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Od roku 1982, kdy Ivan Komarek ukoncil svd studia na Akademii vytvarnych ume-
ni'v Praze, vytvoril dilo velké rozsahem i pdsobnosti v ramci Ceského uméleckého
prostredi. Vjrazné se v ném etabloval a podnikl i nékteré, byt ojedinélé, vypady
za jeho hranice. Vypracoval si osobity vyjadfovaci modus, ktery cini jeho prdce na
prvni pohled rozpoznatelné mezi ostatni soucasnou produkci. Uplynuld doba je
dostatecné dlouhd, aby opravnila revizi jeho dosavadniho dila. Budoucnost,
kterou ma malif — jak Ize pfedpokladat — jesté pred sebou, se jevi také dosta-

tecné dlouhou perspektivou, aby pro ni z nynéjsi bilance vyvodil program svého
dalsiho uméleckého smérovani.

ZDROIJE

Prvni impulzy i dobré podminky pro uméleckou Zivotni drahu nalezl Ivan Ko-
marek jiz v kultivovaném a muzickém prostredi rodiny. Otec vykonaval profesi
diplomata, ale vedle toho se celoZivotné zajimal o uméni a sam maloval.
Pochazel ze Slovacka a jeho zaujeti pro tamni folklor i specifickou kulturni
tradici se stalo soucasti senzibility, kterou si podrZel bez ohledu na to, v jaké
Casti svéta se pravé pracovné nachazel, a kterou vstipil i svému synovi. Za-
roven se studiem prav na Karlové univerzité navstévoval soukromé Vysokou
Skolu uméleckopriimyslovou v Praze. Ve svych vytvarnych aktivitach, byt je
péstoval pouze jako zalibu, nebyl tedy uplnym diletantem. Pratelil se s umélci.
Nejtésnéjsi kontakty udrzoval s Otakarem Kubinem a jeho manzelkou. Po je-
jich ndvratu z Francie je takrka pfijal do rodiny a poskytl jim zazemi. K okruhu
pratel patfil také Jan Bauch. Oba dva méli sehrat v pozdéjSim uméleckém for-
movani Ivana Komarka dulezitou roli: Kubinova ¢asta pfitomnost (pravidelné

i 0 Vanocich a jeho rozhovory s otcem o uméni tvofily soucast reality rodin-
ného Zivota a nemohly zlistat bez vlivu, Jan Bauch se pozdgji stal Ivanovym
soukromym ucitelem.

KdyZ se Ivan Komarek po skonceni zakladniho vzdélani rozhodl pro kariéru malite,
jevilo se to jako logicka volba a rodina jej pfirozené podpofila. Studium na stfedni
vytvarné skole v Praze oviem nesplnilo ocekavani, tamni pedagogové v nicem ne-
prekrocili povinny standard, o vyraznych osobnostech nemluvé.

Proto si v poslednich dvou letech na Stfedni odborné Skole vytvarné v Praze
(1975-1976) rozsifoval vzdélani soukromymi hodinami u Jana Baucha. Dochazel
k nému kazdou sobotu. Bauch predstavoval naprosty kontrast k tomu, nac byl
lvan ze Skoly zvykly, byl pfisny a nekompromisni, ale také dynamicky a Zivelny. Za-
daval svému Zakovi nesnadné ukoly a nic mu neodpoustél. Trval na zvladani tech-
niky. Stavél pred néj zatisi z véci, které mél po ruce, a vyZadoval jejich precizni za-
chyceni v kresbé, do jejihoz provedeni pak obvykle pfimo zasahoval korekturami.
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Vyuka se pfitom neomezovala pouze na praktickou stranku. Bauch Ilvanu Ko-
markovi také pravidelné ,pfednasel”. Jako pfislusnik své generace a sam aktivni
Ucastnik déni jej dokazal dosti podrobné a plsobivé informovat o ¢eském umeéni
mezivalecné epochy a vzbudit k nému respekt. Z jeho knihy paméti' si Ize ucinit
predstavu o nazorech i zplisobu vypravéni. lvan Komarek mél vysadu, Ze mohl
Jana Baucha poznat zblizka, ale rozhodné nebyl jediny z mladych (mladsich)
umélcd, kdo jim byl fascinovén. Dokladem je vystava Mladi Janu Bauchovi v roce
19892, Pozdéji, v roce 1998, usporadal obnoveny spolek Manes vystavu podobné-
ho zaméfeni Pocta Janu Bauchovi k pfipomenuti jeho 100. vyroci narozeni®.

S touto mimofadnou pripravou nastoupil lvan Komarek v roce 1976 na Akade-
mii vytvarnych uméni v Praze. Zde nejprve absolvoval dva semestry kreslifské
pfipravky u prof. Vaclava PospiSila. Kromé toho méli studenti povinnost do-
chazet jednou tydné na nékolikahodinové vecerni kresleni aktu podle modelu,
které vedl odborny asistent Vaclav Turek. lvan Komarek na néj vzpomina jako
na vyborného pedagoga, ktery provedl adepty kreslifskymi médii od uhlu pfes
grafit po akvarel, pficemZ vzdy rozpoznal, kdy se u koho studovana disciplina
méni v rutinni manyru a kdy nastdva vhodny okamzZik postoupit k dalsi. lvan
Komarek si sam z vlastni vile rozsifil tuto studijni povinnost jeSté nad ramec
béZného curricula a dochéazel na vecerni kresleni po celou dobu, kdy byl model
k dispozici, tj. Ctyfikrat tydné, a skutecné ji aZ do konce svého pobytu na aka-
demii dodrzoval.

Nebyvale svédomity zplisob studia ucitelé ocefiovali. Dovolili mu vynechat malif-
skou pripravku, a tak jiz poc¢atkem druhého rocniku presel do malifské specialky
k prof. Janu Smetanovi, u néhoZ pak stravil namisto predepsanych ctyr pét roc-
nikd. Rozpoznali totiz, Ze Ivan Komarek pojima studium na akademii viibec jako
«pripravku”. Jeho systematicnost, sklon k drilu, zdrahani pustit se do volnéjSiho,
nezavislejsiho zplsobu prace je nékdy az iritovaly. Jan Smetana jej vybizel k sa-
ziejmé intuitivné vytusil — zdokonalit se v malifském femesle do té miry, aby mu
tato stranka prace pozdgji nekladla Zadny odpor, aby plynula tak feceno auto-
maticky. Pfesto nezavislé prace v této dobé vznikaly. Slo o drobné kresby zcela
privatniho charakteru. Pravdépodobné jiz tehdy si lvan Komarek uvédomil, ze
kresba bude napfisté pro ného viid¢im vyjadfovacim prostfedkem, jehoz bude
vyuzivat i v malbé.

0 Janu Smetanovi hovofi Ivan Komarek s obdivem a tctou. Byl protikladem Jana
Baucha, analyticky, intelektualni, hluboce vzdélany a kultivovany, zcela nebo-
hémsky elegantni, umélecky ponékud odtazity. Ve vyuce baziroval na kompozici.
Spise nez vlastni malifsky priklad pfines| studentim ohromné védomosti z déjin
umeéni, ved| je k teoretické Uvaze, ke schopnosti analyzovat i porozumét uméni
minulosti.



V3e, s ¢im se lvan Komarek béhem studii setkal, vstfebal a ve svém nasledujicim
dile zhodnotil. Akademii ukoncil sérii ¢trnécti portrétli jako diplomovou praci.
Byly to podobizny pfatel a blizkych lidi v Zivotni velikosti (maximalni format

150 x 100 cm), busty i celé figury, malované technikou oleje na platné. Jejich pro-
vedeni prozrazuje moderni akademickou tradici, o umélecké budoucnosti autora
vsak jeSté témér nic nenapovida.

SPORT

V roce 1980 se Ilvan Komarek a jeho dva pratelé z akademie, sochafi Vojtéch Ada-
mec ml. a Martin Pokorny, s nimiZ se ¢asto setkdval v kurzech vecerniho kresleni,
rozhodli pokracovat v kreshé podle modelu, tentokrat v pohybu, a za tim Gcelem
navstivili télocviénu boxgymnastiky v Zitné ulici. V té dobé do télocvi¢ny do-
chazeli i jini vytvarnici, zejména Jifi Sozansky a Lubomir Janecka. Setkali se zde
se starSimi renomovanymi boxery, napf. s nékolikanasobnym mistrem republiky
Jindfichem Sejkem a jeho bratrem Janem, s nékdejSim soupefem Jindficha Sejka
Jifim BrGizkem a s MiloSem Furdou. U plvodniho zaméru jen pozorovat a kreslit
dlouho nezstalo, byli vtaZeni do cviceni i fakticky. Ackoli nikdo z nich se dosud
sportu systematicky nevénoval a nemél v tomto ohledu Zadné ambice, zapojili se
do ného nyni naprosto vazné. Zacali dochazet na tréninky, které se konaly tfikrat
tydné a které pro né predstavovaly dosud nepoznanou fyzickou zatéz, nékdy hra-
nicici s vyCerpanim. V boxerském zapase, byt provozovaném na amatérské a re-
kreacni trovni, rozpoznali nejen kulturni formu pdvodniho boje o Zivot, jejiz
déjiny se tahnou od gladiatorskych zépas( pres rytifské turnaje az k modernimu
sportu, ale také pésténi jistych osobnostnich kvalit, jako je cilevédomost, nekom-
promisnost a pfimocarost, smysl| pro fair play. Mezi sportovci se vyskytovali né-
ktefi, ktefi méli zajem o uméni a respektovali umélecké vykony. Obé strany brzy
zjistily, Ze se dokaZou navzajem obohatit.

Z iniciativy Jifiho Sozanského zalozZili tito sportujici umélci a jejich pratelé z té-
locvicny v roce 1982 umélecko-sportovni skupinu Boxart?. Skupina méla od po-
¢atku polorecesisticky charakter, o ¢emZ svédci pojmenovani nékterych funkci,
napt. ,kadrovak”, ,psycholog”, ,psychiatr” atd®.V roce 1988 se jako umélecka
skupina oficialné registrovali u Svazu ceskoslovenskych vytvarnych umélcd, coz
za tehdy panujicich politickych pomérii predstavovalo jedinou moZnost vefejného
uplatnéni. U¢elem registrace byla kromé toho také jista mira provokace vici
stojatym vodam duchovné vyprazdnéné, zato nabubrelé oficidlni vytvarné scény
normalizacni doby. Skupinové aktivity spocivaly do zna¢né miry v diskusich, spo-
le¢nych navstévach vystav a pfednasek o uméni. Poprvé vystavovali ¢lenové Box-
artu v Domé kultury Praha 9 v roce 1989¢ a nasledovalo nékolik jednorazovych,
méné vyznamnych vystoupeni. NejvyznamnéjSim projektem Boxartu byla vystava

v Ménesu v roce 2000 tematicky vénovana boxer(im, boxu a zapasu viibec’. Pro
tuto pfileZitost vytvofil lvan Komarek monumentalni plastiku Srdce, kterd je dnes
trvale umisténa ve vstupni hale prazské nemocnice IKEM. Jako doprovodny pro-
gram k vystavé se konal komponovany vecerni pofad Pro Cest a sldvu v divadle
Archa v Praze. K nému byla raZena série medaili podle navrhu lvana Komarka
pro boxery, které méla skupina ve zvlastni dcté. Umélci se k tématu v obménéné
podobé vratili jeSté jednou v roce 2008 vystavou Koloseum, vitézové a poraZeni
opét v Manesu?, kde Ivan Komarek predstavil sérii velkoformatovych kreseb na
cerném podkladé s tematikou zapas( inspirovanou vzory z klasické antiky.

V té dobé vsak jiz skupina Boxart neexistovala. Oficialné zanikla v roce 2006,
ale néktefi jeji clenové se na neformalni bazi sdruzuji dodnes a nadale péstuji
box kondi¢nim zpGsobem. Pro lvana Komarka se stal natolik dilezitym, Ze natr-
valo ve vice ¢i méné zjevné podobé plisobi i v jeho vytvarné praci.

RANA TVORBA

Prace vzniklé v prvnich letech po akademii se vyznacuji pomérné velkym mnoz-
stvim rznorodych motivi, nashromazdénych atributd bézné Zivotni reality,
jejichz vzajemné vztahy jsou urCeny vyhradné vytvarnou predstavivosti a orga-
nizaci obrazové plochy. Nerespektuji logické vazby ani pfirozené méfitko, jako
napadny pozndvaci znak se Casto vyskytuje motiv velké hlavy vysunuté v popredi
do strany. VEtSimu mnozstvi motiv(i odpovida i pomérné bohaty kolorit. Mohly by
byt fazeny do kategorie zatisi. Podani je oproti pozdéjSim obraziim jesté relativ-
né deskriptivni, propracované v modelaci i detailu, i kdyz tendence ke zjednodu-
Senému vyjadreni v zajmu expresivity je zjevna (Depozitar, 1984, Vyhled z okna,
1986, OZivld kresba, 1986, V koupelné, 1988, Natrdsani, 1988). Jednou z prvnich
prileZitosti k verejné prezentaci byla vystava Sesti mladych vytvarnik(i v Praze,

v Galerii mladych U Recickych v roce 1987°, hojné sledovana tiskem. Prokazala
osobitost Koméarkova talentu i silu a piisobivost jeho dila.

Tyto esteticky nepodbizivé obrazy jiz ukazuji cestu, po niz se bude jejich autor
nadale ubirat. Obsahuji principy, jeZ si ma natrvalo podrzet: dominanci kresby
(linie), pfisny kompozi¢ni fad zaloZeny na disledném vyvazovani, linedrni per-
spektivu pro definovani prostoru, z niZ se figurativni slozky vymykaji, i celkové
direktni, nékdy aZ brutalni a k divakovi bezohledny styl.

PRACOVNI METODA A STYL

lvan Komarek si hned na pocatku zvolil pracovni metodu, kterd mu vyhovuje

a kterou dosud nemél pro¢ ménit. Vychazi z kresby. Vlastné se poklada prede-
vsim za kreslife a za nejvlastnéjsi vyrazovy prostfedek ma linii (nazyva ji linkou).
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Kresli od détstvi, neustdle, takika kompulzivng, jako by nedokazal prestat, tfeba
zaroven s néjakou jinou cinnosti. Petr Volf popisuje pfiznacnou situaci, kdy Ivan
Komarek telefonuje a pfi tom kresli'®. Hromadi velké mnoZstvi kreseb, jez ovsem
poklada za pouhou surovinu, pfipravnou fazi urenou pro dalsi zpracovani. Patfi
k intuitivnimu typu umélce, to znamend, Ze nechava ruku zdanlivé bezdécné

a bez kontroly, aby se pohybovala po papife. Neexistuje Zadna idea, Zadny zamér
a priori, kompozice vznika teprve v pribéhu kreslifského procesu. Nejde pfitom
0 automatickou metodu znamou ze surrealismu a pfibuznych imaginativnich
smér(, nybrz o podminénou cinnost, zaloZenou na dlouhodobém a systema-
tickém cviceni. Takto vznikly materidl pozd&ji vyhodnoti a vybrané kompozice
rozvede do malby ¢i jiného definitivniho dila. Pfi zpracovani se pak plné uplatni
védoma kontrola a vytvarna tvaha.

Komarklv malifsky styl se vyhranil pomérné zahy a v zasadnich rysech zdstava
celkem staly. Prochdzi pozvolnymi, stupfiovitymi zménami na zakladé logického
rozvijeni nastoleného systému, nevykazuje Zadné radikalni zvraty. Jeho hlavnim
rysem je zjednodudovani ve viech slozkach struktury. Ustiednim, byt nikoli vylu¢-
nym tématem je u lvana Komarka figura. Lidské télo, muZskeé i Zenské, zpravidla
v aktu, je zobrazovano s vysokou mirou stylizace jak co do vzhledu a proporci,
tak co do pohybu a barevnosti. Nic neodpovida zcela realité, znak je presto jasné
Citelny a divak, ktery ma dnes vice neZ stoletou zkusenost s deformacemi moder-
niho uméleckého vyraziva, by mohl snadno oznacit tento vyjadfovaci modus za
Lrealisticky” nebo vzhledem k vystupriované expresivité za , naturalisticky”. Ob-
rysova linie jako hlavni artikula¢ni prostfedek je vedena s jistotou, témér jednim
tahem, modelace je druhotnd. Pozornost se soustfeduje k expresivné akcentova-
nému detailu (vnéjsi pohlavni znaky, chlupy na nohou). Zarovef s redukci popis-
nosti se figura v poméru k obrazovému prostredi zvétSuje, az jeho rdmec prekroci
a na plose zlstane jen ¢ast. Pro Ivana Komarka je charakteristické, Ze prekvapivé
preferuje dolni polovinu tél. Celkové jeho projev tenduje k monumentalité. Vyraz
Ivan Komarek nahlizi na ¢lovéka jako na animal sexuale a z komplexu jeho
existence se zaméfuje vyhradné na biologickou, instinktivni stranku. Duchov-

ni a emocionalni sloZka existence je potlaCena, proto jsou hlavy a tvare méné
vyznamné. Nereprezentuiji totiz individuality, nybrZz pouze jedince svého druhu.
Nosny vyznam je naopak pfisouzen sexualnim organdm. Sexualni pfitazlivost
nevidi autor jako komplementaritu a harmonii a odmité jakoukoli idyli¢nost. Sam
ji oznaCuije jako ,napéti” a kompozi¢nim uspofadanim ji interpretuje jako kon-
flikt. Jeho muzi a Zeny figuruji v neveselych groteskach, v nichZ jde casto o Zivot,
avsak neberou na sebe Zadné hlubsi existencialni vyznamy. K tivaze o nich se
divék dobird jako k nevyslovenému apelu, teprve kdyZ se nad obrazy zamysli.
Netlumené projevy sexuality, které jsou v realném Zivoté na vefejnosti nemysli-
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telné, ba trestné, a které dokdZzeme pfipustit pouze jako projev umélecké licen-
ce, atakuji nasi vzitou predstavu o spolecensky pfijatelném zplisobu chovani

a o lidské dlstojnosti. Podobné stanovisko zastavaji v sou¢asném ceském umé-
ni napf. Jifi Naceradsky nebo Michael Rittstein, tfebaZe je vyjadfuji kazdy jinak
a po svém.

Tematicky protéjsek k figuralnim obraz(im tvofi abstraktni kompozice, v nichz
malif zhodnocuje podnéty z folklorniho ornamentu, kubismu, art deca i surrealis-
mu. Pfedstavuji obvykle uzaviené, vyvazené a koncentrické kompozice. Autorovi
jde o jasny skladebny systém, nastoleni fadu, vyvazovani prvka kladenych proti
sobé, jejich vrstveni v prostoru a vytvareni specifickych barevnych souzvukd. lvan
Komarek vyuziva rovnéz vyrazového potencialu barvy, pracuje s jasnymi, nelo-
menymi nebo naopak velmi jemnymi a nekontrastnimi tony, nanasenymi obvykle
plosné, bez modelace. Prostorového dcinku byva dosaZeno stinovanim a linearni
perspektivou.

HISTORICKE INSPIRACE

PFi v3i nékdy az brutalni direktnosti ve vyjadfovani nesou Komarkovy obrazy ne-
maly podil pésténé kultivovanosti. Vyplyva to z jeho pevného a védomého zakot-
veni v umélecké tradici. Ma o déjinach svého oboru dobré védomosti a stéle je
rozsifuje. Chodi na vystavy, studuje starsi uméni z knih a reprodukci, neustale po-
méfuje své vykony s vykony svych predchldc. Podle vlastnich slov ma potfebu
se s nimi , popasovat”. KdyZ se mu jednou dostala do ruky reprodukce Heems-
kerckovy kresby, pokusil se ji napodobit. Z nezavazného podnétu, ktery nemél
neZ cvicny ddvod, se odvinula pocetna série parafrazi, jimz se s prestavkami vé-
nuje dodnes. Vytvofil rozsahly cyklus Pocta manyrismu, ktery vystavil v roce 1997
v Domé U Cerné Matky BoZi jako soubé&Zny projekt k velké mezinarodni vystavé
rudolfinského uméni pofadané na Prazském hradé. Dila, ktera lvan Komarek pre-
vadél do svého vytvarného jazyka, jsou identifikovatelna a pfiznana, v Zzadném
pfipadé mu v3ak neslo o kopirovani. Mira autentické interpretace presahuje pou-
hou vizualni podobnost mezi pfedlohou a novym dilem. Tyka se volného pouZziti
materidlu a technologie, zpravidla mnohonasobného zvétseni formatu, vynechani
mnoha detaild. Vytvofil tim néco na zplsob podobizen starSich dél.

Podobné, i kdyZ jesté volnéji, pracoval s podnéty vzatymi z kubismu'? nebo an-
tiky™. Ivan Komarek se navic nikterak netaji svym velkym obdivem k jistym au-
tordm, napf. k Picassovi, Matissovi, Légerovi, jejichZ pfiklad Ize v nékterych jeho
obrazech odhalit. V obraze Jd mam koné z roku 2002 zietelné navazuje na Fillliv
cyklus narodnich pisni z 30. let. K jeho oblibenym ¢eskym malifim patfi tfeba Jan
Zrzavy a Josef Capek, jejichZ pfiklad se v Komarkové praci rovnéZ uplatiiuje. Ne-
tfeba zdliraziiovat, Ze Ivan Komarek neni napodobitel. Jeho pfistup je vzdy jemu



vlastni, a to nejspie proto, Ze za cil ma vyfeSeni daného Ukolu, nikoli primarné
Loriginalitu”. Ta se u lvana Komdrka dostavuje automaticky, jako vedle;jsi pro-
dukt neoddélitelny od vytvarného usili.

KOLAZE A ASAMBLAZE, RELIEFY

0d pocatku 90. let zacal Ivan Komarek v obrazech vyuzivat nemalifskych mate-
riald, jako je pisek, textil, kov, a tvofil tak kolaze a asambléze. Figury vyfezaval

ze sololitu a nalepoval na podlozku (LeZici na kamenech, 1990, Pilna zahradnice,
1991, HemZeni, 1991). Opustil striktni dvourozmérnost malby a kresby, malifskou
modelaci pocal nahrazovat modelaci faktickou a vlastné jednodu3si. Roku 1992
vznikly prvni obrazy-reliéfy, v nichZ Ivan Komarek namisto plochych sololito-
vych vyrezl aplikoval reliéfni odlitky figur z umélé pryskyfice. VyuZival k tomu
svych zkudenosti ziskanych spolupraci se sochafi pfi restaurovéni socharskych
pamatek. Podle kreslenych névrhi sam modeloval tvary v hlinég, ale vlastni odliti
prenechaval specialistim. Tyto prvky pak komponoval jako koldz, pfipadné asam-
blaz, na pfipraveny podklad a zavérem pojednaval barvou (Nékdo je za dvermi,
1992, Dostavenicko, 1993, Bronzové opaleny pdr, 1994, triptych Padajici, leZici,
klecici, 1994). Do kompozic vkladal také nalezené pfedméty a predméty, které
sam vyrobil nebo upravil (napf. sefezané kfeslo i s Calounénim v obraze Interiér,
1993). Priinik do tfetiho rozméru realizoval Ivan Komarek také negativni formou,
odstrafiovanim ¢asti podlozky.

Nova technologie vedla pfirozené ke stylistické redukci a monumentalizaci fo-
rem. Oproti ranéjSim pracim je patrna tendence ke zjednodu3eni, ktera ma nadale
pokracovat a stupfiovat se aZz do soucasnosti. Neomezila se pouze na reliéfni
prace, nybrz ovlivnila i malovani. V obrazech od této doby stéle ubyva jak motiva,
tak i propracovanosti, figury se ve vztahu ke svému prostredi a obrazové plose
2vétsuji, az prekroci materialni ramec obrazu (Geneticka $tafeta, 1991, Spuleni,
1991). Poprvé se objevi zaméfeni na dolni polovinu téla, které bude i v dal3im
dile pro autora pfiznacné (Nase modrd planeta, 1992, Manéz velkomésta, 1992,
Tri tanecnice, 2009).

Logickym duasledkem uplatnéni plastickych prvkd v malbé byla plné plasticka
instalace Zvéstovdni (1994), poprvé vystavena v ramci cyklu vystav Velké
téma v Galerii Litera v Praze. Postavy Panny Marie a andéla byly modelovany
a odlity do umélé pryskyfice a umistény do zamérné banalniho prostredi ima-
ginarniho panelového bytu s vyhledem do osklivé priimyslové krajiny. Sexual-
ni konotace tématu byla zd(raznéna provokativnim, az agresivnim zp(isobem,
takZe se dilo stalo objektem cenzury, kdyz mélo byt podruhé vystaveno v rdm-
ci projektu Barok a dneSek v odsvéceném kostele Nanebevzeti Panny Marie

v Litoméficich v roce 2005.

PRUMYSLOVE MATERIALY

lvan Komarek casto tvrdi, Ze tradi¢ni umélecké discipliny i vyuzivani tradicnich
materidll nepozbyly ani v dneSnim uméni nic ze své platnosti. Neustale tedy kresli
pro sebe povaZuje malbu olejem na platné. Vedle toho si nicméné uvédomuije, Ze
pocinaje experimenty dadaismu a avantgardy se rejstfik moZnosti rozrostl natolik,
Ze uméleckym médiem muze byt prakticky cokoli, a také toho vyuziva. Zkouma
vytvarny potencial materiald, které k pouZiti v uméni nejsou pivodné urceny a kte-
ré zdanlivé viibec Zadné estetické hodnoty neobsahuiji (pokud se dokonce nejevi
jako pfimo antiestetické), napf. syntetické natérové hmoty a pasty, pficemz dochazi
k pfekvapivym zjisténim. Objevuje v nich optické i haptické kvality, které pfi jejich
béZném priimyslovém vyuZiti unikaji pozornosti. UZivatel je prosté nebere na védo-
mi nebo bere na védomi jako zcela utilitarni nezbytnost. Stejné pracuje i s néktery-
mi materialy podkladu, napf. se stfesni lepenkou IPA ¢i polystyrenem.

Impulzem mu byvaji i zcela prozaické ddvody. Tak se mu pfi opravé stfechy
domu, kde bydli, dostala do rukou Cerna stresni lepenka IPA. Shodou okolnosti
pravé v té dobé pfipravoval vystavu do Ostravy a napadlo ho vytvofit obrazy,
které by cernou barvou a primyslovym materidlem symbolizovaly ,¢ernou a pr-
myslovou” Ostravu. Zjistil, Ze IPA, kdyz se pfiméjeme k tomu, abychom se na ni
pofadné podivali, ma mimofadnou barevnou hloubku a aZ sametovy vzhled. Cer-
na série na stfesni lepence z let 2001-2002 pak byla kromé Ostravy vystavovana
i na jinych mistech a k materialu se lvan Komarek vratil i pozdgji, napf. v sérii
antickych namétd pro projekt Koloseum, vystaveny v Manesu v roce 2008.
Podobné objevil pfi svych ¢astych ndkupech v supermarketu polystyrenové tacky,
predméty bézné se jevici jako pfimo odpudivé, a zacal z nich pomoci vrstveni,
vyfezavani, profezavani a kolorovani tvofit drobné pfedméty ponejvice s naméty
hlav, figur a kvétin. Prace s timto materidlem se mu stala hrou a velké mnoZstvi
nepretencioznich dél patfi k tomu nejzabavnéjSimu, co kdy Ivan Komarek vytvoril.
Do podobné oblasti spadaji i jeho originalni tisky z roku 2003, realizované pri-
myslové na plechu pro automobilové poznavaci znacky. Vytvofil fadu desiti desek
s naméty lidskych postav, hlav, kvétiny a koné v Cislovanych edicich po 30-40
kusech. K pivodné nevytvarnym prostfedkim Ivana Komarka dlouhodobé patfi
takeé zvlastni zplsob signatur, kdy vedle klasicky psané signatury, mnohdy ne-
zvykle velké a védomé zaclenéné do kompozice, pouziva navic signatury razitko-
vou abecedou a datovani razitky.

MONUMENTALNI TVORBA PRO ARCHITEKTURU A UZITKOVE PREDMETY
Sklon pracovat s velkou formou prived! Ivana Komarka také k pracim pro archi-
tekturu. Pfedstavovaly mu novy a pfitazlivy typ ukolu, protoZe musel Fesit

problém prostoru a vztahu budouciho dila se stavbou nebo provedeni na zakii-
venou plochu klenby. Jako prvni vytvofil v roce 1995 nastropni malbu (lépe fece-
no kresbu) v prodejné Popron v Praze, ktera se zachovala jen z ¢asti. Nasledovaly
malované obkladacky na sténé prazského hotelu Libude (1996) a nésténné a na-
stropni malby pro nemocnici v Liberci a firmu Aquacomp Hard v Led¢i nad Saza-
vou (1997).V souvislosti s témito pracemi je tfeba zminit i jeden vystavni projekt,
totiz Vykresleno z roku 1995, ve kterém pokryl viechny stény a stropy v Galerii
Behémat v Praze mnohofiguralni kolorovanou kresbou. Tato prace se z pochopi-
telnych diivodi nezachovala, jeji fotograficka dokumentace vsak vypovida o tom,
Ze se jednalo patrné o nejoptimistictéjsi Komarkovo dilo. V pozdnich 90. letech
navazal lvan Komarek spolupréci s veterinarni klinikou v Hochmooru v Némecku.
Pro jeji budovu vytvofil v letech 1999 a 2000 dvé nasténné malby koni, pficemz
druha z nich, ur¢ena pro velké rentgenové pracovisté, vyzadovala uziti zvlastnich
material('. Podkladova reflexni barva zpisobuje pfi UV osvétleni salu fluores-
cencni efekty. Jeho dilem je také monochromni nasténna malba v koupelné sou-
kromého bytu v Praze z roku 2006 opatfend hydrofobnimi prostfedky.

Pro architekturu vytvofil lvan Komérek také trojrozmérna dila, napt. fasadu a dvé
karyatidy pro soukromou rodinnou vilu. K. monumentalnim objekt(im je tfeba pfifa-
dit i objekt Srdce (2000) piivodné urceny pro vystavu Prdce s télem v Manesu, dnes
natrvalo umistény v budové Institutu klinické a experimentalni mediciny v Praze.
Mnohonasobné zvétSena plastika lidského srdce, modelovana podle vyukového
anatomického modelu a odlitd do umélé pryskyfice, kolorovana a patinovang, je
Castecné ukryta mezi ochrannymi stity z nerezu, které ji obklopuiji jako lupeny kvé-
tu. Objekt je osazen na mirné svazitém kvadratickém soklu rovnéZ pokrytém nere-
zovym plechem. Pfi vystavé v Manesu byla plastika navic ozvucena digitalizovanou
nahravkou tlukotu srdce, ktera jeji intenzivni Gcinek jesté umocriovala.

Do oblasti , funkénich” praci je tfeba zafadit i uzitkové predméty. lvan Koma-
rek maluje na keramické misy, porcelanové nadobi i na keramické kamnové
kachle. Na veletrhu Art and Interior 2002 byly vystaveny jeho malby na akry-
latovych vanach a keramickych dlazdicich. V roce 1999 realizovala Moravska
gobelinova manufaktura v ramci svého dlouhodobého programu Actual Textile
Art (ATA) tfi gobeliny podle jeho navrhd.

Zda se, Ze lvan Komarek miaze délat na poli uméni cokoli. Mnohostrannost co
do cilli i prostfedkil je mimofadna a poji se se stejné mimofadnou konzistenci
vytvarného stanoviska. Nasledujici obrazova dokumentace a kompletni profes-
ni biografie svédci o pracovitosti, systematicnosti, ddslednosti a ochoté utkat
se ve tvlrc¢im zapase s kazdym ukolem, ktery pred nim stoji nebo ktery si sam
vytyci. A samoziejmé o talentu, zbytecno pfipominat. Jeho prace nekonci. Na-
chazi se nékde na pil cesty.
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Since 1982, when Ivan Komdrek completed his studies at the Academy of Fine
Arts in Prague, he has created a body of work that is large and also wide-
ranging in the context of the Czech contemporary art world. He is now an
established and distinctive presence in that world and has made a few (as

yet isolated) forays beyond its borders. He has evolved a highly individual
expressive modus that makes his work immediately recognisable among other
contemporary artworks. His career has now been long enough to justify a
retrospective evaluation of his output so far. He has also (we trust) a sufficiently
long productive future ahead of him for survey at this point to be a fruitful basis
for reflection on his future direction as an artist.

SOURCES

Growing up in a cultivated and art-loving family, lvan Koméarek found his first
artistic impulses an excellent background for a future painter. His father was

a diplomat by profession but had a lifelong enthusiasm for art and painted
himself. He came from the Slovacko area of Moravia and his love of the
region’s folklore and distinctive cultural tradition became part of his sensibility,
which he carried with him in whichever part of the world he was working, and
which he instilled in his son as well. While studying law at Charles University,
he had also attended the Academy of Applied Arts on a private basis, and so he
was no complete dilettante in his later art activities, even though he cultivated
them solely for pleasure. He made friends with artists, among whom his closest
contacts were with Otakar Kubin and his wife. After their return from France
he practically accepted them into the family and gave them material help. Jan
Bauch was another member of his circle of friends. Both were to be formative
influences on Ilvan Komarek. Kubin's frequent presence (at Christmases too)
and his conversations on art with Ivan’s father were part of the family life and
inevitably had an effect, while Jan Bauch later became Ivan's private teacher.
When Ivan Komdarek decided that he wanted to become a painter after finishing
basic school, this seemed a logical choice and his family naturally supported

it, but his studies at a secondary art school in Prague proved a disappointment
to him because the teachers there were mediocre, unable or unwilling to go
beyond the obligatory standard and were hardly personally inspiring. This was
why Komarek took additional private lessons with Jan Bauch, every Saturday,

in his last two years of secondary vocational art school in Prague (1975-1976).
Bauch was a complete contrast to the teachers he was used to at school: he was
strict and uncompromising, but also dynamic and full of passion. He set his pupil
difficult tasks and never overlooked any shortcomings. He insisted on mastery of
technique. He put still lifes together using things he had to hand and demanded

that his pupil make precise drawings of them; then he would then usually make
direct corrections to the drawings.

Nor did he restrict teaching to the practical side. Bauch often gave ‘lectures’

to Ivan Komarek. As a member of an older generation who had been actively
involved in the art scene of his youth, he was able to give lvan quite detailed
and persuasive information about the Czech art of the inter-war period and
awoke the young artist's respect for it. From his published memoirs, we can get a
good idea of his opinions and style of narration. Ivan Komarek had the privilege
of being able to get to know Jan Bauch well, but he was definitely not the only
young (younger) artist to be fascinated by Bauch. One testament to this was the
exhibition Young Artists’ Tribute to Jan Bauch in 1989." Later, in 1998, the revived
Manes Association held a similar exhibition entitled Homage to Jan Bauch to
mark the centenary of his birth.2

With this unusual training, lvan Komarek entered the Academy of Fine Arts in
Prague in 1976. Here he initially two semesters of drawing with Prof. Véaclav
Pospisil. Students additionally had to attend a several-hour evening life class
with a model once a week — a class led by the junior lecturer Vaclav Turek. Ivan
Komarek remembers Turek as an excellent teacher who guided the novices
through drawing media from charcoal to graphite to watercolour, always
recognising the moment when a student'’s practice in a particular discipline

was turning into routine technique and, therefore, that the right moment had
come for the student to move on to another discipline. At his own initiative, lvan
Komarek went beyond the syllabus requirements and attended the evening life
classes for the whole period that the model was available, meaning four times

a week, and continued to do so right up to the completion of his studies at the
Academy.

His teachers were impressed with his unusually conscientious way of studying.
They allowed him to skip the preparatory course in painting and move straight
on. At the beginning of his second year, therefore, he moved directly to more
advanced, specialised painting studies with Prof. Jan Smetana, with whom he
then spent five years instead of the prescribed four. His teachers realised that
Ivan Komarek conceived the whole of his study at the Academy as ‘preparatory
training’. His systematic approach, readiness to keep on practising, and
reluctance to embark on a freer, more independent mode of work sometimes
even irritated them. Jan Smetana was keen to stimulate his students into
independent artistic thinking, but for Komarek it was more important (as he
seems to have intuitively sensed) to perfect his painting skills to the point
where this side of his work would no longer be a potential obstacle, and
would be virtually automatic. All the same, he did produce some independent
work during this period. They were small drawings of an entirely private kind.

10

Probably even at this early stage lvan Komarek was aware that drawing would
be the leading means of expression for him, and he would exploit it even in
painting.

lvan Komarek has spoken of Jan Smetana with admiration and respect. He

was the opposite of Jan Bauch — analytical, intellectual, highly educated and
cultivated, elegant in an entirely non-Bohemian way, artistically rather detached.
In teaching, he concentrated above all on composition. What he gave his
students was less his own example as a painter than his huge knowledge of art
history, and he encouraged them to reflect at a theoretical level, supporting the
ability to analyse and understand the art of the past.

lvan Komarek absorbed everything that he encountered during his studies and
capitalised on it in his later work. His diploma work for his graduation was a
series of fourteen portraits. These were life-size likenesses of friends and family
(maximum format 150 x 100 cm), busts and full-length figures, painted in oils on
canvas. In execution they reflect the modern academic tradition and give almost
no clues as to Komarek's artistic future.

SPORT

In 1980 Ivan Komarek and two of his friends from the Academy, the sculptors
Vojtéch Adamec junior and Martin Pokorny who had often attended the evening
life classes with him, decided to carry on drawing from live models, but this
time models in motion: they started to visit a boxing gym in Zitna Street. Other
artists were also using the gym at the time, especially Jifi Sozansky and Lubomir
Janecka. Here they met older famous boxers, for example the several-times
national champion Jindfich Sejk and his brother Jan, Jindfich Sejk’s former rival
Jifi Brdzek, and Milo$ Furda. They soon abandoned their original idea of just
observing and drawing, and got actively involved in boxing. Although none

of them had systematically engaged in sport before and none had any sports
ambitions, they took it seriously. They went to training sessions three times a

week — a previously unknown physical challenge for them, and often exhausting.

In boxing, even if just at an amateur and recreational level, they recognised

not just a cultural form of the original life-and-death struggle and a sport with
a history going right back through medieval jousts to gladiatorial combat, but

a way of cultivating certain personal qualities like tenacity, uncompromising
perseverance and straightforwardness, a feeling for fair-play. Some of the
sportsmen had an interest in art and respected artistic achievements. Both sides
soon discovered that they could mutually enrich each other's experience.

At Jifi Sozansky's initiative, in 1982 these boxing artists and their friends from
the gym founded an art-sport group called Boxart.> From the beginning the
group had a half-jokey character, as we can see from the titles of some of its

1"

officials, like ‘personnel officer’, ‘psychologist’, ‘psychiatrist’ and so on.* In 1988
it was officially registered as an art group with the Union of Czechoslovak Fine
Artists, since under the prevailing political conditions this was the only way to
get the chance of public activity. On the other hand, the registration was also
partly a provocative gesture against the stagnant waters of the vacuous and
dreary official art scene of the ideologically hard-line ‘normalisation’ years.
Boxart activities consisted mainly of discussions, joint visits to exhibitions

and lectures on art. Members of Boxart exhibited together for the first time

in the House of Culture in Prague 9 in 1989, and this was followed by a
number of one-off, less important appearances. Boxart's most important
project was an exhibition at Manes in 2000 thematically devoted to boxers,
boxing and physical combat in general.® For this show, Ilvan Komarek created

a monumental sculpture, Heart, which is today permanently installed in the
entrance hall of the Prague Institute for Clinical and Experimental Medicine. An
evening programme For Honour and Glory was presented at the Archa Theatre
in Prague as an accompanying event for the exhibition, and a series of medals
were struck according to a design by Ivan Komarek for boxers whom the
group particularly admired. The artists returned to a variation on this theme

in 2008 with the exhibition Coliseum, Victors and Vanquished once again at
Manes,® where Ivan Komarek presented a series of large-format drawings on a
black background with themes of wrestling matches inspired by models from
classical antiquity.

Today the Boxart group no longer exists. Officially it was dissolved in 2006,

but some of its members continued to meet informally and continue to box

for pleasure and fitness. For Ivan Komdrek it became so important that it has
permanently influenced his art in more or less explicit ways.

EARLY WORK

lvan Komarek’s works in his first years after graduating were typically

crammed with heterogeneous motifs, accumulations of attributes of ordinary,
everyday reality that were related to each other only by artistic fantasy and

the organisation of the picture surface. These works respect neither logical
relationships nor natural scale, the motif of a large head set in the foreground to
one side often appearing as a distinguishing mark. The large number of motifs

is matched by quite a rich range of colours. These works might be classified

as still lifes. Compared to his later painting, the treatment is still relatively
descriptive, quite elaborate in modelling and detail even though the tendency to
simplification in the interests of expressiveness is clear (Depository, 1984, View
from a Window, 1986, Animated Drawing, 1986, In the Bathroom, 1988, Strutting,
1988). One of Komarek's first opportunities for public presentation was an



exhibition of six young artists in Prague, at the Young Artists’ Gallery U Recickych
in 1987.7 It attracted a lot of press interest and demonstrated the distinctiveness
of Komarek's talent and its arresting quality.

These paintings, aesthetically uncompromising in their refusal to appeal to
conventional public taste, already indicate the path that Komarek would take
and stick to with great perseverance. They contain the principles to which he
was to adhere in his future work: the dominance of drawing (line), a strict
compositional order based on careful thought, the use of linear perspective to
define the space from which the figurative elements tend to escape, and overall
a direct style, sometimes even brutal and ruthless in its relationship to the
viewer.

WORKING METHOD AND STYLE

At the very outset lvan Komarek chose a working method that suited him and
that he has never seen any reason to change. It is based on drawing. In fact he
regards himself as primarily a draughtsman, considering line to be the means
of expression most natural to him. He has been drawing since childhood,
continually, seemingly compulsively, even when he is doing something else as
well. Petr Volf describes the typical situation of lvan Komarek talking on the
telephone with him and drawing at the same time.? This way he accumulates
a great quantity of drawings, which he regards as mere raw materials, as a
preparatory phase for future use in finished works. He is an intuitive type

of artist in the sense that he lets his hand move across the paper seemingly
automatically and without conscious control. There is no a priori idea or
intention, and so the composition comes into existence only in the course

of the drawing process. Yet this is not the automatic method familiar from
Surrealism and related imaginative methods but a conditioned activity based
on long-term and systematic practice. Subsequently he assesses the material
created in this way and develops selected compositions into a painting or
other definitive work. In this second phase he fully applies conscious control:
technical and aesthetic considerations.

Komarek's style as a painter crystallised relatively early and has remained
relatively constant in its basic features. While it has undergone slow, graduated
changes as a logical development of his established system, it has shown

no radical breaks. Its main feature is simplification in all elements of the
structure. In Ivan Komérek's work the figure is the central but by no means
exclusive theme. The human body, male and female, usually nude, is depicted
with a high degree of stylisation in terms of appearance and proportion,
movement and colour scheme. Nothing corresponds entirely to reality, but
the sign is nonetheless clearly legible and the viewer, who today has more

than a century of experience with the deformations of the modern artistic
vocabulary of expression, might easily consider this expressive mode ‘realist’
or, in view of its intensified expressivity, as ‘naturalist’. The outline as the
main articulating technique is drawn with confident ease, almost in one go,
and the modelling is secondary. Attention is concentrated on the expressively
accented detail (external sexual characteristics, hair on the leg). At the same
time, with the reduction of the descriptiveness the figure is enlarged in
relation to the depicted environment to the point that it transcends its frame
and only part of it remains on the canvas. It is characteristic of lvan Komarek
that, surprisingly, he prefers the lower half of bodies. Overall, his idiom tends
towards monumentality. The expression is based on sensuality and a rejection
of the superficially appealing.’

lvan Komarek sees man as a sexual animal and focuses exclusively on the
biological, instinctive side of his complex nature. The spiritual and emotional
element of life is downplayed, and this is why heads and faces are less
important. The figures do not present individualities, but only examples of their
kind. Central importance is attributed to the sexual organs. The artist does not
see sexual attraction in terms of complementarity and harmony, and he rejects
any kind of idyllism. He himself sees sexuality as ‘tension’, and through his
compositional arrangement he interprets it as conflict. His men and women
figure in cheerless grotesques, in which there seems to be life-and-death
struggle but in which they don’t take on deeper existential meanings. Only
when the viewer starts to think harder about the painting does he begin to
sense their nature as an unspoken challenge. The unsubdued expressions of
sexuality, unthinkable or criminal in real life — expressions that we think of

as permissible only as artistic license, undermine our ingrained conventional
ideas of socially acceptable behaviour and human dignity. In contemporary
Czech art, one can find a similar viewpoint in the work of Jifi Naceradsky, for
example, or Michael Rittstein, although each expresses it differently and in his
own distinctive way.

Thematically, the counterpart to Komarek's figural pictures can be found in

his abstract compositions, in which the he valorises inspirations from folklore,
ornament, Cubism, Art Deco and Surrealism. They are usually enclosed and
concentric compositions. What interests the artist is clear structural system, the
establishing of an order, the balancing of elements set against each other, their
layering in space and the creation of specific colour harmonies. Ivan Komarek
also exploits the expressive potential of colour, working with bright, unbroken
colours or, on the contrary, with very subtle and non-contrasting tones usually
applied in flat style, without modelling. The spatial effect is usually achieved by
shading and linear perspective.
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HISTORICAL INSPIRATION

Despite what is sometimes an even brutal directness in conveying his message,
Komarek's pictures can display a considerable degree of cultivated refinement.
This is the effect of his firm and conscious grounding in artistic tradition. He has

a good knowledge of the history of his discipline and is constantly enlarging it.
He goes to exhibitions, studies earlier art from books and reproductions, and
constantly measures his work against the achievements of his predecessors. As
he says himself, he has a need to take up the challenge that they present. Once
when a reproduction of a drawing by Heemskerck happened to come his way,

he decided to try and imitate it. This apparently trivial impulse to make a quick
exercise unexpectedly inspired him to create a long series of paraphrases that he
still continues with at intervals today. It led him to create the large cycle, Homage
to Mannerism, which he exhibited in 1997 at the House of the Black Madonna in
Prague as a parallel project to the great international exhibition of Rudolphine art
held at Prague Castle. The original works that lvan Komarek converted into his own
artistic idiom are identifiable and formally identified in the titles, but in no case
was it the artist's intention merely to copy. The level of authentic interpretation
goes beyond the mere visual similarity between the model and the new work. It
involves the free use of material and technology, usually an enlargement of the
format by several orders of magnitude, and the dropping of many details. In this
way, Komarek created something akin to portraits of earlier works.

In a similar, but even freer way, he has worked with inspirations taken from
Cubism® and classical antiquity."" Nor does Ivan Komarek hide his great
admiration for certain artists, such as Picasso, Matisse and Léger, whose example
can be detected in some of his paintings. In the painting / Have a Horse of
2002 he is taking up the model of Filla's folk-song paintings from the 1930s.
His favourite Czech painters include Jan Zrzavy and Josef Capek, for instance,
whose example he also used in his own work. There is no need to stress that
lvan Komarek is not an imitator. His approach is always uniquely his own, most
probably because his goal is always to tackle a particular problem or task, and
is not primarily ‘originality’ in itself. In fact, in lvan Komarek's work originality
is automatic, as a secondary product inseparable from the purposes that he
pursues in his art.

COLLAGES AND ASSEMBLAGES, RELIEFS

From the beginning of the 1990s, Ivan Komdrek started to use non-paint
materials like sand, textiles and metal in his pictures to create collages and
assemblages. He cut figures out of hardboard and glued them on to a base (Lying
on Stones, 1990, Busy Gardener, 1991, Swarming, 1991). He abandoned the strict
two-dimensionality of painting and drawing and started to replace the modelling
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effects of painting with modelling that was literal and in fact simpler. In 1992
lvan Komarek made the first painting-reliefs in which, instead of flat hardboard
cut-outs, he applied casts of figures made of artificial resin to the base. Here he
was exploiting the experience he had gained by working with sculptors on the
restoration of sculptural monuments. He would make clay models himself from
his drawn designs but would leave the casting itself to specialists. He would
then compose these cast elements as a collage or assemblage on a prepared
base, and only in the final stage would he apply paint (Someone is at the Door,
1992, Rendezvous, 1993, Bronze Tanned Couple, 1994, the triptych Falling, Lying,
Kneeling, 1994). He would also insert found objects and items he had made or
altered himself into his compositions (for example a cut-down armchair with its
upholstery in the painting Interior, 1993). Another way in which lvan Komarek
produced literal three-dimensionality was by the negative procedure of removing
part of the base.

This new technology naturally led him to greater stylistic reduction and the
monumentalisation of form. In contrast to his earlier work, there developed a
strong tendency towards simplification that would to continue up to the present,
becoming ever more intense. This was not restricted to his relief works, but also
influenced his paintings. From this period, the motifs in his paintings become
less numerous and there is less elaboration of treatment, while the figures grow
larger in relation to their environment and the picture field until they go beyond
the material frame of the picture (Genetic Relay, 1991, Pouting, 1991). At this
point we also find the first examples of the focus on the lower half of the body
that would be distinctive for Komarek's later work (Our Blue Planet 1992, The
Circus-ring of the City, 1992, Three Dancers, 2009).

The logical culmination of the artist’s use of plastic elements in painting
was the fully plastic (three-dimensional) installation The Annunciation
(1994), first exhibited as part of the series of exhibitions The Great Theme
at the Litera Gallery in Prague. The figures of the Virgin Mary and the angel
were modelled and cast in artificial resin and then set in the deliberately
banal environment of an imaginary tower-block flat with a view onto

an ugly industrial landscape. The sexual connotations of the theme were
emphasised in a provocative and even aggressive way, and so the work was
censored when it was supposed to be exhibited for a second time as part

of the project The Baroque and Today in the deconsecrated Church of the
Annunciation in LitoméFice in 2005.

INDUSTRIAL MATERIALS
lvan Komarek often claims that the traditional artistic disciplines and use of
traditional materials have lost none of their validity even in contemporary



art. He therefore constantly draws and paints, models and makes prints. He
regards oil on canvas as the most difficult technology of all. Even so, he is well
aware that, since the first experiments of Dadaism and the avant-garde, the
scale of possibilities has been so enlarged that practically anything can be an
art medium, and he makes use of this fact. He explores the art potential of
materials not originally intended for use in art and seemingly without aesthetic
value (even, in some cases, looking anti-aesthetic) such as synthetic coating
substances and pastes, and his findings are surprising. These substances turn out
to have optical and textural qualities that are unnoticed when they are used for
ordinary utilitarian purposes, as do some base materials, for example IPA ceiling
board and polystyrene.

Komarek has sometimes simply stumbled on such materials by accident. For
example when the roof of his home was being repaired, the workers used black
IPA ceiling board. By coincidence he was preparing an exhibition for Ostrava,
and he was struck by the idea of making paintings that, by being black in colour
scheme and using industrial material, would symbolise ‘black and industrial’
Ostrava. He found that IPA, if it is looked at properly, has unusual depth of colour
and an almost velvet appearance. The resulting Black Series paintings on ceiling
board from 2001-2002 were then exhibited not only in Ostrava but elsewhere,
and Ivan Komarek has sometimes returned to the material, for example in a
series of subjects taken from antiquity for the Coliseum project exhibited at
Manes in 2008.

Later, on his routine trips to the supermarket he discovered similar possibilities
in polystyrene food-package bases. These are objects that seem aesthetically
repellent, but by layering, carving, cutting through and colouring them he
created small artefacts mostly on themes of heads, figures and flowers. Working
with this material was a game for him, and these numerous unpretentious works
are among the most entertaining that Ilvan Komarek has created.

His original prints of 2003, industrially produced (stamped) on sheet metal for
car number-plates, fall into the same sphere. He made a series of ten plates with
themes of human figures, heads, flowers and horses in numbered editions of
30-40 pieces in each case. lvan Komarek’s special form of signature has, for
years, been another instance of his use of processes originally not intended

for art: in addition to the classically written signature, which is often unusually
large and consciously incorporated into the composition, he also uses signatures
created by alphabetical print and dating with a commercial date stamp.

MONUMENTAL WORK FOR ARCHITECTURE AND APPLIED ART OBJECTS
A fondness for working on a large scale has also led Ivan Komarek to projects
for architecture. For him, these were a new and attractive challenge because

he had to solve the problem of space and the relationship of the future work
to the building, or its execution on the curved surface of a ceiling vault. His
first such project, in 1995, was a ceiling painting (or more precisely drawing)
in the Popron music store in Prague (only part of it remains). This was
followed by painted facing tiles on a wall of the Prague Libuse Hotel (1996)
and wall and ceiling paintings for a hospital in Liberec and the Aquacomp
Hard company in Lede¢ nad Sdzavou (1997). In the context of these works,

we should also mention one exhibition project, ‘Drawn In" of 1995, in which
he covered all the walls and ceilings of the BEhémdt Gallery in Prague with a
multi-figural coloured drawing. Naturally this work has not been preserved,
but the photographic documentation shows that this was clearly Komarek’s
most optimistic work. In the late 1990s, lvan Komarek started to work with

a veterinary clinic in Hochmoor in Germany. In 1999 and 2000 he created

two wall paintings of horses for the clinic. The second of these, for the large
X-ray centre, required the use of special materials:”? the base reflective paint
produces fluorescent effects under the UV lighting of the theatre. Komarek has
also created a monochrome wall painting with water-resistant materials in the
bathroom of a private flat in Prague.

lvan Komarek has created three-dimensional works for architectural use,

for example a facade and two caryatids for a private family villa. Among his
monumental architectural works we should also include his object Heart (2000),
originally made for the exhibition Work with the Body at Manes, and today
permanently installed in the building of the Institute of Clinical and Experimental
Medicine in Prague. This immense sculpture of a human heart, modelled using
an anatomy teaching aid and cast in artificial resin, coloured and patinated, is
partly hidden between protective stainless-steel plates that surround it like the
leaves of flower. The object is set on a slightly sloping quadratic pedestal also
covered with stainless steel plate. At the exhibition in Manes the sculpture was
given sound effects by a digitalised recording of a heart beat, which enhanced
its already powerful impact.

Decorative applied artwork should also be included in the category of the artist's
“functional’ works. lvan Komarek paints on ceramic bowls, porcelain vessels

and ceramic stove tiles. His painting on acrylate baths and ceramic tiles was
exhibited at the Art and Interior 2002 trade fair. In 1999 the Moravian Tapestry
Factory made three tapestries on his designs as part of its long-term Actual
Textile Art (ATA) programme.

lvan Komarek seems to be able to do anything in the field of art. His versatility in
terms of both aims and media is extraordinary, and is connected to the equally
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remarkable consistency of his standpoint as an artist. The following visual
documentation and complete professional biography testifies to his industry,
systematic approach, thoroughness and readiness to wrestle fearlessly with
every task that faces him or that he defines for himself. And it hardly needs to be
said that it testifies to his talent. It will be fascinating to see what he does next,
for he is only at the mid-point of his journey.

Notes

1/ (cat.) Jana Kotalikové and Jii Kotalik, Mladi Janu Bauchovi. Praha, Galerie Vaclava Spaly, 1989

2/ Prague, Manes 1998.

3/ Members: Karel Nepras, Vojtéch Adamec senior., Vojtéch Adamec junior., Zdenék Beran, Michal Blazek, Josef
Hampl, Jaroslav Hladky, Lubomir Janecka, lvan Komarek, Theodor Pisték, Martin Pokorny, Jan Sejk, Jifi Sopko, Jifi
Sozansky, Josef Zacek. Apart from the artists, boxers and members of other professions with an interest in art took
part in the group’s activities.

4/ News cutting, no further details. Archive of Ivan Komarek

5/ (cat.) Anna Janistinov4, Ivan Komérek, Jifi Sozansky, Préce s télem / Work with the Body. Praha, Manes 2000

6/ (cat.) Jifi T. Kotalik, Claude Frontisi, Jason Kénig, Koloseum, vitézové a poraZeni / Coliseum, Victors and Van-
quished. Prague, Ménes 2008

7/ (cat.) Jifi T. Kotalik, Vojtéch Adamec, Ivan Komarek, Romana Kralova, Ales Ogoun, Katefina Opltova, Martin Pokor-
ny. Praha, Galerie U Recickych (SCVU), 1987

8/ Petr Volf, lvan Komdrek. Obrazy z let 1986-2003. Praha, BB/art, 2004, p. 7
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9/ Ivan Neumann has written succinctly on Komarek's work that: ‘The originally entirely filled up space of Ivan
Komadrek’s drawings and paintings has, over time, been cleared of clutter, and the artistic media are becoming
simpler. There remain in the scene only the figures of a drama in space marked out like an arena, like the scene of
the attraction of opposites, the repulsion of the attractive... The colour scheme of the paintings emphasises their
systematic rejection of idyllism; it is striking, provocative, sometimes even tawdry, but never entirely accidental or
uncontrollably impulsive. The structure of the firm form does not hide a striking tendency towards stylisation, but
even more it emphasises experience with draughtsmanship. In the most recent paintings there is no refinement, no
painterly finesse, but more an unconcealed steadfastness of the hand. This should not, however, be considered a
shortcoming, but a deliberately imposed limit intended to prevent the viewer’s attention from being diverted from
the heart of the matter.” In: (cat.) lvan Neumann, Komarek. Miinchen, W.A.K. Verlag, s.a.

10/ The exhibition Echoes of Cubism, Prague, Czech Museum of Fine Arts, 2000

11/ See note 8

12/ 1n 2009 the veterinary clinic in Hochmoor staged a small solo exhibition by Ivan Komarek.
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RANA TVORBA 1983-1988

V letech stravenych na prazské Akademii vytvarnych uméni jsem programové maloval podle pfirody, pracoval s modelem, stavél si zatisi. Stu-
dijni malbou bez jakychkoliv efektli a experimentovani jsem chtél pochopit a uchopit okolni svét. Diplomovou praci jsem pojednal jako sérii
portrétl. Chtél jsem ukazat, Ze jsem se ve Skole néco naucil a zvladl femeslo. Po studiich jsem zacal tvofit zcela volné a pokousel se malovat
svlj vnitfni svét. V3e zacalo jako vZdy u mne v kreshé.

Na papife vznikaly desitky zaznam(, vyjevi a pfibéhd. Zajimal mé pfedevsim clovék, vztah muze a Zeny, napéti mezi opacnymi pohlavimi,
konfliktni situace z toho vyplyvajici, a to vie vyjadfené akty. Objevovaly se naznaky interiérd, krajiny, ¢asto se deformovala méfitka, proporce

i perspektiva. Je bézné, Ze zacinajici umélec chce najednou fici pfilis mnoho, proto byly obrazy preplnéné figurami, pfedméty, zviraty a informa-
cemi. Tento pfistup si vyZzadal hledani novych vyrazovych prostiedk(. Z pocatecnich nezdard jsem byl zoufaly, ale ¢asem se technika skloubila
se sdélenim a obsahem. Obdobi vyvrcholilo sérii maleb olejem a uz i akrylem na platné rozmérd 105 x 145 cm. Ty jsem se jiz nestydél vystavit.
Dnes, s odstupem Casu, mne tyto prace dojimaji pro své napéti a tapani.

EARLY WORK 1983-1988

In my years at the Prague Academy of Fine Arts | systematically focused on painting from nature, working with a model and constructing still
lifes. | wanted to understand and grasp the world around me through study-painting, without any special effects or experimentation. |
conceived my dissertation work as a series of portraits. | wanted to show that | had learned something at college and had mastered my craft.
After finishing my studies, | started to work freely, trying to paint my own inner world. As always with me, it all started in drawings.

| drew dozens of records, scenes and stories on paper. What interested me above all was the human being, the relationship between man and
woman, the tension between the opposite sexes, the situations of conflict arising from it, and all of this expressed by nudes. Hints of interiors,
landscapes appeared, and often the scale, proportions and perspective were deformed. It's a common fault of the beginner artist that he tries
to say too much all at once, and so my pictures were overstuffed with figures, objects, animals and information. This problem demanded a
search for new means of expression. | was despairing about my initial failures, but with time | managed to marry technique with message
and content. This period culminated in a series of paintings in oils and then acrylic as well on 105 x 145 cm canvases. These | was no longer
ashamed to exhibit. Today, with the passage of time, | find these paintings moving for their tension and their tentative searching.



Rané kreshby, 1980, akvarel na papife, cca 5 x 10 cm 20 21 PF 1981, 1980, olej na platné, 34 x 40 cm
Early drawings, 1980, watercolour on paper, approx. 5 x 10 cm New Year's Greetings 1981, 1980, oil on canvas, 34 x 40 cm



Cerné more, 1984, akryl a olej na platng, 35 x 45,5 cm 22 23 Jinoch, 1984, akryl a olej na platné, 34 x 44 cm
Black Sea, 1984, acrylic and oil on canvas, 35 x 45.5 cm Young Man, 1984, acrylic and oil on canvas, 34 x 44 cm



Cvicenci, 1984, olej na platné, 90,5 x 100,5 cm Ty, 1983, olej a akrylovy tmel na platné, 64 x 80 cm
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Exercisers, 1984, oil on canvas, 90.5 x 100.5 cm You, 1983, oil and acrylic sealant on canvas, 64 x 80 cm



Depozitaf, 1984, akryl a olej na platné, 105 x 125 cm
Depository, 1984, acrylic and oil on canvas, 105 x 125 cm

Pampeliska, 1983, akryl a olej na platné, 73 x 100 cm
Dandelion, 1983, acrylic and oil on canvas, 73 x 100 cm

26 27



0zivla kresba, 1986, olej, akryl na platné, 105 x 145 cm 28 29 Koupelna, 1987, olej, akryl na platné, 105 x 145 cm
Animated Drawing, 1986, oil and acrylic on canvas, 105 x 145 cm Bathroom, 1987, oil and acrylic on canvas, 105 x 145 cm






MALBA NA DESKACH S ASAMBLAZEMI 1988-1992

Po sérii maleb na platné jsem mél potfebu jit dal, zvétsit méfitko, obohatit a rozvinout malbu do reliéfu. Obsahové se nic neménilo, své téma
jsem mél dané. Jako material jsem si vybral sololit a pfeklizku. Sololitové desky, nejvétsi o rozmérech 180 x 220 cm, naklizené na nosny ram
vydrzi oproti platnu velké zatiZeni i profezavani. Na podklad jsem lepil rGizné materialy, modeloval, vyfezaval celé figury ze sololitu, téla jsem
kladl na sebe, prostorové fadil za sebou. U nékterych obrazii jsem iluzi hloubky podpofil profezanim podkladové desky. Na takto vznikly nizky
reliéf jsem maloval akrylovymi barvami. Vysledny obraz tak ziskal na pfesvédcivosti, naléhavosti, pravdivosti.

PAINTING ON PANELS WITH ASSEMBLAGES 1988-1992

After the series of paintings on canvas, | felt | needed to go further, to increase the scale, and to enrich and develop painting into relief. In
terms of content nothing changed, for my themes were already determined. As material | chose hardboard and plywood. Compared to canvas,
hardboard panels (the biggest were 180 x 220 cm) glued into a sturdy frame can take a greater weight and can also be cut through. On this
base | glued different materials, modelled, carved whole figures out of hardboard, placed bodies on top of each other, and arranged them
spatially. In several pictures | intensified the illusion of space by cutting into the base panels. | then painted in acrylic colours on the low relief
created this way, and the resulting picture gained in persuasiveness, urgency and truthfulness.



NatFasani, 1988, olej, akryl, acetonova barva na platné a preklizce, 170 x 230 cm 34 35 Slyset travu rast, 1990, asambldz, reliéf z pInéné sadry, akryl na sololitu, 150 x 200 cm
Strutting, 1988, oil, acrylic and acetone paint on canvas and plywood, 170 x 230 cm Hearing the Grass Grow, 1990, assemblage, relief made of filled plaster and acrylic on hardboard, 150 x 200 cm



Mijejici se, 1990, vyfezavany sololit, kolaZ, asambléz, akryl na sololitu, 150 x 200 cm
Clowns, 1992, cut-out hardboard, zinc sheet, assemblage, acrylic, 100 x 145 cm Passing By, 1990, cut-out hardboard, collage, assemblage and acrylic on hardboard, 150 x 200 cm

Sasové, 1992, vyfezavany sololit, pozink. plech, asamblaz, akryl, 100 x 145 cm 36 37



Srpnové odpoledne, 1992, vyiezavany sololit, asambldz, akryl na preklizce, 130 x 165 cm 38 39 Geneticka Stafeta, 1991, vyfezavany sololit, kolaz, akryl, 122 x 165 cm
August Afternoon, 1992, cut-out hardboard, assemblage and acrylic on plywood, 130 x 165 cm Genetic Relay, 1991, cut-out hardboard, collage, acrylic, 122 x 165 cm
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Pilna zahradnice, 1991, vyiezavany sololit, asamblaz, kolaz, akryl na sololitu, 150 x 200 cm Zena pied zrcadlem, 1992, vyfezavany sololit, sadra, zrcadlo, papir, tapeta, akryl na preklizce, 122 x 165 cm
Busy Gardener, 1991, cut-out hardboard, assemblage, college and acrylic on hardboard, 150 x 200 cm Woman in Front of a Mirror, 1992, cut-out hardboard, plaster, mirror, paper, wallpaper and acrylic on plywood, 122 x 165 cm







EPOXIDOVE ODLITKY 1992-1994

Touha docilit jeSté mohutnéjSiho plastického ucinku mne privedla ke kombinaci malby s odlitky z umélé pryskyfice. Léta jsem s kolegy socha-

fi restauroval, a tak jsem mohl vyuZit znalosti z tohoto oboru. V restauratorské dilné jsem ze socharské hliny vymodeloval podle pfipravené
kresby reliéf ve skute¢né velikosti. Stukatéfi zhotovili formu a poté udélali z probarveného epoxidu odlitek, ktery byl i pfi velkém méfitku

lehky a pevny. Ten jsem pak ve svém ateliéru pfipevnil na rozpracovany obraz. Pfi tomto zplisobu prace $lo uz vic o koncepci, obraz se skla-
dal z mnoha véci, které bylo nutné vyrobit, najit, koupit. Kdyz se vSechny ¢asti poskladaly dohromady, vse jsem propojil malbou. Vysledkem
byla velkoformatova prostorova kolaz. V nékterych dilech mél svou roli i zabudovany svételny zdroj nebo zéfici neon. Postupné jsem odstra-

nil podkladovou desku a obrazy se staly zavésnymi reliéfy. Vyvrcholenim této etapy prace se stalo vytvoreni prostorové instalace Zvéstovani
(300 x 300 x 180 cm). Postavy Panny Marie a andéla byly vymodelovény v Zivotni velikosti a vsazeny do trojrozmérného naznaku panelakové-
ho pokoje.

EPOXY CASTS 1992-1994

My desire to attain even greater plastic effects led me to a combination of painting with casts made of artificial resin. For years | had been
doing restoration work with sculptors, so | was able to exploit a knowledge of the field. In the restorers’ studio | would model a relief out of
sculptors’ clay on the basis of a drawing and in real size. The plasterers would make the mould and then do a casting in coloured epoxy, which
is light but still strong even when the scale of the casting is large. | would then fix the cast onto the half-completed picture in my own studio.
With this method of working, the emphasis was more on conception; the picture was composed of many things that had to be made, found
and bought. When all the parts were put together, | would join it all up with painting. The result was a large-format spatial collage. In some of
these works an inbuilt light source or glowing neon had a role. Gradually | removed the base panel and the pictures became hung reliefs. The
culmination of this stage was the creation of the 300 x 300 x 180 cm spatial installation entitled The Annunciation. The figures of the Virgin
Mary and the angel were modelled in life size and installed into the three-dimensional outline of a room in a high-rise housing block.



Vesmirni kraceci, 1992, vyiezavany sololit, epoxidovy reliéf, asamblaz, barevné plexisklo, svételny zdroj, akryl na sololitu, 175 x 220 cm
Cosmic Walkers, 1992, cut-out hardboard, epoxy relief, assemblage, coloured Plexiglas, light source, acrylic on hardboard, 175 x 220 cm

Manéz velkomésta, 1992, vyiezavany sololit, epoxidovy reliéf, asamblaz, svételny zdroj, kovova konstrukce, akryl na sololitu, 175 x 220 cm
The Circus-ring of the City, 1992, cut-out hardboard, epoxy relief, assemblage, light source, metal construction, acrylic on hardboard, 175 x 220 cm
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Interiér 1., 1993, vyiezavany sololit, epoxidovy reliéf, kolaz, asamblaz, svételny zdroj, akryl na sololitu, 122 x 165 cm Dostavenicko, 1993, vyiezavany sololit, epoxidovy odlitek, asamblaz, akryl na preklizce, 122 x 165 cm
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Interior 1, 1993, cut-out hardboard, epoxy relief, collage, assemblage, light source, acrylic on hardboard, 122 x 165 cm Rendezvous, 1993, cut-out hardboard, epoxy cast, assemblage, acrylic on plywood, 122 x 165 cm



Oziveni, 1993, akryl, epoxidovy reliéf, 122 x 165 cm
Livening Up, 1993, acrylic, epoxy relief, 122 x 165 cm

Interiér 1., 1993, akryl, asamblaz, epoxidovy odlitek na sololitu, 122 x 165 cm
Interior 11, 1993, acrylic, assemblage and epoxy cast on hardboard, 122 x 165 cm
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Padajici, klecici, lezici, 1994, epoxidovy reliéf, fotoplatno, prosivana deka, kovové hvézdy, akryl, 130 x 450 cm
Falling, Kneeling, Lying Down, 1994, epoxy relief, photo-canvas, sewn blanket, metal stars, acrylic, 130 x 450 cm

Nékdo je za dveimi, 1992, vyiezavany sololit, epoxidovy reliéf, kolaz, asamblaz, svételny zdroj, akryl na sololitu, 170 x 230 cm
Someone’s at the Door, 1922, cut-out hardboard, epoxy relief, collage, assemblage, light source, acrylic on hardboard, 170 x 230 cm
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POCTA MANYRISMU 1994-1997

Do ateliéru mi poStou pfiSel program vystav Narodni galerie v Praze. Byla v ném i mala ¢ernobila reprodukce obrazu Vulkdnova dilna od

M. van Heemskercka. Na reprodukci mé zaujala plasti¢nost malby muzskych zad, a jak jsem se na ni dival, dostal jsem chut procvicit si podle
ni kresbu. A protoze jsem mél zrovna na desce napnuty papir 100 x 125 cm, vzniklo zcela neplanované prvni dilo ze série Pocta manyrismu.
Vysledek této prace mé prekvapil a natolik uspokaoijil, Ze jsem zacal pfemyslet, jak pokracovat dal. Studoval jsem odbornou literaturu, chodil
do knihovny Uméleckoprimyslového muzea, prohléd| si spoustu véci z té doby a pustil se do dal3i prace. Nakonec jsem na papir podle many-
ristickych predloh maloval tfi roky a vzniklo na Sedesat praci. Série méla nékolik tematickych okruh a jako pfedloh jsem pouzil malby, fresky,
plastiky, kresby, grafiku i umélecké femeslo predevsim ze shirek Rudolfa Il. S naméty jsem nakladal volné, kombinoval dohromady vice predloh
i autord. Pfi praci jsem s pietou i Uctou k vykon(im starych mistrGi poméroval své schopnosti s uménim, které bylo virtudzni, kreativni, hravé,
dokonalé. Cyklus byl vystaven v roce 1997 v tehdejich prostorach Ceského muzea vytvarnych uméni v domé U Cerné Matky BoZi v Praze jako
piispévek k velké rudolfinské akci, ktera v tom roce v Praze probihala. Poté byl pfedstaven v dal3ich galeriich v Ceské republice i v zahraniéi.

HOMAGE TO MANNERISM 1994-1997

A programme of exhibitions at the National Gallery in Prague arrived by post at my studio. It contained a small black-and-white reproduction
of the painting The Workshop of Vulcan by M. van Heemskerck. | was fascinated by the plasticity of the painting of men’s backs, and as

| looked at it | felt the urge to make a drawing of it as an exercise. And because | just happened to have a 100 x 125 c¢m piece of paper
stretched on my board, what emerged was the wholly unplanned first work of the series Homage to Mannerism. The results of this work
surprised and satisfied me so much that | started to think of how to carry on. | studied academic literature and made visits to the library of the
Museum of Decorative Arts; | took a look at many things from that period and then embarked on further work. In the end | painted on paper
according to Mannerist models for three years and produced as many as sixty works. The series had several thematic circles, and as models

| used paintings, frescoes, sculptures, drawings, prints and fine craft objects mostly from the collections of Rudolph II. | treated the subjects
freely, combing models and artists. In this work, with respect and piety towards the achievements of the Old Masters, | was measuring up my
abilities with an art that was masterly, creative, playful and perfect. The series was exhibited in 1997 at the House of the Black Madonna, a
venue that then belonged to the Czech Museum of Fine Arts in Prague, as my contribution to the major Rudolphine project that took place in
Prague that year. Later it was presented at other galleries in the Czech Republic and abroad.



Vulkanova dilna, 1994, akryl na papite, profezano, 110 x 150 cm; predloha: M. van Heemskerck

Alegorie, 1994, akryl na papire, 110 x 150 cm; piedloha: Giulio Romano, Palazzo del Te, Mantova
Vulcan's Workshop, 1994, acrylic on paper, cut through, 110 x 150 cm; Model: M. van Heemskerck Allegory, 1994, acrylic on paper, 110 x 150 cm; Model: Giulio Romano, Palazzo del Te, Mantua
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Unos na Jiznim Mésté&, 1996, akryl na papife, profezano, 110 x 150 cm; predloha: Jan Mueller, rytiny podle zni¢eného voskového modelu Adriana de Vriese Unos Sabinek (dva pohledy) 60
Rape in Prague, 1996, acrylic on paper, cut through, 110 x 150 cm; Model: Jan Mueller, engravings after Adrian de Vries's lost wax model of the Rape of the Sabine Women (two views)

Dva Herkulové, 1995, akryl na papife, 110 x 150 cm; predloha: Adrian de Vries, studie Herkula se Ivi kiizi, Adrian de Vries, Herkules s jablky Hesperidek
Two Herculeses, 1995, acrylic on paper, 110 x 150 cm; Model: Adrian de Vries, study of Hercules with the Lionskin, Adrian de Vries, Hercules with the Apples of the Hesperides
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Muz Brus, Zena Hodiny, élovék Zvonice, 1996, akryl na papife, 110 x 150 cm; pfedloha: Giovanni Bracelli, Clovék Brus a ¢lovék Zvonice, 1624 Geometricka krajina, 1996, akryl na papife, 110 x 150 cm; predloha: Lorenz Stoer, Geometrickd krajina I., Geometrickd krajina II.
Man Whetstone, Woman Clock, Human Belfry, 1996, acrylic on paper, 110 x 150 cm; Model: Giovanni Bracelli, Human Whetstone and Human Belfry, 1624 Geometrical Landscape, 1996, acrylic on paper, 110 x 150 cm; Model: Lorenz Stoer, Geometrical Landscape |, Geometrical Landscape II




Zapas draka s vosou, 1996, akryl na papite, sekany papir, 110 x 150 cm; predloha: Agostino Veneziano, Drak a motyl, okolo 1530
Dragon Fighting a Wasp, 1996, acrylic on paper, cut paper, 110 x 150 cm; Model: Agostino Veneziano, Dragon and a Butterfly, c. 1530

Parecek, 1996, akryl na papife, koldZ, tepany papir, 110 x 150 cm; predloha: Arent van Bolten, Dvojice nestviinych ptakd, okolo 1630
Couple, 1996, acrylic on paper, collage, embossed paper, 110 x 150 cm; Model: Arent van Bolten, Pair of Monstrous Birds, c. 1630
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66 67 Venuse a Mars, 1994, akryl na papite, fezany papir, 110 x 150 cm; predloha: Matthdus Gundelach, Venuse a Mars, 1612, kresha perem, 12,9 x 19 cm
Venus and Mars, 1994, acrylic on paper, cut paper, 110 x 150 cm; Model: Matthaus Gundelach, Venus and Mars, 1612, pen-and-ink drawing, 12.9 x 19 cm

Mrtvy Kristus, 1996, akryl na papite, 110 x 150 cm; pfedloha: Hans von Aachen, Studie mrtvého Krista, 20,6 x 26,7 cm
The Dead Christ, 1996, acrylic on paper, 110 x 150 cm; Model: Hans von Aachen, Study of the Dead Christ, 20.6 x 26.7 cm



Kruh z andilk, 1997, akryl na papite, sprej, 110 x 150 cm Drnkajici andilek, 1997, akryl na papife, 110 x 150 cm; predloha: Giovanni Battista di Jacopo, zvany Rosso Fiorentino, Muzicirujici andilek, 1521, 39 x 47 cm
Circle of Cherubs, 1997, acrylic on paper, spray paint, 110 x 150 cm Strumming Cherub, 1997, acrylic on paper, 110 x 150 cm; Model: Giovanni Battista di Jacopo known as Rosso Fiorentino, Cherub Making Music, 1521, 39 x 47 cm







MALBA NA POLYSTYRENOVYCH DESKACH 1997-1998

Po praci na cyklu Pocta manyrismu jsem se s chuti vratil ke zcela ,vlastni” volné tvorbé. Tou dobou jsem zkousel zpracovavat, , recyklovat”

a pretvaret polystyrenové podtacky z oballi na potraviny. Material odpadovy, laciny mne na jednu stranu odpuzoval, ale byl i né¢im pfitaZlivy.
Tacky se daly pouZit jako podklad pod asambldz, ale Slo je profezavat, rozstfihat, vyuZit jejich zaobleni a skladat z nich kvétiny i figury. Tato
prace je pro mne tak zajimava a stale jina, Ze se ji pribézné vénuiji stale.

Malé artefakty mé privedly na myslenku malovat na velké polystyrenové desky formatu 120 x 160 x 10 cm. Polystyren tim, Ze je lisovany

z drobnych kulicek, dava akrylové malbé specificky charakter a navic umoZiuje vytvaret zahloubeny reliéf, ktery vytvari dalSi dimenzi prostoru.
Hotova dila byla zatavena do priihledné félie ze zmékceného PVC, a tim vznikl specificky objekt.

PAINTING ON POLYSTYRENE PANELS 1997-1998

After my work on the Homage to Mannerism series, | had a desire to get back to free art that was entirely ‘mine’. In this period | experimented
in processing, ‘recycling’ and remoulding polystyrene trays from food packaging. This was waste, cheap material that on one hand repelled

me but was in some way attractive too. The trays could be used as bases for assemblage, but could also be cut through, or cut all round; their
curved shape could be exploited and flowers and figures could be made out of them. For me, this work is so interesting and always different
that | still continue to do it from time to time.

These small artefacts led me to the idea of painting on large polystyrene panels, 120 x 160 x 10 cm in format. Because polystyrene is pressed
out of small balls, it gives acrylic paint a special character and also makes it possible to create concave relief, which creates another dimension
of space. The final works were sealed into transparent film made of softened PVC, creating a distinctive object.



Vesmirny samec, 1997, akryl na polystyrenu, vpichy, 120 x 160 x 10 cm
Cosmic Male, 1997, acrylic on polystyrene, pricks, 120 x 160 x 10 cm

Péza, 1997, akryl na polystyrenu, zahloubeny reliéf, 120 x 160 x 10 cm

4 75 Pose, 1997, acrylic on polystyrene, sunk releif, 120 x 160 x 10 cm



Hradby, 1997, akryl na polystyrenu, tepany reliéf, 120 x 160 x 10 cm Interiér, 1997, akryl na polystyrenu, 120 x 160 x 10 cm
Battlements, 1997, acrylic on polystyrene, embossed relief, 120 x 160 x 10 cm Interior, 1997, acrylic on polystyrene, 120 x 160 x 10 cm




Padajici do vody, 1997, akryl na polystyrenu, vmackavané modelace, 120 x 160 x 10 cm Tak i onak, 1997, akryl na polystyrenu, 120 x 160 x 10 cm
Man Falling into Water, 1997, acrylic on polystyrene, crushed modelling, 120 x 160 x 10 cm One Way and Another, 1997, acrylic on polystyrene, 120 x 160 x 10 cm
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Svéceni jara, 1997, akryl na polystyrenu, fezany reliéf, 120 x 160 x 10 cm
The Rites of Spring, 1997, acrylic on polystyrene, carved relief, 120 x 160 x 10 cm
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Dira, 1997, akryl na polystyrenu, zahloubeny reliéf, 120 x 160 x 10 cm
Hole, 1997, acrylic on polystyrene, sunk relief, 120 x 160 x 10 cm



6. Malba na plexiskle / Painting on Plexiglas
1998-2000



MALBA NA PLEXISKLE 1998-2000

Jako dalsi ne zcela tradi¢ni material pro sérii maleb jsem pouZil rozmérné plexisklové desky. Vzdy mé okouzlovala lidova malba na skle. Kdysi
v mladi jsem si tuto techniku vyzkousel. Prace na zadni strané absolutné hladkého podkladu je tpIné jind nez tradi¢ni malba. To, co se pfi mal-
bé na platné déla na zavér, se v tomto pfipadé musi namalovat jako prvni. Divak ma kontakt s absolutné hladkou malbou, veskery kolorismus
i struktury barvy se odehravaji na zadni strané. Prihledny podklad umoznil nékteré plochy malovat tak fidce, Ze jsou priisvitné, néktera mista
jsem vynechal, a tak vznikl prihled za obraz do tajemného prostoru. Pfi prosvétleni ze zadni strany malba oZiva, méni se, zacina zafit. Pro do-
cileni vétsi prostorové hloubky jsem nékteré obrazy skladal i ze dvou plexisklovych desek.

PAINTING ON PLEXIGLAS 1998-2000

As another, not entirely traditional material for a series of paintings | used large sheets of Plexiglas. Folk painting on glass had always
enchanted me. Once | had tried out the technique in my youth. Working on the reverse side of an absolutely smooth base is completely
different to traditional painting. On glass, what is done at the end of a painting on canvas is what has to be painted first. The viewer has
contact with an absolutely smooth painting, with all the colourism and structure of the paint happening on the rear. The transparent base
makes it possible to paint some areas so thinly that they are translucent, | left other places alone and the result was a vista into a mysterious
space behind the picture. lllumination from the back of the painting brings the painting to life, changes it and it starts to shine. To gain greater
spatial depth | assembled some paintings from two Plexiglas sheets.




Skok, 1999, akryl na plexiskle, 133 x 173 cm
Jump, 1999, acrylic on Plexiglas, 133 x 173 cm

Let, 2000, akryl na plexiskle, 133 x 173 cm
Flight, 2000, acrylic on Plexiglas, 133 x 173 cm
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Zatisi s delfinem, 1999, akryl na plexiskle, prthledy, 135 x 170 cm Muflonka, 1998, akryl na plexiskle, préihledy, 135 x 170 cm
Still Life with a Dolphin, 1999, acrylic on Plexiglas, through-views, 135 x 170 cm She-Moufflon, 1998, acrylic on Plexiglas, through-views, 135 x 170 cm
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Digitalni bézci, 1999, akryl na plexiskle, priihledy, 135 x 170 cm Zare, 1998, akryl na plexiskle, prahledy, 135 x 170 cm
Digital Runners, 1999, acrylic on Plexiglas, through-views, 135 x 170 cm Radiance, 1998, acrylic on Plexiglas, through-views, 135 x 170 cm




Tvary v prostoru, 1999, akryl na plexiskle, prihledy, 135 x 170 cm
Forms in Space, 1999, acrylic on Plexiglas, through-views, 135 x 170 cm

Vesmirné zatisi, 1999, akryl na plexiskle, priihledy, 135 x 170 cm
Cosmic Still Life, 1999, acrylic on Plexiglas, through-views, 135 x 170 cm
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7. Cerna série / The Black Series
2001-2004




CERNA SERIE 2001-2004

Impulzem k cyklu Cerna série byla nabidka vystavovat v Ostravé. Pfi vysloveni jména tohoto mésta, které ma jisté velkou kulturni tradici, jsem
se nicméné nemohl zbavit asociace pfivlastku ,Cerna“.V té dobé jsem zrovna stavél ateliér a na zemi leZela stfedni lepenka IPA, na jejimz
¢erném povrchu zanechaly boty femeslinikii bilé otisky. Cerny asfaltovy material se mi k Ostravé tak néjak hodil, navic se ukazalo, Ze ma jako
podklad pod malbu mnoho zajimavych a zvlastnich vlastnosti. Udélal jsem si nékolik barevnych zkousek a podklad pfekvapivé spolupracoval.
Zamérné jsem maloval priimyslovymi barvami, jako jsou tfeba podkladové barvy na koy, stfibfenka, latex nebo Balakryl. V prvni viné jsem
vytvoril sérii o rozmérech 70 x 100 cm. Vystava probéhla a po ni jsem dostal nabidku na dal3i, a to opét v Ostravé, v Domé umeéni. Pro tuto vy-
stavu jsem format zvétsil na 100 x 125 cm.

THE BLACK SERIES 2001-2004

The impulse for the Black Series was an invitation to exhibit in Ostrava. Hearing the name of that city, which definitely has a great cultural
tradition, | still couldn’t get rid of the conventional association between the mining city and the word ‘black’ (It's nicknamed ‘Black Ostrava’
in Czech). At the time | was building my new studio and there, lying on the floor, was IPA ceiling board — the boots of the workmen had left
white prints on its black surface. The black asphalt material somehow suited my notion of an Ostrava project, and what's more it turned

out to have many interesting and peculiar properties as a base for paint. | made several paint tests and surprisingly the base cooperated. |
deliberately worked with industrial paints such as base paints for metal, silver paint, latex and Balakryl. In the first batch | created a series of
70 x 100 cm paintings. The exhibition took place, and after it | had an offer to stage another exhibition in Ostrava, this time at the House of
Art. For this exhibition | enlarged the format to 100 x 125 cm.



Hvézdna rodinka, 2002, akryl na stiesni lepence IPA, 70 x 100 cm
Star Family, 2002, acrylic on IPA ceiling board, 70 x 100 cm

Dusi miminko, 2003, akryl na stiesni lepence IPA, 100 x 140 cm
A Baby at Heart, 2003, acrylic on IPA ceiling board, 100 x 140 cm

98 99



Umirajici, 2003, akryl na stfesni lepence IPA, 100 x 140 cm Ve dvefich, 2003, akryl na stfesni lepence IPA, 100 x 140 cm
Dying Woman, 2003, acrylic on IPA ceiling board, 100 x 140 cm At the Door, 2003, acrylic on IPA ceiling board, 100 x 140 cm




Brachové délaji vizitaci, 2003, akryl na stresni lepence IPA, 100 x 140 cm Bledémodry interiér, 2003, akryl na stiesni lepence IPA, 100 x 140 cm
Peeping Brothers, 2003, acrylic on IPA ceiling board, 100 x 140 cm Pale-blue Interior, 2003, acrylic on IPA ceiling board, 100 x 140 cm




Truchlici andél, 2003, akryl na stresni lepence IPA, 100 x 140 cm
Mourning Angel, 2003, acrylic on IPA ceiling board, 100 x 140 cm

Piilnocni andél, 2003, Synorex na stiesni lepence IPA, 100 x 140 cm

Midnight Angel, 2003, Synorex on IPA ceiling board, 100 x 140 cm 104 105
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Zuzana a starci, 2002, akryl na stiesni lepence IPA, 70 x 100 cm
Susanna and the Elders, 2002, acrylic on IPA ceiling board, 70 x 100 cm

Klecici milenci, 2003, akryl na stresni lepence IPA, 100 x 140 cm

106 107 Kneeling Lovers, 2003, acrylic on IPA ceiling board, 100 x 140 cm



Rotacni niiz, 2003, akryl na vrstvené stiesni lepence IPA, 100 x 140 cm Sméjici se ornament, 2003, akryl na stfesni lepence IPA, 100 x 140 cm
Rotary Knife, 2003, acrylic on IPA ceiling board, 100 x 140 cm Laughing Ornament, 2003, acrylic on IPA ceiling board, 100 x 140 cm







PROSKRABAVANE OBRAZY 2004-2006

Jsem kreslif a linie je pro mne charakteristicka. V sérii proskrabavanych obrazii jsem naplno vyuZil schopnost plynulou zjednodusenou stylizo-
vanou linkou vyjadfit pfibéh. ProSkrabavana linka ma své osobité kouzlo, to jsem poznal pfi praci v keramické dilné, kde jsem do mékkého po-
vrchu hliny ryl kresbu na vazy nebo misy. Na platné jsem si upravenou sadrou vytvofil podobnou mékkou vrstvu, do niz jsem rychle, nez sadra
ztvrdla, vyryl kompozici. Po zaschnuti jsem sadrovy povrch pomaloval akrylovymi barvami. BEhem prace na tomto cyklu jsem zkousel i akryla-
tové tmely. VZdy jsem se vyhybal malym format(im, ale u této techniky je men3i rozmér platna vyhodou. Pfi zplsobu prace, kdy ma vyniknout
hlavné chutnost linky, je podil malby mensi. Pokud jsem se snazil dilo promalovat, vytratila se lehkost a obraz nevyznél. K technice Skrabané
linky jsem se vratil v roce 2009 a pro rytou vrstvu zvolil jiny material — akrylatovou probarvenou pastu Denascoat.

SCRATCHED-THROUGH PAINTINGS 2004-2006

| am a draughtsman and line is characteristic for me. In a series of scratched-through paintings | fully exploited the ability to express a story
through a flowing, simplified, stylised line. The scratched-through line has its own individual charm, as | learned when working in a pottery
workshop where | engraved drawings into the soft surface of the clay for a vase or bowl. On the canvas | created a similar soft layer out of
modified plaster into which | quickly carved my composition before the plaster could set. When it was dry, | painted the plaster surface using
acrylics. During work on this cycle | also tried out acrylate cements. | always tended to avoid small formats, but with this technique it is an
advantage when the canvas is smaller. When the main point is to bring out the delightful character of the line, the share of painting is smaller.
If I had tried to paint the work through and through, the lightness would have gone and the picture would have lost its impact. | returned to
the technique of the scratched line in 2009 and chose another material for the scratched layer — Denascoat acrylate coloured paste.



Adam a Eva, 2005, akrylatovy tmel, akryl na platné, 34 x 50,5 cm
Adam and Eve, 2005, acrylate cement, acrylic on canvas, 34 x 50.5 cm

Pohlavni znaky, 2005, Ready Mix Filler, akryl na platné, 40,5 x 51 cm
Sexual Characteristics, 2005, Ready Mix Filler, acrylic on canvas, 40.5 x 51 cm
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Paroubek a Martani, 2005, Ready Mix Filler, akryl na platné, 74 x 90 cm
Paroubek and the Martians, 2005, Ready Mix Filler, acrylic on canvas, 74 x 90 cm

Stojici Adam, bézici Eva, 2005, proskrabavana sadra, akryl na platné, 53 x 71 cm
Standing Adam, Running Eve, 2005, scratched-through plaster, acrylic on canvas, 53 x 71 cm
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Srasty, 2005, akrylatovy tmel, akryl na platné, 56,5 x 70,5 cm Krasné rajce, 2005, Ready Mix Filler, akryl na platné, 40,5 x 51 cm
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Concresecences, 2005, acrylate cement, acrylic on canvas, 56.5 x 70.5 cm Beautiful Tomato, 2005, Ready Mix Filler, acrylic on canvas, 40.5 x 51 cm



Ruka, 2006, akrylatovy tmel, akryl na platné, 60 x 75 cm Pan a pani Mondrianovi, 2006, akrylatovy tmel, akryl na platné, 64 x 71 cm
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Hand, 2006, acrylate cement, acrylic on canvas, 60 x 75 cm Mr and Mrs Mondrian, 2006, acrylate cement, acrylic on canvas, 64 x 71 cm



Ptakoopicak, 2005, Ready Mix Filler, akryl na platné, 64,5 x 81 cm Mimozemstané, 2005, Ready Mix Filler, akryl na platné, 59,5 x 76 cm

Bird-monkey, 2005, Ready Mix Filler, acrylic on canvas, 64.5 x 81 cm 122 123 Space Aliens, 2005, Ready Mix Filler, acrylic on canvas, 59.6 x 76 cm



Torzo, 2009, Denascoat a akryl na platné, 45 x 70 cm
Torso, 2009, Denascoat and acrylic on canvas, 45 x 70 cm

Lebka hlavou vzhiru, 2009, Denascoat a akryl na platné, 37 x 50 cm
Upside-down Skull, 2009, Denascoat and acrylic on canvas, 37 x 50 cm
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MALBA NA PLATNE 2007-2010

Po obdobi experimentovani s riznorodymi materialy a podklady jsem se v roce 2007 vratil k tradi¢ni malbé na platné. Zvolil jsem stejny format
105 x 145 cm jako v pocatcich své tvorby. Pro mne se tim symbolicky uzavrel kruh a skoncila jedna etapa mé prace. Tato série neni tematicky
zamérena, vychazi z kreseb, které se béhem let nastradaly. Kresby si tfidim a naméty si vybiram se zamérem, aby obrazy, které vznikaji, tvorily
soubor, jenz je vyvazeny a pfitom riznorody a navzajem se podporuje. Oproti pocatecni tvorbé nejsou obrazy déjové prehusténé, jsou jedno-

vvvs

ce skvélych obrazd, které jiz byly v déjinach uméni vytvoreny. Najit si v této konkurenci své misto je tak tézké.

PAINTING ON CANVAS 2007-2010

After a period of experimenting with all kinds of different materials and bases, in 2007 | went back to traditional painting on canvas. | chose
the same format — 105 x 145 cm — as at the beginning of my career. For me, this meant | had come full-circle and that one stage of my work
was coming to an end. This series is not thematically orientated, and is based on drawings that I've accumulated over the years. | sort the
drawings and choose the subjects with a view to ensuring that the paintings that emerge will form a series that is balanced, diverse and in
which the paintings support each other. Unlike my early work, these pictures are not over-congested in terms of events but are simpler and
more lucid. The brushwork is surer, the colours brighter and the tones purer. | consider painting on canvas to be the hardest discipline in art.
Before my eyes | have thousands of brilliant paintings that have already been created in the history of art. To find a place for oneself in such
competition is so difficult.
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Bila klecici, 2007, akryl na platné, 105 x 145 cm 130 131 Double, 2008, akryl na platné, 105 x 145 cm
White Kneeling Woman, 2007, acrylic on canvas, 105 x 145 cm Double, 2008, acrylic on canvas, 105 x 145 cm



Stara struktura a kurator v pozadi, 2007, akryl na platné, 105 x 145 cm Pod kfidlem noci, 2009, akryl na platné, 105 x 145 cm
Old Regime and a Curator at the Rear, 2007, acrylic on canvas, 105 x 145 cm Under the Wing of the Night, 2009, acrylic on canvas, 104 x 145 cm




Smrdi krchovem, 2009, akryl a olej na platné, 105 x 145 cm
Cruising for a Bruising, 2009, acrylic and oil on canvas, 105 x 145 cm

Senzibilka, 2009, akryl a olej na platné, 105 x 145 cm
Clairvoyant, 2009, acrylic and oil on canvas, 105 x 145 cm
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Ctverak, 2007, akryl a olej na platnég, 105 x 145 cm
A Fine Couple, 2007, acrylic and oil on canvas, 105 x 145 cm Joker, 2007, acrylic and oil on canvas, 105 x 145 cm

Parecek, 2007, akryl a olej na platné, 105 x 145 cm 136 137
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Bobina v lazni, 2009, akryl a asambldz na platné, 105 x 145 cm
Bathing Bobina, 2009, acrylic and assemblage on canvas, 105 x 145 cm

Draci, 2009, akryl a olej na platné, 105 x 145 cm
Kites, 2009, acrylic and oil on canvas, 105 x 145 cm
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Déleni, 2008, akryl na platné, 105 x 145 cm
Division, 2008, acrylic on canvas, 105 x 145 cm
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Tii Gracie, 2007, akryl a olej na platné, 105 x 145 cm
The Three Graces, 2007, acrylic and oil on canvas, 105 x 145 cm



Plechova vanicka, 2008, akryl na platné, 105 x 145 cm
Tin Bath, 2008, acrylic on canvas, 105 x 145 cm Three Dancers, 2009, acrylic and oil on canvas, 105 x 145 cm

Tii tanecnice, 2009, akryl a olej na platné, 105 x 145 cm
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Rané kreshby, 1980, akvarel na papife, cca 5 x 10 cm 148 149 Rané kreshby, 1980, akvarel na papife, cca 5 x 10 cm
Early drawings, 1980, watercolour on paper, approx. 5 x 10 cm Early drawings, 1980, watercolour on paper, approx. 5 x 10 cm



Usekla hlava, 1985, kresba, kombinovana technika na papife, 42 x 60 cm
Severed Head, 1985, drawing, mixed media on paper, 42 x 60 cm

Zizkovské Zeny, 1988, kresba, kombinovana technika na papite, 42 x 60 cm
Women of Zizkov, 1988, drawing, mixed media on paper, 42 x 60 cm

Letusky, 1986, kresha, kombinovana technika na papife, 42 x 60 cm Valeni v traveé, 1990, kombinovana technika na papife, 45 x 62 cm
Air Hostesses, 1986, drawing, mixed media on paper, 42 x 60 cm Rolling in the Grass, 1990, mixed media on paper, 45 x 62 cm
Bambula, 1989, kresba, kombinovana technika na papife, 42 x 60 cm 150 151 Slunéni, 1991, kresba, kombinovana technika na papife, 42 x 60 cm
Booby, 1989, drawing, mixed media on paper, 42 x 60 cm Sunbathing, 1991, drawing, mixed media on paper, 42 x 60 cm

Blbnuti na chodbé, 1990, kombinovana technika na papife, 45 x 62 cm
Fooling around in the Corridor, 1990, mixed media on paper, 45 x 62 cm

Muz a Zena, 1989, kresba, kombinovana technika na papire, 42 x 60 cm
Man and Woman, 1989, drawing, mixed media on paper, 42 x 60 cm
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Malé kresby, 1990-2009, kombinovana technika na papife, 21 x 29,5 cm Malé kresby, 1990-2009, kombinovana technika na papife, 21 x 29,5 cm
Small drawings, 1990-2009, mixed media on paper, 21 x 29.5 cm Small drawings, 1990-2009, mixed media on paper, 21 x 29.5 cm



Vzornik, 2003, 226 listd, akryl na papite, 7,5 x 21,5 x 6 cm
Pattern Book, 2003, 226 plates, acrylic on paper, 7.5 x 21.5 x 6 cm
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Vlevo nahore: Art deco, 2004, 144 stran, akryl na papife, 19 x 15 x 2,5 cm
Upper left: Art Deco, 2004, 144 pages, acrylic on paper, 19 x 15 x 2.5 cm
Vlevo dole: Zena svata, 2000, 134 stran, akryl na papife, 21 x 15 x 1,5 cm
Lower left: Holy Woman, 2000, 134 pages, acrylic on paper, 21 x 15 x 1.5 cm
Vpravo: Janina kniha, 1998, 27 list0, akryl na papife, 20,5 x 16 x 1cm
Right: Jana's Book, 1998, 27 plates, acrylic on paper, 20.5 x 16 x 1 cm
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Vlevo nahore: Art deco, 2004, 144 stran, akryl na papife, 19 x 15 x 2,5 cm
Upper left: Art deco, 2004, acrylic on paper, 19 x 15 x 2.5 cm, 144 pages

Vlevo dole: Janina kniha, 1998, 27 listti, akryl na papite, 20,5 x 16 x 1 cm
Below left: Jana's Book, 1998, acrylic on paper, 20.5 x 16 x 1 cm, 27 pages

Vpravo: Zena svata, 2000, 134 stran, akryl na papife, 21 x 15 x 1,5 cm
Right: Holy Woman, 2000, acrylic on paper, 21 x 15 x 1.5 cm, 134 pages
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GRAFIKA, PLECHOVE ZNACKY

Jako prevazna vétSina umélcil se zabyvam také grafikou. Ze vSech grafickych technik, které jsem mél moznost vyzkouset, mi nejvice vyhovuje
litografie pro Sirokou paletu vyrazovych prostredk(i. Na kamen lze kreslit tuzkou, kfidou, perem, Stétcem, Ize lavirovat, stfikat. Soutisky dvou

a vice barev jsou neopakovatelné a az zahadné. Vysledek je nezaménitelny, ma sv(ij osobity charakter. Chvile stravené v litografické dilné s tis-
kafi jsou pro mne vybornym tvarcim zpestfenim.

Mezi grafické techniky bych zaradil i sérii deseti motiv(i vytvofenych na plechu v tovarné, ktera mimo jiné vyrabi i statni poznavaci znacky. Pod-
le mych predloh zde byla vyrobena dvoudilna raznice. Vznikly plechovy reliéf byl za tepla potistén linearni ¢ernou konturou a barevné plochy
byly lepeny z reflexni barevné félie. Tato fada ,znacek” zapada do kontextu experimentovani s rliznymi materialy. V soucasné dobé zkousim
grafiku vyfezavanou laserem z tenkych PVC fdlii, které svoji tlouStkou pfipominaji arch papiru. DalSi zajimavy material, dalsi zajimavy vysledek.
PRINTS, SHEET-METAL SIGNS

Like most artists | also make prints. Of all the graphic techniques that I've had the chance to try, what suits me most is lithography because
of its wide palette of expressive techniques. On stone you can draw with pencil, chalk, pen or brush, and you can use wash or spray. The

combined prints of two or more colours are special and even mysterious. The result is unique; it has its own distinctive character. | find
moments spent in the lithographic studio with the printers a wonderful creative diversification.

| would also include among my graphic techniques a series of ten motifs created on sheet metal in a factory that, among other things,

produces car number-plates. Here a two-section punch was made to my designs. The resulting metal relief was imprinted under heat with
a linear black contour, and coloured sections made of reflective coloured film were glued on. This series of ‘signs’ falls into the context of

experimentation with different materials. Currently | am trying out prints cut with a laser out of thin PVC film, as thin as a sheet of paper.
Another interesting kind of material, and another interesting result.
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Ty, 1993, barevna litografie, 42 x 60 cm CB TV, 1993, barevn4 litografie, 42 x 60 cm 160 161 Plesoun, 1993, sitotisk, 42 x 60 cm Uéesy, 1993, barevna litografie, 42 x 60 cm
You, 1993, colour lithograph, 42 x 60 cm Black-and-White TV, 1993, colour lithograph, 42 x 60 cm Baldy, 1993, silkscreen print, 42 x 60 cm Hairstyles, 1993, colour lithograph, 42 x 60 cm



Tvar, 1993, barevna litografie, 42 x 60 cm Krystal, 1993, barevna litografie, 42 x 60 cm Muz v tisni, 2001, barevnd litografie, 53 x 76 cm

Form, 1993, colour lithograph, 42 x 60 cm Crystal, 1993, colour lithograph, 42 x 60 cm 162 163 Man in Distress, 2001, colour lithograph, 53 x 76 cm



Vesmirna panna, 2001, barevna litografie, 53 x 76 cm TFi Gracie, 2009, barevna litografie, 30 x 46 cm Pizpuisobivost, 2009, barevna litografie, 23 x 31 cm

Cosmic Virgin, 2001, colour lithograph, 53 x 76 cm 164 165 The Three Graces, 2009, colour lithograph, 30 x 46 cm Adaptibility, 2009, colour lithograph, 23 x 31 cm



Poprsi, 2003, razeny plech s vlepovanou reflexni félii a tisténou linkou, 20 x 28 cm
Bust, 2003, stamped metal with glued-on reflective film and printed line, 20 x 28 cm

Rukousahnuti, 2003, razeny plech s vlepovanou reflexni félii a tisténou linkou, 20 x 28 cm
Touchy Feely, 2003, stamped metal with glued-on reflective film and printed line, 20 x 28 cm
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Chlapec, 2003, razeny plech s vlepovanou reflexni fdlii a tisténou linkou, 20 x 28 cm
Boy, 2003, stamped metal with glued-on reflective film and printed line, 20 x 28 cm

Kuaii, 2003, razeny plech s vlepovanou reflexni folii a tisténou linkou, 20 x 28 cm
Horse, 2003, stamped metal with glued-on reflective film and printed line, 20 x 28 cm

Spuleni, 2003, razeny plech s vlepovanou reflexni félii a tisténou linkou, 20 x 28 cm

166 167 Bézici, 2003, razeny plech s vlepovanou reflexni fdlii a tisténou linkou, 20 x 28 cm
Pouting, 2003, stamped metal with glued-on reflective film and printed line, 20 x 28 cm

Running Woman, 2003, stamped metal with glued-on reflective film and printed line, 20 x 28 cm
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Divka, 2003, razeny plech s vlepovanou reflexni folii a tisténou linkou, 20 x 28 cm
Girl, 2003, stamped metal with glued-on reflective film and printed line, 20 x 28 cm

Stojici, 2003, razeny plech s vlepovanou reflexni folii a tisténou linkou, 20 x 28 cm
Standing Woman, 2003, stamped metal with glued-on reflective film and printed line, 20 x 28 cm






KOLAZE, DROBNE OBJEKTY Z POLYSTYRENU

KolaZ je osvédcena metoda. Efektu radikalniho fezu, uzaviené, pfisné ohranicené plochy, se neda Iépe docilit. Véci se sebou zdanlivé nesou-
visejici Ize dostat do novych, prekvapivych vyznami. Kolazi se pribézné vénuji od zacatku tvorby, nékdy jen ¢astecné, jako soucasti kresby,
malby i plastiky ¢i keramiky, jindy zcela programové v celych sériich, kdy impulzem jsou napfiklad piknikové papirové talite, firemni katalogy,
prihledné barevné félie.

Stejné postupy pouzivam i pfi zpracovani polystyrenovych potravinovych obal(, které se mi stfadaji na pracovnim stole. Vysledkem je trojroz-
mérna kolaz, kterd ma dva tematické okruhy — samozfejmé figuru a pak nejriznéjsi motivy kvétinové. Objekty je mozné zezadu prosvécovat,
a tim docilit vétsi prostorové hloubky a zafivych barev.

COLLAGES, SMALL OBJECTS MADE OF POLYSTYRENE

The collage is a tried-and-tested technique. There is no better way to achieve the effect of a radical cut and enclosed, precisely defined
surfaces. Things that apparently have no connection can be put together to generate new, surprising meanings. I've used the collage technique
since the beginning of my work, sometimes just partially, as an element of a drawing, painting or sculpture or piece of pottery, and at other
times independently, in whole series, where the impulses have been paper picnic plates, for example, or company catalogues and transparent
coloured film.

| use the same technique in working on polystyrene food packing that accumulates on my desk. The result is a three-dimensional collage that
has two thematic elements — a figure, of course, and then all kinds of flower motifs. The object can be illuminated from behind and thus gains
greater spatial depth and radiant colours.



Stinohra, 2004, uhel, koldz na barevném papite, 70 x 100 cm 172 173 Poprsi, 2004, uhel, koléZ na barevném papife, 61 x 84 cm
Shadow-play, 2004, charcoal, collage on coloured paper, 70 x 100 cm Bust, 2004, charcoal, collage on coloured paper, 61 x 84 cm



Muz a Zena, 1993, akryl, kolaZ na metalickém papite, 70 x 100 cm
Man and Woman, 1993, acrylic, collage on metallic paper, 70 x 100 cm

Padajici, 1993, akryl, kolaZ na metalickém papite, 70 x 100 cm
Falling Woman, 1993, acrylic, collage on metallic paper, 70 x 100 cm
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Malé kolaze, 2008, 13 x 18 cm
Small collages, 2008, 13 x 18 cm

Malé kolaze, 2008, 10 x 14 cm
Small collages, 2008, 10 x 14 cm
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Malé kolaze, 2008, 9 x 13 cm

Malé kolaze, 2008, 10 x 14 cm
Small collages, 2008, 9 x 13 cm Small collages, 2008, 10 x 14 cm
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Polystyrenové objekty, 1992-2010, kolaz, polystyren, cca 5 az 15 cm x 5 az 20 cm

Polystyrenové objekty, 1992-2010, koldz, polystyren, cca 5 az 15 cm x 5 az 20 cm
Polystyrene objects, 1992-2010, collage on polystyrene, approx. 5 to 15 cm x 5 to 20 cm Polystyrene objects, 1992-2010, collage on polystyrene, approx. 5 to 15 cm x 5 to 20 cm
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PLASTIKA, KERAMIKA

Modelovani je velmi lakavé. Trojrozmérné dilo je oproti dvourozmérné malbé ¢i kresbé hmatatelné, realné. Mozna neni nahoda, Ze na Skole mi
byli blizci vice sochafi, s nimiZ jsem se mnoho let zabyval restaurovanim plastik. Tam jsou zaklady pro vlastni sochafskou tvorbu. | do mé malif-
ské prace se formou reliéfli dostaly plastické artefakty. Jako prvni samostatné figury v prostoru, odlité do epoxidu, vznikly Protivy, poté objekt
Zvéstovani a obfi lidské srdce, které je dnes ve dvorané prazské nemocnice IKEM. Pfi praci v tradi¢ni prazské keramické dilné Na Kampé jsem
kromé maleb na misach, vazach a dlazdicich vytvarel drobné uzitkové plastiky nebo vétsi glazované plastiky Zenskych figur. Tam jsem vytvofil

i dvé velké reliéfni hlavy nebo emblémy na fasadu a svoji nejvétsi realizaci s keramikem Frantiskem Svancarem — pies dva metry vysoké karya-
tidy Muz a Zena pro soukromou vilu u Prahy. Modelovani citim ¢as od ¢asu jako potiebu a oZiveni malifské prace.

SCULPTURE, CERAMICS

Modelling is very seductive, Compared to a two-dimensional painting or drawing, it is palpable, real. Perhaps it is no accident that at school |
acquired an affinity more towards sculptors than painters, and with sculptors | spent many years restoring sculpture. This was the basis for my
own sculptural work. Three-dimensional artefacts even enter my painting in the form of reliefs. My first independent figures in space, cast from
epoxy, were Nuisances, then the object The Annunciation and the giant human heart that is now installed in the courtyard of the Institute

for Clinical and Experimental Medicine in Prague. In working at the traditional Prague ceramic studio ‘Na Kampé' I've not only painted on
bowls, vases and tiles but also made small pieces of utility sculpture or larger glazed female figures. Here | also created two large relief heads,
emblems for facades and my largest work with the ceramic artist Frantidek Svancar — the caryatids Man and Woman, more than two metres
high, for a private villa in Prague. From time to time | find that modelling fulfils a need in me and enlivens my painting.



Protivy, 1989, epoxidovy odlitek, asambléz, akryl, sprej, dfevény sokl, 170 x 120 x 400 cm
Nuisances, 1989, epoxy cast, assemblage, acrylic, spray paint, wooden pedestal, 170 x 120 x 400 cm Reclining Bitch, 1991, seven pieces of glazed fire-clay pottery, 50 x 60 x 200 cm

Lezici mrcha, 1991, sedm kus( vysokopalené glazované samotové keramiky, 50 x 60 x 200 cm
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Zvéstovani, 1994, prostorova instalace, epoxidové odlitky, asamblaz, textil, svételny zdroj, 180 x 300 x 300 cm
The Annunciation, 1994, spatial installation, epoxy casts, assemblage, textile, light source, 180 x 300 x 300 cm Heart, 2000, epoxy cast, anti-corrosive polished metal sheet, metal structure, audio element, 352 x 400 x 400 cm

Srdce, 2000, epoxidovy odlitek, anticorovy lestény plech, kovova konstrukce, ozvuceno, 352 x 400 x 400 cm
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Karyatida Muz, 2000, vysokopélend glazovana $amotova hlina, vyska 210 cm 190 191 Karyatida Zena, 2000, vysokopélend glazovana 3amotova hlina, vygka 210 cm
Caryatid Man, 2000, glazed fire-clay, height 210 cm Caryatid Woman, 2000, glazed fire-clay, height 210 cm




Keramicka misa Zeny, 2002, primér 50 cm
Women ceramic bowl, 2002, diameter 50 cm

Keramicka misa Cupidové, 2003, priimér 50 cm
Cherubs ceramic bowl, 2003, diameter 50 cm
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14. Prace v architekture |/
Work in Architecture



PRACE V ARCHITEKTURE

PFi praci v architekture, v interiéru a exteriéru, se vzdy reaguje na konkrétni zadani, je to vyzva. Dané situaci je potfeba se pfizpusobit, podfi-
dit, ale zaroven ji dotvofit a podpofit. Maloval jsem v tovarné, na veterinarni klinice, v obchodé, v nemocnici, u bazénu, na radnici, ve vinném
sklepé, v koupelné, v cestovni kanceldfi, v hotelu, v soukromych domech. Kazda situace si zada jiné feSeni, a to je velmi vzruujici a zabavné.
Vétsinou se jedna o velké formaty, coz se lisi od bézné tvorby ohrani¢ené rozmérem platna — mohu se vic rozmachnout. Samoziejmé nejradéji
mam zadani, pfi kterych se pracuje bez predlohy a mohu na velké plose volné improvizovat. Nejcastéji jsem realizace maloval pfimo na zed,
nékdy modeloval z keramické hliny a glazoval, vznikaly reliéfy nebo volné plastiky. Maloval jsem i keramickymi barvami na obkladacky, dlazdi-
ce, kachlova kamna. Vytvarel jsem malby na skle, kobercich, na historickych dievénych truhlach, akrylatové vané nebo na plechu — smalty. Do
této oblasti zapadaji i tfi velkoformatové gobeliny, které byly utkany podle mych predloh v ramci projektu Moravské gobelinové manufaktury
nazvaného Actual Textile Art.

WORK IN ARCHITECTURE

In my work in architecture, interior and exterior, | always react to a specific commission — it's a challenge. | have to adapt to the given
situation and subordinate myself to it, but at the same time to complete it creatively in my own way and enhance it. | have painted in a
factory, a veterinary clinic, a shop, a hospital, by a swimming pool, at a town hall, in a wine cellar, in a bathroom, in a travel agency, a hotel
and in private houses. Each situation requires a different design and it is very exciting and great fun. Most of the work concerned is large-
format, different from ordinary work defined by the dimensions of the canvas, and so | can spread my wings more. Of course | like it best
when | can work without a design imposed from outside and can freely improvise on a large surface like this. Most often I've painted the work
directly on the wall, but sometimes I've modelled and glazed potter’s clay, creating reliefs or free sculpture. I've also painted with ceramic
glazes on wall tiles, floor tiles and tiled stoves. I've made paintings on glass, carpets, on historical wooden chests, on an acrylate bath and on
metal using enamels. This area of my work has included three large-format tapestries woven according to my designs as part of the Moravian
tapestry manufacture project known as Actual Textile Art.



Shon vsedniho dne, 1993, akryl na zdi, prvni mistnost ze tfi, byvala prodejna Popron, Praha, 25 m2
Everyday Bustle, 1993, acrylic on wall, the first room of three, former Popron shop, Prague, 25 m2

Tanec, 1993, akryl na zdi, byvala prodejna Popron, Praha, 10 m2 Slunéni, 1993, akryl na zdi, byvala prodejna Popron, Praha, 20 m?
Dance, 1993, acrylic on wall, former Popron shop, Prague, 10 m? Sunbathing, 1993, acrylic on wall, former Popron shop, Prague, 20 m2
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Hotel Libuse, 1997, glazované obkladacky, sténa 350 x 450 cm, bar 120 x 450 cm
Drawn In, 1995, painting in chalks on the wall, Behémét Gallery, Prague, two rooms Libuse Hotel, 1997, glazed wall tiles, wall 350 x 450 cm, bar 120 x 450 cm

Vykresleno, 1995, malba kidami na zed, Galerie Behémét, Praha, dva sély 200

201



Muzska a Zzenska stafeta, 2002, reflexni barvy na stiesni lepence IPA + UV svétlo, 1 x 12 m
Men'’s and Women'’s Relay, 2002, reflective paint on IPA ceiling board + UV light, 1 x 12 m
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Soukroma vila u Prahy, 2000, vysokopalené glazovana Samotova hlina 204 205 Malba na skle, 2004, soukroma vila u Prahy, 170 x 200 cm Malba na skle, 2005, soukromd vila u Prahy, 150 x 170 cm
Private villa near Prague, 2000, glazed fire-clay Painting on glass, 2004, private villa near Prague, 170 x 200 cm Painting on glass, 2005, private villa near Prague, 150 x 170 cm
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Koriské defilé, 1998, reflexni barva, UV svételny zdroj, akryl na zdi, rentgenovy sal veterinarni kliniky, SRN
Horse Procession, 1998, reflective paint, UV light source, acrylic on the wall of the X-ray room of a veterinary clinic, Germany




Koupelna, 2006, akryl na zdi, Praha, 25 m? 208 209 Koupelna, 2006, akryl na zdi, Praha, 25 m?
Bathroom, 2006, acrylic on wall, Prague, 25 m? Bathroom, 2006, acrylic on wall, Prague, 25 m?



IVAN KOMAREK

Narozen: 24. prosince 1956 v Praze

Studia: 1972-1976 Stfedni odborna Skola vytvarna, Praha
1976-1982 Akademie vytvarnych uméni v Praze (prof. Jan Smetana)
Clen: 1991-1994 Nové sdruZeni prazskych malifd

od roku 1995 S.V.U. Manes

Born: 24.12.1956 in Prague

Studies: 1972-1976 Secondary School of Art, Prague

1976-1982 Academy of Fine Arts, Prague (Prof. Jan Smetana)
Membership of artists associations: 1991-1994 New Association of
Prague Painters

A member of S.V.U. Ménes since 1995
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SYMPOZIA / SYMPOSIUMS

1993 — Vymar (Némecko), zdmek Eltenburg, IV. mezinarodni sympo-
zium Odkryté prostory (Erschlossene Raume)

1994 — Litoméfice, kostel Zvéstovani Panny Marie, 1. mezinarodni
sympozium Otevieny dialog

1996 — Litoméfice, kostel Zvéstovani Panny Marie, lll. mezinarodni
sympozium Otevieny dialog

2000 — Karlovy Vary, mezinarodni maliisky workshop Artkontakt
2000

2001 — Ostrava, Katedra vytvarné tvorby Ostravské univerzity, work-
shop serigrafie

2008 — Ostrava, Vitkovice a.s. a Galerie La Femme, Smalt Art Vitkovi-
ce 2009 Ol3any, 4 x 4 Ol3any Open

SAMOSTATNE VYSTAVY / SOLO EXHIBITIONS
1985 — Praha, Vystavni sifi Kniha (s Janou Krausovou)
Klatovy, Okresni muzeum a galerie (s Janou Krausovou)
1986 — Praha, OKS Blatiny (s AleSem Ogounem)
1987 — Praha, OKS Blatiny (s Vojtéchem Adamcem ml.)
Brescia (Italie), La Galleria dell'Incisione
1989 — Praha, Galerie mladych U Recickych
1990 — Praha, Galerie R (s Richardem Konvickou a Vitem Vejrazkou)
1991 — Helsinky (Finsko), Galerie Pelin
Praha, Galerie Litera, Obrazy a kresby
1992 — Praha, Nova sii
Vymar (Némecko), Galerie Goethe trifft Nina, Po ptlnoci
(Nach Mitternacht)
Praha, Galerie knihkupectvi Paseka
1993 — Praha, Stfedoevropska galerie a nakladatelstvi, Malé kresby
Bratislava (Slovensko), Ceské kulturni stredisko
Praha, Galerie Via Art, malé — VELKE
1994 — Veseli nad Moravou, Galerie Ve Dvore
Praha, Galerie Litera, Velké téma — Zvéstovani
Praha, Atrium, Velké kresby
1995 — Praha, Galerie Behémét, Vykresleno
Videri (Rakousko), Blau-Gelben Galerie a Ceské kulturni stte-
disko, Pocta manyrismu (Hommage fiir den Manierismus)
Praha, Galerie Via Art, Pocta manyrismu
Brescia (Italie), galerie Arti del nostro secolo, Velké kresby
(Grandi disegni)
Praha, Galerie Némec
Kyjov, Galerie Dogma
Uherské Hradisté, galerie Dilo
Praha, Galerie Ateliér Praha, Na nécem jiném
1996 — Praha, Galerie Litera, Shrnuti
1997 — Praha, Ceské muzeum vytvarnych uméni, Ddm U Cerné Mat-
ky BoZi, Pocta manyrismu
Litomysl, galerie Gravitace, Otvory
Olomouc, galerie Ateliér Katefiny Dostalové
Hradec Kralové, Galerie moderniho uméni, Pocta manyrismu
Opava, Dim uméni, Pocta manyrismu
Praha, Kulturni stfedisko Opatov
Brescia (Italie), galerie Arti del nostro secolo

1998 — Praha, Dejvickd galerie V. Kraméfe, Polystyreny
1999 — Hodonin, Galerie vytvarného uméni, (Ne)jasna fec téla
Videfi (Rakousko), Ceské kulturni stfedisko, Fotomalba
(s Lubomirem Fuxou)
Praha, Galerie Via Art, Fotomalba (s Lubomirem Fuxou)
Praha, Galerie Millennium, Plexi
Praha, Gallery
Olomouc, galerie Podkova, (Ne)jasna fec téla
Cheb, Galerie U Kamene, (Ne)jasna fec téla
2000 — Praha, Galerie Litera, lvan Komarek 2000
Plzen, X Centrum a Galerie Maecenas, Plexi a néco k tomu
Praha, vystavni sifi Manes, Prace s télem (s Jifim Sozanskym)
2001 — Praha, Park Hostivai, Café Clip
Zahieb (Chorvatsko), Galerie Spektar
Ostrava, Galerie Magna, Cernd série
2002 — Praha, Galerie Millennium, Cern4 série
Praha, Techo, a.s., Factory talk show
2003 - Vrchlabi, KD Stfelnice — Galerie Na pldé
Los Angeles (USA), Czech Front Gallery
San Diego (USA), Zolcikova Gallery
2004 — Ostrava, Galerie vytvarného uméni, Dim uméni (s Karlem
Pauzrem)
2005 — Mlada Boleslav, Knihkupectvi a galerie, Sgrafiti
Vrchlabi, KD Stielnice — Galerie Na plidé, Sgrafiti
Praha, Galerie Navratil, Praha — Viden (s Norbertem Brunnerem)
2006 - Praha, Galerie VItavin, Nase modra planeta
Sarajevo (Bosna a Hercegovina), Collegium artisticum, Obra-
zy (s Aldinem Popajou)
Tuzla (Bosna a Hercegovina), Medunarodna galerija portreta,
Obrazy (s Aldinem Popajou)
Banja Luka (Bosna a Hercegovina), Narodno pozoriste Re-
publike Srpské, Obrazy (s Aldinem Popajou)
Zenica (Bosna a Hercegovina), Muzej grada Zenice — Likovna
galerija grada Zenice, Obrazy (s Aldinem Popajou)
2007 — Ostrava, Galerie Magna, Sgrafiti
Praha, Galerie Millennium, Depozitér
Praha, Galerie Ceské plastiky, Nové véci
Litoméfice, SeveroCeska galerie vytvarného uméni, Mezi tély
Valasské Mezirici, Galerie Sypka, Nové véci
2008 — Hochmoor (Némecko), Caffeteria der Tierklinik Hochmoor

SKUPINOVE VYSTAVY / GROUP EXHIBITIONS
1986 — Mala Skala, Zvire a clovék
1987 — Tokio (Japonsko), Salon de Tokyo
Praha, Galerie mladych U Recickych, Sest autord
Praha, Konfrontace VI.
1988 — Praha, Kulturni dm barikadnik, K 'ROK 88
Praha, Park kultury a oddechu Julia Fucika, Salon prazskych
vytvarnych umélcti ‘88
1989 — Praha, Galerie Vaclava Spaly, Mladi Janu Bauchovi
Praha, Holesovicka trznice, Mladi na jatkach
Essen (Némecko), Galerie Kosmos, Prazskd avantgarda (Pra-
ger Avantgarde)



1990 — Lisabon (Portugalsko), Soucasna ceska malba
Brescia (Italie), galerie Arti del nostro secolo, Muzsky akt
(Nudi maschili)
Valdice, véznice, Projekt Valdice '90
Praha, Stfedoceské galerie, Clovék v obraze
Brno, Moravska galerie, MistodrZitelsky palac, Soucasna
Ceska kresha
Helsinky (Finsko), Helsingin kaupungin taidemuseo, Neoheb-
ni (Tsekkildista nykytaidetta)

1991 — Turku (Finsko), Waina Aaltosen museo, Neohebni (Tsek-
kildista nykytaidetta)
Joensuu (Finsko), Joensuun taidemuseo, Neohebni (Tsek-
kildista nykytaidetta)
Rovaniemi (Finsko), Rovaniemen taidemuseo, Neohebni
(Tsekkildista nykytaidetta)
Praha, vystavni sifi Andél, Boxart

1992 — Praha, Galerie mladych U Recickych, Na3im zendm
Zilina (Slovensko), Povazska galéria, Ceska a slovenska
kresba
Brescia (Itélie), galerie Arti del nostro secolo, Andélé a démo-
ni (Angeli e demoni)
Praha, Galerie R, Ceska kresba
Praha, Pélffyho palac, Galerion 92
Praha, Galerie mladych u Recickych, M. P. Termin L.
Praha, Galerie R, Podzimni aukce kreseb, obrazil a grafik
Praha, Priimyslovy palac, Za

1993 — Praha, Obecni diim, Ateliér Praha
Praha, Galerie Via Art, Z Cech Made
Frankfurt nad Mohanem (Némecko), Art Frankfurt, Galerie
Via Art
Praha, vystavni siit Manes, Inter — Kontakt — Grafik — Praha ‘93
Bratislava (Slovensko), Galéria hlavného mesta, Ceska a slo-
venska kresba
Brescia (Italie), galerie Arti del nostro secolo
Praha, vystavni sifi Manes, Kriterion 93
Praha, Stfedoevropska galerie a nakladatelstvi — Centrum
Ceské grafiky, Uméni papirové kolaze
Praha, Obecni diim, Ateliér Praha, 13x litografie
Praha, Galerie mladych U Recickych a prazské ateliéry, Art
Treck
Praha, Obecni dim, Ateliér Praha, Ceska a slovenska kresba
Praha, Galerie R, Z nové tvorby

1994 — Londyn (Velka Britanie), Ceské kulturni stfedisko, Soucasna
Ceska kresba (Contemporary Czech Drawing)
Praha, Bulharské kulturni a informacni stfedisko, vystava
¢lenti Nového sdruzeni prazskych malifl
Litoméfice, kostel Zvéstovéni Panny Marie, Uzkost téla — Ote-
vieny dialog
Praha, Nérodni kulturni pamétka Vy3ehrad, Nové sdruzeni
prazskych malifd
Praha, vystavni sifi Manes, Manes Manesu
Praha, Galerie Némec, Evropska grafika
Videfi (Rakousko), Ceské kulturni stfedisko, Ceska kolaz

Kutnd Hora, VIassky dvar, Nové sdruZeni prazskych malifd
1995 — Berlin (Némecko), Ceské kulturni stiedisko, Ceska kolaz
Praha, vystavni sifi Manes, Mosty
Praha, Galerie bii Capkii, Slovo v prostoru
Mlada Boleslav, Templ, Novi ¢lenové S.V.U. Manes
Praha, Vysehrad, Konstanty
New York (USA), Ceské kulturni stfedisko, Ceskd kolaZ (The
Art of Paper Collage — Works by Czech Artists)
Cagnes-sur-Mer (Francie), zamecké muzeum, 17. mezinarodni
festival malby
1996 — Pisek, Galerie Porty¢, Biendle malby, grafiky a plastiky Pisek ‘96
Semily, Muzeum a Pojizerska galerie, Kresba Ménesa
Praha, Galerie Behémét, Na télo
1997 — Praha, Galerie Litera, Co je na mise
Hradec Krélové, Klicperovo divadlo, Na télo
Praha, Galerie U Prstenu, Panorama manyrismu 97
Praha, Nérodni galerie, Palac Kinskych, Ceska kolaz
Praha, vystavni sifi Manes, Kresba ¢lenti S.V.U. Manes a jejich
host
1998 — Praha, vystavni sifi Manes, Pocta Janu Bauchovi
Rheinberg (Némecko), Stadthaus, Portrét (Portrait)
1999 — Praha, Galerie Millennium
Litomysl, Salon na dlazbé
Praha, Galerie Hollar, Eros v evropské grafice v priibéhu
staleti
2000 — Praha, Ceské muzeum vytvarnych uméni, Diim U Cerné Mat-
ky Bozi, Ozvény kubismu
Hamburk (Némecko), Staats-und Universitatshibliothek,
Ceska umélecka kniha 90. let (Tschechische Buchkunst der
neunziger Jahre)
Praha, Ceské muzeum vytvarnych uméni, Dim U Cerné Mat-
ky BoZi, Dva konce stoleti
Praha, Univerzita Karlova — Karolinum, Nadace Charty 77
a Sdruzeni pratel Konta Bariéry, 5. aukéni salon vytvarnikd
Praha, Galerie Navratil, 18 do konce
2001 — Praha, Techo, a.s., Projekt Tovarna
Bechyné, Muzeum Vladimira Preclika
Pfibram, Galerie Frantiska Drtikola, MoZnosti promény I.
Praha, Obecni galerie Beseda, Jubilanti S.V.U. Manes 2001
Takasaki (Japonsko), Takasaki Museum of Art, 300 let ceské-
ho dekorativniho uméni
Praha, vystavni sifi Manes, Mozna prvni a zatim posledni
Praha, Galerie Millennium, Vano¢ni vystava
2002 - Praha, Galerie Jifiho a Bély Kolafovych, Erotika
San Donato Milanese (Italie), Cascina Roma, Europe Art
Languages
Praha, vystavni sit Manes, Ceska grafika (pdlstoleti promén
moderni grafiky)
Praha, Veletrzni paléc, lIl. prehlidka ceského designu
Praha, vystavni sifi Ménes, Art Prague
Praha, Galerie La Femme, Mald pocta jedné fotografii
Litoméfice, Hotel Salva Quarda, Zapas s andélem
Praha, Lowitdv mlyn, Manes ve mlynici

Jihlava, Hotel Gustav Mahler, Zapas s andélem
Znojmo, Dim uméni, Zapas s andélem
Cheb, Chebské muzeum, Zapas s andélem
Praha, Antikvariat Meissner, Zapas s andélem
Praha, Galerie Portheimka, Zapas s andélem
Praha, Obecni galerie Beseda, Zvife
Praha, Univerzita Karlova — Karolinum, Nadace Charty 77
a SdruZeni pfatel Konta Bariéry, 6. auk¢ni salon vytvarniki
Praha, Galerie Navrétil, Soucasny akvarel
Praha, Galerie La Femme, Kresby z let 1960-2002
Praha, Galerie La Femme, Z litografické dilny Tomase Svobody
2003 — Brno, Uméleckoprdimyslové muzeum, Prostor pro tapiserii
Praha, vystavni sifi Manes, Typicky obraz
Karving, Zdmecka galerie Chagall, Typicky obraz
Praha, Nadace ABF, Pfatelé pro Literu
Brno, Galerie U Dobrého pastyre a Galerie Kabinet, Soucasny
akvarel
Olomouc, Galerie Caesar, Soucasny akvarel
Plzen, Zapadoceské muzeum, Typicky obraz
Ceské Budgjovice, Galerie Mésic ve dne, Soucasny akvarel
Praha, vystavni sifi Manes, Prazdroj Ceské kultury
Praha, Techo, a.s., Europe Art Languages
Liberec, Oblastni galerie, Soucasny akvarel
Praha, vystavni sifi Manes, Art Prague
2004 — Praha, Galerie ceské plastiky, Eros, eros, eros
Moskva (Rusko), Ceské centrum, Typicky obraz
Praha, Galerie Millennium, Riizné podoby lasky
Dortmund (Némecko), Umélci sleduji golf
Praha, Ceské muzeum vytvarnych uméni, Folklorismy v ¢es-
kém vytvarném uméni XX. stoleti
Praha, Autosalon Prerost a Svorc, Zena a automobil
Cheb, Galerie vytvarného uméni, Folklorismy v ceském vy-
tvarném uméni XX. stoleti
Plzen, Zapadoceska galerie, Masné kramy, Kresba, kresba...
Praha, Univerzita Karlova — Karolinum, Nadace Charty 77
a SdruZeni pratel Konta Bariéry, 7. aukéni salon vytvarniki
Praha, Galerie Ceské plastiky, Andélé a jiné bytosti
Praha, Galerie Diamant, Uméni, se kterym Ziji
Hodonin, Galerie vytvarného umeéni, Folklorismy v ¢eském
vytvarném uméni XX. stoleti
2005 — Uhersky Brod, Muzeum Jana Amose Komenského, Folkloris-
my v ¢eském vytvarném uméni XX. stoleti
Praha, Galerie ceské plastiky, Floralie
Praha, boxovna klubu Palestra
Praha, 4. rocnik veletrhu soucasného uméni Art Prague
Praha, Galerie Diamant, Clenska vystava S.V.U. Manes J-L
Praha, Konzervator J. Deyla, Jircany 2005
Praha, Novoméstska radnice, Prazské ateliéry
Praha, Galerie Millennium, Vanocni pohadka
Praha, Galerie Gambit, 4. benefi¢ni aukce vytvarnych dél pro
akci Cihla
2006 — Praha, Galerie Diamant, Jubilanti Ménesa 2006
Praha, Galerie Millennium, Podvédomi
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Olomouc, Galerie Mona Lisa, His Master's Freud
Praha, Galerie Vaclava Spaly, 5. ro¢nik veletrhu sou¢asného
uméni Art Prague
Praha, Galerie Vaclava Spaly, Eros
Berlin (Némecko), Saarlandische Gallerie im Palais Fes-
tungsgraben, Amor vincit omnia 1
Praha, Galerie ceské plastiky, Pfiblizovadla
Kladno, Zamecka galerie mésta Kladna, Kladensky salon
2006
Praha, Galerie Millennium, Zavazna hra aneb Ceska a slo-
venskd asamblaz
Praha, Univerzita Karlova — Karolinum, Nadace Charty 77
a Sdruzeni pratel Konta Bariéry, 8. aukcni salon vytvarnika
Praha, Galerie Vltavin, Accrochage
2007 - Praha, Galerie Millennium, Vybér praci autor(i z okruhu Ga-
lerie Millennium
Rakovnik, Rabasova galerie, Stfedoceské bienale ‘07
Praha, Galerie La Femme, Vystavy pro Prahu 1
Praha, Galerie Deset, Eros in Art II.
Praha, Galerie La Femme, Avignonské slecny
2008 — Ostrava, Galerie La Femme, autofi 2. ro¢niku Smalt Artu
Praha, vystavni sifi Manes, Koloseum
Praha, Galerie La Femme, Vystavy pro Prahu 1
Praha, Univerzita Karlova — Karolinum, Nadace Charty 77
a Sdruzeni pratel Konta Bariéry, 9. aukcni salon vytvarnika
2009 - Praha, Galerie La Femme, Zena v pohybu
Berlin (Némecko), Saarlandische Gallerie im Palais Fes-
tungsgraben, Praha 1887 — Berlin 2009
Praha, Galerie Montanelli, 11 ze 114
Praha, Galerie Dolmen, Aperto

REALIZACE V ARCHITEKTURE / WORK IN ARCHITECTURE

1993 - Cervo (Itélie), soukroma vila, malba na fasadé

1995 — Praha, prodejna Popron, stropni malba

1996 — Praha, hotel Libuse, obklad stén malovanou keramikou

1997 — Liberec, nemocnice, JIP, malba stropu a stén
Lede¢ nad Sazavou, firma Aquacomp Hard, nasténna malba
Praha, firemni klub, malba v interiéru

1998 — Hochmoor (Némecko), Tierklinik Hochmoor, nasténna malba

1999 — Hochmoor (Némecko), Tierklinik Hochmoor, nasténna malba

2000 — Sonnsbeck (Némecko), obfadni sif, nasténna malba

2002 — Praha, soukroma vila, nasténna malba na terase

2003 - Boretice, vinafstvi Springer, vinny sklep, malba na zdi

2004 — Praha, soukroma vila, exteriérové keramické plastiky a mal-
ba na skle

2006 - Praha, soukromy byt, nasténnd malba v koupelné

2006 — Rudna u Prahy, soukromy dtim, keramicky reliéf na fasadé

2009 — Bustéhrad, soukromy diim, keramicky reliéf na fasadé

ZASTOUPENI VE SBIRKACH / COLLECTIONS
Narodni galerie v Praze

Ceské muzeum vytvarnych uméni v Praze
Galerie vytvarného uméni v Ostravé
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Krajska galerie vytvarného uméni ve Zliné
Katedra vytvarné tvorby Ostravské univerzity
Prazska plynérenska, Praha

ILUSTRACE / ILLUSTRATIONS

1992 — Gregory Stock: Kniha otézek, ¢asopis Playboy 11/1992

1994 — Radek John, Daniel Anyz, Rudolf Kfestan: Playboy forum,
Casopis Playboy 11/1994

1995 — Bernhard Huskamp — Norbert Kopf: Die rektale Untersu-
chung beim Kolikpferd, Verlag- und Kunstberatung, Miinchen
(ilustrace, prebal)
Jaroslav Cerny: | chlapci nékdy placou, Impreso plus, Zdar
nad Sazavou (prebal)

1997 — Charles Bukowski: Skvar, ¢asopis Bar&Man, ¢islo 8

1998 — Petr Volf: Nech kozy mecet, BB art, Brno (ilustrace, prebal)
Véclav Dusek: Rumovy kral, ¢asopis Playboy 12/1999

2000 — Thomas Brussig: Hrdinové jako my, Labyrint — Knizni klub,
Praha (prebal, desky, predsadky, frontispis)

2000 — Arnost Lustig: MuZ, ktery postradal nevéstince, casopis Play-
boy 6/2000

2001 — Miroslav Michélek: Ten mj andél ponékud se zardél, NVT
Repro, Praha (ilustrace)

2002 — Boris Docekal: Sex podle receptu, ¢asopis Playboy 9/2002

BIBLIOFILIE / BIBLIOPHILE EDITIONS

1984 - Gian Franco Grechi: Cronaca nera, Edizioni I'Obliquo, Brescia,
naklad 110 vytisk (graficka priloha, prebal)

1989 — Gustav Meyrink: Hodinaf, M. Navratil, Praha, naklad 30 vytis-
ki (origindIni kresba)

1992 — Josef Skvorecky: Pisefi zapomenutych let, Spole¢nost Josefa
Skvoreckého — Litera, Praha, naklad 100 vytisk (litograficka
priloha)

LITERATURA / BIBLIOGRAPHY

PUBLIKACE / PUBLICATIONS

1991 — Komérek, Ivan, akad. mal. — mali, in: Kdo je kdo 91/92, Ces-
ka republika, Federdlni organy CSFR, I. dil, Praha, Kdo je kdo,
str. 443

1993 — Simeona Hogkova: Ceska grafika, in: Grafika (Obrazové en-
cyklopedie ceské grafiky osmdesatych let), Stredoevropska
galerie a nakladatelstvi, Praha, str. 6, 7
Ivan Komarek, in: Grafika (Obrazové encyklopedie Ceské
grafiky osmdesatych let), Stfedoevropska galerie a naklada-
telstvi, Praha, str. 96, 235

1994 — Komarek, Ivan, akad. mal. — mali¥, in: Kdo je kdo v Ceské
republice 94/95, Modry jezdec, Praha, str. 267

1995 — Komarek, Ivan, in: Nové encyklopedie ceského vytvarného
uméni, A-M, Academia, Praha, str. 374

1997 — Komarek, Ivan, akad. mal. — mali¥, in: Kdo je kdo v Ceské
republice na prelomu 20. stoleti, Praha, Agentura Kdo je kdo,
str. 285

1999 — Eros v evropské grafice v priibéhu stoleti, SCUG Hollar, Pra-
ha, str. 148, 149 (reprodukce)

2000 — Komarek Ivan, in: Slovnik ¢eskych a slovenskych vytvarnych
umélct 1950-2000, dil V, Ka—Kom, Ostrava, Vytvarné cent-
rum Chagall, str. 337, 338
Muzea a galerie v Praze (editor Ing. arch. Michael Trestik),
Praha, Agentura Kdo je kdo, str. 210, 241

2002 - Komarek, Ivan, akad. mal. — mali¥, in: Kdo je kdo (Osobnosti
Ceské soucasnosti), Agentura Kdo je kdo, Praha, str. 306

2004 — Petr Volf: lvan Komarek, BB/art, edice Album, Praha

2005 - Richard Drury: Ivan Komarek, in: Ceské ateliéry (71 umélcd
soucasnosti), Art CZ, Praha, str. 260—265
Ceska kolaz, Shirka Prazské plynarenské, Gallery (Jaroslav
Kofan)

TEXTY V KATALOZICH, STUDIE, RECENZE VYSTAV, ROZHOVORY /
TEXTS IN CATALOGUES, STUDIES, EXHIBITIONS REVIEWS,
INTERVIEWS
1987 — Jana Jirdskova: Nebét se osobitosti, Vecerni Praha, 28. 7. 1987
bgr/: Mladé otazniky, Tvorba, 19. 8. 1987
Jiti Blahota: Jedendctka vytvarnikd, Mlada fronta, 20. 8. 1987
1988 — Peter Kovac, Bilance nazor(i a tvdrci odpovédnosti — Salon
prazskych vytvarnik(i 1988, Rudé pravo 19. 7. 1988
Jana Sélkova: Je lehké byt mladym (umélcem)?, Tvorba,
17.2.1988
Petr Rehor: Prahan kevat ja kuvataide, Taide 5/1988
Lenka Tomsova: Ivan Komarek, Ateliér Il, ¢. 12, str. 4
1989 — Alena Pottickova: Spory o vlastni tvér, Tvorba 20/1989
Ivan Neumann: Ve chvili, kdy vezme malif do ruky Stétec...,
text v katalogu k samostatné vystavé lvana Komarka, Gale-
rie mladych U Recickych, 6/1989
1990 - Projekt Valdice, Ateliér Il ¢. 22, str. 8
Jifi Tichy: Nejenom vystava, Respekt 10/1990
Jana Sélkova: Na okraj soucasné Ceské kreshy, text v kata-
logu k vystavé Soucasnd Ceska kreshba v Moravské galerii
v Brné
Radmila Trojanova: Velké spolecenské zmény, k nimZ..., text
v katalogu k vystavé Clovék v obraze ve Stfedoceské galerii
v Praze
Pavel Ondracka: Cefeni stojaté vody, Ateliér IIl, €. 26, str. 4
1991 — Otevieny dopis Radé UVU, Ateliér IV, ¢. 23, str. 3
Dan Sundell: Kéttets lov, Hufvudstadsbladet, 5. 4. 1991
Merja Sergejeff: Maailma on nudistileiri, Uusi suomi,
15.4.1991
Markku Valkonen: Tarmokkaat nymfit, Helsinki sanomat,
18.4.1991
Eero Balk: Sivellin nyrkkeilidn napeissa, Suomen kuvalehti,
19.4.1991
Peter Kovac: To je bomba, sexbomba, Rudé pravo,
25.10.1991
Jifi Hala: Milovani na cesté, MF Dnes, 14.10. 1991
1992 — /jt/: Galerie Litera, AteliérV, ¢. 2, str. 14
Anett Hinterbrandner: Ein gewagter Lustangriff nicht nur
Nach Mitternacht, Thiir. Algemeine, 27. 3.1992
Imil: Erotika s humorem, Vecernik Praha, 7. 4.1992



Jifi Hila: Obrazy a kresby Ivana Komarka, Respekt,
16.4.1992

Peter Kovac: Komarkdv sex vulgarni i ironicky, Rudé prévo,
15.4.1992

Petr Volf: VSichti ti muzi a Zeny Koméarkovi, MF Dnes,
21.4.1992

Jifi Machalicky: Muz a Zena, AteliérV, ¢. 9, str. 4

Bohuslav Capka: Ivan Komarek, Cesky denik, 30. 4.1992
/jt/: Galerie R, AteliérV, ¢. 8, str. 10

Zuzana Fortova: Stanou se aukce samoziejmosti?, AteliérV,
€. 25-26, str. 3

Katherine Monroy: La vie de bohéme 1992, version praguoi-
se, Le Mond, 28. 4.1992

1993 - /jt/: Galerie Paseka, Ateliér VI, ¢. 8, str. 15

Petr Volf: Tisic malifGi pod jednou stiechou, MF Dnes,
27.4.1993

Konstanze Criiwell: Die Gallerien aus Ost Europa auf der Art
Frankfurt, Frankfurter Allgemeiner, 27. 4. 1993

Eva Neumannova: Malé kresby, text v katalogu k vystavé
Malé kresby ve Stfedoevropské galerii a nakladatelstvi

v Praze

Jifi Machalicky: Odkryté prostory, Ateliér VI, ¢. 20, str. 6

Ivan Neumann: V okamZiku, kdy divék..., text na katalogo-
vém listu k vystavé v Galerii Via Art v Praze

Mauro Corradini: Praga a Brescia, Brescia oggi, 29. 5. 1993
Petr Volf: Kresha jako okamZité pfiznani, MF Dnes, 23. 7.1993
Ivan Neumann: malé — VELKE, Ateliér VI, €. 26, str. 12

Michal Rudy: Malé velké, Vecernik Praha, 16.12. 1993

Petr Volf: Obraz coby drézdiva muleta, Playboy 8/1993, str. 2021
Jifi Hala: lvan Komarek, Postovni kuryr ¢. 11

1994 - Dan Jelinek: Nahota jako zrcadlo, Ateliér VII, €. 4, str. 5

[jt/: Atrium na Zizkové, Ateliér VII, ¢. 4, str. 15

Eva Petrova: O kolazi, Ateliér VI, ¢. 4, str. 16

Ivan Neumann: Otevieny dialog, Ateliér VII, ¢. 21, str. 16
Jacques: Zvéstovani podle Komarka, Ateliér VII, ¢. 24, str. 4
Petr Volf: Zvéstovani, Reflex 10/1994

Mirjana Cervenkova: Takovej slusnej ¢lovék, Cosmopolitan
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1995 — Galerie Atelier Praha, Ateliér VIII, ¢. 1, str. 13

Ired/: Vykresleno Ivana Komarka, Ateliér VIII, ¢. 5, str. 4
Ivan Neumann: Pocta manyrismu, Ateliér VIII, ¢. 9, str. 4
Michal Rudy: Vulkanova dilna, Vecernik Praha, 21. 3.1995
Jifi Machalicky: Mosty, text v katalogu k vystavé Mosty ve
vystavni sini Manes v Praze

Petr Volf: Fyzicka zaleZitost, rozhovor, Reflex 1995, €. 45,
str. 4648

Jiii Zahour: Nechci provokovat, Penthouse 10/1995

1996 — Jii T. Kotalik: Otevreny dialog 1996, Ateliér IX, . 20, str. 1

Vaclav Spale: Kresba Ménesa, Ateliér IX, ¢. 23, str. 7
Jifi T. Kotalik: Na télo, Ateliér IX, ¢. 26, str. 1

1997 - Jifi Hala: Ivan Komarek, Telegraf, 20.1.1997

Simeona Hoskova: Ceska litografie 70.~90. let, Grapheion,
¢.1,str.72

[kral: Pocta manyrismu, Vecernik Praha, 24. 4.1997

Ales Faix: Ivan Komdrek a jeho kresebna Pocta manyrismu,
Prace, 28.4.1997

/im/: Uméni inspirované uménim, Hospodarské noviny — Vi-
kend, 2. 5.1997

Monika Cermékova: Vytvarnik lvan Komérek se po Pocté
manyrismu vraci k vlastni praci, MF Dnes, 3. 5. 1997

Petr Volf: Pocta manyrismu, Reflex, str. 55, 15. 5.1997
Jaroslav Vanca: Manyristické hostovani malife lvana Komar-
ka, Denni telegraf, 5. 6.1997

[stt/: Heiteres Hochzeitsmotiv ins Trauzimmer gemalt, Neue
Rhur Zeitung, 4. 7.1997

[jt/: 1ll. mezindrodni sympozium Otevieny dialog, Ateliér X,
¢.4,str.13

Ivan Neumann: Komarkova Pocta manyrismu, Ateliér X, ¢. 11,
str. 4

Jifi Hila: Ceskd koldz, Ateliér X, ¢. 21, str. 3

Jifi Machalicky: Ceska kolaz, Grapheion, €. 3-4, str. 160

1998 — Ivan Rossler: Malovani? PFijemny pocit, Dotyk 1/1998,

str. 36-39

Jan KfiZ: lvan Komérek vnesl svymi obrazovymi objekty...,
text v katalogu k vystavé Polystyreny v Dejvické galerii

V. Kramare v Praze

Monika Cermékova: Zjistil jsem, Ze jsem asi pFece jenom
figuralista, fika malif lvan Koméarek, MF Dnes, 24. 6. 1998
[FF/: Artklub — Divadelni galerie, Ateliér XI, €. 10, str. 13

1999 — Ivan Neumann: Ivan Komarek: (Ne)jasna fec téla, text v ka-

talogu k vystavam v Galerii vytvarného uméni v Hodoniné

a Galerii U Kamene v Chebu

Lubo$ Marecek: Hodoninské vystavy odvazné skloriuji télo,
MF Dnes, 19. 4.1999

/kval: Co lze fici lidskym télem, Tydenik rozhlas, 19. 4. 1999
Jan Trojan: Provokujici vystava se spise libi, Pravo, 23. 4.1999
Alena Miillerova: Vytrpéné vlastovci hnizdo, Stfecha 4/1999,
str. 44-49

/zvI: Rovnou na zed, DOMO 3/1999, str. 62—63

Jifi Machalicky: Lubomir Fuxa vytvofil fadu fotografickych...,
text v katalogu k vystavam Fotomalba v Ceském kulturnim
stredisku ve Vidni (Rakousko) a Galerii Via Art v Praze
Katefina Kolarova: Fuxa a Komarek spojili fotografii a malbu,
MF Dnes, 23. 6.1999

Pavlina Klazarova: Malifova paleta, Domov 7/1999, str. 4-10
Petr Cerny: Malif Ivan Komarek se v Chebu pFedstavi s erotic-
kou tvorbou, Chebsky denik, 11.12.1999

2000 — Eva Petrova: Glosa k vystavé Ozvény kubismu, Ateliér XIII,

¢.10, str. 5

Ivet/: Figurdlni tvorba Ivana Koméarka v Maecenasi, Plzefisky
denik, 12. 4.2000

Helena Fenclova: Cesta do hlubin Komarkovy duse, Plzerisky
denik, 4. 5.2000

Barbora Urbanova: Nechci nikoho poburovat, Bydlime
5/2000, str. 2—4

[jakol: Posedlost télem, Playboy 6/2000, str. 122—123

Ivan Neumann: Ozvény kubismu, Prostor Zlin VIII, ¢.1, 2, 3,
str. 7-10

bat, ¢tk: Drazba obrazi v Litomysli ma zachranit maridnsky
sloup, Lidové noviny XIlI, €. 262, str. 21, 10.11. 2000

Irena Jirk(: Aby padly bariéry..., Magazin MF Dnes, ¢. 48,
str. 1820, 10. 11. 2000

Monika Muzikova: Vytvarnici vzdavaiji hold boxertim, MF
Dnes, 30.11.2000

Radan Wagner: Riizné pohledy na lidské télo, Lidové noviny,
30.11.2000

Ivan Neumann: Ozvény kubismu, Prostor ZIin VIII, ¢.1, 2, 3,
str. 7-10

Anna Janistinova: Dokud byla Prace s télem ve fazi..., text

v katalogu k vystavé Prace s télem v hornim sale vystavni
siné Manes, Praha

Anna Janistinova: Prace s télem (vybrano a upraveno z Gvod-
niho textu ke katalogu), Listy S.V.U. Manes IV, €. 4, str. 21, 22
M. Matgjkova-Havlikova: Asociace fotografti CR, Foto Video
3/2000, str. 31

2001 — Projekt tovarna, Ateliér XIV, €. 9, str. 3

Petr Volf: Projekt Tovarna, Reflex XII, ¢. 23, str. 65

Petr Volf: Zdravé télo, zdravy duch, Reflex XII, ¢. 33, str.
28-33

Richard Drury: Koméarkova malba na plexiskle, text v kata-
logu k vystavé v Galerii Spektar — Novi Zagreb v Zahrebu
(Chorvatsko)

Richard Drury: V modernim technickém svété..., text na
katalogovém listé k vystavé Cernd série v Galerii Magna

v Ostravé

Ivan Neumann: Ozvény kubismu, Prostor Zlin VIII, ¢.1, 2, 3,
str. 7-10

Cern série Ivana Komarka v Galerii Magna, Moravskoslez-
sky denik I, ¢. 250, str. 12, 26.10. 2001

Petr Volf: lvan Komarek, Reflex XII, ¢. 43, str. 71

Bretislav UhlaF: lvan Komarek radéji tvori v tichu svého ateli-
éru, Moravskoslezsky denik I, €. 255, str. 12

/IZ/: Liberalni duch Ceske, Vecernji list, 16. 10. 2001

Goran Jovetic: IzloZba Ivana Komareka, Nedjelnji vjesnik,
14.11. 2001

Goran Jovetic: Ceska groteska u galeriji Spekar, Vjesnik,
16.11.2001

Anna Maria Di Paolo: Le infanzie di lvan, Casopis Stille Arte,
12/2001, str. 46

2002 — Richard Drury: V modernim technickém svété..., text na po-

zvénce na vystavu Cerna série v Galerii Millennium v Praze
Jaroslava Viktorova: OriginaIni a svérazny, Pékné bydleni,
1/2002, str. 78-84

Petr Volf: lvan Komarek: Cerna série, Reflex XIII., €. 5, str. 53
Radan Wagner: Cerna série lvana Komarka, Lidové noviny
XV, ¢islo 32, priloha Kultura, str. 27, 7. 2. 2002

Richard Drury: Cernd série, Ateliér XV, ¢. 6, str. 4

Tvorba soucasnych vytvarnik(i v Pfibrami, Lidové noviny XV,
Cislo 109, priloha Nedéle, str. 28, 11. 5. 2002
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Alena Potlickova: Moznosti promény I, Ateliér XV, ¢. 22, str. 15
Galerie Na plidé, Ateliér XV, ¢. 21, str. 13
Petr Volf: Typicky obraz, Reflex XIll, ¢. 51-52, str. 78

2003 - Tereza Gavlikova: Chagall uvede své Uspésné vystavy, MF

Dnes XIV, sesit D, Kraj Moravskoslezsky, ¢. 4, str. D5,
6.1.2003

Typicky obraz, Zase-to Il, ¢. 1, str. 22

Bronislava Gabrielova: Tapiserie z unikatni manufaktury,
Lidové noviny XVI, ¢. 13, str. 27, 16. 1. 2003

Jifi Hala: Obraz spiSe typizovany, Lidové noviny XVI, ¢. 37,
pfiloha Kultura, str. 25, 13. 2. 2003

Petr Kovafik: Uméni vstoupilo do tovarny, Moravskoslezsky
denik I, €. 79, str. 122, 3. 4. 2003

Jan Soucek: Typicky obraz dorazil také do Plzné, Ateliér XVI,
¢.8,str.16

Petr Volf: Nevycerpatelny prazdroj inspirace, Reflex, 10.9.2003

2004 — Jifi Jiza: Karel Pauzer a Ivan Komarek, Program Galerie vy-

tvarného uméni v Ostravé, leden — tnor — biezen

Jifi Jdza: Spojeni Karla Pauzra a Ivana Komarka do jednoho...,
text v katalogu k vystavé v Domé uméni Galerie vytvarného
umeéni v Ostravé

Jifi JGza: Emoce a podobenstvi, Zase-to, ¢. 2, str. 18

Ivol: Piedkrm — Podoby lasky, Reflex XV, ¢. 20, str. 82

/bat/, ¢tk: Sundejte ten ky¢, rozkazal Knizak, Lidové noviny
XV, ¢. 149, str. 28, 26. 6. 2004

Alena Potlickova: Malifstvi a sochafstvi, in: katalog k vystavé
Folklorismy v ¢eském vytvarném uméni XX. stoleti, Ceské
muzeum vytvarnych uméni v Praze, str. 24-73

Prohlaseni Moravské gobelinové manufaktury ke zruseni
vystavy Tapiserie — Sladké zboZi v Narodni galerii
(24.6.-17.9.2004), Ateliér XVII, ¢.16-17, str. 3

2005 — Zdenék Freisleben: Muz a Zena, Keramika a sklo 2/2005,

str. 7-9

2006 — Vaclav Spale: Zpréva o ¢innosti S.V.U. Méanes za obdobi kvé-

ten 2005—duben 2006, Listy S.V.U. Manes X, ¢. 1-2,

str. 20-23

Richard Drury: Je tomu uz 25 let..., text v katalogu k vysta-
védm v Bosné a Hercegoviné (Collegium artisticum v Sarajevu,
Medunarodna galerija portreta v Tuzle, Narodno pozoriste
Republike Srpské v Banja Lukce a Muzej grada Zenice — Li-
kovna galerija grada Zenice v Zenici)

Mr. Sekuli¢: , Obraz” — umjetnost izmedu dva svijeta, Oslo-
bodenje, 8. 6. 2006

2007 - Richard Drury: Do své tvorby Ilvan Komarek vklada..., text
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na katalogovém listé k vystavé Sgrafiti v Galerii Magna

v Ostravé

Ivan Komarek v Magné, Kam v centru, Gnor, €. 2, str. 3
Bretislav Uhlaf: Komarkova sgrafita reflektuiji Zivot, Morav-
skoslezsky denik VI, ¢. 50, str. 13, 28. 2. 2007

Richard Drury: Ve vyvoji ¢eského figuralniho projevu..., text
na pozvance na vystavu Depozitér (Tvorba z let 1981-1987)
v Galerii Millennium v Praze

Jan Skfivanek: Obrazy na podlaze, Art & Antiques, biezen, str. 61

Jak se md Ivan Komarek, malii, Reflex XVIII, ¢. 11, str. 64
Gabriela Pelikanova: Nechte se okouzlit malifovym humo-
rem, Listy moravskoslezské II, ¢. 13, str. 5

Depozitdr, Ateliér XX, ¢. 7, str. 3

Richard Drury: Mezi tély, text v katalogu k vystavé Mezi tély
v Severoceské galerii vytvarného uméni v Litoméficich, str. 3-9

2008 — Ivan Komarek, text v katalogu k vystavé Smalt Art Vitkovice

2008 v Galerii La Femme v Ostravé

Tereza Sedlakova: Erotika, ring a lepenka, asopis ONE
6/2008, str. 68—69

Jan Cap: Anticti bojovnici — nasi soucasnici, Lidové noviny,
18.12.2008

2009 - Jifi Setlik: Inspirace antickym Rimem, Ateliér |

Jifi T. Kotalik: Sevreni v téle — fenomén zapasu, Ateliér |
Krajinai mésta, Ateliér XXII, ¢. 6, str. 3
Marie Haskovcova: Galerie Dolmen, Ateliér XXII, ¢. 22, str. 11
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