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In a way I am painting my motherland. Svym zpiisobem maluju rodnou hroudu.

Idyllic scenes of Grandma digging potatoes in the field, Idylické vyjevy, jak babicka na poli vykopdod brambory,
Mum milking a cow or Dad ploughing with a horse are not a part of it, maminka doji krdvu a tatinek tdahne pluh s koném, v ni ale nebyly.

though. No, here a neighbour beat his wife with a shovel Ne, tady soused mldtil enu lopatou a pak ji zapdlil divm,

and then burned down the house because she wanted a divorce... kdys se chtéla rozvést...

The landscape of my childhood was bleak, empty and without a past. Krajina mého détstvi byla pustd, prdazdnd a bez minulosti.
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Terasa | The Terrace, 2014, 110 x 200 cm

e —

JAROSLAV VALECKA

Edward Lucie-Smith

V odpovédi na otazku, co se stalo s vytvarnym uménim ,,po padu ko-
munismu®, svét zipadoevropské a americké kultury v jistém smyslu
stale tdpe. Mam tu na mysli nejen situaci uméni v Rusku, ale také v ze-
mich vychodoevropskych sovétskych satelitti. Teoreticky tu mélo dojit
k okamzitému uvolnéni, protoze umélci najednou ziskali svobodu délat
a tvofit, co se jim zlibilo. Realita vSak byla zifejmé jina.

Jaroslav Valecka je v pomérné mnoha ohledech typickym plodem post-
komunistické situace ve své rodné zemi, Ceské republice. Jeho dilo neni
vibec ni¢im ,,typické®, je to dilo sui generis, zcela individualni produkt
jeho talentu.

Na tuto situaci mizeme nahlizet mnoha zptsoby. Lze pripomenout
dva velmi specifické momenty ceské kultury, které se vazi k Praze. Jisté
nejen na mé pusobi Praha jako krasné, ale také melancholické a tro-
chu pochmurné mésto. Tuto atmosféru si spojuji s pifibéhem jednoho
z jejich nejslavnéjsich obyvatel, Rudolfa II., habsburského cisafe ze
16. stoleti. Rudolf studoval astrologii a alchymii a byl mecenasem ob-
zvlast vystrednich umeélcti, jakym byl naptiklad Arcimboldo. Ten svého
podporovatele portrétoval jako fimského boha Vertumna, a to na obra-
ze, jehoz podoba je vytvofena z rliznych druhti kvétin a ovoce.

Spojuji si ji také se spisovatelem Franzem Kafkou, jehoz dilo podle hes-
la na Wikipedii ,napliiuji témata a archetypy odcizeni, télesnd a psycho-
logicka brutalita, konfliktni situace mezi rodicem a ditétem, postavy,
které cosi mucivé hledaji, labyrinty byrokracie a mystické transforma-
ce”. Neni nutné dlouze listovat v této knize, abyste nasli néktera z téch-
to témat ve Valeckové dile. Nékteré obrazy — jeden zobrazuje zenu
napadenou Skorpiony, jiny zase muze, na jehoz oblicej toci obrovska
mura — pfipominaji asi nejznaméjs$i Kafkav prib¢h, Proménu, v némz
se obchodni cestujici Rehot Samsa probouzi a zjistuje, Ze se ptes noc
proménil v obrovsky hmyz.

In a certain sense, the world of Western European and American culture is
still in the dark about what happened to art ‘after Communism’. I mean what
happened to art not only in Russia itself, but also in the nations of Eastern
Europe that had been satellites of the Soviet Union. In theory there should
have been an immediate liberation, with artists suddenly set free to do what
they pleased and produce what they pleased. In practice, this seems not to
have been the case.

Jaroslav Valecka is in quite a number of ways a typical product of the post-
Communist situation in his native country, the Czech Republic. This in many
ways amounts to saying that his work is not ‘typical’ of anything at all, but is
sui generis, an entirely individual product of his own talent.

There are a number of ways of looking at this situation. One can look back
at two very specific moments in Czech culture, moments in culture associated
with the culture of Prague, its capital city. I don’t think I am alone in finding
Prague beautiful, but also melancholy and slightly sinister. I associate this
atmosphere with the history of one of its most famous inhabitants, the 16th
century Hapsburg emperor Rudolph II, a student of astrology and alchemy,
and patron of some particularly strange artists, among them Arcimboldo, who
portrayed his patron as the Roman god Vertumnus, in a painting where the
likeness is made up of different kinds of flowers and fruit.

I also associate it with the writer Franz Kafka, whose work is described in
Wikipedia as “filled with the themes and archetypes of alienation, physical and
psychological brutality, parent-child conflict, characters on a terrifying quest,
labyrinths of bureaucracy, and mystical transformations.” One doesn’t have to
look far in this book to find at least some of these themes in Vale¢ka’s work.
Several paintings, one showing a woman being attacked by giant scorpions,
another a man whose face is being attacked by a gigantic moth, recall what is
perhaps Kafka’s most famous story, The Metamorphosis, in which a traveling
salesman called Gregor Samsa awakens to find that he has been transformed
overnight into a giant insect.



Scenérii téchto dél viak neni Praha, ale pohrani¢ni oblast Ceskosloven-
ska, kterou pred druhou svétovou valkou obyvali predevsim némecky
mluvici obyvatelé a které se fikalo Sudety. Bezprostfedné po anslusu
Rakouska v bieznu roku 1938 si nacisticka vlada zacala tizemi Sudet se
stale stupnujici se agresivitou narokovat a v fijnu téhoz roku bylo N¢-
mecku predano. V bfeznu 1939 doslo k némecké okupaci zbyvajici ¢asti
ceskoslovenského tizemi a o pul roku pozdéji vypukla druha svétova
valka.

Po skonceni valky byla vétsina némecky mluviciho obyvatelstva Sudet —
toto oznaceni bylo v té dobé¢ jiz oficialn¢ zakdzano — vysidlena. Pozdéji
odesli také ti, kterym bylo dovoleno zifistat. Roku 1930 zily na tomto
tizemi vice nez tfi miliény némeckych obyvatel. Roku 2001 se v Ceské
republice k némecké narodnosti prihlasilo jen étyricet tisic lidi.

Valeckovy obrazy jako by zachycovaly tyto tragické déjiny. Vidime na
nich mnoho zasnézenych krajin bez lidi. Na nékterych jsou domy bez
stftech. Jiné zase odkazuji k vélce — zficené, ponic¢ené jednomotorové
letadlo v zasnézeném lese, panoramaticky vyjev hor a jezera s oblohou
plnou parasutistii, panorama s padajicim hoficim letadlem. Nachazime
tu strasidelné prihody — muze s ptaci hlavou, ktery s rukama v kapsach
vzpiimené stoji na malé lodce uprostied jezera za soumraku. Na palubé
neni motor, ani vesla. Voda je ticha a lodka ptisobi, jako by se nehybala.
Opakuje se postava vysokého strasdka. Na jednom obraze visi z kande-
labru jako obét symbolického lyncovani. Na jiném vidime hlavu a rame-
na mladého muze, ktery na nas hledi se zasitymi asty.

Tim se Valecka nejvice pfiblizuje pfimému politickému sdéleni. Jako ce-
lek vSak obrazy vyvolavaji dojem veliké tisné. Nejsou ani tak o déjinach,
spiSe jsou to véci, které existuji uprostted déjin.

Stoji za to se ptat, pro¢ tomu tak je. Jednim voditkem je moznd Valec-
kovo ¢lenstvi v nyni jizZ mezinarodnim stuckistickém hnuti. Stuckismus
se zrodil v Britanii jako provincni avantgardni hnuti, jehoz koteny jsou
v udoli feky Medway. Medway nepatii mezi nejvzneSenéjsi anglické
feky. Jeji tok je dlouhy pouze 70 mil (cca 112,5 km), protékd hrabstvi-
mi Sussex a Kent a na konci se vléva do Temzského estuaria (Thames
Estuary). Na biezich nachazime spoustu malych mést: v jednom z nich,
Chathamu, je lodénice, kterd se pys$ni dlouhou historii. V sedmdesa-

However, the scenery for these works is not Prague but what used to be called
the Sudetenland, a region of Czechoslovakia that, before World War II, had
a primarily German-speaking population. Immediately after the Anschluss of
March 1938, which united Austria with Germany, the Nazi government began
making increasingly aggressive claims to the region, which was handed over
to Germany in October of the same year. This was followed by the German
invasion of the Czech area of Czechoslovakia in March 1939, and then by the
outbreak of World War II.

Following the war, the majority of the German-speaking population of the
Sudetenland (a name now officially banned) was expelled. A large part of
the small minority who were left emigrated of their own accord. In 1930 the
German inhabitants of the region had numbered over three million. In 2001,
only 40,000 people in the Czech Republic claimed German ethnicity.

Valecka’s paintings often seem to speak of this tragic history. There are numerous
snow-bound landscapes, devoid of inhabitants. Some paintings show roofless
houses. Other still allude to the World War - a single-engined plane crashed
and crumpled in a snowbound forest; a panorama, with mountains and a
lake, where the sky is full of parachutists; another panorama where a plane is
coming down in flames. There are spooky incidents — a man wearing a bird’s
head, standing upright, hands in pockets, in a little boat in the middl of a
twilight lake. There is no sign of an outboard motor or a pair of oars. The
water is still, and the boat doesn’t seem to be moving. A tall scarecrow figure
recurs. In one painting it is seen hanging from a lamppost — the victim of a
symbolic lynching. In another painting, there is a head-and-shoulders image
of a young man, staring directly at us, with his mouth sewn shut.

This is perhaps as near as Valecka gets to an outright political statement. The
collective impression the paintings make is nevertheless one of great unease.
They are not so much about history, as things that exist in the midst of history.

It is interesting to consider why this should be the case. One clue, perhaps, is
Valecka’s membership of the now international Stuckist Movement. Stuckism
originated in Britain, as a provincial avant-garde movement rooted in the
Medway Valley. The Medway is not one of the noblest of England’s rivers.
It has a course of only seventy miles, flowing through Sussex and then Kent,
finally emptying into the Thames Estuary. On its banks are a number of small
towns, one of which, Chatham, has a long history as a naval dockyard. In the

tych letech bylo toto udoli jednim z mist, kde vznikal punk. Z ného
se utvarela umélecka scéna, ktera kromé hudby zahrnovala také poezii
a vytvarné umeéni. Podobna experimentalni umélecka scéna se rozvinula
v Liverpoolu a okoli desetileti pfed tim. Mnoho aktivit na obou mistech
bylo hrdé amatérskych s malou profesionalni formaci. Pfesto byla obé¢
tato mista také hrdé avantgardni a byla si mnohem vnimavéji védoma
hlavni tradice evropské avantgardy nez elitarska umélecka scéna v Lon-
dyné. Neni proto nahodné, ze dosud jedina zasadni vystava britského
stuckismu se uskutecnila ve Walker Art Gallery v Liverpoolu. Byla tak
uspésna, ze byla prodlouzena.

Vytvarnou scénu z udoli Medway vsak cosi zasadniho drzelo pohroma-
dé. Jeji Gicastnici — i ti, ktefi méli minimalni ¢i zadné umélecké skoleni
— vérili, Ze je tieba cosi vytvaret. Zasadné odolavali konceptualnim smé-
rum, které vitézily v riznych evropskych avantgardach, zejména pak ve
Francii, a které zacinaly ovliviiovat i rizné oficialni, vefejné dotované
instituce, vCetné riznych casti Tate Gallery — tedy mist, kterd méla pés-
tovat umélecky experiment v Londyné, ackoli ,,oficidlni avantgarda®“ je
jiz z povahy véci samoziejmé oxymoron.

Jako mnoho experimentalnich umeéleckych hnuti (dokumentuji to na-
piiklad fauvisté) ziskal stuckismus jméno od jednoho ze svych oponen-
td: v tomto pripadé to byla pritelkyné jednoho ze zakladateli, malife
Billyho Childishe. Kdyz ztratila trpélivost s jeho zanicenim pro malbu,
vynadala mu se slovy: ,Iv{j problém, Billy, je to, ze ses zasekl, zasekl,
ZASEKL!*

Britsti nasledovnici stuckismu se proslavili a nechvalné prosluli svymi
demonstracemi pfed galerii Tate Britain, na nichz se pranyiovala a ze-
smésnovala Turnerova cena (Turner Prize). Tato kazdoroc¢ni estrada se
stala zasadni udalosti na podporu toho, co oficialni hierarchie chtéla

definovat jako povolenou avantgardu.

Mame-li pied ocima historii stuckismu v jeho rodné zemi, mtizeme se
ptat, proc¢ se jméno a myslenky, které ztélesnuje, tak rychle rozsirily i jin-
de. Podivame-li se na d¢jiny radikalnich uméleckych hnuti od 19. stoleti
doposud, témérf vSechna zacala v kontinentalni Evropé — ve Francii, Né-
mecku ¢i Italii, i kdyz néktera z nich méla i vyznamné vyhonky jinde,
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1970s, the Valley was one of the places where Punk Rock originated. From this
a more complete arts scene developed, embracing not only music, but also
poetry and the visual arts. A similar experimental arts scene had developed in
Liverpool and its environs about a decade earlier. In both locations, much of
the activity was proudly amateur, with little professional formation. And yet,
paradoxically, both these provincial scenes were proudly avant-garde, more
keenly aware, in fact of the main European avant-garde tradition than the
elitist arts scene in London. It is no accident that the only major exhibition of
British Stuckist work so far held in an official space took place at the Walker
Art Gallery in Liverpool. It was so popular its run had to be extended.

The Medway visual arts scene, however, had one important sticking point. Its
participants, even those with little or no art school training, believed in making
things. They were deeply resistant to the Conceptual currents that were sweeping
the board in certain European avant-gardes, perhaps particularly in France,
and which were beginning to have an impact on the various official publicly
subsidized institutions, among them the various branches of the Tate, places
that were supposed to foster artistic experiment in London - this despite the
fact that an ‘official avant-garde’ is obviously, by its very nature, an oxymoron.

Stuckism, like many experimental arts movements (the Fauves are a case in
point) got its name from one of its opponents: in this case from the girl-friend
of one of its originating figures, the painter Billy Childish. She, losing patience
with his devotion to painting, berated him with the cry: “The trouble with you,
Billy, is that you’re stuck, stuck, STUCK!”

Under the name Stuckists, the British followers of the new movement became
famous, or at least notorious, for their annual demonstrations in front of Tate
Britain, denouncing and ridiculing the Turner Prize, an annual jamboree
that had become the flagship event for support of what the official hierarchy
wished to define as approved avant-gardism.

Given this history of Stuckism in its native country, it may be wondered why the
name, and the ideas it embodied, spread so rapidly elsewhere. If one looks at the
history of radical movements in the arts, from the mid-19th century onwards,
nearly all of them originated in mainland Europe - in France, Germany or
Italy, though some also had important offshoots elsewhere, as, for example,
the Futurist impulse did in Russia. The chief exception is Pre-Raphaelitism,



jako napftiklad futuristicky impulz v Rusku. Hlavni vyjimkou je pre-re-
faelismus, zejména ve své pozdéjsi formé, Estetickém hnuti (Aesthetic
Movement). Toto hnuti mélo piiznivy vliv na zrod symbolismu, ktery
se nato obratem proménil v surrealismus. Stuckismus je prvnim umeé-
leckym smérem, ktery se od pre-rafaelismu v Britanii zrodil a dosahl
stejného mezinarodniho vlivu. Na silu tohoto vlivu lze snad usuzovat
i z toho, ze se vice nez c¢tvrt stoleti od doby svého vzniku stdle chape
jako hnuti podvratné a obtizné.

Jednou z véci, ktera nepochybné ptispéla k rozsifeni stuckismu, je in-
ternet. Ten podporuje spise Sirokou nez hierarchizovanou komunikaci.
Ze ziejmych diivodli se mladi umélci mnohem rychleji nez jejich starsi
kolegové aklimatizovali na moznosti, které jim celosvétova sit nabizi.
Stuckisté sice nebyli stoupenci digitalnich metod tvorby ¢i promény
obrazu, brzo ovsem pochopili, Zze web dokaze velmi rychle a na mi-
moradné dlouhé vzdalenosti prenaset myslenky. Se skodolibou radosti
si uvédomili, Ze jim internet umoznuje podkopavat a obchazet dlouho
etablované komunikacni kanaly, které kontroluji druzi. Nebylo tak jiz
zapotfebi spoléhat se na neochotné prostfedniky, aby sdélovali mys-
lenky ¢i umoznovali pfistup k obraztim, které umélci spojeni se stuc-
kismem vytvareji.

Vzestup internetu se témér presné kryje se zhroucenim vychodoevrop-
ského sovétského panstvi, které zde prezilo od druhé svétové valky.
Aspon teoreticky se umélctim satelitnich zemi naskytla nova svoboda
projevu zbavena pfisné politické a ideologické kontroly, kterou zavedli
komunisticti aparatcici. Novi politi¢ti vladci byli teoretici po zasluze
a ,disidentsti“ intelektudlové, s nimiz byli spojeni, piirozené usilovali
o reorganizaci existujicich kulturnich systémiti zdédénych z komunis-
tické minulosti. Tito novi organizatofi disponovali ponékud rigidnim
myslenkovym systémem blizkym francouzskému strukturalismu, prede-
v§im vSak byli nadseni pro konceptualni uméni. Umélci, kteti do tohoto
schématu nezapadali, tak vétSinou neuspéli. Neni proto divu, ze Valec-
ka nasSel utocisté¢ u mezinarodniho stuckismu.

Ackoli to mtze signalizovat urcity vzdor vzhledem ke stavu véci, Valec-
ka neni ve své rodné zemi ,neosobou® (unperson)”. Jeden jeho obraz,
Svétlice, z roku 2011 ma ve svych sbirkdch prazskd Narodni galerie. Od

1/ Termin G. Orwella z jeho romédnu 1984, kterym oznacuje ¢lovéka, ktery byl nejen zlikvidovan
statem, ale také vymazan z déjin. Pozn. prekl.

especially in its later form, the Aesthetic Movement. This was influential in
fostering the birth of Symbolism, which in turn morphed into Surrealism.
Stuckism has been the first British-born art movement since Pre-Raphaelitism
to achieve an equivalent international impact. The force of this impact may
perhaps be judged by that fact that, at least a quarter-of-a-century and perhaps
more since its birth, it is still regarded as troublesome and subversive.

One thing that undoubtedly helped to disseminate Stuckism was the Internet,
which fostered lateral rather that hierarchical communication. For obvious
reasons, young artists acclimatized themselves much more rapidly to the
possibilities offered by the worldwide web than their seniors. Though the
Stuckists were no friends of digital methods of creating and changing imagery,
they soon became aware of the power of the web to transmit ideas, both very
rapidly and over extremely long distances. They became gleefully conscious
that the Internet enabled them to subvert and circumvent long established
channels of communication controlled by others. No longer was there any
need to rely on perhaps reluctant intermediaries, either to communicate ideas,
or to offer access to the images that artists allied to Stuckism produced.

The rise of the Internet coincided almost exactly with the collapse of the Soviet
domination of Eastern Europe, which had endured since the end of World
War II. In theory at least this offered the artists of the satellite nations a new
freedom of expression, freed from the rigid political and ideological controls
imposed by local Communist apparatchiks. In practice, this was not quite the
case. The new political masters were theoreticians in their own right, and the
‘dissident’ intellectuals to whom they were allied very naturally came forward
to re-organize existing cultural systems, inherited from the Communist past.
The problem as that these new organizers very often had their own fairly rigid
system of ideas, allied to then fashionable French Structuralism, and that they
had, in particular, a great enthusiasm for Conceptual Art. Artists who did not
fit into this pattern tended to lose out. No wonder Valecka found refuge in
international Stuckism.

Yet, while this may signal a certain spirit of rebelliousness against the state
of things as they are, he is certainly not an unperson in his native country.
One of the paintings included in this book, A Signal Rocket, dated 2011, is
in the collection of the Prague National Gallery. Since 1997 he has had quite
a number of solo shows in Prague or elsewhere in the Czech Republic, one
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roku 1997 pofada pomérné mnoho samostatnych vystav v Praze i jinde
po Ceské republice, a to jednu i vice za rok. Je zahrnovan do skupino-
vych vystav v zahrani¢i — nékolik jich probéhlo ve Francii (s vyjimkou
Patize), jedna ¢i dvé v Némecku a roku 2009 vystavoval v Ceském cen-
tru v New Yorku.

Tuto pomérné zfidkavou mezinarodni prezentaci — ktera vzhledem k oci-
vidné vysoké kvalité jeho obrazt i jejich poetickému ucinu prekvapuje
— lze pfipisovat tomu, Ze pochdzi z pomérné malého naroda, ovSem na-
roda s neobycejné etablovanou uméleckou tradici, kterd saha do prvnich
let mezinarodniho vytvarného modernismu. Asi nejznaméj$im jménem
v tomto kontextu je secesni malif a autor navrhii plakatt Alfons Mucha,
ktery mél ve své dobé vliv po celé Evropé. Dalsi, snad zndamou postavou je
Jifi Georg Dokoupil (nar. 1954), stale uvadény jako cesky umélec, ackoli
utekl z Prahy ve ¢trndcti letech v dobé ruské invaze roku 1968 a kariéru si
vybudoval z vétsi ¢asti jinde. Se svou rodnou zemi vsak stale udrzuje kon-
takt. Snad stoji za to v tomto kontextu ocitovat Dokoupiliv vyrok: ,,Dosel
jsem k tomu, ze konceptualni umélci jsou lhari. Slibovali ndm vykoupeni
v podobé uméni bez formy. Ale pokud bych zasel do galerie a nebylo by
tam nic k vidéni a k tomu jesté za spoustu penéz — tak to jisté nemaze byt
ono.“ Téméf s jistotou muizeme fict, Ze Valecka by s nim souhlasil.

Kouzlo Valec¢kovych obrazi spociva velmi casto v poetické melancho-
lii. Divame-li se na né¢, vstupujeme do strasidelného svéta. I kdyz kom-
pozice ¢asto hovoii o nésilnych udalostech, divak je drzen v bezpecné
vzdalenosti. Je symbolické, ze tolik jeho obrazii je vytvofeno z vyso-
kého bodu. Nabizeji pohledy hluboko do délky. Jeho postoj je postoj
cizince-navstévnika, ktery se snazi dat smysl témto mistiim a udalostem,
jimz je rafinované odcizen. Vidi stopy a symboly katastrofy, ale neni do
nich bezprostfedné, niterné zapleten.

Zijeme v dobé, v niz je mnoho nesmirné povrchniho politického uméni,
které se chybné oznacuje za radikalni a ,,avantgardni®, jeho jadro je vak
ve skutecnosti velmi konformni, bere za své prevzaté nazory drahé libe-
ralni ¢i radoby liberalni vzdélané elity. Valeckovo dilo to ned¢la. Prijima
pohnutou minulost té oblasti Evropy, v niz zije, a ¢asto tak vymluvné
hovofi o tom, co fimsky basnik Vergilius pred vice nez dvéma tisici lety
nazval ,lacrimae rerum® - ,slzy véci®.
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or more every year. He has been included in a number of group exhibitions
outside it — a handful in France (none in Paris), one or two in Germany, and,
in 2009, an exhibition at the Czech Centre in New York.

One can attribute this rather sparse international showing, surprising given
both the evidently high quality of the paintings, and also their poetic appeal,
to the fact that he comes from a small, nation, though one with an extremely
well-established artistic tradition, stretching back to the beginning years of
the International Modern Movement in art. Perhaps the best-known name in
this context is that of the Art Nouveau painter and poster designer Alphonse
Mucha who, in his time, had a Europe-wide influence. Another perhaps
familiar figure is Jiri ‘Georg’ Dokoupil (b. 1954), still indentified as Czech,
though he escaped from Prague aged fourteen, at the time of the Russian
invasion in 1968, and has made is career largely elsewhere, though he still
retains links with his native country. It is perhaps worth quoting a statement
of Dokoupil’s in this context. “I'd come to realize,” he once said, “that the
conceptual artists had become liars. What they had promised us was salvation,
art without form. But I'd go into a gallery and there would be nothing to see,
and it would be for a lot of money - that just couldn’t be it.” One can be pretty
certain that Valecka would agree with this.

The charm of Vale¢ka’s paintings is, very often, their poetic melancholy.
Looking at them, we enter into a haunted world. Even when the compositions
make statements about violent events, they tend to distance these from the
spectator. It is symbolic that so many of his landscapes are made from a high
viewpoint. Looking far into the distance. His attitude seems to be that of a
visiting stranger, trying to make sense of places and events from which he
is subtly alienated. He sees traces and signs of he catastrophic, but he is not
immediately, viscerally involved.

We live at a time when there is a great deal of extremely superficial political art,
mislabeled as radical and ‘avant-garde’, but in fact very conformist at heart,
embracing received opinions dear to the liberal or would-be liberal educated
elite. Vale¢ka’s work does not do this. It does embrace the turbulent past of
the region of Europe he lives in. And it often speaks eloquently of what the
Roman poet Virgil, more than two millennia ago, called the “lacrimae rerum”
— the “tears of things”.
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Zatici mésto | The Shining City, 2013, 115 x 200 cm



Lodé | The Ships, 2014, 95 x 210 cm
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Jezero | The Lake, 2015, 125 x 200 cm 16 ‘ 17 Procest | The Procession, 2011, 104 x 157 cm



o
- Sl N H-:_x:-:-t'-:;t-"_

N -r— = _r#__._f!":- wrﬂ_’-‘t‘:,‘:&m' I

Mésto | The City, 2012, 85 x 170 cm 18 ‘ 19 Pout | The Pilgrimage, 2013, 125 x 200 cm



Nadrazi | The Station, 2013, 100 x 150 cm 20 ‘ 21 Zimni noc | Winter Night, 2014, 125 x 200 cm



Polarni zéte | The Aurora, 2014, 80 x 100 cm 22 ‘ 23 Hluc¢na samota | Loud Solitude, 2015, 120 x 170 cm



Hotel | Hotel, 2014, 60 x 110 cm 24 ‘ 25 Morovy doktor | The Plague Doctor, 2015, 125 x 170 cm



Luzické hory | Lusatian Mountains, 2015, 110 x 190 cm 26 ‘ 27 Vesnice | The Village, 2013, 110 x 180 cm
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Ostrovy | The Islands, 2015, 140 x 200 cm 28 ‘ 29 Balonky $tésti | Chinese Ballons, 2015, 110 x 135 cm



Silvestr | New Year's Eve, 2011, 101 x 210 cm




Wrastal jsem ve vesnicce Liska, kterd méla pred vdlkou témév tisic obyvatel.
Dnes jich tu Zije jen asi Sedesdt. { détstvi si pamatuju vesnici plnou
opusténych a vymldcenych domai, kde kdysi pysnym gruntiim uz davno spadla
stiecha a z Zulovych pomnikii z mistniho h¥bitova si mnozi postavili sokl pied

zdprazi, mdrnici rozebrali rovnou na cihly. Byl to cely mizejici svét ...

I grew up in the village of Liska, which before the war had a population of nearly
a thousand. Today, there are only about sixty people living there. I remember from
my childhood a village full of abandoned and derelict houses, where the roofs of the
once proud homesteads had long since collapsed and many people built plinths in

JSront of their porches from the granite headstones from the local cemetery. They also

dismantled the morgue brick by brick. It was a whole vanishing world ...

Nespory | Vespers, 2012, 80 x 200 cm
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Mésicni svit | Moonlight, 2011, 113 x 167 cm



Stin obésence | Shadow of a Hanged Man, 2011, 69 x 115 cm 3 35 Kulovy blesk | Thunderball, 2015, 95 x 125 cm




Zlaté gilotina | The Golden Guillotine, 2015, 180 x 125 cm 36 ‘ 37 Béh | The Run, 2015, 135 x 100 cm



Na z4dech | On her Back, 2014, 150 x 70 cm Madam | The Madame, 2014, 150 x 80 cm 38 ‘ 39 Hibitov | The Cemetery, 2011, 40 x 52 cm



No¢ni mara | The Nightmare, 2015, 40 x 50 cm . Sit | The Net, 2014, 170 x 70 cm Teta Hiltrud | Untie Hiltrud, 2015, 150 x 70 cm




Ticha noc | Silent Night, 2015, 100 x 120 cm 42 3 Baletky | Ballerinas, 2011, 95 x 105 cm




Dlouha cesta do tmy | A Long Way to the Darkness, 2012, 90 x 120 cm 44 ‘ 45 Boufte | The Storm, 2010, 98 x 167 cm



Lod | The Boat, 2014, 85 x 115 cm 46 ‘ 47 Zluty most | The Yellow Bridge, 2014, 110 x 180 cm
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Molo | The Pier, 2012, 95 x 105 cm 48 ‘ 49 No¢ni jizda | The Night Ride, 2011, 70 x 100 cm



Maskary na lodi | The Maskaras on the Boat, 2012, 120 x 140 cm s 5 Zvonice | The Bell-Tower, 2015, 115 x 135 cm




Jezero | The Lake, 2015, 90 x 200 cm

52 ‘ 53
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Maskary | The Mummers,
Palirna | The Distillery, 2012, 105 x 95 cm 5¢ 55 2013, 150 x 120 cm




)]
N

Bily kout | A White Smoke, 2013, 96 x 130 cm

Cerven}’f kouf | Red Smoke, 2011, 92 x 158 cm 56 ‘
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Jezero v boufi | The Lake in a Storm, 2013, 100 x 200 cm 58 ‘ 59 Ostrov | The Island, 2014, 110 x 200 cm



Boufte | The Storm, 2012, 120 x 170 cm 60 ‘ 61 Blesky | Lightening Bolts, 2014, 70 x 95 cm



Svétlo na vodeé | The Light on the Water, 2014, 125 x 180 cm 62 ‘ 63 Maskary na molu | Mummers on a Pier, 2014, 120 x 150 cm



Morovy doktor | The Plague Doctor, 2014, 55 x 60 cm L Némési¢nici | The Moonlight Walkers, 2014, 100 x 130 cm




Na sttese | On the Roof, 2015, 80 x120 cm Novoro¢ni ohnostroj | New Year Fireworks, 2015, 100 x 180 cm




Soused ve vedlejsim poloopusténém domé se
Jjmenoval Beer.

Tak trochu kradl a mél jit do krimindlu. Radéji
se ale obésil, nez aby tam Sel. KdyZ jsem jako
dité zlobil, babicka mi ¥ikala: , Jarousku, nezlob,
nebo skoncis jako Beer.“ Moc povzbudivé to
dvakrdt nebylo. Ta predstava, jak tam Beer visi,

mé prondsleduje dodnes ...

The neighbour in the half-abandoned house next
door was named Beer. He had been stealing and
was sentenced to jail, but rather than go there he
hanged himself. As a child, when I was naughty
my grandmother would say, “Jarousek, don't be
naughty or you’ll end up like Beer.”

It wasn’t very inspiring. The mental image of

Beer hanging there haunts me to this day ...

Viselec | Hanged Man,, 2014, 170 x 125 cm
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Mrtva holka | Dead Girl, 2015, 140 x 125 cm



Snih | The Snow, 2014, 151 x 151 cm 7( Nokturno | Nocturno, 2013, 150 x 140 cm




Noc¢ni motyli | Night Butterflies, 2014, 170 x 180 cm 7 3 Dno | The Bottom, 2014, 115 x 130 cm




V zimnim lese | In the Winter Forest, 2014, 170 x 120 cm 74 ‘ 75 Dvar | The Yard, 2013, 150 x 110 cm



Kouf | Smoke, 2014, 100 x 125 cm Ohen | The Fire, 2012, 130 x 150 cm




Let | Fly, 2015, 150 x 140 cm
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Noc | Night, 2014, 170 x 125 cm




Vlajkoslava | Flags, 2012, 122 x 174 cm 80

81 Oko | The Eye, 2013, 70 x 50 cm



Nad méstem | Above the City, 2011, 75 x 160 cm 82 ‘ 83 Krysy | The Rats, 2013, 100 x 170 cm



O¢i | The Eyes, 2014, 95 x 75 cm 84 ‘ 85 Prtivod | The Procession, 2011, 100 x 135 cm



Synagoga | The Synagogue,
2014, 170 x 125 cm

KRAJINY SOUMRAKU A PORTRETY NOCI
Figury, no¢ni mtry a temné sny

Kdybychom tekli, Ze mira vznika z ndhlé pochybnosti o jistoté vnitrku a cistoté
onéjsku, intelektualizovali bychom zkusenost.

Gaston Bachelard

Klicovou otazkou ziistava, co nas zene k putovani krajinou plnou rozpo-
ruplnych pfislibti? Je podivnost vlastnosti krajiny, duchem mista s kom-
plikovanou historii nebo je povahou jednozna¢né lidskou a jsme to my,
kdo silenost do svého okoli otiskujeme? V ranych Valeckovych obrazech
jsme lesy a zasnézenymi loukami spolu se zobrazenymi figurami procha-
zeli, nyni prostorem spise prolétame a postavy jsou nam vzdalené, stavaji
se stafazi. Malif nds rdd nechava hledét na krajinu z dalky, ze vzdale-
né perspektivy, se Sirokotthlym panoramatickym rozhledem. Zasnézenou
nocni scenerii rozfezavaji pravidelné osvétlené vlaky, na dalku zhnou roz-
svicené budovy a altény, prochazeji ji procesi. Cim dal &astéji se objevuji
hofici objekty. A potom prichazi filmovy stfih a pohled pozorovatele je
ptimo uvnitt problému.

V krajiné jde totiz o to, jaké stopy ¢lovék zanechava, jaké jsou di-
sledky lidského jednani. I kdyz je zde o néco méné zabijacek a funusti
a vice radostnych pouti a maskar nez v minulé dekadé, prece je zjevné, zZe
se v tomto ztichlém pohrani¢nim svété udalo mnoho nasilnych ¢inti.

Krajinou prochdzime hlavné proto, abychom nakonec vesli do
domu. Z duvodi, které musime teprve odhalit, nas 14ka vidina osamélého
staveni s tajemstvim. Na Valeckovych obrazech ov$em neni mnoho budov,
do nichz bychom chtéli vstupovat s laskou. Mozna se zvédavosti, nutka-
nim nebo v nezbyti. Interiéry domt jsou klaustrofobni a prizra¢né. Okna
pusobi jako mfiZe a suterénni prostory ukryvaji bizarni zvétinec bytosti.
Jsou tu skorpioni, kocouii masky, nemocni, nepficetni, nahé zZeny pokryté
pouze magickou siti, satansti zaklinaci i jejich obéti. Kdybychom netusili,
ze autor je workoholik, mohli bychom uvazovat o delirantnim, absinto-
vém prostoru. Plitna se jevi znepokojivé a upfimné. Jaky host vstupuje
do obrazti ptimym pohledem, nebo ze shora v ostrém thlu k zemi? Jako
kdyby 1étajici bytost piistavala.

Interiéry se nam predstavuji jako sklepeni nebo zimni zahrady,
dlouhé spojovaci chodby, ty nejstrasidelnéjsi mista v domé. Pokud existuji
domy-pasti, ty Valeckovy jsou jednémi z nich. Také jejich obyvatelé jsou
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LANDSCAPES OF THE DUSK AND PORTRAITS OF THE NIGHT
Figures, nightmares and dark dreams

It would be intellectualizing the experience if we were to say that the nightmare
is the result of a sudden doubt as to the certainty of inside and the distinctness
of outside.
Gaston Bachelard

A key question remains: what drives us to wander through a landscape filled
with contradictory promises? Is the strangeness a property of the landscape, the
spirit of a place with a complicated history, or is it of a peculiarly human nature
and is it we who imprint the madness into our surroundings? In Valec¢ka’s early
paintings we passed through woods and snow-covered meadows together with
the depicted figures, now we are rather flying through the space and the figures
are distant, becoming staffages. The painter likes to show us the landscape from
afar, from a remote perspective, with a wide-angled panoramic view. The snow-
covered night scenery is pierced by the regular patterns of illuminated trains,
lit-up houses and gazebos glow in the distance and processions pass through it.
Ever more often, burning buildings appear. And then comes the film editing cut
and the view of the observer is directly inside the issue.

It is because the landscape is about the traces that man leaves, such as the
consequences of human activity. Although there are somewhat fewer pig slaughters
and funerals than in the previous decade, and more cheerful fairs and masquerades,
it is still evident that in this hushed borderline world many acts of violence have
occurred.

We pass through the landscape primarily in order to finally enter a house. For
reasons we have yet to discover, we are enticed by the sight of a lone farmhouse with
a mystery. In Valecka’s paintings, though, there are not many buildings we would enter
out of fondness; perhaps out of curiosity, compulsion or necessity. The interiors of the
houses are claustrophobic and eerie. The windows look like bars and the underground
spaces conceal a bizarre menagerie of beings. Here are scorpions, cat masks, the sick,
the insane, naked women covered only by magical nets, Satanist sorcerers and their
victims. If we did not suspect that the author is a workaholic, we might regard it as
a delirious, absinth-induced space. The canvases seem disturbing and candid. What
guest would enter the images straight on, or from above at an acute angle to the ground?
As if a flying being were alighting.

The interiors present themselves to us as cellars or winter gardens, long connecting
corridors, the creepiest places in a house. If trap-houses exist, then Valecka’s are among
them. Their inhabitants, too, are at best strange. Maybe they have met here on account



pfinejmensim zvlastni. Mozna se tu sesli kvtili podezielému maskarnimu
plesu, paranoidnimu spiknuti, ptipadné tu byli vypéstovani silenym dok-
torem Moreauem. Nebo prosté nemaji kam jit. Prostory nejsou divérné,
spis odcizené. Matouci je, ze toto odcizeni divérné zname.

Jestli ma pravdu Gaston Bachelard, ze Dim je stavem duse vice ned
krajina, pak jsou pravé budovy a jejich interiéry klicem k celé Valeckové
mytologii. Vnitini prostor je velmi divadelni, ¢asto vidime i svlij nebo au-
torv stin, ktery doklada, jak blizko vySinutému vyjevu jsme. Kfivolaké
perspektivy piipominaji noirové filmy a jejich expresivni predchidce. Ve
v$ech piipadech se v§ak automaticky ocitdime v obraze, vtahuji nas kraji-
ny, sesetelé chodby i z temnoty vystupujici postavy. Do krajin i interiérti
hledime jako do vlastniho snu, ¢i spise no¢ni mury. Obraz najednou pt-
sobi jako vampyfi napadeni.

Ptesto jsou to tiché obrazy, jde mozna o klid pfed boufi, ale pfesné
citime, co a jak ticho déla s clovékem, s lidskou bytosti. Atmosféru mno-
hych obrazt s viselci a krvavym snéhem naplnuji slova Jakuba Demla <lo
bylo dokondno a dobro bylo mrtvo.

Sotva rozeznatelné figury uz nebyvaji statické, ackoliv mnohym
hrtizostrasné upiii charisma ztstava. Od strazci, chodct a mytickych by-
tosti minulé dekady, se Jaroslav Valecka obraci spise k tanecniktim a béz-
ctim. Zeny na obrazech jsou vzdycky podivné bytosti. Jsou netispé&nymi
kudlankami a manipulativnimi obétmi zaroven. Jsou vyzyvavé i trpici.
Jsou pfeludnym fantémem prohyfené noci. Nékdy se zda, ze je ohrozuji
zlovolna stvofeni, hmyz, miry, smrtihlav, jindy je zfejmé, zZe jde o trans-
formaci. Figury nesou svoje masky s rezignovanym smutkem a fatalitou,
jako osud. Je to svét Pikovych dam a Raskolnikovii, podbarveny tény
Bergmannovych Podzimnich sonat, Beethovenovy Osudové i Mahlero-
vy Stabat mater, fiznuty navic zenskou verzi Kafkovy Promény a slzou
Otrantského zamku ¢i Padu domu Usherti. Horor ma nasobit tizkost. Po-
jmenovat a objasnit to, ¢eho se bojime.

Od smrti a lasky az za hrob neni daleko k podzemi a zalafnim kob-
kam, k Silenstvi a ke zlo¢inu. Sexudlni gravitace interiérti predstavuje
zeny v zavojich, coz je zjevny snovy zdroj. Pozadi portrétnich vidin je
temné a neklidné, za Maskou ¢erveného kocoura hustd hmota démonicky
plapola. Ocekavame, zZe v temnoté se cosi zlovolné pohne.

of a suspicious masquerade ball or paranoid conspiracy or were cultivated here by some
mad Doctor Moreau. Or maybe they simply have nowhere to go. The spaces are not
confidential, but rather alienated. What is perplexing is that we know this alienation
intimately.

If, as Gaston Bachelard says, the house is more a condition of the soul than the
landscape, then it is buildings and their interiors that are the key to the whole of
Valec¢ka’s mythology. The interior space is very theatrical; often we can see our
own shadow or that of the artist, which demonstrates how close we are to the
deranged scene. The distorted perspectives are reminiscent of noir movies and
their expressive precursors. In all cases, though, we automatically find ourselves
inside the image, drawn in by the landscapes, gloomy corridors and the figures
emerging from the darkness. We look into the landscapes and interiors as if
looking at our own dreams, or rather nightmares. The image all at once has the
air of a vampire attack.

Although they are quiet pictures, it may be the calm before the storm, yet
we feel precisely what quiet can do to a man, to a human being. The atmosphere
of many of the paintings with hanging men and bloody snow can be evoked by
the words of Jakub Deml: Evil was perpetrated and good was dead.

The barely distinguishable figures are no longer static, though many of
them still retain their horrific vampire charisma. Valecka has departed from
the watchmen, pedestrians and mythical beings of the last decade more to
dancers and runners. The women in his paintings are always weird beings. They
are unsuccessful preying mantises and manipulative victims at the same time.
They are seductive and suffering. They are illusory phantoms of the dissipated
night. Sometimes they seem threatened by malevolent creatures, insects,
moths, death’s heads. Sometime it is clearly about transformation. The figures
wear their masks with resigned sadness and fatality, like fate. It is the world
of Pik’s ladies and Raskolnikovs, tinged with the tones of Bergman’s Autumn
Sonatas, Beethoven’s Fifth and Mahler’s Stabat Mater, laced in addition with
a female version of Kafka’s Metamorphosis, the tears of The Castle of Otranto
and the Fall of the House of Usher. Horror should multiply anxiety, name and
clarify what it is we fear.

From death and love beyond the grave it is not far to the underground,
dungeons, madness and crime. The sexual gravity of the interiors is manifested
in women in veils, an apparent dream source. The background of the portrait
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Kftivolaké kompozice schodi$t zname z noirovych filmt, stejné
jako pocit zavrati ¢i vertiga. Z ptady hledime az na dno, ¢tvercové ¢lenéni
podlahy rdmuje velmi iracionalni vyjevy. A pozorovateli za dirou ve zdi
vzdy hrozi odhaleni. Co znamena v podzemi vystavena Zlatd gilotina?
Obskurni muzealni kousek? Clovéka jima ptirozend a i nadptirozena hri-
za. Zvlast kdyz lidé jsou zobrazeni jako jednohubky.

Lze velmi dobie nachazet paralely k bolestnym, nasilnym a tahle
désivym horortim, krvakiim, duchatskym Penny Dreadful a pulp ficti-
on. Luzné zjevy zen se daji ¢ist jako supernaturalni jevy, ve vypravénych
pribézich odhalujeme potéseni ne-li rozkos z hrtizy. Co je silnéjsiho nez
strach a smrt krasné Zeny? Voda na obrazech je zrcadlem. Jaky mir mtize
obyvat tyto vody?

Vsechny obrazy Jaroslava Valecky jsou soucasti jednoho vypravé-
ni, velkého ptibéhu. Kazdy z nich je povidkou, celek romanem. Malit se
soustfedi na vypravéni pfibéhu tim, ze v prvni fadé vybuduje atmosféru.
Ta pak z obrazu piimo sdla. Freneticky podané divoké historky, podivné
pribéhy analyzuji anatomii melancholie v dobé pokrocilého punku. Pout
krajinou, lesem, mezi domy a lidmi je vzdycky cestou poznani svéta i sebe
sama. V lidské psychice neni nic, co by bylo bezvyznamné a podvédomi
je stat démonti. Mozna neni rozhodujici, Ze jde o kraj Sudet, protoze fi-
gury na obrazech trpi vnitinimi bésy, které prinasi civilizace, odcizeni,
univerzalni nemoci doby. A jak fika Umberto Eco Romdn prece cteme proto,
abychom pocitili mrazeni osudu.

Martina Vitkova
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visions is dark and unquiet; behind the Mask of the Red Cat a dense mass flickers
demonically. We expect something to move malevolently in the darkness.

We know the distorted compositions of staircases from noir films, as we
do the sense of vertigo. We look from the attic all the way to the bottom, the
square arrangement of the floor framing very irrational scenes. And the watchers
behind the hole in the wall are always threatened with discovery. What does the
Golden Guillotine displayed underground signify? An obscure museum piece?
One is seized by natural and supernatural horror, especially when people are
depicted like canapés.

One could very easily find parallels with painful, violent and protractedly
terrifying horror stories, bloody tales, Penny Dreadful ghost stories and pulp
fiction. The enchanting apparitions of women may be read as supernatural
phenomena. In the narrated stories we discover enjoyment if not outright
pleasure in fear. What can be more powerful that the fear and death of a beautiful
woman? The water in the images is a mirror. What peace can inhabit these waters?

All of Jaroslav Vale¢ka’s paintings are part of one narrative, one great
story. Each of them is a short story, the whole a novel. The painter focuses on
the narration of the story by first creating the atmosphere, which then radiates
directly from the picture. Frenetically told wild tales, strange stories analysing the
anatomy of melancholy in a time of advanced punk. The pilgrimage through the
landscape, the woods, between houses and people is always a path of discovery
of the world as well as oneself. There is nothing in the human psyche that is
insignificant and the subconscious is the country of demons. Maybe it is not
decisive that the landscape here is that of the Sudetenland, because the figures
in the paintings are plagued by the inner demons that civilization, alienation and
the universal disease of the age bring. And as Umberto Eco says, we read the novel
to feel the chill of fate.

Martina Vitkova
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Terasa v zimé | The Winter Terrace, 2014, 140 x 200 cm 90 ‘ 91 Meteor | Meteor, 2014, 138 x 201 cm



Velka exploze | Big Explosion, 2014, 150 x 200 cm 92 ‘ 93 Letadlo | The Aircraft, 2015, 100 x 125 cm



Blesk | Lightening Bolt, 2014, 110 x 150 cm 94 ‘ 95 Exploze | The Explosion, 2011, 100 x 158 cm



. G ‘

Draci | Kites, 2013, 170 x 120 cm 96 ‘ 97 Morana | Morana, 2014, 200 x 140 cm



Asteroid | Asteroid, 2014, 100 x 125 cm 98 ‘ 99 Padéky | The Parachutes, 2014, 110 x 140 cm



V lese | In the Forest, 2013, 128 x 103 cm 100 ‘ 101 Snézeni | Snowfall, 2013, 70 x 60 cm



Hostinec U Zlatokopa | The Pub, 2015, 100 x 125 cm Bludicky | Will-o'-the-Wisps, 2014, 110 x 125 cm




Snézeni | Snowfall, 2013, 100 x 180 cm 104 ‘ 105 Vepii | Hogs, 2011, 93 x 105 cm



Stin | Shadow, 2012, 140 x 120 cm 106 ‘ 107 MIcenti | Silence, 2011, 95 x 70 cm
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Dravec | The Raptor, 2012, 80 x 90 cm Obésenec | Hanged Man, 2011, 130 x 118 cm




V sousedstvi byla kaplicka, takovd mala

a notné ponicend. Tu koupili nékdy koncem
sedmdesdtych let manZelé a prestaveéli na
chatu. Moc dlouho si ji neuZili, rok na to muze
na Stédry den ranila mrtvice a umvel nahore
v podkrovni loZnici, néjak ztuhnul

a nemohli ho vyndat ven, okno bylo malé, tak
museli motorovou pilou rozrezat schodiste, aby

ho dostali pryc...

In our neighbourhood was a chapel, a little,

badly damaged one. Sometime in the late seventies
a married couple bought it and converted it into

a cottage. They didn’t enjoy it for very long, though.
A year later on Christmas Eve the man suffered a
stroke and died upstairs in the loft bedroom.

But his corpse became strangely rigid and they
couldn’t get it out. It wasn’t possible to fit it through
a small window in the loft. Finally they cut up the

whole staircase with a chainsaw to get it out ...

Dlouha chodba | Long Corridor, 2014, 200 x 150 cm
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Zavésené dité | Hanging Child, 2012, 150 x 90 cm
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Vez | The Tower, 2013, 160 x 115 cm 112 ‘ 113 Maska | The Mask, 2014, 110 x 100 cm



Ohledéni | The Inspection, 2014, 125 x 100 cm : 5 Lesni hibitov | The Forest Cemetery, 2013, 110 x 110 cm




Praseci hlava | Pig Head, 2014, 130 x 80 cm 116 ‘ 117 Embryo, 2011, 130 x 80 cm



Skorpioni | Scorpions, 2014, 110 x 95 cm Pavouci | The Spiders, 2010, 91 x 102 cm




Brana | The Gate, 2014, 200 x 140 cm 120 ‘ 121 Masky | Masks, 2015, 150 x 80 cm



Zamek | The Castle, 2011, 150 x 120 cm 2 3 Zavrat | Vertigo, 2012, 130 x 150 cm




Horsky hotel | Mountain Hotel, 2015, 110 x 200 cm

VALECKOVY KRAJINY VNITRNT A VNEJST

Titulek tohoto textu parafrazuje nazev pozoruhodné knihy Vaclava Cilka,
jejiz myslenky mi v mnoha aspektech rezonuji s neméné pozoruhodnou
tvorbou Jaroslava Valecky.

Hned na tGvod se nabizi slova ceského klasika Josefa Holecka, jez
zminéna kniha cituje: ,, Krajina vzdy ovliviiuje dusi ¢lovéka, ba naroda, tak-
ze charakteristiku jeho vlastnosti je nutné zacit popisem krajiny, ve které
zije.“ Moznd pravé tato Holeckova reflexe je jednou z motivaci malife Jaro-
slava Valecky k dlouhodobému a centralnimu zajmu o zobrazovani krajiny.

Valecka, ktery se hlasi k mezinarodnimu uméleckému hnuti stuckis-
mu v Ceské odnozi Central Europe stuckists a je ¢lenem volného sdruzeni
Natvrdli, ceského malifského spolku s ironicko-recesistickym podtextem,
demonstruje svilj ostry nesouhlas se zaplavou post- konceptualnich ten-
denci.

Neo-post koncept, ktery si k nam proklestil cestu ke konci devade-
satych let v dusledku uvolnéni spole¢enské atmosféry odstartovaného sa-
metovou revoluci, zastihl Valecku na studiich AVU v ateliéru malby u pro-
fesora Jiriho Sopka a v ateliéru plastiky u profesora Hendrycha. Prvni
dekada nového milénia jen potvrdila vzristajici prosazovani konceptuali-
smu, vliv novych médii a intermedialniho pojeti vizualniho uméni. Zména
pfistupu a chapani uméni se odrazila i v pojeti vyuky na uméleckych vyso-
kych $kolach, jez ¢astecné rezignovalo na vzdélavani v klasickych umélec-
kych oborech a zacalo upfednostnovat multidisciplinarni pfistup s dira-
zem na akademickou polemiku a programovou konfrontaci. Ani tyto silné
pfehodnocujici tendence oznacujici malbu a zavésny obraz za véc mrtvou
a ptrekonanou nepfresvédcily Valecku o zméné umélecké orientace, naopak
jej spise utvrdily v postojich a nazorech prosazujicich navrat k tradi¢cnimu
pojeti malby.

V této neprehledné a ,tekuté” dobé Jaroslav Valecka konzistentné
setrvava na svych klasickych malifskych pozicich. Systematicky navazu-
je na koreny evropského krajinafstvi v linii severniho romantismu, pie-
dev$im na jemu blizkou tvorbu némeckého romantika Caspara Davida
Friedricha, pfi¢emz zaroven c¢erpa z modernistické malby expresionistické
a v jistém smyslu i symbolistické. Nejde vSak o recyklaci provéieného a jiz
vidéného, ale o budovani osobitého uméleckého rukopisu s nezaménitel-
nym koloristickym charakterem.

Tematicky je Valeckova krajinomalba tizce vazana na Luzické hory
v severnich Cechach, kraj jeho détstvi a dospivani. Domov, kam se mental-
né i fyzicky vraci dodnes. Malif je pfislusnikem druhé generace, ktera se
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VALECKA’S INNER AND OUTER LANDSCAPES

The title of this text paraphrases that of a remarkable book by Vaclav Cilek,
whose thinking I believe resonates in may aspects with the no less remarkable
work of Jaroslav Valecka.

By way of introduction, the words of the classic Czech writer Josef Holecek
cited in the aforementioned book are apt: “The landscape always influences the
soul of man, or even the nation, so characterizing their qualities must begin with
a description of the landscape in which they live.” Perhaps this very observation
of Holedek’s was one of the painter Jaroslav Vale¢ka’s sources of motivation for
his enduring, central interest in depicting landscape.

Valecka subscribes to the international Stuckism movement via its Czech
chapter, the Central Europe Stuckists, and is a member of the loose group
Natvrdli (Blockheaded), a Czech artists’ collective with an ironic, prankish
subtext that demonstrates sharp dissent with the deluge of post-conceptual
trends.

Neo-post-conceptualism, which found its way into this country in the
late 1990s as a result of the liberated social atmosphere set in motion by the
Velvet Revolution, afflicted Valecka during his studies at the Academy of Fine
Art in Prague (AVU) in Professor Jiti Sopko’s painting studio and Professor
Hendrych’s sculpture studio. The first decade of the new millennium only
confirmed the growing promotion of conceptualism, the impact of new media
and the intermedial concept of visual art. The change in approach to art and
understanding it was also reflected in the concept of teaching at colleges of art,
which partly abandoned training in traditional art disciplines and began to
prioritize a multidisciplinary approach with an emphasis on academic polemics
and programmatic confrontation. Not even these strong re-evaluating trends,
pronouncing painting to be a thing dead and surpassed, could convince Valecka
to change his artistic orientation; on the contrary, they reinforced his attitudes
and opinions advocating a return to the traditional concept of painting.

In this confusing, “fluid” period, Jaroslav Valecka consistently maintains
his traditional painterly positions. He systematically builds on the roots of
European landscape painting in the line of Northern Romanticism, especially
the work of the German Romantic Caspar David Friedrich, to which he has
a close affinity, while at the same time drawing on modernist styles of painting —
Expressionism and in a certain sense Symbolism. This is not, however, a matter
of recycling something verified and already seen, but of creating a distinctive
artistic handwriting with an unmistakable colourist character.

In terms of subject matter, Vale¢ka’s landscape painting is closely tied
to the Lusatian Mountains in North Bohemia, the land of his childhood and



v syrovém sudetském pohrani¢i narodila a srostla s jeho silnymi podpovr-
chovymi vibracemi. Autor zde nachazi Gito¢ité své inspirace. Utocisté, jez
ve smyslu Cilkovych Gvah formuje rozum, tsudek, charakter a nasi dusi.

Umeélec zachycuje krajinu jako obraz lidi, ktefi ji obyvaji. Prenasi
obsah nasi mysli od technicistnich méstskych vyjevii vyplnénych globali-
zovanymi obchodnimi centry a spleti dalnic do drsné, ale pfizra¢né krasné
ptirody. Do prostfedi, kde se pies bouflivé déjiny poznamenané valkou,
odsunem ptvodniho obyvatelstva a naslednym znovuosidlenim v rezii
svévolného komunistického dirigismu stale ¢aste¢né udrzely ptivodni tra-
dice lidovych slavnosti a obyceju a pfetrvava ni¢im nepotlacitelny genius
loci se svou magickou aurou. Paleni ¢arodéjnic, vesnické zabijacky, ma-
sopust ¢i funebralni procesi zaznamenava Valecka na pozadi svych suges-
tivnich panoramatickych pohledi do oteviené krajiny jako poutnik, ktery
shlizi do udoli ¢i pozoruje déni kdesi v dali pfed sebou.

Opakované a z mnoha thlad zobrazuje nevlidné studené predjaii
¢i zimu v kontrastu se zvlastnim melodramatickym svétlem vychazejicim
z oblohy. Jindy zas chladné tony malby prozaiuje jas vzdalenych ohna ¢i
svitici lidskd obydli rozseta po linii horizontu. Naladu obrazti ¢asto umoc-
nuje vecerni ¢i no¢ni doba zachycovanych vyjevii schopnych rozehrat nasi
obrazotvornost na maximum.

K dosazeni pfesvédcivého a pisobivého tucinku vyuziva Valecka
techniky ala prima. Nejprve si rozvrhne ramcovou kompozici obrazu
a pak uz pfimo barvou modeluje a buduje prostor a hloubku ruralni sce-
nérie bez pripravnych podkladovych kreseb. Nechava se vpit do namétu
a senzitivné pozoruje vyvoj a posun svého ptivodni zaméru a myslenkové-
ho pfedobrazu. Intuitivné a emotivné maluje to, k ¢emu ho déni na platné
samo vybizi.

Autenticka baladi¢nost, melancholickd poetika a az svirava zad-
umcivost jeho oleji nas vraci zpatky k sobé, k podstaté lidské existence
a k nekone¢nému kolobéhu Zzivota a smrti. Toto uvédoméni si sebe sama
vsak jen bolestivé netizi, ale také obcerstvuje, ukotvuje a vede nas k souz-
néni s univerzem.

Vystizné toto rozpolozeni postihuje R. W. Emerson ve sbirce eseji
Ptiroda a duch: ,V klidné krajiné a zvlasté ve vzdalené linii obzoru ¢lovék
postihuje néco tak krasného, jako je jeho vlastni bytost. Nejvétsi radost,
jakou pole a lesy poskytuji, je tuSeni tajemného vztahu mezi ¢lovékem

adolescence, the homeland to which he still returns both physically and mentally.
The painter is a member of the second generation of Czechs to be born in the
raw, former German Sudetenland border region and to grow entwined with its
powerful submerged vibrations. Here the artist finds a refuge for his inspirations,
a refuge that in Cilek’s sense shapes reason, judgement, character and our souls.

The artist captures the landscape as an image of the people who inhabit
it. He transposes the content of our minds from technicist urban scenes filled
with globalized shopping centres and tangles of highways to harsh, but eerily
beautiful nature — to an environment that, despite its tumultuous history marked
by war, expulsion of the original population and subsequent resettlement directed
by indiscriminate communist central planning, has still maintained some of its
former traditions of folk festivals and customs and whose indomitable genius
loci endures with its magical aura. Valecka records witch burning bonfires,
village pig slaughters, carnivals and funeral processions against the background
of his suggestive panoramic views of open landscapes, like a pilgrim overlooking
a valley or watching goings-on somewhere off in the distance.

He depicts repeatedly and from many angles bitterly cold winter or early
spring in contrast with a strange, melodramatic light emanating from the sky.
Elsewhere the cold tones of the painting are kindled by the glow of distant fires
or illuminated human dwellings dotted along the horizon. The mood of the
paintings is often enhanced by the evening or nighttime setting of the captured
scenes, capable of stimulating our imagination to the maximum.

Valecka achieves his convincing, impressive effect by employing the
ala prima technique. He first lays out the basic composition of the image and
then directly models and builds the space and depth of the rural scenery with
paint without the use of preparatory drawings. He allows himself to become
absorbed by the subject and sensitively observes the development and shift of
his original idea and mental sketch. He intuitively and emotionally paints what
the happenings on the canvas themselves exhort him to.

The authentic ballad-like quality, melancholic poetry and almost acrid
gloom of his canvases bring us back to ourselves, to the essence of human
existence and the infinite carousel of life and death. This awareness of ourselves
does not only burden us painfully, however, but also refreshes, anchors and
guides us towards harmony with the universe.

Ralph Waldo Emerson aptly describes this dichotomy in his collection
of essays Nature and the Soul: “In the tranquil landscape, and especially
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a rostlinstvem. Nejsem sam a nepovsimnut. Kyvaji na mne a jia na né.
Kdyz krac¢im pustymi lany ve sné¢hovych kaluzich, za polosera, pod Sedavé
pustym nebem, bez jakychkoliv myslenek na veselou prihodu, jsem $tas-
ten a usmivam se. Jsem vesely, i kdyz tzkost se jiz vtird. V lesich odhazuje
¢lovék sva léta a stava se ditétem. V lesich se vracime k rozumu a vife ...
tato radostna sila nedli ani v ¢lovéku, ani v ptirodé, ale v souzvuku obou.“

Veronika MareSova
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in the distant line of the horizon, man beholds somewhat as beautiful as his
own nature. [...] The greatest delight which the fields and woods minister, is
the suggestion of an occult relation between man and the vegetable. I am not
alone and unacknowledged. They nod to me, and I to them. [...] Crossing a bare
common, in snow puddles, at twilight, under a clouded sky, without having in
my thoughts any occurrence of special good fortune, I have enjoyed a perfect
exhilaration. I am glad to the brink of fear. In the woods too, a man casts off his
years, as the snake his slough, and at what period soever of life, is always a child.
In the woods, is perpetual youth. [...] In the woods, we return to reason and
faith. [...] Yet it is certain that the power to produce this delight, does not reside
in nature, but in man, or in a harmony of both.”

Veronika MareSova
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Padajici hvézdy | Falling Stars, 2012, 80 x 130 cm 128 ‘ 129 Jestéd | Jested Hill, 2012, 125 x 170 cm



Lavka | The Footbridge, 2013, 100 x 150 cm 130 ‘ 131 Jizda | The Ride, 2015, 125 x 170 cm
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Svétla mésta | City Lights, 2011, 74 x 200 cm 13

5}
[\
—
o8}
U8}



Svétlice | Flaret, 2011, 81 x 133 cm 134 ‘ 135 Netopyti | The Bats, 2013, 100 x 150 cm



Pout k sv. Antoninovi | Pilgrimage of St. Anthony, 2012, 100 x 170 cm 136 ‘ 137 Cervena v&% | Red Watchtower, 2014, 200 x 110 cm
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Mijka | Maypole, 2011, 100 x 135 cm 138 ‘ 139 Nadrazi navecer | Evening Station, 2010, 95 x 125 cm



Taiborova bréana | The Camp Gate, 2011, 82 x 166 cm 140 ‘ 141 Sklep | Cellar, 2013, 95 x 105 cm



Unor | February, 2012, 98 x 196 cm 142 ‘ 143 Zluté studna | The Yellow Well, 2014, 65 x 135 cm



Obésenci | The Hanged Men, 2011, 100 x 158 cm 144 ‘ 145 Hlaven | Muzzle, 2012, 130 x 110 cm



Rvacka | Brawl, 2011, 100 x 137 cm Tanec | The Dance, 2014, 150 x 140 cm
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Parasutista | Parachutist, 2015, 150 x 133 cm 148 ‘ 149 Lampiony $tésti | Chinese Lanterns, 2015, 95 x 135 cm



Krocan | The Turkey, 2014, 55 x 50 cm 150 ‘ 151 Mrtvoly | Corpses, 2012, 140 x 100 cm



Zluta zvonice | The Yellow Bell-Tower, 2015, 135 x 90 cm 152 ‘ 153 Kohout | The Cock, 2014, 150 x90 cm



Lesbicky | Lesbians, 2013, 100 x 70 cm
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Sit | The Net, 2015, 60 x 70 cm




Vosi oci | Wasp Eyes, 2015, 70 x 50 cm ] S Hlavy | Heads, 2014, 110 x 90 cm




Kdyz jsem béhem studii pracoval na archeologickych vykopduvkdch, During my studies I worked on archaeological excavations. Once we were

odkryli jsme jednou p¥i prdaci na misté starého némeckého hibitova digging on the site of an old German cemetery and we dug up the corpse
mrtvolu mladé Zeny. LeZela tam silné navoskovand, cdstecné of a young woman, which was covered in a thick layer of wax and partly
rozpadld, ale ve vlasech méla krdasné zachované voskové barevné kvéty. decomposed. In her hair she had beautifully preserved colourful

Bylo to désivé a - pritailivé... wax flowers. It was horrific and actually attractive...

Mrtva Némka | The Dead German Woman, 2015, 65 x 110 cm 158 159 Pavouk | Spider, 2015, Tetovand ddma | Tastooed Lady, 2015, Mrtva Némka | Dead German Woman, 2013, ve | all 70 x 50 cm



Pavouk | The Spider, 2014, 50 x 70 cm Kreveta | The Shrimp, 2015, 70 x 90 cm




Cervené odi | Red Eyes, 2010, 131 x 59 cm Cikénka | The Gipsy, 2014, 150 x 80 cm Munmie | The Mummy, 2013, 140 x 60 cm 162 Delirium, 2010, 63 x 104 cm




Seance | Seance, 2012, 150 x 110 cm Cikéda | The Cicada, 2014, 60 x 100 cm




Sklenénd rakev | The Glass Coffin, 2012, 95 x 95 cm Kralovna krasy | Beauty Queen, 2012, 65 x 55 cm




Mali¥ | The Painter, 2012, 160 x 55 cm Kotata | The Kittens, 2012, 150 x 80 cm Dvojice | The Couple, 2014, 180 x 80 cm 168 ‘ 169 Kostlivec | The Bone-Man, 2012, 150 x 120 cm



Romska osada | Gipsy Settlement, 2013, 80 x 125 cm 170 ‘ 171 Krysy | Rats, 2013, 80 x 120 cm



Nad méstem | Above the City, 2014, 95 x 160 cm 172

173 Nadrazi v Sudetech | Station in Sudetenland, 2014, 100 x 150 cm



Zima | Winter, 2010, 84 x 200 cm 174



Opilci | Drunkards, 2012, 100 x 155 cm 176 ‘ 177 Meandr | The Meander, 2011, 100 x 167 cm



Velka zima | Deep Winter, 2013, 110 x 190 cm 178 ‘ 179 Vesnice | The Village, 2014, 100 x 200 cm



Zamrzlé jezero | The Frozen Lake, 2011, 110 x 210 cm 180

181 Nad horami | Above the Mountains, 2011, 70 x 134 cm



Zima | Winter, 2014, 125 x 170 cm 182 ‘ 183 Ohnostroj | Fireworks, 2015, 70 x 100 cm



Meésic | The Moon, 2012, 90 x 125 cm 184 ‘ 185 Déti u lesa | Children by the Forest, 2012, 95 x 110 cm



Plachty | Sails, 2013, 95 x 150 cm 186

187 Molo v noci | Pier at Night, 2011, 62 x 103 cm



Noéni mésto | Mght City, 2015, 110 x 200 cm 188 ‘ 189 Mésic nad Libercem | Moon above the City, 2013, 110 x 180 cm



Nad méstem| Above the City, 2012, 105 x 205 cm




TEMNA SAGA JAROSLAVA VALECKY

Jaroslav Valecka je muz pevnych zasad, dlouhodobych plant a velké pile.
Totéz plati i o jeho umélecké tvorbé — je vzacné celistva, nepodléha prilis
vliviim ani médam, aby soustavné podavala sugestivni vypovéd o tajemné
melancholickém, a presto velmi poetickém svété. Autorav vytvarny jazyk
je jasné vyprofilovany, postrada zbyte¢nou zdobnost, chténou nahodilost
a vypravi velmi jednoduchy, téméf prazakladni pribéh, jehoz naléhavost je
schopna zasahnout divaka az do morku kosti. Je to jisté i proto, ze Valec-
kovo sdéleni sofistikované balancuje na hrané pohadkovosti a ,,temnoty*.

Malifovu stylovou vyhranénost povazuji za jednu z jeho nejsilnéj-
$ich stranek. Mame-li moznost vidét autorovy obrazy v celé ifi jednotli-
vych cykla (k ¢emuz dava tato publikace idealni piilezitost), odkryji se
nam netusené, zdanlivé subtilni variace motivii, a to jak v krajinarské, tak
i ve figuralni linii jeho dila. Valeckovy obrazy se pied nasima oc¢ima spojuji
jako sled divadelnich kulis ¢i storyboard komiksu a odhaluji ndm prabéz-
nou déjovou linii, ktera celou sérii poutd a bravurné vyvazuje. Tyto valéry
jsou velmi jemné, a mohou se proto (pro naprostou svébytnost jednotli-
vych obraztl) zdat stézi postfehnutelné. Pfedstavuji vsak uréitou ,nad-
stavbu®, ktera se nerozviji jen jako pribéh, ale postihuje naptiklad také
casovou linii se sugestivni gradaci svételnych situaci. Tyto nenasilné vazby
uvnitt cyklu a mezi cykly navzajem mi pfipominaji logiku vztahu mezi
hvézdami a souhvézdimi.

Pokud bych méla nalézt urcité srovnani v historii ¢eské moderni
malby, uvedla bych piiklady Véaclava Spaly a Jana Zrzavého, kteii také
usilovali o zpracovani motivu k aplné dokonalosti a maximalni sdélnosti.
Stejné jako tito klasikové mél Jaroslav Valecka od pocatku své tvirci dra-
hy zcela jasno v tom, jakou cestou se vydat, a ze svého smérovani neuhyba
ani neodbocuje. Jeho cesta prochazi veskerou realitou a umoziuje mu
v kazdé chvili obohacovat sva dila o zcela nové prozitky, aniz by jakkoli
ohrozil rozpoznatelnost svého stylu jako takového.

Venkovské prosttedi Luzickych hor v severnich Cechach (kde au-
tor vyrtstal, kam se vraci a stfidavé Zije a pracuje i dnes) je autorovym

THE DARK FAIRYTALE OF JAROSLAV VALECKA

Jaroslav Valecka is a man of firm principles, long-term plans and great diligence.
The same applies to his art: it is unusually holistic, little subject to influences and
trends and consistently puts forward a suggestive testimony about a mysteriously
melancholic, yet very poetic world. The artistic language of the author is clearly
shaped, devoid of superfluous ornament or deliberate randomness, and tells
a very simple, almost primeval story whose urgency is capable of cutting the
spectator to the very marrow. That is surely in part because Vale¢ka’s message
balances sophisticatedly on the boundary between fairytale and darkness.

I regard the artists idiosyncratic style as one of his strongest sides. If
we have a chance to see his work in the whole breadth of his individual series
(for which this publication provides an ideal opportunity), unsuspected, subtle
variations on motifs are revealed to us, both in the landscape and figural lines
of his work. Vale¢ka’s paintings connect together in front of our eyes like a
sequence of stage sets or a storyboard, disclosing to us a sequential storyline
that binds together the whole series and balances it with bravado. These shades
are very refined and so may seem (given the absolute distinctness of each image)
barely perceptible. They represent, however, a certain “superstructure” that
does not unfold only as a story, but also affects the timeline, for example, with a
subtle gradation of lighting situations. These uncontrived bonds within a series
and between series remind me of the logic of the relationship between stars and
constellations.

If I had to find a comparison in the history of Czech modern painting,
I would choose the examples of Vaclav Spéala and Jan Zrzavy, who also attempted
to work the motif to total perfection and maximum communicability. Similarly to
these masters, Jaroslav Valecka has been absolute clear since the beginning of his
artistic career about what path to take and has never retreated or diverged from
his course. His path passes through all of reality, allowing him at any moment to
enrich his works with entirely new experiences without in any way jeopardizing
the distinction of his style as such.
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dominantnim zdrojem inspirace, a to krajinou i demografii. Manifestu-
je niternou naklonnost pocitovanou k sudetské krajiné, ke krajiné ,beze
jména“, tézce zasazené valkou a komunismem. Maluje daleké horizonty
a citlivé sleduje promény oblohy. Vystihuje krajiny chladné, zimni, zasné-
zené, krajiny zhnouci svétly ohnd, krajiny s mihotajicimi se svétly lidskych
pribytkti. Dominantni tlohu hraje skvéle vyvazena barevnd skala s vy-
pointovanymi svétly a tisnivymi stiny. Atmosféra ticha a pohled z dalky
(umoznujici zachytit jednotlivé terénni plany) pfedstavuji dalsi vyznamné
elementy ve vyjadieni tzv. ,ndlady“. Autor paralelné rozviji figuralni téma,
v némz se vpiji do mikrokosmu lidského jedince, jeho dusevnich stavd
a rozpolozeni. Clovéka pojima jako bytost blizkou zahadnym osudovym
silam i smrti.

Jaroslav Valecka postihuje ve svych dilech magickou vzneSenost
a kouzlo mimotradnych okamzikd. Jeho ,krajina zazrakda® vSak ve sku-
tecnosti zadné zazraky neobsahuje. Autor naopak s jakousi erbenovskou
piimosti poukazuje na disledky (z Cisté filozofického pohledu jde o mo-
ralistni pfistup). S Karlem Jaromirem Erbenem ostatné poji Jaroslava Va-
lecku urcitd ponura obratnost ve vypravéni a zaliba v prostych tématech.
Jsem pfesvédcena, zZe stejné jako basnikova tvorba bude i ta Valeckova lety
jenom zrat.

Rea Michalova
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The rural environment of the Lusatian Mountains in North Bohemia
(where Valecka grew up and to which he still returns periodically to live and work)
is the artist’s dominant source of inspiration, in terms both of landscape and
demography. He manifests an intimate fondness for the Sudetenland landscape,
a “nameless” landscape heavily afflicted by war and by communism. He paints
distant horizons and sensitively observes the changes in the sky. He captures
landscapes that are cold, wintry and snow-covered, landscapes glowing with
the light of fires, landscapes with the shimmering lights of human habitations.
A dominant role is played by the excellently balanced colour scale with points
of light and disquieting shadows. The atmosphere of silence and view from afar
(making visible the individual planes of the terrain) represent other important
elements in the expression of mood. In parallel, the artist develops figural themes
in which he becomes steeped in the microcosm of the human individual, his
mental states and humours. He conceives man as a being close to the mysterious
forces of fate and death.

Jaroslav Valecka captures in his pieces the magical splendour and enchant-
ment of extraordinary moments. His ,landscape of miracles* does not in reality,
however, contain any miracles. On the contrary, the artist highlights consequen-
ces with a candour similar to that of Karel Jaromir Erben (from a strictly phi-
losophical perspective it is a moralist stance). Valecka also has in common
with Erben a certain grim storytelling skill and a fondness for simple themes.
I am convinced that like the poet’s work, Valecka’s, too, will only mature with
the passing years.

Rea Michalova



Jaroslav Valecka
Narozen | Born 27. 10. 1972

Studia | Studies

1991-1998 AVU v Praze | Academy of Fine Arts
in Prague

1994 Vestlandets Kunstakademi, Bergen

1995 Staatliche Kunstakademie Karlsruhe
1996 Willem de Koonig Academy, Rotterdam

Ceny a stipendia | Awards and Scholarships

1993 Stipendium Sorosovy nadace pro soucasné
uméni | Scholarship of the Soros Centre
for Contemporary Art

1994 Cena nadace Herberta von Hayeka |
Herbert von Hayek Foundation Award

1996 Cena Hlavkovy nadace | Hlavka
Foundation Award

1997 Cena Fondation de Bourgogne | Fondation
de Bourgogne Award

Symposia

1997 Festival International des Arts de la rue,
Dijon, Francie | France

2006 Krajina Usteckého kraje | North Bohemian
Landscape

2008 Art dans les Petites Cités de Caractere,
Bretan | Bretagne, Francie| France

2010 Im Reich der Steines, Festung Konigstein,
Némecko | Germany

Samostatné vystavy (vybér) | Solo Exhibitions
(selection)

1997 Obrazy | Paintings, Oblastni muzeum
v Déciné

1998 Obrazy | Paintings, Galerie AVU, Praha |
Prague

1998

2000

2001

2002

2002

2003

2004

2004

2005

2005

2005

2006

2006

2006
2006

2007

2008

2008

2009

2009

Obrazy, | Paintings, Diim uméni, Ceské
Budé¢jovice

Obrazy a kresby | Paintings and Drawings,
Galerie Templ, Mlada Boleslav

Obrazy | Paintings, Galerie Bayer & Bayer,
Praha | Prague

Obrazy | Paintings, Hradek, Kutna Hora
Obrazy | Paintings, Galerie mladych, Brno
Obrazy a kresby | Paintings and Drawings,
Galerie ve dvofe, Litomérice

Obrazy | Paintings, Galerie Bayer & Bayer,
Praha | Prague

Obrazy | Paintings, Galerie Jidelna, Cesk4
Lipa

Obrazy | Paintings, Vystavni sin U kostela,
Bilina

Obrazy | Paintings, Ustav
makromolekularni chemie, Praha | Prague
Obrazy | Paintings, Galerie Artkontakt,
Brno

Obrazy | Paintings, Galerie Pintner,
Frankfurt nad Mohanem | Frankfurt am
Main, Némecko | Germany

Krvavé romance | Bloody Romances,
Oblastni galerie Vysociny v Jihlavé

Vylet | The Trip, Galerie XXL, Louny
Obrazy | Paintings, Galerie Vltavin, Praha |
Prague

Obrazy | Paintings, Galerie Vernon, Praha
| Prague

Bilé noci | White Nights, Galerie Kotelna,
Ri¢any u Prahy

Krajina posetd tmou | Landscape Covered
by Darkness, Galerie Beseda, Ostrava
Obrazy | Paintings, Rabasova galerie,
Rakovnik

Carnet des voyages, Chateau de
Chateaugiron, Bretan | Bretagne, Francie
France



Krajina luzickych hor.
Lusatian Mountain landscape..

Letni ateliér v Lisce.

Summer studio in Liska Village.

2009

2010

2010

2010

2010

2011

2011

2011
2012

2012

Obrazy | Paintings, Galerie Ceské
pojistovny, Praha | Prague

Obzory| The Horizonts, Vystavni sin
Chrudim

Soukromé krajiny | Private Landscapes,
Galerie Diamant, Praha | Prague

Od soumraku do tsvitu | From Dusk till
Dawn, Galerie ceské plastiky, Praha |
Prague

Obrazy | Paintings, AlSova jihoceska
galerie, Ceské Budéjovice

STUCK in the Emotional Landscape, Red
Gate Gallery, Londyn | London, Velka
Britanie | Great Britain

Syrova lyrika | A Raw Lyricism, Galerie 21.
stoleti, Praha | Prague

Obrazy | Paintings, Galerie Magna, Ostrava
Morbidni romance | Morbid Romances,
Galerie 21. stoleti, Praha | Prague

Krajiny mého détstvi | My Childhood
Landscapes, Dim uméni, Opava

2012 V zajeti snu | Captive of Dreams, Galerie

2012

2013

2013
2013

2014

2015

2015

2016

2016

Dolni brana, Prachatice

Historky ze Sudet | Stories from
Sudetenland, Prostor 228, Liberec

Navrat domt | A Long Way Home, Galerie
Portheimka, Praha | Prague

Obrazy | Paintings, Galerie ve vézi, Plana
Sudety | Sudetenland, Galerie Vltavin,
Praha | Prague

Setkani v krajiné | Landscape Encounter,
Galerie Michal’s Collection, Praha | Prague
Dlouhé noci | The Long Nights, Atelier
Fiala, Praha | Prague

Stiny Sudet | Shadows of Sudetenland,
Galerie Vaclavy Spaly, Praha | Prague
No¢ni miry | The Nigtmares, Galerie
mésta Pardubic, Pardubice

Krajiny vnitrni, krajiny vnéjsi | Innner
Landscapes, outer Landscapes, GASK,
Kutna Hora

Skupinové vystavy (vybér) | Group Exhibitions

1995

1995

1996

1996

1997

1998

1999

2000

2003
2003

2004

2005

2005

2006

2006

2006

2007

2007

2007

(selection)

Ausstellung der Stipendiaten, Lichthalle
Karlsruhe, Némecko | Germany

SBC Art Competition, Londyn | London,
Velka Britanie | Great Britain

Festival International des Artes de la rue,
Salle dés marchandes, Dijon, Francie |
France

Novy zékon v uméni | New Testament in
Art, Galerie Ambit, Praha | Prague

AVU v Manesu | Art Academy in Manes,
Praha | Prague

Diplomanti | The Graduates, Narodni
galerie, Veletrzni palac, Praha | Prague
Neplanované spojeni | An Unplanned
Connection, Manes, Praha | Prague
Zelena | The Green, Galerie AVU, Praha |
Prague

Agua Art, Galerie kritikti, Praha | Prague
Perfect Tense, Jizdarna Prazského hradu,
Praha | Prague

Bylo, nebylo | Unce upon a Time...,
Galerie moderniho uméni, Hradec Kralové
Bylo, nebylo | Unce upon a Time...,
Horacka galerie, Nové Mésto na Moravé
Bylo, nebylo | Unce upon a Time...,
Galerie vytvarného uméni, Cheb,

Pristi stanice Arkadia | Next Station
Arcadia, Galerie moderniho uméni v
Roudnici nad Labem, Roudnice nad
Labem

Nachste Station Arkadien, Schloss Pirna,
Némecko | Germany

Smichovsky podhled | The Smichov
Underwiew, Galerie Jidelna, Ceska Lipa
Typicky obraz II | Typical Painting II.,
Nova sin, Praha | Prague

Nova trpélivost | New Patience, Manes,
Praha | Prague

Stuck in the Middle of November,
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2008

2008

2009
2009

2009

2010

2010

2010

2011

2011

2011

2011

2011

2011

2012
2012

2012

2012
2012

2012

2013
2013
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Topicav salon, Praha | Prague

Carnet des Voyages Peintures Tchéques,
Chatelaudren, Francie | France

Transfer, White Box Gallery, Mnichov |
Munich, Némecko | Germany

Transfer, Dim uméni mésta Brna, Brno
L’Art dans les Cités-Peintres Tchéques,
Chateau de Josselin, Francie | France
Transfer, Bohemian National Hall, New
York, USA

Soukromé krajiny | Private Landscapes,
Galerie Diamant, Praha | Prague

Im Reich der Steines, Festung Konigstein,
Némecko | Germany

Temna noc, jasnd noc | Dark Night, Clear
Night, Alsova jihogeska galerie, Ceské
Budé¢jovice

Natvrdli, Ddm uméni, Opava

Prague Stuckists, Vystavni sin Chrudim
Natvrdli, Galerie Michal’s Collection,
Praha | Prague

Enemies of Art, Lauderdale House,
Londyn | London, Velka Britanie | Great
Britain

Natvrdli, Galerie Beseda, Ostrava
DYS... Veletrzni palac, Narodni galerie,
Praha | Prague

Species Periclitata, Galerie Artpro, Praha,
Volny smér| Free Direction, Severoceska
galerie vytvarnych uméni, Litomérice
Stuckists tarot show, Islington Arts Factory,
Londyn | London, Velka Britanie | Great
Britain

Natvrdli, Méstska galerie, Svitavy
Stuckists: Elizabethan Avant-Garde,
Bermondsey Project, Londyn | London,
Velka Britanie | Great Britain

Originalni perspektivy, Galerie U Bilého
jednorozce, Galerie Klatovy | Klenova
Natvrdli, Galerie kritikti, Praha | Prague
STUCK, between Prague and London,

2013

2013

2013

2013

2013

2014

2014
2014

2014

2014

2014
2014

2014

2015
2015

2015

2015

2015

2015
2016

Nolias 11 Gallery, Londyn | London, Velka
Britanie | Great Britain

Natvrdli, Oblastni galerie Vysociny, Jihlava
Druhy den po konci svéta | Second Day
after the End of the World, Ceské centrum,
Praha | Prague

Hrani¢ni syndrom | Borderline Syndrome,
Galerie Uffo, Trutnov

STUCK in Pardubice, Galerie mésta
Pardubic, Pardubice

Hrani¢ni syndrom | Borderline Syndrome,
Galerie Michal’s Collection, Praha | Prague
The Stuckists, Explorers and Inventors,
Phoenix, USA

Orbis Pictus, Trafo Gallery, Praha | Prague
The Stuckists, Explorers and Inventors, C3
Gallery, Tempe, Arizona, USA

Hrani¢ni syndrom | Borderline Syndrome,
Galerie Klatovy-Klenova

Télo — znak | Body - Sign, Rabasova
galerie, Rakovnik

STUCK!!, Galerie Vltavin, Praha | Prague
Borderline Syndrome, Ostrale O14,
Drazdany | Dresden, Némecko | Germany
Posledni hodiny lidstva | The Last Hours
of Mankind, Galerie 1, Praha | Prague

Art Prague, Kafktv diim, Praha | Prague
Zktizené cesty | Crossing Lines, Galerie
Artatak, Praha | Prague

Stuckism: Remodernising the Mainstream,
Studio 3 Gallery, University of Kent,
Canterbury

Holy Ways, European Arts, Praha | Prague
Hrani¢ni syndrom | Borderline Syndrome,
Galerie moderniho uméni, Karlovy Vary
Natvrdli, Galerie Uffo, Trutnov

Hrani¢ni syndrom | Borderline Syndrome,
Alfred Kubin Galerie, Mnichov | Munich,
Némecko | Germany

Vystava DYS... v Narodni galerii ve Veletrznim palaci v Praze
Exhibition DYS... in Prague National Gallery.

Vystava v londynské Red Gate Gallery.
Show in Red Gate Gallery in London.

Z vystavy STUCK between Prague and London, zleva J. Valecka,
J. Hauschka, E. Lucie-Smith a E. Johnstone.

STUCK bertween Prague and London exhibition, left to right

J. Valec¢ka, J. Hauschka, E. Lucie-Smith a E. Johnstone.



Se zakladatelem stuckismu Ch. Thomsonem
a P. Harveyem v Londyné.

Together with Stuckism co-founder

C. Thomson and Paul Harvey in London.

Skupina Natvrdli zleva L. Miffek, R. Michalova,
J. Vale¢ka a MICL.

Artgroup Natvrdli, left to right L. Miffek,

R. Michalova, J. Valecka a MICL

Monografie | Monograph
2010 Jaroslav Valecka, Alsova jihoceska galerie,
text V. Tetiva

Katalogy samostatné (vybér) | Solo Catalogues
(selection)

2006 Obrazy | Paintings, texty | texts P. Vanous,
R. Janas

2006 Bilder, Frankfurt am Main, text D. Pintner

2007 Jaroslav Valecka, edice Arskontakt, Vltavin,
text K. Tuckova

2008 Krajina posetd tmou | Landscape Covered
by Darkness, Galerie Beseda Ostrava, texty
| texts P. Pivoda, P. Vanous

2009 Obrazy | Paintings, Rabasova galerie,
Rakovnik, text R. Janas

2010 Obzory | The Horizons, Vystavni sin
Chrudim, text K. Tuc¢kova

2011 STUCK in the Emotional Landscape,
Victoria Press, text Ch. Thomson

2013 Navrat domt | A Long Way Home, Galerie
Portheimka, Praha | Prague, texty | texts
R. Michalova, J. Zelezn}'l, T. Hanzl

Katalogy skupinové (vybér) | Joint Catalogues
(selection)

1995 SBC Art Competition, London

1996 Novy zakon v uméni | New Testament in
Art, Galerie Ambit, Praha | Prague,
text M. Knizak

1998 Diplomanti | The Graduates, Narodni
galerie, Praha | Prague, text J. Kotalik

1999 Neplanované spojeni | An Unplanned
Connection, Manes, Praha | Prague,
text J. Sevéikova, J.Sevéik

2003 Perfect Tense, Jizdarna Prazského hradu,
Praha | Prague, texty | texts O. Mala, K.
Srp, P. Vanous

2004 Bylo, nebylo | Unce upon a Time...,
Galerie moderniho uméni, Hradec

2005

2006

2007

2007

2007

2008

2008

2008

2009

2009

2010

2010

2011

2011

2011

2011

Kralové, texty | texts M. Vitkova,

P. Finfrlova

Bylo, nebylo | Unce upon a Time...,
Galerie vytvarného uméni, Cheb, texty |
texts M. Vitkova, P. Finfrlova

Pristi stanice Arkadia | Next Station
Arcadia, Galerie moderniho uméni,
Roudnice nad Labem & Schloss Pirna, text
M. Hlavackova

Typicky obraz II | Typical Painting II.,
Nova sin, Praha | Prague, texty | texts

R. Drury, P. Vanous

Stuck in the Middle of November, Praha |
Prague, text R. Janas

Nova trpélivost | New Patience, Manes,
Praha | Prague, text K. Tuckova

Slovnik ceskych a slovenskych vytvarnych
umélct | The Lexicon of Czech and Slovak
Visual Artists, Chagall, Praha | Prague
Stuck in the Middle of November 11, Praha
| Prague, text R. Janas

Transfer, whiteBox Gallery, Miinchen,

text K. Tuckova

Stuckism International, Victoria Press,
London, text R. Janas

Peintres Tcheques, edice | edition Ouest
France, France

Im Reich der Steines, Festung Konigstein
Dark Night, Clear
Night, Al$ova jhoceska galerie, Ceské
Budéjovice, text H. Rulisek

Prague Stuckists, Vystavni sin Chrudim,
text K. Tuckova

Enemies of Art, Lauderdale House Gallery,

Temna noc, jasnd noc

London, text E. Lucien-Smith

Originalni a perspektivni | Original and
Prospective, BMAG, Praha | Prague, text
R. Michalova

Natvrdli, Galerie Beseda, Ostrava,

text R. Michalova
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2012 Volny smér | Free Direction, Severoceska
galerie vytvarného uméni v Litoméficich,
texty | texts J. Kotalik, J. Stibr

2012 Chebské niky | Cheb Niches, GVU Cheb

2013 Natvrdli, Galerie Michal’s Collection, text
R. Michalova

2013 STUCK between Prague and London,
Victoria Press, London,
text E. Lucien-Smith

2013 Borderline Syndrome, Galerie Uffo
Trutnov, text R. Michalova

2014 Télo - znak | Body - Sign, Rabasova
galerie, Rakovnik, text J. Royt

2014 STUCK!!, Galerie Vltavin,
text K. Tuckova

2014 Ostrale O14, Borderline Syndrome,
Dresden, text R. Michalova

2014 Ostrale O14, Dresden, text A. Hilger

2014 Soucasné ceské uméni | Contemporary
Czech Art, text M. Fry¢

2015 Art Prague, text I. Nesvadbova

2015 Holy Ways, European Arts,
text. R. Michalova

2015 Stuckism: Remodernising the Mainstream,

Universty of Kent, texty | texts B. Hillier,
A. Kirby, E. Lucie-Smith, G. Pooke, Ch.
Thomson

2015 Hrani¢ni syndrom | Borderline Syndrome,
GVU Karlovy Vary, text R. Michalova

Shirky | Collections

Narodni galerie v Praze | National Gallery in
Prague

Al$ova jihodeska galerie v Ceskych Budéjovicich
| Ales South Bohemian Gallery in Ceské
Budéjovice

Centrum pro soucasné uméni Praha | Centre for
Contemporary Arts Prague

Credit Mutuel de Bretagne
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Festung Konigstein Sammlung
Fondation de Bourgogne
Galerie Klatovy | Klenova

Gallery Klatovy |
Klenova

Galerie moderniho uméni v Roudnici nad
Labem | Gallery of Modern Art Roudnice nad
Labem

Galerie mésta Chrudim [Ze by?: http://www.
vystavnisinchrudim.cz/2010-05-06-jaroslav-
valecka-obzory] | City Gallery Chrudim
Hlavkova nadace, Praha | Hlavka Foundation,
Prague

Rabasova galerie, Rakovnik | Rabas Gallery,
Rakovnik

Shirka Ministerstva zahrani¢nich véci CR |
Collection of the Ministry of Foreign Affairs of
the Czech Republic

Soukromé sbirky| Private collections

Clenststvi ve skupinich a uméleckych spolcich
| Memberships in Art Groups and Associations
Natvrdli

Central Europe Stuckists

Volné sdruzeni M | Free Association M

kontakt | contact
www.valecka.eu
jaroslavvalecka@centrum.cz

Vystava Borderline syndrom v Galerii Klatovy-Klenova

zleva J. Vale¢ka, H. Fenclova, R. Michalova a D. Saudek.
Exhibition Borderline Syndrome, Klatovy-Klenova gallery,

left to right J. Valecka, H. Fenclova, R. Michalové a D. Saudek.

!

Zahajeni vystavy Sudety v Galerii Vltavin,

zleva J. Vale¢ka, K. Tu¢kova a R. Hedervari.
Exhibition opening in Vltavin Gallery

left to right J. Valecka, K. Tuckova a R. Hedervari.
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