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Identita mésta

Petra Korlaar, mistostarostka

Mikulovské vytvarné sympozium "dilna" vzniklo
v dobg, kdy se o mésté Mikulov je§té nemluvilo
jako o idylickém mistu. Druhéa polovina dvacéaté-
ho stoleti nasilné pretrhala kulturné-hospodar-
sky rozvoj mésta i Zzivoty jeho obyvatel a zahalila
jej do Sedi. A snad pravé ona zaSedla slava, velké
kulturni bohatstvi a porevoluéni svobodomysina
atmosféra prispély ke vzniku tohoto zcela vyji-
mecného projektu.

Od roku 1994 dilna kazdoro¢&né vstupuje
do vefejného prostoru i zivota mistnich lidi.
Skrze socharské a vytvarné intervence komu-
nikuje s mé&stem, jeho obyvateli i navstévniky,
vznikaji vazby mistnich na uméni ¢i umélct
ke krajiné Péalavy. Dilna se postupné vepsala
do DNA mésta tak moc, ze se ndm obcas stala
jakousi samoziejmosti. Ov§em neni tomu tak.
Mikulovské vytvarné sympozium je mnoho véci,
ale samozfejmosti rozhodné ne. Dilna pomoh-
la naSemu méstu si vybudovat jeho novou,
porevoluéni identitu — takovou, jakou ma jen
par vyjime¢nych mést v nasi zemi. Dnes je toto
vytvarné sympozium jednim ze zékladnich pi-
litd opét umoznujicich kulturné-hospodarsky
rozvoj mésta.

Za tficet let existence sympozia pfijelo
do Mikulova tvofit na sto padesét prednich
osobnosti Ceské i evropské vytvarné scény
a kazdy z umélc tu skrze své dilo zanechal
stopu. Postupné tak vznikla unikatni méstskéa
umeéleckd sbirka v pfimé vazbé na genius loci
naseho mésta, s jedineénou vypovédni hodno-
tou o nasSi spole¢nosti a sou¢asné stfedoevrop-
ské umélecké tvorbé.

Mikulov je dnes zivym mistem, kde opét
vznikaji hodnoty, na kterych budou moci stavét
nasledujici generace, je opét mistem interakce
i inspirace, mistem, kam se lidé radi vraceji.
Letos$ni, 30. ro¢nik toho byl jasnym dlikazem.
Diky v8em, kdo se o to zasadili.
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30., jubilejni Mikulovské
vytvarné sympozium "dilna"

Jaroslav Réna, kurator roéniku

Kdyz jsem byl vyzvan panem Martinem Dosta-
lem, zda bych se nechtél chopit kuratorského
vesla jubilejniho, tficatého roéniku Mikulov-
ského vytvarného sympozia, chtél jsem nejpr-
ve odmitnout s tim, Ze nelze vstoupit dvakrat
do téze feky. Kdyz jsem v8ak o véci déle pre-
myslel, uvédomil jsem si, Ze feka jiz neni stejna
a ani vstupujici neni tymz muzem, ktery se zde
pred tficeti lety pohrouzil do omamnych vin
tohoto magického mésta. A tak jsem si fekl, ze
se pokusim o0 nemozné a zkusim pfivolat sobé
i svym pratelim a spolubojovnikim na poli
vSech uméni alespon néco z pocit(, které nas
zde naplnovaly. A koneckoncu je také pravda,
Ze nemam jiz moc ¢asu a moznosti nékde déle
pobyvat v tvofivém zaujeti, a uz viibec ne s tak
pozoruhodnymi lidmi, svymi pfateli a umélci,
a samoziejmé ani milymi mikulovskymi prateli,
ktefi rozSifili své fady o osobnosti mné zatim
neznamé, ale se kterymi se rad spratelim. Véfim,
Ze ocenite, jak jsme za ta léta vyzrali a Ze se
muzeme pochlubiti rozsahlym dilem, z néhoz
nejeden artefakt zdobi sbirky svétovych muzei &i
nameésti rozliénych vyznamnych metropoli.
Douféam, ze se nam podafi vyuziti svych boha-
tych uméleckych zkuSenosti a ze tyto — oplod-
nény nezaménitelnym mikulovskym geniem
loci — pomohou nam stvofiti dila nova, neotrel3,
tajemna, krasna, zariva i mnohoznacna, jez
budou brzy zdobiti honosné saly mikulovského
zamku, budou slouziti ku radosti i pouéeni mi-
kulovské slechté i méstanim a budou téz lakati
turisty z celého svéta, aby je zhlédli a zanechali

v Mikulové patfi¢nou outratu za nocleh, ob&er-
stveni a jiné radovanky.

BohuZel nevim, jaké uméni se na zdmku za tu
dobu, co jsem zde nebyl, navrsilo, ale véfim,
ze je natolik hodnotné, ze Mikulovsti nelituji
vynaloZenych prostfedkd ani ¢asu k letnimu po-
hostinstvi bohém a tvofivych ducht ve zdech
svého mésta. Nade v8echno si v§ak vazim toho,
Ze neblaha stfedovéka tradice oslepovani &i
likvidace umélcli z divodu toho, aby nemohli
jednou vytvorena (viz tvlirce prazského Staro-
méstského orloje mistr Hanus), ustoupila pod
vlivem osvicenského humanismu a my se nemu-
seli obavat ztraty zraku, zdravi &i zivota, kdyz
se nam podafi vytvorit néco mimoradného.

Dnes jsou umélci zpravidla ponechavani
nazivu, i kdyz mésto svym uménim zkrasluji &i
hyzdi, a to je véc bohulib3, jez svéd¢i o osvice-
né Slechté i méStanstvu Ceskych mést, jakoz
i 0 privétivém prostém lidu.

At tak ¢i onak, jisté se shodneme na tom, ze
at uz je umeéleckeé dilo krasné, ¢i osklivé, pocho-
pitelné, i nepochopitelné, hlavni je, aby nebyla
nuda! No a praveé z toho dlivodu jsme zavitali
do va8eho mésta!l

Vérte, Ze na zakladé svych celozivotnich
zkuSenosti jsem pro vas vybral umélce nad jiné
zdatné, néktefi jsou i otci zakladatelé — dovolim
si je neskromné pfirovnat k anglickym otclim
poutnikiim z lodi Mayflower -, ktefi pred tficeti
lety pristali u breh Mikulova, aby vas pobauvili
i obohatili.

Rad bych proto podékoval mikulovské radnici
i celému méstu Mikulov za to, Ze po celych
dlouhych tficet let hosti umélce ze vSech koutd
Cech, Moravy i ze svéta a Ze k tficetiletému jubi-
leu této vyznamné kulturni udalosti pozvali jako
onu povéstnou tfesSni¢ku na dortu prave nas!
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Umélecky svét, redefinice a vyvoj uméni ve 20. stoleti:
déjinny prlrez a variace umélecké skupiny Tvrdohlavi

Barbora P(tov4, teoreti¢ka ro¢niku

VECNY NAVRAT

Jubilejni, tficaty roénik Mikulovského vytvar-
ného sympozia "dilna" se nesl ve jménu tvar-
Gich aktivit byvalych ¢lend umélecké skupiny
Tvrdohlavi. V Mikulové se sice s odstupem
nékolika desetileti nesetkalo celé uskupeni, to
v8ak nezabranilo plnému prosazeni svobody,
nezavislosti a pracovniho nasazeni. Setkani
po letech pravé na tomto sympoziu, kde byli
néktefi z ¢lenl Tvrdohlavych zejména v 90. le-
tech opakované zastoupeni, mGze evokovat
»kolo v pohybu“ (Nietzsche 1996: 254). Opétov-
né setkani implikuje myslenku vééného navratu,
tvoreni a opakovani. V&ény navrat funguje jako
nastroj praktického jednani, motivacni aspekt

a konstrukt, ktery na ¢lovéka a v tomto pfipadé
¢lovéka-umeélce - malife, sochare nebo perfor-
mera, klade naroky rtiznosti a jeji reprodukce,
diference a jejiho opakovani. 7o, co chces, chtéj
takovym zpusobem, abys to chtél jako vé¢éné
se navracejici.” (Deleuze 2004: 21)

Myslenka vééného navratu implikuje dilezity
postoj k vlastnimu Zivotu, konani i umeélecké pro-
dukci. Pokud na tuto myslenku pristoupime, zis-
kavame hodnotici kritérium, které bude mit pfimy
vliv na kvalitu a podobu naseho Zivota a tviréiho
projevu. V mnoha pfipadech mizeme udalosti
ovlivnit, tudiz budeme usilovat o urcitou kvali-
tu toho, co se bude navracet, o proziti daného
okamziku opakované. , Pfi vSem, co chces ¢init,
ma nejvéetsi tizi otazka: ,Je to tak, Ze to chci ucinit
nescetnékrat?*“ (Deleuze 2004: 21) Podobnou
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Jubilejni, tficaty roénik Mikulovského vytvarného sympozia
"dilna" se nesl ve jménu tvaréich aktivit byvalych ¢lent
umélecké skupiny Tvrdohlavi

The jubilee thirtieth year of the Mikulov Art Symposium "dilna"
was dominated by the creative activities of former members of
the art group Tvrdohlavi (The Stubborn Ones)

Doprovodny program tficatého ro¢niku Mikulovského
vytvarného sympozia "dilna"

The accompanying programme for the thirtieth Mikulov Art
Symposium "dilna"

otazku sivice ¢i méné implicitné nebo explicitné
museli polozit byvali ¢lenové skupiny Tvrdohlavi.
Neexistuje nic fixné daného, stalého a nemén-
ného. MysSlenka vé¢éného navratu nas vede jako
ucitel svého zaka ke schopnosti obratit své
aktivity a sméfovani spravnym smérem a vyuzit
je, jak nejlépe dovedeme (Mokrej$ 1993). Clovék
umeélec je neustéle hnan kupfedu a podnécovan
k produktivité a tvofivé ¢innosti. Zarover je moti-
vovan pristupovat k vécem nové, bez predsudk
a neuviznout v pasti stddniho zpGsobu mysleni.
To ostatné doklada tvorba reprezentantd tohoto
sympozia. Vyhybaji se stadiu rezignace a otupé-
ni, protoze vSe se stale navraci. ,VVé¢né presypaci
hodiny byti se stale znovu obraceji — a ty s nimi,
zrnko prachu!* (Novak 2007: 67) Svét v tomto
pojeti nema konecny cil ani kone&ny stav, jinak
by ho muselo byt jiz dosazeno.

Tricaté mikulovské vytvarné sympozium "dilna"
(9. 7.-5. 8. 2023): Byli jsme tady! navozuje myslenku vééného
navratu; FrantiSek Skala

The thirtieth Mikulov Art Symposium "dilna"
(9 July - 5 August 2023): We Were Here! expresses the idea
of eternal return; FrantiSek Skéla

Clovék-umélec je podnécovan k produktivité a tvofivé
¢innosti. Zaroven je motivovan pristupovat k vécem noveé a bez
predsudkd; Petr Nikl

Man as artist is stimulated to productivity and creative activity.
At the same time, he is motivated to approach things in a new
way and without prejudices; Petr Nikl

Myslenka vé&ného navratu uskuteénuje
rovnici chtit = tvofit. Aby se mohlo néco opako-
vat, musi se to stat. Nepostacuje chtit. Musime
promeénit naSe predstavy v €iny. Zavisi skute¢né
pouze na nas samych, jaké ¢iny vykoname a jaka
rozhodnuti zvolime. Umélci zastoupeni na tomto
jubilejnim ro&niku sympozia se rozhodli tvofit
hned v nékolika rovinach - kreativni (tvorba),
gnoseologické (poznani) a ontologické (existen-
ce). Potvrdili nezni¢itelnost uméni i zivota uméni
a dosahli stavu dokonalé rovnovaznosti. Ackoliv
na né rovnovaha mohla pUsobit tizivé a svym
zplsobem i naléhavé, podnitila a obnovila jejich
silu a tvorivost (Nietzsche 1995). Po letech
se rozhodli vratit do Mikulova, do ateliér(
na zamek, kde zhmotnili rGzné ideje, podné-
ty a inspiraéni vlivy v ¢etna umélecka dila,
pfevazné obrazy a sochy. Jejich navrat po-
tvrzuje, zZe se sice v urcitych cyklech obnovuji
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Po letech se ¢lenové umélecké skupiny Tvrdohlavi rozhodli
vratit do Mikulova, do ateliérd na zamek, kde zhmotnili riizné
ideje, podnéty a inspiraéni vlivy v ¢etnd umeélecka dila, prevazné
obrazy a sochy; Jaroslav Réna ve svém ateliéru na zdmku

Years later, the members of the art group Tvrdohlavi took the
decision to return to Mikulov, to the chateau studios, where
they materialised various ideas, stimuli and inspirational
influences in numerous works of art, primarily paintings and
sculptures. Jaroslav Réna in his studio at the chateau

Umélecky rukopis ¢lent umélecké skupiny Tvrdohlavi
zaznamenal mnohé promeény a inovace, uzrdl a ziskal
nezaménitelny a svébytny charakter i styl; FrantiSek Skala

The artistic signature of the members of the Tvrdohlavi group
has gone through many transformations and innovations,
and has matured and acquired an unmistakable and unique
character and style. FrantiSek Skéla

DILNA 2023 uvoD

podobné udalosti nebo pfilezitosti, nenavraci se
vSak stale identické situace, stale stejné oka-
mziky. Tvarci leto$niho ro¢niku by sice mohli Zit
ze vzpominek, minulych rozhodnuti a zamérd,
osvédcéenych tvlréich postupt i uméleckych
kanon, neulpéli vSak v minulosti.

Na zamek v Mikulové se s odstupem i néko-
lika desetileti vratili umélci téhoz jména, jejich
umeélecky rukopis v8ak zaznamenal mnohé
promeény a inovace, uzral a ziskal nezaménitelny
a svébytny charakter i styl. MySlenka vé&ného
navratu vytvafri v lidském Zivoté pomysinou
délici ¢aru mezi zivotem dosavadnim, tedy
v nevédomosti, a mezi zivotem poté, po prozieni
a poznani. Umélci tvofici na zamku potvrzuji, ze
dospéli k poznani zivota poté, ktery je nejauten-
¢lenové umeélecké skupiny Tvrdohlavi svym
pobytem na jubilejnim, tficatém ro¢niku Miku-
lovského vytvarného sympozia "dilna" prekonali
temporalitu (¢asovost) a byti i tvorbu jako konec-
ny a pomijivy okamzik.

KONCEPTUALNI A/VERSUS EXPERIMENTALNI
TVORBA

Umeélecky rukopis byvalych ¢lent umélecké
skupiny Tvrdohlavi je zpravidla Fazen do vyvojové
linie tradi¢niho nebo experimentalniho pfistupu,
ktery je vniman jako paralelni ke konceptualni
tvorbé. Tato dichotomie vyjadfuje i tvarci zrani.
Zatimco konceptualni umélci mohou dospét

do stadia uméleckého sukcesu jiz v raném ob-
dobi, experimentalni tvlrci produkuji predni dila
pozdgji, az ve vrcholné nebo pozdni fazi svého
tvaréiho cyklu. Konceptualni umélci své dilo
nejdrive planuji, pfipravuji si ndvrhy, podrobné
skici a nacrty (Goldie, Schellekens 2007). ,Kdyz
Clovék zac¢ina malovat, potfebuje mit napad,”
(Kahnweiler 1963: 173). Primarné vytvori predem
promysSleny obraz, jimz pfedavaji konkrétni pfi-
béhy, napady a mySlenky — koncepty podnécujici

k pfemysleni. ,Konkrétni dilo vzniklo z toho di-
vodu, aby zménilo to, jak ti, co ho spatri, budou
vidét svét.” (Danto 2003: 108) Konceptualni dila
totiz nemaji potésit smysly, ale predevsim pUsobit
Jve sluzbach mysli* (Arnason, Prather 1998: 274).
Experimentalni umélci zfidka stanovuji detailni
plany nebo skici pfed samotnou tvorbou. Jejich
postup je pfedbézny a postupny., Pocita se to,
co Clovék déla, a ne to, co mél v umyslu udélat.”
(Baxandall 1985: 69). Jsou motivovani estetickymi
kritérii a zazitky (barevné a materialni vlastnosti)
a prezentaci vizualniho vjemu. Zastavi se, kdyz
jsou spokojeni s podobou dila, opusti je nedo-
koncené nebo se k nim vraci s odstupem ¢asu.
Princip non finito je tak povazovan za charakte-
ristiku experimentalnich umélcl. Experimentalni
a konceptualni pfistup vyjadfuji dva archetypy
umélcU. Pablo Picasso jako konceptualni malit,
ktery nehledal, ale nachéazel, a Paul Cézanne,
experimentator, jehoz cilem bylo naopak v malbé
hledat (Galenson 2001).

Konceptualni umeélci své dilo nejdFive planuji, pfipravuji si
navrhy, podrobné skici a naérty; Zdenék Lhotsky

Conceptual artists first plan their work, they prepare drafts,
detailed sketches and outlines. Zdenék Lhotsky

Dichotomie konceptualni a experimentalni
tvorby saha az k Platénové opozici mezi rozu-
mem a smysly, ktera vykrystalizovala v debatu
o disegno (kresba) a colore (barva) v obdobi
pusobeni renesan¢éniho malife Giorgia Vasariho
(1998). Odkazuje na predpoklad, zdali hodno-
ta obrazu spociva v napadu umélcovy mysili
(invence), ktery prozkoumal prostifednictvim
kreseb vytvorenych pfed provedenim obrazu,
nebo ve vérné imitaci pfirody, dosazené bar-
vou a v procesu malby (Pace 1996). Z Italie se
debata na konci 17. stoleti rozsifila do Francie,
kde Académie royale de peinture et de sculp-
ture (Kralovska akademie malby a sochafrstvi)
povazovala kresbu a linearnost za zaklad tvorby,
jimz by méla byt barva podfizena. ,Ti, kdo jsou
nadani, musi nejprve vymyslet, co chtéji délat,
znazornit to ve své predstavivosti a nakonec se
vyjadrit.” (Félibien 1681: 80) Predstavitelé akade-
mického kfidla poussinistl - oficialnich malira,
ktefi navazovali na klasicistni malbu Nicolase
Poussina - vnimali barvu jako lahtdku pfitahujici
zrak. Charles Le Brun, dvorni malif Ludvika XIV.
a teoretik uméni, spojoval skute¢nou hodnotu
umeéni s kresbou, kterd je pfikladem rozumu.
Naopak barva ma nizsi vyznam, protoze je
zkaZzena smysly a spojena s nepresnou formou.
Poussinisty zpochybnil francouzsky teoretik
umeéni a kritik Roger de Piles. Obhajoval
dllezitost barev, jeZ jsou dusi malby. Jeho
obdiv patfil proto malifiim, jako byli Tizian,
Correggio, Peter Paul Rubens nebo Anthony van
Dyck. V opozici poussinistlim byl inicidtorem
rubenistl. Debatu v 19. stoleti ozivili francouzsti
malifi Jean Auguste Dominique Ingres (kresba)
a Eugéne Delacroix (malba).

Jednoznacné zaméry v umeélcoveé dile nejsou
v8ak snadno interpretovatelné. Z téchto divod
neni jednoduché kategorické zafazeni umélce
a dila do konceptualni anebo experimentalni
tvorby. Napfiklad vybér barev a forem v obra-
zech nizozemského malife Pieta Mondriana
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neni ndhodny, nebot vychazi z matematického
modelovani, jez muselo probéhnout pred zahaje-
nim prace. Mondriana Ize proto povazovat za kon-
ceptualniho umeélce (Guiraud 1986). Oba pristupy
jsou vSak pfitomné témér u kazdého umélce, jenz
hranice konceptualni a experimentalni tvorby vol-
né prekracduje. Podobné reprezentanty umélecké
skupiny Tvrdohlavi nelze jednomysiné zaradit

do jedné nebo druhé kategorie. Svymi projevy

i zplsobem tvorby (od vzniku po finalizaci dila)
pfechazi v zavislosti na zvolené vytvarné techni-
ce, inspiraci nebo uéelu dila. Reknéme Petr Nikl
nebo Jaroslav Rbna mohou mit na za¢atku tvorby
konkrétni motiv a plan, jenz v§ak zaznamené
zmény a zavére&né Upravy. Nikl v nékterych séri-
ich navic vyuziva nahodného plsobeni rozpijené-
ho a stékajiciho inkoustu a tuse, které na papire
vytvafi obrazce pfipominajici organismy, zvifata
nebo rostliny. FrantiSek Skala zase experimentuje
a sleduje vychozi vlastnosti materialu i novych
netradi¢nich technik. Stefan Milkov odlitek

Vybér barev a forem v obrazech
nizozemského malife Pieta Mondriana
neni nadhodny, nebot vychéazi

z matematického modelovani, jez
muselo probéhnout pred zahajenim
prace. Olejomalba Kompozice

s ¢ervenou, modrou a Zlutou (1930);

© Wikimedia Commons

The choice of colours and forms in
the paintings of Dutch painter Piet
Mondrian is not random, as it is based
on mathematical modelling that had to

Ani reprezentanty umélecké skupiny
Tvrdohlavi nelze jednomysIné zaradit

do jedné nebo druhé kategorie. Petr Nikl
v nékterych sériich vyuzivad nahodného
pUsobeni rozpijeného a stékajiciho
inkoustu a tuse, které na papire vytvari
obrazce pfipominajici organismy, zvitata
nebo rostliny

The representatives of the art group
Tvrdohlavi cannot be unanimously
classified into one or other category.
In a number of his series of works,

Stefan Milkov odlitek zamyslené plastiky
nasledné povrchové upravuje do finalni
podoby - betonova plastika Jan KFtitel
(2023)

Dichotomie konceptualni a experimentalni tvorby saha

a7 k Platonové opozici mezi rozumem a smysly, ktera zamyslene plastiky nasledné povrchové upravuje 5 take place before the work began. The Nikl makes use of the random action g;i;aencgsl;kgfv;it/i;g&‘;’giig];jgg;is
vykrystalizovala v debatu o disegno (kresba) a colore (barva). do finalni podoby. Zdenék Lhotsky mnohé skle- oil painting Composition in Red, Blue of bleeding and flowing ink which its final form. The concrete statue John
Olejomalba Kresba a malba (kolem 1640), italsky malif and Yellow (1930). creates patterns on paper resembling )

néné plastiky provadi na zakladé pfedem stano- the Baptist (2023)

The dichotomy of conceptual and experimental art stretches VenyCh navrhu a nakresu, pOdObne postupuje

back to Plato’s opposition between reason and the senses, i v pfipadé volné tvorby (kreslené obrazy). !
which became crystallised in the debate about disegno
(drawing) and colore (colour). The oil painting Disegno and
Colore (around 1640) by the Italian painter Guercino
(15691-1666). © Wikimedia Commons

Guercino (1591-1666); © Wikimedia Commons © Wikimedia Commons organisms, animals or plants

jez odkazuje na legitimni kritéria a principy
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Z ltalie se debata na konci 17. stoleti rozSifila do Francie,

kde Académie royale de peinture et de sculpture povazovala
kresbu a linearnost za zaklad tvorby. Olejomalba Shromazdéni
Académie Royale de Peinture et de Sculpture v Louvru
(1712-1721), francouzsky malif Jean-Baptiste Martin
(1659-1735); © Wikimedia Commons

From ltaly, the debate spread to France at the end of the

17th century, where the Académie royale de peinture et de
sculpture (The Royal Academy of Painting and Sculpture)
considered drawing and linearity to be the basis of creation.
The oil painting Une assemblée ordinaire de ’Académie royale
de Peinture et de Sculpture au Louvre (1712-1721) by French
painter Jean-Baptiste Martin (1659-1735).

© Wikimedia Commons

PROMENA UMENI VE 20. STOLETI:

NOVE DICHOTOMIE A ZMENA PARADIGMATU

Komparace tvorby byvalych ¢lent umélecké
skupiny Tvrdohlavi vede k zamysleni, nakolik se
proménila tvarnost, pozice a poslani umélecke-
ho dila v sou¢asném svété. V pribéhu 20. stoleti
oblast vytvarného uméni zaznamenala fadu
promén od pfistupu, materialové podstaty az

ke zplisobu jeho vnimani a interpretace. Siroka
gkala uméleckych -ismd svédéi o zméné para-
digmatu a nastupu plurality hnuti a $kol. Rozma-
nitost umeéleckych postupl je mozné redukovat
na dichotomii moderni a sou¢asné umeéni,

umoznujici odliSit uméni od neuméni a ,dobré*
od ,8patného uméni“ (Heinich 2014). Moderni
umeéni zpochybnilo klasické kategorie a jejich
vyznam — mimesis, harmonie anebo krasa — a roli
vytvarnych akademii nebo salont. Estetika je
stale pfitomna, ale kantovské ocefovani krasy
je nahrazeno jinymi kritérii, jako je originalita,
autenticita a sila u€inku. Moderni uméni mélo
pUsobit na smysly prostfednictvim vyjadieni
individuality umélce. Tento dlraz na jedineGnost
umélecké tvorby podporoval autonomii umeé-

ni. Pozadavek originality podnécuje neustéalé
hledani novosti a transgrese (pfekracovani
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hranic) a posouva hranice uméleckého vyrazu.
Transgrese se navic stala slozkou vytvarného
umeéni od konce 19. stoleti, kdy mecenaSstvi

a donatorstvi nahradil trzni systém uméleckého
svéta (obchodnici s uménim, aukéni domy nebo
prodejni galerie), k jehoz ucastnikim dale patfi
sbératelé, uméledti kritici, publicisté a odbornici
na uméni (historici uméni, kuratori nebo znalci).
Tato institucionalni transformace vyustila ke sta-
noveni vlastnich kritérii pro vnimani a ocefiovani
uméleckych dél (Taylor 1992, Plattner 1998,
Thompson 2010, Trestik 2010). Transformace
se vztahovala i na posun od uméni Ffemesinikd,
v némz vytvarnou produkci stanovoval vkus me-
cenasské tridy, k uméni umélcd, v némz tvirci
iniciuji a zavadi inovace a méfitka standard(

i vkusu.

Zatimco moderni uméni se zabyva vlastni
vnitfni logikou, autonomii a estetikou se zamé-
fenim na umélecké dilo a jeho formalni a biogra-
fické rysy, v souc¢asném umeéni figuruje prekra-
¢ovani samotné definice uméni. V sou¢asném
umeéni se hranice mezi uménim a zivotem stiraji.
Predméty kazdodenni potfeby a mimoestetic-
ké prvky se stavaji uménim, prolina se socialni
a kulturni sféra a mizi hranice mezi kulturou
vysokého a nizkého uméni. Vyznam umélec-
kych dél jiz neni zakotven pouze v samotnych
artefaktech: ,éim vice se uméni snazi vyrovna-
vat rozdily mezi uménim a neuménim, tim vice
se opira o esoterickou ,teorii’, ktera vysvétluje
pravé toto vyrovnavani,“ (Fuchs 2001: 176). Sou-
¢asné umeéni hleda témata a prostfedky mimo
umeélecké oblasti. Napfiklad obraz Pieta Mon-
driana charakterizuje estetické ambice a hleda
nové zplsoby a postupy malby. Oproti tomu
soucasny umeélec Rirkrit Tiravanija se zaméruje
na participativni instalace, jez maji formu prosto-
ru pro sdileni jidla, vareni, ¢teni a dalSi ¢innosti
z kazdodenniho Zivota. V instalaci (umélecké
dilo) se zajima mnohem vice o spole¢enskou roli

DILNA 2023 uvoD

uméni (sdileni a sblizovani lidi) nez o estetiku
(vzhled dila). Projevuje se zde socialni obrat do-
provazeny naristem umeéleckych aktivit a prak-
tik, které maiji v centru pozornosti spolupraci,
kolektivitu, kooperaci, interakci nebo participaci
divakd (Bishop 2006, Zalesak 2011). Mnozi umél-
ci v8ak pokracuji v tradici moderniho uméni, voli
tradiéni postupy a techniky jako olej na platné
nebo prezentuji sochy na podstavci. Jini pFijimaji
témata a obsahy z neuméleckych sfér a tim zdu-
raznuji jejich spolecenskou relevanci, politickou
nebo spole¢enskou angazovanost a participaci
(Heinich 1998, Jackson 2011). Sou¢asné uméni
je komplexni, rozmanité a neohrani¢ené — umé-
nim muze byt cokoli, proto i umélecky diskurs
ma Sir8i zabér a zdlraziuje rozmanité aspekty
umélecké produkce.

Thajsky umélec Rirkrit Tiravanija v instalaci Kdo se boji
Servené, zluté a zelené (2010) nabizi navst&vnikam thajské kari,
¢imz zdlraznuje zajem o vztahy mezi obéany;

© The Smithsonian Institution

In his installation Who's Afraid of Red, Yellow and Green (2010),
artist Rirkrit Tiravanija from Thailand offers visitors Thai curry,
thereby emphasising his interest in relationships between
citizens. © The Smithsonian Institution

PUVODNI UCEL A FUNKCE UMENI

Soucasné zapadni pojeti vytvarného uméni
od plsobeni Immanuela Kanta vychazi z pred-
pokladu, ze umélecka dila jsou uréena pouze
k estetickému a smyslovému hodnoceni, a proto
nemohou disponovat zadnou dalSi funkci. Ab-
sence pragmatické a uc¢elové funkce umoziuje
pristupovat k uméni esteticky a tim poskytuje
i estetické zazitky. Sou¢asné umeéni opousti
primat formalni estetiky a je oddélené od funkce
(Davies 2006). Uméni v minulosti slouzilo, a z po-
hledu mnoha umélcU i teoretik( i nadale slouzi,
i jinym zajm0am nez pouhé estetické kontemplaci.
Mali¥ povéreny zhotovenim tapisérie nebo por-
trétu naplfioval konkrétni potfebu nebo funkci
zadavatele, zpravidla reprezentativni a symbolic-
kou (Kubinové, BeneSovska 2019).

Uméni podnécovalo k intenzivnéjSimu vnimani
a prozivani okolniho svéta a vybizelo k odlisné-
mu nahlizeni na realitu a kazdodenni aktivity.
Uméni mize znepokojovat, provokovat, Sokovat
a provazet za hranice konformity, o¢ekavani
a znamosti. Socialni a kulturni prostiedi formuje,
co povazujeme za vhodné vidét a sledovat. Umé-
ni roz8ifuje §kalu viemu a pocitd (Danto 2013,
Rubin 2016). Uméni motivuje projevit zajem o to,
¢emu se bézné vyhybame kvli politické neko-
rektnosti nebo probuzeni tzkosti a obav. Uméni
se pfimo zaméruje na zakdzané nebo tabuizova-
né prvky a fenomény. Casto predstavuje jediné
médium, které odhaluje riizné podoby pokry-
tectvi a pfedsudecnosti ve spole¢nosti. Zapo-
jeni do umélecké instalace, performance nebo
intervence dovoluje improvizovat a pfekonat ste-
reotypni reakce a ustéalené zvyky. , Stojime tvari
v tvar uméleckému dilu, které néco sdéluje. Tedy
néco vyjadruje, jedna se o jakési odhaleni, od-
kryva se totiz néco zastreného. Spoléha na Sok
(...), takZe pochopit, co umélecké dilo sdéluje, je
bezpochyby setkani se sebou samym.*
(Gadamer 1967: 125)

Uméni mliZze znepokojovat, provokovat, §okovat a provazet
za hranice konformity, oéekavani a znamosti;
Petr Nikl, olejomalba Dama a motyl (2023)

Art can disturb, provoke, shock and accompany us beyond the
boundaries of conformity, expectation and familiarity. Petr Nikl,
the oil painting The Lady and the Butterfly (2023)

Podobné jako uméni Sokuje nebo stimuluje,
tak ventiluje neuvédomované a nikdy neprozité
pocity. Jejich za¢lenéni do repertoaru emoci-
onalnich projevill a vzorcl chovani v disledku
recipienta obohacuje, otevira flexibilitu reakci
a alternativy. Nabizi , holisticky zpisob spojeni
mysli, téla, emoci a duSe,” (Huss 2015: 53). Umé-
ni Ize nahlizet jako hru, kriticky vyvoj procesu
odkryvani nevédomi a pfistup k autentickému
ja. Podoba se kFiStalové kouli, kterd umoznuje
setkani a plnou komunikaci se sebou samym
(Gadamer 1975, 1977, Kesner 2000). ,Umélec je
vyzkumnikem, svym nebo celym organismem
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bada, zkouma télem i mysli, citi a vidi, reaguje

a znovu zkouma.“ (Barone, Eisner 2012: 43)
Ulohou uméni je i legitimizovat nage vlastni
estetické citéni. Hovofime o krase dila, ale jiz
nediskutujeme ani nezvazujeme, co dilo ¢ini
krasnym. Uméni mize ucit definovat a uréovat
prvky krasy a jeji pfitomnost ve v§ech dimenzich
Zivota. Stejné muze prinést dulezité poznatky

o rliznych uméleckych technikach a postupech.
Malif neni odkdzan pouze na mazu vdechujici
namét ke ztvarnéni na platné, potfebuje speci-
fické znalosti a dovednosti, jako je teorie barev
a perspektivy nebo ovladani kresby.

Uméni mlze pfinést dllezité poznatky o rdznych uméleckych
technikach a postupech; FrantiSek Skala

Art can bring important insights into various artistic techniques
and processes. FrantiSek Skéla

Jaroslav Réna potencial uméni rozsifuje o duchovni poznani
nebo spocinuti; olejomalba Dobrodruzstvi bilého obdélniku
(2023)

Jaroslav Réna expands the potential of art to take in spiritual
knowledge or repose. The oil painting The Adventures of the
White Rectangle (2023)
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Byvali ¢lenové skupiny Tvrdohlavi potvrzuji,
Ze i sou¢asné umeéni nadale naplfiuje Siroké
spektrum funkei. FrantiSek Skala i Stefan Milkov
ocenuji umeéni pro schopnost vyvolat prozitek
krasy, slasti a potéSeni. Podobné na uméni po-
hlizi Jaroslav Rona, ktery jeho potencidl rozsifuje
o duchovni poznani nebo spodinuti. Podle Petra
Nikla uméni dokaze klast otazky, relativizovat
hodnoty a v dusledku rozsifit pohled vnima-
ni svéta i sebe samého. Zaroven roli sehrava
i empatie a individualni zkuSenost, ktera otevira
a rozSifuje moznosti prozitku, co jsme schopni
a ochotni pfijimat.,,Obrazy malované v per-
spektivé, stejné jako jakékoli jiné, musime Cist,
a Cteni je tfeba se naucit.“ (Goodman 2007: 29)
Zdenék Lhotsky uméni nahlizi jako nastroj kulti-
vace vizualni recepce a zpisob mozné regulace
vizualniho smogu a vefejného prostoru.

UMELECKY DISKURS A KONTEXT

Ztrata nebo odmitnuti funkce a zakladniho pojeti
v sou¢asném umeéni o to vice vyzaduje odborny
diskurs k porozumeéni dél a jejich kontextu. Od-
borny diskurs popisuje a interpretuje artefakty,
které by jinak zlstaly pro nezasvécené publikum
zdhadné, nepfistupné nebo nesrozumitelné.
Uméledti kritici, historici uméni a dalSi badatelé
sepisuji texty, které slouzi jako mode d’emploi
(manual), zprostredkovavaji vyznam mezi umé-
leckym dilem a divakem. Proces interpretace
umeéleckych dél je hermeneuticky proces spoci-
vajici v analyze vzniku a historie artefaktu, jeho
vyznamu nebo zafazeni do celku umélcova dila.
Umélecky diskurs vSak spojuje uméni s filozo-
fickym, psychologickym a socialnim diskursem.
Sociologové a filozofové se pfipojuji k odbor-
nikam piSicim o sou¢asném uméni - k fadam,
které byly dfive vyhrazeny historikim uméni
(Heinich 1998, 2012, Hanquinet, Roose, Savage
2014). Umélecky diskurs odhaluje hegemonii

a hegemonickou vizualitu v uméni a institucio-
nalizované nastroje pouzivané k ospravedinéni
uméni i umeéleckého dila (Bourdieu 1996, Danto
2001, Bennett 2007). Zatimco jsou umélecka dila
v modernim uméni srozumitelna a ,Citelna" jako
symboly nebo znaky, sou¢asné uméni spoléha
spiSe na to, co neni pfimo vidét. V sou¢asném
umeéni je zaméreni pouze na umélecké artefak-
ty problematické, protoze vyznam neni spojen
pouze s materialitou artefaktu, ale i s kontextem
a diskursem vytvarenym kolem objektu.

Po mimetickém a autoreferenénim charakte-
ru moderniho uméni je referentem sou¢asného
umeéni socialni realita, ktera kriticky zkouma
a zpochybriuje své samoziejmé kvality. V umeéni
se projevuje defamiliarizace - zamérné zdUraz-
néni neobvyklosti a cizosti dél (odcizeni). Sou-
¢asné uméni se zabyva tématy z kazdodenniho
zZivota, ekonomiky anebo politiky, kriticky je hod-
noti, odhaluje jejich struktury a skryté mocenské

vztahy. Souc¢asni umélci se tim pfibliZzuji socio-
loglim. Dochézi tak ke zpochybnéni umélce jako
génia a iluze absolutné autonomniho uméni.
Umeéni je vice instrumentalni, nebot jej ovliviiuje
politické pole vlivem systému verejného (vlada)
i soukromého (sponzorstvi, podniky, nadace,
trusty) financovani. Umélci i umélecké organi-
zace zavisi na poskytovatelich. Tato intervence
statu do umélecké oblasti a faustovsky obchod
davaji podnét ke vzniku socialné inspirovanych
forem a témat v diskursu sou¢asného umeéni.
Esteticky vzhled, uzitné vlastnosti nebo
kulturni vyznam jakéhokoliv artefaktu nahlizime
podle konkrétniho kontextu. ,Cokoli nemize
byt uméleckym dilem kdykoli: svét uméni musi
byt na to pripraven.” (Danto 1977: 557) Neza-
lezi na vzhledu nebo prvku dila, ale na tom, jak
k nému pfistupujeme. Kdyz prochazime galerii
a prohlizime si jednotlivé artefakty, uvédomu-
jeme si, ze pohlizime na uméni. Galerie ramuje
nase mysSleni. ,Védomi, Ze to, co je pred nami,
nema Zadny prakticky vyznam a ve svété je tim,
€0 nédm umozZriuje vénovat pozornost jeho vzhle-
du.” (Langer 1957: 49) To je spojeno i s otazkou,
jakym zplGsobem artefakt ziskava status uméni.
K odpovédim se fadi zkuSenost a pozornost
divaka, zamér tvlrce, specificka vlastnost
nebo kontext. Mnoho praktickych a funk&nich
objektl je v kdnonu zapadniho uméni oznaco-
vano za umeélecké dilo. Pfikladem je rybarska
sit afrického kmene Azandu. V kontextu Zivota
pavodnich lovcll a sbéracu je sit funkénim
predmétem a néstrojem dilezitym pro ziskavani
potravy. U Azandl predstavuje sit utilitdrni arte-
fakt vytvoreny s vy$Si mirou pozornosti, nebot je
nositelem vdécénosti a projevu Ucty za dary pfi-
rody (Gell 1996). OvSéem v kontextu galerie nebo
muzea vykazuje rybarska sit znaky uméleckého
dila, jako jsou skvéla Ffemeslna zruénost anebo
esteticka hodnota. Konkrétni kontext zpUsobil
zménu statusu a symbolického vyznamu rybéar-
ské sité. Je proto nemozné jednoznacné oddélit
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uméni od utilitarnich artefaktd. Rybarska sit je
artefaktem a zaroven vykazuje znaky umélecké-
ho dila. Po oddéleni uméni a artefaktd zUstava
objekt bez skute¢né funkce, odsunuty pro zaba-
vu a rozptyleni, vy&lenény z kazdodenniho zivota
a od puvodniho vyznamu a vyuziti.

Rybarska sit afrického kmene Azandl je artefaktem a zaroven
vykazuje znaky uméleckého dila;
© UN Audiovisual Library

The fishing net of the African Azande tribe is an artefact and
also exhibits the characteristics of a work of art;
© UN Audiovisual Library

VYVOJ UMENI PO ROCE 1989

Rok 1989 predstavoval zlom v expanzi a vyvoji
soucasného umeéni, a to v tradi¢nich umélec-
kych centrech i na periferiich, kde dfive mezina-
rodni trhy s uménim nepUsobily. Napfiklad pad
vychodniho bloku vytvofil podminky pro pfiliv
vychodoevropského a ruského umeéni, ktery
zmeénil raz evropského sou¢asného uméni. Na-
sledné rostouci publikum a trh pro institucionali-
zované soucasné umeéni vedly k rozsiteni biena-
le uméni, soukromych sbirek i muzei po celém
svéte. ,Udalosti ve svété roku 1989 a nasledné
znovusjednoceni Némecka, rozpad Sovétského
svazu, vzestup globalnich obchodnich dohod,
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upevnéni pozice existujicich obchodnich vztah(
a transformace Ciny v &astecné kapitalistickou
ekonomiku — hluboce zménily povahu umé-
leckého svéta.” (Stallabrass 2004: 7) V tomto
obdobi, dne 19. fijna 1991, dochazi i k rozpusténi
skupiny Tvrdohlavi. Jeji smysl urGoval spole¢en-
sko-politicky kontext a dobova potfeba vzajemné
podpory a soudrznosti.

0Od 90. let 20. stoleti se diskutovalo o vlivu
globalizace na sou¢asné uméni a pluralizaci
a demokratizaci uméleckého svéta. Zpravidla
se dospélo k zavéru, Ze globalizace homogeni-
zovala a fragmentarizovala vztahy s uméleckym
sveétem. Tyto debaty nakonec vedly k vyuzivani
souslovi globalni uméni jako synonyma pro sou-
¢asné uméni. Oba terminy vyjadiovaly védomi
rozmanitosti a plurality v kultufe a spole&nosti.
.10, co ,definuje sou¢asné umeéni’, je globalni
produkce a distribuce. Jsme vSak svédky toho,
Ze zapadni kritici se zdrahaji hovorit o globalnim
uméni, protoZe se obavaji, Ze zapadni umélecka
scéna ztrati svoji moc, az bude uméni globa-
lizovano. Ze stejného dlvodu by radéji upred-
nostnili pojem ,souéasné uméni’, protoZe je jiz
zavedeny a zni neutrélné s ohledem na novacky
ve svété uméni.” (Tunali 2017: 3) Soucasné
umeéni zacalo vice nez na ¢asovy Usek odkazo-
vat na urgity styl, ktery se objevil s globalizaci
a technologizaci svéta. Globalizaci uméni ovliv-
nily informacni a digitalni technologie, kupfi-
kladu videoart, protoze umélci ptsobici mimo
zapadni tradici mohli pouzivat technologie
dostupné po celém svété (Danto 1998, Belting
2009). Koncept globalniho uméni prekracuje
tradi€ni chapani d&jin uméni, modernistickou
doktrinu pokroku a eurocentrické pojeti a pfi-
stup ke svétu. Protoze vétSinu uméleckych dél
nelze zafadit do ramcu evropskych déjin uméni,
je tfeba je nahlizet v ramci regionalismu a he-
terogenni povahy kulturnich tradic. Sou¢asné
umeéni jiz neni,,Bohem dané pravo Evropand.
Misto toho se jedna o soubor autonomnich stylu

nesouvisejici s Zadnym historizujicim smérem
(jako je modernismus nebo avantgarda), které
Jjsou v soucasnosti dostupné komukoli a kdekoli
na svété.” (McLean 2010: 223)

Umélecky svét neni homogenni globalné
ani celostatné. V disledku nerovnomérného
geografického rozvoje neoliberalismu jsou
postupy sou¢asného uméni ¢asto nekoherent-
ni, jak doklada odli§né sponzorovani a zplsoby
finanéni podpory. Umélecky svét charakterizuji
vazby na nadnarodni kapital. Muzea, galerie
a mezinarodni biendle jsou stéle vice zavislé
na sponzorech a investorech, ktefi organizuji
a fidi novy trzni systém uméleckého svéta. Usast
na bienale je navic prostfedkem zajisténi bran-
du, podpory a renomé pro umélce nebo rozvije-
jici se trhy s uménim (Rodner, Omar, Thompson
2011). PfedevS8im mezinarodni bienale uméni
se prokazala jako vysoce vlivna pfi definovani
a utvareni sou¢asného stavu institucionalniho
umeéleckého svéta Ustici ve fenomén bienaliza-
ce sou€asného umeéni. V atmosfére 90. let byla
bienalizace vnimana jako vznikajici prostor pro
prerozdéleni kulturni moci. Po miléniu se v§ak
Uhel pohledu proménil, fenomén bienale uméni
zacal byt nahlizen jako pokragovani svétovych
vystav 19. stoleti, projev nové formy hegemonie
a rekolonizace Zapadem.

V 90. letech se zacali v uméleckém svété
prosazovat kuratofri, ktefi se zménili v profesio-
nalni konzultanty dominujici organizaci vystav
soucasného uméni. Kurator se stal vyznamnym
tvlréim Cinitelem, ktery se aktivné podili na vy-
béru uméleckych projekt a osobnosti i zplso-
bu prezentace vystavy (zpUsob dialogu s verej-
nosti). ,Zjednodusené re¢eno, ulohou kuratora
Jje objevovat a ukazovat vztahy mezi uméleckymi
diskursy, predméty, osobnostmi a institucemi
a klestit cesty od uméni k divakovi.” (Pachmano-
va 2007: nepag.)

Kurator ma velmi ¢asto podil na tvarnosti
umeéleckych dél, ktera jsou vyuzivana nebo

Ugast na bienale je navic prostfedkem zaji§téni brandu,
podpory a renomé pro umélce nebo rozvijejici se trhy

s uménim. Americka umélkyné Simone Leigh, bronzovéa socha
Satelit (2022) instalovana na venkovnim nadvofi Fasada (2022)
na 59. bienéle v Benatkach v roce 2022; © Timothy Schenk

Participation in biennials is, what’s more, a means of securing
a brand, support and reputation for artists and emerging

art markets. The American artist Simone Leigh, the bronze
sculpture Satellite (2022) installed in the outdoor courtyard
Facgade (2022) at the 59th Biennale in Venice in 2022;

© Timothy Schenk

i modifikovana na zakladé jeho napad( v dia-
logu s umélcem. Ve své vulgarni inkarnaci je
kuratorska moc o tom, Ze mocni maji pravdu:

o umélcich i o diskursu. O ¢ase, misté i reakci.
Jde o schopnost proménit véerejsiho umélce
hladovéjiciho v podkrovi v nejjasnéjsi hvézdu

na uméleckém nebi; odsoudit jeden Zanr k za-
niku a jiny proménit v evangelium.” (Friedman
1997: nepag.) Moderni muzea a galerie vedené
kuratory, ktefi kontroluji akvizice a pfipravuji ex-
pozice, je mySlenka zalozena na zapadnich kon-
cepcich uméni, funkci a smérovani kulturnich

a pamétovych instituci. Umélecké dilo je pak
Casto oddéleno od sou¢asného svéta, umisténo
v ,romantizovaném podsvéti“ muzea vytvarného
umeéni nebo etnologickém muzeu. Muzea rozho-
duji, jak podporovat, prosazovat a prezentovat
umeélecké dila, umélce, déjiny umeéni a jejich roli
v soucasném svéte.
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Prezentace uméleckych dél a umélct je
ostatné vyzvou a podnétem pro mésto Mikulov.
V rdmci Mikulovského vytvarného sympozia
"dilna" zde po tfi desetileti vznika sbirka umeé-
leckych dél, jejiz relevanci, hodnotu a vyznam
by bylo mozné o to vice ocenit ve vefejné galerij-
ni nebo muzejni expozici. Ve sbirce jsou zastou-
peni pfedni i zcela zacinajici &esti i zahrani¢ni
umeélci, k nimz nalezi nejenom byvali ¢lenové
skupiny Tvrdohlavi, ale dale také Erika Bornova,
Tomas Cisarovsky, Milena Dopitov4, Eva Eisler,
Eva Kotatkova, Jifi Kovanda, Ivana Lomov4, Otto
Placht, Vladimir Skrepl, Jind¥ich Streit nebo Laco
Teren. Expozice a shirka spravovana stalym kura-
torem, jenz by v kooperaci s kuratorem kazdého
ro¢niku Mikulovského vytvarného sympozia
"dilna" stanovoval téma a program, by mohla byt
koncipovana jako retrospektivni prehlidka vyvoje
a smérovani ¢eského uméni od 90. let az po tvor-
bu souc¢asnych umélca.

DILNA 2023 uvoD

Kurator se stal vyznamnym
tvaréim Ginitelem, ktery
se aktivné podili na vybéru
umeéleckych projekt

a osobnosti i zplsobu
prezentace vystavy.
Vystava Okouzleni Afrikou
poradanav letech 2019 az
2020 v Pavilonu Anthropos
Moravského zemského
muzea v Brné;

© Martin Frouz

The curator has become an
important creative factor who
actively participates in the
selection of artistic projects
and personalities as well as
the way in which an exhibition
is presented. The exhibition
Enchanted by Africa held in
the years 2019 and 2020 at
the Anthropos Pavilion of the
Moravian Museum in Brno;

© Martin Frouz

ZAVER: REVIZE UMENI

Tvorba byvalych ¢lend skupiny Tvrdohlavi,
Ucastniky tricatého roéniku Mikulovského vy-
tvarného sympozia "dilna", pfivadi k pfemysleni
o dosavadni revizi uméni a pfehodnocovani
ustanovenych konceptu, pojmu a definic (Didi-
-Huberman 2000). Reprezentanti tohoto ro¢niku
jsou rozkro¢eni mezi konceptualnim a expe-
rimentalnim pfistupem, vyuzivaji prostredky
moderniho i sou¢asného umeéni a zaroven jsou
zapojeni do specifického vyvoje uméni po roce
1989. Lze je povazovat za privodce smérova-
nim i vypravénim umeéni, zménami jeho pojeti

i obsahu ve druhé poloviné 20. a na zaCatku

21. stoleti. Tito tvirci se ocitli v obdobi defino-
vani konce umeéni jako konce vypravéni, v némz
umélecka dila ztratila smysl a nenapliuji svij
historicky Ucel. ,Dnes se i u umélca a historik(
uméni ztratila pfedstava déni, jeZz by mélo smysl,

déni, v némz jedni pokracuji a druzi je vypravéji.
Nejistota o tom, jak uméni bude pokracovat
dél - a co uméni je —, vyvolava v umélcich
nové otazky, zatimco historici uméni se tazou,
co déjiny uméni viastné byly a zda si tim jsou
jesté jisti.” (Belting 2000: 129) Dilo uc¢astniku
letoSniho sympozia ovSem vypovida o tom, ze
konec vypravéni neni definitivni, pouze skon-
¢Gila urcita faze vypravéni a konkrétniho stadia
vyvoje. , Existuje urcita podstata uméni, ktera
je vuméni prfitomna po cely historicky vyvoj,

je vSude a vzdy stejna, ale ukazuje se pouze

s odstupem.” (Danto 1998: 28) Byvali ¢lenové
skupiny Tvrdohlavi jsou svédci staré i nové faze
vypravéni s novym cilem, v némz nastava vyvoj,
transformace médii i pfekradovani hranic, kdy
se uroven tvorby posouva na dosud nepoz-
nanou Uroven (Carroll 1998). Umélci z tohoto
uskupeni zazili rGzné etapy a faze, zkuSenost
odliSné historické situace a ve své tvorbé po-
stupné uplatnili Siroky repertoér vytvarnych
technik, vyrazovych prostiedkil i tematickych
oblasti. Jejich dila pfedstavuji svébytnou entitu,
ktera vypovida o autentickém vnitfnim svété

a dovednosti v recipientovi vyvolat emoce.
Potvrzuji, ze umélecka tvorba je stale zalozena
na vizualnim vnimani a vytvareni mentalnich
obraz(. Schopnost vyvolat uréité emoce je

v uméleckém slovniku byvalych ¢lenl skupiny
Tvrdohlavi jedine¢nym dokladem Zzité umélecké
zkuSenosti a schopnosti generovat a otevirat

nové zplsoby a vidéni svéta (Chalupecky 1999).

TVRDOHLAVI

Umélci z uskupeni Tvrdohlavi zaZili rizné etapy a faze,
zkusenost odli§né historické situace a ve své tvorbé postupné
uplatnili Siroky repertoér vytvarnych technik, vyrazovych
prostfedkd i tematickych oblasti. © Barbora Putovéa

The artists in the Tvrdohlavi group have experienced various
stages and phases, the experience of a different historical
situation, and have progressively applied a wide repertoire of
artistic techniques, means of expression and thematic areas in
their work. © Barbora Patova
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Tvrdohlavi

Tvrdohlavi pfedstavuji Eeskou uméleckou
skupinu, ktera formalné existovala v letech 1987
az 1991. K ustaveni skupiny dochazi 3. ¢ervna
1987 podepsanim zakladaci listiny ve Slovackém
salonku Obecniho domu. Tvrdohlavi vznikli v ob-
dobi vzristajici mimooficialni vystavni a umé-
lecké aktivity. Jejich vystoupeni pfedstavovalo
protest proti oficialnim pravidldm komunistické
strany a omezovani uméleckych aktivit. Hlavnimi
iniciatory zalozeni skupiny byli malifi Jifi David
(narozen 1956), Stanislav Divi$ (narozen 1953)

a Jaroslav Réna (narozen 1957), ktefi se dohodli
na celkovém poctu deseti osob, véetné produké-
niho a manazera skupiny reziséra a scenaristy
Vaclava Marhoula (narozen 1960). K ¢lendim
uskupeni dale patfili malifi, sochafi, hudebnici

a performeri Michal Gabriel (narozen 1960),
Zdenék Lhotsky (narozen 1956), Stefan Milkov
(narozen 1955), Petr Nikl (narozen 1960), Frantisek
Skala (narozen 1956) a Cestmir Suska (narozen
1952). Rada predstavitelll skupiny se setkavala
v pribéhu studentskych let, podporovali se

v umeé&lecké tvorbé a navstévovali se v ateli-
érech. V €lenstvi se pfihlizelo k vyvazenému

poctu zastoupeni studentl z Akademie vytvar-
nych uméni a z Vysoké skoly uméleckoprimys-
lové v Praze nebo k dosavadnimu vyvoji poten-
cialnich ¢len( a jejich tvorbé. Skupina nevydala
zadny manifest ani nestanovila spole¢ny umé-
lecky program, coz odpovida i pozadavku umé-
lecké svobody a nezavislosti. Nazev Tvrdohlavi
vytvofil Jaroslav Rona v ndvaznosti na ¢eskou
kuboexpresionistickou skupinu prvni republiky
TvrdoSijni. Logo skupiny je autorstvim FrantiSka
Skaly. Prvni vystava se konala na prelomu let
1987 a 1988 v Lidovém domé ve Vyso&anech

a predstavovala jedineénou udalost na umélec-
kém poli druhé poloviny 80. let v Ceskosloven-
sku. Dne 19. fijna 1991 byla skupina Tvrdohlavi
rozpusténa. Jeji smysl uréoval spole¢ensko-
-politicky kontext a dobova potfeba vzajemné
podpory a soudrznosti. Po rozpusténi skupiny
se vSichni ¢lenové etablovali na tuzemské

i zahrani¢ni umélecké scéné. Mnohé dodnes
spojuje v8estrannost, riznorodé hudebni nebo
divadelni aktivity a také pretrvavajici tematické
prvky umeéleckého dila, k nimz se fadi mytolo-
gické, archetypalni a snové vyjevy.
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Jaroslav Rona

Uméni by mélo vytvaret alternativu pro vnimavé
lidi, ke svétu, jenZ je oviadan racionalnimi, mo-
censko-ekonomickymi zajmy.

Jaroslav Réna (narozen 1957), sochar, malif, gra-
fik a performer. V roce 1978 absolvoval Stfedni
odbornou $kolu vytvarnou na Hollarové namésti
v Praze. V letech 1978 az 1984 studoval obor
sklarské vytvarnictvi v ateliéru sklarského umél-
ce a sochare Stanislava Libenského (1921-2002)
na Vysoké $kole uméleckoprimyslové v Pra-

ze. V rané fazi tvorby Rdna vychéazel z gestické

a strukturalni malby a groteskni figurace. Tematic-
ky se priklanél k archetypalni symbolice, antické
mytologii a motivim ze Starého i Nového zakona.
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Pozdégji se v jeho tvorbé projevuji reminiscence
na neoexpresionismus, futurismus, masinismus
nebo kubismus, které vstupuiji i do velkoformato-
vych soch ve verejném prostoru. Pfevazné bron-
zové plastiky paralelné sleduji a doplfiuji Rénovo
malifské dilo a postupné se vyznaduji abstraho-
vangjsi stylizaci tvaru. Kli¢em k uchopeni i pocho-
peni jeho tvliréiho pfistupu jsou v posledni de-
kadeé predevsim fenomény a témata, k nimz patfi
apokalyptické vize, nebezpedi, nekongici konflikty
a zlo, totalitni formy vlady nebo projevy agresi-
vity a absurdity v sou¢asné spolec¢nosti. Motivy
mu otevird krdsné i odborna literatura nebo sny.
K jeho socharskym realizacim patfi pomnik Fran-
ze Kafky (2003) na Starém Mésté v Praze, Sépie
(2006) na Chebském hradé, Myticka lod'(2010)
na nabfezi Dunaje v Bratislavé, socha JoSta Mo-
ravského (2015) na Moravském namésti v Brné
nebo realizace Cervené Zirafy (2020) na Pankraci
v Praze. Réna je zakladajicim ¢lenem skupiny
Tvrdohlavi a ¢lenem komického vokalné-panto-
mimického tria Tros Sketos, kde vystupuje spolu
s grafikem AleSem Najbrtem (narozen 1962)

a malifem, ilustratorem a sochafem FrantiSkem
Skalou (narozen 1956).

Barbora Pitova: Kdy jsi byl poprvé osloven
a prizvan na mikulovské vytvarné sympozium?

Jaroslav Réna: Bylo to v roce 1994 na prvni ro¢-
nik a oslovil mé Stefan Milkov. Zprvu jsem se
tomu velice branil, protoze nejsem velky pfizni-
vec kolektivniho tvoreni. Ale nakonec mé k tomu
dotladila osobni situace. VSak jsem ted na tomto
sympoziu paradoxné popaté!

BP: Jak vnima$ mikulovské vytvarné sympozium
dnes? Kudy se ubira?

JR: Popravdé fe¢eno — nevim, kudy se ubira,
dvacet let déni v Mikulové nesleduji a musel
bych vidét vSechny vysledky sympozialni tvorby
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za uplynulou dobu. Nasi pfimi pfedchldci z mi-
nulého roku na meé v8ak velky dojem neudélali.

BP: Co v Mikulové planujes vytvofit? Jaké téma
a techniku zvoli§?

JR: Pokusim se namalovat co nejvic obrazli o roz-
mérech 170 x 150 centimetr( za pomoci oka-
mzité inspirace podpulrnymi materialy, jez jsem
si dovezl| a které mé tvarové a barevné vzrusuji.
Mam i par predbéznych kreseb, ale vysledek
vidim zatim velmi mlhavé. Pujde o olejomalby

na platné.

BP: Inspiruje té zdejsi krajina a prostredi? Citi$
zde jiného ducha nebo energii?

JR: Ano, inspiruje mé& mikulovska historicka
architektura svoji pevnosti a vnitfni poctivosti.
Zejména Dietrichsteinska hrobka na mé déla
velky dojem. Samoziejme i Svaty kopecek. Kraji-
na, divam-li se ze zdmku, je tady takova rozpale-
na placka, jsem tu vzdy v |ét&, a ta plsobi trochu
désivé. Cekam, kdy se pomalu proméni v poust
a na obzoru potadhne karavana s velbloudy. Ale
mam rad, kdyz maji mésta alespon starobylé
zidovské hrbitovy, kdyz uz tu neni zidovské ko-
munita, citim se tu néjak vice zakotveng&, mam
Iéta ateliér na Novém zidovském htbitové v Pra-
ze na Zizkové.

BP: Obohacuje té sdileni prostoru a ¢asu s dal-
§imi umeélci, konkrétné s predstaviteli skupiny
Tvrdohlavi?

JR: SpiSe bych fekl, ze oni spoluvytvareji pfijem-
né prostredi, kde se mi snaze pracuje, a zaroven
sympatickou tvaréi konkurenci, s niz se mohu
pomérovat.

BP: Co té spojuje s témito tvlrci? Nebo naopak
oddéluje.

JR: Samoziejmé generacni prislusnost a po-
dobné vnimani zivotnich a uméleckych hodnot,
a také spolecny typ absurdniho humoru, jenz je
pro zivot, dle mého, nezbytny! Jisté tu jsou i od-
liSné nuance, ale ty zaklady stale drzi.

BP: Jaké prostredi té formovalo, co bylo predpo-
kladem k umélecké draze?

JR: Prostredi, které mé nejvice formovalo, bylo
kromé& mé vlastni rodiny socialistické Ceskoslo-
vensko v obdobi mezi lety 1975 a 1985, pobyt
na SOSV na Hollarové namésti a VSUP v ate-
liéru profesora Stanislava Libenského. V roce
1981 také mésicni cesta stopem po méstech

a muzeich zapadni Evropy a dvoumeésicni pobyt
v USA a Mexiku v roce 1985, uskuteénény diky
vlivu profesora Libenského.

BP: V ¢em té profesor Libensky ovlivnil a nasmé-
roval?

JR: Profesor Libensky a také jeho asistent Karel
Variura pro mé udélali - minéno v oblasti nastar-
tovani a urychleni mého uméleckého vyvoje -
snad nejvic ze v8ech. Libensky v nas studentech
vybudoval presvédcéeni, ze tvorba uméni je
nejvyssi meta, které mize ¢lovék v Zivoté dosah-
nout, a musi tomu podfidit vSechno. Libensky
mohl diky svému postaveni svobodné cestovat
po svéte, vozil ndm umélecké ¢asopisy a katalo-
gy se sou¢asnym zapadnim uménim, a my jsme
diky tomu méli povédomi o tom, kam se soudas-
né umeni vyviji.

BP: Ktefi umélci nebo umélecké sméry té ovlivnili?
JR: Na stfedni Skole to byl mezivaleCny expre-
sionismus, zejména némecky, belgicky a nor-
sky — tedy skupiny Die Briicke a Der Blaue Reiter,

George Grosz, Kathe Kollwitz, Ernst Barlach,
Constant Permeke, James Ensor a predevs§im
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Edvard Munch. Ale také samozfejmé Spanél
Pablo Picasso a Francouzi, v malifstvi Henri
Matisse, v socharstvi Auguste Rodin a Antoine
Bourdelle. Z Cech(l hlavné& Bohumil Kubista, Jan
Zrzavy, FrantiSek Tichy a Otto Gutfreund, nemo-
hu ale opominout ani FrantiSka Bilka. Na vysoké
$kole to byl zprvu Spanél Antoni Tapies, pozd&ji
americky kresli¥ Saul Steinberg, Svycar Horst
Antes, ale tfeba i Oskar Kokoschka a Egon
Schiele. V socharstvi jsem obdivoval a stale ob-
divuji Constantina Brancusiho, Jacoba Epsteina,
Henriho Gaudiera-Brzesku, ale pfedevsim Hen-
ryho Moora. Ke konci studia jsem objevil né-
mecké Neue Wilde a italskou transavantgardu.

BP: Mnozi predstavitelé skupiny Tvrdohlavi jsou
prevazné malifi. Ty jsi sochaf i malif, byt vefej-
nosti jsi pfevazné vniman jako sochar. Jaky mas
vztah k malbé&?

JR: Rekl bych, Ze vefejnosti jsem vniman spi-

Se jako sochar, protoze moje sochy maji stale

na ocich a vystavy obraz( vzdycky nékdy skongéi.
Malba je pro mé zakladni zplsob vyjadreni, dFi-
ve jsem maloval, nez sochafil, ale je pravda, ze
sochafstvi je pro mé také zcela pfirozeny zplisob
vyjadreni. Takze jsem takovy rozpolceny obojet-
nik — tedy pouze co se ty¢e umélecké tvorby, aby
to nebylo vykladano jinak.

BP: Nakolik se odliSuje prace s materialy a jejich
materidlova podstata, napfiklad bronz vs. barva
na platne?

JR: Bronz je vysledny material, vétSinu ¢asu pfi
tvorbé sochy stravim s hlinou a sadrou, i kdyz

i v bronzu nékdy sochu také dodélavame a po-
zmeénujeme. Socharstvi je zkratka néco absolut-
né odliSného od malby. Vnimam ho spiSe jako
architekturu - idea, kresba, model, zvétSena
realizace ve spolupraci s femeslniky. Velikou roli
pro mé hraje umisténi sochy tak, aby prostredi

DILNA 2023 ROZHOVORY

tvorilo se sochou harmonicky celek. V malbé
je to mlhava idea a dlouhy boj o kone&ny vysle-
dek, nékdy absolutni proména zadméru v néco
jiného - tedy zajimavy dialog se sebou samym.
To se v sochafrstvi déje opravdu jen malokdy,
kdyz pracujeme ve velkém méfitku, tak to

neni vibec mozné. Podotykdm, Ze vytvarim

i kamenné realizace a tam to je zcela archi-
tektonicky postup, podle modelu na milimetr
prfesnéa zvétSena realizace kameniky, kterou

od zacatku koriguji.

BP: Mas néjaky tvardi ritual?

JR: VétSinou se mi v hlavé honi néjaka neod-
bytna predstava — plasticky tvar nebo idea
obrazu. Tak to zakreslim do skicaku, abych

se toho zbavil. Kdyz je toho vic, vyberu bud

to, co se opakuje, nebo to, co je nejslibngjsi,

a zkusim to néjak vyrobit. Obrazy zase vznikaji
bud z napadd, které jsem si takto zaznamenal,
nebo z pomérné propracovanych kreseb, jez
kreslim na cestach. Vydal jsem je i knizné jako
Umanuté kresby (2002) nebo Sto kreseb odné-
kud (2019).

BP: Jaky je smysl sbirek a sbirkotvorné
¢innosti?

JR: To je dost Sirokéa otazka, asi bych odpoveé-
dél, Zze sbirani véci, uméni, knih, film a v8eho
ostatniho reprezentuje zajem Clovéka o svét,

v némz zije, a snahu o jeho interpretaci v uspo-
radani a smyslu sbirky. Také samoziejmé i sna-
hu o uchovéni a ochranu hodnot v8eho druhu.

BP: S4m mas sbirku rliznych kuriozit. Na co
se zamétujes? Co sledujes?

JR: Asi jako kazdého umélce mé pfitahuji po-
zoruhodné predméty od musli, kosti a kame-
na pres starozitné zbrané, hudebni nastroje,
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africké a viibec exotické masky a sosky. Mam
také rozsahly archiv rdznorodych obrazovych
materiald a obrovskou sbirku pohlednic, kterézto
véci vyuzivam pri malovani obraz( a pfi vymysle-
ni a ztvariovani svych predstav. Nejsem nikterak
sbératelsky specializovan.

BP: Mnoho umélcli dnes funguje individualng,
podili se na tom i tempo doby. V &em je setkava-
ni, dilny, spole¢né tvorba hodnotna nebo oboha-
cujici?

JR: Obohacujici je pro mé zejména dlouhodoby
pobyt s prateli, ktery by bez sympozia asi ne-
mohl uz nastat. Je to nasim vékem a vevazanosti
do spolecensko-rodinnych vztah(, které nedo-
voluji pfilis svobodny pohyb. Ale asi to ma kazdy
umeélec jinak, ja to mam takhle.

BP: S odstupem &tyr desetileti a s nabytymi
zkuSenostmi — ma smysl| zakladat skupiny nebo
spolky?

JR: To opravdu nevim, v dobé, kdy jsme zakladali
skupinu my, tak byla motivace jasna - odpor

ke statni kulturné politické doktriné totalitniho
socialistického Ceskoslovenska. Ale jak je to
dnes, nevim, snad by bylo dobré zalozit skupinu
mladych umeélcu, jez by se navracela ke kvalit-
nimu Femeslu, krase a sile pfimého vyrazu bez
teoretickych vykonstruovanych konceptualnich
berlicek.
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BP: Co je poslanim uméni? Co by mélo pfinaset
a sdélovat?

JR: Uméni by mélo vytvaret alternativu pro vni-
maveé lidi, ke svétu, jenz je ovladan racionalnimi,
mocensko-ekonomickymi zajmy, tak jak tomu
bylo vzdycky. Mélo by nabizet duchovni spodi-
nuti, estetické obohaceni, radost i silu k dalSimu
existenénimu boji, a to jak v ramci nabozenského
vnimani svéta, tak mimo néj.

BP: Jak se uméni prodava, je dostupné?
JR: To zase nejsem schopen posoudit. Pro néko-

ho je dostupné, pro jiného nikoliv. Moje uméni
se posledni desetileti prodava velice dobre.

Zdenék Lhotsky

Miluji pocit, kdyZz si uvafis dobrou bramboracku
podle sto let starého receptu, zaZivas stejny zazi-
tek jako pred sto lety.

Zdenék Lhotsky (narozen 1956), sklarsky umé-
lec a technolog, sochar a malif. Absolvoval
obor hutni tvarovani skla na Stfedni umélecko-
primyslové §kole sklafské v Zelezném Brodé
(1972-1976). Nasledné studoval v letech 1978
az 1984 obor sklo na Vysoké Skole umélecko-
pramyslové v Praze u sklaifského umélce a so-
chare Stanislava Libenského (1921-2002).

V roce 1994 zalozil Lhotsky studio v Pelechové
u Zelezného Brodu, které pokracuje v tradici

» PICTS.37 70-72

stfediska skla do architektury - taveni Stanislava
Libenského a sklarky Jaroslavy Brychtové
(1924-2020). Lhotsky je autorem sklarské tech-
nologie a chranéné znacky vitrucell, jejiz speci-
fi€nost spogiva zejména v oktogonalnim vzoru
uvnitf skloviny, organizovaném do jemnych pra-
videlnych dutinek plastvi. Jeho tavené objekty

a instalace charakterizuje geometricky a orga-
nicky dekor a formy, jednoduchy az puristicky
tvar. Geometrizujici pfistup a kompozice vstupuji
i do kreseb, které mohou byt vychodiskem sklar-
skych technologii a tvliréiho zkoumani nebo
experimentovani. Lhotsky produkuje zakézko-
vou vyrobu i autorské prace zahrnuijici tavené
plastiky a objekty, stély nebo reliéfy. K pfednim
realizacim a zakazkam se fadi sklenény sarkofag
ovalného plidorysu a vahy pres 4,5 tuny pro dan-
skou kralovnu Markétu Il. v katedrale v Roskilde
(autor Bjgrn N@rgaard), okna na stre$e sakristie
chrdmu Sagrada Familia v Barceloné (autor An-
toni Gaudi) nebo sklenéné dlazdice ve stropu
dvorany v palaci Lucerna. Lhotsky patfi k zakla-
dajicim ¢lentim skupiny Tvrdohlavi.

Barbora PUtova: Kdy jsi byl poprvé osloven a pfi-
zvan na mikulovské vytvarné sympozium?

Zdenék Lhotsky: V roce 1994 mé pozval na sym-
pozium Stefan Milkov. V roce 1995 jsem se
Ucastnil druhého sympozia. Potfeti jsem byl po-
zvan letos.

BP: Co v Mikulové planujes vytvofit? Jaké téma
a techniku zvoli§?

ZL:V Mikulové pracuji na velkych kresbéach,
obvykle volim men§i format &tverce z A1. Tyto
velké kresby jsem v minulosti délal jako limito-
vanou edici tisk(, coz mé jiného ducha. Zde je
dobry prostor. Mdm hotové tfi véci, planuiji jich
vytvofit celkem pét nebo Sest. Pouzivdam tuzku,
inkoust a perokresbu. Inkoust i propiska jsou
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signifikantni, snadno rozeznatelné. Obc¢as tyto
kresby vystavuji. Pracuji v sériich, tfinact nebo
étrnéact kusu v tahu. Posledni velka série byla
do New Yorku. V pribéhu kresleni za mnou
pfisly dvé damy z Narodni galerie, odmitl jsem
je, potreboval jsem sérii kompaktni. Série spolu
nemuseji souviset, ale podstatna je energie.
Jednu kresbu délam tfeba tyden, ale paralelné
pracuji na jinych zakazkach.

BP: Inspiruje t& zdejsi krajina a prostredi? Citi$
zde jiného ducha nebo energii?

ZL: Genius loci zde je, nemuzu fict, Ze by mé
ohromné ovlivitoval. Krajina je krasna. Nabizi se
vulgarni vysvétleni, ze Morava a jeji natura, lidé,
jsou jini, vstficnégjsi.

BP: Obohacuje té sdileni prostoru a ¢asu s dal-
Simi umeélci, konkrétné s predstaviteli skupiny
Tvrdohlavi?

ZL: TéSi mé jejich prfitomnost.

BP: Co té spojuje s témito tvdrci? Nebo naopak
oddéluje.

ZL: Spojuje mé po letech pratelstvi. Z toho spek-
tra pratel jsou ty nejsilngjsi vztahy. S Jardou
Rénou mé spojuji vzpominky na studium.

Po Skole jsme spolu chvili délali zakazky, ugili
jsme se vydélavat penize. S Jardou jsem zazil
mnohé dobrodruzstvi, je takovy vztekly buldo-
¢ek. S Frantou déldme muziku. Ke v§em citim
Uctu, jsou to osobnosti. Kazdy jsme tak jiny,

ze si nekonkurujeme, nelezeme do zeli. Mame
za sebou rlizné zivotni konflikty, coz je normal-
ni. Kdyz to vydrzime do konce bez kapky krve,
tak to posili vzajemny vztah.

BP: Jaké prostiedi té formovalo, co bylo pfedpo-
kladem k umélecké draze?
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ZL: Kupodivu jsem od tfinacti let védél, Zze chci
délat sklo. Prozil jsem zvla$tni fascinaci na §ko-
le v pfirodé v Jizerskych horach. Po lesich byly
skladky skla. To ve mné ulpélo. Po §kole jsem
nastoupil na ucili§té, na Hellichovku jsem se
nedostal, Jarda kozeSnické ucilisté dodélal.

Po roce jsem nastoupil na stfedni §kolu v Zelez-
ném Brodé&. Nevédél jsem, Ze existuje stfedni
sklarska Skola. Tam jsem foukal sklo, dostal jsem
se k podstaté materialu. Pak jsem pracoval dva
roky ve fabrice.

BP: Stejné jako Jarda Réna jsi studoval u Stani-
slava Libenského na Vysoké Skole umélecko-
prdmyslové v Praze. V ¢em té ovlivnil a nasmé-
roval?

ZL: Libensky byl v té dobé nejlepsi kantor

na vysokych uméleckych §kolach. Znal jsem

ho predtim, pracoval jsem v jeho studiu, jehoz
jsem dnes vlastnikem. Ovlivnil nas, naucil nas
mnoho. Jeho Skola byla lehce drsn4, byl pfisny,
zaroven mél v sobé lidskou vlidnost a citlivost.
Pochézel z prostych poméru. S asistentem Kar-
lem Vanurou, partnerem Libenského v uc¢eni,
utvareli spole¢né skvély kantorsky tandem. Znal
jsem se dobfe i s Jaroslavou Brychtovou, ktera
véci modelovala. Vnimal jsem Libenského jinak
nez Jarda, ktery je bytostny malif, coz ja nejsem.
Libensky otevrel téma studiova plastika, stal se
osobnosti svétového skla. Pfes zeleznou oponu
neméli zadné informace, délali zakazky do ar-
chitektury. Komunisté potfebovali néco vyvazet.
Z dnesniho pohledu je to absurdni.

BP: Ktefi umélci nebo umélecké sméry té ovlivnili?

ZL: Maloco. Jsou véci, které mé fascinovaly z dé-
jin uméni a architektury. Ze bych zkousel néco,
co délal nékdo jiny, to jsem nikdy nezazil. Ani

ve skle. Nabizelo by se délat jako Libensky, jeho
stopa ve mné byt musi, ale ani j4, ani Jarda jsme
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nez(stali v jeho stinu. Cast vyuky jsem protrpél,
prostfedi mi nevyhovovalo. Jarda byl ambicioz-
néjsi zak. Za komunistl se ndm obcas dostaly
do rukou ¢ernobilé katalogy. VSechny véci jsem
vidél aZ po revoluci. Ve skute¢nosti mi zlistalo
par osobnosti. Nazorové nikoho nesleduiji.

BP: Mnozi predstavitelé skupiny Tvrdohlavi jsou
prevazné malifi. Ty jsi pfedevSim sklaf a sochar.
Jaky mas vztah k malbé&?

ZL: Sklar ano, vymyslel jsem nékolik unikatnich
technologii. Nikdy jsem nedélal sklenénou plas-
tiku. Nyni délam krychle a sloupy. To dilezité je
obsazeno v materialu, nefeSim tvar, zajima mé
vnitfni svét. Ob&as mé malba 1ak4, ale nejsem
bytostny malif. Malitstvi vznika v ruce. Mala
kresba a pak zvétSeni. Napadne mé motiv v le-
tadle, kdy jsem v jiném rozpolozeni, v rausi. Rok
jsem nemél fidi¢ak, jezdil jsem vlakem. Zvykl
jsem si, jel jsem vlakem, mél jsem néco rozkres-
leného. Kresby vznikaji v malém formatu jako
poloautomaticka kresba, intuitivni zalezitost,
pak s tim pracuji cilevédoméji. Véci pro mé
museji nést emoci, fascinaci, jinak to nedélam.
Citim to az na konci. Nasledné tfeba jesté upra-
vim, dotahnu. Zavidim malif{im, Ze jim to vznika
pod rukama.

Poznam dobrou véc. Obraz je dobry nebo
dobfe vypada. Je mnoho obrazd, které vypadaiji
skvéle, ale jsou hloupé. Nedockavost a zvéda-
vost jsou nejzakladnéjsi umélecké vlastnosti,
zvédavost je nejvétsi tahoun. Co nemam, je
pocit, ze bych chtél nékomu néco sdélit. Ale
t88i mé, Ze lidé, ktefi neujizdi na prvoplanovych
vécech, mé dilo oceni. Podobné je to u muziky,
ze mé nékdo posloucha. S dilem mohu byt sam,
bud budu, nebo nebudu spokojeny.

BP: Nakolik se odliSuje prace s materialy a jejich

materialova podstata, napfiklad sklo vs. barva
na platné?
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ZL: U skla vSe dlouho trva. Technologii vyvijim
tficet let. Je to napinavé. Ta nedockavost

a zvédavost je tryzniva, musi byt v peci pét dni,
chtél bych ji vidét hned druhy den. Prace je
odliSna v procesu. Proto i kreslim, potfebuji kon-
takt s materialem, ohmatat si platno anebo pa-
pir. Sklo je naopak drsna véc. Vyzaduje odliSny
zpUsob vzniku, mam Sestnact zaméstnancu.

BP: Mas néjaky tvardi ritual?

ZL: BEhem dne jsem do pfiblizné tfeti hodiny
odpoledni v praci. Ve studiu mam zaméstnance,
potfebuji, aby byli samostatni. Stalo meé energii
studio zalozit a udrzet. V pozdnim odpoledni

a vecer posloucham pfi tvorbé hudbu. Drive
vyloucené, potfeboval jsem absolutni klid. V po-
sledni dob& mam rad ruch kolem sebe, cvrkot.
Vyrostl jsem v Praze na Ruské, kde byl absolutni
Srumec. Citim kolem sebe prostor a civilizaci.

BP: Jaky je smysl sbirek a sbirkotvorné ¢innosti?

ZL: To se dotyka smyslu uméni. Myslim si, ze
uméni déld mnoho lidi. Smysl uméni je jinde.
Historicky je vyznam sbirek absolutni, vyjadfuje
potenci spole¢nosti. Vafim rad a dobre. Miluji
pocit, kdyz si uvafi§ dobrou bramboracku podle
sto let starého receptu, zazivas stejny zazitek
jako pred sto lety. Zaznam doby je dulezity. Takto
vznika kultura. Ma to smysl pro uziveni umélcu.
Nékteré véci bych si koupil, nejsem vSak ochot-
ny platit Silené sumy.

BP: S&m mas sbirku rliznych kuriozit. Na co se
zameérujes? Co sledujes?

ZL: Nejsem sbératel skla, ale kuriozit. Mam sbir-
ku snézitek z celého svéta. Sbiral jsem hracky

a véci, které vypadaly jako mobil. Je to naprosto
pitoreskni. Nyni sbiram kytary, raritni nastroje,
které opravuji. VSechny funguiji.

BP: Mnoho umélcl dnes funguje individualng,
podili se na tom i tempo doby. V &em je setkava-
ni, dilny, spole¢na tvorba hodnotna nebo oboha-
cujici?

ZL: Pro mé je setkavani dulezité, potkal jsem

na sympoziich mnoho zajimavych lidi. Ostatné
se setkat i po letech je vzacné, smysluplné.

O tom jsou i sympozia, nevzniknou zde Mony
Lisy, ale je to o setkani. Mnoho si toho fekneme;
malo se jinak vidame, zijeme v jinych okruzich.

BP: S odstupem &tyr desetileti a s nabytymi
zkuSenostmi — ma smysl zakladat skupiny nebo
spolky?

ZL:V minulosti to mélo smysl. Skupina se mohla
zaslouzit o prosazeni stylu, potkal jsi lidi stej-
ného ladéni a zaméru. Pro nas to byl boj proti
politickému establishmentu. Pro kazdého ¢lena
bylo zapojeni do uskupeni Tvrdohlavi odliSné. J4
jsem byl vyzvan k Gc¢asti. S opatrnou radosti jsem
pfijal, nejsem pfiznivcem staddnosti. Potkal jsem
tak i lidi z Akademie vytvarnych uméni. Jsem rad,
Ze jsem je poznal, a v8echny mam rad.

BP: Co je poslanim uméni? Co by mélo prinaset
a sdélovat?

ZL: Uméni by mélo kultivovat vizualni prostor,
ale je vtom zmatek. V prostoru se nachazi vizu-
alni smog, tézko rozeznat, co je smog a ¢emu
pripisovat dlilezitost. | audio vjemy jsou takto
zaplavené. Tézko bude svét zaplavany pampe-
liSkami. V uméni neni vice fotograf(, ale je vice
fotoaparat(. Co je horsi, dobfi fotografové se
ztraceji v mlze téch Spatnych.

BP: Citi$ rozdil mezi uménim a designem?

ZL: Kdyz pujdes na dien slova design, design

je to, ze nékdo néco nakresli, to se vyrabi

a prodava. Kdyz délam designovou misu, je

na hrané krasného uméni, nenese charakter
designu. Navic jsme prosazovali design, dnes je
z toho odporné véc.

BP: Jak se uméni prodava, je dostupné?

ZL: Je zcela dostupné a prodava se. Ja nic nepro-
davam, proto skoro nic nedéldm. Kdyby za mnou
nékdo pfisel, Ze mi bude délat agenta, feknu ano.
Asi se uméni prodava nejlépe v historii. Jak se to
déla, to nevim. Ale v tom mnozstvi véci se proda-
vaji zcela hloupa dila. Neni to prokazatelné, ne-
dozvis se tak, zdali je uméni dobré. Jako ukazatel
je trh bezvyznamny.
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Stefan Milkov

Po precteni romanu Kamen a bolest jsem se roz-
hodl pro drahu sochare.

Stefan Milkov (narozen 1955), sochar, malif

a hudebnik. V roce 1974 absolvoval obor repro-
dukéni kamenosochafrstvi na Stfedni umélecko-
pramyslové Skole v Uherském Hradisti. V letech
1976 az 1982 studoval v ateliéru sochafrstvi

na Vysoké Skole uméleckopriimyslové v Praze.
V jeho pojeti tviréi prace s hmotou se projevuje
vliv moderni italské socharské Skoly a vyuziti
rdznych materiald od bronzu, hliniku az ke dre-
vu, littmu sklu a palené hliné. Namétovou slozku
tvofi zejména krestanské ikonografie, mytologie
nebo archetypy, které transponuje ve vlastni
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symbolické predstavy a poselstvi. Zdsadnim
tématem Milkovovy tvorby je stylizovana lidské
figura (andélé, jezdci nebo piety), jejiz forma je
zaloZzena na abstrahovani, organické az geomet-
rické formé a vyrazném protazeni. Tvar obryso-
vé linie figur je exaktni, elementarni a plynuly.
Ve stylizované postaveé respektuje vSak klasic-
kou socharskou statuarnost. Naklonéné nebo
zaklonéné postavy dosahuji elegantniho tvaru
a soudasné vyvolavaji mimoradné napéti. Stihlé
tvary tél a ostrost kfidel vytvafi kontrast proti
hmotné kulovité hlavé. Néktera tato vychodiska
se projevuji v bronzovych plastikach Divan japo-
naisse (2001), Opily andél (2006), Andél a vejce
(2010) nebo Halali (2010). Napfiklad v plastice
Divan japonaisse, variaci na jezdecky pomnik,
uplatnil mékkou modelaci, zivé, hladké a nazna-
kové tvary. K jeho socharskym realizacim ve
verejném prostoru patfi E/ Nirio (2004) v parku
Hadovka v Praze, Brana s kyvadlem a prame-
nem (2005) v Havifové, Pomnik Nikoly Tesly
(2014) v prazskych Dejvicich nebo Amorfoid
(2016) v zahradé Anezského klastera v Praze.
Milkov je zakladajicim ¢lenem skupiny
Tvrdohlavi.

Barbora Pltova: Kdy jsi byl poprvé osloven
a pfizvan na mikulovské vytvarné sympozium?

Stefan Milkov: Osloven jsem byl poprvé v roce
1993, a to mistnim rodakem, malifem Liborem
Lipou. Muj dalsi pritel, sochaf Nikos Armutidis,
je autorem sympozia. Nasledné se pfipojil Libor,
jenz zorganizoval prvni sympozium. Zapojen byl
dale Zdenék Lhotsky z Tvrdohlavych.

BP: Jak vnimas vytvarné sympozium v Mikulové
dnes? Kudy se ubira?

SM: Samoziejmé za tficet let probéhly velké
zmény, stejné jako ve vytvarném uméni. | kdyz
jiz nejsme ucdastnici, periferné jsme sledovali,
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co se v Mikulové odehrava. Zptsob, jak pracu-
jeme, je klasicky. Posledni ucastnici se ohlizeli
po novych vyrazovych prostfedcich, tvofili kon-
ceptudlni véci. Prekvapilo mé&, ze by nas po tficeti
letech mohli do Mikulova pozvat zpatky.

Od podatku sympozia se fesi, jaky bude osud
sbirky. Méla byt plvodné umisténa na zamku.
Meéni se vedeni mésta. Je to i otdzka financi, bude
to nakladné. Dokonce méla byt sbirka v Hasi¢ce
v Mikulové. Stale stejny stav. Po letech zatouzili
po autorech, ktefi zde po sobé néco zanechali.
Nékteré véci jiz podlehly zkaze, zejména drevo,
zachovaly se v3ak jejich navrhy. Vidim posun
v tom, Ze je zde snaha néco ucinit. Idealné zajistit
¢loveéka, ktery se bude o sbirku starat.

BP: Co v Mikulové planujes vytvofit? Jaké téma
a techniku zvoli§?

SM: Planuji vytvofit sochu Jana Krtitele, odka-
zujici na barokni kostel svatého Jana Krtitele

v Mikulové. Aktualné se nachézi ve stavu rekon-
strukce. Ve svém véku a fyzické kondici jsem
zvolil men§i méfitko a vyhledal vhodny materidl,
ktery je technologicky proveditelny — polymerac-
ni beton. Prvni zkuSenost, kterd vzbuzovala vel-
ké obavy. Usoudil jsem, Ze je to moznost, ktera
by mohla klapnout. Risk. Namaluji na sympoziu
také dva obrazy, kdyby se socha nepovedla. Na-
vic v minulosti trvalo sympozium pét tydn(, nyni
pouze Ctyfi.

Kazdy z nas ma néjakou kariéru vyzadujici
zodpovédnost, nemazeme divogit. Musime si
rozmyslet, co po nas zUstane. VSichni jsou pre-
kvapeni, jak intenzivné pracujeme. Jsme vytrze-
ni, na sympoziu nevystupuji rusivé prvky.

BP: Inspiruje té zdejsi krajina a prostredi? Citi$
zde jiného ducha nebo energii?

SM: Jiz jsem pfijizdél s inspiraci a pfipravou.
Mésto je krasné a zajimavé, miluji to zde, protoze

jsem po otci Bulhar. Mediteranni atmosféra més-
ta, vapencové skaly, slunce. Jediné, co mi schazi,
je voda. Clovék se zde citi dobre, za ta léta jsem
ve mésté navazal mnoha pratelstvi.

BP: Obohacuje té sdileni prostoru a ¢asu s dal-
Simi umeélci, konkrétné s predstaviteli skupiny
Tvrdohlavi?

SM: Mé vzdycky, pouhou jejich pfitomnosti. Je to
Uzasné ptilezitost byt zde spolu intenzivné. Zivot,
ktery vedeme, je komplikovany a naro¢ny, proto
zbyva malo ¢asu na schazeni. Rozdélili jsme se
na mensi jednotky. Setkat se dohromady, cela
skupina, to je absolutni vyjimka.

BP: Co té spojuje s témito tvlrci? Nebo naopak
oddéluje.

SM: Spojuje mé pratelstvi, Ucta k jejich praci,
doufam, Zze vzdjemna, diskuse o uméni a zivoté.
Dobra parta. OdliSnosti vnimam pozitivng, ty nas
totiz pfitahuji. K ¢lenstvi kazdy z nas pfistupuje
jinak. Jednalo se o unikatni okamzik, ze se tito
tvarci dali dohromady. Cas a jejich kvality po-
tvrdily, Ze jsou to vyjimecni lidé. Tenkrat kdyz
seskupeni spontanné vzniklo, jsme se vzajemné
vytipovali. Jsou mezi nami ¢lenové, ktefi s nami
nechtéji nic mit, ale tak to je. Takovy je zivot,
zvlasté pak mezi umélci.

BP: Jaké prostredi té formovalo, co bylo prfedpo-
kladem k umélecké draze?

SM: Byl to m{ij dédecek. Otec byl technik, mat-
ka ucéetni, tam nic hledat nelze. M{j dédecek
Karel, matky otec, byl velice erudovanym tech-
nikem, autorem nékolika patentd. Pfitom hral
na varhany v kostele a na housle. Spolu jsme
vyrabéli loutky, pfedméty, kde vyuzival
technické znalosti. Jediné tam muizeme vyhle-
dat stopu.
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Po pfecteni roménu Kadmen a bolest jsem

se rozhodl pro drahu sochare. Mdj otec mél
ovS8em jiné plany, vojenskou Skolu. Byla to zaslu-
ha maminky, ktera mé podporovala. Nakonec
jsem dostal svoleni, Ze mohu vykonat talentové
zkouSky.

BP: Ktefi umélci nebo umélecké sméry té ovlivnili?

SM: Slozité definovat, cela fada umélcl i sméru.
S lety se inspirace navic méni. Jako studenta mé
inspirovala italska Skola, pak klasické moderni
socharstvi. Sleduji aktualni vyvoj, pfredavam si

s kamarady tipy, zejména s Jardou Rénou. Do jis-
té miry do toho vstupuji nové moznosti a techno-
logie, ale i pomocnici. Dnes je mozné dosahnout
vysledku s mensi fyzickou namahou a rychleji.
Ale technologie je sluha, nikoli pan. Musi tam
byt dotek a kontakt, jinak to pro mé ztraci jakou-
koliv hodnotu.

BP: Mnozi predstavitelé skupiny Tvrdohlavi jsou
prevazné malifi. Ty jsi sochar i malit, byt verej-
nosti jsi pfevazné vniman jako sochar. Jaky mas
vztah k malbé&?

SM: Zacal jsem malovat v roce 2001, protoze
miluji barvy. Socharstvi neni pfili§ barevné. Vzdy
jsem délal grafiky a drobné véci, a to mé prestalo
uspokojovat. Zacal jsem malovat, coz je jiny pro-
ces tvorby. Kdyz délas sochu, musi byt nejdfive
model, malé méfitko, tim je socha v podstaté
hotova. A nastane proces zvétSeni, robota, na-
ro¢na prace. Pfitom se ti v hlavé roji mnozstvi
jinych napadd. Clovék trpi tim, Ze nevidi dlouho
konecény vysledek. Malovani je néco jiného, je to
kontemplativni stav. V jednu chvili se rozhodnes,
ze je dilo hotové. Maluji akrylem, kdyz jsem una-
veny nebo mam zdravotni neduhy. Dobfe se to
vybalancovava. V barvé objevis véci, které maji
formu a tvar, mazes je pak pouzit v modifikované
podobé v sochafrstvi.
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BP: Nakolik se odliSuje prace s materialy a jejich
materialova podstata, napfiklad bronz vs. barva
na platné?

SM: V pfipadé sochy vyrobi§ model jedna ku
jedné, pfedas ho do slévarny a ¢ekas na vysle-
dek. Pak se mize stéat, Ze najdes$ drobnou chybu
nebo nepresnost. V bronzu vyfez, dosazeni

a pak cizelovani. V pfipadé malby jsi v ateliéru,
sledujes vyvoj i vysledek. MUze ti to prindset vice
okamzité radosti nebo naopak zklamani.

BP: Mas néjaky tvardi ritual?

SM: Ano, vznikaji stovky malych kreseb. Pracuji
predevsim v noci, protoze nechci byt ruseny.
Ticho a klid. Pak to jednou za mésic vezmu

a provedu selekci, jestli néco z toho stoji za dalsi
rozpracovani. Véci, které stoji za Gvahu, opét pod-
robim selekci. Pak zlstane jedna, kterou vymo-
deluji. U malby si pfipravuji navrhy, a to i barevné
ve forméatu A4. Do toho zasahuiji, pretiskavam.
Pak si obkreslim obrysy prvk(, abych je nemusel
zvétSovat, a necham je vytisknout na malifské
platno. Tento postup jsem musel zvolit, protoze
mam na obrazech mnoho ¢ernych ploch.

BP: Jaky je smysl sbirek a sbirkotvorné ¢innosti?

SM: Pokud jsou to statni sbirky, maji veliky kul-
turni vyznam, hovofime o bohatstvi naroda a kul-
turnim dédictvi. Shirky ke v8emu uréuji kulturni
uroven naroda.

BP: Mnoho umélcl dnes funguje individualng,
podili se na tom i tempo doby. V ¢em je setkava-
ni, dilny, spole&né tvorba hodnotna nebo oboha-
cujici?

SM: Na sympoziu jsem byl pouze zde, nemam
jinou zkugenost. Ugastnici si sympozium mohou
uzivat, kazdy pracuje jinak, je to dobra Skola.
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Jan Kftitel; beton, 120 x 71 x 56cm
John the Baptist; concrete
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Clovék se maze priugit, ziskat nové dovednosti,
objevit nastroje a podobné.

BP: S odstupem &tyr desetileti a s nabytymi
zkuSenostmi — méa smysl zakladat skupiny nebo
spolky?

SM: Dnes spiSe nema. V dobg, kdy jsme usku-
peni Tvrdohlavi zalozili, to byla jedina cesta, jak
soustredit sily deseti rozhnévanych mladych
muzl k dosaZeni zmény. Jak se ukazalo, skupina
méla svoji silu. TéZko by se zaviralo deset lidi
najednou.

BP: Co je poslanim uméni? Co by mélo prinaset
a sdélovat?

SM: Uméni musi byt tak krasné, Ze kdyz se na né
divas, tak se ti chce fvat nebo plakat radosti.

BP: Jak se uméni prodéava, je dostupné?

SM: Uméni je exkluzivni véc a vzdy byla. Umélci
pracovali pro cirkev a Slechtu. Pak se osamo-
statnili. Dilo zndmého umélce se stavé nedo-
stupnym. To vytvafi exkluzivitu uméni. Dnes je to
az predimenzované v disledku strategie galerii
a kurator(, vSechny to Zivi. Neni to ani zasluhou
autord, Ze jejich dila nejsou dostupna. Vzdy se
ale da vyhledat cesta, jako jsou menSi dila. Zndm
fadu lidi, ktefi mé slusné zivi, kupuiji si grafiky

a mensi véci. Rad jim udélam cenu. Pak jsou
lidé, ktefi nemaji k umeéni vztah, kupuji uméni
jako komoditu. Ti také urduji cenu. Ta nema nic
spole¢ného s kvalitou a hodnotou véci.
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Petr Nikl

Sam rikédm, Ze jsem hraé. Hraju si na vice
médiich.

Petr Nikl (narozen 1960), malif, spisovatel,
hudebnik a divadelnik. V letech 1981 az 1987
absolvoval studium malby v ateliéru malife

a sochare Arnosta Paderlika (1919-1999) a mali-
fe Jitiho Ptacka (narozen 1949) na Akademii vy-
tvarnych uméni v Praze. Niklova tvorba je typicka
smyslem pro hravy otevfeny pfistup, pramenici

z tvlréiho rodinného zazemi, které mélo zasadni
vliv na formovani umélcovy profesni drahy. Jeho
matka, designérka hra¢ek LibuSe Niklova (1934~
1981), byla autorkou plastovych nafukovacich

a piskacich harmonikovych zvifat, ktera testoval
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jesté pred komeréni vyrobou. Podstatou repre-
zentuje novodobé pojeti renesanéniho ¢loveéka
vyznavajiciho Sirokou §kalu rdznych postupl

a technik. Saha od malby a grafiky pres experi-
mentalni fotografie a knizni ilustrace az k prosto-
rovym instalacim nebo hudebnim a divadelnim
performancim. Tv(réi rozmanitost koresponduje
s Niklovou snahou zUstat v dile otevieny, svobod-
ny a oprostény od zazitych dogmat a prfedsud-
k. Mnohdy prekracuje hranice v8edni reality.

Ve svém principu hry vyuziva smysl pro fantazii,
absurditu ¢i spontannost. Tradiéni techniky roz-
Sifuje o vlastni autorské metody, napfiklad samo-
volné préace, v nichz vyuziva specifické fyzikalni
procesy za vyuziti vody, tuSe a mechanickych
hragek. Takto vzniklé abstraktni obrazy evokuiji
nejcastéji podoby Zivocichd, rostlin a hmyzu. Nikl
je laureat Ceny Jindficha Chalupeckého (1995)
nebo ocenéni Magnesia Litera (2008). Patfi k za-
kladajicim ¢lentm skupiny Tvrdohlavi.

Barbora PUtova: Kdy jsi byl poprvé osloven
a pfizvan na mikulovské vytvarné sympozium?

Petr Nikl: V roce 2001 jsem byl poprvé na sym-
poziu, kuratorem byl Tomas Cisarovsky. Po-
druhé, v roce 2003, na jubilejnim ro¢niku,
vyro&i deseti let od zalozeni sympozia. VSichni
Ucastnici tohoto ro€niku byli kuratofi. Na rozdil
od ostatnich tc¢astnikd, co jsou na letoSnim
ro¢niku, jsem byl pozvan az posledni. Mezi lety
1993 a 2001 jsem se v8ak na sympozium pfijel
podivat.

BP: Jak probihalo pozvani na tento ro¢nik?

PN: Zavolal mi Jarda Réna, zdali bych nechtél
znovu, jiz potreti, v Mikulové pobyvat. V podstaté
se to nedalo odmitnout, a to i z divodu, ze
vSechny U€astniky zndm. Nevyhoda je, Zze
nepoznam nikoho jiného. Casto se nevidame.
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Pravidelné se potkavam s FrantiSkem Skélou,
hrajeme spolu v kapele.

BP: Jak vnimas vytvarné sympozium v Mikulové
dnes? Kudy se ubira?

PN: Sympozium je stejné. Ubira se pouze ¢as,
ten se ubira zcela jisté. Tehdy jsem zde mél déti,
jezdili jsme na vylety. Nyni je to jiné. Jiz jsou vel-
ké. To je ten rozdil. Sympozium zacalo vice so-
charsky, pak zase malifsky, konceptudlnéji. Je to
dané ucastniky. Nyni jsme zde jako klasici. Ono
se neubira, ono se spiSe proménuje lokalné v ten
ktery rok podle toho, kdo tu je. Ted je to takovy
comeback starnoucich spiklencu.

BP: Inspiruje t& zdejsi krajina a prostredi? Citi$§
zde jiného ducha nebo energii?

PN: Ano, prosttedi je inspirativni. V ramci Cech
a Moravy je Mikulov italsko-Spanélsky ostrov,
ktery nema srovnani. Ziji na Malé Stranég, v jadru
historie. Toto je také historické misto. Kdyz sem
Clovék pfijede, propadne se v Case.

BP: Co v Mikulové planujes vytvofit? Jaké téma
a techniku zvolis?

PN: Nedavam si zadné predbézné plany, pfivezl
jsem si fotografii psa, nez mé zde bude néco
inspirovat. Byl jsem na navstévé u kamaradu,
pejskovi se ohnulo ucho, vyfotil jsem si ho. Pak
druhy den priletély mury. Pak jsem vidél postolku
na reliéfu Dietrichsteinské hrobky. Navstivil jsem
na zamku restauratorskou vystavu Autor restau-
rator, namaluji jednu Slechti¢nu. Krajinou se ne-
inspiruji, nejsem krajinaf. Mozna se vratim k pso-
vi, pfevazné vyhledavam zvirata. V roce 2001
jsem zvolil floralni motivy, chodil jsem po Palavé.
Maloval jsem akrylem fantazijni kvétiny. V tom
jsem pokracoval v roce 2003. Nyni volim olej, tus
s vodou a kavu.
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BP: Inspiruje té sdileni prostoru a ¢asu s dalSimi
umeélci, konkrétné s predstaviteli skupiny Tvrdo-
hlavi?

PN: Je to UZasna pfilezitost. To byl princip vSech
sympozii. Tyto umélce zndm, trochu se zmeénili.

BP: Co té spojuje s témito tvirci? Nebo naopak
oddéluje.

PN: Drive to byl zajem, inspirace historii a arche-

vvvvvv

dy se posouva.

BP: S odstupem &tyr desetileti a s nabytymi
zkuSenostmi - méa smysl zakladat skupiny nebo
spolky?

PN: Urcité ano. Jaké maiji trvani, to je jina véc.
Kazdé fuze s nékym jinym, propojeni, je velice
inspirativni. V divadle, hudbé, je to kolektivni
prace. Bavi mé délat néco, co vznika propojenim
vice hlav, vzajemnych interakci. To mlze byt ve-
lice podnétné. Z interakce vznikaji jiné véci, nez
kdyz je ¢lovék sam. Rad kombinuji tyto pfistupy
- kolektivni a individualni. Nyni jsme v situaci
individualnich ateliér(, ale s kolektivnim potka-
vanim. Povidame si, spolu hrajeme na hudebni
nastroje. Zde pak plati, Ze musim poslouchat
toho, kdo hraje, abych se s nim vyladil. Magie vy-
ladovani, aniz by ¢lovék toho druhého kopiroval.
Aby udélal kontrapunkt, druhy hlas. Napfiklad
Laco Teren jiz potfeti pfipravuje obéd, polévku,
z rekvizit. Gastronomie splyva s magii tvoreni.
Alchymistickéa vedlejsi dilna. Neuvéfitelnd empa-
tie. Neni zde Zadna soutéz, pouze vzajemnost.
Ato je Uzasné. | kdyz hoSi maji vyrazna ega.

Na schuzkach Tvrdohlavych to byl zazitek, stfi-
daly se groteskni a komické chvile, vzapéti se
pohéadali mezi sebou. Nazorove jsou vyhranéni.
To déla tu tvrdohlavost. Nazev je pfiléhavy, i kdyz
vznikl jako parafraze na TvrdoS$ijné, s &imz prisel
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Hnéda mura; olej na platné, 135 x 135cm
Brown Moth; oil on canvas
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Jarda Réna. Zarputili, ale vtomto véku nad véci
a se zvlastnim smyslem pro humor, ktery mé
bavi.

BP: Jaké prostredi t& formovalo, co bylo pfedpo-
kladem k umélecké draze?

PN: Vyrlstal jsem v umélecké rodinég, nefesil
jsem to. Celkem to bylo jasné. Tatinek byl akade-
micky malit. Maminka navrhovala hracky. VyrUs-
tal jsem v prostredi tv(réi prace, a to mé urdilo.

BP: Mnozi predstavitelé skupiny Tvrdohlavi jsou
prevazné malifi. Ty jsi multimedialni. Jak se dnes
vnimas a profilujes?

PN: Multimedialni znamen3, ze &lovék pracu-
je s mnoha prostifedky. Zde to znamena, ze
pracujeme v mnoha oborech: hudba - Skala,
Lhotsky, Divi§ — a divadlo — Nikl, Sustka. To
neni okrajova tvorba, ale pribézné se ji vé-

nuji se stejnou intenzitou jako vytvarné préaci.
Délal jsem i na loutkach, s tim jsem v divadle
zacal. Pak je to tfeba tvorba knizek, to mame
spole&né s Frantou Skalou. Tam jsou pfesahy
do vice vyjadfovacich moznosti. Sdm fikam, ze
jsem hraé. Hraju si na vice médiich. To hrani to
spojuje, véci nejsou dopfedu racionalné napla-
nované. Vznikaji spontanné. Vlychazeji z pokusl
krok za krokem, z praktické ¢innosti. V dlsledku
se ¢innosti propojily. Véci, které délam tusi, kdy
necham po papife pobihat mechanické strojky,
zanechéavajici stopy. Jakasi vytvarné-divadelni
performance, kterd mlze fungovat samostatné
v galerii. Neni to pomijivé na rozdil od divadla.
Vznikne obrazova stopa po akci, kterd maze zit
svym zivotem jesté dal. Je zajimavé se k tomu
probojovat. K tomu mé pfivedlo divadlo.

Zde zakladam praci soubézné na dvou
rdznych principech. Prvni je malovany obraz,
kdy mém predlohu, kterou rozpracovavam.

A druhy pak spontanni princip bez predlohy,
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obraz vznika z velké miry nahodile. Je postaven
na fyziologickych procesech, poustim tekutinu,
kterou vstiebava ¢insky ryzovy papir. Jednoho
psa jsem timto zplsobem vypracoval. Je to pes,
zdmér zde byl. Lih s praSkem si déla, co chce.
U symetrickych obrazl propiji dva papiry, jeden
pak oto€im. Rentgenové platno, Turinské plat-
no, struktura papiru zvarhankovati, protoze je
mokry. Varhanky, do nichz natekla tus, vytvori
strukturu. Z0stava prirozena stopa. Dulezita je
tekutost.

Napadlo mé, ze udélam muru. Zkousel jsem,
co vice vystihne mru. Kdyz ji otrocky namaluiji,
je téZkopadnéjsi, ackoliv je realistickd. Nama-
loval jsem ji podle fotky. Samovolné provedena
si rad&ji namaluji. V posledni dobé ani nic ne-
vymyslim, nechci tam mit zadné pfidavky, zby-
te€né Uvahy. Vezmu si orchidej, namaluiji ji tak,
jak vypada. Upln& mi stagi fascinace samotnou
podobou a vzhledem. Zde mé fascinovala pos-
tolka na reliéfu hrobky, musim ji namalovat, aby
bylo poznat, Ze je to reliéf. Je to zaznam zazit-
ku stejné jako fascinace poni¢enym obrazem
Slechti¢ny z aktualni vystavy Autor restaurator
na mikulovském zamku. Fascinace tim, co jsem
vidél, s ¢im se potkam. Jenom to zachytit. Neni
to vymyslené ani konstruované. Nic nepfidavam
do véci, které vznikaji samovolné.

BP: Mas néjaky tvaréi ritual?
PN: Ritual je samotné dilo, prace.
BP: Jaky je smysl sbirek a sbirkotvorné ¢innosti?

PN: Nikdy jsem nesbiral, ale chapu, ze ¢lovék
ma néco v néjakém mnozstvi. Co se tyka sbirani
obraz(, je to investice, ukladani kapitalu. Sbir-
ky jsou rlizné. Mohou byt tematizované, u té
mikulovské je to Siroké spektrum a doklad, kdo
se sympozia zu&astnil.
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Mira IV.; ¢inska tus, kava, ryzovy papir na platné, 200 x 150cm
Moth IV.; India ink, coffee, rice paper on canvas
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Seznamil jsem se s klukem, ktery sbhira ma-
mindiny hracky. Zjistil, Zze se vyrabi i fejky, maji
jiné hlavy. Je to zvlastni obsese. Kdyby ho nebylo,
neveédél bych, ze se hracky takto vyrabi. Médma
vyrabéla hracky jenom pro nas, napriklad sestre
z latky. V pfipadé hragek do vyroby jsme jako
prvni zkouSeli, co vS8echno vydrzi.

BP: Ktefi umélci nebo umélecké sméry t& ovlivnili?

PN: Moderna. FrantiSek Kupka, Georg Baselitz.
Umélcl je cela fada. Nelze fict zasadni vliv.
Clovék se tomu zarover trochu brani. V pfipadé
principu pfistupu hrace, toho, kdo zkoumé svét
pomoci prostiedkd, tam nebyla zadna takova au-
torita. Chodil jsem na seminéare reziséra a peda-
goga lvana Vyskodila, to byla 8kola. Ten podpofil
moje smérovani. Neni tedy z vytvarné oblasti.
Kdyz se mé nékdo zept4, kdo byl maj uditel, fek-
nu Ivan Vyskocil. Posuzoval mé literarni obrazy,
scénare. Jedna se o to, co vyjadiovat. N&jaké
téma hledat, to mGze nastat v jakémkoliv bodu.
Formu si vyhledam. Néco namalovat nelze, pak
se obracim k psani.

BP: Co je poslanim uméni? Co by mélo prinaset
a sdélovat?

PN: Iniciace vnimat intenzivnéji svét, zivot, vzta-
hy, emoce. Je to takové lupa, ktera pomaha zivo-
tu. Klade otazky. Relativizuje véci, které se sys-
tematizovaly. Podavéa pohled na véc, které jsou
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zakalené konstrukcemi. Podili se na obnazovani
hodnot a zintenziviiovani vnimani, vnimani

sebe jako zazraku, jakéhokoliv tématu. Hledani
smyslu. To mlze nastat individualné. To ¢lovék
musi mit pfes sebe, pfes své vnimani, vychazi

z vlastnich zkuSenosti, co nasbiral sam. Z toho
muze udélat metafory a doufat, Ze to bude sdé-
lené ostatnim. Je to ten subjektivni pfistup, cesta
osobni zkugenosti. Cim vice je takovych pFistu-
py, tim je svét bohatsi.

BP: Jak se uméni prodava, je dostupné?

PN: Tomu se nevénuji. N&jak se ale Zivit musim.
K prodeji dochazi ex post, nemusim na néj my-
slet pfi praci. Kdybych na to myslel, nejsem svo-
bodny. To je otazka pro galeristy. Soudé podle
aukei, krize na trhu uméni neni. Je to individualni,
nékdo prodéava vice.

FrantiSek Skala

Jsem prehistoricky sbérac, ktery reaguje na to,
co najde nebo objevi.

FrantiSek Skala (narozen 1956), malif, ilustra-

tor, sochar, hudebnik a performer. V roce 1971
nastoupil na obor fezbéarstvi na Stfedni umélec-
koprdmyslové skole v Praze. V letech 1976 az
1982 absolvoval obor filmové a televizni grafiky
na Vlysoké $kole uméleckopriimyslové v Praze. Jiz
v pribéhu studii se zacal orientovat na grafickou
a malifskou tvorbu. Olejomalby ovlivnéné tvorbou
starych mistr( pfedznamenaly jeho ilustratorskou
virtuozitu. llustracemi doprovodil popularné-
-naucnou literaturu, pohadky i vlastni autorskou
tvorbu, jiz je napfiklad prvni autorskéa kniha Velké

» PICTS.55 82-86

putovani Viase a Brady (1989). Pro knihu zvolil
rozvijejici se zanr komiksu, ktery pozdéji rozvinul
ve fotografickém serialu s loutkami Jak Cilek Lidu
nasel (2006) a Skutecny pribéh Cilka a Lidy (2007)
nasnimaném v redlném lesnim prostredi. Skaliv
tvarci zabér se vyznacuje rozmanitosti umélec-
kych disciplin, bohatym repertoarem technik

a presahem za hranice vytvarného uméni. V tvar-
¢i ¢innosti vyuziva neumélecké materialy, nahod-
né nalezené pfedméty a pfirodniny, nasledné
pretvarené v umeélecké objekty. Rozviji potencial
spontannich pfirodnich procest nebo je naopak
imituje s cilem navodit zvétravani, omleti nebo
abrazi. Dlraz na uziti prirodnich nebo netradic-
nich materiald se projevuje i v pripadé malby.

V cyklu tzv. rezavych krajin pracuje s vysuSenym
bahnem z lesniho pramene v zapadnich Cechach
(nanoschranky mirkoorganisma), ktery utfeny

s olejem dosahuje Siroké tonové stupnice variujici
od béZové az po témér ¢ernou. Do obraz( vstupu-
ji apokalyptické az fantastické krajinné scenérie,
katastrofy, paranormalni jevy, zazraky, tajemné by-
tosti a bozstva. Skéla je laureatem Ceny Jindficha
Chalupeckého (1991), zakladajicim ¢lenem skupi-
ny Tvrdohlavi a &lenem vokéalné-pantomimického
tria Tros Sketos, kde vystupuje spolu s grafikem
AleSem Najbrtem (narozen 1962) a malifem a so-
charem Jaroslavem Rénou (narozen 1957).

Barbora PUtova: Kdy jsi byl poprvé osloven a pfi-
zvan na mikulovské vytvarné sympozium?

FrantiSek Skala: Nékdy pred tficeti lety na Ctvr-
té sympozium v roce 1997. Kromé meé zde byli
z uskupeni Tvrdohlavi zastoupeni Michal
Gabriel, Stefan Milkov a Jaroslav Rona.

BP: Jak vnima$ mikulovské vytvarné sympozium
dnes?

FS: Vnimam ho &isté osobné. Pro mé je to pfi-
jemné zpestieni. Zadného jiného sympozia jsem
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se nikdy nezuc&astnil. Je to pfijemné misto k tvor-
bé, v pfijemné spole¢nosti, kde mé nic nerusi.
Je t&€Zké pracovat mimo vlastni prostfedi, zde
jsou k tomu v8echny podminky. Byl jsem na za-
hrani¢nich rezidenénich pobytech, coz je vS§ak
néco jiného.

BP: Co v Mikulové planujes$ vytvofit? Jaké téma
a techniku zvolis§?

FS: Co se tyka techniky, planoval jsem navazat
na obrazy v hnédém odstinu, které jsem maloval
vroce 2018. | kdyz jsem si vzal jiné barvy, nako-
nec maluji rezavymi. Je té€zké po Ctyfech letech
vstoupit do stejné feky. Objevil jsem Zelezité pig-
menty jiz v roce 1970, krasu této barvy. Jedna se
o zelezité nanoschranky mikroorganismu, které
musi$ nabrat v lese ve studance. Pfed &tyfmi
lety jsem zacinal s drobnymi obrazy, jez nikomu
neukazuji. Pak jsem po navstévé Australie zvolil
pfirodni pigmenty, s nimiz jsem vypracoval figu-
ralni, krajinné i abstraktni motivy. Nékteré jesté
nikdo nevidél.

BP: Tvé prvni olejomalby ze 70. let nezapfou
inspiraci obrazy Kamila Lhotaka, Hieronyma
Bosche nebo Pietera Brueghela. Kdo dalSi té
ovlivnil?

FS: Na stfedni $kole jsem se inspiroval surrea-

listy. UCil jsem se malovat olejem staromistrov-
skym zplisobem. To vyvrcholilo obrazem malé

krajiny (a la Joachim Patinier) za vyuZiti lazur

a dalekych obzor(.

BP: K malbé se vraci$ v poslednim obdobi. Pro-
ménil se v dUsledku tvij tematicky repertoar?

FS: To je takovéa ponorna feka. Material pod-
mifuje témata. | kdyz pracuji na plastikach,
zabyvam se spiritualnimi vlastnostmi materiald.
V malbé je to podobné. Rezava barva umoziuje
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Sirokou 8kalu urcitého druhu malby, ktery se liSi
od malovani Jardy Rény nebo Petra Nikla. Zrovna
abstrakce, které zde mam, jsou ukazkou zpU-
sobu prace. Je zde hodné elegance. Dokladaiji,
co zpUsobi terpentyn, co je rozpusti. Nékteré
krajiny vytvarim alla prima. Kdyz Josef Navratil
maloval krajiny, byly tam efekty kvaSe. Kdyz jsem
maloval hlinkami, otevirala se mi témata spojena
se zemi a vliv skalniho uméni. Nékteré malby se
blizi organickému, mikroskopickému tvaroslovi.
Projevuji se samovolné efekty, rozpiti, to, co se
odehrava pod mikroskopem. Staly zdroj je pfirod-
ni morfologie. A experimenty.

BP: Inspiruje t& zdejsi krajina a prostredi? Citi$
zde jiného ducha nebo energii?

FS: Zatim jsem pfimo na nic nereagoval. Inspi-
ruje mé zdejsi krasa. Rikal jsem si, ze bych mohl
namalovat néco ve spojitosti s timto prostifedim,
ale trvalo by to déle. | mésic je zavod s Gasem.
Cas je omezeny, neuziji si mésto a okoli. Umim

si tu predstavit Ctyfi mésice. Mit ¢as na praci je
vzacné, tvorba je nejvétsi radost a dobrodruzstvi.

BP: Obohacuje té sdileni prostoru a ¢asu s dal-
Simi umeélci, konkrétné s predstaviteli skupiny
Tvrdohlavi?

FS: Pochopitelné. V&era jsme hrali do noci. Zde-
nék Lhotsky pfitom pracoval.

BP: Co té spojuje s témito tvirci? Nebo naopak
oddéluje.

FS: Spojuje mé dlouholeté pratelstvi. Zaroven
respektuji jejich tvorbu. Kdybych zde mél byt

s nékym, jehoz tvorbu bych neakceptoval, poma-
lu bych se s nim nemohl bauvit.

BP: Jaké prostredi té formovalo, co bylo pfedpo-
kladem k umélecké draze?

FS: Rodinné prostredi, tatinek byl malif a milov-
nik starozitnosti. Vyrastal jsem obklopen rene-
san¢nim nabytkem. Maminka byla choreografka,
zdédil jsem po ni ostatné hudebni a pohybové
sklony.

BP: Ktefi umélci nebo umeélecké sméry té ovlivnili?

FS: V rozhodujicim véku mé ovlivnil surrealis-
mus, holandska krajinomalba, ale i Bohuslav
Reynek a Alén Divis. Dostal jsem se k niternému
projevu.

BP: Mnozi predstavitelé skupiny Tvrdohlavi jsou
prevazné malifi. Jak se profiluje$ a vnimas?

FS: Vyuzivdm neomezené vyrazové prostredky.
Délam toho mnoho, velké i malé véci, instalace,
fotografie. V§echno.

BP: Jak pfistupuje$ k materialu, k jeho kvalitam
a podstaté?

FS: To je pro mé zasadni véc. Material je pro mé
puvodnim inspiraénim zdrojem, vétSinou neumeé-
lecky, nestandardni, nevyzkouseny. Jsem fasci-
novan né&jakou vlastnosti materialu, kterou zaénu
rozvijet, a snazim se ukazat jeho spiritualni vlast-
nosti. Jsem prehistoricky sbéra¢, ktery reaguje
na to, co najde nebo objevi. To posouvam dale,
zkoumam, jakym zplsobem material vyuZit.

BP: Pises si deniky. Zaznamenavas si rizné mo-
menty nebo motivy, které pak pozdéji promitas
do dila?

FS: Obc&as ano. Mohu zpétné dohledat, Ze to, co
délam nyni, jsem zjistil jiz pfed dvaceti lety. Pak
jsem na to mezitim zapomnél.

BP: Podnikl jsi cesty do Kolumbie a Austrélie,
kde na tebe zap(isobilo skalni uméni. Cim

1€ oslovuje, jak jej vyuzivas a transponujes
v tvorbé?

FS: Tyto projevy civilizace mé fascinuji tim, ze
jsou autentické a tajemné. Jejich ucelem byl Sa-
mansky vstup do jinych svétl, coz nepraktikuji.
Lidé se mé ptaji, zdali pouzivam podpurné pro-
stfedky. Staci mi fantazie, kolektivni védomi nebo
povédomi, kde se citim s projevy propojen. Jsou
mi bliz§i nez soucasné intelektualni konstrukce.
Soucasné uméni bych posuzoval podle toho, co
bych s nim délal na pustém ostrové. Vyzdobil
bych si nadoby, zbranég, pak az interiér domu.

Pak mé fascinuje stylizace, nedostizné véci,
co se tyCe tvaroslovi a designu. Stejné jako bio-
nika, véda o pfirodnim designu. Nepfekonatelné,
jak je pfiroda genialné utvarena. VSechny samo-
volné procesy, které déla i Petr Nikl. Fascinuje
meé, co material dokaze.

BP: Mas néjaky tvardi ritual?

FS: Tvofim v cyklech, kdy se mi podafi nastar-
tovat nadSeni. Kdyz se podafi je udrzet, jsem
nejStastnéjsi. Proto se mi v Mikulové lehce na-
startovavalo. Ideélni podminky byly za covidu.
Novy objev, ten je nejvétsi dobrodruzstvi, kdy

se ¢lovek nékam posouva. Kdyz ma ¢lovék hoto-
vé obrazy, stale se za nimi ohlizi a zhodnocuje.
Mam nejradgji Eerstvou zilu, nez ji zaénu tézit.
BP: Co v8echno shiras?

FS: Snazim se nic nesbirat. Ale mam hodné
uméleckych adept(, které nikdy nesta¢im zpra-
covat, do konce zivota. Doufam, ze nékdy vyuziji
staré kosti z fi€niho koryta, takové muzeélni typy.
BP: Jaky je smysl sbirek a sbhirkotvorné ¢innosti?
FS: Tato ¢innost by méla byt profesionalni. Po-

kud jsou v dilech ulozeny hodnoty, mélo by se
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na né upozornit. Kazdy autor se zabyva vlastni
dokumentaci, dilo pojmenuje, zméfi, pecuje

0 néj. Kdyz ma nékdo sbirku, mél by délat totéz.
Jsou sbirky rozdilné kvality a Grovné.

BP: Mnoho umélcl dnes funguje individualnég,
podili se na tom i tempo doby. V ¢em je setkava-
ni, dilny, spole¢na tvorba hodnotna nebo oboha-
cujici?

FS: Mam pocit, Ze mnoho umélct spolupracuje
pfimo. To bych nemohl, to je kolektivni tvorba.
Jak tvofime na zamku v Mikulové, snazime se
vzajemné se nerusit, respektujeme soukromi.
V pribéhu tvorby je to kfehké, ukazovat dilo ne-
chcete. Ob¢as by se ¢lovék potrfeboval poradit
a znat nazor druhych. Troufl jsem si jednou ze-
ptat se Laca Terena, poradil. Kdyz nevim, jak dal,
dilo si vyfotim v rozpracovaném stadiu, vytisknu
a vytvarim varianty, jak by mohlo vypadat. Nebo
mi slouzi jako poradce doméci kuratorka, man-

zelka Eva, dilo prochazi schvalovacim procesem.

Je potfeba znat n&jaky kriticky nazor. Stojim o to,
aby mi k tomu nékdo néco rekl.

BP: S odstupem &tyr desetileti a s nabytymi
zkuSenostmi — méa smysl zakladat skupiny nebo
spolky?

FS: Ano, spolkll mame dost. Zadné dalsi zakla-
dat nebudeme. Organizovani spole¢né vystavy
je pfinosné. V souCasné dobé je to tézké. Ne-
dovedu si to predstavit, nedokazu se do toho
vcitit. Situace dnesnich mladych umélcd je jing,
uvazuji jinak.
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BP: Co je poslanim uméni? Co by mélo pfinaset
a sdélovat?

FS: Slast. Ur¢ity druh slasti.
BP: Jak se uméni prodava, je dostupné?

FS: Z mé zkuSenosti je dostupné. Mam Sirokou
Skalu dél pro Sirokou skupinu zadjemcu. Od naro-
zeninovych darkd — grafické tvorby od péti tisic
do patnacti tisic korun - az po drahé véci, kde
hraje roli, jakou mé dilo hodnotu pro mé. Nékteré
se mi nechce prodavat. Ode mé si kupuji drahé
véci lidé, ktefi nejsou sbératelé. Dopfreji si dra-
hou hezkou véc domd, aby se na to mohli divat.
Mné vyhovuje mira prodeje, nabidky a poptavky.
Neni toho moc a ani malo, a to se tyka i slavy.

SBIRKA SOUCASNEHO UMEN{ MESTA MIKULOVA / THE COLLECTION OF CONTEMPORARY ART IN MIKULOV

V hornich patrech; pfirodni pigment, olej, platno, 75 x 85cm
On the Upper Floors; natural pigment, oil, canvas
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Laco Teren

Za ta léta se mi podarilo vSechno, co se podafrit
mélo. Nejsem zapomenuty ani prehlizeny.

Laco Teren (narozen 1960), malif a sochatr.

V letech 1979 az 1985 absolvoval obor restauro-
vani na Vysoké Skole vytvarnych uméni v Bratisla-
vé. Od 80. let se radi k predstavitelim slovenské
postmoderni a neoexpresionistické malby, jiz
prostupuje vliv italské transavantgardy a némec-
kého hnuti Neue Wilde (Novi divoci). Pozornost
klade na klasické Zanry malifské tvorby, jako jsou
krajinomalba, figura a figuralni kompozice, por-
trét, a zejména zatisi. Teren v mnoha variacich
uplatriuje ustaleny rejstrik motivl - tykve, cu-
kety, melouny, okurky a dal8i zahradni plodiny

DILNA 2023 ROZHOVORY

v kombinaci se zvifecimi nebo lidskymi lebkami
a fragmenty skeletu, SkraboSkami, muslemi
nebo andélskymi kridly. Do kontrapozice stavi
Zivé a nezivé prvky, napriklad kosu kontra rizi
nebo sekeru kontra strom. V jeho tvorbé je za-
stoupena i védecka kresba a abstraktni obrazy,
sny, domorodé bozstva nebo hrdinové. Malifska
platna charakterizuje popartovy i barokni vyraz,
plo§nost a barevna sytost, jez mlze navozovat
naivismus a ky¢. Teren v8ak motivy posouva

na Uroven absurdni metafory, alegorického jino-
taje anebo hry se symboly, vychazejicimi z déjin
umeéni, hudby i masové kultury. Symboly jsou
Citelné v urcéitém kontextu a vystupuji jako kritika
doby a konzumni spoleénosti. Teren symboly
ironizuje, banalizuje, hybriduje a zahaluje do hu-
moru az nadsazky. Motivy z malifské tvorby dale
uplatiiuje v socharskych objektech ze skla, dfeva
nebo bronzu. Malbu povazuje za unik do barev-
ného uméleckého azylu z monochromni zité
reality a do svobodného svéta, v némz zaziva
pozitivni fyzické a psychické rozpolozeni.

Barbora PUtova: Kdy jsi byl poprvé osloven a pfi-
zvan na mikulovské vytvarné sympozium?

Laco Teren: V roce 1998, oslovil mé kurator Sta-
nislav Divi§. Vytvofil jsem tfi obrazy, které jsem
zde ponechal ve shirce. Mikulov jsem znal, pfed-
tim jsem jej navstivil opakované.

BP: Jak probihalo pozvani na tento ro¢nik?

LT: Volal mi Jaroslav Réna, Ze ma pro mé dle-
zitou zpravu. Jaroslava jsem znal. Pak mi volal

s odstupem nékolika dni Zdenék Lhotsky a ptal
se, zdali mi telefonoval Jaroslav. Zdenék mi fikal,
ze jsem vybran jako zahrani¢ni host. Nevahal
jsem a souhlasil.

BP: Inspiruje t& zdejsi krajina a prostredi? Citi$
zde jiného ducha nebo energii?
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LT: Ano, Morava je zajimava, pohrani¢i ostatné
vzdycky. Toto je inspirace, ktera komplikuje tvir-
&i proces. Clovék neni v domacim prostredi. Ne-
jsme schopni tvofit néco mimo téma. Pfemyslel
jsem, jak budu tvofit. Pfivezl jsem si mala platna,
takto tvofim i doma. Nakoupil jsem si zeleninu

v Mikulové a zagal jsem malovat. Po delSi dobé
jsem prochazel zamek a vyhledal fragmenty
plastik, fezeb, které spojuji se zeleninou. To neni
prvotni inspirace. Ten neviditelny moment inspi-
race na zadmku je v tom, ze sleduje stfedomor-
ské svétlo. Témata jsou zejména zelenina.

BP: Obohacuje té sdileni prostoru a ¢asu s dal-
Simi umeélci, konkrétné s predstaviteli skupiny
Tvrdohlavi?

LT: Inspirativni jsou rozhovory s dalSimi umélci,
predevsim s Jardou Rénou. Jednotlivé kousky ze-
leniny jsou jednotlivé osoby, jednotlivé pfibéhy,
a ten je vzdy jiny. Zalezi, kdo jej vypravi.

BP: Co té spojuje s témito tvirci? Nebo naopak
oddéluje.

LT: Za socialismu vystavovalo mnoho mladych
lidi. Zacatek byl zvlastni. Véci vznikaly podobné,
z vnitfni podoby. Generace pfed nami pracova-
ly jinym zpGsobem. V 80. letech byla dulezita
rockova hudba. M&li jsme zkreslené informace
o tom, co se odehrava na Zapadé. Nic jsme ze
Zapadu nemohli okopirovat. V jeden okamzik se
to narodi, je jedno, jestli je to v Praze, nebo v Ko-
Sicich.

BP: Jaké prostredi té formovalo, co bylo pfedpo-
kladem k umélecké draze?

LT: V na8i rodiné se stale objevovali umélci. M{j
stryc Josef Lacko byl profesor architektury. Mat-
ka touzila po tom, abych se vydal na jeho drahu.
Byl jsem lenivy v matematice a fyzice, vymlouval

jsem se na humanitni obory. Otcliv bratr Ivan
Teren byl dramaturg Slovenského narodniho
divadla v Bratislavé. VSichni umélci se znali, jako
dité jsem byl v ateliérech, divadle a na pratel-
skych setkanich. Od détstvi mi to imponovalo,
hral jsem si a kreslil. VSichni tvrdili, Ze jsem ta-
lentovany. Mé to pouze bavilo. Pfi vybéru Skoly
jsem zohlednil uméni. Rad &tu zivotopisy umél-
cl a poznavam, jak vznikaly véci. Vyhledavam

i teoretické Clanky.

BP: Mnozi predstavitelé skupiny Tvrdohlavi jsou
také sochafi. Jaky mas vztah k sose?

LT: Rad jsem modeloval, také vytvarim sochy.
Kamaradi mi pak navrhy odlévaiji.

BP: Mas néjaky tvardi ritual?

LT: Ano, nevim ale, z ¢eho vychazi. Dorazili jsme
na zamek, kazdy zagal néco tvofit. Je to ale jinde,
neni to doma v ateliéru, v ten okamzik to zacalo.

Neni dobra barva, §tétec. Cely trik je v tom, ze

se do toho musi$ dostat, takova drobné hysterie.

BP: Jak se dnes vnimas a profilujes?

LT: Jsem prakticky nezavisly umélec, umélec
na volné noze. Pracoval jsem i v reklamni agen-
tufe. Deset let jsem byl v ob&anském sdruzeni
Tranzit, coz Ize pFirovnat k jiné realité.

BP: Jak vnimé&$ vytvarné sympozium v Mikulové
dnes? Kudy se ubira?

LT: Z toho, co jsem stacil sledovat jako zahra-
niéni host s odstupem a vice objektivné, bych
nazval tuto chvili jako renesanci. Posledni roky
kolisaly, zadin4 to ziskavat jiny tvar. Je dllezité, ze
se to odehrava, navic jubileum tficeti let. Je zde
mnoho véci, které je tfeba vyresit, napfiklad sbir-
ka. Jaky bude jeji osud?
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BP: Mnoho umélcl dnes funguje individualng,
podili se na tom i tempo doby. V ¢em je setkava-
ni, dilny, spole¢na tvorba hodnotna nebo oboha-
cujici?

LT: Zvlast v této dobg, kdy se komunikuje on-line,
je uméni o komunikaci. Nejlepsi je osobni ko-
munikace. On-line komunikace je sice rychlejsi,
ale schézi zde autenticita. Kdyz si piSi poznamky
do knihy nebo do diafe, je to stejné jako malba.
Psat rukou je prospé&sné, zapojuji se centra

v mozku. To samé je vnimani. Rozeznat prostor.
Staéi vzpomenout kresby a obrazy Vincenta van
Gogha. Vidél to, co jini nevidi. Stal v Provence

a vidél za zatacku. To neni ani mozné, ale naudil
se divat.

BP: Jaky je smysl sbirek a shirkotvorné ¢innosti?

LT: Umélctim to dava obZivu, praci. Jsme na zadm-
ku Dietrichstein(, lidé milovali a sbirali uméni,
coz &ini doted. S odstupem to ma smysl, promé-
nuji se i ceny, hodnota dila nékterych umélcl
nardsta. Je to ddlezité pro umélce i pro ostatni.
Slouzi jako dokument doby.

BP: Vychazi$ z holandské malby?

LT: Zaklad je klasické zatisi, natura morta.

Na akademii vytvarnych umeéni jsem klasické
motivy odmital, netéSily mé&, nechtél jsem takto
postupovat. Restaurovani malby byl Ustupek.
Béhem vojenské sluzby jsem zacal tvofit figury,
pak nasledovaly kvéty a zatiSi. Nikdy jsem nebyl
nadSenec pro to vytvofit néco nového. Zajimalo
meé to, co zde jiz bylo.

BP: Ktefi dal$i umélci nebo umélecké sméry té
ovlivnili?

LT: Znovu a znovu sleduji obrazy od Pabla Picassa,
vzdy mé potési. Tim, ze mé vychovavaly zeny,
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mam rad zenské tvlirkyné, jako jsou Georgia
O’Keeffe, Artemisia Gentileschi, Dorothea
Tanning. Dale pak David Hockney. Rad ¢tu

i reflexe, vzpominky umélct, naptiklad Alberta
Giacomettiho nebo Picassa. Jeden z mych
prvnich milovanych malifu je Tizian.

BP: Pouzivas rekvizity nebo vzorniky?

LT: Pouzivam je pro mensi formaty. VetSi forméa-
ty skladam rliznym zplsobem. Od détstvi jsem
dochézel na kresleni ke slovenskému maliFi
Jozefu Jankovi¢ovi. Na Skole jsem mohl také
kreslit, mél jsem lavici u okna bokem. Déda si
kupoval lexikony, slovniky, sice v madarsting,
ale s mnoha obrazky. Vychazim z motivQ z knih.
Cely svét je ovlivnén zobrazovanim. Napfiklad
drevorezba nosorozce od Albrechta Diirera,
ktery toto zvife nikdy nevidél. Podle ného jej
pak v8ichni tvofili, napodobovali. Willem de
Kooning vytvofil néco, co ovlivnilo mé i Jardu
Rénu. Stylizace k jednoduchému, abstrahovani
z kusu dreva, kupfikladu africké plastiky.

BP: Jak vnima$ umélce na Slovensku a v Ce-
chach? Jsou citelné rozdily?

LT: Vzdycky byly a jsou. Blizkost jazyka, krajin,
stfedni Evropy. Je to pfiklad toho, Ze uméni se
vyviji v konkrétnich podminkach. Narodil jsem
se v Ceskoslovensku a Praha je mym hlavnim
méstem. Ceskoslovenska kultura je dodnes ma.
Stejné tak i hali¢ské a ukrajinska. Vzpominam
na to, co mi vypravéla babi¢ka. Zmeéna nastala,
ale pretrvava blizkost.

BP: Jak nahlizi§ na konceptualni uméni a pfistup?

LT: Vychazim z toho, ze v 80. letech se uméni
nerozdélovalo. To je Eeskoslovenské specifikum.
Fakt je, Zze jsou sméry a projevy uméni, které mé
nezajimaji. Nemam pocit, ze bych se mél vlci

SBIRKA SOUCASNEHO UMEN{ MESTA MIKULOVA / THE COLLECTION OF CONTEMPORARY ART IN MIKULOV

Tao mojho mena; akryl na platné, 40,5 x 70,5¢cm
The Tao of My Name; acrylic on canvas
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nim vymezovat. Maluji obrazy. Mdm mnoho pra-
tel, ktefi jsou etablovani v galerijnim svété. Mé
osobneé to nezajima. Nejsem skromny introvert.
Za ta léta se mi podafilo v§echno, co se poda-
fit mélo. Nejsem zapomenuty ani prehlizeny.

Ve svété uméni Ziji cely zivot.

BP: Co je poslanim uméni? Co by mélo prinaset
a sdélovat?

LT: Uméni musi pfindSet radost a utéchu. Onto-
logicka Uzkost je tak roz8ifend, ze uméni mize
davat smysl. Kdyz sledujeme obrazy a pak kra-
jinu, jsme udiveni, to je stejné. Pfipomenuti, Zze
Zijeme ve svété plném vjemd, prib&hd, dojma.
Ty jako jednotlivec se toho mizes$ zucastnit,
vytvofit svij vlastni pribéh.

BP: Jak se uméni prodava, je dostupné?

LT: To je otézka trhu, dila jsou komoditou. Uméni
je dostupné, zalezi na tom, co. Nékdo musi mit

pouze sadrovou, nékdo naopak bronzovou sochu.

DILNA 2023 ROZHOVORY

Michael Jan Bublik

Je tézZké uchytit se, zaujmout.

Michael Jan Bublik (narozen 2000), sochar.
Absolvoval obor fezbéarstvi a produktovy design
na Stfedni umeéleckoprimyslové skole v Praze.
Od roku 2019 studuje v ateliéru socharstvi

pod vedenim Lukase Rittsteina (narozen 1973)
a Michala Cimaly (narozen 1975) na Akade-

mii vytvarnych uméni v Praze. Vizualita jeho
socharského dila je zaloZzena na vyuziti tra-
di¢nich (dfevo, Zelezo, vosk, keramika a hlina)

i odpadovych nebo nalezenych materiald, které
zaclenuje do svych soch a objektd. V sérii soch
z vosku uplatnil amorfni tvary podobajici se pfi-
rodninam (skala, kAmen nebo koral) nebo figury,

P PICTS.63 93-96

v nichz je viditelny proces vzniku, skicovitost

a rozruSenost povrchu a torzalni stav plastiky.
Figuralni vyjev charakterizuje tvarova nadséazka
a deformace vyvolavajici dojem pohybu, vyra-
zovou naléhavost a zivost. Bublikovy plastiky
mohou pulsobit az nehotové, coz podporuje
kontinualni nedokong&enost, proces hledani
anebo opétovného vytvareni. Dalsi jeho prace,
exteriérové monumentalni socharské realizace
ze zeleza, vystihuje geometrické abstrahovani,
jez podporuje hruba povrchova textura vznikla
spojenim barvy a pisku. Bublik je predstavitel
nové nastupujici socharské generace, ktera
vyznava osvédcéené postupy i techniky, soudas-
né vSak experimentuje a ovéfuje materialovou
podstatu, moznosti tvaroslovi a zakon( sochar-
ské hmoty.

Barbora PUtova: Kdy a kym jsi byl pfizvan
na vytvarné sympozium v Mikulové?

Michael Jan Bublik: Pfizval mé Jaroslav Réna.
Doporucil mé& Michal Cimala, asistent v ateliéru
sochafrstvi na Akademii vytvarnych uméni v Pra-
ze, jehoz ucitelem byl pravé Jarda Réna. Netusil
jsem, co mé bude v8echno ¢ekat.

BP: Jak vnimas sympozium v Mikulové?

MJB: Pozitivné. Mikulov je krasné mésto,
atmosféra pusobi jako u more. Koncentrace
lidi ve mésté je neuvéfitelna.

BP: Co v Mikulové planujes vytvofit? Jaké téma
a techniku zvoli§?

MJB: Pripravil jsem nerezovou sochu Pozorovatel,
jesté ji budu lestit. Jinak jsem zde zpracovaval
nalezené véci — véSaky, které jsem kombinoval

s dal8imi vécmi. Na zakladé toho vzniknou

tfi reliéfy. Déle reliéfni postava z dubovych
odrezka.
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BP: Inspiruje t& zdejsi krajina a prostredi? Citi$
zde jiného ducha nebo energii?

MJB: Je to inspirujici. Neuvéfitelné jsou vapenco-
vé skaly.

BP: Obohacuje t& sdileni prostoru a ¢asu s dal-
§imi umeélci, konkrétné s predstaviteli skupiny
Tvrdohlavi?

MJB: Jisté, velmi. Jenom z toho dlvodu, Ze jejich
praci znam od mali¢ka.

BP: Co té spojuje s témito tvirci? Nebo naopak
oddéluje.

MJB: Odlisny zpUsob prace, vyuzivani novych
technologii pfi praci. Nejmarkantné&jsi znak, jenz
nas oddéluje v praci.

BP: Co bylo predpokladem k umélecké draze?

MJB: Od détstvi jsem modeloval, nav§tévoval
jsem krouzky modelovani béhem zakladni Skoly.
Pak jsem nastoupil na Ffezbarstvi a produktovy
design na stfedni §kolu, nasledné na Akademii
vytvarnych uméni.

BP: Ktefi umélci nebo umélecké sméry té ovliv-
nili?

MJB: Je to podvédoma zélezitost. V§imam si, ze
me ovlivnila barokni architektura v Praze.

BP: Mnozi predstavitelé skupiny Tvrdohlavi jsou
prevazné malifi. Ty se vydavas cestou socharstvi.
Jaky mas vztah k malbé?

MJB: Obg&as si rdd zamaluji nebo zakreslim,
abych si odpoc¢inul od sochy.

DILNA 2023 ROZHOVORY

BP: Mas néjaky tvlrdi ritual?

MJB: Nez za¢nu pracovat, dopfeji si kdvu a ciga-
retu. Az pak mazu zadit.

BP: Jaky je smysl sbirek a sbirkotvorné ¢innosti?

MJB: Zakonzervovat a zachovat dila pro soucas-
né i dalSi generace.

BP: Mnoho umélcli dnes funguje individualng,
podili se na tom i tempo doby. V ¢em je setkava-
ni, dilny, spole¢na tvorba hodnotna nebo oboha-
cujici?

MJB: V8iml jsem si, Ze je dllezité byt soucasti
kolektivu. Podobné& mame na Skole spole¢né ate-
liéry, spole¢né konfrontace, spole&né diskuse.

BP: Ma smysl zakladat skupiny nebo spolky?

MJB: Skupina je hodné, nékdy az prespfilis.
Nejsem ¢lenem zadné skupiny a ani nechci byt.
Nepotrebuji patfit do néjaké skupiny. Uskupeni
lidi ze koly mi zlistane, budu s nimi komunikovat,
a to mi postacuje. Nepotrebuji Zzadné dalsi
stanovy.

BP: Co je poslanim uméni? Co by mélo pfinaset
a sdélovat?

MJB: Uméni by v prvni fadé mélo konfrontovat,
zaujmout mySlenkou nebo formou.

BP: Jak se uméni prodava, je dostupné?

MJB: Neni dostupné. Sdm svoji tvorbu nenabi-
zim. Je téZké uchytit se, zaujmout. Uz jsem néco
prodal, ale byly to drobné ¢astky. Jsem stale
student a jsem tak rad, ze se mi vrati naklady.

V umeéni je velka, drtiva konkurence.

SBIRKA SOUCASNEHO UMENI MESTA MIKULOVA / THE COLLECTION OF CONTEMPORARY ART IN MIKULOV

Pozorovatel; nerez, 283 x 82cm
Observer; stainless steel 62—63



PRACE A AKCE WORKS & EVENTS

Ostatni dila vytvorfena na MVS 2023
Others works created during MAS 2023

Resumé

Summary

Podékovani
Acknowledgements

Dékujeme za dlvéru

MND
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Jaroslav Rona

Jaroslav Réna: Trojita erupce; olej na platné, 170 x 150cm, 2023
Triple Eruption; oil on canvas
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Jaroslav Réna: Audience u hmyziho kréle; olej na platné, 170 x 150cm, 2023 Jaroslav Réona: Dobrodruzstvi bilého obdélniku; olej na platné, 170 x 150cm, 2023
Audience with the Insect King; oil on canvas The Adventures of the White Rectangle; oil on canvas

DILNA 2023 PRACE A AKCE WORKS & EVENTS
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Zdenék Lhotsky: 56_1_8; inkoust, §tétec, plnici pero, papir Zdenék Lhotsky: 192_5; kresba tuzkou, papir na forex
na forex desce, 252 x 84cm, 2023 desce, 252 x 84cm, 2023
56_1_8; ink, brush, fountain pen, paper on Forex board 192_5; pencil drawing, paper on Forex board
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Stefan Milkov: Pohyblivy svatek; akryl na platné&, 100 x 140cm, 2023
Moveable Feast; acrylic on canvas

DILNA 2023 PRACE A AKCE WORKS & EVENTS

Stefan Milkov: Radost aZz do rana; akryl na platné, 100 x 140cm, 2023
Joy until the Morning; acrylic on canvas
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Petr Nikl

Petr Nikl: Tasik; olej na platné,
190 x 190¢cm, 2023
“Tasik”; oil on canvas

Petr Nikl: Midla; olej na platng,
135 x135¢cm, 2023
“Midla”; oil on canvas

DILNA 2023 PRACE A AKCE WORKS & EVENTS
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Petr Nikl: Ddama a mura; olej na platné, :
100 x 100cm, 2023
The Lady and the Moth; oil on canvas

Petr Nikl: Portrét psa; xeroxovy prasek, lih,

Petr Nikl: Postolka na reliéfu; olej na platné, papir na platné, 135 x 135cm, 2023
Petr Nikl: Dama a motyl; olej na platné, 120 x 100cm, 2023 145 x 155¢cm, 2023 : Portrait of a Dog; xerox powder, spirit,
The Lady and the Butterfly; oil on canvas Kestrel on a Relief; oil on canvas : paper on canvas

DILNA 2023 PRACE A AKCE WORKS & EVENTS : 78—79
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Petr Nikl: Mura lIl.; ¢inska tus, kéva, ryZovy papir na platng,
190 x 190cm, 2023
Moth lIl.; India ink, coffee, rice paper on canvas

Petr Nikl: Mura |.; ¢inska tus, ryZzovy papir na platné,
190 x 190¢cm, 2023
Moth I.; India ink, rice paper on canvas

Petr Nikl: Mura Il.; ¢inska tus, kava, ryzovy papir na platné,
190 x 190¢cm, 2023
Moth II.; India ink, coffee, rice paper on canvas

Petr Nikl: Mira V.; &inska tus, kava, inkoust, ryzovy papir
na platnég, 190 x 190cm, 2023
Moth V.; India ink, coffee, ink, rice paper on canvas

Petr Nikl: Mdra VI.; ¢inska tus, kava, inkoust, ryZzovy papir

na platng, 190 x 190cm, 2023
Moth V1., India ink, coffee, ink, rice paper on canvas
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FrantiSek Skala

DILNA 2023

PRACE A AKCE

WORKS & EVENTS

FrantiSek Skala: Osudové rozhodnuti; pfirodni pigment,
olej, platno, 100 x 80cm, 2023
Fateful Decision, natural pigment, oil, canvas

FrantiSek Skala: Kolos Rhédsky; prirodni
pigment, olej, platno, 30 x 40cm, 2023
The Colossus of Rhodes; natural pigment,
oil, canvas

FrantiSek Skala: Ranni tmoleni; pfirodni
pigment, olej, platno, 40 x 40cm, 2023
Morning “Tmoleni”; natural pigment, oil,
canvas
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FrantiSek Skala: diptych Umélecka skupina;
pfirodni pigment, olej, deska, 120 x 100cm, 2023
Art Group - diptych; natural pigment, oil, plank

DILNA 2023 PRACE A AKCE WORKS & EVENTS

FrantiSek Skala: Svétlo védy; pfirodni pigment, olej,
platno, 120 x 90cm, 2023
The Light of Science; natural pigment, oil, canvas
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FrantiSek Skala: Predzvést; pfirodni pigment, olej,
deska, 75 x 120cm, 2023
Omen; natural pigment, oil, board

FrantiSek Skala: Potlach ve smiSeném lese;
olej na platné, 130 x 150cm, 2023
Potlatch in Mixed Woodland; oil on canvas

DILNA 2023 PRACE A AKCE WORKS & EVENTS

FrantiSek Skala: CHKO; pfirodni pigment,
olej, platno, 40 x 40cm, 2023
“CHKQ"; natural pigment, oil, canvas

Laco Teren
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Laco Teren: I'm not there, I'm gone; akryl na platnég,
40,5x60,5cm
I’'m not there, I'm gone; acrylic on canvas

Laco Teren: Tutto giro; akryl na platné, 40,5 x 60cm
Tutto giro; acrylic on canvas

Laco Teren: Amants de la nit; akryl na platné,
40x35cm
Amants de la nit; acrylic on canvas
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Laco Teren: PopoludriajSie Mascarpone;
akryl na platné, 65 x 80cm

Laco Teren: Altes Adel; i
Afternoon Mascarpone; acrylic on canvas

akryl na platné, 45 x 65cm
Altes Adel; acrylic on canvas

Laco Teren: Putovanie diletantov pod

Laco Teren: Vespery; svitom Luny; akryl na platné, 46 x 61 cm
akryl na platné, 40 x 50cm Wanderings of Dilettantes under the
Vespery; acrylic on canvas Light of the Moon;, acrylic on canvas
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Michael Jan Bublik

Laco Teren: Salon Nezavislych; akryl na platné,
25,5x30cm
Salon of Independents; acrylic on canvas

Laco Teren: Maly Cézanne; akryl

na platné, 25 x 25cm Laco Teren: Schmerz und Seligkeit; akryl na platné, 50,5 x 40,5cm
A Little Cézanne; acrylic on canvas Schmerz und Seligkeit; acrylic on canvas
DILNA 2023 PRACE A AKCE WORKS & EVENTS
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: Michael Jan Bublik:
Michael Jan Bublik: Sen; beton, 125 x 60cm Prvok; dub, kAmen, 204cm

Dream; concrete

Spirila; lipa, dub, kdmen, 175cm
Protozoa; oak, stone Spirilla; linden, oak, stone
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Michael Jan Bublik: Mikulovské pfib&hy I.-IIl.; kombinovana technika - kiize, dub, pfeklizka,
razné materialy, 193 x 110cm

Stories from Mikulov I-1ll; combined technique - leather, oak, plywood, various materials

DILNA 2023 PRACE A AKCE WORKS & EVENTS

9.7.| Slavnostni zahajeni "dilny", ndmésti
Official Opening of the "dilna", The Square
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15. 7. | Hudebni koncert, souc¢éast akce Festival Narod( Podyji, ndmésti
Music concert for the public — The Festival of the Nations of the Dyje Basin, The Square

20. 7. | Autorské ¢teni — MIN a JEB - OPEN STAGE 29, ,Hasicka“
Authors’ Reading - MIN and JEB - OPEN STAGE 29, “Hasicka”
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22.7.| Den otevienych ateliérd a odpoledni
malovéani s détmi, ateliéry na zdmku

Open Studios Day and afternoon painting
with children - art studios, The Chateau
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: 29.7.| Panelova diskuze ,Uméni ve verejném prostoru®,
27.7.| Petr Nikl & Ondrej Smeykal - Lihen (audiovizualni show), zdmek - - o Galerie Zavodny
Incubator (audiovisual show), The Chateau ‘ - il Panel discussion “Art in the Public Space”
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29.7. | Divadelni pfedstaveni - GEISSLERS HOFCOMOEDIANTEN, zdmecka zahrada
Theatre performance, Chateau Gardens

DILNA 2023
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WORKS & EVENTS
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5. 8. | Slavnostni ukonéeni a vernisaz vystavy, zamek
Official Closing and Exhibition Launch of "dilna", Chateau
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6.8.-26. 11. | Vystava 30. ro¢niku Mikulovského vytvarného sympozia "dilna", zamek
Exhibition of the 30th Mikulov Art Symposium "dilna", The Chateau
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Shrnuti

Publikace 30. mikulovské vytvarné sympozium
"dilna" (9. ¢ervenec - 5. srpen 2023): Byli jsme tady!
predstavuje zhodnoceni jubilejniho roéniku pre-
hlidky uméni, jehoz hlavnimi u&astniky byli ¢lenové
byvalé umélecké skupiny Tvrdohlavi Zdenék Lhotsky,
Stefan Milkov, Petr Nikl, Jaroslav Rdna a Franti$ek
Skala. Letosdni, jubilejni ro¢nik vedl k ohlédnuti
za tvorbou nékolika uméleckych generaci. PUvodni
socharské zaméreni prvniho sympozia konaného
v roce 1994 se postupné rozsifilo o dalSi oblasti vy-
tvarného projevu a umélecka odvétvi. Za tfi dekady
v doCasnych ateliérech v prostorach na zamku v Mi-
kulové probéhlo pravidelné setkani zivého uméni,
jeho tvlrcl a vytvarnych kritik( a teoretik( se Sirokou
laickou verejnosti. Na uplynulych ro¢nicich vystoupili
predstavitelé nékolika uméleckych generaci, zpravi-
dla jiz etablované star$i generace a mladsi generace
zastavajici moderni p¥istupy. Uéastniky oddé&lovala
jak generaéni vzdalenost, tak postoje, ndzory anebo
smérovani. Mikulovské vytvarné sympozium zis-
kalo nezastupitelné misto v posilovani spoluprace
mezi tvarci, ktefi vzajemné debatuji o aktualnich
otazkach a tématech, realizuji inspiraéni podnéty,
ziskavaji a vymenuji si své zkuSenosti a poznatky.
Sympozium vytvofrilo priseéik umélcd, smérd, forem
a médii ceského uméni od 90. let do soucasnosti,
ktery reflektuje kontinualné vznikajici umeélecka sbir-
ka. Kazdy ucastnik ponecha na zamku vytvorenou
praci v majetku mésta Mikulov. Zaroven se utvofila
pevna organizaéni struktura, ktera zahrnuje kurato-
ra konkrétniho ro¢niku, teoretika uméni a vybrané
tuzemské i zahrani¢ni umeélce. Tato pfehlidka uméni
je posledni klasické vytvarné sympozium na Uzemi
Ceské republiky, svou podstatou odkazujici na boha-
tou historickou tradici a fenomén setkavani, plisobe-
ni a ovliviiovani nejenom v oblasti uméni.

V publikaci jsou prezentovany Gvod kuratora
ro¢niku Jaroslava Rény a odborna studie teoreticky
roéniku Barbory Pltové, které dopliiuji rozhovory

DILNA 2023 SHRNUTI

s jednotlivymi G&astniky letoSniho sympozia. Odbor-
na studie teoreti¢ky ro¢niku se zaméruje na prehod-
nocovani a revizi umeéni i tvarnost, pozici a poslani
umeéleckého dila na pozadi tviréiho vyvoje ¢lend
byvalé umélecké skupiny Tvrdohlavi. Vymezuje di-
chotomie tradi¢ni a experimentéini tvorba a moderni
a soucasné uméni. Pozastavuje se nad funkcemi
umeéni, potfebou uméleckého diskursu k porozumé-
ni dél a jejich kontextu. Studie dale vystihuje vyvoj
umeéni po roce 1989, véetné konceptu globalniho
a soucasného umeéni. Byvalé &leny skupiny Tvrdohla-
vi Ize ve studii povaZzovat za privodce po smérovani
i vypravéni uméni, zménach jeho pojeti i obsahu
ve druhé poloviné 20. a na zacatku 21. stoleti. Pro-
toze umélci z tohoto uskupeni zazili rizné etapy
a faze, zkuSenost odliSné historické situace a ve své
tvorbé postupné uplatnili Siroky repertoar vytvarnych
technik, vyrazovych prostiedk( i tematickych oblasti,
jejich umélecka dila jsou jedine¢nym dokladem zité
umeélecké zkusenosti a schopnosti stale generovat
a otevirat nové zpUsoby vidéni svéta. Rozhovory
s jednotlivymi U¢astniky sympozia, véetné zahra-
nié¢niho hosta a asistenta (studenta), koresponduiji
s nékterymi zavéry z odborné studie. Vztahuji se
k sympoziu, umélecké tvorbé a inspiraénim zdrojdm,
tvaréim rituadldm, poslani a dostupnosti uméni nebo
vyznamu sbirek a sbirkotvorné ¢innosti vdneSnim
svété. Rozhovory doprovazi autobiografické Crty
Gcastnikl sympozia, které priblizuji jejich nejdllezi-
Publikace k tficatému ro¢niku Mikulovského
vytvarného sympozia "dilna" muaze ptispét k védomi
podstaty a dllezitosti této prehlidky uméni, véetné
sbirky uméleckych dél, jejiz relevanci, hodnotu
a vyznam by bylo mozné plné ocenit ve vefejné
galerijni nebo muzejni expozici. Souéasti sbirky
na mikulovském zamku jsou nejenom byvali ¢leno-
vé skupiny Tvrdohlavi, ale pfedni i zcela zaCinajici
¢eSti a zahrani¢ni umeélci. Dila zastoupena ve sbirce
vybizi k vyuziti jako retrospektivni prehlidky vyvoje
a smeérovani ¢eského umeéni od 90. let az po tvorbu
soucéasnych umélcu.

Podékovani

Mésto Mikulov, Regionalni muzeum v Mikulové

a Poradni sbor MVS "dilna" timto zdvofile dékuji
véem, kdo se svou pomoci zaslouzili o priibéh
leto$niho roéniku sympozia; jsou to:

Anna Bajerova, Petra EliaSova, Marie Dohnalova,
Stépan Dostal, Marek a Monika Lipovi, Tomas
Grabéc, Daniel Kamenar, Jan Miklin, Nikol Nahlikova,
Oto Palan, Zdenék Pestal, Daniel Pir§¢, Miroslav
Polivka, Vit Porubsky, FrantiSek a Katefina Silovi,
Marcela Simankova, Adam Vrbka, Vit&zslav Vrbka,
FrantiSek Zelinka, Bendy Bau, Galerie Konvent,
Galerie Zavodny, Kovo Proke$, Narody Podyji,
RAP spol. s.r.o., Vino Silova, Vino Marcingak, Vino
Lipa Mikulov, Vinafstvi BalaZovi Dolni Dunajovice,
Vinarstvi Turold a pravdépodobné mnozi dalsi,

na néz jsme nechténé zapomnéli.
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THE IDENTITY OF THE TOWN

Petra Korlaar, Deputy Mayor

The Mikulov Art Symposium “dilna” was estab-
lished at a time when the town of Mikulov was
not yet spoken of as an idyllic place. The cultural
and economic development of the town and the
lives of its inhabitants were violently interrupted
in the second half of the twentieth century and
shrouded in grey. And it was perhaps the town’s
greying lustre, its great cultural wealth and its
free-spirited post-revolutionary atmosphere that
contributed to the creation of this quite excep-
tional project.

Our “dilna” has made an entrance into the pub-
lic arena and the lives of the local people every
year since 1994. It communicates with the town,
its inhabitants and its visitors through sculpture
and art, and establishes connections between
the local people and art and between artists and
the landscape of Palava. The “dilna” has gradu-
ally become part of the town’s DNA to such an
extent that we have sometimes begun to take it
for granted. But it certainly does not go without
saying. The Mikulov Art Symposium is many
things, but it is certainly not a matter of course.
The “dilna” has helped our town create a new,
post-revolutionary identity of the kind that only

a few exceptional towns in our country can boast.

Today, this art symposium is one of the corner-
stones that allows the cultural and economic
development of the town to thrive once again.

In the thirty years of the symposium's exist-
ence, as many as a hundred and fifty leading
personalities on the Czech and European art
scene have come to Mikulov, and each of these
artists has left a mark here through their work.

A unique art collection with a direct connection
to the genius loci of our town and with a unique
relevance to our society and contemporary
Central European art has gradually been created
here in this way.

Today, Mikulov is a vibrant place where values
are once again being created on which following
generations will be able to build, it is once again
a place of interaction and inspiration, a place
to which people like to return. This year's 30th
symposium provided clear evidence of this. Our
thanks to everyone who helped make this happen.

INTRODUCTION: THE THIRTIETH
JUBILEE MIKULOV ART
SYMPOSIUM "dilna"

Jaroslav Réna, this year’s curator

When | was asked by Martin Dostal if
| would like to take up the curatorial
baton of the jubilee thirtieth year of
the Mikulov Art Symposium, | ini-
tially wanted to decline, saying that
you don’t step into the same river
twice. After | had thought about it for
a while, however, | realised that the
river was no longer the same, nor
was the person stepping into it the
same man who had plunged into the
intoxicating waves of this magical
town thirty years ago. And so | told
myself | would attempt the impossi-
ble and try to summon up for myself
and my friends and comrades-in-
arms in all the arts at least some of
the feelings that we had experienced
here. And after all, it's also true that
| don’t have much time or opportu-
nity anymore to spend a long time in
one place in the throes of creativity,
and certainly not with such remark-
able people, my friends and artists,
and of course my dear friends from
Mikulov whose ranks are now to
grow to take in personalities as yet
unknown to me, but with whom | will
be delighted to become friends.
| believe you will appreciate how we
have matured over the years and
how we can boast of an extensive
body of work, much of which adorns
the collections of world museums
and the squares of various important
metropolises.

| hope that we will be able to make
good use of our rich artistic experi-
ence and that this - fertilised by the
unique genius loci of Mikulov — will
help us create new, fresh, mysteri-
ous, beautiful, radiant and multifacet-
ed works that will soon decorate the
magnificent halls at Mikulov Chateau

and serve for the delectation and
enlightenment of Mikulov’s nobility
and townspeople, and that they will
also attract tourists from all over the
world to see them and leave Mikulov
having spent an appropriate sum on
accommodation, refreshments and
other entertainment.

| do not, unfortunately, know what
kind of art has piled up at the cha-
teau in my absence, but | am sure it
is of such value that the people of
Mikulov do not regret the time and
resources expended on the summer
hospitality they extend to the bo-
hemians and creative spirits within
the walls of their town. Above all,
however, | appreciate the fact that
the unfortunate medieval tradition
of blinding or killing artists to ensure
that they cannot create equally bril-
liant works elsewhere (see Master
Hanus, creator of the Astronomical
Clock in Prague’s Old Town) has
declined under the influence of En-
lightenment humanism, and that we
do not have to worry about losing our
sight, health or lives if we manage to
create something extraordinary.

Today, artists are usually kept
alive, even if they beautify or de-
face a city with their art, and this
is a godly thing that testifies to the
enlightened nobility and bourgeoisie
of our Czech cities and the friendly
common people.

Either way, we can certainly agree
that whether a work of art is beautiful
or ugly, understandable or incom-
prehensible, the main thing is that
it should not be boring! Well, that’s
exactly why we have come to your
town!

Believe me, based on my life-long
experience, | have chosen artists
for you more skilled than the rest,
some of whom are also among the
founding fathers (whom | would be
so bold as to compare immodestly
to the English Pilgrim Fathers from
the Mayflower) who landed on the

shores of Mikulov thirty years ago to
entertain and enrich you.

| would, therefore, like to thank
Mikulov Town Hall and the entire
town of Mikulov, which for thirty
long years has hosted artists from all
corners of Bohemia, Moravia and the
world and which has invited us to the
thirtieth anniversary of this impor-
tant cultural event as the proverbial
cherry on the cake!
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THE ART WORLD, REDEFINITION
AND DEVELOPMENT OF ART IN
THE 20TH CENTURY: HISTORICAL
PROFILE AND VARIATIONS OF THE
ART GROUP TVRDOHLAVI

Barbora Pltova,
this year’s theoretician

ETERNAL RETURN

The jubilee thirtieth year of the Mi-
kulov Art Symposium “dilna” was
dominated by the creative activities of
former members of the art group Tvr-
dohlavi (The Stubborn Ones). Althou-
gh the entire group did not meet up

in Mikulov after an interval of several
decades, this did nothing to prevent
the full promotion of freedom, inde-
pendence and working commitment.
Meeting up years later at this very
symposium, where some of the mem-
bers of the Tvrdohlavi were repeatedly
represented, particularly in the 1990s,
might evoke a “wheel in motion” (Ni-
etzsche 1996: 254). Reunion implies
the idea of eternal return, creation
and repetition. The eternal return
functions as a tool of practical action,
a motivational aspect and a construct
that places demands on man, and

in this case man as artist - painter,
sculptor or performer, of diversity and
its reproduction, differentiation and its
repetition. “Whatever you will, will it in
such a way that you also will its eter-
nal return.” (Deleuze 2004: 21).

The idea of eternal return implies
an important attitude towards one'’s
own life, actions and artistic produ-
ction. If we accept this idea, we gain
an evaluation criterion that will have
a direct influence on the quality and
form of our life and creative expressi-
on. In many cases, we can influence
events, so we will strive for a certain
quality of that which is to return, for
experiencing the given moment re-
peatedly. “For everything you want
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to do, the question that weighs the
most is: ‘Is it so that | want to do it
countless times?’” (Deleuze 2004: 21).
The former members of the Tvrdohlavi
group have had to ask themselves

a similar question, more or less im-
plicitly or explicitly. There is nothing
fixed, permanent and unchanging.
The idea of eternal return leads us,

as the teacher does his pupil, to the
ability to turn our activities and our
course in the right direction and use
them as best we can (Mokrej$ 1993).
Man as artist is constantly driven for-
wards and stimulated to productivity
and creative activity. At the same time,
he is motivated to approach things in
a new way, without prejudices, and to
not get stuck in the trap of the herd
mentality. This is, in any case, illustra-
ted by the work of the participants in
this symposium. They avoid the phase
of resignation and stupor because
everything keeps coming back. “The
eternal hourglass of being turns again
and again - and you with it, a grain of
dust!” (Novak 2007: 67). The world,
from this perspective, does not have

a final goal or a final state, otherwise
it would have to have been attained
already.

The idea of eternal return fulfils
the equation to want = to create. For
something to be repeated, it first has
to happen. It is not enough just to
want. We have to turn our ideas into
actions. It really only depends on
us, on what actions we take and on
what decisions we make. The artists
represented at this jubilee year of
the symposium took the decision to
work on several levels at once - the
creative (production), the epistemo-
logical (knowledge) and the ontolo-
gical (existence). They confirmed the
indestructibility of art and the life of
art, and achieved a state of perfect
equilibrium. Although this equilibrium
might be burdensome to them, and in
its own way even insistent, it stimu-
lated them and renewed their vigour

» PICT PAGES 12-26

and creativity (Nietzsche 1995). Years
later, they took the decision to return
to Mikuloy, to the chateau studios,
where they materialised various
ideas, stimuli and inspirational in-
fluences in numerous works of art,
primarily paintings and sculptures.
Their return provides confirmation of
the fact that, although similar events
or opportunities are repeated in
certain cycles, entirely identical situa-
tions and the exact same moments
do not return. Although the artists

at this year’s symposium could live

in their memories, in their past deci-
sions and intentions, in their proven
creative processes and artistic ca-
nons, they have not become stuck in
the past.

The artists who have returned to
the chateau in Mikulov after an interval
of several decades may bear the same
names, but their artistic signature has
gone through many transformations
and innovations, and has matured and
acquired an unmistakable and unique
character and style. The idea of eter-
nal return creates an imaginary divi-
ding line in human life between the life
up to now, i.e. in ignorance, and the
life afterwards, after the attainment
of insight and knowledge. The artists
working at the chateau prove that they
have grown to recognise the life after,
which is the most authentic and fullest
way of being. With their time spent at
the jubilee thirtieth year of the Mikulov
Art Symposium “dilna”, these former
members of the Tvrdohlavi art group
have overcome temporality and being
and creation as a finite and fleeting
moment.

CONCEPTUAL AND/VERSUS
EXPERIMENTAL ART

The artistic signature of the former
members of the art group Tvrdohlavi
is usually placed in the developmental
lineage of the traditional or experi-
mental approach, which is perceived

as parallel to conceptual work. This di-
chotomy also expresses creative mat-
uration. While conceptual artists may
reach the stage of artistic success
early on, experimental artists produce
major works later on, at the peak or
late stage of their creative cycle. Con-
ceptual artists first plan their work,
they prepare drafts, detailed sketches
and outlines (Goldie, Schellekens
2007). “When one begins to paint, one
needs to have an idea” (Kahnweiler
1963: 173). Primarily, they create a pic-
ture elaborated in advance through
which they convey specific stories,
ideas and thoughts — thought-pro-
voking concepts. “A concrete work
was created to change the way those
who see it will see the world.” (Danto
2003: 108). Conceptual works are not
intended to please the senses, but
above all to act “in the service of the
mind” (Arnason, Prather 1998: 274).
Experimental artists rarely set out
detailed plans or sketches before the
act of creation itself. Their process is
exploratory and gradual. “What one
does is what counts and not what one
had the intention of doing.” (Baxandall
1985: 69). They are motivated by aes-
thetic criteria and experiences (the
properties of colour and material) and
the presentation of visual perception.
They stop when they are satisfied
with the form of the work, leave it
unfinished, or come back to it some-
time later. The non finito principle is
therefore considered a characteristic
of experimental artists. The experi-
mental and conceptual approaches
are expressed by two archetypes of
artists. Pablo Picasso as a conceptual
painter who did not seek, but found,
and Paul Cézanne, an experimenter
whose aim was, in contrast, to seek in
painting (Galenson 2001).

The dichotomy of conceptual and
experimental art stretches back to
Plato’s opposition between reason
and the senses, which became crys-
tallised in the debate about disegno

(drawing) and colore (colour) during
the time of Renaissance painter
Giorgio Vasari (1998). It refers to the
argument as to whether the value

of a painting lies in the invention of
the artist’s mind explored through
drawings made before the painting

is executed, or in a faithful imitation
of nature achieved through colour
and the painting process (Pace
1996). From ltaly, the debate spread
to France at the end of the 17t cen-
tury, where the Académie royale de
peinture et de sculpture (The Royal
Academy of Painting and Sculpture)
considered drawing and linearity to
be the basis of creation, to which co-
lour should be subordinated. “Those
who are gifted must first conceive
what they want to do, represent it in
their imagination, and finally, express
themselves.” (Félibien 1681: 80). Rep-
resentatives of the academic wing of
the Poussinists, the official painters
who followed the classicist painting
of Nicolas Poussin, perceived colour
as eye-catching delicacy. Charles Le
Brun, court painter to Louis XIV and
art theorist, connected the true value
of art with drawing, which exemplifies
reason. In contrast, colour has a lower
significance because it is corrupted
by the senses and associated with
imprecise form. The Poussinists were
challenged by the French art theorist
and critic Roger de Piles. He defend-
ed the importance of colours, which
are the soul of painting. His admira-
tion therefore belonged to painters
such as Titian, Correggio, Peter Paul
Rubens and Anthony van Dyck. He
was the initiator of the Rubenists in
opposition to the Poussinists. The
debate was revived in the 19" century
by the French artists Jean Auguste
Dominique Ingres (drawing) and Eu-
géne Delacroix (painting).

However, unambiguous intentions
in an artist’s work are not easy to in-
terpret, for which reason it is not easy
to make a categorical classification of

an artist or an artist’s work into con-
ceptual or experimental art. For exam-
ple, the choice of colours and forms
in the paintings of Dutch painter Piet
Mondrian is not random, as it is based
on mathematical modelling that had
to take place before the work began.
Mondrian can therefore be consid-
ered a conceptual artist (Guiraud
1986). However, both approaches

are present in almost every artist

who freely crosses the boundaries of
conceptual and experimental work.
Similarly, the representatives of the
art group Tvrdohlavi cannot be unan-
imously classified into one or other
category. In its manifestations and
method of creation (from the incep-
tion to the finalisation of the work), it
changes depending on the chosen
artistic technique, the inspiration, and
the purpose of the work. Petr Nikl

and Jaroslav Réna, for example, may
have a specific motif and plan at the
beginning of a work, but it will record
changes and final alterations. In

a number of his series of works, Nikl
also makes use of the random action
of bleeding and flowing ink which cre-
ates patterns on paper resembling or-
ganisms, animals or plants. FrantiSek
Skala, on the other hand, experiments
with and studies the initial properties
of the material as well as new untradi-
tional techniques. Stefan Milkov later
modifies the surface of the cast of an
intended sculpture into its final form.
Zdenék Lhotsky makes many glass
sculptures based on predetermined
designs and drawings, and also pro-
ceeds in a similar way in the case of
free creation (cartoons).

THE TRANSFORMATION OF ART IN
THE 20™ CENTURY: NEW DICHO-
TOMIES AND A PARADIGM SHIFT

A comparison of the work of former
members of the art group Tvrdohlavi
leads one to think about how much
the appearance, position and purpose
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of a work of art has changed in the
contemporary world. The visual arts
experienced a number of changes
during the course of the 20" centu-
ry, from the approach to them and
their material essence to the way in
which they are perceived and inter-
preted. The wide range of artistic
“-isms” testifies to a paradigm shift
and the emergence of a plurality of
movements and schools. The diver-
sity of artistic approaches can be
reduced to the dichotomy of modern
and contemporary art, which refers
to legitimate criteria and principles
that make it possible to distinguish
art from non-art and “good art” from
“bad art” (Heinich 2014). Modern art
questioned classical categories and
their meaning — mimesis, harmony
or beauty and the role of academies
of art or salons. Aesthetics remains
present, but the Kantian apprecia-
tion of beauty is replaced by other
criteria such as originality, authenti-
city and power of effect. Modern art
was meant to appeal to the senses
through the expression of the ar-
tist's individuality. This emphasis on
the unigueness of artistic creation
supported the autonomy of art. The
demand for originality motivates

the constant search for novelty and
transgression (crossing boundaries)
and pushes the boundaries of artistic
expression. Transgression has, in addi-
tion, become a component of fine art
since the end of the 19" century, when
patronage and donations were repla-
ced by the market system of the art
world (art dealers, auction houses and
sales galleries), whose participants
also include collectors, art critics, pu-
blicists and art experts (art historians,
curators and connoisseurs). This insti-
tutional transformation culminated in
the establishment of personal criteria
for the perception and appreciation
of works of art (Taylor 1992, Plattner
1998, Thompson 2010, Trestik 2010).
This transformation also related to
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a shift from the art of artisans, in which
artistic production was determined by
the taste of the patron class, to the art
of artists, in which artists themselves
initiate and establish innovations and
benchmarks of standard and taste.
While modern art is concerned
with its own internal logic, autonomy
and aesthetics, with a focus on the
work of art and its formal and bio-
graphical features, contemporary art
features a transcendence of the very
definition of art. In contemporary art,
the boundaries between art and life
are blurred. Everyday objects and
non-aesthetic elements become art,
the social and the cultural sphere are
merged, and the boundary between
the culture of high art and low art
disappears. The meaning of works of
art is no longer embedded merely in
the artefacts themselves: “the more
an art tries to level the distinctions
between art and non-art, the more it
relies on an esoteric ‘theory’ to ex-
plain this very leveling.” (Fuchs 2001:
176). Contemporary art searches for
themes and means outside the realm
of art. For example, the painting of
Piet Mondrian characterises aesthe-
tic ambitions and seeks new ways
and methods of painting. In contrast,
contemporary artist Rirkrit Tiravanija
focuses on participatory installations
that take the form of spaces for sha-
ring food, cooking, reading and other
everyday activities. In an installation
(the work of art), he is much more in-
terested in the social role of art (sha-
ring and bringing people together)
than in aesthetics (the appearance
of the work). There is a social about-
-turn manifesting itself in a growth of
artistic activities and practices that
are centred in co-operation, collec-
tivity, collaboration, interaction and
audience participation (Bishop 2006,
Zalesak 2011). Many artists, however,
are continuing the tradition of mo-
dern art, choosing traditional appro-
aches and techniques, such as oil

on canvas, or presenting sculptures
on plinths. Others adopt themes and
content from non-artistic spheres and
thereby emphasise their social rele-
vance, their political or social engage-
ment and their participation (Heinich
1998, Jackson 2011). Contemporary
art is complex, diverse and boundless
- art can be anything, for which rea-
son the artistic discourse has a wider
scope and emphasises the diverse
aspects of artistic production.

THE ORIGINAL PURPOSE AND
FUNCTION OF ART

The current Western conception of
fine art since the time of Immanuel
Kant is based on the assumption

that works of art are intended only
for aesthetic and sensory evaluation
and cannot, therefore, have any other
function. The absence of a pragmatic
and purposeful function makes it
possible to approach art aesthetica-
Ily, and it thereby provides aesthetic
experiences. Contemporary art
abandons the pre-eminence of formal
aesthetics and is separated from
function (Davies 2006). In the past, art
served - and, from the viewpoint of
many artists and theorists, continues
to serve — interests other than mere
aesthetic contemplation. A painter
commissioned to create a tapestry or
a portrait fulfilled a specific need or
function of the client, generally re-
presentative and symbolic (Kubinova,
Benesovska 2019).

Art has stimulated a more intense
perception and experience of the
surrounding world and encouraged
a different view of reality and everyday
activities. Art can disturb, provoke,
shock and accompany us beyond the
boundaries of conformity, expecta-
tion and familiarity. The social and
cultural environment shapes what
we consider it appropriate to see and
observe. Art expands our range of
perceptions and feelings (Danto 2013,

Rubin 2016). Art motivates us to show
an interest in what we would normally
avoid due to political incorrectness
or the awakening of anxiety and fear.
Art focuses directly on forbidden or
taboo elements and phenomena. It is
often the only medium that exposes
the various forms of hypocrisy and
prejudice in society. Involvement in
an art installation, performance or
intervention allows us to improvise
and overcome stereotypical reactions
and established habits. “The work of
art, which something communicates,
stands before us face to face. It me-
ans, express something, which by the
way of expression is, as if discovery,

it uncovers something covered. On it
relies the shock (...), so undoubtedly
to understand what the work of art
communicates, is a meeting with
myself” (Gadamer 1967: 125).

Just as art shocks or stimulates,
so it ventilates unconscious and
never-experienced feelings. As
a result, their incorporation into the
repertoire of emotional expressions
and patterns of behaviour enriches
the recipient and opens up a flexi-
bility of responses and alternatives.
It offers “a holistic way to connect
between mind, body, emotions and
soul” (Huss 2015: 53). Art can be
seen as a game, a critical develop-
ment of the process of uncovering
the unconscious and accessing the
authentic self. It resembles a crystal
ball that makes acquaintance and full
communication with oneself possible
(Gadamer 1975, 1977, Kesner 2000).
“The artist is a researcher with his
or whole organism, inquiring, testing
with the body as well as the mind,
sensing and seeing, responding and
retesting.” (Barone, Eisner 2012: 43).
The role of art is also to legitimise
our own aesthetic feelings. We talk
about the beauty of a work, but we
no longer discuss or consider what
makes a work beautiful. Art can
teach us to define and determine the

elements of beauty and its presence
in all dimensions of life. It can also
bring important insights into various
artistic techniques and processes.
The painter is not dependent only
on the muse breathing life into the
subject to be depicted on the canvas;
he requires specific knowledge and
skills, such as the theory of colour
and perspective and the mastery of
drawing.

The former members of the Tvrdo-
hlavi group provide confirmation of
the fact that even contemporary art
continues to perform a wide range
of functions. Both FrantiSek Skala
and Stefan Milkov appreciate art for
its ability to evoke an experience of
beauty, delight and pleasure. Jaroslav
Réna views art in a similar way, and
expands its potential to take in spiri-
tual knowledge or repose. According
to Petr Nikl, art can ask questions,
relativise values and, as a result,
broaden our view of the perception of
the world and ourselves. At the same
time, a role is also played by empathy
and individual experience, which
opens up and expands the possibi-
lities of experiencing what we are
able and willing to receive. “Pictures
in perspective, like any others, have
to be read, and the ability to read has
to be learned.” (Goodman 2007: 29).
Zdené&k Lhotsky sees art as a tool for
the cultivation of visual reception and
a way of possible regulation of visual
smog and the public space.

ARTISTIC DISCOURSE AND CON-
TEXT

The loss or rejection of function and
the basic concept in contemporary art
demands even greater expert discour-
se for the comprehension of works of
art and their context. Expert discourse
describes and interprets artefacts that
would otherwise remain mysterious,
inaccessible or incomprehensible to
an uninitiated audience. Art critics,

art historians and other researchers
write texts that serve as a mode d’em-
ploi (a manual) mediating meaning
between the artwork and the viewer.
The process of interpreting works of
art is a hermeneutic process consi-
sting of the analysis of the creation
and history of an artefact, its meaning,
or its ranking within the artist's work
as a whole. Artistic discourse, howe-
ver, connects art with philosophical,
psychological and social discourse.
Sociologists and philosophers are
joining the scholars writing about
contemporary art — a position previou-
sly reserved for art historians (Heinich
1998, 2012, Hanquinet, Roose, Sav-
age 2014). Artistic discourse reveals
hegemony and hegemonic visuality

in art and the institutionalised tools
used to justify both art and the artwork
(Bourdieu 1996, Danto 2001, Bennett
2007). While artworks in modern art
are comprehensible and “readable”
as symbols or signs, contemporary art
relies more on what is not directly visi-
ble. In contemporary art, focusing on
artistic artefacts alone is problematic,
because meaning is not linked merely
to the materiality of the artefact, but
also to the context and discourse
created around the object.

Following the mimetic and self-
-referential character of modern art,
the reference for contemporary art
is social reality, which critically exa-
mines and questions its self-evident
qualities. Defamiliarisation is mani-
fested in art — a deliberate emphasis
on the unusualness and strangeness
of works (alienation). Contemporary
art deals with topics from everyday
life, economics and politics, evalua-
tes them critically, and reveals their
structures and hidden power relations.
Contemporary artists are, in this way,
becoming more like sociologists. The
artist as a genius and the illusion of
absolutely autonomous art are thereby
called into question. Art is more instru-
mental, since it is influenced by the
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political sphere through the system of
public (government) and private (spon-
sorship, corporations, foundations,
trusts) funding. Both artists and arts
organisations depend on providers.
This intervention by the state in the
art world and the resulting Faustian
bargain give rise to the emergence of
socially inspired forms and themes in
the discourse of contemporary art.

We consider the aesthetic appea-
rance, utility properties and cultural
significance of any artefact according
to a specific context. “Not everything
can be an artwork at every time: the
artworld must be ready for it.” (Danto
1977:557). It is not the appearance
or features of the work that matter,
but how we approach it. As we walk
through a gallery and view the indi-
vidual artefacts, we are aware of the
fact that we are looking at art. The
gallery frames our thinking. “The
knowledge that what is before us has
no practical significance in the world
is what enables us to give attention
to its appearance as such.” (Langer
1957: 49). This is also connected to
the question of how an artefact acqui-
res the status of art. The answers in-
clude the experience and attention of
the viewer, the intention of the artist,
a specific characteristic or a context.
Many practical and functional ob-
jects are labelled works of art in the
canon of Western art. An example is
the fishing net of the African Azande
tribe. In the context of the life of the
original hunters and gatherers, the
net is a functional object and a tool
important for obtaining food. Among
the Azande, the net represents a uti-
litarian artefact created with a higher
degree of attention, as it is a bearer
of gratitude and an expression of
respect for the gifts of nature (Gell
1996). In the context of a gallery or
museum, however, a fishing net ex-
hibits the characteristics of a work
of art, such as great craftsmanship
or an aesthetic value. The specific
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context has caused a change in the
status and symbolic meaning of the
fishing net. It is, therefore, impossible
to clearly separate art from utilitarian
artefacts. A fishing net is an artefact
and also displays the characteristics
of a work of art. After art and artefacts
are separated, the object remains
without real function, relegated to
entertainment and diversion, deta-
ched from everyday life and from its
original meaning and use.

THE DEVELOPMENT OF ART
AFTER 1989

The year 1989 represented a turning
point in the expansion and develop-
ment of contemporary art, both in
the traditional art centres and on the
peripheries where international art
markets had previously been absent.
For example, the fall of the Eastern
Bloc created conditions for an influx
of Eastern European and Russian

art that changed the character of
European contemporary art. Sub-
sequently, the growing audience and
market for institutionalised contem-
porary art led to the expansion of art
biennials, private collections and mu-
seums around the world. “The global
events of 1989 and after — the reunifi-
cation of Germany, the fragmentation
of the Soviet Union, the rise of global
trade agreements, the consolidation
of trading blocs, and the transforma-
tion of China into a partially capitalist
economy - changed the character of
the art world profoundly” (Stallabrass
2004: 7). During this period, on 19
October 1991, the Tvrdohlavi group
also disbanded. Its meaning was de-
termined by the sociopolitical context
and the contemporary need for mutu-
al support and cohesion.

The impact of globalisation on
contemporary art and the plurali-
sation and democratisation of the
art world have been debated since
the 1990s. It has generally been

concluded that globalisation has
homogenised and fragmentised
relations with the art world. These
debates eventually led to the use of
the phrase global art as a synonym for
contemporary art. Both terms expre-
ssed an awareness of diversity and
plurality in culture and society. “/t is
its global production and distribution
that ‘defines contemporary art’ But
we encounter a certain resistance
of Western critics to speak of global
art, since they fear that the Western
art scene will lose power when art is
globalised. For the same reason, they
would favour the notion ‘contempo-
rary art’ as it is familiar and since it
sounds neutral with regard to newco-
mers in the art world.” (Tunali 2017:
3). Rather than to a period of time,
contemporary art began to refer to
a certain style that emerged with the
globalisation and technologisation
of the world. The globalisation of art
has been influenced by information
and digital technologies, for example
video art, as artists working outside
the Western tradition have been able
to use technologies available around
the world (Danto 1998, Belting 2009).
The concept of global art transcends
the traditional understanding of art
history, the modernist doctrine of pro-
gress and the Eurocentric conception
of and approach to the world. Since
most works of art cannot be placed
within the framework of European art
history, they must be viewed within
the framework of regionalism and the
heterogeneous nature of cultural tra-
ditions. Contemporary art is no longer
“the God-given right of Europeans.
Instead, it is a set of autonomous
styles unrelated to any historicising
direction (such as Modernism or the
Avant-garde) and contemporaneously
available to anyone, anywhere in the
world.” (McLean 2010: 223).

The art world is not homogenous
globally or nationally. Contemporary
art practices are often incoherent as

a result of the uneven geographical
development of neoliberalism, as
evidenced by different forms of patro-
nage and modes of financial support.
The art world is characterised by ties
to transnational capital. Museums,
galleries and international biennials
are increasingly dependent on spon-
sors and investors who organise and
manage the new market system of
the art world. Participation in bie-
nnials is, what's more, a means of
securing a brand, support and reputa-
tion for artists and emerging art mar-
kets (Rodner, Omar, Thompson 2011).
Above all, international art biennials
have proven to be highly influential

in defining and shaping the current
state of the institutional art world,
culminating in the phenomenon of
the biennialisation of contemporary
art. In the atmosphere of the 90s, bie-
nnialisation was seen as an emerging
space for the redistribution of cultural
power. After the Millennium, however,
the point of view changed and the art
biennial phenomenon began to be
seen as a continuation of the world
exhibitions of the 19" century, a mani-
festation of a new form of hegemony
and recolonisation by the West.

In the 1990s, curators began to
become established in the art world,
turning into professional consultants
dominating the organisation of exhibi-
tions of contemporary art. The cura-
tor has become an important creative
factor who actively participates in
the selection of artistic projects and
personalities as well as the way in
which an exhibition is presented (the
means of dialogue with the public).
“Simply put, the role of the curator is
to discover and present relationships
between artistic discourses, objects,
personalities and institutions and to
forge paths from art to the viewer.”
(Pachmanova 2007: unpag.).

The curator very often plays a part
in the complexion of artworks, which
are used or even modified based

on his or her ideas in dialogue with
the artist. “In its vulgar incarnation,
curatorial power is about the might
of right: right artists; right discourse.
Right time, place and response. It is
about the ability to turn yesterday’s
artist starving in a garret into the
brightest star in the art firmament;

to condemn one genre to death

and transform another into gospel.”
(Friedman 1997: unpag.). Modern mu-
seums and galleries led by curators
who control acquisitions and prepare
exhibitions is an idea based on Wes-
tern concepts of art, the function

and direction of cultural and memory
institutions. The work of art is then
often separated from the contempo-
rary world, placed in the “romantici-
sed underworld” of the museum of
fine arts or the ethnological museum.
Museums decide how to support,
promote and present works of art,
artists, art history and their role in the
contemporary world.

In any case, the presentation of
works of art and artists is a challenge
and motivation for the town of Miku-
lov. A collection of works of art has
been created here over the course of
three decades as part of the Mikulov
Art Symposium “dilna”, the relevance,
value and meaning of which would
perhaps be appreciated all the more
in a public gallery or displayed in
a museum. Represented in this co-
llection are leading and entirely new
artists from the Czech Republic and
abroad, including not only former
members of the art group Tvrdohlavi,
but also such figures as Erika Bor-
nova, Tomas Cisarovsky, Milena Do-
pitova, Eva Eisler, Eva Kotatkova, Jifi
Kovanda, Ivana Lomov4, Otto Placht,
Vladimir Skrepl, Jindfich Streit and
Laco Teren. An exhibition and collec-
tion administered by a permanent cu-
rator, who would determine a theme
and programme in co-operation with
the curator of each year of the Miku-
lov Art Symposium “dilna”, might be

conceived as a retrospective exhibiti-
on of the development and direction
of Czech art from the 1990s up to the
work of contemporary artists.

CONCLUSION: THE REVISION
OF ART

The work of former members of the
Tvrdohlavi group, participants in the
thirtieth annual Mikulov Art Sympo-
sium “dilna”, leads one to think about
the revision of art to date and the re-
-evaluation of established concepts,
terms and definitions (Didi-Huberman
2000). The participants at this year's
event straddle the conceptual and
experimental approach. They use the
means of both modern and contem-
porary art and are, at the same time,
engaged in the specific development
of art since 1989. They can be con-
sidered a guide to the direction and
narrative of art and changes in its
concept and content in the second
half of the 20" century and the be-
ginning of the 21t century. These
artists found themselves in a period
of a definition of the end of art as the
end of narrative, in which works of
art have lost their meaning and no
longer serve their historical purpose.
“Today, the idea of a course of events
that would have meaning, a course
of events in which some continue
and others narrate, has been lost
even among artists and art historians.
Uncertainty about how art will con-
tinue — and what art is — raises new
questions for artists, while art histo-
rians ask what the history of art actu-
ally was and whether they are still
sure of it.” (Belting 2000: 129). The
work of the participants at this year’s
symposium is, however, testimony to
the fact that the end of the narrative
is not definitive, only that a certain
phase of the narrative and a specific
stage of development has come to
an end. “There is a kind of transhisto-
rical essence in art, everywhere and
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always the same, but it only discloses
itself through history.” (Danto 1998:
28). The former members of the Tvr-
dohlavi group are witnesses to the old
and new phases of a narrative with

a new goal, in which development,
the transformation of media and the
crossing of borders occurs, when the
level of creation moves to a hitherto
unknown level (Carroll 1998). The
artists in this group have experien-
ced various stages and phases, the
experience of a different historical
situation, and have progressively
applied a wide repertoire of artistic
techniques, means of expression and
thematic areas in their work. Their
works represent a distinct entity that
testifies to an authentic inner world
and the ability to evoke emotions in
the recipient. They provide confirma-
tion of the fact that artistic creation

is still based on visual perception
and the creation of mental images. In
the artistic vocabulary of the former
members of the Tvrdohlavi group, the
ability to evoke certain emotions is
unique proof of lived artistic experi-
ence and the ability to generate and
open up new forms and visions of the
world (Chalupecky 1999).
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TVRDOHLAVI

The Tvrdohlavi (The Stubborn Ones)
are a Czech art group that formally
existed between 1987 and 1991. The
group was established on 3 June
1987 with the signing of a charter

in the Slovak Lounge at Municipal
House. The Tvrdohlavi were created
in a period of increasing unofficial
exhibition and artistic activity. Their
appearance represented a protest
against the official rules of the Com-
munist Party and the restrictions on
artistic activities. The principal initia-
tors of the founding of the group were
the painters Jifi David (born 1956),
Stanislav Divi$ (born 1953) and Jaro-
slav Réna (born 1957), who agreed on
a total number of ten people, inclu-
ding the group’s production manager,
director and screenwriter Vaclav Mar-
houl (born 1960). The members of
the group also included the painters,
sculptors, musicians and performers
Michal Gabriel (born 1960), Zdenék
Lhotsky (born 1956), Stefan Milkov
(born 1955), Petr Nikl (born 1960),
FrantiSek Skala (born 1956) and
Cestmir Suska (born 1952). A number
of representatives of the group met
during their student years, supported
each other in their artistic work and
visited each other’s studios. The
membership took into account a ba-
lanced number of students from the
Academy of Fine Arts and the Acade-
my of Arts, Architecture and Design
and the development to date of po-
tential members and their work. The
group did not issue any manifesto or
establish a joint artistic programme,
which also corresponds to the
requirement of artistic freedom and
independence. The name Tvrdohlavi
(The Stubborn Ones) was created by
Jaroslav Réna in connection with the
Czech cubist-expressionist group of
the First Republic known as Tvrdosijni
(which also means the Stubborns or
Obstinates). The group’s logo is the
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work of FrantiSek Skala. Its first exhi-
bition took place at the turn of 1987
and 1988 in the People’s House in
Vyso€any and was a unique event in
the arts in Czechoslovakia in the se-
cond half of the 1980s. The Tvrdohlavi
group was dissolved on 19 October
1991. Its purpose was determined
by the socio-political context and the
contemporary need for mutual sup-
port and cohesion. After the disso-
lution of the group, all its members
became established on the domestic
and foreign art scene. To this day,
many of them remain united by their
versatility and their diverse musical
and theatrical activities, as well as by
the longstanding thematic features of
their artworks, which include mytho-
logical and archetypal images and
dreamlike scenes.

JAROSLAV RONA

Art should create an alternative for
perceptive people to a world dom-

inated by rational interests and the
interests of power and economics.

Jaroslav Réna (born 1957), sculptor,
painter, graphic artist and performer.
He graduated from the Secondary
Vocational College of Art in Hollaro-
vo Namésti in Prague in 1978. He
then studied artistic glasswork at the
studio of glass artist and sculptor
Stanislav Libensky (1921-2002) at
the Academy of Arts, Architecture
and Design in Prague from 1978

to 1984. The early phase of Réna’s
work was informed by gestural and
structural painting and grotesque
figuration. Thematically, he leaned to-
wards archetypal symbolism, ancient
mythology and motifs from the Old
and New Testaments. More recently,
his work has recalled neo-expres-
sionism, futurism, machinism and
cubism, which can also be seen in
his large-scale sculptures in public
spaces. His predominantly bronze
sculptures follow and complement
Réna’s painting work in parallel and
have gradually come to be character-
ised by a more abstracted stylisation
of shape. The key to grasping and
understanding his creative approach
in the last decade are, first and
foremost, phenomena and themes
such as apocalyptic visions, danger,
endless conflicts and evil, totalitarian
forms of government, and manifes-
tations of aggression and absurdity
in contemporary society. Fiction, sci-
entific literature and dreams provide
the source for his motifs. His sculp-
tural works include the monument to
Franz Kafka (2003) in the Old Town in
Prague, Sepia (2006) at Cheb Cas-
tle, the Mythical Ship (2010) on the
Danube Embankment in Bratislava,
the statue of Jost of Moravia (2015)
in Moravské Namésti in Brno, and
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the realisation Red Giraffe (2020) in
Pankrac in Prague. Réna is a founding
member of the Tvrdohlavi group and

a member of the comedy vocal-pan-
tomime trio Tros Sketos in which he
performs alongside graphic artist
Ale$ Najbrt (born 1962) and painter, il-
lustrator and sculptor FrantiSek Skala
(born 1956).

Barbora Patova: When were you first
approached with an invitation to the
Mikulov Art Symposium?

Jaroslav Rona: It was the first year in
1994, and | was approached by Ste-
fan Milkov. | was extremely resistant
to it at first, because I'm not a big
fan of working as part of a collective.
But in the end, a personal situation
pushed me to do it. Paradoxically,
however, this is now my fifth time at
this symposium!

BP: How do you see the Mikulov
Art Symposium today? Where is it
headed?

JR: To be honest - | don’t know where
it's headed. | haven't followed events
in Mikulov for twenty years, and

| would have to see all the results of
the symposium work over that time.

| was not particularly impressed by
our immediate predecessors from
last year, however.

BP: What are you planning to pro-
duce in Mikulov? What subject and
technique are you going to choose?

JR: I'm going to try to paint as many
paintings as possible of a size of 170
x 1560cm with the aid of immediate
inspiration from the materials that

| have brought with me and that ex-
cite me in terms of shape and colour.
| have also made a few preliminary
drawings, but | can only see the
result extremely vaguely so far. They
will be oil paintings on canvas.

BP: Do you find inspiration in the
local landscape and milieu? Do you
feel a different spirit or energy here?

JR: Yes, Mikulov’s historical archi-
tecture inspires me with its solidity
and intrinsic honesty. The Dietrich-
stein Crypt makes a particularly

big impression on me. And Holy

Hill, of course. The landscape here,
when | look from the chateau, is

like a hot pancake (I'm always here
in the summerl!) and looks a little
scary. I'm waiting for it to slowly
turn into a desert and a caravan of
camels to appear on the horizon.
But | like it when a town at least has
an ancient Jewish cemetery, even if
the Jewish community is no longer
there. | somehow feel more rooted
there (I have had a studio at the New
Jewish Cemetery in Zizkov in Prague
for years).

BP: Does sharing space and time
with other artists, specifically with
representatives of the Tvrdohlavi
group, enrich you?

JR: Rather, | would say that together
they create a pleasant environment
that makes it easier for me to work,
and at the same time act as congen-
ial creative competition with which

| can compare myself.

BP: What connects you with these
artists? Or separates you from them?

JR: Generational affiliation and

a similar perception of values in life
and artistic values, of course, as well
as a kind of absurd humour we have
in common, which is, in my opinion,
essential in life! There are also differ-
ent nuances here, of course, but the
basics still hold true.

BP: What environment shaped

you, what conditioned your artistic
pathway?
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JR: The environment that shaped me
the most (apart from my own family)
was socialist Czechoslovakia in the
period between 1975 and 1985, and
the time | spent at the Secondary
Vocational College of Artin Hol-
larovo Nameésti and at Professor
Stanislav Libensky's studio at the
Academy of Arts, Architecture and
Design. | also went on a month-long
hitchhiking trip around the cities and
museums of Western Europe in 1981,
and a two-month trip to the USA and
Mexico in 1985 (due to Libensky’s
influence).

BP: Like Zdenék Lhotsky, you stud-
ied under Stanislav Libensky at the
Academy of Arts, Architecture and
Design in Prague. How did he influ-
ence and guide you?

JR: In terms of starting and speeding
up my artistic development, Profes-
sor Libensky (and his assistant Karel
Varura as well) did perhaps the most
of all for me. Libensky built the belief
in us (students) that the creation of
art is the highest goal that a person
can achieve in life and that everything
must be subordinated to it. Thanks

to his standing, Libensky was able

to travel freely around the world.

He brought us art magazines and
catalogues of contemporary Western
art, and thanks to this we had an
awareness of where contemporary
art was going.

BP: What artists or artistic trends
have influenced you?

JR: At secondary school it was
inter-war expressionism, particularly
German, Belgian and Norwegian
—that is, Die Brlicke and the Blaue
Reiter group, George Grosz, Kathe
Kollwitz, Ernst Barlach, Constant
Permeke, James Ensor and especially
Edvard Munch. But also, of course,
the Spaniard Pablo Picasso and the
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French, Henri Matisse in painting,
Auguste Rodin and Antoine Bour-
delle in sculpture. Of the Czechs,
primarily Bohumil Kubista, Jan Zrzavy,
FrantiSek Tichy and Otto Gutfreund,
but | cannot leave out FrantiSek
Bilek either. At the Academy, at first
it was the Spaniard Antoni Tapies,
later the American draftsman Saul
Steinberg, the Swiss Horst Antes,
but also Oskar Kokoschka and Egon
Schiele, for example. In sculpture,

| admired, and still admire, Con-
stantin Brancusi, Jacob Epstein and
Henri Gaudier-Brzeska, but above

all Henry Moore. Towards the end of
my studies, | discovered the German
Neue Wilde and the Italian Trans-
avantgarde.

BP: Many representatives of the
Tvrdohlavi group are primarily paint-
ers. You are a sculptor and a painter,
though you are seen primarily as

a painter by the public. What is your
relationship to painting?

JR: I would say that the public sees
me more as a sculptor, because they
can always get to see my sculptures,
while exhibitions of paintings always
end at some point. Painting is a basic
means of expression for me (I used to
paint rather than sculpt), but it is true
that sculpting is also a completely
natural means of expression for me.
So I'm a bit ambivalent and swing
both ways - though only when it
comes to art, | should add, so that it's
not taken the wrong way.

BP: How different is it working with
different materials and their mate-
rial essence, for example bronze as
opposed to paint on canvas?

JR: Bronze is the final material.

| spend most of my time working on

a sculpture with clay and plaster, al-
though even in bronze we sometimes
put the finishing touches to the statue

and modify it. Sculpture is simply
completely different to painting. | see
it more like architecture — an idea,

a drawing, a model, a larger realisa-
tion in co-operation with craftsmen.
A large role for me is played by the
placement of the statue so that the
environment forms a harmonious
whole with the statue. With painting,
it's a vague idea and a long struggle
for the final result, sometimes a com-
plete transformation of the intention
into something else - an interesting
dialogue with oneself. This happens
extremely rarely in sculpture, and it's
completely impossible when we're
working on a large scale. | should
point out that | also create stone
realisations, and then it's an entirely
architectural process. An enlarged
realisation of a model by the stone-
cutters that's accurate to the millime-
tre and which | supervise from the
beginning.

BP: Do you have a particular creative
ritual?

JR: Most of the time | have a certain
insistent idea running through my
head - a plastic shape or an idea for
a picture. So | draw it in a sketchbook
to get rid of it. If there are more of
these ideas, I'll either pick the one
that keeps on repeating itself or the
one that's most promising and try to
get it down somehow. My paintings
are created either from ideas that

| have jotted down like this or from rel-
atively elaborate drawings that | draw
on my travels. | have also published
some of them in the books Obdurate
Drawings (2002) and A Hundred
Drawings from Somewhere (2019).

BP: What is the purpose of collections
and collection-making?

JR: That is a rather broad question.
My answer would probably be that
collecting things, art, books, films and

everything else, represents a person’s
interest in the world in which he lives
and an attempt to interpret it in the
arrangement and purpose of a col-
lection. Also, of course, an attempt

to preserve and protect values of all
kinds.

BP: You have a collection of various
curiosities yourself. What do you focus
on? What do you have your eye on?

JR: Probably like any artist, | am drawn
to remarkable objects, from shells,
bones and stones to antique weap-
ons, musical instruments, African and
exotic masks and statuettes. | also
have an extensive archive of various
visual materials and a huge collection
of postcards that | use in painting
pictures and in coming up with and
portraying my ideas. | do not special-
ise in collecting anything in particular.

BP: Many artists today work indi-
vidually, and the pace of the times
also plays a role in this. What makes
gatherings, workshops or working
together valuable or enriching?

JR: A long stay with friends is par-
ticularly rewarding for me, and this
probably couldn’'t happen anymore
without the symposium. That's due to
our age and a commitment to social
and family relationships that do not
allow particularly great freedom of
movement. But | guess it’s different
for each artist. That's what it's like

for me.

BP: Looking back four decades later,
with the experience you have ac-
quired, do you think it makes sense to
start groups or collectives?

JR: | really don’t know. At the time
when we founded our group, the mo-
tivation was clear — opposition to the
state cultural and political doctrine of
totalitarian socialist Czechoslovakia.

But | don’'t know what it’s like today.
Perhaps it would be a good thing to
start a group of young artists that
would return to quality craftsman-
ship, beauty and the power of direct
expression without theoretical and
constructed conceptual crutches.

BP: What is the purpose of art? What
should it bring and convey?

JR: Art should create an alternative for
perceptive people to a world dom-
inated by rational interests and the
interests of power and economics, as
has always been the case. It should
offer spiritual repose, aesthetic
enrichment, joy and strength for the
next (existential) struggle, both within
the religious perception of the world
and outside it.

BP: How is your art selling? How
readily available is it?

JR: Again, I'm not able to judge that.
For some it's available, for others it's
not. My art has been selling very well
for the past decade.
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ZDENEK LHOTSKY

I love the feeling that when you cook
a good potato pancake from a hun-
dred-year-old recipe, the experience
is the same as it was a hundred years
ago.

Zdenék Lhotsky (born 1956), glass
artist and technologist, sculptor

and painter. He studied metallurgi-
cal glassmaking at the Secondary
College of Glassmaking in Zelezny
Brod from 1972 to 1976. He then
studied glass at the Academy of Arts,
Architecture and Design in Prague in
the years 1978 to 1984 under glass
artist and sculptor Stanislav Libensky
(1921-2002). In 1994, he founded the
Lhotsky Studio in Pelechov near Ze-
lezny Brod, which continues its tra-
dition as a centre of glassmaking for
architecture established by Stanislav
Libensky and glassmaker Jaroslava
Brychtova (1924-2020). Lhotsky is an
inventor of original glass technology
and the protected trademark Vitru-
cell, the specificity of which lies, first
and foremost, in an octagonal pattern
inside the glass organised into fine
regular honeycomb cavities. His cast
objects and installations are charac-
terised by geometric and organic
decoration and forms, and a simple,
almost purist, shape. A geometrising
approach and composition can also
be found in his drawings, which may
act as a point of departure for glass-
making technologies and creative ex-
ploration and experimentation. Lhot-
sky makes custom-made products

as well as original works, including
cast sculptures and objects, stelae
and reliefs. His prominent realisations
and commissions include the glass
sarcophagus in Roskilde Cathedral,
with an oval ground plan and wei-
ghing more than 4.5 tons, made for
Queen Margrethe Il of Denmark (by
Bjorn Nargaard), windows on the roof
of the sacristy of La Sagrada Familia
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in Barcelona (by Antoni Gaudi), and
glass tiles in the ceiling of the hall at
the Lucerna Palace. Lhotsky is one of
the founding members of the group
Tvrdohlavi (The Stubborn Ones).

Barbora Putova: When were you first
approached with an invitation to the
Mikulov Art Symposium?

Zdenék Lhotsky: Stefan Milkov invi-
ted me to the symposium in 1994.

| took part in the second symposium
in 1995. This year, | was invited for

a third time.

BP: What are you planning to produce
in Mikulov? What subject and tech-
nique are you going to choose?

ZL: 1 am working on large drawings
in Mikulov. | usually choose a smaller
format (66 x 66 cm square from A1).
I've done these large drawings in the
past as a limited edition of prints,
which is something of a different na-
ture. There's good scope here. | have
three things ready, and I'm planning
on producing five or six in total. I'm
using pencil, ink and line drawing.
Both ink and ballpoint pen are cha-
racteristic and easily distinguishable.
| exhibit drawings like these some-
times. | work in series, thirteen or
fourteen pieces at once. My last big
series was for New York. Two ladies
from the National Gallery approached
me while | was drawing, but | turned
them down. | needed a compact
series. The series don't need to be
related, but the energy is the essen-
tial thing. | might work on a drawing
for a week, but | work on other orders
in parallel at the same time.

BP: Do you find inspiration in the local
landscape and milieu? Do you feel

a different spirit or energy here?

ZL: There is a genius loci here, but
| can't say that it has influenced me
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tremendously. The landscape is
beautiful. A crude explanation might
be that Moravia and its nature, its
people, are different, more accommo-
dating.

BP: Does sharing space and time with
other artists, specifically with repre-
sentatives of the Tvrdohlavi group,
enrich you?

ZL: Their presence makes me happy.

BP: What connects you with these
artists? Or separates you from them?

ZL: Friendship over the years co-
nnects me with them. The strongest
relationships are with friends of this
kind. Memories of our time studying
together connect me with Jarda Réna.
We worked on some commissions
together for a while after school and
learned how to earn money. I've had
many adventures with Jarda, he's like
an angry little bulldog. Franta and

| make music together. | feel respect
for all of them, they are all perso-
nalities. We are all so different that
we don’t compete with each other,
we don't step on each other’s toes.
We've had our various conflicts in life,
which is normal. If we make it to the
end without a drop of blood being
spilled, it will strengthen our mutual
relationship.

BP: What environment shaped you,
what conditioned your artistic path-
way?

ZL: Oddly enough, | knew that | wan-
ted to make glass from the age of
thirteen. | experienced a peculiar
fascination on a school field trip to the
Jizera Mountains. There were glass
dumps all over the woods. That stuck
with me. | went to vocational college
after school when | didn't get into the
Hellichova design school. Jarda com-
pleted his apprenticeship (as a furrier).

After a year, | started secondary
college in Zelezny Brod. | didn’t even
know there was a secondary college
of glassmaking. | blew glass there,
and discovered the essence of the
material. Then | worked in a factory
for two years.

BP: Like Jarda Réna, you studied with
Stanislav Libensky at the Academy
of Arts, Architecture and Design in
Prague. How did he influence and
guide you?

ZL: At the time, Libensky was the
best teacher at the academies of art.
| had known him before then when

| worked in his studio, which | now
own. He influenced us and taught us
a great deal. His teaching style was

a little harsh. He was strict, but at the
same time he also had a human kind-
ness and sensitivity. He came from
simple circumstances. Libensky and
his assistant and teaching partner
Karel Varnura made a great teaching
duo together. | also knew Jaroslava
Brychtova well. She modelled things.
| saw Libensky differently than Jarda.
Moreover, he is fundamentally a pain-
ter, which | am not. Libensky opened
up the topic of studio sculpture and
became a famous personality in
world glassmaking. There was no
information getting through the Iron
Curtain. They produced orders for ar-
chitecture. The communists needed
to export something. From today’s
point of view, it is absurd.

BP: What artists or artistic trends
have influenced you?

ZL: Very few. There are things from
the history of art and architecture that
have fascinated me. I've never expe-
rienced trying to do something that
someone else was doing. Not even in
glass. It would have been tempting to
do things like Libensky, he must have
left his mark on me, but neither me or

Jarda have remained in his shadow.
School was a bit of a trial for me. The
environment did not suit me. Jarda
was a more ambitious student. Under
the Communists, we sometimes got
our hands on some black-and-white
catalogues. | didn't get to see eve-
rything until after the revolution. The-
re are a few figures who have made
an impression on me, if I'm honest,
but | haven't followed in anyone's
footsteps deliberately.

BP: Many representatives of the Tvr-
dohlavi group are primarily painters.
You are primarily a glassmaker and
sculptor. What is your relationship to
painting?

ZL: Glassmaker yes, | have invented
a number of unique technologies.
| have never made a glass sculp-
ture. Now | am making cubes and
columns. The important thing is
inherent to the material, I'm not con-
cerned with shape. I'm interested in
the inner world. Sometimes I'm drawn
to painting, but I'm not fundamentally
a painter. Painting originates in the
hand. A small drawing and then an
enlargement. Motifs come to me
on the plane when I'm in a different
state of mind, oblivious. | didn’t have
a driving licence for a year. | took
the train. | got used to going by tra-
in. | had something sketched out.
The drawings are done in a small
format as a semi-automatic drawing,
a matter of intuition. Then | work on
them more purposefully. For me,
things have to have an emotion, a fas-
cination, otherwise | don’t do them.
| only feel it at the end. Then | might
alter it, put the finishing touches to it.
| envy painters for the fact that things
come to life beneath their fingers.

| know a good thing when | see
it. When a picture is good or looks
good. There are many pictures that
look great, but are actually stupid.
Impatience and curiosity are the most

basic artistic qualities. Curiosity is the
biggest driver. What | don't have is the
feeling that | want to communicate
anything to anyone. But I'm happy
that people who don't go in for ob-
vious things appreciate my work. It's
the same with music, I'm glad there'’s
someone who wants to listen to me.

| can be alone with the work. Either I'll
be satisfied or | won't.

BP: How different is it working with
different materials and their material
essence? For example glass as oppo-
sed to paint on canvas?

ZL: Everything takes a long time with
glass. | have been developing the
technology for thirty years. It's exci-
ting. The impatience and curiosity are
excruciating. It has to be in the kiln
for five days, | would like to see it the
very next day. The work is different
in terms of the process. That's why

| draw as well. | need contact with
the material, need to feel the canvas
or paper. Glass, on the other hand, is
a rough thing. It requires a different
method of creation - | have sixteen
employees.

BP: Do you have a particular creative
ritual?

ZL: During the day, I'm at work until
about three in the afternoon. | have
employees in the studio. | need them
to be independent. It took me a lot
of energy to establish the studio and
keep it going. In the late afternoon
and evening, | listen to music while
I’'m working. That used to be out

of the question. | needed absolute
peace. Lately | like a bit of hustle and
bustle around me. | grew up in the
street Ruska in Prague, where it was
absolute bedlam. | feel space and
civilisation around me.

BP: What is the purpose of collections
and collection-making?
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ZL: This touches on the purpose of
art. | think many people make art. The
meaning of art lies elsewhere. Histo-
rically, the purpose of collections is
absolute, it expresses the power of

a society. | like to cook well. | love the
feeling that when you cook a good
potato pancake from a hundred-ye-
ar-old recipe, the experience is the
same as it was a hundred years ago.
A record of the age is important. That
is how culture is created. It makes
sense as a way of allowing artists

to make a living. I'd like to buy some
things, but I'm not willing to pay crazy
amounts.

BP: You have a collection of various
curiosities yourself. What do you
focus on? What do you have your eye
on?

ZL: | collect curiosities, not glass.

| have a collection of snow globes
from all over the world. I've collected
toys and things that look like mobile
phones. It's completely ridiculous.
Now | collect guitars, rare instru-
ments that | repair. They all work.

BP: Many artists today work indi-
vidually, and the pace of the times
also plays a role in this. What makes
gatherings, workshops or working
together valuable or enriching?

ZL: Meeting up is important to me.

| have met many interesting people
at the symposia. After all, meeting

up after all these years is rare and
meaningful. That's what symposia
are about. There won't be any Mona
Lisas created here, but it's about
meeting up. We'll talk a lot. We don't
get to see each other much, we live in
different circles.

BP: Looking back four decades later,
with the experience you have acqui-
red, do you think it makes sense to
start groups or collectives?
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ZL: It made sense in the past. A group
could play a part in establishing

a style. You got to meet people you
were in tune with who had the same
goals. For us, it was the fight against
the political establishment. Their
engagement in the Tvrdohlavi group
was different for each member. | was
invited to participate. | accepted with
cautious joy, I'm not a fan of the herd
mentality. It also gave me the chance
of meeting people from the Academy
of Fine Arts. I'm glad | got to know
them and | like them all.

BP: What is the purpose of art? What
should it bring and convey?

ZL: Art should cultivate the visual spa-
ce, but there's great confusion there.
There’s a visual smog in the place. It's
hard to distinguish what's smog and
what to attribute importance to. Even
our audio sensations are flooded

in this way. The world will hardly be
flooded with dandelions.

In art, there are not more pho-
tographers, but there are more
cameras. \What's worse, the good
photographers get lost in the fog of
the bad ones.

BP: Do you feel a difference between
art and design?

ZL: If you go to the core of the word
design, design is when someone
draws something, it gets made and is
sold. When | make a designer bowl,
itis on the edge of fine art, it's not of
the nature of design. Moreover, we
used to promote design, today it's
become something disgusting.

BP: How is your art selling? How
readily available is it?

ZL: Itis entirely available and for
sale. | don't sell anything, so | hardly
do anything. If someone came to me
and said they were going to be my

agent, | would say yes. Art is proba-
bly selling better than it has in its
history. | don’t know how it's done.
But completely stupid works are sold
among that enormous amount of
things. It's not something you can
prove, that's not how you find out if
the art is any good. As an indicator, it
is meaningless.

STEFAN MILKOV

After reading the novel Stone and
Pain, | decided to become a sculptor.

Stefan Milkov (born 1955), sculptor,
painter and musician. He gradua-
ted from the Secondary College of
Applied Arts in Uherské Hradiste,
where he studied reproduction
stone sculpture, in 1974. He then
studied at the sculpture studio at
the Academy of Arts, Architecture
and Design in Prague from 1976 to
1982. The influence of the modern
school of Italian sculpture and the
use of various materials, from bronze
and aluminium to wood, cast glass
and fired clay, are reflected in his
approach to his creative work with
materials. The range of subject
matter he tackles consists primarily
of Christian iconography, mythology
and archetypes, which he transposes
into his own symbolic visions and
messages. The fundamental theme
of Milkov’s work is the stylised hu-
man figure (angels, horsemen and
Pietas), whose form is based on
abstraction, an organic or geometric
form, and pronounced elongation.
The shape of the contour line of his
figures is exact, elemental and fluid.
In the stylised figure, however, he
respects classical sculptural statua-
ry. Inclined or reclined figures attain
an elegant shape and, at the same
time, evoke an extraordinary tension.
The slim shapes of the bodies and
the sharpness of the wings create

a contrast to the substantial sphe-
rical heads. Some of these points

of departure are manifested in his
bronze sculptures Divan Japonaisse
(2001), Drunken Angel (2006), Angel
and Egg (2010) and Halali (2010). In
his sculpture Divan Japonaisse, for
example, a variation on the equestri-
an monument, he has applied soft
modelling and vivid, smooth and
suggestive shapes. His sculptural
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realisations in public spaces include
El Nirio (2004) in Hadovka Park in
Prague, Gate with Pendulum and
Spring (2005) in Havifov, Monument
to Nikola Tesla (2014) in Dejvice in
Prague, and Amorfoid (2016) in the
garden of the Convent of St. Agnes in
Prague. Milkov is a founding member
of the group Tvrdohlavi.

Barbora Patova: When were you first
approached with an invitation to the
Mikulov Art Symposium?

Stefan Milkov: | was approached for
the first time in 1993 by the local
painter Libor Lipa. Another friend of
mine, the sculptor Nikos Armutidis,
was responsible for establishing the
symposium. He was then joined by
Libor, who organised the first sympo-
sium. Zdenék Lhotsky from the Tvrdo-
hlavi group was also involved.

BP: How do you see the Mikulov Art
Symposium today? Where is it hea-
ded?

SM: It goes without saying that great
changes have taken place over the
course of thirty years, just as they
have in the arts. Although we were no
longer taking part, we took a periphe-
ral interest in what was going on in
Mikulov. We work in a classical ma-
nner. Recent participants have been
looking for new means of expression
and have been creating conceptual
things. | was surprised that they were
able to invite us back to Mikulov again
after thirty years had passed.

The fate of the collection has been
a topic of discussion since the sympo-
sium began. It was originally suppo-
sed to be located at the chateau.
The town council is changing. It's
also a question of finances; it will be
expensive. There was even supposed
to be a collection at Hasi¢ka in Miku-
lov. Nothing changed. Over the years,
they wanted artists who had left their

work here. Some things have already
perished (wood), though their designs
have been preserved. | see progress
here in the fact that there’s a desire to
do something. Ideally, to find someo-
ne to take care of the collection.

BP: What are you planning to produce
in Mikulov? What subject and tech-
nique are you going to choose?

SM: | plan to create a statue of John
the Baptist referencing the Baroque
Church of St. John the Baptist in
Mikulov. It is currently in a state of
reconstruction. At my age and in my
physical condition, | have chosen to
work on a smaller scale (120cm) and
looked for a suitable material that is
technologically feasible — polymer
concrete. A first experience that cau-
sed great concern. | figured it was
an option that might work out. A risk.
| will also paint two pictures at the
symposium if the sculpture doesn't
work out. Besides, the symposium
lasted five weeks in the past, but now
it's only four weeks.

Each of us has a career that de-
mands a certain responsibility, we
can't go wild. We have to think about
what's going to remain after we're
gone. Everyone is surprised how
intensively we work. \We are ecstatic.
There are no distractions at the sym-
posium.

BP: Do you find inspiration in the local
landscape and milieu? Do you feel
a different spirit or energy here?

SM: | already had a feeling of inspira-
tion and preparation when | arrived.
This is a beautiful and interesting
town. | love it here because my father
is Bulgarian. The Mediterranean at-
mosphere of the town, the limestone
rocks, the sun. The only thing that's
missing is water. You feel good here.
| have made many friends in the town
over the years.
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BP: Does sharing space and time
with other artists, specifically with
representatives of the Tvrdohlavi
group, enrich you?

SM: | am always enriched just by
their presence. It's an amazing
opportunity to be here together in
such an intense manner. The life we
lead is complicated and demanding,
so there is little time left over to get
together. We have split into smaller
units. Meeting together, the whole
group, that’s an absolute exception.

BP: What connects you with these ar-
tists? Or separates you from them?

SM: | am connected by friendship,
respect for their work (mutual,

| hope), discussions about art and

life. A good group. | see the differen-
ces positively, because that is what
brings us together. Each of us sees
our membership of the group diffe-
rently. It was a unique moment when
these artists came together. Time and
their quality have confirmed that they
are exceptional people. At that time,
when the group arose spontaneously,
we chose each other. There are mem-
bers among us who want nothing

to do with us, but that's the way it is.
Such is life, especially among artists.

BP: What environment shaped you,
what conditioned your artistic path-
way?

SM: It was my grandfather. My father
was an engineer, my mother an ac-
countant, so you can't find anything
there. My grandfather Karel, my
mother's father, was an extremely
erudite engineer and the author of

a number of patents. Meanwhile,

he also played the organ in the chu-
rch and played the violin. We made
puppets together, for which he used
his technical knowledge. That's the
only place we might find a clue.
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After reading the novel Stone and
Pain, | decided to become a sculptor.
My father had other plans, however,
a military academy. The credit goes
to my mother, who supported me. In
the end, | was given permission to
do the auditions.

BP: What artists or artistic trends
have influenced you?

SM: That's difficult to define — a large
number of artists and trends. What's
more, the inspiration changes over
the years. As a student, | was inspired
by the Italian school, and then by
classical modern sculpture. | follow
current developments and share

tips with my friends, particularly with
Jarda Réna. New possibilities and
technologies, and also assistants,
come into it to a certain extent. To-
day, it's possible to achieve results
more quickly and with less physical
effort. But technology is the servant,
not the master. There has to be touch
and contact there or it loses all value
to me.

BP: Many representatives of the
Tvrdohlavi group are primarily pain-
ters. You are a sculptor and a painter,
even though you are seen by the
public primarily as a painter. What is
your relationship to painting?

SM: | started painting in 2001 be-
cause | love colours. Sculpture is not
very colourful. | always did graphics
and other small things, and that
stopped satisfying me. So | started
painting, which is a different process
of creation. When you make a sculp-
ture, there must first be a model, on
a small scale, and then the sculpture
is basically finished. Then comes
the process of enlargement, the
drudgery and the hard work, during
which there are a lot of other ideas
swarming around your head. You
suffer from the fact that you don’t

get to see the end result for a long
time. Painting is something else, it's
a contemplative state. At some point
you decide the work is done. | paint
with acrylics when I'm tired or when
I'm having problems with my health.
It balances out nicely. In paint you
discover things that have form and
shape that you can then use in modi-
fied form in sculpture.

BP: How different is it working with
different materials and their material
essence? For example bronze as
opposed to paint on canvas?

SM: In the case of a statue, you

make a 1:1 model, hand it over to the
foundry and wait for the result. Then
you may happen to find a small error
or inaccuracy. In bronze, trimming,
placement and then chiselling. When
you are painting, you are in the studio
following developments and the end
result. It can bring you more imme-
diate joy or, on the contrary, disappo-
intment.

BP: Do you have a particular creative
ritual?

SM: Yes, | produce hundreds of
small drawings. | mainly work at
night because | don’t want to be
disturbed. Silence and peace. Then

| take a look at what I've got once

a month and make a selection to see
if any of it is worth further elaborati-
on. Then | subject the things | think
are worth considering to another se-
lection process. Then there will be
one left that | will model. For pain-
ting, | prepare designs, maybe even
in colour in A4 format. Then | work
on itand reprintit. Then | trace the
outlines of the various elements so
that | don’t have to enlarge them
and | have them printed on a canvas.
| had to choose this procedure be-
cause | have many areas of black in
my pictures.

BP: What is the purpose of collecti-
ons and collection-making?

SM: They have great cultural signifi-
cance if they are state collections -
we are talking about the wealth of
the nation and its cultural heritage.
Collections, after all, determine the
cultural level of a nation.

BP: Many artists today work indi-
vidually, and the pace of the times
also plays a role in this. What makes
gatherings, workshops or working
together valuable or enriching?

SM: This is the only symposium

| have been at. I've had no other
experience of this kind. The partici-
pants can enjoy themselves at the
symposium. Everyone works diffe-
rently, it's a good learning experien-
ce. A person can learn, acquire new
skills, discover new tools, and so on.

BP: Looking back four decades later,
with the experience you have acqui-
red, do you think it makes sense to
start groups or collectives?

SM: It probably doesn’t make much
sense today. At the time we founded
the Tvrdohlavi group, it was the only
way to focus the energies of ten an-
gry young men to achieve change.
As it turned out, the group had its
own strength. It would have been
hard to lock up ten people at once.

BP: What is the purpose of art? What
should it bring and convey?

SM: Art must be so beautiful that
when you look at it, you want to
scream or cry with joy.

BP: How is your art selling? How
readily available is it?

SM: Art is an exclusive thing, and
always has been. Artists used to

work for the church and the nobility.
Then they became independent.
The work of a famous artist beco-
mes unavailable. This creates the
exclusivity of art. Today, it's got a bit
out of hand as a result of the strate-
gy of the galleries and the curators
- it provides them all with a living.
It's not even the merit of the artists
that makes their works unavailable.
A way can always be found, such as
smaller works. | know a number of
people who give me a decent living
by buying my graphics and other
small items. I'm happy to give them
a decent price. Then there are peop-
le who have no relationship with art,
who buy art as a commodity. They
also play a part in determining the
price, which has nothing to do with
the quality and value of things.
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PETR NIKL

| call myself a gamer. | play on multi-
ple media.

Petr Nikl (born 1960), painter, writer,
musician and performer. He studied
painting at the studio of painter and
sculptor Arnost Paderlik (1919-1999)
and painter Jifi Ptacek (born 1949) at
the Academy of Fine Arts in Prague
from 1981 to 1987. Nikl's work is
characterised by a feeling for a playful
open approach, stemming from the
creative family background that had
a fundamental influence on shaping
the artist’s career. His mother, the toy
designer Libuse Niklova (1934-1981),
was a designer of inflatable and
squeaky plastic accordion animals
that he got to test out before they
went into commercial production. In
essence, he represents the modern
concept of a Renaissance Man who
professes a wide range of different
approaches and techniques, ranging
from painting and graphic design,
experimental photography and book
illustration to spatial installations and
music and theatre performances.
This creative diversity corresponds
to Nikl's endeavours to remain open,
unconstrained and free of conven-
tional dogmas and prejudices in his
work. He often crosses the bounda-
ries of everyday reality. He applies

a sense of fantasy, absurdity and
spontaneity in his principle of the
game. He expands traditional tech-
niques with his own unique methods,
such as spontaneous works in which
he uses specific physical processes
using water, ink and mechanical toys.
The abstract images created in this
way most often evoke the forms of
animals, plants and insects. Nikl is

a laureate of the Jindfich Chalupec-
ky Award (1995) and the Magnesia
Litera Award (2008). He is one of the
founding members of the Tvrdohlavi
group (The Stubborn Ones).
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Barbora Patova: When were you first
approached with an invitation to the
Mikulov Art Symposium?

Petr Nikl: | attended the symposium
for the first time in 2001 when Tomas
Cisarovsky was the curator. The se-
cond time was in the anniversary year
of 2003 - the tenth anniversary of the
foundation of the symposium. All the
participants that year were curators.

| was the last of the participants who
are at this year’s event to have been
invited. | did come to take a look at
the symposium between 1993 and
2001, however.

BP: How were you invited to this ye-
ar’'s symposium?

PN: Jarda Réna called me to ask if

| would like to come and stay in Miku-
lov again for the third time. Basically,
it was an invitation that could not be
refused, as | know all the other parti-
cipants. The downside is that | don't
get to know anyone else. We don'’t
see each other very often. | meet up
with FrantiSek Skala regularly, as we
play in a band together.

BP: How do you see the Mikulov Art
Symposium today? Where is it hea-
ded?

PN: The symposium is the same.
Time is passing though, time is cer-
tainly passing. | had children here
then. We went on trips together.
Things are different now. They are
big already. That's the difference. The
symposium began as more of a sculp-
tural event, then it came to focus on
painting, with a more conceptual
focus. It depends on the participants.
Now we are here as established
artists. It's not changing, it is rather
transformed on a local basis each
year depending on who happens to
be here. Now it's a sort of comeback
of ageing conspirators.
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BP: Do you find inspiration in the local
landscape and milieu? Do you feel
a different spirit or energy here?

PN: Yes, the milieu is inspiring. Miku-
lov is an ltalian-Spanish island that
has no comparison anywhere else in
Bohemia and Moravia. | live in Mala
Strana (Prague'’s Lesser Quarter) in
the heart of history. This is also a his-
torical place. When you come here,
you go back in time.

BP: What are you planning to produce
in Mikulov? What subject and tech-
nique are you going to choose?

PN: I'm not making any plans in advan-
ce. | brought a photograph of a dog to
use until something inspires me here.
| was visiting friends. The dog flexed
its ear and | took a picture of it. Then
the next day the moths arrived. Then

| saw a kestrel on a relief on the Diet-
richstein Crypt. | visited the restoration
exhibition Artist Restorer at the cha-
teau, | will paint a noblewoman. | am
not inspired by the landscape - I'm
not a landscape painter. Maybe I'll go
back to the dog. I'm mostly looking for
animals. In 2001, floral motifs, | walked
around Pélava. | painted fantastical
flowers in acrylics. | continued this in
2003. Now I'm choosing oils, ink with
water and coffee.

BP: Does sharing space and time with
other artists, specifically with repre-
sentatives of the Tvrdohlavi group,
inspire you?

PN: It's a wonderful opportunity. This
was the principle behind all sym-
posia. | know these artists. They've
changed a little.

BP: What connects you with these
artists? Or separates you from them?

PN: It used to be interest, being in-
spired by history and archetypes. An

inclination to a more classical medi-
um. Everyone moves on.

BP: Looking back four decades later,
with the experience you have acqui-
red, do you think it makes sense to
start groups or collectives?

PN: Definitely. How long they last is
another matter. Every fusion with so-
meone else, a connection, is extreme-
ly inspiring. In theatre, music, it's a co-
llective work. | enjoy doing something
that is created by the connection of
more than one mind, by mutual inte-
ractions. It can be extremely stimu-
lating. You can't figure it out on your
own. Different things emerge from
interaction than when you are on your
own. | like to combine these collecti-
ve and individual approaches. Right
now, we are in a situation in which
we have individual studios, but with
collective meetings. We talk to one
another, we play musical instruments
together. Then | have to listen to the
person playing in order to keep in
tune with him. The magic of keeping
in tune without one copying the other.
To act as a counterpoint, a second
voice. As an example, Laco Teren is
making lunch (soup) out of his still
lifes for the third time. Gastronomy
merges with the magic of creation.

A subsidiary alchemy workshop. An
incredible empathy. There's no com-
petition here, just reciprocation. And
that's amazing. Although the guys
have big egos. It was a great experi-
ence at the meetings of the Tvrdohla-
Vi (The Stubborn Ones), grotesque
and comical moments one after the
other, then they quarrelled with one
another. They are opinionated. That's
what stubbornness does. The name
is fitting, even though it originated

as a paraphrase of Tvrdosijni, which
Jarda Réna came up with. Obstinate,
but at this age with a sense of propor-
tion and a particular sense of humour
that | enjoy.

BP: What environment shaped you,
what conditioned your artistic path-
way?

PN: | grew up in an artistic family,

| didn't think about it. It was pretty
clear on the whole. Dad studied pain-
ting at an academy. Mum designed
toys. | grew up in an environment of
creative work, and that determined
my future.

BP: Many representatives of the
Tvrdohlavi group are primarily pain-
ters. You are a multimedia artist. How
do you define and perceive yourself
today?

PN: Multimedia means that one
works with many media. Here, this
means that we work in many fields -
music (Skala, Lhotsky, Divi§) and
theatre (Nikl, Sustka). This is not

a peripheral activity, but something

| dedicate myself to continuously
with the same intensity as my art.

| have also worked with puppets,
which is how | started out in the
theatre. Then there's the production
of books, which is something | have
in common with Franta Skala. There
are overlaps there into more possibi-
lities of expression. | call myself a ga-
mer. | play on multiple media. It's the
playing that connects it, things are
not planned out rationally in advance.
They arise spontaneously. It's based
on experiments conducted one step
at a time, on practical activity, with
the result that various activities be-
come interconnected. Things that

| do with ink, when | let mechanical
machines run across the paper lea-
ving tracks. A kind of artistic theatre
performance that can work autono-
mously in a gallery. It's not something
ephemeral, unlike the theatre. A visu-
al trace of the action is created that
can continue to live its own life. It is
interesting to fight your way towards
it. | was brought to this by the theatre.

Here, my work is based simulta-
neously on two different principles.
The first is a painted picture when
| have a subject that | am working on.
And the second is the spontaneous
principle without a subject, with
the image being created largely at
random. It's based on physiological
processes. | release a liquid that is
absorbed by Chinese rice paper.
| produced a dog in this way. It's
a dog. That was the intention. Alcohol
with powder does what it wants. For
symmetrical images, | wet two pieces
of paper and then turn one over. X-ray
canvas, Turin canvas, the texture of
the paper is crinkled because it is
wet. The crinkles into which the ink
has flowed create a structure. A natu-
ral impression remains. The fluidity is
important.

It occurred to me to do a moth.
| tried to find what would best convey
a moth. If | paint it slavishly, it looks
laboured, even though it's realistic.
| painted one from a photo. Done
spontaneously it looks more real than
it does painted. Some things | prefer
to paint. Lately, | haven't tried to con-
trive anything. | don’t want to have
any additions there, any unnecessary
speculation. I'll take an orchid and
paint it just as it looks. Fascination
with the form and appearance alone
is quite enough for me. Here | was
fascinated by a kestrel on a relief on
the crypt. | had to paint it so that you
can see that it's a relief. It's a record
of an experience, just like the fasci-
nation with the damaged painting of
a noblewoman at the current exhibi-
tion Artist Restorer at Mikulov Cha-
teau. Fascination with what | have
seen, what | encounter. Just capture
it. It is not contrived or engineered.
| don't add anything to things that
arise spontaneously.

BP: Do you have a particular creative
ritual?
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PN: The ritual is the work itself.

BP: What is the purpose of collections
and collection-making?

PN: | have never collected anything,
but | understand that one has a cer-
tain number of certain things. As far
as collecting pictures is concerned,
it is an investment, a capital deposit.
There are different kinds of collection.
They can be collections with a cer-
tain theme. The one in Mikulov has
a broad spectrum and is a demon-
stration of who has participated in the
symposium.

| met a boy once who collects my
mother’s toys. He found out that fakes
are also made. They have different
heads. It's a strange obsession. If it
wasn't for him, | wouldn'’t have known
that toys like this are made. Mum
made toys just for us, such as toys
made out of fabric for my sister. As far
as toys for production are concerned,
we were the first to test out what they
would survive.

BP: What artists or artistic trends
have influenced you?

PN: Modern art. FrantiSek Kupka,
Georg Baselitz. A long line of artists.

| can't say any has had a fundamen-
tal influence. You also resist being
influenced a little. There was no such
figure of authority in relation to the
principle of the approach of a player,
one who explores the world through
media. | attended seminars given by
the director and lecturer lvan Vyskogil,
that was at school. He supported the
direction | was taking. So that's not
from the world of art. When someone
asks me who my teacher was, | say
Ivan Vyskocil. He gave me his opinion
of my literary paintings and scripts. It's
all about what to express. To search
for a subject. That can happen at any
point. | search for the form. If | can’t
paint anything, then | turn to writing.
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BP: What is the purpose of art? What
should it bring and convey?

PN: An initiation into perceiving the
world, life, relationships, emotions
more intensely. It is something of

a magnifying glass that helps in life.
It asks questions. It relativises things
that have become systematised. It
provides a view of things that are
clouded by constructions. It contri-
butes to exposing values and inten-
sifying perception, the perception of
oneself as a miracle, the perception
of any topic. A search for meaning.
This can happen on an individual ba-
sis. A person has to have this in spite
of himself, in spite of his perception.
It comes from his own experiences
that he has collected himself. He can
make metaphors from this and hope
this will be communicated to others.
It is the subjective approach, the path
of personal experience. The more
such approaches there are, the richer
the world is.

BP: How is your art selling? How
readily available is it?

PN: | don't pay any attention to that.
But | have to make a living somehow.
Sales happen ex post, | don't have
to think about it while I'm working. If
| thought about it, | wouldn't be free.
That's a question for the art dealers.
Judging by the auctions, there’s no
crisis in the art market. It's an indi-
vidual thing. Some people sell more
than others.

FRANTISEK SKALA

| am a prehistoric forager who reacts
to what he finds or discovers.

FrantiSek Skala (born 1956), painter,
illustrator, sculptor, musician and
performer. He began studying wood-
carving at the Secondary College

of Applied Arts in Prague in 1971.
He then studied film and television
graphics at the University of Applied
Arts in Prague from 1976 to 1982.
During the course of his studies he
began to focus on graphic design
and painting. Oil paintings influen-
ced by the work of the Old Masters
paved the way for his virtuosity as an
illustrator. His illustrations accompa-
nied popular science literature, fairy
tales and his own work as an author,
such as his first book The Great
Journey of Hair and Chin (1989).
After this book, he turned to the
expanding genre of comics, which
he later developed in the photo se-
ries with puppets How Cilek Found
Lida (2006) and The True Story of
Cilek and Lida (2007), shot in a real
forest environment. Skala's creative
scope is characterised by a diversity
of artistic disciplines, a rich reper-
toire of techniques and a crossover
beyond the boundaries of fine art.

In his creative work, he uses non-art
materials, randomly found objects
and natural materials which are sub-
sequently transformed into artistic
objects. He develops the potential of
spontaneous natural processes or, in
contrast, imitates them with the aim
of inducing weathering, wearing or
abrasion. An emphasis on the use of
natural or untraditional materials is
also evident in his painting. In his se-
ries of “rusty landscapes” he works
with dried mud from a forest spring
in western Bohemia (nanoshells of
microorganisms) which, when wiped
with oil, achieves a broad tonal scale
varying from beige to almost black.
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Landscape scenes from the apoca-
lyptic to the fantastic, disasters, para-
normal phenomena, miracles, myste-
rious beings and deities appear in his
paintings. Skala is a laureate of the
Jindfich Chalupecky Award (1991),

a founding member of the Tvrdohlavi
group (The Stubborn Ones), and

a member of the vocal-pantomime
trio Tros Sketos in which he performs
alongside graphic artist AleS Najbrt
(born 1962) and painter and sculptor
Jaroslav Rona (born 1957).

Barbora Patova: When were you first
approached with an invitation to the
Mikulov Art Symposium?

FrantiSek Skala: Thirty years or so
ago at the fourth symposium in 1997.
Michal Gabriel, Stefan Milkov and
Jaroslav Réna from the Tvrdohlavi
group were also represented here in
addition to me.

BP: How do you see the Mikulov Art
Symposium today?

FS: | see it purely personally. It's

a nice diversion for me. | have never
taken part in any other symposium.
It's a pleasant place to work, in plea-
sant company, where there’s nothing
to disturb me. It's difficult to work
outside your own environment, but all
the right conditions are in place for it
here. I've been on residencies abroad,
but that's something different.

BP: What are you planning to produce
in Mikulov? What subject and tech-
nique are you going to choose?

FS: In terms of technique, | planned to
follow up on the paintings in shades
of brown | painted in 2018. Although

| brought other colours with me, I've
ended up painting with rust colours.
It's hard to go down the same road
again four years later. | discovered
iron pigments and the beauty of this

colour in 1970. These are ferrous
nanoshells of microorganisms that
you have to gather in a well in the
forest. Four years ago, | started

with small paintings that | haven't
shown to anyone. Then, after visiting
Australia, | chose natural pigments
which | used to elaborate figurative,
landscape and abstract motifs. Some
have never been seen before.

BP: Your first oil paintings from the
70s are clearly inspired by the pain-
tings of Kamil Lhotak, Hieronymus
Bosch and Pieter Breughel. Who else
has influenced you?

FS: | was inspired by the Surrealists at
secondary college. | learned to paint
with oil in the manner of the Old Mas-
ters. This culminated in a painting of
a small landscape (a la Joachim Pati-
nir) using glazes and distant horizons.

BP: You have returned to painting
recently. Has the range of subject
matter you tackle changed as a re-
sult?

FS: It's like a subterranean river. The
topics are conditioned by the mate-
rial. Even when | work on sculptures,
| deal with the spiritual properties

of the materials. It's similar with
painting. Rust as a colour allows for
a wide range of a certain kind of pain-
ting that is different from the painting
of Jarda Réna or Petr Nikl. The ab-
stractions | have here are an example
of the way in which | work. There is

a great deal of elegance here. They
demonstrate the action of turpentine
which provides a dispersive effect.

| create some landscapes alla prima.
When Josef Navratil painted land-
scapes, there were gouache effects
there. When | painted with clay, the-
mes connected with the earth and
the influence of rock art opened up
for me. Some paintings approach an
organic, microscopic, morphology.
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Spontaneous effects, dispersion, the
things that takes place under the
microscope, are manifested. Natural
morphology is a constant source. And
experiments.

BP: Do you find inspiration in the local
landscape and milieu? Do you feel
a different spirit or energy here?

FS: | haven't responded directly to
anything yet. | am inspired by the
beauty here. | thought | might paint
something related to this milieu, but
that would take longer. Even a month
is a race against time. Time is limited,
| won't get to enjoy the town or its
surroundings. | can imagine spending
four months here. Having time to
work is rare, creation is the greatest
joy and adventure.

BP: Does sharing space and time with
other artists, specifically with repre-
sentatives of the Tvrdohlavi group,
enrich you?

FS: Of course. Yesterday we played
into the night. Meanwhile, Zdenék
Lhotsky was working.

BP: What connects you with these
artists? Or separates you from them?

FS: 1 am connected by a long-stan-
ding friendship. At the same time,

| respect their work. If | were to be
here with people whose work | did
not respect, it would be difficult to
talk with them.

BP: What environment shaped you,
what conditioned your artistic path-
way?

FS: My family environment, Dad was
a painter and a lover of antiques.

| grew up surrounded by Renaissance
furniture. Mum was a choreographer.
| inherited musical and movement
tendencies from her.
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BP: What artists or artistic trends
have influenced you?

FS: | was influenced by surrealism
and Dutch landscape painting at

a crucial age, and also by Bohuslav
Reynek and Alén DiviS. | found a path
to inner expression.

BP: Many representatives of the Tvrdo-
hlavi group are primarily painters. How
do you define and perceive yourself?

FS: | use unlimited means of expre-
ssion. | do a lot of things, large things
and small things, installations, photo-
graphy. Everything.

BP: How do you approach the mate-
rial, its qualities and essence?

FS: This is the fundamental thing

for me. The material is the original
source of inspiration for me, mostly
non-artistic, non-standard, untried
material. | am fascinated by a certain
property of the material that | begin
to develop, and | try to expose its
spiritual properties. | am a prehistoric
forager who reacts to what he finds or
discovers. | push it further and explo-
re ways of using the material.

BP: You keep a diary. Do you record
various moments or motifs that you
later reflect in your work?

FS: Sometimes, yes. | can look back
and find out that what I'm doing

now is something that | had already
discovered twenty years ago and had
forgotten about in the meantime.

BP: You have taken trips to Colombia
and Australia where the local rock
art made an impression on you. How
does it speak to you, how do you use
it and transpose it into your work?

FS: These manifestations of civili-
sation fascinate me because they

are authentic and mysterious. Their
purpose was shamanic entry into
other worlds, which is not something
that | practice. People ask me if | use
anything to stimulate creativity. All

| need is fantasy, a collective cons-
ciousness or an awareness that ma-
kes me feel a connection with these
manifestations. | feel a greater co-
nnection with them than with current
intellectual constructions. | would
judge contemporary art by what

| would do with it on a desert island.

| would decorate jars and weapons
first, and only then the interior of my
house.

I’'m also fascinated by stylisation,
unattainable things, as far as morpho-
logy and design are concerned. Like
bionics, the science of natural design.
The way nature is ingeniously formed
is unsurpassable. All the arbitrary
processes that Petr Nikl also does.
I'm fascinated by what the material
can do.

BP: Do you have a particular creative
ritual?

FS: I work in cycles when | manage to
get the enthusiasm going. I'm at my
happiest when | can manage to keep
it going. That's why it was easy for me
to get started in Mikulov. The ideal
conditions were during Covid. A new
discovery, that's the greatest adven-
ture, when you feel you are getting
somewhere. When you have some
paintings finished, you always look
back at them and judge them. What

| like most of all is to have a fresh vein
that | can mine.

BP: What things do you collect?

FS: | try not to collect anything. But

| have a lot of potential candidates
that | will never manage to use in my
lifetime. | hope to use old bones from
the riverbed, real museum pieces,
someday.

BP: What is the purpose of collections
and collection-making?

FS: This should be a professional
occupation. If there is value in parti-
cular works, attention should be dra-
wn to it. Each artist deals with their
own documentation, gives names to
their work, takes their measurements,
looks after them. If someone has

a collection, they should do the same.
There are collections of varying quali-
ty and standard.

BP: Many artists today work indi-
vidually, and the pace of the times
also plays a role in this. What makes
gatherings, workshops or working
together valuable or enriching?

FS: | get the feeling that a lot of artists
work directly with one another. | cou-
Idn’t do that. It makes it a collective
work. While we're working at the
chateau in Mikulov we try not to dis-
turb each other and we respect each
other’s privacy. It's a delicate thing,
when you're working on something,
and you don't want to show anyone
your work. Sometimes you need a bit
of advice and want other people’s
opinion. Once | ventured to ask Laco
Teren, and he gave me some advice.
When | don’t know how to proceed,

| take a picture of the work in progre-
ss, print it out and create variants of
how it might look. Or my home cura-
tor, my wife Eva, serves as my advisor,
the work goes through an approval
process. It's important to get a critical
opinion. | value someone giving me
their opinion.

BP: Looking back four decades later,
with the experience you have acqui-
red, do you think it makes sense to
start groups or collectives?

FS: Yes, we have enough collectives
already. We won't be establishing any
more. Organising a joint exhibition is

beneficial. It's hard at the moment.
| can’'t imagine it. | can't envisage it.
The situation is different for today’s
young artists, they think differently.

BP: What is the purpose of art? What
should it bring and convey?

FS: Delight. A certain kind of delight.

BP: How is your art selling? How
readily available is it?

FS: In my experience, it is readily
available. | have a wide variety of
works for a wide group of interested
parties. From birthday gifts (graphic
works from 5,000 CZK to 15,000 CZK)
to expensive things for which a role is
played by the value of the work to me.
There are some things | don’t want

to sell. People who are not collectors
buy expensive things from me. They
treat themselves to a nice expensive
thing that they can look at at home.
I'm satisfied with the level of sales,
supply and demand. There is neither
too much nor too little, and that goes
for fame as well.
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LACO TEREN

Over the years, I've accomplished
everything | should have accom-
plished. | have not been forgotten or
overlooked.

Laco Teren (born 1960), painter and
sculptor. He studied restoration

at the Academy of Fine Arts and
Design in Bratislava from 1979 to
1985. Since the 1980s, he has been

a representative of Slovak postmo-
dern and neo-expressionist painting,
which is influenced by the Italian
Transavantgarde and the German
Neue Wilde (New Wild) movement.
He is interested in classical genres of
painting, such as landscape painting,
the figure and figural composition,
portraits and, in particular, still lifes.
In a multitude of variations, Teren
applies an established register of
motifs — pumpkins, courgettes, me-
lons, cucumbers and other garden
crops in combination with animal and
human skulls and fragments of the
skeleton, masks, shells and angel’s
wings. He places animate and inani-
mate features in contraposition, such
as a scythe with a rose or an axe with
a tree. Scientific drawing and abstract
images, dreams, indigenous deities
and heroes are also represented in
his work. His canvases are characteri-
sed by a pop-art and baroque means
of expression, flatness and colour sa-
turation, which can evoke naivety and
kitsch. Teren, however, shifts his moti-
fs to the level of an absurd metaphor,
an allegory, or a game with symbols
based on the history of art, music and
mass culture. These symbols can be
deciphered in a certain context and
act as a critique of the age and con-
sumer society. Teren mocks, trivia-
lises, ridicules and hybridises these
symbols and cloaks them in humour
and hyperbole. He further applies mo-
tifs from his painting in sculptural ob-
jects made of glass, wood or bronze.
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He considers painting an escape into
a colourful artistic sanctuary from the
monochrome lived reality and into

a free world in which he experiences
a positive physical and psychological
state of mind.

Barbora Patova: When were you first
approached with an invitation to the
Mikulov Art Symposium?

Laco Teren: Curator Stanislav Divi$
approached me in 1998. | produced
three pictures that | left here in the
collection. | knew Mikulov, | had
already visited it on a number of oc-
casions.

BP: How were you invited to this ye-
ar’'s symposium?

LT: Jaroslav Rona called me and said
he had an important message for me.
| knew Jaroslav. Then Zdenék Lhotsky
called me a few days later and asked
if Jaroslav had called. Zdenék told me
that | had been chosen as the foreign
guest. | had no hesitation and agreed
at once.

BP: Do you find inspiration in the local
landscape and milieu? Do you feel
a different spirit or energy here?

LT: Yes, Moravia is interesting, as
borderlands always are. This is the
kind of inspiration that complicates
the creative process. You are not in
your home environment. \We aren’t
capable of creating anything off topic.
| thought about how | would work.

| brought some small canvases with
me, which is how | work at home.

| bought some vegetables in Mikulov
and started painting. After a long
time had passed, | walked around the
chateau and looked for fragments of
sculptures and carvings that | asso-
ciate with vegetables. That isn't the
primary inspiration. The invisible
moment of inspiration at the chateau
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lies in the fact that it follows the Medi-
terranean light. The topics are mainly
vegetables.

BP: Does sharing space and time with
other artists, specifically with repre-
sentatives of the Tvrdohlavi group,
enrich you?

LT: Conversations with other artists,
particularly Jarda Réna, are inspiring.
Each individual vegetable is an in-
dividual person, an individual story,
and each story is always different. It
depends on who's telling it.

BP: What connects you with these
artists? Or separates you from them?

LT: Many young people exhibited
under socialism. The beginning was
strange. Similar things emerged from
an inner likeness. The generations
before us worked in a different way.
Rock music was important in the
1980s. We had distorted information
about what was happening in the
West. We couldn't even copy anything
from the West. It's born in a single
moment - it makes no difference
whether it's in Prague or KoSice.

BP: What environment shaped you,
what conditioned your artistic path-
way?

LT: Artists were always appearing in
our family. My uncle Josef Lacko was
a professor of architecture. My mo-
ther wanted me to follow in his foots-
teps. | was lazy at maths and physics,
so | went in for the humanities. My
father's brother lvan Teren was a lite-
rary manager at the Slovak National
Theatre in Bratislava. All the artists
knew each other, and | spent my time
in the studios, the theatre and at
friendly gatherings as a child. It made
an impression on me from childhood,
and | acted and drew. Everyone

said | was talented. | just enjoyed it.

| considered art when | was choosing
which school to go to. | like to read
biographies of artists and find out
how things were made. | also seek
out theoretical articles.

BP: Many of the artists in the Tvrdo-
hlavi group (The Stubborn Ones) are
also sculptors. What kind of relation-
ship do you have to sculpture?

LT: I liked to make models, and | also
produce sculptures. My friends cast
my designs for me.

BP: Do you have a particular creative
ritual?

LT: Yes, | don't know what it's based
on though. We arrived at the cha-
teau, everyone started working on
something. But you're in a different
place, you're not at home in your
studio. That's when it all started. You
don't have any good paint or a good
brush. The whole trick is to get into it.
A little hysteria.

BP: How do you perceive and define
yourself today?

LT: I'm practically an independent
artist, a freelance artist. | have also
worked at an advertising agency.

| was in the civic association Tranzit
for ten years, which is something that
can be compared to another reality.

BP: How do you see the Mikulov Art
Symposium today? Where is it hea-
ded?

LT: From what | have been able to
see as a foreign guest, with a bit of
detachment and greater objectivity,

| would call this moment a renaissan-
ce. The last few years have fluctua-
ted, and it’s starting to take a different
shape. It's important that this is
taking place, particularly in view of

its thirty-year jubilee. There are many

things here that need to be sorted
out, such as the collection. What is its
fate to be?

BP: Many artists today work indi-
vidually, and the pace of the times
also plays a role in this. What makes
gatherings, workshops or working
together valuable or enriching?

LT: Art is about communication,
especially in this age of on-line
communication. The best thing is
personal communication. On-line
communication may be faster, but

it lacks authenticity. When | write
notes in a book or a diary, it's the
same as painting. Writing by hand is
beneficial, centres in the brain are
engaged. The same goes for percep-
tion. Discerning space. Just think of
the drawings and paintings of Vin-
cent van Gogh. He saw what others
could not see. He stood in Provence
and saw around the corner. That's
not even possible, but he learned
how to look.

BP: What is the purpose of collections
and collection-making?

LT: It gives artists a living, a job. We
are at the Dietrichstein chateau, pe-
ople loved and collected art, which
they still do to this day. It makes sen-
se with the passing of time. Prices
also change, the value of the work of
some artists increases. It is important
for artists and everyone else. It serves
as a document of the time.

BP: Would you say you follow in the
footsteps of Dutch painting?

LT: The foundation is the classical still
life, natura morta. At the Academy of
Fine Arts, | rejected classical motifs,

| took no pleasure from them, that
was not the way | wanted to go. Res-
toration was a compromise. | started
creating figures during my military

service, followed by flowers and still
lifes. I've never been enthusiastic
about creating something new. | was
interested in what was already here.

BP: What other artists or artistic
trends have influenced you?

LT: | can look at a painting by Pablo
Picasso again and again and it will
always give me pleasure. Being rai-
sed by women makes me like female
artists such as Georgia O'Keeffe,
Artemisia Gentileschi and Dorothea
Tanning. | also like David Hockney.

| also like reading the ideas and re-
miniscences of artists, for example
Alberto Giacometti or Picasso. One of
the first painters | loved was Titian.

BP: Do you use props or samplers?

LT: | use them for works in small
formats. | compose works in larger
formats in various ways. From child-
hood, | went to learn drawing from
the Slovak painter Jozef Jankovic.

| could also draw at school, | had

a bench next to the window. Grand-
dad used to buy encyclopaedias and
dictionaries, albeit in Hungarian, but
with lots of pictures. | use motifs from
books. The whole world is influenced
by illustration. For example, the wood-
cut of a rhinoceros by Albrecht Diirer,
who had never seen the animal. Then
everyone copied and imitated him.
Willem de Kooning also produced
something that influenced both me
and Jarda. Stylisation to the simple,
abstracting from a piece of wood,
African sculptures for example.

BP: How do you see artists in Slovakia
and the Czech Republic? Are there
any noticeable differences?

LT: There always have been and there
still are. The proximity of language
and landscape, Central Europe. It's
an example of art developing under
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specific conditions. | was born in Cze-
choslovakia and Prague is my capital
city. Czechoslovak culture is still mine
today. As are Galician and Ukrainian
culture. | remember what my grand-
mother used to tell me. Things have
changed, but the proximity remains.

BP: What is your view of conceptual
art and the conceptual approach?

LT: | start from the position that art
was not divided up in the 1980s. This
is specific to Czechoslovakia. The
fact is that there are movements and
manifestations of art that do not inte-
rest me. | don't feel like | should take
a position about them. | paint pictu-
res. | have many friends who are es-
tablished in the gallery world. It is of
no interest to me personally. | am not
a humble introvert. Over the years,
I've accomplished everything | should
have accomplished. | have not been
forgotten or overlooked. | have lived
in the world of art all my life.

BP: What is the purpose of art? What
should it bring and convey?

LT: Art must bring joy and solace.
Ontological anxiety is so widespread
that art can make sense. When we
look at paintings and then the land-
scape, we are astonished, they are
the same. A reminder that we live

in a world full of sensations, stories,
impressions. You as an individual can
take part in it, you can create your
own story.

BP: How is your art selling? How
readily available is it?

LT: That's a question of the market,
works of art are a commodity. Art is
available, the only question is what
art. Someone has to make do with

a plaster statue, while someone else
gets a bronze one.
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MICHAEL JAN BUBLIK

It's hard to get a foothold, to get
noticed.

Michael Jan Bublik (born 2000),
sculptor. He studied woodcarving
and product design at the Secondary
College of Applied Arts in Prague.
Since 2019, he has been studying

at the sculpture studio led by Lukas
Rittstein (born 1973) and Michal
Cimala (born 1975) at the Academy
of Fine Arts in Prague. The visuality
of his sculptural work is based on the
use of traditional materials (wood,
iron, wax, ceramics and clay) as well
as waste or found materials which

he incorporates into his sculptures
and objects. In a series of wax sculp-
tures, he used amorphous shapes
resembling natural objects (rock,
stone or coral) or figures in which the
process of creation, the disturbance
and disruption of the surface and the
fragmentary state of the sculpture are
visible. The figural scene is charac-
terised by exaggeration of shape and
deformation giving the impression

of movement, urgency of expression
and vibrancy. Bublik's sculptures

can seem unfinished, evoking con-
tinual incompleteness, the process
of searching or re-creation. Other
works, monumental exterior sculptur-
al realisations made of iron, express
geometric abstraction evoked by

the rough surface texture created by
the combination of paint and sand.
Bublik is a representative of the new
emerging generation of sculptors
that acknowledges proven practices
and techniques, while at the same
time experimenting and testing the
material essence, the possibilities of
morphology and the laws of sculptur-
al matter.

Barbora Ptova: When and by whom

were you invited to the Art Symposium
in Mikulov?
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Michael Jan Bublik: | was invited by
Jaroslav Réna. | was recommended
by Michal Cimala from the Sculpture
Studio at the Academy of Fine Arts
in Prague who was taught by Jarda
Réna. | had no idea what was lying in
wait for me.

BP: How do you see the Mikulov Art
Symposium?

MIJB: | see it very positively. Mikulov
is a beautiful town with a seaside
atmosphere. The number of people in
the town is incredible.

BP: What are you planning to produce
in Mikulov? What subject and tech-
nique are you going to choose?

MJB: | have prepared a stainless-steel
statue The Watcher. | still have to pol-
ish it. Otherwise, | used found things
here — hangers that | combined with
other things. I'm going to make three
reliefs from these. There will also be
a relief figure made of oak cuttings.

BP: Do you find inspiration in the local
landscape and milieu? Do you feel
a different spirit or energy here?

MJB: It is inspirational. The limestone
cliffs are incredible.

BP: Does sharing space and time with
other artists, specifically with repre-
sentatives of the Tvrdohlavi group,
enrich you?

MJB: Certainly, very much so. If only
for the reason that | have known their
work since | was little.

BP: What connects you with these
artists? Or separates you from them?

MJB: A different way of working, the
use of new technologies in my work.
That's the most striking feature that
separates our work.

BP: What conditioned your artistic
pathway?

MJB: I've been making models since
childhood and attended model-mak-
ing clubs during primary school.
Then | started woodcarving and
product design at secondary school
and then at the Academy of Fine
Arts.

BP: What artists or artistic trends
have influenced you?

MJB: It's a subconscious thing. I've
realised that I've been influenced by
the Baroque architecture in Prague.

BP: Many representatives of the
Tvrdohlavi group are primarily
painters. You have taken the path of
sculpture. What is your relationship
to painting?

MJB: | like to paint or draw sometimes
to take a rest from sculpture.

BP: Do you have a particular creative
ritual?

MJB: | enjoy a coffee and a cigarette
before starting work. And then | can
begin.

BP: What is the purpose of collections
and collection-making?

MJB: To conserve and preserve works
of art for the current and future gen-
erations.

BP: Many artists today work individ-
ually, and the pace of the times also
plays a role in this. What makes gath-
erings, workshops or working togeth-
er valuable or enriching?

MIJB: I've realised that it's important to
be part of a collective. In any case, we
have joint studios, joint meetings and

joint discussions at school.
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BP: Do you think it makes sense to
start groups or collectives?

MJB: There are a lot of groups, some-
times too many. | am not a member
of any group and | don't want to be.

| don't need to belong to a group.

| will keep in touch with the group of
people from school, and that will be
enough for me. | don't need any other
rules or regulations to follow.

BP: What is the purpose of art? What
should it bring and convey?

MJB: Art should first and foremost
confront us and captivate us with an
idea or form.

BP: How is your art selling? How
available is it?

MJB: It isn’t available. | do not offer my
work for sale myself. It's hard to get

a foothold, to get noticed. | have al-
ready sold some things, but for small
amounts of money. I'm still a student,
so I'm happy just to cover my costs.
There is enormous, overwhelming
competition in the art world.
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SUMMARY

The publication The 30" Mikulov Art
Symposium “dilna” (9 July - 5 August
2023): We Were Here! presents an
evaluation of the anniversary year of
this art exhibition, whose main parti-
cipants were members of the former
Tvrdohlavi (“The Stubborn Ones”)

art group - Zdenék Lhotsky, Stefan
Milkov, Petr Nikl, Jaroslav R6na and
FrantiSek Skala. This year's jubilee
symposium offered a retrospective

of the work of several generations

of artists. While the first symposium
held in 1994 focused on sculpture,

its scope was later expanded to take
in other fields of art and artistic dis-
ciplines. Over three decades, regular
meetings of living art, artists, art
critics and theorists with the general
public have been held in temporary
studios at Mikulov Chateau. Repre-
sentatives of several generations of
artists, taking in established older
generations and younger generations
advocating modern approaches, have
appeared at the symposium over the
years. These participants have been
separated by a generation gap and by
their attitudes, opinions and directi-
ons. The Mikulov Art Symposium has
become a unique event in enhancing
co-operation between artists who
have discussed current issues and to-
pics, implemented inspirational ideas,
and gained and shared experience
and knowledge. The symposium has
become an intersection of artists, mo-
vements, forms and media in Czech
art from the 1990s to the present day,
and this has been reflected in a con-
stantly expanding collection of art-
works, since each participant leaves
the works that they have produced at
the chateau in the possession of the
Town of Mikulov. The symposium has
also established a solid organisatio-
nal structure consisting of the curator
of the given year, an art theorist, and
selected Czech and international

artists. This showcase of the arts is
the last traditional art symposium in
the Czech Republic and provides an
essential reference to a rich historical
tradition and the phenomenon of
meeting, interacting and influencing
one another in the sphere of art and
beyond.

This publication presents an
introduction by Jaroslav R6na, the
curator of this year's symposium, and
an expert study by Barbora Pltova,
the theorist of the thirtieth year of the
event, along with interviews with the
individual participants in this year's
symposium. The expert study by this
year’s theorist focuses on the re-eva-
luation and revision of art and the
complexion, position and mission of
artwork against the backdrop of the
creative development of the members
of the former art group Tvrdohlavi.

It defines the dichotomy between
traditional and experimental artwork
and modern and contemporary art.
It contemplates the functions of art
and the need for artistic discourse
to gain an understanding of works of
art and their context. The study also
reflects the development of art after
1989, including the concept of global
and contemporary art. The former
members of the Tvrdohlavi can, in
their way, be considered guides to
the trends and narrative in art and
the changes to its conception and
content in the second half of the
twentieth century and the beginning
of the twenty-first century. Since the
artists in the group have themselves
lived through various stages and
epochs, have experienced different
historical situations, and have used
a wide repertoire of artistic tech-
nigues, means of expression and
thematic areas in their careers, their
artworks are unique testament to
genuine artistic experience and the
ability to constantly generate and
open up new ways of seeing the
world. The interviews with the indivi-

dual symposium participants, inclu-
ding a foreign guest and an assistant
(student), correspond with some of
the conclusions of the expert study.
They relate to the symposium, art and
sources of inspiration, creative rituals,
the mission and accessibility of art,
and the importance of collections
and collecting in today’s world. These
interviews are accompanied by auto-
biographical sketches of the symposi-
um participants that provide insights
into the most important milestones in
their lives and careers.

This publication marking the
thirtieth year of the Mikulov Art Sym-
posium “dilna” may contribute to
increasing awareness of the essence
and importance of this showcase of
the arts and a collection of works of
art whose relevance, value and signi-
ficance might be fully appreciated in
a public gallery or museum exhibition.
The collection at Mikulov Chateau
includes works not just by former
members of the Tvrdohlavi group, but
also by other leading and emerging
Czech and international artists. It is
tempting to use the artworks in the
collection for a retrospective display
of developments and trends in Czech
art from the 1990s to the present day.
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