Art as a Way of Exploring

Ji¥i Cernicky
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The instrument for the creation of
that world is linear perspective,
which makes us feel we can see
through the wall on which the
painting is hung.

\In European painting, the importance
of the perception of a painted image
as a window into an imaginary
three-dimensional world has been
maintained since the Renaissance.



The tension between the surface and

was challenged by Modernism, what lies underneath is the principle

- which emphasized the flatness of of a number of works by Jifi Cernicky

: the painting’s underlying surface from the last two decades. Although
(the painting support) and the he mostly does not use traditional
materiality of painting techniques. Modernist painting techniques
Here a painting is primarily what we dealing with the topic of spatiality
see, i.e., an object hanging on a wall, or flatness, we often doubt, when in
a canvas or other support covered front of his paintings, whether we are
with paint. It can be the conveyor facing them the right way. It is as if
of a scene at a second level only. they conceal rather than reveal, i.e.,
A Modernist image can provoke rather than learning from them about
various emotions or even spatial, the specific shape of the world, we
visual illusions within us, but we learn about its layers, its complicated
can always remove it from the nail or almost impenetrable structure,
without concern that it might leave and the way one perceives them.
behind a hole in the wall. Rather than a window leading out of

the room, these works try to make
a hole in our heads.



~ Although Cernicky’s works from living beings or animals. A side view

the series Dolby Painting, Internal reveals that the image area is only an
: Paintings, Prefigurations or Minimax intended interface and that the work
: may be classified as painting - after continues into the next dimension.
all, even their names refer to it - The surface of the painting serves
technically they resemble painting to convey the scene, but it is just
only occasionally. Sometimes they a perfect plane, a projection, since
put an obsessive emphasis on it simultaneously acts as a barrier
objecthood and three-dimensionality. which does not allow us to see in full
Brush strokes are often separated what is hidden underneath.
from the support, they are frozen
in three-dimensional space, For example, works from the Minimax
personalized and monumentalized 2 series look from the front like
as the basic building blocks of the paintings compiled of small white

world of the image. They represent rectangles. However, even with
expressive sculptures or even a perfect front view we sense, in
form an indoor climbing wall. the gaps of the aseptic, abstract
Cernicky’s paintings are in fact composition, the shadows of other
complex assemblages, which may colors and the presence of other
include vague electric components objects beneath this plane. From
and consumer electronics, fur, the side we can see that the white
appropriated photos and images, rectangles in the front are merely
elements of brushwork made of the bases of objects from everyday
plastic, pieces of furniture, the life, painted white: A sewing

packaging of various products, even machine, radio, birdcage, food or
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cosmetic items. In other words, if

. we look at the geometric structure
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from a different angle, we reveal

the otherwise invisible plane of the
world. The three-dimensional objects
serve here as supports of the two-
dimensional abstraction, and neither
the abstraction nor the material basis
can exist without the other.>

<We are not surprised that the texts

by Cernicky that accompany this line
of his work commemorate prominent
protagonists of Modernist art such
as Piet Mondrian or Frank Stella.

For them as well, flathess was

the basic prerequisite for creative
work, a way to emancipate art

from history and enable its future
development. Just as for Mondrian,
for Cernicky abstract painting is not
merely a decorative whole, but the
distillation of experience about the
outside world in a qualitatively higher

ﬁwith Modernism is not the only (or
even the most important) meaning of
similar works of art. As with his other
series, Cernicky is interested in the
hidden meaning of seemingly clear
objects or symbols in an alternative
reading of reality. He does not behave
like a rational researcher, he is

more like a neurotic who frantically
generates seemingly absurd
analogies and connects the hitherto
non-connectable. It seems that

with the above-mentioned painting
series there was, in the beginning,

a fascination with the nature of the
surface of the painting, a special
interface between the viewer and
the world of the image that was
followed by a look into history, into
how other artists have coped with
such properties. Cernicky’s thinking
about the flatness and surface of

the image does not lead to a further
reduction of the painting’s means

dimension. The academic dialogue

of expression, rather the opposite:
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It opens up a plethora of other
possibilities and methods which
make the universe behind the surface
of the image visible.—

LThe oeuvre of Jifi Cernicky is

internally connected by lines of long-
term continuity. Whether dealing with
paintings, objects or videos, since
the early 1990s he has unified these
processes through an emphasis on
the narration or genesis of projects

in the field of performance. This

free dialogue with art history is an
element which has emerged in the
whole of Cernicky’s work only with
this last project, but its roots can

be found deep in the past. It serves
as a means of discovery, as a tool

for identifying features of art and

the outside world. It does not lead

to a single outcome, but on the
contrary extends the field of potential

Umeéni jako zptisob
objevovani

V evropském maliFstvi sise od renesance
udrZuje dileZitost vniméani malovaného obrazu
jako okna do imaginarniho trojrozmérného
sveéta. Nastrojem k jeho vytvoreni je linearni
perspektiva, s jejiz pomoci mame dojem, Ze
vidime skrz sténu, na které malba visi. Proti této
iluzivnosti malirstvi se postavil modernismus,
zdUraziiujici plochost malitské podloZky

a materidlnost malifskych postupl. Malba je

v prvni Fade to, co vidime, tj. objekt visicina
zdi: platno nebo jind podloZzka pokryta barvami.
Teprve v roving druhé miZe byt nositelem
vijevu. Modernisticky obraz v nas miZe
vyvolavat riizné emoce ¢i dokonce prostorové
zrakové klamy, ale vZdy ho miZeme sundat

z hiebiku bez obavy, Ze po ném zistane otvor do
zdi.

Napéti mezi povrchem a tim, co se skryva pod
nim, je i principem ¥ady d&l Ji#iho Cernického

z poslednich dvou dekad. Vétsinou sice nepouziva
tradiéni modernistické malirské techniky
tematizujici prostorovost ¢i plochost, ale pred
jeho obrazy ¢asto zazivame pochybnosti, zda jsou
k ndm otoCeny spravnou stranou. Jako kdyby
toho vice skryvaly, nez odkryvaly, respektive
vice nez o konkrétni podobnépodobé svéta se

z nich dozvidame o jeho vrstveni, slozité az
neproniknutelné struktute, a zplsobech, kterym
je ¢lovék vnima. Spis nez okno ven z mistnosti se
tato dila snazi probourat diru do nasi hlavy.

I kdy# 1ze Cernického préce ze sérii Dolby malba,
Vnit¥ni malby, Pfedobrazy nebo Minimax radit
mezi malbu — odkazuji k tomu ostatné i jejich
nazvy —-, technicky malbu pfipominaji jen
n8kdy. Je v nich aZ obsesivng kladen dlraz na
objektovost a trojrozmérnost. Tahy St€tcem

jsou Casto odd€lené od podlozky, zatuhlé

v trojrozmérném prostoru, individualizované

a monumentalizované jako zdkladni stavebni
prvky svéta obrazu. Predstavuji spiSe expresivni
socharska dila nebo dokonce vytvarejl
indoorovou lezeckou st&nu. Cernického

obrazy jsou ve skuteé¢nosti komplikované
asamblaZe, jejichZ soucasti mohou byt neurcité
elektrosoucastky a spotrebni elektronika,

srst, apropriované fotografie a obrazy, z plastu
vyvedené elementy malitfského rukopisu, kusy
nabytku, obaly riznych vyrobkd, nebo dokonce
zivé bytosti ¢i zvirata. Pohled z boku prozradi, ze
plocha obrazu je jen mySlenym rozhranim a dilo
ma své pokracovani do dalsich dimenzi. Plocha
malby slouzi jako nositel vijevu, ale je to jen
idedlni rovina, primét, jeliko? soudasné pisobi

i jako bariéra, ktera nam neumoznuje plné vidét

Dila se série Minimax 2 napriklad z pohledu
zepredu vypadaji jako obrazy seskladané

z men&ich bilych obdélnikd. I p¥i dokonalém
¢elnim pohledu ale v mezerach aseptické
abstraktni kompozice tusime stiny barev

a p¥itomnost dalgich objektd pod touto rovinou.

Z boku pak vidime, Ze ¢elni obdélniky jsou
jenbile nabarvenymi podstavami pfedmé&td

z bézného zivota: Siciho stroje, radia, klece na
ptaka, potravin nebo drogistického zbozi. Jinymi
slovy podivame-li se na geometrickou skladbu

z jiného Ghlu, odkryva nam jinak neviditelnou
rovinu svéta. Trojrozmérné predméty tu slouzi
jako podpéra dvojdimenzionalni abstrakce,
pri¢emz abstrakce ani hmotna zakladna nemohou
existovat jedna bez druhé.

Neprekvapi nas, ze ve svych textech, jimiz Jiri
Cernicky doprovazi tuto linii své prace, jsou
pripominani hrdinové modernistického uméni
Piet Mondrian nebo Frank Stella. I pro né byla
plochost zadkladnim p¥edpokladem tvorby,
zplUsobem emancipace umé&ni na historii a jeho
dalsiho rozvoje. Podobné jako u Mondriana ale ani
pro Cernického nenf abstraktni obraz pouhym
dekorativnim celkem, ale destilaci zkuSenosti

o okolnim svété do kvalitativné vyssi dimenze.
Akademicky dialog s modernou ale neni jedinym
¢i dokonce nejdileZit&jiim smyslem podobnijch
d&l. Jako u dal¥ich Cernického cykld se autor
zajima o skryty vyznam zdanlivé jasnych véci ¢i
symbold, o alternativni &teni reality. Nepo&ina
sijako raciondlni vyzkumnik, ale spiSe jako
neurotik, ktery horeéné generuje zdanlivé
absurdni analogie a propojuje do tohoto okamziku
nepropojitelné. I u zmitiovanych malifskych
cykld zFejmé& na pocatku stéla fascinace
charakterem plochy malby — zvlastniho
interface mezi divikem a svétem obrazu —

a teprve poté pohled do historie, jak se s jejimi
vlastnostmi vyrovnavali dalsi umélci. Jeho
premysleni o plochosti a povrchu obrazu nevede
k dal¥i a dal&i redukei vyrazovych prostfedkd
malby, ale spiSe naopak: otevira vir dalSich
moZnosti a postupy, které vesmir za plochou
obrazu zviditelniuji.

Dilo Ji¥iho Cernického vnit#n& propojuji Linie
dlouhodobé kontinuity. Af u# se zabjva malbou,
objekty nebo videi, uz od poc¢atku 90. let tyto
postupy sjednocuje dirazem na p¥ib&hovost
nebo genezigenezi jednotlivych projektd na poli
performance. Volny dialog s historii uméni je
elementem, ktery se v celku Cernického prace
vynoruje teprve s poslednimi projekty, ale jehoz
koreny najdeme uz hluboko v minulosti. Slouzi
jako prostredek objevovani, jako nastroj poznani
vlastnosti uméni i okolniho svéta. Nevede

k jedinému vysledku, ale naopak k rozsifeni pole
potencionédlnich reSeni.

solutions.

Tomas Pospiszyl

A : hl . e
TO; COJE UKLy TO PO ITTs

Tomas Pospiszyl
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: "‘Ever since | became acquainted with
: the term “action painting” | have

been fascinated by the ideas which

| have automatically associated with
this concept. In my view, however, the
“action painting” is not a product of
an event, happening or performance.
1/ 1 do not care about painting as

a product of some machinery, robot
or computer. In my thought it is

a term that describes a condition
where the painting itself ceases to be
the object of activity of an external
entity and becomes the subject itself
in the sense of an entity independent
of the artist’s will. My aim is to
create a sort of a self-regulating
painting entity. It is obvious that

the outlined ideas can be difficult

to be implemented in practice,

and therefore the solution may
acquire absurd or utopian forms. For

example, how a painting can be an

13



. action painting if we do not want to
. abuse any living matter or organism?
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So | present several solutions. | have
also selected a few experiments of an
earlier date.

One of the ways how to achieve
activity of painting is to work with
its chemical composition. 3/ In my
project “Metheo-body Painting” of
1991 1 used my own body as a base
for painting. The trigger of the
process of painting was the weather.
| sat crouched in a pit, my body
covered with a chemical mixture that
reacted to moisture by changing its
color. |l inserted a pin into my anus
with a rope from flying a kite that
floated in the wind over the pit. As

| struggled to keep the pin inside,
clenching muscles and sweating, my
body gradually changed its color.




METEOBODY PAINTING
;t-;?ipravil jsem mpecidlni smés, kterd m&la tu vlestnost,
3e barevns reagovala na vlhkost, Konkrétn# - byla schop-
né zménit barvu po kontaktu s vodou, 8 to z pl?fuvé bar:y
do Zervené. K ziskéni takovéto smési jsem pouZil *Sumék
préfek, ktery po smichéni s vodou zatnZ p#nit, Ffed r.‘ms‘a
obl{beny nealkoholicky népoj. Druhou ?1u£kou této sn%sl
byla »Duha®, préskové bervivo na textil. Obé s%aiky Jeem
atfel v tPee! misce & tim, po jejich smisehf, jsem ziskal

prések v pribliZné barvé lidského t#la.

2. Své t&lo jsem poié peé&livé natfel "Niveou" s na ni nanesl
zmindnou SMES.

3. S pomoe{ asistenta jsme dosteli pPipraveného papirového draka

do wvzduchu.

4, Akci jsem dlal na Sachté, vzhledem ke zdejdim Castim pu; 2
vétrnostnim podminkdm - vétru, ktery je pntrehéj k poubt :
draka. Abych necftil vitr ns svém téle, vlezl jsem do piedem
pripravené jémy pod zemi. Kolik, ns nimf byl namotdn provaz
s drakem, jsem si vsunul do koneZniku.

5. Abych v tZle udrZel tsh provazu, ns jehoi konci se ve vitru

vznéiel Adrak, musel jsem vii silow stahovat své svaly‘v tile._
ﬁiky této ndmsze jsem se zadal potit a pot tak :pﬂ?nhll reakeci
smési na mém téle, Takto vziklou reakef se probarvilo mé té&lo

do ruda,

6. Povrch mého té&la se tak proménil diky jevim, které se ode~
hrévaly mimo mé t&€lo a kterd jsem pfimo na svém téle nepo-
cifoval. Tyto d&je byly v8ak jinou formou transformovany

dovnit? téle a projevily se na jeho povrchu ssrze jeho Tnitf:i
pracesy. Dalo by se zjednoduSené Pieci, Ze vnéjii atmosferick

jevy se projevily skrze moji t&lesnou reakci na povrehu
mého téla.

:Severoleskj hnidouhelny revir, povrchovy ddl Predlice 1991:

1.1 prepared a mixture, which had a special property — its color reacted to moisture. To
be specific, it was able to change color after a contact with water, from the skin color to
red. To obtain this mixture I used “Sumak®, (A sherbet powder which starts effervescing
intensively after being mixed with water. Before 1989 it was a popular soft drink.)
Another component was “Duha” (Czech word for a rainbow, a textile powder color). I stirred

both components in a gridding mortar, and after mixing them I obtained a powder of
approximately skin color.

2. Then I spread Nivea cream all over my body carefully, and on it T applied the above-
described mixture.

8. With help of on assistant we got a prepared paper kite in the air.

4. I performed this action in the area of a coal mine by reason of suitable meteorological
conditions - there is usually wind strong enough to fly a kite I got into a prepared pit under

the ground to prevent feeling the mind on my body. I inserted the wooden string holder of
the kite into my rectum.

5. Tohold the string pulled by the kite flying in the wind on its other side in my body, I had to
strain muscles in my body with all my might. Due to this strain I started to perspire and the
sweat made the mixture on my react. This reaction colored my body deep red.

6. This way the surface of my body changed due to influences happening outside my body
which I could not feel on my body directly. However, these actions were transformed into
my body in another form and were expressed on the body surface through to inner processes.

In simple words, we could say that outer atmospheric phenomena were expressed through
my body reaction on the surface on my body.

Severotesky hnédouhelny revir (a mining company), surface coal mine in Chaba¥ovice, 1991,

Action Painting - Akéni malba
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~In “Flying Medium” of 1991 | worked
- with silver dichromate, which is used
: in photography as a light-sensitive

: substance. | had it injected into

Minimax fire extinguishers which

| fixed to a special tripod for optimal
spraying. | attached a projection
device on the extinguishers in

such a way so that a film could be
projected into a cone created by
ejected dichromate. Then | projected
a black-and-white record of the first
attempt to fly the Wright brothers’
airplane from 1903. The resulting
process of projecting of the film into
the nebula looked pretty “ghostly”.

| used this device in my attempt to
create a painting. During the night
| projected the film into a cloud of

dichromate in my father’s paint shop.

After emptying the Minimaxes, in
the dark | sprayed the deposit on the
floor by a developer and let it react
for an hour. At daylight | found that

19

the resulting image was not very
satisfactory. It was like a dirty crust
with relatively pronounced contours
of a structure.

Another type of experiment was
based on the assumption that

the color would react to intensive
electricity. That is why | made several
not very successful attempts to
charge the colored pigment with
electricity. Since | could not achieve
a really high voltage in my amateur
operation, | decided in my action
“High Voltage” of 1990 for a rather
risky attempt to apply color directly
to the high-voltage cables. | climbed
the mast up to the cables and in
short bursts | sprayed the colorful
liquid from my hand-made syringe.
Then | watched how the pigment
dissolved in white hoarfrost which
covered frozen cables.
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Another possibility is movement of
the pigment caused by the properties
of certain materials to absorb

a liquid, or the use of surface tension
of the liquid. An example might be
my work “The In-Visible” of 1990.

| buried a pouch with an aggressive
dye into foundations of a building,
which due to its permeability

slowly released pigment into its
surroundings. It resulted in a scary
stain which at the time spread over
the sidewalk and into the basement
of an adjacent building. As the
painting gradually bled, the intensity
of the color gradually faded until the
stain completely disappeared.

Yet another way how to conceive
an action painting is my work
“Three Seconds from Spiderman
3” of 2008. 4/ | am excited by the
idea of the action hero Spiderman
as an action painter who splashes
pigment from his body and flies on

23
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_ it through New York ten years after

: Harold Rosenberg coined the term

: “action painting”. | imagine how the
: Spiderman, the fourth representative

of the second generation of drip

and body-art painters, irritates the
New York avant-garde elite by his
aerial gymnastics. However, more
significant for me is that a spider
web may be the right material which
meets the criteria of a real action
painting.

From my test of Spiderman’s web
in the glass it was,not tqo far to
a showcase whete the gctivity

of the color couldibhe even more .
apparent. In my figst painting of thi
type of 2009 | made it possible for P&

27






30

Action Painting - Akéni malba

Spiderman’s web to move within

a designated area in front of the
painting. A year later | employed
Pollock’s color scheme to the web
and also tried to imitate his way

of making the area of the painting
rhythmic. But unlike Pollock, in my
experiment the painting changes
depending on the movement of the
viewer.

After a few more experi
type, a significant break
mural “Thriller Painting”, in which
the softness and fragility of colors
became an illusion because it was
cast in a way of sculpture into a hard,
homogeneous mass in order to be
able to carry a large load after being
mounted on the wall. In this way,

the painting became a climbing wall
stimulating to action.

1/Imean the form of action painting
represented, for example, by the
Japanese Gutai group, Ives Klein and
today by Anastasia Ax and many other
action artists; I believe that it hasbeen
covered in sufficient detail and is quite
common.

2/ This is the case of Leon

Ferrari’s earthworms, which he threw
in the style of Pollock’s drip painting
on a horizontally placed canvas.
Subsequently the earthworms turned
and twisted, personalizing the desired
event, and represented a painting
material, but not a real painting.

3/ Here I would like to mention the
experiments of Gustav Metzger with

liquid crystals sensitive to temperature.

4/ The author of Spider-Man is Stan Lee;
his character appeared in the comic
book anthology “Amazing Fantasy”.

5/ For this purpose I used some op-art
concretistic illusions and games (such as
Kratina’s mobile reliefs). The resulting
spatial painting could evoke a kinetic
illusion caused by the movement of

a viewer.

w
[
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Action Painting

0d chvile, kdy jsem se seznamil s terminem
akéni malba, mne fascinovaly ideje, které jsem
sistimto pojmem automaticky asocioval. Vmém
pojeti viak ,,akéni malba® neni produktem akce,
happeningu, performance. 1/ Nezajima mne ani
malba jako produkt stroje, robota ¢i pocitace.

V mém uvazovani je pojmem, ktery popisuje
stav, kdy sama malba prrestava byt objektem
aktivity vnéjsiho subjektu a stava subjektem
samym, ve smyslu entity nezavislé na umélcové
vili. Jde mi o vytvoFeni jakési seberegulujici
mali¥ské entity. Je o¢ividné, Ze nastinéné ideje
1ze jen obtiZné prakticky realizovat, proto jejich
FeSeni mlZe nabyvat absurdnich nebo utopii

se bliZzicich podob. Jak by napriklad mohla byt
malba akéni, nechceme-li zneuzivat néjakou
zivou hmotu, nebo organismus? 2/

Predkladam tedy nékolik reSeni. Vybiram i par
experimentd starsiho data.

Jednou z mozZnosti, jak aktivnosti malby docilit,
je pracovat s jejim chemickym sloZenim. 3/

V projektu ,,Metheo-body Painting® z roku

1991 jsem vyuZival jako podklad pro malbu své
vlastni télo. Spoustééem malirského procesu byly
povétrnostni podminky. Sed€l jsem v podrepu

v jameé, télo jsem mél pokryto chemickou

smeési, jeZ zménou barvy reagovala na vlhkost.
Do Fitniho otvoru jsem mél zaveden kolik

s provazem od draka, ten se vznasel ve vétru nad
jamou. Jak jsem ze v8ech sil drzel kolik uvniti

a zatinal svaly, potil se a postupné ménil své
zbarveni.

V projektu ,,Létajici médium* z roku 1991 jsem
pracoval s dvojchromanem stfibrnym, ktery

je vyuZivany ve fotografii jako svétlocitliva
latka. Nechal jsem jim naplnit obsah hasiéskych
minimaxd, které jsem pFipevnil na specidlni
stativ umoznujici optimalni rozprasovani.
Naldhve jsem pripevnil promitaci pristroj

tak, aby bylo moZné promitat film do kuZelu
vystrikovaného dvojchromanu. Promital jsem
¢ernobily zaznam prvniho pokusu o vzlet letadla
brat¥i Wrightd z roku 1903. Vysledny proces
promitani filmu do mlhoviny vypadal dost
yducharsky*.

Toto zaFizeni jsem vyuzil k pokusu o malirskou
realizaci. BEhem noci jsem v lakovné svého

otce promital film do oblaku dvojchromanu. Po
vyprazdndni minimaxd jsem usazeninu na zemi
po tmeé postiikal vyvojkou ve spreji a nechal
jihodinu reagovat. Na dennim svétle jsem
zjistil, Ze vysledny obraz neni moc uspokojivy.
Podobal se Spinavé krusté s pomérné vyraznymi
konturami jakési struktury.

Jing druh experimentu vychézel z predpokladu,
%e reakei barvy zplsobi vliv intenzivni
elektrické energie. Proto jsem provedl nékolik

neprilis Gspésnych pokust nabit barevny
pigment elektrickym proudem. ProtoZe jsem
tehdy v amatérskych podminkach nemohl
dosdhnout opravdu vysokého napéti, odhodlal
Jjsem se v akei ,,Vysoké napéti“ (1990) k dosti
riskantnimu pokusu nanést barvu pfimo na
kabely vysokého napéti. Vylezl jsem na stozar
a% ke kabeldm a vyst¥ikoval kratkymi davkami
barevnou tekutinu z vlastnoruéné udélané
strikacky. Posléze jsem pozoroval, jak se pigment
rozpousti v bilé jinovatce pokryvajici zmrzlé
kabely.

Dalii moZnosti je pohyb barvy zplsobeny
vlastnosti n8kterych materiald absorbovat
tekutiny, pop¥ipadé vyuziti povrchového napéti
kapaliny. P¥ikladem miZe byt prace ,,Ne-
viditelny“ z roku 1990. Do zdkladd budovy jsem
zakopal vacek agresivniho barviva, ktery diky
své propustnosti pomalu uvoltioval pigment do
svého okoli. Vysledkem byla strasidelna skvrna,
kterd se né&jakou dobu §ifila po chodnikua do
suterénu prilehlé budovy. Jak se malba postupné
rozpijela, intenzita barvy postupné bledla, az
skvrna Gplné zmizela.

Jinou moznosti, jak uvazovat nad akéni
malbou, je dilo ,,TTi vtefiny ze Spidermana 3%

z roku 2008. 4/ Vzruuje m& pFedstava akéniho
hrdiny Spidermana jako akéniho malire, ktery
vystrikuje ze svého t€la barvu, na které 1éta
New Yorkem deset let poté, co Harold Rosenberg
pouZil termin ,,action painting®. Predstavuji si,
jak Spiderman, 4. predstavitel druhé generace
malifd drippingu a body artu, irituje svymi
vzdus$nymi ekvilibristikami newyorskou
avantgardni smetanku. Podstatnéj$im pro mé
viak je, Ze pavudina miZe byt tou spravnou
hmotou spliiujici kritéria skuteéné akéni malby.

Od testu se Spidermanovou pavuéinou ve
sklenicce nebylo daleko k vitriné, kde by akénost
barvy mohla byt jeSté patrnéjsi. Spidermanové
sitijsem v prvnim obraze tohoto typu z roku
2009 umoznil pohyb ve vymezeném prostoru
pred obrazem. O rok pozdéji jsem pak siti
propdjéil i Pollockovu barevnost a rovné?,

se pokusil napodobit jeho zpisob rytmizace
obrazové plochy. OvSem na rozdil od Pollocka se
v mém pokusu méni sama malba v zavislosti na
pohybu divéka. 5/

Po nékolika dalsich experimentech tohoto typu
doslo opét k viraznému zlomu, a to v nasténné
malbé ,,Thriller Painting“ (Napinava malba),

kde se mékkost a kfehkost barvy stala iluzi,
protoZe byla odlita sochafskym zptsobem do
tvrdé, homogenni hmoty, aby po upevnéni na zed’
unesla velké zatiZeni. Timto zpisobem se malba
stala lezeckou sténou stimulujici k akei.

1/ Myslim tim podobu akéniho malifstvi
reprezentovanou napriklad japonskou skupinou
Gutai, Ivesem Kleinem, dnes Anastasii Ax
amnohymi dal§imi akénimi umélei; myslim, Ze

je dostateéné zmapovanad a frekventovana.

2/ Tak je tomu nap¥iklad u #i%al Leona
Ferrariho, které ve stylu Pollockova
drippingu hézel na horizontalné poloZené
platno. Ty se poté svijely, personifikovaly
kyZenou akei a predstavovaly malirskou
materii, avSak opravdovou malbou nebyly.

3/ Zde bych rad zminil pokusy Gustava
Metzgera s tekutymi krystaly citlivymina
teplo.

4/ Autorem Spidermana je Stan Lee; tato
postava se objevila v komiksové antologii
Amazing Fantasy.

5/ K tomuto G&elu jsem pouZil n8kterych
op-artovo konkretistickych iluzi a her (mam
na mysli nap¥. Kratinovy mobilni reliéfy).

V takto vzniklé prostorové malbé mohlo dojit
k iluzi kineze p¥i pohybu divaka.

Action Painting - Akéni malba
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., Non-action Non-painting

- | apologise. | don’t know - what you
! see is an unsuccessful attempt at

“action”. | mean in the sense of so-
called “action art”. Simply an attempt
at something of the likes of an “act

of creative freedom”, as | have been
told - nothing more.

Ludicrous, isn’t it? So what? The
only thing that can maybe console
me in connection with this failure

is the fact that I’'m a mere amateur.

| don’t want to make excuses, but
really | never had much to do with
real modern art. Maybe in my youth

I might have had some embryo of an
interest, but essentially | was always
indifferent to it, because it seemed
to me superfluous and | never needed
it for anything. By the way, that
conviction still persists in me. | had
no problem, or what’s more | was
relatively happy, until such time as
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| allowed myself to be talked round by
a certain Mr. Cernicky - apparently
an “artist”. | know today that that
was a fundamental mistake.

That terrible person started telling
me how | should start taking an
interest in that degenerate “modern
art”, that it would give me vitality
and zest for life. That man spoke
very convincingly and urgently and
he got me so confused that | really
fell for it | like a fool. He tried to
convince me that art is an “act of
creative freedom”, you understand?
“Creative freedom”, and he literally
got me into a tizzy for the action
works of a certain Mr. Jackson
Pollock. Said | should study them
and try it too. Said | should liberate
myself, summon up the last remnants
of my life’s creative force and to
slap them onto canvas without the
least scruple. Such stupidity, Utopia,
pathetic! Understand? At my age?
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. Am | to behave like a teenager? Look,
: 1 could pull a sinew, slip a disk or,

: God forbid, fall down! And you see

: how it turned out too! A waste of

breath. | owe you some explanation,
to put you on the right track. Take it
as an apology.

| simply tried to concentrate as

Mr. Cernicky advised me. It wasn’t
working for me, so | tried at least
to suggest that | was in a state

of “absolute concentration” (his
words too), so it would at least look
like that to him, if nothing else.
Stupidity, stupidity, lies, | hate that.
| should never have allowed myself
to be manipulated like that. | had
to at least pour some alcohol into
my head, in order not to feel like

a hypocrite. There’s truth in booze,
after all, so why not enlightenment,
providence, courage and faith?

| mustered up all my strength then
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(and believe me, there wasn’t much)
and stretched myself - but as could
be expected, at the very moment

| did so, all my cheap alcoholic
courage deserted me in an instant.

| began to hesitate and that was the
end. At the most important moment
| reconsidered my one and only
attempt. For a split second | doubted.
| stopped considering and feeling
dynamically, progressively, as they
say, and | was overwhelmed by fear.

| stopped believing in great quantity
and in actions that | could reveal at
least something, even though that
something might be the expression,
or non-expression, of mere chance.
From then on it was only a drop into
an abyss and | prayed that at least

| would hit the mark. Who could have
known it would turn out like this?

| didn’t know whether to laugh or cry,
or beat that loser half to death.

How can | express it in a way that
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~ you, who will judge my work, can

- understand? The truth is, | am going
: through unbearable moral suffering
: caused by getting old, and that

“action” was an expression of my
last instinct for self-preservation.

Or if you like, desire for life. | don’t
know if it’s possible to be free in an
old body. | don’t think so. It would
probably be wiser to put one’s last
strength into maintaining oneself

in a functioning condition, simply to
care for one’s health and not get into
such excesses. After this experience,
I’'m simply giving up these activities.
The truth is, what | would really

need is rehabilitation and solace,
and especially compassion and
understanding. What is bothering me
is a lack of interest. | want someone
to ask me what’s bothering me and,
when it’s bothering me that at least
someone will learn a lesson from it,
because he will also certainly run
into it in the future. Where are my

fellows? At work? In the supermarket.

On vacation? In a gallery?

My problem is not only concerned
with age, though. That loss of
creative potency is related to a lack
of faith in great acts and it is a social
problem. It is my experience that
whenever | attempt to do something
great, then | immediately get
knocked down. Nobody ever really
tried to understand.

| would say that at my age it’s no
longer possible to be fervent, to be
open without horizon. | can’t keep
up to date with current themes. My
imagination is over-familiar (if | ever
had one), and therefore it makes

no sense for me to show anyone
anything. And if there is nothing for
anyone to see, then there’s no sense
in doing it. | would fall in shame

into an abyss of embarrassment,
abhorrence and solitude. That would

41
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g really be the end.

- You know, | never believed in the
: salvation of aesthetic categories,

and any kind of action or, God
forbid, ecstasy provokes fear in me
and deprives me of the courage to
take risks. Why action, when most
activities are for me painful? How
am | to overcome my degeneration?
By means of action art? Or modern
art? Well, it’s ludicrous! Action,
freedom, vitality, ecstasy, creation
- that’s a load of rubbish. Do you
understand? | can’t even really
remember when | last experienced
proper sex. I've been observing

the decline in my manhood for

a long time. No attempt at inducing
potency, no stimulation strategy
works, nothing. At a certain age it
becomes quite difficult to establish
relationships - one doesn’t have
so many opportunities. | can’t

get it up for my wife and it seems

embarrassing to me to pay such
unholy money for a young thing,
especially on my pension, and
anyway | couldn’t stand some angelic
face looking at my decaying body.
You understand, I’'m a granddad

now who sometimes has to wear
incontinence pants. Life is only
suffering and boredom now, and
that’s how it will stay. My impotence
is of a hormonal nature. | thought at
least in art there could still be some
hope of experiencing something
more. | haven’t had a bit of decent
excitement for a good thirty, forty
years. But now | know that with art
it’s the same.

I’'m actually revolted by creating,
because at my age there’s no
question of true creation, and if by
some miracle something was to
succeed, no one would recognise it,
because no one takes me seriously.
I’'m disgusted by all those ambitions,
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. embarrassing hopes, oblique, vain

: expectations. Why should I convince
: anyone about what | am doing?

: I’'m no longer capable of defending

myself against any arguments,
because if | tried, I’d be immediately
denounced for acrimony and for
wanting to argue with everyone at
any cost. And at the same time I’'m
the kind of person who doesn’t like
to shout at anyone, who doesn’t like
big gestures, who hates the violence
the present-day world is overwhelmed
with. | can’t accept violence simply
for the reason that I'm weak. And if

| should happen to feel like struggling
against all those things, to turn
against a world that hurts me without
a word of apology and denies me the
slightest respect, then as a result

of my conduct I’d close the door to
every last person. Revolt is prohibited
for me and good art is allegedly
connected to it. | am waste destined
for an ever more limited lifetime.
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Contemporary art is ruled by the devil
of depravity. I’'m depressed by this
mountain of stupidity, this obscenity
of kitsch and blood. What’s more,

| constantly feel like a fool, because
| don’t understand any of it. | hate
those supposedly secretive,
intellectual equilibrists that make
idiots of people. | simply don’t want
to identify with them. It makes me
want to throw up, but that, as | hope
you’ve already grasped, would be too
big a gesture for me. Now | am only
trying to retain a speck of human
pride and dignity.

Nothing remains for me but to be
silent.

In the end | promised Mr.
Cernicky that he could present
the reconstruction of my painting
wherever he likes. At least I'll get
shut of it.
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Neakéni nemalba

Omlouvam se. Ja nevim - to, co vidite, je
nelspésny pokus o ,,akci®, myslim ve smyslu tzv.
wakéniho uméni“. Prosté pokus o néco takového,
jako je ,,akt tvaréi svobody*, jak mi bylo Fedeno -
nic vic.

Smeésné, ze? A co? Jeding, co mé snad v souvislosti
s touto prohrou miZe jests utdsit, je fakt, Ze jsem
sotva amatér. Nechci se vymlouvat, ale opravdu
jsem nikdy nemél nic co do ¢inéni s opravdovym
modernim uménim. Snad v mladi jsem né&jaky
zarodek zajmu mél, ale v pravé podstaté jsem

k nému byl vZdy lhostejny, protoze mi pripadalo
zbytecné a nikdy jsem ho k ni¢emu nepotreboval.
Toto prresvédéeni u mé ostatné i nadale pretrvava.
Nemeél jsem problém, ba co vic, byl jsem relativné
§tastny do té doby, ne# jsem se nechal ukecat
jistym panem Cernick§m - pry ,umélec®. Dnes
uZ vim, Ze to byla zasadni chyba.

Ta strasna osoba mi zacala vykladat, abych se
zacCal zajimat o to zpropadené ,,moderni uméni%.
Ze mi pry doda vitalitu a chut do ¥ivota. Ten
¢lovék mluvil velice presvédéive, naléhave a tak
me zblbnul, Ze ja hlupak mu na to opravdu sko¢il.
Presv&ddoval mé o tom, Ze uméni je ,akt tvardi
svobody“, rozumite — ,,tviréi svobody®, a doslova
mé zfanfrnél pro akéni vytvory jistého pana
Jacksona Pollocka. Pry si to mam nastudovat

a takeé to zkusit. Pry se mam osvobodit, sebrat
posledni zbytky mé Zivotni tviréi sily a bez
jakychkoli skrupuli je vrhnout na platno. Takova
blbost, utopie, ubohost. Rozumite? V mém véku?
Mam se snad chovat jako pubertak? Vdyt si
miZu natdhnout §lachu, hnout plotynkou nebo
dokonce nedejboZe upadnout. A vidite, jak to taky
dopadlo! Darmo mluvit. Jisté vysvétleni vam
vSak dluZen jsem, abych ve uvedl na spravnou
miru. Berte to jako omluvu.

Prosté, snazil jsem se jako Ze koncentrovat, jak
mi pan Cernicky poradil. Nelo mi to, tak jsem
se pokusil si alespoil vsugerovat, Ze jsem ve
stavu ,naprosté koncentrace (také jeho slova),
abych tak pred nim alespoii vypadal, kdyZ uz
nic - blbost, blbost, leZ, to nesnasim. Nemél jsem
se nechat takhle manipulovat. Musel jsem si
do hlavy nalejt alespoii trochu alkoholu, abych
sinepripadal jako pokrytec. V chlastu je preci
pravda, tak pro¢ né osviceni, proztreni, odvaha
avira?

Vzepjal jsem tedy v8echny své sily (a vérte

mi, moc jich nezbylo), rozméchl se - ale jak se
dalo predpokladat v té samé chvili, kdy jsem

tak u€inil, v mZiku jsem veskerou svou lacino
nabytou alkoholovou kuraz ztratil. Zacal jsem
véahat, a to byl konec. Svij jediny pokus jsem

si v tu nejdlileZit&jsi chvili rozmyslel. Jen na
zlomek vteriny jsem zapochyboval. Prestal jsem,
jak se r1k4, dynamicky, progresivné uvazovat,
citit, a podélal jsem se strachy. Prestal jsem vérit

ve velké moZnosti a &iny, v to, Ze miZu vypoveédét
alespomn né&co, 1 kdyZ to néco je vyrazem &i
nevyrazem pouhé nahody. Pak uZ to byl jen pad
do propasti a ja se uz jen modlil, abych se alesporl
trefil. Kdo mohl v&dét, Ze to takhle dopadne?
Nevédél jsem, zda se mam smat nebo brecet, nebo
toho blba prizabit.

Jak to vyjadrit, abyste to vy, kteti budete mé
dilo soudit, pochopili? Pravdou je, Ze prochazim
nesnesitelnym mordlnim utrpenim, které je
zpUsobeno starnutim, a tato ,,akce® byla virazem
meého posledniho pudu sebezachovy. Chcete-

1i, touhy po Zivoté. Nevim, zda je mozné byt
svobodny ve starém téle? Ja si to nemyslim.
Asiby bylo moudfejsi vrhnout posledni své sily
spiSe na udrZovani sebe sama ve funkénim stavu,
prosté peovat jednoduse o své zdravi a nedélat
tyhle vylomeniny. Po této zkuSenosti se prosté
vzdavam téchto aktivit. Pravdou je, Ze to, co bych
opravdu potfeboval, je rehabilitace a Gtécha,
hlavné soucit a porozumeéni. To, co mé trapi, je
nedostatek zdjmu. Chtél bych, aby se mé nékdy
nékdo zeptal na to, co mé& trapi, a aby kdyZz uz mé
to trapi, tak to alespori bylo k tomu, aby si z toho
nékdo vzal ponauéeni, protoZze ho to jistojisté
také v budoucnu potka. Kde jsou moji blizci?

V praci? V supermarketu? Na prazdninach?

V galerii?

M{j problém se viak netyka jenom stari. Tato
ztrata tviréi potence souvisi s nedostatkem viry
ve velké ¢iny, a to je problém celospoledensky.
Moje zkuSenost je takova, Ze kdykoli jsem se
pokousel néco velkého udélat, tak jsem okamzité
dostal po drZce. Nikdo nemél snahu to opravdu
chéapat.

Rekl bych, #e v mém véku u¥ neni mo#né, abych
byl Zhavy, bezbreze otevieny. Nestiham byt ,,in®
— reagovat na aktualni témata. Moje imaginace
je okoukana (byla-1i kdy néjakd), a tudiZ nema
smysl, abych nékomu néco ukazoval. A nema-1i
to kdo vidé&t, nema smysl to ani délat. Musel bych
se propadnout hanbou do propasti trapnosti,
opovrzeni a samoty. To by byl opravdovy konec.

Vite, ja jsem nikdy neveéril ve spasu estetickich
kategorii, a jakakoli akce nebo nedej boze
extaze ve mné vzbuzuje strach a bere mi odvahu
riskovat. Pro¢ akénost, kdyZ vé&tSina aktivit

je pro mé bolestnych. Jak mam prekonat svoji
degeneraci? Akénim uménim? Nebo modernim
um&nim? Vzdyt je to sm&sné. Akce, svoboda,
vitalita, extaze, tvorba - to jsou kecy. Chapete?
UZ si ani poradné& nepamatuji, kdy jsem zaZil
naposledy pofadny sex. Upadek své mu#nosti
sleduju uz dlouho. Nefunguji z4dné snahy

o vybuzeni potence, Zadné stimulacni strategie,
nic. V jistém véku je uz docela téZké navazat
vztah, Clovék uz nema tolik prilezitosti. Pred
manzelkou se mi nepostavi, a za mladou kost je
mi trapné davat takové nekiestanské penize,
zv1&St pii mém dfichodu, a vibec nesnesu, kdy#
se na moje ztrouchnivélé télo kouka takova

andélska tvar. Rozumite, ja jsem uz dédek,

ktery musi oblas nosit pliny. Zivot je uz jen
utrpeni, nuda, a tak to i zlistane. Moje impotence
jehormonalniho charakteru. Myslel jsem, Ze
alesponl v uméni by mohla byt jista nadg&je, jak
jeSté néco zaZit. Poradny vzriso jsem uZ nezail
dobrych tak t¥icet, ¢tyTricet let, ale ted’ vim, Ze
isumeénim je to stejny.

Jsem vlastné znechuceny tvorenim, protoze

v mém véku uZ o opravdové tvorb& nemize byt
ani re¢, a kdyby se néjakym zazrakem néco
podartilo, tak by to ani nikdo nepoznal, protoZe
meé nikdo nebere vazné. Hnusi se mi veskeré

ty ambice, trapné nadéje, zcestna, marna
oéekavani. Pro¢ bych mél nékoho o tom, co délam,
presvédcovat? UZ se nejsem schopen Zadnym
argumentdm ubréanit, protoZe kdybych se o to
pokusil, okamzité€ bych byl nafknut z nerudnosti
a z toho, Ze se chci hned s kaZdym za kaZdou cenu
héadat. Pritom ja jsem ten, kdo nerad na nékoho
Tve, kdo nemé rad velka gesta, kdo nenavidi
nasili, kterého je soucasny svét presycen. Ja
nemt%u akceptovat nasili, uz jednoduse proto,

Ze jsem slaby. A kdyby se mi snad zachtélo proti
vSem témto vécem brojit, vzep¥it se svétu, ktery
mibez sebemensiho pardonu ubliZuje a nedopreje
mi ani Spetku respektu, tak bych si v disledku
svého konani zabouchl dvere k poslednimu
¢lovéku. Revolta je mi zakdzana a dobré umeéni

s niGdajné souvisi. Jsem odpad urceny k neustale
vice a vice omezovanému doZiti. Soucasné

umeéni ovlada d’abel zvracenosti. Jsem zdeptan
tou horou blbosti, oplzlosti kyce a krve. Navic
sineustéle pripadam jako blbec, protoZe to
v8echno nechapu. Nesnasim ani ty radoby
tajemné intelektualské ekvilibristiky, které
délaji z 1idi hlupéaky. J& se s tim ani prosté nechci
identifikovat. Chee se mi z toho zvracet, ale to je
na mé, jak uz jste doufam pochopili, prilis velké
gesto. Ja uZ si jen snaZim zachranit Spetku lidské
hrdosti a ddstojnosti.

Nezbyva mineZ mlcet.

Panu Cernickému jsem musel slibit, Ze
rekonstrukei mé malby miZe kdekoli
prezentovat. Potom Ze mi da pokoj. Pod natlakem
ziskal mé svoleni.

Action Painting - Akéni malba
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Sticking Plaster

Neighborhood Severni terasa in Usti
nad Labem, 1991

An image painted on a piece of cloth
was glued to the body. Strings were
sewnhn to the top of the painting, which
gradually stripped the body from

the cloth during the performance.
The theme of the painting was the
first flight of the Wright brothers

in 1903. Until the last moment it
was not possible to recognize what
the subject matter of the painting
had been. After its revelation it was
obvious that it illustrated the course
of the action.

-,
Naplast
Ctvrt Severni terasa v Usti nad Labem, 1991

Obraz namalovany na kusu latky byl
prilepeny malbou na télo. V horni ¢asti
v prib&hu performance obraz z t&la
postupneé strhavaly. Tématem obrazu byl
prvni let brat¥i Wrightl z roku 1903. Do
posledni chvile neslo poznat, co tvorilo
nameét obrazu. Po jeho odhaleni vSak bylo
zPejmé, Ze ilustroval prib&h akce.




Switched Off/Stretched Out

The name is derived from two
different meanings of the same
word in the Czech language. One
is explosive by nature and refers to
stretching the canvas for painting,

tape. In the monochromatic relief

inside the thin orange tape there is

a discernible residual image, from

which we can deduce what the scene o - -
could have been like before being g i e

s vypinanim platna na obraz, a ten
s h ut d ow n [ druh§ povahu smritujici, souvisejici
spiSe s vypnutim televizni obrazovky.
Pri vypnuti monitoru dochazi
u nékterych starsich modeld k efektu
smrsténi obrazu do tenké svételné
linky. Takto abstrahovany obraz je
inspiraci pro podobu oranzové pasky.
V monochromnim reliéfu uvniti
tenkého oranZového pasu je moZné
rozeznat jakysi zbytkovy obraz, z néhoz
1ze usuzovat, jaky mohl byt vijev pred
vypnutim.

Vypnuty
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, Developed Paintings

The work consists of two large
: paintings and one small photograph.

The photograph depicts a view of

a space reminiscent of a warehouse,
second-hand shop, archive depositary
or the like. What is important is

that the whole image is filled with
things that are stacked on the verge
of chaos and order. This picture is

a sort of matrix for the creation of the
paintings.

The paintings are large, white and at
first sight they look very simple. Each
of them contains only an apparently
random pop-up spray-painted black
line. However, if the viewer comes
closer, he finds that the lines are
slightly plastic, that a new space
can be distinguished in the lines.
The effect of the relief in the line
can be described metaphorically

as if the picture consisted of
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exposed photographic paper and

the spray contained the developer
which activated its visibility. On
closer inspection the viewer has an
opportunity to discover that the new
image within the line is a fragment

of the space seen in the small
photograph and that each of the lines
reveals a different part of the same
space. That it is the same space

is evident from the fact that the
identical motif of the photographic
precursor can be seen at the place
where the lines imaginarily intersect.
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eqlew Juy - Sunuled uonoy

eqgjew Jugyy - Sunuled uonoy




Vyvolané malby

Prace se sklada ze dvou velkych

obrazd a jedné malé fotografie. Je

na nizachycen pohled do prostoru,
pripominajici skladisté, bazar, archiv
nebo depozita¥. Cely obraz vypliuji véci,
které jsou zde ulozeny na hranici chaosu
aradu. Tento snimek je matrici pro
vznik maleb.

Obrazy jsou velké, bilé a na prvni pohled
plsobi velmi jednoduse. Pres kazdy

z nich je zdanlivé ndhodné vedena Cerna
¢ara sprejem. Priblizi-1i se vSak divak

k obrazu, zjisti, Ze Cerné ¢ary jsou mirné
reliéfni, Ze v 8arach se skryva prihled
do né&jakého prostoru. Efekt reliéfu

v Care lze pribliZit pomoci metafory,
kdy fotografie je na fotografickém
papife exponovana vyvojkou ve spreji.
PribliZ&im zkoumani reliéfu miZe
divak odhalit, %e prihled do prostoru

v Care je identicky s prostorem na malé
fotografii a Ze ka?dé z ar odkryva jinou
¢ast toho samého prostoru. To, Ze jde

o stejny prostor, je patrné z toho, Ze tam,
kde se ¢ary pomyslné protinaji, je vidét
identicky motiv fotografické predlohy.

Action Painting - Akéni malba
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_ Dolby Painting (Shards of Dust)

m 2012, 200 x 450 x 20 cm, mixed media

. 1see “Dolby Painting” 1/ as an index

of painting techniques or a desk of
a person who thinks about painting,
about its limits, possible forms

and functions. It is also a source
which makes it possible to imagine
what would happen if this index is
developed.

The picture is divided into six fields
that are engaged in mutual dynamic
interaction, for example, by various
inclined and recessed surfaces

as well as slightly differentiated
polychromy or materials used. This
play with the picture space activates
the viewer’s perception of the nature
of painting, toying with building an
illusion, layering individual genres
on top of each other and mixing
seemingly incompatible cultural
contexts. Disparate painting figures

have the aim to induce a situation
prone to interpretation. The viewer
can be a semionaut 2/, who like
particles in heavy water leaves a trail
of his thought process behind him.

Lesson 1

A fragment of a Tuscan landscape
floats through the picture and
influences the tonality of the field in
which it is located. While interacting
with the viewer, it evokes the feeling
of an earthquake that causes the
disappearance of a piece of concrete
right above it, where an uncovered
fragment of abstraction la Sarah

Morris can be seen in the same visual

field. Here the dominant color of the
visual field is absent for a change.

It was necessary to balance the
weight of concrete within the
diagonally laid field. This visual
segment consists of collages of
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_ cardboard boxes, while its structure
: is intersected by a “lightly” outlined
: flying space shuttle. This huge and

: fast machine breaks through the

cardboard in the same direction as
the shaking landscape. The space
shuttle is painted by a “negative
paste”, which forms an antithesis
to the simple thick pastose
brushstrokes in other visual fields
that are drawn in the direction
opposite to its flight.

Each of these pastes has its
function related to its immediate
surroundings. For example,

the central black paste is

a representation of weight and power
of the space shuttle overcoming
the gravity. Its softness is an
optical illusion. Thanks to change
of material it can bear a great load
and also provide climbing grips for
hands and feet for Alice 3/, who
can climb to the seat above the

71

picture. Alice casually browses

a Picasso’s monograph through

a kaleidoscope, whose prism breaks
the analytic cubism into other facets;
the rabbit hole becomes a singularity
of both the surface and history.

Lesson 2

The upper left part of the picture

is marked by “negative” painting,
falling into the category of oblique
gestures. This aggressive, dynamic
punch reminiscent of scratches from
the “Monster” logo competes with
another kind of aggression, which

is represented by one of the “Proun
Room” compositions by El Lissitzky.
In my version, this futuristic picture
consists of parts of dissembled
Bionicle, i.e., a children’s toy
representing an android. All elements
located in its immediate vicinity may
be parts jettisoned from his body.
This applies to the walled fragment
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Action Painting - Akéni malba

of a picture a la Sarah Motrris,

a “metallic color” grip for hands
connecting the two middle panels as
well as the seat for Alice. Its seating
part, invisible from the viewer’s point
of view, consists of a red square
which throws a pink shade on the
wall.

1/ Like, for example, with the “ABS”
series, I borrowed a term from the
field of technology, in this case from
electrical engineering. Thus “Dolby
Painting” this case can be viewed as
amedium in which I try to suppress
noise (errors). However, according to
today’s standards it is an outdated
means, so this attempt is bound to fail,
causing unexpected turbulences which
are the real subject of my interest. The
implementation of my experiments
led me, for example, to a redefinition
of some modernist strategies, some
degradation media changes, reflections
on the accumulation of time in the past,
the activation of color hidden in the
mass, individualization of ornamental

elements, dynamic tiles, crystallization

and, by extension, the activation of
minimalism arising from chaos, to an
attempt at implementation of Taliban
calligraphy, the confrontation of action
painting with action movie, Russian
avant-garde with Hollywood, the
juxtaposition of Pollock and Spider-
Man, Chaplin and Malevich, Picasso
and Alice in Wonderland, Lissitzky
and Bionicle, EU summit and the Last
Supper, etc...

2/ Semionaut is a viewer who is equal to
the artist when moving between signs.
Bourriaud - “Relational Aesthetics”.
Semionaut. The contemporary artist

is a semionaut, he invents trajectories
between signs.

3/%“Alice in Wonderland”. The author is
Lewis Carrol, an English mathematician
and logician.

Action Painting - Akéni malba
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Dolby malba (strepy
prachu)

2012, 200 x 450 x 20 cm, kombinovana technika

Obraz ,,Dolby malba“ 1/ chapu jako jakysi rejsttik
malifskych postupt &i pracovni stil élovéka,
ktery premysli o malbé, o jejich hranicich,
moZnych podobéch a funkeich. Je to také zdroj
umoznujici prredstavit si, co by se stalo, kdyby se
tento index rozvinul.

Obraz je roz¢lenén do Sesti poli, které jsou
vzhledem k sobé ve vzajemné dynamickeé
interakei, nap¥iklad diky rizn& naklon&nym

a odskoCenym plocham ijemné rozdilné
polychromii & pouZitym materidldm. Tato hra
s prostorem malby aktivizuje divakovo vnimani
povahy obrazu, pohrava si sbudovanim iluze,
vrstvi pres sebe jednotlivé Zanry a mixuje
zdanlivé nesluéitelné kulturni souvislosti.
Nesourodé malitské figury si davaji za cil
navodit situaci nachylnou k interpretaci. Divak
miZe byt semionautem 2/, ktery jako &astice

v tézké vode za sebou zanechava stopu svého
mySlenkového postupu.

Lekce 1

Fragment toskanské krajiny proplouva skrze
obraz a ovliviiuje tonalitu pole, v némz je
umistén. Zaroven interakei s divakem navozuje
pocit zemétreseni, které je pri¢inou odpadnuti
kusu betonu vpravo nad nim, kde je ve stejném
obrazovém poli moZno spattit odkryty fragment
abstrakce a la Sarah Morris. Zde naopak
dominantni barva tohoto obrazového pole
absentuje.

TiZibetonu bylo nutné vyvazit v rameci
diagonalné poloZeného pole. Tento obrazovy
segment je tvoren koldzi kartonovych krabic,
naptic jeho strukturou proléta ,,lehce® naértnuty
raketoplan. Tento obrovsky a rychly stroj se
probiji kartonem stejnym smérem jako otfasajici
se krajina. Raketoplan je namalovan ,negativni
pastou®, kterd tvori antitezi k jednoduchym silné
pastéznim tahlm St&tce v jinjch obrazovych
polich, které jsou taZeny v protismeéru jeho letu.

KaZda z té&chto past mé vlastni funkei souvisejici
s jejim nejbliZsim okolim. Napriklad centralni
derné pasta je znazornénim tihy a energie
raketoplanu prekonavajiciho gravitaci. Jeji
meékkost je optickym klamem. Diky materidlové
zaméne je schopna velké zatéZe, slouzi i jako
lezecky stup a chyt pro Alenku 3/, které
umozinuje vylézt na sedatko nad obrazem. Alenka
silehkovazné prohlizi kaleidoskopem Picassovu
monografii, jeji prizma rozbiji analyticky
kubismus na dalsi fasety, krali¢i nora se stava
singularitou povrchu i historie.

Lekce 2

Leva horni ¢ast obrazu je poznamenana malbou
»v negativu®, spadajici do kategorie Sikmgch gest.
Tento agresivni, dynamicky Gder pfipominajici
drapance z loga ,,Monster® konkuruje jinému
druhu agrese, ktery je reprezentovan jednou

z kompozic ,,Mistnosti pround® od El Lissického.
V mém podani je tento futuristicky obraz

sloZen z ¢astirozloZzeného Bionicla, tedy détské
figurky predstavujici androida. Vechny prvky
nachéazejici se v jeho bezprostiednim okoli mohou
byt soucastkami odpoutavajicimi se od jeho

téla. Plati to o zazdéném fragmentu obrazu a la
Sarah Morris, chytu z ,,Zelezobarvy* spojujiciho
oba stredni panely, i o sedatku Alenky. Jeho

z pohledu divaka neviditelnou sedaci ¢ast tvori
Cerveny Stverec, ktery vrha na zed’ riZovy valér.

1/ Podobné jako napt. u série ,,ABS* jsem si
vypj¢il termin z oblasti techniky, v tomto
pripadé elektrotechniky. Na ,,Dolby malbu® je
tedy v tomto pripadé mozné nahliZet jako na
médium, ve kterém se pokouSim potlacovat

Sum (chyby). Je to v8ak prost¥edek na dnesni
pomeéry zastaraly, a tak se tato snaha nedati,
zpusobuje neodekavané turbulence, které jsou
skuteénym predmétem mého zajmu. Realizace
mych experimentd mé dovedla nap¥iklad

k redefinici nékterych modernistickych
strategii, k nékterym degradaénim medidlnim
zménam, k Gvaham o akumulaci ¢asu do
minulosti, aktivizaci barvy skryté ve hmoté,
individualizaci ornamentéalnich prvkda,
dynamickym obkladim, krystalizaci, potaZmo
aktivizaci minimalismu z chaosu, k pokusu

o realizaci talibanské kaligrafie, ke konfrontaci
akénimalby s akénim filmem, ruské avantgardy
s Hollywoodem, st¥etu Pollocka se Spidermanem,
Chaplina s Maleviéem, Picassa s Alenkou z FiSe
divy, Lissického s Bioniclem, summitu EU

s Posledni vecefi atd...

2/ Semionaut je divak rovnocenny s autorem
pripohybu mezi znaky. Bourriaud — Vztahova
estetika. Semionaut. Soucasny umélec je
semionaut, vymysli trajektorie mezi znaky.

3/ ,Alenka v ¥i&i divi®. Autorem je anglicky
matematik a logik Lewis Carrol.




Angular Hell

2012, mixed media, 147 x 135 x 16 cm

The emptiness of the frame

is attacked by chaos; order is
threatened by insecurity and
disorder. The rampant confusion

is meticulously reproduced

using a demanding technique of
copperplate engraving. This graphic
print is part of the work.

Uhell

2012, kombinovana technika, 147 x 135
x 16 cm

Prazdnota ramu je napadena

chaosem, rad je ohroZovan nejistotou
a neusporadanosti. Bujici zmatek je
pedantsky reprodukovan naroénou
technikou médirytiny. Tento graficky
tisk je soucasti dila.
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Dynamic Tiles

Individual pictures are a kind of tiles.
They are easily reproducible, and
therefore can function as a puzzle
and cover a surface of practically any
size. To support the impression of
their hollowness and superficiality,

one of tl&? is distupted on the.

side. At that point you can see its
soft fur padding. This is in material
contrast to the crystalli%ﬁsurface

of the tiles, which at the same

time refer to Cubism. For a change,
their intense Golor refers t6 design
and its tendency to a “fresh”look.
Thick paint is applied only to their
surface, i.e., to the front side only,
but its distinctive, evocative, careless
organic overflowing extends the idea
of a spatial break by running down
underneath the surface along the

uncovered thick frame.

Above the surface of the tiles

S
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there are interactive, rotating
assemblages. Their centrifugal
dynamics animates the surface
like a stone thrown into the water.
The whole scene is reminiscent of
a shooting gallery at a fair, where
Prouns 1/ are encountered with
surrealistically cut and assembled
bodies of people and animals.
Other times they are installed as
prostheses and support.

©
[y
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1/ Using the artistic formula of a Proun,
El Lissicki tried to rework conventional
forms of painting, sculpture and
architecture. “Prouns” are interchanges
between the material and architecture.
As a dynamic abstract unit they can

be used by any anonymous artist. They
can move from image to image, but also
anywhere else. This can give rise to

a new space of more dimensions. They
are a new form, able to create a new
universal, organic space — reality.

Renato Bocchi — “Architecture as
a design for living space”

Dynamicky obklad

Jednotlivé obrazy tvori jakési dlazdice.
Jsou snadno reprodukovatelné, a proto
mohou byt sklddackou, schopnou
pokryt prakticky jakkoli velky

povrch. Abych podpotril dojem jejich
dutosti, povrchovosti, je jedna z nich
na boku narusena. Na tomto misté 1ze
spattit mékkou vycpavku z kozesiny.
Ta je v materidlovém kontrastu

s krystalickym povrchem dlaZdic,
ktery odkazuje zaroveii ke kubismu.
Intenzivnibarevnost pro zménu
referuje k designu a jeho tendenci

k ,,fresh® vzhledu. Husty lak je nanesen
pouze na povrch, tedy na pohledovou
stranu, ale jeho vyrazné, evokativni,
nedbalé preteky ve své organiénosti
roz§iruji predstavu o prostorovém lomu
tim, Ze stékaji za povrch po tlustém
odhaleném ramu.

Nad povrch dlaZzdic jsou predsazeny
interaktivni, rota¢ni asambléaZe. Jejich
odstrediva dynamika animuje hladinu
podobné jako kamen vhozeny do vody.
Cely vyjev miZe pripominat stfelnici
na pouti, kde se Prouny 1/ stetavaji

se surrealisticky rozsekanymi

a smontovanymi tély 1idi i zvirat. Jindy
jsou jim namontovany jako protézy

a podpéry.

1/ Umé&leckym vzorcem Prounu se

Fl Lissitzky pokousSel pfepracovat
konvenéni formy obrazu, sochy

a architektury. ,,Prouny“ jsou
prestupné stanice mezi materialem

a architekturou. Jako dynamicka
abstraktni jednotka mohou byt pouzity
jakymkoli anonymnim autorem.
Mohou prechéazet z obrazu na obraz,
ale i kamkoli jinam. Tak miZe vznikat
novy prostor o vice rozmérech. Jsou
novou formou, schopnou vytvorit
novy univerzalni, organicky prostor —
realitu.

Renato Bocchi — ,,Architektura jako
konstrukce pro Zivotni prostor.“
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~ lcon-shaker

This work has been inspired by
: the Orthodox iconostasis 1/ and

Mondrian’s Neoplasticism. 2/ When
creating this relationship, my aim
was to express a certain degree

of incompatibility as well as some
affinities.

For his whole life, Piet Mondrian
took the path of radical reduction of
reality to mathematical relationships
expressing the truth behind the world
of illusions. One reason for this was
to break the image. Based on the
Hegelian dialectic, which teaches

us that each element is determined
by its opposite, Mondrian tried to
reduce nature to an orthogonal

form of a Cubist grid. | have always
been provoked by this prophetic
tenacity, which caused me anxiety
as opposed to the people who see
compositions of Plasticism as a kind

of “universal harmony”. So | decided
to demonstrate my relationship to
Mondrian by doing the opposite of
what he sought.

| bought the material for “lcon-
shaker” at a Bauhaus store and
created it in the DIY style. The
rectangular structure consists of
wooden beams, while the internal
field is made of chipboard from
pressed wood waste. Each icon has
the name “A picture that looks like
painting”. All were “colored” so that
each of the chips and shards was
painted in the appropriate color, both
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Ikonotras

Toto dilo je inspirovano pravoslavnym
ikonostasem 1/a Mondrianovym
neoplasticismem. 2/ P¥i vytvaFeni tohoto vztahu
mi §lo o jistou miru neslucitelnostii o vyjadreni
nékterych pribuznosti.

Piet Mondrian Sel cely zivot cestou radikalni
redukce skutecnosti na jakési matematické
vztahy vyjadrujici pravdu skrytou za svétem
iluzi. Jeden z ddvodd této cesty bylo rozbiti
obrazu. Opren o Hegelovskou dialektiku, ze
které vyplyva, Ze kazdy prvek je uréen svym
protikladem, se pokousel o redukei prirody

na ortogonalni podobu kubistické mrizky.
Tato prorocka urputnost mé vzdy drazdila

a plsobila mi Gzkost v protikladu k lidem,
kteri v kompozicich plasticismu vidi jakousi
suniverzalni harmonii“. Proto jsem se rozhodl
demonstrovat sv{j vztah k Mondrianovi tim, Ze
udélam opak toho, o¢ usiloval on.

Materiél na,,ITkonotras“jsem zakoupil

v hobbymarketu Bauhaus a stylem DIY jsem jej
vyrobil. Pravothlou konstrukei tvori dfevéné
hranoly a vnit¥ni pole drevostépkové desky

z lisovaného odpadniho materialu. Kazda z nich
ma nazev ,,0braz, ktery vypadd jako malba®.
V8echny byly ,,omalovany“ tak, Ze na kazdou

ze Stépek a trisek byla v co nejvétsim kontrastu
a komplementarité ke svému okoli nanesena
prislusna barva. Zaroven jsou pole ,, Tkonotrasu®
ladéna do barev typickjch pro neoplasticismus,
¢im?Z vznika napéti mezi oéekavanou
monochromni ¢istotou a povrchem rozbitym

do neuchopitelného mnoZstvi faset. Tak doslo

k iluzi rozbiti minimalistického pole na t#ist
stfepl prolamujicich se do iluze 3D prostoru.

Rovnéz ,,bila“ pole méla mit tyto parametry.
Misto abych s nimi pracoval v ploSe kompozice,
odstranil jsem je, a tim prolomil v obraze vyhled
do prostoru skuteénosti. Dominance mrizky je
tak sice opticky potlacena, ale zvyraznéna je

jeji vymezujici povaha tim, Ze je projektovana
na prostor za ni. Tam, kde se Mondrian usilovné
snazil zbavit obraz optickych iluzi, dochazi nyni
k jejich intenzivnimu vygradovani a podle mého
nazoru k opravdovému rozbiti obrazu.

Divak pred ,,ITkonotrasem® stoji pred nécim, co
neni jen obrazem, ale miZe byt i objektem &i
prostorem. Co miZe byt v&im dohromady a moZna
také nié¢im z toho.

1/ Tkonostas je dfevéna sténa s prichody, ktera

v pravoslavnich a Feckokatolickych chramech
odd&luje presbyterium od lodi (tedy nejsvat&jsi,
olta¥ni prostor chramu od prostoru pro laiky)
ananizjsou podle zavazného systému v nékolika
Fadach upeviiovany ikony. Ikonostas symbolizuje
misto prebyvani Boha.

2/ V neoplasticismu, &lo pfedevsim o abstraktni
gistotu, ktera podle predstaviteld tohoto

smeéru odpovidala univerzalnim, spiritudlnim
a harmonickym pravdam o vesmiru a misté
lidstva v ném (uvedeno Pietem Mondrianem

v pamfletu ,,Neoplasticismus® v letech 1917-
1918.)

Jednim ze zdkladd Mondrianova neoplasticismu
bylo od samého pocatku az do konce hledani
destrukce obrazu, formy, destrukce konkrétniho
a individuality.
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Semmering

2012, mixed media, 40 x 10 x 10 cm

The track through the Semmering
Pass was the first mountain railway
in the world. It was ceremoniously
opened in 1854. It has become

a phenomenon and inspiration to
those who had the courage to build
similarly challenging engineering
works in the wildness all over the
world.

| have painted a realistic landscape
depicting a part of the view from
the train rising to the terminal

of the Semmering Railway on

a rotary belt of a Bosch sander.

| attached the sander to the wall

in a gallery. At the moment when
the viewer approaches the painting
close enough to enjoy a painterly
detail, the sander starts running,
displaying the landscape with an
aggressive roar. The landscape belt

is reminiscent of moving backdrops
in film and theater simulating, for
example, a ride in the car. Thanks
to this effect the viewer becomes

a passenger. Subconsciously he finds
himself inside a moving train. As the
belt of the sander keeps bending
and straightening, with increasing
number of meters damage to the
painting occurs, i.e., a feeling of
accelerated aging of the painting.

Semmering

2012, kombinovana technika, 40 x 10 x
10 cm

Trat pies prismyk Semmering byla
prvni horskou drahou na svété.
Slavnostné byla oteviena v roce 1854.
Stala se fenoménem a inspiraci pro ty,
ktefi méli odvahu budovat obdobné
narocna technicka dila v divoké prirodé
vSude po svéte.

Na rotadni pasbrusky od firmy Bosch
jsem namaloval realistickou krajinu
znazornujici ¢ast vihledu z vlaku
stoupajiciho do konecné stanice

Semmeringu. Brusku jsem pripevnil

na zed’ galerie. Ve chvili, kdy se divak

k malbé priblizi dostatecné blizko,

aby si mohl vychutnat malitsky

detail, spusti se bruska a krajina za¢ne
s agresivnim hfmotem ubihat. Krajinny
pas miZe pFipominat pohyblivé filmové
¢i divadelni kulisy simulujici napfiklad
jizdu v auté. Diky tomuto efektu se
divak stava cestujicim. Podvédome se
ocitd uvnitt jedouciho vlaku. Jak se pas
brusky neustale ohyba a narovnava,
dochézi s pribyvajicimi metry

k poskozeni malby, tedy k jakémusi
zrychlenému pocitu starnuti malby.
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The Last Supper of the Summit

2012, oil on canvas, 18 x 15 cm

It is a very small canvas depicting
an event that has affected the lives
of millions of people and the politics
of individual states. It represents
participants in the Lisbon Summit
of the European Union. The picture
is painted using the traditional
technique of oil painting typical

of 19th-century academicism, in
particular chiaroscuro and smooth
illusive painting, and evokes a state
of “mythological timelessness”.
The scene is a composed situation
whose source is based on Christian
iconography.

An integral part of the work is its
unusual installation. The painting is
fixed on an armature wire protruding
from the damaged wall.

The meaning of the work therefore

consists both of the methods which
shall promote the importance of the
displayed scene and those which
undermine its representativeness.

Posledni vecere
summitu

2012, olejna platng, 18 x 15 cm

Jedné se o velmi malé platno zachycujici
udéalost, ktera ovliviiuje Zivoty miliond
1idi, politiku jednotlivych statd.

Na obraze jsou zachyceni Gastnici

na Lisabonském summitu Evropské
unie. Obraz je malovany tradi¢nim
technologickym postupem olejomalby,
ktera navazuje na akademismus 19.
stoleti, a to predevsim vyuzitim
Serosvitu a hladkou iluzivni

malbou navozujici ve vyjevu stav
wmytologického bezéasi¥. Scéna je
komponovanou situaci, jejiz zdroj
vychézi z kitestanské ikonografie.

Soudasti dila je i neobvykly zptsob

instalace. Obraz je naraZen na armaturni

drat vycnivajici z poskozené zdi.

Vyznam dila se tedy rovnou mérou
sklada jak z postupd, které maji za ikol
podpotit ddleZitost zobrazovaného
vyjevu, tak z postupd, které jeho
reprezentativnost podrijvaji.
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Minimax vodopad | % Minima at |

Ctvrt Severni terasa v Ustinad Labem,
190

Neighborhoc | rni terasa in Usti nad Labem, 1991

In 1991 ing the main TV news
progra rayed a foam Minimax
fire exti her out of the window.
The resi  of the opposite
housing te building, who looked
yut attractedl by the noise of the
Viinimaxy colild see a foam waterfall
falling d@iliifrom the fourteenth
floor. ¥

V roce 1991 jsem béhem hlavnich
televiznich zprav z okna vystirikal
pénovy minimax. Obyvatelé protéjsiho

sidlistniho domu, kteri viyhlédli,
prilakani hlukem minimaxu, mohli
vidét, jak ze ¢trnactého patra protéjsi
budovy pada pénovy vodopad.
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Minimax

“Minimax” is a picture combining

in itself two contradictory radical
principles: 1. Minimalism and 2.
Maximalism. 1/ The picture appears
to be empty from the front, but
when we go past it, a maximalist
accumulation of many things
appears on its edge, revealing that
the emptiness of the picture is an
illusion.

Also important is the dynamism,
with which Minimalism is not usually
associated. The Maximalism of
“Minimax” is the fuel of Minimalism
and gives it dynamism alien to it,
allowing the viewer to have a feeling
that the picture is flying across

the wall. The surface of the picture
reverberates with internal dynamic
processes.

xeuwlul
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The black “Minimax” has the color

of the oily darkness of night. Inside,
however, it is filled with glowing big g
city lights. =

Action Painting - Akéni malba
Action Painting - Akéni malba

-
. -y
1/ 1 refer to the ideas of Frank Stella. He ;
was one of the pioneers of Minimalism. 1
When, however, it became mainstream -
in his eyes, after 1970 he coined the -"f
term Maximalism as ironic opposition il s
to Minimalism. Thus he called his e
new works of a relief, accumulative e
character. !
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Minimax

Minimax je obraz, kombinujici v sobé
dva protichidné radikalni principy.

1 - Minimalismus. 2 - Maximalismus.
Zepredu se obraz jevi jako prazdny, ale
kdyZ jej mineme, objevi se na jeho hrané
maximalisticka drt napovidajici, Ze
prazdnota obrazu je iluzi.

DileZita je rovné? dynamika, se kterou

obvykle nebyva minimalismus spojovan.

Mivé spiSe povahu metafyzickou.
Maximalismus Minimaxu je palivem
minimalismu a dava mu tak pro néj
cizorodou dynamiku, diky které miZe
mit divak pocit, Ze obraz leti po sténé.
Povrch obrazu je dozvukem vnit¥nich
dynamickych procest.

Cerny Minimax ma barvu olejové
temnoty noci. Uvnitt je viak plny
rozsvicenych svétel velkomeésta.
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~ Minimax 2

Suppose we accept Mondrian’s thesis
. about breaking the image by making

its individual elements equal

by upgrading the original white
background areas to the same level
of the initially dominant figures
(colored fields) and highlighting the
emancipatory black stripes between
them, which themselves become the
content - the reason.

But what happens when the original
visual concept is turned upside
down? When the dominant figure is
put into the hidden structure behind
the image? We put the original
background forward as the figure
and let the structure which holds
the image together disappear, turn
into a view into the background,
into a Matrix of chaos which gives
rise to the harmony of Minimalism.
The background becomes an empty
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- e =

levitating figure.

It is possible to imagine that the
illusionary world of modernist ideas
is viewed like a blank movie screen
whose surface hides a complex real
world producing this empty illusion,
confusing for some people. Unlike
the cinema my emptiness is a direct
physical product of this background.

Minimax 2

Dejme tomu, Ze prijmeme Mondrianovu
tezi o rozbiti obrazu pomoci
zrovnopravnéni jeho prvkd tim, Ze
posuneme pozadi pivodnich bilych
ploch na stejnou Groveii pdvodng
dominantnich figur (barevnych poli)

a vypichneme emancipacéni ¢erné
pruhy mezi nimi, které se samy stanou
obsahem - dGvodem.

Ale co se stane, kdy% pdvodni obrazovou
koncepci obratime naruby? Kdyz
dominantni figury upozadime do
skryté struktury za obraz? Pdvodni
pozadi presuneme dopfedu jako figuru
a konstrukcei, ktera je drzi pohromadé,
nechame zmizet, promé&nit v prihled
do pozadi, do jakéhosi Matrixu chaosu,
ze kterého harmoniénost minimalismu
krystalizuje. Z pozadi se stane prazdna
levitujici figura.

Je moZné si predstavit, Ze na iluzivni
svét modernistickych myslenek je
nazirano stejn& jako na prazdné filmové
platno, za jehoZ povrchem se ukryva
slozity, pro leckoho neprehledny redlny
svét produkujici tuto prazdnou iluzi.
Na rozdil od kina je moje prazdnota
primym fyzickym produktem tohoto
pozadi.
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Internal Paintings

If a painting usually comes into

being by applying paint to the

basis, by “Internal Paintings” | am
trying to undermine this idea. | have
deliberately taken over several forms
of painting strategies, and | am trying
to go against their nature.

“Internal Paintings” systematically
work with the illusion of calligraphic
painterly gestures, which have been
vigorously applied to the basis. In

my case a gesture is not created by

a dynamic process. On the contrary,

| have made every single gestural
draught by slow layering of paint into
a specially created environment of an
assemblage.

This assemblage is in contrast to
the painterly “gesture” in terms

of material. It represents an
environment for the painting, which

forms the surface on which it should
be painted, but in fact it is not the
background. It literally usurps the
front before the main theme and
overfills the originally empty space.
The structure of assemblages is often
inspired by elements of Constructivist
compositions by El Lissitzky and
Laszlo Moholy-Nagy. The interspace
between basic compositional
components is completely filled with
the remaining material. The aim was
to create an articulated, confusing
surface, gushing out a stream of the
paint matter from its depths.

Vnitfni malby

Je-1li obvyklé, Ze malba vznika
nanasenim barvy na podklad, pokousim Tato asamblaz je materialoveé kontrastni

se prostfednictvim ,,Vnit¥nich maleb*
tuto predstavu narusit. Zamérné
prebiram formy nékolika malifskych
strategii a snazim se jit proti jejich
charakteru.

»Vnit¥ni malby* cilené pracuji s iluzi
kaligrafickych mali¥skych gest,
jeZbyla prudce vrZena na podklad.
Gesto v mém pripadé€ neni vytvoreno
dynamickym procesem. Naopak kazdy
jednotlivy gesticky tah jsem nanesl
pomalym vrstvenim barvy do specidlné
vytvoreného prostiedi z asamblaze.

k malirskému ,gestu®. Je prostfedim
pro malbu, které tvori povrch, na ktery
by se mélo malovat, ale ve skutecnosti

pozadim neni. Doslova se cpe pred hlavni

téma a zahlcuje pivodné prazdné misto.
Clen&ni asambla¥i je Sasto inspirovano
elementy z konstruktivistickych
kompozic El Lisického a Lasz16 Moholy-
Nagyho. Meziprostory mezi zakladnimi
kompozié¢nimi dily jsou zcela vyplnény
zbyvajicim materislem. Udelem bylo
vytvorit rozbity, matouci povrch,

z jehoZ hloubi se fine proud malifské
matérie.
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Mini
2006-2008, 6 x 7 cm, silicone on canvas

“Minis” are very small images,
something like a basic painting unit
which activates its surroundings.
They are a kind of test, but also

a prerequisite for new, larger
realization (such as “Pre-images”).
They are basic, undeveloped gestures
on the smallest scale relative to the
width of the brush. Their desirable
advantage is the possibility of mutual
productive interaction.

Mini
2006-2008, 6 x 7 cm, silikon na platné

»Mini“jsou velmi mala platna, jakési
zakladni malirské jednotky, které
aktivizuji své okoli. Jsou svébytnym
testem, ale i predpokladem novych
rozmérngjich realizaci (napt.
,»PPedobrazi®). Jsou to zakladni,
nerozvinuta gesta na co nejmensich
formatech vztaZenych k Sifce Stétce.
Jejich zadouci prednosti je moznost
vzajemné produktivni interakce.
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Potential Painting

The video features a performance
representing figurative painting.

A motionless body lies in eighty liters
of red grease and is covered with

a heavy glass. The Vaseline is pressed
by the weight of the glass into the
smallest cavities between the body
and the glass, so the scene under the
glass has no depth and looks two-
dimensionally. The camera scans

the scene from above. A physical
presence of the figure trapped in the
painting is revealed at the end of the
video, when you can see precipitated
breath at the bottom of the glass.

Potencionalni malba

Na videoprojekei je zaznamenana
performance, kterd znazoriuje
figurativni malbu. Nehybné télo lezi

v osmdesati litrech ¢ervené vazeliny

a je prikryto t€Zkym sklem. Vazelina je
hmotnosti skla vtlacena i do nejmensich
meziprostord mezi t8lem a sklem, tudiz
v§jev pod sklem nema zadnou hloubku,
vypada dvojrozmérné. Kamera snima
vyjev z nadhledu. Fyzicka existence
flgury uvéznéné v malbé je prozrazena
az k zavéru videa, kdy lze spattit
vysrazeny dech na spodni strané skla.
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Oil in Fur

1995, 130 x 140 cm, oil on plush

A maghnified image of Jesus Christ,
as it was painted by an unknown
artist around 150 on the wall in the
Roman catacombs, has been created
on canvas by blotting technique. The
canvas is stretched on the frame
upside down. However, the painting
should be visible from the reverse
side thanks to the chosen technique.
It is not so because the canvas is
covered by white polyester fur, which
transforms this figurative painting
into a monochrome - abstraction.
Its vague traces or a fragment of
abstract painting can be found in
the fur only. The reception of this
painting can be compared to the
well-known scene of “blind men
examining an elephant”.

Olej v srsti
1995, 130 x 140 cm, olej v leskimu

Na platno je technikou vpijeni nanesen
zvétSeny obraz JeziSe Krista tak, jak
byl namalovan neznamym umélcem
kolem roku 150 na zdi v ¥imskjch
katakombach. Platno je napnuto na
ram obracené. Malba by ale méla byt
diky zvolené technice vidét i z druhé
strany. Neni tomu tak proto, Ze tkaninu
pokryva bild polyesterova srst, délajici
z figurativni malby monochrom -
abstrakei. Nejasné stopy ¢i abstraktni
fragment malby je moZné hledat

pouze v srsti. Recepci této malby

1ze pripodobnit ke znamému vyjevu
»Slepych muZd premérujicich slona“.
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Dharmanautica

While watching sci-fi movies

| realized that in the future
architecture will do without painted
images. It will become a machine,
like a car, reduced to the bare
function. An only exception might be
advertising. Today there are already
certain symptoms of this prospect.
The architect perceives himself

to be an artist and a painting in
architecture is viewed as something
superfluous which only disrupts the
concept of the architectural space.

“Dharmanautica’” is one of the
series of works that were created
specifically for interior spaces of

buildings of famous sci-fi movies. The

visual aspect of the image is based
on the atmosphere and fictional
environment of a selected movie.
“Dharmanautica” was designed for
a dark room located in the great
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... the saints who masturbated between unpainted walls,
naked,

and burned their money in the aircraft between the
skyscrapers

praying in all corners of the Terror...

If T am to reflect on Jifi Cernick§’s work over time, I see it as various layers of meanings “burnt into
one whole” which are piled on top of each other and then crumble...

... coldness of a shop window full of intoxicating desires,

street art burnt out in neon, shivering without the sun or
moon or trees

during weary winter dusks

everywhere grandiloquent drivel and the soothing royal
credo of dreaming...

It isnot always easy to distinguish what the individual meanings indicate in his work, what they
refer to, in what particular memory they are currently located...

... suffering Eastern sweats of exotic whores and
dancers

full of Chinese dawns, when in an unusually furnished
room

their throats are stabbed with the blade of a knife...

This intangibility is often confusing in terms of its
aesthetic codes, but it has a bright energy, like the heart
has its gray cortex, which is a fact...

... those who have studied Debord and God knows what
else felt shame at St John of the Cross,

they honored telepathy, they honored the sefirotic trees
of the Kabbalah,

because Heaven foolishly clung to their feet

everywhere...

... thus Jifi uncontrollably controls, controlling the uncontrollable because he has sensitive sensors
attuned to faraway places, which cannot be measured with conventional compasses, gyroscopes,
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pyramid from the movie “Blade
Runner”. The image is intended

to illuminate the room. Its signal
color attracts attention and makes
it impossible to see the underlying
painting behind it, which consists
of a dark layer seeping through
from the reverse side of the canvas.
This residual image looks more like
sunspots.

Dharmanautica

Prisledovani sci-f1 filmd jsem si
uvédomil, Ze v budoucnu se architektura
obejde bez malovanych obrazd. Stane

se strojem, podobné jako automobil,
olesanym na holou funkei. Vijimkou
snad budou jen reklamy. Urcité
symptomy této perspektivy jsou tu jiz
dnes. Architekt se citi byt sdm umélcem
a obraz je mnohdy v architekture
vniman jako néco zbyte¢ného, co
koncepci architektonického prostoru jen
narusuje.

Obraz ,Dharmanautica® pat¥i do série
dél, které vznikly pfimo pro interiéry
konkrétnich budov ze slavnych sci-fi
film4. Vizualitu obrazu vytvarim na
zakladé atmosféry a fikéniho prostiedi
zvoleného filmu. ,Dharmanauticu® jsem
navrhl do temné mistnosti umisténé

ve velké pyramidé z filmu ,,Blade
Runner. Obraz ma za tkol mistnost
prozarit. Signalnibarva na sebe strhava
pozornost a znemoziiuje prohlédnout
malbu v druhém planu, kterou tvori
temna vrstva propita skrz platno zezadu
obrazu. Tento zbytkovy obraz pripomina
spise slunecni skvrny.
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Internal Paintings

If a painting usually comes into
- being by applying paint to the

basis, by “Internal Paintings” | am
trying to undermine this idea. | have
deliberately taken over several forms
of painting strategies, and | am trying
to go against their nature.

“Internal Paintings” systematically
work with the illusion of calligraphic
painterly gestures, which have been
vigorously applied to the basis. In

my case a gesture is not created by

a dynamic process. On the contrary,

| have made every single gestural
draught by slow layering of paint into
a specially created environment of an
assemblage.

This assemblage is in contrast to
the painterly “gesture” in terms

of material. It represents an
environment for the painting, which

165

forms the surface on which it should
be painted, but in fact it is not the
background. It literally usurps the
front before the main theme and
overfills the originally empty space.
The structure of assemblages is often
inspired by elements of Constructivist
compositions by El Lissitzky and
Laszlo Moholy-Nagy. The interspace
between basic compositional
components is completely filled with
the remaining material. The aim was
to create an articulated, confusing
surface, gushing out a stream of the
paint matter from its depths.
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Vnitfni malby

Je-1i obvyklé, Ze malba vznika
nanaSenim barvy na podklad, pokousim
se prostfednictvim ,,Vnit¥nich maleb®
tuto predstavu narusit. Zameérné
pPebirdm formy nékolika malifskych
strategii a snazim se jit proti jejich
charakteru.

»Vnitfni malby“ cilené pracuji s iluzi
kaligrafickych malirskych gest,
JjeZbyla prudce vrZena na podklad.
Gesto v mém pripadé€ neni vytvoreno
dynamickym procesem. Naopak kazdy
Jjednotlivy gesticky tah jsem nanesl
pomalym vrstvenim barvy do specidlné
vytvoreného prostfedi z asamblaze.

Tato asamblaz je materialoveé kontrastni
k malirskému ,,gestu®. Je prostfedim
pro malbu, které tvori povrch, na ktery
by se mélo malovat, ale ve skutecnosti
pozadim neni. Doslova se cpe pred hlavni
téma a zahlcuje plivodn& prazdné misto.
Clenéni asambla#i je Sasto inspirovano
elementy z konstruktivistickjch
kompozic El Lisického a Laszlé Moholy-
Nagyho. Meziprostory mezi zakladnimi
kompozié¢nimi dily jsou zcela vyplnény
zbyvajicim materidlem. Ukelem bylo
vytvorit rozbity, matouci povrch,

z jehoz hloubi se I'ine proud malirské
matérie.

171

Action Painting - Akéni malba



eqlew Juy - Sunuled uonoy




174

Inverse Comics

© 2011, mixed media, 223 x 115 x 15 cm

: What is in the comics usually seen

as important (a hero carrying the
suspense of the story), is played
down in the “Inverse Comics”

by being abstracted into a black
expressive line. This continuous,
incessant “draught” is intertwined

in the background, which thanks

to its strong visual and narrative
aspects attracts the viewer’s eyes.
This change of parameters causes
abnormal tension in the reading

and understanding of what is
essential, because preferences

are constantly changing. The line
sometimes attracts attention, but
then disappears attacked by a strong
element pointing to the succession of
another entity.




Inverzni komiks

abinovana technika, 223 x 115

To, co je v komiksu obv
jako dileZité (hrdina nesouci napé
pribéhu), je v ,Inverznim komiksu®
upozadéno zabstraktnénim do ¢erné
expresivnilinky. Tento nepretrzity,
ontin 11 ,,tah“ se propléta pozadim,
S vyrazné vizualité

niachapani toho,
eference
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Print

1991, North Bohemian brown coal district Predlice

In 1991 | tried to create the largest
print in the world. On one hand | was
interested in the inappropriateness of
thinking about a record in the world
of contemporary art, and on the other
hand in the theme of size in contrast
to the intimate world of graphic
techniques. Attention to detail was
replaced by the immensity of Land
Art.

| realized the print in a “moonscape”
of the Predlice surface mine, using
a big excavator made in Russia
instead of a manual graphic press.

The excavator dug a 2.5 meter deep
ditch. It stepped over it with its “paw”
with the diameter of 16 meters.

| painted the lower part of the paw
with ink. Subsequently | spread

out a cardboard with dimensions

corresponding to the size of the paw
over the place where the machine
marched. After painting the bottom
of the base, the machine made the

print.

Tisk

1991, Severocéesky hnédouhelny revir
Predlice

V roce 1991 jsem se pokusil realizovat
nejvEtsl graficky tisk na svété. Zajimala
mne na jedné strané nepattiénost
uvazovani o rekordu v ramci svéta
souCasného umeéni a na strané druhé
téma velikosti v kontrastu s intimnim
svétem grafickych technik. Cit pro
detail byl nahrazen landartovou
nezmeérnosti.

Tisk jsem provedl v prostfedi ,,mési¢ni“
krajiny predlického povrchového

dolu, misto satynyrky jsem vyuzil
velkorypadlo ruské vyroby.
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. Pre-images

Pre-image in my concept is literally
: a “painting before the image”. The

color is physically separated from
the basis. It touches it only in the
minimum number of points, creating
an illusion of levitation. My aim

is to give the painting a symbolic
autonomy, independence from the
background.

It is also necessary to emphasize that
it is still a matter of a painting and
not an object, even though painting
itself has a three-dimensional
character. It is a painting because it
still retains its conventions. 1/

The actual painting on the image is
located in a certain marginal space.
It wants to be physically autonomous,
but it cannot get rid of its original
identity without having ceased to be
a painting and becoming an object,

a sculpture.

This intermediate state is the starting
point for the selection of themes

and motifs that synthesize forms of
20th-century modernist painting in

a simple “universal” style, which in
thick monochromatic matter of paint
has absorbed Impressionist gestures,
expressive ferocity, Abstraction,

the intangibility of Informel, the
absurdity of Dada, the Surrealist
subconscious, the spontaneity

of Abstract Expressionism, the
artifice of Conceptualism as well as
Postmodern eclecticism.

1/ Tt is neither a collage, because it does
not consist of va
areliefbecause it is assumed that it is
homogeneous with its basis. On top of
that, it is a painting “made” from the
monochromatic matter of paint. It is not

rious elements, nor

a mock-up painting.

183



tion Painting - Akéni malba

0
-
-3
=
Q)

1]
D
»n




Iba

cni ma

Action Painting - Ak

i malba

cni ma

2
=<
I
o
i=
£
£
T
a
<
S
i3]
<




—— e B

e

T

B

€

"—-._J

Predmalby

Predmalba je v mém pojeti doslova
»malba pfed obrazem®. Barva je fyzicky
oddélena od podkladu. Dotka se ho

jen minimalnim po&tem bodd, malba
vytvariiluzi levitace. Mou snahou je dat
malbé urcitou symbolickou autonomii,
nezavislost na pozadi.

Z&roveti je nutné zdliraznit, Ze jde stale
o malbu a ne o objekt, i kdyZz malba
sama ma tridimenziondlni povahu. Je
to malba, protoZe si stale uchovava své
konvence. 1/

Samotnd malba na obraze se nachazi
v mezni pozici. Chee byt fyzicky
autonomni, ale nemdZe se zbavit
puvodni identity, aniZ by pFestala byt
malifskym dilem a stala se objektem,
sochou.

Tento mezistav je vichodiskem pro
volbu témat a motivy, které syntetizuji
formy modernistického malifstvi 20.
stoleti v jednoduchém ,univerzalnim
stylu, ktery v hustjch monochromnich
pastach do sebe nasal gesta
impresionismu, expresivni divokost,
abstrakei, neuchopitelnost informelu,
absurditu dada, surrealistické
podvédomi, Zivelnost abstraktniho
expresionismu, rafinovanost
konceptualismu, ¢i eklekti¢nost
postmoderny.

1/ Nejde ani o kolaZ, protoZe se nesklada
z riznorodych prvkd, a ani o reliéf,
protoZe u néj predpokladame, Ze je se
svym podkladem homogenni. Navic

je tomalba ,namalovana® z malirské
monochromatickeé pasty. Nejde

o kasirovanou malbu.
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... the saints who masturbated between unpainted walls,
naked,

and burned their money in the aircraft between the
skyscrapers

praying in all corners of the Terror...

If T am to reflect on Jiri éernickjf’s work over time, I see it as various layers of meanings “burnt into
one whole” which are piled on top of each other and then crumble...

... coldness of a shop window full of intoxicating desires,

street art burnt out in neon, shivering without the sun or
moon or trees

during weary winter dusks

everywhere grandiloquent drivel and the soothing royal
credo of dreaming...

It isnot always easy to distinguish what the individual meanings indicate in his work, what they
refer to, in what particular memory they are currently located...

... suffering Eastern sweats of exotic whores and
dancers

full of Chinese dawns, when in an unusually furnished
room

their throats are stabbed with the blade of a knife...

This intangibility is often confusing in terms of its
aesthetic codes, but it has a bright energy, like the heart
has its gray cortex, which is a fact...

... those who have studied Debord and God knows what
else felt shame at St John of the Cross,

they honored telepathy, they honored the sefirotic trees
of the Kabbalah,

because Heaven foolishly clung to their feet

everywhere...

... thus Jifi uncontrollably controls, controlling the uncontrollable because he has sensitive sensors
attuned to faraway places, which cannot be measured with conventional compasses, gyroscopes,
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gyrotheodolites, inclinometers...

... anywhere whatever sounded like intuition

and whatever sounded like mad joy full of common
sacraments,

anywhere in the streets with vision, in the streets full of
utopias and powerless beings,

who hoped that they were merely mad when they,
invisible, glittered expressly in order to be burnt...

... his paintings, objects, installations, environments cannot make do with just one contextual level,
but they brim, swell, metastasize, move up and down in layers with an almost animal speed, they
cannot stand the resistance of one breath taken...

... remember, and please tone down my images,
press down days, months, years in the setting sun,
and in the morning try to wipe the blood from my gums

like the ice popping out from buckets by the yards full of
piss

there were no naked people in the lakes...

...on the other hand, what does taking one breath mean, is it a guarded purism, the coldness of
consciousness, the prison of mutual agreements on the forms of contemporary art?

those who quietly played on their walls,
who coughed flame on the fifth, sixth, seventh floors

with the consolation of those closest to them,
surrounded by Heaven,

surrounded by a play on something they didn’t even want
to understand

filled by different theologies...

Maybe it’s nothing, maybe it’s just a power strategy, maybe he uses too many words which find
strength in their opposites, and so Jif1, with a joy typical of him, clones them, each time using
a different film, albeit with a reusable perforation...

they heard books talk and developed wild habits

blending with the Buddha in the mountains or

195

Action Painting - Akéni malba



196

Action Painting - Akéni malba

something,
they boiled down on the horizon into a dark nothing,

into points so narcissistic for the cibachromes of the
prominent collections of the world...
... Ji¥i Cernicky may be “only” a perverted, obsessive fetishist with a compulsion to inform the

outside world of art of this... a kind of Tiberius, who in the senility of his old age asked young boys,
whom he called “little fish”, to swim in the bath around his hips, to play with him, lick him, bite him

... they happened to be the scale of archival documents,
but they were here

and stood before us with the vibration of words

with a vision of unknown disgrace, without shame, but
confessing

from small wounds which so far have healed remarkably
quickly,

so far non-beaten beings, actually unnamed in terms of
beauty

in the fullness of the unknown, but already recognizing
this thing here...

maybe Jiri éernicky is an essence of relentless associations which whip him day and night,
exhausting him, tearing and sucking at him with a desire to be reflected in the mirror; maybe they
will surprise him one day with an explosion of cheap horror...

... with a mother who hypnotically loses one child after
another

with a book so true it can neither be read nor possessed,
and a back door closed once in the morning and...

they did not fit the description, actually nobody looked
like himself...

... maybe in our traditional, non-magical world Ji#i Cernicky is a being who rejects excessive
concentration on the content of the work as that would make it impossible to understand the far-
reaching transformation of the form, and thus prevent the escape from interpretability...

... they loved a few unintelligible words at the border, on
the edge of the end,

hedonists of resurrection, like Dada (not really)

lovers with histrionic crap about rituals,

and the past of the lobotomy kept appearing everywhere
again (perhaps it was only a movie)...

...or isit no longer relevant what the image represents, but instead what matters are its
representative features, the power of the image? Jifi certainly knows that even moral criticism fails
tobring greater order to areas that are autonomous and independent of each other because at the same
time they may not mean anything at all aesthetically...

... it was a time of hate, but of the patronizing kind,
which is almost necessary for survival,

nothing more, and the free ride has been prepaid
a thousand times...

... it isapparent in his work that if we denote life in its totality as art, and if we cast everyone in the
role of the artist, we will simultaneously lose both the ability to distinguish as well as the aesthetic
criteria; he works with the knowledge that with (post-, neo-) conceptual art suddenly anything
authentic can claim the status of being art, which means everything would be art and therefore
logically nothing could be art...

... children who fixed themselves to the speed full of
adrenaline at great trips in the swirl of colors in the holy
Disappearance

and erased themselves with anything, until traitors and
cowards reported them with contorted mouths, their
brains excited to stupidity...

... thus for a long time and stubbornly, without delay and unrelentingly, simultaneously with his own
stubbornness, sometimes seemingly unbearable because of his exalted mind, his excess, his insistence,
the work of Ji¥i Cernicky proves that art has its own internal criteria of excellence and perfection —
we can dispute them, but their existence is undeniable. He knows that art is the result of exceptional
skill and talent and therefore inherently elitist, not democratic.

Jiri Cernicky’s approach to work reveals an enormous expression of the fact that a work of art is the
result of a play on meanings and its structure, not of any ideology or programmatic manifesto. The
mutual merging of the meanings of'a work is considered more important than its semantic coherence.
The irony and play, two fundamental prerequisites of art, thus merge not only in relation to some
external social context, but also from the internal point of view of the artistic form itself. In this
way, Jiri éernicky creates his own aesthetic criteria and prerequisites for artistic cohesion...

Excerpt from a text by Jiri David — “A Vision without Names” 2013. The Czech original paraphrases
“Howl” by Allen Ginsberg in the Czech translation by Jan Z&brana.
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... svati, jez trpéli onanii v nevymalovanjch zdech nazi
a palili penize v letadlech mezi mrakodrapy
v modlitb& za v8emi rohy Hrizy...

pokud mohu dlouhodob& vnimat praci Jitiho Cernického, vnimam ji jako rfizné ,,spefené” vrstvy
viznami, které se vrstvi i droli...

... vykladni chlad plny omamnych chténi, neénoveé

vyhasly street art, zachveély bez slunce a mésice

a stromt za umdlenych zimnich soumrakd

kdekoliv, velkohubé Zvasty a konejsivé kralovské krédo snéni...

neni vzdy jednoduché v jeho praci rozlisit, kam jednotlivé vyznamy sméruji, k ¢emu odkazuji, v jaké
konkrétni paméti se momentalné nachazeji...

... zdrceni asijskym potem exotickych kurev a tanecnic
plni Einskych rozbresky, kdy% jim v nezvykle
za¥izeném pokoji zarazili epel noZe do hrdla...

tato jejich neuchopitelnost, jeZ ¢asto mate svymi estetickymi kody, ma vSak svou jasnou energii, asi
jako srdce svou 8edou mozkovou kiru, co? je fakt...

... ti, co studovali Deborda a bihvi co jests, trpéli studem u sv. Jana od K¥iZe,
ctili telepatii, ctili sefirotické stromy kabaly, nebot nebesa
blahove ulpivala na jejich nohou Kdekoliv...

... Jifi tak nekontrolovang kontroluje, &im# kontroluje nekontrolované, nebot ma své citlivé senzory
naladéné do dalek, jeZ nesnesou béZné kompasy, gyroskopy, gyrotheodolity, sklonomé&ry...

... kdekoliv, kde cokoliv znélo jako intuice, a cokoliv znélo

§ilenou radosti plné obycejné svatosti, kdekoliv

v ulicich s vizi, v ulicich plnjych utopii i bezmocnjch bytosti,

kteti doufali, Ze jsou jen §ileni, kdyZ se neprozrazeni t¥pytili pro expresni zpopelnéni...

... jeho obrazy, objekty, instalace, environmenty nesnesou pouze jednu kontextualni troven, ale
srsi, bobtnaji, metastazuji, prevrstvuji se se skoro Zivo¢isnou rychlosti, nesnesou odpor jednoho
nadechnuti...

... pamatuj a prosim zmirni mé obrazy, stla¢ trochu dny, mésice, roky
v zapadajicim slunci a rano zkus utrit krev z mjch dasni
jako led vyklopeny z kybld na dvorech plnych chcanek, nebylo nahych v jezerech...

...na druhou stranu, co znamena jedno nadechnuti, je to hlidany purismus, chlad védomi, vézeni
vzajemnych dohod o podobach sou¢asného umeéni?

ti, co tiSe hrali na svych zdech,

kteri vykaslavali v patém v Sestém v sedmém patie

plamen, s Gtéchou svych nejbliZsich obklopeni nebem, obklopeni
hrou na n&co, gemu ani necht&li rozumé&t plni rizné teologie...

moZnd nic, mozna jen silu strategie, mozna taky prili§ mnoho slov, které vidi silu ve svém opaku,
a tak je Jirfi radéji s radosti sobé vlastni klonuje, pokazdé vak s jingm filmem, 1 kdy% s pouZitelnou
perforaci...

slySeli mluvit knihy a vypéstovali si divoké navyky,
prolnuti s Budhou v horach, nebo co se

scvrkli na horizontu v tmavé nic, body

tak moc narcistni pro cibachromy ddleZitych sbirek svéta...

... mo¥na je Ji¥i Cernicky ,jenom® zvrhly, obsesivni fetigista s nutkavou pot¥ebou o tom informovat
okolni sv8t um&ni... n8co na zplsob Tiberia, jenZ ve své stafecké senilité navadél chlapce Gtlého véku,
které nazyval ,,rybi¢kami®, aby mu plavali v 14zni okolo bok(, hrali si s nim, 1izali ho a kousali?

... byli v m&Fitku archivnich dokumentdy, ale tady

a stali pred nami s vibraci slov

s vizi nepoznané hanby, bez studu, ale zpovidajici se

z nepatrnych ran, co se doposud podivuhodné rychle hojily,
doposud neubité bytosti, vlastné no name v krase

v plnosti nezndmého, ale uz zaznamenavajiciho tady to...

mo¥na je Jifi Cernicky extrakt neinavnych asociaci, je# ho dnem noci bituji, vysiluji, drasaji,
vysavaji tim, jak se chtéji vidét v zrcadlech, mozna ho tak jednou prekvapi explozilaciného hororu...

... smatkou, jeZ hypnoticky ztraci jedno dité za druhjym,
sknihou tak pravdivou, Ze ji nelze ani ¢ist ani vlastnit a zadni dvere
zaviené kdysi rano a... neodpovidali popisu, vlastné nikdo si nebyl podobny...

... mo¥na je Ji¥i Cernicky v naSem post tradidnim, odkouzleném sv&té bytosti, jeZ odmita pili¥nou
soustfed&nost na obsah dila, kterd by uz tak znemoznila pochopit dalekosdhlou proménu formy, a tim
iznemoznila uniknout z interpretovatelnosti...

... milovali né€kolik nesrozumitelnjch slov na hranicich, na okraji konce,
hedonisti zmrtvychvstani, t¥eba dada (vlastng ani ne)

milenci s fanfarénskymi kecy o ritudlech, a viude se op&t zjevovala minulost lobotomie (mo%na to byl
u? jen film)...

... nebo uZ neni dileZité to, co obraz zobrazuje, ale mnohem vice samotné zobrazujici vlastnosti a sila

obrazu? Jirijisté vi, Ze 1 moralni kritika nedokaZe vnést vyssi rad do oblasti, které jsou autonomni
a na sob& nezavislé, protoZe soudasn& nemusi z estetického hlediska znamenat vibec nic...

... byl as nenavisti, ovSem té blahosklonné, skoro nutné pro preziti
nic vic a zadarmo bylo tisickrat predplacené...

... v jeho praci je zfejmé, Ze oznacime-li za uméni Zivot v jeho totalité a prisoudime-1li kazdému roli
umélce, ztracime tim soucasné rozlisovaci schopnost a esteticka kritéria; pracuje s védomim, ze

s (post, neo) konceptudlnim &i akénim umé&nim si najednou cokoli autentického miZe narokovat status
umeéni, ¢imz by ovSem bylo uménim vse, a tim by jim logicky nemohlo byt nic...

... d&ti, co se pripevnily k rychlosti plné adrenalinu na skvéljch tripech ve virenibarev do svatého
Mizeni a gumovaly se ¢imkoliv, dokud je zradci a zbabé&lci neudali se zkFivenymi Gsty, mozky
vybuSenymi k tuposti...

... préce Ji¥iho Cernického dlouhodobd a svetepé, bez prodleni &i umdleni, kontinualng se svou vlastni
umanutosti, nékdy jakoby nesnesitelnou pro svou prepjatou mysl, pro svou priliSnost, netGstupnost,
tak dokazuje, Ze umé&ni ma sva vnitini kritéria vyteénosti a dokonalosti, o kterych miZeme vést

spor, nicméné jejichz existence je nezpochybnitelna. Vi, Ze Umeéni je vysledkem mimoradné zruénosti
a talentu, takZe ze své vnittni povahy musi byt elitarské, nikoli demokratickeé.

Jeho pracovni pristup vykazuje enormni vyjadieni skute¢nosti, Ze Umélecké dilo je vysledkem

hry s viznamy a strukturou dila, nikoli aplikace néjaké ideologie ¢i programového manifestu.
Vzajemné prolinani vyznamd dila se povaZuje za ddleZit&jsi ne¥ viznamova ucelenost. Ironie a hra,
dva prazakladni predpoklady umeéni, tak prodélavaji prolnuti nejen ve vztahu k néjakému vnéjsimu
socialnimu kontextu, ale i z vnitfniho hlediska umélecké formy samotné. Tim vytvari sva vlastni
esteticka kritéria a predpoklady umeélecké soudrznosti...

Uryvek z textu Jitiho Davida - ,,Vidéni beze jmen® 2013. Text je parafrazi ,,Kvileni® od Allena
Ginsberga“ v prekladu Jana Zabrany.
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