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The origin of art: The discrepancy between physical fact and psychic effect
The content of art: Visual formulation of our reaction to life

The measure of art: The ratio of effort to effect

The aim of art: Revelation and evocation of vision

Josef Albers?

Some of the paintings that Petr Kvi¢ala had on show in the Brno ARS Gallery in October 2005 may have struck
the viewers as something of a trip through a time-warp to the 1960’s. The works were rich in op-art visual effects
and colour schemes usually attributed to the art and design from that decade. Kvi¢ala’s lines became pronouncedly
geometric and increasingly precise, numerous and dense and whether intersecting or running in parallel, they kept the
eye permanently occupied.

When viewed from a particular distance some of the parallel lines merged into surfaces, while others split into isolated
lines. The difference between the background and the figure was blurred, the paintings had the air of a randomly
produced work while exhibiting a hard to grasp sense of orderly arrangement and repetition. The suggested relationship
with op-art may raise the following questions: Are the works by Petr Kvi¢ala a continuation of the line stemming from
1960’s modernism? How can we come to terms with the fact that, for over two decades, he has been exploring
a narrowly delineated method of painting which, while permanently varied, in principle is continuously repeated?

Kvi¢ala’s work emanates the logic of development, an orderly inner arrangement and clear rules of execution. Although
impossible to fathom from his current output, Petr Kvi¢ala has been profoundly influenced by his affinity with nature.
His beginnings were punctuated by attempts to express nature’s principles using the medium of visual art but in the
second half of the 1980’s the artistic means employed became extremely unorthodox. His creative aspirations from
that period were typified by the limitless merging of various disciplines: he created texts inspired by what he had
experienced in the landscape and drew simple sketches of fields. At the same time, he was a member of several
ensembles dabbling in minimalist music and musique concr_te whose productions crossed the boundary between
theatrical performance and animated sculptural installations. Just as a musical composition develops with time, so
his visual output from that period revealed an effort to investigate the phenomena of transformation and time. It
can in fact be approached as graphic sheet music for the events in nature through which he hoped to capture the
continual repetition and rhythm of natural processes. An abstraction of these principles, using the medium of visual art,
gelled into an original variant of ornamental art which he later adopted as the staple theme of his work. Occasionally,
the ornaments are informed by, without being derivative of, historical or folk patterns used as pure inspiration. The
orderly inner arrangement of Kvicala’s work is determined by employing lines approached as ornaments. Of these, the
undulating line — a rhythmic painterly gesture in time —is featured most often. The lines are combined and composed
according to clear pre-determined rules or algorithms which nevertheless may produce unexpected results.

At the turn of the 1980’s and 1990’s, Petr Kvic¢ala’s work seemed to display an affinity with the broad stream of post-
modernist Czech painting as hinted at by the clear colours of his paintings, which enclosed colour surfaces within
boundaries and used archetypal-geometric elements. Today, such a general classification is less justifiable.

Obviously, rather than making post-modernist quotations and providing a symbolic content to the paintings, so
characteristic for the painters from the circle of the Tvrdohlavi group, Kvi¢ala was more interested in probing the
possibilities of the painting medium itself.

The strict order that Kvicala consistently adheres to seems to contradict the call for artistic freedom and creativity and
the aspirations of modern art to permanently push back the boundary. In brief, Kvi¢ala does not offer unending novelties
that would disregard artistic tradition and the previous phases of his work, rather he offers perpetual repetition and
variation. Although it might not be obvious at first glance, repetition is one of the fundamental principles of modern
art. The history of twentieth century avant-garde art is overflowing with artists trying to liberate art from the yoke of



the existing rules, simultaneously conceiving new sets of rules, often more restrictive than the preceding ones. Once
the artists had shattered their fetters they immediately started inventing manacles even more sophisticated, rendering
any movement impossible. Kvi¢ala’s ordered lines of ornaments produce an effect similar to the grid, a concept which
helped many modernist artists reduce visual art to its original foundation, its elementary level. Piet Mondrian, Josef
Albers, Sol LeWitt or Agnes Martin used the grid to create a non-hierarchical pictorial surface without referencing
traditional methods of depiction. The painting was thus brought back to “square one” which is also perceivable in
Kvi¢ala’s ornaments, often compared to prehistoric or primitive art. Rosalind Krauss noticed that, for visual artists, the
grid is a means of suppressing the traditional vocabulary of painting, although it is bound to lead them to repetition
which seems to be contradictory to the trend of modern art to come up with something new every time. “But in saying
that the grid condemns these artists not to originality but to repetition, | am not suggesting a negative description of
their work. | am trying instead to focus on a pair of terms — originality and repetition — and to look at their coupling
unprejudicially; for within the instance we are examining, these two terms seem bound together in a kind of aesthetic
economy, interdependent and mutually sustaining, although the one - originality — is the valorized term and the other -
repetition or copy or reduplication — is discredited.”? Krauss concludes that originality and repetition are closely related,
are mutually inseparable and, if looked upon without prejudice, are of the same value and importance for twentieth
century art.

The principle of using ornament and repetition is not exclusive to the artistic repertory of primitive people or modernist
painters from the mid-twentieth century. It is a natural tool of contemporary artists. They need not necessarily be
veterans of op-art or minimalism, such as Bridget Riley, who successfully continues to conceive of new ways for
contemporary abstract art. Petr KviCala is one of those who, at the turn of the 1980’s and 1990’s, reinstated ornament
other than by picking up from where abstract painting of the 1960’s finished. Inspiration of artists like David Reed, Sue
Williams and Karin Davie, is more farreaching, global and universal. They study the principles of ethnic art, calligraphy
or Baroque ornamentation, while being equally attracted to urban graffiti and the increasing possibilities offered by new
media. For them, ornament is but one of the ways to substantiate contemporary painting without returning to illustrative
narration or modernist purism. Petr Kvi¢ala also straddles the divide between the ornament of folk architecture and
geometrical aesthetics, occasionally evoking the output of computer programming. Ornament is his method of linking
apparent contradictions; ornament is his expression of general, vital principles and the rhythm of the world around him.
Escaping the eye of many an art critic or curator Petr Kvi¢ala contributes to the continuing rehabilitation of the hung
painting. Regardless of his passion for experiment and testing new procedures he always finds canvas and acrylic
paints to be his most suitable material. He worked his way to reducing a painting to its essentials — it is something
communicated through the eye, capable of providing visual pleasure and, at the same time, rational satisfaction from
the composition of what we observe. The paintings by Petr Kvicala are interesting to look at. As opposed to some
examples of conceptual art, they communicate something hard to describe in words. They can be perceived with the
eye and often exclusively in physical confrontation with the original. Although lacking in traditional narration, story
content and emotional self-expression, his works are endowed with painterly qualities and unlimited future potential.
If we believed him to be malicious, he might have seemed, for over the last twenty years, to have been stubbornly
demonstrating how to make paintings telling no tale using only undulating lines. Kvi¢ala is also easy to be misinterpreted
from a different angle of view. However, his paintings are not just pure formal abstraction. His ornament is a reflection
of a higher, or even a cosmic, order. It is a universal principle unifying the present and the past, the high and the low,
the natural and the human.

1 Josef Albers, Origin of Artr (1964), Kristine Stiles and Peter Selz (ed.), Theories and Documents of Contemporary Art, Berkeley, University of
California Press 1996, p. 107.
2 Rosalind Krauss, The Originality of the Avant-Garde and Other Modernist Myths, Cambridge, the MIT Press 1985, pp. 157-162.



Nejen pro oci, 2006
Tomas Pospiszyl

Pavod uméni: rozpor mezi fyzickou skutecnosti a psychickym efektem
Obsah uméni: vizualni ztvarnéni nasi odezvy na Zivot

Mira uméni: pomér mezi usilim a ucinkem

Cil uméni: vyjeveni a evokace vidéni

Josef Albers'

Nékteré z obrazl, které Petr Kvicala v fijnu roku 2005 vystavil v brnénské galerii Ars, mohly na divaky plsobit jako
vylet do Sedesatych let. Na nékterych obrazech se tu objevovaly op artové vizualni efekty nebo barevnost, kterou si
s uménim a designem Sesté dekady spojujeme. Linie na Kvi¢alovych obrazech se jesté vice zgeometrizovaly, zpresnily,
zmnozily a zhoustly. Jejich vzajemna kfizeni i soubé&zné putovani nutily zrak k neustalému pohybu. Z uréité vzdalenosti
se paralelni linie ménily v plochy, z jiné se rozpadaly na izolované ¢ary. Nebylo jasné co je pozadi a co figura, obrazy
pusobily jako produkt nahody, sou¢asné vykazovaly obtizné postiZitelny fad a opakovani. Naznaceny vztah k op artu
nas muze vyprovokovat k otazkam: Navazuje Petr Kvi¢ala na modernismus Sedesatych let? Co si pocit se skute¢nosti,
Ze jiz dvé dekady rozviji jeden Uzce vymezeny zplsob malby, ktery sice neustale variuje, ale v principu stale opakuje?
Kvi¢alovo dilo méa svou vyvojovou logiku, vnitini fad a jasné zasady provedeni. A¢ je to z pohledu jeho dnesni tvorby
pfimo neodvoditelné, pro praci Petra Kvicaly byl rozhodujici vztah k pfirodé. Na jejim pocatku staly pokusy vyjadrit jeji
principy vytvarnymi prostredky. Zvlasté v druhé poloviné osmdesatych let byly tyto prostiedky velice neortodoxni. Pro
Kvi¢alovy tehdejsi umélecké aktivity bylo charakteristické volné prolinani rliznych disciplin: vytvarel texty inspirované
zazitky v krajiné a kreslil jednoduché nacrtky poli. Soucasné plsobil v nékolika uskupenich, které se zabyvaly minimalni
a konkrétni hudbou, jejichz produkce byly na pomezi divadelni performance a ozivlié socharské instalace. Podobné
jako u hudebni skladby, ktera se rozviji v ¢ase, mizeme i v jeho tehdejSich vytvarnych projevech vnimat snahu pracovat
s fenomény promény a ¢asu. Mlzeme je chapat jako grafické partitury pfirodniho déni, kterymi se pokousel zachytit
neustalé opakovani a rytmus pfirodnich procest. Abstrahovani téchto principl vytvarnymi prostiedky vedlo ke vzniku
osobitého ornamentalismu, ktery pozdéji uchopil jako vlastni téma své prace.

Na prelomu osmdesatych a devadesatych let jsme mohli Petra Kvic¢alu radit do SirSiho proudu ¢eské postmoderni
malby. Svadét k tomu mohla jasna barevnost jeho obraz(, jasné ohrani¢ovani barevnych poli a prace s archetypalné-
geometrickymi prvky. Z dnesniho pohledu si timto zarazenim jiz nemlzZeme byt tak jisti. Je jasné, ze spiSe nez
o postmoderni citace a symbolicky obsah maleb, které jsou charakteristické napfiklad pro malife z okruhu skupiny
Tvrdohlavi, se Kvicala zajimal o vlastni moznosti jazyka malby. Vnitini fad prace Petra Kvicaly je dan pouzivanim
linie vzadjemné kombinuje a komponuje podle prfedem jasnych pravidel ¢i algoritm(, které ovéem mohou vést
k neogekavanym vysledkdm.

Prisny rad, ktery se u Kvicaly uplatiiuje, se zda byt v rozporu s pozadavkem umélecké svobody a kreativity, se snahou
moderniho uméni neustale posouvat své hranice. Stru¢né receno, Kvicala nepfichazi se stale né¢im novym, co by
popiralo tradici uméni i pfedchazejici etapy vlastni prace, ale spise s neustalym opakovanim a variovanim. Opakovani,
ac se to na prvni pohled nemusi zdat, je jednim ze zakladnich principt moderniho uméni. Déjiny umélecké avantgardy
dvacétého stoleti jsou plné umeélcd, ktefi se snazili uméni vyvazat ze stavajicich pravidel, ale sou¢asné pro né vymysleli
pravidla nova, ¢asto striktnéjsi nez ta plvodni. Jako kdyby se umélci osvobozovali ze starych okovi a hned soucasné
si vymysleli pouta jesté dokonalejsi, témér znemoziujici jakykoliv pohyb. Kvialovy uspofadané linie ornamentl maji
podobny efekt jako mfizka, ktera mnohym modernistickym umélcdm slouzila k redukci vytvarného uméni na jeho
prazaklad, najeho elementarnirovinu. Piet Mondrian, Josef Albers, Sol LeWitt nebo Agnes Martin pomoci mfizky vytvareli
nehierarchicky obrazovy povrch bez odkaz( k tradiénim zplsoblm zobrazovani. Obraz tak posouvali do pomysiného
»obodu nula“, ktery mizeme citit i z Kvi¢alovych ornamentd, tak ¢asto srovnavanych s pravékym umeénim ¢i s uménim
prirodnich narodl. Jak postiehla Rosalind Krauss, mfizka je pro vytvarné umélce prostfedkem potlaceni tradi¢niho
jazyka malifstvi, nutné ale vede k opakovani, které se zda byt v rozporu s tendenci moderniho uméni stale prichazet
s nécim novym. ,Jestlize tvrdim, Ze mrizka tyto umélce odsuzuje nikoliv k originalité, ale k opakovani, nenaznacuiji tim
negativni hodnoceni jejich prace. Misto toho se chci soustiedit na dvojici termind — originalita a opakovani — a podivat



se na tento par bez predsudki. Z pohledu naseho zkoumani se tyto terminy zdaji byt propojeny v jakémsi spole¢ném
esteticko-hospodarném usporadani, jsou nezavislé a soucasné se vzajemné podporuiji, a to presto Ze jeden z nich —
originalita — je cenéna, kdezto ten druhy — opakovani, kopirovani nebo duplikace — méa $patnou povést.“? Krausova
dochazi k zavéru, Ze originalita a opakovani spolu Uzce souvisi, jsou vzajemné neoddélitelné a z nezaujatého pohledu
maji pro uméni dvacatého stoleti stejnou hodnotu a stejnou ddleZitost.

Princip opakovani a ornament ale nepatii pouze k vytvarnému repertoaru prirodnich narodi nebo modernistickych
malifd poloviny dvacatého stoleti, zcela samoziejmé je uZivaji i umélci soucasni. Nejde pfitom jen o veterany op
artu ¢i minimalismu, kterym se, jako napriklad Bridget Rileyové, dafi nachazet nové cesty pro soucasné abstraktni
malifstvi. Petr Kvicala nalezi k autorlim, ktefi na prfelomu osmdesatych a devadesatych let rehabilitovali ornament
jinym zplsobem neZ jen navazovanim na abstraktni malbu Sedesatych let. Inspirace umélct, jakymi jsou David Reed,
Sue Williams nebo Karin Davie, je daleko Sirsi, globalnéj$i a univerzalnéjsi. Zajimaji se o principy etnického uméni,
o kaligrafii nebo o barokni ornament, soucasné je vzrusuje méstské grafitti a stale vzrlstajici moznosti novych médii.
Ornament je pro né jedna z cest, jak dat sou¢asné malbé opodstatnéni bez toho, aniz by se vracelo k ilustrativni naraci.
| Petr Kvicala je podobné rozkro¢en mezi lidovy architektonicky ornament a geometrickou estetiku, kterd v nékterych
pfipadech pfipomina vytvory poditacového programu. Ornament je ale pro néj nejen zplsobem, jak propojit tyto
zdanlivé protiklady, ale prfedevsim vyjadrenim obecnych Zivotnich principl a rytmu okolniho svéta.

Petr Kvi¢ala se podili na dlouhodobé probihajici rehabilitaci zavésného obrazu. Pfes touhu experimentovat a zkouset
nové postupy se nakonec vzdy presvédcuje, Ze nejvhodnéjSim materidlem pro néj zlstava malifské platno a akrylové
barvy. Po letech se propracoval k definici obrazu redukované na svou esenci — je to néco, co je zprostredkovano
pomoci zraku, dokdze nam pfinést optické uspokojeni a soucasné i racionalni libost ze skladby toho, co vidime.
Na obrazy Petra Kvicaly je zajimavé divat se. PfinaSeji néco, co nelze, na rozdil od ur¢itych projevlil konceptualniho
uméni, popsat slovy. Jsou vnimatelné zrakem a ¢asto vyhradné ve fyzické konfrontaci s originalem. Obrazdim Petra
Kvi¢aly chybi tradi¢ni narativita, pfibéhovy obsah a emocionalni sebevyjadreni, ale jsou nadany univerzalnimi kvalitami
aneomezenymi moznostmi dalsiho rozvoje. Kdybychom ho podezfivali ze $kodolibosti, mohlo by se zdat, Ze poslednich
dvacet let tvrdohlavé demonstruje, jak Ize pomoci vinovek malovat obrazy bez pfibéhu. Kvicala ale miZe byt snadno
dezinterpretovan i z opac¢ného Uhlu pohledu. V jeho obrazech totiz zdaleka nejde jen o Cisté formalni abstrakci.
Ornament pro néj zrcadli i vyssi pfirodni ¢i dokonce kosmicky rad. Je to univerzalni princip, ktery spojuje sou¢asnost
a minulost, vysoké a nizké, pfirodni i lidské.

1 Josef Albers, Plvod uméni (1964), cit. podle Kristine Stiles and Peter Selz (ed.), Theories and Documents of Contemporary Art, Berkeley,
University of California Press 1996, s. 107.
2 Rosalind Krauss, The Originality of the Avant-Garde and Other Modernist Myths, Cambridge, the MIT Press 1985, s. 157-162.



