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Podlesin, zahrada, hledal jsem v kruzich kolem
Prahy. Poprvé jsem omylem v Podlesiné vlezl

do starého mlyna s rozpadajici se stodolou a ekl si,
to je ono. Patfilo to nékomu, koho potom zastrelili.
Pres potok od toho mlyna byl rozkulac¢eny statek,
vic dolik a vétsi smutek s potokem. Statek, ktery

uz nikdo neda dohromady. Za stodolou otevieny
prostor smérem k snad nejvétsimu viaduktu pavodni
Bustéhradské drahy a za potokem jednokolejka,
kterou zménili na stezku pro cyklisty. Od nadrazi

: jdu dol k domu jednoduchou serpentinou.
3 ‘ Co vic si prat. Potok, zahrada, rozpadajici se zed'
: { \ a dim. Vse seviené hradbou stromu. Ze zarostlého
- : v statku za potokem je ted' autoservis a za stodolou

1§ ! . ‘ smérem k viaduktu vyrostla vila ukrajinského
tanecnika jak ze sci-fi romanu... Opravil jsem zed.
Co se v zahradé ted odehrava, je to samé. Vnimam
- ‘ ‘ Palcra s jeho touhou vybetonovat vée zelené.
“ : ! Zaroven to rozpadani se a nemoznost preprat
T plevel a prijmout fakt, ze to sem patfi... Chyba,
: s kterou jsem vstoupil do tohoto systému, je ted’
jeho soucasti. Stejné, jako jsou v nasem genomu
zaznamenany otisky virQ, které nas formovaly.

Medvidek - kocour, varianta Il 2010-2011 ateliér Podlesin Teddy - Tomcat, variant Il Bez nazvu Il 2017 Untitled Il 142 — 143




Lidské méritko, mnohost detailu :
skladajici celek a pravidelnost fadu )
atakuji divaka, pritahuji ho a zaroven
omezuji. Divak je (neni) nucen zaujmout
jiny pohled, odstup, aniz by vSak mohl
pojmout objekt v jeho celku, v celé jeho
prostorové souvislosti. Tato interakce
je prirozenou soucasti zkoumani
prostoru, s jeho promyslenim,
soucasné i intuitivnim chapanim.
Vzajemné ovlivhovani polarit radu

a chaosu, danosti a nahody, hranice

a nekonec¢na. Elektronicka média

s jejich procesualnosti nam nabizeji

novy prvek, s nimz se nejdfive

budeme muset smifit a poté se ho

teprve snazit pochopit. Clovék vytvafi

prostor, prostor formuje ¢lovéka.

Stred 1991 Centre Jenom na okraj k tématu. K zazitkim
posledni doby fadim nalez starych
satelitnich antén s tagem a plastového
kbeliku od barvy rozsetych po jednom
velkomésté. Zplsob vyjadieni pro mne
nedosazitelny.

Mam jeden cil. Vypada to ale,
Ze je stejné neusporadany, jako vSe,
co se mi doted’ prohnalo kolem.

Objekt/Subjekt - sloupy 1991-2019 Object/Subject - Columns >
<< Pohled do vystavy / View of exhibition Ivan Pinkava - Vojtéch Mica: Vitalni kolaps,
Museum Kampa, Praha, 2019




Kruh (plvodni verze) - Obavam se, ne bojim,
ne néceho urcitého, pouze pocit, nejistota;
véci, které pred sebe predstavim, se mohou
postavit proti sobé, a to ne ve smyslu stat
proti sobé v kontrastu. Je mozné, ze véci,

i véci oteviené tmavé, se zméni nebo
pomohou pravé svym zlem. Dobré a Spatné
zlo, nebo zlo mize byt svym zplisobem
v§echno dobré? Naivita?

A zpétné Leibniz? (zijeme v tom z nejlepsSich
moznych svétu).

Circle (original version) - | fear, not dread, not something
specifying, a mere feeling, uncertainty; things | line up one in
front of the other may turn against each other, not in

the sense of standing against each other in contrast. Things,
even openly dark things, may change or help through their
evil. Good and bad evil, or can evil be all

good in its own way? Naivety?

And back to Leibniz? (we live in the best world

of those possible).

Smotek - kra, cyklus Sudety 1991 Roll - Bark, Sudetenland cycle

Stul, cyklus Sudety 1990 Table, Sudetenland cycle
Kostka - stied - klec 1991 Akademie vytvarnych uméni Praha, palac U Hybern(i, Praha Cube - Center - Cage Klin, cyklus Sudety 1991 Wedge, Sudetenland cycle ~ Kruh 1990 Circle






Billboard x Ram (Princezny v mliku), cyklus Nézné prefabrikaty 2000-2006 Billboard x Frame (Princesses in Milk), Bedna, cyklus Nézné prefabrikaty 2006 Crate, Tender Prefabricates cycle
Tender Prefabricates cycle, vystava Sculpture Grande Praha, Vaclavské namésti, 2006
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Figura - krajina - FLY 2008
Farma Hlubogec - Zbynék Remelka
Figure - Landscape - FLY




Polozil jsem na sebe dva kameny, no polozil,

mé by to asi nenapadlo, moc k sobé nejdou.

Kdyz je na sebe polozim, horni plocha spodniho
kamene je v takovém sklonu, ze byt mezi nimi pisek,
tak horni kdmen se vlastni vahou zac¢ne pomalu
sunout dold. Ne, dal jsem tam olovo a kamen dosedl.
Kdyz jsem na tom délal, tak i pracovni plocha byla
ve sklonu, nemél jsem vili to fesit a spodni plochu
upravit predem tak, aby po osazeni byla v roviné.
Ten nékolikatunovy kamen bych musel obracet...
podlozil jsem ho dievem, tak. Horni kamen

po opracovani by mél byt v poloze tak, jak je
osazeny, rysky kolmo, ubézniky musi sedét,

hne se to o milimetr a za¢ne mé to kroutit...

cela ta konstrukce v prostoru se rozsype a ja

potom taky. Bavi mé prohlizet si knizky odzadu,
nékdy i reSim véci odzadu, az kdyz to pfijde...

Ted chodim kolem a drbu si hlavu, to drevo dole...

L3
»

i
.

| layered two stones, well, layered, it would not have
occurred to me, they don't really fit together too well.
When | place one on top of the other, the incline of
the top of the bottom stone is such that were there
sand between them, the stone on top would start
sliding down slowly under its own weight. No, | put
lead and the stone settled. When | worked on this,
even the work surface was tilted, | could not be
bothered to deal with it and to fix the bottom so that
it would sit straight after installation. | would have to
turn the stone weighing several tons... and so, | put
wood underneath. The top stone should ultimately
sit as mounted, guidelines perpendicular, vanishing
points fitting, if it moves by a millimeter it will start
to buckle... the entire spatial construction will fall
apart and so will I. | like to leaf through books back
to front, sometimes | deal with things in reverse
order, only when stuff happens... Now | walk around
scratching my head, that wood at the bottom...

Krajina - 1979 2013, Cheb Landscape - 1979



Prostor 2010 Space

< Bedna ll, cyklus Nézné prefabrikaty 2006

vystava Obvykli pfitomni (s Jakubem Lipavskym), G99, Dim pant z Kunstatu, Brno, 2010

Crate Il, Tender Prefabricates cycle 102 — 103



Sentimentalni/senilni? Poméry hmoty, design kontra
material, moderni nemoderni. Co se stane, kdyz
design prebuiji, telefonni budka jako misto nostalgie,
sentimentu, senility - komunikace sam se sebou?
Telefonni budka, pred kterou stojim. Mam mobil

a jesté se trapit, ,,co s ni*, to uz je prehnané...

Jsem clovék ,spolecensky", své objekty, sochy

pred sebe pro jistotu stavim jako jakési nezucastnéné
a netecné komunikatory, hradby, kontakty,

sleduji reakce okoli. ,Komunikuiji“, abych nakonec
Zjistil, Ze vedu divny monolog. Kdyz se prede mé
nékdo ¢i néco postavi, vstoupi mi do cesty,

¢i jinak prekazi, tak se na to minimalné kouknu.

Kdyz mGzu. Takze, pro¢ ne. Stojim pfed tou budkou,
muzu se ji dotknout, s chuti prasknout kladivem

do skla, konec¢né, nikdy jsem si to nedovolil, mizu?
Mohu ji zni¢it, sesrotovat taky mdzu, mohu ji obdivovat,
ignorovat, vSe, na co si vzpomenu, mohu s tou
budkou udélat, ve vztahu k budce jsem svobodny...
pane jo!? Mam to prekladat do srozumitelné feci?
Podat vysvétleni? Pro¢ beton, pro¢ polystyren,

pro¢ $eda, pro¢ jsem do ni jednoduse jenom neprask
a nenechal ji tak. Pro¢ - proto.

Prvni pohled, rychly odsudek, jednoduché vysvétleni,
rezignace na vlastni patrani po pfi¢iné, sousto rychle
snédené v bufetu, jednoducha vysvétleni jsou,

ale nékdy jim chybi chut. Prosté je to tak,

udélam ¢aru, je to tak, udélam tedy budku,

a aby bylo vidét, ze je telefonni,

dam tam telefon, pro¢? Jednoduché.

Budka 2008, vystava Artphone 2008, Kampa, Praha Phone Booth Budka, variantall  2008-2009 _ ) 108 — 109
vystava Sculpture by the Sea, Bondi Beach, Sydney, 2009 Phone Booth, variant Il >



Sentimental /senile? Proportions, design versus
material, modern outdated. What happens

when design runs rampant, a phone booth

as a place of nostalgia, sentimentality, senility -

of communication with oneself?

A phone booth in front of which | stand.

| have a mobile phone and to worry what to do with
the booth is over the top... | am a “sociable” person,
and to be on the safe side, | place my objects,
sculptures in front of me as some sort of uninvolved
and inert communicators, barriers, contacts,

| observe the response. | “communicate”

only to find myself engaged in a strange monologue.
When somebody or something is placed before me,
stands in my path or otherwise gets in my way, | will
have a look at least. When possible. So why not.

| am standing in front of the booth, | can touch it,
feel like smashing the glass with a hammer, at long
last, | have always resisted, can |? | can destroy it,
trash it, admire it, ignore it, | can do whatever

| can think of with the booth, | am completely

free to act as far as the booth is concerned...
wow!? Should | translate this into comprehensible
language? Give an explanation? Why concrete,
why polystyrene, why grey, why | did not simply
bash it and let it be. Why - because.

First glance, quick judgment, simple explanation,
giving up on the actual search for a cause,

a quick bite in a bistro, there are simple
explanations but they sometimes have no taste.

That's simply the way it is, | draw a line,

that's right, and | will make a booth,

and put a phone there to show it is a phone booth,
why? Simple.




Film Budka, varianta Il 2009, fotografie, Sculpture by the Sea, Sydney Film Phone Booth, variant Il, photo print
Budka, varianta Il, detail 2008-2009 vystava Sculpture by the Sea, Tamarama Beach, Sydney, 2009
Phone Booth, variant Il, close-up
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Cleveland Playground 1995
/ ) - Ramy Zligin, Katefinska zahrada, Praha, 120 — 121
'. . Brno Art Open 2008 Frames
A2 om, <
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For the longest time, I‘'ve been
wanting to make frames

for Petrbok'’s paintings.

Cast polystyrene, concrete,

mesh - the city and unbreakable
glass in a picture frame. | run
against it and fail to break it with
my head. It could not be propped
up against the cop shop at
Freedom Square, conservationists
objected that it would scratch the
station‘s marble facing.

Hence the quiet encounter of

a tree, bin, park, concrete.

In the frame, a story, around it,
nature, a bucolic scene.

A secret needs to be honored,
without too much talking,

now | have pictureless frames...

Ramy - gesto - situace 2000-2017

vystava Socharska naplavka

2019 - ateliéry AVU,

Rasinovo nabrezi, Praha

Frames - Gesture - Situation 132 — 133



Bunkr, cyklus Nézné prefabrikaty 2006 vystava Dvojity agent (s Jifim Petrbokem), 2010, galerie Ceasar, Olomouc

Bunker, Tender Prefabricates cycle

Je mozné pojmenovavat véci, bytosti i déni.

Neni nutné najit spravné pojmenovani, ale vyjadrit
co nejvice presné a jasné to, co citime.

Vzdy je to potom tak, jak to ma byt.

Mirna pravidelnost nasSich zivoti se piekryva

s urputnym hledanim na hladiné vficich hvézd,
kosmického prachu a nicoty. Jsme v tom,
dychame to, jime to. Je to nas zivot.

Rad, pravidla, ktera prekryvaji chaos s jeho fadem,
odstupiovanym podle jasnych a piesnych pravidel
do nekonecna.

Vs§echno uz bylo vysloveno. Znova a znova

to budeme vyslovovat, pokazdé jinak.

Vnimame mnozstvi véci, o kterych nemluvime.
Pozorujeme detaily, skladame si je do celk.

Je to mnozina véci zdanliveé ucelenych. Otazkou,
kterou se po cely zivot zabyvame, je, co vic,

co min. Je celek, nebo jde jenom o detaily?

Things, beings and events can be named. The
correct name does not need to be found, rather,
it is necessary to express as accurately and
clearly as possible what we feel. Things are
always as they should be in such case.

The slight regularity of our lives overlaps with
dogged search at the level of churning stars,
cosmic dust and nothingness. We are immersed
in it, breathe it, eat it. That is our life.

Order, rules superimposed on chaos with its
order, graduating all the way to infinity according
to clear and precise rules.

Everything has been said. We will voice it again
and again, differently each time.

We register many things we do not talk about.
We observe details, aggregate them. They form
a set of things seemingly constituting a whole.
Throughout our lives, we ponder what is more,
what is less.

Totality, or only details?

206 — 207






Prostor 2010 Space

< Bedna ll, cyklus Nézné prefabrikaty 2006

vystava Obvykli pfitomni (s Jakubem Lipavskym), G99, Dim pant z Kunstatu, Brno, 2010

Crate Il, Tender Prefabricates cycle 102 — 103



Objekt 1l 2010-2011 Object Il

< Drobna prace - podivné shody okolnostill 2013 Diminutive Work - Strange Coincidences Il

< Méstské ostrovy - hotel - skladba hmot, Utica, NY

1998 City Islands - Hotel - Composition of Volumes 162 — 163




Rozeta - pfedni zadni prostor, varianta Il 2015 vystava Klasterni
zahrada 2016, Broumov Rosette - Front Rear Space, variant Il

Rozeta - predni zadni prostor, variantal| 2015 situace Hotel AXA, 2017, Praha Rosette - Front Rear Space, variant | Rozeta - pfedni zadni prostor, variantal 2015 ateliér Podlesin Rosette - Front Rear Space, variant | 170 — 171
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Méstské ostrovy - base, 1997-2006
City Islands - Base

< < NaHoru 2016 Up the Mountain
< < Bednalll, cyklus Nézné prefabrikaty
2006
Crate Il, Tender Prefabricates cycle
< < Bedna 2006 Crate

Rastry - méstské ostrovy - figura, krajina,
temelinska elektrarna, polystyren... pravidlo,
2006-2008,

vystava @New Brave World,

Manes, Praha, 2008

Grids - City Islands - Figure, Landscape, Temelin
Power Plant, Polystyrene... Rule > > >

Bez nazvu 1998 Untitled
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We move quickly within
our space.

We join the circle.
High sky. Indistinct.
Distance.

Am | alone clearer
in that space? There
is development
within us.

Rychle se pohybujeme

ve svém prostoru. ks

Jdeme do kola. L

Vysoké nebe. g

Nejasné. Vzdalenost. o ‘

Jenom ja jsem )

v tom prostoru jasnéjsi? . -

Je v nas vyvo,.

Vystava @New Brave World, Manes, Praha 2008
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Bez nazvull

2016 Untitled |

The paradigm has perhaps changed, but the substance

of a sculpture, not so much.

An interview with Petr Vanous on the occasion of Formating
exhibition at the Broumov Monastery in 2014

P. V.: Originally, you studied restoration and wood
shaping. Has this ‘pre-sculptural’ experience

with thinking in a particular material influenced

how you work with shape today? Can these

traces be detected in your current work?

V. M.: Definitely. Wood being such a specific material
for shaping, especially using a wood chisel, | believe
it is not possible for such an experience, especially
such an early one, not to leave a mark. As an example
| could mention my favorite sculptor from those years,
Frantisek Bilek, and his expressive shapes. The
graphic three-dimensional concept of a sculpture,

as he cut them out in wood and then transferred to
his stone sculptures, is more than illustrative. And

it is not only about adherence to the Art Nouveau
morphology. Even though some might not agree that
this is sculptural modeling, turning of the surface,
compared to Saloun, Maratka, for instance, comparing
Myslbek’s Christ with the one by Bilek, this linear
construction of shapes in space attains at least the
same qualities, | think. Anybody who ever gently
touched linden wood with a semi-rounded wood
chisel (not using a saw or anything ‘powered’), knows
the feeling when the material is dictating more than
vigorously what it will let you do and how far it will let
you go. The joy of being in harmony is sometimes
literally physical. Anyhow, it was a shock when after
wood carving | worked as a stonemason and got
introduced - mainly through Jazzpetit - to the 1970s
works of Serra, Judd, Morris and Nauman. Strict, clear
and uncompromising expression, but even Bilek’s
work is, in fact, strict, clear and uncompromising.
That was roughly the point when it started going back
and forth in my head. | keep trying to force the circles
into squares, metaphorically and physically. In fact,

it is not some sort of dualism, especially since there
still is, surprisingly, just one of me. The attempt to
free myself from the tendency to get entangled in
myself and to multiply shapes uncontrollably, to shed
the excessive hand-craftiness to which | am strongly
inclined, first made me attempt to dematerialize
material and get rid of shapes (branches of spatial
drawings in cubes, tangible cores; found objects
ingrown into the Sudetenland landscape and the
manufacturing of pedestals); this effort lasted a while
and ‘logically’ ended with robust, preferably clearly
spatially defined weights which | sometimes try to
dematerialize in their fullness, just for a change. Put
a functional lintel constructed from a wood beam

and a concrete lintel side by side, and cast the

wood in concrete, the same function but different
information, nothing earth-shattering but | find it
interesting, all these transcriptions; in fact the same
process as when | imprint myself (metaphorically
speaking), my own mental space, in my sculptures
and then | stand them in front of myself and other
people, trying with all my might to maintain an

upright position and, if possible, not to levitate or
slide down somewhere. | am immensely tempted

by Palcr’s ‘standing’ of a sculpture. Clear, strict and
uncompromising. | end up directing all my efforts
towards this ideal and it is shooting all over under

my hands. This would be my answer to a question
regarding the technical, ‘crafty’ nature of my work.

P. V.: When you talk about your work as a sculptor,
you talk about ‘two seemingly disparate lines, which
clash and, at the same time, complement each other'.
What lines or approaches are you talking about?

V. M.: | have actually already mentioned that. Parallel
lines seem disparate from the outside and when

you somehow ‘name’ them for yourself. It is me who
integrates them, all those fragments that | strive to
match, put together within myself. In a certain way,
from the reflection of the current world, one can
perceive this as my reaction to disharmony, lack

of establishment, and to how | perceive the art of
sculpture now. | constantly oscillate around sculptural
discourse; | feel an inner need to get closer to this
pure phenomenon. The art of sculpture, as well as
other fine arts, as they are present today, including
the blurred boundaries between them (some use

the word ‘permeable boundaries’ - the attempt to
describe and define everything is sometimes deadly),
does not need any special treatment, any protection
against ‘devaluation’. That certain need to redefine
and once again focalize the boundaries of the art of
sculpture is, which | sometimes feel, probably comes
from the shock which the discipline, established in
history as one of the pillars of art, experienced in the
last century in particular. The paradigm has perhaps
changed, but the substance of sculpture, not so much.
The Africans, Michelangelo or Judd can be perceived
socially, purely through the eyes of their period, or
however we want, but that takes away a substantial
part of what this art can provide and what it surely
provided to its creators. To exaggerate, the magic
cannot be described in words - ‘the possibility of
describing the universe through a single gesture’.



P. V.: You also said that you ‘create space which
forms you back at the same time'. Is this a dynamic
relationship which continuously changes...?
V. M.: Well, it is a relationship first and foremost; nothing
more, nothing less. The essence remains the same; and
the relationship naturally changes over time. The essence,
the moment when you realize for the first time that when
you do something, you already know what the result should
be and the strong feeling that you are only getting close,
that it will not be any different, is like chemistry. All of a
sudden you do not care whether you are ‘describing an
ra’... why, when you live in it? Revelation of the essence
when you see a Turrell (James Turrell) for the first time
with your own eyes and you are not ready for it; the
experience which you can only try to relive ever since.
The essence of seeing a statue of a slave by Michelangelo
and trying to create the same thing - impossible, if
only because you simply are not Michelangelo; that
self-realization is incredibly important. | think that this
‘essence’ also contains the dynamics already mentioned.
P. V.: Do you use a computer for your work? If so, how
and why?
V. M.: Yes, | tried rather hard to figure out and understand
what it is all about. However, there was (again) a problem
of certain imprints and transcriptions in the sense
explained above. What happens when | first model
something on the computer and only then transfer it to
reality; the reality on the computer versus the reality in
front of me, etc. In fact, | had to stop when | started to
have the desire to catch up to DreamWorks animation.
A PC is only atool and | try to use it that way - at least
| hope so. It can bring some really interesting things,
however not necessarily on a technical level.
While still at elementary school, | read an article to the
effect that computers will have a graphic interface and
we will have a desktop with a trash bin in front us, | think
my imagination was way wilder than the reality. Umberto
Eco's text on work with text on computer, the ease of
corrections and unlimited multiplication of text. The current
wave of compilations... And just last week | came across
3D printing as currently possible, where they scanned
and printed gorgeous, subtle and incredibly detailed
Renaissance alabaster Salhausen statues and presented
them as reduced size copies. Those small snowmen
were closer to the present than to Renaissance, however,
as an interpretation, it was pretty good. | do not want to
dismiss it; in fact, it is incredible and | have no doubt that
soon, it will achieve the level of perfection we will have
to learn to live with and learn how to work with it. Again,
it is a tool which does not change the essence of the art
of sculpture. It will make mass production of instant art
easier, but that it nothing new under the sun. Compilations
and again, compilations. However, there certainly will be
someone who will really ‘use’ this tool and then watch out.
P. V.: What role does drawing play in your work?

V. M.: | ‘like’ drawing. The directness. As a cat scan, when
searching for a personal expression, it is irreplaceable.
Exact as a diary entry, one line is enough...

P. V.: You have all kinds of international experience.

How is the art of sculpture currently perceived

in the world in your opinion?

V. M.: ‘Surprisingly’ probably as a permanent part of the
culture, of living space. At first glance, sculpture is in all
conceivable forms and quality levels still a present part of
the living environment. And why should it be otherwise?

| would not overrate experience from abroad. | am not
trying to pontificate but sometimes local discussions
give me the feeling that it is the end of sculpture as we
know... there will now be a ‘new’ paradigm to follow, the
old one is over... We horrendously deprive ourselves of
variety and thus of the possibility of quality, come to think
of it. The discussion about the last painting has already
been held, and there is no need to have one about the
last statue - it is the same. Nonsense. We are trying to
figure out a shadow of a shadow, counting angels on the
tip of a needle. | do not enjoy someone dictating where

I should go and why | cannot do what | do or how | do it.
The invincible canon has been already dictated and we
cannot really be more contemporary. From my point of
view, | need craft and | consider it fundamental for my
purposes. It often does not look that way, but | am positive
about it. | am not saying that anyone who wants to make
sculptures must learn how to model, but this path is one
of many and almost all of them are right. | would not use
huge exhibitions and executed work, number of visitors,
etc. as the benchmark. In the art of sculpture, | would
stress generosity and monumentality of expression,
purity and clarity of execution, or even just simple strong
confidence which are present event today and it cannot
even really be otherwise; for me, names such as Anish
Kapoor, Rachel Whiteread, Tony Cragg, Eduardo Chillida
and Thomas Schiitte are proof. Too bad that sculptures
somehow somewhat disappeared from architecture.

The broad basis that once was here is missing. And
individual pieces and symposiums cannot replace that.
P. V.: Can we say there is a trend or a tendency?

V. M.: Yes, you will hear about social sculpture,
immaterial sculpture, art of relief sculpture, sculptural
sculpture... again, not to dismiss this, | respect

and even consider many things positive, but just

the simple need and cadency with which we come

up with new names and theories has a ‘trend-

setting’ potential by itself, it is a trend on its own.

P. V.: You have been working at Prague’s AVU (Academy
of Fine Arts) as assistant lecturer at the studio of Jindfich
Zeithamml for a long time. What do you think of the
young generation of sculptors in this country? Does

it have any specifics compared to foreign countries?

Is there something characteristic that would speak

of its place of origin, of some territorial context?

V. M.: A similar situation. You can see similar people
abroad. | would slightly distance myself from what

| have talked about, but from the other side. And it
cannot be generalized,; it is simply a feeling, a feeling
that many sculptors in reaction to a greater ‘liveliness’
of other disciplines of fine art, which in fact is history
anyway, anchor themselves in positions to protect
their rights and then they are not very tempted to

lift their anchors and move forward. This leads to
lesser variety of the art of sculpture. In fact, to go
study art, and especially sculpture, is a heroic act
considering its future use - and not only existential.
The demands of the field (which | am talking about)
often do not make it possible to compete with the
current standard of art operation in this country,
which has not even really started to fully function,

by the number of exhibitions and self-presentations.
But | am exaggerating - we cannot rely on statistics
only and be done with it, and we are not running

a half marathon. There is a generation and it has

some strong individuals, not only ones like Schitte
(Thomas Schlitte) with his healthy confidence.

We worry so much about our exceptionality and
specifics compared to the rest of the world that

we forget that we actually truly are exceptional.

P. V.: What executed work have you prepared

for the Broumov Monastery?

V. M.: So, what is the name of the exhibition?...

Just kidding, of course | know, but | am not a big fan
of speaking before the object | am talking about is
clear or at least finished. | generally do not like to
speak too much. By specifying something, | lose
the contact and | will only finish the work that | have
started. | definitely do not want the work to just
illustrate the name; that should be a result of many
concurrent actions. Therefore any interpretation is
correct. | strive to express myself precisely. As a guide
for the spectator, | would probably just pile a huge
amount of perhaps contradictory information.

The word ‘polarity’ is thus one of such pieces of

Prostory - barvy |, Il, zcyklu 2017 Spaces - Colours I, I, cycle



information. The Baroque monastery where the
exhibition will be installed is, and the necessary
reaction to it is, of course, saturated with polarity.
Another layer added by me to the original Baroque
layer, the originally pure intention, logical in terms

of period implications, slowly clogged by other

layers, other clear expressions and reactions of

the times. A concrete imprint of a wooden beam.

In some places, the entire layout and purpose has
changed, in other places it was necessary to make

a door; overly high spaces were partitioned to create
multiple floors, it was necessary to install electric
wiring. It is interesting to see how much the originally
generous idea withstood - but this is true even

for a flat in a tenement building. Somehow even

a purist intervention that brings everything back is
again an intervention changing the original concept
fundamentally, and it only conserves our ‘idea’ of the
Baroque era. It is just another distinctive layer. We are
standing in a space clearly and definitely delineated
from our current point of view, composed of fragments
of history, whose causes and consequences we

are unable to comprehend in their entirety, and why (
should we? Once there was an axiom that said that

if even parts of a sculpture taken out of context can
stand on their own, then they have their own quality
and thus only add value to the work as a sum of its
parts. Thanks to the progress, which is ‘marching
taking mile long steps’, we continue to atomize the
world more and more precisely. Each past period had
its own universe quite specified and described, even
though there always were some doubts. | am now
standing here and want to understand and individually
describe each atom of my body, all in one moment
and one entity. And doubts? Of course | have them.
Once | derived childish enjoyment from coming up
with names by opening any book at random,

pointing a finger and then trying to fill the meaning

of the words with content | had prepared ahead

of time. Surprisingly, it always worked.

When my son received the information that

a shadow is grey, he countered that glass throws

a colorful shadow.

Sentiment.

Kresba 2016 Drawing
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V 75cm bez soklu sokl 22cm, fondu beton, forma je k dispozici, mozny prelit do
hliniku , bronzu, litina, pozménit velikost




V 45cm. ABS, kov beton, forma je k dispozici, mozny prelit
do hliniku , bronzu, zinek, pozménit velikost




70 x v 45cm., kov, polychromovany beton, forma je k dispozici, mozny prelit do hliniku , bronzu, zinek, pozménit
velikost atd




