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Na prehradé / On the Dam, 2010, 71 x 110 cm, olej na platné / oil on canvas

Uvodem

K uméleckému i lidskému charakteru Jaroslava Valecky se vztahuje
predstava konstantnich hodnot. Je to umélec, vyznacujici se schopnosti prenaset
do malifského vyrazu ,stalost duchovniho rozpolozeni® I kdyz se to muize zdat
na prvni pohled (z hlediska jeho tvorby) protikladné, neopakuje se a nevycerpava
svou invenci. Ztélesnuje jistoty svého duchovniho svéta jako zivé pocitovanou
pritomnost. Miluje hodnotu blizkosti, dalo by se fici domovské blizkosti; zakousi
z ni trvalou radost. Takovy nazor ma predpoklady hluboce zakofenéné, potvrzo-
vané soustfedénou praci na sobé, v souhlase i v odporu viici vnéjsimu svétu. Za
svého, pomérné kratkého ptsobeni na soucasné ceské vytvarné scéné, si jiz vy-
dobyl vyznamné misto v kontextu ,,klasické“ malby. K urcitému vykresleni jeho
osobnosti bych pouzil nékolik ukazek z textt katalogti jeho predchozich vystav:

»Ve své malitské cesté navazuje na linii klasické figuralni a krajindfské
malby. Pracuje s vyrazem, ktery se vyznacuje vysokou mirou expresivity, podané
vSak peclivym, Cistym zpiisobem, balancujicim na hrané naivizujiciho zjednoduse-
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ni.“ (1)

»~Mezi typické naméty, ke kterym se ve své tvorbé stile vraci, patii nejen
zminénd krajinomalba, v niZ se zaobird predevsim zimni horskou a podhorskou
krajinou v Sirokych panoramatech, ale i motivy figurativnimi, v rdmci nichZ se
vénuje predevsim vesnickému prostiedi a tradicni lidové zdabavé (napt. masopustni
priwvody a masky).“ (2)

»~Hlavni pilite Valeckovy maliiské poetiky - krajina a figura - vykazuji
prvky symbolického vyrazu, archaické formy, ale také snahu o postiZeni obecnéj-
Sich psychologickych stavii lidského jedince konfrontovaného s vlastni nevysvét-
litelnou smrtelnosti. S tim je spojena vedle volby tradicnich ndamétii jistd expresivni
stylizace, kterd se projevuje v kresebném budovini a barevné skladbé obrazu.“ (3)

»Valecka neni a nikdy nebude ambicioznim lidrem umélecké scény, ktery
efektnimi velkoformdtovymi obrazy ohromuje vetejnost. Jeho sila spocivd ve zvldst-
ni intimité dila a vzdcné vyrovnané kvalité vytvarné tvorby |[...]. Valecka neni
umélec, ktery vytvori jedno genidlni dilo, v jehoZ stinu zaniknou vsechna ostatni.
Valeckova tvorba se vyviji zvolna, krok za krokem zraje a zhmotnuje se v desitkdch
plnokrevnych a presvédcivych obrazii.“ (4)

Introduction

The idea of “constant values” is related to Jaroslav Valecka’s artistic and
human character. He is an artist who is able to transfer “stability of spiritual
mood” into his artistic expressions. Even if, at first sight, this may seem the opposite
(from the point of view of his works), he does not repeat himself and does not
exhaust his inventiveness. He embodies the certainties of his spiritual world as
a lively felt present. He loves the value of proximity, we could say home proxi-
mity; he enjoys his permanent joy. Such an outlook stems from deeply rooted
presumptions, which are confirmed by concentrated work on him, in accordance
with and in aversion to the outside world. During his relatively short presence
in the Czech art scene, he has achieved a significant position in the context of
“classical” painting. I cite several quotations (selected) from the catalogue texts,
originating from previous exhibitions, for a certain portrayal of his personality.

“In his way of art he follows the line of classical figural and landscape pain-
ting. He works with a high level of expressiveness, however, offered in a careful
and clean way on the edge of a naive simplification.” (1)

“His typical topics, to which he permanently returns in his works, are not
only the aforementioned landscape painting, where he especially deals with the
winter mountain and foothill landscape in broad panoramas, but also figural mo-
tifs, where he especially deals with rural environment and traditional folk festivals
such as Mardi Gras parades and masks.” (2)

“The main pillars of Valecka’s painting poetics — landscape and figure —
show the elements of symbolic expression and archaic form, but also attempt to
involve more general psychological states of the human individual confronted with
his own unexplainable finitude. This is also connected to a certain expressive sty-
lization next to the choice of traditional motifs, which is seen in drawing develop-
ment and coloured composition of the painting.” (3)

“Valecka is not and never will be an ambitious leader of the art scene who
will shock the public with his effective large-format paintings. His power lies in a
special intimacy of the work of art and rarely seen balanced quality of his work [...]
Valecka is not an artist who will create one work of genius and many other works
remain in its shade. Valecka’s work slowly develops, becomes mature step by step
and is materialized in many full-blooded and persuasive paintings.” ()



Umyslné jsem vybral ukézky z téchto &tyt autorovych katalogii od ti
rtznych autortl. Autort, ktefi znaji Valeckovu tvorbu, orientuji se v ni, a dokazi
definovat jeji zakladni pozice. Ja bych, k vyse uvedenym pfimértim, pridal jesté
jeden: originalitu. Originalita by mohla byt hlediskem pomérné presné oznacu-
jicim individualni pf¥inos osobnosti do obecného vyvoje. Ovsem v jistém smyslu
originalita neguje sama sebe. Originalni styl musi popirat i vlastni pfedchozi
originalitu. Osobitost, ktera se opakuje, prestava byt rovnéz tviréim aktem. Do-
savadni tvorba Jaroslava Valecky se pak miize, kromé originality, predevsim jevit
jako viile k odvaze. Kombinace v ramci danych hranic ma pfirozené také smysl
(uméni se vyviji také z uméni imanentni cestou), nicméné vyrazné osobni ¢iny
vychazeji z prekroceni téchto trosek realit, znamenaji novy projekt, novou vizi
svéta, v niz osobnost podle svych nejhlubsich motivaci reaguje na psychosocial-
ni strukturu svéta.

Dal$im z charakteristickych rysti Valeckovy tvorby je proces sebepopirdni.
Je to na prvni pohled proces protikladny, objevujici se pti hledani vlastni identity.
Nemusi to vzdy znamenat ze strany autora zalibu v destrukci nebo provokaci.
To, co hnalo napriklad Picassa k neustale novym objeviim, to je také potieba
neustale prekracovat své vlastni hranice, vrhat se do neznama, nebyt vidén jako
uzavfena, nevyvojova bytost. Uméleckd osobnost, v tomto pripadé Jaroslav Va-
lecka, je hodnotovou soustavou, ale hodnotovou soustavou otevienou. Dilo vzdy
prekracuje a presahuje charakter osobnosti; ¢asto je prekvapenim pro samot-
ného umélce. Na druhé strané nebezpeci ustrnuti neni dano samotnym faktem
zpredmétiovani subjektu v dile, ale objevuje se tam, kde subjekt se dogmaticky
upne k jisté hodnotové soustavé, kterd ¢asem ztraci schopnost promény. Ale to v
pripadé Jaroslava Valecky opravdu nehrozi.

Tvorba tohoto autora je v soucasné vytvarné produkci urcéitym solité-
rem. ,,S nezaménitelnym fluidem zastupuje tradici eské krajinomalby, cozZ je
odvdznd pozice, kterou oceni predevsim ti, kteri si dobfe uvédomuji poryvy exis-
tence tohoto Zdanru.“ (Katefina Tuckova) K tomuto konstatovani jesté malou
poznamku. Autor velice brzy ,,rozpoznal® povahu svého nazoru a tim i zakoni-
tosti svého vyvoje, ktery vylucoval vyboj dobové ¢asto chapany spi§ jako expe-
riment ve smyslu pokusné nahodnosti, nez jako realizaci uvazeného zaméru
a predstavy. Jaroslav Valecka mél a ma jasny a pevny vztah ke skutecnosti, a mél
a ma jasnou a pevnou vytvarnou piedstavu obrazu; nepochybuje o ni, i kdyz
jistoty jeho ndzoru se neobejdou bez otazek. Nefesi vsak tyto otazky jako experi-
mentator, nybrz jako problematik védomy si hlubsich pribuzenstvi svého projevu
(realismu?). Ve Valeckové dosavadnim uméleckém vyvoji se neobjevuji zadné

I have intentionally chosen quotations of these four author’s catalogues
written by three different people who know Valecka’s work and are able to
define its basic positions. I would add one more to the aforementioned attribu-
tes: originality. Originality might be the attribute which will mark the individual
contribution of the personality to the general development. However, originality
sometimes negates itself. Original style must negate even its own previous
originality. Personality which is repeated ceases being the act of art. However,
the previous Jaroslav Valecka’s work can, except the originality, look as the will
for courage. Combination within given limits has its own sense (art is developed
from the art by the immanent way), nevertheless significant personal acts result
from trespassing these relicts of reality, which mean a new project, new vision of
the world, where the personality reacts to the psychosocial structure of the world
according to its deepest motivations.

Another characteristic feature of Valecka’s work is the process of self-
-negation. At first sight, this process is contradictory and appears during search
for its own identity. However, this does not necessarily mean joy of the author
in destruction of provocation. For example, what continuously chased Picasso to
new and new discoveries was the need to get over his own limits, rush into the
unknown, not to be seen as a closed, non-developing being. Jaroslav Valecka’s art
character in such a case is an open value system. His work always exceeds and
laps over the personality character and often surprises the artist himself. On the
other hand, the danger of stagnancy is not the only fact of seeing the subject in
the work, but it appears, where the subject is dogmatically fastened to a certain
value system which loses the ability to change after some time. But this is not
true in Jaroslav Valecka’s case.

This author’s work is a certain solitaire in current art production. “He
represents the tradition of Czech landscape painting with irreplaceable fluidity; a
courageous position which is appreciated especially by those who well realize gusts
of the existence of this genre.” (Katefina Tuckova) I would like to add a little note
to this statement. The author very early “realized” the character of his opini-
on, and thus also the regularity of his development, which gave off an output
understood at the time as more of an experiment in the sense of experimental
fortuity than a realization of the forethoughtful intention and idea. Jaroslav
Valecka has a clear and strong bond to the reality and clear artistic idea of
the painting; he does not have doubts about it, even if certainties of his opinion
are not without questions. However, he does not solve these questions as the
experimenter, but as a problem solver who is aware of deeper relations of his

radikalni zlomy nebo predély. Presto jeho dilo neni bez promén; probihaji jen
nenapadnéji a v $irsich ¢asovych intervalech, protoze on sam postupuje ve svém
vyvoji a proménach vzdy jen od jistoty k jistoté.

Jeho obrazy vznikaji ve volnych cyklech, které ovSem nemaji pevné
stanovenou ¢asovou posloupnost. K jednomu tématu se vraci v delsi casové peri-
odé, mezi tim se objevuji dalsi okruhy, rodici se v kontinualni posloupnosti
a v obcasnych ¢i periodickych navratech. V kazdém pocate¢nim vymezeni vzni-
kaji vyznamové souvislosti, s vét$i ¢i mensi navaznosti na ty predeslé. Podle
tohoto ,,kli¢e” je fazen i nasledujici prehled Valec¢kovy dosavadni tvorby, odvijejici

se v deviti vybranych, obsahové ohranic¢enych okruzich.

1 Katetina Tuckova, Jaroslav Valecka (kat. vyst.), Vltavin a Arskontakt, Praha 2007

2 Katetina Tuckova, Jaroslav Valecka — Obzory (kat. vyst.), Chrudimska beseda, Chrudim 2010
3 Petr Various, Jaroslav Valec¢ka. Krajina posedld tmou (kat. vyst.), Galerie Beseda, Ostrava 2008
4 Robert Janas, Jaroslav Valecka — Obrazy (kat. vyst.), Rabasova galerie Rakovnik, 2009

Pohteb / The Funeral, 2002, 52 x 125 cm, olej na platné / oil on canvas

manifestation (realism?). We cannot see any radical turning points in Valecka’s
previous art development. Despite this, his works are not without changes; these
changes are less visible and in broader time intervals, because he himself follows
his development and changes from certainty to certainty.

His works are created in free cycles, which do not have a clearly set time
sequence. He returns to one topic in longer time horizons and between them
new areas, which are results of continuous hierarchy and temporary or periodical
comebacks, are created. New semantic relations are created in each preliminary
delimitation which is more or less connected to the previous ones. According to
this “key” even the following outline of Valecka’s work is ordered and this is done
in nine selected content-limited areas.

1 Katetina Tuckovd, Jaroslav Valecka (exhib. cat.), Vltavin, Arskontakt, Praha 2007

2 Katefina Tuckovd, Jaroslav Valecka — Obzory [Horizons] (exhib. cat.), Chrudimska beseda, Chrudim 2010
3 Petr Vanous, Jaroslav Valecka. Krajina posedld tmou [Landscape obsessed by darkness] (exhib. cat.),
Galerie Beseda, Ostrava 2008

4 Robert Janas, Jaroslav Valecka - Obrazy [Paintings] (exhib. cat.), Rabasova galerie Rakovnik, 2009




VI¢i hora / Wolf’s Hill, 2010, 71 x 122 cm, olej na platné / oil on canvas
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Vlak / The Train, 2006, 75 x 137 cm, olej na platné / oil on canvas

>>

Krajina

Kazdy vyvoj umélecké osobnosti v sobé v sobé obsahuje urcité moznosti
pro budouci tvorbu. Na osnové skute¢né aktualnich tendenci vznika soucasné
zarodek nové struktury v podobé nekone¢nych moznosti. Jednou ze zakladnich
tematickych oblasti Jaroslava Valecky je krajina. Ta se objevuje v mnoha po-
dobach a proménach. V této kapitole ji autor predstavuje v ,¢isté“ podobé,
oprosténou od fyzické pritomnosti ¢lovéka, sledujici, feceno hodné lapidarné,
spise geograficky a geologicky charakter. Hory, jezera, ostrovy, panoramatické
pohledy, konkrétni mista (naptiklad Rip, Stiedoho#) nebo krajiny transformované
autorovou fantazii. Je to i krajina Luzickych hor v severnich Cechach, mistu, kde
autor vyrustal a dodnes se sem vraci. V téchto krajinnych realizacich osvédc¢u-
je autor nejen smysl pro presvédcivy prepis zrakového vjemu a pro charakte-
ristické znaky krajinné scenérie, ale i potfebu uméleckého zobecnéni, vedouci
jej k dusledné vytvarné transformaci vnéjsich podnétt. Zakladni kompozi¢ni
osnovu tvoii zpravidla dva az tfi prostorové plany, dosti casty je i pohled z vysky,
z nadhledu. V kresebné osnové prevlada souhra v ose stavénych hloubkovych
diagonal, definujicich objemy krajinného reliéfu. Jaroslav Valecka pracuje (maluje)
nendpadné, jak je ostatné pro ného typické. A pravé tim je v kontextu soucas-
ného uméni do jisté miry vyjimecny. Velkou roli zde hraje jeho naturel, ktery
je vervny, pohyblivy, vhimavé citlivy a v projevu spontanni. Tento zaklad je tak
silny, Ze se jim malif vyjadfuje bez rozdilu vzdy vSude. Autorska priikaznost patii
k devizam uméni v§eobecné; odhaluje subjekt autora jako své téma, coz ma vliv
na povahu jednotlivych slozek malby. Vznika eticky a esteticky postulat, tj.
odhaleni sebe sama, vyraz sama sebe a vérnost sobé samému.
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Landscape

Every development of art personality contains some options for future
works. On the concept of really current tendencies are continuously created
sources of new structure in the form of infinite options. Landscape is one of the
essential Jaroslav Valecka topical areas. This appears in many forms and variations.
In this chapter the author represents it in a “pure” form, free of physical presence
of man, which, tersely said, observes more geographical and geological character.
Mountains, lakes, islands, panorama views, particular places (for example Rip,
Central Bohemian mountains) or landscapes transformed by the author’s fantasy.
This is also the landscape of the Luzické Mountains in north Bohemia - this is
the place, where the author grew up and he comes back there again and again. In
these landscape realizations the author shows not only the sense for persuasive
transcription of visual perception and for characteristic signs of landscape
scenery, but also the need for artistic generalization, which leads him to a
consistent art transformation of the outer stimuli. The basic composition plan
is made up by two to three space planes and a view from above is also frequent.
Coordination of diagonals in axis, which defines volumes of the landscape relief,
prevails in the painting plan. Jaroslav Vale¢ka works (paints) inconspicuously
as it is typical for him. Just this makes him exceptional to a certain extent in the
context of contemporary art. His nature plays an important role here. His nature
is vigorous, moving, perceptively sensitive and so spontaneous in expression. This
base is so strong that the painter expresses himself without difference always
and everywhere. The author’s conclusiveness is an advantage of art in general; it
shows the author’s subject as his topic, which influences the character of particular
elements of paintings. This creates ethical and aesthetic postulate - meaning
disclosure of himself, expression of himself and faithfulness to himself.

It would be wrong to include Jaroslav Valecka among classic landscape
painters. He does not follow Marak’s legacy, he cannot be added to the group of
painters of Vaclav Rabas, Vlastimil Rada or Vojtéch Sedlacek’s type either. From
the painter’s view it is a peculiarly dealt expressiveness, which shows the space for
a new approach to reality, which can make seen reality, poetic and continuously,
constructively forms the painting scheme. The sensitivity of early expressive
works, which were created during the author’s studies at the Academy of Fine Arts
have remained preserved to a certain extent, but calmed down towards the tradi-
tional concept of space, modelling and composition. Step by step it changed into
silent description of landscape, very often shown as hidden under snow. Then it
is the night landscape, which is oscillating either between the ending day and be-



Zaradit Jaroslava Valecku mezi klasické krajinare by bylo scestné. Ne-
vychdzi z marakovského odkazu, ani jej nelze prifadit ke skupiné malift typu
Vaclava Rabase, Vlastimila Rady nebo Vojtécha Sedlacka. Z malifského hlediska
je to svébytné pojednana expresivita, uvolnujici prostor k novému pristupu
k realité. Pristupu, ktery vidénou skutecnost poetizuje a zaroven konstruktivné radi
v obrazovém schématu. Senzibila ranych expresivnich d¢l, ktera vznikala jesté
za autorovych studii na Akademii, ztstala do jisté miry zachovana, ale zklidnila
se smérem k tradi¢nimu pojeti prostoru, modelace a kompozice. Proménila se
postupem doby v tiché liceni krajiny, zachycené velmi casto skryté pod bilym
snéhovym prikrovem. Jindy je to no¢ni krajina, krajina oscilujici bud mezi kon-
¢icim dnem a zacinajici noci, anebo naopak, krajina probouzejici se do nesmélého
slune¢niho svitu. Pravé ona reflexni melancholie odpovida védomi, Ze lidem,
stejné jako predmétiim je ¢as vymezen; krajina, jeji zdklad, podoba ztistava. Takto
nazirana proména krajiny ziskala poetickou hodnotu, ba co vic, stala se sama
poetickou. S touto myslenkou se setkame jiz v programu umélecké avantgardy
dvacatych a tficatych let minulého stoleti, kdy byly tyto nazory zvlast konsek-
ventné zastoupeny jak konstruktivismem, tak i poetismem. Pro basnika Vitéz-
slava Nezvala byl poetismus metodou nazirani svéta, tak, ,ze se stal basni®, pro
teoretika tohoto smérovani, Karla Teigeho, byl poetismus ,korunovaci Zivota“
a jeho zdkladnu spatfoval v konstruktivismu. A malif Jindtich Styrsky definoval
obraz jako ,konstruktivni basen krasného svéta“.

ginning of night, or vice-versa - landscape awakening in the dawn and sunshi-
ne. Just this reflexive melancholy corresponds with the sense that people have
limited time as well as things; the landscape’s base remains. Such an observed
change of landscape has received poetic value, and what’s more it has become
poetic. We meet this idea in the program of artistic avant-garde of the 1920s and
1930s, when these opinions were especially consequently represented by both
constructivism and poetism. Poetism was the method of seeing the world for the
poet Vitézslav Nezval - that “it has become a poem”. For Karel Teige, who was a
theoretician of this trend, poetism was the “coronation of life” and its base was
seen in constructivism. The painter Jindfich Styrsky defined painting as a “con-
structive poem of a beautiful world”

<
Balvany / The Boulders, 2005, 100 x 145 cm, olej na platné / oil on canvas

Zateni mésta / The Shining of the City, 2007, 107 x 157 cm, olej na platné / oil on canvas
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Jaroslav Valecka ze svych prozitki, svych pozorovani a vnimani krajiny
vytvari ,,svét obrazu®. Cilem neni opakovani nebo zdvojeni skute¢nosti, ale vy-
tvofeni urcité estetické reality, kterd skutecnost zaroven nahrazuje i zhodnocuje.
Na tyto ,,podoby krajiny“ Ize vztdhnout Eluardovo poznani, Ze ,,skutecnd poezie
vezme za vdék syrovou nahotou, prkny, kterd nezachranuji utopence, slzami,
které nejsou duhové zabarveny®, a ze ,skutecnd poezie vi Ze [...] poezie je v Zi-
voté“. Tyto kompozice jsou skladem jednotlivin, které zrakova a citova pamét
autora podrzela jako utrzek kdysi vidéného, ale které vytanuly pred zrakem
teprve mnohem pozdéji, az v tichu a osamocenosti, v ateliéru, kdy malif byl sam
se sebou a také nejvice sam sebou. Jednotlivé krajinné konstanty — balvany, hory,
jezera, ostrovy apod. malif povazuje, jako kdysi uz anticky clovek, za uzaviené
jednotliviny, mezi nimiz je fadova, aditivni souvislost. Ukryvaji a zaroven vyjevuji
to, co je spojeno s davnou a nejhlubsi lidskou zkusenosti; Ze smyslovym dotykem
se jinak lhostejné, vSedni véci zivota stavaji intimné davérnymi. Denné vidéné
se vziva do lidského nitra a nabyva citového a myslenkové vyznamu, protoze je
s nim spjato i védomi vzacnosti a kratkosti lidského Zivota. Z toho nakonec
vychazi i kompozice téchto obrazii; z mnozstvi jednotlivin vyseparoval autor
vzdy jen ty, které splnuji jeho predstavu o podobé krajiny (aniz by ale opoustél
skute¢nou predlohu). Jaroslav Valecka spattuje tuto poezii ve vSedni skute¢nosti.
Ve volné krajiné objevuje fantaskno, které evokuje naptiklad dlouha vlakova
souprava s rozsvicenymi okny. Prchavy okamzik skute¢nosti, ktery malif vnima
jako zvlast dalezity, snazi se jej zadrzet a vytrhnout z plynuti ¢asu; proto je témto
krajindm odnimdno vse nejisté a proménné. Tvary jsou jasné a jednoznacné,
barvy definované; marné bychom zde hledali ono mihotani svétla a vzduchu,
ménicim krajinny raz ve sférické predstavy. Urcita strnulost, zastaveni okamziku
zdlraznuje zastaveny cas a ticho, které z téchto kompozic vyzartuje, lze z obrazii
naslouchat.

Vsechno je ztichlé, ml¢enlivé, plné tuseni.
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Jaroslav Valecka creates the “world of painting” from his experience, his
observations and perception of the landscape. The objective is not to repeat or
duplicate reality, but to create a certain aesthetic reality, which substitutes and
increases the value of reality. To such “faces of landscape” can be applied Eluard’s
understanding that “the real poetry will be satisfied with raw bareness; planks
which do not rescue the drowned; tears which are not coloured in rainbow colours”
and that “real poetry knows that [...] poetry is in life”. They are the composition of
separated things, which were kept by the visual and emotional author’s memory
as a piece of something seen in the past, but which came across the mind much
later in the silence and solitude, in the studio, where the painter was all alone. Parti-
cular landscape constants — boulders, mountains, lakes, islands etc. are regarded
by the painter as by ancient man as closed separated things and between themisa
plain and additive connection. They hide and continuously show what is connected
to the old and deepest human experience; sensual touch otherwise negligent,
the common things of life which remain intimately confidential. The daily-
-seen penetrates into human inner feelings and gains emotional and thought
meaning, because it is connected to the awareness of rarity and shortness of
human life. From this comes out the composition of these paintings; from many
separated things the author separated only those which satisfy his idea about
the look of the landscape (without leaving the real model). Jaroslav Valecka sees
this poetry in common reality. In free landscape he can see fanciness, which is
evoked for example by a long train with shining windows. The elusive moment
of reality, which is perceived by the painter as especially important; he is trying
to catch it and remove it from the flow of time. Therefore everything unsure and
variable is removed from these landscapes. Shapes are clear and uncompromi-
sing, colours are defined; we would waste time looking for shimmering light and
air, changing landscape character in spherical imaginations. A certain rigidity,
stopping of the moment emphasises stopped time and the silence which radiates
from these compositions can be heard from these paintings.

All is silent, full of ideas.



Balvany 2 / The Boulders 2, 2008, 103 x 141cm, olej na plitné / oil on canvas Molo / The Pier, 2009, 110 x 128 cm, olej na platné / oil on canvas
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Na Jehle / On the Top of Jehla Rock, 2005, 129 x 125 cm, olej na platné / oil on canvas Hory v zimé / Mountains in the Winter, 2006, 103 x 135 cm, olej na platné / oil on canvas Hory / The Mountains, 2010, 84 x 200 cm, olej na platné / oil on canvas
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Rip / Rip Hill, 2008, 74 x 183cm, olej na pldtné / oil on canvas Dlouhy vlak / A Long Train, 2010, 78 x 200cm, olej na platné / oil on canvas
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Prvni snih / The First Snow, 2008, 74 x 98 cm, olej na platné / oil on canvas Les / The Forest, 2009, 102 x 106 cm, olej na platné / oil on canvas
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Zatoka / The Bay, 2009, 125 x 164 cm, olej na platné / oil on canvas Poloostrovy / The Peninsulas, 2009, 108 x 139cm, olej na platné / oil on canvas
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Nad prehradou / Over the Dam, 2010, 121 x 145 cm, olej na platné / oil on canvas Meésto / The City, 2008, 113 x 136 cm, olej na platné / oil on canvas
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Belveder / Belvedere, 2009, 90 x 115 cm, olej na platné / oil on canvas Zamek / The Castle, 2010, 90 x 122 cm, olej na platné / oil on canvas
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Na jezefe / On the Lake, 2010, 87 x 154 cm, olej na platné / oil on canvas Boure / The Storm, 2010, 105 x 145 cm, olej na platné / oil on canvas
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Noc / The Night, 2009, 84 x 196 cm, olej na platné / oil on canvas
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Ticho noci

Velice zajimavy (z hlediska obsahu) tematicky okruh, kde bych k na-
vozeni nalady, k priblizeni, pouzil pasaz z Dantovy BoZské komedie, popisujici
moment, kdy basnik-vizionar opousti R4j na Zemi a vydava se k Mésici, prvni
zastavce jeho duse na cesté k bozimu trinu, a takto promlouva ke ¢tenari:

Jestli vas clun je malicky a vratky,
neplujte za mnou chtivi slyset zpév,

s nimz md lod brdzdi more, plujte zpdtky,
vratte se domii na bezpecny breh,

ztratim se vam a co potom? Vam hrozi
na ocednu bloudit v tizkostech.

Pluji tu prvni a jsou se mnou bozi,
Minerva dychd, radi Apollo

A devét Miiz mi ukazuje Vozy.

(preklad Viadimir Mikes)

Za starych casti (a nékde je tomu tak podnes) byl Mésic povazovan za
Panstvi otct, sidlo dusi téch, kdo odesli a ¢ekaji na nové zrozeni. Kone¢né sam
Mésic umira a vstava z mrtvych: znovu a znovu se zbavuje svého stinu a obnovuje
svUj jas, tak jako se Zivot zbavuje generaci a s pfichodem dalsich nabyva nové
tvare. To vSe bylo stokrat a tisickrat schvaleno a stvrzeno ve svatych knihach,
poezii, sentimentech a vizich narodu vsech véki. Proti tomu vystoupil Kopernik
se svou koncepci vesmiru, jejz zadné oko nemtize spatfit a mysl si jej miize pouze
predstavovat, s matematikou a zcela neviditelnou konstrukei zajimavou mozna
tak pro astrology, ale rozhodné ne pro ty ostatni, jejichz zrak i emoce jsou pfi-
poutany jen a jen k zemi a nic jiného spatfit ¢i citit ani nemohou.

Luna pusobi na ¢lovéka tak, ze ho ovlada, podlamuje mu vili a rozum,
aby odhalila druhou stranku jeho osobnosti, prekrytou bilym dnem. Mésic, jako
zakladni atribut téchto Valeckovych kompozic, se objevuje v nejriznéjsich mo-
difikacich. Svym svitem ozaruje ztichlé zimni krajiny, kde se objevuje osaméla,
zahadna postava ,,no¢niho chodce®, nékde jsou na snéhové pokryvce pouhé si-
luety stinti neviditelnych lidskych figur, pfipominajici existenci ¢lovéka. Jindy
se mésic jako solitér vznasi nad Sirokym panoramatem krajiny, osvétluje, jako
na jevisti, centralni motiv (naptiklad ostrtivek vegetace a vesnické architektury
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Silence of the Night

A very interesting (from the point of view of content) topic, where I
would use a part of Dante’s Divine Comedy to create atmosphere and approach,
describing moment. The poet - visionary leaves Paradise and sets out on the way
to the Moon, his soul’s first stop on the way to the throne of God and he speaks
to the reader in the following way:

O Ye, who in some pretty little boat,

Eager to listen, have been following
Behind my ship, that singing sails along,
Turn back to look again upon your shores;
Do not put out to sea, lest peradventure,
In losing me, you might yourselves be lost.
The sea I sail has never yet been passed;
Minerva breathes, and pilots me Apollo,
And Muses nine point out to me the Bears.

In the old days (and in some places it is also true today) the Moon was
considered as the Domain of Fathers, place for souls of those, who had left and
who are waiting for reincarnation. Finally, the Moon dies and resurrects: again
and again it gets rid of its shade and recovers its shine, as well as the generations
who die and come again in the form of new faces. This has all been approved and
confirmed hundreds and thousands of times in holy books, poetry, sentiments
and visions of the nations of all ages. Copernicus came against it with his vision
of the universe which cannot be observed by any eye and the mind can only
imagine it. Mathematics and completely invisible structure may be interesting
for astrologists, but definitely not for others whose sight and emotions are bound
only to the Earth and cannot see or feel anything else.

The Moon affects people in that it controls them, weakens their will and
mind to show the other side of their personality, which is laid over with a white
day. The Moon as the basic attribute of these Valec¢ka’s compositions appears
in various modifications. With its shine it illuminates silent winter landscapes,
where you can find a lonely, mysterious figure of a “night walker”, where only
silhouettes of shades of invisible human figures are somewhere on the snow,
where they remind the existence of the man. Next time, the Moon floats above



uprostied ploché planiny). Z téchto obrazt vyzaruje symbolistni obsahova ori-
entace, osobité pojeti kosmogonie, metafyzicky chapany kolobéh sil pfirodnich
i lidskych, hmotnych i duchovnich.

No¢ni krajinné scenérie zimni krajiny, jejiz reliéf je clenény v prosto-
rovych diagondlnich nebo horizontalnich osach, tvofenych pasy vegetace nebo
cest, jsou odhmotnény imaginarné stfibfitym a zaroven i dramatickym svétlem
mésice. Senzitivnost téchto kompozic, s monumentalnim rozvrhem forem,
zvy$uje i hladké, s bravurou nanasené barevné plochy. Na nékterych je prito-
men ¢lovek, jinde se objevuje jeho stin (silueta). Prosty motiv ptsobi v jiskfivém
svétle zasnézeného terénu dojmem zvlastniho zahlédnuti, v némz se divérnost
pohledu spojuje s nostalgickym steskem a tzkosti. Pravé v téchto motivech emo-
tivniho pasobeni mési¢niho svétla, se odrazi Baudelairova poezie, kterad v téchto
kompozicich imaginarné spojuje opojnost smyslového vjemu s existencialni
uzkosti. Rezonanci téchto intimnich nélad Valeckovych obrazii jakoby dokreslovaly
verse basné Vodotrysk:

O luno, vodo, noci $ird,

o stromy chladem souZené,
melancholie vase ¢ird

je zrcadlem té lasky mé.
(preklad Svatopluk Kadlec)

Stejné jako v Baudelairové basni tipytici se svétlo luny v kapkach vody
fontany je zazrakem zahlédnutym nad propasti zivotni deziluze, ptisobi i Valeckovy
obrazy ,,mési¢nich noci“ magickym zafenim svétla v prostoru, proniknutém
uzkosti lidského zivota uprostred lidského zivota.

Mési¢ni svétlo a energie jsou dva spojité fenomény, které zde hraji
dalezitou ulohu. Formuji vlastni kosmologické predstavy autora a nam jsou
skrze umélcovu vizualni vizi zprostfedkovany; ale také dovoluji vizualizovat
vztahy mezi postavou a krajinou, mezi postavou a stinem, pocit ,rozdvojeni,
¢i ,dialogu® samotného tviirce a kone¢né formuji i samotnou krajinu, ke kte-
ré se Jaroslav Valecka stale vraci. Nebot krajina je pro né¢ho zakladem, je onim
vejcem, z néhoz pochazi, je mistem, kde se objevuji lidské postavy a sama je
souctem zemé, svétla a energie. Obrazy ,mési¢nich krajin“ mtizeme chapat jako
utopické vize, intuitivné shledavajici velkou jednotu ¢lovéka a kosmu, minulého,
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a broad panorama of landscape as a solitaire, illuminates the central motif (for
example the island of vegetation and rustic architecture in the middle of the
flat landscape) as on a stage. From these paintings radiates symbolist content
orientation, original concept of cosmogony, metaphysically understood cycle of
natural and human powers which is material and spiritual.

Night landscape sceneries of the winter landscape, whose relief is in-
corporated in spatial diagonal or horizontal axes, are created by the stripes of
vegetation or paths. They are dematerialized by imaginary silver and continuously
dramatic moonlight. The sensitivity of these compositions with a monumental
layout of forms increases also smooth excellently applied coloured planes. In
some of them man is present; in other places there appears his shade (silhouette).
A plain motif works in sparkling light of the snowy country with an impression
of a special glimpse, where confidentiality of the view is connected to a nostalgic
sadness and anxiety. Just in these motifs of the emotional action of the moon-
light is reflected Baudelaire’s poetry, which in these compositions imaginatively
combines potency of sensual perception with existential anxiety. As the resonance
of these intimate moods of Valecka’s paintings is completed with verses of the
poem The Fountain:

pritomného a budouciho, smyslového a smysly nepostizitelného. Ale miizeme je
také chapat jako novou zkusenost, prekracujici hranice deterministického obrazu
¢lovéka a vesmiru a nalézajictho uméleckou paralelu v soudobych koncepcich
fyzikalnich a kosmologickych.

Pulmésic / The Half-moon, 2006, 96 x 111cm, olej na platné / oil on canvas

<<
Zamek v noci / A Castle in the Night, 2002,
100 x 100 cm, olej na platné / oil on canvas

Jezero v bouti / The Lake in the Storm, 2006,
179 x 86,2 cm, olej na platné / oil on canvas
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Moon, sounding waltet, quivering trees,
The blessed midnight all above -

Your melancholy purity

Becomes the mirror of my love.

As in Baudelaire’s poem the Moon, sounding water is a miracle which
is glimpsed over the gap of the life disillusion. Also Valecka’s paintings affect
“moon nights” with magic shining of light in space penetrated by the anxiety of
human life in the middle of the human life.

Moonlight and energy are two connected phenomena which play quite
an important role. They form their own author’s cosmological ideas and they
are mediated for us through the artist’s visual vision; but they also allow us to
visualize relationships between the figure and landscape, between the figure and
shade, the feeling of “split personality” or “dialogue” of the artists himself, and
finally form the landscape itself to which Jaroslav Valecka continuously comes
back. As the landscape is the base for him, it is the egg which he comes from, it is
the place, where human figures appear and it is the summary of earth, light and
energy. Paintings of “moon landscapes” can be understood as utopian visions,
intuitively finding the great unity of the man and the universe, past, present and
future, sensual and unperceived by senses. But we can also understand them as a
new experience, getting across the limits of the deterministic picture of man and
universe and finding the artistic parallel in current physical and cosmological
concepts.




Stiny / The Shadows, 1993, 77 x 55 cm, olej na platné / oil on canvas Meési¢ni svit / The Moonlight, 1999, 139 x 72 cm, olej na platné / oil on canvas Hvézdna noc / A Starry Night, 2006, 104 x 108 cm, olej na platné / oil on canvas
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Bild noc / A White Night, 1998, 100 x 100 cm, olej na platné / oil on canvas Horska noc / A Night in the Mountains, 2006, 80 x 100 cm, olej na platné / oil on canvas Bild noc 2 / A White Night 2, 2008, 97 x 150 cm, olej na platné / oil on canvas
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Meésic / The Moon, 2009, 80 x 121 cm, olej na platné / oil on canvas Velka kometa / The Big Comet, 2010, 124 x 196 cm, olej na platné / oil on canvas

38 39



Jezero / The Lake, 2001, 115 x 85 cm, olej na platné / oil on canvas V tpliiku / In the Full-moon, 2007, 108 x 116 cm, olej na platné / oil on canvas
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Zluty vecer / A Yellow Evening, 2010, 74 x 144 cm, olej na platné / oil on canvas Kolona / The Colony, 2010, 89 x 168 cm, olej na platné / oil on canvas
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Dim mé milé / The House of my Love, 1992,
64 x 46 cm, olej na platné / oil on canvas
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Architektury

Obraz Diim mé milé (1993) stoji na zacatku pomyslné fady obrazt, kde
hlavnim tematickym prvkem je architektura nebo soubor architektonickych
prvkd, vytvarejici v kone¢né podobé pohled na ,,naves®, ,,nadrazi“ nebo ,,tabor®.
V obraze, ktery jsem zminil na zac¢atku, se jesté ve vétsi mife objevuji expresioni-
stické prvky, kterymi se vyznacovala jeho tvorba jesté v dobé studii na Akademii
vytvarnych uméni v Praze (1991-1998). Charakterizuje jej vétsi tvarova i ma-
litska uvolnénost, s viditelnymi stopami energického stétcového rukopisu (Petr
Vanous pojmenoval tuto pocateni fazi tvorby na ,nekorigovanou expresi®).
Postupné se ale Valeckiv malifsky projev ustalil do ztlumené barevnosti, ¢asto
zalozené na vyraznéj$im kontrastu svétla a stinu. Vyhyba se vysokym pastéznim
nanosim nebo drsnym barevnym strukturdm, ddva prednost hladké malbé
s naznakem neoklasicistnich tendenci. Pravé skupina dal$ich ,,architektur se jiz
pohybuje v zabéhlych intencich typické Valeckovy malby. Horsky hotel, Zdmek,
Mauzoleum jsou z krajiny vyseparovanymi architektonickymi celky, pojednanymi
ve své monumentalnosti. Realita tohoto obrazového zdznamu neni pouhym
fotografickym prepisem ruznych podob architektury. Zobrazujici malba
nenapodobuje realitu, ale je k ni homologicka (souhlasna). Jaroslav Valecka pred
divakem odhaluje svét, ktery nakonec kazdy z nas v sobé nosime; svét minulosti,
melancholie a stesku. Nicméné v Zzivoté jej prekondavame pocitem a védomim
soucasnosti.

Na prvni pohled chladné a objektivni pojednani skute¢nosti (reality) je
pouhou vizudlni kulisou; mtiZzeme se jen domyslet, jaka dramata, udalosti, se
udaly za zdmi téchto domti. Obraz se stava primétnou nejenom vytvarnych, ale
i déjovych slozek. Jsou zde zachyceny stavby, které vznikly lidskou rukou; je to
déjisté lidskych pribéhti, kazdodenni prostfedi ¢lovéka, k némuz ma (¢lovék)
nejen ucelovy, ale také esteticky vztah. Paradoxné se tu ale ¢lovek ve fyzické
podobé nevyskytuje. Autor prezentuje urcitou jednotu zobrazenych artefaktt, ne
nepodobnou jednoté, ktera se odehrava v déjové situovanych kompozicich. I tyto
podoby jednotlivych architektur vyjadfuji urcité konotace, tlumoci (transformuji)
jistou komplexni hodnotu, danou samotnym zobrazenim. Ale je tu jeden pro-
blém. Prisuzujme-li dilu jednotu formy a obsahu, mtizeme abstrahovat aspekt
forem a vyznamd, které se mohou shodovat. Neni to ta forma, ten obsah, ktery
ndm vystupuje na povrch jako celek. Svét civilizace nds uzavird do svych struk-
tur, spojuje nds uvnitf svého systému pojmu, pravd, predstav, hodnot, umoznuje
komunikace, poskytuje nam do jisté miry pocit bezpeci. Jaroslav Valecka se ale
v téchto obrazech vraci do nebezpecného; od ztetelnych vyznamu, vyjadrenych
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Architectures

The painting House of my Love (Dtim mé milé) (1993) is at the beginning
of the imaginary line of paintings, where the main topic is the architecture or
the file of architectonic elements which finally create view of the “common’, the
“train station” or the “camp”. In the painting, which I mentioned at the beginning,
you can find expressionist elements in much larger scale than in Valecka’s works
at the time of his studies at the Academy of Fine Arts in Prague (1991-1998).
His work is characterized by bigger shape and painting relaxedness, with visible
prints of energetic brushstrokes (Petr Vanous named this preliminary phase of
his work as “unrevised expression”). However, step by step, Valecka’s painting
stabilized as dim colour scheme, often based on more significant contrast of light
and shade. He avoids thick paste layers or rough colour structures; he prefers
smooth painting with an indication of neoclassical tendencies. Just the group
of other “architectures” moves in the set intentions of typical Valecka’s painting.
Mountain hotel (Horsky Hotel), Castle (Zamek), Mausoleum (Mauzoleum) are
separated architectonic units from the landscape which are dealt with in their
monumentality. The reality of this painting record is not only photographic copy
of various forms of architecture. Reflecting painting does not imitate reality, but
it is concordant. Jaroslav Valecka shows the world to the observer - the world
which we all have inside; the world of the past, melancholy and sadness. Never-
theless, in life we overcome it through feelings and mindfulness of the present.

At first sight cold and objective exposition of reality is the only visual
background; we can only imagine which dramas and events took place behind
the walls of these houses. The painting becomes the projection of not only
artistic, but also action elements. There are also pictured buildings, which were
created by the human hand; it is the scene of human stories, the everyday
environment of man, to which man has not only purposeful, but also aesthetic
relation. Paradoxically, man is not here in a physical form. The author presents
a certain unity of pictured artefacts, not different from the unity, which is in the
action compositions. Even these forms of particular architectures express certain
connotations and transform a certain complex value, given by the image itself.
But there is one problem. If we assign the unity of form and content to the work
of art, we can abstract the aspect of forms and meanings, which can be identical.
It is not the form, the content, which emerge as the unity. The world of civilization
closes us to the new structures, connects us inside to the system of concepts,
facts, ideas, and values, allows communication, and provides us a certain level of
safety. However, Jaroslav Valecka in these pictures returns to the dangerous; from



redlnou vizualni podobou, sestupuje k symboléim, zdanlivé neuchopitelnym
a proménlivym, pohybujicim se na hranici jasu a temnot.

Jak jsem jiz uvedl v uvodu této monografie, Jaroslav Valecka pracuje
v cyklech, volné komponovanych, nesvazanych striktné dodrzovanou ¢asovou
posloupnosti. Obrazy, které se zatazuji do urcitého tematického okruhu (s volné
vyznacenymi hranicemi) jsou ,,propojeny” vychozim ,ikonografickym“ materi-
alem. Tkonograficky prvek ze zvoleného tématu déld ale az autorova subjektivné
chépand obsahovost. Miizeme tyto artefakty také chapat jako zviditeliovani riz-
nych potencialnich vyznamt, jako objevovani nuanci, jejich moznych souvislosti
a vyznamtl. Jaroslav Valecka nds svymi obrazy, v tomto ptripadé ,,architekturami®
situuje do tohoto pritomného svéta, ale v zadném pripadé nam neusnadnuje inter-
pretaci téchto az ,asepticky cistych®, mlcenlivych a zahadnych objektt. Nebot
tento ,,svét“ neni, pres vSechnu zdanlivou podobnost, nasim divérné znamym,
bezpe¢nym, kazdodennim universem, ale jakousi tzkostnou vizi, negativni
utopii, vidinou pristi civilizace, zbavené nejenom prirody, ale i samotné pritom-
nosti ¢lovéka.

Nadrazi / The Station, 2008, 43 x 55 cm, olej na platné / oil on canvas
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clear meanings, expressed by real visual looks, to symbols, seemingly variable
and balancing on the level of brightness and darkness.

As I have mentioned at the beginning of this monograph, Jaroslav
Valecka works in cycles, freely composed and not bound by a strictly kept time
sequence. Paintings which are put into a certain topical area (with freely high-
lighted borders) are “interconnected” with initial “iconographic” material. Ico-
nographic element from the selected topic is made by the author’s understood
subjective content. We can understand these artefacts such as making visible various
potential meanings such as discoveries of nuances, their possible relations and
meanings. Jaroslav Valecka puts us into his pictures, in this case of his “architectures”
into this present world, but does not facilitate interpretation of these “aseptic
clean’, silent and mysterious objects. As such, this “world” is not, despite all its
apparent parallel, our well-known, safe, everyday universe, but an anxious vision,
negative utopia, dreams of the next generation free of not only the nature, but
also the present of man.

Zamek / The Castle, 2010, 92 x 113 cm, olej na platné / oil on canvas
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Horsky hotel / The Mountain-hotel, 2009, 117x133cm, olej na platné / oil on canvas



Détska nemocnice / A Childrens Hospital, 2004, 88 x 118 cm, olej na platné / oil on canvas Mauzoleum / The Mausoleum, 2007, 123 x 109 cm, olej na platné / oil on canvas Meési¢ni svit / The Moonlight, 1999, 132 x 119 cm, olej na plitné / oil on canvas
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Vesnice / The Village, 2009, 84 x150 cm, olej na platné / oil on canvas Naves / The Village Green, 2009, 90 x 125 cm, olej na platné / oil on canvas
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Velky dvtir / A Big Farmyard, 2009, 96 x 158 cm, olej na platné / oil on canvas Tancirna / The Gaff, 2010, 96 x 114 cm, olej na platné / oil on canvas
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Klaster / The Monastery, 2009, 130 x 148 cm, olej na platné / oil on canvas
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lluze a realita

Na kompozice ,architektur®, objevujicich se v predchozi kapitole,
v podstaté navazuji podoby ,,interiéra‘. ,,Osamélé poutnictvi, které nakonec divdika
dovede k domiim, statkiim, usedlostem, lidskym pribytkiim. Je mozné nahlédnout
do rozsvicenych oken vyzatujicich alespon z ddlky klid a utulnost. Jdeme-li vsak bliz,
zjistujeme opak. Za okny se odehravaji mald lidska dramata plnd strachu (Manzelé,
2007), uzkosti, apatie, extdze (Zdvrat, 2007) i ndsili (Krvdceni z nosu, 2007).
Tece tu krev a oZivaji stiny (Vycep, 2006). Ani tady se clovék neschovd. Neni Zddny
domov, Zddné vysnéné idedlni misto, které by bylo darovino navzdy. Ve je jen
naplnénd nebo promarnénd docasnost.“ (1) V rozhovoru s Petrem Pivodou,
ktery je také uverejnén ve vyse citovaném katalogu, se Jaroslav Valecka ,,pfiznava“
k ovlivnéni své tvorby malifi, ,ktefi pracuji hlavné s barvou a svétlem”. Konkrétné
uvadi Edvarda Muncha, Jana Zrzavého, Jana Preislera nebo Rudolfa Kremlicku.
A barva a svétlo jsou urcujici slozkou téchto kompozic. Na mé z téchto , inte-
riérovych kompozic“ zaznivaji jesté ozvény Schopenhauerovy a Nietzscheovy
filosofie. Tak naptiklad Schopenhauer tvrdil, Ze zvnéjsku se k podstaté véci ne-
1ze priblizit. Vysledkem jsou vzdy pouhé obrazy a jména. Jediné misto, které nam
umoznuje vstoupit do nitra svéta, je v nas samych. V individuu. Vyznam a smy-
slové znazornéni, vnitfek a vnéjsek, véc a obraz tak nejsou od sebe navzajem od-
lisné. Vystupuji jako celek, kterému neni podsouvan jiny vyznam. A z Nietzscheho
myslenek lze v této vytvarné poloze aplikovat jeho pohled na etiku, kdy fika
(volné prezentovano), Ze vSechna eticka sdéleni jsou nepravdiva, protoze néjaky
druh korespondence mezi etickymi sdélenimi a ,,mravnimi fakty® je iluzorni.

Pocit nevysvétlitelného v realistickém popisu skute¢nosti, to byl motiv,
jehoz se dotykala, kromé vytvarného uméni, i literatura 19. stoleti. Ve svych soci-
alné kritickych povidkach, které vypovidaji o fyzické i psychické bolesti ¢lovéka,
vzniklych v poloviné devadesatych let, Josef Karel Slejhar (1864-1914) popisuje
obdobny stav: ,Jind vzpominka mé upoutdva [...] k uddlosti nezvyklé, jaksi po-
divné, jiz jakkoliv si vysvétliti hledis, vzdy ziistane ti pii ni néco tajemného a
neobjasnéného.“(2) V tajemnych, temnych mistnostech, ozarenych imaginarnim
svétlem, se propojuje realita s fantasti¢nosti. Vladimir Holan napsal, Ze ,,tajem-
stvi je vSude tam, kde skutecnost bojuje proti sobé samé a prekondva se”. Myslim,
ze tato slova presné definuji obsahovy akcent téchto kompozic. Tajemstvi, re-
spektive fantastika, imaginarno, snovost jsou pro Jaroslava Valecku soucasti
reality. A jesté jednou Vladimir Holan a jeho deniky Lemuria (1940), kde je i tato
véta: ,,...mé zoufalstvi nad timto svétem a nad tim, co se na ném déje, potiebuje
tolik prostoru, Ze si vynucuje a vytvdri svét jiny.“ Basnikovo vyznani mizeme
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lllusion and Reality

The appearance of “interiors” follows the compositions of “architectures”
which we dealt with in the previous chapter. “Lonely pilgrimage which finally brings
the observer to the houses, farms, farmsteads or human dwellings. It is possible to
look into shining windows which radiate tranquility and cosiness at least from a
distance. However, if we approach closer we find the opposite. Behind the
windows there are small human dramas full of fear (Couple [Manzelé], 2007),
anxiety, apathy, ecstasy (Dizziness [Zdvrat], 2007) as well as violence (Bleeding
nose [Krvdceni z nosu], 2007). Blood is bleeding and the shadows are brought into
life (Bar [Vycep], 2006). Not here either can man be hidden. There is no home, no
dream ideal place, which would be granted forever. All is only imbued or wasted
transitoriness.” (1) In the interview with Petr Pivoda which is also mentioned
in the aforementioned catalog, Jaroslav Valecka “confesses” that his works are
impacted by painters “who work especially with colour and light”. He particularly
mentions Edvard Munch, Jan Zrzavy, Jan Preisler or Rudolf Kremlicka. The co-
lour and the light are determining elements of these compositions. I feel echoes
of the philosophy of Schopenhauer and Nietzsche in these “interior compositions”.
For example, Schopenhauer said that from the outside you cannot approach the
heart of matter. The results are always only paintings and names. The only place
which allows us to enter inside the light is in ourselves - in the individual. The
meaning and sensual image, inside and outside, thing and picture are not so
different from each other - they act as a unity which does not have a different
meaning. And from Nietzsche’s ideas we can apply in this artistic level his view
of ethics, when he says (freely presented) that all ethical statements are not true,
because a kind of correspondence between ethical statements and “moral facts”
is illusion.

The feeling of the unexplainable in realistic description of reality - this
was the motif which was reflected not only in the art, but also the literature of
the 19th century. In his socially critical stories which show the physical and psy-
chological pain of man and which were written in the middle of the 1890s, Josef
Karel Slejhar (1864-1914) describes the similar status: “Another memory attracts
me...to an unusual event, rather strange, which you try to explain somehow and
always something mysterious and the not cleared-up will remain” (2) In secret and
dark rooms lit with imaginary light reality and fantasy is interconnected. Vla-
dimir Holan wrote: “mystery is everywhere where reality fights against itself and
surpasses”. I think that these words exactly define the content of these compositions.
Mystery, respectively fantasy, imagination, dreaming are the reality for Jaroslav



aplikovat i na tvorbu Jaroslava Valecky. ,,Jiny svét“ v§ak u ného neni tinikem ani
zavienim oci pred skutec¢nosti. Uvédoméla absence komentujicich vypovédi
a zamérného ,hlubsiho vyznamu® vyplyva jednak z nefrazovité vécnosti a na
druhou stranu z odmitavého postoje k jakékoliv, byt i vykonstruované pointé.
Ve negativni a hrozici, zni¢ené a znicitelné, separovany clovek, zde neni prezen-
tovano (vyobrazeno) se zlym umyslem. Nejen obrazovy svét Valeckovych obrazi,
ale i sama skute¢nost je kiehka. Uzkosti, které v obrazech ziskévaji podobu, jsou
i nasimi vlastnimi uzkostmi (mozna jsou i malifovymi).

V téchto Valeckovych podobach interiért, se setkdme s lidskou postavou.
Zamérné jsem nepouzil privlastek ,redlnou®, protoze se jedna o siluety figur
bez tvari, prezentujicich se svoji anonymitou. Autor tak pred nami odkryva
problém plurality lidské osobnosti, mnohovrstevnatosti lidského védomi, vztahu
védomi a podvédomli, viile, spontaneity a trpnosti, problematiku reaktivity pro-
zitého Casu, i problematiku svéta kolem nas. Clovék, ve své anonymité, je zasazen
do konkrétniho interiéru (prostoru). V tichu potemnélych mistnosti, v priihle-
du osvétlenych dvefi nebo oken, vystupuiji siluety figur ve své obecnosti (Noctur-
no, 2001; Pod oknem, 2003; Manzelé, 2007; Na balkoné, 2009). Jaroslav Valecka
monumentalizuje prostor mistnosti, lidskd postava se v ném ztraci. Dilezitym
faktorem je zde ,,distance” mezi postavou (postavami) a ,,prazdnem®, mezi clové-
kem a okolnim svétem. Umisténa v hloubi prostoru (figura) se na prvni pohled
ztraci, ale postupem casu si uvédomujeme jeji dilezitost v kontextu kompozic-
niho schématu. Reflexe postavy jako stinu v protisvétle barevné zare souvisi do
jisté miry s psychologickym feSenim problému vidéni. Vztah stfedu obrazu,
v némz se objevuje silueta postavy, s jeho okolim, které tento ,,objekt“ asimiluje,
je predstupném k duslednému feseni vztahu subjektu a jeho role v objevovani
predmétu vidéni. Postava, i kdyz umisténa v zadni ¢asti obrazové plochy, tvori
pomyslnou hranici mezi exteriérem a interiérem. Symbolicky vyznam této hra-
v némz se zjevné setkava s neviditelnym, pfitomné prolind s minulym, emotivni
s existujicim. Tyto obrazy ptisobi, jako by byla na okamzik zastavena nepretrzita
série dynamickych akci vyseku Zivotni reality; zmrazena v urcitém okamziku svého
ustaviéné promeénlivého casoprostorového napéti. Nakonec vSechno to jsou
obrazy predmétné, zivotni reality, pribéhy, jejichz dalsi osud je v rukou divaka.
Svého naplnéni zde dosahuje ¢istota kompozi¢niho fadu, vychazejici z racionélné
organizované a ucelové zdtivodnéné konstrukce, architektonickych, predmeét-
nych a figuralnich prvki.
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Valecka. And once more Vladimir Holan and his journals Lemuria (1940), in
which is also this sentence: “..my despair from this world and what is happening
in it needs so much more space that the world has to be created”. The poet’s
declaration can also be applied to Jaroslav Valecka’s work. However, his “another
world” is not an escape nor closing eyes in front of the reality. Conscious absence
of commenting expression and intentional “deeper meaning” results from non-
-cliché pertinence and on the other side from the rejecting response to any even
trumped-up point. All of negative and threatening, destroyed and destructible,
separated man, is not presented (painted) here with a bad intention. Not only the
pictorial world of Valecka’s paintings, but the reality itself is fragile. The anxieties
which take shape in the paintings are our own anxieties (probably also the painter’s).

In these Valecka’s forms of interiors we meet the human character. In-
tentionally, I did not use the attribute “real”, because they are only silhouettes of
figures without faces, which are represented by its anonymity. The author opens
the problems of plurality of the human character, multi-layer of human conscious-
ness, relationship of consciousness and sub-consciousness, will, spontaneity and
passivity, issue of reactivity of spent time and the issue of the world which
surrounds us in front of our eyes. Man in his anonymity is set into a particular
interior (space). In the silence of dark rooms, in the view through the lit doors
or windows, the silhouettes of figures are seen in their generality (Nocturne [Noctur-
no], 2001; Under the Window [Pod oknem], 2003; Couple [Manzelé], 2007; On the
Balcony [Na balkoné], 2009). Jaroslav Valecka increases the room space, where
the human character is getting lost. An important factor is the “distance”
between the figure (figures) and “emptiness’, between man and the outer world.
The figure which is located in the space is getting lost at first sight, but with the
progress of time we realize its importance in the context of composition scheme.
The reflection of the figure as the shadow in the contra lighting of the coloured
shine is connected with the psychological solution of the problem of seeing. The
relation of the centre of the painting, where the silhouette of the figure appears
in its surroundings, and which assimilates this “object’, is the first stage to the
complete solution of the relationship between the subject and its role in finding
the subject of seeing. The figure creates the imaginary border between the ex-
terior and interior, even if it is located at the background of the painting’s plane.
The symbolic meaning of this border is one of the most important aspects of
Valecka’s work. This marks the place, where he clearly meets the invisible, pre-
sent mingles with past and emotions with existing. There paintings act as if the
continuous series of dynamic actions of a part of life reality were stopped for a
while; meaning frozen at the certain moment of its continuously variable time-

Dalo by se jisté vysledovat celou fadu inspiraci ¢i paralel. Nic by to vdak
nezménilo na tom, co tvorba Jaroslava Valecky doopravdy predstavuje: totiz
esenci vseho, co bylo a jesté muze byt v umélecko-historickych souvislostech
zminéno. Esenci, ktera pfedstavuje vysledek nezaménitelné osobni a predevsim
osobité reakce na svét soucasny i minuly. Esenci, ktera je vlastni vSem tvirctiim,
ktefi presdhnou skupinové a dobové smérovani a za¢nou hovofit jazykem, ktery
patfi vSem castim: v8echny totiz obsahuje a oslovuje.

1 Petr Vanous, Poutnikem z podstaty / Geologie mysli, in: Jaroslav Valecka — Krajina posetd tmou
(kat.vyst.), Galerie Beseda, Ostrava 2008
2 Josef Karel Slejhar, Dojmy z ptirody a spolenosti / Co Zivot opomiji, NLN, Praha 2003

Pod oknem / Under the Window, 2003,
120 x 86 cm, olej na platné / oil on canvas
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-space tension. Finally, these are all paintings of objects, life reality, stories whose
next destiny is in the observer’s hands. Purity of composition order which results
from rationally organized and purposefully reasoned structure, architectonic,
objective and figural elements achieves its fulfillment here.

Of course, we could find many inspirations and parallels. However, this
would not change what Jaroslav Valecka’s work really represents: the essence
of all that was and can be mentioned in the history of art. This essence represents
the result of the interchangeable personal and especially personal reaction to the
current and past world. The essence which all authors possess who was able
to get over the group and time tendencies and start speaking the language which
is for all times: it contains all and addresses all.

1 Petr Vanous, Poutnikem z podstaty / Geologie mysli [Pilgrim on Principle / Geology of Mind],
in: Jaroslav Valecka - Krajina posedld tmou [Landscape studded with darkness] (exhib. cat.), Galerie
Beseda, Ostrava 2008)

2 Josef Karel Slejhar, Dojmy z ptirody a spolecnosti / Co Zivot opomiji [What life omits], NLN, Praha
2003

Hospoda / The Pub, 2007, 94 x 104 cm, olej na platné / oil on canvas



Na balkoné / On the Balcony, 2009, 146 x 152 cm, olej na platné / oil on canvas Miérnice / The Charnelhouse, 2010, 129 x 131 cm, olej na platné / oil on canvas
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Cisnik / The Waiter, 2007, 118 x 123 cm, olej na pl4tné / oil on canvas Vyhen / The Hearth, 2008, 90 x 90 cm, olej na platné / oil on canvas
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Hledac¢ / The Seeker, 2009, 118 x 90 cm, olej na platné / oil on canvas Ve dvetich / In the Door, 2009, 128 x 104 cm, olej na platné / oil on canvas
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Plameny / The Flames, 2008, 113 x 102 cm, olej na platné / oil on canvas
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»Oheri je vZdy nejmensi v kvantité, ale prvni v kvalité.“
Gaston Bachelard (1)

Bohyné Vesta byla nejuctivanéjsi bohyni starého Rima. Byla ochrankyni
rodinného krbu, ve kterém ohen nesmél nikdy vyhasnout. I v dnesni dobé je
ohen casto stale uctivan jako boZstvo a zapdleni ohné je v mnohych kulturach
ritudlnim aktem. Fascinaci ohném lze povazovat za prvni naznak oné otevienosti
neznamému, oné ochoty podstoupit kviili poznani vSe. Vime, Ze jiz pred 400 000
lety ve svych jeskynich rozdélaval a udrzoval ohen ¢lovék pekingsky. K ¢emu?
Na to neexistuje jednozna¢na odpovéd. Je zfejmé, ze ohnisté nebyla v této
dobé pouzivana k vareni. Ohenl mohl slouzit jako zdroj tepla ¢i ochrana pred
nebezpecnou zvéti. Jedno z nejpravdépodobnéjsich vysvétleni je, ze byl udrzo-
van kvili svym fascinujicim, tanc¢icim plamentim. Lidé jim byli vzdy uchvaceni;
sedéli a zirali do néj nebo tancili kolem ného. Po celém svété se vypravi bezpocet
mytd o ziskdni ohné a vétsinu z nich poji myslenka rizika podstoupeného z
okouzleni a nikoli kvuli praktickym vyhodam ohné, o nichz nékdo védél. I zde,
na roviné mytu, ohen symbolizuje oddéleni ¢lovéka od zvifete jakozto dusle-
dek onoho nebezpe¢ného dobrodruzstvi zasadni dulezitosti.

Na obrazech Jaroslava Valecky ma podoba ohné jednoznaény vyznamovy
dopad. Ve vétsiné pripadii jde o destrukéni charakter tohoto zivlu. Atjiz se jedna
o plameny, které zachvatily rozsahly architektonicky komplex (Plameny, 2008)
nebo je to Zivel, ktery slouzi jako smrtici nastroj - Carodéjnice (2002), Hofici
Carodéjnice (2006), Hranice (2009). Na druhé strané ,vystupuje” fenomén ohné
jako prvek, majici ritualni podobu. Jaroslav Valecka s nadhledem vypravéce pfri-
suzuje tomuto vyrazovému a obsahovému prvku (ohni) hlavni roli; umoznuje
divakovi vnimat ,,neobvyklost® obvyklych véci a jevi. Napriklad obrazy s na-
métem ,,¢arodéjnic“ je ukazuji v rtiznych podobach a déjovych sekvencich. Od
samotnych pocatku byla tato bytost spojovana s osobou Zenského pohlavi. Tim
spise v kiestanském svété se pak dabel mohl spojit jediné se Zenou. Jiz od stfedo-
véku se hovori o sabatu jako o dabelském shromazdéni, pfi némz se ¢arodéjnice
oddavaji nejenom kouzltim, ale také nefalSovanym sexudlnim orgiim. Vcelku
vsak ¢arodéjnice predstavovaly jistou formu lidové subkultury. Jaroslav Valecka
vsak ve svych zobrazenich neakceptuje tuto stranku véci. Iniciuje spiSe vyusténi
¢arodéjnickych procest, které tyto Zeny, oznacené jako ¢arodéjnice, odsuzovaly
k trestu upaleni na hranici — Hofici ¢arodéjnice (2006), Hranice (2009). V jiné ob-
razové varianté je ohen iniciaénim prvkem pfi jejich ritualech. Obraz Carodéjnice
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Fire

“Fire is always the smallest in quantity, but the first in quality.”
Gaston Bachelard (1)

The Goddess Vesta was the most worshiped Goddess of ancient Rome.
She was the protector of the family fireplace, where the fire could not be put out.
Even today, the fire is often worshiped as God and ignition of fire is a ritual act
in many cultures. The fascination of fire can be understood as the first sign of
the openness to the unknown, willingness to undergo all due to the knowledge.
We know that already 400.000 years ago the Beijing man made fire in the caves.
What for? There is not a clear answer to this question. It is clear that the fireplace
was not used for cooking at that time. Fire could have been used as a source
of warmth or protection against predatory animals. One of the most probable
explanations is that fire was kept due to its fascinating, dancing flames. People
were always fascinated; they were sitting around and were staring at the flames
or were dancing around the fire. All around the world a great many myths about
acquiring fire are told and the majority of them are connected to the idea of the
risk undertaken from fascination and not due to practical advantages of fire,
about which someone knew. Even here, on the level of myth, the fire symbolizes
the separation of man from the animals as a result of the dangerous adventure of
essential importance.

In Jaroslav Valecka’s paintings the form of fire has clear semantic impact.
In many cases it is the destructive character of this element. Either they are flames
which engulfed large architectonic complex (Flames [Plameny], 2008) or it is
the element which is used as a tool for execution — Witch [Carodéjnice] (2002),
Burning Witch [Hotici carodéjnice] (2006), Pyre [Hranice] (2009). On the other
hand, there is the phenomenon of fire as an element having its ritual form. Ja-
roslav Valecka as a narrator assigns the main role to this element (fire); it allows
the observer to perceive the “strangeness” of usual things and phenomenona.
For example, the paintings with the topic of “witches” show witches in various
forms and action sequences. From its very beginning this being was connected
to females. In the Christian world the Devil could connect only with a woman.
Since the Middle Ages you have heard about the Sabbath as a devils" gathering,
when the witches are engaged in not only wizardry, but also real sexual orgies.
However, all in all the witches represented a certain form of popular subculture.
Despite this, Jaroslav Valecka does not accept this rule in his paintings. He
instigates the results of witch processes, which sentence such women, marked as



(2002) ale neprezentuje tajemno ¢arodéjnického sabatu, spiSe pripomina klid-
nou idylku, kdy se nékolik (opét anonymnich) zenskych postav shromazdilo, na
planiné ohranicené hustym lesem, kolem ohné, jehoz plameny $lehaji do vysky.
Paradoxné tato scéna neptisobi désivym dojmem, evokuje poklidnou atmosféru.
Autor vlastné toto téma zbavuje tajemného mytu. Neni to zase tak nic neobvyk-
lého, protoze existuji obrazy, které civilni téma stavi do pozice mytu, zatimco na
druhé strané jsou symbolické scény odmytizovany. Z hlediska déjového akcentu
je pro mé vice vygradovany obraz Kout (2009), kdy nad poklidnou, spici kraji-
nou se ty¢i mohutny utvar, pfipominajici naslednou fazi (,,htib“ prachu a koute)
po atomovém vybuchu. Zde citime vétsi zneklidnéni, moznou apokalypsu lid-
stva. Stfetnuti dvou odli$nych svétii. Napéti dvou rozli¢nych hodnot existujicich
ve vzajemném vztahu. Uvédomovani si vlastni determinovanosti a bezmocnosti,
ale zaroven i pocit nutnosti vé¢ného vzdoru a zapasu.

Uvddi-li nas tedy tento Zivel az kamsi do archaického svéta myti, zpfi-
tomnuje zaroven i rovinu kazdodenniho obstaravani. Jinymi slovy; odkazuje jak
k ¢asu svate¢nimu, prolinajicimu se do mytického bezcasi, tak i k ¢asu vsed-
nodenni existence. Je to akcent, ktery v sobé spojuje sakralnost i profannost,
archai¢nost i pfitomnost. V jiz zde jednou citovaném dile Gastona Bachelarda
Psychoanalyza ohné, se také uvadi: ,Skoro bychom vérili, ze pravé oheri byl prv-
nim jevem, o némz lidsky duch premyslel. Jaroslav Valecka zde , kalkuluje“ s jeho
mystickou silou a emocionalni efekt téchto obrazii reziduje z navozeného pocitu
derealizace hmotné podoby ohné.

A je$té na samotny zavér drobnou poznamku k ,,svételnym hodnotam*
barvy, které zde maji vyznamnou funkci. Jaroslava Vale¢ku zajima uplatnéni
svétla v obrazové plose. To v tomto pripadé neni imitativni, ale ma konstitutivni
funkci. D4 se vypozorovat uréita spojitost s Josefem Simou. Jestlize bylo svétlo
na Simovych obrazech konkrétni a metafyzické zéroven, pak na Valeckovych
obrazech mizeme sledovat podobny vztah v celé struktute malby. Obraz je pro
ného vypovédi o obrazu a zaroven odkazem k fadu mimo néj, je to konkrétnost
a metafyzika malby zdroven. Dochézi tu k odhmotnéni mytickych symbolik ve
prospéch kontinualni malby, zobrazujici energetické procesy (hofeni). Je to
navrat, respektive sestup k predmytickému stavu jednoty hmoty a ducha.

1 Gaston Bachelard, Psychoanalyza ohné, Mlada fronta, Praha 1996
1 Gaston Bachelard, Psychoanalyza ohné [Psychoanalysis of Fire], Mlad4 fronta, Praha 1996
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witches, for the capital sentence by burning on the pyre — Burning Witch [Hot-
ci ¢arodéjnice] (2006), Pyre [Hranice] (2009). In another painting the fire is the
initiating element during their rituals. The painting Witch [Carodéjnice] (2002)
does not represent the mystery of the witch Sabbath, it reminds a silent idyll, in
which several (again anonymous) female figures gather in a meadow surrounded
by a thick forest, around the fire whose flames are high. Paradoxically, this scene
is not scary, but evokes a calm atmosphere. The author removes a secret myth
from this topic. It is nothing so unusual, because there are pictures, which the
civil topic puts into the position of a myth, while on the other hand symbolic sce-
nes are free of myths. From the point of view of action I feel the painting Smoke
[Kout] (2009) as more thrilling, because above the silent and sleeping landscape
is a giant object reminding us of the consequent phase (the “mushroom” of dust
Hvézdna noc / A Starry Night, 2001, 91 x 116 cm, olej na platné / oil on canvas
apocalypse of mankind. Meeting of two different worlds. Tensions of two different
values, which exist in the common relation. Appreciation of our own determination
and helplessness, but also the need of permanent resistance and fight.

If this element brings us somewhere into the archaic world of myths, it
also enhances the level of everyday work. In other words; it refers to both festive
time, which mingles with mythical time, but also the time of everyday existence.
This stress combines sacral and profane, archaic and present. In the aforementioned
work by Gaston Bachelard Psychoanalysis of Fire it is also said: “We would
almost believe that just the fire was the first element, about which the human spirit
thought”. Jaroslav Valecka “works” with its mythic power and the emotional effect
of these paintings stems from the evoked feeling of derealization of the material
appearance of the fire.

And at the end a little note to “light values” of colour which play a
significant function here. Jaroslav Valecka is interested in the use of light in painting’s
plane. In this case it is not imitative, but it has a constitutional function. We can
see a certain connection to Josef Sima. If the light in Sima’s paintings was par-
ticular and also metaphysical, then in Valeckas paintings we can see a similar
relationship in the entire structure of painting. The painting for him is a testimony
about the painting and also legacy to the order outside, the particularity and
metaphysics of painting brought together. Mythical symbolism is dematerialized
in favour of continuous painting which shows energy processes (burning). It is
the comeback or descends to the pre-mythical state of the unity of the substance
and the spirit.

Carodéjnice / The Witch, 2002, 115 x 98 cm, olej na platné / oil on canvas
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Tti smrtky / Three Banshees, 2010, 106 x 125 cm, olej na platné / oil on canvas Hranice / The Bonfire, 2009, 129 x 134 cm, olej na platné / oil on canvas
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Kouf / The Smoke, 2009, 128 x 128 cm, olej na plitné / oil on canvas Hotici ¢arodéjnice / The Burning Witch, 2006, 137 x 103 cm, olej na platné / oil on canvas
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Letadlo / The Plane, 2010, 90 x 173 cm, olej na platné / oil on canvas Jachta / The Yacht, 2009, 101 x 150 cm, olej na platné / oil on canvas
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Zlod¢j / The Thief, 2009, 84 x 200cm, olej na platné / oil on canvas
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Clovék v krajiné

Umeélecké dilo ve své nenahraditelnosti neni pouhym nositelem smyslu,
takovym, Ze by jeho smysl §lo prevadét na jiné nositele. Smysl uméleckého dila
je spide v tom, Ze tu je. Ten, kdo je autorem uméleckého dila, kdo jej vytvoril,
nestoji pred utvarem vzeslym ze svych rukou jinak, nez kdokoli jiny. Jde o skok
mezi planovanim a délanim na jedné strané a zdarem na druhé. Najedenou tu
»stoji%; a tim je ,,tu“ jednou provzdy, k zastizeni pro toho, kdo se s nim setka a
uznatelné ve své ,kvalité“ Je to skok, kterym se umélecké dilo vyznacuje jako
jedine¢né a nenahraditelné. Toto nazval Walter Benjamin aurou umeéleckého dila
(1) a my v8ichni to zname, napiiklad z rozhofceni nad tim, ¢emu se fika svato-
kradez. Protoze zni¢eni uméleckého dila ma pro nas (alespon pro vétsinu) stale
jesté nadech skute¢né svatokradeze.

Timto tvodem jsem ale nechtél navadét ke ,znic¢eni® Valeckovych
obrazii nebo naznacit, Ze jiz byly nékteré zniceny, Ze doslo ke svatokradezi. Tento
uvod k dal$imu tematickému okruhu jeho tvorby jenom predznamenava uvahu
o tom, zZe bychom si méli ujasnit dosah toho, Ze neni pouhym zjevovanim smyslu
to, co uméni uskutecnuje. Spise by snad $lo fici, Ze jde o to skryt smysl v né¢em
pevném tak, aby neodplynul nebo neprosakl pry¢, nybrz aby ztistal uchovan v uspo-
fadani obrazu. Za moznost vymanit se z idealistického pojeti smyslu, vyslech-
nout plnost jsoucna nebo pravdy, oslovujici nas v umeéni z podvojnych vazeb
odhalovani, odkryvani a zjevovani ¢i naopak zahalenosti a skrytosti, nakonec
dékujeme myslenkovému kroku, ktery ucinil némecky fenomenologicky filosof
Martin Heidegger (1889-1976). Ukazal, ze fecky pojem odkrytosti je jen jednou
strankou zakladni lidské zkusenosti se svétem. Podle ného je tedy v uméleckém
dile jesté néco vic, nez jen jeden vyznam, umoznujici jakymsi neurcitym zpiso-
bem zakouset smysl. Tato fakticita, to, Ze néco existuje, je zdroven nepiekonatel-
nym protikladem popirajicim veskeré oc¢ekavani smyslu povazujici sebe sama
za nadrazené. Umélecké dilo nds nuti to uznat. ,Neni tam Zddné misto, které by
Té nevidélo. Musis zménit sviij Zivot.“ (2)

Na Valeckovu tvorbu bychom ale mohli pohlizet i z jiného thlu pohledu,
vymezeného jeho vlastnim pfistupem k problému vztahu k vytvarné kultufte,
kterd jej obklopuje, a také k problému jeho vztahu k intelektualnim strukturam
spojenym s uménim minulosti. Jaroslav Valecka se jiz vice nez deset let prezen-
tuje ,,zavedenym®, neménnym mali¥skym projevem. V ramci souc¢asnych podob
¢eského vytvarného uméni miizeme hovofit o neotfelé, v ramci doby inovované

vevs
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Human in the Landscape

The work of art is so unique that it does not only bear its own sense but
its sense can be transferred onto the bearer. The sense of the work of art lies in
its existence. The person who is the author of the work of art and who created it
does not see the work which he/she created differently than anybody else. There
is a jump between planning and making on one side and success on the other
side. Not only once “stands” the work here, and “is” here forever and can be seen
by those who will meet it and will recognize it in its “quality” It is a jump which
can show the work of art as unique and irreplaceable. Walter Benjamin called
this the aura of the work of art (1) and we all know it, for example from our anger
over the act that is called sacrilege. We (at least the majority of us) feel the

destruction of the work of art as real sacrilege.

By this introduction I did not want to abet the “destruction” of Valecka’s
paintings or say that some of them have been destroyed and that sacrilege has
been committed. This introduction to his further work only supports consideration
that we should make clear that it is not only working sense which makes art. We
should rather say that the goal is to hide the sense in something solid to avoid its
leakage or escape, and to preserve it in the painting. Finally, we thank the idea of
escape from the idealistic conception of sense to hear fullness of existence or the
truth which appeals to us in the art of double affiliations of disclosure, revelation
and exposure or shroud and latency. This idea was propounded by the German
phenomenology philosopher Martin Heidegger (1889-1976). He showed that
the Greek concept of exposure is the only method of essential human experience
with the world. According to his opinion the work of art contains more than only
one meaning which allows experience of the sense in a certain way. This fact that
something exists is also impassable contrast which rejects all expectations of the
sense which considers itself for something superior. The work of art forces us to
accept it. “There is no space which would not see you. You have to change your life.”

(2)

Valecka’s work could also be viewed from a different angle, which is defined
with its own access to the issue of relation to the art culture, which surrounds
it, and also the issue of its relation to the intellectual structures connected to the
art of the past. Jaroslav Valecka has presented himself for more than ten years
through the “established”, constant painting style. Within the current styles of
Czech fine art, we can speak about the uncommon and, due to the time, innovated
art form. More complicated thought background is reflected in the confrontation



lickych prvki s realitou; v tomto okruhu se konkrétné jedna o figuralni prvek
a krajinu. Pfipomnél bych v této souvislosti slova amerického historika uméni
Davida Freedberga, ktery napsal: ,,Je na case, abychom misto vaimdni odlisnosti
zacali povaZovat obraz a sochu za prvky existujici soubézné s realitou — at uz si
pod slovem ,realita’ predstavujeme cokoli, a to do mnohem vétsi miry, nez jsme byli
doposud zvykli, a abychom do této reality (nebo radéji do naseho proZitku reality)
znovu zaclenili figuraci a ndpodobu. Jednoduse nastal éas uznat moZnost, Ze nase
reakce na zobrazeni mohou byt stejného fddu jako nase reakce na realitu, a Ze
pokud mdme reakci viibec jakkoli hodnotit, méla by byt chdpdana a hodnocena
pravé na tomto zdkladeé.“ (3)

Ke krajinné scenérii, jejiz ,¢istou“ podobu jsme si predstavili v prvni
kapitole (tematickém okruhu), se zde, v rovnopravné pozici, ptipojuje lidska po-
stava, respektive postavy. Tyto obrazy je potfeba posuzovat v komplexni souvis-
losti tematického ,,zadani® takze se ndm pfi jejich formalnim rozboru ptirozené
objevi dvoji rovina pohledu. Postavy, zobrazené jako anonymni siluety bez tvari,
se na plose platna prezentuji jako ur¢ity ,,socialni‘, danou udalosti (vyobrazenim)
specifikovany typ. Maji svoji roli, z pohledu dané specifikace; jsou to napriklad lidé,
jdouci v pohfebnim privodu, skupiny postav vynasejicich Smrtku nebo jsou
zobrazeni jako ucastnici lampionového priivodu. Jaroslav Valecka zaznamenava
i negativni stranky lidské povahy — Vrah (2000), Zlodéj, (2009), Pytldci (2009).
Lidsky element, ktery je pro nas v tomto pfipadé naprosto anonymni, vystupuje
v urdité socidlni a etické roli, vyplyvajici naprosto prirozené z typologie zvolené
spolecenské skupiny. Autor nam nabizi pohled na nev$edni divadlo vSedniho
zivota, tradi¢ni zvyky a ritudly. Mrazivé pozastaveni casu, provazejici osamo-
cenost ¢lovéka, je vymluvnym svédectvim o jakési dvojpolarnosti dnesniho lid-
ského byti. Cim vice je ¢lovék vtahovan do stile pestrejiiho kolotoce uspéchané
soucasnosti, tim tisnivéji proziva tthu své osamocenosti. Jaroslav Valecka zde
vytvoril propast mezi karnevalem Zivotniho tspéchu a hlubsim prozitkem exis-
tence. To je jedna rovina pohledu.

Tou druhou rovinou je vzajemna provazanost redlné pritomnosti obrazu
a projektovaného, respektive predstavovaného svéta. Tyto dva faktory ale ne-
jsou u Jaroslava Valec¢ky zdrojem dvou specifickych ,,zajmovych® okruhi, které
spojuje vzajemna kauzalni souvislost. Jsou celkem. Imaginativni presvédcivosti
téchto vyjevi, je dosazeno pomoci vzajemné hry mezi namétem na jedné strané
a malifskym postupem na strané druhé. Pfirozend podoba krajiny a postav je
redukovana na formalni jadro; autor uz nepopisuje, ale vyjadtuje. Tyto obrazy
v sobé skryvaji nesentimentalni, velkorysou, pfisnou a drsnou formu, tltumenou,
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of symbolic elements with reality; especially in this area, where it is an element of
figure and landscape. At this moment I could refer to the words of the American
historian of art David Freedberg who wrote: “It’s time to consider the picture and
sculpture as elements, which exist continuously with reality instead of perception of
differences - it does not matter that we understand by the word “reality” and we
understand whatever, and it is in much larger extent than we have been used to do
so far. And we would rather incorporate figuration and imitation into such reality
(or preferably into our reality experience). Simply, the time has come to recognize
the possibility that our reactions to the image can be of the same case as our re-
action to reality. And if we have a reaction to assess, it should be understood and
assessed just on this principle.” (3)

A human figure or figures equally add to the landscape scenery, whose
“pure” look we have introduced in the first chapter (topical area). These paintings
need to be judged by the complex coherence of topical “assignment’, thus during
the formal analysis we naturally see the two possible views. Figures imaged as
anonymous silhouettes without faces project a certain “socially” specified type
onto the canvas plane. They play their role from the point of view of the speci-
fication; they are for example, people who walk in the funeral march, groups of
figures who carry off Death or they are painted as participants in a lantern parade.
Jaroslav Valecka also paints negative features of human character — Murderer
[Vrah] (2000), Thief [Zlodéj] (2009), Poachers [Pytldci] (2009). The human ele-
ment, which is completely anonymous for us in this case, is shown in a certain
social and ethical role which results completely naturally from the typology of
a selected social group. The author offers the view on the exceptional theatre of
common life, traditional customs and rituals. The scary stopping of time, which
accompanies the loneliness of man, is an eloquent testimony to the bipolarity of
the current human being. The more man is involved in more and more variable
circles of the hasty present, the more dismally he sees the burden of his/her
loneliness. Jaroslav Valecka created the gap between the carnival of life success
and deeper experiences of existence. This is one level of point of view.

The second level is mutual interconnection of the real presence of the
painting and projected, respectively imagined world. These two factors in Jaro-
slav Valecka’s work are not the source of two specific “interest” areas, which are
connected by the mutual causal connection. They are the unit. Imaginative
persuasiveness of this tableau is achieved by the mutual game between the topic
on one side and the painter’s procedure on the other side. The natural appearance
of the landscape and figures is reduced to the formal core; the author does not

zemité drzenou barevnou $kalu a nerutinni upfimnost citu, odmitajici jakoukoliv
uhlazenost.

Jaroslav Valecka zde respektuje charakter obrazu jako ,zjeveni®, jako
formu anonymniho pfibéhu. Na prvni pohled se tyto artefakty pohybuji mimo
prostor a cas. Ale to, co je na nich, zndme pfitom davérné, z prozitych ¢i prozi-
vanych udélosti. Je tomu tak proto, ze malif provedl se svym ,,vaznym motivem"
presmycku a obsah obrazii nechal existovat v blizkosti kazdodenniho Zivota. Stavi
pred nas obycejnost, ale ta je ve skutecnosti velmi rafinovand. Pod zdanlivou
jednoduchosti se objevuje promysleny a sceleny obraz svéta, ale také zkusenost
a pamét z rtiznych malifskych obdobi. ,Vyptjceny jazyk® minulosti oteviené
pfiznava, ale citime, Ze ho pouzil, aby véc (pribéh) mohla byt jesté dnes sdélitelna,
prijatelna a pochopitelna. Dostava se tak az na nebezpecny okraj idyly, ale vidime,
Ze uz ji prozaruje jiné svétlo. Svétlo jeho viry, kde je identicky sam se sebou a idyla
proto prestava byt néjakym libivym obrazkem. Ma svoje vlastni pravidla; v jed-
nom tematickém okruhu vytvori zdkladni schéma, které v jemnych nuancich
posouva bud na negativni, nebo pozitivni rovinu. Samotna realizace konkrét-
niho obrazu je pro ného rozhodujicim umélecko-kontemplativnim ¢inem,
protoze az tady jde o podstatu. Kdyz naptiklad byzantsky malif akceptoval zakladni
kompozici, to znamena kfiz, Marii, v pozadi hradby, co mohl délat potom?
Nemusel jiz na to myslet. Mohl se obratit do svého nitra. ,Malovani®, v po-
dobé Valeckovych obrazi, znamena blizit se tajemstvi. A autor nam je pomaha
odhalovat.

1 Walter Benjamin, Umélecké dilo ve véku své technické reprodukovatelnosti, in: idem, Dilo a jeho
zdroj, Odeon, Praha 1979, s. 17-47

2 Martin Heidegger, Der Ursprung des Kunstwerkes, Reclams Universal-Bibliothek, Stuttgart 1960
3 David Freedberg, Zobrazovani a realita, in: Ladislav Kesner, Vizudlni teorie, H&H, Jino¢any
1997,s. 159
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describe, but expresses. These paintings hide non-sentimental, generous, strict
and rough form, dull colour scale and non-routine sincerity of feeling, refusing
any kind of elegance.

Jaroslav Valecka respects the character of the painting as “apparition”
in a form of the anonymous story. At first sight, these artefacts move outside of
space and time. But what is in them we know very well from experienced events.
It is caused by the fact that the painter made an anagram with a “serious motif”
and the content of paintings he left existing near the everyday life. He puts
mediocrity in front of us, but in reality it is very sneaky. Under seeming simpli-
city appears a well thought and re-integrative picture of the world, but also the
experience and memory of various painting periods. “Borrowed language” of the
past is openly admitted, but we feel that he used it so that the thing (story) could
be even more acceptably and intelligibly told. He gets to the dangerous edge of
the idyll, but we can see that the new light starts shining through. The light of his
faith, where he is identical to himself and the idyll is not a nice picture any more.
It has its own rules; in one topical area he creates the basic scheme, which is
moved in small nuances either to negative or positive planes. The realization of a
particular painting is an artistic-contemplative action for him, because it is about
the substance. For example, when the Byzantine painter accepted the essential
composition — meaning cross, Mary and wall at the back, what could he do after?
He did not have to think about it. He could return to his heart. “Painting” in the
form of Valecka’s paintings means to come near to the mystery. And the author
himself helps reveal it.

1 Walter Benjamin, Umélecké dilo ve véku své technické reprodukovatelnosti [Work of art at the
time of technical reproducibility], in: idem, Dilo a jeho zdroj [Work and its Source], Odeon, Praha
1979, p. 17-47

2 Martin Heidegger, Der Ursprung des Kunstwerkes, Reclams Universal-Bibliothek, Stuttgart, 1960

3 David Freedberg, Zobrazovani a realita [Image and Reality], in: Ladislav Kesner, Vizudlni teorie
[Visual Theory], H&H, Jino¢any 1997, p. 159



Funus / The Funeral, 2005, 120 x 154 cm, olej na platné / oil on canvas Trojice / The Trinity, 2007, 101 x 132 cm, olej na platné / oil on canvas Melancholici / The Melancholiacs, 2010, 71 x 110 cm, olej na platné / oil on canvas
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Hvézdnd noc / A Starry Night, 2001, 91 x 116 cm, olej na plétné / oil on canvas Strazci / The Guards, 2000, 154 x 96 cm, olej na platné / oil on canvas Pt4ci / The Birds, 2000, 110 x 100 cm, olej na plétné / oil on canvas Vrah / The Murderer, 2000, 88 x 88 cm, 2000, olej na plétné / oil on canvas
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Vlajky / The Flags, 2006, 114 x 125 cm, olej na pltné / oil on canvas Sestice / The Sextuplet, 2010, 118 x 167 cm, olej na platné / oil on canvas
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Cerveny posed / A Red Watchtower, 2009, 99 x 126 cm, olej na platné / oil on canvas Trojice 2 / The Trinity 2, 2007, 90 x 110 cm, olej na platné / oil on canvas
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Ruina / The Ruin, 2009, 110 x 118 cm, olej na platné / oil on canvas

&/ oil on canvas

Priivod s kostlivcem / The Bone-man Procession, 2009, 124 x 118 cm, olej na platn.
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Lampionova slavnost / The Celebration of Lanterns, 2008, 90 x 150 cm, olej na platné / oil on canvas Ohen / The Fire, 2010, 101 x 131 cm, olej na platné / oil on canvas




Lampionovy privod / The Parade of Lampions, 2008, 104 x 115 cm, olej na platné / oil on canvas Noc¢ni pytlaci / The Night Poachers, 2009. 96 x 181 cm, olej na platné / oil on canvas
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Flamendfi / The Rakes, 2010, 84 x 200 cm, olej na platné / oil on canvas Pytlaci / The Poachers, 2009. 96 x 181 cm, olej na platné / oil on canvas
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Noc / The Night, 2010, 81 x 118 cm, olej na platné / oil on canvas

9%

Magie krve

Kdyz si uvédomime, Ze Dionysos nebyl pouze bohem extize a bujaré-
ho zivota, ale také bohem tragédie a smrti, pak bychom mohli Jaroslava Valecky,
v nékterych tematickych okruzich, povazovat za dionyského malife. Motivy
mrtvych zvifat (nejcastéji se vyskytuji vepti nebo kohouti) jsou kombinovany
s krvavymi stopami na snéhové pokryvce. Promita se zde dialektika Zivota a smrti.
Jeden tvor je likvidovan, aby bylo umoznéno prezit jinému. Pfi vsi ,hriznosti®
motivu vyvolavaji tyto obrazy opét meditativni klid, naruseny ovSem prizrakem
existencidlniho zneklidnéni. Mezi zdrahavosti a agresi, poklidem a ndsilim tak
v metafore osciluje problém individua (¢lovéka) v soucasné spolecnosti, naprosta
absence vztahi, bezmocnost, zoufalstvi. Jaroslav Valecka vsak v téchto obrazech,
imitujicich problematiku nisili, stoji na opa¢ném polu, nez tfeba Hermann Nitsch
a jeho akéni divadlo. Tento predstavitel videnského akcionismu své ,,odreagovaci
hry* chapal jako vybiti pudd, pri kterych se méla uvolnit a formalné vzit na
védomi podvédomé nashromazdéna energie. Jaroslav Valecka sugeruje divakovi
myslenku, ze krajnosti lidskych pudt jsou ve své podstaté zhoubné. Syrova
zivotnost téchto obrazi stupnuje ucinek jednotlivych scén se zabitymi zviraty az
k hororové absurdité. Jeden priklad za vSechny. Obraz Mrsina (2005) na prvni
pohled odpuzuje témér naturalistickym popisem téla v rozkladu. Zabyva se pre-
podstatnénim a tajemnymi vztahy mezi rozkladem a novou Zivotni i uméleckou
hodnotou. Ne nahodou si v ilustracich k Baudelairovym basnim Edvard Munch
vybral Mrsinu a Veselého mrtvého. Objevil zde téma, které nazval Metabolismus
- ldtkova vyména a kreslil je jako mrtvolu, ktera svym rozpadem poskytuje latku
k novému zZivotu. V prirodé vladne kolobéh Zzivota a smrti a v lasce je zachycen
bod, v némz se cely proces stale obnovuje.

Kdyz v Goethové tragédii Faust, ddbel Mefistofeles zada, aby se mu
Faust upsal vlastni krvi, nevysvétli Faustovi pro¢ prave krvi; prohlasi jen neu-
rgité: , Krev, to je zcela zvldstni $tava“. Ze je krev, podle vyse uvedeného vyroku,
opravdu ,zcela zvlastni $tava“, se projevuje také tim, ze pohled na ni je madlokomu
lhostejny. Nékteti lidé pocituji pti pohledu na krev zvlastni vzrusent, jehoz spektrum
muze byt neobycejné Siroké: od hriizy, vedouci k omdleni, az k orgasmu.
Ve spojeni se zvifetem, se zase dostavame k zidovskému nabozenstvi. Aby se
maso nekazilo a bylo koser (tj. ¢isté), nechavaji se zvirata vykrvacet zaziva.

Valeckovy obrazy mrtvych zvifat svou osobitou formou vypovidaji,
Vv prejaté metafore, o traumatech dnesniho svéta. Kompozice opusténych ven-
kovskych dvort se zavéSenymi, mrtvymi zvitaty (Zabijacka, 2005; Prase, 2006;
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Glamour of the Blood

When we realize that Dionysus was not only the God of ecstasy and
lively life, but also the God of tragedy and death, then we could regard Jaroslav
Valecka in some topical areas as a Dionysian painter. Motifs of dead animals (the
most often are pigs or cocks) are combined with bloody marks on the snow. It
reflects dialectics of life and death. One being is liquidated to allow the survival
of another one. Even if you see “scary” motifs, these paintings evoke meditative
silence again, however, disturbed by the illusion of existential malaise. Metapho-
rically, there is a problem of the individual (man) oscillating between reluctance and
aggression, tranquillity and violence in the current society, a complete absence
of relationship, helplessness and despair. However, Jaroslav Valecka in these paintings
which imitate the issue of violence is on the opposite side to, for example, Hermann
Nitsch and his action theatre. This representative of Viennese actionism under-
stood his “relaxing games” as letting off the steam from his instincts during
which the accumulated energy should be released and this should be taken into
consideration. Jaroslav Valecka suggests the idea to the observer that the extremity
of human instincts is inherently malignant. The rough life cycle of these paintings
maximizes the effect of particular scenes with killed animals to horror-like
absurdity. Let's show one example. In the painting Carrion [Mrsina] (2005) we
are at first sight repelled by the almost naturalistic description of the body in
decay. It deals with secret relations between decay and new life and the art value.
It was not a coincidence that Edvard Munch chose Carrion and Happy Dead as
illustrations to Baudelaire’s poems. He discovered the topics which he called
Metabolism and he painted them as a dead body, whose decay provides substance
for a new life. In nature the cycle of life and death is nature’s rule and love is the
point, where all the process is permanently renewed.

When in Goethe’s tragedy Faust, the devil Mephistopheles asks Faust to
subscribe with his own blood, he does not explain to Faust why just with blood;
he states indefinitely: “Blood is a completely special juice”. That blood is a
“completely special juice” according to the aforementioned statement indicates
that the look at blood does not leave many people cold. Some people feel special
excitement when they look at blood and this excitement’s spectrum can be
incredibly broad: from dismay leading to faint and orgasm. In connection with
the animal we get to the Jewish religion again. To preserve meat fresh and to remain
kosher (meaning “clean”) the animals are left bleeding to death while they are still
alive.



Kohouti, 2009), jejichz kapajici krev vytvari na bilé snéhové pokryvce az ma-
gické obrazce, setrvavaji v nehybnosti. Vzdor tomuto ,klidovému® akcentu se
stavaji zdrojem napéti, koncentrované energie, Nabyvaji podoby jakychsi totemdl,
privadéjicich vse zivé k ustrnuti. K magickému ptisobeni pfispiva i symetricka,
staticky budovand kompozice. Zavé$ena zvifata jsou komponovana na vertikal-
ni (symetrické) ose, v jinych obrazech, jako jsou naptiklad Mrtvé slepice nebo
Po zabijacce (2004) se krvavé stopy ,vinou® po stfedem plochy vyznacené cesté
smérem k horizontu. Opét je zde zfetelna symetrie kompozice. Rovinna obra-
zova plocha je pojednana v mnohocetnosti pohledu, kdy fragmentarnost
jednotlivych pland, sméfujicich od spodniho okraje smérem k horizontu, odmita
divakovi predepisovat jakykoli specificky thel pohledu. Vice vizualnich moz-
nosti umoznuje pozorovateli (divakovi) hrat si s instrukcemi, které z perspektivy
konstruované na takovém rovinném povrchu ziskava.

V tomto okruhu se Jaroslav Valecka pohybuje v intencich téch, ktefi se
na zivot divaji i z té horsi stranky. Ne proto, Ze by se nemohl vymanit z prevla-
dajiciho pocitu skepse, ale proto, ze pti hledani uréitych zivotnich jistot chce mit
pevnou ptiidu pod nohama. Mozna vize uskute¢néni apokalyptickych alternativ
nadi soucasnosti mu v tomto piipadé nedovoluje sazet na privétivejsi stranky
Zivota.

Mrsina / The Carrion, 2005, 101 x 135 cm, olej na platné / oil on canvas

Valecka’s paintings of dead animals testify in loaned metaphor to the
traumas of the contemporary world in a personal form. The composition of
abandoned rural yards with young dead animals (Slaughter [Zabijacka], 2005;
Pig [Prase], 2006; Cocks [Kohouti], 2009), whose dropping blood creates magic
figures on white snow, remain motionless. On the contrary this “quiescent”
accent becomes a source of tension, concentrated energy. They get the look of
totems which petrify all life. Even symmetric and statically built composition
contributes to the magic action. Hung animals are on a vertical (symmetrical)
axis, in other paintings such as for example Dead Hens [Mrtvé slepice] or After
the Slaughter [Po zabijacce] (2004) the bloody prints “curl” along the middle of
the plane on the marked path towards the horizon. There is a clear symmetrical
composition again. The painting’s plane is taken in multiplex view, where the
fragments of particular planes leading from the lower edge towards the horizon
refuse to prescribe any specific frame of reference for the observer. More visual
options allow the observer to play with instructions, which he/she receives from
the perspective constructed on such a plane surface.

In this area, Jaroslav Valecka moves towards the intentions of those who
look at life also from worse side. Not due to the fact that he cannot break out
from prevailing feelings of scepticism, but because during the search of certain
life certainty he wants to stand on firm land. Maybe the vision of realization of
apocalyptical alternatives of our present does not allow him to see more pleasant
aspects of life.

Po zabijacce /After a Pig-slaughter, 2005, 68 x 114cm, olej na plétné / oil on canvas
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Kohout / The Cock, 2005, 70 x 70 cm, olej na platné / oil on canvas



Mrtvé slepice / The Dead Hens, 2004, 81 x 125 cm, olej na platné / oil on canvas Stard jatka / The Old Slaughter-house, 2009, 60 x 149cm, olej na platné / oil on canvas
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Kohouti / The Cocks, 2009, 96 x 119 cm, olej na platné / oil on canvas Prase / The Pig, 2008, 123 x 126 cm, olej na platné / oil on canvas
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Sova (z cyklu ,,Masopustni masky“) / The Owl ( From the cycle “Carnival masks®), 2009, 64 x 100 cm, olej na platné / oil on canvas
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Masky

Je snad zbyte¢né pripominat lidskou touhu vymanit se z pout vsednosti
a nahlédnout pod pokli¢ku tajemstvi. Tato cesta se nabizi ve tvofivé hre, smyslu-
plném rozjimani, v sesbiranych troskach zazra¢ného détského svéta. Do tohoto
hdjemstvi promén obvykle vstupujeme oklikou. Tak je tomu i v pripadé téchto
alegorickych obrazi lidskych tvafi (polopostav) s maskou. Jaroslav Valecka pred
divéka ,postavil“ fadu netypickych spojeni lidské tvare a symbolického znaku,
ktery ma sviij ptivod jednak ve zvifecim svété (kocka, kohout, liska), jednak ma
raz mytologicky (lebka). Na netypickou formu upozornuji proto, Ze masky
nezahaluji tvar, jak to zname naptiklad z masopustnich veselic, ale vytvaii jakousi
»nadstavbu“ lidské tvare. Nezakryvaji oblicej, jsou umistény nad nim. Lidska
postava zde vlastné dostavd svoji tvar (oproti pouhym siluetdm zasazenym do
kontextu Valec¢kovych krajin nebo exteriérti). Tvare vystupuji z temného pozadi,
vynotuji se z hloubky, jejiz osudovost mizeme predpokladat nebo jen tusit.
Clovék vchézi svou fyzickou podobou do svéta zdkonitosti, patrné proto, aby
pripomenul svoji existenci. Zajimavé a inovujici je, Ze pocity a déjovy akcent
nejsou tlumoceny prostednictvim jednotlivych, individualné pojednanych ryst
tvari zobrazenych Zen, ale moznost ikonografického ,vykladu® je vedena ptes
zovat za jisty druh schizofrenie. A je na nas, zda pfijmeme formu ,,vykladu® ktera
akceptuje symbolicky vyznam jednotlivych ,,masek® Podivame-li se na jednot-
liva vyobrazena zvirata (predstavuji ,podobu“ masky) z hlediska jejich tulohy ve
svété mytologie, asi nam to ale tlohu pfi hledani identity obsahové formy prilis
neusnadni.

Tak napriklad liska predstavuje nejchytrejsi zvife, jakéhosi Odyssea zvi-
tectho svéta (v Ciné a Japonsku viak maji z lisky takovy strach, Ze jeji jméno
ani nevyslovuji). Kohout je davné obétni zvife. U starych Persant je symbolem
vzkiieni u Slovant (ale i jinde) zase symbolem svétla, ohné. A kohout svym
kokrhanim pfivolava den, prchaji pfed nim vSechny no¢ni pfizraky. Koc¢ka byva
symbolem fale$nosti. Inspirovaly tyto symbolické vyklady autora pfi jejich trans-
formaci do obrazové podoby? Chtél, dosdéhnou touto cestou jejich personifikace?
Ja si myslim, ze ne. SpiSe tu vystupuje na povrch, jako je to ostatné u Jaroslava
Valecky obvyklé, mnohoznacna, ale nijak definitivné neurcita symbolika. Jeji
smysl je zaroven hluboce psychologicky i sociokriticky. Masky, ,,nasazené“ na
lidskou hlavu, aniz by ale zakryly rysy tvare, neptisobi hrizné, a v podstaté ani
tajemné. Ja bych tyto Valeckovy ,,masky“ pfirovnal k ,,rébusu®. Nemyslim tim
vsak oznaceni pro hadanky v zabavnych casopisech, které jsou resitelné vzdy
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Masks

It is waste of time to describe the human desire to break out from the
fetter of routine and have a look under the lid of secrets and mysteries. This way
can be found in creative play, meaningful contemplation, in collected fragments
of the wonderful kid’s world. To get to this secret, we usually do not go directly.
As in the case of these allegorical paintings of human faces (semi-figures) with
a mask, Jaroslav Valecka “puts” a line of atypical connections of human face and
symbolic sign, which originates in both animal world (cat, cock, fox), and my-
thological sense (skull) in front of the observer. I draw attention to the atypical
form, because the masks do not cover the face as we are used to seeing during
the Mardi Gras carnival, but they create a kind of “upgrade” of the human face.
They do not cover the face, but they are above the face. The human figure gets
its own face (compared to the silhouettes which are set in Valecka’s landscape or
exteriors). The faces come out from the dark background, emerge from the dep-
th, whose fatality we can only assume or guess. Man enters with his/her physical
look into the world of rightfulness in order to remind himself of his/her existence. It
is interesting and innovating that feelings and actions are not interpreted through
particular, individually treated features of faces of imaged women, but the possibility
of iconographic “explanation” is lead through the imaged kind of masks. People
do not put them on, but they live with them. We can regard it as a kind of schi-
zophrenia. And it depends on us if we accept this form of “explanation”, which
accepts the symbolic meanings of particular “masks”. If we have a look at particular
imaged animals (they represent the “image” of masks) from the point of view
of their task in the world of mythology, this will not likely ease the search for
identity of content form too much.

For example, the fox represents the cleverest animal, a kind of Odysseus
of the animal world (however, in China and Japan people are afraid of the fox so
much that they do not even say its name). The cock has been a sacrificial animal
for a long time. The old Persians regarded cocks as a symbol of resurrection and
Slavic nations (but also other cultures) regarded the cock as a symbol of light
and fire. And the cock with its crow heralds the day and all nightmares run
away before the cock. The cat is a symbol of delusiveness. Did these symbolic
explanations inspire the author during their transformation into pictorial form?
Did he want to achieve their personification in this way? I do not think so. More
of less polysemous and not definitely indefinite symbolism emerges as it is usu-
al in Jaroslav Valecka’s work. Its sense is also deeply psychological and socially
critical. Masks, which are “put” on human heads, without covering the face’s



jednim zpusobem. To vsak je pro umélecké dilo (jak ostatné vidime) nemozné.
Jeho obsahové poselstvi je do slovniho, byt sebevytfibenéjsiho, jednozna¢ného
sdéleni neprevoditelné.

A jesté jeden vyklad je zde mozny, vyjdeme-li z prekladu latinského

slova personae, oznacujiciho ,,masku, falesnou tvar“. Chceme-li néjakym zptiso-
bem socidlné zit, musime si jednu z masek nasadit. A i ti, ktefi masku odmitaji, si
jen nasazuji masky jiné. Mnohé masky jsou hravé, oportunistické, povrchni. Ale
jsou zde pritomny i ty, jenz nahlizi hluboko pod povrch, hloubéji nez si myslime
nebo muzeme pochopit. Kazdé télo se sklada z hlavy, dvou rukou, trupu, dvou
nohou atd., a kazdy clovék sestava kromé jinych rysi také z osobnosti, hluboce
zakofenéné persony, kterou je zndm jak svému okoli, tak i sobé samému. Jaroslav
Valecka jakoby ndm témito personifikacemi naznacoval: ,,Shodme své masky

v

a budme prirozeni!“ Jsou masky a maska. Jsou masky mladi, masky stari, masky

nejruznéjsich socidlnich roli, jsou i masky, které bezdécné nasazujeme lidem kolem
nas, zakryvame jimi jejich tvar (vlastni masku) a pak na né reagujeme.

Rekl bych, Ze ,,masky a tvafe“ spole¢né oslovuji divédka, aby ho vedly
prostorem svého spletitého, navzajem propojeného svéta, upozornovaly na
mnohovrstevné vztahy. Smysl jejich feci véak nezachytime pouze tim, Ze je roz-
pozname a pojmenujeme. Vyvolavaji v nas jemné, zvlastni napéti, prebihajici po
Siroké skdle pocittl. Clovék je ,,odhalen v nejzaz$im okamziku své existence, na
hranici mezi vznikem a zanikem.
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feature, do not look horrible, and nor mysterious on principle. I would compare
Valecka’s “masks” to the “rebus” However, I do not mean the name for a riddle
in entertaining magazines, where only one way exists to resolve them. But this is
impossible for the work of art (as we can see it). Its content message cannot be
transferred into words, no matter how elegant and unambiguous it is.

And one more explanation emerges if we use the translation of the Latin
word personae, which means “mask, false face” If we want to live socially, we
have to put on one of the masks. And those who refuse masks, put on only dif-
ferent masks. Many masks are playful, opportunistic or superficial. But there are
represented also those which get deep under the skin — deeper than we think and
we can understand. Everybody consists of the head, two hands, body and two
legs, etc. And every man consists of, other features; personality, deeply stemmed
persona, which is known to both its surroundings, but also to himself/herself.
It is as if Jaroslav Valecka speaks with these personifications to us: “Throw away
masks and let’s be natural!” There are masks and a mask. There are masks of
youth, ageing and various social roles, but there are masks which we unintentionally
put on the people around us, we cover their faces with them (the mask itself) and
then we react to them.

I would say that “masks and faces” together address the observer to lead
him/her through the space of their complicated and mutually interconnected
world and alert him/her to multilayer relationships. The sense of their speech,
however, we cannot catch only by recognition and calling the name. They evoke
in us little and special tension, which is running across the broad scale of feelings.
The man feels “striped away” at the latest moment of his/her existence, on the
border between the origin and death.

Kocka (z cyklu Masopustni masky) / The Cat (From the cycle “Carnival masks®), 2008, 75 x 56 cm, olej na platné / oil on canvas
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Kohout (z cyklu Masopustni masky) /
The Cock (From the cycle “Carnival masks®),
2009, 111 x 82 cm, olej na platné / oil on canvas



Lebkoun (z cyklu ,,Masopustni masky*) / The Skull-man
(From the cycle “Carnival masks®), 2009, 131 x 67 cm,
olej na platné / oil on canvas

Egyptan (z cyklu ,,Masopustni masky*) / The Egyptian
(From the cycle “Carnival masks®), 2009, 125 x 65 cm,
olej na platné / oil on canvas
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Maso (z cyklu Masopustni masky) / The Meat
(From the cycle “Carnival masks®), 2009,
155 x 67 cm, olej na platné / oil on canvas

Kostlivec (z cyklu ,,Masopustni masky*) /
The Bone-man ( From the cycle “Carnival masks®),
2009, 118 x 82 cm, olej na platné / oil on canvas
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Mlceni / The Silence, 1993, 106 x 181 cm, olej na dfevé / oil on wood
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Gesto a tvar

Pohlcovat lidské postavy (jejich osudy), pokryt je vlastnim vnitfnim
pfibojem, takze se deformuje jejich charakter a pfipodobnuji se nasim staviim,
nasim niternym déjiim, to je jeden ze zdkladnich prvki velké ¢asti moderniho
uméni. Je to princip subjektivni deformace, zejména expresionismu, ktery ve
svém poslednim stadiu ma epilog v uméni informelnim. Neni pochyby o tom, ze
postavy muzii a Zen, které se objevuji na Valeckovych obrazech, maji dramaticky
akcent, ztvarnény ve své niternosti silou, ktera je oprostuje od zbytecnych de-
tailti. Krasa, kterou zachycuje, je spise ta convulsive, kfeCovita, imérna pocitim
doby. Stejné jako v ostatnich tematickych okruzich Valeckovy tvorby, tak i zde,
je typickym znakem téchto kompozic stavebnost obrazové formy a preciznost
malifského vyrazu. Tyto obrazy ,tézknou® hlubokou barevnosti, pfipominajici
vzdalené krasu smaltové enkaustiky. Zachycuji urcitou fazetu obrazu rtiznoro-
dych lidskych typt. A v tom spociva i jejich hodnota: v mife lidskosti a ve vytvarné
feci, kterou je tato lidskost sdélovana.

Stejné jako u ,masek", tak i v tomto okruhu, zamétujicim se na ztvar-
néni (typologii) riznych lidskych postav, defiluji pred divikem osoby, prevazné
zenského pohlavi. Vyjimku tvofi tfi olejomalby — Kufdk (1997), Homosexudlni
basnik (2005) a Vesnican (2006), kde hlavnimi ,hrdiny“ jsou muzi. V podstaté
se jedna o figury-portréty zen, opatfenych typizujicimi prvky - symboly, urcu-
jicimi situacni i civilni postaveni zobrazeného motivu. Zbitd Zzena (2002) ma na
pravém oku vyrazny monokl; Velkd matka (2005) je zobrazena s velkym
brichem; Nevésta (1999) a Vdova (2007) maji pres oblicej zavoj — jedna bily, dru-
ha tmavy. Dévka (2006) se divakovi zase predvadi v provokativnim, necudném
gestu rozhozenych rukou a nohou. A tak bychom mohli pokracovat déle. Tyto
postavy s nami vedou dialog, zaloZeny na vzajemné divére. Jaroslav Valecka se
dialogu nevyhyb4d, naopak na ném stavi svou koncepci. Nahlédnout vztah mezi
jednotlivymi pribéhy, osudy postav ale nelze pomoci naslednosti. Vstupujeme
do vnitfniho, pfilis slozitého svéta, nez abychom odtud mohli vynést jednoznac-
nou a uspokojujici odpoveéd. Téch feseni a vysvétleni je dlouha rada; a nekryji se.
SpiSe se nasobi.

Fyziognomie zobrazenych zen a muz je v jistém slova smyslu identicka.
Nejsou zde vyrazné odchylky v podobé tvari. Vysvétleni bychom mohli hle-
dat v tom, Ze Jaroslav Valecka ma potfebu zachytit ,,ptivodni“ dojem a vizualni
predstavu, kterou ziskal, kdyz uvidél skute¢nost ve smutné nebo $tastné naladé.
Stava se malifem seismografické citlivosti, ktery vynasi z nitra zobrazenych postav
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Gesture and Face

One of the basic elements of the great part of modern art is to absorb
human figures (their destinies) and cover them with their own tide so that their
character is deformed and they are similar to our states, our inward actions.
This is the principle of subjective deformation, especially expressionism, which
ends in its last stage in Art Informel. There is no doubt that the figures of men
and women, which appear in Valeckas paintings are dramatic, created by his
inward power, which frees them from vain details. Their beauty, which he takes
hold of, is convulsive and equal to the feelings of time. As well as in other topical
areas of Valecka’s work, also the typical sign of these compositions is building
of a pictorial form and preciseness of painter’s expression. These paintings “get
heavy” with deep colourfulness, which distantly recalls the beauty of enamelled
encaustics. They image a certain facet of a picture of various human types. And
in that is their value - in the degree of humanity and in art language, which is
used for the announcement of this humanity.

As well as in the section devoted to “masks”, also in this area, which
is focused on the typology of various human figures, the persons who defile, in
front of the observer, are mainly women. The exception is in three oil paintings
- Smoker [Kufdk] (1997), Homosexual Poet [Homosexudlni bdsnik] (2005) and
Villager [Vesnic¢an] (2006), where the main “characters” are men. Basically, these
are figures — portraits of women, equipped with typical elements - symbols,
which determine the situational and civil status of the imaged motif. Beaten
Woman [Zbitd Zena] (2002) has a significant black eye on the right eye; Big Mother
[Velkd matka] (2005) is displayed with a big belly; Bride [Nevésta] (1999) and
Widow [Vdova] (2007) have the face covered with a veil — one has got a white
one and second a dark one. Bitch [Dévka] (2006) is shown to the observer in pro-
voking and obscene gesture of spread hands and legs. And we could go on and
on. These figures are running the conversation in front of us. This conversation
is based on mutual trust. Jaroslav Valecka does not avoid the dialogue. On the
contrary he bases his concept on it. To see the relation between particular stories
and figures’ destinies is impossible from the view of posterity. We enter an inner
and too difficult world without being able to take out a clear and satisfactory
reply. There is a long line of solutions and explanations; and they do not overlap
one another. More or less they multiply one another.

The physiognomy of imaged women and men is identical in a certain
meaning of the word. There are no significant deviations in the look of faces.



podobu jejich duse. Sméfuje k pivodnimu, autentickému okamziku vidéni, to
znamend, Ze maluje bez ur¢enych konvencnich pravidel. Tento zdmérny regres
na Cistou smyslovost je podminén urc¢itym priklonem k symbolismu, vyznacu-
jicim se prisnou stylizaci forem. Esteticka distance symbolismu zde ale zamérné
ustupuje ve prospéch mnohem direktnéjsiho vztahu jak ke konkrétni realité, tak
i k divakovi. Jaroslav Valecka je v tomto tématu dramatictéjsi, davd prednost
lidsky obyc¢ejnym déjim (osobam), které transformuje k silnému, nékdy az
necekanému dojmu.

Kazda jednotliva kompozice je vpadem hmotného Zivlu (lidské figury)
do imaginérniho prostorového prdzdna. Zenské a muzské postavy vyvoldvaji
dojem, jako by byly zastaveny v urcitém, pfesné vymezeném okamziku svého
casoprostorového napéti. Tak jako v zivotnich situacich se v jednoté psychického
prozivani stava i zde duchovni symbol organickou soucasti lidské existence. Bézné
zivotni udalosti dostavaji vyssi smysl souvztaznosti s tim, co ¢lovéka a jeho
konani presahuje, zaclenuje jednotlivost do celku, okamzik do historie, pomije-
jici do vé¢ného. Tato fada obrazovych realizaci by mohla mit jako podtext
nékterou z basni Kvétt zla Charlese Baudelaira. Tak jako Baudelairovy basné jsou
plodem patnacti let meditaci, tak i tyto obrazy Jaroslava Valecky jsou vysledkem
dlouholetého procesu zrani. Stalym métitkem hodnoty jeho tvorby je nepretrzité
vyrustani tvarcich podnétt jak z potfeb psychické sebereflexe lidského Zivota,
tak z pocitu nelhostejného zaujeti zalezitostmi tohoto svéta. Z touhy je nejen
zaznamenat u¢innou formou, ale i na né zpétné, byt nepiimo puisobit.
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We might look for an explanation in the fact that Jaroslav Valecka has the need
to catch the “original” impression and visual image, which he acquired, when
he saw the reality in sad and happy moods. He becomes the painter of seismo-
graphic sensitivity, which brings the look of their souls from inside them. He is
heading to the original, authentic moment of seeing. It means that he is painting
without determined conventional rules. This intentional regress to pure sensu-
ality is conditioned by a certain tendency to symbolism, which marks out with
strict stylisation of forms. Aesthetic distance of symbolism intentionally fades in
favour of much more direct relation to both a particular reality and the observer.
Jaroslav Valecka is more dramatic in this topic. He prefers human common
actions (persons), which are transformed to stronger and sometimes unexpected
impression.

Each particular composition is an invasion of material element (human
figure) into imaginary spatial emptiness. Female and male characters evoke the
feeling as if they were stopped in a certain, exactly determined moment of the
spatio-temporal tension. As well as in the life situations, the unity of psycho-
logical feelings becomes the spiritual symbol as organic part of human existence.
Common life events get to the higher sense of correlation by exceeding the man
and his/her pursuance, includes detail into the unit, moment into history, transi-
ent into eternal. This line of pictorial realizations might have as an undertone the
poem The Flowers of Evil by Charles Baudelaire. Just as Baudelaire’s poems are
the result of fifteen years of meditations, Jaroslav Valecka’s paintings are also the
result of a long-term process of maturity. Continuous growth of creative stimuli
resulting from the needs of psychological self-reflection of human life and from
the feeling of sensitive interest in this world’s matters are the permanent scale of
value of his work. He wants not only to record all in an efficient form, but also
retrospectively to affect them, even if indirectly.

Zavrat / The Vertigo, 2003, 65 x 90 cm, olej na platné / oil on canvas
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Homosexudlni basnik / A Homosexual Poet, 2005,
149 x 75 cm, olej na platné / oil on canvas



Anorekticka / The Anorectic, 2003,
134 x 64 cm, olej na platné / oil on canvas

Velka matka / The Big Mother , 2007,
129 x 75 cm, olej na platné / oil on canvas
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Vesnican / The Villager, 2006, 118 x 85 cm,
olej na platné / oil on canvas

Vesnickd kréska / A Village Beauty, 2009, 134 x 67 cm,
olej na platné / oil on canvas
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Hlava / The Head, 1994, 71 x 46 cm,
olej na platné / oil on canvas

Monokl / The Monocle, 2010, 81 x 56 cm,
olej na platné / oil on canvas
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Na chtidach / On the Stilts, 2010,
105 x 145 cm, olej na platné / oil on canvas
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Zaver

Psat z hlediska umeélecké kritiky o dosavadni tvorbé Jaroslava Valecky, je
zradné. Pokusil jsem se vymezit v deviti kapitolach, rozdélenych do jednotlivych
tématickych okruht, urcitou vniténi spojitost, ktera jako nit prochazi témito
obrazy, vzniklymi v ¢asovém useku dvanacti let. I kdyz jde v jeho artefaktech v prvni
fadé o vizualni problematiku, otazky vnimani, autor prechazi, bez pfedbézného
varovani, z jednoho problému (okruhu) na druhy. A zase se k nim po néjaké
dobé vraci. Tim vsak tézkosti pro historika uméni nekon¢i, protoze spi§ nez
vlastnimi skutecnostmi se autor zabyva jejich moZnostmi a vztahy mezi nimi.
Teprve jim prisuzuje skute¢ny smysl a vyznam.

Aktivita Valeckovy malby je jakymsi pfevracenim identity naruby, ilu-
straci toho, co neni jeji vlastni soucasti, takze celistvost formy obrazu je urcitou
matrici, ktera vytvari pouze sebe samu. Da se také fici, Ze autor nemusi ,,hledat®
svij malifsky vyraz (rukopis); ten byl objeven a stanoven jiz dfive. V periodé po-
slednich deseti let jej pouze v drobnych nuancich a variantach rozviji, upravuje.
Pohyb v mysli provazi i pohyb v malbé. Hned na pocatku své umeélecké cesty si
uvédomil, Ze je nutné mit néjaky vlastni systém a ritual, ve kterém muze tvorit.

Yyv/s

sluplnost toho, co déla, bud potvrzuje, nebo vyvraci.

Malifstvi Jaroslava Valecky je ve svém celku uménim silné intelektudl-
nim. Posouva se od ztézklé smyslovosti klasické tradice k jen mdlo urcitym,
jakoby volné plynoucim vyznamtim; tu moralizujicim, tu zas ¢aste¢né ironickym,
ale vzdy podanych s ur¢itym nadhledem. Pfiznacné je, Ze uprostred programové
»nezodpovédné® postmoderny usiluje o sdéleni pevnych pravd, zhmotnélych
vytvarnou fe¢i proménlivych forem, oscilujicich mezi reinkarnaci skute¢nosti
a subjektivni vizi.
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Conclusion

To write about the existing Jaroslav Valecka’s work from the point of view
of the art critics is treacherous. I have tried to define a certain inner connection which
connects these paintings, which were painted over a period of twelve years, as
a thread in nine chapters, which are divided into particular topical areas. Even
if his artefacts are firstly the visual issue, questions of perception, the author moves,
without previous warning, from one problem (area) to the second one. And again
after some time he comes back. However, these troubles of historian of art are
not all, because rather than with facts the author deals with their possibilities and
relations between them. And there he assigns their real sense and meaning.

The activity of Valecka’s painting is a kind of reversal of identity inside
out, illustrations of what is not its own part, thus the integrity of painting’s form
is a kind of matrix which is itself created. We can also say that the author does
not have to “search” for his expression (handwriting); this has been discovered
and set earlier yet. In the period of the last ten years it is only developed and
modified in small nuances. The move in mind accompanies also the move in
painting. Immediately, at the beginning of his artistic career he realized that it
is necessary to have his own system and ritual, in which he can work. The most
difficult thing is not to create an artefact, but to have encoded the “system” which
confirms or refutes its meaningfulness.

Jaroslav Valecka’s painting is strongly intellectual art. It moves from the
hard sensuality of classical tradition to a little certain, like freely passing
meanings; partly moralizing, partly ironic, but always presented with a certain
detachment. It is characteristic that in the middle of “irresponsible” post-
-modern art, he strives to tell the stable truths, materialized by the art language
of various forms, which are oscillating between reincarnation of reality and
subjective vision.
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The trip, XXL gallery, Louny, Czech Republic

Paintings, Vltavin gallery, Prague, Czech Republic

Paintings, Strabag, Prague, Czech Republic

Paintings, Vernon gallery, Prague, Czech Republic

White nights, Kotelna gallery, Ri¢any, Czech Republic

Landscape covered by darkness, Beseda gallery, Ostrava, Czech Republic
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An unplanned connection, Manes, Prague, Czech Republic
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Accrochage, Vltavin gallery, Prague, Czech Republic

Typical painting II., Nova sin gallery, Prague, Czech Republic

New patience, Ménes, Prague, Czech Republic

Konforntace, Svarov, Czech Republic
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Stuck in...., Uherské Hradisté, Czech Republic

Brno Art fair, Brno, Czech Republic

Art dans les petites cites de caractiere, Galerie de Treguier, France
Transfer, Czech centre, New York, USA
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Im Reich des Steines, Festung Koenigstein, Germany

Summer coctail, Galerie Michal s collection, Prague, Czech Republic

Catalogues:

2006
2006
2007
2008
2009
2009
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Jaroslav Valecka, Paintings, text by P. Vatious and R. Janas, 36 pages

Jaroslav Valecka Bilder, text by Dusan Pintner, Frankfurt am Main

Jaroslav Valecka, Edition Arskontakt, text by K. Tuckova, 48 pages

Landscape covered by darkness, Beseda gallery Ostrava, texts by P. Pivoda and P. Various, 36 pages
Jaroslav Valecka, Paintings, Rabas gallery Rakovnik, text by R. Janas, 32 pages

Jaroslav Valecka, Paintings, Ceska pojistovna gallery, Praha, text by K. Tuckovd, 10 pages

Jaroslav Valecka, The Horizonts, text by K. Tuckova, 32 pages

Group catalogues:
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1996
1998
1999
2003
2004
2004
2005
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2006
2006
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2007
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SBC Art Competition, London

New testament in art, Ambit gallery, Prague

The graduates, National gallery, Prague

An unplanned connection, Ménes gallery, Prague

Perfect tense, Prague castle riding hall, Prague

Art Prague, Prague

Unce upon a time...., Gallery of modern art, Hradec Kralové

Unce upon a time ..., Gallery of modern art, Cheb
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Galerie Vernon / Vernon projekt 2007, Prague
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2009 Peintres Tcheques, edition Uest France
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