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We live at a time when there is a great deal of extremely
superficial political art, mislabeled as radical and ‘avant-
garde’, but in fact very conformist at heart, embracing
received opinions dear to the liberal or would-be liberal
educated elite.

Valecka’s work does not do this. It does embrace
the turbulent past of the region of Europe he lives in.
And it often speaks eloquently of what the Roman poet
Virgil, more than two millennia ago, called the “lacrimae
rerum” - the “tears of things”.

Edward Lucie-Smith,
authorand art historian, 2015

Zijeme v dobé, v niz je mnoho nesmirné povrchniho
politickeho umeni, které se chybné oznacuje za radi-
kalni a ,avantgardni”, jeho jadro je vSak ve skutecnosti
velmi konformni, bere za své prevzaté nazory drahé
liberalni ¢i radoby liberalni vzdelaneé elite.

Valeckovo dilo to nedéla. Prijima pohnutou minu-
hovori o tom, co rimsky basnik Vergilius pred vice nez
dvéma tisici lety nazval “lacrimae rerum” - “slzy véci”.

Edward Lucie-Smith,
spisovatel a historik uméni, 2015



The Mountains | Hory | 2018 | 115x 200 cm



Falling Stars | Padajici hvézdy | 2020 | 125 x 200 cm

Echoes of Stories
from the Recent Past:
the Aesthetics of Distance

Jaroslav Valecka has been active on the art scene for more than 20 years now
and his work has been eruditely discussed by Edward Lucien Smith, Rea
Michalova or Martina Vitkova. Instead of writing a similar synthetic text, we
want to focus on a handful of aspects which present the artist’s work in a slightly
different light than the standard critical perspective. We hope to offer new ways
of interpreting Valecka's work - which may turn out much more sophisticated
than one would think at first sight.

Valecka's subjects are characteristically monothematic, and he tends to
elaborate them in an almost Baroque manner. The background scenery is that
of a silenced evening and nocturnal landscape with omnipresent campfires and
lakes. His paintings also typically show processions or solitary staffage.

What Valecka offers seems to be an idyllic, dreamy world. An uninformed
critic might understand his work as a Sudetenland idyll, especially when Valecka
consciously uses the pictorial techniques used in 19" century landscape paint-
ing (e.g. that of Caspar David Friedrich, Ernst Ferdinand Oehme, or the so-called
"Marék School” in the Czech tradition).

The atmosphere of LuZické hory has clearly been Valecka’s main source of
inspiration, he literally has it in his blood. Sometimes he has been seen as one
of the painters consistently focused on the poetics of this area. He was one of
the first artists who found a pictorial representation of this painful chapter in
Czech history related to the expulsion of German-speaking population of the
area after WWII. In fact, his paintings can be understood as autonomous visions
commenting on the subject. However, at a time of contested appropriation one
wonders if a Prague-born author can objectively reflect this environment, its
resentments and historical burdens. Is it just an appropriation of an attractive
thematic field? Does he just want to shock and get attention? Is it just a Su-
detenland bucolic viewed by an artist whose artistic mindset has largely been
shaped by Prague?

What Valecka narrates - with a few exceptions - is the Sudetenland’s second
life, and it is presented as a collection of bizarre curiosities transformed by his
imagination. Intentionally, he works with literary figures and with hyperbole. He

Ohlasy pribéhu nedavnych
a estetika distance

Jaroslav Valecka je na vytvarné scéné cinny jiz pres dvacet pét let a dostalo se
mu vicero zasvécenych komentéara z pera Edwarda Lucie-Smithe, Rey Michalové
nebo Martiny Vitkové. Spide neZ vytvofit podobné syntetizujici texty bychom
chtéli upozornit na nékolik aspektd, které mohou umélcovu praci predstavit v po-
nékud odlisné nez standardni kritické perspektivé. Doufam, ze se nam tak podari
rozvinout moznosti interpretace Valeckova dila, které je mnohem sofistikovanéj-
8i, nez se mlze na prvni pohled zdat.

Pro Valecku jsou charakteristické monotematické polohy, které neustéle,
takrka barokné repetitivné rozviji. Ramcem jsou vétSinou tradi¢ni ztiSené podve-
¢erni a noc¢ni krajiny, vSudypfitomny ohen, jezera. V kompozicich dale promenuiji
procesi nebo solitérné koncipovana stafaz.

Vale€ka nabizi divakovi zdanlivy idylicky snovy svet. Nepouceny kritik by
zase mohl jeho tvorbu oznacit za pokus o sudetskou idylu, zvlasté kdyz Valecka
védomé vyuZiva obrazové postupy typické pro krajinomalbu 19. stoleti (napfiklad
Caspar David Friedrich, Ernst Ferdinand Oehme, tzv. marakovci).

Valecka je atmosférou Luzickych hor silné ovlivnén. Ma ji doslova v krvi. Nékdy
byvé oznacovan za jednoho z malifd konzistentné pracujicich s estetikou Sudet.
Byl také jednim z prvnich, kdo tuto pro ¢eskou historii velice bolestnou tematiku
spojenou s vysidlenim némeckého obyvatelstva vytvarné objevil a originalnim
zpUsobem ji glosuje v osobitych vizich. V dobé diskutované apropriace vystupuje
nicméné do popredi otazka, nakolik mize prazsky rodak toto prostredi s jeho
resentimenty a historickym zatizenim objektivné vnimat. Nejedné se u néj pouze
o privlastnéni poutavé tematiky? Nechce pouze Sokovat a upoutat pozornost?
Nejde pouze o jakousi sudetskou bukoliku nahlizenou umeélcem, jehoz nézor
vyznamné utvarela i Praha?

AZnavyjimky je ValeCkovym predmétem narace druhy Zivot Sudet, ktery je pro
né&j panoptikem a jenZ transformuje svoji imaginaci. Z&mérne pracuje s literarnim
obsahem a nadsazkou. Programoveé se navraci k nizkym formam kultury, které
byly s nastupem postmoderny rehabilitovany. Valecka také bézné pouZziva po-
stupy, jaké byly béZné v 19. stoleti v pojeti loutkovych divadel nebo kramarskych
pisni. Pristup je blizky predevsim bulvarné koncipovanym kramarskym pisnim



programmatically returns to low forms of culture, which have been vindicated
by the rise of postmodernism. Valecka also uses procedures used in 19" century
puppet theatre and cantastorias. His approach resembles that of sensationalist
cantastorias (cf. German Bénkelsang) which thematised sensational events,
murders, accidents or natural disasters. Similarly, Valecka uses analogical the-
matic registers. This exemplifies his composition with the burning Jestéd: does
the artist depict the fire of the mountain chalet in 1963 or does he simulate the
burning of an architectural icon, i.e. the famous television transmitter? It is this
ambiguity and the disquieting nature of the whole scene that gets us ensnared
into contemporary urban legends or the so-called modern tales. The breeding
ground for the rise of this genre can be found in various fake news whose life
tends to start at the moment when its original context has been lost.

If we look at the artist's compositions, we can - apart from the obvious simi-
larities with Romantic landscape painting - also recall naivistic tendencies known
from the work of the numerous followers of Henri Rousseau. One can only think
of the numerous representatives of the artistic scene of the 1970s and 1980s,
with lvan Generali¢ leading the list. Apart from the naivistic style foundations,
they master landscape painting perfectly and permeate their pictures with mod-
ern folklore which still seems traditional. In that sense, the universalist nature
of Valecka's stories allow us to situate them anywhere. Thus, the Sudetenland
becomes essentially a metaphysical landscape.

In his paintings the artist plays the role of a narrator of stories heard, and we
may or may not believe him. Most of the stories he heard in his childhood which is
always a formative period for ourimagination. The author recollects: "My granny
was telling me a story about a hunter who hanged himself on the high seat which
was close to our country cottage and | was afraid to pass it for a long time." If we
did not know this fabulation, we could interpret it in a number of misleading ways,
such as equating the high seat with existential loneliness. It seems much more
vital to look at the artist’s paintings from the position of an aesthetic distance
which allows us to comprehend Valecka's pictorial strategies.

Once we look at Valecka's paintings, we are immediately struck by graceful
composition of form and space, defined by colours and tones. In fact, this is the
gateway allowing the spectator to enter the scene. At this point the second plan
opens up and our attention as spectators of the work of art, i.e. as someone who
creates the aesthetic object, recoils.
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(tzv. Bénkelsang), které tematizovaly senzace, vrazdy, nehody nebo pfirodni
katastrofy. Podobné i Valecka pouZiva analogickych tematickych rejstrika. Prikla-
dem mzZe byt kompozice s hoficim JeStédem. Zobrazil poZar horské chaty v roce
1963, anebo simuluje pozar architektonické ikony - televizniho vysilace? Nejas-
nost a znepokojivost celého vyjevu nas dostava do tenat novodobych méstskych
legend nebo takzvanych soucasnych povésti. Podhoubi pro vznik tohoto Zanru
zavdavaji rizné fakenews, které mohou zacit Zit sv{j vlastni zivot v okamziku, kdyz
ztraceji svlj kontext.

Podivame-li se na umélcovy kompozice, nelze si kromé srovnani s krajinar-
stvim romantismu nevybavit také naivistické tendence zndmé z tvorby ¢etnych
nasledovnikd Henriho Rousseaua. Nabizi se napfiklad pocetna scéna ze 70. a 80.
let minulého stoleti v ¢ele lvanem Generalicem. Kromé naivistickych stylovych
vychodisek je pro né charakteristické perfektni zviadnuti krajiny a prolnuti moder-
niho folkloru, ktery plsobi tradi¢né. Univerzalni story Valeckovych pfibéhl by se
mohly odehrat kdekoliv a Sudety jsou zde vlastné metafyzickou krajinou.

Umeélec ve svych obrazech vlastné vystupuje jako vypravéc zaslechnutych
pribéhl, jez mu mizZzeme anebo také nemusime vérit. Vétsi ¢ast z nich slysel
v détstvi, které je formativni pro lidskou predstavivost. Pokud autor vzpomina:
»Babicka mi vypravéla pfibeéh o myslivci, co se z nestastné lasky obésil na po-
sedu, ten posed byl péar krokl od nasi chalupy a jesté dlouho jsem se bal okolo
chodit”, mohli bychom bez znalosti této fabulace interpretovat obraz ¢etnymi
zavadéjicimi zplsoby, Usticimi patrné v cosi jako napfiklad: posed = existencialni
osamoceni. Podstatnéjsi je podivat se na umélcovy obrazy z pozice estetické
distance, kterd umoZznuje pochopit Valeckovy obrazové strategie.

PFi pohledu na Valeckovy obrazy zaujme na8i pozornost ladna kompozice
forem v prostoru barev a tond. Teprve poté umozni divakovi hloubéji vstoupit
do ndmétu, ktery se rozestre az ve druhé linii. Tady se nase pozornost vnimatele
uméleckého dila jako tvirce estetického objektu zarazi.

Pro¢ tomu tak je?

Castym motivem Valedkovych obrazd je katastrofa kazdodenni udélosti
Zivota obyvatel sudetského venkova a krajiny, jakou je osamélost vyhorelych
a zpustlych staveni po zasahu bleskem ¢&i vydrancovani a opusténi ¢lovékem,
zoufalost obéSence na lesnim posedu, kohouti i lidské hlavy nabodnuté na kdlu,
mrSina domaciho zvifete ohryzavana krysami na snehu, odseknuté hlava Zeny,
bizarné umisténa pod sklenénym poklopem v kamenné kapli¢ce z piskovc(, zalita

Jestéd on Fire | HoficiJestéd | 2016 | 140 x 200 cm
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Why is it so?

A frequent motif of Valecka's paintings is a catastrophic everyday event in
the lives of people in Sudetenland villages and its landscape - the loneliness
of burnt-down and abandoned farmsteads having been struck by lightning or
plundered and abandoned by people; the despair of a hanged man on a forest
high seat; rooster or human heads impaled on poles; a carrion of a domestic
animal being bitten by rats; a decapitated female head bizarrely located under-
neath a glasslid in a sandstone chapel which bathes in an omnipresent, radiant
light; the tragicomic drunkards on a forest cemetery amongst displaced grave-
stones of Czech Germans who vanished in the history of the previous centuries.
As a rule, one would expect a sense of shock, fright, repulsion and disgust over
such motifs.

What is it that allows this “beautiful depiction of the ugly”?

At a certain moment in the process of reception of an emotionally shocking
work of art, there comes a break, a notional boundary known as a psychical dis-
tance. (Edward Bullough: “Psychical Distance” as a Factorin Artand an Aesthetic
Principle. In: The British Journal of Psychology V., 1912). A work of art where the
horrifying aspect is attractive can - thanks to this phenomenon - integrate the
repulsive and thus generate a positive response to the outcome. Bullough says
bluntly that “beauty is a distanced pleasure.” The distance thus offers a differen-
tiation of the "beautiful” from the merely “pleasant,” it is also considered one of
the essential characteristics of “aesthetic consciousness.”

In order to allow the actual contemplation of a work of art, we must detach
our practical needs and goals from our own self. The artist can thus convey
his/her personal experience by taking a distance from it. A story about a ball
lightning which burnt down a doctor’s farmstead on a thundery evening in
Jizerské mountains was portrayed by the artist as a fire glow which moves on
in a fairytalelike, benign landscape; however, the story talks about a tragedy
in the family, where the ball lightning struck into the farmstead and killed its
resident sitting at a table.

The distance limit of the artist is clearly elsewhere than that of a practicing
average consumer, or a perceiver of a work of art. This recalls Bullough's variation
of under- and over-distancing as an antinomy of distance. The excess of dis-
tance signifies distance remoteness of the perceiver of the work of art which may
create an impression of the improbable, of emptiness or absurdity.

The Gamekeeper | Myslivec | 2019 | 100 x 100 cm

vSudypritomnym zafivym svétlem, tragikomic¢nost opilct na lesnim hrbitové mezi
vyvracenymi nahrobky ¢eskych Némcd, davno zmizelych v déjinach uplynulych
stoleti. Zakonité by se mél dostavit pocit Uleku, obav, odporu i znechuceni nad
zobrazovanymi motivy.

Co umoznuje ono ,krasné zobrazeni osklivého"?

Pri percepci uméleckého dila vstupuje v konkrétni chvili v zaméreni pozornosti
na scénu emocionalni Sok, zlom, jakasi pomysiné hranice - psychickéa distance
(Edward Bullough: ,Psychical Distance” as a Factor in Art and an Aesthetic Prin-
ciple. In: The British Journal of Psychology V., 1912, pf. Z. Bohm). Umélecké dilo,
kdy désivé zaroven pfitahuje, dokaze diky tomuto fenoménu integrovat odpudivé
do pozitivni responze na vysledny tvar. Bullough pfimo fika, ze ,krésa je distanco-
vana libost”. Distance tak poskytuje odliseni ,krasného” od pouze ,pfijemného”
a je povazovana za jednu z esencialnich charakteristik ,estetického védomi”.

Aby mohlo dojit k samotné kontemplaci uméleckého dila, musime oddélit
naSe praktické potreby a cile od naseho vlastniho ja. Umélec pak mizZe svoji
osobni zkuSenost vyjadfit tak, ze od ni odhlédne. Historku o kulovém blesku, ktery
za jednoho bourlivého vecera vypélil staveni venkovského lékare v Jizerskych
horach, znazornil umélec jako ohnivou zafi, ktera se vine dal pohadkové vlidnou
krajinou, ackoliv dle vypravéni tehdy doslo k rodinné tragedii, kdyz kulovy blesk
udefil do staveni a zabil jednoho z obyvatel sediciho u stolu.

Distanéni limit miva umélec nepochybné jinde nez praktikujici pramérny kon-
zument, resp. vnimatel uméleckého dila. Zde se nabizi pfipomenout Bulloughovu
variaci pod- i pfe-distancovani jako antinomii distance. Pfemirou distance se ro-
zumi distanéni odlehlost vnimatele uméleckého dila, kterda mizZe vytvaret dojem
nepravdépodobného, prazdnoty ¢iabsurdity.

Valeckovo dilo zobrazuje udalosti tak, Ze radi podlehneme baladi¢nosti
pribéhu, jakkoli se mize jevit krutym. Nenachéazime v ném drsnost, realistickou
odpudivost, hrubost naturalismu, coz by byl pfipad opaéného pélu pod-distanco-
vani. Osobni zajem percipienta je pfirozené vzdalen zobecnéni a abstrakci, které
ilustruji obecné pravdy nebo idealistické vyznamy.

Estetika vniméni je proces, ktery zvyznamnuje osobni vztah mezi dilem a psy-
chikou clovéka, pficemz esteticka distance ma nezastupitelnou roli v procesu
utvareni estetického objektu.

Vypraveéni s nedofe¢enym tajemstvim, bachorky i baladické pfibéhy Valec-
kovych obrazd tak uspokojuji zvédavost a dychtivost divaka po tajuplné, z ¢asti



ValeCka's work depicts events in such a way that it makes us succumb to the
ballad-like nature of the story, however cruel it may seem. However, we do not
find it harsh, positively repellent or naturalistically crude; in fact, such a response
would represent the polar opposite of under-distancing. The personal interest
of the perceiver is naturally remote from generalisations or abstraction, both of
which illustrate general truths or idealistic significations.

Aesthetics of perception is a process which re-evaluates personal relation-
ship between the work and human psyche, and aesthetic distance plays an
indispensable role in the process of defining an aesthetic object.

Stories with unfinished, mysterious endings, tall tales and balladlike narra-
tives of Valecka's paintings satisfy our curiosity and the spectator’s eagerness for
the mysterious, partly vanished and abandoned landscape of the Sudetenland,
often connected with the cruel destiny of the Czech and German population
during and after WWII. They stimulate fantasy, develop imagination and enchant
to such a degree that we enjoy it. The artist skilfully persuades the spectator that
the events in landscape seem credible - as he demonstrates it in the lightness
of form, colours, lines and shapes. If the distance is not too wide, its impact
underscores the artistic character of the works, however, their ethical and social
appeal is diminished.

The sense of the sacred is activated in the almost grotesque motif of the
procession of the masks, in the figure of the banshee or the plague doctor, in the
drunkards balancing on the verge of life and death in a freezing landscape; in the
celebrations of folk traditions related to Christmas, Easter, carnival and various
drolleries, completed and transformed by child fantasy and the skill of the artist.
We get to taste the distanced sense of tragedy in the displaced gravestones of
snow-covered forest cemetery. Similarly, a dead woman in a burnt-down coun-
try cottage elicits compassion, however, her beautiful portrayal evokes neither
sadness, nor aversion.

Valecka creates an almost theatre-like scenery with forlorn oddballs, who
seem bitterly disillusioned having been struck by historical events and natural
elements. Thus he reintroduces the figure of Fate whose timeless presence
evokes a sense of inevitability. The scene is both deepened and unified by the
monumental spatial dimension of Sudetenland landscape. However, the sense
of the beautiful cannot be induced withoutintroducing aesthetic distance. The
artist produces neither a copy of nature nor of human landscape, be itinner or

jiz zaniklé a opusténé krajiné Sudet, spojené nezfidka s krutym osudem ¢eskych
i némeckych obyvatel zejména v dobé 2. svétové valky i po ni a vzbuzuji fantazii,
rozvijeji imaginaci a okouzluji zplsobem, ktery si radi nechame libit. Uvéfitelnost
udélosti predkladanych v krajiné o¢im pozorovatele je tim, co malif mistrné
a s lehkosti forem, barev, linii a tvar( ovladda. V pripadé, Ze distance neni prilis
8irokd, bude vysledkem jejiho pdsobeni zvySeni uméleckého charakteru takovych
dél, naopak eticky a socialni apel je sniZen.

Pocit pfitomnosti sakralniho oZivuje malif v az grotesknim motivu procesi
masek, smrtky, morového doktora, ale i opilct, balancujicich v mrazivé krajiné
na hranici Zivota a smrti, z oslav lidovych tradic vanoc, velikonoc, masopustd
i taskafic tak, jak si ho détska fantazie dotvofila a umélcova zru¢nost dovedla
zpodobnit. Distancované tragi¢no polozmrzlych postaviéek mezi vyvracenymi
nahrobky na snéhem posypaném lesnim hrbitlvku, mrtva Zena ve vypalené cha-
lupé vzbuzuji soucit, ktery ma diky krasnému zobrazeni daleko k pfivolani smutku
¢iodporu.

Valecka pred nami prostird az divadelni kulisy krajiny s podiviny tak nahle
osameélymi, s horkou ztratou iluzi po zasahu déjin i pfirodniho Zivlu a na scénu tak
privadi Osud, ktery je, zda se, nevyhnutelny svou vé¢nou pfitomnosti. Monumen-
talni prostor krajiny Sudet cely vyjev umocriuje a sceluje. Krasné ale neni mozné
bez zavedeni estetické distance. Umélec pouze nekopiruje pfirodu, ani krajinu
Clovéka, at uz tu vnéjsi nebo vnitfni. Obraz ,Zlata gilotina” s muzskou postavou
v pokoji se stinem, nékolika kusy nabytku, obrazem a zafivé zlatou gilotinou mize
byt existencialné naléhavou ukazkou bezvychodnosti lidské bytosti, do které je
Clovék v déjinach i v sobé uvrzen.

Jako mozny pfiklad variace i zdvojeni distance Ize uvést poutnika v obraze
sPoutnik nad mofem mlhy” Caspara Davida Friedricha, resp. dialog postavy
s krajinou i se sebou samou, ktery kontempluje vznesenost a majestatnost hor
i lidskou bytost jako titérnou, navic v postoji zady i s prostorovou distanci k recipi-
entovi obrazu, tedy k nam.

Sebereflexe i distance vylucuji popularni tvrzeni, ze umélcova mysl| se zraci
v jeho dile. To je diky distanci vyzvednuto ze svych praktickych, utilitarnich cild,
stava se soucasti estetického védomi a ,konstituuje esteticky objekt v pribéhu
estetického zazitku”, jak jej popisuje profesor estetiky Vlastimil Zuska (Estetika.
Uvod do sougasnosti tradiéni discipliny, Triton, 2001). Detailné se zamysli nad
tim, jak ,koncept estetické distance vysvétluje paradox osklivého, tedy to, zZe

Purgatory | Oc¢istec | 2019 | 150 x100cm




outer one. The painting “The Golden Guillotine” with a male figure in a room
filled with shadows can be seen as an existentially powerful demonstration of
human hopelessness, in which a person is thrown in history and in his own self.

As an instance of variation and doubling of aesthetic distance, we may men-
tion the wanderer in Caspar David Friedrich’s painting "A Wonderer Above the
Sea of Fog": it represents a dialogue of the figure with the landscape and with
himself, contemplating both the loftiness and majesty of the mountains and the
tiny dimension of human beings. Moreover, we get to see his back, he is thus
spatially distant from the recipient of the picture, i.e. us.

Self-reflection and distance exclude the popular assertion that the artist's
mind is somehow reflected in his/her work. The distance elevates it from the
practical, utilitarian goals and becomes part of an “aesthetic consciousness con-
stituting the aesthetic object during the aesthetic experience” as described by
Vlastimil Zuska, professor of aesthetics (Estetika. Uvod do soudasnosti tradiéni
discipliny [Aesthetics. An Introduction into the Present Form of a Traditional
Discipline.], Triton, 2001). He minutely discusses how “the concept of aesthetic
distance canrepresent an aesthetically negative quality, i.e. something ugly. An
aesthetic object may incorporate an aesthetically negative quality, i.e. some-
thing positively hideous, repellent and ugly, and yet the resulting experience is
perceived as something positive, and the object is affirmed” (ibid).

Valecka's banshees, plague doctor, bizarrely deformed figures, drunkards
and hanged men, portraits of women with fetishist-erotic overtones, insect
preying on female entrails, decapitated roosters, reanimated masks and frights
impaled on a pole belong to the repertoire of the figures the painter brings back
to the landscape which makes an impression of a God-forsaken world. In fact,
we get similarly un-idyllic treatments in the works of Pieter Breughel, Vincent van
Gogh or Edvard Munch.

When the reception of the work of art is energized by aesthetic qualities,
e.g.theimage of a banshee with frights quietly floating in cold water in the middle
of a forest within an emptied landscape, it constitutes a distance which allows us
to perceive that the ugly becomes part of a broader whole. Thus the integration
with aesthetically positive qualities generates an affirmative outcome (Zuska,
p. 58, ibid).

Evenif it was the Dance of Death, the aesthetic object is judged as something
profoundly positive. It is not us who fear the Dance of Death, but our reflected

Girl’s Room | Divéipokoj | 2020|115 x 10 cm

soucasti estetického objektu mdze byt kvalita esteticky negativni, cosi Sered-
ného, odpudivého, nehezkého, a presto je vysledny prozitek pojiman pozitivng,
esteticky objekt je hodnocen kladn&” (tamtéz).

Valeckovy smrtky, morovy doktor, bizarné znetvorené postavy, opilci a obé-
Senci, portréty zen s fetisisticko-erotickym vyznénim, hmyz ochutnavajici zenské
dutiny, useknuté hlavy kohoutk i oZivlych masek a magkar nabodnuté na kalu
jsou repertoarem postav, které malif v krajiné Sudet pfivadi opét do jiz, mohlo by
se zdat, bohem zapomenutého svéta. Podobné ani dila Pietra Breughela, Vin-
centa van Gogha ¢i Edvarda Muncha nereprezentuji idylické obrazky a situace.

KdyZ do prozitku recepce uméleckého dila vstupuji estetické kvality: obraz
smrtky s maskarami plujici tiSe chladnou vodou uprostied les(, vyprazdnénou
krajinou, je to pravé ona distance, ktera uméleckym zobrazenim umozniuje, aby-
chom vnimali, Ze Seredné se stavé pouze Céasti celku a diky integraci s esteticky
pozitivnimi kvalitami vysledné hodnota prevazi do oblasti pozitivni (Zuska, .58
tamtéz).

| kdyby se jednalo o tanec smrti, esteticky objekt je hodnocen vyznamné
pfiznivé. Kdo se dési tance smrti, nejsme my celi, nybrz nade reflektované (,pro-
Zivajici”) ja. A jak je na tom nade reflektujici (,nezi8astné&né”) ja v estetickém
postoji, ktery pfi percepci umeéleckého dila zajimame my?

V priibéhu recepce se esteticka distance proménuje, nejde o staticky rdmec.
Estetické recepce tak ,rozifuje zivotni, prozitkovy i kognitivni horizont” toho,
kdo vnimé& umélecké dilo. Konstituce estetického objektu podmifiuje pfitomnost
distance, pficemz se reflektujici ja stava zasadnim Ucastnikem. O tom, Ze dialog
s dilem je dialogem se sebou samym (V. Zuska, Estetické distance - dialog sebe-
reflexe, Spoleénost pro estetiku, Praha 1998), se zmiriuje cela fada vyznamnych
filozof 20. stoleti, jako Jan Patoc¢ka, Martin Buber, Edmund Husserl, Emmanuel
Levinas ¢i Jean-Paul Sartre.

Princip estetické distance je tedy nutnou podminkou komunikace s este-
tickym objektem i se svym sebe-védomim. Pouze sebe-si-védomé ja mize
komunikovat a ve slozitém procesu utvareni estetického objektu proZivat vnitfni
radost a porozuméni umeéleckému dilu.

JOLANA PASTOR - ADAM HNOJIL



("experiencing”) self. And what happens to our reflecting (“disinterested”) selfin
the aesthetic stance we take in the perception of the work of art?

In the process of perception, aesthetic distance transforms, it is not a static
framework. Aesthetical reception thus “broadens the experiential, cognitive
and life horizons" of the person perceiving a work of art. The constitution of an

aesthetic object conditions the presence of distance, the reflecting self being
the key participant. The dialogue with the work is thus essentially a dialogue with
one's own self (V. Zuska, Esteticka distance - dialog sebereflexe [Aesthetic Dis-
tance - the Dialogue of Self-Reflection], Spoletnost pro estetiku, Praha 1998).
Interestingly, many of the major philosophers of the 20™ century - Jan Patocka,
Martin Buber, Edmund Husserl, Emmanuel Lévinas or Jean-Paul Sartre - affirm
this proposition.

The principle of aesthetic distance is thus a necessary condition for com-
municating with an aesthetic object and with our own self-consciousness. Only
a self-conscious self is able to communicate; and in the complex process of
forming an aesthetic object this self can experience inner joy in understanding
agiven work of art.

JOLANA PASTOR - ADAM HNOJIL

Plague | Mor | 2018 | 125 x 140¢cm

The Golden Guillotine | Zlata gilotina | 2015 | 180 x 125¢cm
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The Bay | Zaliv | 2018 115x170cm The Ship of Fools | Lod blaznii | 2017 | 125 x200¢cm
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Usti | 2016 | 120 x 200 cm The Flight | Let | 2019 125%x210cm



The Airplane | Letadlo | 2019 | 100 x 150cm The Procession | Procesi | 2016 | 100 x 170cm



Insect | Hmyz | 2016 | 70 x 100 cm The Plait | Cop | 2020 | 100 x 60 cm




Snowing | SnézZeni
20181 140x 125¢cm The Snow | Snih | 2015 170x 135¢cm




The Glow | Zare | 2018 110 x 200cm
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Winter Flying | Zimnilet | 2020 | 140 x 200 cm

Perspectives of Fantasy

In the line of classical painting, the work of Jaroslav Valecka indisputably belongs
to the best in contemporary Czech art of the middle generation. The author
whose masterful and succinct canvases, traditionally classified as landscape
and figural painting, has already had over hundred exhibitions, published two
comprehensive monographs and several catalogues. His work is so “laden” with
emotional poignancy that the spectator can hardly escape its radiation. Valecka
is represented in almost twenty prestigious museums and gallery institutions,
as well as in numerous remarkable private collections. Since the 1990s, he has
belonged among those who have been obstinately involved in the renaissance of
classical painting. Today, he is an artist who cannot go unnoticed in his genera-
tion. His path to this “medal position” would perhaps not suffice for a two-volume
novel (in that sense, the author is neither a bohemian, nor a “chaotic”), however,
it was far neither straightforward nor uninteresting.

Atthe ageof 15, Jaroslav started attending drawing classes at the elementary
school of art (Zakladni umélecka 8kola) “Na SantoSce”, and as he now admits - he
became “addicted to it". He was more or less predestined to choose the career
of a doctor, and so his parents considered his interest little more than a “teenage
rebellion”. Nevertheless, once he was accepted to the Academy of Art in Prague
at the first try (into the studio of prof. Jifi Sopko), his parents fully embraced the
path their son had chosen. In fact, it is also due to them that he has not slack-
ened off in his creative efforts and managed to break through. Jaroslav Vale¢ka
became a painter of balladic landscapes and symbolistically conceived figures
at a time, in which several clamorous critics were proclaiming the “death” of

Pohledy fantazie

Tvorba Jaroslava Valecky patfi bezesporu k tomu nejlepsimu, co soucasné ceské
umeéni stfedni generace muze ve své klasické linii svétu nabidnout. Autor, ktery
sva suverénné a lapidarné pojednand platna, zafaditelna do tradi¢nich kategorii
krajinomalby a figuralni malby, ,obtézkava" natolik emotivné vypointovanym ob-
sahem, Ze mu jako divak Ize jen tézko uniknout, mé na svém konté vice jak stovku
vystav, dvé obsahlé, reprezentativni monografické publikace a mnoho katalog(.
MUzZe se pysnit zastoupenim v témér dvou desitkach prestiznich muzealnich
a galerijnich instituci, stejné jako v fadé pozoruhodnych soukromych sbirek.
Jaroslav Valecka je jednim z téch, ktefi se od devadesatych let tvrdosijné podileli
narenesanciklasické malby. Jeho cesta k aktualnimu statusu neprehlédnutelnos-
ti ve své generaci Gi, fe¢eno jinym pfimérem, k dnesnim ,medailovym pozicim”,
by sice mozna nevydala na zpracovani ve formé dvousvazkového dobrodruzného
romanu - na to je autor pfili§ malo bohémem a ,rozervancem”-, nicméné snadna
ani nezajimava nebyla ani ndhodou.

V patnéacti letech zagal Jaroslav navstévovat kurzy kresleni na Zakladni
umélecké skole Na SantoSce, a jak sam fika, téZce tomu ,propadl!”. Protoze mél
predurcenou spise kariéru lékare, rodice jeho zajem nepovazovali zpocatku za vic
nez ,lehce pubertélni revoltu”. KdyZ byl v8ak hned napoprvé pfijat na Akademii
vytvarnych uméni v Praze, a to do ateliéru prof. Jifiho Sopka, svého syna v na-
stoupené draze plné podpofili a je jisté i jejich zasluhou, Ze ve svém tviréim Usili
nepolevil a dokézal se prosadit. Jaroslav Valecka se stal krajinafem baladickych
scenérii a malifem symbolistné citénych figur v dobé, kdy halasnéjsi teoretikové
hlasali ,smrt” klasické malby a dominanci konceptu. | na samotné Akademii, kde
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classical painting and the dominance of conceptual art. At the Academy itself (at
that time there still existed a studio of landscape painting led by prof. FrantiSek
Hodonsky), this genre was fostered in a strongly or completely abstract form.

Jaroslav Valecka found his central theme in the landscape of LuZické hory,
whose picturesque, mountainous character sharply contrasts with its dark
history, marked by postwar resettlement. He spent his preschool years in Liska,
a small village close to Ceska Kamenice, which used to have more than a thou-
sand inhabitants prior to WWII, however, today it has no more than 50. (Infact, he
keeps coming back to this place where he also has his second studio). At a time,
when the human soul is susceptible to all kinds of stimuli, and all impressions are
absorbed with considerable intensity, a fatal bond came to be sealed with this
magical landscape and withits inhabitants, as the protagonists of still maintained
traditions of rituals and - last but not least - various “horror” stories. This bond
later became the igniter of his creative fantasy.

The formation of Valecka's typical, expressive language, was also substan-
tially influenced by early scholarships in Norway, Germany and the Netherlands,
in the countries of “"dreams and féeries” where artists still get carried away by
“fantastical viewsimmersedin grey horizons". In his work, Valecka follows the line
of Northern Romanticism which was - in the art historical perspective - persua-
sively presented in Robert Rosenblum’s book “Modern Painting and the Northern
Romantic Tradition. Friedrich to Rothko" (1975).

The turn of the 18" and 19" centuries was a period which gave rise to some
of the visual images that have been substantial ever since. In the course of time,
these images have been changing and given different sensual and artistic ren-
dition, however, they still follow the line of imagination that crystallised during
the Romantic period. Romanticism thus becomes a kind of “undercurrent”, which
is still alive. This concerns both artistic strategies in which concrete iconographic
types are consciously brought to life, as well as immediate life convictions, stim-
ulated by personal psychic disposition(s).

One of the principles of Romantic imagination lies in dualism and tension: the
contrasting poles of earth and heaven, object and subject, nature and humanity,
finality and infinity. Romanticism impinges on the borderline spheres, discovers
conflicts between time and eternity, sexuality and spirit, love and death. While
facing the majestic theatre of the natural world the Romantics discovered the
“stunning, impressive sublime” which represents the antithesis to “enchanting
beauty” (I. Kant).

jesté tehdy existoval ateliér krajinomalby vedeny prof. FrantiSkem Hodonskym,
se tento zanr péstoval predevsim ve vyrazné abstrahované &i pfimo abstraktni
podobé.

Své Ustredni vytvarné téma nalezl Jaroslav Valecka v krajiné LuZickych hor,
jejiz malebny horsky réz ostre kontrastuje se stinnou historii, poznamenanou
povéalednou vyménou obyvatelstva. Ve vesnici Liska u Ceské Kamenice, ktera
ve tficatych letech Citala bezmala tisicovku obyvatel, zatimco dnes jich mé sotva
padesét, stravil preddkolniléta svého Zivota (a dodnes se tam, také jako do svého
druhého ateliéru, vraci). Atak ve véku, kdy je lidské duse velmivnimavé a véechny
dojmy do sebe pfijima se zna¢nou intenzitou, u néj doslo k osudovému propojeni
s touto magickou krajinou, stejné jako jejimi obyvateli, jakozto aktéry stale udr-
Zovanych tradic, rituall a v neposledni radé ,strasidelnych” pfibéhd, k propojeni,
které se pozdéji stalo roznétkou jeho tvirci fantazie.

Pro ustaveni Valeckova typického vyrazového jazyka mély zaroven velky
vyznam jeho rané stipendijni pobyty v Norsku, Némecku a Nizozemsku, v zemich
»sntaféerii’, kde se umélci dodnes nechéavaiji vést ,pohledy fantazie ponorenymi
do Sedych obzor(”. Valec¢ka ve své tvorbé navéazal na linii severniho romantismu,
kterou pro déjiny uméni presvédcive vykreslil Robert Rosenblum v knize ,Modern
Painting and the Northern Romantic Tradition. Friedrich to Rothko” (1975).

Pfelom osmnéactého a devatenactého stoleti byl obdobim vzniku urcitych
obrazovych predstav zasahujicich az do soucasnosti. V pribéhu doby sice do-
chazelo k jejich zménam, ziskaly jiné smyslové odstinéni &i vytvarné provedeni,
ale stale navazuji na linii imaginace, ktera v Cisté podobé vykrystalizovala v ro-
mantismu. Romantismus se tak stavéa jakymsi ,spodnim proudem”, stéle Zivym
i dnes. Dotykéd se umélecké strategie, kdy jsou védomé ozivovany konkrétni
ikonografické typy, i bezprostifedniho zivotniho nazoru, stimulovaného osobnimi
psychickymi sklony.

Jedna z podstat romantické predstavivosti spoc¢ivéa v dualismu a napéti: pro-
tipdly nebe a zemé, objektu a subjektu, pfirody a ¢lovéka, konec¢na a nekonecna.
Romantismus zasahuje do hrani¢nich sfér a objevuje konflikty mezi ¢asem
aveécnosti, sexualitou a duchem, laskou a smrti. Tvéafiv tvaf majestatnimu divadlu
prirody objevili romantikové ,otrasajici, dojimajici vzneseno”, predstavuijici anti-
tezi k ,okouzlujicimu krédsnu” (I. Kant).

Krajina ve Valeckové podani vykazuje rysy vzneSenosti prostoru i dynamické
sublimity sily. Autor maluje daleké horizonty a citlivé sleduje promény oblohy.
Vystihuje krajiny chladné, zimni, zasnézené, krajiny Zzhnouci svétly ohid, krajiny

The Tempest | Blesk | 2020 | 115x 170cm



The Eye | Oko | 2018|100 x 135¢cm

Landscape in Valecka's world evinces a sense of sublime space and dynamic
sublimity of power. The author paints faraway horizons and sensitively follows
the changes in the sky. He depicts cold, winter, snow-filled landscapes, as well
as those with glowing fires and flickering lights of human dwellings. The aspect
of the sacred is intensified by expressing the atmosphere of twilight, night, full
moon and dawn. Dominant role is given to poignant diversity of colours with
stressed lights and dismal shadows. The atmosphere of stillness and a view from
distance, which allows to depict individual cross-country patterns, are otherim-
portant elements in expressing the so-called “mood"”. In his canvases, Jaroslav
Valecka lets us feel what the Romantics called “emotion in the face of nature.”

A painter, who is - as he says - interested in “stories, tales and fables”, those
"that men tell in pubs as well as those that we used to tell as boys to scare one
another”, is able to pinpoint the moment in which reality - the springboard of his
suggestive visions - starts transforming into something mysterious, ineffable,
balladic, but also poetic.

In the figural works, Valecka literally “penetrates” into the microcosm of an
individual, into his/her mental states or frame of mind. He conceives humans
as creatures close to the mysterious, fatal powers and to death. His bodies are
sometimes voluminous, sometimes they turn into etherical creatures and phan-
toms. He places them into perspectively conceived space with contrasting lights
and cast shadows or - more often - into the first pictorial plan, in order to make
the spectator participate in these bewitching, dreamy-freezing human stories
and bizarre spectacles.

Several Czech modernists typically drew their inspiration from a creative
bond with a specific place: for Antonin Slavi¢ek and Jindfich Prucha it was the
mountainous region of Zelezné hory, for Milo$ Jiranek the region of Moravské
Slovécko, and for Jan Zrzavy it was both the Bohemian-Moravian highlands
(éeskomoravské vrchovina) as well as Bretagne. For Jaroslav Valecka, the
imaginary projection screen of his distinctive artistic sensibility is the region
of Luzické hory. In this piece of land he knows so well, he gets to tell a muffled
drama of landscape as well as the waves, currents and whirls of life. It is worth
“immersing” oneselfinit.

s mihotajicimi se svétly lidskych pribytkd. Sakralni aspekt umocriuje vyjadrenim
atmosféry soumraku, noci, Uplfiku, Usvitu. Dominantni Ulohu hraje velmi jimava
barevnost s vypointovanymi svétly a tisnivymi stiny. Atmosféra ticha a pohled
z dalky, umoznuijici zachytit jednotlivé terénni plany, predstavuji dalsi vyznamné
elementy ve vyjadreni tzv. ,nalady”. Jaroslav Valecka nas prostiednictvim svych
platen nechava pocitit to, co romantikové nazyvali ,emoci v tvafi prirody”.

Malif, kterého dle jeho vlastnich slov vzdy zajimaly ,historky, zkazky, baje”,
Jtakové, co si chlapi vypravéji v hospodé, stejné jako pribéhy, kterymi jsme se
strasili jako kluci”, dokaze ve svych dilech presné vyhmatnout moment, kdy se
realita, odrazovy mUstek jeho sugestivnich vizi, zacind ménit v cosi tajemného,
nevyslovitelného, baladického, soucasné vSak velmi poetického.

Ve figurélnich pracich se doslova ,vpiji” do mikrokosmu lidského jedince, jeho
dudevnich stavil a rozpoloZeni. Clovéka pojima jako bytost blizkou zdhadnym
osudovym sildm i smrti. Télo modeluje nékdy objemové, jindy ho proménuje
do éterické bytosti, pfizraku. Umistuje ho do perspektivné pojatého prostoru
s kontrastnimi svétly a vrzenymi stiny nebo ¢astéji do prvniho obrazového planu,
aby divak byl pfimym G&astnikem uhrandéivych, snové-mrazivych lidskych pfibé-
hi a bizarnich spektakld.

Je typické, ze fada vyznaénych predstavitell ¢eské moderny Cerpala roz-
hodujici inspiraci z tvdréiho propojeni s uréitym mistem. Pro Antonina Slavicka
a Jindficha Pruchu byly takovou lokalitou Zelezné hory, pro Miloge Jirdnka mo-
ravské Slovécko, pro Jana Zrzavého Ceskomoravska vrchovina a Bretari. Jak bylo
jiz vySe fe¢eno, Jaroslavu Valeckovi se pomysinou projekéni plochou jeho vyhra-
néného vytvarného citéni staly Luzické hory. Pravé prostrednictvim tohoto jemu
ddvérné zndmého kousku zemé ndm svymi platny vypravi o ztiSeném dramatu
krajiny i o vinach, proudech a virech Zivota. Stoji za to se ,zaposlouchat”.

REA MICHALOVA



Long Train | Dlouhy vlak | 20717 | 120 x 200 cm Silence | Mléeni | 770 x 120cm




The Secret | Tajemstvi
2017]150% 110¢cm
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The Water Pipe | Vodni dymka
202090 x80cm The Golden Nail | Zlaty hieb | 2019 ] 7100 x 70 cm




A Silent Journey into Night | Ticha cestadotmy | 2019 | 90 x 150 cm The Gunman | Stielec | 2020 | 115x 150 ¢cm



On the Roof | Na stiese | 2016 | 100 x 120cm The Milky Way | Mlééna draha | 2018|100 x 120cm




The Long Comet | Velka kometa | 2011 | 124 x 196 cm (National Gallery Prague | Narodni galerie Praha) Red Evening | Cerveny veéer | 2019 | 100 x 200 cm



The Carrions | Mrsiny | 2021 | 100 x210cm



Banshee on Water | Pousténi smrtky | 20217 | 125x 150cm

Indeed, the topics of Valecka’s paintings are far from being joyful: they are mysterious, sometimes
symbolist, rough and often callous. Even his figural painting reflects the moroseness of Sudetenland
in which he so often resides. Simply, Valecka is not obtrusive, he is only looking for someone similarly
minded.

Tematika Valec¢kovych obrazi rozhodné neni vesela. Je tajuplna, v nékterych pripadech symbolistni,
drsna, ¢asto necitelna. | jeho figuralni tvorba odpovida nerudnosti sudetského prostredi, vnémz ¢asto
pobyva. Valecka se zkrétka skrze své obrazy nenabizi, hleda podobné ladéného divaka.

KATERINA TUCKOVA,

art historian and author | histori¢ka a spisovatelka, 2008

All the paintings of Jaroslav ValeCka are parts of a single, grand story. Each one of them represents
a short story, all of them make up a novel. These frenetically treated, wild stories analyse the anatomy
of melancholy at the time of late punk. A pilgrimage through the woods, amid houses and people
always becomes a path to discovering something about the world as well as about one’s individual
self.

VSechny obrazy Jaroslava Valecky jsou soucasti jednoho vypraveni, velkého pribéhu. Kazdy z nich
je povidkou, celek romanem. Freneticky podané divoké historky, podivné pfibéhy analyzuji anatomii
melancholie v dobé pokrocilého punku. Pout krajinou, lesem, mezi domy a lidmi je vZdycky cestou
poznani svéta i sebe sama.

MARTINA VITKOVA,

curator and art historian | historicka uméni a kuratorka, 2015



The Shadows | Stiny | 2017 | 100 x 125 cm The End of the Carnival | Konec masopustu | 20271 | 115 x 150 cm



The Fumigation | Vykufovani
2020 150%x 125¢cm Plague Doctors | Morovi doktofi | 2021 | 115 x200cm




The Coffins | Rakve | 2020|150 x 125¢cm The Rope | Provaz | 20716 | 170x110cm



The Lunatics | Namésiénihosi | 2020 | 125 x 150cm The Mask of the Night | Maska noci | 2018 | 150 x85cm




Vertigo | Zavrat | 2016 | 170x 110cm
(Regional Gallery Liberec | Oblastni galerie Liberec) Nocturno | Nokturno | 2020 | 740 x 150cm




The Bat | Netopyr | 2016 |60x 115¢cm The Fire Trail | Ohniva ¢ara | 2019|100 x 135¢cm




ATranssexual | Trandak | 2019 | 115x80cm The Shadow | Stin | 2016 110x80cm
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The White Pier | Bilé molo | 2018 | 110 x 200 cm



The Mummers | Maskary | 2021 | 1770 x 125¢cm

Winter Tales from the Borderland

Jaroslav Valec¢ka paints snowy landscapes with bizarre figures and depressive
atmosphere. Nevertheless, they still radiate something essentially poetic. He
situates them into the boundary periods of the day - i.e. dawn, twilight and night
- and the effect is reinforced by more pronounced colours and the contrasts of
glittering light and green-blue environment. However, once we start examining
his paintings from a closer perspective, they begin to reveal the haunting stories
they contain.

Jaroslav Valecka's themes are taken from the border area of Luzické hory
where he grew up. He was deeply affected by dilapidated houses and farm-
steads, ruined churches and abandoned factories whose former residents were
forced to leave. The portrayed tales are drawn from circulating stories, from his
own memories or the stories he heard as a child. He approaches them in his own
peculiar way and tends to push even banal stories to their extreme in which the
boundary between horror and hyperbole disappears. A good illustration of this is
his painting Decapitated Rooster based on the author’s childhood recollection.
His neighbour used to butcher hens and roosters by chopping off their heads.
The author took one of them and impaled it on a piece of wood. The motif on the
actual painting turns into a horrifying image of an almost ritual character. The
settings of his tales resemble real locations, however, his treatment of them is
loose. One of such settings is the cemetery with the ruins of the mortuary bellow
the village of Liska, where he lived as a child (The Fiddler’s Funeral, Drunkards
on the Cemetery, Throwing the Goat from the Tower). Repeatedly, he refers to
Robedsky potok (brook) in the Peklo (Hell) valley (Water, The Ball Lightning).

Since his time at the Academy, Jaroslav Vale¢ka has been painting these
terrifying tales and as time passes, he seems to be drawn to them more and
more. He looks for and lets himself be told new stories and elaborates them in his
paintings, marked by his unmistakable signature. The key emphasis remains on
the landscape in which all of this takes place. It is the landscape that most clearly
demonstrates his strong bond with the region of his childhood.

Zimni zkazky z pohranici

Na zasnézenych krajinach s nezvyklymi postavami i pfes tisnivy pocit prevliada
poeticka atmosféra. Jaroslav Valecka je zasazuje do meznich dennich dob - svita-
ni, soumraku a noci, aumocnuje vyraznou barevnostis kontrastem zariciho svétla
azelenomodré prirody. AZ pfibliz§im zkoumani obrazy vyjevi désivé zkazky, ktery-
mi jsou krajiny opfedeny.

Jaroslav Valecka ve svych ndmétech vychazi z pohranic¢ni oblasti Luzickych
hor, kde vyrUstal. Silnéjej ovlivnily vzpominky nazchéatralé domy a statky, rozbore-
né kostely a opusténé tovarny, které po valce plvodni obyvatelé nucené opustili.
Zpodobnéné pribéhy Cerpa z vypravéni, vlastnich vzpominek nebo historek, které
slychavaljakodité. Pristupuje k nim osobitym zplsobem a ¢asto az banalniudalost
dovede do krajnosti, v niz stira hranici mezi zdésenim a nadsézkou. Tento pfistup
ilustruje obraz Staty kohout, ktery vychazi z autorovy vzpominky z détstvi. Jeho
sousedka zabijela slepice useknutim hlavy. Jednu z nich s kamarady vzali a na-
bodli na kus dfeva. Na samotném obraze pak tento motiv pretvari v désivy vyjev
az ritualniho charakteru. Prostredi, do kterého zkazky zasazuje, utvari na zakladé
realnych mist, dale s nimi ale zachézi volné. Jednim z nich je hrbitov s pozlstatky
marnice, ktery se nachazi pod vesnici Liska, kde jako dité bydlel (Pohfeb Sumare,
Opilci na hibitové, Hazeni kozla z véZze). Opakované se v jeho dile objevuje také
napfiklad Robec&sky potok v idoli Peklo (Voda, Kulovy blesk).

Hraznymi zkazkami se Jaroslav Valec¢ka zabyva nepretrzité uz od vysoké skoly,
postupem casu k nim ale stéle vice tihne. Vyhledavéa a nechava si vypravét nové
pfibéhy a nezaménitelnym rukopisem je zpracovava ve svych obrazech. Nejvetsi
dlraz ale stéale klade na krajinu, ve které se vSe odehrava. V ni se nejvice projevuje
silné sepéti s krajem jeho détstvi.

MARKETA HORNEROVA



The Old Mill | Stary mlyn
2018 1125x115¢cm The Inquisitors | Inkvizitori | 2017 | 150x 115¢cm




The Signal Rocket | Svétlice | 2011 | 81 x 183 ¢ | (National Gallery Prague | Narodni galerie Praha) The Frozen Lake | Zamrzlé jezero | 2019 120x210cm
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The White Night | Bilanoc | 2018 | 110 x200¢cm The Lake | Jezero | 2076 | 140 x 200 cm
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The Ball Lightning | Kulovy blesk | 2018 | 125 x 125¢cm The Falling Star | Meteor | 2018 | 140x210¢cm



Children | Déti | 2018 | 100 x 125¢cm The Mists | Mlhy | 2017 | 85 x 200 cm



Northern Lights | Polarnizafe | 2016 | 110 x 200 cm




The Night of the Occultists | Noc okultistti | 2019 | 150 x 100 cm

Childhood

Childhood spent in northern Bohemia left an imprint in my memory: through the
poetics of horror stories, mysterious fantasies run wild and village tall stories...

As a child, I loved flying. One day my friends and I tied a few air-balls to a paper
figure, and then we went daydreaming about what it was like to have a bird’s-eye
view of the landscape...

One day we played at fireworks near a cemetery chapel. We climbed onto a small
tower with a straw bale, tore it to pieces and threw it down in deafening silence.
The magical feeling of the crackling fire is still buried in my memory...

Détstvi

Détstvi strévené na severu Cech se mivepsalo do paméti poetikou strasidelnych
pribéhd, tajemstvim zdivocelych fantazii i vesnickych bachorek...

Jako chlapec jsem miloval Iétani. S kamarady jsme nafoukli nékolik baldnkd, sva-
zali je pevné k sobé a k nim pak pripevnili figurku z papiru. A pak uz se jen zasnili
- jakeé to asi je, vznadet se nad krajinou a hledét na ni z oblak...

Tojsme sitakhle jednou u hrbitovni kaple hréli na ohriostroj. Viysplhali jsme na vé-
Zicku s balikem slémy, rozcupovali ji a kousek po kousicku, v hrobové tmé a tichu
jihézelidold. Ten magicky pocit praskani svétylek si vybavuji jesté dnes...



Flying | Let | 2020 | 143 x 170cm The Hanging Man | Viselec | 2011 | 93 x 131 cm (Central Bohemian Gallery Kutna hora/ GASK Kutné Hora)



Lightin the Woods | Svétloviese | 2019 | 115 x 135¢cm The Moths | Noéni motyli | 2016 |95x 115¢cm
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The Red Boat | Cerveny &lun | 2016 110x 170cm Jested | 2016 110x150cm



The Enlightenment | Osviceni | 2019 |40 x 50cm The Night of Bride | Noc nevésty | 2017 |90x 115¢cm




The Delirium | Delirium | 2078 | 100 x 70¢cm The Severed Head | Ufiznuta hlava | 2018 | 125 x 55¢cm



The Mausoleum | Mauzoleum | 2017 ]150x 110cm The Chapel | Kaple | 2019|100 x 120 cm



Islands | Ostrovy | 2016 | T00 x200 cm
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Mummers on a Boat | Maskary nalodi | 2016 | 90 x 150cm

| co-founded Stuckism in 1999. Over the next 20 years it became an international art movement
and has already achieved a place in art history. Jaroslav Valecka is one of the leading artists of this
movement. |am gratified to have him as a colleague, not only for his skilful, unique and deeply moving
atmospheric paintings, but also so for his loyal support of friendship, sustained cooperation, initiative
and entrepreneurial achievement in arranging group shows and publications. He is one of the best.

Vroce 1999 jsem se podilel na zaloZeni stuckistického hnuti. BEhem nasledujicich 20 let se z néj stalo
mezinarodni umélecké hnuti a dnes mu jiz patfi misto v déjindch uméni. Jaroslav Valecka je jednim
z prednich umélcd tohoto hnuti. Je mi potésenim, Ze ho mohu fadit mezi mé kolegy - a to nejen proto,
Ze je obratnym malifem jedinec¢nych a hlubokych obraz( s jimavou atmosférou, ale také za jeho loajal-
ni podporu - za prételstvi, trvalou spolupraci, iniciativu a ¢inorodost pfi pofddani skupinovych vystav
a publikaci. Patii mezi ty nejlepsi.

CHARLES THOMSON,

painter and co-founder of Stuckism | malif a spoluzakladatel stuckismu, 2020
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The White Pier | Bilé molo | 2020 | 100 x 200 cm Small Boats | Lodicky | 2020 | 100 x 150 cm
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The Divorce | Rozvod | 2018 | 100 x 150 cm Blown-Off Head | Rozstfelena hlava | 2017 | 70 x 80 cm
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Children’s Game | Détska hra| 2017 ] 135x 100cm The Turkey’s Head | Krocani hlava | 2016 | 70 x 50cm




Schizophrenic Bride | Schizofrenicka nevésta

2019]150x125¢cm

The Castle | Zamek (Regional Gallery and Museum Ceska Lipa

2020 | 140%x 125¢cm Vlastivédna galerie a muzeum Ceska Lipa)




Lights on Water | Svétlanavodé | 2018 | 108 x 150 cm The Glow of the City | Zafeni mésta | 2019 | 143x210cm




Frozen Boats | Zamrzlé lodé | 2016 | 100 x 200 cm

(Regional Gallery Liberec | Oblastni galerie Liberec)



Landscape and Stories

My painting has been profoundly affected by the landscape of my childhood in northern Bohemia. At
first sight, it makes the impression of a beautiful romantic landscape with long views, rock formations
and deep woods. However, it is also marked by twists and turns of history and filled to the brim with
horror stories and strange people who came from God knows where ...

Sometime towards the end of the 1970s, a story was reported in the press that a ball lightning killed
alocal doctorin one of the cottages in Jizerské mountains. At that moment, he was sitting at the table.
When he was found, he was still in the same position. However, he was dead...

A neighbour of ours, known as a heavy drinker, was a gas man. One day he rushed to an emergency
because a pipeline exploded: it started burning, and soon it looked as a fiery serpent winding through
the landscape...

Krajiny a pribéhy

V malovani mé nejvic ovlivnila krajina mého détstvi - severni Cechy. Na prvni pohled romantické sce-
nérie s dalekymi vyhledy, skalnimi mésty a hlubokymilesy. Ale také kraj, do jehoZ tvare se nemilosrdné
vryly historické zvraty, aZ po okraj naplnény strasidelnymi pribéhy, mnozstvim podivnych existenci
a zbloudilcd, co dorazili buhvi odkud...

Nékdy koncem sedmdesatych let se v dobovém tisku objevila nestastna udalost, Ze v Jizerskych ho-
réch do jedné z chalup udefil kulovy blesk a zabil tam mistniho doktora. Ten zrovna sedél u stolu, kdyz
ho nasli - sedél dal. Pry na ném nebylo nic poznat. Jen byl mrtvy...

Soused ze vsi, docela velky alkoholik, pracoval u plynard. Jednou spéchal k havarii ve staveni, v némz
bouchlo potrubi. Vypravél, ze kdyz se bliZil k domu - vSude kolem se nahle rozsvitilo...to kdyz ohnivy
had se jako pfizrak tahl krajinou...

The Night Riders | Noéni jezdci | 2019 | 100 x 180 cm



Thelsland | Ostrov | 2019 | 140x210cm The Red Boat | Cerveny &lun | 2017 | 100 x 150 cm



The Ball Lightning | Kulovy blesk | 2019 | 143 x210cm The Gleam | Svit | 2020 | 115x200¢cm



Happiness Lanterns | Lampiony §tésti | 2020 | 115 x200cm The Inversion | Inverze | 2017 |60 x 135¢cm



The Moon | Mésic | 2016 | 100 x 140cm The Ball Lightning | Kulovy blesk | 2016 | 100 x 135¢cm




The Fire Trail | Ohniva cesta | 2020 | 115 x200¢cm



Stories from Sudetenland

My grandma told me a story about a gamekeeper who hanged himself on a high seat because of
unrequited love. The high seat was very close to our country cottage and | was passing it with a sense
of forboding for a long time...

In Liska, i.e. the place where | grew up, there was no pub, and so one had to go to the nearest village
down the road. On the way there, you would pass an old damaged German cemetery, where some-
times one of the guys fell asleep among the tombstones. One day, it was in winter, someone nearly
froze to death. Fortunately, his less drunken fellows managed to find him...

A neighbour of ours was killing hens by chopping their heads with an axe. Sometimes one of the
headless ones flew across the fencing and she came to collect it. As boys, we were collecting rooster
heads secretly, impaled them on a pole and played around them. Oddly enough, we didn’t find it
strange...

In Kytlice, there was a home for mentally handicapped people. | remember that as a child | was drawn
to one of them who walked around as a Celt. He used a horned helmet which | found both fascinating
and terrifying. In fact, whenever | pass it today, it still sends chills down my back...

Historky ze Sudet

Babicka mi vypravéla pribéh o myslivci, co se z nestastné lasky obésil na posedu. Ten posed byl par
krok( od nasi chalupy a jesté dlouho jsem okolo chodil s velkym respektem...

V Lisce, kde jsem vyristal, nebyla hospoda a tak se muselo chodit do vedlejsi vesnice. Po cesté byl
stary poniceny némecky hrbitov a stavalo se, Ze ob¢as nékdo usnul mezi nahrobky. Jedné zimy tam
soused malem umrzl, nastésti ho nasli druzi, o néco méné opili kamaradi...

Sousedka zabijela slepice, tak, Ze jim sekerou sekala hlavy. Obcas néjaka bezhlava prelétla plot, a pak
si pro ni pfisla. Jako kluci jsme tajné sbirali kohouti hlavicky, napichovali na ty¢ a hréli si u nich a vibec
nam to nepripadalo divné...

V Kytlicich byval Gstav pro choromysiné. Vzpominam, Ze jsem jako chlapec se zaujetim pokukoval po
jednom z nich, co si u zahradniho domku hraval na Kelta. Ta helma s rohy, kterou si s oblibou nasazoval
na hlavu, mé pritahovala i désila zarover. Jesté dnes, kdyZ jedu kolem, mi prebéhne mraz po zédech...

Drunkards at the Cemetery | Opilci na hibitové
2020 | 150%x 115¢cm




The Climbers | Lezci | 2020 | 135 x 100cm

Water | TG | 2018 | 125 x 140cm
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Vertigo | Zavrat | 2012 | 130 x 150 cm (Galerie Klatovy/Klenové | Gallery Klatovy/Klenova)

The Night | Noc | 2017 | 85 x 135 cm




The Jump | Skok | 2020|115 x135¢cm The Rooster’s Head | Kohouti hlava | 2018 | 80x 110¢cm



Dragging the Drunkard | Vlaceni opilce
2020 150%x115¢cm The Sanatorium | Lééebna | 2018|170 x 125¢cm




The Explosion | Exploze | 2016 | 100 x 135¢cm The Fire | Ohern | 2017]115%x80cm



I joined the Stuckists in 2001 as | recognised a philosophy that | could identify with. It has been a fas-
cinating journey for me as an artist ever since. However, the most satisfying, and indeed the most
exciting experience for me has been the opportunity to meet and work with artists from the Czech
Republic, as | have long been drawn to the rich and important contribution that this part of Europe
has contributed to art thinking and practice. In my opinion this has been long undervalued by Western
European art critics and academics.

For me, Jaroslav Valecka is foremost among the painters | have met. Although | had always iden-
tified with his work, it was when he drove me to the countryside north of Prague that it really hit me.
I remember him picking pears from a tree and passing them down to me- | felt that | was inside one of
his paintings. Jaroslav’s work has a perfect balance between the light and the dark, and the historical
andthe contemporary. His work is proof that painting is not only still valid, but also still the mostimpor-
tant means of expression we have today.

Ke stuckistickému hnuti jsem se pripojil vroce 2001, kdyZ jsem poznal filozofii, se kterou jsem se doka-
zal ztotoZnit. Od té doby je to pro mé velké dobrodruzstvi. Nejuspokojivéjsi a skutecné nejzajimaveéjsi
zkuSenosti v§ak pro mé byla prileZitost setkat se a pracovat s vytvarniky z Ceské republiky, protoze mé
jizdlouho pritahoval bohaty a ddleZity prinos, kterym tato ¢ast Evropy pfispéla k umélecké teoriii praxi.
Podle mého soudu zapadoevropsti kritici uméni a akademici tento prinos dlouho podceriovali.
Jaroslava Valecku fadim mezi nejpfednéjsi malife, s nimiZ jsem se setkal. S jeho dilem jsem se
ztotozZrioval vzdy, skutec¢né me ale zasahlo v momenté, kdyZz me odvezl na venkov severné od Prahy.
Vzpominam si, jak sbiral hrusky ze stromu a podaval mi je: bylo to, jako bych se ocitl na jednom z jeho
obraz(. Jaroslavovo dilo vykazuje dokonalou rovnovahu mezi svétlem a tmou a mezi déjinnosti a sou-
casnosti. Jeho préce svéd¢i nejen o tom, Ze malba nepozbyla nic za své platnosti, ale Ze predstavuje

vvvvvv

PAUL HARVEY,
painter | malif, 2020

Holy Lubica | Svata Lubica | 2018 | 150 x100 cm




The Jack-o’-Lanterns | Bludicky
20201 150x115¢cm The Mice | Mysi | 2020 | 150x 115¢cm




The Flower Child | Dité kvétin | 2018 | 120 x 80 cm

The Moths | Noéni motyli | 2020 | 125 x 143 cm




The Puppet | Loutka | 2020 | 150 x 100 cm

Vertigo | Zavrat | 2016 | 150 x 80 cm

The Water Pipe | Vodnidymka | 2020 | 148 x 70cm




Schizophrenic Bride | Schizofrenicka nevésta | 2020 | 70x 70cm

The Mask of the Night | Maska noci | 2018 | 150 x 80 cm




The Mausoleum | Mauzoleum | 2020 | 150x 115¢cm The Crayfish | Raci | 2019|100 x 70cm



The Dark Dancer | Temna taneénice | 2020 | 115x200cm Burning the Flag/ Paleni vlajky | 2018 | 115 x200cm



The Boulders | Balvany | 2017 125x210cm The Run|Béh | 2017 | 100x 140cm



Throwing the Goat from a Tower | Hazeni kozla z véze
2018 180x%x 125¢cm

Tales and Tall Stories

There was a little chapel carved into a rock not far from our village. A tale spread around that a gang
of robbers robbed and killed a woman and then they impaled her head on a stick. | can’t say if it’s true
or false. However, it scared me for a long time...

And how did the village people symbolically get rid of evil present amongst them from time im-me-
morial? A friend of mine has told me that the offering was a goat which they took up the tower where
he bleated for the last time, and then was thrown down. The image of the poor goat falling headlong
to the ground has been haunting...

As children we used to tell one another a scary story that once the twilight came, we would meet
a plague doctor wading through black water. He was gazing at us without saying anything. He had
a lantern lit on his back and was slowly drawing closer...

A rumour spread that the day the Americans bombed Dresden and the city was gradually fading in
the clouds of smoke, tens of parachutes suddenly appeared in the sky and were slowly approaching
the ground. The German fighter-jets shot down so many bombers that the sky was filled with all
those who managed to jump out of their aircraft at the very last moment...

Zkazky a bachorky

Nedaleko nasi vesnice byla ve skale vysekana kaplicka. Mezi lidmi se drzela bachorka o tom, Ze tam
jednou lupic¢i napichli na kus klacku hlavu Zeny, kterou pred tim okradli a zabili. Jestli je pravdiva,
nevim, ale ta pfedstava mé désila docela dlouho...

A jak se na venkoveé v minulosti symbolicky zbavovali zla, které je mezi lidmi pfitomno odnepamé-
ti? Kamarad mi vypravél, Ze obétinou byl kozel, kterého vytahli na stfisku véZe, tam si naposledy
zamecel a poté ho svrhli k zemi. Pfedstava, jak nebohy kozel leti stfemhlav dold, ve mé vzbuzovala
vzrusenii bazeri...

Jako déti jsme se straSili historkou, Ze u rybnika v lese, kdyZ padne soumrak, potkame morového
doktora, co se brodi ¢ernou vodou, na zadech rozsvicenou lucernu a s upfenym pohledem, bez
jediného slova, se k néam priblizuje...

Povidalo se, Ze ten den, kdy Ameri¢ané bombardovali Drézdany a mésto ztracelo svou tvar v obla-
cich koure, objevily se na nebi desitky padakd - aby se zvolna poroucely k zemi. Némecké stihacky
sestrelily tolik bombardérd najednou, Ze oblaka byla poseta témi, co stihlina poslednichvilivyskocit...



All Souls | Dusicky
20791125x110cm The Head | Hlava | 2020 | 150 x 115¢cm




The Hanging Lady | Visici Lady
2020 |70x180cm

The Corpse | Mrtvola | 2020 | 70 x 180 cm Breathing | Dech | 2016 | 80 x 50cm



The Dancer | Taneénice | 2018 ] 140 x 150cm The Banshee on a Boat | Smrtka nalodi | 2019 | 125x 150cm




Northern Lights | Polarni zare | 2019|143 x210cm The Parachutes | Padaky | 2016 | 150 x 200 cm




- The Mountains | Hory | 2019 | 100 x 210¢cm



Masks, mummers and funerals

Already as a young boy | was fascinated by the eerie nature of mummers, processions, and carnivals.
I found them as gateways into our soul: once you put on the mask, you liberate yourself from the anxi-
eties, fears, horrors and fixed ideas which would otherwise keep you awake at night. Masquerades and
the rollicking nature of the carnival still lingers in my mind. Bride and Death, Rooster and Jester, Biddy
and Oldster... they all are their own mummers somewhere between Light and Darkness.

One day in spring | found myself at some kind of a church festival. An ugly and grumpy lady called
Lubica carried a portrait of a female saint. This is how | imagined her in a Freudian way on the painting...

A friend of mine, a heavy drinker, was telling me what she was going through in a delirium, and | deci-
ded to paint these states: how spiders crawl on her, fat beetles come out of her mouth and a rooster
pecks at her. It slowly evolved into a free cycle...

One day the communist police (the so-called ,Public Security”) arrested a gravedigger in the nearby
village. Later we learned that he touted pork from his own pig slaughter. Moreover, the pigs were also
fed by parts of the human bodies which he dug out during the night...

Masky, maskary a pohrby

Uz jako malého mé fascinovala tajuplnost maskar, procesi a masopustd. Masky mi prisly jako brana
do duse, kdy ¢lovek jejich nasazenim odhodi své Uzkosti, obavy, bésy i utkvélé predstavy, co mu nedaji
spataniv noci. Rej masek a maskar a rozvernost fasanku se mi objevuje a mizi ve vzpomince jesté ted.
Nevésta i smrt, kohout i Sasek, baba s dédkem... sami sobé vlastni maskarou mezi svétlem a tmou.

Nékdy zjara jsem se ocitl na cirkevni slavnosti, kdy z kostela zrovna vynaseli portrét svaté. Nesla ho uz
od pohledu neprijemna, zapskla, nevzhledna Zena jménem Lubica. A takhle néjak jsem si ji po freudov-
sku predstavoval i na obraze...

Moje kamaradka alkoholicka mivypravéla, jaké hrizy se ji déjiv deliriu. A tak jsem se pokusil namalovat,
jak po ni lezou pavouci, z Gst i tuéni brouci, klove do ni kohout. Az z toho vznikl volny cyklus...

Jednoho dne zatkla Verejna bezpecnost v sousednivesnicitamniho hrobnika. Pozdéjijsme se dozvedé-
li, Ze smelil s vepfovym masem z vlastni porazky. Prasata mél navic dokrmovat po nocich vykopanymi
castmilidskych tél...

The Forest | Les | 2020 | 150x 115¢cm




The Fiddler's Funeral | Pohieb Sumarie | 2018 | 170 x 125¢cm The Grim Reaper | Zubata | 2017 | 100 x 70cm



The Cemetery of Fools | Hibitov blaznt

20171125x115¢cm

The Patient | Pacient | 2016 | 150 x 125¢cm




The Cartomancer | Kartarka | 2018 | 70x 115¢cm The Spider | Pavouk | 2018 | 70x 115¢cm




Dead Lady | Mrtvalady | 2016 | 70 x 100 cm The Eyes | O¢i | 2020 | 80 x 70cm
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Breathing | Dech | 2020 | 70x90cm
Onthe Back | Nazadech | 2018 |70 x 150cm

The Noblewoman | Slechtiéna | 2018 | 70 x 150 cm




The Pig-Slaughter | Zabijacka | 2020 | 125 x 150 cm The Lightning | Blesk | 2020 | 125 x 143 cm



Jaroslav Valecka tells his stories in cycles. His paintings are somewhat like film shots, loosely connec-
ted into a single story. It's not a typical approach to creation, but it does reflect the artist’s method
- systematic, step by step, giving a tangible form to his dreams (and sometimes nightmares). Thus he
attempts to maintain concentration and keep his distance from the superficiality and changeability of
contemporary modern trends.

Jaroslav Valecka vypravi své historky v cyklech. Jeho obrazy trochu pripominaji filmové zabéry, volné
spojené jednim pfibéhem. Je to netypicky pristup k tvorbe, ktery vsak odrazi jeho uméleckou meto-
du - systematicky, krok za krokem ztélesriovat své sny (a nékdy i noéni mdry). SnaZi se tak udrZet si
soustredéni a zaroveri odstup od povrchnosti a proménlivosti sou¢asnych trendd.

ZUZANA STEPANOVICOVA,

art historian | historicka uméni, 2016

ValeCka’s paintings draw our attention for many reasons. Being full of fascinating everyday cruelty, lo-
neliness, half-light, and a certain bizarreness, they create a distance both letting us in and preventing
us from doing so. For an author who famously focuses on the image of Sudetenland uprootedness,
this distance seems to play a much more important role than it may seem at first sight.

Valeckovy obrazy pritahuji pozornost z mnoha ddvodd. Jsou plné fascinujici vsedni krutosti, opusté-
nostia poloSera, ale také podivné - vtahujici a zaroveri zbrariujici distance, které hraje u tohoto autora,
jenz se proslavil predevsim vyjevy zaramovanymi krajinou sudetské vykorenénosti, asi dilezitéjsi roli,
nez se maze na prvni pohled zdat.

RADEK WOHLMUTH,

art historian, curator and art journalist | historik uméni, kurator a publicista, 2009

The Monastery | Klaster | 2010 | 130 x 148 cm

(Ale$ South Boheminan Gallery | Alova jihoeska galerie)




Mummers in a the Fog | Maskary v mize
The Delirium | Delirium | 2016 | 110x 135¢cm 2020 150%x115¢cm




Silent Night | Ticha noc
20181 150x 140cm The Scorpions | Stifi | 2018 | 70 x 100 cm
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The Trinity | Trojice | 2017 | 125x 140cm The Storm | Boure | 2020 | 140 x 200 cm



The Doll | Panenka | 2016 | 110x80cm



The Fog | Mlha [ 2016 | 150 x 125cm The Seekers | Hledaéi | 2020 | 150 x 115¢m



Itinerant Performers | Komedianti | 2020 | T00x 210cm




R,
er-rr[3.13aav-113r

>

|

|

Childhood

I was bornin 1972 in Prague, into a family of a geologist and a doctor. Two years
later, my mom gave birth to my sister Marie, now a doctor. It was a period shortly
after the Soviet occupation of Czechoslovakia, and the ill-reputed time of the
so-called “normalisation” had just begun.

The most decisive early influence on me was the childhood | spent in a small
village of Liska in the mountainous area of LuZické hory in Sudetenland. In 1967,
my dad bought a country house - by a happy coincidence - when he was on
a geological explorationin northern Bohemia. Since my parents were not allotted
aregular flatin Prague, the only option for us was to ply between a small lodging
in the city and Liska where we were basically ejected for several years.

At that time, Sudetenland was anything but a bucolic landscape as we tend to
idealise it today. In fact, the area was practically deserted and made a haunting
impression. After the expulsion of the German-speaking inhabitantsin 1945, the
countryside was drastically ravaged. This was made even worse by the presence
of the Soviet occupation troops which destroyed practically everything they
could. For example, in Décin castle they turned a Baroque library into a football
pitch by cutting the goals into Baroque inlay with a chainsaw. The Soviets also
completely ruined the castle in Mimon or soiled a beautiful area around Ralsko
withammunition... Silent witnesses of this devastation are the ruined farmsteads,
burnt-down churches and villages that disappeared forever, whose only rem-
nants are simple benches hidden somewhere in the woods.

The people who came to settle in this area came from all parts of former Czecho-
slovakia and brought with them their often bizarre stories. For example, one of my
neighbours was a Hungarian who never learnt Czech and was often seen coming
home drunk, singing patriotic Hungarian songs loudly and completely out of tune.
Another neighbour hanged himself on a very high tree and a firefighter squad had

Détstvi

Narodil jsem se v roce 1972 v Praze do rodiny geologa a |ékafky. Dva roky po
mém narozeni se rodi¢am narodila sestra Marie, kteréa je dnes také Iékarkou. Bylo
kratce po sovétské okupaci a v Ceskoslovensku zadala neblaha normalizace.

Rozhodujicim zplsobem na mé zaplsobilo détstvi proZité v malé vesnici Liska
v sudetskych LuZickych horach. Tak trochu Stastnou nédhodou v Lisce zakoupil
tatinek v roce 1967 chalupu, protoze na severu Cech tehdy provadél geologicky
prdzkum. Vzhledem k tomu, Ze rodi¢lim nebyl tehdy v Praze pfidélen zadny byt,
nezbylo néam nez pendlovat mezi malym prazskym podnajmem a Liskou, kam
jsme se viceméneé nucené na nékolik let odstéhovali.

Sudety v té dobé nebyly Zadnou bukolickou krajinou, jak si ji mame tendenci
dnes idealizovat. Plsobily naopak zcela liduprazdné a strasidelné. Po odsunu
némeckych obyvatel doslo po roce 1945 k velké devastaci krajiny. Tu zhorsila
jesté sovetska okupacni vojska, kterd zdemolovala, co mohla. V décinském zam-
ku napfiklad z barokni knihovny udélali fotbalové hristé tak, ze do barokni intarzie
vyfezali motorovou pilou branky. Sovéti zcela zdevastovali zamek v Mimoni nebo
zaneradili munici krdsnou oblast okolo Ralska... Némymi svédky jsou rozpadlé
statky, vypalené kostely, vesnice, které zcela zmizely a z nichz tfeba v lese zbyla

jen lavicka.

1 Jaroslav Valeéka in Vaclav Spala Gallery, 2015
Jaroslav Valedka v Galerii Vaclava Spaly, 2015

2 With Momin Liska, 1970s
S maminkou v Lisce, sedmdesata léta

3 Thevillage of Liska, 1970s
Vesnice Liska, sedmdesata léta



to put him down. | have always been fascinated by the landscape of the area, but
also by the scary stories which it contained.

Several years after, my parents managed to buy a dilapidated house in Prague,
and we ended up backin the capital. From that moment on, the cottage was used
as a vacation house only. My childhood was good, but it was deeply affected by
the “normalisation” period. This involved numerous meaningless bans and the
impossibility to travel. Only few people can now imagine that we first left Czech-
oslovakia in 1990. It was to visit the "West", namely Austria...

Being a rather energetic boy, | was enrolled into a basic school of art when | was
in the second grade of elementary school. At that time, | was more interested
in football than in art. Everything changed at the beginning of my teenage
years when | came to know a young teacher Vlastimil Sik. He was a vigorous
character that managed to get me enthused about art. In fact, he also trained
several interesting artists, including film-maker Simon Koudela or painter Julia
Hansen-Loeve.

Studies

| got so fascinated by art that | started to think about studying at the Prague
Academy of Art. In the “normalisation” period, however, studying at the academy
seemed almost entirely out of question. Nevertheless, everything completely
changed after the Velvet Revolution. At the first try, in 1991, | got accepted to
the painting studio of Jifi Sopko.

The school itself was rather a disappointment. My schoolmates were often 10
or more years older than me and prof. Sopko did not pay much attention to what
we were doing. However, he deserves some credit for not making us follow his
style as it was usual in the studios of other teachers. Very soon after that, the
fashionable idea of “concept” became the vogue of the day and a vast majority of
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Obyvatelstvo, které tamni obce dosidlilo, pochazelo ze véech kout(i Ceskosloven-
ska a neslo s sebou mnohé bizarni osudy. Jednim z mych sousedt byl napfiklad
Madar, ktery se nikdy nenaucil ¢esky a ¢asto chodil namol opily vesnici za hlasité-
ho a dosti faleSného zpévu uherskych vlasteneckych pisni. Dal$i soused se zase
obésil na stromé tak vysoko, Zze ho museli sundavat hasici. Vzdy mé fascinovala
tamni krajina, stejné jako strasidelné pfibéhy, které s sebou nesla.

Po nékolika letech se rodi¢am podarilo zakoupit v Praze rozpadly déim, abychom
se mohli definitivné vratit do hlavniho mésta. Chalupu jsme zacali vyuZivat jiz jen
rekreacné. Mé détstvi bylo hezké, ale bohuzel zcela poplatné dobé& normalizace.
Bylo také plné nesmyslnych zékaz(i a nemoznosti vycestovat. Malokdo si dnes
dokéaze predstavit, Ze jsme poprvé mimo hranice Ceskoslovenska vyjeli aZ v roce
1990. Bylo to na ,zapad” do Rakouska...

Moji rodi¢e mé jako dosti zivého synka zapsali ve druhé tfidé do lidové 8koly umé-
ni. Bylo to v dobé, kdy jsem se zajimal vice o fotbal nez o uméni. V8e se zménilo
a7 na prahu puberty, kdy jsem poznal mladého uditele Vlastimila Sika. Byl velmi
vyraznou osobnosti, kterd mé dokézala pro uméni nadchnout. Ostatné jeho $ko-
lenim proslo né&kolik zajimavych umélcti jako filma¥ Simon Koudela nebo malitka
Julia Hansen-Loeve.

4 Luzické hory in winter, 1980s
Luzické hory v zimé&, osmdesata léta
5 Ravaged cemetery near Liska, 1980s
Zni¢eny hibitov u Lisky, osmdesaté léta
6 Ruined church in Bily Kostelec, 1980s
Zdevastovany kostel v Bilém Kostelci, osmdesata léta
7 Academy of ArtiPrague
AVUYv Praze
8 Willem de Kooning Academy in Rotterdam
Willem de Kooning Academie v Rotterdamu
9 With Jifi Sopko at the graduation ceremony, 1998
S Jifim Sopkem na promoci, 1998

my schoolmates focused on “conceptual art”, performance, video art, land art or
body art. The Academy wanted to keep up with the trends in the rest of the world.
Classical painting became very rare. | was trying to pursue my own vision based
on expressionism. Since | had always been fascinated by traditional landscape
painting, | soon found myself side-lined in the school.

| found a solution for me in numerous study visits and exchanges in Germany,
Holland and Norway. They were usually well-prepared. As a rule, | got a monthly
allowance. In comparison with Prague, the training itself was on a completely
different, absolutely professional level. Teachers spent time with their students
(especially in Germany). What a difference to Prague where some teachers
taught only to be able to pay their bills! On the other hand, it was not perfect,
either. For example, in Rotterdam | had to move three times within just three
months and, in the end, | found accommodation in the building of former military
barracks about 50 kilometres from my school. Every day | cycled to my school on
a bike which finally got stolen. Fortunately, it was just a few days before returning
home. Regardless the quality of the study visits, they did have an impact on me,
mainly because each time | was forced to look after myself. It was a very good
lesson for my future life. When | graduated as a landscape painter in 1998, | felt
as a complete outsider.

After School

The prospect of making my living out of painting seemed meagre. At that time,
there was only a handful of private galleries and art was not collected as much
as it is today. Although | had a few relatively successful exhibitions (e.g. in the
Art House (D&m uméni) in Ceské Budgjovice or in the Bayer & Bayer gallery in
Prague), | was not able to make my living out of painting. | started teaching part
time in an elementary school of art (Zakladni umélecké skola), painted intensely
and tried get on with my work. Apart from that | spent my summers in various
archaeological excavations, | was fixing bikes etc.

Studia

Teprve tehdy jsem se nadchl pro vytvarné umeéni tak, ze jsem zac¢al v budoucnu
uvazovat i o studiu na prazské akademii. V dobé normalizace nebylo prili§ readlng,
abych se na AVU dostal. VSe se radikalné zménilo po sametové revoluci. V roce
1991 jsem byl na prvni pokus pfijat do malifského ateliéru Jifiho Sopka.

Samotna skola byla pro mé spise zklamanim. Spoluzaci byli Casto o deset a vice
let starsi a profesor Sopko se nam spiSe nevénoval. K jeho cti mu slouzi, Ze nas
nenutil sledovat sv{j styl, jak to bylo bézné v ateliérech jinych pedagogl. Zahy
zaujal rozhodujici slovo velmi médni koncept a drtiva vétsina spoluzaki se véno-
vala konceptu, performancim, videoartu, landartu nebo body-artu. Akademie se
snazila dohanét svétové trendy. Klasicka malba byla spiSe vzacnosti. Ja jsem se
pokousel o vlastni vizi malby vychéazejici z expresionismu. Vzdy mé oslovovala
viceméneé tradi¢ni krajinomalba, takze jsem se v rdmci $koly ocitl rychle na pfislo-
vecné druhé koleji.

Vychodisko jsem tak naSel v Eetnych stazich na uméleckych skoldch v Némecku,
Holandsku a Norsku. Tyto pobyty byly nékdy Spickoveé pripravené. Pravidlem byla
mésicni apanaz. Vyuka byla na absolutné profesionalni a zcela jiné Grovni nez
v Praze. Pedagogové se studentlm vénovali. To byl hlavné pfipad Némecka. Jaky
torozdil proti Praze, kde néktefi profesorivyucovalijen kvilitomu, aby za né nékdo
platil sloZzenky. Na druhou stranu ne vse bylo perfektni. V takovém Rotterdamu
jsem se napfiklad béhem pouhych tfi mésict nékolikrat stéhoval, az jsem sehnal
ubytovéani v budoveé byvalych kasaren padesat kilometr( od skoly. Do $koly jsem
tak dojizdél kazdy den na kole, které mi nakonec stejné nékdo ukradl. Nastésti to
bylo par dnd pred navratem dom.

Bez ohledu nato, jak byly staze pripraveny, zahrani¢ni pobyty mé ovlivnily prede-
v8im v tom, Ze jsem se musel o sebe postarat. Byla to velké $kola Zivota. Akademii
jsem absolvoval v roce 1998. Jako krajinar jsem si prisel jako absolutni outsider.



A real breakthrough came in 2003. At that time, an exhibition mapping the
art scene in the Czech Republic called Perfect Tense took place in the Riding
School of Prague Castle, the curators being Olga Mala and Karel Srp. | was
amongst 20 artists who participated in the exhibition. It was a well-prepared
exhibition by the standards of the day, seen as a “gateway into good company”
in terms of fine art.

| also started to collaborate with a curator and later successful writer Katefina
Tuckova who was promoting young painters and was very good at it. For exam-
ple, she organised an exhibition called Transfer in Munich where young Czech
painting was first presented in Germany. The exhibition was later repeated in
New York. At that time, Katefina Tu¢kova also wrote an essay to one of my early
catalogues.

Stuckism and the Group “Thick-Witted” (Natvrdli)

In 2004, | became a member of the Stuckist movement. Stuckism was founded
in the UKin the summer of 1999 when London painters Billy Childish and Charles
Thomson issued the Stuckism Manifesto. The title of the new artistic movement
is derived from the English word stuck, which is how Tracey Emin, famous English
conceptualist artist, described their paintings.

The Stuckism Manifesto also included some provocative statements such as:
Artists who don't paint aren't artists. Art that has to be in a gallery to be art isn’t
art. The authors thus clearly delineated two basic principles of Stuckism, namely
an unambiguous preferential option for painting as a means of doing art, and
aradical rejection of conceptual art, i.e. an ordinary object cannot be considered
art just because it has been described so by an artist acclaimed for different
reasons by various art critics. The Stuckist Movement soon disseminated into
the rest of the world. By now, more than 200 groups have been founded in more
than 50 countries.

Po sSkole

Perspektiva uzivit se vlastni tvorbou byla dosti nevalna. V té dobé jesté bylo velmi
malo soukromych galerii a umeéni se nesbiralo tak jako dnes. Sice jsem mél hned
po $kole nékolik relativné Uspé&snych vystav (napf. Ddm uméni v Ceskych Budé-
jovicich nebo Galerie Bayer&Bayer v Praze). Vlastni tvorbou jsem se ale uzivit
nedokazal. Zadal jsem tak udit na astedny Uvazek v ZUS (byvala lidova $kola
uméni). Intenzivné jsem maloval a snazil se prosadit s vlastni tvorbou. Kromé toho
jsem pres léto pracoval na rliznych archeologickych vykopéavkach, opravoval kola
a podobné.

Zasadni zlom priSel az kolem roku 2003. V té dobé byla v Jizdarné Prazského
hradu usporadana vystava Perfect tense, pfipravena kuratorsky Olgou Malou
a Karlem Srpem, ktera mapovala Ceskou malifskou scénu. Byl jsem mezi dvaceti
vytvarniky, ktefi se vystavy ztcastnili. Vystava byla na tehdejsi dobu velmi dobre
pfipravena a pfedstavovala jakési dvefe ,do lep8i malifské spoleénosti”.

10 Jaroslav Valecka’s first studio in Liska, 2001
Prvni ateliér Jaroslava Valec¢ky v Lisce, 2001

11 With Katefina Tuékova and gallerist Robert Hédervari, 2006
S Katefinou Tu¢kovou a galeristou Robertem Hédervarim, 2006

12 The Stuckist Exhibition in London, (from left to right): Markéta Urbanova, Paul Harvey,
Charles Thomson, Joe Machine, Jaroslav Vale¢ka, Ambassador Michael Zantovsky,
Robert Janas, Edward Lucie-Smith and Ella Gurru, 2011
Vystava stuckist v Londyné, zleva Markéta Urbanova, Paul Harvey, Charles Thomson,
Joe Machine, Jaroslav Valecka, velvyslanec Michael Zantovsky, Robert Janas, Edward
Lucie-Smith a Ella Gurru, 2011

13 With the members of Central Europe Stuckists, (from left to right): Jan Macko,
Markéta Koreckova, Jaroslav Valecka and art-historian Terezie Zemankova, 2014
S ¢leny central Europe stuckists, zleva: JAn Macko, Markéta Koreckov4, Jaroslav Vale¢ka
a kunsthistoricka Terezie Zemankova, 2014

Stuckism became established at the very end of the 1990s where galleries
were literally littered with conceptual art and classical painting was thought
to be dying out. The past decade more or less confirmed the intuition of the
Stuckists and classical hanging pictures are still the engine driving most private
galleries. Some Stuckists like Billy Childish and Joe Machine have become cel-
ebrated figures on the British art scene. Charles Thomson is again a respected
critic and commentator of the scene. The Stuckists have organised numerous
exhibitions, the most important one being Punk Victorian in 2004 at the Liver-
pool biennale.

British Stuckists have also made themselves famous by organising protest
demonstrations against the Turner Prize that take place in front of the London
Tate Gallery. Lately, one of the most important English-speaking art historians
and propagators of modern art, Edward Lucien Smith, started to endorse Stuck-
ism. In the Czech Republic he is mainly known for his book Art today. In the
preface to Stuck between Prague and London he wrote “Stuckism whether we
like it or not is the fourth dimension of contemporary art.”

In 2004, the Czech branch of the Stuckist movement, known as Prague Stuck-
ists was founded. Amongst the first members were painters Jifi Hauschka or
Markéta Urbanova. From the very beginning, the Czech group was very active
and organised numerous exhibitions. One of the larger exhibitions took place
in Prague’s Topic¢av salén in Prague in 2007. The members were also closely
collaborating with the English Stuckists. Apart from other things, they also took
part on important exhibitions, such as Enemies of Art, Stuckists Elizabethan
Avant-Garde and Stuck in the Emotional Lanscape (2010-2011). The latter
exhibition had a catalogue with a preface written by Charles Thomson. Due to
logistics problems, the exhibition almost did not take place. The preparation of
these exhibitions resembled adrenalin sports and the video from the negotiation
with a British customs officer would have been a good candidate for the Chalu-
pecky Prize.
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Zacaljsem také vice spolupracovat s kuratorkou a pozdéji Uspésnou spisovatelkou
Katefinou Tuckovou, ktera propagovala mladé malife a byla v tom velmi Uspésna.
Usporadala napfiklad vystavu Transfer v Mnichové, kde se v Némecku poprvé
predstavila ceska mlada malba. Vystava byla jesté reprizovana v New Yorku.
Katefina Tuckova tehdy napsala i esej kjednomu z mych prvnich katalog.

Stuckismus a skupina Natvrdli

Vroce 2004 jsem se stal ¢lenem stuckistického hnuti. Stuckismus vznikl ve Velké
Britanii v [été 1999, kdy londynsti malifi Billy Childish a Charles Thomson vydali
manifest stuckismu. Nazev pro nové umélecké hnuti odvodili od anglického slova
stuck, Cesky zastydnout i zakysnout, kterym slavna konceptualistka Tracey
Emin oznadila jejich malby.

Manifest stuckismu obsahoval mimo jiné provokativni véty jako Umélec, ktery
nemaluje, neni umélec a Uméni, které musi byt vystaveno v galerii, aby se stalo
umeénim, neni uméni. Autofi tim jasné vyjadrili dva zakladni principy stuckismu.
Jednoznaénou preferenci malby jako vytvarného vyjadfovaciho prostredku a ra-
dikalni odpor ke konceptualnimu umeéni v tom smyslu, Ze neni mozné, aby byl
za umélecké dilo poklddan obycejny predmét jen proto, Ze jej za néj prohlasil riiz-
né motivovanou kritikou uznavany vytvarnik. Stuckistické hnuti se zahy rozsirilo
do celého svéta a dnes existuje pres 200 pobocek ve vice nez 50 zemich celého
svéta.

Stuckismus se etabloval na samém konci devadesatych let, kdy byly galerie
doslova preplnény konceptualnim umeénim a klasické malbé se prorokoval brzky
zanik. Uplynuléd dekéda dala stuckistim viceméné za pravdu a klasické zavésné
obrazy jsou stale hybatelem zejména soukromych galerii. Néktefi stuckisté jako
Billy Childish a Joe Machine se stali vyznamnymi postavami britské umélecké
scény. Charles Thomson je zase respektovanym kritikem a glosatorem situace
na umeélecké scéné.
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After their return from London, the group went through a series of rows and most
members of the group left. Part of them abandoned Stuckism completely, some
went on to found a new group called Central Europe Stuckists. The first event
of the new group was an exhibition STUCK between Prague and London in the
Nolias Gallery in London. A catalogue was published for this exhibition with the
preface of the above-mentioned Edward Lucien-Smith. At the end of 2013, the
Municipal Gallery in Pardubice (Méstska galerie v Pardubicich) organised an ex-
hibition Stuck in Pardubice, curated by Martina Vitkova, who was the first to have
introduced the work of the founding fathers of Stuckism, i.e. Charles Thomson
and Paul Harvey, in the Czech Republic.

In 2015, an important exhibition Stuckism: Remodernising the Mainstream took
place in Studio 3 on the premises of the University of Kent in Canterbury. The
exhibition was introduced by art historians Alan Kirby, Graham Pooke and Edward
Lucien-Smith and showed the work of forty artists from the UK, USA, Greece,
Pakistan, Germany and the Czech Republic. From among the Central Europe
Stuckists, JifiHauschka, Markéta Urbanové and myself took part on the exhibition.
The persisting presence of Stuckism can also be documented by the fact that
the last normative book survey Movements in Art since 1945 by Edward Lucien
Smith (in fact, in the UK the book is also used as a textbook in elementary and
secondary schools) mentions Stuckism, and even my name appears alongside
Joe Machine and Banksy. | happen to have a close professional relationship with
Edward Lucien Smith and he also wrote a theoretical introduction to my earlier
monograph.

Alongside the Stuckists, | have also been a member of the prankster group Nat-
vrdli (English "The Thick-Witted") together with Rea Michalové, painters Karel
Jerie, Michal Novotny-MICL and Lukas Miffek, founded in 2008. With a great
deal of exaggeration, the group called for a return to traditional painting. We
never took ourselves too seriously in an institutional or academic sense, as can
be documented from our manifesto:
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Stuckisté usporadali celou fadu vystav, z nichz asi nejznaméjsi byla vystava
na bienale v Liverpoolu v roce 2004 s nazvem Punk Victorian. Britsti stuckisté
se proslavili také svymi demonstracemi proti Turneroveé cenég, kterou poradaji
kazdorocné pred londynskou Tate.

Mezi vyznamné podporovatele stuckismu se v poslednich letech zaradil i jeden
z nejznéméjsich anglicky mluvicich kunsthistorikl a propagatorli moderniho
uméni Edward Lucie-Smith. V Cechéch je znam predevsim svoji knihou Art today.
Sam v predmluveé ke knize Stuck between Prague and London napsal ,Stuckismus
se stal, at se nam to libi nebo ne, ¢tvrtou dimenzi sou¢asného umeéni”.

V roce 2004 tak vznikla i ¢eska odnoZ stuckistického hnuti pod nazvem Prague
- stuckists. K prvnim ¢lentm skupiny patfili napriklad malifi Jifi Hauschka nebo
Markéta Urbanova. Ceska skupina byla od zagatku velmi aktivni a zorganizovala
mnoho vystav. Jedna z prvnich vétSich vystav se uskutecnila v obnoveném

14 Art Group “The Thick-Witted” (Natvrdli), from left to right: Karel Jerie, MICL,
Jaroslav Valecka, Rea Michalova and Lukas Miffek, 2010
Skupina Natvrdli, zleva: Karel Jerie, MICL, Jaroslav Valecka, Rea Michalovéa a Lukas Miffek, 2010

15 Jaroslav Valecka speaking to collector Zbynék Orlicky, 2014
Jaroslav Valecka se sbératelem Zbyrikem Orlickym , 2014

16 Jaroslav Valecka with the founders of the Stuckism movement Charles Thomson
and Paul Harvey (London), 2011
Jaroslav Vale¢ka v Londyné se spoluzakladatelem stuckismu Charlesem Thomsonem
a Paulem Harveym, 2011

17 Exhibition in the Nolias Gallery in London, (from left to right): Edward Lucie-Smith,
Paul Harvey, Edgeworth Johnstone, Carol Lynn, Ondfej Skarka and his sons Simon
and Oliver, Charles Thomson, Jifi Hauschka and Jaroslav Vale¢ka, 2013
V Londyné na vystavé v Nolias Gallery, zleva: Edward Lucie-Smith, Paul Harvey,
Edgeworth Johnstone, Carol Lynn, Ondrej Skarka se syny Simonem a Oliverem,
Charles Thomson, Jifi Hauschka a Jaroslav Valecka, 2013

18 Bookcover of Edward Lucie-Smith’s book Movements in Art since 1945
Obalka knihy Edwarda Lucie-Smithe Movements in Art since 1945

Painting is dead. It seems impossible that there can be “artists” who still paint
pictures in the beginning of the third millennium. What motivates them? Aren’t
they aware of the fact that the future belongs to the new media?

Aren’t they aware of the fact that performance and happening impact the
spectators’ emotions more powerfully?

Aren’t they aware of the conceptual purity of the concept?

Haven't they noticed that contemporary art has taken completely different
directions?

Are they really so thick-witted?

There is just one answer to that. Yes, indeed! Everybody is thick-witted but only
a handful are willing to admit it.

At that point | started to collaborate more with a gifted and very inspiring art
historian Rea Michalové, who also prepared a very interesting exhibition called
Borderline Syndrome, mapping the gloomy history of Sudetenland as a joint
project of Czech and German artists. The exhibition took place not only in Prague,
but also in the Alfred Kubin Gallery in Munich and in OstDeutsche Galerie in
Regensburg.

Middle Age

After a couple of difficult years, | started to be gaining ground and exhibit also
in some of the major state galleries (e.g. Ales South Bohemian Gallery, GASK
in Kutna Hora, OGL in Liberec, OGV in Jihlava and elsewhere). | also began to
be invited to various symposia abroad and became better known. This sparked
interest in my work not only as regards private collectors, but also with such
institutions as the National Gallery in Prague in whose collections | am now
represented as well.

My work also gradually started to evolve from classical landscape painting to
more narrativeness and hyperbolic treatments with elements of black humour.

World of Art

Movements in Art
since 1945

Thames & Hudson Edward Lucie-Smith
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Topic¢ove salonuv Praze vroce 2007.Velmicinnibyli¢lenovéivkooperacisanglic-
kousekeistuckistl. Mimojinése zucastnilivLondynévyznamnychvystav Enemies
of Art, Stuckism- Elizabethian avantgarde a Stuck in the Emotional Lanscape
(2010-2011). Posledné& jmenovanou expozici doprovodil katalog s pfedmluvou
Charlese Thomsona. Pravdou je, Ze druhé jmenovana akce se kvlli logistickym
problémim malem neuskutednila. Priprava téchto vystav byla mnohdy takrka
adrenalinovym sportem a takové video z vyjednavani s britskym celnikem by
dnes mozna ziskalo i Chalupeckého cenu.

Po navratu z Londyna se skupina rozhadala a po fadé osobnich sporl z ni odesla
vétsina ¢lend. Cast z nich zcela opustila stuckismus, néktefi pokradovali v nové
vzniklych Central Europe stuckists. Prvni akci nové vzniklé skupiny byla vystava
STUCK between Prague and London v Nolias Gallery v Londyné. Tuto vystavu
doprovodil vypravny katalog s predmluvou od jiz zmiflovaného Edwarda Lucie-
-Smithe. Koncem roku 2013 probéhla v Méstské galerii v Pardubicich vystava
Stuck in Pardubice, pod kuratorskou taktovkou Martiny Vitkové, kterd v Ceské
republice viibec poprvé predstavila nejen ¢leny skupiny, ale zejména préce za-
kladatel( hnuti Charlese Thomsona a Paula Harveyho.

V roce 2015 probéhla velmi ddleZita vystava Stuckism remodernising the
Mainstream v galerii Studio 3 na ptdé University of Kent v Canterburry. Vystava,
kterou zahajovali historici uméni Alan Kirby, Graham Pooke a Edward Lucie-
-Smith predstavila vybér Styficeti umélcli z Velké Britanie, USA, Recka, Pakista-
nu, Némecka a Ceské republiky. Ze skupiny Central Europe stuckists jsem se ji
vedle Jifiho Hauschky a Markéty Urbanové zUc¢astnil i ja. O pretrvavajicim vlivu
stuckismu sv&ddii to, Ze v poslednim normativnim (ve Velké Britanii je pouZivana
i jako uGebnice pro stiedni a vysoké umélecké koly) pfehledu Movements in art
since 1945 od Edwarda Lucie-Smithe nejsem opomenut a jsem zde zmifovan
vedle Joe Machine v blizkosti napfiklad Banksyho. S Edwardem Lucie-Smithem
meé ostatné poji blizky profesionalni vztah a je autorem teoretického textu v mé
predchozi monografii.



A major breakthrough in my career was the year 2015, when | exhibited in the
respected Véclav Spala Gallery in Prague. The exhibition entitled Shadows of
Sudetenland (Stiny Sudet) and prepared by the above-mentioned Rea Michal-
ova and Pavel Lagner was well-received and helped me get myself established
on the artistic scene. The exhibition was later followed by other projects, such
as exhibitions in the Gallery of the Central Bohemian Region (Galerie stfe-
dodeského kraje) organised by Richard Drury or the Regional Gallery in Liberec
(Oblastni galerie Liberec), curated by Zuzana Stépanovidova. At that point,
numerous purchases were made by the mentioned institutions. My paintings
came to be represented more frequently in group exhibitions, e.g. Images of
Winter (Obrazy zimy), prepared in Klatovy Gallery by Lucie Siklova

On the contemporary scene | see myself as a painter outside the fashionable
trends which gives me the necessary freedom | need for my work. My greatest
achievement is that | have been able to pursue this career regardless all the
difficulties | have encountered along the way.

| believe that my story proves the truth of the following adage: do some-
thing for at least twenty years, and some people will notice it in the end.
JAROSLAV VALECKA
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Vedle stuckist( jsem Ucasten i v recesistické umélecké skuping Natvrdli (teo-
reti¢ka Rea Michalova, malifi Karel Jerie, Michal Novotny-MICL, Luka$ Miffek),
ktera vznikla v roce 2008. Skupina se znacnou nadsazkou hlasala rovnéz navrat
k tradiéni malbé. Nebrali jsme se nikdy institucionalné a akademicky nikdy pfili§
vazneé, o Cemz svedcii ukazka textu zakladajici listiny:

.Obraz je mrtev. Neni snad ani mozZné, Ze se jesSté dnes na pocatku tretiho
tisicileti najdou ,umélci”, ktefi maluji obrazy. Co je k tomu vede? Copak si
neuvédomuji, Ze budoucnost patfi novym médiim?

Copak jim nedoslo, Ze performance a happening maji silnéjsi dopad na divakovy
emoce?

Copak nerozpoznali koncepcni Cistotu konceptu?

Copak si vibec nevsimli, Ze soucasné uméni se ubira Gplné jinym smérem?
Copak jsou opravdu tak natvrdli?

Nabizi se jedina odpovéd. Ano! Natvrdlijsou vSichni, ale jenom hrstka si to
dokéze pfiznat.”

Tehdy jsem zacal vice spolupracovat s nadanou a velmi inspirativni histori¢kou
Reou Michalovou, které pfipravila mimo jiné mimoradné zajimavy projekt Bor-
derline syndrome, ktery mapoval neveselou historii Sudet ve spolupraci ceskych
a némeckych umélct, vystavy probéhly nejen v Praze, ale i v Alfred Kubin Galerie
v Mnichové a OstDeutsche Galerie v Reznu.

Stredni vék

Po mnoha neveselych letech jsem se zacal prece jen prosazovat a postupné i vy-
stavovat ve vyznamnych statnich galeriich (napf. AlSova jihoGeska galerie, GASK
Kutna Hora, OGL Liberec, OGV lJihlava a dalsi). Také jsem zadal byt zvan na za-
hrani¢ni sympozia a dostal se do SirSiho povédomi. Diky tomu zacal byt o moji
tvorbu vétsi zdjem a kromé soukromych zajemct jej zacaly prijimat instituce jako
Narodni galerie v Praze, v jejichZ shirkach jsem zastoupen
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Jaroslav Valeéka in his Prague studio, 2017

Jaroslav Valec¢ka ve svém prazském ateliéru, 2017

Jaroslav Valecka in his Liska studio, 2017

Jaroslav Valec¢ka ve svém liseckém ateliéru, 2017

Jaroslav Valeéka and his wife Petra in Vaclav Spala gallery, 2015
Jaroslav Valegka s manzelkou Petrou v Galerii Vaclava Spaly
Exhibition Borderline Syndrome in Munich (from left to right):
Hans-Jiirgen Gartner, Martin Kana, David Saudek, Rea Michalova,
Jaroslav Valecka and Joachim Gartner, 2016

Z Vlystavy Borderline syndrom v Mnichové zleva:

Hans-Jirgen Gartner, Martin Kana, David Saudek, Rea Michalova,
Jaroslav Valecka a Joachim Gartner, 2016

Jaroslav Valecka in front of his current studio in Liska, 2020
Jaroslav Valec¢ka pred svym sou¢asnym ateliérem v Lisce, 2020

Postupné se zacala proménovat i moje tvorba od klasické krajinomalby smérem

k vétsi pribéhovosti a nadsazce, ktera Casto pracuje s Cernym humorem. Zasad-
nim prelomem v mé kariéfe byl rok 2015, kdy jsem vystavoval v respektované
prazské galerii Vaclava Spaly. Expozice s ndzvem Stiny Sudet pFipravena ve spo-
lupréci s jiz zmifiovanou Reou Michalovou a Pavlem Lagnerem byla dobre pfijata
a definitivné mé etablovala na umélecké scéné. Na vystavu postupné navazaly
dalsi projekty napfiklad v Galerii Stfedoceského kraje pod vedenim Richarda
Druryho nebo Oblastni galerii Liberec (kuratorka Zuzana Stépanoviova). Tehdy
také doslo k cetnym akvizicim ze strany téchto instituci. Mé obrazy se také zacaly
Castéji objevovat i na skupinovych vystavach jako napfiklad Obrazy zimy, kterou
v klatovské galerii pfipravila Lucie Siklova.

Na soucCasné vytvarné scéné se povazuji spiSe za malife stojiciho mimo aktualni
modni trendy, coZz mi dava potrebnou svobodu nutnou pro moji praci. Nejvétsim
vitézstvim pro mne bylo, Ze jsem pres véechny peripetie mohl u malovéani zGstat.

Nakonec se tak snad potvrdilo réeni: délejte néco nepretrzité alespon dvacet let
alidé sitoho v8imnou.
JAROSLAV VALECKA
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