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Rozhovor s malirkou Evou Mansfeldovou

Na své prvni samostatné vystavé v italském kulturnim institutu v Praze, v roce 1983, jsi vystavovala
expresivni abstraktni obrazy pod nazvem Krajina Toskany. Jak jsi se dostala od téchto imaginarnich
krajinnych motivi ke geometrii a architekture?

Po kratkém obdobi Cistého expresionismu se mi zdalo, Ze uz nem(zu zvétSovat format, Ze po skvrnach nemazu
dal. ZvétSovat formaty se ale nedalo, neméla jsem ateliér, malovala jsem v obyvacim pokoji, ktery patfil celé nasSi
roding, tak jsem se musela umirnit.

Muj bratr Pavel, architekt, se tehdy zuc€astnil soutéze na pafizské haly a mné se jeho navrh libil, protoZze v ném
aplikoval dispozici Baltardovych hal. Zanechal prichody mezi halami podle pGvodni dispozice. Vyborné kreslil
a jeho perspektivy a pohledy mé fascinovaly vytvarnosti, ale i racionalnosti, které jsem v expresionismu nemohla
najit. A tak jsem zac€ala malovat architektury. Kdyz pak odeSel do Ameriky, posilal mi pravidelné kresby svych
projektl a obrazky mrakodrapu a ty jsem zacala abstrahovat a dostala jsem se tak ke geometrii. Byly to pohledy
na zem, odpoutani se od nebe, od prostoru smérem k detailu. Zdalo se mi, Ze v geometrii jsou jesté oteviené
moznosti, i kdyZ nazor publika nespojuje geometrii s expresi. Je tu velkd moznost prolinani, pouZiti vSech moznych
kontrastd ¢erné a bilé, plochy a linii, barevné a nebarevné, vyuziti vSech moznych cest a variaci.

Po obdobi parafrdzovani zakladnich skladebnych architektonickych prvki jsi pfesla do repetitivné
Fazenych geometrickych utvaru. Jak postupujes?

Vychozi rovinou je jakasi racionalné neuspofadana struktura, vznikajici spojenim &erni a stfibrné nebo
zlaté. Na tomto z&kladé je poloZeny rastr a ten je vychodiskem pro dalSi vrstvu tvofenou dal$i geometrickou
konstrukci, ktera je vlastné barevnou interpretaci zakladni konstrukce. Postupuji bud opakovanim skladby
nebo narlstanim podle urcitého modulu. Pro tuto praci s barevnymi liniemi pouzivam Spachtle k nanaseni
hmotné vrstvy Cisté barvy, takze vznikaji barevné reliéfy. Je to velmi zdlouhavé a fyzicky naro¢né. Ale nejde mi
jen o vztah plochy a linie, o vztah individualnich a striktné fazenych pland, ale o prostorové vnimani obrazu.

Tvoje tvorba je casto interpretovana jako prosazeni Zzenského, zivotadarného prvku proti racionalni
kostruktivni koncepci Zivota, ktera je obvykle spojovana s principem muzskym. Domnivas se, Ze stale
pretrvava nazor rozlisujici Zenskou uméleckou tvorbu od muzské?

Nikdy mé neurazilo, Ze teoretici si v§imali Zenskych aspektll v mé malbé. Ve spole¢nosti, ve které pretrvavaji
mysogynni nazory, to pro mé z Ust teoretikG uméni, jakymi jsou napfiklad Jifi Urban a Jifi Valoch, urazejici neni.
Nedélaji ale rozdil mezi muzskym a Zenskym malovanim, pouze si v§imaji nékterych Zzenskych prvkd na mych
obrazech.



Jaky je tvij vztah ke konceptudlnimu uméni?

Nedivim se, ze mladi umélci délaji konceptualni uméni ve svété, kde je vSechno na jedno pouziti. Pro¢ by
také nemohly byt obrazy z levnych material(i a byt zaplaceny za kazdé vystaveni a pak vyhozeny. Nezajima
mé konstrukce sama o sobé — tato konstrukce je soucasti komplexnéjsi, uhrnnéjsi vypovédi, v niZ se uplatfiuje
zku$enost konceptualniho mysleni, vedouci k uchopeni rGznych uréujicich charakteristik obrazu jako nové

komunikacni jednoty.

Jak vnimas zmény ve spolec¢nosti a jak se odrazily ve tvé tvorbé ?

Obavy, které jsem citila v obdobi normalizace, kdy stale nékomu néco vadilo, vymizely. Abstraktni tvorbou
jsem se nesméla témér vibec prezentovat. Tyto obrazy jsem odkladala na hromadu. Malovala jsem kvétiny,
ale kvétiny samy o sobé nebyly nazirany jako vytvarné — bylo to kategorizovano jako zenské umeéni. Dnes
si mUzu namalovat i vIi€i maky a nikomu to nevadi. Troufam si prezentovat své obrazy jako souvislou tvorbu
a nevyhrarfiovat obrazy na prodej a obrazy ur¢ené na vystavu, tedy neprodejné. Teoretici mi to mohou vytknout,
ale mé to nevadi.

Jako podle nékterych modernistu nepatfi melodie do soucasné hudby, tak néktefi vytvarni kritici odmitaji
klasickou malbu. Presto se zd4d, Ze, Ze i pfes nejriznéjsi vlivy vnikajici do sou¢asné malby, umélci cerpaji
dal z domadcich tradic.

Nerada se vzdaluji od své prace, bojim se, abych nepferuSila kontinuitu, protoze pak bych se musela vratit
az na zacCatek a zopakovat cely proces. Kdyz malba neni profesi, jen ob&asnou zabavou, tak je to citit. A ta
kontinuita je i v umeéni vibec. Je jako ¢lanky fetézu. Pro¢ si nevazit generace Sedesatych let - Vaclava Bostika,
Jifiho Johna, Evy Kmentové, Stanislava Kolibala, Mikulaée Medka, Adriany Simotové, Jifiho Naderadského
a jeho pInych kulatych, zvédavych Zenskych, malovanych s vtipem a dobfe. Nebo generace sedmdesatych let
- lvana Ouhela, Michaela Rittsteina? S nékolika vrstevniky jsme vytvofili Nové sdruzeni, se kterym pravidelné
vystavujeme nejen v Praze, ale i v dalSich méstech a pfileZitostné také v zahranici. Kazdy autor se predstavuje
souborem praci, které se fadi do celkové koncepce zaloZzené na respektu k mnohosti uméleckych nazord. | to
je klasicky trend.

Tvorba Evy Mansfeldové jsou prisné verze architektonickych kompozic na zdanlivé chaotickém
barevném podkladu, geometrické segmenty dynamicky se stridajici s klidnymi plochami podfizenymi
vlastnim kompoziénim pravidlum a originalnimu zptisobu malby i uvolnéné rostlinné motivy spojené
v nazorové vyhranéném poetickém radu.

Helena Staub
Praha, 2007



Interview with the painter Eva Mansfeldova

Your first independent exhibition, held at the Italian Cultural Institute, Prague, in 1983, included your
expressive series of abstract paintings called Tuscan Landscape. What led you from these imaginary
landscapes to geometry and architecture?

After a short period of pure Expressionism | felt | couldn’t expand the format any more, that the patches of colour
were a dead end. Expanding the format was impossible because | didn’t have a studio. | was painting in my
family’s living-room, so | had to restrain myself. My brother Pavel, an architect, was participating in a competition
for Les Halles, Paris, at the time. | liked his plans because they incorporated Victor Baltard’s original design from
the nineteenth century. Pavel kept the passageways as they had been in the original plans. He is an excellent
draughtsman, and | was fascinated by his perspectives and views, artistic yet rational, something | always
sought but never found in Expressionism. So | started painting architecture. When he later moved to America,
he regularly sent me sketches of his projects and pictures of skyscrapers, the abstraction of which led me to
geometry. They were views of the ground, set loose from the sky, from space to detail. | sensed possibilities in
geometry, though most people do not associate geometry with expressivity. There is a great deal of room for
fading one part into another, for various contrasts of black and white, surface and line, the use of colour or its
omission, for many methods and variations.

After the period of paraphrasing the basic elements of composition and architecture, you moved to
repetitive geometric forms. What are your techniques?

The starting point is a rationally disorganized structure, emerging from linking black and silver or gold. Upon
this base is a grid, which is the foundation of another layer, formed by another geometric construction, in fact
a colour interpretation of the basic structure. | then proceed by either repeating the composition or by adding
to it following a specific module. For the work with coloured lines | use palette knives to spread layers of pure
colour, allowing reliefs to emerge. It is time-demanding, physically hard work. But it's not only about the relations
of surface and line, of individual and strictly arranged planes. I'm also interested in the perception of space in
the painting.

Your work is often interpreted as an attempt to enforce the vital female element against the rational,
constructive conception of life, which is usually associated with the male principle. Do you think some
people still separate the art of women from the art of men?

| was never offended by theorists’ pointing to feminine aspects of my paintings. In a society in which misogynistic
views are still prevalent, | don’t consider the opinions of art theorists like Jifi Urban or Jifi Valoch an insult. They
don'’t see a difference between the art of men and the art of women; they simply point out feminine elements in
my paintings.



What is your attitude to conceptual art?

I’'m not surprised that young artists create conceptual art in a world awash with disposable things. Why can’t
paintings also be made of cheap materials, be paid for when they are shown, and then just thrown away? I'm not
interested in construction for its own sake. It's part of a more complex, more comprehensive statement, which
makes use of conceptual thinking. And that in turn leads one to consider various characteristics of a picture as
a new, single entity of communication.

How do you feel about changes in the society and how were they reflected in your work?

The fears | felt during the period of Normalization, when there was always someone in authority complaining
about my work, have vanished. Back then, when | won a scholarship, | had to make and hand in paintings.
| was forbidden to use aluminium, so instead | used graphite from ground pencil leads, which | then added to
white paint to achieve the essential silver effect. A committee examined these works, and eventually gave me
the money that they had previously withheld because | had used aluminium. | painted flowers, but flowers were
not considered artistic — they were categorized as feminine art. Today, | can paint poppies and nobody cares.
| dare to present my paintings as a continuous creation, rather than separating the paintings that are for sale
from those that are intended purely for exhibition and are therefore not saleable. Theorists can criticize this if
they like, but | could care less.

Some Modernists think contemporary music should not have a melody. Similarly, some art critics reject
traditional painting. Yet it seems that this area of art, despite aspects that have entered contemporary
painting, is still derived from local traditions.

| don’t like to take a break from painting for too long a time. | worry about disrupting the continuity, because
I would then have to go all the way back to the beginning and repeat the whole process. When one paints only
as an occasional pastime, rather than to earn one’s living, it is obvious in the results. And the continuity is in art
in general. It's like links in a chain. Why not admire the generation of the Sixties artists such as Vaclav Bostik, Jifi
John, Eva Kmentova, Stanislav Kolibal, Mikula$ Medek, Adriena Simotova, and Jifi Nag&eradsky, his full, round,
curious women painted with humour and grace, or the generation of the Seventies, lvan Ouhel and Michael
Rittstein? Together with a few of my contemporaries, we formed a group named The New Guild, with whom we
regularly exhibit in Prague and other cities, occasionally abroad. Each artist presents a series of his or her works,
which are integrated into some overall conception, while respecting the diversity of artistic opinions. This is also
a well-established trend.

The work of Eva Mansfeldova consists of architecturally precise compositions on a seemingly chaotic
colour ground, with geometric forms, dynamically shifting yet calm surfaces, subordinate to their own
rules of composition, and an original way of painting. Flowing floral motifs merged with a distinctive,
poetic point of view.

Helena Staub
Prague, 2007
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\J predmetu Zajmu Evy Mansfeldove stoji konstruovani elementarnich, idealnich tvard

pomoci gistych barev a geomerickych prvkl, a spojuje ji s mySlenkou, ktera se zrodila v druhé poloviné
dvacatého stoleti — a sice, zZe universalnost uméni sebou nese i universalnost tvaroslovi. To pak nemusi byt
ani napodobou pfirodnich tvar(, ani jejich abstrahujici odvozeninou. Tato idea, ktera mimo jiné urovala celou
jednu etapu moderniho mysSleni, pak dava tvorbu Evy Mansfeldové do souvislosti hned s celou fadou vytvarnych
smérl. Namatkou pfipomerime geometrickou abstrakci a op art, ale tfeba i konstruktivismus.

artu, malitfkou, jejiz originalni vytvarné tvaroslovi je zalozeno na vztazich mezi geometrickymi tvary a barvou. Jeji
obrazy pfedstavuji permanentni a systematicky malifsky prizkum zakonitosti viemU — cilem se stava vyvolani
zrakové iluze pohybu, dosahované ploSnou strukturou a barevnosti. Vyuziti agresivity, s niz rastrové struktury
bezprostfedné pusobi na divakovu sitnici, dokonalé rozehrani efektl grafickych pohybu a preciézni zkoumani
vzajemného plsobeni barev vede aZ k matematicky vytvafenym obrazcim.

Bod je stabilita a soustfedéni. Horizontala je symbolem pasivity, ale i Zenské lunarni zivotni a kosmické slozky,
a také ¢asovou osou, rovinou, na které se odehrava zivot. Vertikaly pak |ze pojimat jako symbol aktivity, symbol
muzske solarni slozky vzepéti a v obraceném sméfovani pak jako symbol ponoru do lidského nitra, do nevédomi,
do primarné pfirodniho a neindividualizovaného. Co vytvarné uméni existuje, pracuje s geometrickymi obrazci
vyjadfujici kosmologické, filozofické, mystické a jiné pfedstavy, odvozené z matematickych zékonitosti struktur
skutecnosti. Autorka obohacuje nasi béznou zrakovou zkuSenost o nové symboly, o nové struktury, o védomi
novych zakonitosti. Rika nam, Ze skutednost neni povrch, ale struktura a Ze barva je vyrazem této struktury na
povrchu. Dokaze sloucit dva zakladni typy geometrickych ploch a struktur s nutkavou sugesci pohybu vyvolanou
zejména pomoci Cernobilych linii a rastrd, ve kterych programuje vytvarné kédy, umocnéné interakci nékdy
vyhrocené kontrastnich barev, fazenych do mnozin a poté do ¢tvercd, kruh(, elips nebo obdélnikl. Ale ne vzdy.
Nékdy dochazi ke vzpoure, linie i plochy steCou, zkfivi se, vymknou se v detailu perspektivé, ¢i najednou
vykfikne barevna skvrna.

To vSe vtiskuje jejimu vytvarnému rukopisu specifickou, nezaménitelnou podobu zaloZzenou na rozmanitosti,
na jakési hfe vnitfnich vztahu, ktera je plna napéti. Samotny obraz se stava ojedinélou vizualni transpozici
energie, vyvolava pocit redlného pohybu &i nepfetrzité vibrace.

Tvorba Evy Mansfeldové jsou sou€asné lyrické kombinace i smyslové vnimatelnym symbolem strukturalnich
fadd — vzdy v8ak sméfuji k vizualni poezii a k Cisté radosti. Jakkoliv jsou rytmické, vzdy maji meditativni rovinu.
K nim patfi i obrazy kvétl, kefl, strom0 a travin, kde barevny tédn neni miSen na paleté, ale je dosahovan az pfi
viemu lidského oka, které Zivé barvy slu€uje ve vysledny celek. Tim, Ze téméF vyluCuje tah Stétcem, je malifcin
rukopis jakoby odosobnény, ale o to vic vnasi do obrazu svételnost a barevnou zafivost.

FrantiSek Malina,
Praha, 2007
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In the core of Eva Mansfeldova’s interest is the construction of fundamental, ideal

shapes, using pure colours and geometrical elements. This associates her with the idea, born in the second
half of the twentieth century, that the universality of art carries with it a universal morphology. Consequently,
expression need not resemble shapes found in nature, nor be an abstraction of them. This idea, apart from
having determined a whole stage of modern thinking, links the work of Eva Mansfeldova with a whole series of
art movements, for example geometric abstraction, Op Art, and Constructivism.

Eva Mansfeldova is probably the most distinctive contemporary representative of the Czech version of Concrete
Art and, to some extent, Op Art. She is a painter who has established her own original style on the relations
between colour and geometric shapes. Her paintings reflect the continuous, systematic artistic exploration of
the laws of perception, aiming to create an optical illusion of movement, which is accomplished by using surface
structure and colour. The aggressive way in which the grid pattern directly affects the viewer’s retina, together
with the flawless effect of graphic movement and the meticulous investigation of relations between colours, leads
to almost mathematically formed patterns.

A point or dot means stability and concentration; horizontal lines indicate passivity and also female lunar and
cosmic elements, a timeline, a level on which life takes place. Vertical lines can then be interpreted as a symbol of
activity, of the male solar element surging upward, and, in the opposite direction, as a symbol of submersion into
the human core, into the subconscious, the primally natural, the unindividualized. Ever since it first appeared, art
has always worked with geometric figures expressing cosmological, philosophical, mystical, and other concepts
derived from mathematical laws inherent in the structure of reality. Eva Mansfeldova enriches our common
optical experience with new symbols, new structures, with the awareness of new relations. She tells us that
reality is not the surface, but the structure, and that colour is the manifestation of this structure upon the surface.
She is able to merge two basic types of geometrical surfaces and structures with the urgent suggestion of
movement that is evoked particularly by black-and-white lines and grids. Into these she often programs artistic
codes, which are amplified by the interaction of often strikingly contrasting colours, arranged into aggregates
and then into squares, circles, ellipses, and rectangles. Sometimes, however, a rebellion breaks out: lines and
surfaces merge, become distorted, become wrenched loose in a small detail of perspective, or a patch of colour
suddenly cries out.

All these aspects imprint her work with a special, unmistakable form based on diversity, on the play of inner
relations, full of tension. The painting becomes a unique visual transposition of energy, inducing a sense of
actual movement or continual vibration.

Her works are lyrical combinations and symbols of structural order, perceptible to our senses, but they always
lead to visual poetry and pure joy. Despite being rhythmical, they are also meditative. They include depictions
of flowers, shrubs, trees, and grass, where the colours are not mixed on the palette, but are achieved only
when perceived by the human eye, which combines them into a whole. The artist has virtually eliminated the
brushstroke, making her unique expression seem impersonal, while bringing even greater luminosity and
radiance of colour to the painting.

FrantiSek Malina
Prague, 2007
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Skryty obdiv ke konstruktivismu a k mysti-
ce jeho prostorové geometrie vzbuzovaly
touhu vstoupit malifskymi prostfedky do
my$leného prostoru, neomezovaného
v pfedstavé plochou obrazu.

A secret admiration for Constructivism
and the mysticism of its depiction of
three-dimensional geometry awakened
in her a desire to use art as a way to
enter an imaginary space, while the
image remains unconstrained by the
surface of the painting.



Pohyb / Movement, 2005
Olej na platné / Oil on canvas
45 x40cm
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Klenba / Arch, 2003
Olej na platné / Oil on canvas
90 x 80cm
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Ctverec / Square, 2007

Olej na platné / Oil on canvas
75x70cm
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Ctverec / Square, 2007

Olej na platné / Oil on canvas

70 x 65¢cm
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100 x 80cm
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2006

&/ Oil on canvas

Viny / Waves

tn

Olej na pla

80 x70cm
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Vir / Maelstrom, 2005
Olej na platné / Oil on canvas
90 x 75¢cm
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Mozaika / Mosaic, 2005
Olej na platné / Oil on canvas
90 x 80cm
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Kruhy / Circles, 1996
Kombinovana technika na papife

Combined technique on paper
85 x 62cm
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Sit’/ Net, 1997
Kombinovana technika na papife

Combined technique on paper
82 x62cm
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Rotace / Rotation, 2003
Olej na platné / Oil on canvas
100 x 80cm
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VInéni / Crimping, 2003

Olej na platné / Oil on canvas
90 x 80cm
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Mozaika / Mosaic, 2005
Kombinovana technika na papire
Combined technique on paper
82 x 62cm
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Améba / Amoeba, 2003
Kombinovana technika na papife

Combined technique on paper
82 x 62cm
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Sit’/ Net, 2001

Kombinovana technika na papife
Combined technique on paper
85 x 65cm
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/ Net, 1995
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S
Kombinovana technika na papife

Combined technique on paper

82 x62cm
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Sit’' / Net, 1996

fe

Kombinovana technika na papi

Combined technique on paper

85 x 65cm
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Sit’/ Net, 2001

Kombinovana technika na papife
Combined technique on paper
80 x 60cm
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Sit’ / Net, 1996

Kombinovana technika na papife

Combined technique on paper

80 x 60cm
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1996

Sit’ / Net,

a technika na papife

Kombinovan

Combined technique on paper

85 x 65cm
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Sit’/ Net, 1998

Kombinovana technika na papife
Combined technique on paper
85 x 65cm
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Oko / Eye, 1995

Kombinovana technika na papife

Combined technique on paper
85 x62cm
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Vir / Maelstrom, 2003
Kombinovana technika na papire
Combined technique on paper
82 x 62cm
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Vina / Wave, 1996
Kombinovana technika na papife

Combined technique on paper
85 x 62cm
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Vina / Wave, 2001
Kombinovana technika na papife
Combined technique on paper
85 x 60cm
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Viny / Waves, 2005
Kombinovana technika na papife
Combined technique on paper
85x70cm
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Pohyb / Movement, 2001
Kombinovana technika na papife
Combined technique on paper
85 x 65cm
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Bludisté / Labyrinth, 1998
Olej na platné

Oil on canvas
85 x75cm
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Portrait, 2006
/ Oil on canvas

t / Self-

Autoportré

é

Olej na platn
70 x 65¢cm
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ust / Growth,
tné / Oil on canvas

R

Olej na pl

a

70 x 60cm
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Vytvarené predivo rovnych i zakfivenych
linii, které mnohdy soupefi o prostor s plocha-
mi, sestavenymi z ploSnych prvk( - Etverecka
a geometrizovanych segmentll. Na obrazech
tak vyrlstaji, v jakémsi organickém pohybu,
pastozné nanesené linie jasnych a Zivych

barev, predstavujici proudici Zivotni sily.

A web of straight and curved lines that often
compete with the surfaces for space. These
surfaces are assembled from planar elements
— squares and other more or less geometric
figures. Lines then arise in an organic motion,
in lively, radiant colours, formed by applying
paint with a palette knife. They represent the
coursing of the vital forces.



danka / Folder, 2005

Skla

/ Oil on canvas

atné

Olej na pl
80 x 75¢cm
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Skladanka / Folder, 2003
Olej na platné / Oil on canvas
85 x75cm
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Zlom / Rupture, 2006
Olej na platné / Oil on canvas
50 x 50cm
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Zlom / Rupture, 2006

&/ Oil on canvas

Olej na platn

60 x 50cm
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Bily kruh / White circle, 1995
Olej na platné / Oil on canvas
60 x 55¢cm
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Oko / Eye, 1997
Olej na platné / Oil on canvas
55 x 50cm
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Prostor / Space, 1993
Olej na platné / Oil on canvas
125 x 105¢cm
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dow, 2005

Win

Okno /

tné / Oil on canvas

a

Olej na pl

100 x 80cm
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Olej na platné / Oil on canvas

Spirala / Spiral, 1996
125 x 95cm
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2006

il on canvas

Klec / Cage

atné / O

na pl

Olej

55 x50cm
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, 2004

Sit'/ Net
Olej na pl

/ Oil on canvas

atné

55 x55cm
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Viny / Waves, 2004
Olej na platné / Oil on canvas
65 x60cm
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Pohyb / Movement, 2004
Olej na platné / Oil on canvas
57 x 50cm
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Diagonaly / Diagonals, 2004
Olej na platné / Oil on canvas
50 x 45¢cm
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Na jedné strané muzeme obrazy chapat
jako hravou malifskou verzi konstruktivis-
tického projektu, ktera v obsahové rovi-
né predstavuje pochopeni vyss§iho fadu
svéta. Ten se hlasi zivelnym fadem rustu
rostlin, krystald, bunék ve formach jako
by tryskajicich &i zavinutych do spiraly.

On the one hand, we may see the pictures
as playful versions of the Constructivist
project, and representing a higher order of
the world. That order includes the natural
growth of plants, crystals, and cells, in
seemingly spurting or coiled forms.



2006
/ Oil on canvas

Chrpy / Cornflowers

é

Olej na platn
100 x 80cm
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, 2006

/ Oil on canvas

Klasy / Spikes

é

Olej na platn

90 x 80cm
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Trava / Herb, 2006

Kombinovana technika na papife

Combined technique on paper

80 x 60cm
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Trava / Herb, 2005
Olej na platné

Oil on canvas
80 x90cm
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Vitr / Wind, 2007
Olej na platné
Oil on canvas
100 x 80cm
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Noc / Night, 2000

Kombinovana technika na papife

Combined technique on paper

76 x 59cm
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Jablka / Appels, 2007
Olej na platné / Oil on canvas
65 x 60cm
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Sipky / Eglantines, 2006
Olej na platné / Oil on canvas
65 x 60cm
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2004

Chrpy / Cornflowers

atné

Olej na pl

Oil on canvas
55 x50cm
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Trava / Herb, 2004
Kombinovana technika na papife
Combined technique on paper
62 x 80cm
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Secese / Secession, 2006
Olej na platné / Oil on canvas
65 x 60cm
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Zlatice / Forsythia, 2006
Olej na platné / Oil on canvas
50 x 40cm
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Sipky / Eglantines, 2006
Olej na platné / Oil on canvas
50 x 40cm
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llex / llex, 2006
Olej na platné / Oil on canvas
60 x 55¢cm
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...vyznamova intenzita této polarity je
v tom, ze obsahuje potlatenou touhu
po dosazeni dokonalosti a bozského
fadu, ktery je v tvorbé slavnych kon-
struktivistll pfedstavovan prostorovymi

sférickymi tvary.

...the semantic intensity of this polarity
originates in a suppressed longing for
perfection and divine order. In the work
of the famous Constructivists, this is
represented by celestially spherical

shapes in space.



Arkady / Arcades, 1996
Kombinovana technika na papire
Combined technique on paper
80 x 60cm
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T

Kombinovana technika na papife

Combined technique on paper



Sit' / Net, 1996

Kombinovana technika na papife

Combined technique on paper

75 x 58cm
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Sit’/ Net, 1998
Kombinovana technika na papife

Combined technique on paper
80 x 60cm
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Metamorféza / Metamorphosis, 1999
Kombinovana technika na papire
Combined technique on paper

80 x 62cm

84



Galaxie / Galaxy, 1998
Kombinovana technika na papife

Combined technique on paper
100 x 70cm
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1997

Kombinovana technika na papire

Paprsky / Rays

Combined technique on paper

82 x62cm
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Paprsky / Rays, 1997
Kombinovana technika na papife

Combined technique on paper
82 x65cm
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paper

a technika na papifre

Sit’/ Net, 1997
Kombinovan

Combined technique on
100 x 70cm
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Sit’/ Net, 1998
Kombinovana technika na papife

Combined technique on paper
80 x 60cm
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/ Net, 1996

Sit’

fe

Kombinovana technika na papil

Combined technique on paper

82 x62cm
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Sit' / Net, 1997

Kombinovana technika na papife

Combined technique on paper

80 x 60cm
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Sit’/ Net, 1997

Kombinovana technika na papife
Combined technique on paper
85 x 65cm

92



W RARAIEN

@&@&l&.

Bl e e

ﬂﬁxmmgaaf

ﬂ@@@ﬂ

; %
Y.v
w&?& hw <

W ua
XS __u?

z

M

W
KU

P

Kruhy / Circles, 1997

a technika na papife

Combined technique on

paper

81 x62cm
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Kruhy / Circles, 1998
Kombinovana technika na papire
Combined technique on paper
81 x62cm
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Listy / Leafs, 1997
Kombinovana technika na papife

Combined technique on paper
80 x 62cm
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Kruhy / Circles, 1998
Kombinovana technika na papire
Combined technique on paper
81 x62cm
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Hvézdy / Stars, 1998
Kombinovana technika na papifre

Combined technique on paper
81 x62cm
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Cesta / Way, 1993

a technika na papife

Combined technique on paper

Kombinovan

80 x 62cm
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Kolektivni vystavy / Group exhibitions

1981
1983

1984
1988
1989
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1995
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1999
2000
2001

2004
2005

2006

2007
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