the size of the canvases you ordered,
you already seem to have had a pretty good
idea of what you wanted to produce in Mikulov.
Perhaps these canvases even seemed small to
you. Or maybe that wasn't the case.

MZ: | did have a certain idea. In view of the scale
and style of painting in the National Gallery
workshop, you learn to cope with large canvases
exceeding 15 metres in length and 9 to 11
metres in height. This experience is reflected in
the choice of sizes ordered for the symposium.
A canvas size of 300 x 200 cm is the absolute
minimum that | can accept for my work and that
allows me to develop my own means of expres-
sion. Small canvas sizes are not capable of ac-
commodating the accent of expressivity of the
painter’s brushwork and gesture. | had already
prepared the subject matter for my paintings. |
worked on figural compositions before | left for
Mikulov. All this changed, however, and | cut
loose as usual. A large connecting corridor was
available to me at Mikulov Chateau in place of

a studio. It was only here that something like
the space I'm used to in our painting studio was
available and where | could work on my new
canvases.

You studied intermedia and conceptual art at
Adéla Matasova's studio at the Academy of

Arts, Architecture and Design. You even, as far
as | know, then won a number of international
awards for your work in this field. What motivat-
ed you to begin to devote yourself to a difficult
discipline that is often disparaged in this country
— the age-old medium of painting?

MZ: | would say that painting is a direct and nat-
ural part of my communication with the outside
world and a form of communication with myself.
It remains a great truth, the medium of drawing
is an inseparable feature and cornerstone of my
complex self-expression. My employment has-
tened my focus on the canvas as a material and
the start of my painting work. Drawing is also a
crucial component during the production of my
current canvases. It strengthens, elaborates and
corrects the scattered brushwork, though that
always triumphs in the end. At the present time |
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use graphics programs only rarely. | see graphic
design as an important part of the artistic
environment, as a fully-fledged and established
artistic medium in its own right. | find taking
part in international exhibitions on-line interest-
ing and attractive. You send your work to the

art jury for judging, and they download the files
containing your work, print them out and exhibit
them or, in the case of certain methods of gal-
lery presentation, merely project them on a large
screen. | wouldn't frown on these trends. On the
contrary, | welcome them.

It’s true that your pictures aren't traditional
paintings. Their creation is based on a different
method of working, on unusual materials whose
names | wouldn't dare to write. But the aim
remains a picture. When did you begin working
with these materials? | assume your very first
pictures were produced in the tried and trusted
traditional manner.

MZ: Untraditional materials — not really. Linear
figure drawing processes the development of
the future painting which, in the majority of cas-
es, gives rise to the selection of materials during
the course of its development. In my 2D art, |
work with acrylics and synthetics, paste draw-
ings on transparent lacquered paper, cover pic-
ture areas with a structural material and spray
graffiti. I'm incredibly happy that this emerging
method in the popular and proven scheme of
painting has found its place in Mikulov. Not only
did | try out a new material for the first time here,
but | also violated the planned figural scheme.
All this came about extremely spontaneously
with a large amount of inexhaustible energy. |
had to buy two more canvases, making a total of
six, so as not to let this energy go to waste.

On an entirely general level, your pictures can
be said to be figural. The central theme of

your pictures would seem, however, not to be

a specific figure or body, but the fragility and
vulnerability of human carnality, of this vessel of
the human soul. But perhaps I'm wrong.

MZ: Carnality is extremely important in both its
physical and mental form. Together they form a
whole that, exposed to external mechanical and
internal non-mechanical sensory pressure, ex-
plores the limits of human identity. | don't really
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notice myself that the figure | depict experienc-
es in consequence an impression full of injury,
traumatising moments and self-destruction.
Someone always draws my attention to it. In
these terms, | get carried away by the act of
creation, pulled from the well-trodden path by
the means of expression. After | have finished

a picture | have to guess, just like anyone else
looking at it, at the principles and values of the
testimony hidden with it and reveal them with
the help of my own senses. The process of
painting is an extremely physical act. In spite

of this exertion and the rich structural multi-
-layered nature of expression, it heads towards a
fatal effort at mediating basic and unambiguous
human sensations.

All the pictures of yours that I've seen, not just
those you produced in Mikulov, are rather large.
How important is the size of the format?

MZ: ... | think | already answered this in the
previous questions.

You sometimes set off on hiking tours over the
Pélava Hills, probably to collect your thoughts.
Do you get the feeling that Mikulov and Palava
found their way into your work on your pictures?

MZ: Yes, that was great! | think of all the people
from the "dilna" | walked the most and the
furthest of anyone. | don't stay in one place

for long, and sometimes | couldn’t bear it any
longer when | was waiting for more frames to
arrive. | cleared my mind on these walks, and
motifs of sempervivums found their way into
my pictures in an extremely natural way thanks
to my hikes. Human bodies - fragments - were
then transformed into volcanic igneous rocks
and alluvia full of fossilised exoskeletons of
Palaeozoic organisms such as arthropods, echi-
noderms, cephalopods and bivalves.

How do you see the twenty-sixth year of the art
symposium "dilna" today, more than a month
later? Has your time here with artists from a
number of generations with different artistic
views and the other people connected with the
"dilna" enriched you in any way?

MZ: The popular and much sought-after Sylva-
ner from the local winery. I'm not a great one for
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collective and organised events, but there was
nothing like that here. It all depended on each
and every one of us whether we joined in or took
part in the programme prepared by the organis-
ers. | always tend to come and go a lot, and a
shared mutual space will always be a complicat-
ed and irresolvable problem for me. | tried to fall
into line, however, and was moderately sociable
and spent more time with the group than | gen-
erally do. Going through the conclusion of the
symposium with the other artists totally messed
me up, but now with a bit of perspective and the
passage of time, | don't think anything should
have been any different. | didn't really follow the
work of the other people at the "dilna" - | know

| can be like a sponge. | didn't visit their studios
much, | just had a quick look from time to time.

| don't like imposing on other people’s space.

At our painting studio, I'm used to someone
gawping all the time and commenting on what
I'm doing. Some people don't like it though, and
| didn't want to find out. | approached my work
at this symposium as an experiment and a risk.
New paths opened up before me. Intuitively |
adopted a brand-new technology and used none
of the previous methods I've used in my previ-
ous paintings. | produced pictures that it was
hard to go back to or get into again. The first
touch was also the final touch.
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JAROSLAV BENES
WHO RECOGNISES THE TOWN OF
MIKULOV IN MY PHOTOGRAPHS

Were you surprised or even shocked when Jifi
Kacer offered you the chance of taking part in
the art symposium "dilna" in Mikulov? Were you
aware of it at all?

Mikulov is a historical town. In view of your
previous work, which is dominated by themes
and motifs found in modern architecture, you
might think that you wouldn't find much inspira-
tion here. At the end of the day, however, space
and light can be found everywhere...

JB: | was surprised when Jirka Kacer offered me
the chance of taking part in the Mikulov "dilna"
2019 because | knew he was familiar with my
photography. | had just come from Paris where

| had been taking photographs like | did in my
youth - at full throttle. And now Mikulov! | didn't
want to spend a month in Mikulov just think-
ing, but wanted to do something that would be
important to me as well. | wanted to come with
a concept prepared in advance. | knew that
Mikulov had, after Prague, been home to the
second largest centre of the Jewish diaspora in
the Czechoslovak Republic before World War I,
so | said to myself that that would be my theme.
When | arrived | dutifully went to the synagogue,
walked around the Jewish cemetery and fell into
the mikveh. In the end the photography took me
somewhere else entirely.

If | pass over your time in Stribro, you could say
you began in your native Plzeri in the theatre.
What led you to photography? It certainly wasn't
your secondary school education.

JB: | have to admit that | was interested in various
artistic disciplines in my youth (music, poetry,
the theatre) and had a rather poor opinion of
photography. Then one day | saw some photo-
graphs printed in a magazine (I think it was “Host
do Domu”) that impressed me so much that |
began to consider photography as a possible
artistic discipline. That was at the end of the 60s.

Was there anyone, or anything, that was some-

thing of a role model or inspiration to you at the
beginning?
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In 1977, when | returned to Prague from AJG
Hluboka, you arrived there from Plzen yourself
the same year. What motivated you to go to
Prague at that time? The reason | went was my
new employment at the National Gallery.

JB: I moved to Prague because | liked it, unlike
Plzen, and | had often gone there to exhibitions
and to see my wife Jana Skalicka who was at art
school there. We tried to exchange my apartment
for a different one and succeeded in doing so, but
after we moved we found out that the exchange
wasn't valid, so we lived in the studio of someone
we knew. | started working as a night watchman
at the Museum of Decorative Arts and took pho-
tographs during the day. The important thing was
that | found some photographs in the attic photo
studio that had once led me towards photogra-
phy. | also met the person who had taken them,
Jan Svoboda, who | am happy to call my “guru”.

| was also greatly influenced by Jaromir Funke.
Since that time | have considered photographs to
be autonomous pictures in their own right, and
not just passive depictions of reality.

If memory serves, we first met in the studio of
Jaroslav Horélek, father of Vojtéch Horalek who is
taking part in this year's "dilna". | don’t think you’ll
mind if | ask you about your memories of him dur-
ing this interview about "dilna" 2019. Did you ever
take his photograph? He was a rather distinctive
personality.

JB: As | said before, we lived in a studio, and the
graphic designer Helena Horalkova and painter
Jaroslav Horéalek worked across the corridor in
the same building. We came into daily contact
with them, and we influenced one another and
held private exhibitions together. Of course | took
Jarda’s photograph on a number of occasions,
though as you know | don't really photograph
people.

With the onset of digital technology, when taking
photographs would seem the easiest thing in the
world and something anyone can do, you estab-

lished the group Cesky Drevék with some friends.
What was the principal purpose of its existence?

JB: In 1980 | discovered a “Magnola” folding cam-

era with a negative size of 13 x 18 cm and tried
taking some photographs with it. When | had got
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the hang of it | set myself the task of trying to
produce some modern photographic images us-
ing this old classic technique. With some friends
of a similar mind | established the group Cesky
Drevéak, which came to an end with the death of
some of these friends. At the present time | use
two techniques - traditional contact copies from
large negatives (13 x 18) and a digital camera.
When | work with a large format | enjoy the
slowness of the process, and when I'm using a
digital camera | enjoy the opportunity of modify-
ing pictures on the computer.

Do you get the feeling that the “Mikulov phe-
nomenon” has found its way into your work
during the symposium?

JB: | enjoyed Mikulov with a large dose of mini-
malism. | don't know if anyone will recognise the
town in my photographs. I'm keeping my fingers
crossed. | called my series of photographs “10
Metres from the Bed".

How do you see the twenty-sixth year of the art
symposium "dilna" today? Has your time here
with artists from a number of generations with
different artistic views enriched you in any way?

JB: | have liked the "dilna" and the town very
much and | enjoyed working here. There was a
great atmosphere and a friendly environment
provided by the organisers, the people of the
town and, most importantly, the other artists
here. Our debates together about the work of
each and every one of this well-chosen team
helped me understand the thinking of the indi-
vidual artists. | have remained friends with some
of them and perhaps we will work together
again in the future.
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SVATOPLUK KLIMES
LOVER AND BRIDE IN GOD'S
VINEYARD

It has been quite a while since Jifi Kacer asked
you if you wanted to take part in the art sympo-
sium "dilna" in Mikulov. Did you agree at once?

SK: | was glad that Jifi Kacer invited me to take
part in the art symposium in Mikulov, and | didn’t
have to think about it long before | agreed.

Were you aware in any way of the twenty-five-
-year existence of the Mikulov art symposium
"dilna" or about how the symposium takes place
in Mikulov? Had you ever had any experience
with any symposium of this kind?

SK: I had heard about the symposium a few times
from fellow artists and had seen exhibitions at
Mikulov Chateau of the work produced at some
of the symposia. | didn't know that this sympo-
sium had such a long tradition. | have taken part
in various symposia before and have even been
co-founder of one symposium, which also has a
long history (the symposium in Rehlovice, which
has been going for 20 years now).

In view of the fact that you arrived in Mikulov
with a car full of materials and dismantled
frames you evidently had a clear idea of what
you intended to work on during the symposium.
Or perhaps I'm wrong.

SK: | had been in Mikulov before, so | had a cer-
tain idea about what | wanted to work on, what
theme | wanted to investigate...

You belong to the generation of artists that expe-
rienced the grim years of “Normalisation” in the
nineteen seventies and eighties after leaving the
Academy. | am convinced that this generation,
with its attitudes and artistic views, managed to
preserve an idea of the necessity of freedom of
artistic expression in the Czech environment.
This made the beginnings of the expansion of
the art of the nineteen eighties easier. What's
your opinion about that?

SK: What Vaclav Havel wrote about this topic in
his essay The Power of the Powerless is interest-
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ing. He writes about painters, musicians, singers
and so on “who work independently of what

the official institutions think of their work; of

all people who share and further disseminate
this independent culture”. This is my answer
and a reminder of the events held at that time -
some of the exhibitions at the Central House of
Culture in Vinohrady in Prague, at the Macromo-
lecular Institute of the Czechoslovak Academy
of Sciences, the installation at the Chmelnice in
Mutéjovice 1983, Sculptures and Objects at the
Malostranské Dvorky in Prague 1981, etc.

Amid the great generational diversity of per-
sonal artistic expression investigating the pos-
sibilities of painting and the traditional image,
you attained your own quite personal artistic
expression fairly soon. It stands on the strength
of fire —an element both purifying and destruc-
tive. How was this fascination born?

SK: After our entry exams to the Academy,

we held an exhibition of rejected pictures

and graphics in 1966 at the Beseda in Ceské
Budéjovice where | used fire to draw on paper.
Ayear later | was accepted to the Academy, and
of course such experimental provocation was
not allowed there. But afterwards | carried on
with it...

You have held a number of performances in
which fire plays the most important role. Did you
begin doing this before your work with fire on
canvas and paper?

SK: I first began playing with fire on paper in the
form of collages of scraps of burnt paper and
drawings with Bengal fire. It must have occurred
to me later to demonstrate the magic of this
medium in performances in front of an audi-
ence (initially before my own exhibitions: Fiery
Banquet for Guests, 1986).

The titles of your large pictures produced in
Mikulov make reference to literature and even to
the Old Testament. But what about your “Kohutik
Jaraby” (“Colourful Cockerel”)? It wasn't inspired
entirely by folklore, was it?

SK: The large pictures | produced in Mikulov

are related in part to the Old Testament Song
of Songs, which write about a lover and a bride
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walking in God's vineyard. We were living and
working near the Palava Hills in a landscape
with divine and picturesque vineyards. Perhaps
there was a “Kohutik Jaraby” flying around there
somewhere until we cut its head off.

Do you get the feeling that the “Mikulov phe-
nomenon” has found its way into your work
during the symposium?

SK: | came to this symposium with the idea that
all my work would be related to Mikulov. Not
directly to the chateau or the town, but to the
space as a whole that is strongly influenced

by the vineyards, a historical and prehistoric
landscape.

How do you see the twenty-sixth year of the art
symposium "dilna" today? Has your time here
with artists from a number of generations with
different artistic views enriched you in any way?

SK: It's been wonderful in Mikulov — my fellow

artists, the organisation, the ideas and the
results.
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EUGENIUSZ JOZEFOWSKI
THE TRIVIALISATION OF ONE'S OWN
IMPOTENCE

It's quite a way from Wroctaw to Mikulov, but
this didn’t stop you accepting an invitation to
take part in a symposium in an unknown envi-
ronment among unknown people. Or perhaps
they aren’t so unfamiliar to you. How long did it
take you to make your decision and what was
your principal motivation for taking part in the
symposium?

EJ: For me, Mikulov is associated with trips to
Vienna and Italy. | have stopped off in Mikulov
several times and behaved like a normal
tourist and tasted some good Moravian wine.
The most important thing that made me want
to take part in the symposium was the time
Jarda Benes visited me at home. He was the
one who told me about the symposium "dilna
and my invitation to take part in 2019. For me,
Jarda isn't just a great artist and an authority
on photography, he has also been my friend
for more than thirty years. Every contact with
him is an extremely pleasant meeting with

a perceptive person experiencing the truth
around him in his own unique way and think-
ing independently about the world. He was
my guarantee of the fact that the gathering in
Mikulov would be worthwhile. | can say that
all it takes is for someone like Jarda to ask
me to work with them and I'm always open to
every suggestion.

Were you aware in any way of the twenty-five-
-year existence of the Mikulov art symposium
"dilna" or about how the symposium takes place
in Mikulov? Had you had any experience with a
symposium of this kind before?

EJ: When Benes told me about the symposium,

| had a look at the material about it on the Inter-
net. The first surprise was how many wonderful
artists had been here. The second interesting
fact was that no Polish artist had been invited
here in the last twenty-five years. | took it as an
honour. Jarda also told me about the concept for
the symposium, which testifies to his consider-
able experience in generating artistic value in a
planned fashion.
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Did you come with an absolutely clear idea of
what you wanted to produce in Mikulov?

EJ: In terms of ideas, the way in which | work
draws on my everyday life, so | could work
anywhere because | take myself wherever | go
and draw inspiration from within myself, and this
responds emotionally and visually to the given
place. For an artist, whose endeavour is the
creation of a world representing a reflection of
his internal experiences, the search for appro-
priate means for their depiction — means that
create the unrepeatable nature of the artistic
form - becomes important. In the case of the
work presented here, this unrepeatable nature
is, to a large degree, the result of the process of
their creation unfolding over time. This pro-
cess is not of a conceptual character, although
analysis of the creative idea itself, the creative
intent, enables such connotations. The form

of the work is of equal value to the inspiration
expended on it and, in consequence, to the idea
and the content of its reference. All this means
that the work | did in Mikulov could not have
been done in the same form at any other place.

Your work to date has been unusually rich and
diverse, and has covered a wide range of means
of artistic expression. Painting and pictures —
drawings and graphics — seem to me to be the
most important of them. You have produced
works in large formats using these techniques.
Which method of expression do you prefer? | get
the impression that | often feel an ironic under-
tone or even a hint of self-irony, at other times a
pronounced poetic note.

EJ: | am delighted you feel both irony and a
poetic note. My visual work is a certain encoded
record of my reactions to reality. | have worked
long and hard on myself to avoid being a pes-
simistic martyr. The basic category for visual
art is the category of reality. The work of art in
this field is always a form of presentation of a
certain reality. This may be an internal reality,
deliberately reproduced or created by the artist,
or an external reality related to his experiences,
feelings and endeavours. The intention of the
works exhibited in Mikulov came into being

as the result of self-reflection concerning the
subjective meaning of the work, the reason it
came into being was to display the process of
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creation in the context of a permanent dialogue
between the artist and reality. The flag bottle
from Mikulov found in one of the two large pic-
tures is the reduction of this place into a single
symbol. The second picture uses the symbol

of the bottle to express my internal state. They
are, then, a visual commentary on a subjectively
experienced reality. The rest of the pictures are
inspired by the place and its past contained in
signs found at the place itself.

I've noticed that your activities in various media
have run practically in parallel. | was extremely
impressed by your installations of stones and
your artist's books. | expect all that remains of
them is documentation. Are you still engaged in
these activities?

EJ: 1 was born in the town Skarzysko-Kamienna
on the River Kamienna. | was isolated from my
home during my studies and for eight years
afterwards. It wasn't a good feeling. The stone
installations that were located in the Foto-
-Medium-Art Gallery were devoted, in a certain
sense, to the deliberate acquisition of one's own
place to live. When | could afford my first flat,

| bought it in the street Kamienna (Stone) and
then organised a mail art event consisting in the
fact that | sent two hundred artists all around
the world a request for them to produce a letter
on stone, about stone or with stone and send it
to me. It was a profound experience as famous
artists responded to my invitation and | exhib-
ited the results in the gallery. | don't work with
stones now. After producing hundreds of artist’s
books | also think about them less now. I've
worked a great deal with other people on works
of art, not just as a teacher, but also as the “crea-
tor” of art workshops, which | understand as an
art form rather than teaching work.

There are few activities that have the power
to engage me more than making art has, and in
this case visual art. Life is beautiful. Those who
know me know that | often repeat this banal
phrase, daily for more than ten years now. This
sentence is also the subject and the tool of the
defiant crazy behaviour of a provocative teacher.
The students who have to deal with me are
extremely bored with it. But | believe that this
positive idea has improved my way of experienc-
ing reality. | try to maintain a state of spiritual
wellbeing. Animation for its own sake and the
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experience of many hours of daily work is a
pleasant and certain undertaking that imposes
a temporary discipline and decides on the forms
in which time is to be spent. In this case the
planned activity took in just a month in Mikulov.

| believe the creative process launched within
this framework plays its part in strengthening
the individual by improving his cognitive and
emotional functioning - his subjective experi-
ence generated in art leads to a recognition of
feelings and the reconciling of internal conflicts,
and has a favourable influence on improved
understanding of the relationship between the
individual and the external world, which reduces
fear and increases the feeling of one’s own val-
ue. | have discovered this for myself many times
and | feel dependent on this experience offered
to me by the act of visual creation conceived as
a method of psychophysical creation of reality.
Regardless of the way in which my work is per-
ceived and judged by others, | have become ac-
customed to the fact that nothing results from it
and it doesn't bring anything to my life. It is just
one of the ways of trivialising my own impotence
in respect of events taking place independently
of me. | am, for this reason, immensely delighted
to have secured a new creative activity, so im-
portant to me and to me alone.

Performances were also an important part of
your work. | get the feeling that they were actu-
ally quite private and intimate and didn’t demand
an audience. The result was a photographic
record, or rather an image or imago. Did you
take the photographs yourself?

EJ: My output depends on my workaholism and
my habit of doing a number of things at the
same time. Visual work offers me a profound
immersion in my own inner being in diverse
ways. It allows me to suppress the fear | feel
from time to time in connection with partici-
pation in the life of society, thanks to which |
have, since 1981, become accustomed to my
artistic work being my protective shield and my
sanctuary. It is a conscious depersonalisation,
a private prison that is also a reward institution
offering a dynamic ambivalence of emotional
states and continual reassessment of the events
| encounter. As far as the arranged photographs
that show my naked body are concerned, these
were created in connection with my reflections
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on reaching the age of sixty and the changes
to my appearance associated with ageing. | am
in these photographs, but at the same time the
way in which they were created consisted in
the multiple illumination of a celluloid nega-
tive inserted into a large-format camera, during
which | worked alone in a dark room in which

I iluminated myself with various sources of light.

Were you drawn to photography by your ac-
quaintanceship with Jaroslav Benes or did you
meet because you were already into photogra-
phy?

EJ: Yes, | was already into photography. | got to
know Jarda in connection with our co-operation
with the Foto-Medium-Art Gallery in Wroctaw
run by Jerzy Olek. | exhibited works with stones
at this gallery three times in the middle of the
nineteen eighties. Jerzy Olek offered six artists
the chance of taking part in the New Art bien-
nial that took place in 1986 in Zielona Géra in
Poland - Jan Berdyszak, Mikotaj Smoczynski,
Jaroslav Bene§, Romuald Kutera, Jakub Byrczek
and myself. Our joint stay together at a hotel
and conversations between Jarda, Jakub and | in
particular resulted in my greater interest in con-
tact photography using large-format cameras.
The concept of contact photography in Poland,
led by Jakub Byrczek, was born at this moment.
Jarda Bene$ established the group “Cesky
Drevak” with some friends in Czechoslovakia.

The “Mikulov phenomenon” found its way into
your pictures from the Mikulov symposium to
the greatest extent of all those taking part, as
if the atmosphere of the town made a strong
impression on you.

EJ: Mikulov is an extremely nice and lively

town spared from crowds of tourists. So far it
doesn't give the impression of being an open-air
museum, unlike Cesky Krumlov. As | walked
around the town | got the feeling that | was
breathing the multicultural atmosphere of the
past of the town, while also being aware of the
living present of a town that has not erased this
past. Visiting the Jewish cemetery was an enor-
mous experience. This necropolis influenced

a number of my works. It was wonderful to be
invited into the house and garden of interesting
people who revealed the fagade of houses that |
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generally walked past without being able to look
inside.

How do you see the twenty-sixth year of the art
symposium "dilna" today? Has your time here
with artists from a number of generations with
different artistic views enriched you in any way?

EJ: It has been a great positive experience. The
most important thing for me has been that | got
to know artists who had previously been unfa-
miliar to me and had the chance of observing
them while they worked - the diversity of their
approach to their work and visual methods of
interpretation. | didn't drink wine in the capital
of this excellent winegrowing area. This was
something new - to observe others enjoying
this drink. It was a beautiful experience to get
to know the great winemakers sponsoring the
symposium at their place of work. | particularly
remember a visit to the Lipa winery. After this
visit | painted a picture on watercolour paper
using the wine from this winery as paint. The
opening at the gallery run by a distinguished
ceramicist and my subsequent visit to the Pir§¢
Studio was an undoubtedly important event

for me, as well as my time spent in the garden
and home of the Vrbkas. These were unforget-
table positive experiences shaping my image of
Mikulov.
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KLARA STEFANOVICOVA
THE IMPORTANCE OF THE RULES

In view of the several years you have spent

in Hodonin with a good art gallery you are
undoubtedly acquainted with Czech modern art.
What is your relationship to Czech modern art?
I'm afraid there is no great mutual knowledge of
goings on in the art scene at the present time.

KS: My relationship with Czech modern art is ex-
tremely positive in a certain respect. | certainly
always like seeing it more than Slovak art with
which | have never developed a positive rela-
tionship. It is true that I'm more inclined towards
the symbolic and Art Nouveau work of the
artists of that time, but modern Czech art is very
important to me, primarily thanks to sculpture.
For example, Jan Stursa is one of my favourite
artists. As far as contemporary Czech art is
concerned, | like it as much as contemporary art
in Slovakia — | don't know everything about it, |
don't know every artist, but I'm reasonably well
informed and | have my favourite artists.

How easy or difficult was it for you to decide

to accept your invitation to the art symposium
"dilna" in Mikulov? Did you already know any-
thing about the symposium in Mikulov and how
it works?

KS: It was an extremely easy decision. | was
excited to be able to take part in the Mikulov
symposium and it didn't even occur to me to
refuse the invitation. | didn't know a great deal
about it beforehand - | knew that it has been
going for a very long time and that it has estab-
lished something of a tradition, and | also knew
which artists had taken part in previous years
of the event, but | found all this out only a short
time before | was invited.

Modern Slovak art was always extremely close
to folk art, and all the avant-garde Slovak artists
openly declared their support for it. How do you
see this tradition?

KS: I would like to go back to the first question -

| remember that | never developed a positive re-
lationship to Slovak modern art (with the single
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exception of Ludovit Fulla thanks to his artistic
expression). One of the reasons for this is that
this art is generally closely connected with folk
art, which doesn't evoke anything pleasant in
me and | avoid it completely.

I'm also aware that the Slovak art scene was
also extremely sensitive to the shifting artistic
trends in world art. What's the situation like
today? Do the relatively frequent shifts in the
art scene have an influence on art education in
Slovakia?

KS: | can only give an extremely subjective
answer to this question. At the graphic arts
studio | attend at the Academy of Fine Arts

and Design, students are not led in a particular
direction, towards a particular style, technique
or subject... | think an openness prevails here
towards all artistic (global) trends. So | think the
situation has improved. What | also have the op-
portunity of judging (though just as an onlooker)
is the presentation of student work at the end of
each semester, the “Survey”, from which | don't
get the feeling that the contemporary Slovak

art scene (at least at the Academy of Fine Arts
and Design) is especially sensitive to the global
scene. At least | hope not, which may be why |
see it like that.

Judging from the things you produced in your
studio in Mikulov, | guess you feel a strong need
for your work to change the order of things. Is
this a momentary state in your thinking about
your work, or does this way of doing things have
a longer history?

KS: You're right. | began to “change the order
of things” when | got back from my study trip to
Japan. | compared it to a grid, which may have
appeared in my work before, but never had the
meaning to me that it does today - that is, the
importance of the rules that | break in spite of
my own efforts.

Is that associated with the time you spent at
Plymouth College of Art in Britain and Tokyo
University of the Arts — Geidai? Unfortunately, |
don’t know what artistic trends predominate at
the College of Art in Plymouth, but the sobriety
and concentration of your work in Mikulov tend
to induce in me a feeling of an almost zen-like
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concentration. What did you get out of your
foreign study trips?

KS: I tried to use a grid in one of my series

of graphics in Plymouth. At that time its only
function was visual. In Tokyo, thanks to the
extremely different lifestyle, the grid attained

a metaphorical meaning for me. In addition to
this, | also tried out traditional techniques such
as Japanese woodcuts and traditional Japanese
painting while | was in Japan. In Plymouth,

in contrast, | had the chance of using more
modern alternative graphic techniques such

as photoetching, 3D printing and creating a
wooden matrix using a laser, and | learnt how to
present my work more. The college in Plymouth
is extremely advanced in this regard - it teaches
not just creative work and history, but also mar-
keting for artists (as compulsory subjects).

Do you get the feeling that the “Mikulov phe-
nomenon” has found its way into your work
during the symposium? Not just purely visually
or in terms of motifs.
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KS: Mikulov definitely found its way into my
work. It's too early to say whether it found a
place in my work permanently or just for the
time | was actually there. And | only began to
feel the “Mikulov phenomenon” during my stay
in the town. | think I'd have to spend more time
in the area for it to find a lasting place in my art.

How do you see the twenty-sixth year of the art
symposium "Dilna" today? Has your time here
with artists from a number of generations with
very different artistic views enriched you in any
way?

KS: | feel extremely grateful and happy to have
had the chance of being part of the symposium
as a whole and the team that makes up this
twenty-sixth year. Each one of us was totally dif-
ferent (in both artistic and generational terms),
and I'm sure we were all enriched by this. | was
also able to confirm for myself the uniqueness
of each and every one of us (and not just the
artists taking part in the symposium). | was
pleasantly surprised that, in spite of my “lower”
standing as a student, everyone accepted me
as an equal and there was an extremely friendly
atmosphere among us.
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JAROSLAV BENES

*1946

Jaroslav Benes is self-taught,
with his secondary school stud-
ies not being connected in any
way with the arts. After a short
period of employment at Stfibro,
he worked at the Alfa Theatre in
his native Plzen. His interest in
creative photography essentially
grew with his transfer to Prague.
Over the course of time, archi-
tecture became the principal
topic of his photographs. The
focus of BeneS§'s interest is not,
however, and never has been
documentation of the appear-
ance of architecture. Through

it, he seeks rather the intangible
and elusive space created and
continually pursues the wording
of its silence. It is as if there
were, in his photographs, some-
thing of the atmosphere of the
empty urban peripheries of the
early pictures by Jan Smetana
from the times of Skupina 42.
Benes does not photograph

the fixed volumes of buildings,
but the light — that indescrib-
able phenomenon. “.. light is
‘something else’, something for
which we do not have a word or
a simile in the ordinary world...
What light actually is is as un-
knowable as the colour blue is
to a blind man” (Marcus Chown,
physicist). Benes$ has created

a series of photographs in Miku-
lov, all but one black-and-white,
which demand the viewer'’s at-
tention with their lack of
ostentation and their quietude.
Benes§'s poetic photographic
work again demonstrates here
that it moves primarily in the
area of minimalistic expression.
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His photographs speak to the
viewer with the mystery of cap-
tured things and empty elusive
spaces. They have often won
recognition in competition with
world-famous photographers
at collective and individual
exhibitions at home and abroad.
Jaroslav Benes$ works both

with traditional photography
and the most archaic aids and
with digital photography. It is
clear that his vision of the world
discovers for the viewer a space
of abode in an entirely new,
unaffected and strongly expres-
sive position. Bene§’s Mikulov
photographs do not describe
the experiences of the visitor to
a historical town, but guide the
viewer to unseen meetings of
the artist's sight with the world,
as if the artist’s vision, sudden
understanding, and not the
camera were actually perform-
ing the photographing.

VOJTECH HORALEK

*1983

“He has the ability to absorb the
surrounding reality immediately
in order to then present it to us
in attractive form with a high de-
gree of personal sensitivity. This
form is poetic, authentic, per-
sonal.” Vojtéch Horalek's work
was aptly characterised in this
way by Michael Rittstein, his
professor at the Academy of
Fine Arts in Prague. Although
he is a quite recent graduate,

he already has a number of
cycles of pictures behind him,
though the word “picture” is an
extremely loose term in relation
to his work. The essence here
is, however, painting, whose
surface may be comprised of
any kind of material or, indeed,
a utility object such as a shop-
ping bag, a rucksack or a plastic

mackintosh. Horalek’s painting
is dense and vivacious, and
relies on the urgency of full col-
our. It is clear that the legacy of
the Baroque and Expressionism
has never been forgotten in our
environment. Drawing always
plays a conspicuous role with
Horalek, and this is confirmed
by his sketchbooks and his illus-
tration work. The elaborateness
of Vojtéch Horalek'’s painting
methods can be seen in Miku-
lov in two large relief pictures
and one smaller sketch, which
surprise us with their inter-
changeability of form and con-
tent. Horalek’s work operates on
the boundary between paint-
ing and object. His pictures
narrate stories of convoluted
and difficult to grasp situations
in human life, frequently with

a certain dose of gaiety, humour
and irony. The iconography of
his pictures draws on the lega-
cies of the artistic imagination
of the past and on the multi-
formity of contemporary life,
frequently attacking us from all
sides with incessant visual cli-
chés and banalities, from which
the painter’s individual mythol-
ogy grows. Horalek's painting is
dense and vivacious, and relies
on the urgency of full colour.
The two large pictures created
in Mikulov by Vojtéch Horalek,
accompanied by one small
sketch, demonstrate that he
has constructed an extremely
individual method of artistic
expression linked, in certain
aspects, to the phenomenon of
the “Czech grotesque” of the
nineteen sixties.

1998-2004 Secondary College
and University of Applied Arts in
Prague, 2004-2010 Academy of
Fine Arts in Prague
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EUGENIUSZ JOZEFOWSKI
*1956

His artistic work takes in a large
number of fields. The traditional
picture or image, however,
undoubtedly stands at the
centre of his enduring artistic
interest, no matter whether

this means painting, drawing

or graphic design. His pictures
of landscapes, or spaces more
generally, are determined

by events on the boundary
between reality and dream, on
the edge of the gravity of the ex-
istential question and sarcasm.
The stylised human figure in
them, not unlike a clown, seems
to have been exposed to the
capriciousness of the energies
flowing through the space and
materialising as intense bright
colour. The complete open-
ness of the entirely personal
testimony of these pictures is
underscored indisputably by the
artist's own words. Eugeniusz
Jézefowski perceives “painting
as the process of encrypting
internal states”. He has also
devoted himself to the creation
of authorial books, photography
and a certain kind of intimate
non-public performance result-
ing in photographic documenta-
tion operating intensively as an
entirely independent work. An
extremely distinctive, though
far from extensive, part of his
work has also been comprised
of spatial installations in which
he has worked primarily with
stones, though also with textiles
and his own authorial book. It

is he who has responded most
visibly to the suggestive space
offered by Mikulov. In a closed
series of small pictures and two
large pictures, Eugeniusz Jéze-
fowski confirms the nature of
the evident distinctive colourist
with experience with per-

DILNA 2019 WHO IS WHO

sonal graphic expression and
illustration, as if his series of
small formats was designed for
gradual reading as something
of a painter’s diary. Quotations
from literature, primarily poetry,
with a relationship to Mikulov,
including poetry from the dis-
tant past, appear in them. The
two large pictures, again work-
ing distinctively with colour,
carry a clear tone of self-irony.
1977-1978 Post-graduate Col-
lege of Commercial Advertising
in Lublin, Poland, 1978-1981
Institute of Art, Maria Curie-
-Sklodowska University in
Lublin, Poland, 1996-2004
teaching work at the Academy
of Fine Arts in Poznan, currently
professor at the Eugeniusz Gep-
pert Academy of Fine Arts in
Wroclaw, Poland

JIRTKACER

*1952

curator

His work, initially inspired by the
wave of pop art and new figura-
tive art, comes from the tradi-
tions of Czech modern figurative
sculpture. He has, from the be-
ginning, devoted himself to work
with stone, an area in which

he is also a respected restorer.
His distinctive and unmistake-
able expression crystallised
during the nineteen eighties.
Kader's sculptures evoke not
just torsos, fragments of the
most varied stone articulation or
some kind of mysterious stone
objects of unfamiliar designa-
tion and unknown civilisations,
but also fossils of objects of
wood, reeds or grass stems and
other organic material. Geomet-
rically precise surfaces, perhaps
of ancient textiles, or maybe
monumental torsos of ancient
fossilised vessels also make an

appearance. In this way, his sculp-
tures ask urgent questions about
the strength of the spiritual conti-
nuity of humanity. The artist's ma-
ture work today belongs among
the most authentic expressions

of Czech sculpture. Jifi Kacer,
whose main material was until not
long ago stone, has also devoted
himself recently to frottage, which
is, of course, closely associated
with his sculptural work. It may
even appear as a particular form
of relief evoking the impression

of imprints of bygone inscription
tablets in an unfamiliar picture
language narrating an ancient
heroic epos. Behind the unpreten-
tious concentration of the sculp-
tures Stones or Fragments hides
the artist’s long journey to his
supremely personal sculptural ex-
pression, which does not attempt
to dazzle with the theatricality or
maghnificence of forms, but talks
delicately with the oscillating
modaulation of surfaces that seem
not to have grown merely from
the will of the artist, but also from
the nature and the demands of
the stone itself. Fragment-Bench
set in a park in Mikulov following
the completion of the twenty-sixth
“dilna” is an example of such work
with granite from Kamenna. Jifi
Kacer has also devoted himself

to work with frottage in Mikulov,
this time in co-operation with
Svatopluk Klimes.

1970-1975 Technical College

of Stonework and Sculpture in
Hofrice, 1975-1981 Academy of
Fine Arts in Prague, 1990-1994
Academy of Fine Arts in Prague,
Assistant Professor to Professor
Jan Hendrych

SVATOPLUK KLIMES

*1944

Svatopluk Klimes§ works primar-
ily with paper in its most diverse
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forms, including its traditional
form as a two-dimensional
surface inviting a picture. He
creates drawings and pictures,
though without drawing or
painting in the usual ways.

He draws and paints with

fire, smoke and molten iron.
Svatopluk Klimes§'s work is ac-
companied by the signs of light
and fire. Fire burns in his per-
formances, fire creates, forms,
perforates, paints and draws

his pictures, drawings, his work
on paper and with paper, and
burns and shines in his instal-
lations. Klime$ is engaged just
as seriously and systematically
with spatial forms in which light-
-fire always plays an important
role, though the result is not

a traditional sculpture - he has
not become a sculptor. The two
dimensions of the surface, the
picture, in Klimes's work have
not become an unreflected cer-
tainty, but a field of uncertainty,
a field of examination. The
picture, drawing, photograph,
object and performance are
actually the passage of a single,
yet polymorphous, perception
of reality. The cement that inte-
grates the artist's work are no
formal certainties or certainties
of form, but rather the perpetual
examination of the possibility of
a more profound insight into the
essential processes of reality.
All the artist’s work seems to be
linked internally by the muta-
bility and elusiveness of fire.

His artistic work does not take
place in concepts or categories
that could ascertain a state or
create a deceptive impressive of
embedded surety. On the con-
trary, it moves in the uncertainty
of passage, a process that in the
volatility of the flame continu-
ally studies the ephemerality of
time, events in the world, which
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was, for the ancient Greeks, fire

itself, a flame burning and dying.

His fiery journey has left a num-
ber of large pictures in Mikulov
inspired by literature or quota-
tions from the Old Testament
Song of Songs. He also worked
on frottage with Jifi Kacer.
1959-1963 Secondary Col-
lege of Applied Arts in Prague,
1967-1973 Academy of Fine
Arts in Prague, since 1998 lec-
turer at the Institute of Artistic
Culture at the Studio of Natural
Materials at Jan Evangelista
Purkyné University in Usti nad
Labem, lecturer at the Painting
Studio, 2003 appointed senior
lecturer

DENISA KRAUSOVA

*1981

symposium guest

Denisa Krausova's secondary
and higher education prepared
her for a career as a versatile
graphic designer. In the mid-
dle of her academic studies,
however, she transferred from
the graphic design studio to

the painting studio run by

the extraordinarily original
painter Martin Mainer. The art
scene then got to know her as

a painter energetically seeking
her artistic journey towards

the image. Initially, the residue
of the thinking of a graphic
designer can still be seen in her
work, but true painting has es-
tablished itself and come to the
fore over the course of time. Fol-
lowing graduation, self-portraits
have also appeared among

her works as a response to the
most personal of experiences.
The certain tone of irony that
accompanied them is evident
in her work to this day. Just as
the decade is coming to an end,
Denisa Krausovaé is concentrat-

ing to an increasing degree

on familiar topics of European
painting - landscapes, flowers,
still lifes. In pictures of increas-
ing size, however, these topics
take on an ambiguous content
disturbing to the observer and
throwing the resemblance into
doubt. The pictures created by
Denisa Krausova in Mikulov also
seem to discover neglected

old “simple” themes of the still
life again for the present day —
“Nature morte”. Denisa Kraus-
ova's still lifes, however, are no
mere representation of skilfully
assembled natural materials or
objects. On the contrary, they
are full of concealed mysterious
life. Her painting work, today rich
and award-winning, is character-
ised by strong, full, intense and
aware artistic gesture, through
which a bold, seemingly carefree
colouration vigorously builds

a familiar yet ever new and
unknown world of things, people
and hidden stories. Our human
time is not given passage, but
rather some kind of focused
cyclical duration in her pictures.
With their fullness of shape

and strength of colour, Denisa
Krausova's Mikulov pictures
belong among those that today
again demonstrate the amazing
perpetual force of painting.
1995-1999 Secondary College
of Applied Art in Jihlava, 1999-
2005 Faculty of Fine Arts at
Brno University of Technology,
she spent 2002 at the Academia
di Belle Arti di Brera in Milan
and 2004 at the lon Andreescu
Academia de Arte Vizuale in Cluj
in Romania, 2007-2018 worked
at the Secondary College of Ap-
plied Art in Jihlava, since 2019
at the Secondary College of Art
and Design, Style and Fashion
and Higher Vocational College
in Brno
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IVAN NEUMANN

*1945

theoretician

Ivan Neumann studied art
history at the Faculty of Arts at
Charles University in Prague

in the years 1963-1968. He
received his doctorate in art
history and theory at the Faculty
of Arts at Charles University

in Prague in 1972. In the years
1968-1977 he worked at the
Ales South Bohemian Gallery in
Hlubokéa nad Vitavou as curator
of collections of Czech art of
the 20th century. He contrib-
uted to a number of exhibitions
held by the gallery and prepared
the annual acquisitions of the
Ales South Bohemian Gallery.
He worked at the National
Gallery in Prague in the years
1977-1994 as curator of the
Collection of Modern Painting,
prepared a number of National
Gallery exhibitions at home and
abroad, and contributed to the
preparation of its acquisitions.
He was engaged in many unof-
ficial activities on the Czech art
scene in the nineteen seven-
ties and eighties. From 1994 to
2009 he worked at the Czech
Museum of Art in Prague (today
the Gallery of the Central Bo-
hemian Region in Kutna Hora),
until the year 2000 as curator at
D@im u Cerné Matky BoZi and as
curator of the sculpture collec-
tion. He prepared a number of
exhibitions of Czech and foreign
art here. From the year 2000

he was director of the Czech
Museum of Art in Prague. In
the years 2004-2009 he was,
as director of the institute, head
of the team for reconstruction
and programme content of the
future Art Centre of the Czech
Museum of Art at the renovated
Jesuit College in Kutna Hora.
He lives in Prague.

DILNA 2019 WHO IS WHO

KLARA STEFANOVICOVA
*1995

symposium assistant

Klara Stefanovidova works
primarily in graphic techniques.
The direction her work has
taken seems to have been
significantly influenced by her
study residences in England
(Plymouth College of Art) and
Japan (Tokyo University of the
Arts — Geidai), whose artistic
culture, which gave the world
the phenomenon of Japanese
wood carving, has strongly
affected her artistic sensitivity.
Great internal discipline and
recollection of an almost medi-
tative nature are evident from
her small and delicate wood
carvings of geometrical struc-
tures created in Mikulov. This
feeling imbues, perhaps even
more intensely, her extremely
gradually developing black-and-
-white pencil drawings, whose
motifs, created by a dense
hatching of short lines, arise
from reflexions of the architec-
ture of Mikulov Chateau.
2010-2014 Secondary Technical
Art College in Hodonin, graphic
design, from 2014 studying at
the Academy of Fine Arts and
Design in Bratislava

MIREK ZAHALKA

*1973

It may have been expected from
the focus of his studies at art
colleges on intermedia and con-
ceptual work that Mirek Zahalka
would devote his independent
artistic life primarily to graphic
techniques in the most various
positions and to contemporary
media in artistic production. It
is in these, in any case, that he
has won a number of awards

at international presentations.
Mirek Zahalka embarked on his

independent artistic life on the
very threshold of the new mil-
lennium. The nature of his talent
did not allow him to be engulfed
entirely by the magically at-
tractive allure of new, primarily
electronic, media. He remained
attracted to the traditional
picture and its ability to touch
on the secrets of corporeal-
ity — not the mere uncompli-
cated and direct portrayal of
the body, primarily human, and
the offer of the feeling of the
pleasure of viewing it. He does
this by employing means that
are not entirely usual. His tools
are not brushes and paint, but
new synthetic materials. It is
clear, even in the large pictures
created in Mikulov under the
single title “Steppe”, that he has
encoded the legacy of Baroque
art in particular, with its sug-
gestive ability to represent the
human body in a magnificent
gesture with all its voluminous-
ness, full of earthliness and,

at the same time, spirituality.
Zahalka's human figures are
entirely authentic, you might
say realistic, in their interpreta-
tion, though they defy their
weight and reality in the way
they emerge in the dimension-
less space of the picture. This is
underlined by the monochrome
colouration, which seems to
want to evoke the impression of
an old negative on celluloid. It is
impossible not to notice a cer-
tain tragic tone in a number of
Mirek Zahalka's pictures, as if all
the bodies in these pictures are
undergoing, or have undergone,
some traumatising experience.
1988-1994 Vaclav Hollar Art
School in Prague, 1995-2001
Academy of Arts, Architecture
and Design in Prague
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SUMMARY

This summer Mikulov once
again welcomed artists from the
Czech Republic and abroad -
participants in the Mikulov Art
Symposium “dilna”. The 26th
year of the event took place from
13 July to 10 August, and the
organisers this year were again
the Town of Mikulov and the
Regional Museum in Mikulov.

The curator for this year's
event was the sculptor Jifi Kacer,
who invited painters Eugeniusz
Jézefowski, Vojtéch Horalek,
Svatopluk Klime$ and Mirek
Zahalka and photographer
Jaroslav Benes to join his team.
This year's theoretician was Ivan
Neumann, while student Klara
Stefanovitova acted as techni-
cal assistant. Painter Denisa
Krausova took part in the 26th
Mikulov Art Symposium “dilna”
as a guest.

The “dilna” was opened on
13 July in the Chateau court-
yard where, as has become
traditional, the artists presented
their work. Music accompany-
ing the opening was played for
visitors by the Hanu§ Axmann
Trio, following which the guests
were entertained by a musical
production by Ivo Pospisil.

A number of accompanying
events were held as usual dur-
ing the course of the sympo-
sium. On Open Studios Day,
which has become something
of a tradition, visitors to the
Chateau and the people of
Mikulov got the chance of
acquainting themselves with the
working methods employed by
the individual artists and seeing
some of their already completed
works and works on which the

artists were currently working.
And as the Open Studios Day
was again accompanied by the
event “Afternoon Painting with
Children”, our young visitors got
the chance of mixing colours
and painting on a large scale.
They were helped in their paint-
ing by the most qualified people
possible - by the artists.

Music is an integral part of
our symposium every year, and
this year was no exception. The
traditional event Nations of the
Dyje Basin provided the general
public with ample entertainment
in the form of performances by
the groups Rosen Trio, Bezmoc-
né Sny and Koleno from Mikulov.

An authors’ picnic, which
featured a performance by the
group IN SACEK VERITAS, was
another event associated with
authors’ readings which have
comprised part of our “dilna” for
a number of years now. Visitors
also got the chance of listening
to a lecture by Professor Cyril
Hoschl on the topic Art and
Neuroscience.

The works created at the
symposium were presented to
the general public at an opening
held on 10 August. A lively time
for visitors at the ceremonial
conclusion of the 26th “dilna”
was ensured by performances
by the group JazzPetit from Mi-
kulov and the band Circus Prob-
lem, which played energetic
Balkan disco. The exhibition of
works from the 26th “dilna” was
open to the public at Mikulov
Chateau until 31 October.

The 27th Mikulov Art Sympo-
sium “dilna” is to be held from
11 July to 8 August 2020.
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