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Proces poznani neni jen naplini filosofie a psychologie; participuji na ném dalsi obory a kazdy z nich mize pfinést
zésadni diikaz. Ukon pozndni probiha v ¢ase, a proto je tento terén stéle otevieny. Nejednd se o vrozenou viastnost,
kterd by pomohla spravné urovat, zarfazovat a hodnotit jevy svéta; kazdy jedinec musi zac¢inat od zacatku. Stretava
se v ném subjektivni realita s objektivni, pfi¢emz subjekt mdZe byt vychodiskem sém sobé. Pro poznani neni stanoven
exaktni vzor, ktery by urcil, jak nalézt spravnou metodu pristupu ke skute¢nosti, ale nabizeji se pomUcky, které slouzi
jako ukazatelé vychodiska z labyrintu chaosu. Pomocnikem je intelektualni vybavenost, i kdyZ zpdsob poznani je velmi
rozdilny, takze Ize k cili dospét odlisSnymi prostfedky — od védeckého zkoumani, s vyuZitim logického, deduktivniho,
induktivniho a empirického aparatu, pres smysloveé, emocionalni, ¢i intuitivni uchopeni az k mystickému vytrZzeni.
Pritom je nepochybné, Ze k hlubokému proniknuti k tomu, co je nejvlastnéjsi byti kazdé véci, je mozné dojit i prostymi
zpUsoby, pokud se jednd o Cisty pohled, postaveny na zjevené pravdé. Riznymi metodami se Ize dobrat dna,
prestoZe se jedna o kiehky terén, protoZe nakonec nikdy nelze zakusit slast, jakou proZije horolezec, kdyz stane na
vrcholku Mount Everestu a vi, Ze bezezbytku dosahl svého cile a ma jistotu, Ze k nému jiz nikdy nelze nic pridat. Antoine
de Saint Exupéry vidi tuto situaci pohledem basnika a poznamenava ,Spravné vidime jen srdcem, co je dllezité je
o¢im neviditelné.*

Pozndvat je bolestné, namahavé, omylné a matouci, protoze objevovat to, co neni zjevné a ukryva se v mlhach
neznama, pfinasi mnoho obtiZi. Navic se mnoho véci nejevi jednoznacéné, a proto mysleni mnohdy selhdva i tam, kde
se jedna o skutecnosti zfejmé, a tim vice o ty, které jsou nepostiZitelné.

| uméni je druhem poznani, prestoze jeho hlavnim Ukolem je zprostiedkovani krasy, ale pravé krasa otevira jednu
z bran poznani. Do procesu vznikani dila je zakédovan cely soubor pffsad, nejen vSe, co o ztvarriovaném objektu
autor vi, co se pokousi vyjadrit, ale i to, co tusi a predstavuje si, co je ukryto v jeho podvédomi a ¢ekd na probuzent.
Casto i to, co jej presahuje a prichazi k nému jako dar. Véechny tyto predpoklady jsou sublimovény do jednotného
fadu, v némz jsou, jako v zemském prdfezu, uloZeny rizné vrstvy, které tvoii jeho charakter. Venkovni strana na né
poukdze jen nedokonale, protoZe o skuteCném stavu hovoff to, co je skryto niz; Uplnost Ize zaznamenat z celku.
Zpétnou vazbou potom plsobi na ty, ktefi se s dilem setkavaji, a ktefi mohou pravé jeho pomoci odkryvat véci, které
by jim zdstaly skryté.

Malite, kreslite, grafika, tvirce instalaci a objekt(l Petra Veselého nezajima, jak se svét jevi tém, kdo se na néj divaji
jen oc¢ima, nesleduiji jej vnitinim zrakem a je jim lhostejné, co tvoli jeho pravou podobu. Nejde mu ale ani o to, aby
hledal v sobé jeho skutecnou tvar, protoze se nechce do svého vytvoru vcitovat ani psychologizovat. Jeho Ucast
spociva v niterném uchopeni. PoloZil si zdanlivé jednoduchy ukol, protoZe chce pouze poznat, jak véci skutecné jsou
a ¢im jsou. Nikoli ze svého povrchu, ale ze své podstaty a ze svého prazékladu. ,Jen vnitni pfibuznost s vécmi a vnitini
puzeni k nim, mdZe nam zjevit jejich vlastni podstatu a jejich duchovni obsah.” (Dominik Pecka)

Vlychdzi z toho, co je jemu nejvice viastni a nejblizsi, co znd vskutku dobfe a kde si miZe byt jist Usudkem, aby byl
schopen postihnout fundamentalni princip toho, na co upfel pozornost ,nebot, kdyz se ¢lovék po dvacet, tficet i pa-
desdt let diva na tutéZ sténu, pak posléze se mu vyjevi déjiny té stény, a nejen té jedné, ale vSech stén svéta, a kdyz
se diva tficet Ctyficet let na jeden strom, pak je svédkem nejen dé&jin toho ofesaku, ale vSech ofesakd a ovocnych
strom@ svéta, a tak se v ném ustali hladina duchovniho dechu a tak se mu vytrénuje a zaostii, zUzZi i roz$ii zornicka,
tak se mu zadaptuje oko na veéc€nost, Ze ji nakonec pochopi a dokdze i ztvarnit.” (lvan Divis)

Vesely pfistupuje ke skutecnosti jako analytik a rozklada ji, pfistupuje k ni jako chirurg a pitva ji, pfistupuje k ni jako
mystik a zasvécuije ji, pristupuje k ni jako milenec a odhaluje ji. Jde dokonce tak daleko, Ze voli sklo, aby mu v odlesku
feklo veskerou a pravou pravdu o tom, co je pfed nim a o tom, co je za nim, co obn&si jeho druha strana, a co viibec
je, neexistuje-li nic, co by odrazelo.

Vesely sleduje, jak je mozna evidence vé&ci a jejich vyznami pro nas a jak jsou konstituovany psychickymi aktivitami.
SnaZf se objasnit vazby nasSeho védomi k nim i toho, jak se ukazuijf vnitini zkuSenosti. Jak jsou ve védomi dany vSechny
myslitelné pfedmeéty a naopak, co jsou pfedméty ve svém zrodu. Hleda esenci véci samé, eidos, ke kterému se dos-
péje poté, kdyZz se sejme vSe, co je nadbytecné. Sestup vedouci k odkryvani zakrytého je intenciondlnim aktem,
v némz Ize dospét k nahlédnuti podstaty. Ve snaze porozumét plvodnimu prirozenému svétu odkazuje Vesely k tomu,
Co je zjevné, protoZe jeho prostrednictvim je umoznéno to, co samo musi zUstat nezjevné. , Ve velikosti byt jsme pravé
objevili transcendenci toho, co vidime, i toho, co slySime.” (Gaston Bachelard)

Vesely chce také okusit prastarou vini ticha blizkého svéta, v némz vée nejen spociva a Gerpa sily, ale kde se cizeluji
jeho hodnoty. Prostor obraz( i kreseb je naplnén tichem a nic nerusi jeho rozlehlost. Véci se z néj vynoiuijl jako z odistné
lazné a jesté se na nich perli rosa, z niZ jsou zrozeny. Mozna, Ze mize fici podobné jako Czeslaw Milosz ,UZ z délky



Ve dvefich, 1982
110 x 89 cm

olej na platné
Galerie vytvarného
umeni v Hodoning

Dést v lednu, 1984
115 x 89 cm
olej na platné

Kéceni, 1987
105 X 75 ¢cm
olej na platné

Kdl, 1983-87
89 x 73 cm

olej na platne
soukroma sbirka
ve Francii

Ve dvefich / Paze, 1989
116 x 91 cm
olej na platné a kov

Drzeni, 1986
91 x 73 cm
olej na platne
Narodni galerie
v Praze

Koupéni, 1987
130 x 100 cm
olej na platne

Zbytky, 1988
90 x 90 cm
olej na platne



ot

jsem slysel, jak se modli prameny zemé&*, ale tfeba jde jesté dal k ontologii neviditelného a neslysitelného, jak ji vyjadril
Paul Claudel ve hie Zvéstovani Panny Marie, kde Violina na otazku Mary ,,Co slysi$" odpovida ,Jak jsou véci se mnou*.
Podle Sérena Kierkegaarda ,to nevyslovitelné je prave to, co uslySime jen v tichu”. VSude znf ticho véci, spociva ve
Veselého obrazech i kresbdch, je jejich vnitfni viastnosti a spojuje se s tichem stvorent, protoze v8echno zdsadni se
odehrava v jeho prostoru. ,Nase doba neni idedini, ale mezi vzacnymi novymi viastnostmi ¢lovéka musime umét oceriovat
rostouci schopnost: slySet znénf v tichu.” (Wassily Kandinsky)

ProtoZe se Vesely zaméfuje na to, co ma patinu vékovitosti a pocita s rozmérem Casu, existuji jeho véci ve skutec-
nosti mimo ¢as, zdrZuji se ve stavu bezcasi. Vytrhuje je ze zapomnéni, kofi se jejich chudobé, prostupuje k nim jako
sv. FrantiSek z Assisi a nazyva je svymi bratry.

Odhalovani neodhalitelného se déje metodou redukce, kterou nelze ztotoznit s abstrahovanim, i kdyZ se jedna
o podobny proces. Odstranéni veskeré hmoty konéi tam, kde se naléza zdkladni trest jevu, jeho viastni byt ve smyslu
fenomenologického zkoumani, kdy uskute¢néni je navratem ,k vécem samym"“. Vesely odebirdnim nepodstatného
dochdzi aZ k tusenému, zhmotriuje prostory, které hmotu nemaji, které, jak se sém zmiriuje, propoustéji svétlo samy,
nebo ho iniciuji. | tam, kde je motivem postava Andél s velkym kridlem &i Fragment figury, je sttedem zaméru prostor,
se kterym pracuije inverznim zpdsobem a ktery se nachdzi mezi pazi a télem. ,Chodim do prézdnych kosteld / V 1été kde
na venkove / Kde nemajf ¢as zakryt oblohu.” (Petr Vesely)

| kdyZ se zaméfil na nejdCvernéjsi okoli, dotyka se znamych predmétd tak, jako by se s nimi setkaval poprvé, pro-
toze predchozi zkusenost mu neni pfili$ platnd, pokud chce najit jejich viastni byti a dojit az k archetypdinim korfendm.
Zkouméd existenci dieva i pfedmétd, které z ného byly vyrobeny, pozoruje jak jestvuji v prostoru a ¢ase, vazi jejich
nezavislost i zavislost na svém urceni. Vydéluje je z jejich druhotné existence, aby z nich ucinil samostatné jednotky,
které by svou obycejnosti nestaly za pozornost, kdyby v nich nebyla ukryta zdhada jejich vlastniho Zivota; to, co je
v nich prvotni. PovySenim do roviny dosud nerozfeSeného stavu si vynucujf, aby se o nich pfemyslelo v novych sou-
vislostech. Pritom se Veselému nejedna jen o to, jak vidi véci on, ale také jak spatfuji ony samy sebe, chce je zakusit
jejich vlastnima ocima. Tak predklada objekty Podlaha, Dno, V okné z roku 1993.

Veselého pozorovan( sveta se odehrava v polarité vnitini a vnéjsi. Obé dimenze majf svou vlastni osobitost, jak to,
co je prede dvefmi, tak to, co je za dvefmi. Uvnitf vSechno sméfuje k intimité, opro$ténosti, vstfebavani a odevzdani,
venku k nadechnuti a extenzi. Vesely jde od mnoZstvi, se kterym se setkdva na cizim dzemi, k tomu, co patff k jeho
vybavé, aby se za dverfmi uskutecnil pferod, odloZilo pfebyte¢né a pfijalo zasadni, aby tam vnimal jen nékolik véci,
které by mu nahradily véechny ostatni. ,Pravé obycejné véci nam davaji spatfit onu formu jednoduchosti, ktera vede
k poznani hluboké podstaty byti, z niz prysti véechna tajemna krdsa uméni.“ (Carlo Carra) Diskutuje s vnéjsi podobou
toho, s ¢im se setkava, a hledd, co je za ni, co je v jejim plvodu. ,Sice uZ usindm, ale vracim se o jedny dvere ddl, kde
na zemi, nevim jak vstat, jesté o dalsi dvefe se vratit, je slySet bosé kroky, hodinu zbyvaji, mokré stopy, nékteré dvere
se nedoviraji, néco tam je, jestli mam zhasnout, kdovi kdy prijde.* (Petr Vesely)

Vesely vnima predméty kolem sebe: dvere, okna, prkna, stoly, pohary, schody, ubrusy, tramy, prahy. ,Pordd o téch
schodech vim. Je néco, co je tfeba unést. AZ co po dfevénych schodech. Tak jako tak. Mezitim deset minut.” (Petr
Vesely) ,Préah je posvatna véc” tvrdi Porfyrios, jakoby tim chtél fici, ze je rozmezim, pred kterym je nutné se zastavit
a ocistit, protoZe za nim je suverénni Uzemi toho druhého, jehoz kruhy nelze narusit. Prah je meznikem oteviené i uza-
viené skute¢nosti a sméfuje do pradavna, k prvnim lidem, ktefi si zaCali oddélovat vnitfni a vnéjsi prostor. Za nim jsou
umistény dvere, které prestavaji byt jen mistem, kudy Ize proniknout z venkovniho do domaciho prostoru, ,,...dvere, to
je jeden cely pootevieny kosmos* (Gaston Bachelard), ktery zpfistupriujf.

Vztah mezi zfejmym a skrytym je pfitomny ve vSech fazich Veselého dila, pfestoZe dochéazi k mnoha posuntim
a variantam zobrazeni. Nejzfetelngji se objevuje v objektu Zatisi se sklenicemi a vodou z roku 1993. Krychle je témeér
hermeticky uzaviena a otvor nabizi pohled dovnitt, kde se ukryva to, co je viastnim obsahem dila, ¢im Ize doloZit polaritu
vzajemného vztahu, protoZe to ostatni je jenom schranka, podobné jako je tomu v relikvidfi, kde témer neviditelny
obsah, ktery je ve své hmoté bezcenny, je tim skute¢nym pokladem a drahocenny materidl, ktery jej obaluje, je z hle-
diska hodnoty lacinou prikryvkou. Zde se odehrdva povyseni oby&ejnych véci do roviny vzacnosti; jsou dokonce pos-
taveny na prvni misto, protoZe se stdvaji tim, od ¢eho se odvozuje to ostatni, takZe jim nepfislusi, aby byly zastinény
nééim neplvodnim a aZ druhotnym.

Tramy nesou dvoji obsahové zatiZeni, protoze Vesely ¢asto uvaZuje nad viceznacnym vyznamem pojmd a tvard.
V prvnim predstavuji neseny stavebni ¢ldnek a ve druhém brevno ukfizovani. Ambivalence je objevuje i v dalsich pfi-
padech, v pozici pohar — gral — mesni kalich, kapky vody — kfiZ, ruce — dosahovani, Stalker — cesta, v poli — orantka,



Leden / Mréz / Pocatek, 1982-83 Mezera / Okno, 1983-89
92 x 110 cm, olej na platne 82 x 110 cm, olej na platné
Nérodni galerie v Praze
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Kapky / Kfiz, 1987
32 X 24 cm

olej na sololitu
soukroma sbirka

Stalker / Cesta, 1987-88
110 x 85cm
olej na platné

Sv. Sebestian
podle B. K., 1984-87
100 x 75 cm
olej na platné

Ruce / Dosahovani, 1989
110 x 85 cm
olej na platné

Za sloupem, 1985
36 x 23 cm
tempera na kartonu
soukroma sbirka

Za sloupem, 1993
96 X 82 X 5¢cm
drevo, sklo, kov,
olejova barva




zavésena lod — nekonecno. ,A v€era mrak / Ve tvaru beranka / Vysoko v ose ulice / Jako vyvrzeny ze staré velikono¢ni
formy.” (Petr Vesely)

Vesely proziva stejnou Uzkost z nedostatecnosti jako Marcel Pagnol: ,Slova zdstavaji na povrchu, do hlubin nedo-
hlédnou." Pfeména nepostizitelné piitomnosti v obraz se odehrava nejzdrahavéj$im zplsobem. Na bily podklad jsou
prenaseny témér neviditelnymi doteky minimalni zpravy, jakoby to, co je jejich viastnim obsahem, bylo, i kdyZ se jedna
o konkrétni skutecnost, tak nedotknutelné, Ze je opovazlivosti pokusit se o jejich postiZeni. Tvar nepfichdzi zvenci,
vynoruje se zevnitt, z hlubiny védomi, na néz se napojuje, protozZe se vraci do archetypdiniho stadia, aby o sobé podal
jedinou mozZnou informaci, ktera jej objasni z nejevové stranky.

Ogistovani podstatného od nepodstatného uskutecriuje Vesely pribézné, neni to nahlé radikalni vyprazdnéni, pro-
toZe ve skutecnosti jde o naplnéni. O oddané pozorovani, v némz se nejprve objevi skutecnost ve vizudlnim stavu a teprve
potom, kdyZ je ovérena, nastava jeji pfevod. Pokud bylo snazsi najit pdvodni inspiraci MuZ nesouci vétve (1987),
Figura (1985) Ruce / Dosahovani (1989), Opirani (1987), bylo ndsledné nutné si uvédomit, Ze se jedna pouze o poca-
te¢ni pfipravny stav, po kterém bude nasledovat popreni byt i jen malé ndzornosti, i kdyz zlstane zachovéna jistd mira
konkrétniho.

Tak se rodi i obrazy neuréitych mihovin, v nichZ se formuiji siluety pfedmétd, anebo spide obrdceng, jevy se vyjevuji
ve svém nedozralém rouchu jako stiny a zfejmé Gasem zmizi, protoZe, pokud maji obrys lidské postavy, kruhd &i ob-
délnik{, ztrati jej v procesu ocistovani a zase odejdou tam, odkud pfisly a kde existuji ve své ryzi podobé. Jejich pravzor
Zije v Platonové svété ideji, odkud je mozné jej prevzit, ale obrazem neni mozné dosahnout jeho pdvodni dokonalosti.
Do cyklu téchto obraz( déle patii Stalker / Cesta (1987-88), Mezera / Okno (1983-89), Kacen/ (1987).

V pribéhu osmdesétych a devadesatych let vznikaly cykly kreseb s pohdry, ubrusy, schody, znamenimi, kde Vesely
vychazel z reality, ale vidéné zasadné redukoval. Zbavenim hmoty i gravitace se vSechno vznasi v beztizném stavu.
Z plvodni jevové stranky nezdstalo témér nic, jen zavan ¢i odlesk toho, co bylo vzorem. Tim se zménil vyznam predlo-
hy, kterd jen vzddlené odkazuje ke svému vzoru; znameni mohou mit $ir$i vyznamovou rovinu, prestoZe stéle zdstavaji
znamenimi — zéhadnymi znaky s mnoha konotacemi. Vesely kreslil stoly z boku, s chybéjicimi ¢astmi, stoly, které jsou
vystfihovany podle svého modelu, stejné jako prahy. Opét se objevuje ambivalentni pfipad, kdy duty strom zaroveri
asociuje otevienou naruc.

V Dotykani (1991) poprvé dochéazi ke vzniku dila bez zrakové kontroly, ale iz v poloviné osmdesatych let délal malé,
formainé blizké kresby, které pracovné nazyva zéaznamy. V téchto kresbdch se vyrazné projevuje autorlv minimalis-
mus, protoZe plocha je téméf prazdna a na ni se objevuje pfevazné jen jediny Utvar, a zda se, Ze je bilym prostorem,
ktery se kolem ného nachazi, pohlcen. Z ného Cerpa svétlo, ale i sém je svételné tlumeny, do sebe uzavieny, tak jak
je do sebe uzavfené vSechno, co se na plose objevi — Zdpad slunce, Hnizdo, Uvnitf (vSe 1990).

Druha polovina devadesatych let je charakterizovana zviastnimi rysy, které maji opét svou specificnost. Nezménil
se princip vztahu k existenci jsoucna, ale rozsiil se vybér prostfedkd a tematicky okruh. Na obrazech, vétdinou monu-
mentalnich rozmérd, je patrny novy odklon od ndznaku a inklinace k postavé s torzy tél andéld, madony s ditétem &i
poutnika. V zavéru tohoto obdobi vzniklo syntetické monumentalni dilo Trojice (1998), kde je soustfedéno nékolik tvard,
které se cizelovaly v pribéhu téchto let.

Do Veselého dila vstoupilo jasnéjsi védomi posvatnosti. Ne v§ak ve smyslu tradi¢ni ikonografie — nyni se vyhradné
soustiedil na symbolické formy. Tvar je fragmentarni a ¢ast zastupuje celek. Z vybraného namétu se objevil jen
ulomek — kfidlo, cip roucha a jen mandorla si ponechava celistvou uzavienou podobu, inicidly se promeénily v neukot-
venou ne zcela uréitou hmotu a maji kruhovou &i kénickou podobu, neodkazujici k zaddné konkrétni litefe, oranti ve
sloup, i kdyZ nékde v jejich prazakladu stala konkrétni postava v krajing, tramy a bfevna jsou vytésnéna az k okrajdm,
aby byla jejich hmotnost co nejmensi. Sakralni symboliku podtrhuji kovové ¢asti, pripominajici stredovéké postupy,
které pouzivaly uslechtilé kovy. Pfedmétny profanni svét zde zastupuiji Lavice (1998) a Policka (1998). Dekompozice
rusi ustalenou konvenci. Barva se rozsifila o Cervenou, Ize témer fici, Ze se jedna o jeji sdlo v kompozici s bélobou a okrem.
Ani v sou€asnosti nenf vylou€ena Cervena barva. Lze ji zaznamenat na obrazech Anicka (2002-03), Kabat (2004),
Dvefe (2004-05).

V poslednich letech se objevuiji pfipady zdvojovani, kdy je jeden tvar zrcadlové pfenasen na druhou stranu jako stin
stinu, protoZe se nikdy nejedné o plnohodnotny pfedmét, ale jen o jeho &ast. Cas nenf hlavnim t&Zistém Veselého
dvah. Nyni vstupuje do déje v podobé naslednosti a stejnosti. To, co existuje, se jeho plynutim premistuje ve zcela
stejné podobé; ¢as se nepodill na promeneé veci, jen na zméné mista. Dve rousky (2003), Dve kosile (2004), Madona
(1998). Zvlastni postaveni zde maiji Dva stfepy (2003). Vznikly jako mnohé jiné obrazy z konkrétniho zazitku. Jednou
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Svitek, 1996 Policka, 1996-97
24 X 6 X 6.cm variabilni rozmér
papir, tuzka, kov drevo, sklo, korek, vosk, kov, voda

(]
.
Okno, 1994 Schrénky, 1997
66 x 51 x 5¢cm tfi variabilni ¢ésti
drevo, sklo, kov drevo, tfi televizory, slaméné matrace,

nemocni¢ni deka, dva texty

Vrstvy, 1996 Schranka, 1994
8 X 18 x 166 cm 103 x 108 x 14 cm
drevo, papir drevo

Podlaha, 1993 Spojeni, 1993
170 x 2183 x 5¢cm variabilni rozmér
drevo, kov drevo, provaz, more



z rozbité sklenice zUstal diik s kusem broudeného skla — ostatek véci, ktery ztratil plvodni charakter a stal se né¢im
jinym. Na obraze se promeénil v hypostazovany znasobeny ulomek, ktery naddle trva ve své zahadnosti a je schopen
vyvolat rfizné asociace. Stala se z ného slavnost dikdvzdani — pfesun do pozice nevéednosti pfinesla stopa ¢ervené
barvy.

Tvorba zpravidla existuje ve vzajemné jednot&, nezavisle na tom, zdali se urcité téma opetovné vraci, anebo bylo
vyjadreno v prvni fazi. Pro Veselého existuji problémy, které k nému obsedantné prichazeji v delSich ¢asovych inter-
valech, a aZ zpétné si uvedomi, Ze se jimi jiz nékdy predtim zabyval. Jednim z nich je touha vyjadfit se monochrom-
nosti, snad proto, Ze prave ji je mozné dosahnout oné naprosté jednoduchosti, ke které smefuje. Vyluka barvy se zda
témér Uplnd a je vedena mezi relacemi bilé a $edé, nékdy k téndm pfirodniho dieva a tuhy. ,Stdl jsem si tam na prahu
léta postavil ke sténé protilehlé oknu. KdyZ jsem se k nému posadil, mél jsem za zady vyhled do krésné zelené
zahrady. Pfed sebou jsem mél bilou, vapnem oli¢enou zed.” (Petr Vesely)

Neékdy na zacatku devadesatych let jiz zazil idobi, kdy jakoby nevédomky realizoval bilé obrazy, které nebyly zati-
Zeny jingm obsahem. Analytickd malba ma rlznd stadia, od situace, kdy se na povrchu dila objevila gaza &i struktu-
rovana plvodné zadni strana obrazu, aZ k vétsim platnim, kde propracovana malifska hmota pulzuje vnitini energir.

I nyni m& monochrom své misto a uplatriuje se na velkych obrazech krajin, které maji svdj pfimy predobraz ve Studii
k ikoné z roku 2001, kde je hmota hnétena pravidelnymi Udery Stétce tak, Ze vytvari predstavu stalého plynutf pohy-
bu. Whiidka i Krajina (2004), jsou vysledkem piimo fyzického zazitku prostoru, jeho rozlehlosti a neohrani¢enosti. Vyhlidka
nema ur¢enou vychozi hranici, je ¢irym prostorem koncicim u horntho okraje na horizontu, za kterym se jiZ nic nena-
chéazi. Na téchto obrazech se objevuje §edd, celé more Sedé barvy, kterd je nandsena systematicky v pomalém rytmu,
nic neevokuje, jen se rozprostird a uvad( v nesmirmost. Seda md pro Veselého zvidstni vznam, i kdy? je jeji podatek
celkem prozaicky, ale Vesely k ni pfistupuje az osudovym zplsobem. V jeho pojeti je barvou barev, stejné tak jako
Cervend. Obé pro ného znamenaji to, co malifstvi déla malifstvim. To si v uréitém okamziku jasné uvedomil a nehodla
z toho nic slevit. Cervend se mu objevila jako sldva obrazu, kdy? jej uhranula prostfednictvim desek Mistra Theodorika,
které mél moznost drzet ve svych rukou v restauratorské dilng, ¢i Mistra Treboriského oltére. S obéma se zasnoubil
a ob&ma oslavuje krdsu prosté pritomnosti. Sedd se mu spojila s nebarevnymi reprodukcemi obraz( v knihach a ka-
talozich a hlavné s dilem Bohumila Kubisty dfive, nez mél moZnost uvidét origindly, kdy si s Uzasem uvedomil, Ze
obraz Kuchyriské z&tis s homoli cukru je v tomto ténu malovan. ,Sedd barva je t&Zidtém vedkerenstva, zahrnuje v sobé
potencidlné vSechny barvy, vSechny tony, vSechny linie." Namalovana Sedd je ,osudovym okamzikem mezi tim, co
se déje, a tim, co zanika. To, co je namalovano jako Sedé, je Sedé proto, Ze to nenf ani bilé ani ¢erné, nebo proto, Ze je
to zaroveri bilé i Semné. .. Sedé je, co neméd rozmér, co je namalovano mimo rozmér, na kfizovatce cest. Sedd ma rysy
»plvodniho stfedomira«, z néhoZ se rodi fad tohoto svéta vyzarujici do vSech stran.” (Paul Klee) ,V Cervené je hukot a
Zhnuti, uzaviené vice v sobé nez pUsobici navenek, muzska sila. Svétla, tepla Gerveri plsobi odhodlang, hlasité triumfu-
jic jako fanfary; cinobr je jako stejnomérné zhnouci vasen.” ,Kraplak je barva velmi hluboké, odtud jeji zar, jakoby se
pripravovala k divokému skoku, zvuci jako vasnivé stfedni a hluboké tony cella. Zesvétlena je mladistvd, radostna, znf
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jako jasné, zpévné tény housli nebo malych zvonedk(.” (Wassily Kandinsky) Cervend je také UzZas a zékladni tep Zivota.
V polarité mezi Sedou a Cervenou prichazeji Veselého pribéhy, z nichz kazdy ma signifikantni platnost a podobné jako
ve stfedovékém umeéni nesou symbolicky vyznam.

Dalsi krok znamena dlraznéj$i aZz nebezpecné pfizndni, Ze malba znamend pro Veselého vyprazdriovani, ovéem
nikoliv ve smyslu nihilizace, ale ve smyslu jejiho pravého napinéni, tak jak k nému sméruje od samého poc¢éatku. Pokud
se chce dostat a7 k zagatku, potom musi popfit Svojsinskou Madonu &i Mosteckou Madonu (viz Zadni strana, podle
Madony SvojSinské a Zadni strana, podle Madony Mostecke, obé 1994) v celé jejich jevové krdse a pfiznat se k zadni
.prazdné” strané, protoze pravé od tohoto ¢inu je mozné zazit posvatné vanuti, které ztélesnuji, prestoze je podstat-
né, co zobrazuiji, protoZe k tomu se i vztahuji. Posvatné je pro Veselého predtim, nez je vysloveno, potom jiz nema jis-
totu pravé podoby. Vesely tyto prace védomé spojuje s ikonomalbou, kde obraz je duchovni realitou. ,lkona jako by
byla peceti, jeZ je otiskem matrice — plvodniho obrazu. lkony byly malovany na dievéné desky, které byly pro malby
ve své stredni ¢asti vydlabdny. Vznikla prohluberi byla jakousi schrankou pro obraz svétce (...), schrankou zpocatku
jesté prekryvanou (1) »vikem«. NeZ se vyvinuly atributy jednotlivych postav (d&jd...), byly soucéasti ikon také jejich na-
psana jména (pismena, monogramy, christogramy). Tato slova nebo jejich fragmenty byly jakousi »vpusti« do obrazu.

Je-li psdno, Ze slovo bylo uc¢inéno télem, tady jako by veci (t&la) mohly byt vraceny slovu, jako by slovo samo mohlo
byt pfedmétem. Sama ikona je vlastné »malované pismo«. Nebyla uctivana pro sebe samu, nybrZ pro to, co pfedsta-
vovala.”(Petr Vesely)



Bil&, ¢ernad, bild / Vrstvy, 1989 Bila, ¢erna, bild, ¢ernd / Vrstvy, 1989 Studie k ikoné No 2, 2001
26 x 21 cm 32 x 25¢cm 44 x 35cm
olej na preklizce olej na sololitu akryl na preklizce

Vrstvy, 1990 Studie k ikoné / Krajina s rohem, 2001
18,5 x 24,5 cm, gdza na sololitu 26 x 40 cm, akryl na sololitu

Zadni strana, 1998 Sklo, 1998
35 x 52 x 2cm 66 x 47 cm
papir na dreve, kov platno na dfeve, sklo, kov



Veselého ohlizeni se do minulosti vede k uchopeni obsahového archetypu, k tomu, co je svym zpldsobem neménné
a odkud je mozné dospét k individualizaci. Cesta zpét ke svému plvodu znamend zdéroveri odpoutani, protoZe
dochazi k maximalnimu odebirani zfejmého, ale ne ve vyznamu zruSeni obsahu, ale ziskani jeho nového smysiu.

V ndvratu k dillim predchddct se jednd opét o pokracovani myslenky, kterd se zrodila na zacétku devadesatych
let, kdy Vesely zacal frotéZovat své vlastni i cizi obrazy malované kolem roku 1975. Logicky dospél aZ k Sedému
monochromu Tam, ktery se opét v kresbé objevil v roce 2004, tentokrat v Cervené barve.

ZpUsob citaci se vétvi do vice smér(. Dal$im z nich jsou ,formaty* kdy Veselého ,purismus* je tak zdrahavy a navic
tak piny dcty, Ze ddva vzniknout dilim, ktera presné kopiruji velikost cizich dél a realizuji se pouze v intenci. Z roku
2004 pochazi nékolik obrazd, které v pfesném rozméru uvadéji dila Antonina Slavicka, Jana Zrzavého a neznamého
autora z majetku roudnické galerie. Zpfitomniuji je zplsobem préace s barevnou hmotou, jejim prohnétenim, tim, co
patii ke zrodu obrazu, ke tviréimu gestu, ale zde se zastavi, protoZe jeho Ukolem je oteviit moZnost a sklonit se pred
dilem druhého. U Salzmanova obrazu Milosrdny Samaritan Il pochdzejiciho ze stejného zdroje, se pokusil traktovat
hmotu monochromu tak, aby odpovidal barevnému usporadani scény.

Identifikace s dilem jinych autor( se odehrdva v prvotni roving, ztotozZni se s nimi pred zapocetim dila a prejme jejich
energii, kterou do néj vkladaly. Slouci se s reflexi, s tim, co je v nich dané pfed zapocetim dila. Poklada to za tak
ddlezité, Ze méa potfebu zhmotnit pravé toto, protoze ddleZity je pro néj tvaréi impuls a to ostatni vidi jiz jako nad-
bytecné. V tomto smyslu se nimi sluCuje v naprostém souladu a srovndva situaci predtim a ted.

Veselého interpretace jde proti duchu soucasnych snah, kde se ptfimo uziva ,hotovych” véci, vétsinou v roviné perzi-
fldZe a z nich jistym prepisem a obsahovou transpozici vznikne dalsi dilo. Vesely k tomuto problému pfistupuije zcela
jinak. Chce korespondovat s duchem tvorby cizich autord, s tim, co bylo jejich prvnim impulsem a jejich vytvarnou
metodou, jeho dotek spociva ve snaze byt uvnitr jejich dila. Koexistence je mozna v polarité opakovatelnosti a neopa-
kovatelnosti.

Veselého navraty, ¢i spiSe priznani, se tykaji nejen dél starych italskych mistrd Fra Angelica a Masaccia a z francouzskych
impresionistd Pissarra, ale inspirujf jej i fotografie Jindticha Streita. Zde se jedna o odligny piistup. Tentokrat respektuje
predlohu, ale pracuje s ni nezavazné. Stupriovity proces je veden obracenym smérem. Jde od respektovani predlo-
hy Kk jejimu postupnému uvolfiovani. Nejzfetelngji je to patmé na obraze Kuchyné /| BoZské srdce (2004-05). Obraz
v obraze jiz dnes tvorf rozséhly cyklus. Voli pro n&j dila z réiznych mist. Tak vznika LoZnice s madonou, podie J. S. (2004-05),
Kostel, podle T. V. (2004-05).

Ocistovan( je ucelem i cyklu Oken z devadesatych let. V mnoha variantdch se na bilé ploSe papiru objevuji po-
kreslené Casti s geometrickymi tvary evokujicimi pfitomnost ramd. Hmota je zde popfena a nejvétsi uplatnéni dostava
bila plocha, kterd souhlasi se svym omezenim. Tento Cisty prostor dovrSuje Veselého tthnuti k projasnéni prostoru
a zbaveni vSeho zbyte¢ného a objevuje se na obrazech i v kresbach. Stoji tak na pozici suprematisty, ktery bilym pro-
storem posunul perspektivni pyramidu do nekonecna

V protikladu k Okndm vznikal mezi lety 2002-2004 cyklus kreseb Krajin. Jestlize predchozi Iéta znamenala pro
Veselého odtrZzeni se od hmoty, potom zde jakoby se u ného objevil horor vacui, protoZe na celém rozsahu papiru se
objevuji kratké Usecky, vedené v postupném sledu od shora doll. Bod se stava stifedem v8ehomira. Dava jim rizné
rytmy, nékdy respektuji pravidelnost, jindy jsou zhustovany a stlaCovany, takZe vytvareji dojem vinéni. Takto vznikly
obraz je zavisly na momentaini situaci autora, vklada do nej vnitfni energii, ktera vede vytvarny cit k primarnimu vyrazu,
v Némz se projevuje usporadanost, soustfedénost, klidovy moment, automati¢nost, motoricka sila, systemati¢nost
a snaha jednotné zaplnit prdzdno. Tim, Ze Veselému nejsou cizi parafréze, tak jako tomu bylo v ikoné, formdtech,
obrazu v obraze, a priblizuje se k nim rliznymi zpUsoby, je i zde mozné nalézt paralelu s fotografiemi Josefa Sudka
Okno mého ateliéru, kde je okenni tabule husté Srafovana kapkami desté, nebo s Jednoduchym zatisim s orosenou
sklenici vody.

Intencionadlni akt zfeni podstaty objasni, jak jsou ve védomi dany vSechny myslitelné pfedmeéty. Aby Vesely poro-
zumél plvodnimu prirozenému svétu, pouziva zjevné, aby mu sdélilo nezjevné. Identifikuje se s vécmi cestou vy-
prazdriovani a odfikani. Kral Lear je na konci své cesty symbolem ,,...¢lovék je tu nahy — zbaven v8eho, titull, moci, $atd,
zastit i asu — je to vecny clovek, nevazany k zadné dobé — ani feudalni, ani jiné —, zbaven vSeho, bidny, jen jednoho
ne: své tragické velikosti, kterou mu nikdo nemdZe uzmout.” (lvan Slavik) Ani Veselého vécem nikdo nemdze upfit
jejich velikost. V tom jsou blizencem prib&h(i Adrieny Simotové, kterd jde podobnou cestou odniméni, aby zachytila
z lidskych tél to, co z jejich pomijivosti zbyva, potom, co jsou v8eho zbaveny.



Lavice | Bench

olej na sololitu

oil on fibreboard

51 x 90 cm, 1998-99



Setkani | Encounter

olej a tuzka na sololitu

oil and pencil on fibreboard
120 x 158 cm, 1998



Dva stfepy | Two Shards
email na sololitu

enamel on fibreboard

122 x 180 cm, 2003



Dve rousky | Two Veils
email na sololitu

enamel on fibreboard
122 x 185 cm, 2003



Zavé$end lod | Hanging Boat
olej a email na sololitu

oil and enamel on fibreboard
122 x 190 cm, 2003-05



Kostel, podle T. V. | Church, after T. V.
olej a email na sololitu

oil and enamel on fibreboard

191 x 122 cm, 2004-05



Miha / Vyhlidka | Fog / Lookout
olej na sololitu

oil on fibreboard

202 x 122 cm, 2004



Krajina | Landscape
olej na sololitu

oil on fibreboard

107 x 183 cm, 2004



Pieta s lodkou podle B. R. / Formaty
Pieta with a Boat, after B. R. / Formats
akvarel na papife

watercolour on paper

408 x 329 mm, 2004

Format | Format
akvarel na papife
watercolour on paper
329 X 449 mm, 2004

Format | Format
akvarel na papife
watercolour on paper
260 x 338 mm, 2004

Hlava Krista podle neznamého autora / Formaty
Christ's Head, after an unknown author / Formats
akvarel na papife

watercolour on paper

417 x 360 mm, 2004

Zvéstovani a Poutnici do Emauz podle J. Z. / Formaty
Annunciation and Pilgrims to Emmads, after J. Z. / Formats
akvarel na papife

watercolour on paper

634 x 497 mm, 2003-05

Zatisi beznych veci podle V. R. / Formaty
Still-life of Common Things, after V. R. / Formats
akvarel na papife

watercolour on paper

410 x 605 mm, 2004






Dva obrazy | Two Pictures
olej na sololitu

oil on fibreboard

86 x 122 cm, 2004-05



Ctyti obrazy, podle A. S. | Four Pictures, After A. S.
olej na sololitu

oil on fibreboard

122 x 190 cm, 2004-05



Korpus / Ve stromu | Corpus / In the Tree
email a tuzka na sololitu

enamel and pencil on fibreboard

202 x 120 cm, 2003



Pokoj, podle M. S. | Room, After M. S.
olej na preklizce

oil on plywood

15 x 36 cm, 2004



Kuchyné / Bozské srdce, podie J. S.
Kitchen / Divine heart, after J. S.
olej a email na sololitu

oil and enamel on fibreboard

122 x 181 cm, 2004-05



Loznice s madonou, podle J. S.
Bedroom with the Madonna, after J. S.
tempera, olej a email na sololitu
tempera, oil and enamel on fibreboard
122 x 190 cm, 2004-05



Pokojik | Small Room

olej a email na sololitu

oil and enamel on fibreboard
92 x 122 cm, 2005



Pokoj / Stdl, dvefe, stin | Room / Table, Door, Shadow
olej a email na sololitu

oil and enamel on fibreboard

45 x 67 cm, 2005



Kuchyn&, podle J. S. | Kitchen, After J. S.
olej na platné

oil on canvas

40 x 50 cm, 2005



Dvé kosile | Two Shirts
olej na sololitu

oil on fibreboard

122 x 185 cm, 2004



Dvefe | Door
email na platné
enamel on canvas
50 x 60 cm, 2005



Dvefe a okno | Door and Window
email na sololitu

enamel on fibreboard

173 x 214 cm, 2003-05



The cognitive process is not just a subject of philosophy and psychology; it is studied as part of other disciplines as well,
any one of which may present the ultimate evidence. The act of cognition proceeds in time so the terrain of investigation is
permanently open. It is by no means an inherent quality that would help us to correctly determine, classify and evaluate the
phenomena of the world; every individual must start from the very beginning. It is the meeting point of subjective and objective
reality, whereby the subject may be the way out and back to itself. There is no exact model in place for cognition that would
determine how to find the proper method of approaching reality although there are aids available acting as roadsigns showing
the way out of the labyrinth of chaos. The intellectual commitment to the subject is very helpful, although the method of cognition
is extremely varied and the target can be reached by various means — from scientific examination, using the logical, deductive,
inductive and empirical apparatus, through to sensory, emaotional, or intuitive approaches to what may be a mystical recognition.
All the while there can be no doubt that a deep insight into the innermost being of a thing can be attained by quite simple
means, provided it is a pure view, founded on revealed truth. Different methods enable us to reach the very bottom of truth,
although it is set on a shifting surface, as in the end one can never get the taste of gratification experienced by a mountaineer
setting his foot on the top of Mount Everest knowing, with absolute certainty, that he has completely fulfilled his goal and that
nothing can be added. Antoine de Saint-Exupéry observes this situation with the eye of a poet and remarks: "We can only
see correctly with the heart, what really matters is invisible to the eye."

Cognition is painful, demanding, erroneous and misleading, as discovering what is not obvious and is hidden underneath
the veils of the unknown brings problems. In addition, many things appear only vaguely and thought often fails even where
the facts are obvious and may well falter when contemplating the inexpressible.

Art is also a kind of cognition, given that its main task is to present beauty, but it is also beauty that opens one of the gates
of knowledge. Encoded in the process of artistic creation is a complex set of admixtures, comprised of both everything that
the artist knows about the depicted object and what he is trying to express, and what he feels and imagines, what is hidden
in his subconscious and awaits awakening, often including what transcends him and comes to him as a gift. All of the preconditions
are sublimated into a uniform order in which, as in a cross-section of the earth, the different layers that make up its character
are held. The outer layer hints at them imperfectly, because the actual situation is revealed by what is concealed underneath;
completeness can be inferred from the whole. By means of feedback it affects those who are confronted with a work of art
which can assist them in uncovering what would have otherwise remained concealed.

The painter, draughtsman, graphic artist, creator of installations and objects Petr Vesely is little concerned with the way
the world appears to those who only view it with their eyes and do not let themselves be guided by their inner sight while
being indifferent to what constitutes its real form. Neither is he interested in searching for its real face in himself, being reluctant
to feel into his creation or to psychologize it. His participation consists of an inner grasp of objects. He set himself the ostensibly
easy task of only wanting to know how and what things really are. Not by their surface, but by their substance and their
primordial source. "It is only the inner relationship with things and the inner attraction to them that can reveal to us their own
substance and their spiritual content." (Dominik Pecka)

He builds upon what feels the most familiar and closest to him, what he knows really well and where he can be certain of his
judgement in order to be able to grasp the fundamental principle of what he cast under his scrutiny "as, when a man has been
observing the same wall for some twenty, thirty or fifty years, the history of the wall is eventually revealed to him, and not only
of that peculiar one, but of all the walls in the world; and when he has been observing a single tree for thirty, forty years, he
becomes the witness of the history of both that walnut tree, and all the walnut trees and fruit trees in the world; and the level of
his spiritual breath will become so stable inside him; and his pupil will be so trained and focused, narrowed and widened, and
his eye will become so adapted to eternity, that in the end he will understand it and is able to create it." (lvan Divis)

Vesely approaches reality as an analyst and breaks it down; approaches it as a surgeon and dissects it; approaches it as
a mystic and initiates it; approaches it as a lover and unveils it. He goes so far that he chooses glass to tell him in the reflection
the whole and the real truth about what is in front of him and what is behind him, what his other side amounts to, and what
is there at all if there is nothing that would reflect.

Vesely examines whether it is possible to maintain a record of things and their meanings to us and how they are constituted
by mental activities. He attempts to clarify the links of our consciousness to them and the way our inner experience is
exposed. How all the conceivable objects are given in the consciousness and, on the other hand, what the objects are at
their birth. He searches for the essence of a thing itself, eidos, that is reached after we have stripped off everything redundant.
This submergence, leading to uncovering the covered, is an intentional act through which one can glimpse the substance.
In his effort to come to grips with the original, natural world Vesely refers to what is apparent because it is with the help of
this that what itself must of necessity remain non-apparent is made possible. "In the greatness of being we have just
discovered the transcendence of what we see and what we hear." (Gaston Bachelard)

Vesely also wants to taste the age-old scent of the silence of the surrounding world in which everything rests and from
which it gathers strength, and where its values are being honed. The space of paintings and drawings is filled with silence
and nothing disturbs its vastness. Things emerge from it as from a cleansing bath still glistening with the dew from which
they are born. We may say with Czeslaw Milosz "l heard from a distance the springs of the earth whisper their prayers", but
he may be aiming even farther, to the ontology of the unseen and the unheard as expressed by Paul Claudel in his play The
Annunciation, where Viola's question to Mary "What do you hear?" is retorted by "How things are with me". According to
Soren Kierkegaard, "the unspeakable is precisely that which we can only hear in silence." The silence of things resounds
everywhere, it rests in the paintings and drawings, it is their inherent quality and it rejoins the silence of creation, as everything
fundamental takes place in its space. "Our period is not ideal but among the rare new qualities of man we must learn to
appreciate a growing ability: hear the sound in silence." (Wassily Kandinsky)

As Vesely concentrates on what has the patina of old age, taking into account the dimension of time, his works actually
exist outside time, they bask in the state of timelessness. He breaks them from oblivion, worships their poverty and approaches
them as Saint Francis of Assisi calling them his brothers.
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The unveiling of the unveilable is made possible by the method of reduction which cannot be identified with abstraction,
although it is a similar process. The removing of the matter ends where the quintessence of a phenomenon is found; its own
being in the sense of phenomenological examination, when realization represents a return to "things themselves'. Vesely, by
stripping off the insubstantial, penetrates as far as what is only felt, materializing spaces that possess no matter, which, as
he mentions, are translucent to or initiate light. Even where the moitif is a figure Angel with Large Wing or Fragment of Figure,
space remains at the centre of the intention, space in which the artist works in an inverted way and which is found between
the arm and body. "l go to empty churches / In the summer countryside / Where's no time to cover the sky." (Petr Vesely)

Although studying the surroundings nearest to him which he knows intimately, he touches familiar objects as if meeting
them for the first time, as previous experience is not of much use if he intends to dig for their own being and proceed down
to their archetypic roots. He examines the existence of wood and objects made from it; observes as they exist in space and
time; weighs their independence of, and dependence on, their purpose. He gouges them out of their secondary existence
to make them separate units, so common they would not be worth any attention if the mystery of their own life, that which is
primeval, was not hidden inside them. Being elevated to the level of an as yet unresolved status they command us to think
about them in new contexts. Vesely is not only concerned with the way he sees things, he wants to know how they see
themselves, he wants to experience them with their own eyes. And so he presents the objects Floor, Base, In the Window from 1993.

Vesely's observation of the world takes place with an inner and outer polarity. Both dimensions have an originality of their
own, both what is in front of the door and what is behind the door. Inside, everything heads towards intimacy, liberation,
absorption, and submission, while outside towards inhalation and extension. Vesely proceeds from the quantity that he is
faced with on alien ground to what belongs to his sensory and intellectual equipment to make a transformation behind the
door, shedding the redundant and adopting the fundamental in order to perceive a few selected things that could replace
all the others. "It is the common things that enable us to see that form of simplicity that leads to knowing the essence of being
from which all the mysterious beauty of art springs." (Carlo Carra) He engages in a discussion with the external appearance
of what he meets and searches for, what is behind it, what is in its origin. "Almost falling to sleep, but return one door further,
where on the floor, | don't know how to get up, return by another door, hearing barefooted steps, an hour to go, wet footprints,
some doors do not close tight, something is there. Switch off the light? Who knows when she comes." (Petr Vesely)

Vesely perceives the objects around him: doors, windows, boards, tables, cups, stairs, table-cloths, beams, thresholds.
"l am aware of the stairs all the time. Something that needs to be carried. Until up the wooden stairs. Unregarding. Ten minutes
in between." (Petr Vesely) "The threshold is a sacred thing", states Porphyrios, as if to suggest that it is a division in front of
which one must stop and clean oneself, because behind it is the sovereign territory of the other whose circles may not be
broken. The threshold is the limit of the open and closed reality and, from the beginning of time, leads to the first people who
began to separate inner and outer space. Behind it is a door, not merely a place through which one can pass from the outside
to the domestic space they provide access to, "....a door, one whole cosmos open ajar' (Gaston Bachelard).

The relationship between the apparent and the hidden is present in all phases of Vesely's work, although there are many shifts
and variants in depiction. It is most palpable in the object Still-life with Glasses and Water from 1993. The cube is almost
hermetically sealed and an opening gives a view inside, where the principal content of the work is hidden, which can be used
as evidence of the polarity of the mutual relationship, as the rest is only a case, just as in a reliquary, where the hardly visible
content, valueless in terms of matter, is the real treasure and the precious material encasing it is merely a cheap cover in terms
of its value. Here is the place for promoting common things to the level of rarity; they are even thrust to the forefront, because
they become what the rest is derived from, so that they are not to be overshadowed by something unoriginal and secondary.

The beams are loaded with double content, as Vesely often ponders on the multiplicity of the meaning of concepts and
forms. Firstly, they represent a supported building element, secondly, the beam of crucifixion. Ambivalence is present in
other cases as well, goblet — grail - sacramental chalice, water droplets — cross, hands — reaching, Stalker — way, in a field
— orant, suspended ship — infinity. "And yesterday a cloud / Shaped as the lamb / High over the axis of the street / Straight
from an Easter pastry cutter." (Petr Vesely)

Vesely suffers from the same anguish of inadequacy in perception as Marcel Pagnol: "Words remain on the surface,
unable to see the depths." The metamorphosis of the inexpressible presence into a painting progresses in a most reluctant
way. Minimal messages are transmitted onto the white ground by almost invisible touches, as if their content, although being
concrete reality, was so untouchable that it would be an audacity to try and capture them. Shape does not come from the
outside, it emerges from within, from the depths of consciousness, to which it is joined as it returns to the archetypal stage,
to provide the only possible piece of information about itself that will clarify it in terms of its appearance.

The cleansing of the insubstantial from the substantial takes place gradually, it is no sudden radical emptying, as it is really filling.
Devout observation is where the reality appears first in the visual state and only after it has been verified is it transformed. If
finding the original inspiration was relatively easy — Man Carrying Branches (1987), Figure (1985), Hands / Reaching (1989),
Leaning (1987), it had to be realized later that it was only the initial, preparatory state followed by denial of even the faintest
clarity, although an element of the concrete will be preserved.

This is the method of bringing to life the paintings of indeterminate nebulae in which the silhouettes of objects are formed
or, vice versa, phenomena are revealed in their immature garment as shadows very likely bound to disappear over time,
because if they have an outline of the human figure, circles or rectangles, they will lose it in the process of cleansing and will
return to where they have come from and where they exist in their pure form. Their primeval model lives in Plato's world of
ideas, from where it can be taken over, but a painting cannot emulate its original perfection. The cycle of paintings also includes
Stalker | The Way (1987-88), Gap / Window (1983-89), Felling (1987).

The 1980's and 1990's saw the emergence of cycles of drawings with cups, tablecloths, stairs, signs based on seen reality
but radically reduced. Devoid of mass and gravitation everything floats in a state of weightlessness. Hardly anything remained from
the original appearance, a mere hint or reflection of what had served as its model. This changed the significance of the subject,
which only remotely refers to the model; signs may have acquired a broader meaning, although remaining signs — mysterious, with
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multiple connotations. Vesely drew side views of tables, with missing parts, tables cut out along their templates, as he did
with the thresholds. Ambivalence reappears and a hollow tree simultaneously is associated with outreached arms.

In Touching (1991) Vesely created, for the first time, a work sightless, but even as early as the mid-1980's he produced
small-format, formally related drawings that he unofficially called records. The drawings are outward manifestations of the
artist's minimalism as the surface is almost empty with, mostly, only a single form emerging which seems to be overwhelmed
by the surrounding white space. It draws light from the space, although itself dimmed and self-contained, as is everything
else that appears on the surface — Sunset, Nest, Inside (all 1990).

The second half of the 1990's is characterized by strange features that again exude originality. While the principle of the
relationship to existence did not change, the choice of means and themes grew wider. Paintings of mostly monumental
dimensions show an obvious new deflection from mere suggestion and an inclination towards the figure with torsos of the
bodies of angels, Madonna with a child, or a pilgrim. The end of this period gave rise to the synthetic monumental work Trinity (1998),
a concentration of several forms that had been elaborated on throughout the years.

Vesely's works became imbued with a clearer awareness of holiness, although not in the sense of traditional iconography
— he concentrated exclusively on symbolic forms. Shape is fragmented and a part represents a whole. Only a fraction of the
selected subject is displayed — a wing, hem of a robe, only the mandorla retaining a complete, closed shape, initials changed
into a loose, indefinite mass — and are circular or conical in appearance not referring to any concrete letter — orants transformed
into a column, although somewhere in their original form there was a concrete figure standing in the landscape; beams and
cabers are pushed aside to the edges to minimize their weight. Sacral symbolism is underlined by metal parts bringing to mind
mediaeval procedures using noble metals. The profane world of objects is represented by Bench (1998) and Shelf (1998).
Decomposition disrupts established convention. The colour range has been extended to include red, which can be
described as "playing a solo" in a composition with white and ochre. Red has not been excluded even today and can be
seen in the paintings Annie (2002-03), Overcoat (2001), and Door (2004-05).

A recent innovation is mirroring whereby one form is mirrored on the other side as a shadow of a shadow, never being a
fully-fledged object, only a part of it. Time is not at the centre of Vesely's concerns but now it enters in the form of sequence
and sameness. What exists is shifted by the passing of time in an identical form; time plays no part in changing things, only in
changing place. Two Veils (2003), Two Shirts (2004), Madonna (1998). The painting Two Shards (2003) holds a special position.
It was based, as are many other paintings, on a real experience. Once, a stem with a piece of cut glass was all that was left
from a broken glass — the remains of a thing that had lost its original character and adopted another identity. In the painting
it metamorphosed into a hypostasis-like multiplied fragment which continues in its mysteriousness and is capable of invoking
various associations. It turned into thanksgiving — the shift into the position of the extraordinary was brought about by a touch of red.

Creation usually exists in mutual unity, regardless of whether a specific theme recurs or has been expressed in the first
phase. Vesely addresses problems that obsessively return to him over lengthy periods of time realizing only in retrospect
that they had been under his scrutiny before. One of those is a desire to express himself using monochrome, hoping perhaps
that it is the proper method to achieve the utter simplicity at which he is aiming. The exclusion of colour seems almost complete
and is led between relations of white and grey, occasionally in the direction towards the tones of natural wood and graphite.
'On the threshold of summer | put a table next to the wall opposing the window. When | sat down, | had a view of a beautiful
green garden behind my back. And | had a whitewashed wall in front of me." (Petr Vesely)

At the beginning of the 1990's he went through a period when, as if unintentionally, he created white paintings devoid of
any other content. Analytical painting went through different stages, from a situation when gauze or the structured, originally
reverse, side of a painting emerged on the surface of the work, to large canvasses, where the mass of the painting vibrated
with inner energy.

Monochrome is kept in place even today when it is applied to large landscape paintings which have their direct prototype
in Study for an Icon from 2001, where the mass is worked by regular strokes of the brush so that it conjures up an image
of a continuous flow of movement. Lookout and Landscape (2004) are the result of a virtually physical experience of space,
its vastness and unbounded limits. Lookout has no starting boundary delimited, it is pure space ending on the horizon at
the upper edge beyond which nothing exists. The paintings feature grey, a whole sea of grey, applied systematically in a
slow rhythm, evoking nothing. It only disperses and ushers in immensity. Grey has a special meaning for Vesely, although
its beginning is fairly prosaic, Vesely approaches it in an almost fated manner. In his concept it is the colour of colours, as
is red. Both are for him the essence of painting. He clearly realized this at one particular moment and is not going to go
back on this. Red revealed to him as the glory of a painting that enchanted him through the panel paintings by Theodoricus
of Prague that he chanced to hold in his hands at a restorer's workshop, or the Master of the Trebor Altar. He became
attached to both these colours and through them he celebrates the beauty of simple presence. In his mind, grey intertwined
with non-colour reproductions of paintings in books and catalogues and, above all, with the work of Bohumil Kubista before
he had an opportunity to glimpse the originals, when he was startled as he saw that the painting Kitchen Still-life with
Sugarloaf is painted in this tone. Grey is the "focal point of the all, potentially comprising in itself all colours, all tones, all
lines." Painted grey is "the crucial moment between what is happening and what is coming to an end. What is painted as
grey is grey because it is neither white nor black, or because it is at the same time white and black ...Grey is what has no
dimension, what is painted beyond dimensions, at the cross-roads. Grey has the features of »the original centre-of-all«,
from which the order of this world is born radiating in all directions." (Paul Klee) "Red incorporates a roar and a glowing,
contained more within than acting outwards; the male power. A light, warm red has an air of determinedness — a triumphant
fanfare; cinnabar is an evenly glowing passion." "Madder lake has great depth, hence its heat, as if preparing for a wild
jump, resounding as the passionate medium and low tones of the violoncello. If lightened, it is youthful, joyous, sounding
as the clear, singing tones of the violin or small bells." (Wassily Kandinsky) Red is also amazement and the basic beat of
life. From the polarity between grey and red emerge Vesely's stories, each having their own significance and, as in mediaeval
art, they carry a symbolic meaning.
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Another step forward implies a more insistent, even dangerous, admission that, for Vesely, painting means emptying,
although not in the sense of nihilization, rather in the sense of true fulfilment, as it has been its aim from the very beginning.
If he does want to reach the beginning itself, he has to deny The Madonna of Svoj$in or The Madonna of Most (see Rear Side,
after Madonna of Svoj$in and Rear Side, after Madonna of Most, both 1994), despite their beauty and admit to the rear "empty"
side because it is from this very act that one can experience the sacred stream they embody, although what they depict is
substantial as it is what they relate to. For Vesely, the sacred exists before it has been spoken, afterwards he cannot be sure
of its true form. Vesely consciously links these works with the paintings of icons, where the image is a spiritual reality. "An
icon resembles a wax seal bearing an impression of the matrix — the original painting. Icons were painted on wooden panels
with a depression in the central part for the picture. The depression acted as a case for an image of the saint (...), one which
was initially even overlain (!) by a »cover«. Before the attributes of the individual figures (actions..) developed, the icons
included inscriptions of their names (letters, monograms, christograms). The words or their fragments constituted a »gateway«
giving access to the painting.

If the scriptures say that a word was made into a body, here it is as if things (bodies) might be returned into a word, as if
a word itself could be a thing. The icon itself is consequently »painted letters«. It was not worshipped for itself but for what it
represented." (Petr Vesely)

Vesely's explorations of the past lead to uncovering the contentual archetype which in a way remains unchanged and from
where one may depart to achieve individualization. The way back to its origins also means liberating, as the apparent is being
taken away as much as possible, although not in the sense of eliminating the content, but rather in acquiring a new meaning.

His return to the works of his predecessors represents a continuation of the concept conceived at the beginning of the
1990's, when Vesely started to make frottages of paintings of his own and other artists' which had been made around 1975.
He logically proceeded as far as the grey monochrome of There, which reappeared as a drawing in 2004, this time in red.

The method of quotations branches off in many directions, another being the "formats" when Vesely's "purism" is so hesitating
and, in addition, so full of respect that it generated works that precisely copied the size of other artists' works and were only
planned rather than realized. Several works from 2004 present, in accurate dimensions, the works of Antonin Slavi¢ek, Jan
Zrzavy and an unknown artist from the possessions of the gallery in Roudnice. They are updated by the method of working the
paint itself, kneading it, in accordance with the origin of the painting, the creative gesture, but they make a stop there, the task
being only to open up a possibility and bow down in front of the work of the other. In Salzman's work The Good Samaritan Il
from the same source, he tried treating the monochrome mass so that it matches the colour arrangement of the scene.

Identification with works by other artists takes place at the primary level. Vesely identifies with them prior to starting the
work and absorbs the energy they put into their works. It is blended with reflection on what is inherent to them before the
work starts. He considers it so important that he is compelled to materialize it as, in his opinion, it is the creative impulse that
is essential and the rest can be discarded as redundant. In this sense he amalgamates with them in an absolute accord and
compares the situation before and after.

Vesely's interpretation goes against the grain of today's efforts where "completed" works are used directly, mostly at the
level of a persiflage, and a new work is created from them by a transcription and a transposition of the content. Vesely
approaches the problem in a different manner. He wants to resonate with the other artist's spirit of creation, with their initial
impulse and their artistic method, his touch consisting in the effort to be inside their work of art. Coexistence may be found
in the polarity between repeatability and non-repeatability.

The returns, or rather admissions, of Vesely concern works by Old Italian Masters Fra Angelico and Masaccio and the French
impressionist Pissarro, although he is also inspired by the photographs by Jindfich Streit. In the latter case Vesely modified
his approach. He respects the model, but handles it with freedom. The process takes place in stages and is retrograded
from respecting the model to gradually freeing it. It is most apparent in the painting Kitchen / Divine Heart (2004-05). Today,
Picture in Picture comprises a large body of work for which he chooses models from various places, creating Bedroom with the
Madonna, according to J. S. (2004-05), Church, according to T. V. (2004-05).

Cleansing also happens to be the purpose of the cycle Windows from the 1990's. In a range of alternatives the white surface
of the paper displays sections covered with drawings of geometrical forms invoking the presence of frames. Mass is denied
and a white surface that accepts its delimitation is moved to the forefront. The pure space completes Vesely's trend towards
clarifying the space and eliminating everything redundant and is present in paintings and drawings. He has adopted the
position of a suprematist who, by using white space, has shifted the pyramid of perspective into infinity.

Interspersed with Windows was between 2002-04 a cycle of drawings Landscapes. If the previous years meant disengagement
from mass, here he seemed to have discovered horror vacui, as short lines sequenced one after another from top to bottom
appear throughout the whole area of the paper. Point becomes the centre-of-all. He arranges the lines in different rhythms,
sometimes observing regularity, or they are condensed and pressed together to conjure up a rippling effect. The paintings
depend on the momentary situation of the artist, he imbues it with an inner energy that guides his artistic feeling towards a primary
expression, which shows organization, concentration, moments of rest, automation, kinetic force, methodicality and an effort to
uniformly fill the void. As Vesely is not adverse to paraphrases, as was the case of his icon, formats, picture in picture, so he
approaches them in different ways. One can here find a parallel with photographs by Josef Sudek Window of my Studio, where
the window pane is thickly hatched with raindrops, or Simple Still-life with a steamed up glass of water.

The intentional act of seeing the essence will clarify how all the thinkable objects are given in consciousness. In order to
understand the original, natural world, Vesely uses the apparent to communicate the non-apparent. He identifies with things by way
of emptying and denial. King Lear at the end of his journey becomes a symbol "...the man is there naked — bereft of everything,
titles, power, garments, safeguards and time — it is a timeless man, unbound to any period — feudal or other —, bereft of everything,
wretched, except one thing: his tragic greatness, that nobody can take from him." (lvan Slavik) Neither can anybody deny the
greatness of Vesely's works. In this they are similar to the stories of Adriena Simotova, following the same road of taking away
in order to capture what is left from the transience of human bodies after they have been removed of everything.
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PETR VESELY

Narozen 14. 10. 1953 v Bné | Born 14 October 1953 in Brno,
Czech Republic

Zije v Bré, Veslafska 70, 637 00 | Lives in Brno, Veslarska 70,
CZ-637 00

STUDIA | STUDIES
1973-79 Akademie vytvarnych umeéni v Praze, ateliér malifstvi,

prof. Jan Smetana

1969-73 Stiedni umélecko-prdmyslova $kola v Brmé, obor malba,

prof. Jiff Coufal

Od roku 1996 ¢len Umélecké besedy v Praze

SAMOSTATNE VYSTAVY (wbér) | INDIVIDUAL EXHIBITIONS (selection)

2005

2003

2000

1999

1998

1997

1996

1994
1993

1992

1990

1989

1987

1985

1981

Roudnice nad Labem, Galerie moderniho umeént,
Pokoje (text a Uvod Miroslava Hlavackova)

Ustf nad Labem, Formaty (a jiné citace),

(Uvod Zbynék Sedlacek)

Kufim, Galerie ad astra, Kolem véci, veéci kolem
(katalog, Uvod Kaliopi Chamonikola)

Opava, DAm uméni, Jarn/ prirez,

(katalog, text Zbynek Sedlacek)

Praha, Knihkupectvi Paseka

Brno, Nakladatelstvi Vetus via, Pokoje

Ceské Budgjovice, Dim uméni, Zacatek roku
(plakét s reprodukcet, tvod Pavel Ondracka)

Brno, Etnograficky Ustav, V kapli (ivod Tomas Mazac)
Olomouc, Galerie Caesar,

(katalog, text Pavel Ondracka)

Louny, Mald vystavni sifi, Stoly (Uvod Zbyriek Sedlacek)
Brno, Galerie Aspekt, Po prazdnindch

Klatovy, Galerie U bilého jednoroZce, Kresby, objekty
(katalog, text Jana Salkova)

Sumperk, Galerie Jitiho Jilka, Véci

(se Svatoplukem Otiskem) (katalog, text P. V.)
Sovinec, kostel (Uvod P. V.)

Brno, DUm uméni, Galerie J. Kréle

(katalog, text Petr Nedoma)

Bratislava, Galerie Bohemia — Ceské kulturni stfedisko,
Obrazy, kresby, objekty (katalog, text Petr Nedoma)
Zlin, Stétni galerie (katalog, text Ivan Kfiz)
Praha-Opatov, Artotéka

Olomouc, Galerie hudby (katalog, text Jifi Hla)

Brmo, Cs. spisovatel (plakét, text Petr Nedoma)
Opava, Galerie, Kresby (s Janem Steklikem)
(katalog, text Jarmila Novotna a Jindfich Zogata)
Plovdiv, Bulharsko, Kresby

(katalog, text Jana Severinova)

Brno, Klub Krenova (Uvod Evelyna Oklestkovd)
Kunstéat, Halasdv Kunétat (s Viémem Reichmannem)
(Uvod L. Kundera a P. V.)

Brno, Galerie mladych, Obrazy

(katalog, text Michal Gregor)

lvancice, Muzeum, Kresby

(katalog, text Kaliopi Chamonikola)

KOLEKTIVNI VYSTAVY (vwhbeér) | GROUP EXHIBITIONS (selection)

2005
2003
2002

2000

Zlin, Krajska galerie vytvarného Umeéni, Novy zlinsky salon
Praha, Méstska knihovna, Uméleckd beseda

Zlin, Krajska galerie vytvarného ument,

Pocta Svatoplukovi Slovencikovi

Zlin, Krajska galerie vytvarného umeént,

Novy zlinsky salon

Hluboka nad Vitavou, AlSova jihoceska galerie,
Soucasnd minulost

Roudnice nad Labem, Galerie moderniho umeént,

Alfa 2000 omega

Kostelec nad Cernymi lesy, Galerie H, Setkan/ — Nahoda
Olomouc, Galerie Caesar, Sto
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1999

1998

1997

1996

1995

1994

1993

1992

1991

1990

1989

Brno, Moravska galerie, SUR, 75. vyro&/ zaloZeni
Berlin, Ceské kulturni centrum, Tetraeder,

(s V. Kokoliou, P. KviGalou a J. Sobotkou)

Brno, Moravska galerie, Tichy Zivot véci

Praha, Ceské muzeum vytvarnych uméni, Tichy Zivot veci
Vikov, Galerie Sypka, Vereje

Praha, Manes, Uméleckd beseda 98

Plasy, klaster, O pocatku

Vikov, Galerie Sypka, Prirdstky

Hodonin, Galerie vytvarného umeéni, Velky format
Brno, DAm uméni, Hi-tech / Uméni, Symptomy

a domadci lécebné prostredky

Praha, Galerie Bayer a Bayer, Umélecka beseda
Praha, Manes, Umélecka beseda 97

Brno, Moravska galerie,

Ticho pro dvanact hlast

Praha, Ddm U kamenného zvonu,

Ticho pro dvanact hlast

Zlin, Novy saldn

Dolni Kounice, Zpfitomneni (sympozium)

Praha, Manes, Umélecka beseda 96

Roudnice nad Labem, Novozakonni motivy

v Ceském vytvarném umeni

Litoméfice, Galerie vytvarného uméni, Uméni frotaZe
Liberec, Oblastni galerie, Umeén/ frotaze

Vlkov, Galerie Sypka, Opravdické obrazy

Valtice, Jizdarna zamku, Velky format (sympozium)
Roudnice nad Labem, Stary zakon v umenf

Praha, Manes, Umélecka beseda 95

Praha, Galerie VSUP, Druha Sypka

(s V. Kokoliou, L. Novakem, W. Reiterem)

Trebi¢, synagoga, Zastaveny cas Il

Praha, Liberiska synagoga, Zastaveny cas Il

Brno, Galerie U dobrého pastyre, Tovarysstvo
malifské (V. Kokolia, P. Kvicala, J. Steklik, P. V.)
Praha, Manes, Tvary tond

Praha, Jizdarna PraZského hradu,

PrirGstky Nérodni galerie

Bratislava, Pismo v obraze

Klatovy, Galerie U bilého jednoroZce, Seda cihla 3
Hamburg, At Hamburg 93 (Galerie Pohlhammer)
Brno, Moravska galerie, Princip serie

Praha, Narodni galerie, Princip serie

Nitra, Dvojstup (ART IN)

Vilnius, Litva, Bilé zboZi

Brno, Galerie Staré radnice, Pismo v obraze
Wiesbaden, SRN, Znak a svédectvi

Munster, SRN, Znak a svédectvi

Sevilla, Spanélsko, Svétlo a duch (v ramci &eskoslo-
venské UCasti na svetové vystave EXPO 92)
Praha, Muzeum hl. mésta Prahy, Znak a svedectvi
Brno, DOm uméni, Mezi kiikem a meditaci

Praha, Emauzy, Horicr ker

Vikov, Galerie Sypka, Nahroubeno — jaro 1991
Kolin, Téma Stalker

Zlin, Statni galerie, Ze souc¢asné kresby

Mnichov, SRN, Znak a svedectvi

Praha, Galerie mladych — U Regickych, Brménsky okruh
Kostelec nad Cernymi lesy, Galerie H, Clenska vystava
spolecnosti Kruh

Brno, Moravska galerie, Souc¢asna ¢eska kresba
Poitiers, Francie, Osm Cechdl

Bonn, SRN, Otevieny dialog

Brno, Dim pand z Kunstatu, Jemelka, Mihlbauer,
Hdla, Vesely, Obrazy, kresby, objekty

Praha, HoleSovicka trznice, Malba a plastika mladych
Miadi ve pri

Praha, Lidovy dim, , 74"

Praha, Paldc kultury, Rockfest

Sovinec, Con amore

Lyon, Francie, Moravsti umélci



1988  Praha, Méstska knihovna, Z novych ziski Nérodn/ galerie
Opava, Kontakty

Brno, Dm panl z Kunstétu, Brnénska malba

Brno, 72 na Pellicové

Poznan, Polsko, Vystava vysledk( mezinarodniho
malifského plenéru

Kostelec nad Cernymi lesy, Galerie H, Hracka
Nishinomiya, Japonsko, Galerie AU, Gallery H Circle
Mélnik, Galerie ve vezi

(s J. Jemelkou a P. MUhlbauerem)

Rennes, Francie, Brnénsti malifi

Osvétim, Polsko, Vystava plakatd

Brno, KfiZzova chodba Nové radnice

Praha, Hajenka 84

Kostelec nad Cernymi lesy, Galerie H, Velka kresba
Brno, KfiZova chodba Nové radnice,

20 mladych absolventi AVU

Praha, Clovék nadi doby

Brno, Dm umeéni, Moravska grafika

1981-87 Brno, DAm uméni, 4 rocniky Biendle tvorby miladych
vytvarniki

Brno, Dm pdnl z Kunstétu, Soucasna ceska kresba
Sumperk, Vlastivédné muzeum,

Miladi umélci Jesenikim

1988

1987
1986
1985

1984

1983

1980
1979

ZASTOUPENI VE SBIRKACH | REPRESENTED IN COLLECTIONS

Narodni galerie v Praze, Moravska galerie v Brng, Muzeum
mésta Brna, Galerie Klatovy-Klenova, Vychodoceska galerie
v Pardubicich, Galerie Hodonin, Ministerstvo kultury, Galerie
Litomé&fice, Galerie H v Kostelci nad Cernymi lesy, Galerie mo-
derniho umeéni v Roudnici nad Labem, SeveroCeska galerie
v Liberci, Galerie AU (Japonsko), Ceska pojistovna, International
Museum Vancouver, Galerie Oldve v Lyonu, Muzeum v Banské
Bystrici, v soukromych sbirkach v Ceské republice, ve Francii,
v Rakousku, v Anglii a v Némecku.
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REALIZACE | REALIZATIONS

2003  Kostel v Hrusovanech u Brna, ndvrhy vitrazi

2002  Kaple ve Vratislavicich, oltafni obraz VzkiiSeni

2001 Kaple ve Vratislavicich, ndvrhy vitrazf

1994  Krajina, Zemédglska pojistovna, Brno,
stuccolustro 300 x 500 cm

1987  Dést, Smutecni siri v Boskovicich,

stuccolustro 850 x 250 cm
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