Mezi nebem a zemi

Vytvarné uvazovani Jifiho Kubového se hned od pocatkii ubiralo cestami oprostovani
od limith tradiéniho obrazu. V rdmci tendence piekrocit determinanty klasického pravouhlého
formatu dospival Kubovy jiz na pfelomu 60. a 70. let k pozoruhodnym feSeni, kdy nosné
formy vyftezaval ven z obrazové plochy, tedy z pozadi. Vzniklé sololitové utvary ocisténé od
vztahil a soundlezitosti k okolnimu malifskému prostoru pak ukotvoval pfimo na neutralni
sténu, kde fungovaly jako vytvarné koédy zobrazovaného tématu. Tyto utvary si bud’to
uchovavaly ptimé vazby k vizualni realité, tzn. byly pojednény realnou malbou (Pocet vrasek
1974) nebo dospivaly k pozvolna silici abstrakei (Neklidna voda 1977), ku prospéchu rostouci
autonomnosti jednotlivych forem. Vytvarna skladba téchto obrazii - tvofena bud’ jednim nebo
vicero sololitovymi utvary-, byla v mnohych ptipadech rozvedena o vstupy lapidarnich prvki
(dfevénych lati, provazka, hiebika atd.), tedy pfedméti divakovi bézné znamych, tim padem
lehce identifikovatelnych a vnimanych ve smyslu jasnych stop pfimé reality. Zminéné
predméty se staly jednou s typickych slozek Kubového jazyka, v jehoz systému funguji jako
zakladni nositelé obsahu. Jejich ¢tenim totiz divdk otevirda komplexni poselstvi daného
obrazu, dekoduje jej a dospiva k skrytému vyznamu.

Dtlezitym ptikladem Kubového rané tvorby je obraz Mezi nebem a zemi z roku 1974,
poprvé jasné uplatiiujici téma dvou zdkladnich elementi: zemé a nebe, zkoumanych
z hlediska vymezeni jejich navzdjem propojujiciho prvku, tedy jakéhosi ,,mostu* mezi nimi.
Uvedeny cyklus lze povazovat za pocatky jednoho z nosnych témat, ke kterému se autor
v pribéhu let Casto vraci a de facto se jej dotyka celou svoji tvorbou. Timto tématem je
problematika dvou protilehlych svéti naziranych z hlediska jejich vzajemné souvztaznosti a
neodd¢litelnosti, tzn. s védomim, Ze existence jednoho jevu je podminéna existenci jeho
protéjSku. Sem patii komplementarita /4y hmoty a lehkosti vzduchu (Ptak a kamen 2004),
protiklad materidalnosti pevnych pfedméth a neuchopitelnosti kapaliny (KIi¢ a voda 1994),
v obecnéji platném méfitku pak bipolarita svéta matérie a svéta ducha (Nebeska brana 1978).

V uvedeném obraze Mezi nebem a zemi ma obrazova skladba (sestdvajici ze dvou
sololitovych tutvari, mezi které je do volného meziprostoru umisténa Zenska figura) povahu
narativniho sdéleni, jehoz vytvarnd forma je stale klasifikovatelnd jako tradicn€ malifska.
Béhem dalSich let vSak Kubovy prochazi postupnou minimalizaci vizualnich prostfedk,
v jejimz ramci ovétfuje obsahovou Unosnost oprosténého zaznamu ve smyslu prizkumu do
jaké miry je mozno formu redukovat, aby si nadale uchovala neseny — pro divéka
srozumitelny — vyznam. Tento proces vyustil v nejpregnantnéj$i feSeni jiz pocatkem
osmdesatych let v cyklu krajin, ¢asto oznaCovanych jako prazdné obrazy. Kubovy v nich na
jedné stran¢ sice ozivuje typ pravouhlého obrazu, na stran¢ druhé tento tradicni fenomén
redukuje natolik razantné, ze z néj zachovava pouze format, tedy obrys. Ten vizualizuje
provazkem napnutym kolem ¢tyt hiebikil natlu¢enych do zdi, takze vysledkem je €isté linie,
organizovana do pravouhlého fadu. Obarvenim jejich urcitych ¢asti Kubovy aktivuje vazby a
symbolické kody odkazujici k zobrazovanému tématu, takZe napt. zelené obarveny provazek
zastupuje horizont zemé¢, zatimco namodralé linie prezentuji nebe (Krajina 1983).

K dal§im variantdm krajné oprosténého obrazu Kubovy dospiva v pribéhu let v mnoha
modifikacich, znichZ podstatné jsou zejména cykly krajin vzniklé o vice nez dvacet let
pozdéji v rozmezi let 2004 az 2006. Jiz dfive redukované schéma zde Kubovy minimalizuje
jeste dal (pfirozené poucen zkuSenosti n€kolika starSich radikéalnich feSeni — napt. Horizont
1992) a skladbu obrazu buduje jen dvojici horizontal, zastupujicich zemi a nebe, v ptipade
vodnich krajin pak dno a hladinu. V navaznosti na ptfedchozi tvorbu (Trava 1983, Sit¢ 1982-
83) do téchto horizontal vsazuje abstrahované utvary, kterymi zobrazované svéty identifikuje.
Jsou to formy odpozorované z krajiny Ceského stiedohoii, krajiny Kubovému diivérné znamé,
- tamé&jSich kopct, rybniki, stromt a lesnich porostl - nebo oblakd, které autor v ramci svého



vytvarného jazyka transponuje do specifickych ttvarti. Timto se znovu otevira vySe uvedené
téma dvou protilehlych prostorii a jejich vzajemného provazani, které na rozdil od rané¢ho
obrazu Mezi nebem a zemi tentokrat artikuluje jiz zcela abstraktnim tvaroslovim, tedy linkou,
kiivkou, vlnovkou, kruhem, segmentem ¢i spiralou (cykly Krajin z let 2004 az 2006).

Zhruba od roku 2006 se v Kubového ateliéru zacinaji objevovat krajiny, ve kterych
spatfujeme odklon od minimalistické vystavby obrazu jako jasny dlsledek zmény ve
vytvarném uvazovani nad timto pfirodnim fenoménem. Kubového zaujeti krajinou v jeji
absolutni podobé (doposud sledované v obecné platnych kategoriich jakymi jsou témata
horizontu, mote, vodni hladiny, nebe) je pozvolna nahrazovano (dopliiovano) zdjmem o
krajinu ve smyslu struktury sloZené z jednotlivosti (stromu, kopcl, udoli, vodnich tok,
rybnikil). Tendence pfiznat tyto slozky si pfirozené vyzadala i zménu obrazové syntaxe.
Striktni paradigma dvou protilehlych horizontal zde Kubovy opousti a staticnost pfedchozich
krajin nahrazuje necekanym rozvolnénim obrazové skladby. Jednota je nahrazena mnohosti,
resp. (s pouzitim pojmoslovi uméleckého historika Heinricha Wolfflina 1864-1945, ktery
v ramci kategorizace uméni vypracoval paradigma protikladnych dvojic), jednota tvorena
jednotou je nahrazena jednotou tvorenou mnohosti; coz v tomto wolfflinovském smyslu
znamend posun od neklasického projevu ke klasickému. Co se uzitého tvaroslovi tyce,
Kubovy v téchto novych krajinach stale cast&ji uplatiiuje formy organického charakteru,
jejichz vzajemné konstelace (komunikace) davaji vzniknout piekvapivym déjim (Velka
krajina 2007, Krajina 2008). Novym prvkem jsou také ptiznané odkazy ke konkrétni realité,
(Hora a dtim 2006, Hora 2006, Cerveny kopec 2007) a zaméfeni na uréitou slozku fenoménu
ptirody, kterou se v posledni dobé stavaji stromy. Ty se v Kubového ateliéru objevuji od
sklonku roku 2007 jako zdatilé vyusténi cesty k jednoté tvofené mnohosti (Stromy 2008).

Kompozi¢niho rozvoliiovani obrazové skladby mélo predstupeit v cyklech vénovanych
fenoménu vody, které v kontextu Kubového vytvarné cesty poslednich let nelze opomenout.
Sem patii obrazy zamétené na silové procesy vznikajici béhem proudéni, obtékani, cefeni i
vifeni vody v jejim pfirozeném prostiedi, v potoce, mofi, rybnice. Pozorovanim téchto déja
Kubovy dospél k zaznamenéavani tokd energii vzniklych uvnitt kapalné ,,hmoty* a to jak
béhem jejiho bézného pielévani tak 1 v disledku pifimého kontaktu s pevnou piekézkou
(Kameny a voda 2006). Dllezitym obrazem vytvofenym v ramci vodnich cykld je obraz
Voda zroku 2005, ve kterém se kromé zminéného tématu objevuje taktéZ problematika
svétla, respektive svételnych tokt, jeZ pii pozorovani vody samoziejmé funguji jako dulezity
Cinitel vizualnich jevll. Kubovy zde dospiva k vyuziti nednové trubice, jejimz vlozenim do
obrazové skladby znovu otevirda problematiku svételnych toku, (feSenych tentokrat v pifimé
souvislosti s toky vody) a zaroven tim ozivuje své experimentalni poCiny s fenoménem svétla
ze 70. let, kdy jako umély zdroj vyuZzival klasické Zarovky.

Dal$im zavaznym okruhem z obdobi po roce 2000 je téma ptakl, ke kterému se
Kubovy vraci v ndvaznosti na star$i obrazy z prvni poloviny 80. let (Ptaci 1983). Aktualni
feSeni, Cerpajici samoziejm¢ ze zkuSenosti jinych paralelné vznikajicich témat, nachazi ve
dvou liniich vytvarného uvazovani. Prvni je zastoupena opros§ténymi obrazy, ve kterych jsou
redukované formy ptakii (navic dematerializované natolik, Ze zlstavaji zachovany pouhé
obrysy) ukotvovany pfiznaén€ ,kubovskym* pfistupem pfimo na st€nu. Skladba téchto
obrazli byva bud’to koncentrovana na velmi minimalizovany tvar (Dva ptaci 2000) a nebo
zmnoZenim a variovanim této formy dovedena aZ na pomezi abstraktni struktury (Ctyfi ptaci
2000, Ptaci 2000). Ve druhé linii tohoto tématu Kubovy vystoupil z mantinelti dvourozmérné
obrazové plochy (stény) a vyfezané sololitové formy zavésil piimo do volného prostoru. K
,vznasejicim se* ptakiim ptipevnil provazky a na jejich konce naprosto lapidarnim zptisobem
ptivazal kameny. Vysledkem je nec¢ekané silny odkaz k zdkladnim principtim svéta pfirody a
jejim zakonitostem, at’ uz se jedna o jevy fyzikalni (ve smyslu zemské ptitazlivosti a tendence
ji ptekonat) nebo o otazky filozofické (véEné touhy po svobode¢).



Pod nazev Mezi nebem a zemi je zahrnut vybér dilezitych tematickych okruht,
kterym se Kubovy vénuje po roce 2000, tedy v obdobi zhruba poslednich sedmi let (mnohdy
samoziejm¢ v kontinuitnim vztahu ke star§im teSeni). Tti z okruhli — krajina (kam patii i
kopce a hory), voda a ptaci - jsou na vystavé v Galerii Brno prezentovany jasné
pfistupy a vytvarna feSeni, k nimZ autor v ramci daného tématu dospél (dospiva). Zbyvajici
témata — mraky, lodé a rybky — jsou na vystavé zastoupeny jen exemplarnimi solitéry strucné
dokumentujicimi $ifi Kubového zabéru. Motivy a témata svych obrazii Kubovy nachazi
v ptirodé, kterou pozoruje s védomim jeji provazanosti a neopakovatelnosti a reflektuje ji
jako dokonaly (lidskému chapani nedosazitelny) systém, ktery je mozné zkoumat exaktnim
pozorovanim d&ji zn& vyplyvajicich. Touto cestou Kubovy nachazi kody k odkryvani
pfirodnich principil, fadd, vazeb a zakonitosti, které transponuje do svych obrazii, ovSem
nikoli jako vytvarny ptepis, ale jako svébytnou artikulaci svého vlastniho vnitiniho fadu,
skrze n€jZ mu je (zpétnou vazbou) umoznéno uvédomit si sebe sama jako nedilnou soucast
onoho souhrnu imoty a energie, ktery nazyvame priroda.

Ilona Vichova — Czako, brezen 2008



Between earth and sky

From the very beginning of his artistic career, Jiri Kubovy has followed paths outside
the borders of traditionalpainting. In his attempts to step beyond the determinants of the
classic rectangular format, Kubovy arrived at remarkable solutions as early as the late
1960’s and early 1970’s. He cut the principal forms out of the picture area, away from the
background. The resulting fibreboard shapes, cleared of relations and affinity with a
surrounding picture space, would then be anchored to a neutral wall, where they embodied
the visual codes of the subject represented. The shapes either maintained their direct
connections with visual reality, i.e.they were painted (The Number of Wrinkles, 1974, page
3), or evolved into gradually escalating abstraction (Restless Water, 1977, page 5), in favour
of a growing autonomy for individual forms. The visual composition of these pictures—
consisting of one or more fibreboard shapes — was often supplemented with simple elements
(wooden laths, strings, nails, etc.), objects with which viewers were familiar, thus easily
identifiable and perceived as traces of direct reality. The objects became trademark
components of Kubovy’s visual language, in a system in which they function as elemental
bearers of content. Reading them, the viewer opens the complex message of the picture,
decodes it and unveils its hidden meaning.

A milestone in Kubovy’s early work was Between Earth and Sky (1974, page 8), in which
the artist employed the subject of the two basic eponymous elements, explored from
the perspective of the linking element, the “bridge” between them, for the first time. The cycle
marks the beginning of one of the artist’s crucial subjects, to which he repeatedly returns,
and something that actually runs through the entire body of his oeuvre. This subject involves
two opposite worlds viewed from the point of their interconnection and inseparability, with
the awareness that the existence of each phenomenon is conditioned by the existence of its
opposite.

This category comprises the complementary natures of the weight of matter and the lightness
of air (Bird and Stone, 2004, pages 34-36), the opposites of the materiality of solid objects
and the impalpability of liquid (Key and Water, 1994, page 19), and in more general terms,
also the bipolarity of the world of matter and the world of spirit (Gate of Heaven, 1978, page
9).

In the Between Earth and Sky picture, the visual composition (consisting of two
fibreboard shapes, with a female figure in the space between them) has the character of a
narrative statement, the visual form of which can still be classified as traditional painting. In
the years to follow, Kubovy’s workunderwent a steady “minimalization” of the visual means,
in which the artist tested the content capacity of a “bare” record, in the sense of the degree to
which a form can be reduced and still preserve a meaning comprehensible to the viewer. The
process culminated in a groundbreaking solution in the early 1980’s, in a cycle of landscapes
often referred to as “blank pictures”. On the one hand, Kubovy revived in them the
rectangular format, on the other he reduced this traditional phenomenon so radically that
only the format — the outline — remained. The outline is visualised by a string stretched
around four nails driven into a wall, the outcome being a pure line organised into a
rectangular order. Colouring parts of the string, the artist activates relations and symbolic
codes referring to the subject: a green string substitutes for the horizon, blue-ish lines
represent the sky (Landscape, 1983, page 11), and so on.

Over time, Kubovy evolved further versions of picture simplified to the maximum, among
which the cycles of landscapes that started almost twenty years later, in 2004-2007 (pages
40—43), appear the most substantial. The artist pared away his already reduced scheme a
layer further (drawing on the experience of his previous radical approaches such as Horizon,
1992, page 18), building the picture composition on a pair of horizontals symbolising earth



and sky or, with water landscapes, bottom and surface. In relation to previous work (Grass,
1983, page 17, Networks, 1982-83, page 13) he inserts into the horizontals abstract shapes
that identify the worlds represented. These forms are derived from the Ceské stiedohort
landscape, with which Kubovy is well-acquainted, its hills, ponds, trees and woodlands, as
well as clouds transposed by the artist,

within his visual language, into specific formations. This re-introduces the subject of two
opposite spaces and their interconnection that, in contrast to the early Between Earth and
Sky, are articulated through a fully abstract morphology: a line, curve, a sinuous line, a
circle, a segment or a spiral.

Around 2006, Kubovy’s oeuvre started to feature landscapes typified by a diversion from
the minimalist composition, a clear consequence of a change in artistic approach to this
natural phenomenon. Kubovy’s involvement with landscape in its absolute form (until then
observed in generally valid categories such as horizon, sea, water surface, sky) is gradually
replaced (even supplemented) by the artist’s interest in landscape as a structure consisting of
individual elements (trees, hills, valleys, watercourses, ponds). The tendency to embrace
these elements naturally necessitated a change in picture syntax. Kubovy abandoned the strict
paradigm of two opposite horizontals and replaced the static aspect of previous landscapes
with an unexpected loosening
of the picture composition. Unity is replaced by multiplicity or (using the morphology of the
art historian Heinrich Wélfflin, 1864—1945, who, within his categorisation of art, formulated
a paradigm of opposite pairs), a unity consisting of unity is replaced by a unity consisting of
multiplicity, which in the sense of Wolfflin’s system means a shift from a non-classic
approach to classic one. As far as morphology is concerned, Kubovy employs more and more
often organic forms in these new landscapes, the constellations (communications) of which
give rise to striking events (Landscape cycles from 2006-2008, pages 47—49, page 57, Large
Landscape 2007, page 52). Other new features are references to concrete reality (Mountain
and House, 2006, page 54, Mountain, 2006, page 55; Red Hill, 2007, page 56) and
concentration on certain components of nature, especially trees. Since the end of 2007, these
have spelt the successful culmination of
a path towards unity consisting of multiplicity in Kubovy’s oeuvre (Trees, 2008, pages 58—
59).

The loosening of the picture composition was preceded by cycles dedicated to water as a
phenomenon, standing out from the artist’s recent work. These pictures focus on the
processes of force arising out of water flowing, encircling, rippling and whirling in its
natural environment, in a stream. sea or pond. Observing these phenomena, Kubovy started
to record flows of energies generated within liquid “matter”, both during its usual movement
and in direct contact with
a solid obstacle (Stones and Water, 2006, page 44—45). An important work created within the
water cycles is Water (2005, page 39) touching upon, apart from the subject, the problem of
light, or streams of light that naturally function as major agents of visual phenomena during
the observation
of water. Kubovy started to use neon tubes, the insertion of which into a picture composition
re-opened the subject of the flow of light (approached here in direct relationship to the flow
of water), at the same time, he resumed his visual experiments with light from the 1970’s,
when he had
employed classic light bulbs as sources of artificial light.

Another major circle in the period after 2000 is connected with the subject of birds, in
which Kubovy picked up the threads of his older pictures from the first half of the 1980’s. The
contemporary approach, drawing on experience accumulated in relation to other topics
explored in parallel, follows two lines. The first is represented by pictures in which the forms



of birds are reduced (dematerialised to the extent that only their outlines remain), and
typically attached directly to a wall. The composition of these pictures is either distilled to a
very minimalist shape (Two Birds, 2000 page 27), or taken to the border of an abstract
structure by the multiplication of the form and its variations (Four Birds, 2000, page 28,
Birds, 2000, page 29). In the second line of approach, Kubovy stepped over the boundaries of
the two-dimensional picture area (a wall) and hung cut-out fibreboard forms in free space.
He attached strings to the “hovering” birds and tied stones to the ends (Bird and Two Stones
2004, page 34, Bird and Stone 2004, pages 35-36). The result is a surprisingly strong
reference to the basic principles of the natural world, be they physical phenomena (gravity
and overcoming it) or philosophical issues (the eternal yearning for freedom).

The “Between Earth and Sky” exhibition presents a selection of the most important
thematic circles to which Kubovy has devoted himself since 2000, in the last seven years
(often in continuity with older pieces). Three circles, landscape (including hills and
mountains), water and birds are showcased in the Galerie Brno in selections concentrated to
demonstrate the essential paths, approaches and visual solutions at which the artist has
arrived within the subjects. The remaining topics (clouds, ships and fishes) are only
represented by solitary examples, briefly documenting the scope of Kubovy'’s art. The artist
finds the motifs and
subjects of his pictures in the wild, which he observes with the awareness of its
interconnection and irreproducibility, reflecting it as a perfect system (inaccessible to human
thinking) that can be researched by exact observation of phenomena resulting from it. In this
manner, Kubovy finds
codes for the deciphering of natural principles, orders, ties and rules that he transposes into
his pictures, not as artistic transcription but as an original articulation of his own inner
order. In return, this order enables him to be aware of himself as an inseparable part of the
totality of matter and energy known as nature.

llona Vichova-Czako, March 2008
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