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Uvod

Da se udit?

doc. Jiti Lindovsky
vedouci ateliéru Grafika
Akademie vytvarného uméni v Praze

Je to asi lehce absurdni zabyvat se po patnicti letech udent problémem, jestli se ugit d4.
Z¥ejmé jsem pouze sim sob& potFeboval ujasnit nékteré véci, moZnd néco shrnout, zobec-
nit a néco pojmenovat.

Vyprovokovaly m& k tomu také vyroky, z nich? nékteré jsem uz dlouho neslysel a jiné uz
ne tak &asto. V poslednim pdl roce jsem jich na téma udeni v uméni i na adresu AVU slysel
opét n&kolik brzy po sobd, Asi to byl ten posledni impulz k volbé tématu,

,Uméni se udit nedd!“ zni jedna z frizi, kterou asi kazdy z nds ngkdy v minulosti pouzil.
Dnes u? je to, myslim, virok nadbytedny, oviem stéle se vyskytuje. T letos. Ti ,pemyslivajgi“
z citujicich dodévaji: ,VZdyt kupt, spisovatelé Zadné skoly nemait.

Poznimbka piednasejiciho: Jazyku se glovek udl od narozeni a vlastnd cely Zivot, Nejménd
osm let systematicky ve skole, vétdinou viak dvanict let, Dohromady to vyd4 na zhruba osm-
nact let a v pipad?@ studia na ndjaké vysoké skole dvacet t#i let. Tedy dvacet t#i let praxe, teo-
rie, gramatiky, d&jin, forem a stavby jazyka, a k tomu jestd zpév. SamozFejmg, Ze umélecky
nézor si musi &lovek - spisovatel tvoit sim. Ale to piece kazdy.

Dalsi citat: Glazunov #ekl: ,Nejlépe hraji amatéti, Oviem musi umét dobte hrat.*



Poznidmbka piednasejiciho: Vystizné!“

Dalsi vyrok: forograf (starsi) - uditel: ,J4 je (myslel studenty) naudim ty blbosti, jak se co
ovlddd a pak jim ddm aplnou svobodu!

Pozndamka: Rekl jsem si, prod jim ji déva, tu svobodu? Nez piigli na skolu, tak ji uz méli
absolutni. Po skole ji zase budou mit a nikoho ani nenapadne jim ji brat. Tak pro@ jim dav4
néco, &eho maji nadbytek? Co je vlastnd udi, nebo 1épe fedeno, co se vlastnd oni, studenti,
udf? Néco urditd ano, protoZe zhruba 70 - 90% jejich vysledk je standardnich a dobze
znamych, To je dikaz, Ze se prece jen ndco udh, At pod n&jakym vedenim, nebo sami.
Opét citat (nkolikrat odposlechnuto): Vy se potdd zabyvite tim femeslem (myslena
AVU), ale my je udime hlavn@ myslet a tvofit. Nejkrasndjsi dodatedny vyrok zngl: ,My uz
délame video dplné normalnd.*

Pozndamka: Ono zpuchielé slovo ,#emeslo® se stalo, paradoxng, protivihou stejn& zpuche-
lého slova ,,uméni®, PieloZeno do destiny: my na AVU po#ad jeitd kreslime, oni tvofi.

Samoziejmd, Ze nejlepsi je prohlédnout si u vieho vysledky. Zaujalo mne, jak dasto jejich
obhajoba ptedchazi kritiku, Obvykle jsou to viroky o nedostatku dasu, mnoha délezitych
piedndskach, kurzech, atd., které musi studenti absolvovat k nabyti spravné trovng. Spolu
s tim se vétdinou objevuje zahotkld poznimka o luxusu AVU a nadbytku asu, kterym dis-
ponuje. Jeden kolega grafik dodal: ,Na vas taky dojde!“ Myslel tim, aZ na nas ,vleti“ Evrop-
sk unie skrze nové zdkony a my budeme muset prejit na moderni ,hromadny odchov*,
Ziejme viechny umélecké skoly trpi komplexem, 7e jsou absolutng pokrokové, aniz pokrok
definujf, a maji se distancovat od minulosti, aniz ji m&ly. Nemluvim proti teoretickému
vzd@lavani, ale 3pickovi umdlci nejsou dpickovi proto, Ze vyslechli spousty predndsek a pre-
Zetli mnoho knih. Lidi, ket piedetli mnohondsobn@ vic knih a nebo jsou mnohem vzdgla-
n&jsi, jsou desetitisice. Ale myslim, Ze jsem odbogil.

Zecela chapu tiedniky i kolegy z jinych skol. Paklize viechny skoly bez vyjimky ptipra-
vuji studenty pro povolani, zaméstnani a uziteénost, skola ptipravujici dlouho a draze
malou skupinku lidi pro zcela neuzitedné a podezielé poslani prostd nutn@ vadi. Nagtdsti
jsme tkola mal4, s malym podtem studentd. Ti jsou oviem absolutn@ neuzitedni. Je tedy
AVU , brontosaurus“? Je §patné udit pro idedly? Pro co jiného mime udit, abychom neby-
li naprosto zbytetni? A kde ty idedly brat? Idea zibavnosti nas v konkurenci televize, Hol-
lywoodu, porna, potitatovych her, 3D-filmi apod., posouva do role smagnych amatérd.
Uslechtilé idealy ,pozemské®, at jsou jakékoliv (spravedlnost, pokrok, kultura, vzdor,
vyvoj, tispéch atd.), kondi tak nebo onak v boji 0 moc, nebo v tlagenici o ni. Nevim, jestli
idea ,Zvitdzit“ je dostatedny idedl. Bez idedlu ale nelze vymezovat prostor, nevznikaji hra-
nice a neni co dodrZovat a neni co piekradovat. Underground i oficidlni uméni splyvaji
v jedno a jako takové mohou byt ,placeny” ze dvou stran. Neni ani moznost dopiat stu-
dentlim
a mladym lidem tolik vytouZeny a ziiivy pocit revolueniho boje za pokrok. Zbyva jen boj
o granty. Kazdou chvili sice n&jaka skupinka vyty& cestu pravdy z minulosti do budoucnosti
a pFinese ,pravé“ mysleni. JenZe, zredukovat celou Zivou skutednost na sobecky praminek se
tak lehce nedd. Hlavnd se podle ndj ned udit, protoze praminek rychle vyschne.

Chei se ale vrétit k nadaté myslence o femesle, zda je AVU udi, a co to vlastnd je? Nechci
se ,otirat* o kolegy z jinych skol a jakkoliv znevazovat asili jejich kateder, institurd, fakule
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apod. Neni k tomu déivod. Opravdu ne! Jde mi o AVU. Chei trochu oprégit pojem ,Femes-
lo*, jeho zasadni viznam i krésu.

Je ,femeslo® jen to, co je ruéné provadéno a nebo dokonce jen to, u geho mysl a inteleke
pouze dohlizeji? To je moZn4 také femeslo. Ale jak to, Ze vim, jaky m4 ddinek kupt. chyba
v rytmizované ploge? Umim to pouzit s jistotou, Ze bude-li nejhdi, tohle vzdycky
vypadé dobte.

Vim, co se stane, kdyZ vedle sebe postavim kup#, dva étverce a jeden z nich nddim nartu.
Vim (vime), co se stane, kdyZ jeden &tverec malinko naklonime, nebo na kazdém z nich zane-
chdme nepatrnou stopu, nebo na kazdy néco napiseme. Cokoliv, (Plati i pro obdélniky a dal3i.

Cvidend mysl vi, jakého tdinku dosthne zmnozenim &ehokoliv 10x nebo 100x v prosto-
ru nebo v jedné ploge. Vim, co ,ud@la“ hromada z takto namnozenych predmétd, co roz-
prostienost, co rastr. Z t&chto ptedmétd se d4 také postavit mistnost, ,prostor v prostoru®,
nebo se d4 jednim a timtéz pokryt vie, strop i nabytek jako dekorem, To vie jsou spolehlivé
védomosti a nikdy nezradi.

U videa, poditade, fotoaparatu a viech p#istrojii co existuji, nenf femeslem jejich ovladant.
To je spise ndvod k pouiti. Viechny piistroje, vietnd poditadd, jakozto ,zboZi“ nutng
smétuji k pouziti uplnym ,blbem® a to do 15-ti minut po rozbalent (viz ridio, TV a dalsi).

,Remeslo® je, kdyz pi filmovani pouZiji tzv. ,pohyblivou kameru®, Znim dokonale -
nek této ,nekonvendni®, ale zoufale tradi¢ni metody zdznamu.

Délam-li dlouhé, nehybné zdbéry na cokoliv (tzv. ,nuda®), je to ,Femeslo®, Tento Geinek je
dobe znam.

Zamé#im-li kameru na jedno misto a nechim ji zaznamendvat nahodily, neplénovany d&;,
je to ,femeslo“. Vzdy to dobie dopadne!

Zvétsim-li fotku a néco na ni domaluji nebo zménim digitdlng, je to udinek, ktery jen
malokdy dopadne $patnd, Vzdy se da spolehlivé pouzit. Je to ,Femeslo®,

Vidycky dobze dopadne také ,reportdz®, Vie focené (filmované) tzv. nahodile, bezprostied-
n&, neesteticky, bez kompozice. Spolehlivé ,Femeslo®. Pouziji-li kamkoliv figurku z n&jaké-
ho seridlu nebo potitadové hry, nebudu pohanén. Je to dobré #Femeslo.

Postavim-li vedle sebe #adu televizord (viz kabina re#iséra TV prenosu) zaznamenavaji-
cich rGizné d&je (fasy) z rlznych mist svéta, jeden televizor nechdm pro aktudlni zdznam
samotného divika a jeden vypnu, mam tak dokonale ovéteny Gdinek, Ze je to &isté ,femes-
lo*. (Samoziejma, kombinaci je bezpodet.)

Zaznamendm-li opakujici se nebo proménlivé d&je riiznych oblasti, nap. pohyby lidi ve
vefejnych prostorach, pohyby zvitat, stav vody, teploty, vrstev mrakd, dieva, ménici se sou-
fadnice ehokoliv, a p¥enesu je do jiného média (kresby, zvuku, svétla, barvy) pies n&jaky
Jkoeficient”, dostanu vZdy néco zajimavého. To uZ je povaha skutetnosti a povaha krisy
piekladu® do jiné formy. (Otcem je stary zndmy graf, tj, ptenos faktickych mégeni do kre-
sebné podoby.) Pro naprostou spolehlivost vysledku je to ,femeslo®.

Nechédm-li v prizdné mistnosti ngkde v rohu ,3umét* televizor, mém takovou jistotu
tdinku, Ze je to &isté ,femeslo®. (Plati i pro vypnuty televizor.)

Postavim-li do jakéhokoliv prostoru néco opravdu nadmérné velikého, mohu byt jako
v bavlnce. Utinek je stoprocentnt. Je to femeslo. Jedno z nejuzivangjgich. (Plati pro viechny
obory a viechny oblasti bez v{jimky.)
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Drahé, ale viborné je pouZiti neonu. Tam se splést prakricky nedd. To je vysostné ,Femes-
lo*, Dokonce elegantni. (Plati i pro efekt svétla, ohnd.)

Rozd@lim-li obraz horizontem a nahoru dém skvrnu modrou, dold skvrnu zelenou, vim
bezpedng, 7e si to vétdina divakd spoji s dojmem krajiny. Je to ,Femeslo®,

Vychrstnu-li kbelik dervené barvy na zed, zndm expresivni Geinek p¥edem a nemohu se
splést. Je to ,femeslo®.

Pdjdu-li na vernisaz nahy, jsem si jist Gidinkem. Je to ,Femeslo®,

Napisu-li na podlahu slovo ,strop® a na strop slovo ,podlaha®, reakee je dobte predpove-
ditelni a zndma. Je to ,Femeslo®,

Déldm, 7e neumim, je také krésné femeslo, a kdy? opravdu neumim, nic se nedgje,

i amatérismus je uZ, myslim, profese. (Jen nevim, jestli ho vyudovat.)

Dobfe je zndma a vyzkousena oblast kontrast@. Je velmi 4innd a naprosto spolehliva, D4
se uzit viude, v krajing, interiéru, obraze, akci, filmu, hudbg, pibghu, atd. Prinést néco
zcela nedekaného nebo drsn@ kontrastniho do gehokoliv je spolehlivé, (Kup#, kontrast neu-
mélosti a perfektnosti, atd.). Je to ,Femeslo®,

Mohu spojit dva predméty na nedekaném mistd, Je to staré, surrealistické ,Femeslo®,
Nevystavim-li viibec nic, vztah prizdnoty a textového zdivodnéni je jiz posvécenym femes-
lem. Atd., atd., atd.

Remeslem viech #emesel je udeni komplexnich slohovjch schémat, nebo dobovych
klisé, a nebo momentalnich myslenkovych vzorcd. Pravé posledng jmenované se dasto udi
pod nézvem ,udit se myslet*,

Remeslo kapitina lodi prece nespodiva v tom, Ze hbité ovlid4 kormidlo, ale v tom, 7e je
suverén v navigaci, znd mote a mapy, zn4 lod a posadku, zvlastnosti piistavi a legislativy. Jak
s timto ,Femeslem® nalo#i, je véci jeho inteligence a invence. A o to jde! ,Remeslo®,
zkusenost, se zarotuje, nikoliv ptekondva! Samoziejme Ze uméni a temeslo, stejnd jako
obsah a forma, pokud nesrostly do jediné nerozligitelné 7ivé skutegnosti, rozpadaji se na
mrtvoly. Ale to uZ je jina zaleZitost.

Zaznamenal jsem zde pouhé malé, malitké vzoredky, nejpopularndjsi ovétend schémata,
a mnoho jsem jich zam&rn& vynechal. Z t&chto ,femeslnych® zkugenosti, védomosti se da
bez problému udglat kniha jako telefonni seznam Prahy.

,Remeslo“ je zkugenost mozku. Pouziji-li tuto diive dobie ovétenou zkusenost a vim,
alespoi na 70% jistoty, co se stane, je to ,Femeslo®, Nevidim nejmensi zbadatelny rozdil
mezi malitstvim, videoartem, grafikou, novymi médii, sochatstvim, konceptualismem, fil-
mem, hudbou, akei, divadlem, literaturou, apod. Viechny pracuji na zaklad@ sumy zkuge-
nosti a &m je tato zkugenost, neboli ,Femeslo®, hlubsi, rozsahlejsi, dtkladndjsi, tim je obor
zavazngjdi, zajimavajsi, obsahlejsi a také subtilngjsi. Tim kvalitndjsi mize byt absolvent,

Tedy, viechny skoly uméni, co jich na svét? je, jsou postaveny na udeni ,femesla“ bez ohle-
du na to, jak mu #ikaji, Nezdlezi na oboru, ani st té které skoly. Zalezi pouze na tom,
jaky d4vaji prostor a das vzniku oborové zkusenosti neboli ,femesla“ dané discipliny
a do jaké miry vzdoruji pokuseni piedévat pouze momentélni myslenkova schémata.

Opravdové zkugenost je nepfenosnd a to je dobie. Diky tomu Zivot nedegeneruje. Zkuge-
nost vznikd pouze Zivotem, dinnosti, a to je &as. Vznik4 jako soubgh &innosti t&lesné
i dusevni, ale ta duevni vZdy a ve véem dominuje. (Kazdy, kdo zkusil rozstipnout balvan,
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nebo ho premistit, okam?Zitd zjistil, Ze sila a sikovnost mu nejsou v té chvili absolutng
k nidemu. Bud vi, jak na to, nebo je v koncich.)

Zkusenost prom&fuje studenta - uéné v nového doveka, profesiondla. A neni pouhym
vedlejsim produktem udent, Ze se v &innosti zjemiuje vnimani, psychika a schopnost vidét
a rozligit nuance, pro &loveka neprofesiondla neviditelné. Citlivost pro danou disciplinu
patii do arzendlu pouzitelné zkugenosti, ,femesla®, kazdého oboru. Je to jeden z nezbyt-
nych a kyzZenych produktii udeni. I stolat, baletak, stava¥, atd, zaznamenaji jedinym pohle-
dem chybu, pro jiné neviditelnou, Thned spatii vhodnost a nevhodnost materialu, postupu,
pohybu, atd. Stejnd tak hudebnici, l¢kati a tisice dalsich profesi.

Existuji oviem zkugenosti ziskatelné snadno, ihned, pouhym pozorovanim. Naopak, na
opadné strand spektra, jsou zkusenosti bytostné, Ty se ziskavaji v dlouhém gase, velkym usi-
lim, silou ville a pokorou. Znaji to viichni, kdo se chtdli nauit dobte hrat na n&jaky
nastroj, znaji to akrobaté, tanednici, mimové i herci, sportovei, eskamotéii i magové
a kazdy, kdo chtal skutednd zvladnout kresbu podle modelu. V tomto ugeni se méni cely
dovek. Ne sice zésadng, a k lepsimu jen mélo, ale pociti to duge i t&lo. Chee to ,jen® Zas.

A toto je onen moment luxusu, pro AVU typicky a opravdu hodny zévisti. Dostatek asu
pro udeni ,Femesla® daného oboru. Souvisi to i s divérou ve studenta a jeho talent, jinak by
mu nemohl byt tento das poskytnut. (Kdyz ngkomu nevé#im, tak mu nic neddm.) Dostatek
asu pro udeni, zkoumani, pochybnosti, tapani, mylné cesty, beznad@j, riskovani. Dostatek
dasu pro krize, pady a nové vzestupy atd. Bez toho se jen velmi tdzko kdokoliv stane
v nagem oboru hluboce vzd@lany a skutedng profesionalni., Zazitek, prozitek i pochopeni
isou Zasové zdlezitosti,

Luxus nemit ihned vysledek je luxusem AVU.

Luxus prozit néco ad absurdum je luxusem AVU,

Luxus ,promarnit* &as nejistotou je luxusem AVU,

Luxus stalé osobni komunikace mezi pedagogem a studentem je luxusem AVU.
(Osobnost nejrychleji pozndme ,0sobng“,)

A tady schvalng pomijim, Ze kazdy proces musi byt na skole profesionaln@ ptipraven
a #zen, strukturovan, kontrolovin a usméritovin, Od toho jsou pravé pedagogové. Oni tiko-
luji, dévaji impulsy, vy#Zaduiji atd. Bez nich by se gas na AVU s nejvétdi pravd@podobnosti,
hranidici s jistotou, rozplynul ve zpdvu a tanci. To vie zdm&rn& pomijim a vynechavam
s plnym v&domim zkresleni celého obrazu. (Je mi to lito uz proto, Ze pedagogové AVU jsou
skutedné osobnosti, jsou vzdglani a pritom Zadni suchati, jsou to plnokrevni lidé, tolerant-
ni, chapavi, ob&tavi, nezigtni, ngkte#i i hezci, jsou dobie ocenéni, dobte Ziveni a plni ener-
gie a mnozi stale potentni.)

Z piedeslého mi vyplyva, Ze amatér je vlasmé ten, krerému nebyl dan dostatek dasu, dasu
kvalitng kontrolovaného, pro jeho vnitini vzdglani a sebeuvédoméni v dialogu s danou
materii, Tento dovek, amatér, nem@l mozZnost a &as poznat zvolenou materii a sebe
v ni. Je naprosto lhostejné, zda se jednd o materii papiru, slova, kamene, potitadového pro-
gramu, barvy, t&la, filmu, pohybu, zvuku a dehokoliv jiného na tomto svétd, Plati vidy
a stale: ,Snadnost je budto mistrovstvi nebo podvod!“

A nyni se chei konedng dostat k jednomu z vysostnych #emesel a vysostnych uméni viech
dob, a to ke kresb&, Neni to ze sentimentu & celoZivotni naklonnosti, Mém k tomu t#i détvody.
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1. Kresba je univerzalni ,jazyk® i kostra vicho, co je nutno zpodobnit jak z oblasti vidi-
telné, tak i z té neviditelné nebo ,nezpodobnitelné®. Vzhledem k tomu, Ze je to ,jazyk® star-
3i neZ pismo, byl pouZivin viemi lidmi viech dob. Kresba je asi prvni moZnost ,zpodobnit*
abstraktni myslenku. Bez ni by se toto myslent tézko rozvijelo.

[ pismo zadalo na zékladech kresby. Vlastng je jednou z jejich forem.

2. Kresleni je vynikajici, ptimy, nezprostiedkovany zpiisob zkouméni skuteénosti,

a to jak objektu (modelu), tak subjektu (kreslite), Nekdy se ani ned4 #ici, kdo je v tomto
procesu objekt a kdo subjekt.

3. Na studiu kresby byla kdysi d4vno zaloZena nage tkola. ProtoZe nic se nemé ,pieko-
névat®, ale zarodovat, je tento viznamny ,gen“ AVU také zévazkem. Kdo jiny uz by mél
kresbu péstovat, kdyz ne AVU? Snad ne filozofové?

Nyni ke kresb@ samotné, ale vice méng heslovitg,

Osobné preferuji kreslenti jako poznavaci proces. Aby kresba ziskala strukturu ,jazyka®, je
nutno ji poznat co nejhloubdji a nejsiteji. A to ,t&lesnd”, nikoliv v diskusi.

® Zatnu-li od Adama, je nutné konstatovat, Ze kresba je nejrychlejsi zpiisob zazname-
néni myslenky. Textem se to rychleji nepotidi. Piiznadné je, 7e kresba i text se skvéle dopl-
Aujf. Pominu-li klasickou ilustraci, zbyv nekonednd fada zévaznych myslenek, vyndlezd
a projeked, ve kterych text bez kresby bud nedava smysl a nebo je nesrozumitelny.

® Pismo i kresba rozvijeji abstraktni mysleni. Kresba dokaze myslenku ,formalizovat®,
Ani linka, ani pismo v p#rod@ neexistuji. Obg slozky se snazi postihnout ,ono neviditel-
né, tudend, skrze zietelné a viditelné. Kresba m4 oviem hlubgi koteny v nasi psychice,

a tak je v zachycovani ,pocitového svéta® virazndjdi a presnijsi. Zasahuje hluboko do podvé-
domi a miZe tak lehgeji a univerzalngji pomahat v komunikaci.

® Ve vitvarné oblasti je myslenka myslenkou az tehdy, je-li nakreslena, nadrtnuta, nebo
jinak ,zobrazena, Tim je ,pFetlumodena® do jazyka obrazového a teprve poté se o ni mohu
vyjadiovat a vynaget soudy.

o Skica, skicovéni, je zdvazné komunika&ni médium této skoly. Bez ndj si nedovedu
piedstavit svoji praci. Vlastng by se zastavila profesionalni komunikace se studenty. Skica je
prvni vykrodent. Svoji nehotovosti umoziiuje zapojeni kohokoliv do komunikace. Skicovani
je hluk myslenek, prvni faze rozhodovani, prvni radost a prvni dialog. Je to provokace
k proitku a myzlent. Je to prvni obraz o budoucim obraze. V této chvili se o obraze jestd
dé diskutovat, ménit ho, zasahovat do n&j, volit varianty. Je-li hotov, d4 se pouze kritizovat.

® Urdity kontrast ke skice, oviem kontrast zdanlivy, tvoti studijni kresba. ZdGraziiuji
slovo studijni. Tento typ kresby se nezabyva myslenkami honicimi se nasi hlavou, ani t&mi
teprve bublajicimi nékde v podvédomi. Zabyva se studovinim myslenck utvatejicich tento
svt i nadi psychiku a davajicich viemu podobu, Rad svéta se projevuje také ve viditelném
spektru, A viditelné opét vypovida o neviditelném., Skrze zpodobnitelné se dostavime
k onomu nezpodobnitelnému.

Utime se vidét, abychom mohli vypovidat o tueném. Vzdyt i véci, zvitata a nakonec i lidé
mluvi skrze nds a nage obrazy. Ptitom m@iZzeme ménit podobu reality na papiie kupt. pohy-
bem pouze jediné proporce. Soudasng se tak dotykdme jedné z krdsnych zahad: Co to vlast-
n& podoba je? Jak to, Ze vie m4 svou podobu? Nejvice vyhran&nou u dovéka jako nejkompli-
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kovangjsi bytosti. Prog chee byt vie stvofené n&jak originilni? O ziejmé chtdji ,néco®
videt? V pribzhu studia zjistujeme obecné charakteristiky objektu, kostru, anatomii, atd.
Ale, kdy? je to opravdu ,podobné“, dostavame signdl, Ze cil kresliského studia je bliz-
ko. Na materii papiru z materie grafitu se vytviii podoba ,dehosi®. Z papiru vyvstéva
obraz. Stiny ,cosi“ vytvateji a je to k poznani. Je zéejmé, Ze studujici uz chépe, umi koordi-
novat sim sebe, vidi, rozumi, a tedy vi! Musel se dlouho trépit, citit se ménécennym, zby-
tednym, ale poznal také pocity stdsti, svoji villi a silu,

A ville je nezbytny predpoklad. Samotnd viile, chténi je uZ jakymsi bytim, existenci. Bez
,chténi® Z4dny talent nema smysl. Musi chtit byt! (Ovéteno praxi.) Nositelem viile by mal
byt student, On se musi ,tkolovat” a j4 mu pomahat, Oba miizeme i tipat, ale bez jeho viile
je ndmaha zbytednd, dokonce je zbytedny i jeho talent.

Za posledni staleti se proces udeni kresb& nezménil co do namahavosti. Jazyk, pismo
i kresba vyzaduji stéle stejny ¢as a nAmahu jako pied véky. A lepsi to nikdy nebude.
Proto tak pravidelng nardzi &st studentd, zvyklych na ndvody a vstiicnost, na zed nedstup-
nosti této discipliny. Rychle pak opoustdiji tuto oblast, ve které je pro né snadny tspéch
v nedohlednu,

Tady osobn& vidim onen moment, pro ktery #ada st¥ednich gkol, a nejen jich, odstoupila
od studijni kresby a piesla rovnou ke kresb ,sebevyjadiujici®. Prejit bez studia a poznani
rovnou na ,osobni prozitky* kondi v naprosté vétsing ptipadd v totdlnim kligé. Rychlost
ruky ,jako Ze“ zachycuje pocity ,srdce” a bleskové ,pretvati“ vidénou skutednost do ,0sobni-
ho“ obrazu. Paradoxn@ pak viechny kresby vypadaji stejng, ackoliv mély byt zcela osobni
interpretact modelu. Studenti r4di této neosobni expresi vé#, protoze v dase vzniku prozili
chvile zapomn@ni, 3tésti, uvolnéni, odplaveni pochybnosti, a na to se nezapomind. Cht&iji to
znovu, Hromada kreseb rychle roste a vzniké pocit historické nezatizenosti a tviirdi potence.
Pochybnosti a ndmaha jsou zavad@jici. Bud to jde hned, rychle a samo, nebo to nema cenu
viibec. S timto nazorem se také das od dasu setkdvim. D se nazvat ,d4belskou pasti“! Misto
studia nastupuje sebevyjadovéni. Neud se kreslit, ale udf se ,zajimava“ kresba. Nevytvaii
se vychodisko, ale skde se rovnou do zdvéru. Ten, samoziejm&, nemize byt skutednd
osobni, jenZe to studujici nedokdze poznat ani priznat.

Uit takovou kresbu je snadné a trva to krétce. V kazdém p#ipadg je to velmi zéZivné
a nevznikd ,nuda“, A nuda, to je velky problém doby. I na nasi skole se vyskytuji studenti,
vyzaduijici zdbavnost vieho, predndsek, tkold, konzultaci, Chvalim nudu! Je to sito zdsad-
ni. V nud@ studia, ndmahy, trapeni a ticha ozyvé se nase duse, a to byva zpoditku bolestivé
a nepifjemné. Je to ale skutedné a krvavé Zivé. Proto slava nudg@ litanii, slava nud@ cesty
pites poust, stavby pyramidy, stavby katedraly, tkani perského koberce, slava ,nud& zrani
myslenek, lidského plodu a vieho Zivého.

Tim kondim tuto prednisku a snad jsem alespoit sob prokézal, Ze ugit na umélecké
gkole se d4 a mize a AVU je k tomu nejvhodngjsi. Pokusil jsem se vyzdvihnout udebni
systém, pro AVU charakteristicky, a zd@iraznit to, co je v procesu kazdého studia stalé
a cenné, a odd&lit udent od pouhého Sarovani. Pritom jsem se snazil ,nendsilnou® formou
vyjadit své zakladni pedagogické nézory. V neposledni fad@ jsem chtél vyzdvihnout postaveni
kresby jako naprosto ojedinglé mezi viemi disciplinami a naznadit jeji p#imé sepdti s princi-

ey

pYy 1nformace Poclstatnejﬂ OIQZI('& proc vlastne LlClt zQstava pro mne i nadale oteviena.
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Introduction

Is it possible to teach?

doc. Ji#i Lindovsky
Head of Graphic Art Studio I
Academy of Fine Arts, Prague

It is perhaps slightly absurd, after fifteen years' teac}\ing, to deal with the problem whether
or not it is possible to teach. Obviously, I only needed to make clear some things for
myself, perhaps summarise something, generalize and identify something.

Some comments have also provoked me into it, some of which T have not heard for
a long time, and others now not so often. In the last half year, on the subject of teaching
and art, I have heard several of them again soon after each other, at AVU too. That was
probably the final impulse to the choice of topic.

“It’s not possible to teach art!“ is one of the phrases which can be heard and which
probably each of us at some time in the past has used. Toclay itis, [ thin](, an unnecessary
comment, However, it constantly occurs, This year too. Those “more thoughtful® of the
ones called to mind add: “After all, writers, for example, haven’t got any schools.

Lecturer’s note: One learns a language from birth and, actually, for one’s whole life. At
least eight years systematically in school; for the most part, however, twelve years.
Altogether, that comes to roughly eighteen years and, in the case of a university degree,
twenty three years. Therefore, twenty three years' practice, theory, grammar, history, forms
and structure of the language, and you can add songs to that too. Of course, a writer must
form an artistic opinion for themselves. Still, that surely means everyone.
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Next quote: Glazunov said: ,Amateurs play the best. Of course they must know how to
play well.¢

Lecturer’s note: ,Quite!

Next comment: photographer (older), teacher: “I teach them (he was thinking of
students) that nonsense, how to master something and then I give them complete
freedom!*

Comment: I said to myseif, wiiy give it to them, that freedom? Before tiiey came to
school, they had already had it then absolutely. After school they will again have it and it
doesn’t even occur to anyone to take it from them. So why give them something which
they have in abundance? What are they actually taught, or better put, what do they, the
students, actua"y learn? Something, yes definitely, because roughly 70 - 90% of their
results are satisfactory and well known. That's evidence that they learn something
anyway, be it under some kind of guiciance, or by themselves.

Quote again (several times overheard): “You are still dealing with that craft (AVU
meant), but we teach them mainly to think and create.“ The best subsequent comment
heard was: “We now do video completely as standard.

Comment: That rotten word “craft“ became, paradoxically, a counterbalance to the
equally rotten word “art®, Translated to Czech: we at AVU are still drawing all the time,
they are creating.

Of course, the best thing is to have a look at all the results, It interested me how often
their viva preceded the critique. Usually there are those comments about insufficient time,
many important lectures, courses, etc., which students must complete for the attainment of
the correct level. Along with that, more often than not appears the bitter comment about
the luxury at AVU and the abundant time that they have. A colleague, a graphic artist,
added: “It will catch up with you too!“ By that he meant, when the European Union ,come
down on you* through new laws and we will have to go over to modern “mass breeding®,
Evidently all art schools suffer from a complex that they are absolutely progressive, without
actuaiiy defining progress, and are about to distance themselves from the past, without
actua”y ilaving to. 'm not s peai(ing against a theoretic education, but top artists aren’t top
because they have attended lots of lectures and read many books. There are ten thousand
people who have read many times more books and / or are much better educated. But
I think I have digressed.

1 quite understand officials and colieagues in other schools. If, however, every school
without exception is preparing students for a profession, employment and utility,

a school preparing a small group of people for a long time and at great expense for a totally
useless and suspect mission simply, necessarily, matters. Fortunately we are a small school,
with a small number of students. They are, however, absolutely useless. Is then AVU

a "Brontosaurus‘? Ts it bad to teach for ideals? What else are we to teach for in order not
to be completely superfluous? And where to get these ideals from? The idea that
everything must be entertaining, in competition with television, Holiywooc], porn,
computer games, 3D-iiim5 and so on, pushes us into the role of ridiculous amateurs.
Noble-minded “mundane® ideals, whatever they be (justice, progress, culture, defiance,
cleveiopmenr, achievement etc.), end up like this, or otherwise, in a battle for power or in
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a crush for it. T don’t know if the idea “to Prevail® is a sufficient ideal. Without an ideal,
however, it is not possible to mark the boundaries of space; no borders are established and
there isn’t anything to maintain nor anything to infringe. Underground and official art
merge into one and, as such, can be “paid“ from two sides. Nor is there the possibility to
grant students and young people much of a long-desired and radiant feeling for

a revolutionary fight for progress. All that remains is a fight over grants, Any time now
some group or other will, no doubt, mark out the path of truth from the past to the future
and bring in “true® thought. Yet one can‘t reduce all living reality to a selfish trickle so
lighdy. In particular, it is not possible to teach in conformity with that, since the trickle will
soon run dry.

[ should like, however, to return to the idea, already started, of craft, whether or not
AVU teaches it, and what it actually is. T don’t want to “run down“ colleagues from other
schools nor make light, no matter how, of the efforts of their clepartmenrs, institutes,
faculties and so on. There is no reason. Indeed not! What concerns me is AVU. I want to
brush up the concept of “craft* a little, its fundamental meaning and beauty.

Is “craft“ only that which is carried out by hand and / or even only that which the mind
and intelect merely oversee! That could also be craft. But how is it that T know what kind
of effect, for example, a fault in an area arranged in a thythmical way has? I know how to
use it with the certainty that, if the worst comes to the worst, this always looks good.

I know what will happen if I put, for example, two squares next to each other and
I paint over one of them with something. T know (we know), what will happen, if we tilt
one square just a little, or we leave a slight trace on each of them, or we write something
on each of them, Whatever. (The same goes for oblongs and others).

The trained mind knows any effect we achieve by multiplying whatever 10x or 100x in
space or on one surface, I know what such a mass of multiplied objects “will do®, what the
display is, what sort of grid it is, From these objects it is also possible to build a room,

“a space in a space®, or it is possible with one and the same to cover everything, the ceiling
and furniture, as a decoration. All this is reliable knowledge and it will never let you down.
With Vic]eo, computers, cameras and all the other instruments that exist, their control
isn’t craft. Tt is rather instructions for use. All instruments, inclucling computers, as
“goods”, are necessarily aimed at being used by a complete “idiot, and that within 15

minutes of unpacking (see radio, TV and others).

“Craft* is when during filming T use a so-called “mobile camera, T know the effect of
this “unconventional but desperately traditional method of recording perfectly.

If I make long motionless shots of whatever (so-called “boredom*), it is a “craft*, This
effect is well known.

1f T aim the camera at one place and leave it to record at random, an unplanned plot, it is
“craft®, It always comes out well!

Tf T enlarge a photo and paint something on it or change it digitally, it is an effect which
only rarely comes out badly. Tt can always be reliably used. It is a “craft.

“Reportage” always comes out well too: all photographed (filmed) so-called accidentally,
directly, unaesthetically, without composition. Reliable “craft*. If I use a character from
a serial or a computer game wherever, I won’t be criticized. It is good craft.
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I I stand a series of televisions next to each other (as in the director’s cabin of
a TV broadcast) recording various actions (times) from various places of the WOI‘]C], and
1 leave one set on for an actual recording of the viewer themself and one 1 switch off,

I then have a perfectly authenticated effect, it is pure “craft* (of course, in combination
it is without number).

1 1 record repeating or changing events of various places, for example, the movements of
people in public places, the movements of animals, the state of water, temperature, the
strata of clouds, wood, the changing co-ordinates of whatever, and transfer them to other
media (drawing, sound, light, colour) through some “coefficient, I'll always get
something interesting, This now is the nature of reality and the nature of the beauty
of a “translation” to another form (the inventor is an old well-known graph, i.e. the
transfer of actual measurements to a drawn representation). For complete reliability of
result it is “craft”,

If I leave a TV “humming” in an empty room somewhere in a corner, I have such
a certainty of result, that it is pure “craft” {applies also to a TV switched off).

If T put something really excessively large into whatever kind of space, | can be on a bed
of roses. The result is one hundred per cent. It is craft. One of the most common (Valid in
all disciplines and all areas without exception).

The use of neon is expensive but excellent, Here it is practically impossible to make
a mistake. It is sovereign “craft®, elegant even (valid too for light and fire effects),

If T divide a picture with a horizon and T put a blue stain above, and a green stain below,
1 safely know that the majority of spectators will connnect it with an impression of the
countryside. Tt is “craft®.

If I empty a bucket of red paint on the wall, I know the expressive effect in advance and
I can’t be mistaken, It is “craft®,

If I go to a private view naked I am sure of the effect, It is “craft*,

1f I write on the floor the word “ceiling® and on the ceiling the word “floor*, the reaction
is easily predictable and well-known. Tt is “craft.

To pretend that I know how to is also a nice craft, and if I indeed do not know how to,
it’s nothing to worry about, even amateurism is now, I think, a profession (I don’t know if
it can be taught though).

The area of contrasts is good, well- known, and tried and tested. It is very effective and
completely reliable. Tt is possible to use it everywhere, in the countryside, in an interior,

a picture, an event, a fi]m, music, a story, etc, To bring somer_hing quite unexpected or starkly
contrasting to anything is reliable {e.g. a contrast of crudity and perfection, etc.). It is “craft”.

I can join two objects at an unexpected place. It is an old, surrealistic “craft*, If T exhibit
absolutely nothing, the relationship between emptiness and the textual justification is now
a sanctified craft, etc,, etc,, etc.

The craft of all crafts is the teaching of complex stylistic schemes, or period cliches,
and/or momentary thought patterns, The last named in particular is often used under the
title of “learn to think®,

The craft of a ship’s captain surely does not consist in how deftly he controls the helm,
but in how he is a master of navigation, how he is familiar with the sea and maps, how he

e 19



knows the boat and the crew, the icliosyncrasies of harbours and legislation. How he deals
with this “craft®, is a matter of his intelligence and invention - and that’s what

it’s about! “Craft, experience, to make good use of, not surpass! Of course art and craft,
in the same way as form and content, if they don’t coalesce into one inc]istinguishable
]iving reality, will clisihtegrate into corpses. But that now is another matter.

T have recorded here only small, tiny little patterns, the most popular verified schemes,
and I have deliberately left many of them out. It would be quite possible, without any
problem, to make out a book like a telephone directory of Prague of all these “craft*
experiences and knowledge.

“Craft” is a brain experience. If I use this previously well certified experience and
know, at least with 70% certainty, what will happen, it is “craft“. T cannot see the least
researchable difference between painting, video art, graphic art, new media, sculpture,
conceptualism, film, music, action, theatre, literature, and so on. They all work on the basis
of a sum of experience, and the deeper, more extensive, more thorough this experience, or
“craft®, is, the more important, interesting, comprehensive and also more subtle the
subject is, and the higher the quality of the graduate could be.

Therefore, all schools of art that exist in the world are built on the teaching of “craft*
regardless of what they call it It doesn’t depend on the subject nor on the age of the
particular school. It depends only on how they give time and space to the development
of professional experience or the “craft” of a given discipline and to what extent they
resist the temptation to impart only a momentary scheme of thought.

Genuine experience is non-transferable and is good. As a result of that life does not
degenerate. Experience develops only with life, and activity, and that takes time. It
develops as a combination of physical and mental activity, but the mental always
dominates and in everything (anyone who has ever tried to split a boulder, or move it,
found out immediately that strength and skill are at that moment absolutely useless to
them. Either t ey know how to do it, or that's the end of the matter).

Experience transforms the student - an apprentice into a new person, a professional. And
it isn’t a mere by—product of teaching, since, in action, perception, the psyche and the abi]ity
to see and distinguish a nuance become more refined; for the non-professional it is invisible,
A sensitivity for the given discipline is part of the arsenal of usable experience, “a craft, of
every subject, It is one of the indispensable and coveted products of teaching, Even
a joiner, a ballet dancer, a builder, etc. registers at one glance a mistake which for others is
invisible, They will spot a suitable or unsuitable material, or mer.hoc], or movement, etc.
imInediate]y, in the same way as musicians, doctors and a thousand other professions.

There is, of course, experience obtainable easily, immediately, by mere observation. On
the contrary, at the other end of the spectrum, there is fundamental experience. This is
acquired over a long time, at great effort, with a strong will and humility. Everyone who
ever wanted to learn to play an instrument knows this well. Acrobats know it, dancers
know it, mime artists and actors, sportsmen, conjurers, magicians too and anyone who ever
wanted to truly master drawing from a model. In this study the whole person changes.
Not, however, fundamentally, and only a little for the better, but the body and soul will feel
it, It‘s “only“ a matter of time,
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And this is that moment of luxury which, for AVU, is typical and really worthy of envy.
Sufficient time for learning “the craft® of a given subject, It is connected also to a trust in
the student and their talent, otherwise this time could not be provic]ed to them (if we
don’t trust someone, then we don‘t give them anything). Sufficient time for 1earning,
researching, for cloubts, fumb]ing about, erroneous ways, despair, taking risks. Sufficient
time for a crisis, falls and new rises etc. Anyone without this would, only with great
difficulty become, in our field, deeply educated and truly professional. Experience,
personal experiences, as well as understanding are matters of time,

The luxury not to have an immediate result is an AVU luxury.

The luxury to go through something to absurdity is an AVU luxury.

The luxury to “idle away time with uncertainty is an AVU luxury.

The luxury of constant personal communication between tutor and student is an AVU
luxury (we get to know a personality more quickly “personally*,)

And here 1 deliberately only mention in passing that every process at the school must be
professionally prepared and managed, structured, controlled and directed. For precisely
this there are the teaching staff. They set the assignments, give momentum, stipulate etc.
Without them the time at AVU would most probably, teetering on conviction, dissolve
into song and dance. All that T intentionally pass over and leave out, fully conscious of
disrorting the whole picture (I'm sorry about that now because AVU’s academic staff are
real personalities: they are well-educated and in no way wet blankets; they are full-bloodied
people, tolerant, unc]elrstanc]ingy sacrificing, unse]fish, some are also gooc]—looking; they are
highly regarded, wellfed and full of energy; and many always potent).

From the foregoing it follows for me that an amateur is actually one who was given
insufficient time, time carefully controlled, in a dialogue with the given material, for
their inner education and self-awareness,. This person, an amateut, had neither the
opportunity nor the time to be familiar with the chosen material and, through that,
themselves. It is profoundly indifferent whether it concerns materials from paper, words,
stone, a computer programme, paints, bodies, )Cilm, movement, sound and whatever else is
in this world. What constantly and always applies is: “Ease is either mastery or it is a deceit!“

And now I should like finally to get to one of the sovereign crafts and sovereign arts of
all time, and that is drawing. It isn’t from sentiment or from a lifetime of affection.
There are three reasons for it:

Drawing is a universal “language” and the skeleton of everything which is necessary to
portray, both from the field of the seen and also from the unseen, or “not portrayable®,
With regard to the fact that it is a “language® older than writing, it has been used by all
people of all times. The drawing is probably the first possibility of “portraying® abstract
thoughr. Without it this thought would have developed with difficulty.

Even writing started on the foundations of drawing; it is actually one of its forms,

Drawing is an outstanding, direct, means of researching reality, and that both as
object (moc]eD, and subject (the draughtsman}. Sometimes it isn’t even possible to say who
in this process is the object and who the subject.

Our school was founded a long time ago on the study of drawing. Because nothing
should “be overcome®, but be made good use of, this major “gene is also an AVU
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commitment, Who else should now foster drawing, if not AVU? Hopefully not
philosophers?

Now to drawing itself, but more or less in outline.

Persona”y [ prefer clrawing as a cognitive process. In order for clrawing to acquire the
structure of a “language, it is necessary to know it as deeply and as broadly as possible.
And that “physically®, not in discussion.

If I start with Adam, it is necessary to state that a drawing is the quickest means of
recording ideas. Tt won't be done more quickly with a text. A characteristic is that drawing
and text splendidly supplement each other, If T pass over classical illustration, there
remains the never ending sequence of important ideas, inventions and projects, in which
a text without drawings either does not make any sense or is incomprehensible.

Writing and drawing develop abstract thought. A drawing will succeed in “formalizing
a thought. In nature neither the line nor writing exists, Both components try to capture,
through the distinct and the visible, “that which is invisible, suspected. Drawing, of
course, has deeper roots in our psyche, and therefore, in capturing “the world of
sensations”, is more expressive and more exact. It strikes cleep into the subconscious and
thus can more lightly and universally help in communication.

In the artistic sphere an idea is not an idea until it is drawn, sketched, or otherwise
“represented*, It is thus “translated to a pictorial language and only after that can I express
an opinion and pass judgement on it.

The sketch, sketching, is an important medium of communication at this school.

[ couldn’t imagine my work without it, Professional communication with the students
would actually come to a halt. A sketch is the first step forward. Tts incompleteness enables
it to engage anyone in communication. Sketching is the noise of an idea, the first phase of
deciding, the first pleasure and the first dialogue. It is a provocation to a personal
experience and thought. Tt is the first image of a future picture. At this moment it is still
possible to discuss the picture, to change it, intervene in it, to choose variations. If it is
Comp]ete, itis possible on]y to criticise.

A certain contrast to the sketch, an apparent contrast, however, is created by a study
drawing. I emphasis the word study. This type of drawing does not deal with ideas chasing
around our head, nor with those just murmuring somewhere in the subenscious. It deals
with the study of ideas forming this world and our psyche giving

everything a likeness. The order of the world c]isplays itself also in a visible spectrum.
And the visible again testifies to the invisible. Through the portrayable we get to that
which cannot be portrayed.

We learn to see, in order to be able to testify to that what is suspected. After all, even
things, animals, and, in the end, people too speak through us and our images.
Nevertheless, we can change the likeness of reality on paper, e.g. by a movement of only
one proportion. At the same time we are thus touching on one of the beautiful mysteries:
what actually is a likeness? How is it that evelything has its own likeness? As the most
complex being, it is most marked in a human. Why does evewthing created want to be
somehow original? Eyes evidently want “something® to see? During the course of a study
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we establish the general characteristics of an object, skeleton, anatomy, etc. But, when it is
indeed “a likeness*, we get a signal that the aim of the study is close. On the material
of paper, from the material of graphite, a likeness “of something or other® is created.
From paper looms the image. Shadows form “something® and it is knowledge. 1t is
obvious that the student now comprehends, knows how to co-ordinate himself, sees,
understands, and therefore knows! They had to suffer a long time, feel inferior, useless,
but recognised too the feelings of happiness, their will and power.

And the will is an indispensable prerequisite, The will itself, “wanting®, is practically
a kind of being, an existence. Without “wanting® talent is pointless, Must want to be!
(verifiec] in practice.) A student should be the bearer of a will. He or she must “set
themselves tasks“ and T will help them. We can both also flounder about, but without the
will effort is useless, even their talent is useless.

During the past hundreds of years the process of teaching drawing has not changed as
regards the degree of exertion required. Language, writing and drawing constantly
require the same time and effort as ages ago. And better it never will be, That is why so
regularly a number of students, used to instructions and accommodation, come up against
this discip]ine‘s wall of intransigence. They then quiCHy abandon this area in which, for
them, straightforwarcl achievement is far away.

At this point I can personally see that moment why a number of secondary schools, and
not only them, withdrew from the study of drawing and went straight over to "self-
expression” drawing, To go across without study and knowledge straight into “personal
experiences® ends up, in the vast majority of cases, in a complete cliche. The speecl of the
hand, “as if, captures the feelings of “the heart* and in a flash “transforms* the seen reality
into “a personal® image. Paradoxically, all the drawings then look the same, although they
should be a quite personal interpretation of a model. Students like to believe in this
impersonal expression, because at the time of inception they go through moments of
forgetting, happiness, a loosening, floating away from doubts, and they forget themselves.
They want it again, A mass of drawings quid(ly grows and a feeling of creative power and
of being historically unburdened emerges. Doubts and exertion are mis]eading. Either it is
possible immediately, quickly and naturally, or there’s no point at all. From time to time we
encounter this opinion too. It could be called “the devil’s trap“! In place of study self-
expression comes in, They don’t learn to draw but learn “interesting® drawing, They
don’t form a starting point, but jump straight into the conclusion. This, of course,
cannot be truly personal, yet the student will not manage to recognise or admit it.

To teach such drawing is easy and takes but a short time. In any case it is very palatable
and “boredom* does not arise. And boredom is the great problem of the time. Even at our
school students turn up demanding entertainment with everything, lectures, assignments,
tutorials. I praise boredom! It is a fundamental riddle. During boredom from studies,
exertion, anguish and stillness the soul makes itself heard, and that at the outset can be
painful and unpleasant. It is, however, real and cruelly live, Therefore, glory to the
boredom of the litany, glory to the boredom of the journey across the desert, of the
construction of the pyramids, the construction of a cathedral, weaving a Persian carpet,
glory to the “boredom” of ideas in gestation, the foetus, and everything alive.
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With that I finish this lecture and I hope I have at least proved to myself, that it is
possible to teach at art school and can be, and for that AVU is the most fitting, I have
attempted to highlight a teaching system which for AVU is characteristic, and to emphasis
that, which in the process of each course, is lasting and Va]uable, and separate teaching
from mere sorcery. At the same time I have tried in a “non-violent” way to express my
fundamental pedagogic opinions. In particular, I wanted to raise the standing of drawing as
being completely unique among all disciplines and indicate its direct bond with the
principles of information, A more fundamental question, why to actually teach, remains
for me and henceforth open.
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Piehled vystav Figurama ~
Figurama Exhibitions

2001
2002

2002
2002
2003
2003
2003
2003
2003
2004
2004
2004

2004

2005
2005

2005

2000
2000
2000
2000

2007

Znojmo, Slepidi trh (FA VUT, VSUP)

Znojmo, Dim uméni

host ~ Guest : Universitit fiir angewandte Kunst Wien
Brno, Centrum VUT

Praha, Galerie VSUP

Wien, Sala terrena

host ~ Guest: Fachhochschule Mainz

Wien, Ceské centrum ~ Tschechisches Zentrum

artelerie ~ Pedagogové ~ Profesors

Znojmo, Dim uméni

host ~ Guest : FAVU VUT

Brno, Aula FAVU VUT

Praha, Galerie VSUP

Plzed, univerzitni galerie

host ~ Guest : Ustav uméni a designu zu Plzeit

Znojmo, Dim uméni

host ~ Guest : FAVU VUT ~ Ateliér figurativntho sochafstvi Michala Gabriela
Znojmo, Dim uméni

artelerie ~ Pedagogové ~ Profesors

Praha, Karlov

artelerie ~ Pedagogové ~ Profesors

Mainz, Radnice ~ Town Hall

Znojmo, jizdarna Louka ~ Riding School Louka

host ~ Guest : Vysokd skola vjtvarnych umeni v Bratislavé:
Akademie vitvarnych uméni v Praze

artelerie ~ Pedagogové ~ Profesors

Praha, Karlov

artelerie ~ Pedagogové ~ Profesors

Bratislava, ubs

Plzeit, byvalé nadrazi Jizni predmésti

Ostrava, Centrum Chagall

Znojmo, jizdarna Louka ~ Riding School Louka

host ~ Guest : Facultad de Bellas Artes Valencia: Academy of Fine Arts in Katowice
artelerie ~ Pedagogové ~ Profesors

Brno, Bélidla (KRAS)

Znojmo, jizddrna Louka pouze Artelerie ~ pedagogové CR
Mainz, Radnice

Praha, Karlov

Artelerie ~ Pedagogové ~ Profesors
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Figurama 07 ~ Brno ~ 2007
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Figurama 07 ~ Znojmo ~ 2007
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Vysok4 skola uméleckopriimyslova v Mohuéi

Vysoké skola uméleckopriimyslovi v Mohudi byla zalozena roku 1071, Vzesla z byvalé
barokni Akademie vjtvarnych uméni z roku 1757. Pod svou st¥echou spojuje i zédkladni
odvétvi: InZenyrské nauky, Hospodatské nauky a Tvorbu.

V odvétvi Tvorby bezi od letniho semestru 2007 tii bakal#ské studijni obory: Design
komunikaci, Design interiéru a Média zaloZend na dase. Oba posledn@ jmenované obory
zahajuji v roce 2008 své stejnojmenné mistrovské programy, komunikadni designé#i
zahajuji mistrovsky program rovndZ v roce 2008 a mé nazev Gutenberg Intermedia,

Ve studijnim oboru Design komunikaci spogivé t&7igté v predmétu Typografie /
/Knihvazadstvi a Kresba / Ilustrace.

K odvétvi Tvorby jsou piiclendny také Institut pro medidlni tvorbu a institur Designlabor
Gutenberg,

Vysok gkola uméleckopriimyslovd v Mohugi: Koncept pro Figuramu 2007
Odvétvi Tvorba

Projekt je zamé#en na &loveka s jeho vasnemi a pocity, které dovék vyjadiuje
prostiednictvim svého t&la, Pomocnymi ndstroji jsou tvar, barva a individudlni rukopis
V)'rtvarm’ka, stejnd jako riznd média: kresba, malba, ilustrace, kniha, design, projekty, film
(pohyblivy obraz) a trikovy film. Plastika a instalace zde jedt® bohuzel zastoupeny nejsou.

Kazdy obor rozviji s tématem i vlastni metody, aby &lovéka zobrazil individudlng, Pracovni
estetika vyZaduje, v souladu s periodicitou v ptirodg, nap@ti a uvolnéni a rytmické stiidani
vypéti s pauzami, stejné tak st#idani price a volna,

Rozsah tviirdich 7anrd sahd od realistického vyobrazeni a7 po abstraktni kompozici.
Kreslitské experimenty usnadiiuiji ptiblizeni k dloveku a vytvaieji most ke konkrétni
vypovédi a odpovidajici aplikaci v designu.

Proto zde piedstavujeme pokus s riznymi médii a pracovnimi metodami z nageho
odvétvi Tvorby, abychom dostéli tématu, pEibliZili se osobnosti doveka a v kazdém ohledu
posilili vyznam kresby.
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University of Applied Sciences, Mainz

|
l
|
|
|
|
i The University of Applied Sciences in Mainz was founded in 1971, It arose from the former
Baroque Academy of Fine Arts dating from 1757. Three basic sections are united under its
umbrella: engineering disciplines, economic disciplines and art.
In the art section three subjects at Bachelor level have been running since the summer
semester of 2007: Design of communication systems, Interior Design and Time-based Media.
In 2008 the two last-named subjects will commence a Master's programme under the same
title. The communication designers will also begin a Master’s programme in 2008 under the
title of Gutenberg Intermedia,
In Design of Communication Systems the focus is on the subject of Typography /
Bookbinding and Drawing / Illustration.
Also affiliated to the art section are: The Institute for Media Art and the Institute of
Designlabor Gutenbers,

University of Applied Sciences, Mainz: Concept for Figurama 2007
Applied Art section

The project is focussed on man with his passions and feelings, which he expresses by means of
his body. Auxiliary instruments are shape, colour and the individual brushwork of the artist,
together with various media: drawing, painting, illustration, book, design, projects, film
(moving picture) and cartoon film. Sculpture and installation, uwfortunately, are still not
represented,

Each subject evolves its own methods with the topic, so that a person is depicted
individually. The work ethic demands, in harmony with the periodicity in nature, tension and
release, and the rhythmic alternation of exertion with breaks, the same as the alternation of
work and free time.

The extent of the creative genres range from a realistic portrayal to an abstract composition.
Drawing experiments facilitate an approach to a person and form a bridge to specific answers
and corresponding applications in design.

Therefore, we are presenting here an experiment with various media and working methods
from our branch of art, in order to be true to the topic, come closer to the personality of the
person, and in every respect enhance the significance of drawing,
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1. Kresba mé néco spoletného s kopanou. Totiz to, Ze k ni neni téeba zadného
zvldstniho nadini, vybaveni ani prostitedi. Jako u fotbalu stadi mié a kus rovného
mista, u kresby stadi tuzka a papir - a ngkdy ani tolik netieba. A miiZe si to zkusit
kazdy... Papir oviem neni jediny materidl, na kterém je mozné kresbu uskuteénit.
Co byste rad pokreslil nebo vidél pokreslené? (A doplitujici otdazka - &im, jakym
motivem?)

2. Kdy# se tekne figuralni kresba, mysli se tim kresba lidské postavy, podle modelu-
dovika. Proé se jako modely nevyuzivaji zvitata? Bylo by t&23i je zachytit, anebo je
jejich ztvarnéni naopak piilis snadné ve srovnini s dovekem?

3. A tekne-li se figuralni kresba, mysli se tim nejen lidska postava, ale také nah4 lidska
postava. Bylo by snad - ve srovnani s aktem - o tolik snazsi zpodobnit obleeného
&loveka?

4. Jaky je vztah figurdlni a portrétni kresby? Kterd z téchto disciplin je vam bliZsi
a pro¢?

5. Ktera &st lidského téla se (vam) kresli nejlépe - a kterd nejhiite?
6. Koho byste rad (na)kreslil? (Koho byste si pial jako model pro figuralni kresbu?)

7. Kterou kresbu méte mimo#ddné rad? (Kterou kresbu byste rad mél doma na zdi -
proé?)

8. Kterého kreslife si nejvic vézite - a prod?

NT N

0. Vzpominéte si na svou nejhorsi skolni zndmku z kresleni - a za co jste ji dostal?

10. A nakonec ani ne tak otdzka, jako prosba: Mohl byste figuraln zobrazit sam sebe
(zajimavé, Ze autofigury na rozdil od autoportréti prakticky neexistuji...), ptipadng
mohl byste se nechat figuralng (pipadné alespoii portrétng) nakreslit od nékterého

ze svych #aki - a poskytnout ndm tuto kresbu pro reprodukovéani v p#istim katalogu
Figuramy?
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1. Na architektonicky nehostinnych betonovych plochach v nagich omezenych Zivotnich
prostorach bych rada vidgla mali#sky nebo kreslitsky zvetejngny objekty nebno dgje
vegetativniho a figurativniho svéta, a to z pohledu snilka, badatele, kritika a vytvarného umélce.

2. Clovék je trpélivy, zvite nevypotitatelné. Obg témata, at zvite nebo dovek, vyzaduit pii
kresleni studie specifické soustied@ni, proto je jejich kreslitska obtiznost podobna.

3. Nah4 postava ukazuje jasnou realitu, protoZe je vykreslena prostiedky dasu, Obleden4
postava z{stava ve své materidlnosti povrchni, a proto se vypracovéva snadngji.

4. Clovék jako postava je souborné umélecké dilo. Zatimco portrét, jen tva¥, nese specielni
rysy &loveka a miiZe se v ném projevit pravé jen detail charakteru osobnosti, u autoportrétu
a piti zobrazeni celé postavy spolupiisobi i drZeni téla a na vyznamu nabyvé i zobrazovany
prostor.

5. Nejenom u zachyceni dynamického pohybu postavy je pomérné obtizné pozorovat

av zévislosti na tom i kreslit t2lesnd zakonden, filigranské tvary, tva¥, ruce a nohy, protoze
tyto tvary dévaji vyjadieni pohybu tplnost a kresb@ presvédiivost. V procesu vidéni

a kreslent se ptipojuji i problémy a zkresleni perspektivy.

6. Japonské zapasniky sumo. Réda bych je kreslila, piestoze jsou mi tak cizi.

7. Venusi (1052) Henriho Mattisse, je to ta nejradikalngjsi postava vystiizend z papiru, kreslen4

niizkami. Tato technika nuti k definitivnimu rozhodnut, respektive nedava Zadnou moznost
korektury. Sila kratického okamziku v kresbg, takto prezentovans, mé fascinuje.

8. Honoré Daumiera, stylu, ktreym tesd do kamene zékladni linie a z nich kouzlf tvary,
které se nakonec stdvaji postavami. Ve svém
kreslitském dile je nebyvale odvézny a dociluje v ném
tak napjatych kontrast@ svétla a stinu, 7e zdstava
dodnes aktudlni. Pablo Picasso ma nesmirng
pronikavou linii a ve svych kresbach projevuje
vynalézavou svobodu. Maxe Ernsta mém rada pro
ieho surredlni myslent a zpGsob, jakym je prevadi do
svych kreseb. Alfreda Hrdlicku, ktery je nesmlouvavé
konkrétni. Viechny tyto &tyiti osobnosti povazuji

v soudasné dob@ za nejlepsi kreslize.

9. {bez odpovédi)

10. Portrét ztvarnil Sebastian Koch

prof. Valy Wahl, Fachhochschule Mainz
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1. Médiovi umélci dnes mohou pracovat stejnd jako fotbalisté, Pot¥ebuiji k tomu jen mobilni
telefon, Tento moderni faustovsky prostéedek dokéze viechno digitalizovat, jen kresleni se mu
t7ce nedostava.

Pracovni néstroj: t&lo, svétlo a zvuk, aditivni barvici smés, projekee.

A projekee naplni bilou krychli - a celé stény v domé - vzdyt je piece tekutd.

Akt v pohybu, s hlasem, vihoda: z modelu se stiva protagonista, z objektu jednajici subjeke.

2. Na modelu je obzvléstzajimavy lidsky faktor, Zpodobnéni nahé lidské postavy nent ve
videotvorb# pi#{lig obvyklé - ale zvitata taky ne. A skuteen@ nevim prog, protoze moje préace
jsou Zivymi tély zaplnény.

3. S kamerou providime b&#ng zobrazovini oblegeného &loveka - protoze dovek za

kamerou je p#ilis blizko akei, p#ilis blizko chovani.
Nah4 postava zaznamenand filmovou nebo videokamerou ztistava stale jestd tabu.

S

4. Pii praci s kamerou je mi blizsi portrétovani. Jsem tak blize hlasu, emoci. Komunikace se
zd4 bezprostredndjsi.

5. Viechny &sti jsou dobré - celé télo nejlepsi. Jde mi o rozmanitost vyrazu, rozmanitost
perspektivy a polyvalentni vyraz, s jakym se setkavame v d&jinach filmu uz dtive, mimo jiné
u Kulesova, ktery naptiklad Zenu - tedy filmovou iluzi Zeny - sestavuje z fragment vice
zZen.

6. Koho? Velké d&ti, malé rodide, stejné velké,

7. Zatim doma na sténdch nemém 74dné lidské postavy, ani plastické, ani nakreslené, M4m tam
ale kong od Pencka (Penck) a barvu od Tapiése (Tapiés).

8. (bez odpovadi)
9. {bez odpovédi)

10. (bez odpovédi)

prof. Hartmut Jahn, Fachhochschule Mainz
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1. Zijeme v dobg, kdy kresby ve form@ grafitti buji na mostnich pili#ich, primyslové
architektufe a na vetejnych budovach. To neni v z4sadg 3pamé, pokud se tyto kresby svymi
formami a obsahem nestévaji jedna druhé nudn@ podobné, Vzniké tak knon uniformity,
ktery mohou rozbit zase jen tvotivi jedinci zvend. ,Uméni kresby* by zde mohlo zjednat jistou
nipravu. Otazku motivii méze zodpovedet jen kazdy umélec individudlng,

2. Z antropocentrického hlediska se u pojmu postava miiZe jednat pouze o postavu lidskou.
Tento ndzor je kulturnd zakédovén, proto také figurdlni kresba znamend vidy kresbu elovaka,
Kresba zvitat byla vzdy vedlejsim aspektem figuralni kresby v tom smyslu, Ze zvitata byla vétsinou
zpodobovina jen jako oblibené prostiedi dlovika. Zvlagni obtiznost pi kresbe zvitat paisobi
skutednost, Ze zvitata, na rozdil od lidského modelu, jsou jen z#dkakdy v klidu, Néruzivy kresli#
zvitat musi mit oko umelce a znalosti biologa, ktery mé prostudovano chovani svych modeld.

3. Ani kresba aktu, ani kresba oblegenych lidi neni jednoducha. P#i kresb# aktu stoji

v centru pozornosti velkd forma, kterd je vieobeend snadngji uchopitelna, Naproti tomu
oblegent komplikuje kresbu v tom, Ze zékladni tvar piekryvaji a rozbijeji rozmanité
materidly a textilie. Splyvani latek a faseni zahyb@ ma své vlastni zakonitosti, které ztd7uji
nalezeni tvaru,

4. Pti kresb# postavy miiZe byt tvar transformovin aZ do volnd rytmicky vedenych linii. To uz
neplati tolik u portrétni kresby, pokud je posuzovina podle povrchni podobnosti s modelem.
Dalsi obtiznost portrétovani spodiva v tom, Ze mimo formalni podobu musi byt zachycen
také charakter ;modelu®,

5. Viechno je t87ké, nejtdZsi pro mé je kreslit ruce.

6. Viechny a kazdého.

7. Mém rad viechny dobré kresby. Dobré kresby jsou ty, které odpovidaji mym narokéim na
formu a které se mne ndjakym zptisobem dotykajt.

8. Existuje mnoho genidlnich kresli#d - od Michelangela a7 po nasi dobu. Zvlastni zalibeni
nachdzim v Goyovi, Egonu Schielem a Horstu Janssenovi. Oba posledn@ jmenovani byli
svymi soudasniky jako zbasili kresli#i vyludovani ze soudobého kulturniho déni.

0. To uz nevim.

10. (bez odpovédi)

prof. J6rg Osterspey, Fachhochschule Mainz
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1. Plombu mého zubate.

2. Nepohybuit se jeding, kdyz spi, a j4 si nedovedu piedstavit, Ze bych kreslila ngkoho, kdo ma4
zaviené ot

ey o

3. Hitchcock #ikal, Ze polonahé Zeny jsou mnohem zajimavéjsi nez tplng nahé Zeny,
protoZe vzbuzuji mnohem vic ptedstav.

4. (bez odpovidi)

5. Nejradgji ruce, nejhéie lokty.

6. Androgyna

7. Kresbu mladého muze od Picabii.

8. Marc-Aur le Fortina. Jeho stromy jsou nezapomenutelné,
9. Z4dné technické dovednosti.

10. (bez odpovédi)

prof. Sylvia Pagé, Fachhochschule Mainz
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1. Srovnani kulha! Ve vang fotbal hrat nemohu. Kreslit ano! Mimo to: kopana je akee, ktera
pomiji, Kresleni zanechavi stopy. Jak kreslili lidé pred 20 tisici let, miZzeme vidét v Lascaux
a jinde. Zda hréli fotbal, nevime. S kosti si uréitd kopali. Je to ale kulturni potin? Kdyz vidim
préivodnt jevy, které s sebou nese fotbal, mém své pochybnosti.

2. Opravdu nebyla zvitata vyuzivana jako modely? Lidé jsou savci, tedy soudst pifrody. Pokud vim,
nent tu Zadny déivod, prog by zvitata také nemohla slouZit jako modely. Kresleni zvitat miize by,
stejnd jako kreslent lidi, mimo#adng nirogny tkol. Provadime je piilis ztidka, Nedostatednou
tictou k ostatnim tvortim a k pifrods vitbec umélci tak jen dokazuii sebesttednost Slovaka,

3. Ne. Nenf to snadn@jdi. Naopak: nakreslit obledeného oveka tak, Ze pod odévem tusime
nahé o, je 18781, protoze je k tomu tieba vice zkusenosti a schopnosti.

4. Obligej je soudast dloveka, tedy soudast kresby aktu, Nemohu tedy #ici, zda radgji portrétui,
anebo radgji kreslim akt, T kdy#: u portrétni kresby mtize ptisobit naléhavéji, nez u aktu,
pozadavek podobnosti s modelem. A také: tak mnoho nahych @l po svétd nebéhd - hlav ano.

5. Kazdy kresli# nebo kreslitka by urditd odpovédli: viechno, co je kulaté a plné. Ruka,
#adka prstdl na noze nebo vykrouzeni usniho boltce nejsou viak tolik pitazlivé jako dobie
formovany zadegek anebo fadra,

6. Sedét modelem nemiize kdokoli. Existuji nadané a nenadané modely. Dédvam prednost
nadanym! Maji p¥irozené postoje a pohyby. Clovék je nemusi ,ohybat®, A nezapomeiime:
modely mohou mit eroticky néboj. Zadny kreslit ani kreslitka nezapte, Ze to na jejich
kresebny vyraz nema vliv.

7. Existuje mnoho kreseb, které bych r4d m&l ve své blizkosti a na keeré bych se nemohl dosyta
vynadivat, Mezi n& fadim nadherné kresby Andrewa Wyetha, kterého zde v Evrop@ bohuzel zn4
jen malo lidi. Jedna z jeho nejkrasngjsich kreseb je Helga se stromem, tuzka, 1073,

8. Vedle génia Horsta Nanesena patii pro mé k nejvétsim kresli#im 20. stoleti Ameridan
Andrew Wyeth. Jeho pozorovaci talent, smysl a zaujeti pro neokdzalé motivy, nap&ti mezi
preciznim pienosem a dalekoshlou abstraktni zkratkou je unikdtni a jeho houzevnatost,

s jakou se nenechévd mast médnimi trendy, si zasluhuiji daleko vice pozornosti.

9. Uz nevim. Nemohlo to byt tak zI¢, jinak bych si to pamatoval.

10. Budu o tom uvaZovat.

prof. Albrecht Rissler, Fachhochschule Mainz
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1. Rad bych kreslil v prazdném trojrozmérném prostoru. Necht@l bych jej ale kresbami
,pokryt, Jde mi spi3 o piani, moci vid&t trojrozmerné kresby,

2. Zviiata by se méla jako modely vyuzivat mnohem vice. S nimi se otevird novy svét, jiny t&lesny

NN

pocit, jind logika, jiné myslent. Je ale prirozend t&73i jako derv myslet a jako derv vidét. Proto je
také 13781 nakreslit derva nez nakreslit doveka,

3. {(bez odpovedi)

4. Portrét mé& zajima od té doby, kdy jsem vid&l vystavu Antonelly da Messina. Tento
renesandni mali# dokézal lidi portrétovat tak, Ze jeho modely se jestd po staletich divaji na
divaka, jako by byly negtastné, Ze musi vézet v obraze a Ze v p#istim okamziku z obrazu

vystoupi.

5. Lidské myslenky a predstavy se kresli nejlépe a nejobtizngji. Jsou ale soudisti t&la?
Myslim, Ze ano.

6. Své myslenky.
7. Piilis mnoho.

8. Dietera Rotha. Kreslitsky pronikl k mysleni doposud nejblize a abstrakeni kresba se u ngj
spojuje s kresbou predmétnou; byl pritkopnikem ve vitvarném u méni a v grafice.

9. {bez odpovédi)

10. (bez odpovédi)

prof. Philip Pape, Fachhochschule Mainz
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1. Drawing has something in common with football: no special kit, equipment, or set-
ting is necessary. As in football, where a ball and a flat place will do, in drawing a pen-
cil and a piece of paper will do — and sometimes not even that much is necessary. And
anyone can try it... Of course, paper isn’t the only material which you can produce

a drawing on. What would you like to cover with drawings or to see full of drawings?
(And a supplementary question: with what kind of theme?)

2. When one says a figure drawing, one has in mind a drawing of a human figure,
after the model of a person. Why aren’t animals used as models? Would they be hard-
er to catch or, alternatively, would their representation be too easy compared to

a human?

3. And if one says a figure drawing, does one have in mind not only a human figure,
but also a nude human figure. Would it perhaps — in comparison with a nude — be

much easier to portray a clothed person?

4. What is the relationship between a figure and a portrait drawing? Which of these
disciplines do you feel closer to and why?

5. Which part of the human body do you draw best — and which the worst?
6. Who would you like to draw? (Who would you like as a model for a ﬁgure clrawing?)

7. Which drawing do you especially like? (Which drawing would you like to have at
home on the wall — why?)

8. Which c]raughtsman do you think most highly of — and why?

9. Can you remember your worst mark at school for drawing — what was it for?

10. And finally not so much a question as a request: could you portray yourself as

a figure (it is interesting that a self-figure, unlike a self-portrait, practically does not
exist), or possibly have yourself drawn as a figure (or at least as a portrait) by one of

your pupils — and supply us with this drawing for reproduction in the next catalogue
of Figurama?
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1. On the architecturally forl‘)iclcling concrete surfaces in our restricted living areas, I should
like to see buildings opened up to painting and drawing or to actions from the vegetative and
figurative world, from the perspective of the romantic, the scholar, the critic and the artist.

2. A human being is patient, an animal incalculable. Both subjects, be it animal or human
being, require a specific concentration during a drawing study, therefore the degree of
difficulty in drawing them is similar.

3. A naked figure shows a clear reality, because it is depicted with the means available at the
time. A clothed figure remains, in its materiality, superficial, and therefore it is handled
more easily.

4. A human being asa figure isa complex work of art, While a portrait, just a face, bears
special features of the person, but can display only a detail of the character of the personality,
in a self-portrait and when depicting the whole figure, posture also contributes, and even the
space represented gains in importance.

5. Not only in capturing the dynamic movement of a figure is it relatively difficult to
observe and, linked to that, draw l)oclily extremities, finely worked forms, the face, hands
and legs, because these forms give the expression of movement a totality and a persuasive
force in the drawing. Linked also to the process of seeing and drawing are problems of
clrawing perspective.

6. Japanese Sumo wrestlers, I should like to draw them even though they are quite alien to me.

7. Henri Matisse’s Venus {1052), that most radical figure cut out of paper, drawn with
scissors, This technique urges one to a definitive decision, or put more precisely, does not
give any possibility of correction. The strengtli of avery short moment in clrawing,
presentecl in this way, fascinates me.

8. Honoré Daumier, the way he chisels basic lines into stone and from them conjures up
shapes which finally become figures. In his drawings he is unusually courageous and
achieves such intense contrasts of light and shade in them, that tlney remain topical to this
clay. Pablo Picasso has an extremely penetrating line and displays an inventive freedom in
his clrawings. [ like Max Ernst for his surreal tllinl(ing and the way he translates it into his
drawings, and Alfred Hrdlicka who is uncompromisingly specific. I regard all four of these
personalities at the present time as the best clrauglirsmen.

9. {not responde)
10. The portrait was drawn by Sebastian Koch

prof. Valy Wahl, Fachhochschule Mainz
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1. Media artists today can work the same as footballers, They need only a mobile phone for
that, This modern Faust-like tool will prove to digitalise everything, only drawing will elude it.
The tools of work: a body, light and sound, an additional colouring mixture, projection.

And the projection is completed with a white cube - and the entire walls in a house - after aH,
it’s fluid, isn’t it.

A nude in motion, with a voice, an advantage: from the model comes a protagonist, from an
object an active subject.

2. Especially interesting in a model is the human factor. Portrayal of a naked human figure is
not too common in the art of video - but neither is the portrayal of animals. And 1 reaﬂy
don’t know why, since my work is full of live bodies.

3. With the video camera we usually do a depiction of a clothed person - because the
person behind the camera is too close to the action, too close to the behaviour.
A nude person recorded on film or l)y video camera still remains taboo.

4. When working with the camera I feel closer to portraiture. | am thus closer to the voice,
to the emotion, Communication seems more immediate.

5. All parts are good - the whole body is the best. I am concerned with the variety of
expression, the variety of perspective and a polyvalent expression, with the kind we used to
see in the history of fi]m, among others in Kulegov who, for example, made up a woman
(a film illusion of a woman that is) from fragments of other women,

6. Who? Big children, small parents, equal in size.

7. At the moment I haven’t got any human figures on the walls at home, neither modelled
nor drawn. I do however, have a horse by Penck and a colour by Tépies.

8. Honoré Daumier, the way he chisels basic lines into stone and from them conjures up
shapes which finally become figures. In his drawings he is unusually courageous and
achieves such intense contrasts of light and shade in them, that they remain topical to this
day. Pablo Picasso has an extremely penetrating line and displays an inventive freedom in
his drawings. T like Max Ernst for his surreal thinking and the way he translates it into his
drawings, and Alfred Hrdlicka who is uncompromisingly specific. T regard all four of these
personalities at the present time as the best draughtsmen.

9. {not responded)

10. (not responc]ed)

prof. Hartmut Jahn, Fachhochschule Mainz
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1. We live in an age when drawings, in the form of graffiti, proliferate on bridge piers,
industrial architecture and on public buildings. That isn’t, in principle, bad, providing these
drawings in their form and content do not become boringly similar to one another. A cannon
of uniformity will arise which only creative individ uals from outside can break again. “The art
of drawing’ would here be able to effect a certain remedy. The question of motifs could be
answered only by each artist individually.

2. From an anthropocentric viewpoint the concept of a figure can only treat of the human figure,
This idea is culturally encoded, therefore, figure drawing also always means a drawing of

a human being. Drawing animals was always a secondary aspect of figure drawing in the sense
that animals were, for the most part, portrayed only as a popular background to a person.

A special difficulty when clrawing animals is caused by the fact that animals, unlike human
models, are hardly ever at a standstill. The keen draughtsman of animals must have the eye of an
artist and the knowledge of a biologist who has studied the behaviour of his models in depth.

3. Neither a drawing of a nude nor a drawing of clothed people is easy. When drawing
anude a ]arge form stands at the centre of one’s attention, which is genera”y more easily
grasped. Against that clothing complicates a drawing, in that the basic form is covered and
impeded by diverse materials and textiles, An amalgamation of material and folds has its
own laws which make finding the form more difficult.

4. When c]rawing a figure the form can be transformed into freely rhythmically led lines.
This does not apply so much now with a portrait drawing, if it is assessed accorc]'mg to

a superficial similarity with the model. A further difficulty of doing a portrait lies in the fact
that, apart from a formal likeness, the character of ‘the sitter’ must also be captured.

5. Everything is difficult, the hardest for me is to draw hands.

6. Everyone and anyone.

7.1 like all good drawings. Good drawings are those which correspond to my pretensions to
form and which in some way touch me.

8. There are many brilliant C]raughtsmen, from Michelangelo up to the present time. | have
a special lﬂ(ing for Goya, Egon Schiele and Horst Janssen. Both the last named were
excluded, as mad draughtsmen, from contemporaneous cultural events by their
contemporaries.

9. I don’t know now.

10. (not respondecD

prof. J6rg Osterspey, Fachhochschule Mainz
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1. The sealing of my dentist.

2. The only time that they are not moving is when they are sleeping and T cannot imagine to
draw someone with their eyes closed.

3. Hitchcock said that a half naked woman is much more interesting than a totally naked
woman, because you can imagine more things.

4. (not responded)

5. The best: hands, the worst: elbows.

6. Androgyne.

7. The young man by Picabia.

8. Marc-Aur le Fortin, His trees were unforgettable.
0. No technical skills.

10. (not responded)

prof. Sylvia Pagé, Fachhochschule Mainz
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1. Comparisons are odious! I can’t play football in the bath. But draw yes! Apart from that:
football is an activity which is fleeting, Drawing leaves traces, We can see how people drew
twenty thousand years ago in Lascaux and elsewhere, Whether they played football, we don’t
know. They certainly kicked bones about. But is it a cultural act? When I see the concomitant
phenomena which goes with football, T have my doubts.

2. Were animals really never used as models? People are mammals, therefore a part of nature, As
far as I know there is no reason here why animals couldn’t serve as models, Drawing animals can
be the same as drawing people, an extremely difficult task, We do it all too rarely, By paying
insufficient respect to other creatures and to nature in general artists only prove to show
mankind‘s self-centredness.

3. No. It isn’t easier. On the contrary: to draw a clothed figure so that under the clothing we
sense the naked body is harder, because for that more experience and ability is necessary,

4. The face is part of a human being, therefore a part of a drawing of a nude. T can’t say,
therefore, whether I prefer to do a portrait or draw a nude. Even though: the demand for
similarity to the model can seem more cogent with a portrait drawing than with a nude. And
also: so many naked bodies do not run about the world - heads yes.

5. Every draughtsman or draughtswoman would certainly answer: everything that is round
and full, The hand, a row of fingers on the nose or the curved shape of the external ear
aren’t, however, so attractive as a well-formed bottom or bosom.

6. Not anyone can sit as a model. There are many gifted and not gifted models. I prefer the
gifted ones! They have natural poise and movement, One must not ‘flex” them., And we must
not forget: models can have an erotic charge. No draughtsman or draughtswoman would deny
that that does not have any effect on their c]rawing expression.

7. There are many drawings which T would like to have around me and which T would never
tire of looking at. Among these T would include the magnificent drawings of Andrew Wyeth
who, unfortunately, only a few people here in Europe know. One of his most beautiful
drawings is ‘Helga with a tree’, pencil, 1073,

8. Besides the genius of Horst Nanesen the American Andrew Wyeth is for me one of the
greatest draughtsman of the 20th century. His talent for observation, the sense and passion
for unpretentious motifs, the tension between a precise transfer and a far—reaching abstract
condensation is unique and the tenacity by which he does not let himself be muddled by
modern trends deserves greater attention,

9. I do not know. It could not have been too bad, else T would have remembered it.

10. I'll have a think about it.

prof. Albrecht Rissler, Fachhochschule Mainz
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1. I should like to draw in an empty three-dimensional space. I wouldn't like, however, to
‘cover’ it with drawings, I am concerned rather with the desire to be able to see three
dimensional drawings.

2. Animals should be used as models much more. With them a new world is opened up,
a different bodily sensation, a different logic, different thinking. It is, however, naturally
harder to think like a worm and to see like a worm. Therefore, it is also harder to draw

a worm than to draw a human,

3. (not responded)

4. The portrait has interested me since I saw an exhibition of Antonella da Messina, This
Renaissance painter managed to portray people such that his models after centuries watch
the the viewer, as if they were unhappy that they must be stuck in a picture and that at any

moment they will get down out of the picture.

5. Human thoughts and mental images are the best and the most difficult to draw. But are
they parts of the body? I think so.

6. My thoughts,

7. Too many.

8. Dieter Roth. As a draughtsman he has penetrated thinking to this day in the most detail and
an abstract clrawing with him is linked to an objective drawing; he was a pioneer in fine art and
printmaking,

0. (not responded)

10. (not responded)

Philip Pape, Fachhochschule Mainz
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Zivotopisn data

1957-1961
1061—1064
1064—1068
1069

1970

1972
1970-19080
1080-2005

od 2005
2005-2007

CV Data

1957—1962
1961—1965
1964—1969
1969

1970

1972
1970—1980
1980—2005

since 2005
2005—2007
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prof. Valy Wahl

V3t odbornd skola v Kaiserslauternu, grafika ~ design
svobodné povolini ~ graficka a designerka

gymnazidlni profesorka

studijni pobyt ve Francii, Isigny, PaiZ

asistentka na Um&leckoprimyslové gkole v Mohuti

pracovni tivazek na Vysoké skole uméleckopriimyslové v Mohui
vlastni designérsky ateliér a skola kresleni v Mohudi

profesorka na Vysoké skole uméleckoprimyslové v Mohugi pro
volny design® a kresleni

v diichodu

pracovni tvazek jako profesorka kresleni a spoluorganizétora
projektu Figurama

High School of Fine Arts Kaiserslautern, graphic art-design
free-lance drawer and designer

high school teacher

study stay in France, Isigny, Paris

assistent at the School of Applied Arts Mainz

lecturer at the Academy of Applied Sciences Mainz

leading her own design studio and school of painting in Mainz
professor at the Academy of Applied Sciences Mainz in “free design”
and drawing

on pension

the Academy of Applied Sciences Mainz, lecturer in dmwing
and co-organizer of the Figurama project



Valy Wahl, Strach ~ Fear, lak a tiskaiskd barva na kartonu ~ lacquer
and print colour on cardboard, 97,5 x 120 cm

Valy Wahl, Krajina ~ Landscape, lak a tiskaiskd barva na kartonu ~
lacquer and print colour on cardboard, 97,5 x 120 cm
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Susanne Keller
akryl na papire ~ acrylic on paper, 69,5 x 99 cm
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Susanne Keller
akryl na papie ~ acrylic on paper, 69,5 x 99 cm



Susanne Keller
Susanne Keller, KoldZ, akryl na papive ~ Collage, acrylic on paper, 70 x 100 cm
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Frauke Eilks
akryl a tuha na papive ~ acrylic and gmphite on paper, 72,5 x 100 cm




Frauke Eilks
akryl a tuha na papive ~ acrylic and graphite on paper, 72,5 x 100 cm
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Florian Ruhig
akryl a tuha na papive ~ acrylic and graphite on paper, 60 x 90 cm
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Andre Groger
akryl a tuha na papive ~ acrylic and graphite on paper, 62 x 98 cm
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Andre Groger
Koldz, akryl a barevné papiry ~ Collage, acrylic and coloured papers, 68 x 90 cm
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Wioletta Salo
akryl na papire ~ acrylic on paper, 69,5 x 90 cm
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Wiboletta Salo
akryl na papiie ~ acrylic on paper, 70 x 100 cm
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FlaRIAL dfmam

Florian Schmitt
Rytmus §tétce ~ Rhythm of Brush, akryl na papive ~ acrylic on paper, 70 x 100 cm
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Florian Schmitt
akryl, pastelka a tuha na papire ~ acrylic, colour pencil and graphite on paper, 61 x 86 cm
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Sebastian Koch
akryl a tuha na papive ~ acrylic and graphite on paper, 61 x 90 cm
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Sebastian Koch

I

~7

k#da na papire ~ chalk on paper, 63 x 88 cm
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Sebastian Koch
akryl a k#da na papite ~ acrylic and chalk on paper, 70 x 100 cm
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Sebastian Koch
monotypie ~ monotype, 39 x 71 cm
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Sebastian Koch
Dievorez ~ Woodcut, 43 x 61 cm
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Wolf Schrader
monotypie a kulickové pero ~ monotype and ball-point pen, 61 x 90 cm
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Sebastian Haslauer

Rytmus stétce ~ Rhythm of Brush, akryl na papiFe ~ acrylic on paper, 63 x 88 cm
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Kristina Will
Rytmus stétce ~ Rhythm of Brush, akryl na papiFe~ acrylic on paper, 63 x 88 cm
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prof. Stefan Enders

Zivotopisnd data

Stefan Enders studoval malbu na Vysoké skole vytvarného uméni v Mohuti a na Akademii
vywvarnych uméni v Diisseldorfu. Po studiu malby a detnych malizskych vystavich se cent-
rum jeho vytvarného zéjmu stéle vice presouvalo k fotografii. Fascinoval ho blizky a p#imy
kontakt mezi fotografii a realitou, a proto se rozhodl pracovat jako fotoZurnalista, Nigkolik
let pravidelng ptispiva do dasopisu Spiegel, Stern, Focus a dalich reportdZnimi a portrétni-
mi forografiemi; pracuje také pro dasopisy Geo, Merian, Zeit, Manager Magazin, Capital
a dalgi, Fotografuje rovndZ pro volné projekty a vystavy. Za jeden z téchto projektd, ktery
vznikl na Barm@ v jihovychodni Asii, dostal v roce 2003 cenu Fuji Euro Press Photo
Award. Od roku 2005 pracuje jako profesor fotografie na Vysoké skole umgleckoprtimy-
slové v Mohuti. Zije v Koling nad Rynem.

CV Data

Stefan Enders (born 1958) sudied painting at art school in Mainz and at the Academy of Arts
in Diisseldorf, After completing his studies he put on several exhibitions as a painter, but
found that the focus of his interest was shifting more and more to photography. He was fasci-
nated by the close and direkt contact between photography and reality, and for this reason he
decided to work in photo journalism. For several years now, he has been a regular contributor
to Spiegel and Stern magazines, as well as working for a numer of other magazines, including
Geo, Merian, Zeit, manager Magazin,Cupital tec. In addition to this, he also works for free
projects and exhibitions. For one such project in Burma, in south-east Asia, he received the
Fuji Euro Press Photo Award in 2003, Since 2005 he works as a professor of photography at
the University of Applied Sciences in Mainz. Stefan Enders lives in Cologne, Germany.
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Stefan Enders
Manila

Stefan Enders
Filipiny - Phillipines
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Katharina Dubno
Mezi Zasy, ndvdtdva v mé vlasti, v Polsku ~ Between the Times, on a Visit to My Native
Coutry, Poland
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Katharina Dubno
Mezi &asy, ndvitéva v mé vlasti, v Polsku ~ Between the Times, on a Visit to My Native
Coutry, Poland
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Linda Breidert
Zkroucené postavy ~ Twisted figures, malba svétlem — svétlo lampy pii oteviené
expozici ve tmé ~ painting with light, lamplight by opened shutter in the darkness
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Linda Breidert

Zkroucené postavy ~ Twisted figures, malba svétlem - svétlo lampy p#i oteviené expozici ve
tmé ~ painting with light, lamplight by opened shutter in the darkness
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Marius Hill
kresba laserem, malba svétlem — svétlo lampy p#i oteviené expozici ve tmé ~ drawing with
laser-pointer, painting with light, lamplight by opened shutter in the darkness



Vera Petereit

malba svétlem - svétlo lampy pfi oteviené expozici ve tmé ~ painting with light, lamplight by
opened shutter in the darkness
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Vera Petereit
malba svétlem — svétlo lampy p#i oteviené expozici ve tmé ~ painting with light, lamplight by
opened shutter in the darkness
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MY DRESSHES
e
r o -

Vera Petereit
malba svétlem — svétlo lampy p#i oteviené expozici ve tmé ~ painting with light, lam-
plight by opened shutter in the darkness
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Thomas Weitzel
malba svétlem — svétlo lampy p#i oteviend expozici ve tmé ~ painting with light, lam-
plight by opened shutter in the darkness
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Peter Rech

malba svétlem — svétlo lampy p#i oteviené expozici ve tmé ~ painting with light, lamplight by
opened shutter in the darkness
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Susanne Haag
Portréty ~ Portraits
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Frauke Boensch

10 osob a jejich 3 osobni pFedméty na 30 m*~ 10 Persons and Their 3 Personal
Objects on 30 Square-metres
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Malba svétlem

Fotografie tiplng jinak - nikoli clona oteviend na zlomek vtetiny, nikoli zéznam okamziku
nadeho Zivota. Otevieli jsme expozici v noéni tmé — a nechali ji otevienou. Potom jsme
zadali osvétlovat svét — ptedméty a osoby — lampami, baterkami, laserovymi paprsky, zables-
kem zapalovade a ,malovali“ tak na film. Kousek po kousku - vZdy jsme se pohybovali
dostaten@ rychle, aby se n4s vlastni obraz nedostal na film - jsme tak malovali svét lampa-
mi na préazdné ,platno filmu,

Vznikly obrazy reality, jakou jsme v ,redlném® svét& nikdy nevidgli.

Kazda z praci je vysledkem fotografické expozice; z4dné z t&chto d&l nebylo dopracovano
digitalng ani jakkoli jinak.

Painting with Light

Photogmphy na completely different way - not the opening of the shutter for a fraction of

a second, not the “record” of a moment in our life. No — we opened the shutter of the camera
in the darkness of the night — and kept it still opened,

Then we started to illuminate the world, the objects, the people with lamps, torches, laser-poin-
ters or the flash of a cigarette lighter and “painted” this so on the film. Bit by bit — always pay-
ing attention to keep on moving quick enough to present that our own image will appear on
the film — we painted the world with the brushstroke of our lamps on the empty “canvas” of the
film. There have been created pictures of the reality we have never seen in the “real” world.
Every piece of work is the result of the photographic exposure; there have not been any digital
finishing touches with photoshop or anything else.
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prof. Hartmut Jahn

Zivotopisna data

Profesor filmové tvorby a videotvorby
Prednasi na Vysoké skole umeleckoprimyslové v Mohudi, katedra média - design,
média zaloZend na dase

1955 narozen v Hannoveru, Zije a pracuje v Berling a Mohudi

1083 zaloZeni vitvarného ateliéru ,Confu-Baja-Video® v Berling

1086 Némecks filmové cena, nominace
Filmovy festival v Corku: nejlepsi evropsky kratky film

1094 ZKM Karlsruhe: Némecka cena za videouméni za dilo ,Akt: Tnge*

1006 Akademie uméni, Berlin: ,sonambiente®

1007 Martin-Gropius-Bau, Berlin; ,Obrazy z Némecka“
(Deutschlandbilder)

1008 cena 8, Marler Videokunstpreis

200 film ,Starbuck - Holger Meins®

2002 New Tate Gallery London: Pandemonium Festival of Moving Images

Muzeum moderntho uméni, New York: ,Nové némecké filmy*
ZKM Karlsruhe: ,bilder| codes# 1992-2002”
Niérodni galerie v Berling: ,Prostory XX. stoleti I11¢

2003 Muzeum plastiky Glaskasten, Marl: ,Plastika na rozhrani
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2004 Foro Artistico - mezinarodni férum medidlniho uméni, Hannover:
,Zapnéte si televizi! Na névitdv u prikopnikd FLUXu“ /FLUXUS
pioneers revisited/

RMIT Gallery, Melbourne: Némecké videoum@ni 2000-2002
Platform Garanti, Istanbul; Némecké videoumeni 2000-2002

2005 Festival evropského medialntho uméni, Osnabriick;

Berlin Alexanderplatz: P#ibghy mestského uméni (Urban Art Stories);
Biendle uméleckého filmu, Kolin nad Rynem

2000 K21 Diisseldorf: 40jahrevideokunst.de - Digitilni dédictvi
Kunsthalle Bremen: 40jahrevideokunst.de - 60. léta
Lenbachhaus Miinchen: 40jahrevideckunst.de - update 06
Muzeum vytvarnych uméni Lipsko: 40jahrevideokunst.de -
Revision.ddr
Hartmut Jahn, ,Babylon Circus*

Verlag fiir Moderne Kunst, Niirnberg 2005
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CV Data

Professor of Art of Film and Art of Video
Lectures at the College of Applied Art in Mainz, department of media-design,
time-based media

1955 born in Hannover, lives and works in Berlin and Mainz
1983 founded the art studio ‘Confu-Baja-Video® in Berlin
1986 German film award, nomination
Film festival in Cork: best european short film
1994 ZKM Karlsruhe: German award for videoart for the work ‘Nude: Inge’
1996 Academy of Art, Berlin: ‘sonambiente’
1997 Martin-Gropius-Bau, Berlin: ‘Pictures from Germany’ (Deutschlandbilder)
1998 prize 8th Marler Videokunstpreis
2001 film ‘Starbuck — Holger Meins'
2002 New Tate Gallery London: Pandemonium Festival of Moving Tmages

Museum of Modern Art, New York: ‘New German films'
ZKM Karlsruhe: “bilder| codes# 1992-2002"
National Gallery in Berlin: “Premises 20th century I11”
2003 Museum of sculpture Glaskasten, Marl: “Sculpture on the boundary
2004 Foro Artistico — international forum of media art, Hannover:
“Turn on the television!” (FLUXUS pioneers revisited)
RMIT Gallery, Melbourne: German video art 2000-2002
Platform Garanti, Istanbul: German video art 2000-2002
2005 Festival of European media art, Osnabriick;
Berlin Alexanderplatz: Urban Art Stories;
Biennale of art film, Cologne
20006 K21 Diisseldorf: 40jahrevideokunst.de — Digital heritage
Kunsthalle Bremen: 40jahrevideokunst.de - 60s
Lenbachhaus Munich: 40jahrevideokunst.de - update 06
Mouseum of Fine Arts Leipzig: 40jahrevideokunst.de — Revision.ddr
Hartmut Jahn, “Babylon Circus”
Verlag fiir Moderne Kunst, Nuremberg 2005
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Hartmut Jahn
Jan Berg, Inge
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Neznimy autor ~ Unknown Artist
Ona - dlouhé nohy ~ She - long legs
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Neznamy autor ~ Unknown Artist
Ona - letadlo ~ She - aeroplane




Neznimy autor ~ Unknown Artist
Bluescreen studio
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Patrick Brucker
Okamiiky ~ Moments
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Dunja Abbas
Mu z obrazovky ~ The Screen Man
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Melanie Schmidt
Ona ~ She




Zivotopisn data

1042
1060-1064
1064-1970
1970-1975
1975-1983
1083-2007

CV Data

1942
1960-1964
1964-1970
1970-1975
1975-1983
1983-2007

@ 90

prof. Jrg Osterspey

narozen v Mannheimu

studium na Uméleckopriimyslové skole v Mohugi

BASE PR-Studio

BASF-hudebni produkce, Hamburk

vlastni ateliér designu ve Wormsu

profesura na Vysoké skole uméleckopriimyslové v Mohugi

born in Mannheim

study at the School of Applied Arts in Mainz

worked with the BASF PR-Studio

worked with the BASF-music production, Hamburg
design studio of his own in Worms

professor at the Academy of Applied Sciences in Mainz



Jorg Osterspey
Mrtvy pték ~ Dead Bird,
monotypie ~ monotype, 70 x 100 cm

Jorg Osterspey

J4 — Prithled, Vhled ~

Me - View through, Insight
monotypie ~ monotype, 70 x 100 cm
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Ange]a Schubert, Friedel Joerger
Ctverec 3 ~ square 3
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Angela Schubert, Friedel Joerger
Ctverec 5 ~ square §
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Katharina Miiller
Oblek, pohled zepFedu ~ Suit, view from the front
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Katharina Miiller
Oblek, pohled zezadu ~ Suit, view from the rear
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Linda Breidert
Létkové télo ~ Material Body
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Linda Breidert
Létkové telo ~ Material Body
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prof. Sylvia Pagé

Zivotopisn data

Narodila jsem se v Kanad&, T#i roky jsem tam studovala film a komunikaci na anglicke' uni-
verzitd a t¥i roky d&jiny uméni na francouzské univerzitd, Pro svou magisterskou praci jsem
napsala 171 stran o scendristice. Jsem filmova reZisérka, mou prvni profesiondlni praci byl
35 mm trikovy film, krery jsem natodila pro Kanadskou narodni filmovou radu (National
film Board of Canada). Mym poslednim filmem byl 48 minutovy esej o ,uméni svid&t
pro Sender Arte,

Osm let jsem prednédsela na univerzit& Johanese Gutenberga na katedte filmové védy, M4
prace m& napliiuje nadsenim kazdy den, protoze kazdy film a kazdy kurz je nové dobro-
dru#stvi, keeré spoledn@ proZivam se zajimavymi lidmi a sytim p¥itom svou Zizeii po védeni.

CV Data

T was born in Canada. T studied film and communication there for three years at an English-
speaking university, and the History of Art for three years at a French-speaking university,
For my MA I wrote 171 pages about the art of scriptwriting. T am a film director; my first pro-
fessional work was a 35 mm cartoon film, which I shot for the National film Board of Canada.
My last film was a 48 minute essay on ‘the art of seduction’ for Sender Arte.

1 lectured for eight years at the University of Johanes Gutenberg at the Department of Film
Science. My work fills me with enthusiasm every day, since every film and every course is
a new adventure, which I live through in company with interesting people while gratifying my
thirst for knowledge.
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Obraz Dossa Dossiho, pouzity ve filmu Sylvie Pagé Hra s ohném ~ A picture by Dosso
Dossi, used in Sylvie Pagé’s film A Play with Fire
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Johanes Ludwig, Sascha Gerdts
krgtky film Adamovo jablko ~ short film, Adam’s apple
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Christian Effenberger
krétky film Zivot Benda Bojného (Bohne) ~ short film, The Life of Bend Bohne
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Thomas Kaufmann
krgtky film Experimentdlni studie ~ short film, Experimental study
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Karolin Gortler
krgtky film ,Frigid“ ~ short film, ‘Frigid*
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Zivotopisna data

Narozen 1044
1958-1961
19062-1966
1963
1066-1909
1969-1971
1971-1980
1081-1088
1995
19088-2007

CV Data

Born 1944
1958-1961
1962-1966
1963
1966-1969
1969-1971
1971-1980
1981-1988
1995
1988-2007
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prof. Albrecht Rissler

vyudil se dekoratérem

mali# plakatd

prvni samostatnd vistava plastik, kreseb a malby

stiedoskolské vzdelavani, grafik ve svobodném povoléni

studium uditelstvi

odborny uéitel pro muzicko-technické obory

vytvarnik ve svobodném povolani, zalozenti ateliéru ilustrace
vydava knihu ,Kresleni - na cestd s tuzkou a skicikem®

profesor kresby a ilustrace na Vysoké skole uméleckopriimyslové
v Mohuti

apprenticeship as decorator

painter of posters

first one-man show of sculpture, dmwings and paintings

secondary school education, freelance graphic artist

teaching course

specialist teacher for applied art

freelance artist, founding of a studio for illustration

published book: ‘Drawing — on a journey with pencil and sketchbook’
professor of dmwing and illustration at the Academy of Applied Sciences
in Mainz



Albrecht Rissler
Bfizy ~ Birch Trees, akryl na papife ~ acrylic on paper, 87x110 cm, 2007

S
T Vs
!

Skéla 1 ~ Rock 1, akryl na plétné ~ acrylic on canvas, 100x120 cm, 2007
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Mandy Schlundt
Buber
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Regina Gail
Buber

e 13



Zivotopisna data

1066
1088
1990
1990-1996
19099-2002
2002

2005

CV Data
1966
1988
1990
1990-1996
1999-2002

2002
2005
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prof. Philip Pape

narozen v Kielu

zam@tnan v nakladatelstvi Rainer-Verlag v Berling

v Berling zalo?il nakladatelstvi Stop Over Press

studium na Vysoké skole vytvarnych uméni v Berling a na Central
Saint Martin’s College of Arts and Design v Londyng

asistent v oboru védy o uméni na Vysoké skole vytvarnych uméni
v Hamburku a vydavatel v nakladatelstvi Material-Verlag

profesor konceptudlni tvorby na Vysoké skole uméleckoprimyslové
v Mohudi

zastupce teditele Institutu Designlabor Gutenberg - Institutu pro
interdisciplinirni projekty designu a transfer technologii

born in Kiel

Employed in Rainer-Verlag publishers in Berlin

Founded Stop Over Press publishing house in Berlin

Courses at College of Fine Arts in Berlin and at Central Saint
Martin’s College of Art and Design in London

Teaching Assistant in Art Science at College of Fine Arts in Hamburg
and Editor in Materigl-Verlag publishers

Professor of Conceptual Art at College of Applied Art in Mainz
Deputy Director of Institute of Designlabor Gutenberg - Institute for
interdisciplinary design and technology transfer projects



Philip Pape
Armatura ~ Pipe fittings, tus ~ Indian ink

Philip Pape
Treni ~ Rubbing-down, tu§ ~ Indian ink
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Nadine Grasmiick
Diplomovd préce ~ Diploma work
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Saskia Bannasch
Blijven znamend ziistat — pitbehy, ty zilstdvaji ~ Blijven means endure - stories, they endure

Blijven je mddni znacka, kterd své médni kolekce sestavuje vihradné z textilii ze second
handu, sbirg pribehy téchto textilii, pide je a vteluje do nové vznikajicich satdl,

Blijven is a fashion label whose collection is made up exclusively from second-hand textiles.
Tt collects the stories of these textiles, writes them down and incorporates them into the newly
created clothes,






Vysoka skola uméleckopriimyslova v Praze

Academy of Arts, Architecture and Design Prague
Kresleni ~ Figural Drawing

Vedouci oddgleni ~ Head of the Department
prof, ak. mal. Boris Jirkd

prof. ak. mal. Boris Jirki
Kresleni ~ Figural Drawing
MgA. Radek Petidek
Kresleni ~ Figural Drawing
Mgr. Libor Kaldb
Kresleni ~ Figural Drawing

Vysokd skola umgleckopriimyslova v Praze
Némésti Jana Palacha 80/3
CZ ~ 116 93 Praha 1

Tel.: +42 2510 98 111
e-mail: bjirku@vsup.cz
WWW.VSUp.CZ






1. Kresba m4 néco spoleéného s kopanou. TotiZ to, Ze k ni neni tieba Zadného
zvl4stniho naédini, vybaveni ani prostitedi. Jako u fotbalu stadi mié a kus rovného
mista, u kresby stadi tuzka a papir - a nékdy ani tolik netieba. A miiZe si to zkusit
kazdy... Papir oviem neni jediny material, na kterém je mozné kresbu uskuteénit.
Co byste r4d pokreslil nebo vidél pokreslené? (A doplitujici otdzka - &im, jakym
motivem?)

2. Kdyz se iekne figuralni kresba, mysli se tim kresba lidské postavy, podle modelu-
&loveka. Proé se jako modely nevyuzivaji zvitata? Bylo by t&Z3i je zachytit, anebo je
jejich ztvarnéni naopak pi#ilis snadné ve srovnéni s Elovekem?

3. A tekne-li se figurdlni kresba, mysli se tim nejen lidskd postava, ale také naha lidsk4
postava. Bylo by snad - ve srovnani s aktem - o tolik snazsi zpodobnit oblegeného
&lovéka?

4. Jaky je vztah figurdlni a portrétni kresby? Kterd z téchto disciplin je vam bliZsi
a prod?

5. Ktera st lidského téla se (vam) kresli nejlépe - a kterd nejhiie?
6. Koho byste rad (na)kreslil? (Koho byste si pial jako model pro figuralni kresbu?)

7. Kterou kresbu méte mimo#ddné rad? (Kterou kresbu byste rad mél doma na zdi -
proé?)

Ny

8. Kterého kreslite si nejvic vizite - a pro&?

Ny

0. Vzpominite si na svou nejhorsi skolni zndmku z kresleni - a za co jste ji dostal?

10. A nakonec ani ne tak otdzka, jako prosba: Mohl byste figuraln zobrazit sam sebe
(zajimavé, Ze autofigury na rozdil od autoportréti prakticky neexistuji...), ptipadné
mohl byste se nechat figuralng (pipadng alespoit portrétng) nakreslit od nékterého

ze svych #aki - a poskytnout ndm tuto kresbu pro reprodukovéni v p#istim katalogu
Figuramy?
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1. To je pFesné, minimum prostiedkd a materidlu, Pouze &ist4 idea a tvilrce, Kresba je
vrchol vitvarného mysleni, Rad kreslim na klasické a kvalitni materialy, rueni papir, kiidovy,
akvarelovy, libuiji si v uzivani riznych druhd papird, dieva, sololitu, skla. Jedtg jsem nekreslil
na pergamen, Lékalo by mne pokreslit staré materily, které uz maji patinu., Samoziejm@
figurdlnim motivem. Figura je mdj vesmir - krajina.

2. Clovék je pro nés nositelem nejvétitho mnozstvi vizudlnich informaci, které jsme viibec
schopni predist. Nejen prostor, stavba, perspektiva, amorfnost, vek, ale i emoce, vzpominky,
sloZité i vzdjemné vztahy a v neposlednim p#ipadg ztotoZnéni a veiténi. Pokud umite
nakreslit sebe (pokud umite své oko, umite nakreslit odi viech lidi a odvodit oéi vieho
#ivého), umite nakreslit vie, co se ve vesmiru na chvili zastavi, a pokud v jste zkugent i vie,
co si umite piedstavit. MGzete stvofit své vlastni vesmiry.

3. Jako u studia mediké, my nutn@ potFebujeme zndt anatomii, zvl43t plastickou anatomii,
kter je zdkladem pochopeni stavby, proporci ve zkreslujici se prostorové perspektive,
hybnosti a ergonometrie. Znalost lidské figury je znalost métitka pro design vyrobkd

i architektury. Obledeni zakryva studovany objekt, to je jako byste portrétovali Zenu v burce
a se zdvojem zahalenyma otima.

4. Souddstl figuralni kresby je portrét, souddsti portrétu neni figurdlni kresba, Ale st
obsahuje celek. U portrétu je tzv. skrytd figura, je pritomna i kdyZ neni nakreslena.
Nedglim, miluji obé ale jen ve vrcholné kvalitg,

5. Nejvice vyrazu a emoci je skryto v oblideji, rukou a nohou. To jsou mé oblibené partie,
ale samoziejm@ pro nékoho to miize byt u prvotnich nebo druhotnich pohlavnich znakd.
ZdGraznénim nebo zaostienim na urdité partie jim doddme dérazu. Nejhdie obecné se
kresli noha zeptedu a tsmév z podhledu.

Mné se vie kresli nejlépe.

6. 1. Gandiho, papeZe Pavla IV,, Shakespeara, Paganiniho, Komenského, Grunwalda,
kralovnu Alzbétu etc......

2. Véstonickou Venusi, Amazonky, Odyssea.

7. Egon Schiele - divd piilake 1017, jinak cokoli od n&j. Geniélni, &isté a emotivni.

8. Jen namétkou: Rembrandt, Holbein, Leonardo, Michelangelo, Picasso, Matisse,

C. Orozco, Soutine, Grosz, Klimt, Kokoschka, Schiele, Pascen, G. Doré, Manzd, Vachal,
Toayen, Burian, Medek, Tichy, Brunovsky, Kokolia,......

Je to vrcholné poznani, dotykani se vesmiru v jeho dstedce a vrcholné femeslné podéni

a poznani.

0. Ve druhé t#ide dvojku, za to 7Ze jsem nakreslil stromy &ernd, Po vysvétlent, Ze stromy jsou
diteva, tak jsou hnddé (dodnes jsem to nepochopil). Kresba byla to jeding, co jsem umal.
10. Neni problém. Zadéni je to zajimavé, zatim jsem dglal jen autoportréty, Nakreslim se.

prof. ak. mal. Boris Jirki
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1. Co mé byt pokreslené, at je pokreslené.

2. Zvitata nepostojl. Jim je jedno, Ze je nekdo kresli, To m& na nich stve.

3. Tézko se mi kresli, kdyZ nevim, co je pod obledenim.

4. Nevim.,

5. Nejhdte se mi kresli, kdyZ mi to nejde. Pak je jedno, kde se na figute pohybuii.
6. Rad bych se naudil kreslit viechny lidi. Kazdy mé4 n&co, co stoji za nakresleni.
7. Rad si na kresbach pochutnévim, ale Z4dnou vyhrandnou nemam.

8. Vazim si kreslite, ktery hodn& mak4 a ned4 se odradit,

0. Nevzpomindm, ale dpatnych kreseb mim dost.

10. (bez oc]povédi)

MgA. Radek Petiice

1. Odlidgtené prazdné plochy mést, parkovistd, letistd, zdi atd. Mésta by pak z rilznych
pohledd vypadala jako jeden obrovsky, ale riiznorody umélecky komiks (hlavng by byl
zajimavy pohled shora - tieba pro ufouny).

2. Zvitata nejsou urditd jednodussi! Statt mistti kreslili zvitata hodnd a radi. Prog tomu
neni tak dnes, nevim! Snad to souvisi s odtrZenim lidstva od piirody.

3. Udglat skvelou kresbu obledeného lovaka je stejné tak t&zké jako ak.

4. Portrét a akt - jsou to spojené nadoby, které se od sebe nedaji oddzglit.

5. Nejlépe hlava a ruce, nejhie - nevim.

6. Shluky bezdomovci kolem Hlavniho nadrazi v Praze.

7. Mimot4dng réd mém viechny mimo#adné skv@lé kresby {od Altamiry po soudasné
autory, samoziejm i nade studenty).

8. Je to stejné jako u odpovédi dslo 7.

0. Nejhorsi jsem dostal 3 minus - za tplng rozpitou kresbu rudoarmgjcdl s nédpisem SSSR.
10. (bez odpovédi)

Mgr Libor Kalib
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1. Drawing has something in common with football: no special kit, equipment, or set-
ting is necessary. As in football, where a ball and a flat place will do, in drawing a pen-
cil and a piece of paper will do - and sometimes not even that much is necessary. And
anyone can try it... Of course, paper isn’t the only material which you can produce

a drawing on. What would you like to cover with drawings or to see full of drawings?
(And a supplementary question: with what kind of theme?)

2. When one says a figure drawing, one has in mind a drawing of a human figure,
after the model of a person. Why aren’t animals used as models? Would they be hard-
er to catch or, alternatively, would their representation be too easy compared to

a human?

3. And if one says a figure drawing, does one have in mind not only a human figure,
but also a nude human figure. Would it perhaps - in comparison with a nude - be

much easier to pottray a clothed person?

4. What is the relationship between a figure and a portrait drawing? Which of these
disciplines do you feel closer to and why?

5. Which part of the human body do you draw best - and which the worst?
6. Who would you like to draw? (Who would you like as a model for a figure drawing?)

7. Which drawing do you especially like? (Which drawing would you like to have at
home on the wall - why?)

8. Which draughtsman do you think most highly of - and why?

9. Can you remember your worst mark at school for drawing - what was it for?

10. And finally not so much a question as a request: could you portray yourself as

a figure (it is interesting that a self-figure, unlike a self-portrait, practically does not
exist), or possibly have yourself drawn as a figure (or at least as a portrait) by one of

your pupils - and supply us with this drawing for reproduction in the next catalogue
of Figurama?

o 124



1. That’s it exactly, a minimum of means and materials, Just a fresh idea and a creator.

A drawing is the pinnacle of artistic thought. I like to draw on classic and good quality
materials: hand-made, chalk and water colour papers; | c]elight in using various kinds of
papers, wood, hardboard, glass. I still haven’t drawn on parchment. It would tempt me to
draw over old materials which a]ready have a patina; with a figure motif of course, The fig—
ure is my universe, my landscape.

2. For us a human being is the bearer of the greatest quantity of visual information which
we are, in general, able to read. Not only space, structure, perspective, amorphousness, and
age, but also emotions, memories, complex and mutual relationships and, by no means
least, identification and empathy. If you know how to draw you]‘sel)C (if you know how to
draw your own eye, you know how to draw everyone‘s and deduce the eyes of all the living),
you know how to draw all that comes to a halt for a while in the universe and, should you
already be someone of experience, also everything which you can imagine. You can create
your own universes.

3. As with courses for medical students, we necessarily need to know anatomy, especially three-
dimensional anatomy which is the basis of understanding structure, proportions in distorted
spatial perspective, mobi]ity and ergonomics. A I(how]edge of the human figure isa knowledge
of a standard for designing products and architecture, Clothing conceals the object to be studied,
it is as if you had done a portrait of a woman in a burka and with veiled eyes.

4. A portrait is a component of a figure drawing, a figure drawing is not a component of

a portrait, However, a part contains the whole. With a portrait there is a so-called hidden
figure, it is present even if it is not drawn. T don’t separate, | love both but only in the high—
est qua]ity.

5. Most expression and emotion is concealed in the face, hands and legs. They are my
favourite parts, but of course for some they can go with primary or secondary carnal signs.
When emphasising or focussing on certain parts we provide the emphasis.

1 generally draw the worst a leg from the front and a smile from below.

For me I draw everything the best,

6. 1. Gandhi, Pope Paul TV, Shakespeare, Paganini, Comenius, Grunwald, Queen Elizabeth etc...
2. Véstonice Venus, the Amazons, Odysseus.

7. Egon Schiele - girl half-naked 1917, otherwise anythmg by him, Ingenious, pure and emotive,
8. Just at random: Rembrandt, Holbein, Leonardo, Michelangelo, Picasso, Matisse,

C. Orozco, Soutine, Grosz, Klimt, Kokoschka, Schiele, Pascen, G. Doré, Manzti, Vachal,
Toayen, Burian, Medek, Tichy, Brunovsky, Kokolia,......

It is the ultimate knowledge, concerning the universe in its particle and the supreme craft
of presentation and recognition.

9. In the second class a two, because T drew trees in black, After an explanation that trees
are wood, so they are brown (to this day I haven’t understood that). A drawing was the only
thing I knew how to do.

10. No problem. The assignment is interesting, so far have only done self-portraits. I’ll
draw myself,

prof. ak. mal. Boris Jirki
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1. What should be covered with drawings, let it be covered with drawings.

2. Animals do not pose, They are indifferent if someone is drawing them, That annoys me
about them.

3. 1 find it difficult to draw when I don’t know what is under the clothing.

4. 1don’t know.

5. I draw the worst when it’s not going well. Then it is all the same what part of the figure
lam clealing with,

6. I'd like to learn to draw all people. Everyone has something that is worth drawing,

7.1 like to savour drawings, but T haven’t got anything that stands out.

8. 1 think highly ofa draughtsman who toils away undaunted.

0. I can’t remember but I've had plenty of bad drawings.

10. (not responded)

MgA. Radek Petiide

1. Dehumanized empty urban areas, car parks, airports, walls etc. Towns would then, from
various viewpoints, look like one huge but diverse artistic strip cartoon (above all that the
view from above were interesting — perhaps for the occupants of UFQs).

2. Animals certainly aren’t easier! The old masters liked to draw animals and drew them a
lot, Quite why it isn’t like that today, I don’t know! Perhaps it’s connected with humanity’s
separation from nature,

3. To doa good drawing of a clothed person is just as difficult as a nude.

4. A portrait and a nude - they are communicating vessels which cannot be separated from
each other.

5. The head and hands the best, the worst - I don’t know.

6. The clusters of homeless people around Prague’s Main Station.

7.1 especially like all exceptionaﬂy well done C]rawings (from the Altamira to
contemporary artists, our students as well of course).

8. It’s the same as the answer to number 7.

0. The worst I got was a 3 minus - for a completely runny drawing of Red Army soldiers
with the inscription SSSR.

10. (not responded)

Mgr Libor kalab
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Zivotopisna data

10. 4. 1955
1070—1974

1974—1980
od 1090

2006
2007

CV Data

prof. ak. mal. Boris Jirki

narozen ve Zling

studium na sup3 Uherské Hradistg,

obor malba v architektute a propagace

studium na avu v Praze u prof, Arnosta Paderlika,
obor monumentilni malba v architekeute
vyutuje figurlni kresbu na v3up v Praze

rektor viup v Praze

profesor a emeritni rektor VSUP v Praze

April 10, 1955 born in Zlin, Czech Republic

1970—1974
1974—1980
ab 1990

2006
2007

school of applied arts in Uherské Hradiste, painting in architecture
and publicity

study at the Academy of Fine Arts Prague, with prof, Arnost Pader-
lik, specialized in monumental painting in architecture

lecturer of figuml painting at the Academy of Arts, Architecture and
Design Prague

rector of the Academy of Arts, Architecture and Design Prague
professor and rector emeritus

Monografie ~ Monographies

Moje dZungle ~ Art et Fact, 2002
Druhé Treti oko ~ Volvox Globator, 2005
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Samostatné vystavy od roku 1097 (vybér) ~ One Person Exhibitions 1997 (Selection)

1997 Galerie vytvarného uméni, Znojmo ~ CZ
Galerie Masson, Zlin ~ CZ
Galerie Argo, Praha ~ CZ
vystavni prostory IPB, Praha ~ CZ
Laserové centrum, Praha ~ CZ
Center City, Praha ~ CZ
Galerie Jester, Ceskd Tiebova ~ CZ
19908 Pallfyho palac, Narodni galerie, Bratislava ~ SK
Univerzitni galerie, Plzeit ~ CZ
Galerie Na bagtg, Prostjov ~ CZ
Galerie U mistra s palmou, Nachod ~ CZ
1999 Galerie Vltavin, Praha ~ CZ
Galerie Ve vé7i, Pland u Mariénskych ldzni ~ CZ
Ateliér Simona, Ostrava ~ CZ
Mezindrodni knizni veletrh, Praha ~ CZ
Polygonélni stodola, Police nad Metuji ~ CZ
Galerie Milénium, Praha ~ CZ
Kostel Povydent svatého kiize, Moravsky Beroun ~ CZ
2000 Galerie Masson, Zlin ~ CZ
Palac Adria, Praha ~ CZ
Zémecka galerie Chagall, Karving ~ CZ
hvb Bank, Praha ~ CZ
2001 Galerie Peron, Praha ~ CZ
2002 Galerie La Femme ~ CZ
Galerie Cernd labut ~ CZ
Galerie Lapidérium, Praha ~ CZ
2003 Galerie Michalsky Dvir, Bratislava ~ SK
City Bank, Praha ~ CZ
2004 Galerie Chagal, Ostrava ~ CZ
Starom&stsk4 radnice, Praha ~ CZ
Rittstein, Jirkdi, Kokolia ~ 3 Czech artists, Canberra,
Brisbane ~ AUSTRALIA
Rittstein, Jirkdl, Kokolia ~ 3 Czech artists, Welington ~ NZ

Knizni ilustrace ~ Ilustrations

52 ilustrovanych knih, nap#. G. G. Mérquez, D. Charms, M. Bulgakov, B. Vian atd.
52 illustrierter Biicher z. B. von G. G. Mdrquez, D. Charms, M. Bulgakov, B. Vian usw.
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Zastoupeni ve sbirkich ~ Represented in Collections

NG Praha, Galerie Zlin, Galerie Pardubice ~ CZ
NG Bratislava ~ SK
Zetné sukromé sbirky ~ numerous private collections

Ceny ~ Prizes and Awards

1086
1089
2002

2002
2005

Boris Jirkd

Nejkrasngjsi kniha roku ~ the Most Beautiful Book of the Year
Nejkrasngjsi kniha roku ~ the Most Beautiful Book of the Year

Cena &sa za serigrafii Dodatek ke Zjeveni sv. Jana

~ &a Prize for the serigraphy ,The Amendment to the Revelation of St. John*
Evropské cena Salvadora Daltho za malbu ~ Salvador Dali Prize for painting
Cena ministerstva kultury SR za bibliofilii Cesta je prach, pocta Karlu Krylovi
~ Prize of the Slovak Ministry of Culture in the contest for the Most Beautiful
Book of the Year

Ilustrace z knihy ,,f]stav “« Mlustrations from Asylum
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Zivotopisna data

MgA. Radek Petiide

Narozen 1978 v Hoficich v Podkrkonosi

10907 -1000  Vy&di odborn skola restauradnich a konzervagnich technik v Litomysli
19099 - 2005 AVU, atelier restaurovani uméleckych d&l malitskych a d¥evénych poly-

2004 - 2007

CV Data

chromovanych plastik

Zaméstnan v ateliéru figuralni kresby prof. Borise Jirk@l na VSUP jako
asistent

Utast na vystavich Figurama

Boris Jirkd a ptatelé, Bechyng, 2006

Roman Morfinem, Radek Pettitek, Vilém Cech, vystava soch a obraz,
galerie Celebris, Hradec Kralové, 2006

Autoportrét s miizou, galerie La Femme, 2007

Born in 1978 in Hofice in the Krkonose foot-hills

1997 - 1999
1999 - 2005
2004 — 2007
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Technical School of Restoration and Conservation Techniques in Litomys!
Academy of Fine Art, School of Conservation of Pictorial Works of Art
and Polychrome Wooden Sculpture

Employed in Prof. Boris Jirkil's School of Figure Drawing at The School
of Applied Art as a Teaching Assistant; Exhibited at exhibitions
Figurama

2006 Boris Jirkil and friends, Bechyné

2006 Roman Morfinem, Radek Petiicek, Vilém Cech, exhibition of sculp-
ture and pictures, Celebris gallery, Hradec Krdlové

2007 Self-portrait with Muse, La Femme gallery
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Mgr. Libor Kal4b, odborny asistent

Zivotopisnd data

Narozen pied 42 lety ve znameni Lva.
1086 Skola umé@leckych #emesel Praha
1096 absolvoval ateliér malby u profesora Pavla Neslehy, akademického mali-
te, na Vysoké skole uméleckopriimyslové v Praze
V soudasné dob asistent figurdlni kresby na Vysoké skole umgleckoprtimyslové v Praze.

CV data

Born 42 years ago under Leo
1986 College of Arts and Crafts, Prague
1996 graduated at the School of Applied Arts, Prague under Professor
Pavel Nesleha, School of Painting,
At present Teaching Assistant for Figure Drawing at the School of Applied Arts, Prague.
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libor Kaléb
Noéni milra ~ A Nightmare, olej na dievé ~ oil on wood, 2007
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Zdengk Trs
kresba tuzkou ~ pencil drawing
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Zdendk Trs
kresba uhlem ~ charcoal drawing
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Zdengk Trs
kresba tuzkou ~ pencil drawing
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Ladislav Priicha
kombinovand technika ~ mixed techniques
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Zdengk Trs
kresba uhlem ~ charcoal drawing, Cena VSUP 2007 ~ VSUP 2007 Prize
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Veronika Prichodova
kresba uhlem ~ charcoal drawing
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Veronika Prichodové
kresba uhlem ~ charcoal drawing
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Veronika Prichodové
kresba uhlem ~ charcoal drawing, Cena VSUP 2007 ~
The VSUP 2007 Prize
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Jitka Laimerova
kresba uhlem ~ charcoal drawing
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LANGEF

Radim Langer
tuzka, akvarel ~ pencil, watercolour
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Radim Langer
uhel, akvarel ~ charcoal, watercolour
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Radim Langer
uhel, akvarel~ charcoal, watercolour
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Ondiej Benes
keresba uhlem ~ charcoal drawing
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Eva Hronovska
kresba fixou ~ felt-tip dmwing
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Pavel Beskyd
keresba uhlem a pastelem ~ charcoal and pastel drawing
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Pavel Beskyd
kresba uhlem a pastelem ~ charcoal and pastel drawing
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Véra Vojnarova
olejovy) pastel ~ oil pastel
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Véra Vojnarova
kresba olejovym pastelem ~ oil pastel dmwing




Irena Staitkova
kombinovand technika ~ mixed techniques
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Tl
200

Jan Zelinka

kresba tMﬂCOM a QICUQTEZEWI ~ pencil dmwing and watercolour
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Jan Zelinka

’cresba tui’kou a QICUQTEIEWI ~ pencil dmwing and watercolour
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Jan Zelinka

kombinovand technika ~ mixed techniques
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Vilém Fri¢
kresba uhlem a pastelem ~ charcoal and pastel drawing
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Eva Macekové
kresba uhlem a k#idami ~ charcoal and chalk drawing
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Eva Macekové

kombinovand technika ~ mixed techniques
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Eva Macekova
pastel ~ pastel
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Eva Macekové
kombinovand technika ~ mixed techniques

@ 160



Eva Macekova
kombinovand technika ~ mixed techniques, VSUP - Kresba roku 2007 ~
The VSUP Drawing of the Year in 2007
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Ladislav Priicha
kombinovand technika ~ mixed techniques
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Ladislav Priicha
kombinovand technika ~ mixed techniques, VSUP - Kresba
roku 2007 ~ The VSUP Drawing of the Year in 2007
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Lukas Kalivoda
malba na papire ~ painting on paper
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Luk4s Kalivoda
kvas ~ gonache
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di:

Universitit fiir angewandte Kunst Wien

Univerzita uZit¢ho uméni ve Vidni
University of Applied Arts in Vienna

Institut uméni a technologie ~ Institute of Art and Technology
Oddéleni Kresba aktu ~ Department of Drawing the Nude

Vedouct oddgleni ~ Head of the Department
a0. Univ.-Prof. Mag, art. Josef Kaiser

20, Univ.-Prof. Mag, art, Josef Kaiser

Z4klady kresby aktu & Kresba aktu ~ Basics of Drawing the Nude
Univ.-Prof. Mag. art. Gerhard Miiller

Obraz &loveka a kresba ~ Depiction of Man and Drawing
20.Univ.-Prof. Ing. Mag.art. Friedrich Bastl

Pomér a linie ~ Proportion and Line

Mag, art. Rudolf Fuchs

Studium ptirody a konstruktivni kresba & Studium aktu a pirody & Zaklady kresby aktu

~ Study of Nature and Constructive Drawing & Nude and Nature Study, Basics of Drawing

the Nude

Univ.-Lekt, Univ.-Doz. Dr. Med. Hans-Christian Bankl
Anatomie pro vitvarniky~Anatomy for Artists

Gastprof. akad. Maler Wolfgang Herzig

Studium forem~Study of Forms

Universitit fiir angewandte Kunst Wien
Abteilung Aktzeichnen

Oskar Kokoschka-Platz 2

A ~ 1010 Wien

Tel./Fax: +43 1711 33 2670
e-mail: josef.kaiser@uni-ak.ac.at
www.angewandte.at






Univerzita uZitého uméni ve Vidni
oddéleni Kresba aktu

Studijni napli oddéleni Kresby aktu, které je soudésti Institutu uméni a technologie, obsa-
huje vyvézeny studijni program, jeho? vzéjemna se doplitujici slozky tvo#i konstruktivni
kresleni, anatomie pro vytvarniky a kresba aktu. Obsah a rozsah prednések urduji prednase-
jici v souladu se svymi cili a metodami.

Organizace vyuky ma trvale na zieteli vazbu na studijni obory, zastoupené na Univerzit&
uZittho uméni. Ty umozfuji studentiim ziskat jak prakticky, tak i teoreticky orientovany
piistup ke kresb@ a k zaklad@im vytvarného studia. Z4klady tvéirdich moZnosti, schopnosti a
dovednosti, stejn& jako zvladnuti rozmanitych kreslitskych technik je t¥eba pokladat za pod-
statné vychodisko k individualni umélecké préci v ramei hlavnich vytvarnych obord.

University of Applied Art, Vienna
Department of Drawing the Nude

The subject matter of the Department of Drawing the Nude, which is part of the Institute of
Art and Technology, contains a well-balanced syllabus, whose constituent parts — constructive
drawing, anatomy for artists, and drawing the nude - complement each other. The content and
extent of lectures is determined by the lecturers in accordance with their aims and methods.
The arrangement of tuition cowstantly has in mind a link to the subjects provided by the Uni-
versity of Applied Art, These enable students to acquire both a practically and a theoretically
oriented approach to drawing and to the fundamentals of the study of art. The fundamentals
of creative possibilities, ability and skill, together with the mastering of diverse draughtsmans-
hip techniques, are necessary to consider as the essential starting point for an individual work
of art under the main art subjects.
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1. Kresba m4 néco spoletného s kopanou. Totiz to, Ze k ni neni téeba Zadného
zvldstniho nadini, vybaveni ani prostitedi. Jako u fotbalu stadi mié a kus rovného
mista, u kresby stadi tuzka a papir - a nékdy ani tolik netieba. A miiZe si to zkusit
kazdy... Papir oviem neni jediny materidl, na kterém je mozné kresbu uskuteénit.
Co byste r4d pokreslil nebo vidél pokreslené? (A doplitujici otdzka - &im, jakym
motivem?)

2. Kdy# se tekne figuralni kresba, mysli se tim kresba lidské postavy, podle modelu-
dovika. Proé se jako modely nevyuzivaji zvitata? Bylo by t&23i je zachytit, anebo je
jejich ztvarnéni naopak piilis snadné ve srovnani s dovekem?

3. A tekne-li se figuralni kresba, mysli se tim nejen lidsk4 postava, ale také nah4 lidska
postava. Bylo by snad - ve srovnani s aktem - o tolik snazsi zpodobnit obledeného
&lovéka?

4. Jaky je vztah figurdlni a portrétni kresby? Kterd z téchto disciplin je vam bliZsi
a pro¢?

5. Ktera &st lidského téla se (vam) kresli nejlépe - a kterd nejhiite?
6. Koho byste rad (na)kreslil? (Koho byste si p#l jako model pro figuralni kresbu?)

7. Kterou kresbu méte mimo#ddn@ rad? (Kterou kresbu byste rad mél doma na zdi -
proé?)

8. Kterého kreslife si nejvic vézite - a prod?

Nr N

0. Vzpominite si na svou nejhorsi skolni zndmku z kresleni - a za co jste ji dostal?

10. A nakonec ani ne tak otdzka, jako prosba: Mohl byste figuraln& zobrazit sam sebe
(zajimavé, Ze autofigury na rozdil od autoportréti prakticky neexistuji...), ptipadng
mohl byste se nechat figuralng (pipadné alespoii portrétng) nakreslit od nékterého

ze svych #aki - a poskytnout nam tuto kresbu pro reprodukovéni v p#istim katalogu
Figuramy.
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Souhrnna odpovéd na otdzky 1-10

Rozpoznat patfitné technické piedpoklady a prostiedky pro zobrazeni dané reality,
zejména vhodn@ zvolit vypracovanou kresebnou nebo malitskou techniku, vyZaduje
zkugenost a pripravenost,

Cim naléhavdji ped ndmi vyvstava vnitini idea dila, tim samoziejmaji pak volime kreslitské
prostiedky. Jejich vybér je z v&tdi &sti urden nasi vlastni predstavou obrazu.

Vlastni t87i8t& rozhodovani o kreslitskych prostiedcich spogiva v intuici, oviem stale dastdji
se priklanim k tvrdym, tém&f kamennym néstrojim a mekce transparentnim materialtim.
Sen zachytit kruhy, které vyvol4 na vodni hlading vrZeny kdmen, jak je od ruky kreslil malit

a sochai Giotto, je hnaci silou p#i hledéni novych vichodisek.

Osobnost kreslite, jeho originalita, jedinegnost jeho pohledu a jeho predstavivost formuiji
volbu motivu, &oveka nebo zvitete.

Zatimceo télesnd podobnost mezi zvitaty a lidmi se projevuje jen velmi slabg, v mimice

a tedi téla existuje mnoho spolednych rysd, které mohou byt v zavislosti na nagem
rozligném osobnim pojeti ztvarn&ny kreslitsky rovnocenng.

Pt realizaci dila neni pro kreslite nijak zvl4st ddlezité, zda jde o t2lo nahé, zahalené, akt &
postavu, Obtiznost provedent je moZno #ici stejnd, rozhoduijict je individudlni motivujici
impuls. Interpretace vidéného, a tim

i proména reality, mdZe krajinu pFipodobnit

portrétu, anebo portrét predmétu.

Giacometti Zil, aby vid&l a kreslil; kreslil, aby
lépe vidal, Zd@arazitoval, Ze ,...to, jak myslim,
v podstat® zjevuje pouze kresba, stejn& tak
malba nebo sochatské tvorba, Musime usilovat
vylugné o kresbu. Kdyz alespoit pongkud
zvlddneme kresbu, je moZné viechno ostatni.

20, Univ.-Prof. Mag art, Josef Kaiser, Videii



1) Drawing has something in common with football: no special kit, equipment, or set-
ting is necessary. As in football, where a ball and a flat place will do, in drawing a pen-
cil and a piece of paper will do — and sometimes not even that much is necessary. And
anyone can try it... Of course, paper isn’t the only material which you can produce

a drawing on. What would you like to cover with drawings or to see full of drawings?
(And a supplementary question: with what kind of theme?)

2) When one says a figure drawing, one has in mind a drawing of a human figure,
after the model of a person. Why aren’t animals used as models? Would they be hard-
er to catch or, alternatively, would their representation be too easy compared to

a human?

3) And if one says a figure drawing, does one have in mind not only a human figure,
but also a nude human figure. Would it perhaps — in comparison with a nude — be

much easier to pottray a clothed person?

4) What is the relationship between a figure and a portrait drawing? Which of these
disciplines do you feel closer to and why?

5) Which part of the human body do you draw best — and which the worst?
6) Who would you like to draw? (Who would you like as a model for a ﬁgure drawing?)

7) Which drawing do you especially like? (Which drawing would you like to have at
home on the wall — why?)

8) Which c]raughtsman do you think most highly of — and why?

9) Can you remember your worst mark at school for drawing — what was it for?

10) And finally not so much a question as a request: could you portray yourself as

a figure (it is interesting that a self-figure, unlike a self-portrait, practically does not
exist), or possibly have yourself drawn as a figure (or at least as a portrait) by one of

your pupils — and supply us with this drawing for reproduction in the next catalogue
of Figurama?

Q@ 172



Synoptic answer to questions 1-10

To know the proper technical prerequisites and means for depicting a given reality,
especiaﬂy to suitably choose a well—developed c]rawing or painting technique, requires
experience and a state of preparedness. The more insistent the mental idea of a work
looms before us, the more obviously we then choose the means of drawing. Their choice is
in major part determined by our own perception of the picture. The actual focal point of
deciding about the means of drawing lies in the intuition, although always more often with
a leaning towards a hard almost stone instrument and to soft transparent materials. An
ambition to capture the rings which are brought forth on the surface of water by a cast
stone, just as the artist and scu]ptor Giotto drew freehancl, is the clrivihg force when
searching for new starting points.

The personality of the draughtsman, his originality, uniqueness, his view and his
imagination, form the choice of subject, a human being or an animal. While the physical
similarity between animals and people is manifested only very faintly, in facial expression
and body Ianguage there are many common features which, in relation to our manifold
personal conception, can be represented, in terms of drawing, equivalently.

When executing a work it is not especially important for the draughtsman whether the
body is naked, covered, a nude or a figure. Tt can be said that the difficulty in interpretation
is the same, crucial is the individual motivating impulse. An interpretation of the seen, and
by that also a transformation of rea]ity, can liken a ]andscape to a portrait or a portrait to an
object.

Giacometti lived in order to see and draw; he drew so that he could better see, He
emphasized that “... as T see it, in essence only the drawing is apparent, the same applies to

a painting or a work of sculpture. ‘We must aim solely for the drawing. When we can
handle the drawing, at least to a degree, then everything else is possible.”

20, Univ.-Prof. Mag art, Josef Kaiser, Vienna
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Zivotopisnd data

10.3.1054
1972-1978
1978

od 1980
od 2000
od 2000
od 2004

CV Data

March 10, 1954
1972—1978
1978

since 1980
since 2000
since 2000
since 2004
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20. Univ.-Prof. Mag art. Josef Kaiser

narozen v Baci, Jugoslavie

studium na Univerzit& uZittho uméni ve Vidni

zakondeni studia sochatstvi u Prof. Wandera Bertoniho
pedagog Univerzity uzitého uméni ve Vidni

mimo#4dny univerzitni profesor na Ustavu pro vytvarné uméni
vedouci odd@leni Kresba aktu

dekan pro studium na Univerzitd uzitého uméni ve Vidni

born in Bac, Yugoslavia

study at the University of Applied Arts in Vienna

graduated in the master class of sculpture of professor Wander Bertoni
lecturer at the University of Applied Arts in Vienna

ao. Univ.-Prof, at the Institut of Fine Arts

head of the department of drawing the nude

dean for study at the University of Applied Arts in Vienna



Samostatné vystavy ~ One Person Exhibitions

1975
1977
1978
1980

1081
1082

1083
1084
1985

1987
1092
1994
1995

2000
2003

Galerie Herzog, Wien ~ AUT

Euroart, Stadtgalerie Wien ~ AUT

Daldruck, Wien ~ AUT

Cafe Muig, Steyr ~ AUT

Galerie Klostergasse 10, Linz ~ AUT
Sonderschau Osterreich, Basel ~ S

bawag, Wien ~ AUT

Galerie Lanzenberg, Briissel ~ BEL
Tﬁpfergalerie, Hohenems, Vorar]berg ~AUT
fiac, Paris ~ FR

Tabakmuseum, Wien ~ AUT

Cafe Fend, Hohenems, Vorarlberg ~ AUT
Galerie Lanzenberg, Briissel ~ BEL

Galerie Cretu, Steyr ~ AUT

fiac, Paris ~ FR

Galerie Lanzenberg, Briissel ~ BEL

bawag, Wien ~ AUT

Bank Austria, Wien ~ AUT

Kiinstlerhaus, Wien ~ AUT

NO Dokumentationszentrum fiir Moderne Kunst, St. Pslten,, ~ AUT
,Eckpfeiler bh St. Pélten ~ AUT

,weife schatten im glanz der dunkelheit, BGZ Hofstetten-Griinau ~
AUT

Ceny a ocendni ~ Prizes and Awards

1081
1082
1985
1000

1994
1997
1998
2002

Férderungspreis des Landes Nieder&sterreich

Wiener Festwochenpreis

Theodor Kérner Frderungspreis

1. Preis ,Kiinstlerische Ausgestaltung Institutsgebdude boku,
Universitit fiir Bodenkultur Wien®

Forderungspreis der Karl Anton Wolf Stiftung

,Euro® 1. Preis (Bildseite, Nationalseite Osterreich)

1. Preis ,Kreuzweg Kirchberg®, Kirchberg an der Pielach
Osterreichisches Ehrenkreuz fiir Wissenschaft und Kunst 1. Klasse
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Univ.-Prof. Mag.art, Gerhard Miiller

Zivotopisnd data

1950 narozen v Seewalchen / Attersee, Horni Rakousy
1970-71 studium psychologie a pedagogiky, univerzita Videit
vysoka skola uzitého uméni u prof. Carla Ungera
a prof. Oswalda Oberhubera
1978 diplomovany ugitel
uditel vytvarné vichovy ve Vidni
vyuka na Hochschule fiir angewandte Kunst, Wien
védernd kurz aktu u prof. Adolfa Frohnera

0d 1986 vyudujict v maliFské mistrovské ti#id@ ~ prof. Adolf Frohner

0d 2000 univerzitni profesor pro malbu na Univerzit& uZit¢ho uméni ve Vidni
CV Data

1950 born in Seewalchen / Attersee, Obersterreich

1970—1971 study of psychology and pedagogics at the University Vienna,
at the University of Applied Arts in Vienna with prof. Carl Unger
and prof, Oswald Oberhuber
1978 graduated as teacher
teaching arts and crafts in Vienna
lecturer at the University of Applied Arts in Vienna
evening classes of nude drawing with prof, Adolf Frohner
seit 1986 lecturer in the master class of painting ~ Prof, Adolf Frohner
seit 2000 professor. of painting at the University of Applied Arts in Vienna
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Samostatné vystavy ~ One Person Exhibitions

1083

1986

1987
1088
1989
1001
1993
1994
1995
1996

1008

1999
2000

2001

2002

Osterreichische Realititen ag, Wien ~ AUT

Galerie am Stadtpark, Vécklabruck ~ AUT

Kleine Werkstatt, Wien ~ AUT

Galerie der Stadt Vécklabruck-Lebzelterhaus ~ AUT
Osterreichisches Tabakmuseum, Wien ~ AUT

Galerie Flutlicht, Wien ~ AUT

Kammerhofgalerie, Gmunden (mit Reiter und G&tz) ~ AUT
Landeskulturzentrum Ursulinenhof, Linz (mit Reiter und G6tz) ~ AUT
Belvedereschlsfl, Stockerau ~ AUT

Galerie Géttlicher, Krems ~ AUT

Galerie Nagl, Vécklabruck ~ AUT

Galerie Nagl - Art & Galerie, Vocklabruck ~ AUT

Galerie Christine Ernst, Wien ~ AUT

Kiinstlerhaus, Wien (mit E. Gyrcizka, J. Kaiser) ~ AUT

n& Dokumentationszentrum, St. Pélten (mit E. Gyrcizka, J. Kaiser) ~ AUT
Donauraum Wien, ,Eins zum Anderen® ~ AUT
BarockschlsRl Mistelbach (mit E. Gyrcizka) ~ AUT

Galerie Eichgraben (mit E. Gyrcizka) ~ AUT

Galerie Christine Ernst, Wien ~ AUT

Haus Iwata, Tokio ~ JPN

Galerie Tiller und Ernst, Wien ,Blatt fiir Blatt“ ~ AUT
Galerie Pehbéck, Perg, 06 (mit E. Gyrcizka) ~ AUT

Haus Iwata, Tokyo, Japan ~ JPN

Margerite Oesterreicher Fine Arts, New Orleans ~ USA

Ceny a ocendni ~ Prizes and Awards

1978
1086

1087
1901

Preis des Bundesministeriums fiir Wissenschaft u. Forschung

3. Preis des Graphikwettbewerbes der ns-Gesellschaft fiir Kunst
und Kultur

Anerkennungspreis des Landes Nieder§sterreich

Theodor Kérner — Preis
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Christine Aue
Kresba ~ Drawing, grafit na papiie ~ graphite on paper, 81x59 cm
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Christine Aue
Kresba ~ Drawing, grafit na papiie ~ graphite on paper, 81x59 cm
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Johana Berchtold
Kresba ~ Drawing, grafit na papie ~ gmphite on paper, 91x05 cm
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Johana Berchtold
Kresba ~ Drawing, grafit na papite ~ graphite on paper, 91x05 cm
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Heike Drexler
Kresba ~ Drawing, uhel na papiie ~ charcoal on paper, 91x60 cm
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Heike Drexler
Kresba ~ Drawing, grafit na papiie ~ graphite on paper, 100x70 cm
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Ghan Hong
Kresba ~ Drawing, uhel na papire ~ charcoal on paper, 79x54 cm
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Ghan Hong
Kresba ~ Drawing, uhel na papite ~ charcoal on paper, 79x54 cm
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Sophia Lipburger
Kresba ~ Drawing, grafit na papiie ~ graphite on paper, 60x42 cm
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Sophia Lipburger

Kresba ~ Drawing, grafit na papife ~ graphite on paper, 91x65 cm
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Zhenya Kozhuharova
Kresba ~ Drawing, grafit na papie ~ gmphite on paper, 70x50 cm
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Zhenya Kozhuharova
Kresba ~ Drawing, grafit na papiie ~ graphite on paper, 100x70 cm
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Reinhold Zisser
Kresba ~ Drawing, kombinovand technika na papie ~ mixed techniques on paper, 100x70 cm

@ 101



Thomas Walder

Kresba ~ Drawing, grafit na papiie ~ graphite on paper, 44x062 cm

@ 102



Johana Berchtold
Kresba ~ Drawing, grafit na papie ~ gmphite on paper, 91x05 cm

@ 193



\
iy T

Ghan Hong
Kresba ~ Drawing, uhel na papire ~ charcoal on paper, 79x54 cm
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Ramona Proyer
Kresba ~ Drawing, uhel na papiie ~ charcoal on paper, 80x60 cm
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Akademie vytvarnych uméni v Praze
Academy of Fine Arts Prague

Vederni figuralni kresleni a malitska a sochaisk4 pripravka
Evening Classes of Figural Painting and Preparatory Classes of Painting and Sculpture

Vedouci pedagog ~ Head of the Department

ak. soch. Peter Oriesek

Vedouci pedagog - ateliér sochatstvi ~ Head of the Department — Studio of Sculpture
prof. ak. soch. Jan Hendrych

ak. soch. Peter Oriesek

Kresba ~ Drawing

M. A, Jan Stoss ~ Asistent ~ Assistant lecturer

Kresba ~ Drawing

MgA. Markéta Urbanové ~ Asistentka ~ Assistant Lecturer
Kresba ~ Drawing

Akademie vjtvarnych uméni v Praze
U Akademie 4
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Tel.: +420 2 204 08 200
Fax: +420 4 333 81 662

WWWwW.avu.CzZ






1. Kresba m4 néco spoleéného s kopanou. TotiZ to, Ze k ni neni tieba Zadného
zvl4stniho naédini, vybaveni ani prostitedi. Jako u fotbalu stadi mié a kus rovného
mista, u kresby stadi tuzka a papir - a nékdy ani tolik netieba. A miiZe si to zkusit
kazdy... Papir oviem neni jediny materidl, na kterém je mozné kresbu uskuteénit.
Co byste r4d pokreslil nebo vidél pokreslené? (A doplitujici otdzka - &im, jakym
motivem?)

2. Kdyz se iekne figuralni kresba, mysli se tim kresba lidské postavy, podle modelu-
&lovéka. Proé se jako modely nevyuzivaji zvitata? Bylo by t&Z3i je zachytit, anebo je
jejich ztvarnéni naopak piilis snadné ve srovnéni s Elovekem?

3. A tekne-li se figuralni kresba, mysli se tim nejen lidska postava, ale také nah4 lidska
postava. Bylo by snad - ve srovnani s aktem - o tolik snazsi zpodobnit oblegeného
Sloveka?

4) Jaky je vztah figurilni a portrétni kresby? Ktera z téchto disciplin je vam bliZsi
a prod?

5. Ktera st lidského téla se (vam) kresli nejlépe - a kterd nejhiie?
6. Koho byste rad (na)kreslil? (Koho byste si p#l jako model pro figuralni kresbu?)

7. Kterou kresbu méte mimo#ddné rad? (Kterou kresbu byste rad mél doma na zdi -
proé?)

Ny

8. Kterého kreslife si nejvic vizite - a pro&?

Ny

0. Vzpominite si na svou nejhorsi skolni zndmku z kresleni - a za co jste ji dostal?

10. A nakonec ani ne tak otdzka, jako prosba: Mohl byste figuraln zobrazit sam sebe
(zajimavé, Ze autofigury na rozdil od autoportréti prakticky neexistuji...), ptipadné
mohl byste se nechat figuralng (pipadng alespoit portrétng) nakreslit od nékterého

ze svych #aki - a poskytnout ndm tuto kresbu pro reprodukovéni v p#istim katalogu
Figuramy.
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1. Jsem veelku spokojen s omezenimi, kterd nabizi obdélnikovy format papiru nebo plétna,
Je ale skoda, Ze soudob4 architektura - na rozdil od minulosti - jiz nepotiebuje figuralni
monumentélni malbu, Réd bych jednou vytvotil tieba sgrafita na fasédz.

2. Clovek je ndm metitkem.

ey

3. Obledeny dlovék je uz dasovd zatazen, Pro vyjadieni usilujici o obecngjsi platnost je Zasto
vhodn&ijsi nah4 postava,

4) Na figute vidime to, v em jsme si podobni; co nds s ostatnimi spojuje. U portrétu
zachycujeme spi3 jedinetnost kazdé osobnosti. Figura je monumentalnjsi, portrét
intimngj3i. M4am rad oboji stejnou mérou.

5. Nejtdzsi jsou ruce, Nevim, kterd st t&la je nejsnazsi; mné se obvykle dobie kresli hlava.

6. Rad bych nakreslil ngkoho, jeho? piesnd podoba neni dochovéna - tieba Jana Husa,

7. Kresba je dnes jiz kvalitn& reprodukovatelnd. Mém na zdi reprodukci jednoho
z Betlémi Mikol4ge Alse.

8.Mém rad kreslite, kte#i dovedou spojovat piesnost s lehkosti a uvoln@nosti: Hans
Holbein ml., Josef Ménes, Mikol4s Ales, Josef Lada...

0. T¥k4-li se otazka zékladni skoly, pak se mi v tomto predmaétu, ve kterém se na vysvéddeni
dévala taktka automaticky jednicka, jednou podatilo dostat dvojku - pro nedodané dkoly.

IS

10. Velmi lituji. Patiim k t8m, kdo vé#, Ze osoba autora mé zéistat schovéna ve stinu své
vlastni prace.

M. A, Jan Stoss, AVU Praha
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1. Drawing has something in common with football: no special kit, equipment, or set-
ting is necessary. As in football, where a ball and a flat place will do, in drawing a pen-
cil and a piece of paper will do — and sometimes not even that much is necessary. And
anyone can try it... Of course, paper isn’t the only material which you can produce

a drawing on. What would you like to cover with drawings or to see full of drawings?
(And a supplementary question: with what kind of theme?)

2. When one says a figure drawing, one has in mind a drawing of a human figure,
after the model of a person. Why aren’t animals used as models? Would they be hard-
er to catch or, alternatively, would their representation be too easy compared to

a human?

3. And if one says a figure drawing, does one have in mind not only a human figure,
but also a nude human figure. Would it perhaps — in comparison with a nude — be

much easier to portray a clothed person?

4) What is the relationship between a figure and a portrait drawing? Which of these
disciplines do you feel closer to and why?

5. Which part of the human body do you draw best — and which the worst?
6. Who would you like to draw? (Who would you like as a model for a ﬁgure clrawing?)

7. Which drawing do you especially like? (Which drawing would you like to have at
home on the wall — why?)

8. Which c]raughtsman do you think most highly of — and why?

9. Can you remember your worst mark at school for drawing — what was it for?

10. And finally not so much a question as a request: could you portray yourself as

a figure (it is interesting that a self-figure, unlike a self-portrait, practically does not
exist), or possibly have yourself drawn as a figure (or at least as a portrait) by one of

your pupils — and supply us with this drawing for reproduction in the next catalogue
of Figurama?
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1. By and large I am satisfied with the limitations provided by a rectangular format of paper
or canvas, It is a pity, however, that contemporary architecture — unlike the past — no
longer has a need for monumental figure painting, T should like one day to create perhaps
a sgraffito on a facade.

2. A human being is our yardstick.

3. A clothed human being is now classified with regard to time, The naked figure is often
more suitable for an expression attempting a general validity.

4. We see in the figure that in which we are alike, what links us with others. In a portrait
we capture rather the uniqueness of each personality. A figure is more imposing, a portrait

more intimate. I like both equally.

5. The most difficult are hands. T don’t know which part of the body is the easiest; T usually
draw the head well.

6. I should like to draw someone whose exact likeness is not preserved — perhaps Jan Hus.

7. Drawings are now reproducible in high quality. I have a print of one of Mikol4s Ales’s
nativities on my wall,

8. 1 like draughtsmen who are able to combine accuracy with facility and freedom: Hans
Holbein the Younger, Josef Ménes, Mikols Ales, Josef Lada...

0. If the question refers to primary school, then in this subject where I was almost automari-
cally given a one in school reports, only once did I get a two — for an incomplete assignment,

10. I very much regret that I am one of those who believe that the artist’s person should
remain concealed in the shadows of his own work.

M. A. Jan Stoss, AVU Praha
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ak. soch. Peter Oriesek

Zivotopisna data

28. 8.1041 narozen v Dolné Sti&, Slovensko
1956—1960 studium na up Bratislava, Slovensko
1060—10606 studium na viup Praha
0d 1995 ved. pedagog Vegerniho figurdlniho kresleni na avu Praha
0d 1997 ved. pedagog Maliiské a sochaiské p#ipravky avu Praha
0d 1999 ved. pedagog Sochatské priipravy na viup Praha

CV Data

August 28, 1941 born in Dolnd Sué, Slovakia

1956—1960 study at the school of applied arts in Bratislava, Slovakia
1960—19606 study at the Academy of Arts, Architecture and Design Prague
since 1995 leading the evening classes of ﬁ'guml painting at the Academy
of Fine Arts Prague
since 1997 leading the preparatory classes of painting and sculpture at the Aca-
demy of Fine Arts Prague
since 1999 leading the grounding classes in sculpture at the Academy

of Arts, Architecture and Design Prague

Zastoupenti ve sbirkich ~ Represented in Collections

Alsova jihoteské galerie v Hluboké nad Vltavou, Ceské muzeum vytvarného uméni

v Praze, Galerie vjtvarného uméni v Chebu, Galerie Klatovy-Klenova, MG Brno,
Muzeum uméni v Olomouci, NG Praha, NG Bratislava, Severodesk4 galerie vjtvarného
uméni Litom&tice
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Peter Oriesek
Zvitata ~ Animals, vosk ~ wax, 1987

Peter Oriesek
kresba tusi, sépie, ~ Indian ink, sepia, 1085
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Samostatné vystavy (vib&r) ~ One Person Exhibitions (Selection)

1001 Ceské kulturni stéedisko, Bratislava ~ SK
1002 Oblastna galéria, Zilina ~ SK
Galerie Litera, Praha ~ CZ
1003 Galerie U prstenu (s Old#ichem Kulhdnkem), Praha ~ CZ
10904 Galerie Litera, Praha ~ CZ
1006 Galerie Student, Ostrava ~ CZ
Univerzitni galerie, Plzei ~ CZ
1995 Ceské kulturni stéedisko, Bratislava ~ SK
Galerie Litera, Praha ~ CZ
1997 Galerie Zamek, Cesky Krumlov ~ CZ
1908 Galerie Ateliér Katetiny Dostélové, Olomouc ~ CZ
Galerie U prstenu, Praha ~ CZ
1999 Museum Humanum, Fratres ~ AUT
Mistské muzeum a galerie, Hranice ~ CZ
2001 Galerie Navratil, Praha ~ CZ
Galerie Litera, Praha ~ CZ
2004 Muzeum, Turnov ~ CZ

Muzeum T. G. Masaryka, M&lnik ~ CZ
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Jan Stoss, M.A.

Zivotopisn data

narozen 7. 11. 1004 v Praze
Studia: SUPS v Praze (1080-84)

1089 - 95 AVU v Praze

1000 - 01 ateliér monumentélni malby (prof.Nageradsky)
1001 - 93 ateliér klasickych malizskych technik (prof. Beran)
1093 - 95 ateliér intermedidlni tvorby (prof. Knizék)

Od roku 1995 je odbornym asistentem na Akademii vjtvarnych uméni v Praze.
Clen S. V. U. Ménes od . 2002.

CV Data

born on November 7, 1964, Prague

1980—1984 study at the School of Applied Arts, Prague
1989—095 study at the Academy of Fine Arts Prague

1990—91 studio of monumental painting (prof. Naceradsky)
1991—93 studio of classical painting technologies (prof. Beran)
1993—095 studio of intermedial art (prof. Knizdk)

Since 1995 assistant profesor at The Academy of Fine Arts Prague.
Since 2002 a member of the Mdnes Society of Artists,

Zastoupen ve sbirkach~ Represented in Collections

Ludwigovo muzeum v Aachen (SRN)
Niérodni galerie v Praze
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Ukast na vystavach ~ Participation in Exhibitions

1990

1001
1902
1003
1994
1995

1996
1997

1998
1999

2000
2001
2003

2004
2005
2005
2005

2005
20006

2007

Studentenausstellung, Wien (Rakousko)
Malwoche, St.Jakob (Rakousko)
AVU, U Hybernt, Praha
galerie Litera, Praha
AVU, U hybernd, Praha
vystava studentd prof.Berana, Praha, galerie U prstenu
kostel sv. Vintite v Dobré Vod&
,Svatovaclavské stropy a jiné anachronismy“, galerie AVU, Praha
vystava diplomantd, Vystavist&, Praha
Proposte scambio, Turin
,Novy zakon v uméni®, galerie Ambit, Praha
galerie u U Ktizovnikd, Praha
,Prvni obrazy v ateliéru Maron®, Praha
,Nepldnované spojeni, galerie Ménes, Praha
JAteliéry prof. Berana a Alese Veselého*, galerie U prstenu, Praha
,Z ateliéru prof. Berana“, Purkrabska galerie Vypad, Olomouc
Galerie ,U bilého jednorozce, Klatovy
,Zatim prvni a moZné posledni®, galerie Ménes, Praha
,Ceska hlava, deské t2lo®, galerie U prstenu, Praha
,Nejmladsi“ NG, Veletrzni paléc, Praha
,Krajina tiettho tisicileti“, Galerie kritikdi, Praha
,O dobru, pravde a krise®, galerie U prstenu, Praha
JJubilanti Ménesa“ | galerie SVU Mines, Diamant, Praha
JAkty v akei, Muzeum Sumavy, Kasperské Hory
Galerie Diamant, Ménes, Praha
,FIGURAMA, Znojmo, Praha
,Prazské ateliéry”, Novoméstska radnice, Praha
,Druhy pohled®, Prazské bienale, NG Praha
,FIGURAMA, Znojmo, Praha
Nadace Jelinek - ,Sp#iznéni, Nérodni galerie Praha
Krasny novy svét, galerie U dobrého pastyte, Brno
Vystava Summa Artis v Evropské komisi, Brussels
Priizradny svét; Podoby vody / Durchsichtige Welt, Galerie moderniho
méni, Roudnice nad Labem
Die durchsichtige Welt, Landschloss Pirna - Zuschendorf, Pirna -
Zuschendorf

Samostatné vystavy ~ One Person Exhibitions

1901
1002
1003

Konice
galerie Kunhuta, Podgbrady
galerie Radost, Praha

@ 207



2000 ,Figury viedni i posvamné aneb nagi vitednici“, galerie U prstenu, Praha

(s Dagmar Hamsikovou)
2003 ,Ceska hlava, deské t2lo“, galerie U prstenu, Praha
2004 JAnatomie minulosti“ (s P. Orieskem), Muzeum Ceského Réje, Turnov

,Obraz, socha® (s P. Orieskem), Masarykdv kulturni dim, Mglnik

Realizace ~ Realizations
- Obraz ,Soutok Labe s Orlici“ pro teditelstvi Lesy deské republiky s.p., Hradec Krélové
- Obraz pro hlavni oltat ,SvVaclav®, chrém svVaclava, Praha - Bohnice
- Cyklus portrétd viznamnych muz@ deské védy pro budovu Akademie véd CR, Praha
- K#{Zova cesta pro chram sv.Mikul4ge, Kagperské Hory

Jan Stoss
Lev ~ Lion, kombinovand technika na platné ~ mixed techniques on canvas, 170 x 345 cm, 2006
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Zivotopisna data

17. 8.1978
1993-19900
19097-2003

2003-2005
od roku 2004

od roku 2005
2007

MgA. Markéta Urbanovi

narozena v Turnové

studium na sup3 v Turnovg, obor zlatnik ~ st#{brnik

studium na avu v Praze,

ateliér klasické malby u Prof, Zdeitka Berana

pedagog na sups v Turnové

vedouct ateliéru invenéniho kresleni a multimediélniho ateliéru
na Vy3&i vitvarné skole Vaclava Hollara v Praze

asistentka Prof. Petera Oriegka (AVU Praha)

piijata za Elenaku S. V. U, Ménes

Vlastni tvorba ~ Own work

spektrum mé dinnosti zahmuje malbu, manipulovanou fotografii, okrajové Videoart, vypra-
covani skript pro vytvarnou piiprava ~ the range of my activities includes painting, manipula-
ted photography, non-mainstream video art, dmwing up lecture notes for art education.

CV Data

August 17, 1978
1993—1996
1997—2003

2003—2005
since 2004

since 2005
2007

born in Turnov

study at the school of applied arts in Turnov, jeweller

study at the Academy of Fine Arts Prague,

classical painting in the studio of prof. Zdenék Beran

teacher at the school of applied arts in Turnov

leading the studio of inventive painting and multimedia at

the Viclav Hollar School of Applied Arts Prague

assistant to prof, Peter Orieek, the Academy of Fine Arts Prague
a member of the Mdnes Society of Artist
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Markéta Urbanové
Kibele, olej na pldtné ~ oil on canvas,
2004

Markéta Urbanova
Previs ~ Ledge, akryl na
plétné ~ acrylic on
canvas, 2007
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Viystavy (vibér) ~ Exhibitions (Selection)

1999
2000

2001

2002

2003

2004

2005

2000

2007

Galerie U prstenu, studenti Prof. Z. Berana, Praha ~ CZ

Galerie nova, Praha ~ CZ

Galerie avu, Praha ~ CZ

ménes, studenti avu, Praha ~ CZ

Kaple na Spalové, Semily ~ CZ

Sypka ve Vlkovg, studenti Prof, Berana, Vlkov ~ CZ

Wortnertlv dim, studenti Prof. Z. Berana, Ceské Bud&jovice ~ CZ
Vytvarné symposium, Javor ~ PL

Hrad Slovinec, studenti avu, Slovinec ~ CZ

Mezin4rodni mali#ské symposium, Rodovo ~ PL

Kaple na Spalové, Semily ~ CZ

Muzeum Ceského réje, Turnov ~ CZ

ménes, Art Pratur, Praha ~ CZ

Spoledna vystava v galerii Nova Sifi, Praha ~ CZ

Kaple na Spalové, Semily ~ CZ

Amemberg, studenti avu ~ DE

Kaple na Spalové, Semily ~ CZ

Semilsky salon, Semily ~ CZ

Muzeum Ceského réje, fotografie Hégr & Urbanova, Turnov ~ CZ
,akty v akci“ muzeum v Kagperskych Horach, Kasperské Hory ~ CZ
sakty v akci“ galerie diamant, sv.u. manes, Praha ~ CZ

Prazské ateliéry®, Novoméstska radnice, Praha ~ CZ

Jushin Muzeum, Hrabin ~ CHINA

tdast na vystavé Art Black v Pardubicich

kaple u Semil

Gidast na vistavé Mali#i Pojize#, Muzeum a Pojizerska galerie Semily
Gidast na denské vystavé S, V. U, Mines v galerii Diamant

Gidast na vystavé Mines Ménesu, vistava ke 120. virodi zaloZeni
spolku Ménes

Gdast na vystavé v Drienbergenu, Holandsko
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Dana Sahankové
tuzka na papive ~ pencil on paper
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Marek Skubal
fixa na papife ~ felt-tip pencil on paper




Tereza Eisnerova
rudka na papire ~ ved chalk on paper
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Veronika Durova
tuzka na papive ~ pencil on paper




Veronika Durové
rudka na papire ~ ved chalk on paper
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Jiti Lauterkranc
uhel a rudka na papite ~ charcoal and red chalk on paper
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Lenka Sloukové
lavirovand kresba ~ watered drawing
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Veronika Prichodové
rudka na papire ~ ved chalk on paper
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Marek Skubal
tuzka na papiie ~ pencil on paper
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Lenka Sloukové
Studie o&f ~ A Study of Eyes ~ tuzka a rudka na papiie ~ pencil and red chalk on paper
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Lenka Sloukova

Studie nosil a usi ~ A Study of Noses and Ears ~ tuzka na papife ~ pencil on paper
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Tereza Vyhnilkova
uhel na papiie ~ charcoal on paper
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Dana Sahénkova
uhel a rudka na papife ~ charcoal and red chalk on paper
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Jiti Lauterkranc,
Studie hlavy ~ A Study of a Head ~ tempera na papive ~ distemper on paper
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Marek Skubal
fixa na papife ~ felt-tip pencil on paper
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Marek Skubal
Autoportrét ~ Self-portait, kresba propiskou ~ ball-point pen dmwiwg
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Jiti Houska
Autoportrét ~ Self-portait, tuzka na papive ~ pencil on paper
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Novékova Hanka
uhel a rudka na papiie ~ charcoal and red chalk on paper
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Tereza Eisnerova
rudka na papie ~ ved chalk on paper
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Jit1 Vavra
Studie rukou ~ A Study of Hands, tuzka na papiie ~ pencil on paper
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Marek Skubal
Studie nohou ~ A Study of a Foot, kresba tuzkou ~ pencil drawing
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Martina Fotrov:
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Katetina Hrabalova
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Barbora Pienitkova

@ 230



Martina Fotrova
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Academy Of Fine Arts in Katowice

Akademie vijtvarnijch uméni v Katovicich
Katedra malby, kresby a sochatstvi ~ Chair of Painting, Drawing and Sculpture

Prodgkan katedry malby ~ Vice-dean for Painting Department - prof. Kazimierz Cieslik
Ateliéry kresby ~ Drawing Studios

1. rotnik Ateliéru kresby ~ 1st year Drawing Studio

assist. prof. Jolanta Jastrzab, Jakub Adamek, MA

2.-5. roénik Ateliéru kresby ~ Drawing Studio for 2nd - 5th year
prof. Janusz Karbowniczek, Krzysztof Rzezniczek, MA
prof. Bogdan Topor, Jakub Niewiadomski, MA

assoc. prof. Antoni Kowalski, Marceli Stawinski, MA
assist. prof. Maciej Linttner, Malgorzata Rozenau, MA
assist. prof. Lestaw Tetla, Pawel Mendrek, MA

Co-ordinators of the AFA in Katowice exhibition ~ FIGURAMA 2007:
prof. Janusz Karbowniczek, Pawet Mendrek, MA, dr Leslaw Tetla

Academy of Fine Arts in Katowice
Raciborska 37
40-074 Katowice, PL

e-mail; asp@aspkat.edu.pl
phone: +48 32251 60 89
fax: +48 32 251 89 67
www.aspkat.edu.pl






Kresleni, jako nejstardi metoda uméleckého vyjadient, je zisadnim predpokladem existen-
ce kazdého vytvarného dila, Bez ngj by nemohl byt vytvoten Zadny vytvarny object, Feno-
mén kresleni se vyviji z pirozené potieby &loveka “osvobodit se” a aktivovat ruku, aby osvo-
bozeni uskutenila spolu s nistrojem kresleni - néstrojem tvorby. Na této zékladni hodnoté
spodiva obliba uméleckych d&l, je to podstata smérodatnd pro material, barvu a prostor. Pii-
motarost kresleni, spojeni papir - néstroj — model je charakteristickym rysem, ktery odha-
luje faled a pdzu, prozrazuje take viechny nedostatky a nesrovnalosti v praci autorové, uka-
zuje jeho momentdlni dispozice.

Jako médium ma kresba riizné podoby: je to koncept, pozndmbka, &rta, projekt pro reali-
zaci ve vétdim méetitku, ateliérové cvident, které udi pokote a discipling, a v tviirdim procesu
- hlavni argument pfi hledédni umélecké odlisnosti a budovini umélecké identity. Ve srov-
néni s jinymi médii je kresba bez své technologické baze bezbrannd, up#imna a naivni,

a tim - nejbliZe k pravdd a nejtize nabyta zkugenost.

Na kazdé akademii v{tvarnych uméni je to povinny a autonomni predmét; je to zikladni
vyjadiovaci prostiedek v procesu vytviieni vlastni umélecké cesty.

Po prvnim roce studia, kdy se studenti naud{ zaklad@im oboru, zkougeji své moznosti
a dini prvni tviirdi pokusy, si zvoli jeden z péti ateliérd kresby, ktery se stane jejich laboratoti
k vytvatenti reality. Tvorba vychézi ze zéklad@ ateliérové kresby a ze schopnosti vyjadtit ana-
tomii postavy a objektu. Proces hleddni vlastni linie, vlastniho charakteristického rukopisu
se vyviji podle vynalézavosti studentd, z jejich védomého zaujeti pro riskantni a nezndmou
cestu hledéni pravdy, z jejich “otevienosti” zkugenostem a z jejich porozuméani.

Figurélni kresba nds vyzyva, abychom vyuzili vlastni imaginaci a piekrodili jeji strukturalni

a emocionilni vyznam, Mnoho-aspektovost kresby, spolu se zdravou konkurenci v ateliéru,
vede nutng ke vzniku mnoha jejich novych tvati, k vymezovani stale vétsiho prostoru jejich
moZnosti.

prof. Janusz Karbowniczek
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Drawing as the oldest method of artistic articulation is an essential precondition for the exi-
stence of each artefact. Without it, no artistic object could be created,

The phenomenon of dmwing is derived from the natural need of a human being to “free”
oneself and activate the hand to make it, tugether with a writing instrument - an instrument of
creation, It is an all-important value in the popularity of works of art, a tissue which sets the
right direction for matter, colour and space. The directness of drawing, paper — tool — model is
the feature of a drawing which reveals a falsehood and pose, while all defects and inconsisten-
cies expose the author; show his true condition,

As a medium, it has various faces: it is a concept, a note, a sketch, a project for bigger reali-
sations, a workshop exercise which teaches humility and self—discipline, and in the creation
process — the main argument which looks for artistic difference and builds artistic identity.
Without its teclfmological base, when compared to other media, it is defenceless, sincere and
naive, and thus — closest to the truth and hardest to experience.

At any Academy of Fine Arts it is an obligatory and autonomic subject; it is the basic means
of expressing oneself in the process of forming one’s artistic path.

After the first year of studies, during which one learns the basics of discipline, experiences its
possibilities and makes first attempts of creation, students choose one of five original Drawing
Workshops and it becomes their laboratory to create reality, Creation is based on the founda-
tion of studio vision and on the ability to declare the anatomy of figure and object. The pro-
cess of seeking one’s own stroke, one’s own original mark is derived from students’ invention,
from their conscious involvement in a ris’cy and unknown road of seeking the truth, from their
“opening” to experience and understanding,

Figurative drawing is a provocation to use one’s imagination and go beyond its structural
and emotional meaning. The multi-aspect ness of dmwing as well as the healthy competition of
the Workshop makes it necessary to shape its many new faces, delimiting it ever greater space
of possibilities.

prof. Janusz Karbowniczek
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1. Kresba m4 néco spoletného s kopanou. Totiz to, Ze k ni neni téeba Zadného
zvldstniho nadini, vybaveni ani prostitedi. Jako u fotbalu stadi mié a kus rovného
mista, u kresby stadi tuzka a papir - a nékdy ani tolik netieba. A miiZe si to zkusit
kazdy... Papir oviem neni jediny materidl, na kterém je mozné kresbu uskuteénit.
Co byste r4d pokreslil nebo vidél pokreslené? (A doplitujici otdzka - &im, jakym
motivem?)

2. Kdy# se tekne figuralni kresba, mysli se tim kresba lidské postavy, podle modelu-
dovika. Proé se jako modely nevyuzivaji zvitata? Bylo by t&23i je zachytit, anebo je
jejich ztvarnéni naopak piilis snadné ve srovnani s dovekem?

3. A tekne-li se figuralni kresba, mysli se tim nejen lidsk4 postava, ale také nah4 lidska
postava. Bylo by snad - ve srovnani s aktem - o tolik snazsi zpodobnit obledeného
&lovéka?

4. Jaky je vztah figurdlni a portrétni kresby? Kterd z téchto disciplin je vam bliZsi
a pro¢?

5. Ktera &st lidského téla se (vam) kresli nejlépe - a kterd nejhiite?
6. Koho byste rad (na)kreslil? (Koho byste si p#l jako model pro figuralni kresbu?)

7. Kterou kresbu méte mimo#ddn@ rad? (Kterou kresbu byste rad mél doma na zdi -
proé?)

8. Kterého kreslife si nejvic vézite - a prod?

Nr N

0. Vzpominite si na svou nejhorsi skolni zndmku z kresleni - a za co jste ji dostal?

10. A nakonec ani ne tak otdzka, jako prosba: Mohl byste figuraln& zobrazit sam sebe
(zajimavé, Ze autofigury na rozdil od autoportréti prakticky neexistuji...), ptipadng
mohl byste se nechat figuralng (pipadné alespoii portrétng) nakreslit od nékterého

ze svych #aki - a poskytnout nam tuto kresbu pro reprodukovéni v p#istim katalogu
Figuramy.
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1. Tato otdzka ned4va smysl,

2. Zvite miize byt stejng zajimavym tématem kreslent jako lidsk4 postava; ani snazd, ani
o

87381, ZviFata jsou dastym motivem skic student, Vytvarnému studiu zviFat na univerzit&
brani technické podminky.

3. Kresba nahé postavy vyZaduje dokonalé, selektivni pozorovani, disciplinu a zkusenost

v grafickém vyjadient spravnych proporei lidského tdla, Je to proces, ve kterém nelze skryt
chyby ve struktute anatomie modelu, na rozdil od kresby obledené postavy, kde zpésob
vyjadieni a hodnota tématu mohou ,zasttesit” ptipadné nesrovnalosti.

4. Zobrazeni postavy i portréty hledaji pravdu o doveku, hledaji charakter, pronikaji do
duge. Oba Zanry jsou stejné déleZité a oba, vzhledem ke svému vyznamu, vyZaduji specidlni
konfrontaci s vetejnosti.

5. Z4sadnim problémem je femeslné zvlddnuti, proces tvorby zading vitvarnym a uvé-
domélym vyjadienim prirody. Déleni na snadné a té7ké motivy tady neplati. Vytvotit si
vlastni uméleckou identitu je nesmirnd t&7ké a pracné a nad v3im, co bylo vytvoteno snad-
1no, je tieba se zamyslet.

6. M4 kresba se vénuje figuraci, atkoliv nebyla nikdy spojena s urditym typem postavy. Jejim
hlavnim rysem je lidstvi jako hodnota a jeho vztahy ke svétu hodnot. Neni zde proto déivod
hledat speciﬁc](ou osobnost.

7. Velmi &asto vysoce ocefiujeme préce, které jsou protikladné charakteru nasi vlastni
ikonografie; libi se ndm, jak jsou vyjadieny, ale nemédme je bezprostiednd na zieteli pii

o , o o ; 05 o ar
nasem vlastnim tviirdim procesu. Ocenéni a podpora praci, které jsou prptipdlem nasi tvor-
by, d4v4 nad@ji na lepsi porozuméni fenoménu kresby a jeji metafyzice.

8. V souvislosti s mou motivaci, kterou jsem popsal v ptedchozi odpovédi, si vysoce cenim
kreseb Jacka Sempoliniského a Jerzyho Panky a ze zahranignich uméled dél Jittho Anderleho

a Bgona Schieleho.

9. Cas straveny kreslenim na Akademii vytvarnych uméni byl jak dobou rebelie proti
viemu, tak dobou ziskévani zkugenosti. Dnes, s odstupem, si spife vzpomindm na &as, ktery
jsme za studif promarnili a nedostatedn@ vyuZili, ne uZ tak na jednotliva fakea & zndmky,

i kdyz by nds to mozn4 inspirovalo stejnd jako vzpominka na experimenty.

10. Této otdzce jsem nerozumél.

prof. Janusz Karbowniczek, Academy of Fine Arts in Katowice
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1. Drawing has something in common with football: no special kit, equipment, or set-
ting is necessary. As in football, where a ball and a flat place will do, in drawing a pen-
cil and a piece of paper will do — and sometimes not even that much is necessary. And
anyone can try it... Of course, paper isn’t the only material which you can produce

a drawing on. What would you like to cover with drawings or to see full of drawings?
(And a supplementary question: with what kind of theme?)

2. When one says a figure drawing, one has in mind a drawing of a human figure,
after the model of a person. Why aren’t animals used as models? Would they be hard-
er to catch or, alternatively, would their representation be too easy compared to

a human?

3. And if one says a figure drawing, does one have in mind not only a human figure,
but also a nude human figure. Would it perhaps — in comparison with a nude — be

much easier to pottray a clothed person?

4. What is the relationship between a figure and a portrait drawing? Which of these
disciplines do you feel closer to and why?

5. Which part of the human body do you draw best — and which the worst?
6. Who would you like to draw? (Who would you like as a model for a figure drawing?)

7. Which drawing do you especially like? (Which drawing would you like to have at
home on the wall — why?)

8. Which draughtsman do you think most highly of — and why?

9. Can you remember your worst mark at school for drawing — what was it for?

10. And finally not so much a question as a request: could you portray yourself as

a figure (it is interesting that a self-figure, unlike a self-portrait, practically does not
exist), or possibly have yourself drawn as a figure (or at least as a portrait) by one of

your pupils — and supply us with this drawing for reproduction in the next catalogue
of Figurama?
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1. This question makes no sense! ansiently drawn on a wind or a water, But I draw a draw-
ing on a paper which can't perish,

2. An animal can be just as interesting a topic as drawing a human figure; neither simpler
nor harder, Animals are a frequent motif of students’ sketches. Technical considerations
prevent the studying of animals at the university.

3. Making a drawing of a nude figure requires having a perfect, selective observation, disci-
pline and the skill of graphical declaration of the correct proportions of a human body. It is
a process in which one cannot hide mistakes in the structure or anatomy of a moc]el, the
opposite to a clrawing of a dressed person in which expression and the value of subject
matter may become an asylum for possible inconsistencies.

4. Figures and portraits are subjects which seek the truth about humanity, they look for
character, penetrate the soul. Both topics are equally important and both, due to the signifi-
cance of the topic, demand a particular confrontation with audience.

5. Learning the trade is the essential problem and the process of creation only starts with
a manual and conscious declaring of nature. There is no such division here as easy-hard.
Creating one’s artistic identity is the most difficult experience and all that is created in

a simple way is a moment to be reflected upon.

0. My drawing is ascribed to figuration although it has never been connected with the image
of a specific figure. The main character is human as a value and its relations in the world of
values. For this reason, asking for a particular person is grouncﬂess.

7. Most often we value Lhings which are counter to the character of our iconography; we are
c]elighted by their expression, but they are not part of the manual interests in our own process
of creation. Appreciating and favouring of records which are separate and opposing to our own
creates hope for a better understanding of the phenomenon of drawing and its metaphysics.

8. In relation to my motivation described in my last answer, I highly value the drawings of
Jacek Sempoliniski and Jerzy Panka, and among foreign artists: the works of Jiri Anderle and
Egon Schiele,

9. The time spent on drawing at the Academy of Fine Arts was both the time of rebellion
against everyrhing and the time of experience. Today, from a distance, we tend to remem-
ber the time we wasted and misused while studying and not its single facts or marks,
although it might have been just as inspiring as the time of experiments.

10. I didn’t understand this one.

prof. Janusz Karbowniczek, Academy of Fine Arts in Katowice
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Prof. Janusz Karbowniczek

Zivotopisna data

Narozen 1950 V Przemysli. Studoval na katedie grafiky v Katovicich a na Akademii
vytvarnych uméni v Krakové, Absolvoval 1975. Od roku 1977 vyuduje na Akademii
vytvarnych uméni v Katovicich.

V soudasné dob? je profesorem na Akademii vitvarnych uméni v Katovicich, kde vede
ateliér kresby.

CV Data

Born in 1050 in Przemyél. He studied at the Department of Graphics in Katowice and
the Academy of Fine Arts in Krakow. He obtained his diploma in 1975. Since 19077 he
has been teaching at this Academy.

Today, he is a professor at the Academy of Fine Arts in Katowice. He runs the Drawing
Workshop.

Samostatné vystavy ~ One Person Exhibitions

1975 Konin,

1076 Gdansk, £od?,

1978, 79 Katowice,

1980 Przemyél,

1081 Raciborz, Tychy,

1085 Chorzow,

1088 Katowice, Gdansk, Vallencienne /France/
1089 Bytom,

1090 Krakow, Essen /Germany/, Bielsko-Biala,
1901 Katowice

1002 Essen /Germany/, Gdansk,

1093 Gdynia, Genk /Belgium/, Sosnowice
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1905 Przemyél,

1096 Katowice, Tychy, Katowice

1007 Andrychéw, Lomza, Oswiecim

1098 Szezecin, Gdansk, Gorzéw

1999 Siemianowice, Warszawa, Mikotéw

2000 Bielsko-Biala, Mikotéw

2001 Krakow, Zakopane

2002 Oswiecim,

2003 Przemyél, Kalisz, Sieradz, Czestochowa, Jaworzno, Chorzow, Bielsko-

Biala, Kielce, Zywiec

2004 Tarnow, Gdansk

2005 Kartuzy, Nowy Sacz, Bielsko Biata

2000 Gorzdw

2007 Gliwice, Olkusz
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Janusz Karbowniczek - ,f
Contemplation IV', tuzka, tempera ~ et
distemper, pencil, 2006 - l gt
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Pawel Mendrek

Zivotopisnd data ~ CV Data

umélec na volné noze, Zije ve Vidni, v soutasné dob@ pise doktorskou praci a prednasi
na fakultd malby Akademie vytvarnych uméni v Katovicich

freelance artist, based in Vienna /' A / MEA, currently in the process of writing the doctor
thesis / lecturer at Faculty of Painting of the Academy of Fine Art in Katowice / PL

Vzdgléni a praxe ~ Education and Training
Academy of Fine Arts in Krakow, Katowice branch, Department of Graphics Art
1995-2000 (prof. J. Szmatloch & prof. J. Rykala)
Academy of Art Collage in San Francisco — summer semester 1008
Universitit fiir Angewandte Kunst in Vienna 2000-2004 (prof.W.Herzig)
International Art Symposium KulturAXE “Landscape of Desire 2002” Hungary
(prof. H. Shmalix)

Samostatné vystavy ~ One Person Exhibitions

2002

2003

2005

2007
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We, Gallery of Afro-Asian Institute, Vienna / Life of the Horizon, Ariad-
ne Gallery, Vienna / Entwicl(lungen, SAP-Artelier Gallery, Vienna
Kind of Woman, Ariadne Gallery Vienna and Sosnowiec Art Center,
Sielecki Castle, Sosnowiec, Poland / Day after Day, SAP-Artelier
Gallery, Vienna

Give Me a Break, StadtGalerie Vienna, Austria / Full Color, Ariadne
Gallery, Vienna

days @ flowers, Artetage Gallery / Graz, Austria



Pawel Mendrek
Tereska ~ little Teresa, z projektu néco jako Zena ~ from kind of woman project, akryl, tuzka,
kolaz, plétno / acrylic, pencil, collage, canvas, 140x100cm
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Dr. Lestaw Tetla

Zivotopisn data ~ CV Data

narozen v Pszczynd, Zije v Katovicich
1088-19904 Slezské technick4 univerzita v Glivicich, obor architektura
1003-1008 Akademie vytvarnych uméni v Krakovg, pobotka Katovice,
obor umélecka grafika (Prof, St. Kluska & Prof. J. Rykala)
V soudasné dob# piisobi na Akademii vjtvarnych uméni v Katovicich,
obor malba,

CV data

born in Pszczyna, lives in Katowice

1988—1994 Silesian College of Technology in Gliwice, specialization architecture

1993—1998 Academy of Fine Arts in Krakow, the Katovice branch, specialization
graphic’arts (prof. St. Kluska & prof. J. Rykala)
Presently, lecturer at the Academy of Fine Arts in Katovice, department
of painting.
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Samostatné vystavy ~ One Person Exhibitions

1098
1999

2001
2003
2000

Malerei, Centrum Onkologii, Gliwice ~ PL

Malerei & Graphik, Galerie Patacyk nam. Tadeusza Kulisiewicza,
Warszawa ~ PL

,Hausarbeit“ Galerie Brama, Gliwice ~ PL

,x Zone*, Galerie Szyb Wilson, Katowice ~ PL

,was existiert nicht ”, Foyer Galerie des Schlesischen Theaters,

Katowice ~ PL

Ceny a stipendia ~ Prizes and Scholarships

19908
1999

2003

Stipendium des Kulturministers, Warszawa
Scholarship of Tadeusz Kulisiewicz Stiftung, Warszawa
Ocenéni pro mladé umélce, radnice Katowice
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Macelina Rydelek
100 x 136 cm
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Maciej Nawrot

150 x 99 cm
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Maciej Nawrot
150 x 100 cm
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Szymon Prandzioch
160 x 150 cm
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Eva Nowinska
140 x 200 cm
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Sabina Maslowska
100 x 140 cm
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Sabina Maslowska
100 x 210 cm
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Katarzyna Kania
70 x 100 cm
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Justyna Respondek
130 x 110 cm
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Katarzyna Koziara
100 x 140 cm
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Paulina Fieddorowicz
100 x 140 cm
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Martyna Paluchiewicz
130 x 100 cm
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Milosz Wnukowski
250 x 150 cm
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Lukasz Obalek
140 x 120 cm

@ 208



Maciej Kwasniewski
140 x 100 cm
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Katarztyna Kara
100 x 140 cm
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Sylwia Wozniczka
140 x 100 cm
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Karolina Niedzielska
140 x 100 cm
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Michal Kotula
100 x 70 cm
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Tobiasz Cechowicz
140 x 95 cm
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Tobiasz Cechowicz
140 x 100 cm
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Fakulta architektury
Vysokého uéeni technického v Brné

Brno University of Technology — Faculty of Architecture
Ustav kresleni a modelovani ~ Department of Painting and Plastic Work

Vedouci oddgleni ~ Head of the Department
doc. Ing. arch. Zdenik Makovsky

doc. Ing. arch. Zdengk Makovsky

architektonicky design & modelovani ~ Architectural Design & Plastic Work
Ing. arch. Ales Navratil, PhD.

zdklady kresby & grafické techniky ~ Basics of Drawing & Graphic Arts
akad. mal. Karel Pokorny

nauka o barvach & figuralni kresba ~ Theory of Colours & Figural Drawing

Fakulta architektury Vysokého udeni technického v Brng
Potidi 5
CZ ~ 639 00 Brno

Tel.: +420 541 146 600
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1. Kresba m4 néco spoleéného s kopanou. TotiZ to, Ze k ni neni tieba Zadného
zvl4stniho naédini, vybaveni ani prostitedi. Jako u fotbalu stadi mié a kus rovného
mista, u kresby stadi tuzka a papir - a nékdy ani tolik netieba. A miiZe si to zkusit
kazdy... Papir oviem neni jediny materidl, na kterém je mozné kresbu uskuteénit.
Co byste r4d pokreslil nebo vidél pokreslené? (A doplitujici otdazka - &im, jakym
motivem?)

2. Kdyz se iekne figuralni kresba, mysli se tim kresba lidské postavy, podle modelu-
&loveka. Proé se jako modely nevyuzivaji zvitata? Bylo by t&Z3i je zachytit, anebo je
jejich ztvarnéni naopak pi#ilis snadné ve srovnéni s Elovekem?

3. A tekne-li se figuralni kresba, mysli se tim nejen lidskd postava, ale také naha lidsk4
postava. Bylo by snad - ve srovnani s aktem - o tolik snazsi zpodobnit oblegeného
&lovéka?

4. Jaky je vztah figurdlni a portrétni kresby? Kterd z téchto disciplin je vam bliZsi
a prod?

5. Ktera st lidského téla se (vam) kresli nejlépe - a kterd nejhiie?
6. Koho byste rad (na)kreslil? (Koho byste si pial jako model pro figuralni kresbu?)

7. Kterou kresbu méte mimo#4ddné rad? (Kterou kresbu byste rad mél doma na zdi -
proé?)

Ny

8. Kterého kreslife si nejvic vizite - a prod?

Ny

0. Vzpominite si na svou nejhorsi skolni zndmku z kresleni - a za co jste ji dostal?

10. A nakonec ani ne tak otdzka, jako prosba: Mohl byste figuraln zobrazit sam sebe
(zajimavé, Ze autofigury na rozdil od autoportréti prakticky neexistuji...), ptipadné
mohl byste se nechat figuralng (pipadng alespoit portrétnd) nakreslit od nékterého

ze svych #aki - a poskytnout ndm tuto kresbu pro reprodukovéni v p#istim katalogu
Figuramy.
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1. Zname Altamiru, zndme kresby eskymék a obyvatel Afriky, Viechny jsou svédectvim
snahy &loveka kresebn se vyjadtovar, Také dnes, jak v nejstarsich dobach lidské existence,
jsou piitomni tito kresli#i, Sprejeti nés obklopuii svou kresli¥skou potenci a obecné
oznadeni za barbary, maji i svou elitu. Ta umi vybrat nejptiléhavéjsi mista, kam architekt
nedosahl. T&ch par atavistd neposkozuje pamétky a jejich vehementni vyjadiovaci potieba
je vedena veiténim se do obsahu véci. V&#im, Ze se jejich predchidci vyjadiovali stejng,
oviem kresba se nim zachovala jen v jeskynich. Ostatni plochy das nemilosrdng odstranil.
Moin4, Ze ne viechny a to je mé pani, uvidét je.

2. Problém nelezi ve schopnosti kreslit motiv zoomorfni, & homomorfni. P trose
soustted@ni ho vitvarnik s klasickou préipravou zvlddne. Obsah je hlavni provokaci, kter4
pritahuje, nebo odpuzuje ve smyslu dozrini poznatku, Védci zadinaji ptipoustdt, diky
analyzédm, shodu v biologickych rysech rostlin, zvitat a lidi. Zkratka, vie je Zivé, kazdy list méa
skelet, kapiléry a kéizi jako ruka. Zvite ve spinku ma sny, dovék také, Jsme schopni se
navzéjem poziit, V podstatd jde o to, jak si koho pripustime k tlu. Nekdo je krajind#, jiny
figuralista a obdas se do toho piiplete zvite. Domyslenim priichodnosti tvaru tam a zpét
vznikne piitina, jez zakotvi na urité pozici. Ta je bud prostupnd, nebo odmité piirodni motiv.

3. Je piinosem doby, co se uptednostni. V antice prevazuje nahota, barokni okazalosti odgv
vyraznd napomahd i za cenu nepohodlného uzivini. V soudasnosti dochézi ke strikent
separaci odévu a t&la. Bud je hlavnim motivem od@v a figura je végak, nebo je dominantou
figura, ale pak je nah4. Tento tlak je veden i na technicky prostéedek vyjadient. Efekeni
obledenti se vyhradn foti, nebo filmuje. Snaha po odligeni lidské tvarovosti p#ivadi na scénu
poditad se schopnosti deformovat, Zkusme odhadnout budoucnost, spojime li zmingné
trendy, pak se lidsky odav bude stéle vice ptizptisobovat nahotd, Prithledné matridly to
umo?zni. Tim si budeme zvykat na préimérnou, a7 nevzhlednou podobu t&la a dojde

k pFirozenému narovnini ndzoru na nahotu. Zde bude ance nastolit vztah odévu a t&la do
vzdjemné souhry, co? obdas zahlédneme ve sci-fi. VéEme, Ze uméni si bude védgt rady.

4. Dobry portrét vznikd bezd@ing, ostatni jsou rutinni macha. Zda kresli# zvoli portrét,

duje jeho vztah k mimice. Figurélni gestika dava efekeni moZnosti, ale i dokonalym klid
urluje jeho vztah k mimice. Figuralni gestika dava efektni moznosti, ale i dokonalym klidem
|lze mnoho vyjadtit.
5. Snadné je nakreslit povrch t&la ve srovnini se zdznamem jeho duge.
6. Kazdého, koho si v paméti bez problémd vybavim i s detaily.

7. Tu, kterd mi pomize tesit aktudlni problém a o které jsem presvédden, Ze se dotkla podstaty.
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8. Nejlepsi kresli# je dlovek, ktery vyderpal viechny moznosti vyjadieni a zbyla mu jen
kresba, Toho mohu brat vézng,

9. Jako ditd jsem mél z vytvary hori znidmku ne? ostatni a dokonce pti svévolné kresb@
matetského plodu na figurku panenky v ruenich pracich jsem byl potrestin za adajnou
obscénnost. I to vzbudilo vzdor, ktery u mne po letech vyustil na vibornou z kreslizské
piipravky na Akademii.

10. Autoportrét

Karel Pokorny, FAVUT Brno

@ 281



1. Drawing has something in common with football: no special kit, equipment, or set-
ting is necessary. As in football, where a ball and a flat place will do, in drawing a pen-
cil and a piece of paper will do — and sometimes not even that much is necessary. And
anyone can try it... Of course, paper isn’t the only material which you can produce

a drawing on. What would you like to cover with drawings or to see full of drawings?
(And a supplementary question: with what kind of theme?)

2. When one says a figure drawing, one has in mind a drawing of a human figure,
after the model of a person. Why aren’t animals used as models? Would they be hard-
er to catch or, alternatively, would their representation be too easy compared to

a human?

3. And if one says a figure drawing, does one have in mind not only a human figure,
but also a nude human figure. Would it perhaps — in comparison with a nude — be

much easier to pottray a clothed person?

4. What is the relationship between a figure and a portrait drawing? Which of these
disciplines do you feel closer to and why?

5. Which part of the human body do you draw best — and which the worst?
6. Who would you like to draw? (Who would you like as a model for a figure drawing?)

7. Which drawing do you especially like? (Which drawing would you like to have at
home on the wall — why?)

8. Which draughtsman do you think most highly of — and why?

9. Can you remember your worst mark at school for drawing — what was it for?

10. And finally not so much a question as a request: could you portray yourself as

a figure (it is interesting that a self-figure, unlike a self-portrait, practically does not
exist), or possibly have yourself drawn as a figure (or at least as a portrait) by one of

your pupils — and supply us with this drawing for reproduction in the next catalogue
of Figurama?
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1. We know the Altamira, we know the drawings of the Eskimos and the inhabitants of
Africa, They are all testimony to the endeavour of man to express himself in drawing.
There are these draughtsmen present today too, as in the oldest periods of human exis-
tence. Graffiti artists surround us with their potential for C]rawing. Generaﬂy labelled as
barbarians, they too have their elite. They know how to choose the most fitting place where
the architect hasn’t reached. This couple of atavists do not deface monuments and their
vehement need for expression is driven by an empathy with the content of the cause. I
believe that their precursors expressed themselves in much the same way. However, only
cave drawings are left to us, Time has unmercifully removed the other surfaces. Perhaps
not all, and to see them, that would be my dream.

2. The problem does not lie in the ability to draw a zoomorphic or homomorphous motif.
With a little concentration an artist with a classic grounding can master it, Content is the
main provocation which attracts or repels in the sense of gaining knowledge. Scientists are
starting to ac]mit, thanks to analyses, the concord between biological characteristics of
p]ants, animals and people. In short, evelything that is a]ive; every leaf has a ske]eton, Capil-
laries and skin, like a hand. An animal dreams in sleep, a human being too. We are able to
contemplate each other. In essence it depends how one approaches the thing, One person
is a landscape artist another a figural artist and occasionally an animal can be mingled in
too. In imagining the viability of a form, a motive will arise here and there which is
anchored in a certain position. Either it will be permeable or it will reject a natural motif.

3. What is favoured is the merit of the time, In antiquity nakedness prevailed; Baroque dis-
play of clothing was distinctly favoured even at the cost of discomfort in use, At the present
time there is a strict division of clothing and body. Either clothing is the main motive and
the figure is a coat stand, or the dominant feature is the figure, but then it is naked. This
pressure is carried also on to technical means of expression. Ostentatious c]othing is exclu-
sively photographed, or filmed. Attempts at differentiation of the variety of human forms
brings a computer onto the scene, with the ability to distort. Let us try to guess the future:
if we connect the trends mentioned above then human clothing will ever more accommo-
date nakedness. Transparent materials will make this possible. In this way we will get used
to an average to plain appearance of the body and a natural reconciliation of the view of
nakedness will occur. There will be a chance here to establish a mutual harmony of the
relationship between clothing and the body, which we see from time to time in science fic-
tion. We believe that art will be able to manage.

4. A gooc] portrait comes into being unintentionaﬂy, others are run of the mill, routine.
The re]ationship to facial ex pression determines whether or not a draughtsman will choose
a portrait, Figural gesture provides spectacular options, but even with perfect composure
one can express much,
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5. It is easy to draw the surface of the body compared to a record of its soul.
6. Anyone I can easily call to mind in detail.

7. That which will he]p me resolve a current prob]em and which I am convinced will have
touched on the substance of the matter.

8. The best draughtsman is someone who has exhausted all possibilities of expression and all
that is left to him is a drawing, This T can take seriously.

0. As a child I had worse marks than others in art and T was even punished for a”eged
obscenity for a pointless drawing of a foetus on a doll cluring craftwork. Indeed, that
aroused a defiance in me which, after many years, led to a grade one in drawing at the

Academy,

10. Self-portrait

akad. mal. Karel Pokorny, FAVUT Brno
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Zivotopisna data
25.10. 1952
1971-1975
1979-1985

1095-2007

CV Data
am 25. 10. 1952
1971—1975
1979—1985

1995-2007

akad. mal. Karel Pokorny

narozen ve Znojmé

Stiedni uméleckoprimyslova skola v Brnd
Akademie vytvarnych uméni v Praze,

obor malitstvi, profesor Jan Smetana
pedagog na Fakult@ architektury VUT v Brng

born in Znojmo

The school of applied arts in Brno

Academy of Fine Arts Prague, department of painting with
prof. Jan Smetana

lecturer at the Faculty of Architecture of the Brno University
of Technology
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Samostatné vistavy od roku 1095 (vybér) ~ One Person Exhibitions since 1995 (Selection)

1995 Poslaneckd snémovna parlamentu Ceské republiky, Praha ~ CZ
Vienna International Centre, Videii ~ AUT
Ceské kulturni centrum, Bratislava ~ SK

1006 Radost fx, Praha ~ CZ
Jazz club v Zelezné, Praha ~ CZ
1997 Zluti ponorka, Znojmo ~ CZ
10908 Ateneo Cultural ei Albeitar, Leon ~ ESP

Centro Cultural Galileo, Madrid ~ ESP
Ayuntamiento, Miranda de Ebro ~ ESP

Museo de la Ciudad de Valdepenas, Valdepenas ~ ESP
Jarom@&tice nad Rokytnou, zimek ~ CZ

Bazilika Svatého Véclava v Louce, Znojmo ~ CZ

2000 Galerie Sowulo, Brno ~ CZ
Galerie U Dobrého pastyte, Brno ~ CZ
2001 ibc, Praha ~ CZ
2002 D&m uméni, Znojmo ~ CZ
2007 Golemclub Praha ~ CZ
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Karel Pokorny
Pusty kopec ~ Wild Hill, kolorovand perokresba na papire ~ pen-and-ink drawing, coloured,
on paper, 50x05 cm, 2007
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Prace studenti FA VUT ~ Works by the students of FA VUT
papirové modely ~ paper models
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Jarolim Antal
pastel na papife ~ pastel on paper, 95%80 cm
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X. Havlaskova
pastel na papie, ~ pastel on paper, 95x80 cm
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Martin Stépanek
pastel na papife ~ pastel on paper, 95%80 cm
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Mateiciucova
pastel na papife ~ pastel on paper, 95x80 cm
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Martin Buzek
sprej na paptie ~ spray on paper, 137x90 cm
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Martin St&panek
pastel na papife ~ pastel on paper, 95x80 cm
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Jiti Buzek

pastel on paper, 95x80 cm

7y

pastel na papive ~
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Jitka Balab

pastel on paper, 80x95 cm

N
me ~

pastel na pap
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Vanda Vaculovidovi
pastel na papife ~ pastel on paper, 80x95 cm
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Nada Vykydalova

tuzka na papive ~ pencil on paper, 70x50 cm
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Nada Vykydalova

tuzka na papive ~ pencil on paper, 50x70 cm
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1) Kresba ma néco spoleéného s kopanou. Totiz to, Ze k ni neni téeba 2ddného
zvl4stniho naédini, vybaveni ani prostitedi. Jako u fotbalu stadi mié a kus rovného
mista, u kresby stadi tuzka a papir - a nékdy ani tolik netieba. A miiZe si to zkusit
kazdy... Papir oviem neni jediny materidl, na kterém je mozné kresbu uskuteénit.
Co byste r4d pokreslil nebo vidél pokreslené? (A doplitujici otdzka - &im, jakym
motivem?)

2) Kdyz se fekne figuralni kresba, mysli se tim kresba lidské postavy, podle modelu-
&loveka. Proé se jako modely nevyuzivaji zvitata? Bylo by t&Z3i je zachytit, anebo je
jejich ztvarnéni naopak piilis snadné ve srovnéni s &lovekem?

3) A tekne-li se figuralni kresba, mysli se tim nejen lidskd postava, ale také nah4
lidska postava. Bylo by snad - ve srovnani s aktem - o tolik snazsi zpodobnit
oblegeného &loveka?

4) Jaky je vztah figurilni a portrétni kresby? Ktera z téchto disciplin je vam bliZsi
a prod?

5) Ktera &st lidského téla se (vam) kresli nejlépe - a ktera nejhiite?
6) Koho byste rad (na)kreslil? (Koho byste si pi4l jako model pro figurilni kresbu?)

7) Kterou kresbu mate mimoiadné rad? (Kterou kresbu byste rdd mé&l doma na zdi -
proé?)

Ny

8) Kterého kresliie si nejvic vazite — a pro¢?

NN

0) Vzpominate si na svou nejhorsi gkolni zndmku z kresleni - a za co jste ji dostal?

10) A nakonec ani ne tak otdzka, jako prosba: Mohl byste figurélng zobrazit sim sebe
(zajimavé, Ze autofigury na rozdil od autoportréti prakticky neexistuji...), ptipadné
mohl byste se nechat figuralng (pipadng alespoit portrétnd) nakreslit od nékterého

ze svych #aki - a poskytnout ndm tuto kresbu pro reprodukovéni v p#istim katalogu
Figuramy.
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1. Kresba je pro mé osobnim zdznamem népadu nebo prvni prostorovou zkouskou sochy.
Kresbu nepouzivim jako sviij vitvarny projev ale jako technickou pomicku, a tak je mi
jedno, co ve chvili, kdy problém tedim pokreslim.

2. Nejvatsi problém je myslim v tom, jak presvadiit Zivé zvite, 7e je dilezité, aby nehnutd
nékolik hodin stalo nebo lezelo v uréité pozici.

3. Myslim si, Ze je to stejn& narodné,

4. Nezabyvam se ani jednim, ale ze svjch studii si pamatuiji, Ze figuralni kresba byla vidy
také portrétni,

5. Nejlépe rozumim ramendm, hrudniku a bichu, a nejvétsi problém mém s panvi. Nerad
propracovavim prsty, ale kdyZ na to ptijde, problém s nimi nemam.,

6. Budhu.

7. Mém rad jeskyni malby, tak nkterou z nich.Chél bych ji v originale pro opravdovost
a neartistnost a ziroved krasu kterou, jeskyni malby maji.

8. Nikdy jsem o tom takto zam&Fend neptemyglel, ale bude jich hodng. Spize ne? autory
bych vybiral konkrétni kresby, v odpovédi ale pro jeji 3iti konkrétni nebudu.

0. Nevzpominam.

10. Zkusim to.

Doc. ak. soch. Michal Gabriel, FAVU Brno
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1. Drawing has something in common with football: no special kit, equipment, or set-
ting is necessary. As in football, where a ball and a flat place will do, in drawing a pen-
cil and a piece of paper will do — and sometimes not even that much is necessary. And
anyone can try it... Of course, paper isn’t the only material which you can produce

a drawing on. What would you like to cover with drawings or to see full of drawings?
(And a supplementary question: with what kind of theme?)

2. When one says a figure drawing, one has in mind a drawing of a human figure,
after the model of a person. Why aren’t animals used as models? Would they be hard-
er to catch or, alternatively, would their representation be too easy compared to

a human?

3. And if one says a figure drawing, does one have in mind not only a human figure,
but also a nude human figure. Would it perhaps — in comparison with a nude — be

much easier to portray a clothed person?

4. What is the relationship between a figure and a portrait drawing? Which of these
disciplines do you feel closer to and why?

5. Which part of the human body do you draw best — and which the worst?
6. Who would you like to draw? (Who would you like as a model for a ﬁgure clrawing?)

7. Which drawing do you especially like? (Which drawing would you like to have at
home on the wall — why?)

8. Which c]raughtsman do you think most highly of — and why?

9. Can you remember your worst mark at school for drawing — what was it for?

10. And finally not so much a question as a request: could you portray yourself as

a figure (it is interesting that a self-figure, unlike a self-portrait, practically does not
exist), or possibly have yourself drawn as a figure (or at least as a portrait) by one of

your pupils — and supply us with this drawing for reproduction in the next catalogue
of Figurama?
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1) A drawing for me isa personal record of an idea or a first spatial attempt at a sculpture.
I don’t use drawing as my artistic expression but as a technical aid, and so it is all the same
to me what I cover with drawings while T am resolving a problem,

2) 1 think the biggest problem is how to convince a live animal that it is important for it to
stand or lie motionless in a certain position for several hours.

3) I think it is equally difficulr.

4) I'm not engagec] with either but I remember from my studies that a figure drawing was
always also a portrait,

5) I understand best the shoulders, chest and abdomen; I have the greatest problem with
the pelvis. I don’t like detailing fingers but if it comes to it then I don’t have a problem.

6) The Budha.

7) 1 like cave paintings, so one of them. I'd like it in the original for its veracity and artless-
ness and also for the beauty that cave paintings have.

8) 1 have never thought about it so deliberately but there would be many of them. In response
I would choose specific drawings rather than artists but, due to their number, I won’t be spe-
cific.

0) I can’t remember.

10) I'll have a try.

Doc. ak. soch. Michal Gabriel, FAVU Brno
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Zivotopisnd data

Doc. ak. soch. Michal Gabriel

25. 2. 19060 narozen v Praze

1082-1087

CV Data

studium na Akademii vitvarnych uméni v Praze

February 25, 1960 born in Prague

1982—1987

study at the Academy of Fine Arts Prague

V}'rbér zvystav ~ Exhibitions (Selection)

1995
1995
1995
1990
1997
1098
1008
1908
1999

Cena J. Chalupeckého 94; Galerie V, Spély, Praha ~ CZ

Bronzy, Centrum kultury a vzd&lévani, Ostrava ~ CZ

Sochy, sklo, Sift pod Plenikovym schodigtdm, Prazsky hrad, Praha ~ CZ
Vystavni sifs Emila Filly, Usti n, Labem ~ CZ

Die Aktualitit des Schénen..., Galerie Liberec ~ CZ

M. Gabriel a V. Kokolia, Stétni galerie Most ~ CZ

Sochy, Galerie Sirius, Praha ~ CZ (se S. Milkovem)

Zelezo a bronzy, Spélova galerie, Praha ~ CZ

Sochy, animace, Galerie Caesar, Olomouc ~ CZ (S J. Svandou)
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Zastoupenti ve sbirkich ~ Represented in Collections
Niérodni galerie - The National Gallery in Prague
Alova Jihodeské galerie, Hlubok4 nad Vltavou

Galerie mésta Olomouce a dald

Michal Gabriel
Smetka ~ A Pack, plast, Zivotni velikost ~ plastic, life size
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Mgr. Tomas Medek

Zivotopisna data

narozen 1. 3. 1069 v Brn&

1082-1087 studium na Akademii vytvarnych uméni v Praze

1083 - 1987 dievomodeldt a kovomodels#

1087 - 1990 Stiedni uméleckoprimyslova gkola v Brnd

1002 - 19006 bakalatské studium, Fakulta vytvarnych uméni VUT v Brng, ateliér
sochatstvi, prof. Vladimir Preclik

1997 Nova Scotia College of Art and Design, Halifax
Nova Scotia, Canada, ateliér sochaistvi, prof. John Greer
a Robin Peck

1097 -1008 magisterské studium, Fakulta vytvarnych uméni VUT v Brng,

ateliér sochatstvi, prof. Vladimir Preclik

CV Data

March 1, 1969 born in Brno

1983—1987 wood model maker and metal pattern-maker

1987—1990 Secondary Technical College of Applied Art, Brno

1992—1996 Bachelor's degree course, Faculty of Fine Art, Institute of Science
and Technology (VUT), Brno, School of Sculpture, Prof. Vladimir
Preclik

1997 Nova Scotia College of Art and Design, Halifax

Nova Scotia, Canada, School of Sculpture, Prof. John Greer
and Robin Peck

1997—1998 Master's degree course, Faculty of Fine Art, Institute of Science
and Technology (VUT), Brno, School of Sculpture,
Prof, Vladimir Preclik
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Samostatné vystavy ~ One Person Exhibitions

1003
1094
1097
190908

1999
2000

2001
2002
2003
2004

2000

2007
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Plastiky v pirod, Louka u Olegnice

Galerie mladych, Brno

Cube Realized, Anna Leonowens Gallery, Halifax,
Nova Scotia, Canada

Krychle z krychli, Prostor pro jedno dilo, Prazakéy palac,
Moravsk galerie v Brnd

Opakované struktury, Vychododeskd galerie, Pardubice
Galéria umenia Nové Zémky, Slovensko
Opakované struktury, Jihomoravské muzeum

ve Znojmé — Dim uméni

Palac Karlin, Praha

Multiplum, Stard radnice, Zd4r nad Sazavou
Objekty, Galerie M@sic ve dne, Ceské Budgjovice
Objekty, Husovicky dvorek 2003, Brno

Galerie ARS, (s Michalem Gabrielem), Brno
Multiplum, Galerie Langév dim ve Frydku-Mistku
Nerealizované drobnosti, Galerie foyer,

Divadla Husa na provazku, Brno

Galerie ARS, ( s Janou Kasalovou), Brno

Organely, Komunika@ni prostor Skolska 28,

(s Frankem Herrmannem), Praha

Tom4s Medek

Anuloid, dievo-olse ~ alder wood, 160x160x160 cm, 2005

Tom4s Medek

Spirdla ~ Spiral, preklizka ~ plywood, 75%x80x65 cm, 2005
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Natalie Chalcarzova
Drosera, polyester a silikon ~ polyester and silicone, vigka 100 cm ~ height 100 ¢m, 2007
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Jan Sebanek
Spejbl a Hurvinek, Spejbl and Hurvinek, polyester, viska 183cm ~ height 183 cm,
2007
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Veronika Psotové
Evicka ~ Little Eve, polyester, viska 170cm ~ height 170 cm, 20006
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Martin Skalicky
Bez ndzou ~ Untitled, polyester, 90x100x60 cm, 2007

@ 315



Dusan Vaia
Tkaros ~ Tcarus, polyester, viska 147cm ~ height 147 cm, 2007
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Dugan Homoliak
Babitka ~ Grannie, papir ~ paper, vyska 130cm ~ height 130 cm, 2005

@ 317






Birmingham-Southern College

Birmingham - Jizni univerzita, Alabama, USA

Kresba, malba ~ Drawing, Painting
Steve Cole, Associate Professor

Plastika, fotografie ~ Sculpture, Photography
James Emmette Neel, Assistant Professor

Grafika a digitalni tvorba ~ Printmaking and Digital Tmagery
Kevin Shook, Assistant Professor

Déjiny uméni, specializace na americké uméni 1850 - 1050 ~ Specialist in American art
from 1850-1950
Kathleen Spies, Assistant Professor of Art History

Fotografie ~ Photography
Pamela Venz, Assistant Professor

Malba, kresba, design ~ Painting, Drawing, Design
Cooper Bud Spivey, Instructor

Dgjiny uméni ~ Art History
Timothy Smith, Assistant Professor

000 Arkadelphia Road
Birmingham, AL 35254

phone:
800-523-5793 (toll-free)
205-226-4600



Birmingham - JiZni univerzita

Birmingham - Jizni univerzita je ctyfletd soukrom4 instituce svobodnych uméni zalozen4
v roce 1856 a pFiclengna k Jednotné metodistické cirkvi, Podle gasopisu U.S. News &
World Report je tato univerzita uz po t¥indct let #azena mezi nejlepdi narodni vysoké skoly
svobodnych uméni v zemi.

Birmingham - Southern College poskytuje mimo#adng kvalitni vzd&lani ve svobodnych
uménich. Skola vede studenty k nezévislému myslent, k estetickému a kritickému zkoums-
nf uméni a véd a k jasné komunikaci. Podporuje stipendijni studium a vyzkum a komplex-
ni poradenstvi.

Vzd@lavaci systém na birminghamské Jizni univerzitg je celkové zaméFen na jednotlivé
studenty a jejich intelektualni a eticky rozvoj, vytvaFi podminky, v nichZ mohou prospivat
dugevnd i fyzicky. Akademicky program vede studenty k porozuméni tad obori a soudasnd
vyzaduje dtikladné studium jednoho z nich. Skola veden4 ob&tavym profesorskym sborem
umozituje stipendijni vysokogkolské studium a vyzkum, mimo#4dné terminy, individualni
studium a studium sluzeb, mezikulturni projekty, odborné konzultace na univerzitd i mimo
ni a postgradudlni vzd@lavani v rémci svobodnych uméni.

Katedra uméni a d&jin uméni

Program vizuilnich uméni na birminghamské Jizni univerzitg se soustfeduje na poskytovani
piileZitosti a vytvéteni podminek pro nejlepsi mozné vzd@lini ve vizudlnich uménich na vyso-
kogkolském stupni, V osnovich, na fakultd ani v praci studentd neptevlida zadny specificky
esteticky smér & styl. Nagim cilem je umoznit rozvinuti imaginativni hloubky a bohatstvi

u kazdého jednotlivého studenta/umélce a snazime se podporovat atmosféru rozlignosti

a vynikajici kvality. Ti, kdo si zvoli na Birmingham - Southern za hlavni studium v umgleckém
ateliéru, ziskaji v prvnim roce zikladni vzdglani v designu, kresb& a teorii. Dale se mohou
zamé&fit na studium jednoho z nésledujicich obord: malba, fotografie, grafika a plastika,
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Birmingham — Southern College

Birmingham-Southern College is a four-year, private liberal arts institution founded in 1856
and affiliated with the United Methodist Church. For 13 straight years, Birmingham-Southern
has been ranked among the top National Liberal Arts Colleges in the country by U.S. News &
World Report.

Birmingham-Southern College provides a liberal arts education of distinctive quality. The
college challenges students to think independently, to examine the arts and sciences aesthetical-
ly and critically, and to communicate clearly. It fosters the advancement of scholarship, perso-
nal and resourceful learning, and comprehensive advising,

The total educational experience at Birmingham-Southern College focuses on individual
students and their intellectual and ethical development, and offers opportunities for spiritual
and physical well-being. The academic program challenges students to understand a range of
disciplines and requires the in-depth study of one. The college is distinguished by a dedicated
faculty, undergraduate scholarship and research, Interim term, leadership studies and service-
learning, cross-cultural opportunities, on- and off-campus mentor relationships, and by gradu-
ate education within a liberal arts context,

Department of Art & Art History

The Visual Arts program at Birmingham-Southern is dedicated to providing the opportunity and
the environment for the best possible education in the visual arts at the undergraduate level. No
single aesthetic or style dominates the curriculum, the faculty,or the work of the students, We
believe in facilitating the imaginative depth and reach of the individual student/artist, and we
seek to promote a climate of diversity and excellence. Art studio majors at Birmingham—Southem
are given fundamental instruction in design, drawing, and theory in the freshman year. They may
then pursue a concentration in one of the following disciplines: painting, photography, printma-
king, or sculpture.
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1. Kresba m4 néco spoletného s kopanou. Totiz to, Ze k ni neni téeba Zadného
zvldstniho nAdini, vybaveni ani prostitedi. Jako u fotbalu stadi mié a kus rovného
mista, u kresby stadi tuzka a papir - a nékdy ani tolik netieba. A miiZe si to zkusit
kazdy... Papir oviem neni jediny materidl, na kterém je mozné kresbu uskuteénit.
Co byste r4d pokreslil nebo vidél pokreslené? (A doplitujici otdzka - &im, jakym
motivem?)

2. Kdy# se tekne figuralni kresba, mysli se tim kresba lidské postavy, podle modelu-
dovika. Proé se jako modely nevyuzivaji zvitata? Bylo by t&23i je zachytit, anebo je
jejich ztvarnéni naopak piilis snadné ve srovnani s dovekem?

3. A tekne-li se figuralni kresba, mysli se tim nejen lidska postava, ale také nah4 lidska
postava. Bylo by snad - ve srovnani s aktem - o tolik snazsi zpodobnit obledeného
Sloveka?

4. Jaky je vztah figurdlni a portrétni kresby? Kterd z téchto disciplin je vam bliZsi
a pro¢?

5. Ktera &st lidského téla se (vam) kresli nejlépe - a kterd nejhiite?
6. Koho byste rad (na)kreslil? (Koho byste si pl jako model pro figuralni kresbu?)

7. Kterou kresbu méte mimo#éddn@ rad? (Kterou kresbu byste rad mél doma na zdi -
proé?)

8. Kterého kreslife si nejvic vézite - a prod?

NT N

0. Vzpominite si na svou nejhorsi skolni zndmku z kresleni - a za co jste ji dostal?

10. A nakonec ani ne tak otdzka, jako prosba: Mohl byste figuraln zobrazit sam sebe
(zajimavé, Ze autofigury na rozdil od autoportréti prakticky neexistuji...), ptipadng
mohl byste se nechat figuralng (pipadné alespoii portrétng) nakreslit od nékterého

ze svych #aki - a poskytnout ndm tuto kresbu pro reprodukovéani v p#istim katalogu
Figuramy.
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1. Pokreslené reklamni tabule u silnice by mohly zaujmout irokou vefejnost v nedekaném
prostiedi,

2. Zvitata mohou byt a mé&la by byt vyuzivana jako modely. Kresba podle zvitat v zoo nebo
podle domécich zvititek mize poskytovat Zivy smysl pro linii a energii a inspirovat srovnani
s anatomil lidskych tvardl. Kdyz se divime na piekrisné Rembrandtovy kresby zvitat, uvé-
domime si, jaké bohatstvi zdrojii a materialu ndm modely zvitat poskytuji.

3. Figuralni kresba samozfejm@ znamen4 i kresbu nahé postavy. Pro zadatednika je kresba
aktu zésadni, aby sprévné pochopil proporce a anatomii. Zihyby a vzorky na ldtce mohou
odvést pozornost a potladit ptirozenou anatomickou strukturu, Pro zkugeného kreslite by
jedno ani druhé nemélo predstavovat zvlastni obtiznost.

4. Kresba postavy znamend jeji anatomickou ilustraci, zachycuje i energii a drZeni téla a
N T lﬁvd 1urb o o . I .C]u.. rdrur

napéti svald, at uz v uvolnéni nebo v napjatém postoji. Portrét vyjadfuje jemna odstinéni
o k I3 dq] . b Pt

rysd, ktera sdeluji osobni vyraz.

5. Horni torzo poskytuje takové mnoZstvi subtilng odlisenych hodnot a kompozienich
moZnosti, e miize kresli#i poskytnout jak mobilizujici, tak T uvolRujici zéZitek. Vlasy, pro
svou materidlovou odlisnost a tozdilny odraz svétla a stinu, mize byt nesmirng obtizné
vkomponovat do celkového obrazu, aniz by se staly stfedem pozornosti.

6. Nadhernym subjektem obezity a atletismu by mohl byt zapasnik sumo.

7. Rembrandtovy kresby maji piekrisnou dynamiku linie, discipliny a energie a seznamuji
divika s objektem kreslitovy prace v jasném, pronikavém okamziku pravdy.
i vy p ] P P Y

8. Pokud jde o soutasné vitvarniky, vidy jsem obdivoval kresby Jima Dinea, jejich vztah mezi
postavou a pozadim, disciplinu a energii.

ey

0. Néekteré z mych nejrangjsich pasteld a kreseb uhlem byly §patné proto, Ze jsem je chrél
pouZivat stejnym zpisobem, jako predchozi prostedky. Poudil jsem se, samoziejm@, Ze je
tieba veitit se do kazdého zobrazovactho prostiedku a vyuZivat jej specificky pro ty prednos-
ti, které ma.

10. (bez odpovédi)

prof. Steve Cole, Birmingham-Southern College
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1. Rad bych kreslil na st&ny jeskyng, jejiz umist&ni je v soudasnosti nezniamé, a kterou
odhali archeologové ode dneska za &rndct tisic let,

2. KdyZ mluvim o figurativni kresb&, myslim tim i postavy zvitat. V3ichni savci maji zaklad-
ni strukturdlni prvky kostry a svald stejné, Rozdil je pouze v proporcich a uzptisobent.

1

3. Bez znalosti a zkuSenosti ziskané vidénim a kresbou nahého modelu je velmi obtizné
davéryhodng zobrazit model obledeny.

4. Vice me ptitahuje portrétni kresba zejména tim, Ze d4va nahlédnout do psychologie sub-
je](tu.

5. Rad kreslim oéi, nerad nohy.
6. Neandrtalce,
7. Stranka z Michelangelova skicéku,

8. Na mou estetiku technicky i koncepind vzdy velmi silng paisobila politick4 odvaha kreseb
a leptd Franciska Goyi.

0.V zadtcich je vzdy velmi t82ké najit rovnovéhu mezi vyobrazenim a Gispornosti. Kdy
skongit, kdy je dost a ne pi#ilis mnoho.

10. {bez odpovédi)

prof. Jim Neel, Birmingham-Soutern College
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1. Drawing has something in common with football: no special kit, equipment, or set-
ting is necessary. As in football, where a ball and a flat place will do, in drawing a pen-
cil and a piece of paper will do — and sometimes not even that much is necessary. And
anyone can try it... Of course, paper isn’t the only material which you can produce

a drawing on. What would you like to cover with drawings or to see full of drawings?
(And a supplementary question: with what kind of theme?)

2. When one says a figure drawing, one has in mind a drawing of a human figure,
after the model of a person. Why aren’t animals used as models? Would they be hard-
er to catch or, alternatively, would their representation be too easy compared to

a human?

3. And if one says a figure drawing, does one have in mind not only a human figure,
but also a nude human figure. Would it perhaps — in comparison with a nude — be

much easier to portray a clothed person?

4. What is the relationship between a figure and a portrait clrawing? Which of these
disciplines do you feel closer to and why?

5. Which part of the human body do you draw best — and which the worst?
6. Who would you like to draw? (Who would you like as a model for a ﬁgure clrawing?)

7. Which drawing do you especially like? (Which drawing would you like to have at
home on the wall — why?)

8. Which c]raughtsman do you think most highly of — and why?

9. Can you remember your worst mark at school for drawing — what was it for?

10. And finally not so much a question as a request: could you portray yourself as

a figure (it is interesting that a self-figure, unlike a self-portrait, practically does not
exist), or possibly have yourself drawn as a figure (or at least as a portrait) by one of

your pupils — and supply us with this drawing for reproduction in the next catalogue
of Figurama?
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1. Highway billboards covered with drawings could engage a large audience in an unexpect-
ed environment.

2. Animals can and should be used as models, Drawing from zoo animals or pets can pro-
vide a ]ive]y sense of line and energy and force comparisons to anatomy in the human
form. Looking at the beautiful drawings of animals by Rembrandt brings to mind the rich-
es of using animals as source material.

3. Figure drawing does imply a nude figure. For the novice, the nude is essential in under-
stanc]ing proportions and proper anatomy. The distraction of folds and patterns can dis-
place the natural anatomical structure, For the proficient draftsman, there would be no
distinguishing difficulty with either.

4. The figure drawing implies an anatomical illustration of the figure, perhaps recording the
energy of the posturing of the body and the tension of the muscles whether relaxed or
stressed. The portrait implies the subtleties of the features in relaying a personal expression.
5. The upper torso provides so many subtle values and compositional possibilities that it
can be an energizing or relaxing exercise in drawing, The hair, because of the different
nature in texture and light and shadow can be the most difficult to inject in the overall
composition without becoming a focal point.

6. A sumo wrestler would provic]e a wonderful subject of obesity and athleticism.

T Rembrandt’s clrawings have a wonderful clynamic of line, control, and energy and
engage the viewer with the subject of his work in a clear penetrating moment of truth,

8. As far as contemporary artists, | have always admired the c]rawings of Jim Dine and his
relationships of figure/, grouncl and control and energy.

0. Some of my earliest attempts at pastel and charcoal were poor due to me wanting to
control the media as T had used previous media. The lesson, of course, was to connect to

the media and use each specifically for the advantages it possesses,

10. (not respondecD

prof. Steve Cole, Birmingham-Soutern College
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1) T would like to draw on the walls of a cave whose location is hidden in the present and
known only to archeologists 14,000 years from now.

2) 1 do have in mind the figure of animals when I speak of figure drawing, Mammals all
have the same basic structural elements of skeleton and muscle. The difference is only pro-

portion and adaptation.

3) Without the knowledge gained from the experience of seeing and drawing the nude
model, it is very difficult to represent the clothed model in an entirely believable manner.

4) I am more inclined to the portrait drawing for the window it opens into the psychology
of the subject.

5) I like to draw eyes, not fond of feet.
6) A Neanderthal.
7) A page from Michelangelo’s sketchbook.

8) The political courage of Francisco Goya’s drawings and etchings have always been a strong
influence on my esthetic both tedmicaﬂy and conceptually,

9) Early on it is a]ways very difficult to find the balance between representation and econo-
my. When to finish, what is enough and not too much.

10. {not responded)

prof. Jim Neel, Birmingham-Soutern College
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Steve Cole, Associate Professor

Studium ~ Education

Ball State University, Bachelor of Science Art Education 1977

Ball State University, Master of Arts Degree Art Education 1080

Florida State University, Master of Fine Arts Degree Studio Art 1083

V soudasné dob& professor vytvarného uméni na Birmingham-Southern College,
v Alabamg, USA ~ Currently Professor of Art at Birmingham-Southern College,
Alabama, USA

Samostatné vystavy ~ One Person Exhibitions

2002 Furman University, Greenville, SC
Birmingham-Southern College
2000 Gadsden Cultural Center for the Arts, AL
Spears Gallery, Sims Art Center, Brevard, NC
19090 Heritage Hall Museum, Ta]lac]eclga, AL
1008 Kentuck Museum
1907 Appalachian State University
University of Montevallo
Lander University
1955 Mercer University
University of North Alabama
Alabama State University

University of Alabama at Huntsville
Birmingham-Southern College

1994 Millsaps College

University of North Alabama
1003 West Georgia College
1002 Meridian Community College

Auburn University at Montgomery
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Steve Cole
Hoodoos ~ Cole sw hoodoos, tus na papite ~ ink on paper, 227 x 30"
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James Emmette Neel, Assistant Professor

Studium ~ Education
MEA, The University of Alabama, 1971-1973
BFA cum laude, Birmingham-Southern College 1067-1971

Odborna praxe ~ Profesional Experience

Jefferson State Junior College, Adjunct Faculty, 1973-74

The University of Alabama at Birmingham, Adjunct Faculty, 1075-78

The Birmingham News, Contract Photographer, Central America, 1085-1088
The Alabama School of Fine Arts, Chair Visual Arts Department 1973-02
Birmingham-Southern College, Assistant Professor of Art,

Director Durbin Gallery, present

Samostatné vystavy (vib&r vystav) ~ One Person Exhibitions (selected exhibitions)

2007

2005

2004

2003
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A Southern View, Zapadoceska Univerzita v Plzni, Plzen,

Czech Republic

BSC Faculty Exhibition, Durbin Gallery, Birmingham-Southern
College, Birmingham

Suspended in Conflict, Space One Eleven, with Darius Hill and
Larry Jens Anderson, sponsored by the Andy Warhol Foundation

A Crow Show, installation “Insurgent”, Vulcan Materials Gallery, ASFA
Homegrown, Southeastern Center for Contemporary Art

Sounds of the Universe, outdoor sculpture commission, PricetonBap-
tist Hospital Healing Garden

Faculty Exhibition, BSC, Birmingham

Founders Exhibition, MCAC, Birmingham

Recent Work, Jim Neel/Darius Hill, Troy State University

Desert Wind, solo exhibition, Birmingham-Southern College



2002 Brookwood Invitational Sculpture Exhibition
Alabama Bouquet, Commission, Bradley Arant Rose & White

2001 The Explorers, Commission Installation ASFA

2000 Jim Neel, Recent Work, solo exhibition The University of Montevallo
Energen Exhibition, Birmingham, Alabama

1999 Crossing the River, solo exhibition, ASEA
At the Millennium, Alabama State Council on the Arts

10908 Void, 21st Gallery, Birmingham

1097 Harvest, Blue Spiral 1Gallery, Asheville, North Carolina

19006 Salvation on Sand Mountain, photos, Huntsville Museum of Art

Salvation on Sand Mountain, University of Southern Mississippi
Images of Faith, Blue Spiral 1 Gallery
Salvation, photos, The University of Montevallo

1995 Salvation on Sand Mountain, The Alexandria Museum of Art
Fact and Fiction: Animal Visions for the 21st Century, The Light
Factory Photographic Arts Center, Charlotte, NC

1993 Rattle, an installation, Birmingham-Southern College

Jim Neel

Opiéi mdma cviei svého chlap-
ce ~ The Monkey Mom Trains
Her Boy, Archival Inkjet
Print, 22" x 30"
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Ashley Cantrell
Bez nézvu ~ Untitled, grafit na papife ~ graphite on paper, 227 x 30"
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Ashley Cantrell
Bez ndzvu ~ Untitled, grafit na papive ~ graphite on paper, 227 x 30”
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Natalie Andrews
Alternativa ~ Alternative, uhel na papiie ~ conte on paper, 4.5" x 14"
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Natalie Andrews
Valley ~ Valley, uhel na papive ~ conte on paper, 10" x 17"
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Kendel Gordon
Postava~ Figure, grafit na papie ~ graphite on paper, 22" x 30”
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Kendel Gordon
Postava~ Figure, grafit na papire ~ graphite on paper, 227 x 30”
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Natalie Andrews
V konfliktu ~ Conflicted, olej na pldtné ~ oil on canvas, 12" x 36"
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Natalie Andrews
Opozice ~ Opposition, olej na plétné ~ oil on canvas, 12" x 36"
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Greer Dauphin
Bez nézvu ~ Untitled, uhel a grafit ~ charcoal and graphite, 36" x 427
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Greer Dauphin
Bez ndzou ~ Untitled, uhel a grafit ~ charcoal and graphite, 66” x 54"
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Kendel Gordon
Postava~ Figure, grafit na papie ~ graphite on paper, 22" x 30”

@ 342



Kendel Gordon
Postava~ Figure, grafit na papire ~ graphite on paper, 227 x 30”




Greer Dauphin
Bez ndzou ~ Untitled, uhel a grafit ~ charcoal and graphite, 48” x 84"
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Greer Dauphin
Bez ndzou ~ Untitled, uhel a grafit ~ charcoal and graphite, 48” x 90”
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Jessica Pohly
Nohy ~ Legs, Pohlylegs, uhel ~ powdered charcoal, 24" x 36"
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Jessica Pohly
Zéhyby ~ Rolls, Pohlylegs, uhel ~ powdered charcoal, 24" x 367
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Ani Volkan
Le¥ici postava ~ Reclining Figure, akryl na papite ~ acrylic on paper, 227 x 30"
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Ani Volkan
Dwojpostava ~ Double Figure, akryl na papive ~ acrylic on paper, 227 x 30"
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Juliet Pruitt
Bez nézvu ~ Untitled, olej na platné ~ oil on canvas, 36" x 16"
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Carrie Thompkins
Bez ndzou ~ Untitled, uhel ~ charcoal, 127 x 16”
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1. Kresba m4 néco spoleéného s kopanou. TotiZ to, Ze k ni neni tieba Zadného
zvl4stniho naédini, vybaveni ani prostitedi. Jako u fotbalu stadi mié a kus rovného
mista, u kresby stadi tuzka a papir - a nékdy ani tolik netieba. A miiZe si to zkusit
kazdy... Papir oviem neni jediny materidl, na kterém je mozné kresbu uskuteénit.
Co byste r4d pokreslil nebo vidél pokreslené? (A doplitujici otdzka - &im, jakym
motivem?)

2. Kdyz se tekne figuralni kresba, mysli se tim kresba lidské postavy, podle modelu-
&loveka. Proé se jako modely nevyuzivaji zvitata? Bylo by t&Z3i je zachytit, anebo je
jejich ztvarnéni naopak pi#ilis snadné ve srovnéni s Elovekem?

3. A tekne-li se figurdlni kresba, mysli se tim nejen lidskd postava, ale také naha lidsk4
postava. Bylo by snad - ve srovnani s aktem - o tolik snazsi zpodobnit oblegeného
&lovéka?

4. Jaky je vztah figurdlni a portrétni kresby? Kterd z téchto disciplin je vam bliZsi
a prod?

5. Ktera st lidského téla se (vam) kresli nejlépe - a kterd nejhiie?
6. Koho byste rad (na)kreslil? (Koho byste si pidl jako model pro figuralni kresbu?)

7. Kterou kresbu méte mimo#ddné rad? (Kterou kresbu byste rad mél doma na zdi -
proé?)

Ny

8. Kterého kreslife si nejvic vizite - a pro&?

Ny

0. Vzpominite si na svou nejhorsi skolni zndmku z kresleni - a za co jste ji dostal?

10. A nakonec ani ne tak otdzka, jako prosba: Mohl byste figuraln zobrazit sam sebe
(zajimavé, Ze autofigury na rozdil od autoportréti prakticky neexistuji...), ptipadné
mohl byste se nechat figuralng (pipadng alespoit portrétng) nakreslit od nékterého

ze svych #aki - a poskytnout ndm tuto kresbu pro reprodukovéni v p#istim katalogu
Figuramy.
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1. Zaujala mne kresba laserovymi projektory na workshopu roku 1996 v Mojmirovcich.
Némeckd firma ndm poskytla a zprostiedkovala technologie ovladani laserovych paprskd.
Mohli jsme takto kreslit p#imo ma lidské t&lo, ale i na mraky na obloze.

2.Vzpomindm si na talentové zkousky na videfiskou Akademii. U profesora Frohnera jsme
kreslili kofiskou lebku. Dodnes ale obdivuji sérii Picassovych kreseb, jejichz obsahem je
psychologie vztahu model-umélec,

3. Z dob, kdy bylo zakdzédno zobrazovini nahého lidského t&la, zndme mnoZstvi kreseb
astudif Sstednd zahalenych lidskych postav. Akademismus déval ptednost zobrazovini
nahého lidského téla - aktu, a tak je tomu az dodnes.

4. Kresleni postavy je skutegn@ samostatn4 disciplina se svymi pravidly kompozice a auten-
ti¢nostiVynélez fotografie postupnd oslabil z4jem divakd a také samotnych tviired o portrét,
i kdyz v posledni dob# jsme svédky renesance malitského portrétu. Vistava BP Portrait
award v Londyn& minuly rok navitivilo témét 200 000 divéka.

5. Protoze viechny &sti lidského t&la maji své anatomické principy a souvislosti, rozhodne
dand poloha a situace, kterd #st bude v kresb@ vice exponovana. Pro studenty jsou nejtdzsi
ruce a chodidla, co? pro nds pedagogy je samoziejmd nejlehdi.

6. Lépe se mi kresli pIngjsi modely, v porovnéni se stihlymi. Asi je tam vice objemd.

7. Renesanéni p#ipravné studie k sloZitym figurdlnim kompozicim jsou fascinujici.

8. Dostala se mi do rukou kniha, ve které jsem znovu objevil kresby od Daumiera, Zap@sobily
velmi silng svou dokonalou kompozici.

0. Ve &vrtém semestru na Vysoké gkole vytvarnych uméni jsem musel po prizdninach
délat opravné zkousky z kresby aktu. P#idinou asi byla 3patnd dochazka.

10. {bez odpovédi)

Doc. Jan Fekete, VSVU Bratislava
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1. Drawing has something in common with football: no special kit, equipment, or set-
ting is necessary. As in football, where a ball and a flat place will do, in drawing a pen-
cil and a piece of paper will do — and sometimes not even that much is necessary. And
anyone can try it... Of course, paper isn’t the only material which you can produce

a drawing on. What would you like to cover with drawings or to see full of drawings?
(And a supplementary question: with what kind of theme?)

2. When one says a figure drawing, one has in mind a drawing of a human figure,
after the model of a person. Why aren’t animals used as models? Would they be hard-
er to catch or, alternatively, would their representation be too easy compared to

a human?

3. And if one says a figure drawing, does one have in mind not only a human figure,
but also a nude human figure. Would it perhaps — in comparison with a nude — be

much easier to portray a clothed person?

4. What is the relationship between a figure and a portrait drawing? Which of these
disciplines do you feel closer to and why?

5. Which part of the human body do you draw best — and which the worst?
6. Who would you like to draw? (Who would you like as a model for a ﬁgure clrawing?)

7. Which drawing do you especially like? (Which drawing would you like to have at
home on the wall — why?)

8. Which c]raughtsman do you think most highly of — and why?

9. Can you remember your worst mark at school for drawing — what was it for?

10. And finally not so much a question as a request: could you portray yourself as

a figure (it is interesting that a self-figure, unlike a self-portrait, practically does not
exist), or possibly have yourself drawn as a figure (or at least as a portrait) by one of

your pupils — and supply us with this drawing for reproduction in the next catalogue
of Figurama?
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1. Drawing with laser projectors at a workshop in Mojmirovce in 1006 captivated me.
A German company provided us with and arranged the technology for controlling laser
beams. Tn this way we were able not only to draw directly on to a human body, but also on to

the clouds in the sky.

2. I remember a practical examination at the Vienna Academy. Under professor Frohner
we drew the skull of a horse. To this day, however, I admire a series of Picasso drawings,
whose content is the psychology of the artist/model relationship.

3. From the time when representation of the naked human body was forbidden, we are
familiar with a number of drawings and studies of partially covered human figures. Acad-
emism gave precedence to the portrayal of the naked human body, the nude, and so it is to
this day.

4. Figure drawing is actually an independent discipline with its rules of composition and
authenticity. The invention of photography grac] uaHy weakened the interest of spectators
and also of artists themselves in the portrait, even though recent]y we have witnessed a ren-
aissance of the painted portrait. The BP Portrait Award exhibition in London last year was
seen by almost 200,000 visitors,

5. Since all parts of the human body have their anatomical principles and coherence,
a given position and situation will decide which part will be the most exposed in the draw-
ing. For students the hardest are hands and feet, which for us teachers are, of course, the

easiest.

0.1 clraw the fuﬂer moclels better, comparecl to the slimmer ones. Perlnaps there are more
volumes there.

7. Renaissance preparatory studies for Comp]ex figure compositions are fascihating.

8. I came by a book in which T again discovered the drawings of Daumier, They made a very
strong impression with their perfect composition,

9. In the fourth semester at the University of Fine Art I had to do a resit over the summer
holidays of drawing the nude. The reason was perhaps poor attendance.

10. {not responded)

Doc. Jin Fekete, VSVU Bratislava
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Zivotopisna data

5.5.1961
1080-1986
od 1905
2002

CV Data

May 5, 1961
1980-1986
since 1995
2002

narozen v Sedovcich, Slovensko

studium na Vysoké gkole vitvarnych umeni v Bratislavé (VSVU)
piisobi na VSVU Bratislava

docentura na VSVU Bratislava

born in Secovce, Slovakia

study at the Academy of Fine Arts Bratislava

lecturer at the Academy of Fine Arts Bratislava
senior lecturer at the Academy of Fine Arts Bratislava

Samostatné vystavy ~ One Person Exhibitions

1002
1993

1995

19006

1997

2002
2005

Sala communale Grifo e Leone, Prugia (with D. Brunovsky) ~ IT
Gallery Nova, Bratislava ~ SK

Povazsks Gaﬂery (with J. Fekete), Zilina ~ SK

Stano Bubén, Gallery U Dobrého pastyte, Brno ~ CZ

The another blafl, Municipal Gallery, Mirbachov palc, Bratislava ~ SK
Enter, Kiinstlerhaus - Passage Gallery, Sien ~ AUT

Gallery Seliny, Athéna ~ GR

Really painting, Slovak National Gallery - Vermesova vila, Dunajska
Streda ~ SK

New paintings, Gallery Marat Art, Bratislava ~ SK

Slovak Institut, Sien ~ AUT

Slovak Institut, Budapest
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Zivotopisna data

18.3.1959

1086 - 1092

1000 -1991

1980 - 1982

1974 - 1978
CV Data

March 18, 1959
1986—1992
1990—1991
1980—1982
1974—1978

Odb. as. Mgr. David Carsky

narozen v Bratislavé

VSVU Bratislava, Katedra grafiky

Art Department, Slippery Rock University of Pennsylvania, USA
SUPS, Bratislava, ReStaurdtorské oddelenie

SUPS, Bratislava, Kamefiosochdrske oddelenie

born in Bratislava

The Academy of Fine Arts Bratislava, Department of graphic art

Art Department, Slippery Rock University of Pennsylvania, USA

The School of Applied Arts, Bratislava, Department of restoring

The School of Applied Arts, Bratislava, Department of sculpture in stone

Samostatné vystavy ~ One Person Exhibitions

20006
2005

2005
2004
2003

2000
2000
1997
1996
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Galéria Artotéka (GOZA), Bratislava

School of Art & Design, University of Michigan, Ann Arbor,
Michigan, USA

University of Houston — Clear Lake, Houston, Texas, USA
Galéria, Mtizeum minci a medaili - NBS, Kremnica

Miisia Slovenskej republiky pri Eurdpskych spolodenstvach,
Brusel, Belgicko

Galéria, Slovenska sporitelfia, a.s., Bratislava

Galéria, Slovenska sporiteliia, a.s., Banska Bystrica

Galéria, Hoechst Biotika, s.r.0., Martin

Galéria Polnobanky, a.s., Bratislava



Granty, stipendia, ceny ~ Grants, Scholarships, Awards

2005
1996
1996
1995
1994/95

1993
1000-91

Ronald and Eileen Weiser Professional Development Award

Tyorivé stipendium Nadécie Mikuldsa Galandu

Grant statneho fondu kulttry Pro Slovakia

Stipendium Fondu vitvarnych umeni

Fulbright Award, Department of Fine Arts, Harvard University, Cam-
bridge, Massachusetts, USA

Stipendium talianskej vlady, Perugia, Taliansko

Stipendium, Slippery Rock University of Pennsylvania, USA

Divid Carsky
WA471% ~ ,471% Kombinovang technika a akryl na platng ~ Mixed
techniques and acrylic on canvas, 90 x 70 cm, 2004
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Zivotopisnd data

1058
1090
0d 1006

CV Data

1958
In 1990
Since 1996

Doc. Jan Fekete, mgr. art

narozen v Kogicich
diplom na Akademie der bildenden Kiinste, Miinchen,
docent na VSVU, Bratislava, Zije a pracuje ve Vidni a v Bratislavé

born in Kosice

gmduated from Akademie der bildenden Kiinste, Mounich,

senior lecturer at the University of Fine Arts, Bratislava, lives and works
in Vienna and Bratislava,

Vystavy (vybér) ~ Selected Exhibitions

2000
2003
2004

2000
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,Abstraktna malba 60/90%, Galéria Mesta Kogice; ,Porton®, Aguni
Sogo Culture Center, Okinawa, Japan

Paesaggi del Desideri, Gallery for Contemporary Arts, Studio Lattuada
a OKF Mailand

EUROPA JETZT,, MAK, Viede#; 'Slowakische Gegenwartskunst’,
Rotterdam

Kunsthandel Steinek Viedet



Jén Fekete
Torzo ~ Torso, Guad na papieri ~ Gouache on paper, 100 x 70 cm, 2006
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Jozef Demeter
uhel na paptiie ~ charcoal on paper, 109 x 74 cm
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Jozef Demeter
uhel na papire ~ charcoal on paper, 105 x 76 cm
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Milan Kovaé
kombinovand technika ~ mixed techniques, 135 x 90 cm
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Milan Kovaé
kombinovand technika ~ mixed techniques, 135 x 90 cm
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Sarka Hyklova
uhel na paptiie ~ charcoal on paper, 175 x 110 cm
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Sarka Hyklova
uhel na papire ~ charcoal on paper, 200 x 110 cm
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Giabor
uhel na papiie ~ charcoal on paper, 180 x 100 cm
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Giébor

uhel na papire ~ charcoal on paper, 180 x 100 cm
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Martina Piskova
rudka na papie ~ red chalk on paper, 80 x 120 cm

e 372



Markéta Martiskova
kombinovand technika ~ mixed techniques, 85 x 135 cm
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M. Kosturova
uhel na papiie ~ charcoal on paper, 180 x 100 cm
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Mima
uhel na papiie ~ charcoal on paper, 135 x 85 cm
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Horndkova
uhel na paptiie ~ charcoal on paper, 100 x 100 cm
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Michal Dvorsky
uhel na papire ~ charcoal on paper, 180 x 100 cm
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Mirka Ferklové
uhel na papiie ~ charcoal on paper, 135 x 85 cm
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Slavomira Vlasova
kombinovand technika ~ mixed techniques, 170 x 100 cm
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Rudolf Rusnak
uhel na papiie ~ charcoal on paper, 165 x 105 cm
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Barbora Cigdnova
uhel na papiie ~ charcoal on paper, 170 x 100 cm
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Daniela Petrusové
uhel na paptiie ~ charcoal on paper, 190 x 100 cm
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Ronald Dobos
uhel na paptie ~ charcoal on paper, 72 x 51 cm







Zapadodeska univerzita v Plzni

The University of West Bohemia in Pilsen
Ustav uméni a designu ~ Institute of Fine Arts and Design

Reditel tstavu ~ Director of the Institute
doc. akad. mal. Josef Mistera

doc. akad. mal. Josef Mistera

prof. ak. mal. Boris Jirkd

Kresleni ~ Figural Drawing

Mgr. Bed#ich Kocman

Grafické techniky ~ Graphic Techniques

Ustav uméni a designu Z4padodeské univerzity
Univerzitni 22
CZ ~ 306 14 Plzeit

Tel.: +42 0377 63 1111
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Ustav uméni a designu Zépadodeské univerzity v Plzni

Ustay uméni a c]esignu (UUD) byl na Zépac]oéeské univerzitd v Plzni (ZCU) z#izen jako
samostatny vysokoskolsky tistav k 1. 4. 2004 a od t¢ doby se dynamicky rozviji smérem

k podobg budouci Fakulty uméni, architektury a designu. Jeho obory jsou orientoviny pie-
devsim na uZitou tvorbu a design, daldim specifikem je tzk4 kooperace s ostatnimi fakulta-
mi ZCU a dfiraz na interdisciplinaritu a internacionalitu. V sougasné dobg zajistuje UUD
vyuku studentd ve dvou studijnich programech &lengnych do deseti bakalaskych a navazu-
jlcich magisterskych oborti s dalsi specializact. Dal3i rozvoj tstavu je spojen i s jeho disloka-
cf do nové budovy, kterd vyroste piimo v univerzitnim aredlu ZCU. Dokondeni vystavby je
planovéno na konec roku 2008.

Kresba, véetng figurélm’ kresby, pat#i mezi zakladové discipliny studijnich obord UUD.
Vedle podpory tvarové zasoby, kresebné dovednosti, kresebnych technik a vedle podpory
schopnosti vidéni poméh4 kresba také rozvoji mysleni a kreativity. Proto je kresba akcento-
vina nejen v prezendni vyuce, ale také v celoZivotnim vzd@lavani, letni skole uméni
ArtCamp i univerzit® tfettho véku, V dobg generédlni ofenzivy novych médif je obzvléstd
dileZité nezanedbat tuto protivéhu & doplngk préce s novymi technologiemi. Figuralni
kresba i malba jsou chapiny jako jeden ze zaklad@ vyuky, proto maji a budou mit ve struktu-
te studia na UUD vZdy v§znamné postavent,

Institute of Art and Design at the University of West Bohemia in Pilsen

The Institute of Art and Design (UUD) was set up at the University of West Bohemia in
Pilsen (ZCU) as an independent university institute as of 1. 4. 2004, and since then has been
dynamically evolving into the shape of the future Faculty of Art, Architecture and Design. Its
subjects are oriented especially towards applied art and design. Another special characteristic is
its close co-operation with other faculties of ZCU and an emphasis on interdisciplinarity and
internationalism. At the present time UUD is arranging tuition in two course programmes divi-
ded into ten bachelor’s and linking master’s subjects and other specialisations. Further develop-
ment of the institute is connected also with its relocation into a new building, which will be built
direct on the campus of ZCU, Completion of construction is planned for the end of 2008,

Drawing, including figure drawing, is one of the fundamental disciplines of the course subjects
at UUD. Alongside the advancement of a range of forms, proficiency in drawiwg, dmwing tech-
niques, and in addition to the promotion of the ability to see, drawing also helps the develop-
ment of thinking and creativity. Therefore drawing is stressed not only in fulltime tuition but
also in whole life education, the ArtCamp summer school of art, and the university of the third
age. At a time of a general offensive of new media it is especially important not to neglect this
counterbalance or complement to work with new technologies. Figure drawing and painting are
regarded as one of the foundations of tuition, therefore in the structure of study at UUD they
have and will always have a major standing,
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1. Kresba m4 néco spoletného s kopanou. Totiz to, Ze k ni neni tiéeba zadného
zvldstniho nAdini, vybaveni ani prostitedi. Jako u fotbalu stadi mié a kus rovného
mista, u kresby stadi tuzka a papir - a nékdy ani tolik netieba. A miiZe si to zkusit
kazdy... Papir oviem neni jediny materidl, na kterém je mozné kresbu uskuteénit.
Co byste rad pokreslil nebo vidél pokreslené? (A doplitujici otdzka - &im, jakym
motivem?)

2. Kdy# se tekne figuralni kresba, mysli se tim kresba lidské postavy, podle modelu-
dovika. Proé se jako modely nevyuzivaji zvitata? Bylo by t&23i je zachytit, anebo je
jejich ztvarnéni naopak piilis snadné ve srovnini s dovekem?

3. A tekne-li se figuralni kresba, mysli se tim nejen lidsk4 postava, ale také nah4 lidska
postava. Bylo by snad - ve srovnani s aktem - o tolik snazsi zpodobnit obledeného
&lovéka?

4. Jaky je vztah figurdlni a portrétni kresby? Kterd z téchto disciplin je vam bliZsi
a pro¢?

5. Ktera &st lidského téla se (vam) kresli nejlépe - a kterd nejhiite?
6. Koho byste rad (na)kreslil? (Koho byste si p#l jako model pro figuralni kresbu?)

7. Kterou kresbu méte mimo#ddn@ rad? (Kterou kresbu byste rad mél doma na zdi -
proé?)

8. Kterého kreslife si nejvic vézite - a prod?

Nr N

0. Vzpominite si na svou nejhorsi skolni zndmku z kresleni - a za co jste ji dostal?

10. A nakonec ani ne tak otdzka, jako prosba: Mohl byste figuraln zobrazit sam sebe
(zajimavé, Ze autofigury na rozdil od autoportréti prakticky neexistuji...), ptipadng
mohl byste se nechat figuralng (pipadné alespoii portrétng) nakreslit od nékterého

ze svych #aki - a poskytnout nam tuto kresbu pro reprodukovéni v p#istim katalogu
Figuramy.
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1. Ned4vno jsem m&l moznost realizovat velkoformatovou kresbu p#imo na jednu ze zdi
galerie v americkém Birminghamu, M&titko téhle préce mé vtihlo. Od té doby citim potie-
bu realizovat kresbu, kter4 by objala prostor i s divikem, obklitila ho ze viech &ty# stran,
padala na n&j ze stropu a vstiebavala podlahou.

IS N

2. Je skoda, 7e se kresebné studium na skolach omezuje pievézng a pouze na lidskou figuru.
Jeden z diivodd je jisté to, Ze pro studium byvé jednodusi pozorovat lidsky model, ktery je
ochotny setrvat v jedné pozici a byvé dostupngjsi. Dalsim d@vodem miize byt naptiklad pro
autora (nasledn@ i divika) vétdi atraktivita lidského modelu v (rychlejﬁl’m) T0Zpoznani toho,
co se odehréva uvnitt,

3. Na vyvarném studiu figury je podstatné pochopent jeji konstrukee a rozloZeni hmot, je

) ey

to sloZity tvar, jenZ je mozné studovat cely Zivot, Vndji slupky zakryvajici a znejasiujici
tvary téla mohou nezkuseného pozorovatele mést a rozmélnit kresbu v nepodstatném.

4. Kazdy z nds je zvykly &st na ostatnich jejich psychické stavy a aktualni hnuti ve zlomku
vtetiny zejména z virazu jejich tvéie. Z toho déivodu je dilezité vénovat se studiu portrétu,
umét prevést a zachytit kresbou aktudlni hnuti mysli modelu. Portrét je vjznamnou
soudsti celé figury, pro mne jsou to spojené nadoby.

5. Viechny se mi potad kresli stejn@ spatné.

6. Uz dlouho se chystdm nakreslit si moji babicku.

7. Néktery z Zenskych portréti Edvarda Muncha. Jeho Zeny jsou krdsné, dojemné a d@sivé
smutne...

8. VAim si pracovitosti, systemati¢nosti, schopnosti nevtiravé se prezentovat, fascinuje mé
tajemno, poodkryté mnohovrstevnaté svéty, do kterych mézu nahlédnout a pekvapi mé.
Takovych autordl zndm nekolik, ale jejich jména si dovolim nechat pro sebe.

0. S timhle ptedmétem jsem nikdy problém nemdl.

10. (bez oc]povéc]i)

Mgr. Bed#ich Kocman, UUD Plzei
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1. Drawing has something in common with football: no special kit, equipment, or set-
ting is necessary. As in football, where a ball and a flat place will do, in drawing a pen-
cil and a piece of paper will do — and sometimes not even that much is necessary. And
anyone can try it... Of course, paper isn’t the only material which you can produce

a drawing on. What would you like to cover with drawings or to see full of drawings?
(And a supplementary question: with what kind of theme?)

2. When one says a figure drawing, one has in mind a drawing of a human figure,
after the model of a petrson. Why aren’t animals used as models? Would they be hard-
er to catch or, alternatively, would their representation be too easy compared to

a human?

3. And if one says a figure drawing, does one have in mind not only a human figure,
but also a nude human figure. Would it perhaps — in comparison with a nude — be

much easier to pottray a clothed person?

4. What is the relationship between a figure and a portrait drawing? Which of these
disciplines do you feel closer to and why?

5. Which part of the human body do you draw best — and which the worst?
6. Who would you like to draw? (Who would you like as a model for a figure drawing?)

7. Which drawing do you especially like? (Which drawing would you like to have at
home on the wall — why?)

8. Which draughtsman do you think most highly of — and why?

9. Can you remember your worst mark at school for drawing — what was it for?

10. And finally not so much a question as a request: could you portray yourself as

a figure (it is interesting that a self-figure, unlike a self-portrait, practically does not
exist), or possibly have yourself drawn as a figure (or at least as a portrait) by one of

your pupils — and supply us with this drawing for reproduction in the next catalogue
of Figurama?
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1. T recently had the opportunity of doing a large-size drawing direct on the wall of a gallery
in Birmigham, Alabama, The scale of this work absorbed me. Since then I have felt the need
to do a drawing which would embrace space to include also the spectator, encircling them
from all four sides, falling onto them from the ceiling and taldng in the floor.

2. It is a pity that the study of drawing in schools is limited for the most part, and not more
than, to the human figure. One of the reasons is certainly that for study it is usually simpler
to observe a human model who is willing to remain in one position, and is more accessible.
Another reason could be, for example, the greater attraction of a human model for the
artist {and subsequently also for the spectator)in more quick]y discerning what is going

on inside.

3. Ina stucly of the figure it is essential to understand its structure and mass distribution, it
is a complex form which one could study for a lifetime, The external skin, concealing and
blurring the form of the body can perplex the inexperienced observer and dilute a drawing
into the immaterial,

4. Each of us is used to reachng in others, in a split second, their mental state and present
emotions, especially from their facial expression, For this reason it is important to apply
oneself to the study of the portrait, to know how to translate and capture in a drawing the
present stirring of the emotions of the sitter. The portrait is a major part of the whole fig-
ure, for me they are conected vessels.

5. I always draw them all equally badly.

6. For a long time now I have been intending to draw my grandmother...

7. Some of Edvard Munch’s female portraits. His women are beautiful, emotional and

dreadfully sad...

8. I think highly of inclustry, methodicalness, the ability to unobrrusively present oneself; mys-
tery fascinates me, slightly uncovered multi-layered worlds which I can peep into and which
surprise me, T know several such artists but allow me to keep their names to myself.

9. I never had any prob]em with this subject.

10. {not responded)

Mgr. Bediich Kocman, UUD Plzei
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Zivotopisn data

13. 12. 1955
1977-1983

od 1005
2001

2002—2002
2002—2004
od 2004

CV Data

December 13, 1955
1977—1984

since 1995
2001
2002—2003

2002—2004
since 2004
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doc. akad. mal. Josef Mistera

narozen v Most&

studium na Vysoké skole uméleckopréimyslové v Praze,
ateliér ilustrace a grafiky

pedagog Zapadodeské univerzity, katedra vitvarné kualtary
prodékan pro rozvoj a dalsi vzd@lavéni pedagogické fakulty
vedouci Ustavu uméni a designu

vedouci Katedry vytvarné kultury

teditelem Ustavu uméni a designu ZU v Plzni

born in Most

study at the Academy of Arts, Architecture and Design Prague,
department of illustration and graphic arts

lecturer at The University of West Bohemia in Pilsen,

department of art culture

sub-dean for the development and education at the Faculty of Pedagogics
head of the Institute of Fine Arts and Design

head of the department of art culture

director of the Institute of Fine Arts and Design in Pilsen



prof. ak. mal. Boris Jirki

Zivotopisna data

10. 4.1955 narozen ve Zling
1970-1974 studium na SUPS Uherské Hradistg,
obor malba v architektute a propagace
1074-1080 studium na avu v Praze u prof, Arnosta Paderlika,
obor monumentalni malba v architektute

od 1990 vyutuje figurélni kresbu na VSUP v Praze
2000 rektor VSUP v Praze
2007 profesor a emeritni rektor na VSUP

CV Data

April 10, 1955 born in Zlin, Czech Republic

1970—1974 school of applied arts in Uherské Hradisté, painting in architecture
and publicity

1974—1980 study at the Academy of Fine Arts Prague, with prof, Arnost Pader-
lik, specialized in monumental painting in architecture

ab 1990 lecturer of figural painting at the Academy of Arts, Architecture and
Design Prague

2000 rector of the Academy of Arts, Architecture and Design Prague

2007 professor and rector emeritus at the Academy of Arts, Architecture
and Design Prague
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Megr. Bediich Kocman

Zivotopisnd data

Bed#ich Kocman se narodil 6. bfezna 1978 v Pelh#imové, V roce 1996 absolvoval na
Stredni keramické skole v Bechyni obor vjtvarné zpracovani keramiky a porcelénu.

V letech 19096 - 2001 studoval na katedte vytvarné kultury Zapadodeské univerzity v Plzni.
Po ukondeni studia zde nastoupil jako odborny asistent.

Od roku 2004 ptisobi na nové vzniklém Ustavu uméni a designu jako odborny asistent pro
vyuku graficlq'fch technik - serigrafie,

Vénuje se kresbg, grafice, ilustraci.

CV Data

Bedtich Kocman was born on the 6th of March, 1978 in Pelh#imov. In 1996 he finished
Secondary Technical School in Ceramics in the subject of The Artistic Treatment of Ceramics

and Porcelain.

From 1996 to 2001 he studied at the Department of Artistic Culture at the University of West
Bohemia in Pilsen. After graduation he entered employment here as a Specialist Assistant,

Since 2004 he has been working at the newly established Institute of Art and Design as a Spe-
cialist Assistant for the instruction of Printmaking Techniques - serigraphy.

He applies himself to drawing, printmaking and illustration.
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Vystavy (vibar) ~ Exhibitions (Selection)

2001
2002
2003

2004

2005
2006

2007

Bedtich Kocman
suroboros®,

serigrafie ~ serigraph, 2007

grafické Symposium ,3/3 Passau (Némecko)

vystava kreseb a grafiky absolventd VSUP a ZCU z cyklu ,Generace
milénium® 2+1 Jana Hubatkovd, Lucie Raskovova, Bed#ich Kocman,
galerie Zapadodeské univerzity v Plzni

grafické Symposium ,3/3¢, Passau (Némecko)

litografické symposium, ,Kulturverein Schloss Sigharting (Rakousko)
Bedtich Kocman - VYBER, galerie T +K, Dubi u Teplic

Gast na vystavd; Neue Arbeiten aus der Druckwerkstadtt, Kulturmo-
dell Passau (Némecko)

litografické symposium, ,Kulturverein Schloss Sigharting® (Rakousko)
Gidast na vystavé: 10 let grafického symposia 3/3 Passau / Plzed, galerie
brat#i Spillarti Domazlice

lidast na vystavd“KAMEN A UMELCIY, vistava originalnich litografii
mladych tviirct, galerie ,Dometek 57 Roudnice nad Labem

Gdast na vystavd: ,FIGURAMA 05%, augustiniansky muzsky klaster

v Praze na Karlové

lidast na vystavd" CZECH.ARNY TV vystava soudasného uméni, jizni
nadrazi, galerie Jititho Trnky, Ném, republiky, Plzei

Bedtich Kocman - tisky, Jan Kocman - tisky, objekty, Muzeum Vyso-
giny Pelhtimov, Masarykovo ndmésti 12

JTLAK / PRESSURE®, Bedtich Kocman, Kevin Shook, galerie Space
One Eleven, Birmingham - Alabama
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Jan Dienstbier
akryl na papire ~ acrylic on paper
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Jan Dienstbier
uhel na papire ~ charcoal on paper
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Jan Dienstbier
akryl na papire ~ acrylic on paper
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uhel na papiie ~ charcoal on paper

Pavel Trnka

@ 399



Pavel Trnka

uhel na papive ~ charcoal on paper
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Pavel Tenka
uhel na papire ~ charcoal on paper
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Pavel Tenka
uhel na papive ~ charcoal on paper
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Pavel Trnka

uhel na papite ~ charcoal on paper
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Marina Lehéylina
uhel na papiie ~ charcoal on paper
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Petra Komarkové

akryl na papive ~ acrylic on paper
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Eva Soukupova
uhel na papiie ~ charcoal on paper
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Eva Soukupové
uhel na papire ~ charcoal on paper
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KEMELhRaya!
MEREETA

Makéta Kejzlarova
uhel na papiie ~ charcoal on paper
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Jaroslava Chaldsova
akryl na papive ~ acrylic on paper
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Barbora Jilkova

akryl na papive ~ acrylic on paper
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Pavla Padérova

akryl na papive ~ acrylic on paper
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Eva Soukupova

akryl na papive ~ acrylic on paper
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Markéta Kejzlarova
akryl na papire ~ acrylic on paper
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Petra Stranské
uhel na papiie ~ charcoal on paper
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Petra Stranské
uhel na papire ~ charcoal on paper
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Pavla Padérové

akryl na papive ~ acrylic on paper
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Markéta Kejzlarova

akryl na papive ~ acrylic on paper
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Marina Lehéylina

akryl na papive ~ acrylic on paper
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cAlhpe ki
oot

Viclav Slajc

pastel na papive ~ pastel on paper
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Host ~ Figurama 2007
Figurama 2007 Guest

Univerzita Wako, Japonsko
Wako University, Japan

2160 Kanai-machi, Machida-shi,
Tokyo 195-8585 JAPAN

Wako University

Tel.: (044)988-1434

Fax.: (044)9080-2241

URL: http://www.wako.ac.jp/
E-mail: nyushi@wako.ac.jp






Univerzita Wako

Univerzita Wako byla zaloZena v roce 1066 jako instituce svobodnych uméni, poskytujici
ytleté studium vysokogkolského typu. Jejim zakladatelem a prvnim prezidentem byl dok-
tor Umene Satoru, prikopnik v povaledném hnuti za reformu japonského vysokogkolského
vzd@lani,
Univerzita Wako se od samych zadacksi snazi napliiovat vznesenou a nanejvys zavaznou
piedstavu interdisciplinarniho vzd&lavactho spoledenstvi, které je oteviené spolegnosti
s

a svétu viibec, Aby si roz&i#ili znalosti, jsou zde studenti aktivn vybizeni i ke studiu
na jinych katedrach a fakultach, nez na své hlavni.

Katedra vytvarného uméni

Rozviji a zdokonaluje vytvarné vyjadiovani, od zikladd a7 po ateliérovou tvorbu, Zkouma
moznosti vytvarného uméni jak v teorii, tak v praxi, kterou rozd@luje do t# zékladnich sku-
pin: plastickd uméni, design a editovéni. Zatimco studium prvntho rotniku obsahuje viuku
zékladm, v druhém roéniku se d&li do t# uvedenych specializaci a prohlubuje znalosti p#i-
slusnym smérem.

V oddgleni specializovaném na plasticka uméni se studenti udi technice kresleni, sochat-
skym technikédm, dfevorytu a leptu, ptidem? studuiji a pracuji jestd v daldim oboru na jiné
katedie. Tato kombinace mé studentfim pomoci, aby se naudili prezentovat umélecké dilo
a vorbu,

Wako University

Wako University was founded in 1966 as a four-year liberal arts institution of higher lear-
ning. Wako's founder and first president, Dr. UMENE Satoru, was a pioneer in the postwar
movement to reform Japanese higher education.

From its inception, Wako University has striven to embody the high idea of an interdisciplina-
ry learning community open to society and the world at large.

To broaden their knowledge, students are actively encouraged to take courses in departments
and faculties outside their own.

Department of Art

Develops and refines artistic expression, from the basics to the studio. Explore the possibilities
of Art with working both by theory and practice such as “plastic”, “design” and “editing”. For
the 1st year study basic, 2nd year separate into each special field and deepen the field.

At plastic course, students learn the technique of drawing, sculpture, woodcut print and
etching working together with other course of other department aiming at to encourage the
artist who can present the representation of development art work.
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1. Kresba m4 néco spoletného s kopanou. Totiz to, Ze k ni neni téeba zadného
zvldstniho nadini, vybaveni ani prostitedi. Jako u fotbalu stadi mié a kus rovného
mista, u kresby stadi tuzka a papir - a ngkdy ani tolik netieba. A miiZe si to zkusit
kazdy... Papir oviem neni jediny materidl, na kterém je mozné kresbu uskuteénit.
Co byste rad pokreslil nebo vidél pokreslené? (A doplitujici otdzka - &im, jakym
motivem?)

2. Kdy# se tekne figuralni kresba, mysli se tim kresba lidské postavy, podle modelu-
dovika. Proé se jako modely nevyuzivaji zvitata? Bylo by t&23i je zachytit, anebo je
jejich ztvarnéni naopak piilis snadné ve srovnani s dovekem?

3. A tekne-li se figuralni kresba, mysli se tim nejen lidska postava, ale také nah4 lidska
postava. Bylo by snad - ve srovnani s aktem - o tolik snazsi zpodobnit obledeného
&loveka?

4. Jaky je vztah figurdlni a portrétni kresby? Kterd z téchto disciplin je vam bliZsi
a pro¢?

5. Ktera &st lidského téla se (vam) kresli nejlépe - a kterd nejhiite?
6. Koho byste rad (na)kreslil? (Koho byste si pial jako model pro figuralni kresbu?)

7. Kterou kresbu méte mimo#ddné rad? (Kterou kresbu byste rad mél doma na zdi -
proé?)

8. Kterého kreslife si nejvic vézite - a prod?

NT N

0. Vzpominéte si na svou nejhorsi skolni zndmku z kresleni - a za co jste ji dostal?

10. A nakonec ani ne tak otdzka, jako prosba: Mohl byste figuraln& zobrazit sam sebe
(zajimavé, Ze autofigury na rozdil od autoportréti prakticky neexistuji...), ptipadng
mohl byste se nechat figuralng (pipadbé alespoii portrétng) nakreslit od nékterého

ze svych #aki - a poskytnout nam tuto kresbu pro reprodukovéni v p#istim katalogu
Figuramy.
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1. Réd bych vidal kresbu, kterd se postupné vytrici, letmo nadrtnutou ve vétru nebo na
vodg, Sim ale vytvaFim kresby na papite, které se rozplynout nemohou.

2. Lidé se budto zadali oblékat, protoze neméli dost srsti, anebo jim srst vypadala, protoze
zadali nosit Saty. Af uz je pravda jakikoli, kdyz dovek kresli lidské t&lo, je v tom v podstatd
stejny eroticky néboj, jako kdyby kreslil opici bez srsti. Kresleni zvitat viak tento eroticky
naboj postrddd. Tou tajuplnou existenci, ktera dloveka vzrusuje ze vieho nejvic, je lidska
bytost.

3. Je to absurdni, ale pii kresleni Zenského aktu nepocitujete Zddnou smyslnost. Krasa lid-
ského t@la vyzatuje sexualitu i jeji pravy opak zarovei. Akt m4 nejen dokonalou strukturu
a harmonii, ale soudasn@ nds provokuje tim, Ze zobrazuje lidskou bytost. Je to vétné
hled4ni, na n&Z neni odpovéd.

4. Neni prakticky mozné byt lidskou bytosti, aniz by tato bytost méla tvat. Na druhé strand
pii kresb@ portrétu je nutné se soustedit na oblidej a vyjadtit osobnost &oveka ve vyrazu
jeho tvéate i téla.

5. Stehno, spojnice mezi pasem a kolenem, Nejméng rad kreslim zuby. P#i zobrazovani
st lidského téla viak nevyjadiuji ani sympatie, ani antipatie, a ptipadd mi smysluplné

a zdbavné tyto pocity v sobg prekonavat,

0. Vas.

7. Na st&nu v loZnici jsem si povésil obraz Michelangelovy Piety, Rondanini,

8. Alberta Giacomettiho. Giacometti m& naudil, Ze jakykoli vitvarny poéin je znident

a marnost nad marnost, Pravé on je zérovel umélcem, ktery bojoval proti tomuto rozporu

a vytvoril a zanechal za sebou dilo, které je intelektudlni, vznesené a dilené.

9. (bez odpovédi)

10. (bez oc]povédi)

prof. Naoaki Yamamoto, Wako University
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1. Drawing has something in common with football: no special kit, equipment, or set-
ting is necessary. As in football, where a ball and a flat place will do, in drawing a pen-
cil and a piece of paper will do — and sometimes not even that much is necessary. And
anyone can try it... Of course, paper isn’t the only material which you can produce

a drawing on. What would you like to cover with drawings or to see full of drawings?
(And a supplementary question: with what kind of theme?)

2. When one says a figure drawing, one has in mind a drawing of a human figure,
after the model of a person. Why aren’t animals used as models? Would they be hard-
er to catch or, alternatively, would their representation be too easy compared to

a human?

3. And if one says a figure drawing, does one have in mind not only a human figure,
but also a nude human figure. Would it perhaps — in comparison with a nude — be

much easier to portray a clothed person?

4. What is the relationship between a figure and a portrait drawing? Which of these
disciplines do you feel closer to and why?

5. Which part of the human body do you draw best — and which the worst?
6. Who would you like to draw? (Who would you like as a model for a figure drawing?)

7. Which drawing do you especially like? (Which drawing would you like to have at
home on the wall — why?)

8. Which draughtsman do you think most highly of — and why?

9. Can you remember your worst mark at school for drawing — what was it for?

10. And finally not so much a question as a request: could you portray yourself as

a figure (it is interesting that a self-figure, unlike a self-portrait, practically does not
exist), or possibly have yourself drawn as a figure (or at least as a portrait) by one of

your pupils — and supply us with this drawing for reproduction in the next catalogue
of Figurama?
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1. Would like to see a drawing which perish transiently drawn on a wind or a water. But I
draw a drawing on a paper which can't perish.

2. Whether human being started to be dressed because they don't have much body hair or
human beings' body hair fall out because they started to be dressed... Whichever, drawing
human body by human being has theeroticism fundamentally such as drawing a monkey
without body hair, There is not that kind of the eroticism to draw animals, The mysterious
existence of what human being is most interested in is in the human being.

3. Our absurd of not lust while drawing nude female, The beauty of human body which is
sexual and opposite at the same time. The nude not only has the perfect structure and har-
mony but also asks us the contradiction of draw human being by human being, That is the
eternity work without answer.

4. It's not going to be human being if we don't have face relatively, On the other hand, to
draw a portrait needs to focus on the face and to express personality of person with the
expression of face and body.

5. The thigh, the highway between waist and knee. The opposite is the teeth, But I don't
have any likes and dislikes for parts with drawing human body and at the same time I find
the meaning and the joy of overcoming these things.

0. YOU.

7.1 hang the picture of "Pieta, Rondanini” Michelangelo on my bed room’s wall.

8. Alberto Giacometti.Gacometti taught me that every action is consumption and vanity of
vanities, At the same time, he is the artist and engraver who struggles against the contradic-
tion to create and to leave the work which is inte]]ectua”, noble and mad.

9. (Not responded)

10. (Not responded)

prof. Naoaki Yamamoto, Wako University
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Zivotopisnd data

1950
1073

1975

1990
1992-1993

2003-04

2004

CV Data
1950
1973
1975

1990
1992-1993

2003-2004
2004
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Naoaki Yamamoto

narozen v Jokohama

absolvoval Prefekturalni univerzitu vitvarnych uméni a hudby v Aichi
(hlavni obor: Nihonga/ stylova japonsk4 malba

absolvoval odborné stadium na Prefekturalni univerzit& vitvarnych
uméni a hudby v Aichi

vyutuje obor Nihonga na Wako

#il a pracoval v Praze v rimci specidlniho programu zahrani¢nich stazi
pii Agentuie pro kulturni styky

vyutuje obor Nihonga na Univerzitd vjtvarnych uméni v Osace
vyuduje obor Nihonga na Prefekturalni univerzit& vytvarnych

uméni a hudby

born in Yokohama

gmduated from Aichi Prefectural University of Fine Arts and Music
(major: Nihonga/Japanese-style painting)

completed gmduate study, Aichi Prefectural University

of Fine Arts and Music

teaches at Nihonga section of Wako University

lived and worked in Prague, Agency for Cultural Affairs'Special
Study-Abroad Program

teaches at Nihonga section of Osaka University of Arts

teaches at Nihonga section of Aichi Prefectural University of Fine Arts
and Music



Vystavy ~ Exhibitions

1978
1979
1086
1088

1989

1002
1993

1994
1995
1996
1008

1999
2001

2002

2003
2004

Shell Art Prize Exhibition, Tokyo Central Museum

Contemporary Art Exhibition of Japan, Tokyo Metropolitan Art Museum
Sairin Gallery, Yokohama

'88 Painting,Now..., Kyoto Municipal Museum of Art,etc.
Contemporary Art Selections, organized by Agency of Cultural Affairs
Gallery Its, Tokyo(also'90-'02)

A@Figurative Painting Biennale, Tokyo Station Gallery

Contemporary Nihonga: New Voices,North Dakota museum of Art, USA
Naprstek Museum, Prague

A@Gallery Artform, KarlovyVary

Gallery Tomura, Tokyo(also '93,'98,'00)

Chofu Gallery, Tokyo

Kanagawa Prefectural Gallery, Yokohama

Gallery Kobayashi Kikakushitsu, Tokyo(also '99-'06)

Muse A Muse, Tokyo

An Overview of Contemporary Japanese Painting, Tokyo Station Gallery
Tsubaki-kai 2001, Shiseido Gallery, Tokyo (also annually '02-'05)

Nikkei Nihonga Grand Prize Exhibition in Memory of Higashiyama
Kaii, New Otani Art Museum, Tokyo

Contemporary Nihonga and Tts Adventurers, Okazaki Mindscape Museum
Ultra- Nihonga Manifesto: Tt Was Once Called Nihonga,

Nerima Art Museum, Tokyo
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Na Univerzité Wako vyuduji tradieni mali#ské metod@ zvané Nihonga, ktera byla v klasické
japonské technice malby prevlidajici metodou az do poloviny 19. stoleti, Pied adobim
moderniho uméni, které zadalo vstupem zapadni kultury do Japonska, vytvotili Japonci
vlastni pivodni asijskou kulturu. Jednim z charakeeristickych rysé této kultury je technika
Nihonga, kterd pro &erfi pouziva dnskou tus sumi, pro ostatni barvy mineréalni pigmenty

a spolu s nimi latku nikawa jako adhesivum na rugni papir a hedvabi.

Dnes viak v Japonsku neméme moznost bdZné se této technice naudit, Japonské
vytvarné skolent, ketré se orientovalo na zipadni racionalismus, se nebude p#ilis ligit
od zipadniho stylu.

Na univerzitd udim technice Nihonga studenty, kee#i se poprvé seznamuii s rfiznymi
materigly. Nage spoledné tvahy o moznostech této tradieni techniky ve vztahu k soutasné-
mu vytvarnému vyjadfovini studenty zaroveii vedou na préh brany Uméni.

Prvni krok k brang Uméni &ini studenti sami. To oni vytvoti obraz, nikoli ndstroje nebo
materidly. V tomto stadiu se piibliZujeme k tajemnym sildm Uméni a vytviiime si s Umé-
nim vztah. Mladi, kee#{ hledaji, se tak na cestu hledani vydaji spoledn@ s Laskou, poezii
a obezndmeni se staletimi provétenou zkusenosti. Stejn& jako jejich predchidci, kte#f jim
ozatuji cestu smerem k vysoké skéle zvané véenost.

What I teach at Wako University is the traditional painting method called “Nihonga”, which
was a mainstream of classical Japanese painting technique until the mid-nineteenth century.
Before the modern period, which started when Western culture entered Japan, the Japanese
had developed their original Asian culture. One aspect of the culture was the technique of
Nihonga using Chinese ink “sumi” for black part and mineral pigments for color part together
with “nikawa” for an adhesive to hand made paper and silk.

But now, we do not have any opportunities to learn the technique here in Japan,

Japanese art education which had chosen Western rationalism will not be different from
Western style so much. My duties are to teach the technique of Nihonga to the university stu-
dents who come in touch with the materials for the first time, to think about the possibilities of
that traditional technique and contemporary representation together with students and to
guide them into the entrance of Art,

Those are the students themselves who make first step to the entrance of Art. Picture is
drawn not with tools, nor materials, but by the students themselves, At that part, we will be
close to the mysterious powers of Art and would make a relation with Art. The young who
quest are going to depart to a journey with Love and poem and sacred experiences. Such as
the precursors who give out the precious light for a brief in front of the huge rock called
eternity.
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Naoaki Yamamoto
Memento mori, japan, japonsky pigment, félie, lepidlo ~ Japanese paper, Japanese pigment,
foil, glue 209,1 x 201 cm, 2007
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Konomi Hanai
kolorovand kresba, uhel, akryl, papir ~ coloured charcolal drawing,acrylic, paper 210x 114 cm
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Konomi Hanai
kolorovand kresba, uhel, akryl, papir ~ coloured charcolal
drawing,acrylic, paper 210x 114 cm
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Mizu Yamamoto
kolorovand kresba, pastel, barevnd k#ida, papir ~ conte, pastel, crayon, paper, 217 x 229 em
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Mizu Yamamoto
kolorovand kresba, pastel, barevnd k#ida, papir ~ conte, pastel, crayon, paper 136 x 115 cm
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Masako Yoshitake
kolorovand kresba, uhel, akryl ~ conte, charcoal, acrylic 245 x 144 cm
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Masako Yoshitake
kolorovand kresba, uhel, akryl ~ conte, carbon, charcoal, acrylic 188 x 145 cm
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