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| tentokrat si vypomohu citatem. Jiz pred
vice nez sto lety Oscar Wilde napsal:
,Lidé dnes znaji cenu v8eho, ale hodnotu
ni¢eho.” Snad nic necharakterizuje dnes-
ni svét lépe.

Tento citat se mi vybavil, kdyz jsem
premyslel jako jiz mnohokrat nad hod-
notou jedineé¢ného projektu, jakym je
Mikulovské vytvarné sympozium “dilna“.
Dlouhych &trnact let vedu s ob&any
a také se zastupiteli debatu o vyznamu,
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hodnoté a cené tohoto jedineéného
projektu a zda se, ze tyto debaty nikdy ne-
skongi. A to je dobfe. Je dobfe, ze vytvar-
né sympozium v Mikulové budi emoce,
Ze se 0 néj zajimaji jak milovnici uméni,
odborné verejnost a vyznamni umeélci, tak
i Skarohlidové, ktefi vSe pfepocitavaji na
penize. A je také dobre, ze tento unikatni,
ve svété ojedingly projekt vznikl pravé
zde, v mistech, kde se témeér na kazdém
kroku setkavame s Uzasnym geniem loci,
v sidle, které pfineslo svétu mnoho vy-
znamnych osobnosti ze vSech kulturné-
-spolecenskych oblasti.

Dvacet sedm let postupného, nepfre-
trzitého vyvoje soudobého vytvarného

19 _,(""_h—. - - S -
| L 5

umeéni v naSem meésté ukazuje a podtr-
huje kulturni vyspélost mistnich obcand.
A taki po letoSnim UspésSném roéniku,
ktery jiz tradiéné pfinesl do vytvarného
umeni nové neotfelé pohledy, je naSe
jedine¢na sbirka obohacena o nova hod-
notna dila.



Ohlédnuti kuratora
Tomas Tichy

Vézeni pratelé, na tomto misté bych ne-
chtél opakovat to, co zaznélo v rozhovo-
ru, ktery jsme pro véas pfipravili s Petrem
Vanousem, teoretikem ro¢niku, a ktery
najdete na dalSich strdnkach. Rad bych
ale zd(raznil, jak moc si vazim udalosti,
jako je Mikulovské vytvarné sympozium
“dilna*.

Témeér tficet let poskytuje mikulovsky
zamek umélclim zavétii pred ruchem
okolniho svéta, do kterého se Ize scho-
vat a mésic nerusSené pracovat. Intro-
vertnéjsi z nas se do takovéhoto pro-
stfedi radi ukryji, aby mohli pokradovat
ve svych tématech. | proto je nespornym
pfinosem organizator(, Ze se prostred-
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nictvim nejriiznéjsich doprovodnych akci
snazi déni v ateliérech zprostfedkovavat
verejnosti.

Clovék zde znovuobjevi komunitni
zpUsob Zivota i tvorby, ktery mu byl blizky
za studijnich let na akademii vytvarnych
umeéni a ktery vytrhuje z osamélosti ateli-
érové tvorby a prinasi nové uhly pohledu,
noveé zkuSenosti.

Mél jsem radost, Ze i pfes nepfiznivy
vyvoj zpUsobeny epidemii se podafilo nas
ro¢nik uskute€nit. Pfestoze se naSi zahra-
ni¢ni kolegové nakonec nemohli osobné
zucastnit, podafilo se nam na naslednou
vystavu pfivézt v8echna jejich dila. Stalo
to nemalé usili, ale myslim, ze to rozhod-
né stalo za to.

PFfiznam se, ze jesté i s Gasovym od-
stupem se obc¢as v mysSlenkach zatoulam
zpéatky do Mikulova a vzpomindm na
v§echny ty ateliérové rozhovory, které
jsme tu v té nasi parté vedli.

Jsou tfi hodiny rano, jdu z ateliéru
a zamykam branu od zamku.

Pohled na 27. dilnu
Adam Vrbka

Sedmadvacaty ro¢nik Mikulovského vy-
tvarného sympozia "dilna" jiz na zadatku
jeho realizace zasahla udalost, ktera hybe
celym leto§nim rokem, a to jak v global-
nim méfitku, tak v osobnim Zivoté kazdé-
ho z nés.

Ag se to v krdsném, proslunéném
a uvolnéném lété letoSniho roku na prvni
pohled nejevilo zcela jasné, covid-19
zasahl vSechno a v8echny, kdo se na
sympoziu podileli nebo se i dlouhodobé
podileji. | pfes tuto neéekanou a slozi-
tou situaci musim Fict, Zze se Mikulovské
vytvarné sympozium "dilna" podafilo
uskutecnit v plném rozsahu a s nesmir-
nym elanem, ktery jak realizaGnimu tymu,
tak snad i umélclm doda silu k dalsi praci
v nadchazejicich letech.

Hlavni zasluhu na kvalité jednotlivych
praci a vysledné vystavé méla spoluprace
kuratora letoSniho ro¢niku Tomase Tiché-
ho a teoretika "dilny" Petra Varouse, ktera
se projevila pFi sestavovani tymu autord
a také pfi pfipravé vysledné vystavy.
Kurator a jeho tym ochotné spolupraco-
vali s realizaénim tymem sympozia a tato
spoluprace pomohla vytvofit dobrou at-
mosféru, zajimavy doprovodny program,
a hlavné nesmirné kvalitni vystavu praci
z letoSniho ro¢niku.

Toma$ Tichy dokazal, Ze je schopen
v naro¢né situaci dobfe vést rozli€nou
skvadru autori a mimo své malifské do-
vednosti je i velice zdatny ve spolupraci
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s autory, ktefi se na sympozium nemohli
fyzicky dostavit. Pravé jeho urputnost
vedla k tomu, ze vSichni tfi zahraniéni
hosté letosni "dilny" mohli do Mikulova
alespon dorudit své prace, predstavit
verejnosti svou tvorbu, a dokonce i zane-
chat ve sbhirce sva autorska dila.

Vitaly Pushnitsky z dGvodU karantény
nemohl opustit Rusko. Alexander Tinei
z dGvodu osobnich a pracovnich musel
zUstat v Madarsku. Marie Tomanova,
taktéz z dvodu karantény, nemohla pfi-
cestovat ze Spojenych statd. Toto vSech-
no pro cely tym sympozia vytvofilo nové
vyzvy a neCekané ukoly.

A praveé nejen pfi téchto komplika-
cich se ukazala sila Tomase Tichého,
ktery mimo vlastni tvorbu dokazal udrzet
kontakt se vSemi Uc¢astniky ze zahranigi,
a oni se tak mohli na sympoziu alespon
Gastec¢né podilet.

Letosni roénik odpovidal konceptu
a puvodnimu zaméru kuratora, propojuji-
cim prvkem bylo hledani humanity. A pra-
vé ona humanita se projevila v rznych
dilech jednotlivych Géastnikl "dilny".

To plati i pro praci Hany Puchové,
ktera v sérii svych obraz{i mistrné pred-
stavila Sifi své vlastni tvorby s atypickym
a zcela autorskym rukopisem. Hana ve
svém dile pracovala prevazné s lokalnimi
motivy, at uz se jednalo o zachyceni holu-
b na nadvori zamku, ¢i o portrét autorky
z pfedchoziho roéniku "dilny" Denisy
Krausové. Av§ak nejen v téchto pracich
dokézala své okoli ohromit a nesmirné
potésit.

Ale$ Brazdil naopak na sympoziu
vytvofil sérii malych a stfednich formata,
které ve svém magickém zastfeni mohou
ukazat to, co mélo zUstat skryto, a naopak
mozna odhalit néco lascivné erotického.



V jeho pfipadé v§ak zalezi na imaginaci
toho, kdo se na konkrétni dilo diva.

Ondfrej Oliva je svou praci jasnou vy-
jimkou potvrzujici pravidlo. Jeho dilo, kte-
ré bude v brzké dobé umisténo v zadnim
traktu méstského Uradu, doklada kromeé
mimoradné kvality a umu autora také
dlouhodobou snahu o vystoupeni vytvar-
ného sympozia pouze z prostoru zamku
a naplnéni celého mésta uméleckymi
dily, ktera jsou jiz sou€asti sbirky nebo do
ni nové pribyvaji. Mdm nesmirnou radost,
Ze si autor mohl sam zvolit, v jaké lokalité
bude jeho dilo vystaveno, a doufam, ze
tato instalace pfispéje k otevieni dfive
skrytych a nepfistupnych zakouti mésta.

Adam Stech ve své nejen portrétni
tvorbé predstavil i své politické a moralni
smysSleni, a to formou, ktera je mi vice
nez sympaticka. Jeho dilo, které z(stalo
ve shirce, bude jedineénym prvkem této
jinak jiz velice obséahlé kolekce.

Jakub Toma$ rozehral v celé sérii
platen hru jak s divaky vystavy, tak sém
se sebou, protoze se na sympoziu odvazil
vyzkousSet novou techniku prace a trochu
si zaexperimentovat s fixaci vysledného
dila. Navic se ¢ast jeho produkce pfimo
vazala k jeho pobytu v Mikulové.

Nesmirné lakava mi také pfrisla hra
s nohama Kim Kardashianové, kterou ve
svych dilech rozehral Tomas Tichy. Jeho
figurativné dotazena platna pfedstavujici
krasu zenskych nohou ve spojeni s mir-
nou kritikou takzvanych selfies vytvari
paradni celek, ze kterého se jen velice
obtizné vytahovaly jednotlivé kusy, které
posili sbirku Mikulovského vytvarného
sympozia "dilna".

Nemohu také opomenout Barboru
Kurtinovou, asistentku letoSni "dilny",
ktera ve velké sérii svych dél pfiblizila
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navstévnikim sympozia svUj zplsob
mysleni, svoji textilni tvorbu a praci

na papire. Jeji autorska kniha, kterou

v pribéhu "dilny" vytvofila, je jedine¢nym
prvkem se silné osobnim podtextem,
ktery urputné koreluje se sou¢asnymi
problémy nasi doby.

AvSak nejen prace jednotlivych
autord, ale také doprovodné programy
vybornym zplsobem doplnily leto$ni
vytvarné sympozium. At uz se jednalo
o multimedialni projekci Jakuba Neprase
a Petra Zubka pf¥i zahajeni sympozia,
jazzovy koncert v zameckém parku,
oslovujici i nahodné kolemjdouci pub-
likum, autorské ¢teni Martina Némce,
pfipominajici podobu sympozia v de-
vadesatych letech, nebo koncert vazné
hudby v Galerii Zavodny, dokladajici, Zze
pro sympozium je nutné spolupracovat
s nejraznéjsimi lidmi ve mésté a vytvaret
vztahy i mimo sympozium samotné.

Nesmim taktéz zapomenout na spo-
lupraci s organizatory tradi¢niho Festiva-
lu ndrodd Podyji, kterd nam opakované
dokazuje, jak nesmirné dualezita je pod-
pora kultury v této nelehké dobé.

Za sebe mohu fict, ze sedmadvacaty
ro¢nik Mikulovského vytvarného sym-
pozia "dilna" se presto vSechno velmi
vydafil, a doufam, ze jak realizacnimu
tymu, tak autordm a navstévnik{m pfi-
nesl nové zazitky, zkuSenosti a poznatky,
ze kterych budou moci v budoucnosti
nadale Cerpat. A hlavng, ze zde vznikla
nova pratelstvi, ktera pretrvaji vice nez
jen jedno jediné léto.

Obrysy sdileného pocitu

na pozadi rozmanitych autorskych svétu

Petr Vanous

Sedmadvacaty ro¢nik zadinal v desti.

V paméti je§té strasSila pachut koronavi-
rového jara, které sice pominulo, ale na
horizontu se neustale objevovalo jako va-
rovani, ze se s podzimem v8e vrati a opét
nastane nouzovy stav, fizené restrikce

a chandra. V lecéems podivna sezona
plna smisenych pocitQ. Rozporuplné
Iéto. A uprostfed néj naSe veselé setka-
ni v Mikulové. P¥ijizdéli jsme postupné

z rliznych smérd (Ostrava, Jihlava, Praha,
Velehrad...). Vydatné prselo a dést dikto-
val podminky zahajovaciho ceremoniélu,
ktery se uskutecnil v krasnych reprezen-
tativnich prostorach zamku, nikoli venku
pod Sirym nebem, jak byva zvykem. Tak
nadherné vysokou oblohu nikde nemaji.
Skoda. A druhy den rano maly zazrak.
Budilo nas vlidné jizni slunce. Mikulov
se proménil. Nalada se zlepsila. Umélci
si béhem proslunéné nedéle pratelsky

a se vzadjemnym pochopenim rozebrali
zamecké prostory na ateliéry a zacali je
zabydlovat. Vino se chladilo. Idealni start.

27. ro¢nik kuratorsky sestavil a zastitil
Tomas Tichy. Kladl ddraz na princip za-
vaznosti umélecké prace, na jeji pfitom-
ny, byt ne vzdy explicitné pouzity kriticky
potencial, ktery se ale zaroven nezfika
silného svébytného vyrazu a estetickych
kvalit danych kontinualnim charakte-
rem tvorby. Tyto naroky splfiuje v rdamci
soucasné vizualni kultury predevsim
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oblast malby. Proto neni divu, Ze toto
médium na sympoziu prevazovalo i letos.
Rok 2020, vzhledem k vyjimec¢né situaci
(pandemie) ob&ansky naroény a ze v8ech
stran provérujici, nastolil a zjitfil mnoho
naléhavych spoleéenskych témat, udinil
je zivé neodbytnymi. S timto stavem také
vypadlo ze skfini na v8ech urovnich mno-
ho polozapomenutych kostlivca.

Proti slozité a zrychlené dobég, splé-
tajici v sobé lokalni a globalni problémy,
postavil Tomas Tichy specifické vyra-
zové moznosti tradiénich médii (obraz
a socha) s jejich schopnostmi vytvaret
konstelace a ,tvarovat” sdéleni — s prou-
dem i proti nému, po srsti i proti ni. Jako
moznou polaritu k odosobnéné povaze
neustale se preskupujici ambivalentni
soucasnosti situoval kurator svym vybé-
rem umeélcu jasnou individualni artikulaci
autorského subjektu, ktery testuje své
vlastni emoce v rozhrani srozumitelného
svéta obrazu a obraznosti.

VSichni na sympozium pozvani umélci
plynule rozvijeli sva témata a ndméty,
kterym se dlouhodobé vénuji. Ro¢nik, jak
bylo kuratorem jiz pfedem deklarovano,
nebyl tematicky nijak omezen. To umozni-
lo, aby zde vznikla dila, ktera se pfirozené
a plnohodnotné zac¢lenuji do autorskych
portfolii Géastnikl. AZ na malé epizody
z nich nijak radikalné nevyboduiji, coz
umoznuje nahlizet je z hlediska kontinuity
a dlouhodobé tvlréi koncentrace. Pravé
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v téchto dvou momentech se obnazuje
jeden ze zakladnich lidskych civiliza¢-
nich vkladd, kterymi je ¢lovék schopen
soustfedéné Celit své vlastni situaci

a reflektovat ji, aniz by byl nucen pouzi-
vat proménlivého ,jazyka argumentace®,
kterym Ize v ¢ase manipulovat a kterého
Ize ucelové zneuzit.

P¥i rychlém prehlédnuti toho, co na
sympoziu vzniklo, se nemizeme ubranit
dojmu, Ze se podafilo skloubit dohroma-
dy autorky a autory veselé i vaznéjsi po-
vahy, ktefi pres svlj rozdilny vék postihuji
v souctu svych dél jakysi obecnégjsi pocit
obyvatele stfedni a vychodni Evropy,
ktery po dlouhé dobé kulturni izolace
vstupuje do podmnoziny lokalné a global-
né definovanych spoleéenskych podmi-
nek s vybavou, kterou ¢astec¢né zdédil po
centralizovaném totalitnim rezimu. Ur¢ita
mira latentni plodné frustrace plynouci ze
statusu quo je tu padnym impulzem pro
rozvijeni rznych strategii: silné vyhra-
néné narativy, tendence k dekonstrukci,
kriticky vstup do globélniho digitalniho
obéziva, aktualizace modernistickych
vychodisek, metod a postupt, deperso-
nalizace obrazu, ironicky zanr, reflexe
konkrétnich socialnich témat apod. Pred
o¢ima nam tu v thrnu roste Usili o posti-
zeni obtizné znovu ziskavané evropské
identity, jejiz nedilnou soudasti je stale
pfitomnost problematické minulosti, kte-
ra nas tizi, neustale se vraci a aktivné za-
sahuje do soucasnosti. At je to minulost
kolektivni (historickd), nebo ryze osobni.

Volba odlisnych tematickych okru-

h{ a s nimi spojenych namétd ma vliv
na miru vyrazové razance, deformace,
vyznamovych gest nebo naopak ztiSeni
a civilistniho ohledavani figurace a véc-
nosti v konturach bézného dne. Vechny
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autory spojuje prace s figurou. Kazdy se
ji vS8ak chape jinak. Je-li pro Hanu Pu-
chovou figura a pfedmétnost vyrazem
autentické stopy autorc¢iny vlastni pozo-
rovatelské pfitomnosti v hostujicim misté
(Mikulov) a vysledkem mnoha neoceka-
vanych konstelaci, které tyto mimovolné
stopy na zpusob prisecikd v ase vytva-
feji (napfiklad nav§téva malifrky Denisy
Krausové dala vzniknout jeji podobizné

s miminkem, objev bodlakd u mikulovské
synagogy zase zatisi s kytici bodlak

¢i prosklené zamecké vitriny interiéru

s vitrinami a Adamem Stechem apod.),
je pro Adama Stecha ta samé figurace

a pfedmeétnost zdramatizovanou insce-
naci nutkavého ,vnitfniho modelu*, ktery
predevsim zpfitomnuje autorovu potfebu
a vuli do chodu véci zasahnout, radikalné
je pretvofit, ostre je nasvitit, prohlédnout
ze vSech stran, aby nezUstalo nic utaje-
no ani ukryto. Malba je tu zpfitomnénim
emoce a ta musi mit spravny, adekvatni

a ¢asto nekompromisni tvar (napf. hod-
nota jeSitné rozplizlosti v podobizné
Zeman). Zatimco Adam Stech obg&as
pracuje s kolazi jako predlohou pro své
deformacni ekvilibristiky, Jakub Tomas si
k témuz Ucelu stavi trojrozmérné modely.
Z rGznych zdroja kolaZzuje prostorovou si-
tuaci, ktera se stava odrazovym muastkem
pro obraz. Ten je potom vysledkem rizné
pfepracovanych, pretvorenych a posu-
nutych predobraz(i se v§emi vyrazovymi
specifiky. Podstatna je tu pfitomnost
uréitého distan¢niho pfistupu a odosob-
néni figurace ve vztahu k zdvazné vypo-
védi. Je to spiSe slozité rozehrana partie
se znaky a symboly (jejich proplétanim

a prekryvanim), které jsou v8ak samy pou-
ze zastupnymi odkazy. TomaSovy obrazy
tak mohou odkazovat ke krizi reprezenta-
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ce, k velkému tématu soucasné vizuality
v nejobecnéjsi roviné.

Druhou skupinu autor sympozia
tvofi ti, ktefi n&jakym zplsobem reaguji
na reprodukéni smog, jenz v zaplavé
statickych a pohyblivych obraz( zahlcuje
lidské vnimani, ovliviiuje ho a ohrozuje
jeho pfirozené fungovani. At uz je to motiv
symetrického zrcadleni v iluzivnich defor-
macich Tomase Tichého, které v disledku
jakkoli eroticky drazdivou predlohu cilené
promeénuje v absurdné hrozivou scénu,

kterd demaskuje a rozkryva odvracenou
stranu manipulované (vylepSované) foto-
grafie (Deepfake Il), potazmo marketingo-
vé nastavené vnimani dokonale ,popisné
iluze“, nebo at to jsou obrazy AleSe Braz-
dila, vznikajici jako malifské interpretace
filmovych sekvenci nalezenych kdesi na
internetovém Ulozisti (Sukné). Jsou to
pravé tyto predobrazy, které oba autory
fascinuji svou ambivalentni oscilaci mezi
realitou a deformaci. Brazdil si je pro sebe
pojmenovava jako ,vizualni vraky* zapar-
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kované a ¢ekajici jako objekty pokouSeni
ve virtualnim prostoru na své Stastné ne-
Stastné objevitele. Jak u Tomase Tichého,
tak u AleSe Brazdila se poustime za kulisy
iluzi (do ,téla" jejich umélych konstrukci),
jejichz povrch i hloubka jsou demontova-
ny za Uucelem rozruseni deklarovanég, ale
ve skute¢nosti problematické divéryhod-
nosti. Realita se nahle stava znejistujici
a uzkostné magickou.

Cesky pohled obohacuji dva zahra-
niéni malifi - Moldavan Alexander Tinei

a Rus Vitaly Pushnitsky. Alexander Tinei
vnima figuru i samotny obraz jako urcitou
naléhavou stigmatickou situaci, v niz se
sCitaji stopy minulosti s kritickymi vyhledy
do budoucnosti. Autoriv charakteristicky
motiv modré kresby na trupu a konce-
tinach figur, ktery mize odkazovat jak

k tetovani (stigma), tak tfeba k systému
zilniho krevniho ob&hu, se objevuje i na
kresbé& mladé divky ve spodnim pradle
(Bez nazvu, 2009), ktera ztstava v mi-
kulovskeé sbirce. Pushnitského obraz je
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slozité vrstven z rliznych komponentu

a pamétovych stop. Cim vice se obraz
vzdaluje od sjednocuijici iluze, tim vice
hraji roli pouzité materialy a nastaveni
jejich vztah( uvnitf obrazové skladby.
Obraz je vysledkem autorsky rozehranych
transformacnich déjd inspirovanych
beletrii, d&jinami uméni a jinymi spo-
leGenskovédnimi disciplinami. Kazdy
~celek” obrazu vyznivéa jako odhalovana
mystifikace, ktera se chova jinak, kdyz je
dilo reprodukovano, a jinak v jeho fyzické
pfitomnosti, tedy jako konkrétni pfedmét-
ny stav — artefakt. V prvnim pohledu se
obraz zaokrouhluje a iluzivné sjednocuje,
v druhém se demontuje a rozpada. Tento
protismérny pohyb je dialektickym zakla-
dem Pushnitského malifské poetiky.

Jako solitéfi v ramci kuratorského
vybéru figuruji fotografka Marie Toma-
nova, sochar Ondrej Oliva a studentka
Ostravskeé univerzity Barbora Kurtinova.
Marie Tomanova, pochazejici z Mikulova,
je vsoucasné dobé& mladou etablovanou
fotografkou se zamérenim na tematic-
ké sondy do spole¢nosti. Ve své praci
zUroduje osobni zkuSenosti ze Spojenych
statl americkych, kde momentalné Zije.
Predevsim prostiedi New Yorku reflek-
tuje syrové, nekompromisnég, bez retusi
a pfikras. Pod naméty citime pfitomnost
podprahové agrese, chaosu, bezrad-
nosti, nespokojenosti, nasili i socialniho
pragmatismu, kterymi jsou modelovany
charaktery dospivajici mladeze vétSiny
globalnich velkomést. Americka obc¢an-
ska frustrace ma sice odliSné ddvody
a jiné vnéjsi atributy, ale v principu urgité
neni v mnohém daleko od té, kterou
trpime my.

Ondfrej Oliva, jediny sochaf leto$ni-
ho ro¢niku, ¢asto pracuje s technikou

uvoDp

ztraceného vosku, jez mu umoznuje
dostat do sochy a objektu naturalistické
momenty, které potom komponuje do
rozvrh(l socharskych hmot. Usiluje o su-
marni tvaroslovi a srozumitelnost vyrazu.
Casto se inspiruje organikou (jadro, plod),
geometrii pfirody (ulita) nebo pfirodnimi
procesy (rlst). Barbora Kurtinové se jako
posluchacka fakulty uméni na Ostravské
univerzit€ momentalné vénuje textilu
a textilni tvorbé. Svij pfistup k médiu
sama oznaduje za usilovné hledani s prv-
Ky nomadstvi, prostfednictvim kterych
réda nechava formalni pfistupy oteviené,
vzajemné nakrocené &i prostupné. Vedle
kiehkych reflexi zazitk(i a prostredi se
v jeji praci uplatfiuje také silné kriticky
generaéni naboj, ktery zarocuje i ve svych
hudebnich aktivitach.

| v takto malém ,fezu®, jaky prinaseji
vysledky mikulovského sympozia, Ize
zaznamenat nazorovou pluralitu a vyrazo-
vou pestrost zvolenych médii, které jsou
na nasi umélecké scéné dnes jiz samo-
zfejmosti. Tato praxi deklarovana pfiroze-
né tvlréi svoboda je jednim z diikazd, ze
zijeme v kulturné oteviené spolec¢nosti,
ktera stavi na hodnotach vzajemného
respektu, nazorové pestrosti a toleran-
ce. Pfejme si a véfme, Ze tomu tak bude
i nadale a zZe se otevieny horizont opét
z jakychkoli dGivodll neuzavie a ze jeho
pestrost neztmavne, nezhnédne a nez-
¢ernd. Existence mikulovského sympo-
zia, které letos dosahlo neuvéfitelného
Gisla 27, je v tomto sili jasnou, konkrétni
a hmatatelnou podporou. A za to my,
Ucastnici leto$niho ro¢niku, organiza-
torim a garantlim celé akce verejné
a nahlas dékujeme.

Fijen 2020
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KATALOG CATALOGUE
PrirGstky do sbirky sou¢asného
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ALES BRAZDIL

Sukné, akryl a olej na platné, 130 x 130 cm
Skirt, acrylic and oil on canvas 20—21



ALES BRAZDIL

Kvétak 01, akryl a olej na platné, 40 x 30 cm
Cauliflower 01, acrylic and oil on canvas

Kvétak 04, akryl a olej na platné, 40 x 30 cm
Cauliflower 04, acrylic and oil on canvas







HANA PUCHOVA

Denisa a Alzbéta, akryl na platng, 110 x 100 cm
Denisa and Alzbéta, acrylic on canvas 26—27
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HANA PUCHOVA

Bez nazvu |, kombinovana technika, 21 x 156 cm
Untitled I, mixed media

Bez nazvu Il, kombinovana technika, 18,5 x 12,5 cm
Untitled I, mixed media

HANA PUCHOVA

Bez nazvu V, kombinované technika, 21 x 16 cm
Untitled V, mixed media

Bez nazvu IV, kombinované technika, 21 x 156 cm
Untitled IV, mixed media

30—31



HANA PUCHOVA

Bez nazvu lll, kombinovana technika, 15 x 21 cm
Untitled 1, mixed media




HANA PUCHOVA ONDREJ OLIVA

PRINTREE, variabilni instalace v prostoru - vizualizace,
Holubi na nadvofi, akryl na platné, 100 x 130 cm zavéSené segmenty, hlinik, 400 x 300 x 30 cm
Pigeons in the Courtyard, acrylic on canvas Spatial installation (variable) — visualization, hung segments, aluminium 34—35




ONDREJ OLIVA

PRINTREE, variabilni instalace v prostoru - vizualizace, zavé$ené segmenty, hlinik, 400 x 300 x 30 cm
Spatial installation (variable) - visualization, hung segments, aluminium 36—37




ADAM STECH

ZEMAN, tempera a olej na platng, 200 x 150 cm
Tempera and oil on canvas




ADAM STECH

V8em se to libi, tempera a olej na platné, 18 x 24 cm
Everyone Likes It, tempera and oil on canvas

Vino, tempera a olej na platng, 18 x 24 cm
Wine, tempera and oil on canvas

40—41






ALEXANDER TINEI

Bez nazvu, 2009, kresba na papife, 70 x 50 cm
Untitled, drawing on paper 44—45




TOMAS TICHY

Deepfake Il (X), olej a akryl na platné, 200 x 160 cm
Deepfake Il (X), oil and acrylic on canvas




TOMAS TICHY

Deepfake (studie X), olej a akryl na platné, 50 x 40cm
Deepfake (Study X), oil and acrylic on canvas

48—49






VITALY PUSHNITSKY

Magritte, 2002, lept na papire, 76 x 57 cm
Magritte, etching on paper 52—53



JAKUB TOMAS

Nymfa, olej na platné, 200 x 150 cm
Nymph, oil on canvas 54—55




JAKUB TOMAS

Pud sebezachovy, olej na platné, 60 x 80 cm
Self-preservation Instinct, oil on canvas







Young American, Aheem (East River),
barevna fotografie, 20 x 30 cm
Color photography

MARIE TOMANOVA

MARIE TOMANOVA

Young American, Isabel (Lower East Side),
barevna fotografie, 20 x 30 cm
Color photography

Young American, Ari (East Village),
barevna fotografie, 20 x 30 cm
Color photography

60—61



MARIE TOMANOVA
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Young American, Lexi (Lower East Side),
barevna fotografie, 20 x 30 cm
Color photography

<
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Young American, Makenna & Doe (East Village),
barevna fotografie, 20 x 30 cm
Color photography

Young American, Chanel (SoHo),
barevna fotografie, 20 x 30 cm
Color photography

MARIE TOMANOVA

Young American, Kids (Tompkins Square Park),
barevna fotografie, 20 x 30 cm
Color photography

62—63



BARBORA KURTINOVA
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Moc je nemoc, sesit, 13 stran, tus, akryl, fix, 19,5 x 15,5 cm
Power is a Disease, notebook, 13 pages, ink, acrylic, felt-tip 64—65




BARBORA KURTINOVA

Pol§tar, zapletena rostlina, filc, textilie, polyester, ovéi vina, 24 x 25 cm
Pillow, entwined flower, felt, textile, polyester, sheep’s wool

BARBORA KURTINOVA
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Monstrum I, Sity obraz, podSivka, polyester, 71 x 66 cm
Monster Il, stitched picture, lining, polyester

66—67



BARBORA KURTINOVA

Bylinky ze Svatého kopecku, byliny, filc, Gesana ovci vina, 50 x 50 cm
Herbs from Holy Hill, herbs, felt, combed sheep’s wool 68—69




BARBORA KURTINOVA
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Papirova skica Ill - Hadi vzor, akryl a tu$ na papife, 41 x 59 cm
Paper Sketch Il - Snake Pattern, acrylic and ink on paper




Papirova skica | - Spic, akryl a tu$
na papife, 30 x 38 cm

Paper Sketch | - Spitz, acrylic and
ink on paper

Papirova skica VI - Fontana, akryl
a tus na papire, 30 x 38 cm

Paper Sketch VI - Fountain, acrylic
and ink on paper

Papirova skica VIl - Sramy, akryl
a tu$ na papire, 30 x 42 cm
Paper Sketch VIl - Scars, acrylic
and ink on canvas

BARBORA KURTINOVA
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Papirova skica V - Holka ze
zamku, akryl a tus na papife,
38x30cm

Paper Sketch V - Girl from
the Chateau, acrylic and ink
on paper
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Papirova skica IV — 13, akryl
a tus na papire, 38 x 30 cm
Paper Sketch IV - 13, acrylic
and ink on paper

Papirova skica VI, akryl a tus
na papire, 38 x 30 cm
Paper Sketch VI, acrylic and
ink on paper

Papirova skica Il - Hadonos,
akryl a tu$ na papire,

38x30cm
Paper Sketch Il - Ophiuchus,
acrylic and ink on paper

Monstrum, skica, akryl
na papire, 38 x 30 cm
Monster, sketch, acrylic
on paper

72—73
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Ales Brazdil
Hledam pod povrchem

Petr Varous: Jak dlouho jsi po pfijezdu do
Mikulova ladil formu a szival se s novym
prostfedim, nez jsi za¢al pracovat?

Ales Brazdil: Na za¢atku sympozia jsem
mél zdravotni problém, bolel mé zub, tak-
ze jsem ihned, jak jsem to vyresil, musel
rychle zadit s malovanim. Kolegové za tu
dobu méli uz pllku prace, musel jsem to
dohnat.

PV: Inspirovalo t& n&co na misté, nebo sis
privezl invenci s sebou v kufru?

AB: Viceméné jsem pokradoval v téma-
tech, na kterych pracuju v Praze. Asi bych
musel byt v Mikulové del§i dobu, abych
odtud néco vytahl. Myslel jsem trochu na
baroko, ale to je v Cechach a na Moravé
vlastné vSude.

PV: Jak se pracuje na sympoziu autorovi,
ktery je zvykly vzhledem k preciznosti
formy koncentrované na jednom obraze
pracovat del8i dobu? Nerozhodilo té to,
Z7e mas na vSe ,pouze” mésic?

AB: Na tohle jsem se vlastné tésil, ze
nebude tolik ¢asu a ja budu muset svoji
préaci trochu ¢asové redukovat. Takze
mé to donutilo malovat uvolnénéji, jit
rychleji po vysledku. Normalné jsem
zvykly mit obraz rozdélané klidné néko-
lik mésicu, ale to byva ¢asto zkusenost

BRAZDIL P PICTS.21-25 146-147

spiSe nepfijemna. Chtél jsem i trochu vic
experimentovat, tusil jsem, Ze v kontextu
s kolegy a prostorem v Mikulové mé to
muze donutit k né¢emu, na co u sebe
nejsem upliné zvykly.

PV: Jako absolvent ateliéru klasickych ma-
litskych technik profesora Zderika Berana
na prazské AVU mas v malifském vyrazu
blizko k popisné iluzivni formé. V em je
pro tebe napéti mezi fotografickou predlo-
hou a malifskou interpretaci podnétné?

AB: Fotograficky material mam velice rad,
vlastné se citim tak trochu jako sbératel.
Pro mé je vybér materialu velice dllezity.
Vybrat spravné je mozna nejdelsi proces
mé prace. Casto se rozhoduju i nékolik
let. Ale dllezité je to, co se déje uvnitf, co
neni na prvni pohled na fotografii zfetelné
a co vykoukne na povrch teprve procesem
malby. TakZe pokud pfemaluju fotku, pro-
toze se mi vizualné libi, kondi to vétsSinou
Spatné.

PV: Je evidentni, ze kromé statické foto-
grafie 1€ jako zdroj pro malbu a obraz fas-
cinuje také pohyblivy obraz. Pro¢? V éem
je oproti fotce rozdil?

AB: Pohyblivy obraz je uz néco trochu jiné-
ho, je to sled statickych fotografii. Takze
pokud jsem mluvil o vnitfku fotografie, tak
tady mGzeme vysledovat meziprostory,
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neukon&ené koneénosti a hrany na po-
¢atku i na konci. Tyhle ¢asti potom muze-
me napojit na vnitfek statické fotografie.
MUzeme si udélat i trochu jinou pfed-
stavu o prostoru a figuraci v ni. Pokud
pracuju s jednou fotografii, informace je

PV: V rohu tvého improvizovaného
ateliéru na zdmku byl neustale zapnuty
laptop. Surfujes? Inspirujes se objevy na
internetu?

AB: V Mikulové jsem maloval pomoci
pocitace, takze jsem ho pouzival k praci.
Normalné si fotografii i tisknu. Mam rad
néco v ruce. Kdyz maluju, snazim se uz
se na nic moc nedivat a soustfedit se na
to, na ¢em zrovna pracuju.

PV: Zajimaji t& ndahodné videozaznamy,
néco jako format trashového dokumentu?

AB: Ta nahodilost urgitych zaznamd,
informaci, které se k ndm dostavaji, je
umoznéna diky internetu, dfiv musel
¢lovék vic hledat, zjiStovat, délat vyzkum,
aby néco mohl najit. Ja ale hledam pod
povrchem, ¢asto ty véci na prvni pohled
nevypadaji ani moc zajimavé, jen se mi
vr§i mnozstvi uréitého materialu, ktery se
potom ¢asem za¢ne sam probirat a uka-
zovat, jaké ¢asti mGzu zahrnout nebo
zakomponovat do své prace.

PV: Vim, Ze mas blizko k hudebni taneéni
scéng, hodné sledujes rlizné filmy... Jaké
tematické zdrojové oblasti jsou pro tebe
podnétné a pro¢?

AB: Kdyz jsem prochazel pubertou a za-
¢inal studovat na AVU, plsobilo na mé
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obrovské mnozstvi vizualni kultury, ktera
pfichazela hlavné ze Zapadu, z Anglie

a Ameriky, ale hodné i z Vychodu, hlavné
z Japonska. To pro mé byl vyrazné novy
kontrast oproti tomu, co jsem znal jako
hodné maly napfiklad z filmu. Asi na mé
zapUsobila tato doba kulturniho zlomu, ale
zaroven mé uvedla i do zmatku. Zajimalo
meé Uplné vSechno, co prekrogilo moji kon-
vencni pfedstavu o tom, jak méa co vypa-
dat. Takze to bylo techno i splatter horor
nebo videoklip od Chemical Brothers.

PV: Zajima té priibéh zachyceného déje,
nebo spiSe ,povrch” obrazu, jeho proces
technického ,formatovani*, opotfebovani,
chybovosti, nedokonalosti, které ponecha-
vaji prostor pro divakovu iritaci a drazdi
jeho obrazotvornost?

AB: Asi vSechno dohromady, co fikas.
Dost mé vzruSuji véci, kterym nerozumim.
Kdyz jsem poprvé vidél v kiné Modry
samet, film Davida Lynche, nerozumél
jsem, jak docilil toho, ze v barvotisko-
vych obrazech, které velice dobfe zname
z jinych americkych filmd, je tolik nejis-
toty a temnoty. Ale on si byl velice dobre
védom toho, jak tyto obrazy na divaka
plsobi, a dokazal je zevnitf naruSovat tak,
aby té znejistil. VSechny vizualni slozky,
se kterymi pracuju, vnimam jako pfedem
dané kody, které mazu naruSovat.

PV: Nékteré tvé obrazy plsobi feknéme
ambivalentné. Provokujes rad?

AB: Ta ambivalentnost pochéazi asi z mé
vlastni povahy. Mam €asto potiebu ve
svych obrazech nesouhlasit sam se sebou
a sdm sebe jimi provokovat. Obraz by mél
byt jako kaminek v boté.
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PV: Jak reSiS vztah predlohy a malifské
interpretace z hlediska barvy? Jakou hraje
v tomto procesu roli?

AB: V posledni dobé hraje barva stale
vétSi roli. Podklady, které zpracovavam,
jsou ¢asto vizualni vraky s naprosto Sedi-
vou tonalitou, takZe ji potfebuju spravné
pfibarvit. Dfiv jsem barvu tolik nesledoval.
Bylo to dano i studiem na AVU. Na klasic-
ké malbé se barva tolik nefesila. Nékdy
mam pocit, ze chci malovat jako Gerhard
Richter a Cézanne dohromady.

PV: V tvych poslednich pracich jsem
zaznamenal posun od popisnosti k uvol-
nénéjSimu, expresivnéjSimu malifskému
projevu. S ¢im to souvisi?

AB: To, myslim si, uz mam v malbé pfi-
tomno déle. Ja se tak spiralovité vracim.
Né&jaky ¢as mam pocit, Zze uz opoustim
popisnéjsi formu smérem k expresi, ale
za néjakou dobu jdu zase zpatky. Pred
¢asem jsem se snazil to vice drzet bud
jedno, nebo druhé, ale nakonec jsem
to nechal na citu. Nyni jsem ve fazi, kdy
rukopisem, tak to podle mého skondi

u ngjakého hyperrealismu.

PV: Kdybys mél shrnout své malifské
téma do nékolika vét?
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AB: Vlastné doufam, Zze se ma témata bu-
dou neustale rozSifovat, ale moc nevim,
co pfesné mam fict, abych s tim mohl

byt spokojeny. V posledni dobé to byly
urcité formy vizualniho jazyka, ale takhle
bych tomu asi nechtél fikat. Vlastné bych
chtél namalovat Uplné ten nejobycejnégjsi,
a pritom velice monumentalni formalné
suchy obraz.

PV: V Mikulové jsi vytvoril pomérné velké
mnozstvi obrazd. Cim ses v nich zabyval?

AB: Veskrze to byly figuralni kompozice,
kde jsem si feSil formu. Zkousel jsem
trochu jiné materidly a namaloval jsem
kolekci mensich obrazk(, na kterych
jsem plvodné maloval hlavu sochy Krista
od barokniho sochare M. B. Brauna, ale
nakonec to vypadalo spiSe jako hlavkové
zeli, tak jsem to nazval Kvétak.

PV: Co zUlstalo v mikulovské sbirce?

AB: Jedna figuralni kompozice s nazvem
Sukné 1, kterou jsem tu namaloval jako
prvni obraz, a dva malé obrazky — Kvétak.

PV: Jaké dojmy si odvazis zpét do Prahy?

AB: Bylo pfijemné pracovat spole¢né

s kolegy malifi... a diskuse, obédy u led-
ni¢ky pIné vina, chodit v noci s klici
temnym zamkem a uz bez kli¢ na Svaty
kopecek.
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Hana Puchova

... ty bodlaky rostou kousek od synagogy

Petr Various: Tvé prace si dlouhodobé
velmi vazim. Jak se ti povedlo dosédhnout
tak vyrovnaného, rozpoznatelného stylu
a zaroven udrzet onu pfirozenou zivost
a vitalitu jednotlivych praci?

Hana Puchova: O styl jsem nijak védo-
meé neusilovala, tak nevim. Mozna se mi
podafilo zbavit se béhem studia u Jifiho
Salamouna takového zatatého chténi

a také divat se na to, co délam. Teda

v tom idedlnim pfipadé.

PV: Jak dlouho ti trvalo, nez ses po pfi-
jezdu do Mikulova rozkoukala a zacala
pracovat?

HP: Zagala jsem pracovat vlastné hned,
délala jsem si poznamky, skicky na papir
a pfitom jsem premyslela, co dal. Navic
jsme meéli luxusné pfipravena platna, to
ten proces taky dost urychlilo.

PV: Mé&la jsi pfedem néjakou predstavu
o tom, co budes chtit na sympoziu malo-
vat, nebo to néjak pfirozené vyplynulo?

HP: Védéla jsem, ze pro mé bude tézké za
mésic udélat néco tak, abych s tim byla
spokojen3, takze jsem si uz pfedem fekla,
Ze budu pokradovat v tom, co normalné
délam. Nijak striktng, jsem si to nepfi-
kazovala, ale nechtéla jsem reSit zadné
nové problémy. Normalné pracuju dost
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pomalu, tak jsem méla obavy, abych to
zvladla.

PV: Stanovila sis néjaky pracovni rezim?

HP: To vyplynulo samo, cesta na zdmek
pres bistro Kuk pro susenku, zastavka

v prodejné zeleniny, snidanég, obéd,
rizné, sem tam sklenka. Dokud to $lo,
pracovala jsem, nékdy i kdyZz mi to neSlo.

PV: Toulala ses po mésté a okoli? Kde se
ti libilo? Co t& inspirovalo?

HP: To té asi zklamu. Svaty kope&ek
jsem tfeba navstivila az pfed odjezdem.
Nebyla jsem dal nez u lomu. Nejvic se mi
libily cesty do prace na zamek, kam jsem
pySné chodila s kli¢i od zameckych bran
v kapse...

PV: VSiml jsem si u tebe rliznych nasbi-
ranych pfirodnin a pfedmétd. Polni kviti
ve skleni¢ce jsem nakonec zapojil do
instalace v jedné z prosklenych vitrin

a pracovné nazval ,Zrychlena evoluce”.
Jak a kde si nachazi$§ naméty?

HP: No ja si fikala, Ze namaluju néjaké
zatisi. Nechtéla jsem kvétiny kupovat, ale
namalovat néjaké mistni. Jednu kytici mi
natrhala Bara, bodlaky rostou kousek od
synagogy, chodila jsem kolem nich kazdy
den, a ty rlize potloukl dést nebo cosi
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a jsou ze zamecké zahrady. Neni za tim
nic slozitého.

PV: Casto sis v ateliéru zavirala dvere.
Kdyz byl den otevienych dvefi, méla jsi
stale zavfeno a chtélo to od navstévnika
kuraz, vzit za kliku. Pracujes rada v klidu
a 0 samoté?

HP: To jsem nechtéla, aby to vypadalo
tak nepfistupné. Pracuju o samoté asi
jako vét8ina malif. Mné by to bylo blbé,
malovat pfed nékym, taky se tak mys-

lim Iépe soustifedim. | kdyz stejné jsem

i v ten den otevienych dvefi néco udélala.
Béhem studii jsem také radéji pracovala
v soukromi na koleji nez ve Skole. V Miku-
lové jsem i pres ty zaviené dvere slySela,
vnimala sousedy, ale kupodivu nevadilo
mi to, bylo to jen nezvyklé. Naopak se mi
libilo, ze jsem se mohla na nékoho jiného
podivat, na néco se preptat.

PV: Jak to mas s dokonéovanim obraz(?
Kdyz jsme instalovali vystavu, stéle jsi
nékteré véci sundavala ze stén a je$té na
nich pracovala...

HP: A taky se pfipravuju, Zze minimalné
jeden obraz z Mikulova jesté predélam.
Pfemalovavam &asto, skoro pokazdé i na
vystave po instalaci. Nékdy je to tim, ze
ta véc je v jiném svétle nebo kontextu

a néco se tam zméni a ja to vidim az
tehdy. V&tSinou se ale jedna o véci, které
mé uz predtim né¢im Stvaly. StraSné meé
pak drazdi se na né koukat a neumim si
pomoc a pokousim se s tim néco udélat.

PV: Vracis se tedy nékdy k hotovym obra-
zUm a sahas do nich? | kdyz byly uz tfeba
na vystavé?
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HP: Klidné. Ale ja si myslim, ze nakonec
poznam, kdy je to hotové, a pak uz do toho
nesaham.

PV: V mikulovské sbirce z(stava obraz Ho-
lubi na nadvofi. Jak vznikl? Co bys k nému
fekla?

HP: Ty holuby jsem tam v téhle situaci na na-
dvori vidéla. Nejvic se mi libi jejich barevna
skica, na platné to ztratilo tu lehkost, ale to
byva dost ¢asté. Pouzila jsem hrubsi platno
po Petru Veselém z prfedesSiého ro¢niku
sympozia. Tam pod témi holuby je takova na-
razoveélost, kterou se mi nepodafilo udrzet,
ale zase jsou takovi hmotni, takze je to néco
za néco.

PV: Na jednom obraze je podobizna malitky
Denisy Krausové s miminkem, ktera nas tu
nékolikrat osobné navstivila. Znate se dobre?

HP: S Denisou jsem se poznala na vystavé

v Ostravé a pak jsme se vidély jesté v Jihlave.
Nezname se dobfe, ale citim k ni sympatie.
Taky se mi ty maminky libi a ¢asto je zobra-
Zuju.

PV: V Mikulové vznikl také maly soubor véci
na papife. Co na nich je a pro¢?

HP: Jsou tam rzné situace véetné téch
holubd, které se néjak vazou k tomu mistu,
plus dalsi, které patfi k Fadé téch, které uz
|éta délam na zadni stranu rlznych obald.
Jsou na nich rzné motivy, nejcastéji tvare,
a nevim moc pro¢. Maly format je i pfijemny
a délam to bez vétSich ambici cokoli fesit,
prosté jen tak.

PV: A kresba jelena obohatila jednu mistni
sbirku. Kterou?
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HP: Povedenou sbirku pana Viti Vrbky.

PV: Na okennim parapetu tvého zamec-
kého ateliéru jsem nékolikrat narazil na
Deniky Virginie Wolfové. Doprovéazely
n&jak vyznamné tv(ij zdejsi pobyt? Cte$
rada?

HP: V Mikulové jsem moc necetla, jinak
Ctu rada. Ty deniky jsem doc&etla pozdéji
v Ostravé a dost jsem to odkladala, kon&i
rokem jeji smrti a bylo skoro neslusné
Cist ty posledni zapisy. Radégji jsem si asi
méla vzit néjakou detektivku.

PV: Jak jsi vychazela s mladSimi kolegy
malifi? Nebylo to ob&as divoké?

HP: Vychazeli jsme spolu hezky. Oni to
zas nejsou zadni teenagefi. Netravili
jsme spolu kazdou chvili. Ja nic divokého
nezahlédla.
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PV: Nechybéla ti Ostrava? Pfece jenom,
jizni Morava je pomeérneg jiny kraj!

HP: Takova cizina to zase neni. Léta jsem
jezdila za kamaradem do Rakvic, tak jsem
se téSila. Pfekvapivé malo jsem tu slySela
mekky akcent, ktery mam s tim krajem
spojeny. A méla jsem néjaké ostravské
navstévy, smutno mi nebylo.

PV: Odvezla sis domu néjaky suvenyr?

HP: Jsem bez auta, takze jen to, co jsem
mohla unést. Chtéla jsem si koupit dziny
Z mistni prodejny, Iéta nosim jen ty z dru-
hé ruky, ale z toho néjak seslo. Pfivezla
jsem si nakonec takové drobnosti, které
jsem tam nakoupila z praktickych dvodu
a bylo mné lito je tam nechat. Tfreba malé
struhadélko, kartacek na ruce a tak. Ale
dostali jsme od poradateld knihy o Mi-
kulovu a katalogy, takze ty mam taky. No
a lahev vina pro sousedy, ktefi mi zalévali
kytky.
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Ondrej Oliva

Snazim se vytvaret vizualné zajimavé

a srozumitelné objekty

Petr Vanous: Jsi nakonec jedinym so-
chafem leto$niho ro&niku mikulovského
sympozia. Jak jsi reagoval na zpravu, Ze si
t& Tomas Tichy vybral do svého tymu?

Ondrej Oliva: S TomaSem jsme se o mé
ucasti na sympoziu v Mikulové bavili po-
prvé uz pred nékolika lety, kdyz délal prv-
ni vybér autord. Myslim, Ze to bylo nékdy
v roce 2016. Samoziejmé jsem byl touto
vyzvou nadSen a souhlasil jsem. Vim, ze
sympozium je v posledni dobé spiSe ma-
lirského charakteru, ale v minulosti touto
"dilnou" prosla i spousta sochafrd, a tak
jsem to povazoval za moznou a zajimavou
konfrontaci téchto dvou médii.

PV: Co jsi pro sympozium planoval plvod-
né realizovat a jak to nakonec dopadlo?
Nastaly néjaké neoéekavané zmeény?

0O0: Od zagatku jsem védél, ze na sympo-
ziu chci byt pfitomen jako sochaf a pokra-
Govat v tom, co mé posledni léta zajima

a s ¢im pracuju. At uz v pfistupu, nebo
pouzitim materiald. Mél jsem v Gmyslu
zrealizovat vétSi socharskou instalaci

do galerijniho prostfedi nebo exteriéru.
Nakonec v Mikulové vznikl pouze vosko-
vy model, se kterym jsem dal pracoval

az doma v ateliéru. V souasnosti jsou
hotové vtokové soustavy a v pfi§tim mé-
sici by se mélo vSe odlévat. Doufam, ze

OLIVA » PICT S.35-37 150

cela socha bude hotova na pfelomu fijna
a listopadu 2020.

PV: Sochafi to maji na sympoziich podle

a nakladnégjsi. Jaké mas v tomto sméru
zkusenosti?

0O0: V Uhrnu zalezi na tom, jakou techno-
logii sochar pracuje a jaky ma byt vysled-
ny material. J& pfi vzniku dila v&fim tomu,
ze kdyz s danou véci stravim tolik hodin
Gasu, vlozim do sochy nezmérné mnozstvi
sily, energie a Usili, tak se projevi to, ze ne-
chci, aby se za néjaky Cas rozpadla nebo
aby vysledny material lehce podléhal vlivu
Casu a pfirodnim podminkam. Proto se
snazim pracovat s materialy, které jsou
stalé ve smyslu vé&né. Na sympoziu, kde
neni dostateéné zazemi, mlze byt pro-
blém na néfem takovém délat. Nicméné
v prvni fazi se da dobfe pracovat s voskem
a teprve potom individualné fesit odlévani
do pevného kovu. A tuto cestu jsem si
také zvolil.

PV: Co je ¢astym namétem tvych soch?
Co je tvé socharské téma?

OO: Ve svych pracich se snazim vytvaret
vizualné zajimavé objekty, které jsou svym

85



tvarem a obsahem ¢itelné i pro bézného
divaka. To je také dlvod, pro¢ hlavni ¢ast
témat, ktera vybiram a se kterymi pracuiju,
vychazi z véci bézného zivota kolem nas,
a kazdy si je tak mGze jednoduse vsadit
do vlastnich zkuSenosti a méfitek. V sou-
C¢asnosti nejcastéji pracuju s otiskem
pfirody, s jeji organiénosti. Zajima mé
stfet nas jako lidstva a naSich technologii
s okolim, se zivou planetou a s pfirodou.
Jak si radikalné upravujeme vSe kolem
sebe podle naseho estetického idealu

a Gasto popirame prvotni ucel a smysl
pfirody jako takové.

PV: Pro tvou socharskou praci je charak-
teristicka technika ztraceného vosku.
Mohl bys strué¢né popsat, o¢ se jedna?
A pro¢ sis tuto techniku oblibil?

0O0: Metoda odlévani ,na ztraceny vosk*
je technologie stara stovky, mozna tisice
let. Sochy z kovu takto vznikaji od nejstar-
Si historie. Samoziejmé se vylepSuje, ale
podstata zlstava stejna. Sochar vytvori,
vymodeluje voskovy model, ktery se
upevni na voskovou vtokovou soustavu.
Ta je kazdy nasledujici den obalovana

ve smési piskl a vznika tak tenka pevna
krusta, ktera se musi dokonale vysusit,
aby byla forma samonosna. Celek se
potom vlozi do pece, kde za tepla vosk

z formy vytecCe a v misté, kde byl voskovy
model, zbude ¢&ira prazdnota. To je pro
meé vzdycky ten nejhor§i moment. Véc,
na které jsem pracoval nékolik mésic, je
v této chvili pouze vzduch, takze pokud
nékomu forma spadne a rozbije se, coz
se obcas stava, cela prace se vraci na
zacatek. OvSem v idedlnim pfipadé se
prazdna piskova forma vyziha na vysokou
teplotu a nalije se do ni roztaveny vy-
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sledny material. Po zchladnuti se piskova
krusta rozbije a mame odlitek, ktery je
tfeba ofrezat, vycizelovat, vybrousit a udé-
lat povrchovou Upravu. Takhle je to hodné
struéné.

PV: Casto ve své tvorbé pouzivas bronz
a hlinik. V ¢em spatfujes§ pfednosti téchto
materiala?

0O0: Jak uz jsem zmirioval, chci, aby véci,
které vytvorim a do kterych vlozim usili,
energii, ¢as i penize, nebyly pomijivé a aby
bylo mozné je vystavit v interiéru i exte-
riéru. Myslim si, ze uz samotny material,
kov, mé své neoddiskutovatelné vlastnosti
provérené minulosti. A¢koli jsem dFiv také
pracoval s riznymi pryskyricemi, epoxidy
a podobnég, priSlo mi, Zze tyto materialy
jsou prili§ zranitelné a nevyzarfuji zddnou
energii. Jsou taky pomérné kfehké a po-
tom jsme nuceni umélecka dila doplfhovat
tfeba napisy ,,nedotykejte se exponatu®.

PV: Kde odlévas?

0O0: V oficialnich slévarnach. Na rozdil od
meého taty, ktery ma slévarnu doma a lije si
véci sam.

PV: Jak se Zije umélci na Velehradé?

0OO: Po ukonéeni AVU jsem hodné pre-
myslel nad tim, jestli zUstat v Praze, nebo
se vrétit na Velehrad. Rozhodlo ekono-
mické hledisko i to, ze jsem chtél délat
vlastni véci a zkusit se uzivit skute¢né jako
sochaf. Nechtél jsem platit ndjem za byt

a ateliér a v podstaté vétSinu vydélanych
penéz vracet zpét do bazalniho provozu.
Na Velehradé mam velky prostor, kde
mdzu pracovat, a véechny penize tak
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mdZzu utratit ve slévarnach za realizaci
véci, a kdyz se prodaji, mohou vzniknout
zase nové, dalsi véci a tak porad dokola.
Nastésti se svét vyrazné zmensuje, a kdyz
je potieba, v Praze mlzu byt za dvé a pul
hodiny gistého ¢asu.

PV: Studoval jsi na AVU v ateliéru Jaro-
slava Rony. Jak vzpominas na prazska
studentska léta?

0O0: Kdyz jsem délal pfijimacky na AVU,
byl v ateliéru sochafrstvi I. jesté Jan Kob-
lasa, ten ovSem hned v |été odeSel, takze
v prvaku jsem uz nastupoval k Jaroslavu
Rénovi. Prvni rok byl docela tézky, myslim
si, ze on mél néjakou vizi, jak ateliér vést,
a studenti moznéa o¢ekavali néco jiného.
Hodné lidi z vy$8ich ro¢nikd potom ode-
$lo do jinych ateliérd a ja mél podobné

DILNA 2020 ROZHOVORY

umysly. Nakonec jsem u Rony zUstal a uz
v patém ro¢niku pred&asné diplomoval.
Oblibil jsem si jeho tvrdy pfistup a dis-
ciplinovanost a velmi mi imponovalo, ze
sochy skute¢né sam také realizuje.

PV: Citi$ se v socharské praci néjakym
zpUsobem pokra¢ovatelem svého otce?
Cti8 rodinnou profesni tradici, nebo si
jdes spiSe svou cestou?

0O: Kdyz jsem navrhoval hrob pro fot-
balistu Josefa Masopusta na VySehrad,
velmi jsem s jeho vyslednou podobou
bojoval. Pfesné jsem védél, jak by to udé-
lal tatka, ale bylo mi jasné, Ze musim najit
vlastni, osobité feSeni. | kdyz jsem jeho
syn a mohl bych v podstaté pokra¢ovat

v podobném duchu tvorby, programové
se snazim jit svou vlastni cestou. Urgité
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jsem jeho dilem ovlivnén, jeho véci mé
obklopuiji cely zZivot, ale rukopis jsem

si vytvoril vlastni. Navic tatku uz jeden
sochar odporné kopiruje a to si myslim,
ze je vic nez dostatecné.

PV: Vedle volné tvorby se vénujes také
realizacim do verejného prostoru a so-
charskym zakazkam. Mohl bys néjaké
uvést? Kde, na jakych mistech se s nimi
muzeme setkat?

0O: Realizace do verejného prostoru je
pro sochare tim nejvét§im vyznamena-
nim a odménou. Jeho dilo je v bezpro-
stfednim kontaktu i s béznym divakem,
kolemjdoucim, a neni tak jen pro hrstku
konzumentu vytvarného uméni aktivné
navstévujicich galerie. Mou prvni velkou
realizaci byla fontdna v pfednadraznim
prostoru v Uherském Brodé po vitézstvi
v socharské soutézi. Fontana predstavuje
dopravni uzel, kfizovatku cest a prople-
tené lidské osudy v hromadné dopraveé.
Do vodni hladiny narazi voda ze tfi pra-
men, kazdy jiného charakteru. Velkou
vyzvou byl hrob pro Josefa Masopusta
na VySehradé, velmi exponované misto
a sen kazdého sochare, mit realizaci na
prazském Slaviné. Ve Zliné jsem délal
pamétni desku Janu Antoninu Batovi na
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jeho vilu, v Ofechové pamatnik Jaroslava
Némce a dalsi.

PV: Pracujes kromé& sympozia na nééem
aktualnim?

0O0: V soucasné dobé pracuju na velké
realizaci do HoleSova. Mésto ma po
nabozenské strance pomérné slozitou
historii a radi by se tam s timto historic-
kym traumatem néjak vyrovnali. Byla vy-
hlaSena socharska soutéz na navrh sochy
+pamatnik smifeni“ na namésti sv. Anny,
kterou se mi podafilo vyhrat a nyni pro né
realizuji ¢tyfFmetrovou véc. V soucasnosti
jsou uz odlitky zpét ze slévarny a probiha-
ji cizelérské prace a kompletace materi-
ala.

PV: Co zatim povazujes$ za svUj nejvétsi
Uspéch?

0O0: Osobné povazuju za nejvétsi uspéch
to, Ze jsem ted deset let po diplomce

na AVU a celou dobu mohu délat to, co
mé bavi, tedy svou vlastni volnou tvorbu
a socharské realizace. Upfimné to spiSe
povazuju za zazrak a i pfesto, Ze je za tim
spousta prace, dfiny, ¢asu a sebeobéto-
vani, si myslim, Zze mam vlastné ohromné
Stésti.
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Adam Stech

Nebojim se byt trapny ani pateticky

Petr Various: Uz jsi nékdy predtim absol-
voval umélecké sympozium? TéSil ses do
Mikulova?

Adam Stech: Byl jsem v Kutné Hore a na
Strbském plese. Do Mikulova jsem se t&Sill

PV: Pro¢ myslis, Ze si t& kurator letoSniho
ro¢niku vybral?

AS: VSichni ostatni uz tam byli, néktefi
i dvakrat, myslim.

PV: Nékdo se vnéjsim vlivim brani jako
Gert kfizi, ty z nich jako malif naopak vese-
le t8zi8. Na druhé strané pfipomefime, Ze
je to v postmedialni dobé zcela legitimni.
V ¢em ti tento tv{j autorsky pristup vyho-

vuje?

AS: U&ime se opakovanim, udélal jsem

z téhle praxe hlavni motiv své prace.
Nevérim tomu, Zze je v malbé mozné néco
nového zasadniho vymyslet. D&jiny uméni
jsou pro mé zasobarna namétu a pfistupu,
kterd &ekéd na dalSi vyuziti.

PV: Pro¢ té dlouhodobé fascinuje moder-
na? Pro¢ pravé kubismus?

AS: Tam vznikaly jedny z poslednich sku-
te¢nych objevl. Nebyla to otazka napadu,
ale nutné feSeni situace. Skute¢né po-
stoje... Tfeba dlvody pro vznik kubismu...
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Pro¢ mé zajima? Davod je vic. Je to pro
mé tfeba plnohodnotna paralela k re-
alismu, mozn4 jedina. Také si myslim,
Ze je bliz lidskému vidéni nez napftiklad
fotografie.

PV: Koho mas z kubismu nejradéji a pro¢?
Je to Picasso, protoZze dovede spojit
soukromé a intimni naméty s brutalni for-
malni zkratkou? Zajima té tento vyrazovy
kontrast?

AS: Ano, Picasso je zt&lesnéni revoluce

v malifstvi i socharstvi. Neni jen kubistic-
kym umélcem. To je na ném nejzajimavéj-
8i, ty paradoxy: kubismus vedle surreali-
smu, pseudoklasicismus vedle brutalni
stylizace a karikatury, harmonie a nasili.

PV: Tvé naméty jsou také &asto autobio-
grafické. Autoportréty, rodina, déti, spo-
le¢na dovolena... Hledas zplsob, jak tato
témata podchytit, a pfitom se vyhnout
patosu a trapnosti?

AS: Tohle uz nefesim, kdyz citim, ze méa
nameét potencial, prosté ho namaluju.
Nebojim se byt trapny ani pateticky.

PV: Myslis, Ze je to mirou odosobnéni,
které se Sifi dneSnim svétem, Ze vSe
pfirozené je vlastné ,banalni“? To ale
asi neni v poradku? Reagujes$ svou praci
¢astecné i na tuto situaci?
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AS: Nevim, ale je zajimavé, jak malo se
dnes maluji motivy z bézného Zivota. Je
to pro mé vyzva. A banalita, to je koncept.
Skatule.

PV: Na zagatku sympozia jsme vSichni
vyfasovali papirovou tasku s knihami

a suvenyry. Na tasce byl oti§tén méstsky
znak Mikulova. Objevil se potom v dipty-
chu, ktery jsi béhem pobytu namaloval.
Takze pfima inspirace mistem?

AS: To souvisi s predchozi odpovédi.
Soucasné déni, osobni naméty a situace
jsou pro mé ted nejzajimavéjsi. V Mikulo-
vé jsem byl néjaky ¢as se synem Kilianem
a na malovani byly tak dvé az tfi hodiny
denné. Motiv mikulovského zamku mi
pfiSel nejprirozengjsi.

PV: Chodil sis ¢istit hlavu od prace do
mésta a do okolni pfirody? Kam jsi vSude
zaSel? Co té zaujalo?

AS: Parkrat jsme se byli koupat v krasném
lomu. Jinak jsem hlavné pracoval a véno-

val se vinu.

PV: Pro¢ opakovana podobizna Zemana?

AS: Dlouho jsem maloval strasidla, fobic-

ké obrazy. Skute¢nost je ale divnéjsi nez
cokoli, co vymySlime. Zpracovavam také
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téma Ctyr prezident od Huséaka pravé po
Zemana. Kazdy z nich je maskotem zhru-
ba jedno desetileti poslednich &tyficeti
let. V listopadu mi bude &tyficet, tak se to
nabizelo.

PV: Jakou mas k témto obrazlim motivaci?
AS: Vétsinou kladnou, nékdo uz se ale
také zamyslel nad tim, jak bych za to v mi-
nulém rezimu sedél tfeba deset let.

PV: Jak osobné vnimas proménu atmosfé-
ry v souéasné ¢eské spole¢nosti?

AS: To je t87ka otazka.

PV: Dlouhodobé ocenuiji tv(ij smysl pro
otevrenou ironii, kterou dokazes pfiro-
zeneé dostat i do soué¢asného obrazu.
Kterého dila ze sympozia si nejvice ceni§?
AS: Dé&kuji. Asi toho ,oficialniho portrétu®.

PV: Na co bude$ vzpominat?

AS: Na to, jak si Hana Puchova podepiso-
vala rulandské Sedé.

PV: A co mas$ nyni pred sebou?

AS: V lednu mam vystavu v prazské DSC.
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Alexander Tinei

Povaha mé prace je absolutné introspektivni

Petr Vanous: VaSe ugast na mikulovském
sympoziu byla spiSe symbolicka. Co se
stalo?

Alexander Tinei: Letos v |été jsem se oze-
nil. Chtél jsem travit ¢as se svou rodinou.
Také jsem hledal novy ateliér.

PV: Pfipomerime, Ze vasi skvélou malit-
skou praci v Ceské republice poprvé pred-
stavila prostfednictvim projektu Nightfall
v prazské Galerii Rudolfinum v roce 2013
britska kuratorka Jane Nealova. Jak jste
vnimal tento kontext tematizujici ,,sou-
mrak* historické epochy, civilizace, mysle-
nek, jasnych vyvojovych horizontd...?

AT: Jak vidite, destrukce je podstatnou
soucasti mého tviréiho procesu. Podvé-
domé vérim, ze zrcadlim jak skryty, tak
zfejmy proces ve spole¢nosti. Sleduju
politiku v Evropé&, v Rusku a v USA. To mou
tvorbu urc¢ité ovliviiuje. Mé uméni ale neni
o politice, promlouva o osobnim dramatu,
které je ovlivnéno politickymi a socialnimi
procesy.

PV: Je to i vaSe téma? Pokud ano, pro¢?

AT: Nasledujici vyrok jsem naSel nékde na
internetu a Uplné mi to pfipomnélo nasi
dobu: ,V srdci romantického pohledu na
svét (1815-1920) je citit horky konflikt
mezi ¢lovékem a realitou. Mezi individu-
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alitou a spole¢nosti. Zakladni nalada -
smutek, osamélost, zoufalstvi. Tragické
zklamani nad nemoznosti realizovat své
napady a idealy.” Proto mi hrdinové bez
identity vypadaiji ztraceni.

PV: Narodil jste se v Moldavsku v roce
1967, pamatujete tedy jesté éru Sovét-
ského svazu. Jak jste vnimal jako zadi-
najici umélec problém studené valky

a vSechny politické souvislosti, které tuto
situaci provazely?

AT: Jako umeélec jsem byl ovlivnén
nedostatkem informaci o sou¢asném
evropském umeéni. Nevédéli jsme, co se
v modernim malifském svété déje. NaSe
informovanost zacinala a kon¢ila u umél-
cU, kteti spolupracovali se Sovétskym
svazem.

PV: Zasahl vas néjak rozpad SSSR? Zaiji-
mal jste se o politiku, nebo Slo vSe spiSe
mimo vas?

AT: Politika mé nezajimala. Padem
Sovétského svazu jsem ale samoziejmeé
ovlivnén byl. V Moldavsku zac¢ala valka
a to se dotklo nas vSech.

PV: Na za¢atku své malifské kariéry jste

byl ovlivnén ruskymi realisty, jako byli llja
Repin nebo Valentin Serov. Bylo to dané

striktni vyukou podle ruského vzoru na
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Repinoveé institutu uméni, nebo jste si
k nim naSel vlastni cestu? Pro¢ zrovna
tito rusti pateticti realisté? Mate smysl
pro patos?

AT: Samozrejme to byl dopad vzdélavani
inspirovaného Ruskem. Nicméné tito
umélci na mé méli vliv jiz od zagatku.
Vyrostl jsem mezi Repinovymi a Serovo-
vymi knihami. Pfitahovala mé sila $tétce,
malifska schopnost zpfitomnit charaktery
osobnosti.

PV: Jaky je vlastné va$ vztah k realismu

a abstrakci? Vnimate tyto kategorie vyra-
zu oddélené, nebo jako soucast jednoho
svéta dnesni malby a obrazu?

AT: Podle mého nazoru jsou soudasti
jednoho svéta sou¢asného malifstvi.

PV: Kromé kolazi ve své praci pouzivate

také prfemalby fotografii. V ¢em je pro vas
médium fotografie dllezité? Vniméate né-
jak jeho dokumentarni, pamétovou, nebo
dokonce kultickou &i magickou hodnotu?

AT: Fotografie zjednodus$uje zpUsob
mého vyjadfovani, ale zaroven ho také
omezuje. Nékdy potrebuju dalsi dikazy
reality. Je velmi tézké najit dobrou foto-
grafii. ,Lovim“ je nonstop.

PV: Je povaha vasi prace introspektivni?
Obsahuje néjaké autobiografické prvky?

AT: Povaha mé prace je absolutné intro-
spektivni. A ano, obsahuje autobiografic-
ké prvky.

PV: Pro¢ vas fascinuje lidska postava
a atributy, které k ni patfi, jako jsou oble-
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¢eni, uniforma, uc¢es a podobné? A prod
své postavy umistujete do zvlastné odo-
sobnénych prostor(l a mist?

AT: Oblegeni, uniforma, uces - to jsou
atributy nasi doby. Byl bych rad, kdyby se
tu divaci mych obraz( poznali. To délal
ve svych pracich Bruegel. Postavy z doby
JeziSe Krista oblékl do $atl svych vrstev-
nikd. Tim zddraznil, Ze sdéleni se tyka
praveé jich.

PV: Charakteristickym motivem vasich
obraz(l jsou nahé paze figur pokryté mod-
rou kresbou, ktera jako by odkazovala na
tetovani. Co tento rozpoznatelny a neu-
stale se vracejici motiv vlastné znamena?

AT: Jedna se o jeden ze symbolu ¢asu,
ktery jsem pouzil ke stejnému G¢elu. PFi
hledani reflexe reality jsem narazil na
tetovani jako na symbol moderni kultury.
Pak se z toho staly linie a systémy, jejichz
prostfednictvim jsem ukazoval lidskou
zranitelnost.

PV: Jste mezinarodné uznavanym umél-
cem. V Ceské republice je vase prace
vysoce cenéna. V soucasné dobé jsou
va$e dila sougasti mnoha prestiznich
¢eskych soukromych uméleckych sbirek.
Jsem presvédden, ze kdyby si nase statni
instituce mohly vaSe obrazy dovolit, byla
by vase dila i ve statnich sbirkach. Jaky
mate vztah k nasi zemi? Mate zde také
pratele, kromé obdivovatel(?

AT: Dékuju za ta laskavé slova. Mam
pratele v Praze. S nékterymi jsem chodil
na uméleckou §kolu, nékteré jsem potkal
pozdéji. Miluju Prahu, kdyz tam pfijedu,
Gasto navstévuju mistni galerie a muzea.
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Kdyz jsem byl mladsi, velmi mé zaujalo
dilo Franze Kafky. Nalada Kafkovych
pribéht a jeho romany mély také obrov-
sky vliv na mou préaci. Pozdéji, kdyz jsem
pfiSel do Madarska, mé pfitahoval sym-
bolismus v Eeském umeéni, ktery pfedsta-
vovali napfiklad Alfons Mucha a FrantiSek
Kupka.

PV: V mikulovskeé sbirce je vase kresba
mladé divky s potetovanymi pazemi

z roku 2009. Ma néjakou svou historii?
Jak vznikla a k éemu se vaze?
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AT: Kdyz jsem byl na uméleckém rezi-
dencénim pobytu v Basileji, vytvofil jsem
tam sérii kreseb s nazvem Plavani v Rynu.
Tato kresba vznikla jako soucast této
série.

PV:V soudasné dobé jiz vice nez patnact
let Zijete v Budapesti. Prog jste si vybral
praveé toto evropské mésto? Jaké ma pro
vas prednosti?

AT: Budapest jsem si nevybral; nemél
jsem penize na to, abych Sel dal na Za-
pad. Poté, co jsem dosahl urgitého uspé-
chu, jsem se nakonec rozhodl z(stat,
protoze jsem si toto mésto zamiloval.
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Tomas Tichy

Mél jsem vizi ro¢niku, ktery ma

tézisté ve figuraci

Petr Various: Tomasi, jak se stane vykon-
ny malif kuratorem mikulovského sympo-
zia?

Tomas Tichy: Dostal jsem se k tomu bez
jakéhokoli vlastniho pfi¢inéni. Pfed &tyr-
mi lety mé na zakladé jedné moji vystavy
oslovil pan doktor lvan Neumann, ktery
se v tu dobu podilel na vybéru kuratort
pristich ro¢nikl sympozia. Vyzval mg,
abych se Gc¢astnil vybérového fizeni se
svym kuratorskym projektem. Zprvu mé
to zaskodilo, ale po kratkém premysleni
jsem jeho nabidku pfijal. Napsal jsem ku-
ratorsky zamér, ktery prosel dvoukolovym
vybé&rovym fizenim, a nakonec se vSe po
skoro Gtyrech letech uskuteénilo.

PV: Na zakladé jakého kli¢e jsi vybiral
Ucastniky?

TT: Uz tehdy mi blesklo hlavou, ze by bylo
fajn udélat ro¢nik, ktery by byl utvoren

z figurativné se vyjadrujicich umélca. Pri-
§lo mi, Ze v kontextu sympozia i Cech by
to automaticky vybo&ovalo. Mél jsem vizi
ro¢niku, ktery ma tézisté ve figuraci, ale
kazdy jednotlivy i¢astnik z ni ma rGizna
dals$i vychodiska - abstrakci, grotesku,
zjednoduS$eni, stylizaci a dal$i. Zaroven
pro mé bylo zasadni, aby to byli autofi,
ktefi se vyjadfuji k dnesku - respektive
jejichz tvorba je autentickou vypovédi

o tom, co proziva a kym je dnesni ¢loveék.
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Také se pfiznam, Ze jsem od pocatku
védél, Ze chci dat vétsi prostor malbé.

PV:V projektu, ktery jsi pfedkladal, se
piSe o tom, Ze leto$ni ro¢nik neni Gzce
tematicky vymezeny, ale méa ,spole¢ného
jmenovatele”, kterym je ,hledani humani-
ty uvnitf dramaticky se pretvarejiciho své-
ta“, ,svéta, nad kterym postupné ztracime
kontrolu“. Mohl bys v nékolika vétach sv(j
kuratorsky zamér rozvést?

TT: Ted, kdyz to étu zpétné, zni mi to moz-
né az pfilis fatalisticky. Nicméné jsem
presvédcéen, Ze Zijeme v mezni a velmi
napjaté dobé, kdy pfed vétSinou skuted-
né velkych témat mame tendenci strkat
hlavu do pisku. NefeSime to. Nebo si
vytvarime zastupné problémy, které nam
odvadéji pozornost od téch podstatnych.
Prestavame védét, emu a komu mame
véfit. Nechavadme se balamutit vlivnymi
mocnostmi nebo pochybnymi jednotlivci.
Zaroven se zneditelfiuje hranice mezi
realnym a virtualnim prostorem, coz v§e
zminéné jesté vice zesiluje. Ta tenze se
nutné odrazi i v tvorbé citlivéjich autora.
Nad vyb&rem jsem hodné dlouho pfe-
myslel a ten tym jsem poskladal z autort
humanistd, jejichz praci jsem dlouhodo-
bé sledoval a dokazal jsem si sdm pro
sebe predstavit koherentné plsobici
vystavu uz z véci dfive vzniklych. Rozho-
dl jsem se jim dat maximalni svobodu,
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aby zde mohli realizovat to, v &em jsou
jedineéni a co by jinak pfirozené vzniklo

v jejich ateliérech. Nechtél jsem je omezit
jakymkoli konkrétnim zadanim, protoze
bych jejich praci nutné deformoval. Byl to
pro mé do urgité miry krok do neznama,
ale myslim, ze diky arovni prace vSech au-
torl se to vyplatilo. Tym jsem také skladal
tak, aby uvnitf té jedné velké mnoziny
byly dvojice Ci trojice vyrazoveé a intelek-
tualné si pfibuznéjSich osobnosti. Chtél
jsem udélat vystavu, ktera ta sou¢asna
témata nebude zpracovavat povrchné

a zaroven nebude jako celek plsobit
pouze pesimisticky nebo katastroficky.
Myslim, ze pravé klasickd média umozriu-
ji i pfes t&Z8i tematiku zachovavat nadéji
v budoucnost a ve smysl dobra obecné.

PV: Jak vnima$ soucasnost ty? V ¢em
spatfujes jeji temné stranky? Z ¢eho
rostou tvé obavy?

TT: Znepokojuje mé politicky vyvoj jak

u nas, tak ve svété. Lidé si prestavaji vazit
svobody a klidné ji vyménuji za faleSny
pocit bezpedi, ktery jim poskytuji populis-
té a autoritari. Tézko se pak fesi skute¢né
pal€ivé problémy. Nikdy v historii jsme
planetu nedestruovali takovym tempem,
jako se to déje dnes. Také si myslim, ze
vétsina nasich krizi ma praptvod v ro-
diné. Jsme jediny zivo&iSny druh, ktery

v kazdé generaci radikalné méni zplisob
vychovy svych potomkd. Jsme pfilis
zaméreni na vykon. Osobné ani nechci
pomyslet, jaka traumata napacha napfi-
klad odkladani déti po tfech tydnech po
porodu do jesli, coz je ve vyspélém svété
bé&znéa praxe. Nevnimam to jako néjaky
hyenismus matek, spi§ problém systému,
ktery jim nedava moc na vybér. Pocity
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osameéni, odcizeni a vykofenénosti dnes
trpi velka ¢ast spole¢nosti. Jeden moudry
Glovék fekl, ze vétsina problém tohoto
svéta pochézi z nepfimérenosti.

PV: Myslis, ze by se uméni, potazmo celé
kultura méla vymezit kolektivné vig&i né-
¢emu, co je jako problém zalezitosti vnéj-
8i, vnéjSich podminek, nebo je to spise
néco, s ¢im se kazdy musi vyrovnat sdm
v sobé, a zacit tedy pfedevsim u sebe?

TT: Myslim, Ze kultura jako celek ma
dllezité misto v ob¢anské spoleénosti,
protoze ma silu lidi spojovat a motivovat
je k pfemysleni a kritickému mysleni. Vzdy
ale ¢ekame, az se odnékud vynofi néjaka
osobnost, kterd dovede své nazory jasné
formulovat i za cenu osobniho diskom-
fortu a za niz se seSikuji ostatni. Zaroveni
myslim, Ze by se z kultury nemélo délat
nabozenstvi, protoze neni tvofena svétci,
ale lidmi.

PV: Tvij zasadni vklad a pfinos spatfuji

v tom, Ze stavi$ tradi¢ni vyrazova média
vytvarného umeéni pfed ukol vyrovnat se
s komplikovanou a nepfehlednou sou-
Gasnosti. V ¢em si mysli§, Zze malba nebo
socha mohou mit vyhodu oproti techno-
logicky pokrogilej§im takzvanym novym
médiim? Jakou roli podle tebe ma malba
na soucasné umélecké scéné?

TT: Pfedné bych chtél fict, Zze si ne-
myslim, Ze by malba a socha méla byt

v konfrontaci s novymi médii. Vnimam to
prosté jako rdzné discipliny, které maji
pfirozeny prostor vedle sebe, aniz by jed-
na druhou ohrozovala. Malba a potazmo

socha je mi ale nejblizsi a jsem presvéd-
¢en, ze pravé vtomto mame svétu co
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nabidnout. A prestoze se ¢as od ¢asu
mluvi o nové renesanci malby, zda se mi,
Ze by si u nas malba pozornost zaslouzi-
la vétsi, nez se ji dosud dostava. Malba
je unikatni jak mnozstvim pfistupt, tak
tim, Ze i slozitd souCasnéa témata lze
jejim prostfednictvim zpracovat tak, ze
vznikne vizuélné pfitazlivy zazitek. Pravé

TT: Tu citlivost vnimam na nékolika Grov-
nich, které dohromady tvofi celek dila.
MZeme ji pozorovat jak ve formalnim
zpUsobu zobrazeni — barva, tvar, kompozi-
ce, hmota -, tak v tvorbé obsahu a reago-
vani na témata. Osobné se domnivam, ze
ona citlivost vede i k osobni introspekci

a nahledu na vlastni praci.

diky této schopnosti a tomu, Ze je schop-
na revidovat sama sebe — a to na vSech
urovnich -, pfetrvala staleti a je pro nas
atraktivni i dnes. Myslim, Ze ve svétovém
kontextu ma malba naprosto vysadni
postaveni.

PV: Jak bys ¢isté ze svého hlediska speci-
fikoval citlivost malby, ktera je jako urcita
hodnota také zminéna v tvém kurator-
ském zaméru?
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PV: Na prazské AVU jsi studoval u nesto-
ra ¢eské restauratorské skoly profesora
Karla Strettiho. Cemu t& tato préprava
naucila?

TT: Pan profesor Stretti byl pro mé sku-
te€nou autoritou, a to po strance profesni
i lidské — moralni. To byl také ddvod, pro¢
jsem v restauratorském ateliéru zlstal po
celou dobu studia a nepresel do nékte-
rého z ateliérd malifskych. Restaurovani
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jako obor mé velmi bavilo a zajimalo a ote-
vielo mi cestu k fadé dovednosti, které ve
své tvorbé pouzivam dodnes. Vlastné si
myslim, Ze restauratorska Skola poskytuje
vzdélani vtom dobrém slova smyslu.
Zaroven jsem se mezi restauratory nijak
neuzaviral a pravidelné jsem konzulto-

val s fadou dalSich pedagog z jinych
ateliér(l, kterym také vdécim za mnohé.
Bezesporu jsem tam ziskal pomérné
Siroky zaklad, na kterém jsem postupné
zacal rozvijet svou dalSi malitskou aktivitu
a ktery bych jinde neziskal. Také se mi tam
dostavalo velké tvarci volnosti a poro-
zumeéni. Nakonec jsem mél v podstaté

i dvé diplomové prace - restauratorskou

a Gisté malifskou. Coz meé tehdy méalem
stalo zdravi. Pan profesor nas ucil prave té
citlivosti, o které jsem psal. V jeho podani
obsahovala navic také pokoru.

PV: Co té privedlo k volb& samostatné
malifské drahy?

TT: Ja jsem mél malovani vzdy na prvnim
misté. Maluju z potfeby. Také jsem tomu
uz v zivoté dost obétoval. V restaurator-
ském ateliéru jsem mél moznost pozoro-
vat rizné malifské pristupy napfi¢ staleti-
mi a to pro mé bylo fascinuijici. Ale proces
vzniku vlastniho obrazu se neda s ni¢im
srovnat. Je to opojné a ja to prosté k zivotu
potfebuju.

PV: Mas néjaké dlouhodobé kontinualni
téma, kterému se v obraze vénujes§?

TT: Myslim, Zze tim kontinualnim tématem
je v podstateé to, co jsem popisoval vyse.
Pouzivam rGzné kulisy, ale v zasadé mi jde
stale o ¢lovéka a jeho osud.
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PV: Jak ses k zadani letoSniho sympozia
postavil jako malif? Co jsi na misté vytvo-
fil a pro¢?

TT:V dobé, kdy se sympozium zacinalo
priblizovat, jsem se nachazel ve fazi, kdy
se mi postupné zavrSil jeden dlouhodo-
bé&jsi cyklus a citil jsem, Ze je potieba
vykrog&it novym smérem. V té predchozi
etapé jsem lidskou figuru abstrahoval do
podoby jakychsi digitalizovanych struktur,
které v obraze byly patrné az pfi bliz§im
pohledu. Nyni jsem lidskou figuru touzil
opét rehabilitovat jako hlavni obrazovy
motiv. Dlouhodobé se zajimam o obrazo-
vou manipulaci a pravé témata jako fake
news a deep fake mé privedla k oném
zlomenym figuram, které jsem zde nama-
loval. VSechny obrazy vznikly na zakladé
cilené nalezenych fotografii na internetu.
Ty jsem nasledné upravil, manipuloval

a pfemaloval v ipadu. Digitalni skici jsem
pak prevadél do malifského jazyka, a to
se vS§emi pfiznanymi nedokonalostmi

a vlastnostmi typickymi pro digitalni
malbu.

PV: Ceho si na sympoziu nejvic cenis?

TT: Pratelstvi, kterd tam vznikla. V&tSinu
Ucastnikl jsem do té doby osobné témér
neznal — dobfe jsem znal jejich tvorbu,
ale s nékterymi jsem se tvafri v tvar popr-
vé setkal az na misté.

V prvnich, aklimatizaénich dnech sympo-
zia jsme si vSichni fikali, Ze mame pocit,
jako bychom byli zpatky na akademii.

V nééem to tak skuteé¢né pulsobilo, jen se
zde Clovék nachazel v nepatrné zralej-
§im véku nez tehdy. Osobné budu jesté
dlouho ¢erpat z rozhovoru, které se tam
odehraly. Myslim, Ze i to, Zze vam nékdo
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takto zblizka ,vidi do karet” — a vy jinym

-, je oCistné a ¢loveéka to nuti si urcité
momenty malby znovu sam pred sebou
obhdjit.

Za uspéch také povazuju, Ze i pfes nepfi-
zen zpUsobenou koronavirovou pandemii
meélo sympozium mezinarodni presah.

PV: Jak jsi zvladal odlou¢eni od rodiny
a praci v novém prostredi?

kluky a byt bez nich cely mésic bych
nemohl. Nastésti bylo mozné mit rodinu
zde. Prvni dva tydny jsem tu z aklimati-
zacénich a organizacnich dlivodU byl sam
a na druhou pulku sympozia tu byla cela
rodina se mnou. Bez vydatné podpory své
manzelky bych se zde neobeSel.
Pfechod do nového prostredi pro mé
prekvapivé nebyl sebemensi problém,
protoze prostor, ktery jsem malifsky oby-
val, byl velmi pFijemny a tlusté zdi zamku
nas chranily pfed vedrem. Navic pro-
stfedi zamku i celého Mikulova je velmi
pfijemné a sugestivni - napfiklad no&ni
odchody ze zamku a zamykani tepanych
bran si budu pamatovat navzdy.

PV: Jak ti sedla role kuratora? Mas od
sympozia néjaka zvlastni ocekavani?

TT: To asi mohou posoudit spiSe ostatni
véetné tebe. Pro mé osobné byla tato
pozice velmi nezvykla. Nejsem ¢lovek,
ktery by touzil po funkcich. Snazil jsem
se spiSe naslouchat, zbyte¢né do véci
nevnaset svoje ego. Zvlasté ke konci pro
me ta role ale byla velmi naro¢na. Denné
jsem mél spoustu telefonatl a fesil rlizné
technické a organiza¢ni problémy.

Citim ale, Ze tu vlozenou energii nas
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v§ech by bylo mozné vyuzit v budoucnu -
tfeba se za rok sejdeme na dalSi spole¢-
né vystavé.

PV: Co planujes$ po navratu domua?

TT: Jak jsem naznagil vy§e — mam dluh
vici své rodiné. Ten mésic v Mikulové
byl velmi krasny, ale také velmi naro¢ny
a chci ted své rodiné vSe vynahradit a uzit
si s nimi zbytek |éta, nez se zase plné
pustim do malovani. Pokud se pta$ na
nadchazejici vystavy, pravé byla v Narod-
ni galerii otevfena vystava Rembrandt:
Portrét ¢lovéka, ktera predtim byla v Ko-
liné nad Rynem - v rdmci doprovodného
programu tam mam jeden obraz. Rysuje
se také jedna vystava na Slovensku.
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Vitaly Pushnitsky

P¥i praci se snazim mit na paméti

klasicka vypravéni

Petr Vanous: Tésil jste se do Mikulova?

Vitaly Pushnitsky: Ano, tésil. Podle mého
nazoru to mohla byt dobra spoluprace

a také se z toho stala vyzva: situace se
zménila a museli jsme najit nové zplsoby
komunikace. Vazim si vSeho, co mi pfina-
§i nové zkuSenosti.

PV: Z Ruska jste nemohl odjet kv(li vy-
puknuti pandemie covidu-19, takze vaSe
Ucast na mikulovském sympoziu pro-
béhla pouze on-line. Jak jste tuto situaci
vhimal?

VP: Bylo to poprvé, co jsem se zucastnil
sympozia on-line, a na zac¢atku jsem byl
zklamany. Nikdy jsem si nemyslel, ze

by jakékoli on-line platforma mohla byt
dobrym komunika&nim prostfedkem. Po
nékolika dnech premysleni jsem si ale
uvédomil, Zze je jen nastrojem opravdu
tradiénich zptsobd komunikace: diskusi
a argumentovani. Nezalezelo na tom,
jakym zptsobem, ale byli jsme v kontaktu
a to byl pocit pfitomnosti.

PV: Jak jste osobné prozival opatfeni pfi-
jaté proti Sifeni pandemie v Petrohradé?
Omezovalo to né&jakym zplsobem vasi
praci a aktivni umélecky zivot, ktery se
odehrava tam, kde Zijete?

VP: Abych byl upfimny, mdj Zivot se moc
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nezménil. Chodil jsem do svého ateliéru,
jak jsem byl zvykly, a obvykle jsem tam byl
sém, takze pro meé to byl stejny pracovni
proces; v podstaté se nic nezménilo.
VSechna opatfeni jsem samozrejmé
dodrzoval, abych ochranil sebe i svou ro-
dinu. Nékteré pfipravované vystavy jsem
odlozil, abych pozdéji mohl usporadat
tradi¢ni off-line vernisaz. Nikdy pfedtim
jsem tolik ¢innosti neudélal on-line;
pfechod na on-line provoz byl nékdy pfilis
rychly, rytmus zivota se zmeénil.

PV: P¥ijal jste néjaka doCasna osobni
opatreni? Méli jste néjaky soukromy ,vyji-
mecny stav“?

VP: Opravdu soucitim se vS§emi, koho
nouzovy stav poskodil, a mrzi mé vSechny
Skody, které koronavirova pandemie zpU-
sobila. Osobné jsem ale v karanténé ne-
byl, ani jsem nebyl kvili kontaktlim s oso-
bami pozitivnimi na covid-19 trasovan.
Tady v Rusku mame pfisna doporuceni,
co mame délat a jaka opatfeni by méla
byt dostate¢nd, abychom byli v bezpedi,
nebo si to alespon myslime, takze jsem
postupoval podle téchto pokyn(i a budu
to délat i nadale. ,Udélej, co musi§, a dal
nech véci, at se stanou tak, jak se maji
stat,” u tohoto prohla8eni mam pocit, jako
by to byla buddhisticka moudrost, je ale
mnohem slavng;jsi, protoze je to motto
zednarského radu.
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PV: Vase obrazy byly poprvé v Ceské
republice prfedstaveny v roce 2013 v ram-
ci projektu Nightfall v prazské Galerii
Rudolfinum spolu s dily dal§iho G&astnika
mikulovského sympozia Alexandera Ti-
neie. Vystavni projekt Jane Nealové tehdy
tematizoval ,soumrak epochy, civilizace,
myslenek®, nastolovat otazky po urgitych
rysech krize zapadni, ale i celkové global-
ni spole¢nosti. Je to i vaSe téma?

VP: Ano, urcité je, tuto myslenku jsem ale
od té doby rozvinul. V souc¢asnosti se vic
zabyvam ekologickou agendou a pfe-
mySlim o postapokalyptickych zakonech
Zivota, kdy je protagonista spojen s no-
vym ,ted” nejen prostfednictvim vnimani,
ale i gisté biologicky. Mimochodem se
snazim mit na paméti klasicka vypravéni,
takze znovuobjevuju moderni obrazy
skrze kulturni dédictvi nejen z oblasti ma-
litstvi, ale také literatury, historie a déjin
umeéni. Z mého pohledu je to pozitivni —
ocekavam, ze po noci pfijde rano. Zaro-
ven nikdy nemUzeme zacinat od prazd-
ného listu papiru, vzdy je na ném uz néco
napsano, co nemUzeme ani nesmime
prepisovat. A nemUzZeme uz ani vytvorit
samotny Gisty list.

PV: VaSe obrazy dlouhodobé zobrazuiji
préaci s ur¢itymi prvky paméti. Jsou néco
jako neosobni pohled do minulosti. Jak
vnimate minulost a jak se s ni dnes vyrov-
navate?

VP: Co je to minulost? My si opravdu
myslime, Ze je to jedina konstantni sub-
stance, ktera je fixni a uz byla popsana.
Podivejte se ale na svou vlastni rodinu:
matka ti vypravéla néjaky pfibéh, kdyz
jsi byl maly, pak ten pfibéh zopakovala,
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kdyz jsi byl starsi, a tenhle pfibéh si pak
pamatujes, kdyz tvd matka zemre... A ja
silné pochybuju o tom, Ze je to pofad ten
samy pribéh. Nase vzpominky se méni,
je to pfirozeny proces a mizeme pova-
Zovat za §tésti, kdyz dokdzeme zachytit
dany okamzik a urcit rozdil - jak jsem si
to pamatoval, kdyz jsem byl jesté dité,

a jak si to pamatuju nyni? Tuto myslenku
kfehkosti lidského mysleni extrapoluju na
déjiny uméni: jak si opravdu pamatujeme
skuteénost? A jak ji pod vlivem svych
osobnich zku§enosti a filozofie prekrucu-
jeme?

PV: Jak jako Rus vnimate soucasny glo-
balni vyvoj?

VP: Je mi lito, Zze svét je nyni uzavien

a ze se neda cestovat. Mam sovétskou
vychovu a nemUzu si odpustit srovnani
se stavem soutézivé nalady Sovétského
svazu. Nemam ale pocit, ze bych stal na
nékteré strané soutéze. Jsem zapojen
do celosvétového uméleckého procesu
aten je bez narodu a bez politiky. Vidim
jen dUsledky politiky, to ale vibec neni
mé téma. Povazuju uméni za jazyk a ma
témata jsou o zplsobech a metodach
mysleni, které neni ruské, americké ani
evropskeé; je prosté umélecké.

PV: A jaké je vaSe vnimani souasného
vyvoje ve svété umeéni?

VP: Myslim, ze svét uméni se v sou€as-
nosti obraci vice k managementu. Dobry
manazer zabyvajici se uménim je uspés-
néjSi a znameéjsi nez samotny umélec,
ktery nebyl dostate¢né zruény, aby své
uméni jako manazer prosadil sam. Zijeme
v dobé&, kdy nepromlouvéa pouze kvalita
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dila, své slovo mé i propagace uméni -

a ta byvéa ¢asto dokonce hlasité;jsi nez to,
co prosazuje. MySlenka neni nic, znacka
je vSechno. Pfesto povazuju uméni za
nejsilngjsi hlas, ktery promlouva o kvalité

jako o fenoménu.

PV: Mate né&jaké profesiondlni nebo
pratelské kontakty v Ceské republice?
Jezdite sem nékdy?

VP: V Ceské republice jsem byl dvakrat

a velmi rad bych se tam vrétil, rad bych
vaSi zemi navstévoval Castgji. Libi se mi
jeji kultura a atmosféra. Béhem projektu
v Galerii Rudolfinum jsem navazal n&jaké
profesni kontakty, jak ale vite, vSechny
vazby ¢asem slabnou, kdyz se dusledné
nerozvijeji. Je §koda, ze jsem nemohl pfi-
jet a absolvovat toto sympozium off-line.
Navazovani kontakt( a konexi je jednim
z potencialnich cild takové spoluprace.

PV: Do Mikulova jste odeslal dva obrazy -
Autoportrét (2019) a Ptaci piseri | (2019).

Jak vznikaly a stoji za nimi néjaky konkrét-
ni pfibéh?

VP: Oba jsou souc¢asti mého projektu vé-
novaného lesiim a rostlindm. Mohu fict,
ze patfi k zaGatku nové série, na které
pracuju stale.

PV: BlizSi pohled na vase obrazy odhaluje
kombinované techniky, vrstvené na sebe
velmi slozitym zplsobem. Jak postupuje-
te pfi praci na obraze?
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VP: Jak jsem uz fekl, méa prace je zpUso-
bem mysleni, takze doslova odrazi tento
samotny proces: vrstvy, obrazy a zavéry.

PV: Odkud ¢erpéate inspiraci?

VP: Hodné ¢&tu, nékdy cestuju, kdyz je to
mozné, a posloucham pfi praci hudbu
nebo mluvené slovo.

PV: Mate néjakého oblibeného soucéasné-
ho malire?

VP: Nemam jen jedno konkrétni jméno,

s nimz bych byl osobné spojen tak, abych
mohl fict, Ze je to mUj oblibeny malit. Ale
hledam, zkoumam a v riznych obdobich
své prace uprednostnuju rdzné malife.

PV: Znate n&jaké autory z Ceska, &eskou
kulturu, nejen tu vytvarnou?

VP: Ctu knihy Milana Kundery a z détstvi
si pamatuju a miluju slavné kreslené
pfibéhy o krte¢kovi. Ve Skole jsme se
Seskymi déjinami zabyvali pomérné do
hloubky, zejména obdobim husitskych
valek, a také jsem studoval d&jiny umé-
ni — véetné toho ¢eského — na akademii
vytvarnych uméni.

PV: Dorazite, pokud to bude mozné,
v pfistim roce na krest katalogu?

VP: Ano, chtél bych.
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Jakub Tomas
S naméty to bylo tak pul na pul

Petr Vanous: Jako jeden z méla Gc¢astnik(
sis s sebou pfivezl dvé auta véci, véetné
priruéni knihovny, kterd nam byla v§em

k dispozici. To délas vzdy, kdyz nékam
jedes na del8i dobu?

Jakub Tomas: Ano, bohuzel to tak mam,
kdyz jedu nékam na delSi dobu, tak pokud
to neni pfimo za ocean, musim si s se-
bou vzit spoustu véci, oblibenych knih,
materidlu a podobné, abych si vytvoril
domaci podminky a lépe se pfizpUsobil
jinému prostredi. Zaroveri mé tento zvyk
hrozné rozéiluje, protoze si uvédomuju
svou zavislost na materialnim svété, ktery
s sebou vla¢im jako kouli u nohy. Ale
pokud vas ma mobilni knihovna aspon
trochu obohatila, jsem tomu rad.

PV: Kromé knihovny sis pfivezl i spoustu
fotografického materialu k vystfihovani,
barevné papiry, Spejle, polystyren, texti-
lie... Jak to souvisi s tvoji malbou?

JT: Tento material je nedilnou soudasti
mé pfipravy na obraz, vytvafim si z ngj
makety, podle nichz potom maluju. Tento
postup mi vyhovuje hlavné proto, ze

si pfedem ujasnim, co od obrazu chci,
uréim si kompozici, svétlo i barevnost.
Ma to samoziejmé i negativa, jako je delsi
Gas pfripravy nebo sklon k zavislosti na
predloze.
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PV: V Mikulové jsi zaal odvazné,
erotickym motivem. To bylo tim horkym
|étem?

JT: Ano, asi to bylo tim horkym Iétem, ale
motiv souloziciho paru vznikl uz v dobé
jarni karantény a nesl nazev Pud sebe-
zachovy. Je to takova vzpominka na ten
divny &as, kdy se opravdu nic moc jiné-
ho délat nedalo. Zarover nazev souvisi
s tim, Zze v pfipadé ohroZzeni lidstva podle
jedné z teorii roste sexualni touha jakoz-
to jeden z nastrojl lidské sebezachovy.

PV: Vznikla tu fada 3D modylk(. Nékteré
z nich byly prezentovany v ramci zaveé-
reéné vystavy ve vitrinach. Povazujes

je za svébytna dila? Nebo jenom nékdy
a jde spiSe o pracovni material?

JT: NejdFiv tyto modely slouzily skute¢-
né jen jako pfipravny material a nechtél
jsem je v zddném pfipadé prezentovat.
Postupné jsem ovSem tento striktné
odmitavy nazor prehodnotil a modely
Gasto pouzivam jako objekty do vy-
stav. Nepouzivam ovSem kompozice,
které jsou v obrazech, plvodni makety
demontuju na jednotlivé komponenty
a skladam je a mixuju v jinych, novych
kontextech. Modely také fixuju do
epoxidové pryskyfice, abych prodlouzil
jejich trvanlivost.
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PV: Co bys fekl k motiviim a namétim,
které t& v Mikulové napadaly? Souvisely
s mistem, nebo si je vozi$ s sebou?

JT: S ndméty to bylo tak pul na pul, néjaké
motivy jsem si pfivezl s sebou a néco
vzniklo pod pfimym vlivem mista.

PV: Co v8echno tu vzniklo?

JT: V Mikulové jsem namaloval asi sedm
obraz(, vétSinou stfednich a vétSich
formata.

PV: Vytvofil jsi tu hodné véci. To jsi stale
tak pracovity, nebo ti to umoznil pravé
rezidenc¢ni pobyt, ktery ti poskytl prostor
a Cas pracovat kontinualné a soustredé-
né?

JT: Myslim si, Zze jsem opravdu celkem
dost pracovity, ale reziden&ni pobyty
tempo jesté vice akceleruiji, ¢loveék je
vytrzen z bézného zivota a mista, kde zije,
nefeSi provoz domacnosti a dalSi véci,
které odvadeéji od pozornosti, mize se
zcela ponofit do prace a vytvofit pomérné
rychle fadu obstojnych véci. Myslim, ze
potfebuju alespon jednou do roka podob-
né malifské soustfedeéni.

PV: Pro¢ obraz V&elafi? Mas néjaky kon-
krétni vztah k vCelarstvi?

JT: Ano, véelafeni je mUj konicek, jsem
amatér, mam asi pét véelstev. Fascinuje
mé komunitni zivot véel, jejich organi-
zovanost a jejich provazanost s dalSimi
procesy v krajiné.

PV: Za nejlepsi tvdj obraz, ktery tu vznikl,
povazuju Nymfu. Jak vznikl?
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JT: Nymfa vznikla mezi prvnimi a je to
jeden z téch motivd, které jsem si dovezl
s sebou. Pouzil jsem vystfizenou repro-
dukci sochy od jednoho sochare a pres
ni jsem udélal papirovou mfiz. Chtél jsem
doséahnout takového voyeurského efektu,
vytvofit ,hranici“ mezi divakem a moti-
vem. MFiz v podstaté rozfezava motiv na
mensi fragmenty, které Ize také vnimat
jako jednotlivé obrazy.

PV: Viyrazny je také - pro tebe typicky sty-
lizovany — obraz Six painters. Co se skryva
za jeho nazvem?

JT: Na obraze jsou ve skuteénosti Cty-

fi malifi a jedna malitka, je to takovy
spole¢ny portrét nas Gcastnikd, ale Sesta
malifka uz se mi do kompozice nevesla.
Néazev jsem nakonec pouzil v angli¢ting,
protoze ta vyrazem ,painters” pokryje obé
pohlavi, tedy malife i malirky.

PV: Mél jsi tu i jizdni kolo. Cos podnikl za
vylety?

JT: Na kole jsem se jezdil koupat do mist-
niho lomu, ten je naprosto skvély. Jinak
jsem po okoli chodil spiSe pésky, tak si
Clovek krajinu uzije stejné nejvic, mozna
0 néco vic jsem toho najezdil na skejtu,
ktery jsem zabavil svému synovi, po mra-
morovych chodbach na zamku to jezdilo
skvéle a pfi jeho rozloze to byl i vyborny
dopravni prostfedek tfeba pfi cesté na
zachod. A navic mu svitila koleCka, takze
to byl v noci velky spektakl!

PV: Povazuje$ pohyb pro malife za dlle-
zity? Otazkou navazuju na slova ugitele
télocviku na AVU docenta Kficka, ze ,télo
je katedrala duse”.
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JT: Pohyb je asi dllezity pro kazdého
¢lovéka, malife nevyjimaje, ono vlast-

né& samotné malovani je do urgité miry
naro¢na pohybova aktivita, obzvlast kdyz
se maluje vétsi format. A samoziejmé,
co fekl docent KFi¢ek, je svaté pravda.
V§echno, co fekl docent KFicek, je svata
pravda!

PV: Jeden z obraz( souvisel s mistni kraji-
nou. Ktery?

TJ: Asi mas na mysli obraz, na kterém
dominuje bily skalni ttvar. Je téz jednim
z prvnich obraz(, které na sympoziu
vznikly, pak jsem ho odlozil a dodélal az
tésné pred koncem. Je to takova remi-
niscence na mistni krajinu, ktera je ¢asto
prorostla podobnymi Gtvary.
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PV: Povazuju té za takovou ,jihlavskou*
uméleckou spojku mezi Moravou a Pra-
hou. Za pobytu v Mikulové, kdy jsi tady
neustéale nékoho potkaval, se mi to potvr-
dilo. Ma8 na Moravé hodné pratel?

JT: Jihlava leZi na pomezi Cech a Moravy,
do Prahy to mam skoro stejné blizko jako
do Brna nebo do Vidné, ve vSech zmi-
nénych méstech mam hodné kamaradu
a znamych, no a Mikulov v |été koncent-
ruje lidi z celé republiky a blizkého okoli.

PV: Ceho si na sympoziu zpétné nejvic
cenis?

JT: Toho relativhé bezstarostného ¢asu,
skvélého zazemi a lidi, ktefi se o nas sta-
rali. Nesmirné si téz vazim toho, zZe si nas
takhle pékné Tomas Tichy vybral, myslim,
ze nam to celkem hezky klapalo. Je to
zazitek na zbytek zivota.
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Marie Tomanova

Nejsem dokumentarni fotograf, ktery se vrha

do foceni vyhrocenych situaci

Petr Vanous: VaSe zafazeni na letoSni
mikulovské sympozium je logické nejen

z hlediska vasi prace ve vazbé na letosni
téma, tak jak jej definoval kurator Tomas
Tichy. Vyrlstala jste v Mikulové, takze se
sem vlastné svym zplisobem vracite. Jaky
je to pocit?

Marie Tomanova: Byt souc¢asti mikulov-
ského sympozia je pro mé velkou cti. Uz
od ranych teenagerskych let jsem se na
sympozium vzdycky téSila. Byla to pro mé
jedna z nejvétsich udalosti Iéta. Sympozi-
um pfivedlo do mésta pokazdé zajimavé
umelce a bylo inspirativni sledovat je pfi
praci, potkavat je v kavarnach a sklipcich,
diskutovat, a setkat se tak s novymi po-
hledy na svét. PfinaSelo to novy, Cerstvy
vitr do monoténniho Zivota na malém
mésté. Byt poprvé na druhé strang, mi-
néno byti U¢astnikem, je pro mé jedno ze
splnénych prani z mladi.

PV: S vasi fyzickou U€asti na sympoziu,
stejné jako u vSech Gcéastnik( ze zahrani-
¢i, nastaly v souvislosti se svétovou pan-
demii koronaviru problémy. Zijete v New
Yorku. Nemohla jste vzhledem k situaci
vycestovat?

MT: V dobég, kdy jsme cestu do Mikulova
na sympozium planovali, byla situace

s koronavirem v New Yorku stéale velmi
Spatna. Vzhledem k zdejSimu rytmu,
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hustému zalidnéni a nezodpovédnému
feSeni pocatku pandemie se New York do
béZzného Zivota vracel mnohem pomaleji
nez treba Cesko. Cestovani za takovych
podminek bylo velmi riskantni a nechtéla
jsem ohrozit ani svoji rodinu, ani lidi, ktefi
by byli v mém okoli.

PV: Jak tuto situaci vnimate optikou New
Yorku?

MT: New York prozil nékolik zasadnich
zmén a dramatickych okamzikd b&hem
jara a léta 2020 a myslim, ze podzim
pandemie, karantény a uzavieni mésta,
nebo rozboufenych protest(l za rasovou
rovnopravnost a proti policejni brutalité
az po drama nadchazejicich voleb. Je to
opravdu velmi turbulentni obdobi, které
s sebou nese hodné tézkych emoci spise
nez nadéji. Je tézké to sledovat a nepro-
padat depresi a beznadgji.

PV: Zasahla epidemie vas osobné? Na-
rusila vam dosavadni zplsob existence
v USA?

MT: Zivot se hlavné v metropoli, jakou

je NYC, béhem pandemie zménil velmi
drasticky. Bydlime v samém srdci Manha-
ttanu, v East Village, coz je za normalnich
okolnosti skvélé, ale béhem pandemie

se vSechno, co metropole bézné nabizi,

109



vytratilo. ZGstali jsme pfes tfi mésice
zavfeni v jednopokojovém byté, bez
zahrady, bez moznosti vétSiho pohybu

a se strachem vyjit ven, protoze jsme se
snazili vyhybat se kontaktu s lidmi. Trvalo
to dlouho, nez lidé v NYC zacali nosit
rousky a ¢lovék mél aspori trochu pocit
néjakého bezpedi, kdyz se pohyboval
venku. Chodniky jsou v New Yorku Uzké,
neda se na nich dobfe udrzovat odstup,

u obchodU s potravinami se tvofily fronty
a ¢lovek mél pocit, ze na to, aby se citil
bezpetné, je prosté vSude porad moc lidi.
Bé&hem léta se situace zlepSila a rousky
se staly novym standardem. Ten prvni
Sok na pocéatku pandemie, ktery trval
nékolik tydnd, byl hodné tézky. Méla jsem
naplanovanych nékolik vystav, které se
presunuly na pfristi rok, a spoustu cesto-
vani kvali foceni pro ¢asopisy, které bylo
z vétSi ¢asti bohuzel zruSeno. Ja jsem
planovaci typ, na véts§iné projektd pracuju
tydny i mésice, a tak bylo tézké sledovat,
jak se v8echno najednou vypafilo. Na
druhé strané to pro mé bylo transforma-
tivni obdobi a zacala jsem o Case, a &im
ten €as vyplnim, pfemyslet z UpIné jiného
pohledu.

PV: Tématem vasi fotografické prace je
kulturni, rodova a civilizaGni rozmanitost
obyvatel USA se vSemi klady i handicapy,
které v sobé nese. Vyjadfujete se pomeér-
né pfimo, bez obalu. Co vas k tomuto zpU-
sobu prace vede? Navazujete na néjaké
své fotografické vzory?

MT: Po&atecni podvédomou motivaci
pro projekt Young American bylo prosté
setkavani s lidmi a touha po navazani
pratelstvi. Kdyz jsem se do NYC presté-
hovala, nikoho jsem tu neznala. Byl to
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pro mé uplny krok do neznama a hodné
mi chybéla skupina pratel, kterou jsem
zanechala v Mikulové. Fotografie mi
poskytla pfilezitost, jak se dat do fedi

s neznamymi lidmi, dlivod, pro¢ se setkat
a stravit spolu ¢as, moznost, jak navza-
jem sdilet zivotni pfibéhy a sblizit se.
Spousta lidi, které fotim, je z jinych &asti
Ameriky &i jinych koncl svéta a do NYC
pfisli s podobnou touhou jako ja. Byt tim,
kym chtéji byt, a splnit si své sny. New
York je extrémné liberalni a svobodomy-
sIné mésto pIné kreativni energie a lidé,
které fotografuju, pro mé predstavuiji tu
Ameriku, kvuli které jsem sem pfisla. Je
to jina Amerika, nez jakou predstavuje
Trump a jeho administrativa. Je to Ameri-
ka, do které chci patfit.

PV: Co pro vas znamena svoboda?

MT: Svoboda pro mé znamena, ze mizu
odletét ze Spojenych statl a zase se
tam vrétit. Moje komplikovana imigracni
situace v USA zasadné definovala mqj
Zivot, a osm let jsem se kvali tomu ne-
podivala domU. Svoboda pohybu, pravo
volit, genderova a rasova rovnopravnost,
svoboda vyznani a pfistupu k zivotu.
Svoboda je to, ze mzu fotit, vystavovat
a pracovat. Svoboda pro mé predstavuje
spoustu rovin a myslim, ze ji velmi asto
bereme jako jistotu, které si dostate¢né
nevazime.

PV: Jak pracujete v terénu? Je to narocné,
fotit v nebezpeénych zénach?

MT: V nebezpeénych zénach nefotim,
nejsem dokumentarni fotograf, ktery se
vrha do foceni vyhrocenych situaci. M{j
pfistup k foceni je spiSe opacny. Potka-
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vam se s lidmi, které vidim poprvé, takze
je pro mé dulezité si s nimi povykladat,
seznamit se, najit néjakou spole¢nou
linku a propojeni. Pak se teprve dame
do foceni. VétSinu Gasu to je ale stejné

o sdileni zazitkd, zivotnich zkuSenosti

a pohledu na svét.

PV: Mate néjaké tabu, které byste ve své
praci neprekrodila?

MT: Nutit nékoho do ¢ehokoli, co je pro
né&j za hranici komfortu. Zadna fotka
nestoji za to, aby se portrétovany necitil
dobre. Je pro mé dUlezité, aby energie
pred kamerou i moje energie za kamerou
souznily v uré¢ité harmonii.

PV: Citite za tu dobu, co Zijete v USA,
néjaké zasadni promény v tamnim Zzivot-
nim stylu? Velka bigboardova fotka BLM
o lecéems vypovida...

MT: Myslim, Zze problém je spiSe ten, ze
ony zasadni promény v americké spoleé-
nosti stale jesté nenastaly. Proto je také
antirasistické hnuti Black Lives Matter
tak dulezité a je potfeba mu vénovat
pozornost. Je to problém, ktery Ameriku
svira dlouho a ma hluboké kofeny. Mam
spoustu ¢ernosskych pritelkyn a je dile-
zité si uvédomit, Zze kazda z nich by mohla
byt Breonnou Taylorovou. Ta bezmocnost
a nerovnopravnost je tak désiva, ze nejde
ani popsat, jak je to vibec v dnesni dobé
stale mozné?! Zmény jsou absolutné
nutné a to, ze tisice lidi demonstrovaly

po celém svété, aniz by to mélo jakykoli
vliv na rozhodnuti soudu o odpovédnosti
tamni policie, ktera ma na svédomi Umrti
Breonny Taylorové, je pro meé absolutné
nepochopitelné.
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PV: Jaka je v New Yorku nyni spole¢enska
nalada?

MT: Napjata. Jak jsem uz zminila, co se
tyCe letoSnich voleb, jsme v o&ekavani
toho nejhorsiho. At uz vyhraje znovu
Trump, nebo prohraje a nevzda se dob-
rovolné prezidenstvi, coz je také mozna
varianta. Je to désivé a je vtom pro mé
hodné beznadéje vzhledem k tomu, ze

v Americe nemam pravo volit. Trumpovo
$patné vedeni zpUsobilo jak nezvladnutou
situaci s pandemii, tak nepfipravenost na
podzimni druhou vinu. Jedinym pozitivem
na tom vSem je sledovat, jak se diky tomu
projevila mezi lidmi touha po solidarité

a komunitni podpofre. Jsme v tom vSichni
spolec¢né.

PV: Jak osobné zvladate kulturni kontrasty
mezi jizni Moravou a zivotem ve svétové
metropoli?

MT: MUj odjezd do Spojenych statl byl
vecelku impulzivni pogin, poté co jsem do-
kongila magisterské studium na fakulté vy-
tvarnych uméni v Brné a nevédéla co dal.
Plvodné jsem myslela, Ze v Americe budu
pal roku, maximalné rok. Nakonec z toho
bylo osm let, nez jsem se znovu vratila
domu na Moravu. Prvni navstéva po tolika
letech byla velmi emocionalni a v mnoha
smeérech transformativni. Byla jsem doma
dva a pul tydne o Vanocich 2018 a na
zacatku roku 2019. Bylo to zvlastni — byt
doma a zaroven zazivat pocit, ze uz tam
nepatfim. Najednou jsem do toho vSeho,
co jsem tenkrat opustila, uz nezapadala.
Byl to vlastné hodné podobny pocit, jako
jsem zazivala po pfijezdu do Spojenych
statd. Kulturni rozdily mezi mym Zivotem

v Mikulové a novym prostfedim v Ameri-
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ce byly enormni a trvalo mi dlouho, nez
jsem se do amerického prostredi zacle-
nila. Rozdil byl ale v tom, ze po pfijezdu
do Ameriky jsem byla pfipravena na to,
Ze jsem cizinec, imigrant, a ze pro mé
bude v§echno nové. Ale pfijet domu, do
mista, kde jsem zila 26 let a kde jsem
vyrlstala, a mit pocit, Ze tam nepatfim,
Ze jsem tam cizincem, to pro mé bylo
mnohem t&Zzsi.

Fotila jsem béhem toho prvniho navra-
tu kazdy den. Byla jsem fascinovana
Uplné oby¢ejnymi vécmi, které by mé
predtim nikdy nezajimaly, ale najednou
meély jesté hlubsi vyznam. Dvé zidle, na
kterych vzdycky sedava moje mama

a Willy. Najednou jsem si na né mohla
sdhnout. Mohla jsem si je vyfotit. Bryle
a rténka, které predstavuji vSe, co zbylo
po babicce, kterou jsem uz nestihla.
Odraz rudého zapadu slunce na nasich
garazich za domem. To vSe bylo najed-
nou tak vzacné a drahocenné, vidét to
na vlastni o€i, byt tam, byt doma. Vznikla
z toho série It Was Once My Universe,
kterou jsem poté vystavovala v Tokiu,
Praze a Berliné.

PV: Pfed rokem, na podzim 2019, jste
méla pomérné velkou vystavu v Galerii
Entrance v ramci prazského Pragovka

Art Districtu, nazvanou Young American.

Kombinovala jste tam statickou fotku
svideem. V ¢em je pro vas dulezity tento
kontrast mezi statickym a pohyblivym
obrazem?

MT: Kombinace velkoploSné projekce

a archivnich tiskd tvofi zaklad vétsiny
mych sélovych vystav. Vidét fotky v reél-
ném prostoru a pracovat s instalaci mé
bavi. Dllezité pro mé je tisknout fotky ve
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vétSich rozmérech, pohybuji se vétSinou
ve formatech kolem 100 krat 150 centi-
metr( - portrétovani jsou tak predstaveni
v témér zivotni velikosti. Upfimng, tiskla
bych nejradéji jesté vétsi formaty, ale je to
pak technicky i finanéné komplikovangjsi.
V ten moment do toho pro mé zapada vel-
koplosna projekce. Dava mi to jedine¢nou
moznost, jak ovladnout prostor a zaplnit
jej stovkami tvari mladych lidi v nékoli-
kametrové velikosti. Je vtom az témer
ohromujici sila, ktera dodava fotografova-
nym mnohem vétsi dilezitost. Divak stoji
tvari v tvar pfimému pohledu lidi, ktefi na
néj shlizeji z nékolikametrového oblieje.
Videoprojekce mi umoznuje zac¢lenit do
instalace mnohem vice fotografii, nez

by bylo mozno, pokud bych se zaméfila
pouze na tisky. Vic nez kontrast mezi sta-
tickym a pohyblivym obrazem mé na tom
zajima, jak se tyto dva formaty navzajem
obohacuji a doplfiuji.

PV: Fotite v barvé. Studovala jste dokonce
malbu v Brné. V ¢em spatfujete roli barvy
ve své praci?

MT: Barevna fotografie mi sedi nejlépe.
Zkousela jsem fotit na ¢ernobily film, ale

nebylo to ono. Byla to jen poloviéni radost.

V ten moment jsem si uvédomila, jak
dllezitou roli pro mé hraje barva, analo-
govy film, dobré svétlo a blesk. Fotim na
Yashiku T4 a Contax T3, vétSinou s bles-
kem, a pouzivam film Kodak Gold 200. Je
to kombinace, které véfim a funguje pro
meé vyborné.

PV:V Mikulové jste vystavila celkem sedm
fotografii a jeden bigboard. Je v nich patr-
né urgité vnitfni napéti. Jak byste vybrany

soubor osobné autorsky komentovala?
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MT: PGvodnim planem bylo odjet domu
do Mikulova a stravit tam zatim nejdelSi
¢as od doby, co jsem odcestovala do USA,
coz pro mé bylo osobné velmi dalezité. To
se ale za danych okolnosti nestalo, a tak
jsem léto 2020 stravila v New Yorku. Byl to
extrémné vyhroceny rok a v |été, kdy jsem
na fotografiich pro sympozium pracovala,
kulminovaly jak dopady pandemig, tak
protesty hnuti Black Lives Matter. New
York byl pohlceny nejistotou, strachem,
zlobou i touhou po solidarit&, rovnoprav-
nosti a lepSi budoucnosti. Napéti bylo citit
vS8ude ve vzduchu, tak jsem rada, Ze se to
odrazi i ve fotografiich.

PV: Na ¢em nyni, na podzim roku 2020,
pracujete?

MT: Mam velkou radost, Zze se nam po-
vedlo otevfit mou zatim nejvétsi sélovou
vystavu Live for the Weather v Ceském
centru v Berling, ktera je souc¢asti EMOP -
Evropského mésice fotografie. Byl to
témeér zazrak, ze se nam tam povedl|o
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s kuratorem Thomasem Beachdelem
odcestovat a Ze se jak vernisaz, tak
doprovodné programy za danych zdra-
votnich reguli povedlo uspé&sné uskuted-
nit. VVystava méla obrovsky ohlas a byla
porotou EMOP vybrana jako jedna z péti
nejlepsich vystav bienale. Ceské centrum
v Berliné sidli v Gzasné budové a ma kras-
nou galerii. Vystavuju tam az do poloviny
listopadu pres 200 fotografii.

Zaroven mam fotografie z cyklu New
York New York na vystavé On the In-

side: Portraiture Through Photography,
kteréa je k vidéni v newyorské Galerii C24
v Chelsea az do konce prosince. Vystavu
kuratoroval David C. Terry a pfedstavuje
také dila mé oblibené umélkyné Pixy Liao
a dalSich, jmenovité Lisy Craftsové, Laury
Heymanové a Svena Marquardta.

A nejvéts§im nadchéazejicim projektem

je pro mé druha kniha, na které momen-
talné pracuju. Je vtom hodné osobniho
zapaleni a velkych sn(, bude to srdcovka.
Uz se nemUzu dockat, az budu moct na
zacCatku pristiho roku odhalit detaily.
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Barbora Kurtinova

Hleddm misto pro danou véc. A naopak

veéc pro dané misto

Petr Vanous: Jaka je role asistentky
sympozia?

Barbora Kurtinova: Oficialné, nebo spise
podle prvnich rozhovort s garantem
sympozia Adamem Vrbkou jsem roli
asistentky na sympoziu chapala jako néa-
pomocnou ,druhou ruku” v§em ztugast-
nénym umeélkynim a umélcim. Napftiklad
co se tykd pomoci s napinanim platen,
pfipravy, posléze také vyklizeni jednotli-
vych ateliérd, pomoc s instalaci... Anebo
vedeni vytvarné dilny pro déti béhem
dne otevfenych dvefi.

PV: Jaka byla nakonec skute¢na praxe?

BK: Nakonec to ale vypadalo tak, ze
jsem pro nikoho nic specialniho délat
nemusela. VSechny za¢astnéné umeélky-
né, umélci, teoretik a kurator fungovali
samostatné. AZ na nasledné spole¢né
debaty a konzultace o uméleckych
dilech. Doufam tedy, ze jim opravdu

nic neschazelo. Jediny ukol, ktery jsem
ve skutecénosti pocitovala nejvic jako
povinnost, byl den otevienych dvefi, kde
jsem méla vést zminénou dilnu pro déti.
Nakonec ani tato zodpovédnost nepro-
béhla pod natlakem, Ze néco musim, ale
jako pfijemné nedélni odpoledne s dét-
mi, které mé naplnily svou bezprostredni
upfimnosti a hravosti.
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PV: Hodné pracujes$ s kresbou. Absolvo-
vala jsi obor ilustrace a védecka kresba
na stfedni umélecké Skole a v ramci FU
OU jsi prosla tfemi odliSnymi ateliéry,
vedenymi Josefem Darikem, Petrem
Lysa&kem a nyni Eliskou Cabalovou. Prog
tato migrace?

BK: Jednoduse? Mam ko¢ovného du-
cha. Tudiz na jednom misté moc dlouho
nevydrzim. U pana docenta Josefa Darika
jsem absolvovala bakalarské studium.

A béhem posledniho, tfetiho roku u néj
jsem zacala pocitovat potfebu zmény.
Aty zmény nasledné pfichazely docela
zbrkle a nepromyslené, stejné tak jako
jsem jednala. U docenta Petra Lysacka
jsem nevydrzela skoro ani cely studijni
rok, protoze jsem byla stale ve stejném,
ve svém rodném mésté. To neni moc vel-
kéd zména pro neklidnou mladou dusi.

PV: ProSla jsi stazi u Mileny Dopitové na
AVU. Jaka to byla zkuSenost, kdyz vede
ateliér umélkyné?

BK: Proto jsem podala pfihlasku k pani
docentce Milené Dopitové na Akade-
mii vytvarného umeéni v Praze. Kam mé
pfijali. To vlastné nebyla tak UpIné staz.
Jen mé tato nepromyslena zména posta-
vila do finanénich potizi. Nestadila jsem
si vydélat na najem, natoz se vénovat
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Skole. Dost jsem se stydéla, protoze jsem
nefungovala stoprocentné. Tuto situaci
jsem nezvladla ani psychicky. Proto jsem
z AVU zmizela, a to doslova. Zagala jsem
pracovat, abych se postavila na vilastni
nohy. A fikala jsem si: Uz nikdy se nebudu
vénovat uméni! Do roka a do dne jsem
byla zpét v Ostrave, kde jsem dodnes. A je
to pro mé finanéné pfijateln&jsi mésto.
Rok jsem pracovala v ostravském Coffee
baru. Ale nenaplfovalo mé to. Proto jsem
podala prihlagku na magisterské studium
k pani docentce Elisce Cabalové, ktera
vede ateliér knizniho designu. Tam si
uvédomuiju, jak moc mé bavi ilustrace.

A celkové je pro mé nutna svobodné volba
média, i pfes povinnost poznani femesla,
jako je tfeba vazani knih. Proto ta migrace.

PV: A co malifsky ateliér Christiana Mac-
ketanze na HfBK v Drazdanech? Jaké to
bylo tam? Néjaké postiehy a dojmy ze sas-
ké metropole?

BK: V ateliéru u profesora Christiana
Macketanze se zrodila méa touha po Uniku
z Ostravy. Bylo to pro mé hodné naplriujici.
Nikdy pfedtim jsem malifskym ateliérem
neprosla, tak snad mohu fict, ze jsem se
ucila malovat pravé tam. Velice mé oslo-
vilo dilo Ralfa Kerbacha, taktéz profesora
drazdanské HfBK, kdyz jsem poprvé vidéla
jeho obrazy v tamni galerii. S jeho stu-
dentkami a studenty jsme pravidelné pro-
chazeli drazdanské galerie a vystavy. Také
oni na mé méli velky vliv. Sasko je pro mé
dnes hodné lakavou lokalitou at uz pro
minulé, nebo budouci vytvarné i hudebni
zazitky a zkusenosti.

PV: Tvé véci jsou medialné rozkroGené
mezi kresbu, obraz, objekt, objektovou
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situaci, textilni objekt, vysivku, autorskou
knihu, textové obrazy ad. Hledas pro sebe
vhodné médium, nebo si témata, ktera vo-
li§, nachéazeji pres tebe konkrétni vyrazova
média?

BK: Mozna se da fict, ze teprve hledam to
pravé médium. Mozna mé zadné z nich
zatim natolik neomrzelo, abych si vybrala
pouze jedno. Bavi mé& média zminéna

v tvé otazce kombinovat. A rada bych jed-
nou dospéla k takové instalaci, ktera bude
fungovat jako gesamtkunstwerk. Tedy
abych nejen pouzivala rizna média, ale
aby zaroven fungovala jako site-specific,
aby jejich skladby plsobily Gtulné. Stejné
jako kdyz se Elovék prestéhuje a zabydluje
se ve svém novém pokoji. Hleda misto pro
danou véc. A naopak véc pro dané misto.

PV: Které médium je ti momentalné nejbliz
a prog?

BK: Médium, ke kterému tihnu nejvic, je
kresba, protoze v ni se rodi vS§echny mé
napady. Jak fikal Josef Danégk, je to nastroj
mysleni. Ale velice dllezitym médiem je
pro mé také Siti. A textilie jako takové. Kdy-
bych si méla vybrat pouze jedno médium,
bylo by to pro mé nesnesitelné omezujici.

PV: Na sympoziu sis nechala pofidit Sici
stroj a byla jsi pomérné hodné pracovita.
Co jsi tu vSechno vytvofila?

BK: Pracovala jsem na vice vécech
zaroven, protoze se nedokazu soustredit
pouze na jednu. Zacala jsem tusi na papir
a na textilii. Do toho jsem plstila obrazy
ov¢im rounem. Tfeba zrovna vyplsténé
rostliny ze Svatého kopecku. Pozdéji jsem
se soustredila vice na Siti obfi monstr-

116

hlavy, kterd odkazuje na mé vzpominky
z détstvi a také na modelovou realitu
exekutorskych aradd v CR. Ke stejnému
tématu se také vztahuje autorska knizka,
ktera tu vznikla.

PV: Nejenom még, ale i garanta sympozia
Adama Vrbku zaujala pravé tato autorska
knizka, nebo spiSe maly seSit, nazvany
Moc je nemoc. Kdyz to zobecnime, o€ se
tu jedna?

BK: V podstaté ano. Toto mésto mé
vlastné ovliviiuje odmala. Jezdili jsme
sem s tetou na vylety. Poté, co jsem vy-
rostla, jezdila jsem do Mikulova sama.
Vzdycky kdyz jsem byla navstivit své
prarodige ve vesnici Bavory. Chodila
jsem pres poliacku podél palavskych
vrch. Plenérovky jsem letos vlastné
neudélala zadné. Par kreseb z mést-
skych exteriérd by se naslo, ale nebyly
hlavnim tématem mé prace. Ale na

BK: Kniha v zakladu predava nazor, ze
¢esky model exekuci je obsoletni prezi-
tek. Je to report, prozitek mého détstvi,
kdy ma matka jako samozivitelka &tyr déti
bojovala s exekuci.

PV: Vytvorila jsi tady v Mikulové i kresby
v plenéru nebo inspirované méstskym
exteriérem?
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zamku je atmosféra jina nez ve mésté

a okoli. Tam mé po veclerech lakalo
trochu désivé ticho a temno na chod-
bach nebo v zakoutich. Proto nazvy jako
Monstrum. Na zamku totiz tento objekt
obfi exekutorské hlavy strasi stejné
jako pohtebni odév Marie Anny Josefy
Dietrichsteinové, které jsou na mikulov-
ském zamku vystaveny.
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PV: Nékteré kresby maji zoologicky pod-
text. Pro¢?

BK: Brouci jsou pro mé nezajimavéjSim
hmyzem. Pfi cesté z Ostravy jsem na
nejvice frekventované ulici, na Nadrazni,
potkala ohrozeny druh brouka. Byl to no-
sorozik kapucinek. A tak jsem si ho hned
po pfijezdu na mikulovské sympozium
musela nakreslit.

PV: V mikulovské sbirce mimo jiné z(sta-
va ,Sity" obraz Monstrum Il. Co té k jeho
realizaci inspirovalo?

BK: Obraz Monstrum Il. je pravé ten stra-
§ak, ktery méa znazorfiovat finanéni moc,
ktera ledabyle rozdéluje nasi spole¢nost
na nizsi a vy§Si tfidu. Takové neviditelné

zlo, stejné jako kapitalisticky svét.

PV: Ceho si zp&tné na sympoziu nejvice
cenis?

BK: Bylo to mé uplIné prvni sympozium.
Byla jsem nadSena z celého pobytu v Mi-
kulovég, kdy jsem poprvé méla pfilezitost
mit cely mésic volno. Tedy nechodit na
brigddu a misto toho se vénovat realiza-
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cim. Byl to pro mé naplfujici ¢as straveny
bez stres(.

PV: Z nasich hovor( vyplynulo, Ze se
vénujes také hudbé. Jaké?

BK: Postpunku. Hudebni styl, ktery vznikl
v druhé poloviné sedmdesétych let.
Nemohu fict, ze bychom s kapelou tento
styl naplhovali zdmeérng, ale co se ty¢e
pfirovnani, je to asi nejjednodussi. S lidmi
z kapely, se srdcafi, jsme se potkali ve
spravny ¢as na spravném misté. A jestli
v mém zivoté byl nebo je néjaky vztah se
skupinou lidi vyjime&ny, tak prave tento.
Hrali jsme spole¢né ve zmifiovaném
Sasku, kde jsme si hudebni scénu, nejen
tu postpunkovou, velice oblibili.

PV: Kam mifi tvé dalSi kroky po ukoné&eni
mikulovské rezidentury? Co planujes?

BK: Jako kazdy rok pojedu na shér jablek
do Anglie, abych si vydélala na posledni
ro¢nik studia. A poté se, doufam, budu
moct naplno vénovat své diplomové
praci. A pak snad koneéné presidlim do
viru videnského velkomésta. A co dél, je
pro meé vzdalena budoucnost, kterou si
rozhodné planovat nechci.
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11.7.
Slavnostni zahajeni "dilny", zamek
Official Opening of the "dilna’, chateau courtyard
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18.7.
Koncert skupiny Hruba Hudba, souéast akce Narody Podyji
The concert by Hruba Hudba, part of the event Nations of the Dyje Basin
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25.7.
Den otevienych ateliér( a malovani s détmi, ateliéry na zamku
Open Studios Day and Painting with Children, chateau studios
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25.7.
Den otevienych ateliéri a malovani s détmi, ateliéry na zdmku
Open Studios Day and Painting with Children, chateau studios
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25.7.
Den otevienych ateliérti a malovani s détmi, ateliéry na zamku
Open Studios Day and Painting with Children, chateau studios
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29.7.

Voyage 4 Paris, alias hudebni cesta mezi Cinou,
Argentinou a Pafizi, Galerie Zavodny

Voyage a Paris, alias A Musical Journey Between China,
Argentina and Paris, The Zavodny Gallery
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30.7.
Martin Némec - autorské éteni, Narodni dam
Author’s Reading, Narodni dam

Jazzové odpoledne - Jakub Dolezal Quartet, zamecka zahrada
Jazz Afternoon - Jakub DoleZal Quartet, Castle Garden
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8.8.
Slavnostni ukonéeni a vernisaz "dilny", zamek
Official Closing and Exhibition Launch of "dilna", chateau
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ALES BRAZDIL

*1983

Studoval v letech 2003-2009
Akademii vytvarnych umeéni

v Praze (ateliér tradi¢nich malif-
skych technik — malba IV, Skola
prof. Zderika Berana). Malba
AleSe Brazdila vychazi z malif-
ského prepracovani a interpre-
tace nalézanych konfigura¢nich
predloh (reprodukce, fotografie,
video), které jsou tematicky
rGzné zamérené (hudebni scéna,
hororovy Zanr, erotika). Pracuje
s principy vizualni , nejistoty*

a iritace. Fascinuje ho existence
¢asového vakua, které bylo kdesi
zafixovano a ulozeno, aby ho
autor jednoho dne opét nalezl

a pouzil jako vychodisko pro
obraz. S&m oznacuje tyto skryté
naméty jako vizualni vraky ¢e-
kajici na dné digitalniho oceanu
v fiSi socialnich siti a internetu.
Pres ptvodné ,painting noir* vy-
uzivajici 8kalu prechodl v ramci
monochromu se autor postupné
dostava k praci s barvou a k jeji
vyrazoveé posunuté aplikaci.
lluzivni splyvava malba dostava
expresivnejsi a zivelngjsi podo-
bu. Dila autora jsou zastoupena
mimo jiné ve sbirce NG Praha
nebo Nadace Jany a Milana
Jelinkovych. V r. 2019 vysel

v Edici Badokh (sv. &. 9) Brazdiltv
rozsahlejsi autorsky katalog.

KDO JE KDO

BARBORA KURTINOVA

*1994

asistentka

Studuje na Fakulté uméni
Ostravské univerzity (v letech
2013-2016 v ateliéru kresby
doc. Josefa Darika, vr. 2016

v ateliéru intermedialniho uméni
doc. Petra Lysacka, od r. 2019
pokracuje v ateliéru knizni
tvorby a animace doc. Elisky
Cabalové). VV r. 2015 studijné
pobyvala na HfBK v Drazdanech
(ateliér malby prof. Christiana
Macketanze). V letech 2017

a 2018 studovala necely rok

na Akademii vytvarnych umeéni
v Praze (ateliér Intermedialni
tvorby I, Skola doc. Mileny Dopi-
tové). Pro préaci Barbory Kurtino-
Vé je prozatim charakteristicka
tematicka otevrenost a nejed-
nozna¢né medialni ukotveni.
Jeji pfistup k uméni méa povahu
nomadského hledani. Témata,
Gasto velmi osobni, jsou vyvije-
na v medialnich konfiguracich,
v kterych se ¢asto vyskytuje
kresba, obraz, prace s textem,
Sity i improvizovany objekt ad.
Idealni model jejich prezentace
je potom prostorova instalace.
Autorka tihne také k ilustraci

a kniznimu formatu. Krehkost
formy a spiSe introvertni projev
kontrastuje s kriticky pojima-
nymi spoleéenskymi tématy

a s odvahou je otevirat. Vedle
volné a aplikované tvorby se
vénuje také hudbé.

ONDREJ OLIVA

*1982

Studoval v letech 2005-2010
Akademii vytvarnych uméni

v Praze (ateliér sochafrstvi ll, $ko-
la Jaroslava Rény). V r. 2006 se
Ucastnil sympozia | semana del
marmol ve Spanélsku a v r. 2011
Mezinarodniho socharského
sympozia Mugla Il v Turecku.

Ve volné socharskeé tvorbé tihne
k sumarnimu tvaru a geomet-
rickému rozvrhu hmot. Inspiraci
naléza predevsim v pfirodé.
Casto pracuje technikou ztra-
ceného vosku, kterd umoznuje
praci s naturalistickym povr-
chem pfirodnin. Finalni sochy
nejradéji odléva do hliniku nebo
bronzu. Vedle volného sochar-
stvi se vénuje také realizacim

ve vetrejném prostoru. Na svij
vék jich méa za sebou pomérné
velky pocet (napft. deska Alucast,
Pramen novy jubilejni, Luhacovi-
ce 2013; fontana, Uhersky Brod
2015; Strom poznani, Centrum
slovackych tradic v Modré,
2016; funeralni plastika na hrobé
Josefa Masopusta, Slavin na
VySehradé, Praha 2017; pamétni
deska Jana Antonina Bati ve
Zling, 2018). V procesu realizace
(srpen 2020) je pamatnik Smiteni
v HoleSové, kde autor vyhral
verejnou socharskou soutéz.
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HANA PUCHOVA

*1966

Studovala v letech 1991-1997
Vysokou 8kolu umeéleckopramy-
slovou v Praze (ateliér llustrace
a grafiky, Skola prof. Jifiho
Salamouna). V . 1996 studijné
pobyvala v Marseille (Francie).
Patfi mezi vyrazné postavy
ostravské umélecké scény, kde
také patfila v druhé poloviné
80. let ke genera¢né spfizné-
nému okruhu autord vystupu-
jicimu pod spole€nym nazvem
Prirozeni (napf. s Jifim Surdvkou,
Danielem Balabanem, Paviem
Smidem ad.). V obrazech Hany
Puchové se propojuje obnoveny
navrat zajmu o figuru v malbé,
spojeny v 80. letech 20. stoleti

s némeckym hnutim novych
divokych a italskou transavant-
gardou, s autor¢inym smyslem
pro intimitu prozitku a osobni
mytologii. Néamétové okruhy jeji
malby se rodi z bezprostred-
nich vazeb na okoli a odzivany
Gas. Specifické jsou autorginy
stylizaéni postupy pfi praci

s vécnosti a figurou, stejné

jako rozpoznatelna barevnost.
Obrazy a kresby mivaji denikovy
charakter. Integruji do sebe mi-
movolni pamét, ktera také stoji
za svébytnou a neopakovatel-
nou atmosférou malby. V r. 2017
vydala Galerie vytvarného
umeéni v Ostraveé autor¢inu vetsi
prehledovou publikaci nazvanou
Zastaveny ¢as. Kromé volné
tvorby se autorka vénuje také
knizni ilustraci a pedagogické
¢innosti.
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VITALY PUSHNITSKY

*1967, Leningrad, SSSR
Studoval v letech 1988-1994
Statni institut malitstvi, sochar-
stvi a architektury v Petrohradé.
V'r. 1994 se stal clenem tamniho
svazu umélct. V r. 2011 bylo
malifské dilo Vitaly Pushnitského
zarazeno do zasadni prehledové
publikace o stavu sou¢asné své-
tové malby v globalnim méfitku
Vitamin P2: New Perspectives

in Painting (Phaidon Press,
Londyn). V r. 2012 obdrzel autor
Cenu Sergeje Kurjochina, jedno
z klicovych ocenéni pro soudobé
umeéni v nynéjSim Rusku, které
od svého vzniku sleduje propojo-
vani a interakci mezi jednotlivymi
umé&leckymi disciplinami. V CR
bylo Pushnitského malifské dilo
poprvé predstaveno v ramci pro-
jektu Nightfall. Nové tendence ve
figurativni malbé britské kurator-
ky Jane Nealové v prazské Galerii
Rudolfinum (2013). Zdsadnim
tématem Pushnitského prace je
prehodnocovani statusu tzv. his-
torie v dialektickém napéti mezi
podminkami depersonalizované
spolecnosti a svétem osobni
mytologie. Inspiraéni zdroje
odpovidaiji Sifi autorova zabéru
(literatura, filozofie, kulturni
turistika). Obraz potom odrazi
alchymisticky pristup k paméti

a Gasu, které jsou vyrazovymi
prostifedky malby modifikované
zpfitomnovany a fixovany.

v

ADAM STECH

*1980

Studoval v letech 2001-2008
Akademii vytvarnych umeéni
v Praze (ateliér malba I, $kola

prof. Jifiho Sopka; ateliér malba
Il doc. Vladimira Skrepla).

V r. 2007 studijné pobyval na
Fakulté vytvarnych uméni Uni-
verzity v Portu. V r. 2010 se stal
finalistou Ceny kritiky za mladou
malbu s presahy avr. 2011 jejim
laureatem. Pro obrazy Adama
Stecha je v §ir§im pohledu cha-
rakteristické volné zachazeni

s prejatymi formami vyjimanymi
z rlznych vyvojovych fazi déjin
malifstvi. Autor neméa ambici
meénit minulost, nybrz radikalné
prehodnocuje svij konkrétni
vztah k ni (proces tvaréi aktuali-
zace). Zaroven v minulosti hleda
vyrazové a formulaéni postupy
univerzalnéjSiho dosahu, které
jsou schopné suverénné nést

i souGasna témata a namety,
jakkoli obecné i jakkoli osobni
(napt. kubismus). V r. 2013 byl
autor zafazen do projektu Motyli
efekt? v prazské Galerii Rudolfi-
num. V r. 2018 mu vydalo nakla-
datelstvi Bigg Boss prvni vétsi
autorsky katalog. V r. 2020 bylo
zatazeno dilo Adama Stecha do
publikace Spectrum, predstavu-
jici prafezové nejmladsi Geskou
malbu (Bigg Boss, Praha).

TOMAS TICHY

*1984

kurator

Studoval v letech 2005-2011
Akademii vytvarnych uméni

v Praze (ateliér restaurovani
vytvarnych dél malifskych

a polychromované plastiky,
Skola prof. Karla Strettiho).

V r. 2009 studijné pobyval na
Kralovské akademii vytvarnych
uméni v Antverpach. Casta je
autorova pfitomnost v nejuzsich
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vybérech prestiznich umélec-
kych cen (napf. finalista Wells Art
Contemporary, Somerset 2018;
finalista The Columbia Thread-
needle Prize, Londyn 2016; CBM
Prize — Turin, Praha a Londyn
2015 ad.). Jeho dilo je soucéas-

ti vystavniho projektu After
Rembrandt poradaného Narodni
galerii v Praze a Wallrafovym-
-Richartzovym muzeem v Koliné
nad Rynem (2016-2021). V za-
hraniéi je zastupovan italskou
galerii CRAG. ,V mych obrazech
mi jde vzdy o ¢lovéka, o stav,

v jakém se obecné nachazi nase
lidstvi. V posledni dobé se mi
¢loveék zadal v obrazech skryvat,
deformovat, rozpadat. Pohl-

cuji ho a nahrazuji nejrizng;si
plastické, technicky pUsobici
struktury, které stoji za deforma-
ci figury. Figura, potazmo lidské
védomi se ocita v neznamych
destinacich, stisfiujicich abs-
trahujicich formach, které jsou
nékdy vizualizaci datovych tokd,
jindy rozvijeji Uvahy o prostoru

z alternativnich (astrofyzikalnich)
perspektiv. Pracuiji kriticky s iluzi
a tématem manipulace. V mych
obrazech je ¢asto rozostrena
hranice mezi realitou a jeji
simulaci. Prostfednictvim barvy
hledam nadgji,“ komentuje svou
praci autor.

ALEXANDER TINEI

*1967, Causeni, tehdejsi Mol-
davska SSR

Po studiich v letech 1988-1991
absolvoval Repinovu vysokou
Skolu vytvarnych umeéni v mol-
davském Kisinévu. V r. 2010

byl nominovan na Sovereign
European Art Prize. V r. 2011
bylo zafazeno malifské dilo
Alexandera Tineie do Vitamin
P2: New Perspectives in Painting
(Phaidon Press, Londyn). V Ces-
ké republice bylo Tineiovo ma-
lirské dilo poprvé predstaveno
v ramci projektu Nightfall. Nové

KDO JE KDO

tendence ve figurativni malbé
britské kuratorky Jane Nealové

v prazské Galerii Rudolfinum
(2013). Dnes jsou jeho obrazy
zastoupeny v mnoha ¢eskych
soukromych sbirkach. Alexander
Tinei, jeden z prednich figura-
tivnich malifé nové objevované
vychodni Evropy, vnima roli
figury v sou¢asném obraze jako
akt ztélesnéni ,stigmatické
situace’, ktera mnohovrstevné
situuje jedince mezi minulost

a budoucnost. RozliSitelnym
znakem Tineiovych obrazu je
modra kresba na pazich a tru-
pech jeho figur. Mnohoznaénost
tohoto atributu odkazuje pravé

k dynamickym pojmim stigmatu
a identity. Svou malbu oznaduje
za absolutné introspektivni. Sam
pGvodem ruskojazyény Mol-
davan ¢elil od svého dospivani
kulturni rozpolcenosti (Jane
Nealova). Své zakotveni a nové
pUsobisté nakonec nalezl v hlav-
nim mésté Madarska Budapesti,
kde je také zastupovan Galerii
Eriky Deakové.

MARIE TOMANOVA

*1984

Absolvovala v r. 2007 obor
vytvarna a vizualni tvorba na
Pedagogickeé fakulté Masa-
rykovy univerzity v Brné (Bc.)
avr. 2010 obhéjila magistersky
titul na Fakulté vytvarnych uméni
Vysokého uceni technického

v Brné (ateliér malby). Po dokon-
Geni studii odjela do Spojenych
statl americkych a v soucas-
nosti Zije a pracuje v New Yorku.
V r. 2019 vydalo nakladatelstvi
Paradigm Publishing autoréinu
prvni monografii, nazvanou
Young American a s ivodnim
textem fotografa Ryana Mc-
Ginleye a eseji historika uméni
Thomase Beachdela. Autorka
se vyjadruje ve fotografickych
cyklech. Jeji fotografie stavi na
primosti, ukazuji volena témata,

necenzurovang, bez obalu. Marie
Tomanova ve své praci tematizuje
kulturni, rodovou a civilizaéni
rozmanitost obyvatel USA se
vSemi klady i handicapy, které

v sobé nese (cyklus Young Ame-
rican). V Sir§im Uhrnu se zabyva
tematizaci vlastnich zkuSenosti

s vysidlenim, migraci, novym
spoleéenskym a kulturnim za-
¢lenénim, genderem, sexualitou
a obecné s oblastmi vzpominek

a paméti (cyklus Self-portraits).
Nové pak pracuje s radikalnim
posunem zku$enosti a modifikaci
introspekce pfi navratu do svého
rodného mésta (cyklus It Was
Once My Universe).

JAKUB TOMAS

*1982

Studoval v letech 2006-2012
Akademii vytvarnych uméni

v Praze (ateliér grafika Il, Skola
prof. Vladimira Kokolii; ateliér
malba |, Skola prof. Jifiho Sopka).
V r.2017 proSel rezidenci CAMAC
(Centre d’art Marnay art Centre)
ve Franciiavr. 2018 studijné
pobyval v Kanadé (realizovano ve
spolupraci s Velvyslanectvim CR
v Ottawe). Od zacatku projevoval
Tomas ve své praci smysl pro
dekonstrukci obrazu. Odstup

od ndmétu ziskal vytvarenim
prostorovych modelt na zptsob
trojrozmérnych kolazi. Material

k nim ziskava z rliznych dostup-
nych zdroja. Podle téchto drob-
nych ,modelovych situaci“ potom
realizuje ¢asto i monumentalni
obrazy. Dllezitou roli tu sehrava
apropriace, kdy autor podle libosti
vtahuje do obrazové kompozice
prejaté motivy ¢i pfimo reproduk-
ce konkrétnich uméleckych dél,
aby je malifsky interpretoval ve
zcela jinych kontextech. Odosob-
néni namétl posunuje Tomasovu
naraci do roviny modifikované
postmoderni lingvistické hry se
znaky a symboly. V r. 2020 bylo
zarazeno dilo Jakuba Tomase do
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publikace Spectrum predstavu-
jici v prarezu nejmladsi ceskou
malbu (Bigg Boss, Praha).

PETR VANOUS

*1975

teoretik

Studoval v letech 1993-1999
obor Déjiny a teorie vytvarného
umeéni na Filozofické fakulté
Univerzity Palackého v Olomouci
avletech 2010-2015 v ramci
doktorského studia obor Kurator
a kritik designu a intermédii na
Vysoké Skole uméleckopriimys-
lové v Praze. Plsobi jako historik
umeni, vytvarny kritik, teoretik,
publicista a kurator vystav.
Dlouhodobé se vénuje vztahu
tradiénich vytvarnych médii
(predevsim malby) k novym

vizualnim trenddm a sledovani
promén malby v podminkach
informaéni spoleénosti a vSe-
obecné rozsifenych novych
meédii. Jako nezavisly kurator je
autorem rady vystav (napr. Re-
setting. Nové cesty k véc-
nosti, GHMP, Praha 2007/08;
Fundamenty & Sedimenty.
Vzpoura hracek 2011, GHMP,
Praha 2011; Ivan Pinkava:
Remains (American University
Museum at the Katzen Arts
Center, Washington, D. C.,
2012; Motyli efekt? Galerie
Rudolfinum, Praha 2013; Cesky
sen, Bohemian Hall, New York
2015; Vitalni kolaps, Museum
Kampa, Praha 2019; Inverzna
romantika, Kunsthalle Brati-
slava, 2019 ad.). Je autorem

a editorem knih o sou¢asném
uméni, fady katalogovych text(,
CGasopiseckych studii a recenzi.
Naposledy pfripravil k vydani
knihu Spectrum (Praha 2020)
vénovanou nejmlad$im proje-
viim souéasné malby v Ceské
republice.
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PODEKOVANI

Mésto Mikulov, Regionalni mu-
zeum v Mikulové a poradni sbor
MVS “dilna“ timto zdvofrile dékuji
institucim, firmam a vS8em, kdo se
svou pomoci zaslouzili o zdarny
pribéh letosniho roéniku sympo-
zZia; jsou to: Petra ElidSova, Marie
Dohnalova, Marek a Monika Lipo-
vi, Tomas Grabéc, Jan Grbavcic,
Lubos Janacek, Daniel Kamenar,
Oto Palan, Zdenék Pestal, Miroslav
Polivka, Frantisek a Katefina Silovi,
Marcela Simankova, Adam Vrbka,
Vitézslav Vrbka, Bendy Bau, RAP,
Vino Silova, Vino Marcingak, Vino
Lipa Mikulov, Vinarstvi Balazovi
Dolni Dunajovice, Vinarstvi Turold,
Travel Free a pravdépodobné
mnozi dal$i, na néz jsme nechténé
zapomnéli.

Uskuteénéni leto$niho roéniku
"dilny" bylo finanéné podporeno
Ministerstvem kultury Ceské re-
publiky a Jihomoravskym krajem.
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| pres letoSni nepfiznivou situaci
v podobé koronavirové pandemie
privital v [été Mikulov alespon
¢eské umélce - ucastniky Miku-
lovského vytvarného sympozia
“dilna“. Ti zahrani¢ni byli bohuZzel
danou situaci nuceni zUstat za
hranicemi, ale diky kuratorovi To-
masi Tichému se s nimi podafrilo
zachovat spojeni, kdyZ po celou
dobu sympozia kurator komuni-
koval se zahranié¢nimi uc¢astniky
formou videohovora, vétsinou za
Ucasti dalsich pfitomnych ¢lend
letoSniho roéniku a spole¢né

tak hovofili o své tvorbé a formé
spoluprace na vysledné vystave,
ale i v obecné roviné.

Vysledkem téchto hovort byly
Pushnitského a Tineiovy prace,
které ,pfijely“ na vystavu letoSni-
ho ro&niku MVS “dilna“ z vystavy
v Budapesti, a série fotografii,
kterou zaslala k vyti§téni a nain-
stalovani Marie Tomanova.

LetoSni, 27. roénik se uskutec-
nil od 11. ¢ervence do 8. srpna
a poradateli byly i tento rok més-
to Mikulov a Regionalni muzeum
v Mikulove.

Kurator roéniku malif Tomas
Tichy do svého tymu pozval
malife AleSe Brazdila, Hanu
Puchovou, Jakuba Toméase
a Adama Stecha, sochare
Ondreje Olivu a ze zahraniéi
pozvani prijala fotografka Marie
Tomanova, mikulovska rodacka,
a malifi Vitaly Pushnitsky z Ruska
a z Moldavska Alexander Tinei.
Teoretikem ro¢niku byl Petr
Vanous, technickou asistentkou
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studentka Barbora Kurtinova.

Zahajeni "dilny" probé&hlo
11. Eervence na zameckém
nadvori, kde umélci jako jiz tra-
di¢né prezentovali svou tvorbu.
V pribéhu zahajeni navstévni-
kam zahralo mikulovské hudebni
seskupeni Rosen trio a poté se
hosté bavili u hudebni produkce
Iva PospiSila. Jako soucéast zaha-
jeni byla multimedialni projekce
Jakuba Neprase (Adaptation)

a Petra Zubka (Mofe pro Miku-
lov), ktefi byli rovnéz v minulosti
Ucastniky "dilny".

Jiz tradiéné v ramci sympozia
probéhla fada doprovodnych
akei. V den otevienych ateliérd,
ktery se stal jiz tradici, se mohli
navstévnici zamku a Mikulovsti
seznamit s pracovnimi postupy
jednotlivych umélct, zhlédnout
dila uz vytvorend i ta, na kterych
umeélci pravé pracovali, a protoze
byl i tentokrat spojen s odpoled-
nim malovanim s détmi, mohli
si mali navstévnici vyzkouset
michani barev a malovani na
velky format. S malovanim jim
pomahali ti nejpovolangjsi — vy-
tvarnici.

Kazdoroéni nedilnou soucasti
sympozia je hudba a ani tento
rok tomu nebylo jinak. Ve spolu-
praci s organizatory tradié¢niho
Festivalu narodd Podyji se mohla
Siroka verejnost pobavit u vy-
stoupeni hudebniho seskupeni
Hruba Hudba. Dal§imi akcemi
spojenymi s poslechovym za-
zitkem byl menSi koncert vazné
hudby mezinarodniho seskupeni

Musiciens du Lys, ktery probéhl
v Galerii Zavodny, a jazzové
odpoledne v zamecké zahradé
s Jakub Dolezel Quartetem.

Nechybélo ani tradi¢ni autor-
ské ¢éteni, tento rok spisovatele
a scendaristy Martina Némce,
pfipominajici podobu sympozia
v devadesatych letech.

Dila vytvofena na sympoziu
byla Siroké verejnosti pred-
stavena na vernisazi 8. srpna.
Slavnostni ukonéeni 27. ro¢niku
nav§tévnikim zpestfilo vystou-
peni hudebnich skupin Vitrholc
a Ant Attack na vychodni terase
mikulovského zamku.

Vystava dél 27. roéniku "dilny
byla na mikulovském zamku pro
verejnost oteviena do 31. fijna.

28. ro¢nik Mikulovského
vytvarného sympozia “dilna“ se
bude konat od 10. Eervence do
7. srpna 2021.
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Ostatni dila vytvorena

na MVS 2020

Other works created during
MAS 2020




ALES BRAZDIL

Sukné 3, akryl a olej na platné, 190 x 140 cm
Skirt 3, acrylic and oil on canvas

Kvétak 2, 3, 5, akryl a olej na platné, 40 x 30 cm
Cauliflower 2, 3, 5, acrylic and oil on canvas

Ostatni dila vytvorena na MVS 2020
Other works created during MAS 2020

Puma, akryl a olej

na platné, 40 x 30 cm
Puma, acrylic

and oil on canvas

Nohy, akryl a olej na platnég, 120 x 100 cm
Legs, acrylic and oil on canvas

ALES BRAZDIL

9
ﬁ *

Sukné 2, akryl a olej na platné, 120 x 100 cm
Skirt 2, acrylic and oil on canvas

Panna, akryl a olej

na platnég, 40 x 30 cm
Virgin, acrylic

and oil on canvas
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HANA PUCHOVA

Chodba |, akryl na platné, 100 x 110 cm

. Corridor I, acrylic on canvas
Cokoladovéa Marila, akryl na platné, 110 x 100 cm

Chocolate Marila, acrylic on canvas

Ostatni dila vytvorena na MVS 2020
Other works created during MAS 2020

HANA PUCHOVA

Prekapéavac, akryl na platné, 110 x 100 cm Hana (u brany), akryl na platné&, 110 x 100 cm
Percolator, acrylic on canvas Hana (by the Gate), acrylic on canvas

Tik - tak, akryl na platné, Merurikové pecky, akryl

40x30cm na platnég, 40 x 30 cm

Tic-tac, acrylic on canvas Apricot Kernels, acrylic on
canvas
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ONDREJ OLIVA ADAM STECH
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Mikulov - den, tempera a olej Mikulov - noc, tempera a olej
na platng, 90 x 70 cm na platné, 90 x 70 cm
Mikulov — Day, tempera and oil Mikulov - Night, tempera and oil
on canvas on canvas

Forbidden Fruit Il, bronze

Bilej, tempera a olej na platné, 18 x 24 cm
White, tempera and oil on canvas

Ostatni dila vytvorena na MVS 2020
Other works created during MAS 2020 150—151




ADAM STECH ALEXANDER TINEI

Bez nazvu, 2014, kombinovana
technika, 43 x 29,56 cm
Untitled, mixed media

Strecha, 2015-2016, kombinovana
technika, 100 x 70 cm
Roof, 100 x 70 cm, mixed media

Autoportrét s lahvi, tempera a olej na platné, 200 x 150 cm
Self-portrait with Bottle, tempera and oil on canvas

Ostatni dila vytvorena na MVS 2020
Other works created during MAS 2020 152—153




TOMAS TICHY

Deepfake (studie - selfie),
olej a akryl na platné,

40 x50cm

Deepfake (Study - Selfie),
Deepfake | (selfie), olej a akryl na platné, 150 x 180 cm oil and acrylic on canvas
Deepfake | (Selfie), oil and acrylic on canvas

Bézci V, olej a akryl na platng, 150 x 200 cm
Runners V, oil and acrylic on canvas

VITALY PUSHNITSKY

Autoportrét, 2019, kombinovana
technika, 50 x 40 cm
Self-portrait, combined technique

Zpév ptakd 1,2019, kombinovana
technika, 80 x 40 cm
Birdsong 1, combined technique

Ostatni dila vytvorena na MVS 2020
Other works created during MAS 2020 154—155



JAKUB TOMAS

Six painters, olej na platné, 150 x 200 cm
Six Painters, oil on canvas

V¢elari, olej na platné, Skala, olej na platné, Obraz, olej na platng,
160 x 130 cm 160 x 130 cm 160 x 130 cm
Beekeepers, oil on canvas Rock, oil on canvas Picture, oil on canvas

Ostatni dila vytvorena na MVS 2020
Other works created during MAS 2020

JAKUB TOMAS

Perchta, olej na platné, 200 x 150 cm
Perchta, oil on canvas
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MARIE TOMANOVA

Young American, BLM (Soho), tisk na banneroving, 330 x 500 cm
Printing on banner

Ostatni dila vytvorena na MVS 2020
Other works created during MAS 2020

BARBORA KURTINOVA

Monstrum, Sity objekt, textilie, polyester
Monster, stitched object, textile, polyester

Had, Sity objekt, textilie s potiskem, polyester, 85 cm
Snake, stitched object, textile with print, polyester

Rukavice pro hamizné ruce, textilie,
bavina, polyester, 80 cm

Gloves for Greedy Hands, textile,
cotton, polyester
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Sramy z détstvi, plstény obraz, filc,
¢esana ovéivina, 65 x 71 cm

BARBORA KURTINOVA

X
h!

Childhood Scars, felted picture, felt,

combed sheep’s wood

Hadi vzor, diptych, tu$ na hedvabi, 50 x 50 cm (2x)
Snake Pattern, diptych, ink on silk

Ostatni dila vytvorena na MVS 2020
Other works created during MAS 2020

Rozhovor s Sicim strojem, filc a nité

Conversation with a Sewing Machine,

felt and thread

FOREWORD
ROSTISLAV KOSTIAL

Once again, I'll look to a quotati-
on for help. More than a hundred
years ago Oscar Wilde wrote
“Nowadays people know the pri-
ce of everything, and the value
of nothing”. Nothing, perhaps,
characterises today's world
better than this.

This quotation came to mind
when | was thinking, as | have
many times before, about the
value of the unique project that
is the Mikulov Art Symposium
"Dilna". | have, for fourteen long
years, been engaged in a debate
with the people of the town and
its elected representatives about
the importance, value and cost
of this unique project, and this
debate never seems to end. And
that's a good thing. It is a good
thing that the art symposium in
Mikulov arouses emotions, that it
is a topic of interest to art lovers,
the public, distinguished artists
and the doomsayers who count
everything in money. And it is
a good thing that this globally
unique project came into being
right here, in a place where we
encounter a wonderful genius
loci at almost every step, in a
town that has brought the world
many distinguished figures in all
areas of cultural and social life.

Twenty-seven years in the
gradual uninterrupted develop-
ment of contemporary art in our
town demonstrate and underline
the cultural maturity of the local
people. And after this year’s
successful symposium, which
has, as usual, brought new and
innovative perspectives to the
art world, our unique collection
has once again grown to take in
valuable new works.

INTRODUCTION

A LOOK BACK BY THE CURATOR

TOMAS TICHY

Dear friends, | do not want to
repeat here what we heard in
the interview we conducted for
you with Petr Vanous, the theo-
retician for this year's event,
which you can find elsewhe-

re on these pages. | would,
however, like to emphasise just
how much | appreciate events
like the Mikulov Art Symposium
"Dilna".

For almost thirty years Miku-
lov Chateau has been providing
artists with a refuge from the
hustle and bustle of the outside
world where they can hide away
for a month and work undistur-
bed. The more introvert of us
like to take sanctuary in such
an environment to get on with
our work, and this is one reason
why the many and various
accompanying events held by
the organisers in an attempt
to give the public a glimpse of
what is going on in the studios
make such an indisputable
impact.

We rediscover here the com-
munal way of life and work that
we knew from our years of study
at the Academy of Fine Arts that
draws us out of the loneliness
of the studio and brings us new
perspectives and new experi-
ences.

| was delighted that it proved
possible to hold this year's event
in spite of the unfavourable
developments caused by the epi-
demic. Despite the fact that our
foreign participants were unable
to take part in person, we man-
aged to bring all their works to
the subsequent exhibition. This
took no little effort, but | believe it
was definitely well worthwhile.

| have to admit that as time
passes my thoughts still wander
back to Mikulov now and again,
and | remember all the conver-
sations our band of artists had in
our studios.

It is three o'clock in the mor-
ning, | leave my studio and lock
the chateau gate behind me.
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A VIEW OF
THE 27TH "DILNA"
ADAM VRBKA

The twenty-seventh Mikulov Art
Symposium "Dilna" was affected
from the very beginning by an
event that is having a profound
impact on the whole of this year,
both on the global scale and in
the personal lives of each and
every one of us.

Although it wasn't entirely
clear at first sight during the
beautiful sunny and relaxed
summer of this year, Covid-19 af-
fected everything and everyone
who contributed to the sympo-
sium. In spite of this unexpected
and complicated situation, |
have to say that we managed to
hold the Mikulov Art Symposium
"Dilna" at full scale and with
immense gusto, which will give
both the team of organisers and
the artists involved great energy
for their continued work in the
years to come.

The main credit for the quality
of the individual works and the
subsequent exhibition must go
to the co-operation between
the curator of this year’s event
Tomas Tichy and this year's
theoretician Petr Various, which
was reflected in the composition
of the team of artists and the
preparations for the final exhibi-
tion. The curator and his team
worked willingly with the sympo-
sium’s team of organisers, and
this co-operation helped create a
good atmosphere, an interesting
accompanying programme and,
most importantly, an excellent
exhibition of works produced at
this year’s symposium.

Tomas Tichy demonstrated
that he is capable of leading
a diverse group of artists in a
difficult situation and, in addition
to his skill as a painter, he was
also extremely adept at work-

DILNA 2020 INTRODUCTION

ing with the artists who couldn't
attend the symposium in person.
It was his tenacity that led to all
three foreign guests of this year's
"Dilna" being able to deliver their
work to Mikulov, present their
work to the public and leave
pieces in the collection here.

Vitaly Pushnitsky was unable to
leave Russia due to the quaran-
tine, while Alexander Tinei had to
remain in Hungary for personal
and professional reasons. Marie
Tomanovéa was also unable to
travel from the USA due to the
quarantine. This all created new
challenges and unexpected tasks
for the entire symposium team.

And Tomas Tichy showed great
strength in the face of these com-
plications. In addition to his own
artistic work, he also managed
to keep in contact with all our
participants from abroad, letting
them participate in the sympo-
sium at least in some way.

This year’s event corresponded
to the concept and original plan
of its curator, its connecting
element being the search for
humanity. And this humanity was
expressed in various works by
the individual participants in our
"Dilna".

Hana Puchova presented the
breadth of her work with her
atypical and entirely original hand
in a series of masterful paintings.
Hana worked predominantly with
local matifs in her work, such as
her study of pigeons in the cha-
teau courtyard and her portrait
of artist Denisa Krausova, who
has also taken part in the "Dilna"
in the past. She managed to
astound and delight those around
her profoundly with these and
other works.

Ales Brazdil, in contrast,
produced a series of small and
medium-sized pictures at the
symposium which, in their magi-
cal obscuration, can show what
was meant to remain hidden,

while perhaps revealing some-
thing lasciviously erotic. In his
case, however, it depends on the
imagination of the person look-
ing at the specific work.

In his work, Ondrej Oliva is a
clear example of the exception
that proves the rule. In addi-
tion to the artist’s extraordinary
quality and skill, his work, which
is soon to be placed in the rear
wing of the town council build-
ing, is evidence of a long endeav-
our to expand the representation
of the art symposium beyond
the chateau to fill the entire town
with old and new works of art
from the collection. | am hugely
delighted that the artist was
able to choose the location in
which his work is to be exhibited,
and | hope that this installation
contributes towards opening up
formerly hidden and inaccessi-
ble corners of the town.

In his portraits and other
works, Adam Stech presented
his political and moral outlook in
a way | find more than pleasing.
His work that is to remain in
Mikulov will be a unique addition
to what is already an extremely
extensive collection.

Jakub Tomas played a game
with himself and the viewers
at the exhibition with a series
of canvases on he was bold
enough to try out a new tech-
nique at the symposium and
experiment a little with the fixa-
tion of the resultant work. Some
of the work he produced was,
what’s more, directly connected
with his time in Mikulov.

| also found the game played
by Tomas Tichy with the legs of
Kim Kardashian immensely se-
ductive. His figurative canvases
representing the beauty of a
woman'’s legs in combination
with a gentle criticism of the
selfie create a wonderful whole
from which it was extremely dif-
ficult to extract individual pieces
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to augment the collection of the
Mikulov Art Symposium "Dilna".

I must not forget Barbora
Kurtinova, assistant at this year's
"Dilna", who presented her way
of thinking, her textile work and
her work on paper to visitors
to the symposium with a large
series of works. The artist's book
she created during the course of
the workshop is a unique piece
with a heavily personal subtext
that correlates fiercely with the
contemporary problems of our
age.
In addition to the work of the
individual artists, the event's ac-
companying programmes were
also an excellent accompani-
ment to this year's art sympo-
sium. These included a multime-
dia screening by Jakub Nepras
and Petr Zubek at the opening
of the symposium, the jazz
concert that attracted random
passers-by in the chateau park,
the author's reading by Martin
Némec recalling the form of the
symposium in the 1990s, and a
classical music concert at the
Zavodny Galley. All these were
excellent evidence of the fact
that the symposium must work
with many and various people in
the town and establish relations
that go far beyond the sympo-
sium itself.

| must also not neglect to
mention our co-operation with
the organisers of the traditional
event Nations of the Dyje Basin,
which has already repeatedly
shown us how enormously im-
portant support for culture is at
this far from easy time.

| have to say that the twenty-
seventh Mikulov Art Symposium
"Dilna" was a great success in
spite of everything and | hope
it provided the organisational
team, the artists and its visitors
with new experiences that they
can continue to draw on in the
future. And most importantly,

INTRODUCTION

new friendships were made here
that will last far longer than just a
single summer.

OUTLINES OF

A SHARED FEELING
AGAINST THE
BACKDROP OF DIVERSE
ARTISTS’ WORLDS
PETR VANOUS

The 27th year began in the rain.
The aftertaste of the Coronavi-
rus spring still lingered in the
memory. It may have passed, but
it still appeared on the horizon as
a warning that everything would
return with the autumn and

there would be another state of
emergency, restrictions and mel-
ancholy. A rather strange season
full of mixed feelings. A contra-
dictory summer. And caught in
the middle, our joyful gathering in
Mikulov. We arrived from all direc-
tions (Ostrava, Jihlava, Prague,
Velehrad...). It rained copiously
and the rain dictated the condi-
tions of the opening ceremony
held in the beautiful and impos-
ing chateau rather than outside
in the open air as is customary.
They don't have such a wonderful
tall sky like this anywhere else. A
shame. And the morning of the
next day, a little miracle. We were
awoken by a friendly southern
sun. Mikulov transformed. The
mood improved. Over the course
of the sunlit Sunday, the artists
divided up the chateau premises
into studios amiably and with
mutual understanding and began
to settle in. The wine was cooled.
An ideal start.

The 27th year of the symposium
was put together by curator

Tomas Tichy. He placed the
emphasis on the principle of the
obligation of artistic work, on its
critical potential, present though
not always explicitly applied,
that does not renounce strong
original expression and the
aesthetic qualities given by the
continual character of the work.
These requirements are met
within contemporary visual cul-
ture primarily by painting. It is no
surprise then that this medium
predominated once again at this
year's symposium. In view of the
extraordinary situation (pandem-
ic) the year 2020 was a difficult
and testing one for civic society
that raised and inflamed many
urgent social issues and gave
them a vivid insistency. In this
situation, many half-forgotten
skeletons fell from cupboards at
all levels.

Tomas Tichy confronted
the complicated and acceler-
ated age of intertwined local
and global problems with the
specific possibilities of expres-
sion offered by traditional media
(painting and sculpture) and
their ability to create configura-
tions and “shape” the message
- with the current and against it,
with the grain and against it. As a
possible polarity to the deper-
sonalised nature of the continu-
ally reshuffling and ambivalent
present, the curator used his
choice of artists to situate a clear
and individual articulation of the
artistic subject that tests its own
emotions on the interface be-
tween the comprehensible world
of the image and imagery.

All the artists invited to the
symposium fluently developed
the themes and subject matter
they have long been considering.
There were no limitations placed
on the subject matter of this year
of the symposium, as declared
by the curator in advance. This
made it possible for works to
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be created here that integrate
naturally and entirely with the
artistic portfolios of the partici-
pating artists. With the exception
of a few small episodes, they do
not deviate radically from them,
making it possible to see them
from the viewpoints of continuity
and long-term creative concen-
tration. Here one of the primary
human civilisational contribu-
tions is laid bare, through which
Man is able to confront his

own situation in concentrated
manner and reflect it without
being forced to use the mutable
“language of argumentation”
that can be manipulated in time
and purposefully abused.

Taking a quick look at the
works produced at the sym-
posium, we cannot resist the
impression that it has proved
possible to combine together
artists male and female of cheer-
ful and more serious natures
who, in spite of their difference
in age, impose in the totality of
their works some kind of more
generalised feeling of the people
of Central and Eastern Europe
which, after a long period of
cultural isolation, is entering into
a subset of locally and globally
defined social conditions with
appurtenances inherited in part
from a centralised totalitarian re-
gime. A certain degree of latent
fertile frustration arising from the
status quo is a potent impulse
here for the development of
various strategies: clearly dis-
tinct narratives, a tendency for
deconstruction, a critical input
into the global digital currency,
the updating of modernist points
of departure, methods and
approaches, depersonalisation
of the image, an ironic genre,
reflections of concrete social
topics, etc. An effort is grow-
ing before our eyes to capture
a European identity barely
reacquired, an integral part of
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which remains the presence of

a problematic past that weighs
us down, returns incessantly and
engages actively in the present.
No matter whether this is a col-
lective (and historical) past, or a
purely personal one.

The choice of differing themat-
ic spheres and the associated
subject matter has an influence
on the degree of expressive in-
tensity, distortion and semantic
gestures, or in contrast a muting
and civilian search for figuration
and materiality in the contours of
the everyday. All the artists are
united by work with the figure,
though each has a different
interpretation of it. If for Hana
Puchova the figure and subjec-
tiveness are an expression of an
authentic vestige of the artist’s
own observational presence in
the host town (Mikulov) and the
result of a wealth of unexpected
constellations that go to shape
these involuntary footsteps in
the style of points of intersec-
tion in time (such as the visit by
painter Denisa Krausova = the
origin of her portrait with her
baby; the discovery of thistles by
the synagogue in Mikulov = a still
life of a bunch of thistles; glass
display cases = an interior with
display cases and Adam Stech,
etc.), then for Adam Stech the
same figuration and subjective-
ness is a dramatised staging of a
compulsive “interior model” that
first and foremost makes present
the artist's need and desire to
intervene in the motion of things,
to reshape it radically, to shine
a bright light on it and examine
it from all sides to ensure that
nothing remains hidden or
concealed. Painting here is the
visualisation of emotion, and this
emotion must have the correct,
corresponding and frequently
uncompromising shape (e.g.
the value of vain vagueness in
the portrait of Zeman). While

Adam Stech sometimes works
with collage as a template for
his distorting balancing act,
Jakub Tomas builds 3D models
for the same purpose. He col-
lages the spatial situation, which
becomes a springboard for the
image, from various sources.
This image is then the result of
various reworked, reshaped and
shifted preliminary images and
all their specifics of expression.
The essential thing here is the
presence of a certain distancing
approach and the depersonalisa-
tion of figuration in relation to a
binding testimony. It is some-
thing of a complex game played
out with signs and symbols

(and their interweaving and
overlapping) which are them-
selves, however, mere surrogate
references. Tomas's pictures
may then refer to the crisis of
representation, to a great theme
of contemporary visuality on the
most general level.

A second group of artists at
the symposium is comprised of
those responding in some way to
the reproduction smog over-
whelming human perception in a
flood of static and moving imag-
es, influencing it and threatening
its natural functioning. Whether
this is the motif of symmetrical
mirroring in the illusive distor-
tions of Tomas Tichy, deliber-
ately transformed as a conse-
quence of some kind of erotically
stimulating template into an
absurdly threatening scene that
unmasks and uncovers the dark
side of a manipulated (improved)
photograph (Deepfake Il) or, by
extension, the pre-set marketing
perception of a perfect “descrip-
tive illusion”, or the pictures by
Ales Brazdil coming into being
as the painter’s interpretation of
film sequences found some-
where on an internet repository
(Skirt). It is these archetypes that
fascinate both artists with their
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ambivalent oscillation between
reality and distortion. Brazdil has
named them visual “wrecks”
parked and waiting as objects of
temptation in the virtual space
for their lucky/unlucky discover-
ers. With both Tomas Tichy and
Ales Brazdil we venture behind
the backdrops of illusion (into
the “body” of their artificial
constructions), whose surface
and depth are disassembled

for the purpose of upsetting
their declared and, in reality,
problematic credibility. Reality
suddenly becomes disturbing
and anxiously magical.

The Czech perspective is
enriched by two foreign painters
- the Moldovan Alexander Tinei
and the Russian Vitaly Pushnit-
sky. Alexander Tinei perceives
the figure and the image itself as
a certain urgent stigmatic situa-
tion in which traces of the past
are added to critical views of the
future. The artist’s characteristic
motif of blue drawing on the
torso and limbs of figures, which
may refer to tattoos (stigmata)
or perhaps the system of venal
blood circulation, also appears
in a drawing of a young girl in
her underwear (Untitled) which
is to remain in the collection in
Mikulov. Pushnitsky’s image is
formed of the complex layer-
ing of various components and
trace memories. The further
the image gets from unifying
illusion, the greater the role
played by the materials used
and the configuration of their
relationships within the pictorial
composition. The image is the
result of the artist's commenced
transformational stories inspired
by fiction, the history of art and
other social science disciplines.
Each “whole” image stands as
an uncovered mystification that
behaves differently when the
work is reproduced and in its
physical presence, as a concrete
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objective state — an artefact. At
first glance, the image becomes
rounded and unites illusively, at
second glance it disassembles
and falls apart. This opposing
movement is the dialectic foun-
dation of Pushnitsky’s painterly
poetry.

Photographer Marie To-
manova, sculptor Ondrej Oliva
and student of the University
of Ostrava Barbora Kurtinova
complete the selection of artists
chosen by the symposium cura-
tor. Marie Tomanova, who comes
from Mikuloy, is now well-estab-
lished as a young photographer
who focuses on probing social
topics. She capitalises in her
work on her personal experi-
ences of the United States of
America where she is currently
living. She creates a raw and un-
compromising reflection of the
New York environment without
retouching or embellishment.
Beneath the subject matter, we
feel the presence of a subliminal
aggression, chaos, helplessness,
dissatisfaction, violence and
social pragmatism modelling
the character of the adolescent
youth in the majority of the
world’s big cities. American civic
frustration may have different
causes and different external
attributes, but in principle it is
certainly in many ways not so
far from the frustration we suffer
from here.

Ondrej Oliva, the only sculp-
tor at this year's symposium,
often works with the lost-wax
technique, which allows him to
bring naturalistic moments to his
sculptures and objects which he
then composes into schemes of
sculptural materials. He strives
for a summary morphology and
comprehensibility of expression.
He is often inspired by the organ-
ic (seeds and fruit), the geometry
of nature (shells) and natural
processes (growth). Barbora Kur-

tinov4, as a student at the Fac-
ulty of Fine Arts and Music at the
University of Ostrava, is currently
working on textiles. She refers to
her approach to the medium as
an intense search for elements
of nomadism, through which she
likes to leave formal approaches
open, mutually poised and per-
meable. In addition to delicate
reflections of experiences and
environments, she also applies

a strongly critical generational
charge to her work, which she
also capitalises on in her musical
activities.

A plurality of opinion and
diversity of expression in the
chosen media, which goes
without saying on the art scene
in this country today, can even
be recorded in a “cross section”
as small as that provided by the
results produced by the Mikulov
symposium. This natural creative
freedom, declared in practice, is
one piece of evidence proving
that we are living in a culturally
open society that builds on the
foundations of the values of mu-
tual respect, diversity of opinion
and tolerance. Let's hope and
believe that this will continue to
be the case and that our open
horizons do not close again for
whatever reason and that this
diversity will not fade, dwindle
or decay. The existence of the
Mikulov symposium, which has
reached the unbelievable age of
twenty-seven this year, provides
clear, concrete and tangible
support in this effort. And we,
participants in this year’s event,
would like to give our loud and
public thanks to its organisers
and guarantors for this.
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ALES BRAZDIL
| LOOK BENEATH THE
SURFACE

Petr Vanous: How long did

you spend acclimatising and
adjusting to your new surround-
ings after you arrived in Mikulov
before you began work?

Ales Brazdil: | had toothache at
the beginning of the symposium,
so as soon as I'd sorted that out |
had to quickly start painting. The
other artists had already done
half their work by then so | had
to catch up.

PV: Did anything about the place
inspire you, or did you bring
your inspiration with you (in your
suitcase)?

AB: | more or less carried on
working on the topics I'm work-
ing on in Prague. | would prob-
ably have had to be in Mikulov
a bit longer to take anything
from it. | thought a bit about the
baroque, but that is everywhere
in Bohemia and Moravia.

PV: What's it like working at a
symposium for an artist who is,
in view of the preciseness of the
form, used to working on a single
picture for a long time? Weren't
you shaken up by the fact that
you had “just” a month?

AB: | was actually looking for-
ward to not having so much time
and to reducing the amount of
time | spend on my work a little.
It forced me to paint with more
freedom and get a result more
quickly. Normally, I'm used to
working on a picture for as much
as several months, though it's
often a rather unpleasant experi-
ence. | also wanted to experi-
ment a bit more, and | thought
the context here with the other
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artists and the space in Mikulov
might force me to do something
I’'m not entirely used to.

PV: As a graduate of the Studio
of Classical Painting Techniques
under Professor Zdenék Beran
at the Academy of Fine Arts in
Prague your means of expres-
sion as a painter are close to a
descriptive and illusionary form.
In what way is the tension be-
tween the photographic original
and the painter’s interpretation
stimulating for you?

AB: | like photographic material
a great deal and feel a bit like a
collector. The choice of material
is extremely important to me.
Making the right choice is per-
haps the longest process in my
work. It often takes me several
years to make a decision, but the
important thing is what's going
on inside, what's not evident in
a photograph at first glance and
what comes to the surface dur-
ing the process of painting. So if
I'm reworking a photo because

| like it visually, then it usually
ends badly.

PV: The moving picture evidently
fascinates you as a source mate-
rial for your paintings in addition
to static photography. Why? How
is it different from a photo?

AB: The moving image is
something a little different; it's a
sequence of static photographs.
So when | spoke of the inside

of a photograph, then we can
follow the interspaces here, the
uncompleted finality and the
edges at the beginning and the
end. We can then connect these
parts to the inside of the static
photograph. We can get a slight-
ly different idea of the space

and the figuration within it. The
information is more static when |
work with a single photograph.
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PV: You had a laptop on all

the time in the corner of your
improvised studio at the chateau.
Do you surf the web? Are you
inspired by things you discover
on the internet?

AB: | was painting with the help of
the computer in Mikuloy, so | was
using it for work. Normally | print
out the photograph. | like having
something in my hand. When |
paint, | try not to look at anything
much and concentrate on what
I'm working on.

PV: Are you interested in random
video recordings like the trash
document format?

AB: The randomness of certain
recordings, the information we
receive, is made possible by

the internet. We used to have

to search more, find things out,
conduct research in order to

find something. | look beneath
the surface though; these things
often don't look very interesting
at first glance, but | amass a large
amount of a certain kind of mate-
rial that | then start to sort through
and find what bits | can include or
incorporate into my work.

PV: | know you keep in close
touch with the dance music
scene and watch a lot of different
films... What sources are inspiring
for you and why?

AB: When | was going through
puberty, and at the beginning
of my studies at the Academy
of Fine Arts, a huge amount of
visual culture made an impact
on me, largely from the West
(England and America), though
also from the East (Japan). This
was a marked new contrast to
what | had known as a little boy,
in films for example. The age of
the cultural turning point proba-
bly had an impact on me, while
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confusing me at the same time.

| was interested in absolutely
everything that went beyond my
conventional ideas about what
things should look like. Every-
thing from techno and splatter
horror to videos from the Chemi-
cal Brothers.

PV: Are you interested in the
progression of recorded action or
in the “surface” of the image, its
process of technical “formatting”,
wear, error and imperfection, that
leaves space to irritate the viewer
and stimulate his or her imagina-
tion?

AB: Probably all of it at the same
time. I'm rather excited by things

| don’t understand. When | first
saw Blue Velvet in the cinema,
the film by David Lynch, | didn't
understand how he managed to
achieve so much uncertainty and
darkness in the kind of kitschy im-
ages we know so well from other
American films. But he was very
well aware of how these images
work on the viewer and managed
to disrupt them from the inside

to make them unsettle you. | see
all the visual components | work
with as predetermined codes that
| can disrupt.

PV: Some of your pictures could
be said to have an ambivalent ef-
fect. Do you like to provoke?

AB: The ambivalence probably
comes from my own nature. |
often feel the need in my pictures
to disagree with myself and | use
them to provoke myself. A picture
should be like a stone in your
shoe.

PV: How do you resolve the rela-
tionship between the subject and
the painter’s interpretation from
the viewpoint of colour? What
role does it play or not play in this
process?
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AB: Colour has been playing an
increasingly large role recently.
The source materials | work with
are often visual wrecks with a
completely grey tonality that |
have to embellish with colour in
the right way. | didn’t think about
colour so much before. This was
in part the result of my studies
at the Academy of Fine Arts.

Not so much thought was given
to colour in classical painting.
Sometimes | get the feeling that
I'd like to paint like Gerhard Rich-
ter and Cézanne together.

PV: I've noticed a shift from the
descriptive to something more
relaxed and expressive in your
recent works. What's this associ-
ated with?

AB: | think this has been present
in my painting for a while. | keep
coming back in a spiral. I've had
the feeling for a while that I'm
abandoning a more descriptive
form in favour of expression,
only to go back to it again some
time later. A while ago | tried
sticking with one or the other
more, but in the end | left it to
instinct. Now I'm at a stage that
if | wanted to express myself
with a freer hand | expect I'd end
up with something like hyper-
realism.

PV: If you had to summarise the
subject of your painting in a few
sentences...?

AB: | hope the subject matter
of my work will continue to
expand, but | don't really know
what exactly | could write that
I'd be satisfied with. Recently
there have been certain forms
of visual language, but that’s
probably not what I'd like to call
it. In fact, | would like to paint
the most ordinary, but hugely
monumental, formally prosaic
picture.

PV: You painted quite a large num-
ber of pictures in Mikulov. What was
the thinking behind them?

AB: They were all figurative compo-
sitions in which | was considering
form. | tried using slightly different
materials and painted a collection
of smaller pictures in which | origi-
nally painted the head of the statue
of Christ by the baroque sculptor

M. B. Braun, but it turned out to look
more like a cabbage, so | called it
Cauliflower.

PV: What have you left behind in the
collection in Mikulov?

AB: One figurative composition
called Skirt 1 that was the first
picture | painted in Mikulov and two
small pictures of Cauliflower.

PV: What impressions of Mikulov
will you take back with you to
Prague?

AB: It was enjoyable to work with
other painters... and the discus-
sions, lunches by a fridge full of
wine, walking around at night with
the keys to the dark chateau, and
Holy Hill (without keys).

HANA PUCHOVA
... THOSE THISTLES GROW
NEAR THE SYNAGOGUE

Petr Various: | have greatly admired
your work for a long time. How

did you manage to achieve such

a well-balanced and recognisable
style, while still preserving the
natural vividness and vitality of your
individual works?

Hana Puchova: I've never made

a conscious effort to achieve a
particular style, so | don’t know.
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Perhaps | managed to rid myself
of any desperate need for it dur-
ing my studies with Ji¥i Salamoun
and learned to keep my eyes on
what I'm doing. In the best-case
scenario, anyway.

PV: How long did it take you to
settle in after you arrived in Miku-
lov before you began working?

HP: | actually began working at
once. | made some notes and
some sketches on paper and
thought about what would come
next. | also had the luxury of
canvases ready and waiting for
me, which sped up the process
quite a bit.

PV: Did you have any idea in
advance about what you wanted
to paint at the symposium, or did
it just come about naturally?

HP: | knew I'd find it hard to do
something I'd be satisfied with

in a month, so | told myself I'd
carry on doing what | normally do.
Not particularly strictly, | wasn't
dogmatic about it, but | didn’t
want any new problems to solve.

| normally work quite slowly, so |
was a bit worried I'd manage.

PV: Did you set yourself a work
schedule?

HP: That came about on its own.
The journey to the chateau via the
Kuk snack bar for a biscuit, a stop
at the greengrocer’s, breakfast,
lunch, this and that, and a glass
of something here and there. |
worked when it was going well,
and sometimes when it wasn't.

PV: Did you wander around the
town and the surrounding area?
Was there anything you liked?
What inspired you?

HP: I'll probably disappoint you. |
didn't visit Holy Hill until just be-

fore | left and | didn't get any fur-
ther than the quarry. The thing |
liked most was the journey to the
chateau, where | walked around
proudly with the keys to the cha-
teau gate in my pocket...

PV: | noticed various things

from the natural world in your
studio that you had collected.

In the end, | incorporated some
wildflowers in a glass into an
installation in one of the glass
display cases and gave them the
working title “Accelerated Evolu-
tion". How and where do you find
your ideas?

HP: Well, | said to myself that I'd
paint a still life. | didn't want to
buy flowers, but to paint some
local ones. Bara picked one of
the bunches of flowers for me.
The thistles grow near the syna-
gogue, | walked past them every
day, and the roses were bruised
by the rain or something and are
from the chateau garden. There's
nothing complicated about it.

PV: You often closed your studio
door. You still had it closed on
the “Open Day” and it took a little
courage for visitors to turn the
handle. Do you like working in
peace and solitude?

HP: It wasn’t my intention to
seem so unapproachable. |
work alone, probably like most
painters. I'd feel silly painting

in front of someone, and | think

| concentrate better like that,
though | even managed to get
something done on the open
day. When | was a student, | also
preferred working in private at
the halls rather than at school.

| could still hear things through
the closed door in Mikulov and
was aware of my neighbours, but
surprisingly it didn’t bother me,
it was just a bit unusual. On the
other hand, | liked being able to
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go and watch someone else and
ask them questions.

PV: What are you like about finish-
ing your paintings? When we
were installing the exhibition, you
were still taking some of them off
the walls and working on them...

HP: And I'm still planning on
reworking at least one of my
pictures from Mikulov. | do a lot of
reworking. | do it after installation
at practically every exhibition.
Sometimes it's because the work
is in a different light or a differ-
ent context and something has
changed that | haven't noticed
before. Usually, it's something
that has already annoyed me in
some way. Then it really irritates
me to look at it and | can't help
myself and have to try and do
something about it.

PV: Do you ever go back to
completed pictures and make
changes to them? Even if they've
already been at an exhibition?

HP: Certainly. But | think | know in
the end when it's ready, and then
| don't touch it.

PV: Your picture Pigeons in the
Courtyard is staying in the collec-
tion in Mikulov. How did it come
about? What would you say about
it?

HP: | saw those pigeons like
that in the courtyard. | like the
colour sketch | did of them most.
It lost some of its lightness of
touch on the canvas, but that
happens quite often. | used a
rather coarse canvas, left behind
by Petr Vesely after last year’s
symposium. There's a kind of
pinkness beneath the pigeons
that | didn't manage to preserve,
but on the other hand they're kind
of substantial, so you can't have
everything.
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PV: There's a portrait of the
painter Denisa Krausova (with her
baby), who has visited us here

in person several times, in one
picture. Do you know each other
well?

HP: | got to know Denisa at an
exhibition in Ostrava and then we
saw each other again in Jihlava.
We don't know each other well,
but | like her. | have a liking for
mothers too and often depict
them in my work.

PV: You also produced a small
collection of things on paper in
Mikulov. What's in them and why?

HP: There are various situations
in them, including those pigeons
which are drawn to that place in
some way, plus others that are
the kind of things | have been
doing for years on the back of
envelopes. They are of various
subjects, mostly faces, and | don't
really know why. The small format
is pleasant and | do them with no
great ambitions, for no particular
reason.

PV: And your drawing of a stag
has found a place in a local col-
lection. Which one?

HP: The excellent collection of Mr
Vit Vrbka.

PV: | saw The Diary of Virginia
Woolf on the windowsill in your
studio at the chateau at few
times. Did it have any special con-
nection to your time here? Do you
like reading?

HP: | didn't read much in Mikulov,
but | like reading. | finished read-
ing her diary later in Ostrava,

but | kept putting it off. It ends in
the year of her death and it was
almost indecent to read the last
entries. | probably should have
brought a detective story instead.
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PV: How did you get on with the
younger painters? Did things get
a bit wild at times?

HP: We got on nicely together.
They're not teenagers anymore,
after all. We didn't spend every
moment together. | didn't see
anything wild going on.

PV: Did you miss Ostrava? South
Moravia is a rather different
region, after all!

HP: It's not a completely foreign
land, though. | went to Rakvice
to visit my friend for years, so

| was looking forward to it. |
heard the soft accent | associ-
ate with this region surprisingly
little. And | had some visitors
from Ostrava, so | didn't feel
sad.

PV: Did you take any souvenirs
home with you?

HP: | don’t have a car, so only
what | could carry. | wanted to
buy some jeans from the local
store, I've been wearing noth-
ing but second-hand jeans for
years, but somehow that never
happened. In the end, | took a
few small things | bought there
for practical reasons that it was
a shame to leave behind, such
as a small grater, a nail brush
and so on. But we did receive
books about Mikulov and some
catalogues from the organisers,
so I've got those as well. And a
bottle of wine for the neighbours
who watered the flowers for me.

ONDREJ OLIVA

| TRY TO CREATE VISUALLY
INTERESTING AND
COMPREHENSIBLE
OBJECTS

Petr Vanous: In the end you are the
only sculptor at this year’s Mikulov
symposium. How did you react to
the news that Tomas Tichy had
chosen you for his team?

Ondfrej Oliva: | first spoke with
Tomas about my participation in the
symposium in Mikulov a few years
ago when he was selecting artists
for the first time. | think it was some-
time in 2016. It goes without saying
that | was enthusiastic about this
challenge and agreed to it. | know
that this has tended to be a painters’
symposium recently, though many
sculptors have taken part in the
"Dilna" in the past, so | considered it
a feasible and interesting confronta-
tion between the two media.

PV: What did you originally plan
to produce for the symposium
and how did things turn out in the
end? Were there any unexpected
changes?

OO: | knew from the beginning that

| wanted to take part in the sympo-
sium as a sculptor and continue
working on what has interested me
in recent years in terms of both my
approach and my use of materials. |
was planning on producing a large
sculptural installation for a gallery
or an exterior. In the end, | produced
merely a wax model in Mikulov that |
continued to work on at home in my
studio. The gating systems are now
ready, and everything should be cast
in the next month. | hope the whole
sculpture will be ready at the turn of
October and November 2020.

PV: In my opinion, it is much more
complicated for sculptors at the
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symposium than it is for painters.
They need more technological
facilities and a lot of space for
their work, the handling work is
more demanding and costly...
What has been your experience
in this regard?

OO: Overall, it depends on what
technology the sculptor is using
and what the final material is to
be. | think that if I'm spending

so many hours of my time on
something, putting an enormous
amount of strength, energy and
effort into a sculpture, then | don’t
want it to fall apart soon after-
wards or for the final material to
succumb easily to the influence
of time and natural conditions. So
| try to work with materials that
are “permanent” and “everlast-
ing". It can be difficult to work on
this kind of thing at a symposium
where there aren't the necessary
facilities. Nevertheless, you can
work well enough on the first
stage with wax and then figure
out the casting in solid metal
afterwards. And that's the route |
decided to take.

PV: What are the frequent sub-
jects of your sculptures? What is
your theme as a sculptor?

OQ: | try to create visually inter-
esting objects whose shape and
content can be deciphered by
the ordinary viewer. This is also
why the main topics | choose
and work with come from the
everyday life around us, which
gives everyone the chance of
comparing them easily with their
own experiences and yardsticks.
| currently work most often with
the imprint of nature and the
organic. | am interested in the
conflict between us, as human-
ity and our technology, and our
surroundings, the living planet
and nature. How we are modify-
ing everything around us radically
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according to our own aesthetic
ideals, while frequently denying
the primary purpose and sense
of nature as such.

PV: The lost-wax technique is
characteristic of your work as
a sculptor. Could you give us
a brief description of it? And
how did you come to love this
technique?

0O0: The lost-wax casting
method is hundreds, perhaps
thousands of years old. Metal
statues have been made in this
way since ancient times. Im-
provements have been made, of
course, but the essence remains
the same. The sculptor creates

a wax model, which is fixed to a
wax gating system. Afterwards
this is coated in a mixture of
sands every day creating a thin
solid crust that must be dried
perfectly to make the mould
self-supporting. The whole

thing is then placed in an oven
in which the hot wax flows out
of the mould leaving an empty
space where the wax model
used to be. This is always the
worst moment for me. The thing
I've been working on for several
months becomes nothing but air
at this moment, so if someone
drops the mould and breaks it,
which sometimes happens, then
all the work has to start again
from the beginning. If everything
goes well, the empty sand mould
is heated to a high temperature
and the molten final material
poured into it. The sand crust is
broken when this has cooled and
we have a casting, which has to
be cut, engraved and polished
and the surface finished. That's
just a very brief summary.

PV: You use bronze and alumini-
um frequently in your work. What
do you see as the advantages of
these materials?

OO0: As | have already mentioned
above, | don't want the things

| make, that | put my effort, en-
ergy, time and money into, to be
ephemeral, and | want it to be pos-
sible to exhibit them inside or out-
side. | think metal, as a material,
has indisputable properties tried
and trusted in the past. Although

| also used to work with various
resins, epoxies, etc., these materi-
als seemed too vulnerable and
didn't radiate any energy. They are
also relatively delicate and we are
then forced to put up signs saying
“do not touch the exhibit” next to
the work of art.

PV: Where do you do your cast-
ing?

OO0: At official foundries. Unlike
my dad, who has a foundry at
home and casts his things himself.

PV: What's life like for an artist in
Velehrad?

OO: After | finished at the Aca-
demy of Fine Arts, | thought a
great deal about whether to stay
in Prague or go back to Velehrad.
The economic aspect proved
decisive, as well as the fact that

| wanted to do my own thing and
try to make a living as a sculptor. |
didn’t want to pay the rent on a flat
and a studio, but to put most of
the money | made back into what
| was doing. I've got lots of space
in Velehrad where | can work,
and | can spend all my money at
the foundries to make things, and
when they sell then | can make
other new things, and round

and round it goes. Fortunately,
the world is getter significantly
smaller, and if necessary | can be
in Prague in two and a half hours.

PV: You studied at Jaroslav Réna’s
studio at the Academy of Fine
Arts. How do you remember your
years as a student in Prague?
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0O0: Jan Koblasa was still at the
Sculpture | studio when | did my
entrance exams for the Academy
of Fine Arts, though he left in the
summer so | started my first year
under Jaroslav Réna. The first
year was pretty hard. | think he
had some kind of vision for how
he wanted to run the studio, and
maybe the students were expect-
ing something else. A lot of
people from the higher years left
for other studios and | had similar
plans. In the end, | stayed with
Réna and got my diploma early

in my fifth year. | grew to like his
hard disciplined approach and |
was very impressed by the fact
that he also created sculptures
himself.

PV: Do you feel like a succes-
sor to your father in any way in
your work as a sculptor? Do you
honour the professional family
tradition, or are you following
your own path?

0O0: When | was designing the
tombstone for the footballer Josef
Masopust at VySehrad, | was
having a big struggle with its final
appearance. | knew exactly how
Dad would have done it, but it
was clear to me that | had to find
my own solution. Although | am
his son, and | could essentially
continue working in a similar
vein, I'm programmed to try and
go my own way. His work has
certainly had an influence on me,
I've been surrounded by his work
all my life, but I've created my
own style. Dad is, what's more,
already being copied abominably
by another sculptor, and | think
one is more than enough.

PV: In addition to your own work,
you also work on commissions
for the public space and private
orders. Could you give us some
examples? Where can we see
them?
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00: Commissions for the public
space are the greatest honour
and reward for a sculptor. His
work comes into direct contact
with the ordinary viewer, passers-
by, rather than being for the hand-
ful of art consumers who actually
visit art galleries. My first large
commission was a fountain for
the area in front of the railway sta-
tion in Uhersky Brod after | won
the sculpture tender. The fountain
represents a traffic junction, a
crossroads of pathways and the
intertwined human destinies in
public transport. Water impacts
the surface of the water from
three springs, each of a different
character. The tombstone for
Josef Masopust on an extremely
exposed site at VySehrad was a
great challenge - it's every sculp-
tor's dream to have a work at the
Slavin in Prague. I've also done

a commemorative plaque for Jan
Antonin Bata at his villa in Zlin,
the Jaroslav Némec Memorial in
Orechov and others.

PV: Are you working on anything
at the moment apart from the
symposium?

OO: | am currently working on a
large commission in HoleSov. The
town has a rather complicated
religious history and they would
like to come to terms with this
historical trauma in some way.

A sculpture tender was opened
for the design of a “Monument to
Reconciliation” in Saint Anne’s
Square. | won the tender and

am now working on a four-metre
piece for them. The castings are
now back from the foundry and
engraving work and the comple-
tion of materials are underway.

PV: What do you consider your
greatest success to date?

OO: Personally, | consider my
greatest success to be the fact

that it's now ten years since | gradu-
ated from the Academy of Fine Arts
and I've been able to do what | enjoy,
my own creative work and sculpture,
ever since. To be honest, | consider
it more of a miracle, and in spite of
the fact that it's a lot of hard work,
drudgery, time and self-sacrifice, |
think I've been enormously lucky.

ADAM STECH
I'M NOT AFRAID OF
BEING RIDICULOUS
OR PATHETIC

Petr Vanous: Had you ever taken part
in an art symposium before? Were
you looking forward to Mikulov?

Adam étegh: | had been to Kutna
Hora and Strbské Pleso. | was look-
ing forward to Mikulov!

PV: Why do you think this year's
curator chose you?

AS: Everyone else had already been
there, some of them twice.

PV: Some people resist outside
influences like the plague, but you
happily exploit them as a painter.
On the other hand, let's not forget
that this is entirely legitimate in the
post-media age. What do you get
out of this approach as an artist?

AS: We learn by repeating things,
and | have made this the principal
motif of my work. | don’t believe
it's possible to come up with
anything fundamentally new in
painting. For me, the history of art
is a storehouse of ideas and ap-
proaches waiting to be reused.

PV: Why have you been fasci-

nated by modernism for so long?
Why cubism in particular?
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AS: Some of the last true discove-
ries were made then. The impor-
tant thing wasn't the idea, but a
necessary resolution of the situa-
tion. Real positions... The reasons
for the emergence of cubism, for
example... Why does it interest
me? There are many reasons. It
is, for me, a fully-fledged parallel
to realism, perhaps the only one.

| also believe it to be closer to
human vision than photography
for example.

PV: Which of the Cubists do you
like most and why? Is it Picasso
because he manages to combine
private and intimate themes with
a brutal formal brevity? Does this
contrast of expression interest
you?

AS: Yes, Picasso is the embodi-
ment of revolution in painting and
sculpture. He isn't just a cubist
artist. That's the most interesting
thing about him, the paradoxes...
cubism alongside surrealism,
pseudo-classicism alongside
brutal stylisation and caricature...
harmony and violence.

PV: The themes you explore are
also frequently autobiographical.
Self-portraits, family, children,
holidays together.... Do you look
for a way of recording these
topics that avoids pathos and the
embarrassing?

AS: I've stopped worrying about
it. When | think a topic has
potential, | simply paint it. I'm
not afraid of being ridiculous or
pathetic.

PV: Do you think it's due to the
degree of depersonalisation
that's spreading through today’s
world that anything natural is
actually “banal”? That probably
isn't a good thing, though? Is
your work reacting in part to this
situation?
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AS: | don't know, but it's interest-
ing how little painting there is
today of subjects taken from
everyday life. For me, it's a chal-
lenge... And banality, that’s just a
concept. A pigeonhole...

PV: At the beginning of the
symposium we all got a paper
bag with books and souvenirs.
The coat of arms of Mikulov was
printed on the bag. It then ap-
peared in a diptych you painted
during your time here. So direct
inspiration from the place, then?

AS: That's connected with my
previous answer. Current events,
personal topics and situations
are now what interest me most.

| spent some of my time in Miku-
lov with my son Kilian and had
maybe two or three hours a day
for painting. The motif of Mikulov
Chateau seemed the most natu-
ral thing to me.

PV: Did you get out into the town
and the surrounding country-
side to clear your head? Where
did you go? What caught your
attention?

AS: We went for a swim in the
beautiful quarry a couple of
times. Otherwise | was mostly
working and devoting my atten-
tion to wine.

PV: Why the repeated portrait of
Zeman? What's your motivation
for these pictures?

AS: | painted ghosts and phobias
for a long time. Reality is stran-
ger though than anything we
can dream up. | am also working
on the theme of four presidents,
from Husak to Zeman. Each of
them is something of a mascot
for roughly a decade of the last
forty years. | will be forty in No-
vember, so it came to me quite
naturally.

PV: What has the response to
them been?

AS: Mostly positive, though there
was someone who thought that
I'd “be behind bars for around ten
years” during the last regime.

PV: How do you perceive the
change in atmosphere in contem-
porary Czech society personally?

AS: That's a difficult question.

PV: | have long admired the sense
of open irony that you manage to
get into the contemporary image
in a natural way. Which of your
works from the symposium do
you value the most?

AS: Thank you. Probably that “of-
ficial portrait”.

PV: What are you going to remem-
ber?

AS: How Hana Puchova signed
the Pinot Gris.

PV: And what lies in store for you
now?

AS: I've got an exhibition at the
DSC in Prague in January.

ALEXANDER TINEI
THE NATURE OF MY
WORK IS ABSOLUTELY
INTROSPECTIVE

Petr Vanous: Your participation
in the Mikulov symposium took
place on a more or less formal
level. Why was that. What hap-
pened?

Alexander Tinei: | got married this
summer. | wanted to spend time
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with my family. | was also look-
ing for the new studio.

PV: Your great work was first
presented in the Czech Re-
public as part of the Nightfall
project in Prague’s Rudolfinum
Gallery in 2013 by British cura-
tor Jane Neal. What was your
perception of this context, deal-
ing with the nightfall of a histori-
cal era, of civilisation, thoughts,
clearly defined development
horizons...?

AT: As you can see, destruc-
tion is a big part of my creative
process. Subconsciously |
believe, | am mirroring hidden
and obvious process in society.
| follow politics in Europe, Rus-
sia, USA. This certainly has an
influence on my art. But my art
is not about politics. | am talking
about a personal drama being
influenced by the political and
social processes.

PV: Is this also the topic of your
work? If so, why?

AT: | found this saying some-
where on the internet, and it
totally reminded me of our time
as well: “At the heart of Roman-
tic worldview (1815-1920) there
is a feeling of bitter conflict be-
tween Man and reality. Between
individuality and society. Basic
moods - sadness, loneliness,
despair. Tragic disappointment
over the impossibility of imple-
menting their ideas and ideals.”
My heroes look lost without
identity for this reason.

PV: You were born in the Re-
public of Moldova in 1967. You
remember the era of the Soviet
Union. As a young artist, what
was your experience of the
“Cold War” and all the politi-
cal implications related to the
situation?
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AT: As an artist, | was affected by
the lack of information about con-
temporary European art. We did
not know what was happening

in the modern world of painting.
Our knowledge ended with those
artists who collaborated with the
USSR.

PV: Were you in any way affected
by the fall of the USSR? Were you
interested in politics, or did all of
this basically just pass you by?

AT: | was not interested in poli-
tics. But obviously | was affected
by the fall of the USSR. The war
began in Moldova. It touched us
all.

PV: At the beginning of your
painting career, you were influ-
enced by Russian realists, such
as llja Repin or Valentin Serov.
Was this the result of the strict,
Russian-inspired education at
the Repin Institute of Fine Arts,
or were you personally inspired
by their work? Why these realist
painters in particular? Do you
have a sense of pathos?

AT: Of course, that was the
impact of the Russia-inspired
education. Nevertheless, these
artists had impact on me from
the beginning. | grew up among
books about Repin and Serov.

| was attracted by the power of
paintbrush, the ability to show the
character of people.

PV: How do you relate to realism
and abstraction? Do you see
these as two separate categories
of expression, or are they part of
the one world of current painting?

AT: In my opinion, they are part
of the one world of contempo-
rary painting.

PV: In addition to collages, you
also use over-painted photo-

graphs in your work. In what

way is photography important to
you? How do you perceive the
documentary, memory-preserving
value of photography, or perhaps
even its cultic/magic qualities?

AT: Photography simplifies the
way of expression for me, and
also makes it more limited. But
sometimes | need an additional
evidence of reality. It is very hard
to find a good photo; | am hunting
non-stop.

PV: Is the nature of your work
introspective? Does it contain any
autobiographical elements?

AT: The nature of my work
absolutely introspective. And
yes, it contains autobiographical
elements.

PV: Why are you fascinated by the
human figure and the attributes
that go with it (such as clothes,

a uniform, a hairstyle, etc.)? And
why do you place your figures
into strangely void, impersonal
spaces and locations?

AT: Clothes, uniform, hairstyle,
these are attributes of our time. |
would like the viewers to recog-
nize themselves. Bruegel did this
in his works. He dressed the char-
acters of the time of Jesus Christ
in the clothes of his contemporar-
ies. By doing it, he emphasized
the fact that the message refers
specifically to them.

PV: One motif that is typically
found in your paintings are naked
arms covered with blue drawings,
like some sort of tattoos. What
does this motif, easy to discern
and appearing repeatedly in your
work, mean?

AT: This is one of the symbols

of time that | used for the same
purpose. | came across tattoos
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as a symbol of a modern culture
in a search for a reflection of
reality. Then it became lines and
branches which | used to show a
human vulnerability.

PV: You are an internationally
acknowledged artist. Your work
is highly valued in the Czech
Republic. Your works are cur-
rently part of many prestigious
Czech private art collections. | am
convinced that if our state institu-
tions were able to afford your
paintings, you would be included
in those as well. What is your rela-
tionship with our country? Do you
also have friends here, as well as
admirers?

AT: Thank you for your kind
words. | do have friends in
Prague. | went to art college with
some of them, and met some

of them later. | love Prague and
often visit the museums when |
come. In my younger years, | was
captivated by reading Franz Kaf-
ka. The mood of Kafka’s stories
and his novels greatly influenced
my work as well. Later on, when |
came to Hungary, | was attracted
by the symbolism in Czech

art, such as Alfons Mucha and
FrantiSek Kupka.

PV: The Mikulov collection is
keeping your drawing of a young
girls with tattooed arms, from
2009. Does it have a history of
its own? How was it created and
what is it related to?

AT: | was on an art residence in
Basel. | made series of drawings
titled: “Swimming in the Rhine".
This drawing was done as part of
that series.

PV: You have now been living in
Budapest for over fifteen years.
Why did you choose this particu-
lar European city? What are its
assets in your view?
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AT: | didn't choose Budapest. |
didn’t have money to go further
west. When | achieved some suc-
cess, | decided to stay because |
loved this city.

TOMAS TICHY

| HAD A VISION OF

A SYMPOSIUM WITH
FIGURATIVE ART

AS ITS FOCAL POINT

Petr Vanous: Tomas, how does an
active painter become curator of
the Mikulov symposium?

Toma3 Tichy: | had nothing to do
with it. Four years ago, lvan Neu-
mann, who played a part in the
selection of curators for future
years of the symposium at that
time, contacted me after seeing
one of my exhibitions. He invited
me to enter a curatorial project
in the selection proceedings. It
caught me by surprise initially,
but | accepted his offer after a
little thought. | wrote a curato-
rial plan that went through two
rounds of selection proceedings,
and it all finally came to fruition
almost four years later.

PV: How did you choose the
participants?

TT: Back then, the idea flashed
through my head that it would

be great to hold a symposium
made up of figurative artists. |
thought it would automatically be
something of a departure in the
context of the symposium and
the Czech Repubilic. | had a vision
of a symposium with figurative
art as its focal point, though with
each individual participant having
a different approach to it (the ab-

stract, the grotesque, simplifica-
tion, stylisation, etc.). It was also
fundamental for me for them to
be artists expressing themselves
about the world today, or for their
work to be an authentic testimony
about what they are experiencing
and what Man is today. I'll also
admit that | knew from the begin-
ning that | wanted to give greater
space to painting.

PV: You write in the project you
submitted that this year’s sym-
posium has no strictly defined
topic, but rather a “common de-
nominator” which is the “search
for humanity in a dramatically
transforming world”, a “world
over which we are gradually los-
ing control”. Could you elaborate
on your plan as curator in a few
sentences?

TT: Now, when | look back on

it, perhaps it seems a little too
fatalistic. Nevertheless, | am
convinced that we are living

on a threshold at an extremely
tense moment when we have

the tendency to bury our heads

in the sand in the face of most of
the truly pressing issues. We're
not dealing with them. Or we're
creating surrogate problems

that distract our attention from
the fundamental ones. We are
ceasing to know who and what
we should believe. We are letting
ourselves be deceived by influen-
tial figures of power and dubious
individuals. At the same time, the
boundaries between the real and
the virtual are becoming blurred,
which only serves to reinforce all
the above. This tension is neces-
sarily reflected in the work of
more sensitive artists.

| thought long and hard about the
choice of artists and assembled
a team of humanist artists whose
work | have been following for a
long time. | managed to form an
idea of a coherent exhibition from
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their previous work. | decided to
give them the greatest possible
freedom to create the kind of
things that make them unique
and that would come about natu-
rally anyway in their own studios.
| didn't want to place any restric-
tions on them with any concrete
specifications as that would
inevitably distort their work. It
was something of a step into the
unknown for me, but | think it
paid off thanks to the standard of
the work of all the artists involved.
| put the team together in such

a way that the one large set was
made up of groups of two or
three people with related person-
alities in terms of their means of
expression and intellect. | wanted
to put together an exhibition

that wouldn’t consider the given
contemporary topics in a super-
ficial manner, while not making

a merely pessimistic or cata-
strophic impression as a whole. |
think that, in spite of the difficult
subject matter, traditional media
make it possible to maintain hope
in the future and a sense of good
in general.

PV: How do you see the present
day? What do see as its dark
sides? What do your fears spring
from?

TT: Political developments in this
country and around the world
concern me. People are ceasing
to respect freedom and are calm-
ly replacing it with the false sense
of security provided by populists
and authoritarians. This makes it
hard to resolve the truly pressing
problems. Never in history have
we wrought such destruction on
the planet at such speed as we
are doing today.

| also believe that the majority

of the crises we face originate

in the family. We are the only
species of animal that makes

a radical change to the way in
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which it brings up its offspring

in every generation. We are
overly focused on performance.
Personally, | don't even want to
think about the trauma inflicted
by putting children in créches
three weeks after birth, for
example, which is common in
the developed world. | don't see
it as atrocious behaviour on the
part of mothers, but rather as a
problem of a system that gives
them little choice. A large section
of society today suffers from feel-
ings of solitude, alienation and
rootlessness. One wise man said
that most of the problems in this
world originate from the lack of a
sense of proportion.

PV: Do you think that art, and by
extension the cultural world as

a whole, should take a collective
stand against an external issue
or external conditions, or is it
something that we have to come
to terms with as individuals?

TT: | think that culture as a whole
has an important place in civic
society, as it has the strength to
connect people and motivate
them to think critically. We always
expect, however, that somebody
will emerge from somewhere
who can clearly formulate his or
her ideas even at the expense of
personal discomfort and who will
rally the rest of us behind them. |
also think that culture should not
be turned into a religion, because
it is not created by saints, but by
people.

PV: | see your principal input and
contribution in the fact that you
set the traditional media in art the
task of coming to terms with the
present day in all its complexity
and confusion. What advantage
do you think painting or sculpture
can have over more techno-
logically advanced “new” media?
What is, in your opinion, the role

of painting on the contemporary art
scene?

TT: | would first like to say that

| don't think there should be a
showdown between painting and
sculpture on one hand and new
media on the other. | see them
simply as various disciplines that
are separated by a natural space
without threatening one another.
Painting and, by extension,
sculpture are nearest to my heart,
and | am convinced that we have
something to offer the world. And
although we hear about a new re-
naissance in painting from time to
time, | still think painting deserves
greater attention in this country
than it has been getting.

Painting is unique both in terms of
the sheer number of approaches
and in the fact that it can work with
complex contemporary topics to
produce a visually attractive experi-
ence. Thanks to this ability, and

its ability to scrutinise itself — at all
levels - it has endured for centu-
ries and remains attractive to us to
this day. | believe that painting has
a simply fundamental position in
the global context.

PV: From a purely personal per-
spective, how would you charac-
terise the sensibility of painting,
which is also mentioned as a par-
ticular value in your curatorial plan?

TT: | perceive this sensibility on a
number of levels that go together
to form the work as a whole. We
can observe it both in the formal
method of depiction (colour, shape,
composition, material), and in

the creation of content and the
response to the subject mat-

ter. Personally, | believe that this
sensibility also leads to personal
introspection and a perspective on
your own work.

PV: You studied with the doyen of
the Czech school of restoration
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Professor Karel Stretti at the
Academy of Fine Arts in Prague.
What did this grounding teach
you?

TT: Professor Stretti was a real
authority for me, both profes-
sionally and as a person — mo-
rally. That is also why | remained
at the restoration studio through-
out my studies and didn't trans-
fer to one of the painting studios.
| enjoyed restoration greatly as

a field. | found it interesting and
it opened up a path for me to a
number of skills that | use in my
work to this day. | think, actually,
that restoration provides the
most classical painting educa-
tion today, in the good sense

of the word. | didn’t shut myself
off completely with the other
restorers, however, but also
regularly consulted a number of
other members of teaching staff
from other studios and there's a
great deal | have to be grateful to
them for.

| undoubtedly obtained a rela-
tively broad foundation there on
which | then began to develop
my painting and which | wouldn't
have found anywhere else. | also
got great creative freedom and
comprehension there. In the end
| essentially had two theses as
well, in restoration and in paint-
ing. Which almost cost me my
health at the time.

Professor Stretti taught us the
sensibility | was writing about,
though the way he presented it
also contained humility.

PV: What led you to your own
path as a painter?

TT: Painting always came first
for me. | paint because | have
to. I've also had to make a lot

of sacrifices for it in my life. In
the restoration studio, | had

the chance of seeing various
painting approaches across the
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centuries, which | found fasci-
nating. But nothing compares
to the process of creating your
own pictures. It is intoxicating
and | simply can't live without it.

PV: Is there a continuous long-
term theme in your paintings?

TT: | think the continuous sub-
ject matter is, in essence, what

| have described above. | use
various settings, but essentially
what is important to me is always
Man and his destiny.

PV: What attitude did you take

as a painter to the assignment of
this year's symposium? What did
you produce at the symposium
and why?

TT: At the time when the sympo-
sium was starting to get close,

| was at a stage when one long-
term cycle was gradually coming
to a climax, and | felt the need to
set out in a new direction. During
this previous phase | was ab-
stracting the human figure into
the form of some kind of digita-
lised structures that were only
evident in the picture at closer
inspection. Now | again wanted
to rehabilitate the human figure
as the main pictorial motif. | have
long been interested in pictorial
manipulation, and topics like
fake news and deepfake led me
to those broken figures that |
painted here. All these pictures
came about (deliberately) on the
basis of photographs found on
the internet that | subsequently
altered (manipulated) and re-
worked on the iPad. | then trans-
formed the digital sketch into the
language of painting with all the
acknowledged imperfections
and properties typical of digital
painting.

PV: What do you appreciate most
about the symposium?

TT: The friendships we made
there. | hardly knew most the
artists there before - | knew their
work well, but | met some of them
face to face for the first time at
the symposium.

The first days at the symposium,
when we were still acclimatising,
we all said we felt like we were
back at the academy. It really did
feel like that in some ways, except
we were at a slightly more mature
age here than we were back
then. Personally, | will continue
to draw on the conversations

we had there for a long time. |
think there's something cathar-
tic about someone else getting
such a close look at the cards in
your hand, and you getting to see
theirs, and it makes you feel the
need to justify certain aspects of
your painting to yourself anew.

| also consider it a success that
the symposium had an interna-
tional outreach in spite of the
adversity caused by the Coronavi-
rus pandemic.

PV: How did you cope with the
separation from your family and
working in a new environment?

TT: That was the most difficult
thing. We've got two small boys
and | couldn’t be without them
for a whole month. Fortunately,
we could have our families here.
| was on my own for the first two
weeks to acclimatise and for
organisational reasons, but the
whole family was here with me
for the second half of the sympo-
sium. | wouldn't have managed
here without the considerable
support of my wife.

The transition to the new en-
vironment wasn't the slightest
problem for me, surprisingly, as
the space | was painting in was
extremely pleasant and the thick
walls of the chateau gave us
some protection from the heat.
What's more, the chateau and the
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whole of Mikulov is extremely
pleasing and evocative - | will
remember leaving the chateau at
night and locking the wrought-
iron gate behind me for the rest
of my life.

PV: How did the role of cura-
tor suit you? Did you have any
particular expectations of the
symposium?

TT: You and the others are
probably better placed to judge
that. For me personally, | was

in an extremely unaccustomed
position. I'm not someone who
longs for roles of this kind. | tried
to listen rather than bringing my
ego to things unnecessarily. Par-
ticularly towards the end, | found
it an extremely demanding role. |
had a lot of telephone calls every
day and had to sort out various
technical and organisational
problems.

| think the energy we all put

into it can be used in the future
though — maybe we'll all meet up
again at another joint exhibition
in a year's time.

PV: What have you got planned
when you get home?

TT: As | indicated above, | have
a debt to pay to my family. It
was an extremely beautiful
month in Mikulov, but also an
extremely demanding one, and
now | want to make it all up to
my family and enjoy the rest of
the summer with them before |
start putting everything into my
painting again. If you're asking
about forthcoming exhibitions,
then the exhibition Rembrandt:
Portrait of a Man, which was
previously in Cologne, has just
opened at the National Gallery
- | have one picture there in the
accompanying programme.

An exhibition in Slovakia is also
taking shape.

DILNA 2020 INTERVIEWS

VITALY PUSHNITSKY
AT WORK | TRY TO
KEEP CLASSICAL
NARRATIVES IN MIND

Petr Vanous: Were you looking
forward to Mikulov?

Vitaly Pushnitsky: Yes, | was. In
my opinion it could have been a
good opportunity for co-opera-
tion, and it also became a chal-
lenge - the situation changed
and we had to find new ways

of communication. | appreciate

everything as a new experience.

PV: You were unable to leave
Russia due to the outbreak of
the Covid-19 pandemic, so your
participation in the Mikulov
symposium only took place on
an on-line level. How did you
feel about this situation?

VP: It was my first on-line sym-
posium and | felt disappointed
at the beginning. | have never
considered any on-line platform
as a good communication
resource. But after reflecting for
some days, | realised it was just
an instrument or a tool for a re-
ally traditional way of associat-

ing: discussions and arguments.

It didn't matter how, but we
were in touch and there was a
feeling of presence.

PV: How did you personally
experience the measures taken
against the spreading of the
pandemic in Saint Petersburg?
Was this limiting in any way for
your work and the active artistic
life that takes place where you
live?

VP: To be honest, my life didn't
change a lot. | visited my studio
as always. I'm usually there
alone, so it was the same work-

ing process for me and | didn’t
change anything. But of course
I've observed all the measures
to protect myself and my family. |
postponed some of my exhibi-
tions to have a traditional off-line
opening later. | have never done
as much on-line activity before
and this transition to life on-line
was too fast sometimes, the
rhythm of life became different.

PV: Did you adopt any temporary
personal measures, did you

go through a private “state of
emergency”?

VP: | really sympathise with
everyone affected by the state
of emergency and | regret all the
damage the coronavirus disease
has caused us. But | didn't
spend any time observing the
quarantine or being monitored
for COVID-19 contacts. Here in
Russia we have strict recom-
mendations about what to do
and what measures are enough
to be safe (or to think that you
are safe), so | followed the
instructions and that’s what I'm
going to do. | think it's a piece
of Buddhist wisdom, though it’s
unfortunately more famous for
being a motto of the Masonic
order - “just do what you have
to and let it be everything that is
going to happen”.

PV: Your paintings were first
presented in the Czech Republic
in 2013 as part of the Nightfall
project at Prague’s Rudolfinum
Gallery, along with the works by
another member of the Mikulov
symposium, Alexander Tinei.
Jane Neal’s exhibition project
considered “the nightfall of an
era, civilisation, thoughts”. It
raised questions about certain
characteristics of the crisis of
Western society and global soci-
ety as a whole. s this also a topic
you are interested in?
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VP: Yes it is, but | have certainly
developed the idea. Now | am
more involved in the ecological
agenda and | think about the
post-apocalyptic laws of life when
the protagonist is united with

the new, not only by perception
but also biologically. | try to keep
in mind classical narratives, so

| reinvent modern images using
a deep platform of cultural herit-
age (not only painting, but also
literature, history and art history).
But my view is positive — after the
night, | expect the morning. At the
same time, we can't start from

a blank sheet of paper. There

is always something written on

it that we can’t and shouldn't
rewrite. We can't make the sheet
clean again.

PV: Over the long term, your
paintings have been showing
work with certain elements of
memory. They are like a kind

of impersonal glance into the
past. How do you feel about the
past and how do you deal with it
today?

VP: What is the past? We really
think that it is the only constant
substance that is fixed and
described. But take a look into
your own families. You mother
told you some story when you
were young, then she repeated
this story when you were older,
then you remember that story
when she passed away... | really
doubt that it is the same story.
We change our memories. It is

a natural process. You're lucky

if you can catch the moment
and determine the difference —
how did | remember this or that
when | was a child and how do |
remember it now?... | extrapolate
this idea of the fragility of human
memories into art history. How
do we really remember it? How
do we pervert it due our personal
experience and philosophy?

PV: As a Russian, what is your
perception of the current global
developments?

VP: | feel sorry that the world

is closed now. It's impossible

to travel. | have a Soviet back-
ground and | can't avoid the
comparison with the USSR'’s
state of competitive mood. But

| don't feel staying on any side.
I'am involved in the global art
process, without nations or poli-
tics. | just see the consequences
of politics but it isn't my topic at
all. | consider art as a language
and my themes are about ways
and methods of thinking. It isn't
“Russian” or “American” or “Eu-
ropean’, it's artistic.

PV: And what is your perception
of current developments in the
art world?

VP: | think the art world is now
turning into art management.
The good art manager dealing
in art is more successful and
well known then an artist who
is not skilful enough at promot-
ing his art as a manager. We
live in a time when not just the
quality speaks - the efforts

of art promotion speak even
louder. The idea is nothing, the
brand is everything. That's why
| consider art as the strongest
voice speaking about quality as
a phenomenon.

PV: Do you have any professional
or friendly contacts in the Czech
Republic? Do you ever come
here?

VP: | have been in Czech
Republic twice and would like
very much to return and visit this
country often. | like the culture
and the atmosphere of this coun-
try. After my Rudolfinum project |
had some professional contacts
but, you know, all these links
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become weaker with time. It's a
pity that | couldn’t come and take
part in this symposium off-line.
Making contacts and connec-
tions is one of the purposes of
such collaboration.

PV: You sent two paintings to
Mikulov - Self-Portrait (2019) and
Birdsong | (2019). How were they
created and are they tied to a
specific story?

VP: They are both part of my pro-
ject devoted to plants and forests.
| can say that it is the beginning
of a new series and I'm still work-
ing on it.

PV: A closer look at your
paintings reveals combined
techniques layered one on top

of another in a very complex
manner. Could you describe your
work process when creating a
painting?

VP: As | have said, my work is a
way of thinking, so it literally re-
flects the process: layers, images
and conclusions.

Where do you draw your inspira-
tion from?

VP: | read a lot. | travel sometimes
when possible. | listen to music or
a podcast while working.

Do you have a favourite contem-
porary painter?

VP: There isn't just a single name
to which | feel such a personal
connection that | can say he is my
favourite painter. But | search and
research, and in various periods
of my work | have preferred one
painter or another.

PV: Do you know any Czech
authors? Are you familiar with the
Czech culture apart from the field
of fine art?
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VP: | have read books by Milan
Kundera and | remember and love
the famous “Little Mole” cartoons
(by Zdenék Miler) from my child-
hood. At school we had a deep
connection with Czech history
(especially The Hussite Wars)
and | certainly studied art history
(including Czech art history) at
the Institute of Fine Arts.

PV: Will you be coming for the
launch of the catalogue next year
if the situation permits it?

VP: Yes, I'd like to.

JAKUB TOMAS

IT WAS HALF AND HALF
WITH THE SUBJECT
MATTER...

Petr Various: You were one of the
few participants who brought
two carloads of things to the
symposium, including a reference
library that you made available to
everyone. Do you do this every
time you go anywhere for a long
time?

Jakub Tomas: Yes, unfortunately
that's what I'm like. When | go an-
ywhere for a long time (if it's not
across the ocean) | have to take
loads of stuff with me, favourite
books and so on, so it feels like
home and | can adapt better to

a different environment. At the
same time, this habit annoys me
greatly, as it makes me aware of
my dependence on the material
world, which | drag around with
me like a ball and chain. But I'm
glad if my mobile library was of at
least a little help to you.

PV: As well as a library, you also
brought a great deal of pho-

tographic material to cut up,
coloured paper, wooden sticks,
polystyrene and fabrics... how
is that associated with your
painting?

JT: This material is an integral
part of my preparations for my
pictures. | use it to make models
that | paint from. This approach
suits me mainly because | work
out in advance what | want from
a picture and can establish the
composition, light and colour.

It also has its negative aspects,
of course, such as the longer
preparation time and a tendency
towards a dependence on the
model.

PV: You began audaciously in
Mikulov with an erotic motif. Did
the hot summer have anything to
do with that?

JT: Yes, it was probably the hot
summer)), but the motif of the
copulating couple had already
come about during the spring
quarantine and bore the title
“Instinct of Self-preservation”.
It's something of a recollection
of that strange time when there
was really nothing much else
to do. The title is also associ-
ated with a theory that says that
sexual desire increases when
humanity is threatened as a tool
of human self-preservation.

PV: You created a number of 3D
models here. Some of them were
presented in display cases at the
final exhibition. Do you consider
them works of art in their own
right? Or just now and again, and
they tend to be more like work-
ing materials?

JT: At first 3D models truly
served just as preparatory
materials and there was no way
| wanted to present them. | then
reassessed this strictly dismis-

sive view gradually and | often use
models at exhibitions, though |
don't use the compositions that
can be seen in my pictures - |
disassemble the original models
into individual components and
assemble or combine them into
other new contexts. | also fix mo-
dels in epoxy resin to make them
more durable.

PV: What would you say about the
motifs and subjects that occurred
to you in Mikulov? Were they con-
nected with the place, or do you
carry them around with you?

JT: It was half and half with the
subject matter. | brought some
ideas with me and others came
about under the direct influence
of the place.

PV: What did you produce here?

JT: | probably painted seven pic-
tures in Mikulov, mostly medium-
sized and large works.

PV: You produced a lot of things
here. Are you always so hardwork-
ing, or was this made possible by
your residence here and the time
and space for continuous uninter-
rupted work?

JT: I think I'm really quite hard-
working, but residential stays
speed up the tempo even more.
You are torn from your ordinary
life and the place where you live,
you don't have to worry about the
running of the home and other
things that distract your attention.
You can immerse yourself com-
pletely in your work and produce a
number of decent things relatively
quickly. | think | need a “painting
camp” of this kind at least once
ayear.

PV: Why the picture Beekeepers?
Do you have any specific relation-
ship towards beekeeping?

DILNA 2020 INTERVIEWS TOMAS W PICS PAGES 54-57 156-157 180

JT: Yes, beekeeping is my hobby.
I'm an amateur, with around five
hives. I'm fascinated by the com-
munal life of bees, how organ-
ised they are, and their intercon-
nection with other processes in
the landscape.

PV: | consider your Nymph the
best picture you produced here.
How did it come about?

JT: Nymph was one of the first |
did here and is one of the ideas
| brought to Mikulov with me. |
used a cut-out reproduction of a
statue and made a paper lattice
over it. | wanted to achieve a
voyeuristic effect, to create a
“boundary” between the viewer
and the subject. The lattice
essentially cuts the subject into
smaller fragments that can be
seen as individual pictures.

PV: Your typically stylised picture
Six Painters is also striking. What
lies behind its title?

JT: There are really five painters
(four men and one woman) in the
picture. It's a kind of joint portrait
of all the painters at the sympo-
sium, but | couldn’t get the sixth
to fit into the composition. In the
end, | used the title in English,

as the word painter covers both
sexes, unlike the Czech word.

PV: You had a bicycle here. What
trips did you make?

JT: | rode my bike to swim in the
local quarry, which is abso-
lutely great, but | tended to walk
around the surrounding area on
foot. You enjoy the landscape
most that way, but | may have
travelled around more on the
skateboard | took off my son. It
was great along the marble cor-
ridors at the chateau and was an
excellent means of transport, for
going to the toilet for example,

considering the size of the place.
And, what's more, it has illumi-
nated wheels, so it was a great
spectacle at night!

PV: Do you consider exercise im-
portant for painters? This ques-
tion follows up from the words of
the P.E. teacher Professor Kficek
at the Academy of Fine Arts, who
liked to say that “the body is the
cathedral of the soul”.

JT: Exercise is probably impor-
tant for everyone, painters not
excepted. Painting itself is, to

a certain extent, a demanding
physical activity, particularly if
you are painting large pictures.
Of course, what Professor Kficek
said is gospel truth. Everything
Professor Kricek said is gospel
truth!

PV: One of your pictures was
connected with the local land-
scape. Which one?

JT: You are probably thinking of
the picture that is dominated by
a white rock formation. It is also
one of the first pictures | started
at the symposium. Then | set it
to one side and only finished it
just before the end. It is a kind of
reminiscence of the local land-
scape in which formations of this
kind are common.

As you come from lJihlava, |
consider you something of an ar-
tistic link between Moravia and
Prague. This was confirmed for
me during our time in Mikulov,
where you always seemed to be
running into someone or other.
Do you have a lot of friends in
Moravia?

JT: Jihlava lies on the border
between Bohemia and Moravia,
and Prague is almost as close
as Brno or Vienna. I've got a lot
of friends and acquaintances in
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all these cities, and Mikulov is a
hotspot for people from all over
the country and the surrounding
area in the summer.

PV: Looking back, what do you
appreciate most about the sym-
posium?

JT: The relatively carefree time,
the great facilities and the
people who looked after us. |
also enormously appreciate the
fact that Tomas Tichy was nice
enough to choose us. | think
we all got along nicely together.
It was an experience to last a
lifetime.

MARIE TOMANOVA
I'M NOT A
DOCUMENTARY
PHOTOGRAPHER WHO
THROWS HERSELF
INTO DANGEROUS
SITUATIONS

Petr Vanous: Your inclusion in
this year’s Mikulov symposium

is logical, and not just because
of the connection between your
work and the topic of this year's
event as defined by curator
Tomas Tichy. You grew up in
Mikulov, so this is something of a
homecoming for you. What does
it feel like?

Marie Tomanova: It is a great
honour for me to be part of the
Mikulov symposium. | always
looked forward to the sympo-
sium since my early teenage
years. It was one of the biggest
events of the summer for me.
The symposium always brought
interesting artists to the town,
and it was inspiring to watch
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them at work, to meet them in
the cafés and wine cellars, to
encounter and discuss new per-
spectives on the world. It always
brought a fresh new wind into
the monotonous life of a small
town. To be on the other side for
the first time, to be actually tak-
ing part, is like having one of my
childhood dreams come true.

PV: There were problems with
your participation in the sympo-
sium in person associated with
the global Coronavirus pan-
demic, as there were for all the
participants from abroad. You
live in NYC. Were you unable to
travel in view of the situation?

MT: The situation with the
Coronavirus in New York was
still very bad at the time we were
planning my trip to Mikulov for
the symposium. NYC returned to
“everyday life” much more slow-
ly than the Czech Republic, for
example, in view of the rhythm
of NYC, its dense population
and the irresponsible way the
pandemic was handled at the
beginning. It was extremely risky
to travel under those conditions
and | didn't want to put my fam-
ily or the other people around
me in any danger.

PV: How do you see the situation
through the eyes of New York?

MT: NYC experienced a number
of fundamental changes and
moments of drama during the
spring and summer of 2020
and | think the autumn will be
even more difficult, what with
the pandemic, the quarantine
and the lockdown of the city,
the tumultuous protests for
racial equality and against
police brutality, and the drama
of the forthcoming election. It
is really an extremely turbulent
time that's bringing with it a lot
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of difficult emotions rather than
hope. It's hard to watch without
falling prey to depression and
hopelessness.

PV: Has the epidemic impacted
you personally? Has it interfered
with your way of life in the USA?

MT: Life changed extremely dra-
matically during the pandemic,
particularly in a big city like NYC.
We live right in the centre of
Manhattan, in the East Village,
which is great in normal circum-
stances, but everything that the
big city usually has to offer dis-
appeared during the pandemic.
\We were shut up in our one-
room apartment for more than
three months, without a garden,
with no chance of much in the
way of exercise, and scared to go
out because we were trying to
avoid coming into contact with
people. It took a long time before
people in NYC started wear-

ing masks and you had at least
some feeling of safety when you
went outside. The sidewalks in
New York are narrow and make
social distancing difficult. There
were queues at the food stores
and you had the feeling that
there were still simply too many
people everywhere for you to
feel safe. The situation improved
over the summer and masks
became new standard wear. But
the initial shock, which lasted
several weeks at the beginning
of the pandemic, was very hard.
| had a number of exhibitions
planned, which were put off until
next year, and a lot of travel for
magazine photography, which
was unfortunately mostly can-
celled. I'm the type that likes to
have plans, and | work for weeks
and months on most of my
projects. So it was hard to watch
everything suddenly evaporate.
On the other hand, it was a
transformational time for me and

| began to think about time, and
what to fill that time with, from a
completely different perspective.

PV: The subject of your photo-
graphic work is the diversity of
culture, ancestry and civilisation
among the inhabitants of the
USA, along with all the advanta-
ges and handicaps that go with
it. You express yourself relatively
directly and bluntly. What leads
you to work in this way? Are you
following in the footsteps of any
of your role models in photo-
graphy?

MT: The initial subconscious
motivation for the project Young
American was simply meeting
people and the desire to make
friendships. When | moved to
NYC, | didn’t know anyone here.
It was a complete step into the
unknown for me and | missed
the group of friends | left behind
in Mikulov a lot. Photography
provided me with an opportu-
nity to start a conversation with
strangers, a reason to meet them
and spend time with them, a
way of sharing life stories with
them and getting to know them.
A lot of the people | photograph
are from other parts of America
or other parts of the world and
came to NYC with similar desires
to me. To be what they want

to be and make their dreams
come true. NYC is an extremely
liberal and freethinking city

full of creative energy, and the
people | photograph represent
the America | came here for. It
is a different America to the one
represented by Trump and his
administration. It's the America |
want to belong to.

PV: What does freedom mean
to you?

MT: Freedom for me means that
| can leave the United States and
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then go back again. My com-
plicated immigration situation

in the USA has defined my life
fundamentally and meant | didn't
get to see home for eight years.
The freedom of movement, the
right to vote, gender and race
equality, freedom of religion and
attitude to life. Freedom means
that | can take photographs,
exhibit and work. Freedom for
me has a great many levels,

and | think that we often take it
for granted and don't respect it
enough.

PV: How do you work in the field?
Is it difficult being a photogra-
pher in dangerous places?

MT: | don'’t take photographs

in dangerous places. I'm not a
documentary photographer who
throws herself into dangerous
situations. My approach to
photography is quite the op-
posite. I'm meeting people for
the first time, so it's important

to me to chat to them, to get to
know them, to find a link and a
connection. Only then do we get
to the photography. Most of the
time, it's about sharing experi-
ences and our view of the world,
anyway.

PV: Do you have any taboos you
won't break in your work?

MT: Forcing someone into any-
thing outside their comfort zone.
No photo is worth making the
subject feel uncomfortable. For
me, it's important for the energy
in front of the camera and my en-
ergy behind the camera to come
together in a certain harmony.

PV: Have you felt any funda-
mental transformations in the
lifestyle there in the time you've
been living in the USA? The large
bigboard photo of BLM says a
lot...

MT: | think the problem is

more that the fundamental
transformations in American
society still haven't happened
yet. That's why the Black Lives
Matter movement is so impor-
tant and why it needs to be
given the appropriate attention.
It's a problem that has been
choking America for a long time
and one with deep roots. | have
a lot of black female friends, and
it's important to realise than any
one of them could have been
Breonna Taylor. The helpless-
ness and inequality is so scary
that it's impossible to describe
how it can even still be possible
today!?? Change is absolutely
necessary, and the fact that
thousands of people have
demonstrated all over the world
without it having the slightest
influence on the decision of the
court about the responsibility
of the police force that has the
death of Breonna Taylor on its
conscience is totally incompre-
hensible to me.

PV: What's the mood in society
like in New York now?

MT: Tense. As | have already
mentioned, we are fearing the
worst about this year's election.
No matter whether Trump wins
again or whether he loses and
won't give up the presidency
voluntarily, which is also a
possibility. It's frightening, and
there’s a lot of hopelessness
for me about it in view of the
fact that | don't have the vote in
America. Trump’s bad leader-
ship is reflected in both the
mishandled situation with the
pandemic and the lack of pre-
paredness for a second wave in
the autumn. The only positive
thing about it is seeing the de-
sire among people for solidarity
and community support. We're
all in it together.
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PV: How are you personally
handling the cultural contrasts
between South Moravia and life
in a global metropolis?

MT: On the whole, my departure
to the United States was an
impulsive act that came after |
completed my master’s studies
at the Faculty of Fine Arts in
Brno and didn’t know what to do
next. Originally, | thought I'd be
in America for six months, a year
at the most. In the end, | didn't
come home to Moravia for eight
years. My first visit after so many
years was extremely emotional
and transformative in many
ways. | came home for two and a
half weeks for the Christmas of
2018 and the beginning of 2019.
It was a strange feeling — to be
home, while also experiencing
the feeling of not belonging.
Suddenly | didn't fit in with
everything | had left behind. It
was a feeling very like the one |
had experienced when | got to
the USA. The cultural differences
between my life in Mikulov and
my new surroundings in America
were enormous and it took me a
long time before | integrated in
America. The difference was that
when | arrived in America | was
prepared for the fact that | was a
foreigner, an immigrant, and that
everything would be new to me.
But coming home, to the place
where I'd grown up for 26 years,
and feeling like | didn't belong,
like a foreigner, was much harder
for me.

| took photos every day the first
time | came back. | was fascinat-
ed by completely ordinary things
that | would never have found
interesting before, but that sud-
denly had an even deeper mean-
ing. The two chairs that Mum
and Willy always sit on. Suddenly
| could touch them. | could pho-
tograph them. Spectacles and a
lipstick that are the only things
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left of Granny’s who | never got
to see again. The reflection of
the red sunset on our garages
behind the house. It was sud-
denly so exquisite and precious
to see it with my own eyes, to be
there, to be home. The series It
Was Once My Universe, which |
then exhibited in Tokyo, Prague
and Berlin, came of it.

PV: A year ago, in the autumn

of 2019, you had a relatively
large exhibition entitled Young
American at Gallery Entry at the
Pragovka Art District in Prague
where you combined static
photography with video. In what
way is the contrast between
the static and moving image
important to you?

MT: The combination of large-
screen projection and archive
prints forms the basis of most
of my solo exhibitions. | like
seeing photos in a real space
and working with their installa-
tion. It's important to me to print
photos in large sizes. | generally
work with formats of around
100 x 150 cm, which means

the subjects are presented at
almost life size. To be honest,
I'd prefer even larger formats,
but it's complicated techni-
cally and financially. At that
moment large-screen projection
fits together with it nicely. It
gives me a unique opportunity
of controlling the space and
filling it with hundreds of the
faces of young people at a

size of several metres. There's
an almost stunning strength

to it that gives the subjects
photographed much greater
importance. The viewers stand
face-to-face in the direct gaze
of people who are looking at
them from a face several metres
in size. Video projections allow
me to incorporate far more
photographs into an installation
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than would be possible if | was
working just with prints. I'm
more interested in how the two
formats enrich and complement
one another than | am in the
contrast between the static and
moving image.

PV: You photograph in colour.
You even studied painting in
Brno. What do you see as the
role of colour in your work?

MT: Colour photography suits
me best. | tried photographing
with black-and-white film, but
it wasn't what | was looking

for. It was only half the pleas-
ure. At that moment | realised
what an important role colour,
analogue film, good light and
flash photography play for me. |
use a Yashica T4 and a Contax
T3, usually with a flash, and |
use Kodak Gold 200 film. It's a
combination | trust and it works
very well for me.

PV: You exhibited a total of
seven photographs and one
bigboard in Mikulov. A certain
inner tension is evident in them.
How would you comment on
the selected images as the
artist?

MT: The original plan was to go
home, to Mikulov, and spend
the longest time I've spent there
since | left for the USA, which
was extremely important to me
personally. This didn't happen

in the given circumstances and

| spent the summer of 2020 in
New York. It was an extremely
tumultuous year, and the impact
of the pandemic and the Black
Lives Matter protests both
came to a head in the summer
when | was working on the pho-
tographs for the symposium.
New York was caught up in un-
certainty, fear, anger and a de-
sire for solidarity, equality and a

better future. The tension could
be felt in the air everywhere, so |
am glad that it's reflected in the
photographs.

PV: What are you working on
now (the autumn of 2020)?

MT: I'm delighted we have man-
aged to open what is my largest
solo exhibition to date - Live

for the Weather - at the Czech
Centre in Berlin as part of the
European Month of Photography
(EMOP). It was practically a mira-
cle that | managed to travel there
with curator Thomas Bechdel
and that both the opening and
the accompanying programmes
could be held successfully
under the given health regula-
tions. There was an enormous
response to the exhibition, which
was selected by the EMOP as
one of the TOP 5 exhibitions at
the biennale. The Czech Centre
in Berlin is housed in an amazing
building with a beautiful gallery.

| am exhibiting more than 200
photographs there, and they will
be on show until the middle of
November.

I've also got some photographs
from the cycle New York New
York at the exhibition On the
Inside: Portraiture Through Pho-
tography, which can be seen at
New York's C24 Gallery in Chel-
sea until the end of December.
The curator of the exhibition is
David C. Terry and the exhibition
is also presenting works by my
favourite artist Pixy Liao as well
as Lisa Crafts, Laura Heyman
and Sven Marquardt.

And my largest forthcoming
project is my second book,
which | am now working on.
There's a great deal of personal
passion and grand dreams in it,
so it will be one from the heart.

| can't wait to be able to reveal
the details at the beginning of
next year.
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BARBORA KURTINOVA
I'M LOOKING FOR

A PLACE FOR A GIVEN
THING. AND A THING

FOR A GIVEN PLACE

Petr Various: What is the role

played by a symposium assistant?

Barbora Kurtinova: Officially, or
rather from my first conversations
with symposium guarantor Adam
Vrbka, | understood the role of
symposium assistant as being a

helping hand for all the artists tak-

ing part. Such as helping stretch
canvases and other preparatory
work, and later clearing the indi-
vidual studios and helping with
installation... Or running the art
workshop for children during the
open day.

PV: And what did the real work
turn out to be?

BK: In the end it turned out that |
didn’t have to do anything special
for anyone. All the artists and the
theoretician and curator operated
quite independently, apart from
their joint debates and consul-
tations about their art works. |
hope there wasn't anything they
needed. The only task | had that

| really did see as a duty was the
open day when | had to run the
workshop for children | men-
tioned. In the end | didn't feel this

as something | was pressured into

doing, but rather as a pleasant
Sunday afternoon with children

who shared their genuine honesty

and playfulness with me.

PV: You draw a great deal. You
studied illustration and scientific
drawing at secondary art school
and have gone through three dif-
ferent studios (run by J. Danék, P.
Lysadek and now E. Cabalova) at

at the University of Ostrava. Why
this migration?

BK: To put it simply, | have a
nomadic spirit and don't last long
in one place. | took my bachelor
studies under Professor Josef
Danék. And | started feeling

the need for change during my
third (and final) year with him.
And these changes then came
quite suddenly and without a lot
of thought, which is just how |
behaved. | hardly lasted a whole
study year with Professor Petr
Lysacek because | was still in
the same town, my home town.
That's not such a great change
for a restless young soul.

PV: You had a work placement
with Milena Dopitova at the
Academy of Fine Arts. What kind
of experience was it when the
studio is run by a female artist?

BK: That was why | applied to
Professor Milena Dopitova at
the Academy of Fine Arts in
Prague. Where they took me on.
It wasn't exactly a work place-
ment, but | hadn't really thought

this change through and | got into

financial difficulties. | couldn’t
earn enough to pay the rent, let
alone devote myself to my stud-
ies. | was quite embarrassed as

| wasn't operating at a hundred
percent. And | couldn’t handle
the situation mentally either. So |
disappeared from the Academy,
quite literally. | began working so
| could get back on my feet. And

| said to myself, “I'm never going
to do art again!” A year to the day
later | was back in Ostrava, and
have stayed there ever since. And
it's a more affordable city for me. |
worked in a coffee bar in Ostrava
for a year. But it didn't satisfy

me, so | applied to do master’s
studies with Professor Eliska
Cabalova who runs the book

the Faculty of Fine Arts and Music design studio where | realised
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how much | enjoy illustration. And
on the whole | find the free choice
of medium essential in spite of the
commitment to learning a craft
such as bookbinding. So that's the
reason for the migration.

PV: And what about Christian
Macketanz’s painting studio at
HfBK in Dresden? What was that
like? Any observations or impres-
sions of the capital city of Saxony?

BK: My desire to escape from Os-
trava was born in Christian Mack-
etanz's studio. It was an extremely
satisfying experience for me. |

had never experienced a painter’s
studio before, and | could say that
that was where | learned to paint. |
was greatly impressed by the work
of Ralf Kerbach, also a professor
at HfBK in Dresden, when | first
saw his pictures in the gallery
there. | visited Dresden’s galleries
and exhibitions regularly with his
students. They also had a big influ-
ence on me. Today, Saxony is an
extremely enticing locality for me
for its artistic and musical experi-
ences past and present.

PV: As far as media are con-
cerned, your work straddles a

line between drawing, images,
objects, object situations, textile
objects, embroidery, artist’s
books, text images... Are you look-
ing for a medium suitable for you,
or do the topics you choose find

a specific medium of expression
through you?

BK: You could say I'm still looking
for the right medium. Maybe |
haven't got tired enough of any
of them to choose just one. |
enjoy combining the media you
mentioned. And | would like to
produce an installation one day
that would work as a “gesam-
kunstwerk”. | mean, not just that |
would use various media, but that
they would also be site-specific
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so that their composition makes
a cosy impression. Just like when
someone moves and settles into
their new room. They look for

a place for a given thing. And a
thing for a given place.

PV: What medium feels closest to
you at the moment and why?

BK: The medium | gravitate to-
wards most is drawing, since that
is where all my ideas are born.
As Josef Danék said, it is the
“thinking tool”. But sewing is also
an extremely important medium
for me. And textiles in general.

It would be unbearably limiting
for me if | had to choose just one
medium.

PV: You acquired a sewing ma-
chine at the symposium and were
really quite hardworking. What
were all the things you made
here?

BK: | worked on a number of
things at once, as | am incapable
of concentrating on just one. |
began with ink on paper and on
textile. | felted pictures onto it
with sheep’s wool, such as felt
flowers from Holy Hill. Later | con-
centrated more on sewing a giant
monster of a head that is related
to childhood memories and to
the reality of bailiff's offices in the
Czech Republic. The artist’s book
created here also relates to the
same topic.

PV: Symposium guarantor Adam
Vrbka and | were both impressed
by this artist's book, your small
notebook entitled “Power is a Dis-
ease”. How would you sum it up?

BK: This book, in essence, puts
forward the view that the Czech
model of the bailiff system is an
obsolete anachronism. Itis a
report, an experience from my
childhood, when my mother, as
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a single mother of four children,
was fighting a bailiff's order.

PV: Did you also produce some
drawings outdoors here in Miku-
lov or were inspired by the town
exteriors?

BK: Basically yes. This town has
had an influence on me since

| was young. We used to come
here on days out with my aunt.
Then | used to come to Mikulov
on my own when | had grown up
every time | visited my grand-
parents in the village of Bavory.

| used to walk along a country
track alongside the Palava Hills.

| didn’t actually do any plein-air
drawing this year. | might find

a few drawings of the town exteri-
ors, but that wasn't the main
subject of my work.

But the atmosphere at the
chateau is different to the town
and the surrounding area. |

was drawn to the slightly scary
silence and darkness in the corri-
dors and the nooks and crannies
in the evenings, which is why |
chose titles like Monster. At the
chateau, a giant bailiff's head

is just as haunting as the burial
robe of Marie Anna Josefa von
Dietrichstein exhibited at Mikulov
Chateau.

PV: Some of your drawings have a
zoological subtext (beetles). Why?

BK: | find beetles the most inter-
esting insects. | came across an
endangered species of beetle
on Néadrazni Street, the busi-

est street in the city, on my way
from Ostrava. It was a European
rhinoceros beetle. So | had to
draw it as soon as | arrived at the
symposium in Mikulov.

PV: Your “embroidered” picture

Monster Il is one of the works to
stay in the collection in Mikulov.
What inspired you to produce it?

BK: The picture Monster Il is the bo-
geyman that's meant to depict the
financial power that casually divides
our society into a lower and higher
class. An invisible evil, just like the
capitalist world.

PV: Looking back, what do you
appreciate most about the sympo-
sium?

BK: This was my very first sympo-
sium. | was thrilled by my whole stay
in Mikulov, where | got the opportu-
nity of having a whole month free for
the first time. | mean, no part-time
job and being able to devote myself
to my work instead. For me, it was
fulfilling time spent with no stress.

PV: | found out from our talks
together that you also play music.
What kind?

BK: Postpunk. A style of music that
appeared in the second half of the
nineteen seventies. | can't say we
play this style of music deliberately
with the band, but if | was to make a
comparison, then it's probably sim-
plest. | met the wonderful people
from the band at the right time and
place. And if any relationship with a
group of people has been extraordi-
nary in my life, then it's this one. We
played together in Saxony, where we
loved the music scene, and not just
postpunk.

PV: Where are you headed when
your residence in Mikulov ends?
What are you planning?

BK: I'm going to England for the
apple harvest like | do every year to
make some money for the last year
of my studies. And then, | hope to
be able to devote my full attention
to my thesis. Then | hope, finally, to
move to the whirlwind of Vienna and
the big city. What comes after that
is the distant future for me, which
is something | definitely don’t want
to plan.
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ALES BRAZDIL

*1983

studied at the Academy of

Fine Arts in Prague 2003-2009
(Traditional Painting Techniques
- Painting IV, Studio of Professor
Zdenék Beran). Ales Brazdil's
painting is based on the artistic
reworking and interpretation of
configurative content he finds
(reproductions, photographs,
video) that focus on various
themes (the music scene, the
horror genre, erotica). He works
with the principles of visual “un-
certainty” and “irritation”. He is
fascinated by the existence of a
time vacuum that was once fixed
and saved in order for the artist
to find it anew one day and use
it as a point of departure for his
pictures. He refers to these hid-
den subjects as “visual wrecks”
waiting on the bottom of the digi-
tal ocean in the realm of social
networks and the internet. From
his original “painting noir”, mak-
ing use of a range of transitions
within the monochrome, the
artist has gradually progressed
to work with colour and its
expressively shifted application.
Illusive flowing painting takes on
a more expressive and vital form.
The artist’s work can be found,
for example, in the collections

of the National Gallery in Prague
and the Jana and Milan Jelinkovy
Foundation. An extensive artist’s
catalogue of Brazdil's work came
out in 2019 in the Badokh Edition
(volume 9).

BARBORA KURTINOVA

*1994

is a student at the Faculty of

Fine Arts and Music at the
University of Ostrava (2013-16 at
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the Drawing Studio of Profes-
sor Josef Danék; in 2016 at the
Intermedia Art Studio of Profes-
sor Petr Lysacek; since 2019 at
the Studio of Book Design and
Animation of Professor EliSka
Cabalova). In 2015, she went on
a study trip to HfBK in Dresden
(Painting Studio, Professor Chris-
tian Macketanz). In 2017-18, she
studied for less than a year at the
Academy of Fine Arts in Prague
(Intermedia |, Studio of Profes-
sor Milena Dopitova). Barbora
Kurtinova’s work to date has
been characterised by an open
subject matter and ambiguous
media grounding. Her approach
to art is something of the nature
of a nomadic search. The top-
ics she deals with are often
extremely personal and are de-
veloped in media configurations
in which drawing, painting, work
with text, sewn and improvised
objects, etc. often appear. The
ideal model for their presenta-
tion is the spatial installation.
The artist also has an inclination
towards illustration and the book
format. Delicacy of form and

a rather introverted means of
expression are contrasted with
critically conceived social topics
and the courage to throw them
open. In addition to her own
work and applied art, she also
devotes her attention to music.

ONDREJ OLIVA

*1982

studied at the Academy of

Fine Arts in Prague 2005-2010
(Sculpture Il, Studio of Jaroslav
Réna). He took part in the sym-
posium | semana del marmol

in Spain in 2006 and the 2nd
International Sculpture Sympo-
sium in Mugla, Turkey in 2011.
His own sculptural work inclines
towards the succinct shape and
geometric scheme of materials.
He finds inspiration primarily in

nature. He often works with the
lost-wax technique, which allows
him to work with the naturalistic
surface of natural materials. He
prefers to cast his final sculp-
tures in aluminium or bronze. In
addition to his own sculptures,
he also produces realisations

for the public space, of which

he has, for his age, already pro-
duced a relatively large number
(for example, the plaque Alucast,
New Jubilee Spring, Luhacovice,
2013; Fountain, Uhersky Brod,
2015; Tree of Knowledge, Centre
of Moravian Slovakian Traditions
in Modra, 2016; sculptural work
for the grave of Josef Masopust
at the Slavin in VlySehrad, Prague,
2017; a commemorative plaque
for Jan Antonin Bata in Zlin,
2018). The Monument to Recon-
ciliation in HoleSov, for which the
artist won the public sculpture
tender, is now in the process of
realisation (August 2020).

HANA PUCHOVA

*1966

studied at the Academy of Arts,
Architecture and Design in
Prague 1991-1997 (lllustration
and Graphics, Studio of Profes-
sor Jifi Salamoun). She went

on a study trip to Marseille in
France in 1996. She is a signifi-
cant figure on the art scene in
Ostrava, where she belonged to
the generation of kindred artists
presenting themselves under
the collective title Pfirozeni
(Naturals) in the second half of
the 1980s (including Jiti Surlivka,
Daniel Balaban, Pavel Smid

and others). Hana Puchova’s
paintings are characterised by
the combination of a revival of
interest in the figure in painting
associated in the 1980s with the
German Neue Wilde movement
and the ltalian Transavantgarde
and with the artist's sense for
the intimacy of experience and
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personal mythology. The range
of subject matter in her painting
is born of immediate relation-
ships to her surroundings and
experienced time. The artist's
stylisation processes during her
work with materiality and the fig-
ure are highly specific, as is her
immediately recognisable pal-
ette. Her paintings and drawings
often have a diary-like character,
incorporating the involuntary
memory that stands behind the
independent and unrepeatable
atmosphere of her painting. The
Gallery of Art in Ostrava issued
a large survey publication of her
work entitled Suspended Time
in 2017. In addition to her own
work, the artist is also engaged
in book illustration and teaching
work.

VITALY PUSHNITSKY

*1967 in Leningrad, USSR
studied at the St. Petersburg
State Academic Institute of Fine
Arts, Sculpture and Architecture
in 1988-1994. He became a
member of the Saint Petersburg
Union of Artists in 1994. In 2011,
the painting of Vitaly Pushnitsky
was included in Vitamin P2:
New Perspectives in Painting
(Phaidon Press, London), an
essential overview of contem-
porary painting on the global
scale. In 2012, the artist received
the Sergey Kuryokhin Award for
Contemporary Art, one of the
key art awards in contemporary
Russia which has monitored the
interconnection and interaction
between individual artistic disci-
plines since it was established.
The painter’s work was first ex-
hibited in the Czech Republic at
the project Nightfall / New Ten-
dencies in Figurative Painting
from British curator Jane Neal

at Prague’s Rudolfinum Gallery
(2013). The fundamental topic
of Pushnitsky’s work is the reap-
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praisal of the status of history in
the dialectic tension between
the conditions of a deperson-
alised society and the world of
personal mythology. His sources
of inspiration correspond to the
artist’s range of focus (literature,
philosophy, cultural tourism).
The picture, meanwhile, reflects
an alchemistic approach to
memory and time, which are
means of expression modified,
made present and affixed in
painting.

ADAM STECH

*1980

studied at the Academy of Fine
Arts in Prague in 2001-2008
(Painting I, Studio of Professor
Jifi Sopko; Painting Il, Studio of
Professor Vladimir Skrepl). In
2007, he went on a study trip
to the Faculty of Fine Arts at
the University of Porto. In 2010
he was a finalist for the Critics’
Award for Young Expanded

Painting, and in 2011 its laureate.

From the broader perspective,
Adam Stech'’s pictures are char-
acterised by his unrestrained
treatment of borrowed forms
extracted from various develop-
mental phases in the history of
painting. The artist has no ambi-
tions to change the past, but is
radically reassessing his specific
relationship to it (a process of
creative actualisation). He is also
looking to the past for approach-
es to expression and formulation
of a more universal scope that
are capable of conveying con-
temporary topics and subjects
with confidence, no matter how
general or personal they may be
(e.g. cubism). In 2013, the artist
was included in the project But-
terfly Effect? at the Rudolfinum
Gallery in Prague. In 2018, the
publisher BiggBoss issued his
first large artist's catalogue. In
2020 the work of Adam Stech

was included in the publication
Spectrum presenting a cross
section of Czech painters of the
youngest generation (BiggBoss,
Prague).

TOMAS TICHY

*1984

studied at the Academy of

Fine Arts in Prague 2005-2011
(Restoration of Painted Artworks
and Polychrome Sculptures,
Studio of Professor Karel Stretti).
In 2009, he went on a study resi-
dency to Academie voor Schone
Kunsten Antwerpen. The artist
is often in close contention for
prestigious art prizes (e.g. final-
ist at Wells Art Contemporary,
Somerset, 2018; finalist for the
Columbia Threadneedle Prize,
London, 2016; CBM Prize, Turin,
Prague, London, 2015, etc.). His
work is featured in the exhibition
project After Rembrandt held by
the National Gallery in Prague
and at the Wallraf-Richartz Mu-
seum in Cologne (2016-2021).
He is represented abroad by

the Italian gallery CRAG. “The
important thing to me in my
pictures is always Man and the
state in which our “humanity”
finds itself in general. Recently,
Man has begun to be concealed,
deformed and decayed in my
pictures. He is engulfed and re-
placed by the most varied plastic
technical-looking structures that
are the source of the deformity
of the figure. The figure, and by
extension human awareness,
finds itself at unknown destina-
tions, in constricting abstracting
forms that are sometimes the
visualisation of data flows, at oth-
er times developing considera-
tions of the space from alterna-
tive (astrophysical) perspectives.
| work critically with illusion and
the theme of manipulation. The
boundary between reality and its
simulation is often blurred in my
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pictures. Through colour, | seek
hope,” says the artist of his work.

ALEXANDER TINEI

*1967 in Causeni, USSR (Mol-
dova)

studied at the Chisinau Re-

pin State College of Fine Art
(Kiginév, Moldova) in the years
1988-1991. In 2010, he was
nominated for the Sovereign
European Art Prize. In 2011, the
work of Alexander Tinei was in-
cluded in the publication Vitamin
P2: New Perspectives in Paint-
ing (Phaidon Press, London).
Paintings by Alexander Tinei
were first exhibited in the Czech
Republic as part of the project
Nightfall / New Tendencies in
Figurative Painting from British
curator Jane Neal at the Rudolfi-
num Gallery in Prague (2013).
Today, his pictures can be found
in many private collections in
the Czech Republic. Alexander
Tinei, one of the leading figures
in figurative painting in the newly
discovered Eastern Europe, sees
the role of the figure in contem-
porary painting as the act of
incarnating the “stigmatic situa-
tion” that situates the individual
on many levels between the past
and the future. A distinguishing
feature of Tinei's work is blue
drawing on the arms and torsos
of his figures. The ambiguity of
this attribute is a reference to the
dynamic concepts of stigmata
and identity. He refers to his
painting as being absolutely
introspective. He has confronted
his cultural ambivalence since
his youth as a Russian-speaking
Moldovan (Jane Neal). He finally
found a new anchorage and
place of work in Budapest, the
capital city of Hungary, where he
is represented by the Dedk Erika
Galéria.
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MARIE TOMANOVA

*1984

gained her bachelor degree in
Artistic and Visual Work from the
Faculty of Education at Masaryk
University in Brno in 2007 and
defended her master’s degree
at the Faculty of Fine Arts at
Brno University of Technology
(Painting Studio) in 2010. After
completing her studies, she left
for the United States of America
and currently lives and works in
New York. In 2019, the publish-
ing house Paradigm Publishing
issued her first monograph enti-
tled Young American with an in-
troductory text by photographer
Ryan McGinley and an essay by
art historian Thomas Beachdel.
The artist expresses herself in
photographic cycles, and her
photography is characterised

by a directness of approach and
depicts her chosen themes in an
uncensored and blunt manner.
In her work, Marie Tomanova
considers the diversity of cul-
ture, ancestry and civilisation
among the population of the
USA with all the advantages and
handicaps that come with it (the
cycle Young American). On the
broader scale, she considers
her own experiences of reset-
tlement, migration, new social
and cultural integration, gender,
sexuality, and memory and
memories in general (the cycle
Self-portraits). She has recently
begun working with a radical
shift of experience and the
modification of introspection on
her return to her home town (the
cycle It Was Once My Universe).

JAKUB TOMAS

*1982

studied at the Academy of Fine
Arts in Prague in 2006-2012
(Graphics Il, Studio of Profes-
sor Vladimir Kokolia; Painting |,
Studio of Professor Jifi Sopko).

In 2017 he went on a residency
to CAMAC (Centre d'art Marnay
Art Centre) in France, and in
2018 went on a study trip to
Canada (in co-operation with the
Embassy of the Czech Republic
in Ottawa). Since the beginning,
Tomas has expressed a sense
for the deconstruction of the im-
age in his work. He has gained a
distance from the subject matter
by creating spatial models in the
form of 3D collages. He obtains
material for these collages from
various available sources. He
then realises frequently monu-
mental pictures from these small
“model situations”. Appropriation
plays an important role here,
with the artist drawing borrowed
motifs or direct reproductions of
specific works of art into the pic-
torial composition at will in order
to interpret them in his paintings
in entirely different contexts. The
depersonalisation of the subject
matter shifts Tomas's narra-

tion to the level of a modified
postmodern “linguistic game”
with signs and symbols. In

2020 the work of Jakub Tomas
was included in the publication
Spectrum presenting a cross
section of Czech painters of the
youngest generation (BiggBoss,
Prague).

PETR VANOUS

*1975

studied the History and Theory
of Art at the Faculty of Arts at
Palacky University in Olomouc in
the years 1993-1999 and then
took his doctorate in the study
field Curator and Critic of Design
and Intermedia at the Academy
of Arts, Architecture and Design
in Prague in 2010-2015 (Ph.D.).
He works as an art historian, art
critic, theoretician, journalist
and exhibition curator. He has
long considered the relationship
between traditional art media
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(first and foremost painting)
and new visual trends and
studied the transformations of
painting under the conditions
of the information society and
the expansion of new media in
general. He has put together

a number of exhibitions as an
independent curator (e.g. Reset-
ting. New Paths to Materiality,
Prague City Gallery, 2007-08;
Fundaments & Sediments. The
Toy Mutiny 2011, Prague City
Gallery, 2011; lvan Pinkava:
REMAINS, American University
Museum at the Katzen Arts
Center, Washington, D.C., 2012;
The Butterfly Effect?, The Ru-
dolfinum Gallery, Prague, 2013;
Czech Dream, Bohemian Hall,
New York, 2015; Vital Collapse,
Museum Kampa, Prague, 2019;
Inverse Romance, Kunsthalle
Bratislava, 2019, etc.). He has
written and edited books about
contemporary art, a number of
catalogue texts, magazine stud-
ies and reviews. Most recently,
he prepared the book SPEC-
TRUM (Prague, 2020), devoted
to the youngest expressions of
contemporary art in the Czech
Republic, for publication.
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The Town of Mikulov, the
Regional Museum in Mikulov
and the Advisory Board for the
MAS "Dilna" would like to give
their polite thanks to all the
people, companies and institu-
tions whose assistance has
helped ensure the success of
this year’s symposium, They are
Petra EliaSova, Marie Dohnalova,
Marek and Monika Lipa, Tomas
Grabéc, Jan Grbavcic, Lubo$
Janacek, Daniel Kamenar, Oto
Palan, Zdenék Pestal, Miroslav
Polivka, FrantiSek and Katefina
Sila, Marcela Simankova, Adam
Vrbka, Vitézslav Vrbka, Bendy
Bau, RAP, spol,, s.r. 0., Vino
Silova, Vino Marcinéak, Vino Lipa
Mikulov, Vinarstvi Balazovi Dolni
Dunajovice, Vinafrstvi Turold,
Travel Free and, in all probability,
a great many others we have
unwittingly forgotten.

This year’s "Dilna" was finan-
cially supported by the Ministry
of Culture of the Czech Republic
and the South Moravian Region.

SUMMARY

In spite of this year's unfavour-
able situation in the form of the
Coronavirus pandemic, Mikulov
was at least able to welcome
Czech artists to the Mikulov
Art Symposium "Dilna" in the
summer. Our foreign participants
were unfortunately forced to
remain behind the borders of
their countries due to the situ-
ation, though thanks to curator
Tomas Tichy we were able to
keep in contact with them as the
symposium curator made video
calls to our foreign participants
throughout the symposium,
generally with the participation
of other people involved in this
year's event, and they talked
together about their work, their
co-operation in the final exhibi-
tion and things in general.
These calls resulted in the
work of artists Pushnitsky and
Tinei arriving at the exhibition
for this year's MAS "Dilna" from
an exhibition in Budapest and
the series of photographs sent
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for printing and installation by
Marie Tomanova.

This year's 27th year of the
symposium took place from 11
July to 8 August. Its organisers
were again the Town of Mikulov
and the Regional Museum in
Mikulov.

Curator for this year's sym-
posium painter Tomas Tichy
invited painters Ales Brazdil,
Hana Puchov4, Jakub Tomas
and Adam Stech and sculptor
Ondfej Oliva to join his team.
From abroad, photographer
Marie Tomanova, who origi-
nally comes from Mikulov, and
painters Vitaly Pushnitsky from
Russia and Alexander Tinei
from Moldova also accepted
invitations to the event. The
theoretician for this year’'s sym-
posium was Petr Various, and
its technical assistant student
Barbora Kurtinova.

The opening of the "Dilna"
took place on 11 July in the
chateau courtyard and featured
the traditional presentation of
the artists’ work. The musical
ensemble Rosen Trio from Mi-
kulov played for visitors during
the opening, after which guests

SUMMARY

were entertained by a musical
production by Ivo Pospisil. The
opening also featured a multime-
dia screening by Jakub Nepras
(“Adaptation”) and Petr Zubek
(“A Sea for Mikulov”) who have
also taken part in the "Dilna" in
the past.

As has also become tradition-
al, a number of other accompa-
nying events took place during
the symposium. Visitors to the
chateau and Mikulov locals
could acquaint themselves with
the working methods of the
individual artists and take a look
at their work at our traditional
Open Studios Day. As this was
again associated with afternoon
painting with children, our young
visitors got the chance of trying
their hand at mixing colours and
painting on a large scale. The
most highly qualified of us - the
artists themselves - helped
them with their painting.

Music is an integral part of
the symposium every year and
this year was no exception. The
general public was provided
with entertainment in the form
of a performance by the musi-
cal ensemble Hrub4 Hudba in

co-operation with the organis-
ers of the traditional Nations of
the Dyje Basin Festival. A small
classical music concert given
by the international ensemble
“Musiciens du Lys" that took
place at the Zavodny Gallery and
a jazz afternoon with the “Jakub
Dolezel Quartet” in the chateau
gardens also provided an unfor-
gettable musical experience.

There was also a traditional
author’s reading, this time with
author and scriptwriter Martin
Némec recalling the symposium
in the form in which it was held
in the 1990s.

The works produced at the
symposium were presented to
the general public at an open-
ing on 8 August. The closing
ceremony for the 27th year of
the symposium featured music
from the groups VITRHOLC and
ANT ATTACK on the east terrace
of Mikulov Chateau.

The exhibition of works from
the 27th "Dilna" was open to the
public at Mikulov Chateau until
31 October.

The 28th Mikulov Art Sympo-
sium "Dilna" is to take place from
10 July to 7 August 2021.
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