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- Galerie Stfedoces-
kého kraje sidli v Jezuitské koleji
v Kutné Hore. Je instituci zamérenou
svou shirkou i vystavnim programem
na vytvarné uméni 20. a 21. stoleti.
Jako instituce vznikla v roce 1963 pod
nazvem StfedocCeska galerie, v le-
tech 1993-2009 pokracovala jako
Ceské muzeum vytvarnych uméni
v Praze a pod nazvem GASK - Ga-
lerie Stredoceského kraje - existuje
od roku 2009. V prostorach tfi trak-
td ve dvou patrech Jezuitské koleje
probihaji vystavy proménné a pfi-
pravuje se tu i stdld expozice nasi
sbirky. Na nejpfistupnéjSim misté -
v pfizemi koleje - vystavujeme dila mladych umélct. A to jak autord pracujicich s tra-
di¢nimi vytvarnymi médii, jako je malba, kresba, socha nebo instalace, tak i experi-
mentalni prace, vyuzivajici nejnovéjsi technologické a védecké poznatky v audiovizudlni
a multimedidlni oblasti spojujici VJ-ing, videomapping a zvukové ¢i svételné interaktivni
socharstvi. V souvislosti s designovym obchodem ma zde své pevné a ustdlené misto
také cesky design, oscilujici na pomezi volného uméni, situovany do prostoru nazva-
ného Whitebox. GASK predstavuje moderni i souasné uméni citlivé a inspirativné kom-
ponovanymi expozicemi. Navazujeme na poslani Jezuitské koleje jako domu vzdélani
tim, Ze sbirkovy fond a veskery program méfime podle autentické pravdivosti svédectvi
a zprostredkovavame jejich sdéleni v podobé co nejblizsi dnesnimu c¢lovéku. Nase Lektor-
ské centrum k vystavam pfipravuje programy a workshopy ve stejném duchu. Poskytuje-
me rovnéz Siroké zazemi badatelim, konferencim a sympoziim. « CASK - the Gallery of
the Central Bohemian Region is based at the Jesuit College in the town of Kutna Hora. It is
an institution whose collection and exhibitions are focused on art of the 20" and 21+t cen-
turies. It was founded in 1963 as the Central Bohemian Gallery, continued under the name
of the Czech Museum of Fine Arts from 1993 to 2009 and has had its current name since
2009. Temporary exhibitions are staged on two floors of three wings at the Jesuit College
and a new permanent exhibition is also currently being prepared. In the most accessible
spaces on the ground floor, GASK presents exhibitions by young artists who work not only
with traditional media such as painting, drawing, sculpture and installations, but also with
experimental techniques using the latest technological and scientific innovations in the
sphere of audiovisual and multimedia expression, combining VJing, videomapping and
sound- or light-based interactive sculpture. In connection with the gallery’s design shop,
Czech design oscillating on the boundary of fine art also has a permanent place in GASK’s
programme at its Whitebox exhibition space. GASK presents modern and contemporary
art through exhibitions that are conceived sensitively and inspiringly. It follows on from the
historical mission of the Jesuit College as a house of education
by approaching its collection and exhibition programme on the Stfedo(:eskz krai i
criteria of authentic testimony, and it conveys their message in
away thatis close to the understanding of contemporary viewers.

In a similar spirit, GASK’s Education department regularly arran- E, E
ges a programme of workshops and other events to accom- 3
pany exhibitions. GASK caters for the needs of art research- E

ers and also provides a venue for conferences and symposia. I\
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/ The motto of the 14t annual FIGURAMA

| mala myslenka
muze prerust velky klam
hledanim pravdy
a nachazenim vysvétleni.

/ Even a small idea

can overcome a great lie
by finding truth

and explanations.

Karel Pokorny
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Cesta vzdélavani u mladého clovéka vyvolava pocit celniho pohledu napfimeného
k tomu, co pfichazi, co nastane. On pak s velkou divérou nasleduje pfedkladana tvrzeni,
dokud nedojde k vlastnimu poznani. Pak prijde popud nahlédnout zezadu za oponu, co
se délo skute¢né v mysli proklamovanych autor(. Jejich zralost obraZela i znalost pro-
blému, ktery bych nazval Zivot. Znama sedici socha Myslitel od Rodina ma jiny vyraz, nez
sdéluje nazev, je to zklamani. Zklamani muze nad bezmocnosti Zivota, ktery jiz nedo-
kaze ovlivnit. Cas uplynul, naplnéni je vycerpano a on po odmitnuti vidi zmar své snahy
o davéru. Muz ve zralé sile zku3enosti a vitality, bez pfikras mladi je sim. Promysli dobu
minulou a vi, Ze prohral. Prohral to, o ¢em byl presvédcen, Ze vytrva. Mél pro to vSechny
pfedpoklady, ale zapomnél, ze jeho mysleni je jediné a nesdilené. Vlastni nazor, o kterém
byl presvédcen, ze je jediny mozny, byl v jeho okoli jiny, jim nepoznany. Podlehl iluzi
vlastni presvédcivosti trvani a nepostrehl, Ze zacina byt pozorovan s vétsim a vétsim od-
stupem, az se vzdalenost stala dutou pustinou. Kdo je vinen v dobré vire? Pravé ten, kdo
véfi komukoliv, i sim sobé. Jak si muzeme véfit, kdyz vlastni myslenky tvofime, teprve
vznikaji, nemohou byt oporou pro nazor. Ten je vyplodem okamziku jako sdéleni, vyjad-
feni, neni pfedchiidcem, ale na vzniklou situaci teprve reaguje. Je disledkem predchoziho
déje, glosatorem minulého, pomaha vytvafet zkuSenost. Proto mize dojit k usmiFeni.
Stanoviska se méni, vytvareji novy pohled objasnujici nastalou nepochopitelnou situaci.
I mala myslenka muze prerist velky klam hledanim pravdy a nachdzenim vysvétleni.
The path of education makes a young person feel like he’s directly facing things that are
coming, things that will happen, and he’s eager to follow what he’s been told with great
trust. When he manages to make his own realizations, he feels the need to look at the
other side of things, behind the curtain, to find out what was really going on in the heads
of the proclaimed artists. Their maturity was also reflected in their knowledge of the pro-
blem I'd call life. The well-known Rodin sculpture The Thinker has an entirely different
facial expression than the name would suggest, it’s disappointment. A man’s disappo-
intment of the helplessness of life he can no longer have any influence upon, when the
time’s up, the fulfilment is gone and he only sees the downfall of his efforts for trust after
being rejected. A man in his prime of experiences and vitality without the embellishments
of young age is all alone. He’s thinking about the past and he knows he already lost. He
lost that of which he was sure will persist. He had all the prerequisities for it, but he for-
got that his thoughts are single and alone, unshared. His own opinion he was so certain
to be the only possible one was different in his surroundings, undiscovered by him. He
succumbed to the illusion of his own persuasiveness of persistence and didn’t notice he’s
being observed from greater and greater distance, when finally this distance became an
empty wasteland. Who's guilty by good intentions? The one who would believe anyone,
including himself. How can we trust ourselves when we create our own thoughts, they’re
just now being born, they can’t be the foundation for our opinion. That is the fruit of
a moment, just like an announcement, a statement, it’s not its predecessor, but forms ba-
sed on the given situation. It is the consequence of previous acts, a commentator on the
past, it helps us create experience. That’s why reconciliation might happen. Our attitu-
des change, creating a new perspective, explaining the given inexplicable situation. Even

a small idea can overcome a great lie by finding truth and explanations.
Karel Pokorny
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Po dvaceti letech fotografické tvorby, fadé vystav doma i v zahranici a nescetnych
rozhovorech s kolegy i kuratory citim potrebu zachytit do srozumitelného textu pocit
plny pochybnosti, ktery se kolem mne a fady blizkych tvircich osobnosti uz fadu let
vznasi, ktery mame chut zaplasovat jako smrad z ciziho dvorku, z¢asti z umérenosti,
nechuti vymezovat se negativné vi¢i éemukoli, tim spis vici né¢emu, co nas bytostné
nezajima a ¢im pohrdame. Na tom postoji nehodlam nic ménit, nicméné citim potfebu
tuseny fenomén pojmenovat, uz jen proto, aby se pojmy vyjasnily a aby se podobné
smyslejici uz nemuseli ostychat vyslovit totéz.

Stavame se jakymisi voyeury nahliZzejicimi na stale se opakujici soukroma
predstaveni, aniz by jejich aktéfi brali ohledy na to, zda jejich vykonu nékdo do-
opravdy vénuje pozornost. (privodni text k vystavé ,Metamorfeliéry*)

Zda se, Ze Zijeme v prevratném obdobi, kdy jesté stale rozumime pojmu ,uméni*
(v tomto textu se omezim na uméni vytvarné) v jakémsi neurcitém, nicméné obecné
sdileném slova smyslu. Jsme stdle jesté presvédceni, Ze jde o pojem, ktery néco nese,
snad dokonce néco velmi podstatného, jakousi transcendentni kvalitu. Ve spole¢nosti
je stale jesté Ziva hluboka jizva tradice, kterda mluvi, zjitfuje, vstupuje do divaka, ktera
je schopna oné zvlastni intimni vypovédi, kterou popisujeme jako vtazeni do obrazu,
kterou nékdy citime az fyzicky kdesi na prsou, jindy jako mrazeni v zadech. Intuitiv-
né hledame silnou vypovéd, ktera nejcastéji vznika propojenim kvalitniho femesla
s hlubokou imaginaci a vhledem. Pfi navstévach galerii ,soucasného uméni“ je vsak
divak opakované presvédcovan, ze pravé takto chapany pojem uméni je cosi historicky
pfekonaného. Obsah galerii jako by mél tuto tezi ilustrovat.

Ve viech epochach existovaly tendence, které pusobenim ¢asu pominuly, kazda
epocha méla své pricinlivé saliery. V soucasné dobé vsak celime ¢emusi radikalnéjsi-
mu. Souboj se uz neodehrava v ramci sdileného paradigmatu, nejsme svédky zapasu
forem, a dokonce ani promény jednoho paradigmatu v jiné. Nejde ani o pfirozeny
umélecky vyvoj, jak se navstévniky galerii snazi pfesvédcit fada kuratorl. Situace je
zavaznéjsi: na fenomén Uméni (v tom smyslu, jak mu spolecnost stale jeSté intuitivné
rozumi) Uto¢i systematicky novd spolecenska vrstva s fadou charakteristickych znakd,
kterd postupné vytvari podminky k prevzeti staleti budované umélecké infrastruktury
vcetné jejiho pojmoslovi a vzdélavaciho systému. Jejim cilem neni umélecka vypovéd
ani filozoficky souboj, ale osobni (at uz spolecensky, financni, ¢i mocensky) profit.
Spole€¢nymi znaky téchto lidi jsou absence vyrazného talentu, myslenkova a citova
vyprazdnénost, nepevné principy, dobré komunikacni schopnosti, vynikajici marke-
ting, intelektudlni blabol a slovo ,projekt. Uméni jako aktivita vyjimecné citlivych
a tvofivych jedincl je postupné nahrazovino ¢imkoli, co je dostate¢né integrovano,
a tedy i ospravedlnéno v mocenskych strukturdch nové (rozuméj ,umélecké) elity.
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Jsme svédky pokusu o dekonstrukci vyznamného fenoménu, ktery stal v zakladech
nasi civilizace a mozna civilizace vubec.

Nese-li tento typ fotografie s sebou rovnéz jisty typ teoretické reflexe, ktera
na fotografické zobrazeni nahlizi z pozic sémiotiky ¢i strukturalismu, nejedna
se o zuzeni funkce fotografie na funkci jazykovou, nybrz o rozsifené pochopeni
znaku jako vlastnosti nejen jazyka, ale i skutec¢nosti samotné. (Karel Cisar, kurdtor)

Zeptate-li se pfisluSnika nové elity po vyznamu pojmu uméni, vysméje se vam a ne-
bo z vas udéla ignoranta. Diskuse nad zakladnimi pojmy neni v jeho zajmu. Pravé
bytostna neukotvenost pojmu je obrovskou vyhodou obchodniki s destém, je jejich
Stitem proti nepratelim, ktefi by se mohli rekrutovat z profidlych fad samostatné
uvazujicich kritika ¢i zasvécenych divakd. Kde nejsou ukotvené pojmy, chybi méfitka,
a kde chybi méfitka, je méfitkem mocenskd zakladna téch, ktefi si jsou ochotni za
protisluzbu vzdjemné méfitko poskytovat. Pravé otazky po smyslu artefaktu, po po-
selstvi vystavy ¢i po smyslu tvarci ¢innosti jako takové jsou bud’ odsouvany jako pfili3
trivialni, anebo je na né poskytovana prefabrikovand odpovéd ve formé kuratorskych
textu, kterym nikdo nerozumi. Nesrozumitelnost téchto textl neni ndhodna, ale je
jejich bytostnou kvalitou. Na jednu stranu tim pfrislusnik nové elity demonstruje in-
telektualni nadrazenost nad Ctenarem, plynouci z esoterické povahy discipliny, které
se vénuje a na kterou zada od spolecnosti podporu. On je nositelem onoho Tajem-
stvi, které v sobé nese umélecky artefakt. Na prvni pohled ten obraz/socha/video/
rozlitd_voda_po_podlaze_galerie sice vypada jako hloupost, ale to jen proto, Ze tomu
dobre nerozumime. Chybi nam kli¢, ktery vlastni nékdo jiny: vyvoleny pfislusnik nové
elity. Divak je tak diskvalifikovan jako soudce dila, které mohou soudit jen zasvéceni,
jen ti z vnitfniho okruhu, jak se kouzlem nechténého nazyvala jedna z vystav soucasné
fotografie. Tvlrce z vnitfniho okruhu je viak z podstaty nezodpovédny. Mimo vnitini
okruh neni soudce, nelze posuzovat velikost talentu, femeslo nebo pronikavé vidé-
ni, protoZe neexistuje méritko mimo neviditelné, tajemné struktury vnitfniho okruhu.
Bytostna nezodpovédnost nesméfuje jen vici Uméni jako takovému ¢&i néjakému jiné-
mu z velkych pojmu, ale autofi z vnitfniho okruhu nemohou byt odpovédni ani sami
sobé, svému svédomi, vkusu ¢i vasni - protoze pravé takovéto méfitko, vychdazejici
zvnéjsku, by vnitfni okruh rozbijelo, a proto v jeho rdmci nemidze byt tolerovédno.
Vnitfni okruh toleruje jen sva vlastni, vSem mimo néj dobre skrytd méfitka. Méritka
moci.

Umélec je ten, kdo vystavuje v galerii. (Marian Palla, spisovatel a konceptudlni
vytvarnik)
Vymezit vnitfni okruh neni snadné. Uz proto, Ze jeho hranice nejsou presné de-

finovany, tak jako za minulého rezimu neexistovala jednoznacna hranice mezi ,re-
Zimnimi* a ,proti- (¢i mimo-) reZimnimi“ autory. Hranice tu vSak byla a mélo smysl ji
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tematizovat. Stejné tak vnitfni okruh neni jednoznacné definovana skupina, spiSe nova
spolecenskd vrstva, se kterou se jedni identifikuji vice, jini méné. Vyuziva postmoderni
sklon soucasné spolecnosti k relativismu a zaroven tradi¢ni spolecensky apel k pod-
pore uméni. Struktury vnitfniho okruhu se tak vytvareji jakoby mimochodem okolo
silnych, ambiciéznich jedincu a instituci. Ti, ktefi se k vnitfnimu okruhu pfimknou,
jsou vazani pouze jakousi implicitni mlcenlivosti, jakousi vzajemnou korektnosti. Ta
je dnes jiz Siroce pfitomna v kritickych a kurdtorskych textech, které jsou v jejim
dusledku emocionalné zcela vyprazdnéné a predevsim - nehodnoti. Hodnoceni to-
tiz nenalezi kritikim, novinaram ani vefejnosti, ale vyhradné béznému oku skrytym
strukturam vnitfniho okruhu. ,Kritickym* textim autort nové elity tak zbyva jediny
literarni zanr: popis.

A v ¢em spatfuji nejvétsi vyhodu FAMU? Ma zavedené jméno, ze kterého
muze tézit. (Vojtéch Veskrna, student magisterského studia)

Tak jako kazda slozitd struktura potrebuje i vnitfni okruh pro své kofeny vhodné
podhoubi, chranénou socidlni laborator, ve které mohou byt organicky a zvolna, v po-
malém cyklu ctyfech rocnich obdobi, vstiebavany nové Ziviny v podobé cerstvych
adeptl nové elity, a naopak vyclefiovani ti, ktefi se védomé stavi mimo tuto spole¢nost
nebo jejichZ postoje jsou pro vnitfni okruh nebezpecné. Timto mistem se postupné
staly vysoké umélecké skoly. Funkce jakéhosi skleniku pro rist a vnitfni strukturaci
nové elity postupné vytlacila jejich tradi¢ni funkce, pfedevsim zachovani a kultivaci
uméleckého femesla. Soucasné vysoké skoly naopak od vyuky femesla systematicky
upoustéji a posiluji esoterické discipliny vnitfniho okruhu, které nevyzaduji nadani
ani divaka. Proména, kterou tyto instituce v kratkém obdobi prosly, jim evidentné
prospéla. Jako by ve své nové roli, ktera se oprostila od femesla a ve velké mire i od
tradi¢niho uméleckého ethosu, ziskaly mnohem Sirsi spolecenské uplatnéni. Tézko si
jinak mGZeme vysvétlit astronomicky ndrist téchto instituci, k némuz v poslednich
dvaceti letech doslo. Pfed rokem 1989 zde byly tfi vysoké umélecké Skoly: Akademie
vytvarnych uméni a Uméleckoprimyslova $kola, ktera se vak stava vysokou Skolou az
po valce, a tehdy také zahajuje ¢innost Akademie muzickych uméni. Za necelych dva-
cet pét let od revoluce tu mame jiz 27 uméleckych skol - z toho 7 Skol, kde se vyucuje
umélecka fotografie. Hrubym odhadem tyto Skoly vychovaji béhem deseti let okolo
10 000 umélcu, z toho asi 500 uméleckych fotografti. BEhem nasledujicich deseti let
tak umélecké skoly vychovaji priblizné desetkrat vice uméleckych osobnosti v oboru
fotografie, nez kolik jich méla celd ceskoslovenska tradice od vynalezu daguerrotypie
do soucasnosti. Pro vnitfni okruh jsou tato Cisla epochalnim tUspéchem.

Ne tak pro studenty. Rada z nich pfi pfijimacich zkouskach naprosto netusi, do
jaké instituce se hlasi. Jejich pfedstavy vychazeji podvédomé z tradi¢niho pojeti uméni
jako sepéti Femesla a origindlni vize. Skute¢nost, Ze misto Popelky jim nékdo vnutil
jeji nevlastni sestru, si uvédomuji pozdé a s velkymi osobnimi nesndzemi. Samotné
vysoké Skoly pak na radikdlni proménu svého obsahu pfilis nepoukazuji, a kdyz, tak
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s odkazem na evoluci a ,generacni obménu“. Oteviené se distancovat od tradi¢niho
pojeti uméni by pro né bylo kontraproduktivni.

Mnohy Zak prospiva Spatné jen proto, Ze ma vic rozumu nez ucitel. (Frantisek
Vymazal *1841-1917, filolog)

Vyuzijme chvile, nez z novych uméleckych kol vyjde 10 000 ¢Eerstvych absolventd
ozbrojenych diplomem (z nichZ nadana mensina bude rada, kdyz vibec dostuduje),
a nalijme si Cistého vina. To, co dnes vidime ve vétsiné galerii soucasného uméni,
a také to, co v nich uvidime v nasledujicich letech, jsou z velké ¢asti Uplné hloupos-
ti. Ti, kdo tyto véci do galerii prosazuji, nejsou povétsinou Uctyhodni vzdélanci ani
sluZebnici Uméni jako takového, nejsou to hledadi talentt ¢i vyjimecnych osobnosti,
kterym by chtéli pomahat a slouzit. Vyrazny talent pfedstavuje pro primérného kura-
tora problém. Pokud génius (ten termin zni dnes pateticky, nicméné neni bezobsazny)
vubec projde sitem uméleckych skol, tvoFi obvykle osamocené na okraji uméleckého
provozu a je do vysokého véku kuratorem sam sobé. Ti, kdo dnes nosi smeti do mist,
kam si stale jesté divaci chodi pro existencialni zazitek, jsou lidé, ktefi se dostali do
slepé ulicky, ze niz pro vétSinu z nich nevede cesta zpét. Jsou v zoufalé situaci: nic
neuméji, nemaji vyrazny talent ani intelektualni naboj a zaroven jsou zvykli pohybovat
se ve spolecnosti nové elity. Ziji ve 1zi, v iluzi smyslu, ktery neexistuje. Stokrat opa-
kovany blabol se pro né stal pravdou, stokrat vyzdvihovana pitomost ikonou. Tito lidé
vnitfni okruh nikdy nezradi, budou ho do posledniho dechu branit, protoZe bez néj
by hledéli do oci vlastni prazdnoté. A ten pohled je natolik straslivy, Ze nez aby ho
riskovali, radéji napisi desetistrankovy kunsthistoricky rozbor hydrantu, s exkurzem
do minulosti, s poukazem na €tyfi Zivly, s vyétem dalSich umélct hydrantu a s vy¢tem
jedine¢nych momentu, ktery pravé tento konkrétni hydrant lidstvu poskytuje, a to ve
v€etné rozsahlého seznamu pouzité literatury (abych si pfivlastnil oblibeny primér
spisovatele Karla Kuny). To, Ze prazdnota ma své advokaty, znamena stejné malo jako
fakt, Ze se pfileZitostné muze velmi dobfe prodavat. Jiz Andy Warhol dostate¢né pro-
kdzal, ze marketing ma vétsi moc nez dilo samotné.

Nastup nové elity, mocenské struktury, kterd ziskava rozhodujici vliv nad umé-
leckymi institucemi a postupné je vyuziva ve svij prospéch, ma samoziejmé své
dusledky. Z politického hlediska jde o zneuziti spole¢nych statkd, o vyuzivani stat-
nich a nadac¢nich prostifedkl k podpofe aktivit, ze kterych nema zbytek spole¢nosti
zadny nebo jen maly prospéch. Problém je v tom, Ze nékdo rozdélovat prostfedky
musi, kdyZ uZ jsou. A nova elita se svym zakotvenim v priméru tvofi neoddiskuto-
vatelnou demokratickou vétSinu. Struktury vnitfniho okruhu by se zhroutily béhem
nékolika dni, pokud by bylo uméni opét odkdzano pouze na podporu sbérateld -
jednotlivcl (instituce se chovaji jinak, nebot je Ize mocensky ovlddnout). Sbérate-
|é preci jen Castéji davaji pred nesmyslem prednost kvalitné femesiné provedenému
dilu, pfed bldbolem néfemu, co k nim hovofi, originalité pfed primérnosti, pocti-
vosti pred aroganci. Pokud setrvdme na tom, Ze stat a dalSi instituce maji soucasné
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vytvarné uméni podporovat, smifujeme se v podstaté s pfimou podporou vnitfniho
okruhu. Skute¢né nadani vytvarnici vyuzivaji statnich a institucionalnich podpor spise
okrajové a vétsinou k nim ani nemaji pfistup. Chybi jim ¢asto osobni dispozice tyto
prostfedky Cerpat, neuméji to, nesnaseji uredni jazyk a formulare, nemaji na to cas
a hlavné jejich hodnotovy systém je zcela jiny. Naopak nova elita ma ¢asu nazbyt a by-
rokracie pro ni neni prekazkou.

Cerpani spolecenskych zdroji urcitou vrstvou obyvatel, ktera zadné hodnoty ne-
nese ani nevytvari, jeSté samo o sobé neni ni¢im skandalnim. Nase spolecnost je bo-
hatd a mdze si snadno dovolit uzivit skupinu lidi, ktefi si spolu hraji, vzajemné se od-
ménuji a je jim v jejich uzavieném svété dobre. S ohledem na budoucnost je mnohem
vétsi Skodou, kterou po sobé hegemonové vnitiniho okruhu zanechavaji, vyprazd-
fiovani pojmu a jejich devalvace. Pokud jeSté dnes v sobé nese slovo uméni, obraz
nebo poezie alespon pro nékoho urcitou vini, zavan ¢ehosi posvatného, kiehkého,
vzneSeného, je velkou otazkou, jak tomu bude za nékolik let. Je pravdépodobné, Ze se
na zebficek nejvice pohrdanych povolani brzy priradi k politikovi a novinari i umélec.
Tato destrukce - na rozdil od néjakych problematickych dotaci - se bude odstranovat
velmi dlouho a neni vylouceno, Ze povede k vytvoreni paralelni terminologie, protoze
fada pojmu bude nenapravitelné kontaminovana. Tradi¢ni terminy oviem zlstanou
v rukach nové elity a budou v nich pomalu a bolestné uvadat.

Témér vSechny verejné galerie vystavujici sou¢asné uméni jsou jiz ve vétsi ¢i mensi
mife kontaminovany artefakty vnitfniho okruhu a vyhnout se jim vyzaduje dobrou pfi-
pravu. Pro nastupujici generaci mladych lidi bude toto hledani jiz pfiliS pracné a fada
z nich to po nékolika marnych pokusech vzda. Komunikace mezi umélcem a diva-
kem, o kterou se maji starat prislusné instituce, bude stale vaznéji trpét a verejné
galerie budou poskytovat stale zdeformovanéjsi obraz souc¢asného uméni jako scény
bez vyraznych osobnosti, bez hloubky, kontemplace a vnitfni poctivosti - tedy bez
onéch kvalit, které ve vysledku poskytuji divakovi zaZitek, po némz touzi. S ndstupem
viny novych absolventi uméleckych oborl se zmensi prostor pro nadané jedince bez
prislusného formalniho vzdélani a s trochou fantazie Ize ocekavat, ze Uspéch vytvar-
nych vysokych $kol brzy inspiruje i expanzi vysokych $kol dalsich uméleckych oboru,
napriklad literatury, a vnitfni okruh se bude konstituovat i zde.

Podstatou monochromu neni, jak se mnozi domnivaji, jeho monochroma-
ticnost, ale mnohem spise pravé skutecnost, Ze nezobrazuje nic. (Michal Novotny,
kurdtor)

Aby nedoslo k omylu: cilem tohoto textu nebyl pokus o kadrovani uméni na dobré
a Spatné, umysiné jsem se vyhnul konkrétnim pfikladim. To je prace jinych. Tento
text je pokusem o obhajobu pojmu uméni jako takového s ohledem na soucasnou

vytvarnou scénu. Termin ,uméni“, resp. ,dobré uméni“ sice neni formalné zachytitel-
ny, ale ti, ktefi stdle znovu a znovu poukazuji na skutecnost, zZe nelze s jistotou fici,
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co kvalitni dilo je a co nikoli, jsou vétSinou podvodnici. Citlivi lidé (v hudbé bychom
asi mluvili o hudebnim sluchu) se na tom totiz z 90 % shodnou - nezavisle na formé,
kterou na sebe kvalita bere. Pokud bychom pfistoupili na to, Ze uménim muze byt
cokoli, pojem by ztratil smysl. Chceme-li ho zachovat, musime ho stale znovu a znovu
srozumitelné tematizovat - nikoli zakryvat postmodernim ptydepe.

Vnitfni okruh neni uméleckym problémem, protoZe artefakty, kterymi disponuje,
nejsou uménim. Jde ale o narlstajici problém spolecensky, jelikoz mate vefejnost
a komplikuje jeji pfistup ke skute¢né kvalitnim dilim. Zasvéceny divak by mél védét,
Ze to, co se vystavuje v galeriich sou¢asného uméni, neni uméni, které v soucasné
dobé vznika. Pranik je relativné maly. Nadany adept vytvarného uméni by mél byt
s problematikou vnitfniho okruhu srozumén, aby nepodlehl manipulaci a neopustila
ho radost a niternost vlastni tvorby. Neni osamocen. Skutecné soucasné uméni je vSak
dnes treba hledat spise po soukromych ateliérech nez po galeriich a muzeich. Existuje
a dafi se mu diky vzdélanym a angazovanym sbérateldim celkem dobfe. Pobyt v polo-
stinu mu tradi¢né svédci.

Igor Malijevsky, Praha, 20. 9. 2013

Uvaha pro knihu Néco se muselo stat (Novela bohemica 2014), kterou pripravuje
s Fadou autorti Véclav Cilek.

After 20 years of photography, many exhibitions both at home and abroad and
countless talks with my colleagues and with curators, | feel the need to put into cohe-
rent text the feeling of doubt that’s been surrounding me and many of the artists close
to me for years, that we want to neutralize like a bad smell, coming from someone’s
backyard, partly due to our restraint, the unwillingness to speak negatively of any-
thing, let alone something we’re not even remotely interested in and despise. | have
no intention of altering such attitude, but still, | feel the urge to name this suspected
phenomenon, if only to clarify the terms and remove the feelings of timidity from
those that feel the same way | do.

We’re turning into some kind of voyeurs, watching the endless repeats of
their own private shows with their participants disregarding whether or not is
there someone actually paying attention to their performances. (The annotation of
the “Metamorfeliéry” exhibition.)

It seems we live in a revolutionary age when we still understand the term “art”
(visual art, in the context of this text) in a kind of vague but commonly shared sense.
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We’re still convinced it’s a term that carries a certain meaning, perhaps even quite
profound, that has a kind of transcendent quality. In our society, there’s still a ga-
ping scar of tradition which talks, exacerbates, enters the audience, which is able to
provide that strange and intimate testimony we describe as being dragged into the
painting, and which we can sometimes even feel physically somewhere in our heart or
sending shivers down our spine. Intuitively, we look for a strong testimony that most
often emerges from the combination of honest craftsmanship with strong imagination
and insight. A walk through the galleries of “contemporary art”, though, does persua-
de the audience repeatedly that precisely this understanding of the term art is some-
thing antiquated. It seems as if the work in such galleries tries to illustrate this point.

In every era there were certain trends that evanesced in time and in every era there
were diligent artists. What we’re facing right now is something more radical. The ba-
ttle is no longer fought within the bounds of a shared paradigm, we’re not witnessing
a battle of styles and not even the process of one paradigm shifting into other. It’s
not a natural art evolution either, even though quite a few curators tries to force their
audiences into thinking that’s exactly what it is. The situation’s more serious: the
phenomenon of Art (in the sense the society still, instinctively, understands it) is be-
ing attacked systematically by a new social class with a plethora of distinctive set of
characteristics, which gradually prepares the conditions to takeover the centuries of
artistic infrastructure, including its terminology and the system of education. Its goal
no longer lies in an artistic testimony nor a philosophical battle, it’s set on creating
a personal profit (social, financial or of power) The common signs of such people
include the absence of any strong talents, mental and emotional emptiness, shaky
principles, good communication skills, excellent marketing, intellectual ramblings and
the word “project”. The art as an activity of extremely sensitive and creative people is
gradually being replaced with anything that is integrated enough, therefore justified
within the structures of the new (meaning “artistic”) elite. We’re the witnesses of an
attempt to deconstruct a significant phenomenon that’s part of the very foundation of
our civilization, maybe even all of civilization.

I I. If this kind of photography also brings us a certain kind of theoretical re-
flection which views the photographic expression from the position of semiotics
and structuralism, it’s not diminishing the function of photography to a linguistic
function, but an extended understanding of a characteristic not only of language,
but of the reality itself. (Karel Cisar, curator)

If you ask a member of the new elite about the meaning of the term art, he/she’ll
laugh at you and/or treat you like an ignorant person. A discourse about the elemen-
tary terms is not in his/her interest. Such profound flexibility of terms plays into the
hands of snake-oil salesmen, it is their very shield against their enemies that could
be recruited from the thinning crowd of critics or knowledgeable audience, capable of
thinking for themselves. Where there is no fixed terminology, there is no criteria, and
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where there is no criteria, there is only the criteria of the basic power of those willing
to offer such criteria to one another in exchange for a return service. Questions about
the meaning of the artifact, about the message of the exhibition or of artistic work as
it is are either ignored as being too trivial, or they are answered with a ready-made
answer in the form of curator articles no-one really understands. The unintelligibillity
of such texts is not coincidental, it is their primary quality. On one hand, the member
of new elite uses it to demonstrate the his/her intellectual superiority over the reader,
resulting from the supposed esoteric nature of the art he/she is engaged in and which
he/she is asking the society to support. He’s the bearer of the Secret the artistic ar-
tifact holds. At first, the painting/sculpture/video/water_on_the_floor_of_the_gallery
looks stupid, but that’s just because we don’t get it. We’re missing the key that’s
being held by someone else: by the chosen, by the member of the new elite. The au-
dience is therefore disqualified from judging the artwork, which can only be judged by
the chosen ones, those from the inner circle, as one of the contemporary photography
exhibitions was quite unintentionally called. An artist from the inner circle is by defi-
nition irresponsible. Outside the inner circle, there’s no judge, the size of one’s talent,
craftsmanship or perceptiveness of vision can’t be measured since there are no stan-
dards outside of the unseen, mysterious structure of the inner circle. The fundamental
irresponsibility does not only target Art itself or some of the other fundamental terms,
but artists from the inner circle can’t be held responsible even by themselves, their
own conscience, taste or passion - since such outside measure would be damaging to
the inner circle and therefore can’t be tolerated there. The inner circle only tolerates
its own standards, carefully hidden from those outside of it. The standards of power.

I I I- An artist is someone whose work is being shown in a gallery. (Marian Palla,
a writer and a conceptual artist)

To define the inner circle is not easy. Partially that’s because its borders are not
clearly defined, just as under previous regime, there was no simple line between “regi-
me” and “anti- (or non-) regime” artists. There was a line, though, and its thematizati-
on was desirable. In much the same way, the inner circle is not a clearly defined group,
more like a new social class with which some identify more, some less. It takes advan-
tage of the post-modernist inclinations of contemporary society to relativism, and at
the same time the usual social appeal of supporting art. The structures of the inner
circle are therefore created matter-of-factly, centered around the strong, ambitious
individuals and institutions. Those that align with the inner circle are only bound by
a kind of implied silence, a kind of mutual correctness. That is already widely spread
today in critiques and curator texts that are, because of its implications, emotionally
empty and, most importantly - do not judge. Critics, journalists and the audience are
not supposed to judge, that is the privilege of the inner circle structures, hidden from
a commoner’s sight. The “critiques” of the new elite authors is therefore condemned
to a single literary genre: a description.
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IV- What do | consider to be the biggest advantage of FAMU? It has a well-esta-
blished name it can benefit from. (Vojtéch Veskrna, a master’s degree student)

Just like any other complex structure, even the inner circle needs a proper kind of
soil for its roots, a protected social laboratory in which the new nutrients in form of
new candidates for the new elite can be absorbed in an organic way and slowly, in a
four-season cycle, and singled out those who consciously set themselves apart from
this society and/or whose mindsets are dangerous to the inner circle. Gradually, the
art universities have become such place. The function of a some sort of greenhouse
to nurture and create the inner structure of the new elite gradually replaced their
traditional functions, especially the effort to maintain and cultivate the artistic crafts.
Current universities are systematically leaving the concept of craft education and fo-
cus on strengthening of the esoteric field of the inner circle, which does not require
neither talent nor an audience. The changes these institutions underwent in a short
time has apparently been good to them. It seems as if in their new role, free from craft
and to a large extent even from the traditional art ethics, they gained a much wider
social impact. It’s hard to find a different explanation for such an astronomical growth
of these institutions we’ve experienced in the past 20 years. Before 1989, there were
three art universities in this country: The Academy of Fine Arts and the School of
Applied Arts, which only became a university level school after WW2, which is also
when the Academy of Performing Arts was founded. A little less than 25 years after the
Velvet revolution, there’s now 27 art universities - 7 of which have classes on artistic
photography. In a rough estimate, these schools produce about 10000 artists in 10
years, of which about 500 are art photographers. Which means that in the next ten
years, our art universities will produce around ten times more art photographers than
there were in all of our Czech and Slovak history since the invention of daguerreotype
to this day. For the inner circle, such numbers are a wild success.

Not so much for the students. A lot of them, when attending the entrance exams,
have no idea of the kind of institution they are signing up to. Their visions come
subconsciously from the traditional concept of art as a joining of the craftsmanship
and the original vision. The realization of the fact that instead of Cinderella they’re
being forced to marry her foster sister comes much too late and with great personal
difficulties. The universities themselves do not announce the changing focus of their
education all that much and if they do, they mention evolution and “the passing of
the torch”. To distance themselves openly from the traditional concept of art would be
counter-productive for them.

V- Many a student is doing bad just because he/she is wiser than the teacher.
(Frantisek Vymazal *1841-1917, philologist)

Let’s use the time we have before 10 000 freshly graduated artists leave those new
art universities (of which the talented minority will be lucky to even graduate) and be
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honest with ourselves. Most of what we can currently see in most of the contemporary
art galleries, and most of what we’ll see there in the coming years, is utter rubbish.
Those who put it there are mostly not the well-respected scholars or servants of the
Art itself, they are not looking for talents or extraordinary individuals to help them and
serve them. An extraordinary talented person creates a big problem for your average
curator. Even if a genius (the word does sound pathetic in this day and age, but is not
without meaning) passes through the sieve of the art universities, he/she is usually
working alone on a fringe of artistic public and to a very high age, he/she is his/her
own curator. Those who insist on bringing rubbish to places audiences still visited in
search of an existential experience are people facing a dead end with no way out for
the majority of them. They are in a desperate situation: they’re not skilled, they do not
posses a meaningful talent or intellectual drive, and at the same time, they’re used
to navigating the society of the new elite. They’re living a lie, lost in an illusion of a
purpose which doesn’t exist. A hundred times repeated nonsense has become a truth
for them, a hundred times repeated rubbish has become an icon. Such people will
never betray the inner circle, they will defeat it until their last breath, since without it
they would be forced to face their own emptiness. And that prospect is so horrible that
rather than facing the possibility of it, they write a ten page art historical treatment
on a water hydrant with a digression to the past, an allusion to the four elements of
nature, a list of other water hydrant artists and with an enumeration of the unique
moments this very hydrant offers to people, including the extensive list of sources
(to paraphrase a favorite simile of writer Karel Kuna). The fact that emptiness has its
own advocates means as little as the fact that it can, sometimes, sell quite well. Even
Andy Warhol has proved sufficiently that marketing is mightier than the artwork itself.

The advent of the new elite, a structure of power that gains deciding influence
over art institutions and gradually uses them to its advantage, is of course not without
repercussions. From the political point of view, it’s taking advantage of our common
property, of state and endowment funds to support activities the rest of the society
does not profit from at all in any way, or, at the very best, too little. The problem is
that when there are resources available, someone has to divide them. And the new
elite with it’s emphasis on mediocrity forms an indisputable and democratic majority.
The structures of the inner circle would crumble in a few days if art was once again
dependent only on support from the collectors - individuals (the institutions behave in
a different way since they can be taken over by power). The collectors more often than
not do prefer an expertly crafted artwork before rubbish, something that speaks to
them before a nonsense, the originality before mediocrity, honesty before arrogance.
If we maintain the notion that the state and other institutions should be supporting
contemporary artists, we basically accept the notion of directly supporting the inner
circle. The really talented artists make use of the state and institutional support sys-
tem only marginally and sometimes they’re not even able to access it at all. They often
lack the personal dispositions to access these funds, they don’t know how to do it,
hate the officialities and the red tape, they don’t have time for it and, most impor-
tantly, they put value in entirely different things. On the other hand, the new elite has
plenty of time and does not care about the red tape.
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Having a certain part of public, which does not provide any values nor is it able
to create some, access the social funds, is in itself nothing scandalous. Our society is
rich and we can easily afford to support a group of people that play games with each
other, reward themselves for it and feel good in their own private world. In regard to
the future, there are much more serious implications about the damage these inner
circle leaders leave in their wake, stripping terms of their meaning and devaluating
them. If the words art, painting or poetry do still have a certain feel at least to some of
us, if they offer them a glimpse of something sacred, fragile, noble, it’s a question of
how this will change a few years down the road. It’s quite likely a politician and jour-
nalist will quite soon have a new company at the top of the most despised jobs list - an
artist. Such destruction - in contrast to some kind of funding issues - will take a long
time to repair and it’s possible that a parallel terminology will rise from the ashes,
since many of the old terms will be contaminated forever. The traditional terms will
still be in the hands of the new elite, though, and will slowly and painfully fade away.

Almost all of the public galleries, presenting the contemporary art, are to a smaller
or larger degree already contaminated by the artifacts of the inner circle and to avoid
them, one has to really be prepared. For the upcoming generation of young people,
such searching will become too tedious and many of them will give up after a few
unsuccessful tries. The communication between an artist and his/her audience, supp-
osedly managed by the responsible institutions, will continue to suffer more and more
and the public galleries will offer more and more deformed views of the contemporary
art as a scene without any prominent individuals, without depth, contemplation and
the inner honesty - in other words without the qualities that ultimately offer the au-
dience the experience its longing for. As the new wave of art university graduates
hits the streets, there will be less space for the talented individuals without a formal
education, and it’s not that big of a stretch to expect that the success of the fine art
universities will soon become an inspiration for other artistic schools as well, e. g.
literary schools, and the inner circle will form there as well.

VI- The essence of the monochrome is not its monochromaticity, like many
think, but more likely the fact that it does not, in fact, show us anything at all.
(Michal Novotny, curator)

Not to be mistaken: the goal of this text was not to try and divide the art into
good and bad, I've been avoiding any specific examples for a reason. That job belongs
to others. This text is an attempt to defend the term art in itself with regard to our
current artistic scene. The term “art”, or “good art” might not be described formally,
but those that time and again point out the fact that you can’t with certainty tell what
constitutes a quality work of art and what does not, are more often than not frauds.
The sensitive people (in case of music, we’d probably base this on their ear for music)
usually agree on that in 90 % of cases - regardless of the form the music takes upon
itself. Should we accept the fact that anything can be considered art, the term itself
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loses its meaning. If we want to preserve it, we have to keep on thematizate it in com-
prehensible ways - not cover it with a post-modernist hodgepodge nonsense.

The inner circle is not an issue of art, since the artifacts it provides us are not art. It
is, though, a growing social issue, confusing the public and complicating its access to
a real quality art. A knowledgeable member of the public should be aware of the fact
that artwork, presented by the contemporary art galleries, is not a contemporary art.
The intersection of these two sets is quite small. A talented fine art applicant should
be aware of the issue of the inner circle to avoid being manipulated and stripped of the
joy and inwardness of his/her own art. He/she is not alone. The real contemporary art
is mostly found in private studios these days, though, not in galleries and museums. It
exists and manages to thrive thanks to the educated and committed collectors. Being
kept in half-shadow suits it rather well. As it always did.

Igor Malijevsky, Praha, September 20" of 2013

An essay for the Néco se muselo stat (Something must’ve happened) book (Novela
bohemica 2014), currently being prepared by Vdclav Cilek in cooperation with many
other authors.

Poslanie reStaurdtora si vyzaduje, aby odborné znalosti a vedomosti technického
charakteru boli vyvazené talentom umelca. Na splnenie aj najnaroc¢nejsich uloh na
zodpovedajlcej profesionalnej drovni je pre adepta tohto nelahkého povolania nevy-
hnutné, vzhladom na $pecifickost odboru reStaurovania v Struktdre umeleckej vysoke;j
Skoly typu akadémie, absolvovat ,klasicky“ ateliérovy proces vyucby kresby. Historic-
ky overeny systém stupnovania narocnosti predkladanych problémov s dérazom na
kompoziciu, perspektivu, plastickost, priestor, zakladnl znalost anatémie ludského
tela a na proporcie, sleduje ciel osvojenia si u posluchacov istoty pri rieseni jednot-
livych zadani. Prioritou je pouzivanie tradi¢nych postupov, technik a médii. Len ich
dokonalé zvladnutie umozni, hlavne u vyssSich rocnikov, hladanie osobitého vyrazu,
Stylizaciu a pripadné experimentovanie s roznymi médiami, pricom rozsah sebarea-
lizdcie v kresbe méze byt od detailnej realistickej Stidie az po spontannu skratku,
gesto Ci abstrakciu.

1. roc¢nik bakalarskeho studia: Studie (1:1) - ZS* - kompozicie geometrickych objek-
tov, zatiSie a drapéria, LS** - lebka, sadrova hlava, svalovec (uhlik, rudka, ceruza, tus)
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Studenti 1. roénika riedia zadania, ktoré obsahom mozu byt pribuzné stredogkol-
skym osnovam, rozhodne vSak nie si mechanickym opakovanim absolvovanych hodin
kreslenia na nizSom vzdelavacom stupni. Cielmi sU: osvojenie si, resp. u niektorych
Studentov zopakovanie si zakladov perspektivy, ziskanie schopnosti komponovania do
formatu, vystavby ,skeletu” motivu a imitativne charakterizovat ré6zne povrchy a ma-
terialy. Dal$imi cielmi si: nadobudnutie istoty pri vytvarani ilGzie priestoru a hmoty,
teda atributov tretieho rozmeru pri maximalnom vyuziti moznosti dvojrozmerného
média, ako aj flexibilné obmienanie hodnoty tonu, vhodna vol'ba kontrastu, graficka
kvalita linie a/alebo ,maliarska® kvalita valéru, gradacia, rytmus. Takyto spésob vede-
nia kurzu kresby pre prvakov méze vsak evokovat predstavu konzervativneho ,akade-
mického drilu®, a tak svoje opodstatnenie ma skutocne len vtedy, ak pristup subjektu
nie je remeselny, ale entuziasticky tvorivy. Vysledkom individualneho usilia je potom
harmonickd jednota vecného a vytvarného.

2. rocnik bakalarskeho studia: stidie (1:1) - ZS - portrét, detail figury, LS - polfigura,
figura (uhlik, rudka, ceruza, tus)

3. ro¢nik bakalarskeho studia: studie (1:1) - ZS - figdra, LS - figura, skupina figur
(uhlik, rudka, ceruza, tus, pastel, farby)

4. rocnik bakalarskeho studia: studie - ZS - figura, figuralna kompozicia (uhlik, rud-
ka, ceruza, tus, pastel, farby)

V 2., 3. a 4. roCniku bakaldrskeho stupna uz Studenti pracuju podla Zzivého mode-
lu. Zimny semester 2. roCnika je primarne venovany Studiu portrétu. Letny semester
hlavne polfigure, figure a paralelnému kresleniu detailov ludského tela. 3. ro¢nik je
venovany vylucne Studiu figury, pricom najma letny semester je vhodny na rozsirenie
motivov o figurdlnu kompoziciu. Absolitnym imperativom je osvojenie si proporcii
postavy. Studenti sa sice vedeni k dékladnosti, aviak s vyvarovanim sa popisnosti ¢i
naturalizmu. Ku koncu 3. rocnika je legitimne experimentovanie aj s inymi ako tra-
di¢nymi materialmi a hladanie vlastného vytvarného vyjadrenia. Nevyhnutnym vycho-
diskom je adekvatne zvladnutd figurdlna kresba. Tendencie k individudlnemu prejavu
st esSte vo vdcsej miere podporované vo 4. rocniku.

Vedomosti a zrucnosti ziskané v 1. ro¢niku st vo vyssich rocnikoch permanentne
zuzitkovavané a rozsirované. Pri posudzovani grafickych kvalit vytvorenych kresieb sa
to u jednotlivych posluchacov prejavuje najméd stale suverénnejsim pouzivanim ce-
lej Skaly moznosti, ktoré poskytuju klasické materidly (ako uhol, rudka, ceruza, tus,
pastel), teda od Cisto linearnej kresby az po kresbové Struktdry a Srafovanie, valéry,
lavirovanie, alebo ich kombinacie. Tieto prostriedky umoZziuju vybudovanie zdania
priestoru a hmoty. Pre vystavbu samotného objektu Stidie - portrétu, polfigury, fi-
gury ¢i figuralnej kompozicie - je délezity ziskany zmysel pre kompoziciu a propor-
cie, zaklad ktorého paradoxne mozno hladat prave v prvackych ,natenych“ cvi¢eniach
podla nezivych predl6h.
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1. ro¢nik magisterského stadia: ZS + LS -individualny program

Individudlny program s periodickymi konzultdciami je tematicky striktne obmedze-
ny na hypotetick rekonstrukciu lubovolne zvoleného historického artefaktu. Zahfna
kresbové studie, zdokumentovany vyskum analdgii, varianty rieSeni a konecny na-
vrh. Spravidla sa jedna o sochu, malbu, alebo textilné dielo s evidentnymi Gbytkami
pévodnej hmoty ¢i povrchu materidlu, teda v torzalnom stave, s chybajdcimi Casta-
mi zobrazeného ludského alebo zvieracieho tela, bez casti tvare, pripadne drapérie,
s chybajicimi atributmi, apod., pri reSpektovani slohu origindlu a rukopisu autora.
Vybrany artefakt nemusi priamo korespondovat so $pecializaciou Studenta/Studentky
v magisterskom 3Studiu. Predpoklada sa tvorivé zuzitkovanie vedomosti, skisenosti
a zrucnosti ziskanych v predchadzajucich Styroch ro¢nikoch bakalarskeho stidia a vy-
tvarne kultivovany prejav. Dolezitou stcastou price Studentov magisterského stupiia
je samostatny vyskum, vyhladdvanie a Stadium analégii. Konzultacia aj s pedagégmi
hlavného ateliéru je vitana. PInohodnotnou volitelnou alternativou tohto zadania pre
1. ro¢nik magisterského studia je pokracovanie v studiu figlry podla Zivého modelu.

Tvorivy pobyt v krajine (Plenér Kremnica), povinny pre 2. rocnik bakalarskeho studia

Neodmyslitelnou sucastou vyucby restauratorov je tvorivy pobyt v krajine, ktory
pre studentov 2. rocnika kazdoroc¢ne organizujem v Kremnici. Koncepciu zachovavam
z vacsej Casti povodnd, vytvoril ju profesor Ludovit HoloSka v polovici devitdesiatych
rokov. Prvych niekolko ro¢nikov plenéru sme viedli spolo¢ne. Studenti sa sustreduju
na motivy krajiny a/alebo celky ¢i detaily historickej architektury. Kresby a maliarske
Studie, ktoré na tvorivom pobyte vzniknu, st autondmnymi artefaktmi, zaroven slizia
ako pripravny material pre nasledné farebné spracovanie.

* LS - letny semester
** 7S - zimny semester

doc. Mgr. David Carsky, VSVU Bratislava, 2013

The vocation of restorer demands for the professional and technical knowledge of
the artist to be equal to the artist’s talent. To succesfully undertake even the easiest
of tasks on the required professional level, it is unavoidable, given the specifics of
the subject of restoring in the structure of the art academy, for any future restorer to
attend the “classical” studio drawing classes. The proven system of raising demands
of the presented problems, focusing on the composition, perspective, three-dimensi-
onality, space and the basic human anatomy and proportion knowledge aims for the
students to feel at home solving the individual tasks. The priority is to use the tradi-
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tional methods, techniques and media. Only after mastering these can the students,
especially in later years, search for their own style or experiment with different media,
while the extent of the self-fulfillment in drawing can vary from highly detailed and
realistic study to a spontaneous simple sketch, gesture or abstraction.

THE ASSIGNMENTS CONCEPT:

1st year of bachelor studies: study (1:1) - WT* - composition of geometric objects,
still life and drapery, ST** - the skull, plaster head, musculature (coal, red chalk, pen-
cil, indian ink)

The 15t year students solve assignments which, in content, can be similar to high
school topics, but which are in no way just routine repetitions of the drawing classes
completed on lower eduaction levels. The aims are: to adopt, or in case of some stu-
dents, to refresh the basics of perspective, acquiring the ability to compose in a given
format, to build the “skeleton” of the motif and to characterize its different textures
and materials by the process of imitation. The other aims are: finding assuredness
when creating the illusion of space and matter as the attributes of a three-dimensional
space while maximizing the utilization of the possibilities of a two-dimensional medi-
um, as well as flexibility in changing the values of tone, the correct contrast, graphical
quality of the line and/or the “painterly” quality of the aesthetic values, the gradation,
the rhythm. Such approach to the drawing classes might evoke the images of a con-
servative “academic drill” in the freshmen, so it’s only valuable when approached as
a process of enthusiastic creation, not just a simple craft. The result of the individual
effort is then the harmonic unity of both material and artistic.

2" year: study (1:1) - WT - portrait, figural detail, ST - half-figure, figure (coal, red
chalk, pencil, indian ink)

3rd year: study (1:1) - WT - figure, ST - figure, figural group (coal, red chalk, pencil,
indian ink, pastel, colors)

4t year: study (1:1) - WT - figure, figural composition (coal, red chalk, pencil, indian
ink, pastel, colors)

During the 2, 3 and 4% year of the bachelor’s studies, the students already work
with a live model. The winter term of the 2" year focuses primarily on the portrait
studies. The summer term mainly focuses on half-figure, figure and the parallel dra-
wing of the details of the human body. The 3™ year focuses entirely on the figure
studies and especially the summer term is suitable for adding the figural compositon
to one’s motifs. A familiarization with the figural proportions is absolutely essential.
The students are lead to be thorough while avoiding the pitfalls of descriptiveness or
naturalism. Near the end of the 3™ year, the students can experiment with other tradi-
tional materials and search for their own artistic expression. The adequate mastering
of the figural drawing is the necessary starting point. The inclinations to individual
expression are more actively encouraged during the 4t year. The knowledge and skill
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acquired in the 15t year are constantly being used and widened in later years. When
assessing the graphical qualities of created drawings, this presents itself mostly in the
form of more and more confident usage of the entire spectrum of options, available
from the classic materials (like coal, red chalk, pencil, indian ink, pastel), that is from
pure linear drawings to drawing structures and hatching, shading, wash, or its com-
binations.) These tools can help create the illusion of space and matter. For building
the main object of the study - a portrait, half-figure, figure or figural composition -
it’s important to acquire a sense of composition and proportion, which can be quite
paradoxically traced back to the 1t year’s “forced” exercises with inanimate models.

1st year master’s studies: WT + ST - individual program

The individual program with periodic consultations is strictly limited to the hypo-
thetical reconstruction of an arbitrarily chosen historical artifact. It includes drawing
studies, a documented analogy research, options on solving the problem and the final
plan. Usually, the subject of the study is a sculpture, painting or textile artwork with
visible parts of the original structure or surface missing, in other words in a torsal
state, with missing parts of human or animal body or face, or, alternatively, drapery
with attribures missing, and so on, while respecting the style of the original and the
author’s penmanship. The artifact, chosen for the student’s master’s studies, does-
n’t have to be a direct match to his/her specialization. The students are expected to
apply their knowledge, experience and skill, acquired during the previous 4 years of
the bachelor’s studies creatively in order to present an artistically cultivated result.
An important part of the work of students of the master’s studies is an independent
research, searching and analogy studies. Consultations with the main studio teachers
are welcome. An equally adequate optional alternative for the 15t year of master’s stu-
dies is to continue figural studies with a live model.

ADDITIONAL ACTIVITIES
A creative visit of the landscape (Kremnica outdoors), mandatory for the 2" year of
bachelor’s studies

An inseparable part of the restorer’s studies is a creative visit of the landscape we
organize each year in Kremnica for the students of the 2" year of bachelor’s studies.
| keep the concept of the visit mostly in accordance to the original concept created
by professor Ludovit HoloSka in mid-90’s. We’ve lead the first few years of the visit
together. The students focus on landscape motifs and/or on the historical architectu-
re either in detail or as a whole. Drawings and painting studies, created during these
creative visits, are autonomous artifacts, but also serve as a preparation for the upco-
ming coloring treatment.

* ST - summer term

**WT - winter term

Assoc. Prof. David Carsky, AoFAD Bratislava, 2013
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Nic nas na lidském téle nezajima tolik jako obli¢ej. Casto na néj upirame sviij pohled.
Jeho estetickd a vypovédni hodnota je nepopiratelna. Dala vzniknout celé vytvarné dis-
cipliné. Vzdyt portrétni uméni je nedilnou soucasti umélcovy vybavy. Cim nas oblicej
tak pfitahuje? Pfedné nejlépe charakterizuje ¢lovéka. Ne izolované od ostatnich ¢as-
ti lidského téla, ale prece jenom dominantni mirou. Ma zasadni vyznam pro vnimani
a rozpoznavani druhého jedince. Jeho prvky jsou tak vyrazné a pro nas Citelné, Ze jsme
schopni rozpoznat druhého clovéka i na zna¢nou vzdalenost. A co vic, jsme schopni
rozeznat také pohlavi a vék dotycného. Oblicej je urcujici pro orientaci ve spolec¢nosti,
ve spolecenskych vztazich. | pfes to, ze ¢lovék vnima druhé komplexné, vcetné jejich
chize, hlasu, gestikulace, pachu, zachovava si obli¢ej pfi procesech poznavani vysadni
postaveni. Je to vSak pouha podoba, charakteristika jedince, ktera nds pfitahuje?

Oblicej nenabizi pouze jednotlivé individualni télesné znaky. Zrcadli se v ném osob-
nost ¢lovéka, tedy néco, co je skryté, nachazejici viak na obli¢eji svij projev. Shleda-
vame na ném 3kalu jednoduchych vyraz(i aZ po jemné nuance a variace ¢asto tézko
postfehnutelné, majici vSak v sobé sdéleni. Tyto vyrazy vypovidaji predné o ,vnitfnim
stavu® (rozpolozeni) jedince. Tento stav se nazyva emocni vyladéni. Kazda emoce za-
nechava na obliceji viceméné citelnou stopu. Na starSich oblicejich byvaji emoce, které
jsou nejcastéji prozivany, zapsany natrvalo. Vtiskly svou podobu do oblieje a cha-
rakterizuji jeho neutrdlni vyraz. MUZeme fici, ze osoba splyva s tvafi. Pozname,
ze toto je Clovék hnévivy, ustarany, upfimny apod. Je zajimavé, Ze se v takovychto,
casto podvédomych, soudech pfiliS nemylime. Tato schopnost Cist v druhém ob-
liceji je pro Clovéka zivotné dulezitd. Promény tvard v obliceji slouzi ke komunika-
ci s druhymi lidmi. Poskytuji informace druhému jedinci o aktudlnim emocnim stavu
vysilatele, pfi¢emz ¢aste¢né naznacuji jeho dal$i chovani. Diky tomu muze pfijemce
uzpusobit svou reakci dané situaci. Mimické vyrazy nabizeji také informaci, kterou
vysilatel chce sdélit. Reakce prijemce je odvisla od jeho schopnosti Cist tato sdéleni
v obliceji. Interpretace vyrazu neprobiha izolované, ale vzdy v konkrétnim socialnim
kontextu. MuZeme fici, Ze ¢im vielejsi a upfimnéjsi je nas vztah k vysilateli signalu,
skardiognose“ neboli schopnost ¢ist v lidskych srdcich, neni jakymsi nadpfirozenym
darem, ale pfirozenou schopnosti ¢lovéka, odvislou od jeho vztahu, ktery zaujima k
druhym lidem. Ti, ktefi dokazi dobre cist v lidském obliceji a reagovat na jeho vyra-
zy, jsou spolecnosti upfednostiovani a lépe pfijimani. Sami ze zkuSenosti vime, Ze
pfi vybéru partnera nezalezi pouze na tom, jaci jsme, ale také na tom, jak dokdzeme
s jinymi komunikovat. Zeny, od pFirozenosti intuitivn&jsi a citlivéjsi, maji oproti ¢asto
prilis kritickym muzim v rozpoznavani jednotlivych vyrazd nespornou vyhodu. Jejich
schopnost dobfe interpretovat jednotlivé vyrazy v obliceji je daleko vétsi nez u muzu,
stejné jako jejich schopnost dané emoce vyjadfit. Souvisi to patrné s tim, Ze Zeny jsou
vystaveny mnohem mensimu socidlnimu tlaku své emoce skryvat a potlacovat. Uz od
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mali¢ka slychavaji muzi od svych otcd, ale i matek, slova, Ze jsou pfeci chlapi a ti ze
nebredi. Projevy, jako jsou pycha a vztek, jsou jim oproti projevim smutku a strachu
promijeny. Proto také vztek dokazi muzi lépe vyjadrit. Tak jako jsou muzi vychovavani k
vétsi nezavislosti, jsou zeny vedeny k tomu, aby prohlubovaly socidlni vztahy. Jejich cit-
livost je tedy na misté. Dnesni spolecnost se mnohdy snazi na zakladé jakési genderové
spravedInosti role muzd a zen smé3ovat. Neuvédomuje si vSak, jak hluboce jsou tyto
role vryty do lidské pfirozenosti a jakou vyznamnou ulohu zde hraje podvédoma oblast
lidského byti. Proti tomuto genderovému inzenyrstvi bohuZzel (nebo snad bohudik) stoji
tisice let lidské existence.

Urcita interpretacni schémata (schopnost vyhodnotit urcity vyraz) maji svij puvod
v pfirozenosti ¢lovéka. Mizou se viak mezi jedinci liSit. Vyznamnou roli zde sehrava
také kulturni prostfedi a vazby, jako napr. ocekavani spolecnosti, rodiny apod. Na ob-
liceji vSak mizeme identifikovat Sest zakladnich vyrazd, jejichz pavodni interpretace je
stejna na celém svété. Jsou jimi: vztek, strach, znechuceni, smutek, pfekvapeni, radost.
Mezinarodné uznavana sada vyrazu JACFEE (Japanese and Caucasian Facial Expressions
of Emotion), vyuzivana pro védecké ucely, uvadi zékladnich vyrazi sedm. K jiz zminé-
nym Sesti pfidava vyraz opovrzeni. Zafazeni tohoto vyrazu mezi zakladni vsak povazuji
néktefi odbornici za problematické.

Vyrazy v obliceji vytvareji a vymezuji vzajemné vztahy. Jsou soucasti tzv. neverbalni
komunikace. Informace o emocnim stavu vysilatele jsou sdélovany mimikou obliceje. Na-
proti tomu informace o prostfedi vyjadfujeme mluvenym slovem (verbalni komunikace).

Rodime se jiz s jistou mirou schopnosti vnimat a rozezndvat zmény v obliceji a pfijimat
dané informace. Jiz zahy po narozeni dité pozitivné reaguje na znamé obliceje. Vyvolavaji
v ném pocit bezpedi, ktery je nezbytné nutny pro jeho zdravy vyvoj. Nejdulezitéjsi je
samoziejmé oblicej matky. Kontakt matky z oci do oci, typicky pro lidsky druh, vytvari
most, diky kterému dochazi k vyméné emocnich informaci. Déti, jejichZ citové naroky
jsou uspokojovany vrelou laskou, maji lepsi predpoklady pro dobré zarazeni do spo-
le¢nosti a pro utvafeni spolecenskych vztahl. Profesor Matéjicek v jednom ze svych
dlouholetych vyzkuma sledoval urcujici vliv détstvi na formovani budoucnosti jedince.
S trochou ¢erného humoru poznamenal: ,Méli jsme problém nékteré déti po letech na-
jit. Déti z détskych domovu jsme vsak nasli snadno. Vétsinou byly ve vézeni.”

Schopnost vytvaret nékteré zakladni (pro dité Zivotné dulezité) vyrazy je ndm vrozena.
Tato schopnost patfi do lidské vybavy, kterou si pfinasime na svét. Napriklad smich -
dité si jej neosvojuje pozorovanim tusmévu matky. Také déti od narozeni slepé se uméji
smat. Davaji tim signal o svém emocnim stavu. Zivot ditéte je zavisly na jeho pfijeti mat-
kou, proto je tato vazba neustale posilovana. Smich ditéte je pro matku jeden ze stimull
upeviujicich tuto vazbu. Zarucuje tak ditéti potfebnou péci. Vidime, jak pouha drobna
zména v obliceji dokaze k sobé jedince vazat. Jiz pouhy détsky oblicej v ndas podnécuje
néznost a touhu starat se. V odborné literature se to nazyva tzv. détskym schématem,
jehoZz vnimani je typické i pro dalsi zivociSné druhy, jako jsou primati nebo ptéci.
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Clovék neni bytost izolovana, nybrz udrzovana vztahy s druhymi, je soucasti celku.
VSimnéme si, jak nékteré situace prozivame radéji ve spolec¢nosti. Pozitivni i negativni vy-
razy nabyvaji silnéjsi podoby, mizeme-li je s nékym sdilet. Obli¢ej a jeho vyraz je jednim
z prostfedniki, pomoci néhoz se udrzuje jednota mezi jedinci, tedy soudrznost spo-
lecenstvi (nebo naopak jeho prostfednictvim je jednota porusovana). Jednota, ktera cti
svobodu, jednotlivce neomezuje, nybrz umoznuje mu podilet se na pohybu celku. Jed-
nota v rozmanitosti a jejich zfejmost (jasnost) je podstatou krasy. Cim vét$i rozmanitost
a ¢im hlubsi jednota, tim dokonalejsi krasa. Totalita ni¢i rozmanitost, anarchie a chaos
jednotu. Obé dvé tyto krajnosti v konecném disledku omezuji svobodu spolecenstvi i
jednotlivce.

Vyraz v obli¢eji poskytuje viditelnou podobu vnitfnimu hnuti (emoci). Emoce nepu-
sobi jenom v jedinci, ktery ji proziva. Vyjadrena vyrazem ovliviuje také okoli. Vidime-li
smutného C¢lovéka, pfendsi se jeho stav také na nds. Nevédomé mulzeme zadit prozivat
stejné pocity. K tomuto pFenosu dochazi pasivné a ¢asto podvédomé. Rikame tomu tzv.
emocni nakazeni. Sam na sobé jsem si tento vliv cizim vyrazem vyzkousel, kdyz jsem
pracoval na stati o mimice. Pokud jsem kreslil néktery z vyrazi del$i dobu, dostal jsem
se Casem do stejné nalady, kterou vyjadroval. Zvlasté u téch emocionalné vypjatych
a negativnich to bylo velmi nepfijemné. Uvédomil jsem si to az po néjakém case, kdy

pak navrat do puvodni nalady byl sloZit&jsi.

Mimoverbalni prenos informace neprobiha vSak pouze smérem ven, tedy od vysilate-
le vyrazu k prijemci sdéleni, ale také smérem dovnitf k nositeli samému, kdy ovliviuji
a méni celkové naladéni jeho osobnosti. Stvofime-li na svych rtech smév i tehdy, ne-
mame-li pFilis mnoho divodu radovat se, budeme ponendhlu prozivat radostné pocity
odpovidajici pravé tomu pousmani.

Jak jsme jiz uvedli, oblicej a jeho vyraz je pro existenci ¢lovéka zasadni. O co slozitéjsi
pfi vytvafeni vztahl to maji lidé slepi nebo jinak omezeni ve vnimani vyrazu obliceje,
jako tfeba autisté, tu nemusime pfipominat.

Pro vnimani obli¢eje a jeho vyrazi je dulezité tzv. tfibodové schéma. Toto vrozené
schéma znamena, Ze podvédomé vénujeme pozornost oblasti o¢i a Ust (tedy dvé oci
a jedna usta). Zvlasté oblast oka nabyla u lidi zna¢ného vyznamu. Clovéka, ktery se diva
pfimo lidem do oci, povazujeme také za pfimého a upfimného. Naopak clovék plachy
uhyba pohledem. V euroamerickém kulturnim prostredi plati, Ze Zeny se divaji druhym
do oci Castéji nez muzi.

Oblasti o¢i a Ust hraji hlavni dlohu také pfi vytvafeni vyrazu a v jejich rozpoznavani,
pficemz Usta zde zaujimaji dominantni postaveni.

Budeme-li se pozornéji zabyvat zplsobem, jakym je urcity vyraz na obliceji vytvaren,
shledame, s jakou Gcelnou jednoduchosti se tak déje. Podkladem pro pohyb je kostény
aparat. Vykonavatelem pohybu pak aparat svalovy. U obliceje tomu nebude jinak. Na
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obliceji budeme z vytvarného hlediska rozliSovat tfi oblasti. Oblast oka, nosu a Ust.
Oblast ucha mizeme pominout, nebot pohyby, které usni boltec u ¢lovéka vykonava,
jsou takFka neznatelné a pro ¢teni vyrazu v obli¢eji nepfilis duleZité i pfesto, Ze se svaly
pohybujici boltcem na fadé vyrazl podileji. Tvarové zmény oc¢ni a Ustni Stérbiny véetné
jejich okoli a tvarové zmény zejména spodni ¢asti nosu vytvareji zakladni vyrazy, vzniklé
pusobenim jednoho svalu, a také vyrazy slozené majici svij pdvod v ¢innosti nékolika
svall zaroven (viz nize).

Nutno jesté zminit jednu z nejdulezitéjSich ¢asti oblieje majici zasadni vliv nejen na
vytvareni vyrazu, ale také na celkové vnimani a poznavani obliceje. Jak jsme jiz uvedli,
ma oblast o¢i pro ¢lovéka znac¢ny vyznam. U jinych savcl je tato ¢ast znecitelnéna hustou
a barevnou srsti, a nepodili se proto tolik na utvafeni vyrazi. Oblast oka je u ¢lovéka
takfka bez ochlupeni vyjma jednoho mista. Je jim oboci patfici pochopitelné k oblasti
oka. Obodi je misto lemujici horni okraj kruhového svalu oc€niho, jez si ¢astec¢né ochlu-
Jeho vyrazna kresba zvysuje citelnost mimickych zmén v oblasti oka. Existuji studie,
které naznacuji zasadni roli oboci pfi rozpoznavani obli¢eju. Zkuste si vyholit obod&i
a uvidite, jak znesnadnite Citelnost mimiky.

Shrneme-li to, muZeme Fici, Ze pfi formovani vyrazu je nutné soustfedit pozornost
na Stérbinu oci a Ust a na polohu oboci. Zmény ve tvaru nosu maji pfimy vztah s oblasti
Ust. Pro celkovy vyraz jsou dileZité i nékteré vnéjsi ¢asti, jako napf. brada (tvar dolni
Celisti) nebo celkovy tvar obliceje.

Mimické svaly jsou rozmistény kolem oblicejovych dutin (oka, Ust, nosu a ucha). Jsou
malé a tenké, nebot nepohybuji kostmi, ale kdzi, do které jsou vrostlé. K takovymto
pohyblim kiiZe po lebce postacuje mala sila. Cinnost t&chto sval(i je podminéna nutnosti
pfesnosti a jemnosti v pohybu. Rizeni t&chto sval(i se déje cestou licniho nervu. Pochazi
ze dvou zdroju odpovédnych za dva druhy ¢innosti. Z oblasti mimovolni nepodléhajici
nasemu chténi a z oblasti volni, kterou jsme schopni védomé usmérfiovat. Vyjadreni
emocniho stavu vychazi z oblasti mimovolni, je tedy z vét3i miry nezavislé na nasi vili.
Naproti tomu komunikace, nejen verbalni, ale také mimoverbalni, ma sv(j pocatek v
oblasti volni. Dochazi k védomému poskytovani informaci. S tim také souviseji dva pfi-
stupy, které se uplatiuji napr. v herecké praxi. Stanislavského Skola vede herce k niter-
nému prozivani emoci dané role. Na zakladé silného prozitku je emoce prostrednictvim
vyrazu sdélovana publiku. Déje se tak cestou mimovolni. Herec v podstaté nehraje, ale
proziva danou roli. Druhy pfistup spociva v dokonalém zvladnuti mechaniky utvareni
mimickych vyraz(. Herec védomé zapojuje jednotlivé mimické svaly, ¢imz vytvafi jim
zamyslené vyrazy. Uskali tohoto zpUsobu tkvi v tom, Ze mimovolni oblast vytvaFi urdité
vyrazy ponékud odliSné nez oblast volni. Takovéto vyrazy byvaji nezfidka zahy iden-
tifikovany jako hrané (neupfimné). Podobné se tak dé&je v malifské tvorbé. Cim vic je

a vice zivouci.
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Vytvarny vyznam mimickych svall nespociva v jejich plasticité, nybrz ve zménach tva-
ru, které na obli¢eji vyvolavaji. Rada z nich je prekryta tukovou vrstvou, kterd znemoziuje
jejich Citelnost. Zmény ve vyrazu tvare jsou vyvolany télesnymia dusevnimi stavy, které se
¢asto podmifiujia ovliviiuji.Jeden stejny vyraz maze mit pfic¢inu jak vtélesné, tak i vdusevni
oblasticlovéka (jako napt. télesnd bolesta dusevnistrach). Neznamenatovsak, ze by nutné
musel télesny stav odpovidat stavu duSevnimu a naopak. Znam fotku jedné divky, ktera
v téZké nemoci a télesném utrpeni dokazala jesté 11 hodin pred svou smrti vykouzlit na
své tvari takovy Usmév, kterého vétSina z nas (véetné mé) neni vibec schopnd.

© MgA. Radek Petficek, Ph.D., UTB Zlin, 2013

LECTURE: PLASTIC ANATOMY
FACIAL EXPRESSIONS

Nothing interests us more on a human body than the face. We often turn our sight
upon it. Its aesthetic and informative value is undeniable. It gave birth to an entire
artistic field. After all, the art of portraiture is an integral part of an artist’s repertoire.
Why are we so drawn to faces? First of all, it’s the best characterization of a man. It can
not be separated in this regard from the rest of the body, but it’s still dominant. It’s
essential to our perception and recognition of another human being. Its features are
so distinct and, for us, so readable, that we’re able to recognize one another even at a
considerable distance. And, to top it off, we’re also able to recognise the sex and age
of the person. The face is key for our orientation in society, in social relationshops.
Even though we perceive others as a whole, including their walk, voice, gestures,
smell, the face remains predominant in the processes of recognition. But is it just its
features, the personal characteristics, that draws us so powerfully to it?

The face offers not only the individual bodily characteristics. It mirrors the persona-
lity of the person, something that’s hidden, yet manifests itself in a person’s face. We
see on it a wide range of simple expressions including fine details and variations often
quite difficult to notice, yet carrying their own meaning. Such expressions inform us
of the “inner state” (mood) of the person, first and foremost. Such state is called the
emotional tuning. Every emotion leaves a more or less readable trace in the face. In
case of older faces, the most experienced emotions are often engraved forever into
one’s face They made its imprint upon the face and are characteristic of its neutral
expression. We can say that the person and his/her face became one. We can tell if the
person is often angry, worried, honest etc. It’s interesting to note that such conclusi-
ons, often made on a subconscious level, are seldom wrong. The ability to read other
people’s faces is of critical importance for us. The changes of facial shapes serve the
purpose of communicating with other people. They offer the other person information
about the current emotional state of the sender while partially hinting at his/her future
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actions. Thanks to this, the receiver can modify his/her reactions accordingly. The
facial expressions also offer the information the sender wishes to relate. The reaction
of the receiver depends on his/her ability to read faces. The interpretation of facial
expressions does not happen in isolation, but always in a given social context. It can
be said that the warmer and more honest our relationship with the signal sender is,
the greater our ability to read his/her expressions and the more accurate our reaction
is. The so-called “cardiognosis” or the ability to read human hearts is not some super-
natural gift, but a natural human ability, depending on the relationship with other pe-
ople. Those more adept at reading human faces and responding to its expressions are
preferred in society and better perceived by it. From our experiences, we know that
choosing the right partner does not depend only on who we are, but also on our ability
to communicate with others. Women, who by nature are more intuitive and sensitive,
have an undeniable advantage over often overly critical men in recognizing different
expressions. Their ability to interpret different facial expressions is much better than
men’s, as well as their ability to convey such emotions. This might be related to the
fact that women are under a much lower social pressure to hide and supress their
emotions. From the very early age, men are reminded by their fathers, but mothers
as well, that they are men and men don’t cry. The expressions of emotions like pride
and anger are overlooked far more often than the expressions of sadness. That’s also
why men can express their anger better. As men are raised to be more independent,
so are the women led to be better at social relationships. Their sensitivity is therefore
understandable. The modern society often tries to mix the roles of men and women,
based on some kind of gender equality. But it fails to see how deeply rooted such roles
are in the human nature and how important is the role of the familiarity in the human
existence. Such gender engineering sadly (or perhaps thankfully) faces the opposition
of thousands of years of human existence.

Certain interpretative schemes (the ability to read a certain facial expression) stem
from the human nature itself. They may vary from one individual to the next, though.
The role of the cultural environment and relations plays an important role in this as
well, e.g. the expectations of our society, family etc. On a person’s face, there are
however six basic facial expressions with the same meaning all over the world. These
are: anger, fear, disgust, sadness, surprise, joy. The internationally recognized set of
facial expressions, JACFEE (Japanese and Caucassian Facial Expressions of Emotion),
used for the scientific purposes, lists seven basic facial expressions. Apart from the
aforementioned six, the seventh one is contempt. Some of the scientists, however,
find classifying this facial emotion as basic problematic.

The facial expressions create and define our mutual relationships. They are part of
the so-called non-verbal communication. The sender’s emotional state information
is conveyed through his/her facial expresssions. On the other hand, the information
about our environment are conveyed by talking (verbal communication).
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We’re already born with a certain degree of ability to recognize and differentiate facial
expressions changes and to receive this information. Soon after being born, the child
reacts positively to familiar faces. They comfort him and make him feel safe, which is ne-
cessary for its healthy development. The most important one, of course, is his/her mo-
ther’s face. An eye-to-eye contact with mother, so typicall for the human kind, creates
a bridge capable of transferring the emotional information. The children whose emo-
tional needs are satisfied by heartfelt love are better suited for succesfully entering the
society and creating social relationships. In one of his long-term studies, Professor
Matéjicek observed the influence of childhood on future forming of the individual.
With a bit of a dark humor, he remarked: “We’ve had some issues finding some of
those kids many years later. The kids from children’s homes were quite easy to find,
though. We’d find them in prison, mostly.”

The ability to convey some basic expressions (of life-and-death importance for the
child) is an innate ability. It’s part of the abilities we come into this world with. For
example laughter - the child does not learn how to laugh by observing his/her mo-
ther’s laughter. Even the children born blind know how to laugh. They inform us about
their emotional state. The life of child depends on how his/her mother receives him/
her, so their bond keeps on strengthening. The child’s laughter is one of the stimuli
strengthening this bond for the mother. It assures the child gets the proper care. We
see how even a slight change of facial expression can help bond two individuals to-
gether. Even a child’s face in itself makes us to be gentle and feel the need to care. In
scientific literature, this is called a children schema, which is typical for some other
animals as well, including primates or birds.

A man is not an isolated being, he thrives on relationships with others and he’s just
a part of a bigger whole. Notice that we prefer to experience some things in company.
Both positive and negative expressions become stronger when shared. The face and its
expression is one of the means through which a unity between individuals and therefore
aunityofsocietyis formed (or, inversely, destroyed). Aunitythathonors freedom, doesn’t
hinder an individual, but offers him the possibility to become a part of the momentum of
awhole. A unity in variety and its clearance is the basis of beauty. The bigger the vari-
ety and deeper the unity, the more perfect the beauty. The totality destroys variety, the
anarchy and chaos destroy unity. Both these extremes in effect restrict the freedom of
the society and the individual.

The facial expression gives a visible form to the inner emotional upset (emotions).
Emotions do not affect only the person experiencing it. Expressed facially, it also
affects the surroundings. When you see a sad person, his/her state of mind transfers
to you as well. Uncounsciously, we can begin to experience the very same emotions.
Such transfers occur passively and often unconsciously. We call it an emotional conta-
gion. I've experienced this external effect myself while writing an article on facial ex-
pressions. If | spent a longer time drawing a given expression, my own mood changed
according to that expression. This could be quite unpleasant especially when dealing
with the emotionally tense and negative expressions. I've only realized this some time
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after it already happened, which made my return to my previous mood all the more
difficult.

A non-verbal transfer of information does not only happen outwards, from the sen-
der of the expression to the receiver, but also inwards, to the sender himself/herself,
affecting and changing his/her overall mood. If we force our lips into a smile even
when we don’t have many reasons for laughter, we’ll soon experience some joyous
feelings in relation to that smile.

As we’ve already said, the face and its expression is crucial to human existence.
Most likely we don’t have to remind you of how much harder forming relationships
is for blind people or for those otherwise impaired in reading facial expressions, for
example for people on the autistic spectrum.

For our perception of the face and the facial expressions, the so-called three-point
schema is very important. This schema we’re born with means we subconsciously
focus our attention to the general area of eyes and mouth (meaning two eyes and one
mouth). Especially the eyes area become quite important for people. If someone looks
people straight in the eye, we consider him/her to be direct and honest. A shy person
averts his/her gaze. In an euro-american culture, women look others straight to the
eye more often than men.

The mouth and eyes area is also the most important when creating facial expre-
ssions and when perceiving them, with the mouth area taking over as the dominant
one.

Should we study more closely the way a certain facial expression is created, we’d
realize how simple an effective such process is. The basis of the movement is for-
med by the skeleton. The motion is executed by the muscles. In relation to face, this
applies as well. From an artistic point of view, we distinguish three different areas in
the face. The areas of eye, nose and mouth. The area of ear can be ignored since the
motions available to human ear are almost non-existent and not very important to
reading facial expressions, even though the muscles moving the ear are responsible
for creating quite a lot of facial expressions. The changes of shape of the eye and
mouth openings and their surrounding and the changes of shape of nose, especially
its lower part, create the basic expressions formed by the activity of a single muscle,
and also the expressions, formed by the activity of several muscles at once (see lower).

We also have to mention one of the most important areas of the human face, a key
element not only in forming facial expressions, but also on the overall facial percepti-
on and recognition. As we’ve established, the eyes area is quite important for human
perception. In other mammals, this part is often undreadable thanks to a thick and co-
lorful fur, therefore it doesn’t come into play nearly as much there. The eye area in hu-
mans is, with the exception of one part, almost entirely bare. That part is of course the
area of an eyebrow. The eyebrow lines the upper edge of the circular ocular muscles
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and retains a partial hair cover. From the facial expressions creation standpoint, it’s
even more important than the eye itself. It’s contrasting structure enhances readability
of the eye area facial expression changes. There have been studies that suggest the
eyebrow plays has a key importance in our ability to read faces. Try to shave off your
eybrows and see how much more difficult your facial expressions will become for the
others to read. To summarize, we can say that when forming a facial expression, we
need to focus on the shape of eye and mouth and on the shape of the eyebrow. The
changes in the shape of nose are in direct relation to the area of mouth. For the overall
expression, there are also some outer areas of importance, for example the chin (the
shape of the lower jaw) or the overall shape of the face.

The facial muscles are placed around the facial cavities (eye, mouth, nose and ear).
They are small and thin, since their purpose is to move skin, into which they are
ingrained, not bone. For such skin movements, only small forces are required. The
functionality of these muscles depends on the need to be able to move precisely and
delicately. The control of this muscles happens via the facial nerve. It’s affected by the
two sources, responbsible for two different actions. First one is the involuntary sour-
ce, not controlled by our will, and the second one is voluntary, which we can control
directly. The expression of our emotional state comes from the involuntary sources,
meaning it’s for the most part independent on our own will. Communication, on the
other hand, not only verbal, but also non-verbal, comes from the voluntary sour-
ces. We’re willingly sharing information. This also reflects two different approaches
to for example acting. The Stanislavski’s system urges the actor to deeply reliving the
emotions of given role. This deep emotional experience creates facial expressions
conveyed to the audience. This is an involuntary system approach. An actor does not
actually act, he relives his role. The second approach depends on mastering the tech-
nique of creating facial expressions. An actor consciously moves his facial muscles,
creating the intended expressions. The problem with such approach is that the invo-
luntary system creates certain facial expressions differently than the voluntary one.
Such expressions are often identified as faked (dishones). Similar things can be ob-
served when it comes to painting. The more the artist is able to relive the emotion of
the person he/she is portraying, the more convincing and life-like the emotions are.
The artistic importance of the facial muscles does not lie in their plasticity, but in the
ability to change shapes of the face. A lot of them are covered with adipose tissue,
further complicating their readability. The changes in facial expressions are created by
physical and emotional states, which often depend on one another and/or influence
one another. A single facial expression can therefore be caused by both physical or
emotional part of the human mind (e.g. physical pain and emotional worry). That does
not mean the physical stat e has to correspond with the emotional state or vice versa.
I’ve seen a photograph of a girl that despite her severe illness and physical pain just
11 hours before death was able create a smile so beautiful that most of us (including
me) can never hope to replicate.

© MgA. Radek Petficek, Ph.D., UTB Zlin, 2013
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Kresba vlastni figury nabizi jiny pohled,
rekl bych pro autora neobvykly. Odlisny
pfistup k zadani se autorsky projevi ve
dvou zpuUsobech kreslifského projevu.
Jedna skupina se na zakladé zkuSenosti
z kresby podle modelu pokousi popsat
svou figuru povrchové. Vnima ji pohle-
dem zvendi (obr. c). Prohlizi si jednotli-
vé Casti a své télo pojme jako slozeninu
celku. Nastane problém v rozpacitém na-
staveni Uhlu pohledu. Vlivem malé kres-
litrské zkusenosti student stanovi mistem
pozorovani vlastni hlavu. Zménou udhlu
pohledu prestavaji byt uplatnitelné po-
délné linie a pro prekonani problému
perspektivy je pouzito pricného Srafova-
ni. Hlavni kresbu doprovazi i nékolik skic
riiznych &asti téla pro ujasnéni si jejich

tvarovosti. Autor je identifikuje i haptic-
ky. Snazi se dostat hmatovou informaci
o tvaru svého téla podle toho, kam az
dosahne (obr. h).

Zde bych vidél dulezity aspekt pro stu-
dovani figuralni kresby. Autor se nema
omezovat pouze na vizualni informaci
o studovaném objektu, ale potfebu-
je i dotekovy a hmatovy kontakt se Zivou
predlohou (obr. b). Neni snadné ziskat
souhlas neznamého modelu k poznavani
formy dotekem, k tomu se vaze i nezbyt-
na schopnost komunikace s velkou pre-
svédcivosti. Zkusme nahradit pejorativni
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perspektivniho pohledu od ramen dold
k noham, které jsou vzdaleny zmense-
nim. Divime se smérem dolu svym po-
hledem, jakoby hlavou kreslife, kterou
na nas prenesl.

Druha skupina autort jde do sebe. Na-
vodi zvlastni, kresbou neobvykly projev
stavu své mysli. Zavre oci, volnou ruku
polozi na format papiru pro upresnéni
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termin osahdvani pracovnim slovem mo-
delovani a jsme o kus dal v pochopeni
vytvarného projevu. Doporucuji vam
pouzit mensi format a figuru dostat do
lezici polohy pro zachovani odstupu na
dotek pfi kresbé. Samoziejmé zalezi na
vyuziti prudkych zkratek pro eliminaci
dlouhych forem. Ziskate dalsi informace,
jak télo rozkryt, jak ovladat soustfedéni
akomunikacis modelem, ktery k nam mu-
si pocitit davéru. Je dobré znat i sam sebe,
kresbé to pomuze. Na druhé strané eru-
dovany kreslif v kresbé bez modelu do ni
promitne svou podobu mozna podpraho-
vé, moznd z predurcenosti vlastniho tva-
ru, ktery je slupkou vedouci ruku slepce.
Prvni pokus studenta o kresbu vlastni fi-
gury vede doslova ke ztraté hlavy. Nepo-
radi si s jejim umisténim, protoZze je jeho
pozorovaci stanovisté (obr. i). Na vlastni
kresbé chybi, protoZe je prenesena na
divaka, kterym je i on sdm sledujici smér



rozsahu své pracovni plochy a druhou rukou s nastrojem zacne volné, plynulou linii
zaznamenavat poznatek ze svého vnitfniho vidéni (obr. j, k).

Pfipomina to do znacné miry kresbu slepce, ale pouzil bych termin naslepo z mého
pohledu divaka zvenci. Kreslif je pohrouzen do nitra svého téla a vnitfnim vidénim pu-
tuje v prostoru, o kterém prenasi volnou kresbou informaci na papir (obr. d). Nastava
obrdcena situace. Dominantou je hlava kreslife, jeho vlastni centrum déje (obr. n).
PFetvarovani reality mi pfipomina spiSe projev automatické kresby, ale zachytné body
pfinaseji informaci o lidské figure.
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Kreslif muze bloudit v riznych ¢astech téla, ale nekonkretizuje detaily, aby neztratil
kontinuitu plynulé ¢ary, kterou neprerusuje, i kdyz se zastavi, aby se Iépe zorientoval
(obr. g). Jeho nastroj zUstane na misté posledniho tahu, aby mohl pokra¢ovat nepfe-
rusenou linii. Kdyz kreslif otevie oci, s udivem pozoruje vysledek a k pokracovani
kresby se jiz nevraci (obr. g). Cte ve vlastni kresbé, jako by se chtél dozvédét, co vniti-
nim vidénim sdélil. Otvira se tu zajimavy prostor pro volnou kresbu, jejiz poznatky
iniciuje motiv vlastni figury.

Karel Pokorny, CVUT Praha, 2013

FIGURAMA 13 LECTURE SUBJECT:
DRAWING OF YOUR OWN FIGURE

The process of drawing your own figure offers a different perspective for the artist,
an unusual one. A different approach to the task will manifest itself in two variations
of the artistic expression. The first group, based on their experiences with drawing
a model, tries to describe their own figure from the surface. They perceive it from the
outside (ill. ¢). They study the individual parts and approach their body as a sum of
such parts. This creates the problem of awkwardly chosen viewing angle. Thanks to
low drawing experiences, the student chooses his own head as the point from which
he/she observes his/her own body. By changing the angle of view, the lengthwise lines
are not usable and to overcome the problem of perspective, cross hatching is used.
The main drawing is supported by a number of sketches of different parts of the body,
helping to understand their shapes. The author also identifies these haptically. He/she
tries to acquire a touch-based information about the shape of his/her own body as far
as he/she can reach (illustration h).

This, in my opinion, is an important aspect of the advantages of figural drawing
studies. The artist should not be limited only to visual informations about the subject,
he/she also needs tactile and haptic stimuli from his/her live subject (illustration b).
It’s not easy to be given permission from a non-familiar model to study his/her body
by touch, this also raises the issue of being able to communicate with great convin-
cingness. Let’s try to forget the pejorative expression pawing with a more professional
modeling, which allows us to further understand the artistic expression. | recommend
using smaller format and place the figure lying down, so you can stay within the range
of your touch while drawing. Of course, it all depends on how you use rapid short-
cuts to eliminate longer forms. You’'ll gain additional information on how to uncover
the body, how to manage your focus and how to communicate with your model, who
needs to trust us. It’s also important to know oneself, it’s beneficial for the drawing.
On the other hand, the experienced artist, when drawing without a model, will project
his/her own image into the drawing perhaps subconsciously, perhaps thanks to pre-
destination of his/her own shape as the guiding medium of a blind man.
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The first attempt to draw his/her own figure ends up with the student literally lo-
sing his own head in the drawing. He/she is unable to place it properly, because it
also represents his point of view (illustration i). In his/her drawing it’s missing, since
its role is taken on by the viewer including himself/herself, observing the perspective
view from the shoulders down to his/her legs, made distant by drawing them smaller.
We’re looking down from our own point of view, through the head of the artist that’s
been put onto our shoulders, so to speak.

The second group of artists reaches inwards. They evoke a strange, unusual state of
their own mind through their drawing. They close their eyes, place their free hand on
the paper to understand more clearly its format and limits and use their working hand
with the tool to draw a free, smooth line, documenting their inner vision (illustrations
J, k).

It’s similar to how blind people draw, but I'd call it blind from point of view of the
observer. The artist is immersed in his own body and uses his inner sight to travel in
space, capturing the perceived information on the paper (illustration d). The results
are the exact opposite. The most prominent feature is the head of the artist, his own
centre of the story (illustration n). The re-shaping of the reality reminds me more of
the automatic drawing, but the points of reference convey the information about the
human figure.

The artist can travel through different parts of the body, but he/she does not specify
the details so as not to lose the continuity of the smooth line which is never interrup-
ted, even when he/she stops to get his/her bearings (illustration g). His/her tool stays
in the place of his/her last stroke for him/her to be able to continue his line. When the
artist opens his/her eyes, he/she observes the resulting drawing with curiosity and
does not continue drawing (illustration q). He/she is reading his/her own drawing as if
to understand, what his/her innser sight communicates. This opens up an interesting
space for free drawing, iniciated by his/her own figure.

Karel Pokorny, CTU Prague, 2013
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Znojmo, Slepici trh / Chicken market (FA VUT v Brné, VSUP Praha)
Znojmo, Dim uméni / Cultural house

Host / Cuest - Universitdt fir angewandte Kunst Wien
Brno, Centrum VUT v Brné / BUT Centre

Praha, Galerie VSUP Praha / School gallery

Viden / Vienna, Sala terrena

Host / Guest - Fachhochschule Mainz

Viden / Vienna, Ceské centrum / Czech Centre
Artelerie - Pedagogové / Artelery - pedagogues
Znojmo, DUm uméni / Cultural house

Host / Guest - FaVU VUT v Brné

Brno, Aula FavVU VUT v Brné / BUT FFA Hall
Praha, Galerie VSUP Praha / School gallery

Plzen, Univerzitni galerie / University gallery
Host / Guest - Ustav uméni a designu Plzer
Znojmo, DUm uméni / Cultural house

Host / Guest - At. figur. sochafstvi Michala Gabriela FA VUT v Brné
Znojmo, Dim uméni / Cultural house

Artelerie - Pedagogové / Artelery - pedagogues
Praha, Karlov

Artelerie - Pedagogové / Artelery - pedagogues
Mainz, Radnice / Town Hall

Znojmo, jizdarna Louka / Louka Riding School
Host / Guest - VSVU v Bratislavé

AVU v Praze

Artelerie - Pedagogové / Artelery - pedagogues
Praha, Karlov

Artelerie - Pedagogové / Artelery - pedagogues
Znojmo, jizdarna Louka / Louka Riding School
Hosté / Guest - Facultad de Bellas Artes Valencia
a Academy of Fine Arts in Katowice

Artelerie - Pedagogové / Artelery - pedagogues
Brno, Bélidla (KRAS)

Znojmo, jizdarna Louka / Louka Riding School
Artelerie - Pedagogové CR / Czech pedagogues
Mainz, Radnice / Town Hall

Praha, Karlov

Artelerie - Pedagogové / Artelery - pedagogues
Katowice, Rondo

Artelerie - Pedagogové / Artelery - pedagogues



Ceské Budé&jovice, Zlaty diim evropské kultury

/ Golden House of European Culture

Artelerie - Pedagogové / Artelery - pedagogues

Ceské Budéjovice, Dim kultury / Cultural house

Bratislava, Galerie mésta / City Gallery

Workshop a Artelerie - Pedagogové / Artelery - pedagogues
Praha, Staroméstska radnice / Old Town Hall

Artelerie - Pedagogové / Artelery - pedagogues

Zlin, Univerzita Tomase Bati / Tomas Bata University in Zlin
Workshop a Artelerie - Pedagogové / Artelery - pedagogues
Poznafi, Dum kultury - Zamek / Cultural house - Castle
Artelerie - Pedagogové / Artelery - pedagogues

Ceské Budé&jovice, Zlaty diim evropské kultury

/ Golden House of European Culture

Artelerie - Pedagogové / Artelery - pedagogues

Brusel, Sidlo evropskych komisafi Berlaymont

/ The seat of the European Commission

Artelerie - Pedagogové / Artelery - pedagogues

Dom umenia, Banska Bystrica / Cultural house

Galerie Emila Filly, Usti nad Labem / Emil Filla Gallery
Centro Cultural, Valencie

Avalon Business Centre, Plzen

Narodni technicka knihovna Praha / National Technical Library Prague
FA CVUT Praha / FA CTU Prague

Artelerie - Pedagogové / Artelery - pedagogues

Litomysl, Zamek / Castle

FA CVUT Praha / FA CTU Prague

LetiSté Vaclava Havla Praha / Vaclav Havel Airport Prague
Artelerie - Pedagogové / Artelery - pedagogues

Avalon Business Centre, Plzen

Artelerie - Pedagogové / Artelery - pedagogues

UTB Zlin / TBU Zlin

FA CVUT Praha / FA CTU Prague

Dom umenia, Bratislava / Cultural house

OC Novy Smichov, Praha / BC Novy Smichov, Prague

FUD zCU Plzer / FAD UWB Pilsen

GASK - Galerie stfedoceského kraje, Kutna Hora

/ Gallery of the Central Bohemian Region

Artelerie - Pedagogové / Artelery - pedagogues

2008

2008

2009

2009

2009

2009

2009

2010
2010
2010
2010
2011
2011

2011
2012
2012

2012

2012
2013
2013
2013
2013
2014
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FAKU LTA CTU Prague
ARCHITEKTURY

CVUT PRAHA
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VYSTAVA 2013
OC NOVY SMICHOV Exhibition 2013
PRAHA E:'J:Q;ZZSS Centre Novy Smichov
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FAKULTA UMENI
| T

ZAPADOCESKE
UNIVERZITY
VPLZNI

FAKULTA UMENI A DESIGNU ZAPADOCESKE
UNIVERZITY V PLZNI

doc. akad.
mal. JOSEF MISTERA - dékan fakulty prof. akad. mal. BORIS
JIRKU - vedouci Ateliéru kresba odb. as. MgA. Mgr. PAVEL

TRNKA - asistent Ateliéru kresba
Fakulta uméni a designu Zapadoceské univerzity v Plzni
Univerzitni 28, 306 14 Plzen, CZ, tel.:
+ 420 377 636 716

www.fud.zcu.cz
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Nejprve jednu velice smutnou zpravu - nasi FIGURAMY uz se nikdy neztcastni Ustav umé-
ni a designu Zapadoceské univerzity v Plzni. UUD zanikl po vice nez deseti letech 31. srpna
2013. Domnivam se, Ze to byla skvéla skola. Ted naopak jednu zpravu dobrou - 1. zari 2013
vznikla Fakulta uméni a designu Zapadoceské univerzity v Plzni jako nastupce uvedeného
ustavu. Cili Zadny diivod ke stesku, spise k oslavé. Vznikla dal$i umélecka fakulta tentokrat
na zapadé Cech. V cca 26 bakalaiskych a magisterskych oborech zde studuje kolem 600
studentl a nic se zde neméni. UZ viibec ne koncepce vyuky zaloZena na tradi¢nich umélec-
kych a uméleckofemesinych dovednostech - na prvnim misté na studijni figuralni kresbé.

doc. akad. mal. Josef Mistera, dékan FUD ZCU Plzefi

First, a very sad news - the Institute of Art and Design, University of West Bohemia will
never participate on our FIGURAMA again. The loAaD ceased to exist on August 31, 2013,
after more than ten years of existence. | think it was a great school. And now the good
news - on September 1%, 2013, the Faculty of Art and Design, University of West Bohemia,
Pilsen, was established to serve as a succesor of the aforementioned Institute. Which means
there’s no reason to be sad, but to celebrate. A new art faculty was born, this time in the
western part of Bohemia. About 600 students attend its ca. 26 bachelor’s and master’s stu-
dies classes and nothing really changes here. Least of all the approach to education, based
on the traditional artistic and decorative skills - the study of figural drawing being the first
and foremost.

Ass. Prof. Josef MisStera, dean of the FoAaD, UoWB Pilsen
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Boris Jirku
*1955 Zlin

Vzdélani a pedagogicka praxe / Education and pedagogical experience

Studia 1970-1974 SUPS Uherské Hradi$té, 1974-1980 Akademie vytvarnych uméni
v Praze u prof. A. Paderlika. Trvale se vénuje kresbé&, malbé, ilustraci, grafice, vitrazi
a plastice. Ziskal nékolikrat ocenéni v soutézi Nejlepsi ceskoslovenska kniha roku,
grafika roku, nebo ocenéni v soutézi Najkrajsia kniha roku Slovenska. Vystavuje doma
i v zahranici. Ziucastnil se mnoha spolecnych vystav a bienale na celém svété. Porada
workshopy figuralni kresby s pfednaskami. Vede figuralni kresbu a malbu na Ustavu
uméni a designu ZCU Plzer a dokto-
randska studia na Fakulté vytvarnych
umeni Akademie umeni v Banské
Bystrici na Slovensku. V roce 2013
se zucastnil mnoha spolec¢nych vy-
stav doma i v zahranici. Samostatné
vystavy v roce 2013: Galerie Erquy,
Bretagne /FR/; Galerie pod Radnici,
Zlin; Galerie Dorka, Domazlice; Mu-
zeum Napajedla; /CZ/ Galerie Mi-
chalsky Dvor, Bratislava; Galerie Jana
Koniarika, Trnava /SK/. Realizace
v roce 2013: ilustrace knihy Pohad-
ky z pldy, Karel Zizkovsky; Soubor
exlibris, Boris Jirkd. ¢ Studied 1970~
1975 SsoAA Uherské Hradisté, 74-
80 Academy of Fine Arts in Prague,
prof. A. Paderlik. Engages in dra-
wing, painting, illustration, graphic
design, stained glass and sculpting.
Has won the Best Czech and Slovak
Book of the Year, Graphic Design of
the Year or Best Slovak Book of the
Year multiple times. Attends exhibi-

Boris Jirki, Stastny den malife - autoportrét / Happy day painter - selfportrait,
kombinovana technika / mixed media, 120 x 80 cm, 2013 a / and Ivan uprostred
své shirky - portrét sbératele / Ivan the middle of his collection - portrait collectors,
kombinovana technika / mixed media, 120 x 80 cm, 2013

047



tions both at home and abroad. Has attended many joint exhibitions and biennials all
over the world. Holds figural drawing workshops and lectures. Is the head of figural
drawing and painting and doctoral studies at the Institute of Art and Design, UoWB in
Pilsen and FoFA AoA Banska Bystrica, Slovakia. In 2013, he’s participated at many co-
Ilective exhibitions both at home and abroad. Solo exhibitions in 2013: Erquy gallery,
Brittany /FR/; Pod Radnici gallery, Zlin; Dorka gallery, Domazlice; Napajedla museum;
/CZ/ Michalsky Dvor gallery, Bratislava; Jan Koniarik gallery, Trnava /SK/. Realisati-
ons in 2013: book illustrations for Pohadky z pudy (Fairytales From the Attic) book by
Karel Zizkovsky; Ex Libris Collection, Boris Jirk
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Boris Jirku, Sladky Zivot v ledové 1Zi / Sweet life in the icy lie, kombinovana technika
/ mixed media, 220 x 300 cm, 2013

<< Boris Jirku, Jenom malé osobni drama o tfech srdcich / Just a little personal dra-
ma about three hearts, kombinovana technika / mixed media, 60 x 100 cm, 2013
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Pavel Trnka
*1981 Plzen

Vzdélani a pedagogicka praxe / Education and pedagogical experience

V letech 2001-2009 absolvoval Ustav uméni a designu na Zapadoceské univerzité v Plzni. Je také
absolventem Pedagogické fakulty na téZe univerzité. Stfedem jeho zajmu je kresba. Od studii na UUD
v ateliéru prof. Borise Jirkl se vénuje pfedevsim figuralni kresbé. Z wytvarnych disciplin se vénuje také
ilustraci, malbé, grafice. V roce 2007 malifsky vyzdobil prostory pizzerie na univerzité. V roce 2008 vy-
tvofil soubor portrétl (portréty védcl) pro webové stranky Techmania, tyto portréty jako velkoforma-
tové tisky jsou soucasti vyzdoby Techmania. Pro knihovnu Zdpadoceské univerzity malifsky zpracoval
Sest okennich tabuli. Zucastnil se nékolika vystav. Od roku 2006 se zucastiuje vystav Figuramy. V roce
2006 se zUcastnil mezindrodniho biendle kresby v Plzni. Tfi roky pusobi jako odborny asistent pro kresbu
a malbu na Ustavu uméni a designu na Zapadoceské univerzité. Vyucuje figuralni kresbu, malbu, ilustraci.
Jiz dva roky se spolu se scenaristou, spisovatelem a prekladatelem Oldfichem Seluckym vénuje komikso-
vému zpracovani starych povésti Ceskych. Konceptem obou autori je vytvorit dilo, které seznami mladé
divaky s tradici Ceskych zemi a s jeji kulturni minulosti. Autofi planuji zpracovat i prazské poveésti. V roce
2012 zalozil casopis komiksu, ilustrace a kresby - Caves (jiz vySlo prvni a druhé Cislo). Realizace (za po-
slednich 5 let): 2011 ilustrace knihy Sir Artur Conan Doyle: Zemé mlhy, pro nakladatelstvi Volvox Globa-
tor; ilustraéni doprovod k povidce - ¢asopisu sci-fi, fantasy a hororu XB1; 2012 Casopis komiksu, ilustrace
a kresby - Caves 1; 2013 Casopis komiksu, ilustrace a kresby - Caves 2. Samostatné vystavy (za po-
slednich 6 let): 2008 ,Figura“, Galerie Nad schody, Plzeri; 2010,V ateliéru Pavla Trnky" Univerzitni galerie;
2013 464 - Vystavni sift V. Wiinscheho, KD L. Janacka, Havifov. Kolektivni vystavy (za poslednich 6 let):
2008 ,Figurama 2008 “, Diim kultury Metropol, Ceské Budéjovice; 2009 ,Figurama 2009, Staromé&stska
radnice, Praha; 2013 Pavel Trnka a Caves - mezinarodni komiksovy festival - KomiksFest - MeetFactory
o Pavel Trnka, born February 6" 1981 in Pilsen. 2001-2009 studied at the Institute of Art and Design,
University of West Bohemia in Pilsen. Also graduated from the Faculty of Education at the UoWB. He’s
mostly interested in drawing. Since his studies at the loAaD in prof. Boris Jirk(l’s studio, his main focus lies
with figural drawing. He’s also creating illustrations, paintings and graphic design. In 2007 he’s painted
the university pizzeria interior. In 2008 he’s created a collection of portraits (portraits of scientists) for
the website Techmania, in large format also part of the Techmania decoration. For the University of West
Bohemia library he’s painted six window panes. He has attended several exhibitions. He’s a participant
of Figurama since 2006. In 2006, he’s attended the International Biennial of Drawing in Pilsen. For three
years he’s been the special assistant for drawing and painting at the Institute of Art and Design, University
of West Bohemia. He’s teaching figural drawing, painting and illustration. For the past two years he’s been
participating with writer and translator Oldrich Selucky on creating the comic book adaptation of Ancient
Bohemian Legends. The idea of the two authors is to create a work of art introducing the young audience
to Bohemian traditions and the cultural heritage of the region. They’re planning on adapting Prague Le-
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gends as well. In 2012, I've founded the comics, illustration and drawing magazine - Caves (the first and
second issue were already published). Realisations (past 6 years): 2011 book illustrations for Sir Artur
Conan Doyle: The Land of Mist, for the Volvox Globator publishing house; accompanying illustrations for
a story - sci-fi, fantasy and horror magazine XB1; 2012 The comics, illustration and drawing magazine -
Caves 1.; 2013 The comics, illustration and drawing magazine - Caves 2. Solo exhibitions (past 6 years):
2008 “Figure*, Nad schody gallery, Pilsen; 2010 “In Pavel Trnka’s studio® University gallery; 2013 464 -
V. Wiinsche exhibition hall, L. Janacek CH, Havifov. Collective exhibitions (past 6 years): 2008 ,Figurama
2008, Culture House Metropol, Ceské Budéjovice; 2009 ,Figurama 2009, Old Town Hall, Prague; 2013
Pavel Trnka and Caves - the International Festival of Comics - KomiksFest - MeetFactory

Pavel Trnka, Manta a Dech lokomotivy / Locomotive breath, ilustrace / illustration
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Trieu Phi Long, akryl / acrylic, 200 x 110 cm
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Tereza LukesSova, kombinovana technika / mixed media, 200 x 110 cm
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Trieu Phi Long, akryl / acrylic, 200 x 110 cm
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Jakub Hanzl, uhel / charcoal
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Jakub Hadrava, uhel / charcoal
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Trieu Phi Long, pastel, uhel / pastel, charcoal, 200 x 110 cm
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Jana, akryl / acrylic
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Nicole, akryl / acrylic
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Tereza Lukesova, kombinovany akryl / mixed acrylic
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Martina Nozickova, uhel / charcoal
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Markéta Josefina Sestakova, kombinovany pastel / mixed crayons
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Julie Cermakova, pastel / pastel
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Julie Cermakova, kombinovany pastel / mixed crayons
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Trieu Phi Long, kombinovany pastel / mixed crayons, 200 x 110 cm
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Daniel Vrba, akryl / acrylic
066




Lukas Jirsa, akryl / acrylic
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Maria Fucelova, akryl / acrylic
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Premysl Cerny, akryl / acrylic
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Julie Cermakova, kombinovany pastel / mixed crayons
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Maria Fucelova, akryl / acrylic
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UNIVERZITA VYTVARNEHO UMENI V POZNANI

prof. MARCIN BERDYSZAK, prof. zw. UAP - rektor

dr. hab. KAROLINA KOMASA, prof. ndzw. UAP - dékanka Fakulty socharstvi

a volné tvorby dr. hab. WIESLAW
KORONOWSKI, prof. ndzw. UAP - vedouci Katedry socharstvi a Studia socharstvi V.

prof. ANDRZE) ZDANOWICZ,

prof. zw. UAP - dékan Fakulty malby dr. hab. JER-

ZY HEJNOWICZ, prof. ndzw. UAP - vedouci Katedry kresby
prof. JOZEF PETRUK, prof. zw. UAP - vedouci Studia socharstvi I.
prof. JOZEF DRAZKIEWICZ, prof. zw. UAP - vedouci Studia
kresby IlI. dr. hab. SLAWOMIR KUSZCZAK, prof. ndzw.
UAP - vedouci Studia anatomické kresby

Univerzita vytvarného uméni v Poznani Al. Mar-
cinkowskiego 29, 60-967 Poznan, PL, tel.: +48 618 552 521, fax: +48 618 528 091

www.uap.edu.pl
www.asp.poznan.pl/en_index.html
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Zakladem vzdélavaciho programu je studium pfirody prostrednictvim realistického
znazornéni: akty, poprsi a hlava vklada do studentl zakladni prvky sochafské profe-
sionality. Tyto uvedené tkoly jsou povaZzovany za seminarni pfipravu na budouci re-
Seni probléma v konkrétni KOMPOZICI. Tyto kompozice by mély zobrazovat imaginaci
a zajimava formalni feseni, ve formé& MONUMENTALN{ SOCHY a ve formé MALYCH SO-
CHARSKYCH DEL. Uspéch v oblasti malé sochaiské tvorby je mozny diky perfektnimu
zvladnuti technologického procesu. Umélecké vzdélavani budoucich sochafi kom-
binuje technologické dovednosti a imaginaci s individualnimi zajmy. | Jézef Petruk

Studio Anatomické kresby / Anatomical Drawing Studio
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I SCULPTURE STUDIO

The basis for the educational program is the study from nature which through its
realistic presentation: the nude, bust and the head, imbeds the students with the funda-
mental elements of sculptural professionalism. The before mentioned tasks are treated
as the workshop preparation for the future problem solving in particular COMPOSI-
TIONS. These compositions should display the imagination and interesting formal solu-
tions, both in MONUMENTAL SCULPTURE and in SMALL SCULPTURAL FORMS. Succeeding
in‘small forms is possible thanks to the perfect command of the complicated technolo-
gical process. The artistic education of the future sculpturer should certainly combine
both technological skills and imagination, as well as individual interests. | Jozef Petruk

Studio sochafrstvi I. / Sculpture Studio I.
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Stawomir Kuszczak
*1966 Rawicz

Vzdélani a pedagogicka praxe / Education and pedagogical experience

Studoval malbu na Akademii vytvarnych uméni v Poznani a grafiku na Akademii vy-
tvarnych uméni v Lublani. Diplom s vyznamennim za malbu v ateliéru prof. Jana Swit-
ky. Od roku 1990 pracuje na Akademii vytvarnych uméniv Poznani. Od roku 2003 vede
Ateliér anatomické kresby. Dvakrat obdrzel stipendium od ministerstva kultury. Pra-
coval jako instruktor na Hochschule der Kunste v Berliné a na Hochschule fur Bildende
Kunste v Braunschweigu. Své malby, kresby a grafiky prezentoval na nékolika tuctech
individualnich a skupinovych vystav v Polsku a v zahranici. ¢ Studied painting at the
Academy of Fine Arts in Poznan and graphics at the Academy of Fine Arts in Ljubljana.
Diploma with distinction in painting in the studio of prof. Jan Switka. Since 1990 has
been working at the Academy of Fine Arts in Poznan. Since 2003 he leads the Anato-
mical Drawing Studio. Twice a scholarship holder of the Ministry of Culture. He was
a trainee teacher in Hochschule der Kunste in Berlin and in Hochschule fiir Bildende
Kunste in Braunschweig. He has presented his paintings, drawings and graphics in
several dozen individual and group exhibitions both in Poland and abroad.

Stawomir Kuszczak, Transatlanticky / Transatlantic, akryl / acrylic,
100 x 140 cm, 2013
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Pawet Flieger
*1979

Vzdélani a pedagogicka praxe / Education and pedagogical experience

Studoval na Akademii vytvarnych uméni v Poznani. 2005 diplom s vyznamenanim
v malifském ateliéru prof. Jana Switky. 2007 stipendium od ministerstva kultury a Usta-
vu pro narodni dédictvi. 2008 diplom s vyznamendnim ve Studiu ofsetového tisku
prof. Grzegorze Nowického. Od roku 2005 je asistentem v Ateliéru anatomické kresby
prof. UAP Stawomira Kuszczaka, dr. hab. Pisobi v oblastech malby, grafiky a kresby.
Individualni a skupinové vystavy v Polsku a zahranici. « Studied At the Academy of
Fine Arts in Poznan. 2005 diploma with distinctions at the Painting Studio of prof. Jan
Switka. 2007 Ministry of Culture and National heritage Scholarship. 2008 diploma with
distinctions of the Offset Studio of prof. Grzegorz Nowicki. Since 2005 is assistant at
the Anatomical Drawawing Studio of prof. UAP Stawomir Kuszczak dr hab. Performs
in fields of painting, graphics and drawing. Individual and group exhibitions in Poland
and abroad.

Pawet Flieger, Sucha vétev l a Il / Dry branch I and I, 30 x 30 cm, 2013
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J6zef Petruk
*1944 Rymacze, Wotyn

Vzdélani a pedagogicka praxe / Education and pedagogical experience
Sochafr. Studia na Akademii vytvarnych uméni u profesort Jaceka, Pugeta a docentky
Magdaleny Wiecek v letech 1963-1969. Prace zahrnuji monumentalni socharska dila
avenkovniinstalace a rovnéz dila v oblasti malych socharskych forem a medaili. Umélec
se také vénuje kresleni, grafice a malbé. V soucasné dobé vede prvni socharsky ateliér
na UAP. Jeho labora-
tof opustilo jiz vice
nez tficet absolven-
th, kterym poskyto-
val umélecky vycvik.
e Sculptor. Studies at
the Academy of Fine
Arts in professors.
Jacek Puget and As-
soc. Magdalena Wie-
cek in 1963-1969.
The work of monu-
mental sculpture and
outdoor as well as
in the field of small
sculptural forms and
medal. The artist also
grown: drawing, gra-
phics and painting.
He is currently the
first sculpture studio
at UAP. His lab has
left more than thirty
graduates, over which
held mentoring

Jozef Petruk, Toulky / Wanderem, bronz / bronze, 150 x 40 x 40 cm
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Rafat Kotwis

*1978 Ztotow

Vzdélani a pedagogicka praxe / Education and pedagogical experience

V letech 1994-1999 navstévoval elektrotechnickou Skolu. V letech 2000 az 2005
studoval na Akademii vytvarnych uméni v Poznani. V roce 2005 absolvoval s vyzname-
nanim v oboru socharstvi u prof. J6zefa Petruka. V roce 2012 ziskal doktordt z uméni.
Prace z monumentalniho sochafstvi a v oblasti malych sochafskych forem. Tvofi ze
suchych materialt jako bronz, polyester a ocel.V soucasnosti je asistentem na prvni
socharské dilné UAP. e In the years 1994-1999, he attended the Technical Electronic
Wronki. From 2000 to 2005 studied at the Academy of Fine Arts in Poznan. In 2005
he graduated with honors in the field of sculpture at the Professor. Jozef Petruk. In
2012 he received his doctorate of fine arts. The work of monumental sculpture and in
the field of small sculptural forms. Creates materials such as bronze, polyester, steel.
Currently Adjunct in the first workshop of sculpture UAP.

Rafat Kotwis, kritické socharstvi ve vefejném prostoru / critical sculpture in a public
space, plasty, hadry / plastic, clothes, Zivotni velikost / natural size, 2012
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Jozef Drazkiewicz
*1944 Konstancin

Vzdélani a pedagogicka
praxe / Education and
pedagogical experience

Studoval na Akademii
vytvarnych uméni v letech
1962-1968. Po vystudo-
vani zacal pracovat v této
Skole. Jeho umélecké
Uspéchy zahrnuji néko-
lik tuctd vystav v Polsku
a zahranici. Mezi mnoha
individualnimi vystavami
mél vystavu v Pafrizi, Liege
a Nizozemsku. « Studied
at the Academy of Fine
Arts in 1962-1968. Af-
ter graduation he started
working at that school.
His artistic achievements
include several dozen of
group exhibitions in Po-
land and abroad. Among
many individual exhibi-
tions there were those in
Paris, Liege and Holland.

Jozef Drazkiewicz, bez nazvu / without titles, kresby uhlem na papire / charcoal
drawings on paper, 150 x 250 cm
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Barbara Pilch

*1982 Stupsk

Vzdélani a pedagogicka praxe / Education and pedagogical experience

Vystudovala Univerzitu vytvarného uméni v Poznani v roce 2007 (titul v oblasti kres-
by a v oblasti socharstvi). Asistentka profesora J. Drazkiewicze v Ateliéru kresby Il
a v Ateliéru malby prof. A. Le$nika. Pfevazné jako socharka. « She graduated from the
University of Fine Arts in Poznan in 2007 (Drawing Diploma and Sculpture Diploma).
Assistant of prof. ). Drazkiewicz in the Ill Drawing Studio and in the Painting Studio of
prof. A. Lesnik. Mainly a sculptor.

Barbara Pilch, Pyramida / Pyramid, sklenénda socha s drevénymi prvky uprostred / glass
sculpture with wooden element in the middle, ¢ast instalace / a part of installation
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Jakub Drozak, 2x, 3. ro¢nik / 3™ year, uhel na papire / charcoal on paper,
200 x 70 cm
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Maciej Dziekan, 3. ro¢nik / 3 year, tuzka na papire / pencil on paper, 100 x 70 cm
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Klara Kondracka, 3. rocnik / 3 year, pastel na papife / pastel on paper, 210 x 100 cm
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Maciej Dziekan, 3. rocnik / 3™ year, pastel, tuzka na papire / pastel, pencil
on paper, 200 x 70 cm

Patrycja Kowal, 1. ro¢nik / 1t year, uhel na papife / charcoal on paper,
200 x 70 cm
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Bartek Ogtoza, 1. rocnik / 1%t year, akryl na papire / acrylic on paper, 100 x 70 cm




Joanna Czajkowska, 1. ro¢nik / 1t year, uhel na papife / charcoal on paper,
115 x 100 cm
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Monika Skrzypczyk, 2. rocnik / 2" year, uhel na papife / charcoal on paper,
140 x 100 cm
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Muhammed Malik Giclii, 4. ro¢nik / 4t year, uhel na papire / charcoal on paper,
140 x 100 cm
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Dominika Czerniak, 4. ro¢nik / 4™ year, akryl, pastel / acrylic, crayons,
140 x 100 cm

090






Magdalena Badura-Androun, 3. roc¢nik / 3 year, akryl, tuzka na papire / acrylic,
pencil on paper, 100 x 70 cm
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Daria Ensminger, 1. ro¢nik / 1%t year, akryl, pastel na papife / acrylic,
crayons on paper, 140 x 100 cm
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Monika Puchata, 3. roc¢nik / 3 year, pastel na papire / pastel on paper,
140 x 100 cm
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Mateusz Barancewicz, 2. rocnik / 2" year, uhel, akryl na papire / charcoal,
acrylic on paper, 150 x 110 cm
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Karolina Kulmatycka, 1. ro¢nik / 1%t year, pastel na papire / pastel on paper,
70 x 100 cm
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Xenia Pietrzyk, 3. nebo 4. rocnik / 3™ or 4t year, pastel na papire / pastel
on paper, 150 x 100 cm
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Justyna Dziabaszewska, 1. rocnik / 1t year, tuzka na papife / pencil on paper,
140 x 100 cm
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Katarzyna Kurowska, 2. roc¢nik / 2" year, uhel na papife / charcoal on paper,
100 x 70 cm
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Beata Szczepaniak, (Ne)kontrolované / (Un)controlled, polyester,
600 x 85 x 45 cm, 2012
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Martyna Pajak, 2. ro¢nik / 2m year, hmotnostni pomér / the mass ratio, plast /
plastic, 100 x 65 x 65 cm, 2012

Karolina Machnicka, 3. rocnik / 3™ year, poprsi ¢ernocha / bust of a black man,
sadra / plaster, 70 x 45 x 45 cm, 2013
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Kamil Helbin, 2x, 2. ro¢nik animace / 2
year of animation, kresba (uhel, akryl) na pa-
pife / drawing (charcoal, acrylic) on paper
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Lukas Freytag, 2. rocnik grafiky / 2" year of graphics, kresba (uhel, tuzka)
na papire / drawing (charcoal, pencil) on paper
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Karolina Kedzierska, 2x, 4. rocnik grafického designu / 4t year of graphic design,
kresba (uhel, tuzka) na papife / drawing (charcoal, pencil) on paper
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Karolina Kedzierska, 2x, 4. rocnik grafického designu / 4t year of graphic design,
kresba (uhel, tuzka) na papife / drawing (charcoal, pencil) on paper
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Katarzyna Tomczyk, 2x, 3. rocnik scénografie / 3™ year of scenography, malby
a kresby (uhel) na papife / paintings and drawings (charcoal) on paper
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Lukas Freytag, 2x, 2. ro¢nik grafiky / 2" year of graphics, kresba (uhel, tuzka)
na papire / drawing (charcoal, pencil) on paper
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foto: Radek Détinsky - ilustracni foto z ateliéru Pripravky AVU / illustration photo
from the AFA Preparatory studio
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stupu mysleni a ztvarnéni, které zdaleka neni jesté probadané. Prirovnal bych tento
stav k vesmiru, kde rizné zakonitosti, objekty a procesy se neustdle opakuji, pokazdé
v jinych, neskutecnych, prekvapujicich kombinacich, kdy zicastnény proziva pokazdé
nové zrozeni. Zucastnény se v téchto nekonecnych moznostech az ztraci, ale hleda-
nim té spravné kombinace vzniku se kreslif sam o sobé dozvid4, kde je ukotven ¢i kam
smérfuje nebo kam je unasen. V kontextu doby, potfeby vyjadieni a zaméru se tedy
v této discipliné zrcadli lidska duse, a je tudiz zanechavan aktudlni stav lidského byti
z historického hlediska. Vzhledem k tomu, Ze zobrazovani lidské figury provazi lid-
stvo odpradavna, vyznam figuralni kresby je stale aktudlni a velice vyznamny.

The discipline of “figural drawing” offers the widest possible range of mental appro-
ach and interpretation, far from being well documented. I'd compare this to the uni-
verse where a similar laws, objects and processes keep on repeating themselves, al-
ways in entirely different unreal and surprising combinations, allowing the participant
to live through the process of being reborn in entirely new ways. The participant may
even become lost in such endless possibilities, but through the process of searching
for the right combination of creation the artist finds out what his/her own points of
reference are or where he/she is going or carried. In the context of the era, the need
to express oneself and the purpose, this discipline actually mirrors the human soul
and serves to preserve the current state of human existence from the historical point
of view. Since mankind has been drawing the human figure from the dawn of time, the
importance of figural drawing remains current and high.

MgA. Jan Novotny

Stépan Molin, 1. ro¢nik, Ateliér maliFstvi lll, $kola Michaela Rittsteina / 1% year,
Painting Studio Ill, Michael Rittstein School
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Markéta Babkova, 1. rocnik, Ateliér malifstvi lll, Skola Michaela Rittsteina /
1st year, Painting Studio I, Michael Rittstein School
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Barbora Valaskova, 2x, 1. ro¢nik, Ateliér malifstvi IV, Skola Martina Mainera /
1st year, Painting Studio IV, Martin Mainer School
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Tomas Kolafrik, 1. rocnik, Ateliér malirstvi Il, Skola Vladimira Skrepla / 1% year, Pain-
ting Studio Il, Vladimir Skrepl School

118



Eva Hérova, 1. rocnik, Ateliér malirstvi I, Skola Jifiho Sopka / 1¢t year,
Painting Studio I, Jifi Sopko School

119



Jan Harant, 4. rocnik, Ateliér malifstvi lll, Skola Michaela Rittsteina / 4t year,
Painting Studio Ill, Michael Rittstein School
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Linda Zmatlikova, 1. rocnik, Ateliér restaurovani vytvarnych dél malifskych
a polychromované plastiky, Skola Karla Strettiho / 1%t year, Restoration works of Art
paintings and Polychrome Sculpture Studio, Karel Stretti School
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Sarka Kolouchova, 2x, 1. ro¢nik, Ateliér restaurovani vytvarnych dél malitskych
a polychromované plastiky, Skola Karla Strettiho / 1%t year, Restoration works of Art
paintings and Polychrome Sculpture Studio, Karel Stretti School

122



123



Adriana Sarnova, 1. rocnik, Ateliér kresby, Skola Jifiho Petrboka / 1% year,
Drawing Studio, Jifi Petrbok School

124



Marie Spackova, 1. ro¢nik, Ateliér restaurovani vytvarnych dél socharskych, $kola
Petra Siegla / 1t year, Restoration works of Art paintings Studio, Petr Siegl School

125



Michaela Urbankova, 2x, 1. rocnik, Ateliér restaurovani vytvarnych dél malifskych
a polychromované plastiky, Skola Karla Strettiho / 1%t year, Restoration works of Art
paintings and Polychrome Sculpture Studio, Karel Stretti School
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Martin Maly, 1. rocnik, Ateliér socharstvi |, Skola Lukase Rittsteina / 1t year,
Sculpture Studio I, Lukas Rittstein School

128



Vojtéch Verner, 1. rocnik, Ateliér restaurovani vytvarnych dél socharskych, skola
Petra Siegla / 1t year, Restoration works of Art paintings Studio, Petr Siegl School
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Katefina Ondruskova, 1. rocnik, Ateliér malifstvi lll, Skola Michaela Rittsteina /
1st year, Painting Studio Ill, Michael Rittstein School

130



Matéj Machacek, 3. roc¢nik, Ateliér malifstvi lll, Skola Michaela Rittsteina / 3™ year,
Painting Studio lll, Michael Rittstein School

131



Martin Maly, 1. rocnik, Ateliér socharstvi |, Skola Lukase Rittsteina / 1t year, Sculp-
ture Studio I, Lukds Rittstein School

132



Markéta Babkova, 1. roc¢nik, Ateliér malifstvi lll, Skola Michaela Rittsteina / 1t year,
Painting Studio Ill, Michael Rittstein School

133



Hana Siissova, 1. rocnik, Ateliér kresby, Skola Jifiho Petrboka / 1%t year, Drawing
Studio, Jifi Petrbok School

134



Marie Spackova, 1. ro¢nik, Ateliér restaurovani vytvarnych dél socharskych, $kola
Petra Siegla / 1t year, Restoration works of Art paintings Studio, Petr Siegl School
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Marie Spac¢kova, 1. roénik, Ateliér restaurovéani vytvarnych dél sochafskych, $kola
Petra Siegla / 1t year, Restoration works of Art paintings Studio, Petr Siegl School
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Sarka Kolouchova, 1. roénik, Ateliér restaurovani vytvarnych dél malifskych
a polychromované plastiky, Skola Karla Strettiho / 1%t year, Restoration works of Art
paintings and Polychrome Sculpture Studio, Karel Stretti School
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Marta Hamplova, 1. rocnik, Ateliér malifstvi I, Skola Jifiho Sopka / 15t year, Painting
Studio |, Jifi Sopko School
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Stépan Molin, 1. roénik, Ateliér malifstvi lll, $kola Michaela Rittsteina / 1%t year,
Painting Studio Ill, Michael Rittstein School
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Eva Hérova, 1. rocnik, Ateliér malitstvi |, Skola Jifiho Sopka / 1%t year,
Painting Studio I, Jifi Sopko School
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Tomas Kolafrik, 1. rocnik, Ateliér malitstvi Il, Skola Vladimira Skrepla / 1% year, Pain-
ting Studio Il, Vladimir Skrepl School
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Katedra kresby na Fakulté malifstvi a sochaFstvi Akademie uméni a designu Eugeni-
usze Gepperta ve Vratislavi s potésenim znovu predstavuje Gspéchy nadich studentd
a profesord na vystavé Figurama a v doprovodném katalogu. Tento projekt je skvélou
prileZitosti, jak mlUzZeme 3iroké vefejnosti prezentovat dovednosti nasich studentd.
Uspéch predchoziho vydani vzbudil u mladych umélcii velky zdjem o tento projekt.
Moznost konfrontovat sva dila s pracemi kolegt z jinych uméleckych $kol v pasobi-
vych vystavnich prostorach v Praze a Bratislavé se ukazala byt velmi podnétna. Akty
provedené ve tfidach kresleni jsou obvykle prezentovany pouze béhem zkuSebniho
obdobi ve studiich kresby nebo na internich vystavach v budové nasi akademie. Proto
se mysSlenka usporadat vystavu nékolika uméleckych skol setkala s velkym nadsenim
ze strany nasich studentl a profesord.

V letosnim ro¢niku Figuramy budeme prezentovat tfi z deseti ateliérd, které spole¢-
né tvofi nasi Katedru kresby. Tyto tfi ateliéry vedou doc. Bogna Kozyra, asistent Ph.D.
Piotr Tyszkowski a doc. tukasz Huculak, ktefi vzdélavaji studenty od 1. do 5. rocniku
denniho studia. Program vzdélavani v prvnich rocnicich studia je zalozen na aktech,
zatisi a v $ir§im slova smyslu na pozorovani pfirody. Zvlastni diraz je kladen na za-
kladni problémy kompozice, prostoru, struktury a proporci a na zvladnuti riznych
kreslicich technik. Studenti jsou hodnoceni a podporovani na zakladé pravidelnosti
a peclivosti své prace v ateliéru a na zakladé praci provedenych doma. Nezbytnosti je
zvladnout zaklady kresby a moznosti, které prichazeji spolu s nové c¢erpanymi doved-
nostmi, jeZ jsou odrazovym mustkem pro uméleckou praci ve vy$sich roc¢nicich stu-
dia. V dalSich fazich vzdélavani se profesofi zaméruji na posileni tvofivosti studentu
a pomahaji jim objevovat jejich individudlni jazyk uméleckého vyjadreni. V této fazi
je dulezité rozvijet umélecké povédomi studentu, které vede ke specifikaci myslenky,
jez je prvnim krokem smérem k jedine¢nému uméleckému postoji. V tomto okamzi-
ku se role profesora zméni z ucitele na partnera. Profesor prestane vést studenta
a misto toho ho doprovazi na umélecké cesté, po stezce jeho individualnich moznosti.
Pfitomnost ucitele je stale dllezita, protoze tato faze je obtizna a neni bez prekazek
a dilemat. Profesor pomaha studentovi stat se umélcem procesem kladeni otazek,
které ukazuji nové cesty a dusledky jejich volby.

Prace prezentované na Figuramé 2014 byly vytvoreny studenty malifstvi, socharstvi
a grafiky béhem 1., 2. a 3. roku studia. Siroka $kala predmétl a formalni prostiedky
zahrnuji akty, portréty a studie na zvifatech. Dila jsou pfiklady rtuznych technik: tuz-
ka, uhel, tus, pastel a tempera. Pfedstavuji riizné pfistupy a interpretace lidského téla
v rozsahu od propracovanych tuzkovych kreseb s postupnym vystinovanim pres dyna-
mické a zjednodusené nacrty vymezené urcitou linkou po bohaté, konstrukéni vykresy
z vrstev hmoty, které vypadaji nejlépe pfi pohledu zdalky. Pojem ,akt“ je definovan
arbitrarné. Je vychozim mistem pro volny vyklad situace, které studenti v ateliéru celi.
Velky rozsah vykresti omezuje jejich realisti¢nost, coz je charakteristické pro veske-
rou nasi praci. Na jedné strané méfitko zndzornénych forem, na druhé strané prani
studentd znazornit kus reality za svych vlastnich podminek je divodem, pro¢ sbirka
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dél zde prezentovana nemuze byt oznacena jako ,studie”, pokud se drzime klasické
definice tohoto pojmu.

Radi bychom Vas pozvali na sbirku kreseb studentti Akademie uméni a designu Eu-
geniusze Gepperta ve Vratislavi. Doufame, Ze mezi nimi najdete i nékolik kreseb, které
vas nejen okouzli, ale rovnéz vas donuti zamyslet se nad neobvyklou a komplikovanou
povahou c¢lovéka.

Koordinator projektu, doc. Marlena Promna,
Katedra kresby, malifstvi a socharstvi

The Drawing Department in the Faculty of Painting and Sculpture at the Eugeniusz
Geppert Academy of Art and Design in Wroclaw has the pleasure to present one more
time the achievements of our students and professors at the Figurama drawing review.
The project is a great opportunity for us to present to the wide public the skills of our
students. The success of the previous edition has contributed to young artists taking
great interest in the project. The chance to confront their works with the works of their
peers from other Art Schools in impressive exhibition spaces of Prague and Bratislava
turned out to be very stimulating. The nudes made in drawing classes are usually dis-
played solely during term exams in the drawing studios or in in—-house exhibitions in
the building of our Academy. Therefore the idea to organize an exhibition for several
Art Schools met with great enthusiasm on the part of our students and professors.

In this year’s edition of Figurama we’re going to present three out of ten drawing
studios which together comprise our Drawing Department. The three studios are run
by Assistant Professor Bogna Kozyra, Senior lecturer PhD Piotr Tyszkowski and Assi-
stant Professor tukasz Huculak and they educate students from the 15t to the 5t year
of day-time studies. The education program in the first few years of studies is based
on the nude study, still life and broadly understood observation of nature. Special
emphasis is placed on the basic problems of composition, space, structure and pro-
portions and mastering various drawing techniques. Students are graded and promo-
ted based on the regularity and diligence of their work in the studio and based on the
works made at home. It is essential to master the basics of drawing and possibilities
that come together with new drawing skills as they are the springboard for artistic
work in senior years of studies. In further stages of education, professors focus on
enhancing students’ creativity and helping them discover their individual language of
artistic expression. In this stage it is important to develop students’ artistic awareness
that leads to specifying the idea which in turn is the first step towards a unique artistic
attitude. At this point the role of the professor changes from a guide to a partner. The
professor stops leading the student but instead accompanies him or her in their arti-
stic journey, along the trail of their individual choices. His presence is still important
because this stage is difficult and not without obstacles and dilemmas. The professor

145



help the student become an aware artist in the process of asking questions, showing
new trails and consequences of their choices.

The works presented at Figurama 2014 were made by the students of Painting,
Sculpture and Graphic Arts in their 1%t, 2" and 3" year of studies. The wide range of
subject matter and formal means include the nude study, portrait and animal study.
The works are examples of various techniques: pencil, charcoal, ink, crayon and tem-
pera. They present various approaches and interpretations of the human body ran-
ging from elaborate pencil drawings with line by line shading, through dynamic and
simplified ones, delineated by a definite line of charcoal, to rich, structural drawings
made of layers of matter that look best when viewed from a distance. The term “nude
study” isn’t treated arbitrarily. It is a point of departure for free interpretation of the
situation the students face in the studio. Large scale of the drawings contributes to
their becoming less real, which is characteristic of all our works. On the one hand, the
scale of depicted forms, on the other the students’ wish to represent a piece of reality
on their own terms is the reason why the collection of works presented here cannot be
labeled ‘the study’ if we follow the classical definition of the term.

We would like to invite you to see the collection of drawings made by the students of
the Eugeniusz Geppert Academy of Art and Design in Wroclaw. We hope that you will
find among them a few drawings that will not only captivate you but make you think
about the unusual and complicated nature of man.

Project Coordinator, as. Marlena Promna,
Drawing Department, Faculty of Painting and Sculpture
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Piotr Tyszkowski

*1964 Vratislav

Vzdélani a pedagogicka praxe / Education and pedagogical experience

Vystudoval Statni Skolu uméni ve Vratislavi. V roce 1992 absolvoval v oboru ma-
lovani a kresleni u profesora J6zefa Hatase. Vede ateliér kresby na Fakulté malifstvi
a socharstvi na Akademii uméni a designu ve Vratislavi. Jeho zdjmem je malovani
a kresleni. Ve své umélecké praci kombinuje kolorovany expresionismus a syntetické
zpracovani prostoru. Jeho obrazy jsou vytvareny smisenou technikou a jsou ¢asto ma-
lovany na velkd, nepravidelné tvarovana platna. Nezfidka zahrnuji prostorové prvky,
které méni platno na prostorovy objekt. Byl autorem a Gcastnikem mnoha individual-
nich i skupinovych vystav v Polsku i zahranici. « Graduated from the State School of Art
in Wroctaw. In 1992 graduated with a diploma in painting and drawing under Profes-
sor Jozef Hatas. Runs a drawing studio in the Faculty of Painting and Sculpture at the
Academy of Art and Design in Wroctaw. His interests lie in painting and drawing. In his
artistic work combines colorist expressionism and a synthetic treatment of space. His
paintings are made in a mixed technique and they are often painted on large, irregu-
larly shaped canvases. Not infrequently do they feature spatial elements that change
canvases into objects. He’s been an author and participant of numerous individual and
group exhibitions in Poland and abroad.

Piotr Tyszkowski, Tvar / Shape, tempera a olej na platné / tempera, board
and stone oil on canvas, 150 x 300 cm, 2012
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tukasz Huculak
*1977 ReSov

Vzdélani a pedagogicka praxe / Education and pedagogical experience

Mali¥, docent, Ph.D., absolvent a profesor na Akademii uméni a designu Euge-
niusze Gepperta ve Vratislavi. Zije v obci Oborniki ve Slezsku. Ve své umélecké praci
kombinuje malifskou vhimavost a analyticky pfistup, ¢erpa z nahody a destrukce s ci-
lem dosahnout realisticky a presvédcivy ucinek. Byl kuratorem vystav (Hallo Wroctaw
2016!), piSe o uméni (Format Magazine, Dwutygodnik, Art & Business). Mél nékolik
desitek vystav v Polsku i v zahranic¢i (2012 ,Hypotheses and hypostases”, Méstska
galerie v Lodzi, BWA Rzeszdéw, 2011 ,Towards abstraction“, Socato Gallery, Vratislav,
2009 ,There’s a lack near here®, Mé&stskd umélecka galerie v Censtochové, 2003 ,He
chose and made a secret, ART Gallery, Varsava). U¢astnil se mnoha skupinovych vy-
stav (polské malifstvi v 21. stoleti, Narodni umélecka galerie Zacheta, Varsava). « Pain-
ter, Assistant professor Ph.D. of fine arts,
graduate of and professor at the Eugeni-
usz Geppert Academy of Art and Design in
Wroctaw. Lives in Oborniki Slaskie. In his
artistic work combines painterly sensual-
ness and analytical approach, tapping into
chance and destruction in order to achie-
ve a convincing realistic effect. He curates
exhibitions (Hallo Wroctaw 2016!), writes
about art (Format Magazine, Dwutygodnik,
Art & Business). He’s had several dozen
exhibitions in Poland and abroad (2012
Hypotheses and hypostases Municipal
Gallery in todz, BWA Rzeszow, 2011 To-
wards abstraction Socato Gallery, Wroctaw,
2009 There’s a lack near here Municipal
Art Gallery in Czestochowa, 2003 He chose
and made a secret ART Gallery, Warsaw).
He’s participated in numerous group exhi-
bitions (Polish painting in the 215 century,
Zacheta National Art Gallery, Warsaw).

tukasz Huculak, Mrak / Cloud (60 x 70 cm) a / and Krok / Step (50 x 70 cm),
tempera na platné / tempera on canvas, 2013

148



Bogna Kozera-Radomska
*1966 Prudnik

Vzdélani a pedagogicka praxe / Education and pedagogical experience

Vystudovala stfedni pedagogickou Skolu v Opole v Nyse a Akademii vytvarnych
uméni ve Vratislavi. Od roku 2006 vede ateliér kresby na Fakulté malifstvi a socharstvi
na své alma mater. Socharka, malirka a kreslifka. Autorka mnoha samostatnych vystav
a nékolika venkovnich soch v Polsku i zahranici. Na nékolika nejnovéjsich skupinovych
vystavach predstavila instalace, které jsou novinkou v jeji umélecké tvorbé. V jeji umé-
lecké praci se prolina nékolik uméleckych disciplin. Jeji dila maji mnoho rozméru, za-
timco hmota a struktura jsou hlavni hodnoty, barva se zda byt jen dopliikem. Klasické
metody realizace kresby se zduraznénim slova jsou pro jeji praci charakteristické.
Mezi jeji dila patfi sochy, keramické predméty, instalace, malby, kresby a drobné ar-
chitektonické formy. « Craduated from the School of Pedagogy in Opole, Nysa division,
and the Wroclaw Academy of Fine Arts. Since 2006 runs a drawing studio in the Faculty
of Painting and Sculpture at her alma mater. Sculptor, painter and drawer. Author of
many individual exhibitions and several outdoor sculptures in Poland and abroad. In
a few most recent group exhibitions she’s presented installations, which are a new fe-
ature in her art. Several artistic disciplines combine and interweave in her artistic work.
Her works have many dimensions, while matter and structure are the principal value,
color seems to be an addition. Classical drawing methods of execution with accentua-
ted expression are characteristic of her work. Among her works are sculptures, ceramic
objects, installations, paintings, drawings and small architecture forms.

Bogna Kozera-Radomska, Vypaleno IV / Burnt IV, olej na platné / oil on canvas,
130 x 275 cm, 2012
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Sabina Sznura, ateliér doc. Bogny Kozera-Radomské / the studio of Assistant
Professor Bogna Kozera-Radomska, tuzka / pencil, 70 x 100 cm, 2013
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Patrycja Sap, ateliér doc. Bogny Kozera-Radomské / the studio of Assistant
Professor Bogna Kozera-Radomska, tuzka / pencil, 100 x 140 cm, 2013
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Marek Ruszkiewicz, ateliér doc. Bogny Kozera-Radomské / the studio of Assistant
Professor Bogna Kozera-Radomska, tuzka / pencil, 140 x 200 cm, 2013
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Anna Debska, ateliér doc. Bogny
Kozera-Radomské / the studio

of Assistant Professor Bogna
Kozera-Radomska, tuzka / pencil,
100 x 200 cm, 2013
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Anna Debska, ateliér doc. Bogny
Kozera-Radomské / the studio of
Assistant Professor Bogna Kozera-
-Radomska, tempera / tempera,
100 x 200 cm, 2013



Agata Hajdecka, ateliér doc. Bogny Kozera-Radomské / the studio of Assistant
Professor Bogna Kozera-Radomska, pastel / pastel, 100 x 140 cm, 2013

155



Agata Hajdecka, ateliér doc. Bogny Kozera-Radomské / the studio of Assistant
Professor Bogna Kozera-Radomska, pastel / pastel, 100 x 140 cm, 2013
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tukasz Jureczko, ateliér doc. Bogny Kozera-Radomské / the studio of Assistant Pro-
fessor Bogna Kozera-Radomska, komb. technika / mixed media, 100 x 140 cm, 2013
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Dorota Morawiec, ateliér doc. Bogny Kozera-Radomské / the studio of Assistant
Professor Bogna Kozera-Radomska, tuzka / pencil, 70 x 100 cm, 2013
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Alicja Chojnacka, ateliér asistenta Ph.D. Piotra Tyszkowského / the studio of Senior
lecturer Ph.D. Piotr Tyszkowski, 100 x 140 cm, 2013
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Sabina Magola, 2x, ateliér asistenta Ph.D. Piotra Tyszkowského / the studio of Senior
lecturer Ph.D. Piotr Tyszkowski, tuzka a pastel / pencil and pastel, 100 x 140 cm, 2012
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Zbigniew Podgorski, ateliér asisten-
ta Ph.D. Piotra Tyszkowského / the
studio of Senior lecturer Ph.D. Piotr
Tyszkowski, tuzka / pencil, 140 x 500
cm, 2011



Milena Lubach, ateliér doc. tukasze Huculaka / the studio of Assistant Professor
tukasz Huculak, uhel / charcoal, 140 x 200 cm, 2013
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Olga Kawacinska, ateliér doc. tukasze Huculaka / the studio of Assistant Professor
tukasz Huculak, uhel / charcoal, 100 x 140 cm, 2013
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Olga Kawacinska, ateliér doc. tukasze Huculaka / the studio of Assistant Professor
tukasz Huculak, inkoust / ink, 100 x 140 cm, 2013
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Artur Wiernicki, ateliér doc. tukasze Huculaka / the studio of Assistant Professor
tukasz Huculak, tuzka / pencil, 100 x 140 cm, 2013
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Marcin Forysiewicz, ateliér doc. tukasze Huculaka / the studio of Assistant
Professor tukasz Huculak, tuzka / pencil, 100 x 140 cm, 2013
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Andrzej Dyja, ateliér doc. tukasze Huculaka / the studio of Assistant Professor
tukasz Huculak, uhel / charcoal, 200 x 210 cm, 2011
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Andrzej Dyja, ateliér doc. tukasze Huculaka / the studio of Assistant Professor
tukasz Huculak, uhel / charcoal, 140 x 200 cm, 2011

169



Monika Polak, ateliér doc. tukasze Huculaka / the studio of Assistant Professor
tukasz Huculak, uhel / charcoal, 100 x 140 cm, 2013
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Monika Polak, ateliér doc. tukasze Huculaka / the studio of Assistant Professor
tukasz Huculak, uhel / charcoal, 200 x 210 cm, 2013
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Monika Polak, ateliér doc. tukasze Huculaka / the studio of Assistant Professor
tukasz Huculak, uhel / charcoal, 100 x 140 cm, 2013
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Marcin Forysiewicz, ateliér doc. tukasze Huculaka / the studio of Assistant
Professor tukasz Huculak, tuzka / pencil, 140 x 200 cm, 2013
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/ THE PAST AND THE
PRESENT OF THE FACULTY OF FINE ARTS, UNIVERSITY OF OSTRAVA

Vznik Fakulty uméni Ostravské univerzity v Ostravé v roce 2007 korunoval vice nez patnactile-
tou snahu o vybudovani vysokoskolského uméleckého pracovisté v regionu. Jeho historie sahd na
pocatek 90. let minulého stoleti, kdy byla - jako vyraz potfeby umélecko-teoretického studia uni-
verzitniho typu - zaloZena Katedra vytvarné tvorby Pedagogické fakulty OU. Jeji profilace od po-
Catku akcentovala zejména volnou tvorbu, ¢imz se programové vzdalila tradi¢nimu pojeti kateder
pedagogickych fakult, pfipravujicich absolventy v prvni fadé k plsobeni na poli edukativnich ¢in-
nosti. Potvrzenim tohoto smérovani se stala transformace katedry na Institut pro umélecka studia,
jehoz Sestiletd Cinnost bezprostfedné predchazela vzniku Fakulty uméni. Soucasna koncepce vy-
tvarné casti fakulty usiluje o zajisténi optimalni rovnovahy mezi tradicni vyukou ateliérového typu
s dirazem na technologickou vybavenost absolventa a aktudlnimi tendencemi ve sféfe vizudlniho
uméni a jeho provozu. V ramci Fakulty uméni pUsobi ¢tvefice vytvarnych kateder, jez zastfeSuji
deset ateliéru: Katedra grafiky a kresby - ateliér volné grafiky (doc. Zbynék Janacek), ateliér gra-
fického designu (MgA. Linda Dostalkova), ateliér kresby (doc. Josef Danék) a ateliér obalového
a knizniho designu (doc. PhDr. Eliska Cabalova), Katedra intermédii - ateliér intermedialni tvorby
(doc. Mgr. Petr Lysacek), ateliér videa, multimédii a performance (doc. Mgr. Jifi Surtvka) a ateliér
animované tvorby (Mgr. Denisa Janskd), Katedra malby - ateliér malby | (doc. Daniel Balaban,
akad. mal.) a ateliér malby Il (Mgr. FrantiSek Kowolowski) a Katedra sochafstvi - ateliér socharstvi |
(Mgr. Jaroslav Kolések, ArtD.). Soucasti fakulty je rovnéz kabinet fotografie (Mgr. Michal Kalhous).
Pata katedra zajiStuje vyuku teorie a déjin vizualniho uméni. « The founding of Faculty of Fine Arts
at the University of Ostrava in 2007 was the culmination of more than 15 years of efforts to create
an art college in this region. Its history begins in the nineties of the past century when - as an
expression of need for this kind of academic theory art school - the Department of Art Education
was created at the Faculty of Education UO. From the very beginning, its profile has accentuated
the free creation, in which it strayed from the traditional faculty of education concepts, which is
to prepare the graduates for the work in the field of educational activities. The acknowledgment
of this deviation came with the transformation of the department into the Institute of Art Studies,
which for the six years of its existence was the direct predecessor of the creation of Faculty of Fine
Arts. The current conception of the artistic part of the Faculty strives to ensure the ideal balance
between the traditional studio-based education with the emphasis on the technological education
of its students and up-to-date trends in the field of visual arts and its operation. Faculty of Fine
Arts is supported by four of the art departments based in ten studios: Department of Graphics and
Drawing - Free Drawing Studio (Ass. prof. Zbynék Janacek), Graphic Design Studio (MgA. Linda
Dostalkova), Drawing Studio (Ass. prof. Josef Danék) and Cover and Book Design Studio (Ass. prof.
Ph.Dr. Eligka Cabalovd), Department of Intermedia Studies - Intermedia Creations Studio (Ass.
prof. Mgr. Petr Lysacek), New Media Studio (Ass. prof. Mgr. Jifi Surivka) and Animated Creations
Studio (Mgr. Denisa Janska), Department of Painting - Painting Studio | (Ass. prof. Daniel Balaban,
acad. paint.) and Painting Studio Il (Mgr. FrantiSek Kowolowski) and Department of Sculpture -
Sculpture Studio | (Mgr. Jaroslav KoléSek ArtD.). The Faculty also includes Photography Studies
(Mgr. Michal Kalhous). The fifth department is Department of the Theory and History of Fine Arts.
The fifth Department manages Visual Art Theory and History classes.

Mgr. Tomas Knoflicek, Ph.D.
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Jaroslav Kolések

*1974 Sternberk

Vzdélani a pedagogicka praxe / Education and pedagogical experience

1988-1992 SUPS Brno; 1992-
1997 Katedra vytvarné tvorby PF
Ostravské univerzity (ateliér sochy
- ak. soch. M. Kotrba); 2009-2012
Akadémia umeni Banska Bystrica,
Fakulta vytvarnych umeni, dokto-
randské studium; 2011-dosud Fa-
kulta uméni, Ostravska univerzita
- vedouci Katedry a ateliéru sochar-
stvi; 2008-2011 Fakulta uméni, Os-
travska univerzita - odborny asistent
na Katedre socharstvi; 1998-2010
SUPS sklarska Valasské Mezifici -
vedouci Ateliéru modelovani skla. «
1988-1992 SsoTA Brno; 1992-1997
Department of Visual Art, Faculty
of Education, University of Ostrava
(Sculpture studio - M. Kotrba acad.
sculpt.); 2009-2012 Academy of
Arts, Faculty of Fine Arts, Banska
Bystrica, doctoral studies; since
2011 Faculty of Fine Arts, University
of Ostrava - head of the Department
of Sculpture and the Sculpture Stu-
dio; 2008-2011 Faculty of Fine Arts,
University of Ostrava - special assi-
stant at the Department of Sculptu-
re; 1998-2010 HSoAA for glassma-
king, Valasské Mezifici - head of the
Glass Shaping Studio.

Jaroslav Kolések, Vlk a motor / The Wolf and the Engine, piskovec /

sandstone, 25 x 50 cm, 2013
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Daniel Balaban
*1957, Sumperk

Vzdélani a pedagogicka praxe / Education and pedagogical experience

1979-1984 studium na AVU Praha, prof. F. Jiroudek. Od 1993 vede ateliér malby
Fakulty uméni OU. Samostatné vystavy (vybér): 1985 Dum kultury, Orlovd; 1987
Burza, Praha, Strasnice; 1989 Obvodni kulturni stfedisko, Praha - Blatiny; 1990 ga-
lerie Pod Podloubim, Olomouc a UKDZ, Praha; 1991 galerie Tiller, Wien; 1992 galerie
Caesar, Olomouc; 1993 galerie Mladych, Brno, a galerie Vaclava Spaly, Praha, a galerie
vytvarnych uméni, Ostrava ¢ 1979-1984 AoFA Prague, prof. F. Jiroudek. Since 1993
head of the Painting Studio, Faculty of Fine Arts UoO. Solo exhibitions (selection):
1985 House of Culture, Orlova; 1987 The Market, Praha, Strasnice; 1989 District Cen-
tre of Culture, Praha - Blatiny; 1990 Pod podloubim gallery, Olomouc; RWCH, Prague;
1991 Tiller gallery, Wien; 1992 Caesar gallery, Olomouc; 1993 Youth gallery, Brno;
Vaclav Spala gallery, Praha; Gallery of Fine Arts, Ostrava

Daniel Balaban, Nebeskd uklizecka 2 / The Heavenly Cleaning Lady 2, papir na platné
/ paper on canvas, 300 x 200 cm, 2013 a / and Dobra pastyrka / The Good Herdswo-
man, komb. technika na platné / mixed technique on canvas, 140 x 110 cm, 2013
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Ivo Sumec
*1970

Vzdélani a pedagogicka praxe / Education and pedagogical experience

1988-1994 studium na Ostravské univerzité. Od r. 2003 asistent ateliéru malby Fakulty
umeéni Ostravské univerzity. Vystavy (vybér): 1992 vystavni sin Ostravské univerzity (s P. Ho-
rakem), Ostrava, 1995 univerzitni klub Opava, 1997 kavarna Fiducia Ostrava, 2002 Tézka
hodina (s D. Jedli¢kou), galerie Piida, Cesky T&8in, 2003 Tvrdy ofisek (s D. Jedli¢kou), galerie
Synagoga, Hranice; Cafe del flore (s D. Jedlickou), kavarna Muzea uméni, Olomouc, 2004 Na-
beton, DUl Michal, Ostrava, 2005 Pokoj vdm / lepsi neZ Zivot (s D. Balabanem), galerie Pida,
Cesky T&sin, 2008 Malickosti, hvézdarna Zlin; malickosti / tak co? (s D. Balabanem), galerie
Sypka, Valasské Mezifi¢i, 2009 Druha miza (s D. Jedlickou), Muzeum moderniho uméni /
Café “87, Olomouc, 2012 Dva na dva (s D. Jedli¢kou, J. Kolé$kem a J. Snébergrem), Cooltour
Ostrava, 2013 Lesem, literarni kavarna a galerie Avion | Noiva, Cesky T&Sin; Drobné prozy,
galerie Langdv dim, Frydek-Mistek; MMAL (s D. Balabanem a V. Rodkem), galerie Gottfrei,
Opava; Chléb a psi, galerie Synagoga, Hranice. ¢ 1988-1994 University of Ostrava. Since
2003 assistant at the Painting Studio, Faculty of Fine Arts, University of Ostrava. Exhibitions
(selection): 1992 University of Ostrava exhibition hall (with P. Horak), Ostrava; 1995 Uni-
versity Club Opava; 1997 Fiducia Café, Ostrava; 2002 The Hard Hour (with D. Jedli¢ka), Pida
gallery, Cesky T&$in; 2003 A Tough Nut (with D. Jedli¢ka), Synagoga gallery, Hranice; Cafe
del flore (with D. Jedlickou), Museum of Fine Arts Café, Olomouc; 2004 Cemented, Michal
mine, Ostrava; 2005 Peace to You / Better Than Life (with D. Balaban), Piida gallery, Cesky
Tésin; 2008 The Small Things, Zlin ob-
servatory; The Small Things / So What?
(with D. Balaban), Sypka gallery, Valas-
ské Mezifici; 2009 Indian Summer (with
D. Jedlicka), Museum of Fine Arts / Café
“87, Olomouc; 2012 Two On Two (with
D. Jedli¢ka, J. Kolések and J. Snébergr),
Cooltour Ostrava; 2013 Through the
Wood, Literary Café and Gallery Avion |
Noiva, Cesky Tésin; Small Proses, Lan-
guv dam gallery, Frydek-Mistek; MMAL
(with D. Balaban and V. Rodek), Gottfrei
gallery, Opava; Bread and Dogs, Syna-
goga gallery, Hranice.

Ivo Sumec, Dva psi / Two Dogs, akryl na platné /
acrylic on canvas, 110 x 140 cm, 2013
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Jan Snéberger
*1985 Cesky Krumlov

Vzdélani a pedagogicka praxe / Education and pedagogical experience
2004-2010 OSU v Ostravé, FAU, Katedra sochafstvi; 2000-2004 SUPS sv. AneZky
Ceské v Ceském Krumlové, obor kamenosochafstvi. Vystavy: 2005 Pupeénik, vystava
student(i FAU na dole Michal; 2007 Socha a Chaos 1 - galerie Cerveny kostel Hlugin;
2009 En transit - Bourges, Francie; 2010 Socha a Chaos 2 - galerie Cerveny kostel
Hlucin; Kavarna Ostrava - galerie Manes Praha; Kukacka 1 - Ostrava; Diplomky - GVU
Ostrava; 2011 Pohni kfidlem - galerie Cerveny kostel Hlu¢in; Mam w dupie male mias-
teczka - galerie Cerveny kostel Hludin;
2012 Pravda a krasa zvitézila - Jama 10,
Ostrava; Dva na dva - galerie Cooltour
Ostrava; OK. MK. - Gottfrei Opava; Dlou-
ho v tobé budu znit; Art gallery Kupa,
Opava. ¢ 2004-2010 Ostrava University,
FoFA, Department of Sculpture; 2000-
2004 SSoTA of St. Agnes of Bohemia in
Cesky Krumlov, subject Monumental Ma-
sonry. Exhibitions: 2005 Umbilical FoFA
student’s exhibition at mine Michal; 2007
Sculpture and Chaos 1 - Cerveny kostel
gallery Hlucin; 2009 En transit - Bourges,
France; 2010 Sculpture and Chaos 2 -
Cerveny kostel gallery Hlu¢in; Café Ostra-
va - Manes gallery Praha; Cuckoo 1 - Os-
trava; Dissertations - GoFA Ostrava; 2011
Move Your Wing - Cerveny kostel gallery
Hlucin; Mam w dupie male miasteczka -
Cerveny kostel gallery Hluéin; 2012 Truth
and Beauty Have Won - Jdma 10, Ostrava,
Two on Two - Cooltour gallery Ostrava;
OK. MK. - Gottfrei Opava; I'll resonate for
a long time in you Art gallery Kupa, Opava.

Jan Snéberger, Domovina 2 / Homeland 2, laminat / laminate, 300 cm, 2013
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Vaclav Rodek

*1976

Vzdélani a pedagogicka praxe / Education and pedagogical experience

Od 2011 VSVU Bratislava (vytvarné umenie); 2003-2008 OU FU Ostrava (malba); 1994-
1999 SPS Stavebni Frydek-Mistek (propagaéni vytvarnik); 1991-1994 SOU Vitkovice (dfe-
vomodelar). Od 2008 odbornym asistentem v ateliéru Malba | na Ostravské univerzité.
Autorské vystavy: 2004 KONFRONTACE (klub Sokolik, F-M); 2003 VACLAV RODEK - OB-
RAZY (galerie Mezi dvefmi, Ostrava); 2001 VIKENDOVKA (Hospoda u Arnosta, Ostrava).
Skupinové vystavy (vybér): 2012 STIGMATA (Cooltour, Ostrava); BABYLON, LATEXON
(Galerie DUl Michal, Ostrava); KANARI V DOLE (Byt Marka Prazaka, Ostrava); 2011 JINAK!!!
(Cooltour, Ostrava); SPOLECNA TVORBA (Galerie Pida, Cesky Tésin); NORIMBERSKE MLY-
NY (Galerie DGl Michal, Ostrava); FIGURA (Kulturni dim Poklad, Ostrava); 2010 - RODINNE
STRIBRO (Galerie Student, Ostrava). « From 2011 AoFAaD Bratislava (Fine Arts); 2003~
2008 UoO FoFA Ostrava (painting); 1994-1999 Secondary technical school of civil engi-
neering Frydek-Mistek (promotional art); 1991-1994 Vocational training school Vitkovice
(wood carpentry). Since 2008 teacher at University of Ostrava, Ostrava. Authorial exhi-
bitions: 2004 CONFRONTATION (Sokolik club, F-M); 2003 VACLAV RODEK - PAINTINGS
(Mezi dvefmi gallery, Ostrava); 2001 WEEKENDER (U ArnoSta pub, Ostrava). Collecti-
ve exhibitions (selection):
2012 STIGMAS (Cooltour,
Ostrava); BABYLON, LA-
TEXON (Michal mine galle-
ry, Ostrava); CANARIES IN
THE MINE (Marek Prazak’s
flat, Ostrava); 2011 DI-
FFERENTLY!! (Cooltour,
Ostrava); COLLECTIVE ART
(Pida gallery, Cesky Té-
Sin); THE MILLS OF NU-
REMBERG (Michal mine
gallery, Ostrava); FIGURE
(House of Culture Poklad,
Ostrava); 2010 FAMILY
SILVER (Student gallery,
Ostrava).

Vaclav Rodek, Il 1212, kombinovana technika na platné /
mixed technique on canvas, 2013
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Alena Skibinska, akryl na papire / acrylic on paper, 130 x 100 cm, 2013
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Gabriela Cyrusova, figura / figure, uhel na papire / charcoal on paper,
120 x 130 cm, 2013
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Hedvika Dalecka, figura / figure, akryl na papife / acrylic on paper, 37 x 43 cm, 2013
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Jifi Zavrel, A Zena mi vlezla oknem do pokoje / And a woman climbed into my room
through the window, akryl na platné / acrylic on canvas, 140 x 120 cm, 2011
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JiFi Zavrel, Lavicka, akryl a dfevo na platné / acrylic and wood on canvas,
130 x 110 cm, 2011




Klara Paulova, Kolaz, akryl na platné / acrylic on canvas, 145 x 105 cm, 2012
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Petr Bardasevsky, figuralni kom-
pozice / figural composition, akryl
na papire / acrylic on paper,

130 x 70 cm, 2013

Simona Jancurova, studie figury
/ figural study, pastel na papire
/ pastel on paper, 130 x 100 cm,
2013



Sona Valentova, studie / study,
akryl na papire / acrylic on paper,
150 x 120 cm, 2012

Simona Jancurova, studie figury

/ figural study, tempera na papire
/ pastel on paper, 130 x 100 cm,

2013
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Vendula Brtusova, Bez nazvu / Untitled, akryl a sprej na platné / acrylic and spray
on canvas, 130 x 115 cm, 2013




Vaclav Pazdera, Bez nazvu / Untitled, olej a akryl na platné / oil and acrylic
on canvas, 200 x 140 cm, 2013
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Aneta Kratka, Nana, cement / cement, v. / h. 80 cm, 2013
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Ivana Pavli¢kova, Seance, sadra / plaster, 30 x 35 cm, 2013 a / and V galerii /
In the Gallery, sadra / plaster, 30 x 30 cm, 2013
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Aneta Kratka, Babicka /
Granny, sadra / plaster,
35 x 25 cm, 2013

Aneta Kratka, Otec /
Father, sadra / plaster,
35 x 25 cm, 2013



Petra Dolezalova, Hadi¢nik / Hoser, laminat, dfevo / laminate, wood,
v. / h.220 cm, 2013
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Tomas Arnost, Chudy / Stilts, dfevo / wood, v. / h. 90 cm, 2013
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Martin Mydlarcik, Ve hmoté svétla / In the Matter of Light, laminat, kov, dfevo /
laminate, metal, wood, 150 x 160 x 150 cm, 2013
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Aneta Kratka, Cinkovani / Dumbbelling,
sadra / plaster, 25 x 35 cm, 2013

Ivana Pavlickova, Bez nazvu / Untitled,
hlinik, méd / aluminium, copper,
v. / h.20cm, 2013



Jan Spacek, Srnka / Doe, laminat / laminate, v. / h. 130 ¢cm, 2013
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Lukas Kovacik, uhel /charcoal, 180 x 120 cm, 2013
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Véra Bednarova, uhel / charcoal, 180 x 120 cm, 2013
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Lukas Kovacik, uhel /charcoal, 180 x 120 cm, 2013
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Kristyna Drapalova, uhel /charcoal, 130 x 120 cm, 2013
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Matéj Dolezel, uhel / charcoal, 180 x 120 cm, 2013
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Matéj Dolezel, uhel / charcoal, 180 x 120 cm, 2013
205



Ondfej Hanzlik, tuzka / pencil, 60 x 85 cm, 2012
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Libor Novotny, Kvétinova architektura / Flower architecture, plast / plastic,
New York, 2012
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Academy of Fine Arts and Design Bratislava « doc. Mgr. DAVID CARSKY - veduci
Kabinetu kresby - Katedra reStaurovania / Chairperson of Division of Drawing - De-
partment of Conservation and Restoration e doc. akad. mal. STANISLAV BUBAN -
zastupca vediceho Kabinetu kresby - Katedra textilu, Katedra uzitkového umenia /
Deputy Chairperson of Division of Drawing - Department of Textiles, Department of
Applied Art « doc. akad. mal. MILOSLAV BODA - Kabinet kresby - Katedra socha, ob-
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Other Media
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Charakteristika vzdelavacieho procesu v Kabinete kresby

Kabinet kresby (KK) je samostatnd organizacnd jednotka vo vzdeldvacej Strukture
Vysokej $koly vytvarnych umeni v Bratislave (VSVU). Jeho individualni pedagégovia
vyucuju predmet kresba, kazdy z nich s odliSnym zameranim. Kabinet kresby datuje
svoju ¢innost od zaciatku akademického roka 2008/2009. Formacia s identickym na-
zvom uz na VSVU existovala v nedavnej minulosti, poskytovala viak vyucbu vylu¢ne
katedram s nizSou hodinovou a kreditovou dotdciou na tento profilujuci odborny
predmet. Ostatni ucitelia kresby v tom ¢ase na Skole pdsobili ako ¢lenovia vybranych
katedier, i napriek tomu je mozné hovorit o urcitej podobe kontinuity.

V stcasnosti uz zluceni v KK vzdelavanie v tomto klasickom médiu poskytuju jeho
siedmi pedagdgovia vietkym $tudentom VSVU, pre ktorych je predmet kresba povinny
alebo povinne volitelny. Pre osobitné potreby a poziadavky jednotlivych katedier si
pedagdgovia KK vytvorili a prispdsobili svoje programy. Kazda katedra VSVU tak ma
wvlastného" pedagdga pre predmet kresba. Koncepcie predmetu kresba a konkrétne
zadania su u kazdého ucitela Specifické, maja vSak charakter cviceni, ¢im sa zdsadne
liSia od ateliérov.

The characteristics of the educational process at the Division of Drawing

The Division of Drawing (DD) is a distinct organizational unit within the educatio-
nal structure of the Academy of Fine Arts and Design Bratislava (AFAD). Its individual
instructors teach the discipline of drawing, each of them with a specific program. The
Division of Drawing dates its origin back to the beginning of the 2008/2009 academic
year. In the past, an identically named formation had already existed at AFAD, but
it offered classes of this specialized subject only to those departments, which have
had their lesson hours reduced and credit requirements set lower. Even though at
that time the rest of the drawing teachers at AFAD served as members of other de-
partments, it is possible to trace continuity here.

At present, lessons in this classical art medium are offered to all AFAD students
for whom the subject of drawing is either compulsory or elective, by the seven tea-
chers united inside the DD. For the particular needs and requirements of AFAD s
departments, the teachers at the DD have created and adapted their own teaching
programs. As a result, each department at AFAD has its “own” drawing instructor. The
concepts of drawing lessons and the assignments vary from one teacher to another,
but are primarily focused on exercises, in which the DD differs from standard studios.
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David Carsky
*1959 Bratislava

Vzdélani a pedagogicka praxe / Education and pedagogical experience

Vysokoskolské vzdelanie: 1986-1992 Vysoka 3kola vytvarnych umeni v Bratisla-
ve, Katedra grafiky; 1990-1991 Art Department, Slippery Rock University, PA, USA.
Stipendia a ceny (vyber): 2012 Cena Slovenskej vytvarnej Gnie, Biendle volného vy-
tvarného umenia 2012, Bratislava; 2005 Ronald and Eileen Weiser Professional De-
velopment Award; 1994/1995 Fulbright Award, Department of Fine Arts, Harvard
University, Cambridge, MA, USA; 1993 Stipendium talianskej vlady, Perugia, Talian-
sko. Zije v Bratislave, venuje sa
najma malbe, kresbe a grafike.
o Higher Education: 1986-
1992 Academy of Fine Arts and
Design Bratislava, Department
of Printmaking; 1990-1991
Art Department, Slippery Rock
University, PA, USA. Selected
Scholarships and Awards:
2012 Slovak Union of Visual
Arts Award, Biennial of Crea-
tive Visual Arts 2012, Brati-
slava; 2005 Ronald and Eileen
Weiser Professional Develo-
pment Award; 1994/1995
Fulbright Award, Department
of Fine Arts, Harvard Universi-
ty, Cambridge, MA, USA; 1993
Italian Government Scholar-
ship, Perugia, Italy. Lives in
Bratislava, works primarily in
the media of painting, dra-
wing, and printmaking.

Foto: ©Mgr. Ivan KFiz

David Carsky, 496b, kombinovana technika a akryl na platne /
mixed media and acrylic on canvas, 70 x 50 cm, 2011
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Stanislav Buban

*1961 Secovcie

Vzdélani a pedagogicka praxe / Education and pedagogical experience

V rokoch 1980-1986 Studoval na Vysokej Skole vytvarnych umeni v Bratislave na Oddeleni mo-
numentalnej malby u docenta J. Kresilu a profesorky Eugénie Lehotské. Od roku 1995 pdsobi ako
pedag6g na Vysokej Skole vytvarnych umeni v Bratislave. Po UspeSnom zakonceni habilitacného
procesu na Akadémii vytvarnych umeni v Prahe bol v roku 2002 menovany docentom. V roku 1996
ziskal cenu Ex Aequo na Biendle grafiky v Statnej galérii v Banskej Bystrici a prvii cenu na Medzina-
rodnom triendle akvarelu Novohradského muzea a galérie v Lucenci v roku 2004. V roku 2011 mu
bola udelena cena hejtmana Juhoceského kraja na vystave Intersalon v Pisku. Vlystavoval na mnohych
vystavach doma i v zahranici, je zastipeny takmer vo vsetkych vyznamnych verejnych i sikromnych
zbierkach na Slovensku. Zije v Bratislave. Samostatné vystavy (vyber): 2013 Kata Kissoczy sochy,
Stano Buban obrazy, Galéria SPP, Bratislava; Eva Mayer a Stano Bubdan, Narodnd galéria Macedonska
(Mala Stanica), Skopje, Maceddnsko; 2011 Pokanie a iné hry, Slovenské narodné divadlo, Bratislava;
2008 Stano Buban v Kressling Gallery, Galéria Kressling, Bratislava. Kolektivne vystavy (vyber): 2013
Arteleria, Dom umenia, Bratislava; BP Portrait Award, National Portrait Gallery, Londyn, Velka Britania;
Intersalon, Kunst Modelle, Passau, Germany; 10 Years of ART POINT - GUMNO, Magaza, Bitola, Ma-
ceddnsko; 2012 L'art slovaque a la Cité internationale des Arts, Dom umenia, Bratislava; Otvoreno
studio, Art Point-Gumno, Sloestica, Macedénsko; Towards a Europe of Culture and Solidarity, Fa-
magusta Gate, Nikézia, Cyprus; DunArt.com2, Samorinska reformovana cirkev, Samorin; Hommage
a Erna Masarovicovd, 4. medzinarodné sympdzium, Gorazdova 31, Bratislava; A Feast at Masters, Pa-
lac umenia, Krakov, Pol'sko; Open Studio, The Captain Charlie Houses, Bald Head Island, USA; Exhibi-
tion on Bald Head Island, Gallery All about Art, Bald Head Island, USA; Exhibition in Wilmington, Acme
Art Studios, Wilmington, USA; 2011 Stcasna slovenska grafika XXVII. Stredoslovenska galéria, Banska
Bystrica; Otto, Osem pedagdgov VSVU, Slovensky institat, Rim, Taliansko; Intersalén 2011, Sladovna,
Pisek, Ceska republika; Festivalova galéria, Bazant Pohoda, Trencin; L'art slovaque a la Cité interna-
tionale des Arts, Cité internationale des Arts, Pariz, Francuzska republika; 2010 ,Glauben, dass...",
Shedhalle, Tiibingen, Nemecka republika; Svetlo v umeni - svetlo v nds, Galéria mesta Bratislavy, Mir-
bachov palac, Bratislava; O¢ami (ne)viditelné / Reflexia krestanstva v si¢asnom umeni, Dom umenia,
Bratislava; Hranice geometrie, Dom umenia, Bratislava; 2009 Umenie tolerancie, Danubiana, Bratisla-
va; Osemdesiate: Postmoderna v slovenskom vytvarnom umeni 1985-1992; Slovenska narodna ga-
|éria, Bratislava; Erholungshaus Bayer, Leverkusen, Nemecka republika; Fenomén iliizie vo vytvarnom
umeni na Slovensku, Vychodoslovenska galéria, KoSice; De Facto Il., Mestska galéria, Saros Patak,
Madarsko  1980-1986 studied at the Academy of Fine Arts and Design in Bratislava, Department
of monumental painting, under the tutelage of associate professor J. Kresila and professor Eugénia
Lehotska. Since 1995 teaches at the Academy of Fine Arts and Design in Bratislava. After successfully
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finishing his habilitation at the Academy of Fine Arts in Prague was named associate professor in
2002. In 1996 he received the Ex Aequo award at the Graphics Design Biennial in the National Gallery
in Banska Bystrica and the first prize at the International Watercolor Triennial in Novohradské muze-
um a galéria in Lucenec in 2004. In 2011 he’s won the regional council president of South Bohemia
region award at the Intersalon exhibition in Pisek. He’s attended many exhibitions both at home and
abroad and his work is represented in almost every significant public and private collection in Slova-
kia. He lives in Bratislava. Solo exhibitions (selection): 2013 Kata Kissoczy sculptures, Stano Buban
paintings, SPP gallery, Bratislava; Eva Mayer and Stano Buban, National gallery of Macedonia (Mala
Stanica), Skopje, Macedonia; 2011 Atonement and other plays, Slovak National Theatre, Bratislava;
2008 Stano Buban in Kressling Gallery, Kressling gallery, Bratislava. Collective exhibitions (selecti-
on): 2013 Arteleria, Art House, Bratislava; BP Portrait Award, National Portrait Gallery, London, Great
Britain; Intersalon, Kunst Modelle, Passau, Germany; 10 Years of ART POINT - GUMNO, Magaza,
Bitola, Macedonia; 2012 L’art slovaque a la Cité internationale des Arts, Art House, Bratislava; Studio
opening, Art Point-Gumno, Sloestica, Macedonia; Towards a Europe of Culture and Solidarity, Fama-
gusta Gate, Nikézia, Cyprus; DunArt.com2, The Reformed Church of Samorin, Samorin; Hommage
and Erna MasaroviCovd, 4™ international symposium, Gorazdova 31, Bratislava; A Feast at Masters,
Art Palace, Krakow, Poland; Open Studio, The Captain Charlie Houses, Bald Head Island, USA; Exhi-
bition on Bald Head Island, Gallery All about Art, Bald Head Island, USA; Exhibition in Wilmington,
Acme Art Studios, Wilmington, USA; 2011 The Contemporary Slovak Graphics Design XXVII. Central
Slovakian Gallery, Banska Bystrica; Otto, Eight AoFAaD teachers, The Slovakian Institute, Rome, Italy;
Intersalon 2011, Sladovna, Pisek, Ceska republika; Festival Gallery, Bazant Pohoda, Trencin; L’art
slovaque a la Cité internationale des Arts, Cité internationale des Arts, Paris, France; 2010 ,Glau-
ben, dass...“, Shedhalle, Tiibingen, Germany; Light in Art - Light in Us, Bratislava Town Gallery,
Mirbach palace, Bratislava;

(In)visible by Eyes / The

Christianity Reflection in

Contemporary  Art, Art

House, Bratislava Bounda-

ries of Geometry, Art Hou-

se, Bratislava; 2009 The Art

of Tolerance, Danubiana,

Bratislava; Eighties: The

Post-modernism in Slovak

Fine Art 1985-1992; Slovak

National Gallery, Bratislava;

Erholungshaus Bayer, Le-

verkusen, Germany; The

Phenomenon of Illusion in

Slovak Fine Art, East Slova-

kia Gallery, Kosice; De Fac-

to I, Town Gallery, Saros

Patak, Hungary.

Stano Buban, ,Byvaly clen Slovenskej filharmdnie* / “Ex-member
of Philharmonic Orchestra”, olej na platne / oil on canvas, 50 x 50 cm, 2012
(vystavené na BP Portrait Award 2013 / selected for BP Portrait Award 2013)
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Jan Fekete
*1958 Buzica

Vzdélani a pedagogicka praxe / Education and pedagogical experience
1979-1982 VSVU v Bratislave, ,Malba“ u docenta Stoklassa; 1984-1990 Hochschule
fur angewandte Kunst, Vieden, ,Malba“ u profesora Adolfa Frohnera; 1986-1990 Aka-
demie der bildenden Kiinste, Mnichov, ,Mal'ba“ u profesora Jiirgena Raipku; 1990 diplom
na Akademie der bildenden Kiinste, Mnichov. Od r. 1990 pedagég na VSVU v Bratislave;
1996 vymenovanie za docenta na VSVU v Bratislave; 1994-1996 pedagdg na Universitit
fir angewandte Kunst, Viedeft MKL Visuelle Mediengestaltung. Zije a pracuje vo Viedni
a v Bratislave. Samostatné vystavy (vyber 2000-2012): 2000 Galéria mesta Bratisla-
vy, Palais Palffy ,Laserscans®; ,Scherup* Galeria moderného umenia, Zilina; 2001 ,das
selbst” personality show #5, KulturAXE Vieden; 2002 ,Farbe im Raum* The Forum Wien
- Inter-Continental; 2005 ,Uberland“, Mestska galéria Viedefi, (J. Fekete/SK A. Piller/
Au a C. Zillner/Au); Design- und Einrichtungshaus Taus, Vieden; 2006 Galéria Atrium,
PreSov (Jan Fekete/SK, Stano Buban/Sk); ,Zerstérung der Flache* Kunsthandel Steinek
Vieden; 2007 Galéria Wohlleb Vieden ,Kresba 80-90“; 2008 ISS Projekt ,Kosmonauten®;
2009 Stadthalle Wien ,Universe"; ,Stars der Wr. Stadthalle”, Stadthalle Wien. Kolektivne
vystavy (vyber 2000-2012): 2000 ,Dimenzie Abstrakcie, Abstraktnd Malba 60/90",
Vychodoslovenska galéria KoSice; ,Porton”, Aguni Sogo Culture Center, Okinawa, Ja-
ponsko; 2003 ,Paesaggi del Desideri“, Gallery for Contemporary Arts, Studio Lattuada
a Osterreichisches Kulturforum Mailand; 2004 ,EUROPA JETZT*, M.A.K, Raklske mizeum
uzitého a sucastného umenia, Vieden; ,EUphoria“ Galeria Parkers Box, New York; 2005
,Kunst Landstrasse”, Galerie Wohlleb, Vieden; ,New Zlin Salon 2005“, The first review of
contemporary Czech and Slovak visual art, Dom umenia Zlin/CZ (Kat.); 2006 Slovak con-
temporary painters, KPMG, Bratislava (kniha); 2007 ,Clovek a laska v sG¢astnom vytvar-
nom umeni“, Bratislavsky hrad (kurator L. M6za); 2009 ,Laboratorium 9“ Sarisska galeria
Presov; ,Hranice geometrie Dom umenia, nam. SNP, Bratislava; ,Osemdesiate” SNG,
Bratislava; 2011 ,,C+S" Slovenska vytvarna uUnia, Bratislava; ,Doma v cudzine® Zahorska
galéria Senica. Diela vo verejnych zbierkach: 1987 Nakup do zbierky, Zentralsparkasse
Vieden; Drzitel ceny umeleckej suitaze ,Wien kann sich sehen lassen”; Nakup do zbierky,
Landesorg. Viedef, SPO; Nakup do zbierky, Tabakmuseum, Viedei; 1990 Nikup do
zbierky, Naturwissenschaftliches Museum, Miinchen; 1994 Nakup do oficidlnej zbier-
ky mesta Vieden; 2000 Hlavnd cena a nakup do zbierky, Internationales Fahnenwett-
bewerb ,Grenzenlose Kunst“, Club der Landstrasser Kaufleute; 2009 Stadthalle Wien. «
1979-1982 AoFAaD in Bratislava, Painting, ass. prof. Stoklas; 1984-1990 Hochschule
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fir angewandte Kunst, Vienna, Painting, professor Adolf Frohner; 1986-1990 Akademie
der bildenden Kiinste, Munich, Painting, professor Jiirgen Reipka; 1990 diploma at the
Akademie der bildenden Kiinste, Munich. Since 1990 teaches at the AoFAaD in Bratisla-
va. In 1996 named associate professor at the AoFAaD in Bratislava. 1994-1996 teacher
at the Universitdt fir angewandte Kunst, Vienna MKL Visuelle Mediengestaltung. Lives
and works in Vienna and Bratislava. Solo exhibitions (selection 2000-2012): 2000 City
Gallery of Bratislava, Palais Palffy “Laserscans”; “Scherup” Gallery of Modern Art, Zilina;
2001 “das selbst” personality show #5, KulturAXE Vienna; 2002 “Farbe im Raum” The
Forum Wien - Inter-Contintental; 2005 “Uberland”, City Gallery Vienna, (J. Fekete/SK
A. Piller/Au and C. Zillner/Au); Design- und Einrichtungshaus Taus, Vienna; 2006 Atrium
Gallery, PreSov (Jan Fekete/SK, Stano Buban/Sk); “Zerstorung der Flache” Kunsthandel
Steinek Vienna; 2007 Wohlleb gallery Vienna “Drawing 80-90"; 2008 ISS Project “Kos-
monauten”; 2009 Stadthalle Wien “Universe”; “Stars der Wr. Stadthalle”, Stadthalle Wien.
Group exhibitions (selection 2000-2012): 2000 “Dimensions of Abstraction, Abstract
Painting 60/90”, East Slovak Gallery KoSice; “Porton”, Aguni Sogo Culture Center, Okina-
wa, Japan; 2003 “Paesaggi del Desideri”, Gallery for Contemporary Arts, Studio Lattua-
da, and Osterreichisches Kulturforum Mailand; 2004 “EUROPA JETZT”, M.A.K, Austrian
Museum of Applied and Modern Art, Vienna; “EUphoria” Galeria Parkers Box, New York;
2005 “Kunst Landstrasse”, Wohlleb gallery, Vienna; “New Zlin Salon 2005”, The first
review of contemporary Czech and Slovak visual art, Dom Umenia Zlin/CZ (Kat.); 2006
Slovak contemporary painters, KPMG, Bratislava (book); 2007 “Man and love in contem-
porary visual art”, Bratislava Castle (Curator L. M6za); 2009 “Laboratorium 9” Sari$ Galle-
ry in PreSov; “Boundary of geometry” Art House, SNP square, Bratislava; “Eightieth” SNG,
Bratislava; 2011 “C+S” Slovak Union of Visual Arts, Bratislava; “At home in foreign lands”
Zahorie Gallery Senica. Works in public collections: 1987 Collection acquisition, Zen-
tralsparkasse Vienna; Won the award in the “Wien kann sich sehen lassen” competition;
Collection acquisition, Landesorg. Vienna, SPO; Collection acquisition, Tabakmuseum,
Vienna; 1990 Collection acquisition, Naturwissenschaftliches Museum, Munich; 1994
The official collection

of Vienna acquisition;

2000 The first prize

and collection acqui-

sition, Internationales

Fahnenwettbewerb

“Grenzenlose Kunst”,

Club der Landstrasser

Kaufleute; 2009 Stad-

thalle Wien.

Jan Fekete, Prechody 1 / Crossings 1, 75 x 100 cm, 2013
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Emoke Vargova
*1965 Dunajska Streda

Vzdélani a pedagogicka praxe / Education and pedagogical experience
1980-1984 Stredna Skola umeleckého priemyslu, Bratislava; 1984-1991 Vysoka
Skola vytvarnych umeni, Bratislava, malba, ateliér R. Filu; 2009 Odborny asistent kres-
by - Kabinet kresby, VSVU, Bratislava; 1997 Odborny asistent kresby - Katedra malby
a inych médii, VSVU, Bratislava; 1997-2001 Trnavska univerzita v Trnave, Pedagogicka
fakulta, Katedra vytvarnej vychovy. Samostatné vystavy (vyber 2000-2012): 2012
Pocujem padat sneh..., Galéria 19, Bratislava, SK; 2011 Sendvi¢, At Home Gallery, Sa-
morin, SK; Istoty, Galéria Cypriana Majernika, Bratislava, SK; 2010 Cka sa mi uz, Fru
Fru Gallery, Bratislava, SK; 2004 6+3, SNG - MGzeum kultary Madarov na Slovensku,
Bratislava, SK; 2003 Mario Sinnhofer - Eméke Vargova, GJK, Trnava, SK; O.K Centrum
fir Gegenwartskunst, Linz, A; Modrd, Sedd, oranzova, GMB, Bratislava, SK; 2002 DS
- 952AG, Galerie U Bilého jednorozce, Klatovy, CZ; 2001 Moje!, GMB, Bratislava, SK;
2000 Déja vu, Mizeum Vojtecha Léfflera, KoSice, SK; Eméke Vargova, Jan Ambriz, At
Home Gallery, Samorin, SK. Skupinové vystavy (vyber 2008-2013): 2013 Zostane
to v rodine, GMB Mirbachov palac, Bratislava, SK; 2012 Vosem, Slovensky institt,
Moskva, RUS; Nyolc, Slovensky institat, Budapest, H; Otto, Slovensky institat, Buda-
pest, HU; 2011 Otto, Slovensky institit, Rim, I; Sesty novy zlinsky salon 2011, Krajska
galerie vytvarného uméni, Zlin, CZ; Nulté roky, PGU, Zilina; Dom umenia, Bratislava,
SK; 2010 Mal'ba po malbe, SNG, Bratislava, SK; 8. Slovensky kulttrny institut, Berlin, D;
2008 Vagatlan valtozat / Festészeti pozicidk, Ernst Mizeum, Budapest, HU; 1960-
2000 Soucasné slovenské vytvarné umeéni a cesti hosté, Galéria hlavného mesta Prahy,
Praha, CZ. « 1980-1984 Secondary Technical School of Art, Bratislava; 1984-1991
Academy of Fine Arts and Design, Bratislava, painting, R. Fila studio; 2009 Special
assistant of drawing - Division of Drawing, AoFAaD, Bratislava; 1997 Special assistant
of drawing - Department of Painting and Other Media, AoFAaD, Bratislava; 1997-2001
Trnava University in Trnava, Faculty of Education, Department of Art Education. Solo
exhibitions (selection 2008-2013): 2012 | can hear the falling snow..., Gallery 19,
Bratislava, SK; 2011 Sandwich, At Home Gallery, Samorin, SK; Certainties, Cyprian
Majernik gallery, Bratislava, SK; 2010 Hiccuping already, Fru Fru Gallery, Bratislava,
SK; 2004 6+3, SNG - Museum of Hungarian Culture in Slovakia, Bratislava, SK; 2003
Mario Sinnhofer - Eméke Vargova, GJK, Trnava, SK; O.K Centrum fiir Gegenwartskunst,
Linz, A, Blue, grey, orange, GMB, Bratislava, SK; 2002 DS - 952AG, U bilého jednorozce
gallery, Klatovy, CZ; 2001 Mine!, GMB, Bratislava, SK; 2000 Déja vu, Vojtech Loffler
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museum, Kosice, SK; Eméke Vargovd, Jan Ambriz, At Home Gallery, Samorin, SK.
Group exhibitions (selection 2000-2012): 2013 It Stays in the Family, GMB Mirbach
palace, Bratislava, SK; 2012 Eight, Slovak Institute, Moscow, RUS; Nyolc, Slovak Insti-
tute, Budapest, H; Otto, Slovak Institute, Budapest, HU; 2011 Otto, Slovak Institute,
Rome, I; Sixth New Salon of Zlin 2011, Gallery of Fine Arts, Zlin, CZ; Zero years, PGU,
Zilina; Art House, Bratislava, SK; 2010 Painting After Painting, SNG, Bratislava, SK;
8, Slovak Institute of Culture, Berlin, D; 2008 VAagatlan valtozat / Festészeti pozici-
6k, Ernst Museum, Budapest, HU; 1960—2000 Contemporary Slovak Visual Art With
Czech Guests, City Gallery Prague, Prague, CZ.

Emdke Vargova, Drahé a nezabudnutelné HAMI3 / Expensive and Unforgettable
HAMI3, plastové lyzice z kojeneckého mlieka / plastic spoons from baby milk,
31 x31x2cm, 2010
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Stefan Oslej

*1976 Komarno

Vzdélani a pedagogicka praxe / Education and pedagogical experience

1990-1994 SUV v Bratislave odbor kamefosocharstvo; 1994-2000 VSVU v Bratislave
odbor grafika a iné médid v ateliéri prof. R. Jan€ovica; od r. 2002 pedagogicka ¢innost
na SSUS v Bratislave; 2003-2007 veduci oddelenia grafického a priestorového dizaj-
nu na SSUS v Bratislave; od r. 2007 - odborny asistent pre vedenie predmetu kresba
pre Katedru grafiky a inych médii na VSVU v Bratislave. Vyber kolektivnych vystav od
2010-2010: ,GRAPHIC MODE 09“, Galéria Médium, Bratislava; ,Eje México - Eslovaquia®“,
Instituto de Artes Graficas en Oaxaca, Mexiko; ,VII. Mezinarodni bienale kresby Plzen*,
Ceska republika; ,POSTprint*, Méstské muzeum Kraliky, CR; ,8%, Slovak Institute in Ber-
lin, Nemecko; 2011 ,Grafika®, Trencianske muzeum, Trencin; ,Artelerie 2011“, Dvorana
nové budovy FA CVUT, Praha, CR; ,Transmedialny priestor grafiky*, Nitrianska galéria,
Nitra; ,Najlepsie diela Bienale kresby Plzeri 2010, Galéria SVU, Bratislava; ,Dom hrozy",
Fru Fru Gallery, Bratislava; ,OTTO", Istituto Slovacco a Roma, lItaly; ,Stcasna slovenska
grafika 17.%, Stredoslovenska galéria, Banska Bystrica; 2012 ,Asimilacia vs. original“, Ga-
léria SVU, Bratislava; ,Artelerie 2012“, Dvorana nové budovy FA CVUT, Praha, CR; ,8,
Szlovak Intézet, Budapest, Hungary; ,VIll. Mezinarodni bienale kresby Plzen*, CR; ,8"
CnoBaukuin MHCTUTYT B Mockee, Poccusa; 2013 ,Nejlepsi dila biendle kresby Plzen 2012,
Gallery of Szombathely, Hungary. « 1990-1994 SoAA in Bratislava, monumental mason-
ry; 1994-2000 AoFAaD in Bratislava, Graphics Design and Other Media, prof. R. Jancovic
studio; since 2002 teacher at the SPSoA in Bratislava; 2003-2007 head of the Graphics
and Spatial Design at the SPSoA in Bratislava; since 2007 special assistant of Drawing at
the Department of Graphics Design and Other Media at AoFAaD in Bratislava. A selection
of group exhibitions since 2010-2010: “GRAPHIC MODE 09”, Médium gallery, Bratisla-
va; “Eje México - Eslovaquia”, Instituto de Artes Graficas en Oaxaca, Mexico; “VII. Interna-
tional Drawing Biennial, Pilsen”, CZ; “POSTprint”, City museum Kraliky, CZ; “8”, Slovak In-
stitute in Berlin, Germany; 2011 “Graphics Design”, Trencin Museum, Trencin; “Arteleria
20117, new building FoA CTU lobby, Prague, CZ; “Transmedial Space of Graphics”, Nitra
Gallery, Nitra; “The Best Art of Drawing Biennial Pilsen 2010”, SUoVA gallery, Bratislava;
“Haunted mansion”, Fru Fru Gallery, Bratislava; “OTTQO”, Instituto Slovacco a Roma, Italy;
“Contemporary Slovak Graphics Design 17.”, Central Slovakia Gallery, Banska Bystrica;
2012 “Assimilation vs. Original”, SUoVA gallery, Bratislava; “Arteleria 2012, new building
FoA CTU lobby, Prague, CZ; “8”, Szlovak Intézet, Budapest, Hungary; “VIII. International
Drawing Biennial, Pilsen”, CZ; “8”, CnoBaukuin MHcTUTYT B MockBe, Poccus; 2013 “The
Best Art of the 2012 Pilsen Drawing Biennial”, Gallery of Szombathely, Hungary.
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Stefan Oslej, Krasavci / Lookers, objekt / object, 100 x 100 x 10 cm (detail), 2013
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Lenka Sturmankinova, uhol’ a akryl na papieri / charcoal and acrylic on paper,
200 x 100 cm, 2012
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Katarina Chlebnicanova, uhol na papieri / charcoal on paper, 200 x 100 cm, 2013
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Zuzana Lexmanova, rudka a pastel na papieri / red chalk and pastel on paper,
160 x 100 cm, 2012
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Martin Schwarz, uhol na papieri / charcoal on paper, 180 x 100 cm, 2013
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Miroslav Zolobani¢, uhol na papieri / charcoal on paper, 200 x 100 cm, 2013
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Katarina Dudasova, uhol na papieri / charcoal on paper, 200 x 100 cm, 2012
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JiFi Klabal, pastel a moridlo na papieri / pastel and stain on paper, 200 x 100 cm, 2013
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Rastislav Podhorsky, uhol na papieri / charcoal on paper, 130 x 100 cm, 2012
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Michal Franko, rudka na papieri / red chalk on paper, 200 x 100 cm, 2013
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Michal Franko, rudka na papieri / red chalk on paper, 170 x 100 cm, 2013
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Matej Rizman, uhol na papieri / charcoal on paper, 150 x 100 cm, 2013
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Filip Nguyen, uhol' na papieri / charcoal on paper, 130 x 100 cm, 2013
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Simona Gottierova, uhol na papieri / charcoal on paper, 150 x 100 cm, 2013
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Jakub Straka, tus a fixka na papieri / indian ink and marker on paper,
100 x 70 cm, 2013
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Eva Srubarova, akryl a uhol na papieri / acrylic and charcoal on paper,
70 x 100 cm, 2013
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Tereza Siskova, akryl na papieri / acrylic on paper, 150 x 100 cm, 2013
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Zuzana Bobrikova, uhol a pastel na papieri / charcoal and pastel on paper,
160 x 100 cm, 2013
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Emil Malecky, uhol a pastel na papieri / charcoal and pastel on paper,
170 x 100 cm, 2013
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Klaudia Bulantova, uhol a pastel na papieri / charcoal and pastel on paper,
170 x 100 cm, 2013
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i Univerzita Tomage Bati ve Zlin&
Fakulta multimediélnich komunikaci

Faculty of Multimedia Communications, Tomas Bata University in Zlin e
/ Rector of Tomas Bata Uni-
versity in Zlin e
/ Dean of the Faculty of Multimedia Communications e
/ Head of the Graphic Design Studio e
/ Assistant - Figural
drawing teacher

/ Faculty of Mul-
timedia Communications, Tomas Bata University in Zlin,

Figurama

N
~
—



Fakulta multimedialnich komunikaci (FMK) je originalnim a v Ceské republice uni-
katnim typem vysokosSkolského pracovisté, jez poskytuje vysokoSkolské vzdélani ve
studijnim programu Medidlni a komunikacni studia a ve studijnim programu Vytvarna
uméni. Vznikla v roce 2002. Vychovava odborniky, ktefi s Uspéchem pracuji v ko-
munikacnich a reklamnich agenturach, v oblasti public relations nebo vystavnictvi,
v ziskové i neziskové sfére. Specializace v programu Vytvarna uméni pripravuje bu-
douci pracovniky v profesionalnich filmovych a animacnich studiich a v televiznich
spolecnostech, odborniky na graficky ¢i pramyslovy design a design obuvi nebo odé-
vl, v reklamni fotografii a v prostorové tvorbé. Fakulta disponuje ateliéry se Spicko-
vym materialnim a technickym vybavenim. Svym studentim dava maximalni prostor
k uplatfiovani vlastnich ndpadd a k rozvijeni tvaréich schopnosti. Oba studijni pro-
gramy vzajemné spolupracuji a podileji se na spole¢nych tvarcich ¢innostech. Vzhle-
dem ke vzristajicimu zajmu zahrani¢nich studentt o studium na FMK jsou nékteré
predméty prednaseny v anglictiné. Pro zajemce z praxe, ktefi si chtéji doplnit znalosti
a zvysit kvalifikaci, nabizi fakulta kombinované studium.

The Faculty of Multimedia Communication (FMC) is an original and unique acade-
mic institution within the context of the Czech educational system, which provides
tertiary education in Media and Communication Studies and Fine Arts. The faculty
was established in 2002.1t educates experts who successfully work in communication
and advertising agencies, in public relations and in management of exhibitions, both
in the profit and non-profit sphere. Specializations in the Fine Arts program prepare
future experts in professional film and animation studios and TV companies, experts
on graphic and industrial design, shoe and fashion design, advertising photography
and 3-D design. The faculty has state-of-the-art technical and material equipment.
Students are provided with maximum freedom to assert their own ideas and develop
their creative abilities. Both major study programs closely cooperate and work on co-
mmon creative assignments. Due to a growing demand by foreign students to study
at the FMC, tuition of some subjects is provided in English. The faculty also offers
optional external studies for those who are already working but want to extend their
knowledge and improve their qualification.
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Michal Kocourek, uhel na papire / charcoal on paper, 60 x 40 cm
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Jiri Eliska
*1948 Bratislava

Vzdélani a pedagogicka praxe / Education and pedagogical experience

... 2008: ,Prostupy“ - vystava pedagogt FMK UTB ve Zling, aredl Svit, budova 12,
Zlin. Nejlepsi kolekce mezinarodniho biendle kresby Plzefi 2006 - ITALIE, Galerie Sala
Manzu, Bergamo; Galerie U Dobrého pastyre a Galerie HaDivadla, Brno. ,MONA LISA
2006" - pocitaCova animace, FRANCIE, Pariz, SEMA, Viaduc de Arts. Eyes on China -
vystava na podporu obéti zemétreseni, autorsky plakat, Rcm Art Museum, Nanking,
CHINA. 2009: Muj obraz z roku 1973 vystaveny v Galerii mladych 1976 byl soucasti
projektu ,Nase véc“ kuratorky Barbory Klimové (vitézka ceny Chalupeckého pro mladé
umélce v r. 2000). Projekt mapuje akce Galerie mladych BKC v ¢asové ose, je soucas-
ti akce Domu uméni mésta Brna Formaty transformace - ldentita, Galerie mladych,
Brno. 2010: ,FIGURAMA 10“ - mezinarodni vystava kresby studentd a pedagogu vy-
sokych uméleckych $kol v Evropé, Usti nad Labem, Plzer, Valencie. 2011: ,ARTELERIE
2011“ - vystava pedagogli projektu FIGURAMA 11, dvorana nové budovy FA CVUT
v Praze, Praha; ,20 let SBB* - Sdruzeni bienale Brno, Galerie HaDivadla, pasaz Alfa,
Brno. 2012: ,ARTELERIE 2012“ - vystava pedagogl projektu FIGURAMA 12, dvorana
nové budovy FA CVUT v Praze, Praha; ,25. mezinarodni bienale grafického desig-
nu Brno 2012“ - DAR (Husak travu nekoufil) Brno. « ... 2008: "Passages” - FoMMC
TBU Zlin teacher’s exhibition, Svit factory premises, building 12, Zlin; The Best Art of
the 2006 International Drawing Biennial Pilsen - ITALY, Sala Manzu gallery, Bergamo,
U Dobrého pastyre gallery and HaDivadlo gallery, Brno. “MONA LISA 2006“ - computer
animations, FRANCE, Paris, SEMA, Viaduc de Arts. Eyes on China - Exhibition in supp-
ort of the earthquake victims, author poster, Rcm Art Museum, Nanking, CHINA. 2009:
My painting from 1973 on exhibition in The Youth Gallery 1976 was part of the “Our
Thing” project of curator Barbora Klimova (the winner of Chalupecky award for young
artists 2000). The project maps the events of The Youth Gallery of BCH, is a part of the
Brno Art House event: Formats of transformation - Identity, The Youth Gallery, Brno.
2010: ,FIGURAMA 10" - the international universities of fine arts of Europe teacher’s
and student’s drawing exhibition, Usti nad Labem, Pilsen, Valencia. 2011: “ARTELERIA
2011" - project FIGURAMA 11 teacher’s exhibition, new building FoA CTU Prague lo-
bby, Prague; “20 years of SBB" - Association of Biennial Brno, HaDivadlo gallery, Alfa
arcarde, Brno. 2012: “ARTELERIA 2012 project FIGURAMA 12 teacher’s exhibition,
new building FoOA CTU Prague lobby, Prague. "25%" international biennial of graphic
design Brno 2012", DAR (Husak Didn’t Smoke Weed) Brno.
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Ji¥i Eliska, Zena / Woman,
kresba perem / pen dra-
wing, 60 x 40 cm

Ji¥i Eliska, Zena / Woman,
kombinovana technika /
mixed media, 60 x 40 cm

Ji¥i Eliska, Zena / Woman,
kombinovana technika /
mixed media, 60 x 40 cm
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Radek Petricek

*1978 Horice v Podkrkonosi

Vzdélani a pedagogicka praxe / Education and pedagogical experience

1997-1999 Vyssi odborna Skola restauracnich a konzervacnich technik v Litomysli;
1999-2005 AVU, Ateliér restaurovani prof. Strettiho; 2005-2007 zaméstnan v Atelié-
ru figuralni kresby (Boris Jirkd) jako asistent; 2007-2013 zaméstnan na Univerzité
Tomdse Bati ve Zliné jako asistent; 2008-2013 doktorandské studium, AVU Praha;
2009 vedeni mezinarodniho workshopu fig. kresby ve Volda university, Norsko; 2011
prednasky v oboru Plasticka anatomie ¢lovéka, Pardubickd univerzita Fakulta restau-
rovani, Litomysl. U¢ast na vystavach (vybér za poslednich 5 let): 2004-2013 Gcast
na vystavach Figurama; 2006 Boris Jirkd a pratelé, Bechyn&; Roman Morcinek, Radek
Petficek, Vilém Cech, vystava soch a obrazi, galerie Celebris, Hradec Kralové; 2007
Autoportrét s mazou, galerie La Femme, Praha; 2008 Boris Jirkt, Radek Petfi¢ek, gale-
rie Kfiz-Bélina, Praha; Obrazy Radek Petfic¢ek, sochy Petr Holub, VSE Praha; 2011 Hra-
ni¢ni bod, Trnava; 2012 Hrani¢ni bod, Zlin; Radek Petficek, Figuralni kresby, Uherské
HradisSté; Radek Petficek, Anatomické kresby, mezinarodni Iékafsky kongres MOR-
PHOLOGY, Hradec Kralové; 2013 Hrani¢ni bod, Oravska galerie, Dolny Kubin. « 1997~
1999 College of Restoration and Conservation Techniques in Litomysl; 1999-2005
Academy of Fine Arts in Prague, Professor Stretti’s studio of restoration; 2005-2007
Assistant in the department of figurative drawing (Boris Jirkt); 2007-2013 Assistant
at Tomas Bata University in Zlin; 2008-2013 doctoral studies, AoFA Prague; 2009 le-
ader of the international figure drawing workshop at Volda University, Norway; 2011
lectures on Plastic human anatomy, Faculty of Art Restoration, University of Pardubice,
Litomysl. Participation at exhibitions (selection from the last 5 years): 2004-2013
participation on Figurama exhibitions; 2006 Boris Jirkt and friends, Bechyn&; Roman
Morcinek, Radek Petficek, Vilém Cech, sculpture and painting exhibition, Celebris
gallery, Hradec Kralové; 2007 Self-portrait With Muse, La Femme gallery, Praha; 2008
Boris Jirku, Radek Petficek, Kfiz - Bélina gallery, Prague; Radek Petficek Paintings, Petr
Holub Sculptures, UoE Prague; 2011 End Point, Trnava; 2012 End Point, Zlin; Radek
Petficek, Figural drawings, Uherské Hradisté; Radek Petficek, Anatomical drawings,
the International Medical Congress MORPHOLOGY, Hradec Kralové; 2013 End Point,
Orava gallery, Dolny Kubin.
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Radek Petficek, Plod / Foetus, olej na preklizce / oil on plywood, 21 x 17,5 cm

247



Iva Beranova, pastel na papire / pastel on paper, 200 x 110 cm
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Martin Kukal, uhel na papire / charcoal on paper, 200 x 110 cm
249



Iva Beranova, pastel na papire / pastel on paper, 200 x 110 cm
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Filip Javora, pastel na papire / pastel on paper, 200 x 110 cm
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Zuzana Bahulova, uhel na papire / charcoal on paper, 200 x 110 cm
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Renata Drackova, rudka na papire / red chalk on paper, 200 x 110 cm
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Renata Drackova, rudka na papire / red chalk on paper, 200 x 110 cm
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Jan Bohacek, rudka na papife / red chalk on paper, 200 x 110 cm
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Jana Olehlova, uhel na papire / charcoal on paper, 200 x 110 cm
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JindFich Janicek, fixa na papire / marker on paper, 200 x 110 cm
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Iva Beranova, pastel na papire / pastel on paper, 200 x 110 cm
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Zuzana Bahulova, uhel na papire / charcoal on paper, 200 x 110 cm
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Jind¥ich Janicek, fixa na papire / marker on paper, 200 x 110 cm
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Filip Javora, pastel na papife / pastel on paper, 200 x 110 cm
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Iva Beranova, pastel na papire / pastel on paper, 200 x 110 cm
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Jan Bohacek, uhel na papife / charcoal on paper, 200 x 110 cm
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Zuzana Bahulova, uhel na papire / charcoal on paper, 200 x 110 cm
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Filip Javora, pastel na papire / pastel on paper, 200 x 110 cm

265



Zuzana Bahulova, uhel na papire / charcoal on paper, 200 x 110 cm
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Michal Kocourek, uhel na papire / charcoal on paper, 200 x 110 cm
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Renata Drackova, rudka na papire / red chalk on paper, 70 x 40 cm
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Renata Drackova, grafitovy prach na papife / graphite powder on paper, 70 x 40 cm
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_ FAKULTA VYTVARNYCH UMENI
AKADEMIA UMENI V BANSKE] BYSTRICI

doc. Mgr. Art. MATUS
OLHA, Ph.D. - rektor Akadémie umeni doc. akad. mal.
JURAJ SAPARA - dekan Fakulty vytvarnych umeni a veduci Ateliéru socha a aplikované
média
prof. akad. mal. LUDOVIT HOLOSKA - veduci Katedry malby a Ateliéru klasickych
maliarskych disciplin
Mgr. Art. IVANA SLAVIKOVA, ArtD. - asistentka na Katedre socharstva
Mgr. Art. JURAJ TOMAN - denny doktorand na
Katedre malby Mgr. Art. ADAM KRUTAK
- denny doktorand na Katedre malby
Mgr. Art. PATRIK SEVCIK, ArtD. - odborny asistent na Katedre grafiky
Mgr. Art. STANISLAV PIATRIK - denny doktorand na
Katedre grafiky

Fakulta vytvarnych umeni, Akadémia umeni v Banskej Bystrici
Ulica Jana Kollara 28, 974 01 Banska Bystrica, SK,
tel.: +421 48 43 20 522, fax: +421 48 43 20 520

www.aku.sk



Juraj Sapara
*1947 Zilina

Vzdélani a pedagogicka praxe / Education and pedagogical experience
V roku 1967 absolvoval SSUP a v roku 1973 VSVU v Bratislave, figurdlne sochérstvo
v ateliéry prof. Jozefa Kostku. Venuje sa monumentdlnej a komornej plastike, me-
dailérskej tvorbe, kresbe, malbe a pocitacovej grafike. Od roku 1998 pedagogicky
posobi na Fakulte vytvarnych umeni Akadémie umeni v Banskej Bystrici ako docent
na Katedre socharstva, kde vedie ateliér Socha a aplikované média. V sicasnosti za-
stava funkciu dekana Fakulty vytvarnych umeni. Aktivne sa zucastiuje na vytvarnom
zivote na Slovensku i v zahranici. Svoju tvorbu pravidelne prezentuje na domacom
a zahrani¢nom fére. Vystavoval v: SK, CZ, H, PL, D, A, K, FIN, GB, I, P, F, CH, RUS, USA,
PRC, ESP, SU. 2ije a tvori v Bratislave. ¢ In 1967 he finished the Secondary school of Arts
and Design and in 1973 graduated
from the AoFAaD in Bratislava in
figural sculpture, prof. Jozef Kost-
ka’s studio. Pursues monumen-
tal and chamber sculpture, me-
dal making, drawing, painting
and computer graphics. Since
1998 he’s a teacher at the Facul-
ty of Fine Arts, Academy of Arts
in Banska Bystrica as an associ-
ate professor at the Department
of Sculpture where he’s the head
of Sculpture and Applied Media
studio. Currently holds the tit-
le of dean at the Faculty of Fine
Arts. Is an active participant of art
life both in Slovakia and abroad.
He regularly presents his work in
galleries both domestic and fo-
reign. His work was presented in:
SK, CZ, H, PL, D, A/K, FIN, GB, I, P,
F, CH, RUS, USA, PRC, ESP, SU. He
lives and works in Bratislava.
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Juraj Sapara, << Noc alchimistu I. / Night of Alchemist I., digitalna grafika /
digital graphics, 2012 a / and A Laska je laska / Love is love, digitalna grafika /
digital graphics, 2012
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Juraj Sapara, Autoportrét s vtakom / Self-portrait with a bird, digitalna grafika /
digital graphics, 2013
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Juraj Sapara, Evanielium I., Iterina, / Gospel I., Iterina, 2006
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Ludovit Holoska
*1943 Jablonica

Vzdélani a pedagogicka praxe / Education and pedagogical experience

Studoval na Skole umeleckého priemyslu v Bratislave (1958-1962) a na Vysokej 3kole vy-
tvarnych umeni v Bratislave - prof. L. Cemicky, prof. ). Mudroch (1962-1968) a prof V. Hloznik
(1968-1969). Posobil na Pedagogickej fakulte Univerzity Komenského v Trnave (1974-1986),
na Fakulte architektury Slovenskej vysokej Skoly technickej v Bratislave (1986-1988), na Vyso-
kej Skole vytvarnych umeni v Bratislave (1988-2008), na Pedagogickej fakulte Trnavskej univer-
zity v Trnave (1994-2001). V sucasnosti posobi na Fakulte vytvarnych umeni Akadémie umeni
v Banskej Bystrici, kde vede ateliér klasickych maliarskych disciplin (od roku 2001). Je zastipe-
ny v zbierkach Slovenskej narodnej galérie v Bratislave, Zahorskej galérie v Senici, Galérie Jana
Koniarka v Trnave, Galérie M. A. Bazovského v Trencine, Kysuckej galérie v Cadci, Oravskej
galérie v Dolnom Kubine, Nitrianskej galérie v Nitre, Stredoslovenskej galérie v Banskej Bystrici,
Sari§skej galérie v Predove, Vychodoslovenskej galérie v KoSiciach, v Galérii vytvarného uméni
v Hodoniné a mnohych sukromnych zbierkach doma i v zahranici. Od roku 1980 publikoval
v Novom slove, Romboide, Vytvarnom Zzivote, Profile, Slovenskych pohladoch, Literarnom tyz-
denniku. ¢ Attended the School of Applied Art in Bratislava (1958-1962) and the Academy of
Fine Arts and Design in Bratislava (1962-1968) - Prof. L. Cemicky, Prof. J. Mudroch (1962-1968)
and Prof. V Hloznik (1968-1969). He was a teacher at the Faculty of Education, Comenius
University in Trnava (1974-1986), Faculty of Architecture, Technical University in Bratislava
(1986-1988), Academy of Fine Arts and Design in Bratisla-
va (1988-2008) and Faculty of Education, Trnava University
in Trnava (1994-2001). Currently he works at the Faculty of
Fine Arts, Academy of Arts in Banska Bystrica, where he’s
the head of the classical painting studio (since 2001). His
work is represented in the collections of the Slovak National
Gallery in Bratislava, Zahorie Gallery in Senica, Jan Koniarek
Gallery in Trnava, M. A. Bazovsky Gallery in Trencin, Kysuca
Gallery in Cadca, Orava Gallery in Dolny Kubin, Nitra Gallery
in Nitra, Gallery of Central Slovakia in Banska Bystrica, Sari$
Gallery in PreSov, Gallery of East Slovakia in KoSice, Galle-
ry of Fine Arts in Hodonin and in many private collections
both at home and abroad. Since 1980, he’s been publishing
in Nové Slovo, Romboide, Vytvarny Zivot, Profil, Slovenské
pohlady, Literarny tyzdennik.
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Ludovit Holoska, Podvecerné rozhovory 1 / Evening talks 1

Ludovit HoloSka, List zo skicara 29.7.012, 28.1.012 / A page from sketchbook
29.7.012, 28.1.012, ceruzka na papieri / pencil on paper, 2012
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Ivana Slavikova

*1981 Hnusta, Rimavska Sobota

Vzdélani a pedagogicka praxe / Education and pedagogical experience
1998-2002 Skola tzitkového vytvarnictva, Kremnica, SR, odbor umelecké odlieva-
nie kovov - maturita; 2002-2006 Akadémia umeni, Fakulta vytvarnych umeni, Banska
Bystrica, SR, odbor sochdrstvo - Bc. |. stupen; 2006-2008 Akadémia umeni, Fakulta
vytvarnych umeni, Banska Bystrica, SR, odbor volne vytvarné umenie - Mgr. Art. - ma-
gister umenia - Il. stupen; 2008-2011 Akadémia umeni, Fakulta vytvarnych umeni, Ban-
ska Bystrica, SR, odbor volne vytvarné umenie - ArtD. - doktor umenia - Ill. stupen;
2011-sucasnost odborny asistent v ateliéri Socha aplikované média, doc. akad. soch. J.
Sapara, pedagdg Figuralna kresba pre 1.-3. ro¢nik Bc. Studia na katedre Socharstva.
1998-2002 School of Applied Arts, Kremnica, SR, Subject - Artistic metal casting - gra-
duation; 2002-2006 Academy of Arts, Faculty of Fine Arts, Banska Bystrica, SR, Sub-
ject - Sculpture - Bachelor’s degree 1t degree; 2006-2008 Academy of Arts, Faculty of
Fine Arts, Banska Bystrica, SR, Subject - Free Fine Arts - Mgr. art. - Master of arts - 2"
degree; 2008-2011 Academy of Arts, Faculty of Fine Arts, Banska Bystrica, SR, Subject
- Free Fine Arts - ArtD. - Doctor of Arts - 3™ degree; 2011-present Special assistant in
Sculpture and Applied Media Studio lead by ass. prof. J. Sapara acad. sculpt. Teacher of
Figural drawing 1t-3™ class of bachelor’s degree at the Department of Sculpture.

Ivana Slavikova, Favorit, objekt (karoséria automobilu Skoda Favorit 136L, 1988) /
object (bodywork of car Skoda Favorit 136L, 1988), 3 ks / 3 pieces, 2013
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Adam Krutak

*1985 Ruzomberok

Vzdélani a pedagogicka praxe / Education and pedagogical experience

Vzdélavani: od r. 2012 Akademie uméni v Banské Bystrici, Fakulta vytvarnych uméni, Katedra mal-
by - ucitel figuralni kresby; 2006-2012 Akademie uméni v Banské Bystrici, Fakulta vytvarnych uméni,
Katedra malby; 2004-2007 Univerzita Mateje Bela v Banské Bystrici, Fakulta humanitnich véd, oddéleni
uméni; 2000-2004 Skola uZitkového vytvarnictvi v Ruzomberoku; Skupinové vystavy: 2013 Vizudlni
inspirace a osobni cile, Helsinky, Finsko; Vizualni inspirace a osobni cile, Tallinn, Estonsko; Hrani-
ce a Horizonty, Bystfice nad PerStejnem, CZ; Vizudlni inspirace a osobni cile, Umélecky prostor Riga,
Lotyssko; Vizudlni inspirace a osobni cile, Slovensky institut, Moskva (Ruska federace); 4VFx, Gallery
Fx, Banska Bystrica (Slovensko); re-Vision, Stredoslovenska galerie v Banské Bystrici (Slovensko); 2012
Banalita a milost, Galerie Slovenské umélecké unie, Bratislava (Slovensko); Pohled na ateliér klasic-
ké malby, Statni védecka knihovna, Banska Bystrica (Slovensko); 2011 FIGURAMA, Nérodni technicka
knihovna, Praha (Ceska republika); ,llawa se odrazi ve vodé“, Dwor Artusa, Torufi (Polsko); KE BA BB,
Muzeum uméni, Zilina (Slovensko); 2010 MOSTY, Statni védecka knihovna, Banska Bystrica (Slovensko);
Pocta P. Potworovskimu, Dwor Artusa, Torufi (Polsko); 2009 Vystava studentli v programu Erasmus,
Centro Culturale, Macerata (Itdlie). « Education: since 2012 Academy of Arts in Banska Bystrica, Faculty
of Fine Arts, Painting department - teacher of Figural drawing; 2006-2012 Academy of Arts in Banska
Bystrica, Faculty of Fine Arts, Painting department; 2004-2007 University of Matej Bel in Banska Bystri-
ca, Faculty of Humanities, Department of Art; 2000-2004 School of Applied Arts, RuZomberok; Group
Exhibitions: 2013 Visual inspirations and personal quests, Helsinki, Finland; Visual inspirations and
personal quests, Tallinn, Estonia; Hranice a Horizonty, Bystfice nad PerStejnem, CZ; Visual inspirati-
ons and personal quests, Riga art space, Riga, Latvia; Visual inspirations and personal quests, Slovak
institute, Moscow (Russian Federation); 4VFx, Gallery Fx, Banska Bystrica (Slovakia); re-Vision, Central
Slovakian Gallery, Banska Bystrica (Slovakia); 2012 Banality and Grace, Gallery of Slovak Art Union,
Bratislava (Slovakia); An view to Atelier of classical painting disciplines, State Scientific Library, Banska
Bystrica (Slovakia); 2011 FIGURAMA, National technical library, Praha (Czech Republic); ,llawa odbita
w wodzie“, Dwor Artusa, Torun (Poland); KE
BA BB, Museum of Art, Zilina (Slovakia); 2010
BRIDGES, State Scientific Library, Banska Bys-
trica (Slovakia); Homage to P. Potworovski,
Dwor Artusa, Torun (Poland); 2009 Exhibi-
tion of Erasmus students, Centro Culturale,
Macerata (Italy).

Adam Krutak, ILAWA 2, 2011 a / and sLOVEnsky val / sLOVEak wall, 220 x 80 cm, 2012
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Juraj Toman
*1985

Vzdélani a pedagogicka praxe / Education and pedagogical experience
2009-2011 Vysoka Skola vytvarnych umeni v Bratislave v ateliéri doc. Mgr. Art. Klaudia Kos-
ziba. Ukoncené magisterské Stadium; 2005-2009 Akadémia umeni v Banskej Bystrici Fakulta
vytvarnych umeni, ateliér klasickych maliarskych disciplin u prof. Ludovita HoloSku. Ukoncené
bakalarske $tidium; 2000-2004 Skola Gzitkového vytvarnictva v Kremnici. Skupinové vysta-
vy: 2012 ,Malba do vnatra“ - Turcianska galéria v Martine; ,Bez¢asovost* - Mdzeum Vojtecha
Lofflera KoSice; Stredoslovenska galéria Banska Bystrica; 2011 Galéria umenia v Novych Zam-
koch - Nitriansky samospravny kraj; ,to isté, ale mensie alebo rovnako velké, ale daleko”; Vy-
stava Studentov z Ateliéru malby Klaudia Kosziba; Malba 2011 - finalista Ceny Nadacie VUB
za maliarske dielo; Vo vystavnej sieni Dvorana Ministerstva kultiry SR v Bratislave; ,Insiders as
outsiders“, PF 01 galery v Bratislave; Capture - Slovensky institat vo Viedni; ,And don’t forget
to wash behind the ears - Midle space galery - Bratislava; 2010 Predpoklad unik cas Fi - ga-
léria 23 percent v Zahorskej Bystrici; 2009-2010 Pravidla a vynimky - Stredoslovenskd galéria
v Banskej Bystrici; Mestska galéria - Rimavska Sobota; Klub kulttry - Uherské Hradisté; SNG - Ga-
|éria Ludovita Fullu v Ruzomberku; 2009 Strenutie - Galéria M. A. Bazovského; Najdeny novy virus
- Slovenska vytvarnd dnia Bratislava. « 2009-2011 Academy of Fine Arts and Design in Bratislava
- Mgr. art Klaudia Kosziba ass. prof. studio Finished master’s degree; 2005-2009 Academy of
Arts in Banska Bystrica, Faculty of Fine Arts, classical painting studio under the tutelage of prof.
Ludovit Holoska. Finished bachelor’s degree; 2000-2004 School of Applied Arts in Kremnica.
Collective exhibitions: 2012 ,Painting on the inside* - Turiec gallery in Martin; ,Timelessness*
- Vojtech Loffler Museum in KoSice; Central Slovakia Gallery in Banska Bystrica; 2011 Gallery of
Arts in Nové Zamky - Nitra self-governing region; ,the same, but smaller or in the same size, but
from far away*; Klaudie Kosziba Painting studio student exhibi-
tion; Painting 2011 - the finalist of the VUB Foundation Award in
painting; Exhibition hall Dvorana at Ministry of Culture of the Slo-
vak Republic in Bratislava; ,Insiders as outsiders”, PF 01 gallery in
Bratislava; Capture - Slovak Institute in Vienna; ,And don’t forget
to wash behind the ears” - Middle Space gallery - Bratislava; 2010
Assumption escape time Phi - 23 percent gallery in Zahorska Bys-
trica; 2009-2010 Rules and exceptions - Central Slovakia Gallery
in Banskd Bystrica; City gallery - Rimavska Sobota; Culture club
- Uherské Hradisté; SNG - Ludovit Fulla gallery in Ruzomberok;
2009 Meeting - M. A. Bazovsky gallery; Found new virus - Slovak
Union of Visual Arts Bratislava.

Juraj Toman, Velka mlaka / Large puddle, olej na platne / oil on canvas, 135 x 170 cm, 2013
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Patrik Sevcik

*1974

Vzdélani a pedagogicka praxe / Education and pedagogical experience
2006-2009 Interné doktorandské Studium, Katedra grafiky - doc. I. Benca, AU v BB; 2004-2006
Akadémia umeni, Fakulta vytvarnych umeni, Katedra grafiky, VolIné vytvarné umenie; 1999-2004
Univerzita Konstantina Filozofa, Pedagogickd fakulta: vytvarna vychova - pedagogika. Studijny
pobyt: februar-jin 2005 Akadémia sztuk pieknych vo Varsave, Katedra grafiky, Ateliér multi-
médii. Kolektivne vystavy (vyber): 2013 Selekcia v podzemi, Nuit Blanche, Vychodoslovenska
galéria, KoSice; 2012 Delete. Umenie a vymazavanie, Slovenska narodna galéria; 2011 Sucasna
slovenska grafika, 17. rocnik, Stredoslovenska galéria, Banska Bystrica; Young Art Show, Dom
umenia, Piestany; 2008 Novy Zlinsky salén 2008, Krajska galerie vytvarného uméni, Zlin. Samo-
statné vystavy: 2011 Patrik Sevéik Svedomie (zo série ... mi¢at zlato), Billboart/Galéria Jana Koni-
arka, Trnava; Patrik Sev¢ik ... micat zlato, Galéria Jana Koniarka, Trnava; 2009 Patrik Sevéik Reflux,
Stredoslovenska galéria, Banska Bystrica; Patrik Sevéik Hand made, Nitrianska galéria; Patrik Sev-
Cik P.S. Galéria MEDIUM, Bratislava. « 2006-2009 Internal postgraduate study, Department of gra-
phics (doc. I. Benca, Academy of Arts in Banska Bystrica, Slovakia); 2004-2006 Academy of Arts in
Banska Bystrica, Slovakia, Faculty of Fine Arts, Department of graphics; 1999-2004 University of
Constantin The Philosopher in Nitra. Study visit: Februar-jun 2005 Akadémia sztuk pieknych in
Warsaw, Department of graphics, Atelier of multimedia. Collective exhibiton (selection): 2013
Selekcia v podzemi, Nuit Blanche, Vychodoslovenska galéria, KoSice; 2012 Delete. Art and Wiping
Out, Slovak National Gallery; 2011 Sucasna slovenska grafika, 17. rocnik, Stredoslovenska galéria,
Banska Bystrica; Young Art Show, Dom umenia, Piestany; 2008 Novy Zlinsky salén 2008, Krajska
galerie vytvarného uméni, Zlin. Solo exhibitions: 2011 Patrik Sev¢ik Svedomie (Conscience) (from
series ... Silence is Golden), Billboart/ Jan Koniarek Gallery, Trnava; Patrik Sevdik ... Silence is Gol-
den, Jan Koniarek Gallery, Trnava; 2009 Patrik Sevcik Reflux, Central Slovak Gallery, Banska Bys-
trica; Patrik Sevéik Hand made, Nitrianska galéria; Patrik Sev¢ik P.S., MEDIUM Gallery, Bratislava.

§8

Patrik Sevcik, Pravo na odpoved / Claim for an answer, 2008
281



Stanislav Piatrik
*1979

Vzdélani a pedagogicka praxe / Education and pedagogical experience

Je v 2. ro¢niku doktorandského Studia na Akadémii umeni v Banskej Bystrici. Vo svojej tvorbe
uplatiuje médium Cistého bieleho papiera. Obvykle su to priestorové instalacie, v ktorych hlada
moznost pre dialég krestanskej kultiry v kontextoch su¢asného kultirno-spolo¢enského sta-
tusu. 2008-2010 Akadémia umeni v Banskej Bystrici, Fakulta vytvarnych umeni, Katedra gra-
fiky, odbor Volné vytvarné umenie, Ateliér grafika-priestor-synergia (doc. Rébert Brun, akad.
mal.), Statna skdska, udeleny titul Mgr. Art. 2004-2008 Akadémia umeni v Banskej Bystrici,
Fakulta vytvarnych umeni, Katedra grafiky. 1994-1998 Stredné odborné uciliste v Kalnej nad
Hronom. 1986-1994 Zakladna $kola v Zemberovciach. Vystavy v r. 2013: re VIZIA, stredoslo-
venskda galéria Banska Bystrica; Pracovny Pohovor, galéria FX Banska Bystrica; 4 +/ Fx, Banska
Bystrica; EXPRIMO, galéria Subterer Michalovce; Visual Inspiration a Personal Quests, Slovensky
inStitit Moskva; Riga Art Space, Lotyssko; Se_lekcia v podzemi/vyber galérie Koniarer/BIELA
NOC 2013, Vychodoslovenska galéria v KoSiciach; Visual Inspiration and Personal Quests in
Tampere Hall. « He attends the 2" year of his doctoral studies at the Academy of Arts in Ban-
ska Bystrica. He’s using the medium of clean white paper for his art. Usually, he creates spatial
installations in which he finds the possibilities for the dialogue of Christian culture in context of
the current cultural and social status. 2008-2010 Academy of Arts in Banska Bystrica, Faculty of
Fine Arts, Department of Graphic Design, Section Free Fine Art, Grpahics-Space-Synergy Studio
(Ass. Prof. Robert Brun, acad. paint.) state exam, conferred a degree of Mgr. Art. 2004-2008
Academy of Arts in Banska Bystrica, Faculty of Fine Arts, Department of Graphic Design. 1994~
1998 Vocational training school in Kalnd nad Hronom. 1986-1994 Primary school in Zem-
berovce. Exhibition at 2013: re VIZIA,
Central Slovakia Gallery in Banska Bys-
trica; Job Interview, FX gallery Banska
Bystrica; 4 v Fx, Banska Bystrica; EX-
PRIMO, Subterer gallery Michalovce;
Visual Inspiration a Personal Quests,
Slovak Institute in Moscow; Riga Art
Space, Latvia; Underground Se_lection
/ a selection of Koniaren gallery / WHI-
TE NIGHT 2013, East Slovakia gallery in
Kosice; Visual Inspiration and Personal
Quests in Tampere Hall.

Stanislav Piatrik, Jeden z dvoch / One from two, 2013
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Stanislav Piatrik a Marek Halasz, Pokanie / Repentance
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Juraj Schikor, 2. rocnik, Socharstvo / 2" year, Sculpture Studio
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Zitkochova
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Monika Gardlikova
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Dominika KackosSova, 3. ro¢nik, Malba / 3™ year, Painting Studio
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Adam Cerfansky, 2. roénik, Malba / 2 year, Painting studio
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Eva Pavlikova, Katedra grafiky / Graphic department
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Lucia Horvatova, 4. roc¢nik, Malba / 4t year, Painting studio
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Lucia Majerikova a Lukas Freytag, 3. rocnik, Katedra grafiky / 3 year,
Graphic department
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Lucia Hunadyova, 2. rocnik, Socharstvo / 2" year, Sculpture studio
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Lukas Freytag, 3. rocnik, Katedra grafiky / 3 year, Graphic department
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Lukas Freytag, 3. rocnik, Katedra grafiky / 3 year, Graphic department
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Vlado Ganaj
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Maria Pincakova, 2. rocnik, Socharstvo / 2" year, Sculpture studio
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Veronika Valastanova
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Monika Boldisova
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Eva Pardupova
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KATEDRA VSEOBECNE PRUPRAVY
UNIVERZITY JANA EVANGELISTY PURKYNE
V USTi N. LABEM

doc. akad. mal. VLADIMIR SVEC - vedouci Katedry
vseobecné prupravy a vedouci Ateliéru kresba a malba
MgA. MARTIN KURIS, Ph.D.
- tajemnik katedry a odb. asistent Ateliéru kresba a malba
doc. akad. mal.
SVATOPLUK KLIMES - ucitel kresby a malby Mgr.,
MgA. JAN KRTICKA - vedouci Ateliéru prostorova tvorba
Mgr. LADA SEMECKA - odb. asistentka Ateliéru prostorova tvorba
MgA. JIRi BARTOS - dilensky ucitel
prof. Mgr. MILOS MICHALEK - vedouci Ateliéru grafika
doc. PhDr. MARTIN RAUDENSKY, Ph.D. - odb. asistent Ateliéru

grafika JAROSLAV LIMR - dilen-
sky ucitel doc. akad. mal. ILJA BiLEK - vedouci kurzl Vecerni
kresba MgA. MARKETA SLEJSKOVA-VARADIO-

VA, Ph.D. - vedouci kurzi Celozivotniho studia
Katedra vieobecné priipravy FUD UJEP v Usti nad Labem
Pasteurova

9, 400 96 Usti nad Labem, CZ, tel.: +420 475 285 226

www.fud.ujep.cz



Pres dvacet let se zabyvam takzvanou vyukou kresby a malby na Fakulté uméni
a designu v Usti nad Labem. To slovo ,takzvanou“ znamena, e kresbu ani malbu
jako umélecké discipliny naucit nelze. Ostatné, ani jako Zadné jiné uméni. Co naucit
Ize, jsou urcité zaklady, remesiné navyky a dovednosti, které mohou (ale nemusi)
ulehcit studentovi nalézt jeho vlastni cestu k jeho vlastnimu vytvarnému nazoru
a vyjadfeni. V poslednich letech jsem se zaméFil na specifickou skupinu studentd
- na novacky, studenty prvnich ro¢nikd. Ti pfichazeji na fakultu z nejriznéjsich pro-
stfedi, s nejruznéjsimi zkuSenostmi a velmi rozdilnymi predstavami - v tom lepsim
pfipadé - v tom horSim bez predstav. V Uplné prvni, Gvodni lekci jim Fikam: ,Uméni
vas nenaucim, protoze se naucit neda a protoze bezpochyby vsichni umélci jste. Co
se vas ale pokusim naucit, je profesionalita. Urcitd odbornost a minimdlni Groven
technicka, znalostni a eticka.” Také jim fikam, Ze v idedlnim pfipadé ocekdvam, ze
za mnou budou chodit s vlastnimi projekty, které budeme spole¢né Fesit. Ze tzv.
vyuka je jen jakysi nahradni program pro pfipad, Zze student zadny vlastni projekt
nemda. Mozna je to ode mne naivni, ofekavat od prvakd néco jako projev vytvarné
vile, ale tu $anci a to védomi, Ze mohou, jim musim dat. Koneckonctl jsme na vysoké
Skole. Nase fakulta neni zamérena na discipliny volného uméni v klasickém smyslu
slova, jako je malifstvi, sochafina nebo volna grafika. Ctime vsak, ze urcité zaklady
museji mit, tak jako fotbalisté, tenisté a gymnastky museji umét béhat a skakat. Na
druhou stranu nelze chtit, aby se Uplné kazdy student ztotoznil s procesy a cili téch-
to pfedmétl. Jak uz jsem uvedl, pfichdzeji z riznych prostiedi, a v posledni dobé&
¢im dal Castéji bez solidniho stfedoSkolského zazemi. Vznika tak dilema: snazit se
dohnat a doplnit chybéjici znalosti programové, anebo to nechat na nich, at si to do-
Zzenou, jak potfebuji sami? Skutecnost je nékde uprostred, a ja to feSim jistym kom-
Uroven v daném roce je postoj a vztah studenta k praci, chcete-li, jeho dospélost.

V letoSnim roce, Cisté pro ucel projektu FIGURAMA, jsem se snazil o fizeny dialog
pedagog a student. Takhle néjak by mohl vypadat:

(Upozornuji, ze vysledek nema nic spolec¢ného se statistickymi ¢i marketingovymi
metodami a z(stava pouze v osobni roviné. Autor)

Student: D4 se kresba a malba naucit? A pokud ano, co se da naucit a co ma ¢lovék
v sobé?

Pedagog: Do jisté miry ano, jako obecna dovednost, napfiklad studenti technic-
kych Skol nebo divky z lepSich rodin v XIX. stoleti byli vytvarné Skoleni, a dnes jejich
dila obdivujeme.

Student: Co je to talent?

Pedagog: Talent plivodné znamenal zavazi. Je to néco, s ¢im se narodite a co nelze
uplné potlacit, i kdyz se to da cely Zivot Uspésné prehlizet. Zalezi na velikosti toho
zavazi. Je to néco, co vas nuti, abyste se na svét divali a poddvali o ném zpravu jistym
a pravé takovym zplsobem, s jistou nelogickou zarputilosti, a necekate, Ze vam za
to nékdo néco da.
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Student: Inspiruji vas studenti?

Pedagog: Ne vytvarné, nebo si to neuvédomuji. Je to hlavné v procesu vyuky, kde
je vzajemna interakce kyzena.

Student: Pokud je pedagog umélec, studenti ho nabijeji, nebo naopak vysiluji?

Pedagog: Za prvé: pedagog musi byt umélec, kdyby nebyl, nemél by pravo studen-
tam cokoliv Fikat. Ti pracoviti spise nabijeji, ti méné& soustfedéni na studium naopak
vysiluji, ale vzdy fikam, Ze student ma svaté prdvo to udélat za 3-, takZe to nefeSim.
Navic to ma dvé roviny: veCer jsem unaveny a vybity stejné, ti lepSi studenti pak jsou
divodem, Ze za tyden si opét myslim, Ze to ma cenu.

Student: Mate mezi studenty oblibence?

Pedagog: Tak bych to nefekl, ale vazim si studentu, ktefi chtéji sami po sobé i po
mné néco navic, ktefi jsou aktivni, vétSinou jsou to i ti, kterym to vic jde, a to je
zavazujici. Hovofim radéji o individudlnim pfistupu.

Student: Stane se vam, Ze vidite, Ze je student dobry, talentovany, ale jeho tvor-
ba se vam nelibi? Treba proto, Ze se vam nelibi jeho naméty? Dokazete se nad to
povznést?

Pedagog: Ano, stavd se to docela casto, a je to v poradku. Vérim, ze se nad to
dokdzi nejen povznést, ale ja to i vitam, bal bych se dne, kdy by se mi zalibily prace
vsech studentd.

Student: Co je dobra kresba?

Pedagog: Dobra kresba na skole je kazda, kterd posune poznani studenta o kou-
sek dal. Rikam studentim, Ze tu nejsme proto, abychom délali hezké obrazky, ale
abychom studovali a poznavali svét a sebe skrze kresbu. Pokud ¢as od casu vyjde
i kresba s vytvarnou kvalitou, je to bonus pro obé strany, a nds pan profesor nam
vzdycky v té chvili fikaval: ,Tu si schovejte.”

Student: Délaji studenti dobré kresby?

Pedagog: Ano. Obecné lze Fici, Ze studenti délaji vyborné, velmi dobré, dobré i ne-
vyhovujici véci.

Student: Co byste na fakulté ohledné kresby zménil?

Pedagog: Doporucil bych vedoucim nékterych ateliért, aby vice péstovali tuto dis-
ciplinu v ramci svych specialek. Také bych uvaZoval, zda je skutecné nezbytné, aby
studenti oboru Fotografie méli kresbu povinnou, i kdyz je ¢asové méné dotovana.

Student: Neni diraz na kresbu a malbu u uzitych oboru pfilis velky?

Pedagog: Neni, jak uz jsem rekl, kresba je ve vytvarném uméni néco jako béh pro
sportovce, tedy nezbytna. Ve studijnim planu byva vice pfedmétl, o nichz Ize de-
batovat, zda jsou a v jakém rozsahu dilezité. Kresba mezi né ale nepatfi. TFi, resp.
Ctyfi hodiny tydné povinné je minimum, a pokud student nekresli v ateliéru nebo
kdykoliv a kdekoliv sdm pro sebe a kvili sobé&, tak z né&j vytvarna osobnost velmi
pravdépodobné nevyroste. Stahovani z internetu a pouzivani riznych technologii je
fajn, ale limituje rozvoj osobnosti, kresba je pfima naprosto interaktivni a naprosto
abstraktni zalezitost, ktera, pokud se péstuje, muze vést pfimou cestou k dobrym
vysledkim. Aplikovat umi kdekdo, ale nové myslenky se rodi tézko. To neplati jen
0 uméni.

Student: Jaké nejcastéjsi chyby délame my, studenti 1. ro¢nika?
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Pedagog: Pouzivate jiné partie mozku, tedy ty synapse, které do vas béhem let
dostala vzdélavaci soustava se viemi tendencemi objektivizovat, takZe jste pomérné
nevinni. Z toho plyne snizena schopnost se divat a vidét subjektivné, a spousta chyb
na papife jen nasleduje. Také si mdlo véfite a malo trénujete mozek, oko i ruku.
Nékdy se ptate, kolik kreseb mate udélat, a jste prekvapeni, kdyz vam odpovim: ,Ne
kolik kreseb, ale kolik kilo kreseb.”

Na druhou stranu, jste na zacatku své cesty a nikdo uceny z nebe nespadl. Vérim,
Ze vaSe cesta bude dobra a dlouha. Willy Nowak kdysi fekl, Ze nejhorsich je téch prv-
nich 50 let, pak uz to jde. Pfeji vam, abyste si nikdy nefekli: ,Tak, a ted’ uz to umim.*

doc. akad. mal. Vladimir Svec

SOME CONTEMPLATIONS AND AN IMAGINARY INTERVIEW

Over 20 years, we at the Faculty of Fine Arts and Design in Usti nad Labem engage in
the so called education in the field of painting and drawing. And by “so called” | mean
that both painting and drawing as an art can’t really be taught. Just like any other art,
after all. What can be taught are certain basics, acquired skills and abilities which can
(but might not) help the student find his/her own way to his/her own artistic opinion
and expression. In the past few years, we’ve been focusing on a specific group of stu-
dents - on freshmen. These come to our Faculty from many different environments,
with different experience and wildly different expectations - in best case - or without
any expectations at all in the worst case. In my very first introductory class, | tell them
this: “I can’t teach you art, since it can’t be taught and since every single one of you is
without a doubt an artist. What I’'m going to try and teach you is the professionalism.
A certain expertise and a minimal technical, knowledge and ethical level.” I also tell
them that in ideal case, | expect them to approach me with their own projects that
we’ll try to solve together. That the so called classes are simply a substitute in case
the students do not have any projects of their own. It might be naive of me to expect
something like a show of an artistic will from the freshmen, but | have to give them the
chance and make them aware that they can do that. After all, this is a university. Our
Faculty does not focus on free art disciplines in the classical meaning of the term, like
painting, sculpture or free graphic design. But we feel that they need certain basics,
just as football players, tennis players or gymnasts need to be able to run and jump.
On the other hand, we can’t expect every single student to fully make the processes
and goals of such classes his/her own. As I've said, they come to us from different
environments and more and more often also without a solid high school basis. The-
refore lies a dilemma: Do we try to catch up and complete the missing knowledge
systematically, or do we leave it up to them to catch up on whatever they need? The
ideal is a compromise between those two choices, which | try to stick to, since over the
years I've realized that more important than some arbitrary current level of knowledge
in any given year is the attitude of the student and his/her relationship to his/her art,
or, if you will, his/her maturity.
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This year, purely for the FIGURAMA project, I've tried to employ a controlled dialo-
gue between the teacher and the student. This is what it might look like:

(Please note that the end result here does not have any relation to statistic or mar-
keting methods and stays at a purely personal level. The Author.)

Student: Can drawing and painting be taught? And if it can, what exactly can be
taught and what is already inside us?

Teacher: To a certain degree, yes, as a general skill, for example the students of
technical schools or girls from the upper class families in the 19t century were taught
art and now we admire their works.

Student: What is talent?

Teacher: Originally, talent meant weight. It’s something you’re born with and which
can’t be entirely subdued, even though you can manage to ignore it your entire life
quite succesfully. It depends on how big that weight is. It’s something that forces you
to observe the world and inform the others about it in a specific way, with a certain
illogical tenaciousness, and not expect it to be profitable.

Student: Do your students inspire you?

Teacher: Not in an artistic way, or I’'m not aware of it. It’'s mostly in the process of
teaching where the mutual interaction is expected.

Student: If a teacher is also an artist, do the students fuel his creativity or drain it?

Teacher: Firstly: The teacher must be an artist, otherwise he/seh would have no ri-
ght to teach the students anything. The hard working ones mostly fuel their teacher’s
creativity, the less focused drain him/her, but I've always said that the student has
every right to do his work on a level that would only get him an C minus, so | don’t
really care about this. Also, there are two layers to this: in the evenings, I’m tired and
drained one way or the other, but better students are the reason | feel it’s still worth
it a week later.

Student: Do you have some favorits amongst students?

Teacher: | don’t think so, but | do appreciate students that expect more from both
themselves and me, that are active, usually these are also the ones that are better at
what they do, and that’s binding. | much prefer an individual approach.

Student: Does it happen to you that you see a student that is good and talented, but
you don’t like his/her work? For example because you don’t like his subjects? Are you
able to rise above that?

Teacher: Yes, it happens quite often and it’s perfectly normal. | believe | can not only
rise above that, but also embrace it, | would be quite afraid of the day when I like every
single work of every single student.

Student: What constitutes a good drawing?

Teacher: A good drawing at school is ever drawing that pushes the knowledge of
the student a bit further. | tell my students we’re not here to draw nice pictures, but to
study and experience the world through the drawings. If, from time to time, this leads
to an artistically interesting work, it’s an added bonus for both parties and in such
instances, my own professor always told us: “Keep this one.”

Student: Do students make good drawings?
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Teacher: Yes. In general it can be said that they make outstanding drawings, quite
good drawings, good drawings and also unacceptable drawings.

Student: What would you change at the Faculty in relation to drawing?

Teacher: I'd suggest to some of the heads of studios to support this artistic dis-
cipline more at their specialized classes. I'd also think about if it’s really necessary
for the students of Photography to have drawing as a mandatory subject, even if they
don’t spend that much time with it.

Student: Isn’t the emphasis on drawing and painting in applied arts too strong?

Teacher: Not at all, as I've already said, drawing is to fine arts something like ru-
nning is to an athlete, meaning it’s indispensable. There are sometimes classes du-
ring the course of studies where it is up to debate whether or not and to what extent
they are important. Drawing isn’t one of them, though. Three, respectively four hours
a week is a bare minimum and if the student doesn’t draw in a studio or anytime and
anywhere by himself/herself and for himself/herself, it’s not likely he/she will ever
become a real artist. Downloading from the internet and using different technologies
is nice, but it limits the development of personality, drawing is a direct, fully inte-
ractive and totally abstract thing which, if developed, can serve as a direct path to
good results. Lots of people are able to apply something, but new ideas are born with
difficulties. That’s not only limited to art.

Student: What are the most frequent mistakes we, the freshmen, make?

Teacher: You’re using different parts of you brains, meaning the synapses that you
were taught to use for years in the education system with all of the tendencies to ob-
jectivize, so you’re more or less innocent. That means a lower ability to observe and
see subjectively, and more and more mistakes follow this on paper. You’re not very
confident either and spend too little time training your brain, eye and hand. Someti-
mes | get asked how many drawings you should draw and you’re quite surprised by my
answer: “It’s not how many drawings, but how many kilograms of drawings.”

On the other hand, you’re just starting your journey and there’s no shame in making
mistakes. | believe your journey will be good and long. Willy Nowak once said that the
first 50 years is the hardest, then it gets better. | wish you that you never say to your-
self: “Well, now | can do that just fine.”

Ass. prof. acad. paint. Vladimir Svec
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Jaroslava Cejnarova, akryl na sololitu / acrylic on sololit, 137 x 170 cm, 2013
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Vladimir Svec
*1959 Praha

Vzdélani a pedagogicka praxe / Education and pedagogical experience

Vénuje se predevSim obrazové tvorbé a malifsky citénym kresbam, casto kombinuji-
cim nékolik technik a rtznych zplsobl rukopisného prednesu. Jeho malifsky projev se vol-
né pohybuje mezi organicky citénou abstrakci a znakovym figurativnim projevem. Malba je
pro ného vysostnym prostorem osobni svobody, do néhoz promita i své intelektudlni zazemi
a vyznamové mnohavrstevnou reflexi. Vyznamnou ¢ast své tvorby autor vénuje vytvareni paralel
a reinterpretaci klasickych a nadcasovych témat z mytologie a historie. Vznikaji tak vice nebo méné
volné fady a celky obsahové nebo formalné sjednocené. 1974-1978 SUPS v Praze, uzitd malba,
prof. Zdenko Crha; 1978-1984 AVU v Praze, ateliér malby, prof. Jan Smetana; 1983-1984 studium
ve Francii na Ecole Nationale Superiéure des Beaux Arts v Pafizi, prof. Jacques Yankel; 1984-1985
zakladni vojenska sluzba; 1985-1987 vedouci odd. propagace DK CHZ v Litvinové; 1987-1993
svobodné povolani; 1994-1997 predseda UVUUO, ¢len rady UVU CR; 1993-1994 odborny asistent
na Institutu vytvarné kultury (IVK) UJEP v Usti nad Labem; 1994- dosud vedouci ateliéru Kresba
amalba; 1995-1997 zastupce reditele IVK UJEP; 1997-2001 reditel IVK UJEP; 1998 habilitace; 2001~
2007 dékan Fakulty uZitého uméni a designu UJEP v Usti nad Labem; 2007-2011 prodékan Fakulty
uméni a designu UJEP v Usti nad Labem; 2011- dosud prorektor UJEP. Samostatné vystavy (vybér
od 2008): 2008 Dubi, Vystavni sifi desighu FUD, Andélé, poutnici, milenci; Ceské Lipa, Galerie Jidel-
na, Krajina s tlakovou nizi; Dresden / Némecko, Dreikonigskirche, Etwas liber die Menschen; 2010
Most, Galerie Zlata a St¥ibrna trojka, Cerstvé natfeno; 2011 Praha, Galerie PRE, Tteti Zivot; 2013
Lany, Muzeum TGM, Dvojice; Klasterec n/Ohfi, galerie KRYT, Odjinud. Kolektivni vystavy (vybér
od 2009): 2009 Praha, Galerie Vitavin, Mini UB; Pisek, Sladovna, 13. Intersalon AJV; Freyung / Né-
mecko, Kurhaus-Stadtgalerie, Intersalon BBK09; Most, Galerie Zlata trojka, Prvni padesatka; 2010
Projekt Figurama 10 (Banska Bystrica, Usti nad Labem, Valencie, Plzef); Brno Stara Lisen, Sheffield,
Grave Gallery projekt K. Sedé Lisefisky profil; Pisek, Sladovna, 14. Intersalén AJV; 2011 Figurama
11, FA CVUT Praha, Artelerie; Pisek, Sladovna, 15. Intersalén AJV; 2012 Praha, Galerie kritikd, Tech-
nologia materialis et perceptualis. « He focuses primarily on painting and painterly drawing, often
mixing several techniques and different ways of artistic interpretation. His painter’s expression
moves freely betweet an organically felt abstraction and a gestural figurative expression. Painting
for him is the sovereign area of personal freedom, to which he also projects his own intellectu-
al background and semantically multi-layered reflection. A significant portion of his work makes
parallels and reinterpretations of classical and timeless themes from mythology and history. This
results in creation of more or less free series and works united by a common subject or form. 1974-
1978 SsoAA in Prague, applied painting, prof. Zdenko Crha; 1978-1984 AoFA in Prague, painting
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studio, prof. Jan Smetana; 1983-1984 study in France at the Ecole Nationale Superiéure des Beaux
Arts in Paris, prof. Jacques Yankel; 1984-1985 compulsory military service; 1985-1987 head of the
Department of Advertising DK CHZ in Litvinov; 1987-1993 free profession; 1994-1997 chairman
of UoVAoUR, member of the board of UoVA CR; 1993-1994 special assistant at the Institute of Art
Culture (I0AC) JEPU in Usti nad Labem; 1994-currently head of the Drawing and Painting Studio;
1995-1997 deputy director of the IoAC JEPU; 1997-2001 director of the lIoAC JEPU; 1998 habilitati-
on; 2001-2007 dean of the Faculty of Applied Arts and Design JEPU in Usti nad Labem; 2007-2011
vice-dean of the Faculty of Art and Design JEPU in Usti nad Labem; 2011-currently vice-rector of the
JEPU. Solo exhibitions (selection from 2008): 2008 Dubi, Design Exhibition Hall FoFAaD, Angels,
pilgrims, lovers; Ceska Lipa, Jidelna gallery, Landscape with a low-pressure area; Dresden / Germa-
ny, Dreikénigskirche, Etwas Uber die Menschen; 2010 Most, Zlata and Stfibrna trojka gallery, Wet
paint; 2011 Praha, PRE gallery, Third life; 2013 Lany, Muzeum TGM, Pair; Klasterec n/Ohfi, Gallery
KRYT, From elsewhere. Collective exhibitions (selection from 2009): 2009 Praha, Vitavin gallery,
Mini UB; Pisek, Sladovna, 13th Intersalon AJV; Freyung / Germany, Kurhaus-Stadtgalerie, Intersalon
BBKO09; Most, Zlat trojka gallery, The First Fifty; 2010 Figurama 10 project (Banska Bystrica, Usti
nad Labem, Valencia, Pilsen); Brno Stara Li3ef, Sheffield, Grave Gallery project of K. Sedd Ligef profi-
le; Pisek, Sladovna, 14. Intersalon AJV; 2011 Figurama 11, FA CTU Prague, Arteleria; Pisek, Sladovna,
15. Intersalon AJV; 2012 Prague, Gallery critics, Technologia materialis et perceptualis.

Vladimir Svec, Rozhovor Il / Interview I, akryl na platné / acrylic on canvas,
150 x 180 cm, 2013
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Svatopluk Klimes
*1944 Praha

Vzdélani a pedagogicka praxe / Education and pedagogical experience

1959-1963 Stfedni uméleckoprimyslova Skola v Praze; 1967-1973 Akademie vytvarnych uméni
v Praze; 1973-1998 volné uméni a restaurovani nasténnych maleb; 1998-dosud pedagog na FUD
UJEP, Usti nad Labem; 2003 jmenovan docentem; 2001-2006 prodékan pro studium na FUD UJEP,
Usti n. L.; od 2013 pedagog na FUD UJEP, Usti nad Labem. Samostatné vystavy (vybér od 2009):
2013 Svatopluk Klime$ Svéceni jara - Galerie Vltavin, Praha; Svatopluk Klimes Ohen do papiru neza-
balis - Muzeum Boskovicka Synagoga maior, Boskovice; 2012 Jeden svét, tyz pro vsechny, Galerie Fr.
Drtikola, Performance: Co zbylo z Herakleita, Pfibram; 2011 Kratka pauza a soby leti dal, Galerie Cu-
ben, Falkenberg, Svédsko; Cesty z mésta, Galerie Dolmen, Praha; Jeden o voze, druhy o koze, treti...,
Muzeum a Pojizerska galerie, Semily; 2010 NaturDesign, Sametové a popelové piibéhy, Galerie Art,
Chrudim; 2009 Svatopluk Klimes: Evropanky Il / European Women II, Zapadoceska galerie v Plzni, vy-
stavni sin 13, Plzen; Regeneration, son@father.org, Svatopluk Klime$ /CR/ a Markus Hiesleitner /A/,
Galerie Doubner, Praha; Ohen-papir-platno, kostel sv. Marka, Sobéslav. Skupinové vystavy (vybér
od 2009): 2013 Element F - fotografie a uméni v druhé pol. 20. stoleti, Moravska galerie, Brno; Dvacet
s UB, Galerie N, Jablonec; Doma, Galerie F. Drtikola, Pfibram; 2012 Vanitas vanitatum et omnia vanitas,
Galerie Millenium, Praha; Technologia materialis et perceptualis, Galerie kritikd, paldc Adria, Praha;
Ostry vitr, Cesko-némecké vytvarné sympozium, KC Rehlovice; Ornament, Galerie Roxy / NoD, Praha;
Najlepsze prace bienndle rysunku Pilzno 2010, Muzeum Architektury we Wroclawiu, Polsko; Salon
uméni, Dox, Praha; 2011 Velocypedia, galerie NTK, Praha; Figurama Il- Artelerie, Fakulta architektury
CVUT, Praha; Krajina intimni, galerie
Rampa, FUD UJEP, Usti n. L.; Zamést
pod koberec, Cesko-némecké vy-
tvarné sympozium, KC Rehlovice;
Galerie Adlergasse und Runde Ecke,
Drazdany, Tschechisch-Deutschen
Kulturtage, Némecko; 2010 Farb-
-Marke. Zur Natur der Farbe im
politischen Raum, sympozium a vy-
stava, Galerie Adlergasse und Runde
Ecke, Drazdany, Tschechisch-Deut-
schen Kulturtage, Némecko; Pocta
B. Reinkovi, Galerie vytvarného
uméni Havli¢ckiv Brod; Z kola ven,
Cesko-némecky workshop s vysta-

Svatopluk Klimes, Spontanni tanecky A, B / Spontaneous Dancing A, B,
312 papir, popel, ohen / paper, ash, fire, 200 x 150 cm, 2013



vou, Rehlovice; Wie war mit Kain und Abel, Kunsterhaus Sootborn, Hamburg, Némecko; 2009 Bruch-
-Zonen, Das Prinzip Osten, Riesa Efau Kultur Forum Dresden, Némecko; Jak to bylo a Kainem a Abe-
lem, Galerie kritikd, Palac Adria, Praha; Vé¢na pomijivost, UB a SeveroCeska galerie vytvarného uméni
v LitoméFicich, kostel Panny Marie; Stopy ohné, GVU - Diim uméni, Ostrava; Zlom - Bruch, Cesko-né-
mecké vytvarné sympozium, Rehlovice; Art safary 18 ,sametové", sochai'ské studio Bubec, Praha; mini
ub 2009, galerie Vltavin, Praha. « 1959-1963 Secondary Technical School of Art in Prague; 1967-1973
Academy of Fine Arts in Prague; 1973-1998 free artistry and mural restoration; since 1998 teacher at
the FoAaD JEPU, Usti nad Labem; 2003 named associate professor; 2001-2006 vice-dean for studies
at the FoAaD JEPU, Usti n. L.; Since 2013 teacher at the FoAaD JEPU, Usti nad Labem. Solo exhibiti-
ons (selection since 2009): 2013 Svatopluk Klimes Sanctification of Spring - Vltavin gallery, Prague;
Svatopluk Klimes You Can’t Wrap Fire With Paper - Boskovicka Synagoga maior museum, Boskovice;
2012 One World, Same For Everyone, Fr. Drtikol gallery, Performances: What Is Left of Héraklés, PFi-
bram; 2011 A Short Brake and the Reindeer Fly Again, Cuben gallery, Falkenberg, Sweden; Paths From
the City, Dolmen gallery, Prague; Talking Cross Purposes, Museum and Pojizerska Gallery, Semily;
2010 NaturDesign, Velvety and Ashen Stories, Art gallery, Chrudim; 2009 Svatopluk Klimes: Euro-
pean Women II, West Bohemia Gallery in Pilsen, exhibition hall 13, Pilsen; Regeneration, son@father.
org, Svatopluk Klimes$ /CZ/ and Markus Hiesleitner /A/, Doubner gallery, Prague; Fire-Paper-Canvas,
St. Mark Church, Sobéslav. Collective exhibitions (selection since 2009): 2013 The F Element - Pho-
tography And Art During the Second Half of the 20th Century, Moravian Gallery, Brno; Twenty with
UB, N gallery, Jablonec; At Home, F. Drtikol gallery, Pfibram; 2012 Vanitas vanitatum et omnia vanitas,
Millenium gallery, Prague; Technologia materialis et perceptualis, The Critics’ gallery, Adria palace,
Prague; Sharp Wind, The Czech and German Art Symposium, KC Rehlovice; Ornament, Roxy gallery /
NoD, Praha; Najlepsze prace bienndle rysunku Pilzno 2010, Muzeum Architektury we Wroclawiu, Po-
land; Art Salon, Dox, Praha; 2011 Velocypedia, NTK gallery, Prague; Figurama Il- Arteleria, Faculty of
Architecture, CTU Prague; A Landscape Intimate, Rampa gallery, FoAaD JEPU, Usti n. L.; Swipe It Under
the Carpet, The Czech and German Art Symposium, KC Rehlovice; Adlergasse und Runde Ecke gallery,
Dresden,- Tschechisch-Deutschen Kulturtage, Germany; 2010 Farb-Marke. Zur Natur der Farbe im
politischen Raum, symposium and exhibition, Adlergasse und Runde Ecke gallery, Dresden,- Tsche-
chisch-Deutschen Kulturtage, Germany; A Tribute to B. Reink, Gallery of Fine Arts in Havlickiv Brod;
Throw Him Out, The Czech and German Workshop and exhibition, Rehlovice; Wie war mit Kain und
Abel, Kunsterhaus Sootborn, Ham-
burg, Germany; 2009 Bruch-Zonen,
Das Prinzip Osten, Riesa Efau Kultur
Forum Dresden, Germany; The Story
of Cain and Abel, The Critics’ Galle-
ry, Adria palace, Prague; The Eternal
Transience, UB and The North Bohe-
mian Gallery of Fine Arts in Litomé-
fice, Church of Virgin Mary; Traces
of Fire, GVU - Art House, Ostrava;
Zlom - Bruch, The Czech and Ger-
man Art symposium, Rehlovice; Art
safary 18 ,velvety“, sculpture studio
Bubec, Prague; mini ub 2009, Vita-
vin gallery, Prague.

Svatopluk Klimes, Spontanni tanecky C, D / Spontaneous Dancing C, D,
papir, popel, ohen / paper, ash, fire, 200 x 150 cm, 2013 313



Martin Kuris
*1973 Kutna Hora

Vzdélani a pedagogicka praxe / Education and pedagogical experience
1988-1992 studia na gymnaziu v Praze; 1994-1999 studia na AVU v Praze obor
malba; 1999-2001 uéitel v ZS Vernefice, vytvarna vychova a piirodopis; 2001-2005
pedagog na PF UJEP v Usti nad Labem; 2005-dosud pedagog na FUD UJEP v Usti nad
Labem; 2006-2007 studia na DAMU v Praze obor scénografie KALD; 2007-dosud dok-
torské studium, obor teorie vytvarné vychovy, téma - Uplatnéni loutkového divadla
ve vychové a vzdélavani. Samostatné vystavy (vybér): 2009 Némecko, Wunsiedel,
Der Trauliger Fischerman; 2010 Rabasova galerie, Rakovnik, Navarana; Galerie F.
Drtikola, Pfibram, Pfibéhy; Ambit VLM, Ceska Lipa, Smutny rybar a jiné pohadky;
Galerie Ceské pojistovny, Praha, Navarana. Kolektivni vystavy (vybér): 2009 Brno,
DUm uméni mésta Brna, Formaty Transformace 89-09; 2010 Sex extrémné libezny,
Galerie XXL, Louny; 2012 Figurama, CVUT Praha a Leti$té Praha, Terminal Il. Zastou-
peni ve shirkach: Mudima Il, Milan, THIBAULT Jana a Xavier-Orleans, NG Praha, AJG,
Hluboka n/Vitavou, Stfedoceska galerie Praha, GMU Roudnice n/L, fada soukromych
sbirek. ¢ 1988-1992 study at high school in Prague; 1994-1999 study at the AoFA in
Prague, painting; 1999-2001 teacher at the Vernefice primary school, art education
and biology; 2001-2005 teacher at the FoE JEPU in Usti nad Labem; 2005-until now
teacher at the FoAaD JEPU in Usti nad Labem; 2006-2007 study at the AoPA in Prague,
stage design, DoAaPT; 2007-until now doctoral studies, Art Education Theory, subject
- Using puppet theatre in education. Solo exhibitions (selection): 2009 Germany,
Wunsiedel, Der Trauliger Fischerman; 2010 Rabas gallery, Rakovnik, Navarana; F. Dr-
tikol gallery, Pfibram, Stories; Ambit VLM, Ceska Lipa, The Sad Fisherman and Other
Fairytales,; Ceska pojistovna gallery, Prague, Navarana. Participation on collective
exhibitions (selection): 2009 Brno, City Art House Brno, Formats of Transformation
89-09; 2010 Sex Extremely Pleasant, XXL gallery, Louny; 2012 Figurama, CTU Prague,
May - June Prague Airport, Terminal Il., kat. Participation in collections: Mudima
Il, Milano, THIBAULT Jana and Xavier-Orleans, NG Prague, AJG, Hluboka n/Vitavou,
Gallery of Central Bohemia Prague, GMU Roudnice n/L, many private collections.

314



Martin Kuris, Z cyklu Navarana / From the Navarana series,
olej na platné / oil on canvas, 120 x 100 cm, 2010
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Zuzana Kubelkova, uhel a akryl na papife / charcoal and acrylic on paper,
110 x 150 cm, 2012
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Martin Opl, akryl na papifre / acrylic on paper, 90 x 150 cm, 2013
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Sona Dermekova, uhel a akvarel na papitre / charcoal and watercolor on paper,
90 x 140 cm, 2013
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Sona Dermekova, uhel na papire / charcoal on paper, 90 x 140 cm, 2013
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Eva Vopelkova, uhel na papire / charcoal on paper, 100 x 170 cm, 2013
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Eva Vopelkova, uhel na papire / charcoal on paper, 170 x 100 cm, 2013
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Sarka Vackarova, uhel a akryl na papiie / charcoal and acrylic on paper,
110 x 150 cm, 2013
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Martin Opl, uhel na papire / charcoal on paper, 120 x 70 cm, 2013
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Veronika Hanzlikova, uhel na papire / charcoal on paper, 120 x 150 cm, 2013
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Veronika TilSerova, pastel na papife / pastel on paper, 95 x 130 cm, 2013
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Martin Opl, 2x, akryl na platné / acrylic on canvas, 100 x 100 cm, 2013
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Jaroslava Cejnarova, 2x, linoryt / linocut, 21 x 30 cm, 2013

328



329






Hungarian University of Fine Arts in Budapest e
rector e

/ Head of the Department of

Artistic Anatomy and Geometry and Projection, university professor e

/ Assistant professor, main lecturer e

/ Associate professor e / Associate pro-

fessor e / Associate professor e
/ Teaching assistant e / Teaching assistant

/ Department of Artistic Anatomy and Geometry and Projection,
Hungarian University of Fine Arts, Budapest
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je predni uméleckou univerzitou v Ma-
darsku. Jeji pfedchidce, madarska kralovska ucfiovska skola kresleni a ucitelstvi byla
zalozena v roce 1871 a v roce 1908 prejmenovana na Narodni madarskou kralovskou
akademii vytvarnych uméni. Budova byla obnovena do své puvodni krasy v letech 1997
az 1998. Restaurovani zahrnuje fasadu se sgrafitovymi portréty Bramanteho, Miche-
langela a Leonarda da Vinci, rektorskou chodbu a mnoho vnitfnich dekoraci. Jen par
minut od hlavni budovy se nachazi aredl péti budov Epreskert, z nichz kazda obsa-
huje ateliéry a studia. V roce 1882 se jednalo o hlavni malifskou Skolu a je nedilnou
soucasti Ustavu od roku 1921. Mezi dal$i mista univerzity patfi dim Feszty a Katedra
intermédia, které jsou blizko Epreskertu. Dnes zakladni vysokoSkolské vzdélani zahr-
nuje pét akademickych let. Studenti mohou ziskat magistersky titul (MA) spolu s di-
plomovanym umélcem v ndsledujicich oborech: malifstvi, sochafstvi, grafika, graficky
design, jevistni a kostymni design, restaurovani, medialni uméni, a volitelné diplom
v oboru vizualniho vzdélavani/ucitelstvi. Studenti se mohou zucastnit doktorského
studijniho programu. Trilety doktorsky program je zakoncen DLA titulem (obdoba
Ph.D.) v oboru malifstvi, sochafstvi, grafika, graficky design, intermédia a restaurovani.

V soucasné dobé je predmét anatomie/prostorova analyza povinny pro vsechny
studenty 1. a 2. ro¢niku Univerzity vytvarnych uméni. V prvnim roce se studium sou-
stfedi na kosterni struktury, zatimco druhy rocnik se zaméfuje na souvisejici funkci
svalového systému. Ndasledna vyuka prostorové analyzy pripravuje umélce na vyzvy,
které predstavuje perspektiva, kompozice a postoj. Navic jsou k dispozici volitelné
lekce pro dalsi intenzivni studium a praxi. Lekce obecné zahajuji pfednasky o odbor-
nych tématech, ve kterych je stejné jako pfi SirSim zkoumani déjin uméni a kultur-
nich kontextl kladen ddraz na vizudlni a video prezentace. Druhy rok studenti okon-
¢i zavérecnymi zkouSkami navrzenymi k posouzeni jejich teoretickych a praktickych
znalosti. Pro praktickou praci, ktera se obvykle kona ve ¢tyrhodinovych lekcich, jsou
k dispozici dvé samostatné ucebny. Kazda dilna je vybavena velkymi tabulemi pro vy-
tvareni kiidové kresby a vyuka zahrnuje pouziti Zivych modeld, stejné jako materilt
z nasi trvalé kolekce.

is the main art university in Hungary.
Its predecessor, the National Hungarian Royal Model Drawing Apprenticeship School
and Draughtsmanship Teacher Training School was founded in 1871 and in 1908,
renamed as the National Hungarian Royal Academy of Fine Arts. The building was
restored to its original beauty in 1997/98. The restoration includes the facade with
sgrafitto portraits of Bramante, Michelangelo and Leonardo da Vinci, and also the Re-
ctor‘s corridor and numerous internal decorations. Only a few minutes from the main
building, Epreskert consists of five buildings each containing studios. It was founded
as a master painter school in 1882 and has been an integral part of the institute
since 1921. The other sites of the University, the Feszty House and the Intermedia
Department, can be found close to the Epreskert. Today, the basic university training
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comprises 5 academic years. Students may obtain a Master of Arts (MA) university
degree with a Artist's diploma in the following branches: painting, sculpture, graphic
art, graphic design, stage and costume design, restoration, media art, with an optional
Visual education / teacher’s diploma. Students may attend the doctoral programme.
The three-year doctoral programme leads to the DLA degree (Practical PhD) in the
fields of painting, sculpture, graphics, graphic design, intermedia, and restoration.

DEPARTMENT OF ARTISTIC ANATOMY AND GEOMETRY AND PROJECTION

Currently, the subject of anatomy/spatial analysis is compulsory for all 1st and 2"
year students at the University of Fine Arts. Studies of the first year concentrate on the
skeletal structure while the second year focuses on the related function of the muscu-
lar system. It is here that lessons in spatial analysis expose artists in training to the
challenges presented by perspective, composition and posture.In addition, optional
lessons are available for more intensive study and practice. Lessons generally begin
with lectures on specialised subject matters as well as a broader examination of art
history and cultural contexts, with an equal emphasis placed on slide and video pre-
sentations. Students complete their second year with final exams designed to measure
their theoretical and practical knowledge. Two separate classrooms are available for
practice work, which usually takes place in 4-hour sessions. Each workshop is equip-
ped with large wallboards for creating lifesize chalk drawings and settings include the
use of live models as well as materials from our permanent collection.

Tamas Csorgo, papir, tuzka / paper, pencil, 70 x 50 cm, 2012
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Frigyes Konig

*1955

Frigyes Kénig, akvarel / watercolour, 20 x 30 cm, 2011
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Adam Albert, per-
spektivni skfinka /
perspective cabinet,
kombinovana technika
/ mixed media,

196 x 84 x 94 cm,
2011

Adam Albert

*1975
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Tibor Kiss

*1955
Tibor Kiss, papir, tuzka / paper, pencil, 14 x 14 cm, 1985
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Laszld Kacser
*1964

Laszl6 Kacser, papir, smisSena technika / paper, mixed
media, 157 x 89 cm
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Gyula Funtak

*1967

Gyula Funtak, papir, tuzka / paper, pencil, 25 x 35 cm,
2012
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Zoltan Csordas
*1970

Zoltan Csordas, papir, tuzka / paper, pencil,
30 x 40 cm, 2012
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Gabor Véssey
*1948

Gabor Véssey, papir, pastel / paper, pastel,
50 x 70 cm, 2005
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Tamas Csorgo, papir, kfida / paper, chalk, 70 x 50 cm, 2013
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Noémi Mondik, papir, kiida / paper, chalk, 50 x 70 cm, 2012
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Réka Vidra, papir, kfida / paper, chalk, 50 x 70 cm, 2012
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Tamas Csorgo, papir, tuzka / paper, pencil, 70 x 50 cm, 2012
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Tamas Csorgo, papir, tuzka / paper, pencil, 70 x 50 cm, 2011
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FAKULTA RESTAUROVANI UNIVERZITY
PARDUBICE

doc. akad. mal. TOMAS LAHODA -
vedouci Ateliéru vytvarné pripravy akad. soch.
JAROMIRA NEMCOVA - asistentka Ateliéru vytvarné pripravy
MgA. PAVEL HOSEK - asistent Ateliéru vytvarné pripravy
MgA. LUKAS TUMA - asistent Ateliéru vytvarné

pripravy
Ateliér vytvarné pripravy, Fakulta restaurovani Univerzity Pardubice
Jiraskova 3, 570 01 Lito-
mysl, CZ, tel.: +420 466 036 590, fax: +420 461 612 565

www.upce.cz/fr/index.html
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Ateliér vytvarné pripravy Fakulty restaurovani je zaméren na specifické potreby
budoucich restauratort ve ¢tyfech specializovanych oborech - Ateliér restaurovani
nasténné malby a sgrafita, Ateliér restaurovani kamene, Ateliér restaurovani a kon-
zervace uméleckych dél na papiru a souvisejicich materialech a Ateliér restaurovani
papiru, knizni vazby a dokumentd. Vyuka zahrnuje kresebnou, grafickou, malifskou
a sochafskou pfipravu s ohledem na specifika a charakter téchto oboru. Jejim tkolem
je procviceni a zvladnuti zakladl riznych technik a materialt v souvislosti s realis-
tickou kresbou, malbou a modelaci. VSichni studenti pfijati do prvniho ro¢niku ab-
solvuji nejprve kurz cviceni kresby a malby na uvodnim plenéru. Individualni rozvoj
vytvarného, kompozi¢niho a barevného citéni je pak dale procvicovan na ukolech ve
vytvarnych technikach jako akvarel, tempera, kvas, pastel, al fresco. Procvicuji se za-
klady perspektivy, vystizeni charakteru materialt, objemt hmoty, znazornéni pro-
storu, pusobeni valérQ, barevnych a kompozi¢nich vztahd. Studenti se vénuji kresbé
a malbé zatisi, portrétu podle zivého modelu a aktu v Zivotni velikosti. Technologic-
ka vytvarna pfiprava je pokracovanim predchozi vyuky, rozsifena o uziti maximalni
Skaly prislusnych materiald, cilend k pfipravé restauratorské cinnosti. Jeji soulasti
je teoretické i praktické zvladnuti technologie pfipravy podloZek. Nedilnou soucasti
vytvarné pripravy je i prohlubovani schopnosti cetby historického vytvarného dila, jak
z hlediska formdlniho, tak obsahového a technologického, a v souladu s teoretickymi
disciplinami cviceni ve schopnostech zarazeni konkrétniho dila do SirsSiho kontextu
uméleckého, technologického a historického. Cilem je prohlubovani citu pro barvu,
kompozici, prostor, hmotu, ale také rukopis a vytvarny charakter dél riznych autord.
Postupné se vytvarna pfiprava diferencuje podle potfeb jednotlivych obort. Pro obory
zabyvajici se restaurovanim papiru, knih a uméleckych dél na papirové podlozce jes-
té pristupuje prakticka a teoretickd vyuka jednotlivych grafickych technik, kaligrafie
a iluminace. Soucasti vytvarné pripravy restauratort socharskych dél je také prace
v kameni, zhotovovani forem, kopii z umélého kamene a umélého mramoru. Studijni
plan vytvarné pfipravy je doplnén ateliérovym cvi¢enim kresby formou tzv. vecerniho
aktu.

Studio of Art Preparation at the Faculty of Restoration focuses on the specific needs
of future restorers in four specialized studios - Studio of Restoration of Wall Painting
and Sgraffito, Studio of Restoration of Stone, Studio of Restoration and Conservati-
on of Artworks on Paper and Related Materials and Studio of Restoration of Paper,
Bookbinding and Documents. The classes include drawing, graphics, painting and
sculpture preparation with regard for the specifics and characteristics of these areas.
It aims to exercise and manage the basics of different techniques and materials in
relation to realistic drawing, painting and modeling. All admitted first year students
attend the class of drawing and painting exercises. The individual development of
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artistic, compositional and color perception is then further exercised in art techniques
such as watercolor, tempera, gouache, pastel or fresco. The exercises include basics
of perspective, depiction of material characteristics, matter volume, space, effects of
value and color and compositional relationships. The students engage in drawing and
painting of still life, portrait based on a live model and life-sized nudes. The techno-
logical artistic preparation is a continuation of previous classes, expanded upon by
adding the information on using the maximum scale of given materials, meant to pre-
pare the students for their restorative work. It includes both theoretical and practical
management of surface preparation technology. An inseparable part of art prepara-
tion is also the deepening of the ability to read the historical value of artwork, both
from the view of the form and subject and technology, and in accordance with the
theoretical disciplines of exercising the ability to put a given artwork into the broader
artistic, technological and historical context. The aim is to deepen the ability of per-
ceive the sense of color, composition, space, matter, but also of penmanship and the
artistic characteristics of different artists. Gradually, the art preparation differentiates
according to the needs of the specific areas of expertise. For areas interested in paper,
books and paper-based restoration then come both practical and theoretical classes
on individual graphics techniques, caligraphy and illumination. The art preparation of
restorer’s also includes working with stone, making molds, copies from artificial stone
and from artificial marble. The course of study of art preparation is combined with the
studio exercises of drawing in the form of the so-called evening nudes.
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Tomas Lahoda
*1954 Praha

Vzdélani a pedagogicka praxe / Education and pedagogical experience
1973-1979 Akademie vytvarnych uméni, Praha; 2007-2012 Vedouci ateliéru Malba I.
na FaVU VUT Brno; 1993-1998 Vedouci ateliéru Malba na Jutské Akademii vytvarnych
uméni, Arhus, DK; 2002 Nasténna malba ,Pilulky”, fasada nemocnice v Bfeclavi; 1996
Design interiéru restaurace Café Karen Blixen na letisti Kastrup v Kodani, Dansko.
Samostatné vystavy (vybér za poslednich 5 let): 2013 Obrazy, Galerie mésta Plzné;
2012 From Nothing, Noorus Gallery, Tartu, Estonsko; Organza (Ad Paintings), Nit-
rianska galéria, Nitra, Slovensko; 2011 Ad Paintings, Galerie U Dobrého pastyre, Brno;
Deer Paintings, Gallery De Buck, Gent, Belgie; 2010 Ad Paintings, Backyard Gallery,
bér): 2013 Muzeum moderniho uméni, Esbjerg, DK; 2011 Lovu zdar!, Nitrianska ga-
léria, Nitra, SK; Plocha, hloubka, prostor, Moravska galerie Brno. Zastoupen: Narodni
galerie Praha; Museum Wurth, Némecko; Moravska galerie, Brno; Soro Kunstmuseum,
Déansko; Esbjerg Kunstmuseum, Dansko; Kunst pa Arbejdspladsen, Kodan, Dansko;
Gentofte Kunstbibliotek, Kodan, Dansko; Muzeum Klatovy, Sbhirka UPS, USA; Wanieck
gallery, Brno, Shirka Clarion. Performance: 1997-2002 Rada performanci s danskou
performacni skupinou Hotel Pro Forma, mj. na festivalech v Rakousku, Némecku, Nor-
sku, Svédsku, Dansku, Japonsku, Mexiku, Skotsku, Francii, Belgii, www.lahoda.com. «
1973-1979 Academy of Fine Arts, Prague; 2007-2012 Head of the Painting Studio I. at
FoFA BUT Brno; 1993-1998 Head of Painting Studio at Jutland Academy of Fine Arts,
Arhus, DK; 2002 Mural “Pills®, Bfeclav hospital facade; 1996 Restaurant Café Karen
Blixen at Kastrup airport in Copenhagen interior design, Denmark. Solo exhibitions
(selection from the past 5 years): 2013 Paintings, Town Gallery Pilsen; 2012 From
Nothing, Noorus Gallery, Tartu, Estonia; Organza (Ad Paintings), Nitra gallery, Nitra,
Slovakia; 2011 Ad Paintings, U dobrého pastyre gallery, Brno; Deer Paintings, Gallery
De Buck, Gent, Belgium; 2010 Ad Paintings, Backyard Gallery, Copenhagen; 2009 Ad
Paintings, Sypka gallery, Valasské Mezirici. Collective exhibitions (selection): 2013
Museum of Modern Art, Esbjerg, DK; 2011 Tally ho!, Nitra gallery, Nitra, SK; Area,
Depth, Space, Moravian gallery Brno. Represented in: National Gallery Prague; Muse-
um Wurth, Germany; Moravian gallery, Brno; Soro Kunstmuseum, Denmark; Esbjerg
Kunstmuseum, Denmark; Kunst pa Arbejdspladsen, Copenhagen, Denmark; Gentofte
Kunstbibliotek, Copenhagen, Denmark; Klatovy Museum, UPS Collection, USA; Wa-
nieck gallery, Brno, Clarion Collection. Performances: 1997-2002 A series of perfor-
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mances with Danish performance group Hotel Pro Forma, i.e. at festivals in Austria,
Germany, Norway, Sweden, Denmark, Japan, Mexico, Scotland, France, Belgium, www.
lahoda.com.

Tomas Lahoda, Organza, akryl na platné / acrylic on canvas, 100 x 100 cm, 2012
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y a4 o
Lukas Tuma
*1976 Jihlava

Vzdélani a pedagogicka praxe / Education and pedagogical experience
Studia: 1990-1994 Skola uméleckych femesel Brno (obor propagacni a uzitd mal-
ba); 1994-2000 Akademie vytvarnych uméni Praha (Grafika I, prof. Lindovsky, Socha
Il, prof. Zeithamml); od roku 2004 ¢len Sdruzeni ¢eskych umélcd a grafiki HOLLAR.
Ceny: Hlavni cena v kategorii tisku z hloubky za graficky list ,Velky mrak“, soutéz
Grafika roku 2012. Pedagogické plisobeni: 1995-2000 SUSG Jihlava, vyuka Vytvarné
pripravy a navrhovani - vyuka kresby a malby; 2002-2005 IRKT Litomysl, asistent Ate—
liéru vytvarné pripravy - vyuka kresby; od 2005 Fakulta restaurovani UPa, asistent Ate—
liéru vytvarné pripravy - vyuka kresby a grafickych technik. Vystavy spolecné (vybér):
2011 Artelerie, Fakulta Architektury CVUT, Praha; 2012 Artelerie, Fakulta Architektury
CVUT, Praha; 2012 Kompot, Botanicka zahrada, Praha Albertov; 2012 Artelerie, Ru-
zyné letisSté, Praha; 2012 Industrial, Svétovar, Plzen; 2012 Komorni grafika, Galerie
Hollar, Praha. Samostatné vystavy (vybér): 1999 Cty¥i v jednom, (spolu s J. Kyvalou,
P.Pecinou aJ. Sodomkou) galerie AVU, Praha; 2006 ,Lodyha“, (spolu s J. Kyvalou, P. Pe-
cinou a J. Sodomkou) studio Pamét, Praha; 2007 Grafiky a plastika, Galerie Univerzi-
ty Pardubice, Pardubice; 2012
,Cesty”, Grafika, Museum Jo-
sefa Vdchala, Litomysl; 2013
LKrajinosti“ (spolu s J. Horac-
kem a J. Kyvalou), Libenska
synagoga, Praha; 2013 ,Mezi
zatisSim a krajinou®, Divadlo
Komedie, Praha. « Educati-
on: 1990-1994 School of Ap-
plied Arts Brno (Advertising
and Applied Painting); 1994-
2000 Academy of Fine Arts
in Prague (Graphics Design I.,
prof. Lindovsky, Sculpture Il.,
prof. Zeithamml); since 2004
member of the Association
of Czech Graphic Artists HOL-
LAR. Awards: First prize

Lukas Tama, Stromy / Trees, ¢arovy lept, kombinovana technika tisku
/ line etching, mixed print techniques, 61 x 66 cm, 2012
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in Engraving for the sheet graphics “Big Cloud”, Graphics Design of the Year 2012.
Teaching career: 1995-2000 SGAS Jihlava, Artistic Preparation and Draft - drawing
and painting; 2002-2005 IoRaCT Litomysl, assistant at the Artistic Preparation Studio
- drawing; Since 2005 Faculty of Restoration, UoP, assistant at the Artistic Preparati-
on Studio - drawing and graphics design techniques. Collective exhibitions (selec-
tion): 2011 Artelery, Faculty of Architecture CTU, Prague; 2012 Artelery, Faculty of
Architecture CTU, Prague; 2012 Compote, Botanical garden, Prague - Albertov; 2012
Artelery, Ruzyné airport, Prague; 2012 Industrial, Svétovar, Pilsen; 2012 Chamber
Graphics Design, Hollar gallery, Prague. Solo exhibitions (selection): 1999 Four in
One, (together with J. Kyvala, P. Pecina and J. Sodomka), AFA Gallery, Prague; 2006
Stalk, (together with J. Kyvala, P. Pecina and J. Sodomka) studio Pamét, Prague; 2007
Graphics and sculpture, Gallery of the University of Pardubice, Pardubice 2012 Paths,
Graphics, Muzeum Josef Vachal, Litomysl 2013 Landscapings, (together with J. Hora-
cek and J. Kyvala), Liben synagogue, Prague; 2013 “Between Still Life and Landscape”,
Comedy Theatre , Prague, http://www.lukastuma.cz.

Lukas Tama, Velky mrak / A Great Cloud, ¢arovy lept, kombinovana technika
/ line etching, mixed technique, 61 x 66 cm, 2012
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Jaromira Némcova
*1959 Praha

Vzdélani a pedagogicka praxe / Education and pedagogical experience
1980-1986 Akademie vytvarnych uméni v Praze (socharsky ateliér prof. Hanzi-

ka); od 2002 vyucuje na Fakulté restaurovani Univerzity Pardubice (dfive Institut re-

staurovani a konzervacnich technik v Litomysli). Vystavy samostatné (vybér): 1999

Praha, Galerie Roxy (s P.

Kralikem); 1999 Trut-

nov, Galerie (s M. Jirovou

a L. Wilhelmovou); 2002

Viden, Ceské centrum,

Drevéna plastika a grafi-

ky; 2002 Liberec, Naivni

divadlo, Grafiky a obra-

zy; 2003 Litvinov, Gale-

rie Modry hrozen; 2007

Liberec, Oblastni galerie,

Grafiky. Vystavy spo-

le¢né (vybér): 2010 Neni

plotna jako plotna, grafi-

ka, Havli¢kliv Brod, Ceské

Budéjovice, Pribram; 2012

Hledani ztraceného mista,

autorské knihy, Ceské Bu-

déjovice. Ucast na sym-

poziich (vybér): 1999

Zdar nad Sazavou, Dre-

véna plastika 99, plastika

Ram; 2003 Dobfrichovice,

Cesta mramoru, plastika

Ladan a Lale; 2004 Lit-

vinov, Mezniky pameéti,

park u Valdstejnské kaple,

plastika Ruhe; 2008 Sta-

novice u Kuksu, kFfizova

Jaromira Némcova, Kalvarie I. / Calvary I., kombinovana technika
tisku / mixed print technique, 100 x 70 cm, 2013
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cesta Pribéh utrpeni a nadéji, plastika Brana nadéje. « 1980-1986 Academy of Fine
Arts in Prague (Sculpture studio, prof. Hanzik); Since 2002 teacher at the Faculty of
Restoration, University of Pardubice (before that the Institute of Restoration and Con-
servation Techniques in Litomysl). Solo exhibitions (selection): 1999 Prague, Roxy
gallery (with P. Kralik); 1999 Trutnov, Gallery (with M. Jirova and L. Wilhelmova); 2002
Vienna, The Czech Center, Wooden Sculpture and Graphics Design; 2002 Liberec, Na-
ive Theatre, Graphics Design and Paintings; 2003 Litvinov, Modry hrozen gallery; 2007
Liberec, Regional gallery, Graphics Design. Group exhibitions (selection): 2010 The-
re’s Stove and Then There’s Stove, Graphics Design, Havli¢ckuv Brod, Ceské Budéjovice,
PFibram; 2012 Search for a Lost Place, authorial books, Ceské Budé&jovice. Attended
symposiums (selection): 1999 Zd'ar nad Sazavou, wooden sculpture 99, sculpture
Frame; 2003 Dobfichovice, Way of Marble, sculptures Ladan and Lale; 2004 Litvinov,
Milestones of Memory, Valdstejn Chapel park, sculpture Ruhe; 2008 Stanovice u Kuk-
su, the way of the cross A Story of Suffering and Hope, sculpture Gateway of Hope.

Jaromira Némcova, Kalvarie Il. / Calvary Il., kombinovana technika
tisku / mixed print technique, 100 x 70 cm, 2013
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Pavel HoSek
*1976 Zlin

Vzdélani a pedagogicka praxe / Education and pedagogical experience

Studium: 1995-2001 Akademie vytvarnych uméni v Praze, ateliér socha 2, prof. Jin-
dfich Zeithamml; 1991-1995 Stfedni uméleckopriimyslova skola v Uherském Hradisti,
obor sochafstvi. Ceny: 2000, 1997 Ateliérova cena AVU. Samostatné vystavy: 2011
Mezi dvefmi, Galerie vytvarného uméni v Nachodé; 2007 Satny (s Martou Hoskovou),
DGl Michal, Ostrava; 2006 Galerie Jifiho Jilka, Sumperk; 2006 Dim uméni, Ceské Bu-
déjovice; 2004 Galerie Kai de Kai, Praha; 2003 Makromolekularni Gstav, Praha. Spo-
lecné vystavy (2008-2013): 2013 Salon Litomysl; 2012 Kompot, Botanicka zahrada,
ho Salvatora, Praha; 2009 Cernobilé zlaté mésto, Topiclv salon, Praha; Vkroceni do
prostoru, chrdm Nanebevzeti Panny Marie, Most; KKVC, hrad Pecka, Hofice, Chrast,
Trutnov; MOJE EVROPA, Brusel; MOJE EVROPA, DOX Praha; 2008 Vitava 2008, Naplav-
ka, Praha; Socha 2, Nic na odiv, Katefinska zahrada, Praha; Brno art open '08, Brno.
e Education: 1995-2001 Academy of Fine Arts in Prague, Sculpture 2 studio, prof.
Jindfich Zeithamml; 1991-1995 Secondary Technical Art School in Uherské Hradisté,
sculpture. Awards: 2000, 1997 AoFA Studio Award. Solo exhibitions: 2011 In the
Door, Gallery of Fine Arts in Nachod; 2007 Dressing Rooms, (with Marta HoSkova),
Mine Michal, Ostrava; 2006 Jifi Jilek gallery, Sumperk; 2006 Art House, Ceské Bu-
déjovice; 2004 Galerie Kai de Kai, Prague; 2003 Macromolecular Institute, Prague.
Group exhibitions (2008-2013): 2013 Salon Litomysl; 2012 Compote, Botanical gar-
den, Prague; 2011 Collection 16, Rabas gallery Rakovnik; Collection 12, Holy Salvator
Church, Prague; 2009 Golden City in Black and White, Topic salon, Prague; Into Space,
Cathedral of the Assumption of Virgin Mary, Most; KKVC, Pecka castle, Hofice, Chrast,
Trutnov; MY EUROPE, Brussels; MY EUROPE, DOX Prague; 2008 Vltava 2008, Naplavka,
Prague; Sculpture 2, Nothing to Admire, Katefiny garden, Prague; Brno art open '08,
Brno, pavelhosek@centrum.cz.
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Pavel Hosek, ,Cosmic potato“, hlinikovy a médény plech, nyty, barva / aluminium
and copper sheet, rivets, color, 135 x 110 x 100 cm, 2006
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Andrea Komarkova, uhel na papire / charcoal on paper, 200 x 120 cm
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Alena Fesckeova, uhel na papire / charcoal on paper, 200 x 120 cm
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Katefina Sikolova, uhel na papiie / charcoal on paper, 200 x 120 cm
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Barbora Varejkova, uhel na papife / charcoal on paper, 200 x 120 cm
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Barbora Varejkova, uhel na papife / charcoal on paper, 200 x 120 cm
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Anonymni student, uhel na papire / charcoal on paper, 200 x 120 cm
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Jan Lhotak, uhel na papire / charcoal on paper, 200 x 120 cm
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Katefina Sikolova, uhel na papiie / charcoal on paper, 200 x 120 cm
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Anezka Beranova, suchy pastel na papire / dry pastel on paper, 200 x 120 cm
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David Svoboda, uhel a tempera na papire / charcoal and tempera on paper, 200 x 120 cm
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Barbora Varejkova, uhel na papife / charcoal on paper, 200 x 120 cm
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Radka Benzova, uhel na papire / charcoal on paper, 200 x 120 cm
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Vaclav Dousa, uhel na papire / charcoal on paper, 200 x 120 cm
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Petra Domcikova, uhel na papire / charcoal on paper, 200 x 120 cm
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Radim Studenik, uhel na papire / charcoal on paper, 200 x 120 cm
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Lukas Brotanek, uhel na papire / charcoal on paper, 200 x 120 cm
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Katefina Sikolova, tu$ na papife / indian ink on paper, 200 x 120 cm
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Anezka Beranova, tus a tempera na papifre / indian ink and tempera on paper,
200 x 120 cm
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Andrea Komarkova, uhel na papire / charcoal on paper, 200 x 120 cm
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Romana Rajtarova, uhel na papife / charcoal on paper, 200 x 120 cm
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Karel Pokorny
*1952 Znojmo

Vzdélani a pedagogicka praxe / Education and pedagogical experience
Studium: Stfedni uméleckoprumyslova Skola v Brné, 1971-1975; Akademie vy-
tvarnych uméni v Praze, 1979-1985. Habilitace: Vysoka Skola vytvarnych uméni

Karel Pokorny, Adam, majitel - Jihomoravsky kraj / owner - South Moravian region
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v Bratislavé, 2012. Personifikuje figuru do pfedmétnosti a symboliky vztaha.
Modifikuje kresebnost prostifednictvim kovu, keramiky a skla k prostorovému
vyjadfeni. Pedagogicky pusobi od roku 1993 na vysokych Skoldach. Roku 2000
na Fakulté architektury VUT v Brné zalozil ve spolupraci s VSUP v Praze mezi-
narodni projekt Figurama. Od roku 2008 vede Ustav vytvarné tvorby na Fakulté
architektury CVUT v Praze. « Education: Secondary Technical School of Art in
Brno, 1971-1975; Academy of Fine Arts in Prague, 1979-1985. Habilitation:
Academy of Fine Arts and Design in Bratislava, 2012. It personifies a figure
into the tangibility and symbolism of relationships. It modifies the drawability
using metal, ceramics and glass for spatial expressions. Since 1993 he’s an
academic teacher. In 2000 he has founded the international Figurama project
at the Faculty of Architecture of the Brno UoT in cooperation with AoFA in
Prague. Since 2008 he’s the head of the Institute of Art at the Faculty of Ar-
chitecture, CTU, Prague.

Karel Pokorny, Eva, majitel - Jihomoravsky kraj / owner - South Moravian region
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Kresba obsahuje pamét, ktera Cisti zobrazovany objekt. Nezobrazi detaily a jde
k podstaté pro zaznam informaci jako pohyb, vyraz, charakter tvaru, gesta, hmoty
nebo funkce téla. Zapominani odstranuje zbytecnosti, které nic neresi a odumrou,
jako télesnost a biologicka faze osoby. Naopak vytvafi to, co ma zustat jako uréity
otisk jeji pfitomnosti. Jde tu o nachazeni, konstatovani, vzkaz nebo vypovéd souhrn-
ného poznatku. Clovék ve skute¢nosti nitro vnima jinak, nez se snazi vyjadiovat podle
$koleni, jeZ je souhrnem zjisténi riznych lektord, ktefi si své metody pFedavaji pomoci
knih, Skol nebo pfednasek. Co vyjadfuje Skolenad kresba? Jde o zru¢nost, o pozoro-
vani, kdyz u totozného autora ma zpusob nonvizudlni kresby jisté&jsi tahy a netusené
zkratky vzeslé z jeho nitra. Srovnejme kresbu s modelem prostfednictvim vidéného
s kresbou bez modelu, haptickou nonvizualni metodou. Jde tu o prostorovou orien-
taci vyjadfovanou bez zabran, evokujici bezprostfednost détského projevu. Dospély
se chova jako dité, nebo jde o potvrzeni schopnosti ditéte vidét intuitivné, kterou si
Clovék nese cely zZivot, jen béhem dospivani ji upozadi, aby demonstroval schop-
nosti pozadované uéenim. Cistota vyjadfeni je uhranciva a néktefi si k ni nali cestu
prostfednictvim pomocnych prostfedkt. Tém ale chybi pohybova kondice potfebna
k celotélové koncentraci pro kresebné vyjadreni vedouci ke specifické esovité profi-
lové krivce, o které kreslif ani nevi, pokud se pohrouzi do vnitfniho vidéni. Sdm by se
divil, v jaké zvlastni pozici vybouleného bricha, hyzdi a chodidlového napéti se nacha-
zi. Nejsme schopni si uvédomit, co se déje vstupem dovnitf, ale kresbou to vyjadfime.
Nastava urcité ticho, které kreslife obejme, vzdyt ho zazil v [Gné matky, proto nevnima
okoli. Nedovedeme si predstavit, jak hlasity viem ma novorozenec pfi opusténi tlu-
meného IGna matky pfichodem na svét. Jaky kfik mGze byt nase Fe¢ pro ucho navyklé
slySet celoplosné v podobé rezonance spankové kosti podobné telefonovani. Poznatky
rozkryvané kresbou, nepoznané, nevidéné, tusené a prekvapivé. Rad bych pracoval
s dal3i moznosti ¢lovéka lépe poznat.

A drawing contains a memory which cleanses the depicted subject. It omits details
and taps to the very foundations to record information like movement, expression,
characteristics of shape, gestures, matter or systemic functions of the body. Such
omitting gets rid of the unnecessaries that do not deal with anything and die, such
as physical existence or biological phase of the person. On the other hand, it creates
that which should persist as a kind of imprint of its existence. We‘re talking about
finding, observing, sending messages or conveying the overall impression. A human
being understands his/her own inner self differently than he/she tries to express it
according to his/her training, formed by the sum of findings of different teachers who
exchange their methods with each other by the means of books, schools or lectures.
What does a trained drawing express? We're talking about skill, about observing, when
the non-visual drawing of the same author contains more certain strokes and non-
-expected shortcuts emerging from his inner self. Let us compare drawing of a model,
based on visual observation, with drawing without a model, executed by the means of
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a haptic, non-visual method. It‘s a spatial orientation expressed without limitations,
reminding us of the immediacy of a child‘s expression. The adult acts like a child or it
is a confirmation of the child‘s ability to observe intuitively, which remains with us the
whole life, but sometimes gets sidelined during adolescence so we could demonstrate
the abilities, demanded upon us by education. The purity of the expression is mesme-
rizing and some of us have found it by supportive means. Sadly, those lack the phy-
sical condition to utilize a full-body concentration to express themselves in drawing,
leading them to a specific S-shaped profile curve the artist is not even aware of when
he/she is immersed in his/her inner vision. The artist himself/herself would be surpri-
sed at the strangeness of his position, at the bulging shape of the belly, the buttocks,
and the tension of the soles of his/her feet that he/she finds himself/herself in. We‘re
not able to realize what happens by entering our inner world, but we can express it in
a drawing. There comes

a silence that embraces

the artist, after all, he/

she is familiar with it

from his/her mother's

womb, therefore he/

she shuts out his/her

surroundings. We can‘t

imagine the loudness

of the world, experi-

enced by the newborn

upon leaving his/her

mother‘s quiet womb

and entering our world.

What roar must our way

of talking be to an ear

accustomed to hearing

by the means of the

vibrations of a temple

bone, similar to talking

to a phone. The pieces

of knowledge, uncove-

red by drawing, unk-

nown, unseen, suspec-

ted and surprising. I‘d

very much like to use

this additional way of

discovering people.

Karel Pokorny

Zaneta Mlodzikova
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Miroslav KrejciF, 2x
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Jan Kubanek
386



Kristyna Svobodova
387



Ondfiej Pokoj
388



Eliska Miillerova
389



David Seidler
390



Eva Ondruskova
391



Barbora Kubickova
392



Lenka Milerova
393
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staty americké e« Univerzita Tomase Bati ve Zliné, Zlin, Ceska repub-
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nad Labem, Ceska republika e« Fakulta vytvarnych uméni VUT v Brné,
Brno, Ceska republika e Universidad Politecnica de Valencia, Valencia,
Spanélsko o Akadémia umeni v Banskej Bystrici, Banska Bystrica,
Slovensko ° Ostravska univerzita v Ostravé, Ostrava, Ceska re-
publika ¢ Vysoka $kola uméleckopriimyslova, Praha, Ceska republika
o Univerza v Ljubljani, Lublan, Slovinsko ¢ Akademie vytvarnych
uméni, Praha, Ceska republika « Fakulta architektury CVUT v Pra-
ze, Praha, Ceska republika e« Miami University, Miami, Spojené sta-

ty americké e Fakulta architektury VUT v Brné, Brno, Ceska republika





