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Petr Kvi¢ala’s paintings are an artificial variation of the rhythm of living nature. Genre-wise, they are based on
Process Painting, or become monochromatic; they can also be part of a larger architectural whole or an independent
painting installation. Basically, these are recurring lines — often wavy lines, gables, or loops, changing into a more
or less complicated composition of an ornament or its part. Their layering and multiplication, “combinatorics” have
a prefiguration in nature — as biochromatics, whose patterns the painter has been fulfiling more and more in recent
years.

The latest Kvi¢ala’s exhibition proves that too. After several exhibitions from his own collection, at which the works
of many authors were exhibited , the curator and artistic director of the Brno Wannieck Gallery, Richard Adam, took
courage for a new, never before tried step. In the “large-capacity” exhibition area on the ground floor of a former factory
hall (alImost 3.000 m?) he here presented from early spring to late summer the works of a single author: draftsman and
painter Peter Kvicala (1960). This major retrospective, which included pictures from a period of more than twenty years,
was prepared with the artist by Tomas Pospiszyl. In chronologically arranged chapters, they were able to get across the
most complete picture of Kvicala’s extensive work, which stemmed from Neo-Conceptualism, from Process Painting,
or even from folk or prehistoric examples of the use and function of ornament. The actual theme of the painting, based
on the optimal rhythmisation of lines and surfaces, has been developed by the artist since the second half of the 1980s,
when, after studying Secondary School of Arts and Crafts in Brno, he began to work independently. Today, the artist
also pursues design and collaborates with architects. He is an example of a self-made man in the best sense of the
word. The starting point for his independent work was inspiration from the landscape around the Moravian TiSnov,
which he simplified to an abbreviated form; a little later he came to a “freehand” geometrised ornament.

Despite the visible monothematicity, Kvi¢ala’s retrospective brought the audience a pleasantly surprising discovery. The
innovation of the same need not automatically bring only boredom and exhaustion, since properly controlled changes
may not be devoid of internal tension and dynamics. In Kvi¢ala’s version the “inexhaustible ornament” is a smooth bet
on success and a meaningful career of the artist, which in many ways resembles the fairy tale of Hans, “who found
happiness...”. However, let us not be fooled by the seeming simplicity and easiness of this story; the artist has never
lacked his own vision along with diligence and determination. Both his life and artistic concepts have a rational viable
background, and despite the outsider years, inspiring neglect and embarrassment, Kvi¢ala belongs today — despite
bad prophets and deservedly so — among the outstanding artistic and pedagogical personalities of Czech art.

Wavy Lines, Loops, Gables, and Battlements

The formal apparatus with which the artist works is quite simple. If we add to the wavy lines loops, angular lines,
or lines shaped as battlements differentiating the character of a positive and negative, we will get an overview of all
differentiation of the variability of Kvi¢ala’s pictures. When viewed, their ambivalent correlations deliver aesthetically
pleasing sensations, as if from meditation or unwinding of a feeling of soothing and calming — or, conversely, as is
the case with the majority of Op Art effects, inner discomfort or an eye attack or even nervous disturbance. Thus,
the ornamental lines are not a mechanically applied filling of this or that surface, on the contrary — with conscious
processing they become a psychophysical element with application beyond formal field.

“Look into a Blank Space”

In his paintings, Kvicala really makes present something from everyone. We find in them correlations with prehistoric
or also folk art as well as we recognise in them references to Op Art and current platforms or abstract art. With a smile,
we could remember the once often repeated evaluation of Kvicala’s earliest work that little children could do something
similar! Seen at that time — perhaps insufficiently sophisticated pictures made too provocative an impression and
with the rather classically trained audience aroused negative reactions. The paintings of Wallpapers (1987-1988),
Ornaments (1988), Waves (1988-1991) or Wavy Lines, Pictograms (1992) and Festive Tablecloths for a Weekday
(1992-1994) are immediately direct and represent a valuable experience of seeing rhythmic repetitions and variations
of the basic structure in the principles of seriality. They can have an emphasised rustic tactile content, sometimes



too much duplicated by a massively rendered wooden frame: Margins (1994). Kvi¢ala’s conceptually strong years
mean: Red and White Monochromes (1995-2003). A little later, perhaps in an attempt to escape the infinitely laborious
layering of lines on the surface, the artist decided to try a new, elegantly precise method of linear corrections by
thinning with thinly applied white paint over the colour of the original lines: Thin Lines (1998-2000). But the funniest
aspect is represented by “Perceptual Games”, in which Kvi¢ala is most often engaged today. It must be noted that the
creation of this laborious “nothing” has its deep roots, whose effective use is related to a way that is conditioned by
a wide range of knowledge and practical experience, whose ignorance cannot be skipped. About his canvas — Look
into a Blank Space (1987) — the artist speaks in terms of initiation. The original romantic sensation of the play of light
reflections on the water surface Kvi¢ala rendered then in an accessible way for him and created a more pictographic set
of possible variability of relational transformation. The picture Look into a Blank Space belongs today in the Collection
of Karel Babi¢ek, and there is no choice but to agree with the artist on its initiatory meaning. Indeed, it marks the best
of what we find today in the mature master series: Zig Zag (2002-2004) and For Your Eyes Only (2005—-present).

Elaboration of the Surface

The need for formal precision brought Kvi¢ala to further innovation, as in many cases he decided to leave the “freehand
line”. And particularly there where he resolved to achieve maximum form precision, for example in sharp line breaks
or the shape of the negative of the so called empty fields. Therefore he chose a relatively complicated process of
uncovering of the desired shape, in which, by way of work with templates, he cuts off with a scalpel foil layers stuck
to the surface of the canvas, so that he would later start the actual work with colour, the filling of the surfaces and
lines. This effort to achieve perfect detailed accuracy brought Kvi¢ala to a reassessment of the importance of colour,
to an intention to build the optimal relationship based not only on his own intuition, but also with the help of the laws
of nature, laying in the animal kingdom the relationship between the external and the internal, the relationship between
colouring and shape form. He found underpinnings in the theories of the Swiss zoologist and philosopher Adolf
Portmann (1897-1982), who dealt with the generality of the appearance of the individual, initially simpler organisms.
In examining the “optically indifferent surface patterns”, he postulated that it is not in any case a random arrangement
and that all their patterns and ornaments maintain a strict geometrical order, with which the surface emancipates
from the inner arrangement.” Kvic¢ala, like Portmann, notes the generalisation of examples from living nature, certain
biochromatic laws or better yet, inherent laws, and derives from them his own forms of arrangement and relationships
between colour, contrast, and design. We might think that it is actually nothing earthshaking, the use of this knowledge
may not even be art. The usability of such conclusions is indeed wide. Similar findings have found their use for example
also in the military,2 when optical symmetry shifts or the “optical dissolution” of volumes or mere contours serve as
camouflage protecting a possible target.

1 Adolf Portmann. Evaluation of the Appearance of Organisms. In. Karel Kleisner (editor). Biology in the Service of Appearance. On the Theoretical-
Biological Ideas of Adolf Portmann. Department of Philosophy and History of Science, Faculty of Science, Charles University in Prague, and
Pavel Mervart Publishing, Cerveny Kostelec, 2008, pp. 41-55.

2 Karel Kleisner. Between Form and Function, or Following the Footsteps of the Prince of Inwardness (the Basics of Portmann’s Theoretical
Biology). In. Karel Kleisner (editor). Biology in the Service of Appearance. On the Theoretical-Biological Ideas of Adolf



Kvicalovy strategie povrchu, 2008
Pavel Netopil

Obrazy Petra Kvigaly jsou umélou variantou rytmu Zivé pfirody. Zanrové vychazeji z procesudlni malby, nebo se
stavaji monochromni; mohou byt také soucasti vétsiho architektonického celku anebo samostatnou malifskou
instalaci. V zakladé jsou to opakujici se linie — ¢asto vinovky, lomenice nebo smycky, prechazejici do vice di
méné komplikované skladby ornamentu nebo jeho &asti. Jejich vrstveni a zmnoZovani, ,kombinatorika®, maji svUj
predobraz v pfirodé - stejné jako biochromatika, jejiz zadkonitosti malif v poslednich letech stale Castéji naplnuje.
Dokazuje to i zatim posledni Kvic¢alova vystava. Po nékolika prehlidkach z vlastnich sbirek, v nichz byla vystavena
dila mnoha autor(, se kurator a umélecky feditel brnénské Wannieck Gallery Richard Adam odhodlal k novému,
dosud nevyzkousenému kroku. Na ,velkokapacitni“ vystavni ploSe v pfizemi byvalé tovarni haly (témér 3.000 m?)
zde od zacatku jara do konce léta predstavil dilo jediného autora: kreslife a malite Petra Kvi¢aly (1960). Rozsahlou
retrospektivu, kterd zahrnovala obrazy za obdobi vice nez dvaceti let, spolu s autorem pfipravil Tomas Pospiszyl.
V chronologicky usporadanych kapitolach dokazali pfedat co nejuplnéjsi predstavu o Kvicalové rozsahlém dile, které
vy$lo z neokonceptualismu, z procesualni malby nebo i z lidovych, pfipadné prehistorickych prikladd uziti a funkce
ornamentu. Vlastni téma malby, zalozené na optimalni rytmizaci linii a ploch, rozviji autor jiz od druhé poloviny 80. let,
kdyZ po studiich v Brné na umeéleckopriimyslové skole zacal tvofit samostatné. Dnes se autor vénuje rovnéz designu,
spolupracuje s architekty. Je prikladem selfmademana v tom nejlep$im slova smyslu. Vychodiskem k samostatné
tvorbé mu byly krajinné inspirace z okoli moravského TiSnova, které zjednodusoval az ke zkratce; o malo pozdéji
dospél ke geometrizovanému ornamentu ,,od ruky“. Kvi¢alova retrospektiva i pres viditelnou monotémati¢nost prinesla
divakovi pfijemné prekvapujici zjisténi. Inovace téhoz nemusi automaticky pfinaset jen nudu a vyéerpani, nebot spravné
fizené promény nemuseji pozbyvat intenzitu vnitiniho napéti a dynamiky. V Kvicalové podani je ,nevycCerpatelny
ornament* zdafrilou sazkou na Uspéch a smysluplnou drahu umélce, ktera se v mnoha ohledech podoba pohadkovému
pribéhu Honzy, ,ktery ke stésti prisel...“. Nedejme se v8ak zmylit zdanlivou jednoduchosti a snadnosti tohoto pfibéhu;
autorovi nikdy nechybéla vlastni vize spolu s pili a tahem na branku. Jeho umélecky i zivotni koncept ma racionalné
zivotaschopné pozadi a pres outsiderska |éta, vzbuzujici prehlizeni a rozpaky, patfi dnes Petr Kvi¢ala — navzdory Spatnym
proroklim a zaslouzené — k nepiehlédnutelnym uméleckym i pedagogickym osobnostem ¢eského vytvarného umeéni.

Vinovky, smy¢ky, lomenice a cimbufi

Formalni aparat, s nimz autor pracuje, je pomérné jednoduchy. Pfipo¢teme-li k vinovkam, smyckam a liniim zalomenym
nebo ve tvaru cimburi diferencuijici charakter pozitivu a negativu, ziskdme pak prehled o veskerych rozlienich variability
Kvi¢alovych obraz(. Jejich ambivalentni souvztaznosti pfinaseji pfi pozorovani esteticky libé pocity, jakoby z meditace
¢i odeznivani pocitu konejSeni a uklidnéni — anebo protikladné, jako tomu je u prevazné c¢asti efektll op-artu, vnitini
neklid az o¢ni atak ¢i dokonce nervové rozruseni. Ornamentalni linie tak nejsou mechanicky uplatriovanou vyplni té &i
jiné plochy, naopak — pfi védomém zpracovani se stavaji psychofyzickym prvkem s uplatnénim nad ramec formalniho
pole.

Pohled ,,do blba“

Ve svych obrazech zpfitomnuje Petr Kvic¢ala opravdu od kazdého néco. Najdeme v nich souvislosti s predhistorickym
nebo také s lidovym uménim stejné, jako v nich rozpoznavame odkazy k op artu anebo i souc¢asnym platformam
abstraktniho uméni. S Usmévem si Ize vzpomenout na kdysi ¢asto opakované hodnoceni Kvicalovy nejranéjsi
tvorby, Zze néco podobného by svedly i malé déti! Tehdy vidéno — snad nedostateéné sofistikované obrazy plsobily
az prilis provokativné a u spiSe klasicky Skolenych divakl probouzely zamitavé reakce. Obrazy Tapet (1987-1988),
Ornamentd (1988), VIn (1988-1991) &i Vinovek, PiktogramU (1992) a Svatecnich ubrusl pro vSedni den (1992-1994)
jsou bezprostfedné pfimé a predstavuji cennou zkusenost vidéni rytmickych opakovani a obmén zakladni struktury
v principech seriality. Mohou mit zvyraznény rustikalné taktilni obsah, nékdy az prespfili§ zdvojovany masivné
pojednanym dfevénym ramem: Okraje (1994). Konceptudlné silna léta Petra Kvialy znamenaji: Cervené a Bilé
monochromy (1995-2003). O néco pozdéji, snad ve snaze uniknout nekonecné pracnému vrstveni se linii v plose, se
autor rozhod| vyzkous$et novy, elegantné presny postup linearnich korekci zten€ovanim pomoci fidce nanasené bilé



barvy pres barvy plvodnich linii: Tenké linie (1998-2000). Nejzabavnéjsi polohu ale predstavuji ,percepcni hricky“,
kterymi se Petr Kvi¢ala dnes nejc¢astéji zabyva. Nutno podotknout, ze tvoreni tohoto pracného ,nic“ ma své hluboké
koreny, jejichz efektivni vyuziti se vaze k cesté, ktera je podminéna celou fadou poznatk( a praktickych zkuSenosti, jejichz
Plvodni viem romantické hry svételnych odlesk( na vodni hladiné tehdy spodobnil Kvi¢ala sobé dostupnym zplisobem
a vytvoril vice piktografickou mnozinu moznych variabilit vztahové promény. Obraz Pohled do blba patfi dnes Sbirce
Karla Babictka a s autorem o jeho iniciacnim vyznamu nezbyva nez souhlasit. Skute¢né se v ném predznamenava to
nejlepsi, co dnes nachazime ve zrale mistrovskych cyklech: Zig zag (2002-2004) a Jen pro tvé oci (2005 — dosud).

Precizace povrchu

Potfeba formalni presnosti pfiméla Petra Kvicalu k dals$i inovaci, nebot se v fadé prikladll rozhod! opustit ,linku od
ruky“. A to zejména tam, kde si predsevzal docilit maximalni tvarové presnosti, napf. pfi ostrych zlomech linii nebo
tvaru negativu tzv. prazdnych ploch. Proto si zvolil pomérné slozity postup odkryvani zadouciho tvaru, pfi némz, na
zpUsob prace se Sablonami, odfezava skalpelem foliové vrstvy prilepené na plochu malifského platna, aby teprve pak
pristoupil k vlastni praci s barvou, k vyplfiovani ploch a linii. Tato snaha docilit perfektni detailni presnosti privedla
malife Kvic¢alu i k prehodnoceni vyznamu barevnosti, k zaméru budovat optimalni vztah nejen na zakladé vlastni intuice,
ale i za pomoci zékonitosti pfirody, stanovujicich v Zivo&isné fisi vztah mezi vnéjSim a vnitfnim, vztah mezi zbarvenim
a tvarovou formou. Oporou se mu staly teorie Svycarského zoologa a filozofa Adolfa Portmanna (1897-1982), ktery
se zabyval obecnosti zjevu jednotlivych, zpoc¢atku jednodussich organismd. Pfi zkoumani ,opticky indiferentnich
povrchovych vzord“ stanovil, Ze se v zadném pfipadé nejedna o nahodilé usporadani a ze vSechny jejich vzory ¢i
ornamenty zachovavaji prisny geometricky rad, s nimz se povrch emancipuje od vnitfniho usporadani.' Kvicala
stejné jako Portmann si v8ima zobecriovani pfikladl ze Zivé pfirody, uréitych biochromatologickych zakond &i lépe
zakonitosti a odvozuje z nich vlastni formy usporadani a vztahi mezi barvou, kontrastem a designem. MozZna nas
napadne, Ze se vlastné nejedna o nic svétoborného, pfi vyuzivani tohoto poznatku nemusi jit ani o uméni. Pouzitelnost
podobnych zavérl je vskutku Siroka. Obdobné poznatky nasly své vyuziti napt. také ve vojenstvi,? kdyZ optické posuny
symetrie nebo ,optické rozpusténi“ objemd nebo pouhych kontur poslouzi jako kamuflaz ochrariujici mozny cil.
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