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Tak co?



Obrazy Daniela Balabana

Motto

»Nejvyssi cas’, pak rekl, ,vyjit z hdje,
pojd, vykro¢ za mnou, nespdli té zdr,
kdyz pridrZis se tésné u okraje,

kde pohasind vyheri zhavych par.”

(Dante Alighieri, Bozska komedie - Peklo, zp. XIV, 141, pieklad Vladimir Mikes)

Daniel Balaban patfi mezi ty umélce, jejichz tvor-
ba se pouze obtizné uchopuje slovy a ktefi se vzpiraji zjed-
nodusenym umélecko-historickym pfihradkdm. Potiebé
totdlni verbalizace neni vsak tfeba zcela podléhat, nebot
jak fikal vyznamny rakousky historik uméni Otto Pacht -
parafrazuje tak uvod Janova evangelia — ,z hlediska déjin
umeéni bylo na po&dtku oko a nikoli slovo”.

V neddvno minulé dobé postmoderny byla obli-
bena predstava, Ze se uzaviraji déjiny a myslitelé ohlasovali
nejrizné;jsi konce - historie, déjin uméni, filosofie, teologie
etc. Z hlediska vytvarného uméni se pfedevsim hovofilo
o ,smrti obrazu”, kterd méla otevfit prostor jinym vytvar-
nym mediim. Leitmotiv tvorby Daniela Balabana souvisi
s predstavou, ze tradi¢ni medium zavésného obrazu dopo-
sud nebylo umélecky vycerpano a ze jeho prostfednictvim
stale dokdze umélec - malif s divdkem komunikovat.

Dfive se Daniel Balaban vénoval sakralnim umé-
nim inspirovanym nadmétdm - tedy tématu zavésného ob-
razu par excellence. Ve svych malbach predevsim citoval,
dekonstruoval, nové interpretoval a také ironizoval obrazy
- objekty Mistra Teodorika.

Také v malbach z poslednich let mizeme nalézt
silné religiézni motivy, ale vice skryté pod povrchem. Umé-
lec zachycuje rozkladajici se industrialni architekturu, ktera
misty vyvolava dojem predpekli. Stejné jako vyznamni lite-
rati popisujici jednotlivé vrstvy” svéta, nds Daniel Balaban
vybavuje priivodci. Na rozdil od Vergilia a Beatrice z Dan-
teho Bozské komedie ¢i Vsudybyla a Mameni z Komenské-

ho Labyrintu svéta a raje srdce viak jde o nepojmenované

mladé muze v Cervené a modré, ktefi prochazi jednotlivy-
mi misty podsvéti. V rozporu se ,skute¢nou” nebarevnosti
primyslové architektury transponuje Daniel Balaban ve
svych obrazech jeji Sedivost a potemnélost do ,jasavé” ra-
zové. Cituje zde Danteho pekelné plameny? Nebo se snad
divdme skrze Komenského riizové bryle mameni?

Rozkladajici se fragmenty industridlnich objek-
tl postupné pohlcuje pfiroda (Na troskdch — 2007, Brizy
- 2007), kterd nakonec zcela prevladne (V lese I. — 2007 a
predevsim V lese Il. — 2007). Opét nam tak umélec klade
daldi otazky. Mdme tomu rozumét tak, Ze industridlni ob-
jekty souvisi pouze s lidskym kratkodechym radem, ktery
prekryje pfiroda jakozto fad dlouhého trvani — vé¢nosti?
Anebo snad racionalni, na prvni pohled usporadana pri-
myslova architektura v sobé latentné skryvéa chaos, ktery
prekryva naopak na prvni pohled chaoticky, ale vnitiné vy-
vazeny kosmos pfirody? Na obraze Diskobolos (2007) mezi
bortici se infernalni hmoty umistuje Myrénovu sochu jako
symbol trvalosti uméleckého radu. Historika uméni ihned
dnes nikdo znat z autopsie, nebot jej zname pouze z popi-
sU a pozdéjsich fimskych kopii. Snad tim tedy autor pfipo-
mind, Ze forma vytvarného dila nemusi zaviset na hmoté
artefaktu samotného.

Vyznamna dila historie vytvarnych uméni Daniel
Balaban citoval jiz dfive, Slo viak spide o dila sttedovéka -
zminovaného Mistra Teodorika, Mistra Treboriského oltare
a dalsi. Myrén(v Diskobolos, ¢i David Michelangela Buona-
rottiho patii naopak k typickym pfikladiim klasického po-
jeti uméni a uzaviené formy v sochafrstvi. V tancich Zivota
autor vyznamové prevraci motivy Dances macabres - Tan-
¢l smrti, oblibenych v rané novovékém uméni.

Namétové také Daniel Balaban tézi z ,klasickych” témat
malifské moderny na prelomu 19. a 20. stoleti, kdy se
umélci vymezovali oproti ,vysokym syzetim"“ oficidlniho
malifstvi, péstovaného na akademiich, zdanlivé banalnimi
vyjevy z cirkus(, varieté a podobné. Zcela explicitné autor




odkazuje na modré a rlizové obdobi v tvorbé Pabla Picassa
(Klauni podle Picassa - 2007), jehoz hutné formy zde vsak
rozklada témér do abstraktnich tvard. Kejklifi v Balabanové
pojeti ovsem nejsou rozverni, nebavi publikum, neposky-
tuji kratkodobé rozptyleni, spise naopak sami balancuji na
hrané existence - nejvyraznéji v Provazochodci (2008).

Podle svatého Augustina mizeme osobnost ¢lo-
véka spatfit v jeho obliceji a ve figurativnim zobrazeni pfi-
rozené predstavuje lidska tvaf hlavniho nositele vyrazu.
V obrazech z poslednich let Daniel Balaban oblicej svych
postav spiSe zastird. Pomineme-li tradi¢ni portrét (Hvéz-
ddr — 2008), ,existencidlni” modlitbu (Modlitba - 2007) ¢i
oficialni masku Buddhy Sakjamuniho (Buddha - 2008) zjis-
tujeme, ze hrdinové Balabanovych obrazli pred ndmi svoji
tvar, potazmo, emoce skryvaji. Manekynské déti - figuriny
dokonce zcela ,ztratily hlavu” (Déti — 2006).

Mohli bychom si tedy klast dalsi otazky. Pro¢ to dé-
laji? Nevédi o pfitomnosti divaka nebo recipienta ignoru;ji?
Stydi se pfed nim? Skryvaji pfed nim tajemstvi? Nejde také
o to, Ze pokud skryté formulaci,,odkryjeme” ztrati charak-
ter tajemna?

Takto bychom mohli pokracovat a otazky dale fe-
tézit, ale jak jiz bylo feceno na uvod ,na pocdtku bylo oko
a nikoli slovo” - nechme ho tedy pracovat.

Jifi Pometlo

The Paintings of Daniel Balaban

Motto

Then said he: It is time now to abandon

The wood; take heed that thou come after me;
A way the margins make that are not burning,
And over them all vapours are extinguished.”

Dante Alighieri: La divina comedia — Inferno, XIV, 141 /translation Henry W. Longfellow/

Daniel Balaban is one of those artists whose work
is transformed into words only with considerable difficul-
ties and who refuse to be placed within the simplifying
confines of categories invented by art history. It is however
in no way necessary to yield to the need of total verbali-
zation, since, as the prominent Austrian art historian Otto
Pacht said - paraphrasing the opening lines of Gospel of
John - from the standpoint of art history, it was the eye
rather than the word that was in the beginning”.

In the recent period of postmodernism the idea
of the history coming to a close became popular and va-
rious thinkers announced several ends - ends of history in
general, history of art, philosophy, theology, etc. When it
came to visual arts, the ,death of easel painting” was the
most frequent subject of discussion and was supposedly
meant to make space for other visual media. The leitmotif
of Daniel Balaban’s work is related to the idea that the tra-
ditional medium of easel painting has not been artistically
exhausted yet and is still a viable means of communication
between the artist - painter and his audience.

Daniel Balabéan previously dedicated his work to
motifs inspired by church paintings - an easel painting mo-
tif par excellence. In his paintings he chiefly cited, decon-
structed, reinterpreted paintings - objects of Master Theo-
doric of Prague and subjected them to ironic treatment.

His paintings from recent years also show strong religious
motifs, these are however hidden deeper beneath the sur-

face. The artist captures the decomposing industrial ar-




chitecture which is in places reminiscent of Limbo. Much
like prominent authors of literature describing the indivi-
dual layers” of the world, Daniel Balaban provides us with
guides for the journey. Unlike Virgil and Beatrice from Dan-
te’s Divine Comedy or Searchall Ubiquitous and Delusion
from Labyrinth of the World and Paradise of the Heart by
Comenius, these guides are nameless young men clad in
red and blue, passing through the individual locations in
the underworld. In contrast with the ,actual” lack of colour
of the industrial architecture, Daniel Balaban transposes it
bleak grey tones in his paintings into ,ecstatic” pink. Does
he thereby cite Dante’s flames of hell? Or is it a view throu-
gh Comenius’ pink spectacles of deception?

The decomposing fragments of industrial ob-
jects are gradually swallowed up by nature (On the ruins
- 2007, Birches - 2007) which ultimately prevails comple-
tely (In the wood I. - 2007 and, in particular In the wood
Il. - 2007). The artist thus poses more questions. Are we to
understand this as a way to express that the industrial ob-
jects are only related to the short-term human order which
will be covered up by nature, being the long-term order
- the eternity? Or could it be that the rational, at first sight
highly ordered industrial architecture holds within a latent
chaos, covered by, at the first sight chaotic, but internally
balanced cosmos of the nature? The Discobolus (2007) pa-
inting has Myron'’s statue placed amongst the collapsing
infernal matter, as a symbol of enduring artistic order. An
art historian will immediately realize that the aforementi-
oned sculpture, ,a classic amongst classics” is a work of art
no one can know from personal examination, as all that is
known about it comes from descriptions and later Roman
copies. It might mean that the author reminds us in this
way that the form of a piece of art is not dependent on the
material from which the artefact is made.

Daniel Balaban did refer to prominent works of art
before, however, these were mainly works of art origina-
ting in the Middle Ages - such as works by the aforementio-
ned Theodoric of Prague, Master of the Altar of Trebori and
others. Discobolus of Myron or David of Michelangelo Bu-
onarotti are, on the other hand, typical examples of classic
approach to art and closed form in sculpture. In the Dances
of Life, the author reverses the motifs of Dances macabres
- Dances of Death, a popular theme of the early modern
art.

Daniel Balaban also draws on ,classical” motifs of modern
art at the turn of the 20th century when artists strove to
distance themselves from the ,exalted themes” of official
painting as it was taught in the academy, by employing
seemingly trivial scenes from circus, vaudeville and others.
The author makes an entirely overt reference to the Blue
and Rose periods of Pablo Picasso (Clowns from Picasso -
2007) whose solid forms are nevertheless decomposed
into nearly abstract shapes. Balaban's jugglers are however
not hilarious, they do not amuse the audience or provide
short-term distraction, on the contrary, they struggle for
balance on the very edge of existence - this is most clearly
visible in Ropedancer (2008)

According to St. Augustine, personality of man is
reflected in his face and, in figure painting, human face be-
comes a natural bearer of expression. In the recent years,
Daniel Balaban tends to cover the faces of figures in his pa-
intings. If we put aside the traditional portrait (Stargazer
-2008), the existential” prayer (Prayer — 2007) and the offi-
cial mask of Shakyamuni Buddha (Buddha - 2008) we find
out that the protagonists of Balaban’s paintings hide their
faces, and thus emotions, from us. The mannequin children
even lost their heads” entirely (Children — 2006).

We could therefore ask ourselves further questi-
ons. Why do they do that? Are they unaware of the pre-
sence of the audience or do they ignore the spectator al-
together? Are they ashamed? Are they hiding their secrets
from the audience? Could it be that once what is hidden
beneath the formulation is uncovered, the mystery is lost?

We could go on like this and add to the chain of
questions, but, as was already said earlier, it was the eye
rather than the word that was in the beginning” - let us
therefore leave the eye to do its work.

Jifi Pometlo






~1ak co?”
Rozhovor Petra Pivody s Danielem Balabdnem

Nazev Vasi vystavy v Besedé ,Tak co?” je docela provo-
kativni. Co jim myslite?

Nazev je jisté provokativni, ale ne jenom provoka-
tivni. Provoco v latiné ve smyslu néco vyvolavat, se podle
mého soudu docela hodi na vystavu obraz(. Je diilezité jak
se ten nazev vyslovi. Bohuzel ndm to psana fec¢ bez dalsi-
ho kontextu pfilis nenapovi. Miizete ho tedy vyslovit jako
vyzvu k zaujeti postoje, nebo jako arogantni - ,myslete si
o tom ,co chcete” nebo Utésné - ,nic si z toho nedélejte a
nelitujte toho”, nebo tfeba jesté jinak.

Zda se, ze patfite mezi,tézko uchopitelné” a nesnadno
zaraditelné umélce. Jste stejného nazoru?

Myslim, Ze kazdy skute¢ny umélec byl a je tézko
zafaditelny. Postavit se do fady jde proti tvlr¢i svobodé
a imaginaci. Uchopit néci dilo je také opravdu nesnadné.
Pokud vim, tak se o to dnes malokdo pokusi. Véetné teo-
retikd uméni. Je to tézky proces, ktery vyzaduje cas, vhled,
trpélivost, odvahu i pokoru. Dilo je dnes uchopovéano pre-
devsim utilitdrné s komercnimi zfetely, aniz by se jeho sku-
te¢ného charakteru nékdo dotknul.

Jak by jste charakterizoval svou posledni tvorbu?

Je nesystematicka. Paralelné vznikaji dosti odlisné véci.
Svymi obsahy v3ak gravituje kolem urcitych spole¢nych té-
mat. Napfiklad kolem tématu vyrovnavani se s kone¢nosti
individudlni existence v kontextu déjin spolec¢nosti i kos-
mu. V obrazech jsou v juxtapozicich nové kontextualizova-
ny archetypy. Na hranach téchto kontrastl vznika ironie,
kterad to marné a nefesitelné pomaha vyslovit.

Jste vysokoskolsky pedagog. Co se snazite pfedat svym
studentim. Co od nich na oplatku o¢ekavate?

Snazim se tém, ktefi chté&ji, ukazat jak vidim véci
sam. Jak o svété premyslim a jak to vizualizuji. Snazim se
pochopit jejich schopnosti a danosti a na zakladé toho je
nasmérovat na jejich vlastni cestu hledani. Také se jim po-
kousim otevfit dila umélc(, kterd mé oslovuiji, a ktera pova-
Zuji za podstatnd. Na oplatku nic neocekavam. Véfim vsak,
Ze investovana energie do vyuky se nékde, ne tfeba hned,
né&jakym zpUsobem projevi a pomUze polidstit odcizenou
spole¢nost. Umélci pfinesou nova, prekvapiva feseni.

Jak dlouho Vam trva cesta od namétu k realizaci obra-
zu?

To je rGzné. Netvoril jsem nikdy moc lehce, proto-
Ze jsem nedrzel zadny pevny vytvarny styl a nemél predem
vypracovanou metodu, jak obraz namalovat. Proto nepra-
cuji v sériich a kazdy obraz by mél byt sam o sobé vypové-
di. PGvodni ndpad, predstava, se v procesu prace na obraze
upfesiiuje a méni.

Co fikate soucasnym tendencim ve vytvarném uméni?

Soucasné uméni se snazim sledovat. Diverzifiku-
je do raznych véd a socialnich disciplin. Popasa a prehra-
buje se ve vécech jiz vytvofenych a reedituje je ve smyslu
postprodukce. Pouzivda metod advertizmentu. Ma mnoho
spolec¢nych rysu s reklamou. Zrusenim informacnich bariér
a dostupnosti pohybu po planeté se kultura zdanlivé riiz-
noroda dostredivé smrskava. Tradi¢ni umélecké discipliny
jako malba, sochafstvi a grafika hledaji zbésile nové zpu-
soby diskreditace sebe samych ve snaze ziskat novy kredit.
Témto tendencim se umélec vyhnout nemuze, ale nemusi
je védomé sjizdét.

Poradte divakim jak by méli,,cist” Vase obrazy. A nejen
ty na vystavé.

Jako kazdé jiné vizualni dilo. Pfistoupit k nému ne-
predpojaté a viimat si jeho stavby. Kompozice, barevnych
hodnot, figurace a gest, symbolického vyznamu a kontextu
jednotlivych prvkd. Udélat si ¢as a obrazy skute¢né prohli-
zet, nékdy i opakované. To je hodné obecné, ale véfim, ze
koho obrazy zaujmou, ten si zpUsob jejich ¢teni najde.



»50 What?“
An Interview with Daniel Balabdn by Petr Pivoda

The name of your Beseda exhibition,So what?” is quite
provocative. What did you mean by that?

The name certainly is provocative, but that is not
all it is. Provoco in Latin means to provoke, excite some-
thing, which in my opinion is quite an adequate name for
an art exhibition. The way the name is pronounced is also
important. Unfortunately, this is not easily deduced from
the written form. You could pronounce it as a challenge for
someone to express their opinion or in an arrogant way -
+~who cares about what you think about the whole thing”
or the comforting -,don‘t let it get to you and don‘t regret
anything”, or maybe in yet another way.

It would appear that you belong to those artist that
are ,hard to grasp” and difficult to place. Would you
agree?

| believe that every true artist was and is diffi-
cult to place. Going with the flow is direct contradiction to
artist's freedom of expression and faculty of imagination.
It is also really difficult to truly grasp someone’s creation.
As far as | know, few even try nowadays. This includes art
theorists. It is a demanding process which requires time,
insight, patience, courage and humility. A work of art no-
wadays is grasped primarily in a utilitarian manner, with
commercial respects in mind, without ever touching upon
its true character.

How would you characterize your latest work?

It is not systematic. Different things are created in
parallel. The contents however gravitate towards certain
common themes. One of such themes is for instance the
coming to terms with finality of individual existence in the
context of social history and the universe. In the paintings,
archetypes are put into new contexts by means of juxtapo-
sitions. On the edge of these contrasts an irony emerges,
which helps in verbalizing that which is vanity and which
is without solution.

You are a university teacher. What is it that you are
trying to pass on to your students? What do you expect
of them in return?

To those who are interested | try to show the way |
see things myself. The way | think about the world and the
way | visualize these thoughts. | try to understand their abi-
lities and talents and based on those to point them in the
direction of their own quest. | also try to open for them the
works of artists that speak to me and which | consider sub-
stantial. | do not expect anything in return. | nevertheless
do believe that the energy | invest in teaching will come
out somewhere, in some way, though maybe not imme-
diately and will help to humanize this estranged society.
Artists will come up with new, surprising solutions.

How long does the journey from an idea to a finished
painting take you?

It depends. Creation was never an easy process for
me, as | never stuck to a strictly defined artistic style and
never had the method of painting ready before | started
working. That is why | do not create series of works and
each painting should be a message in itself. The original
idea, or mental image changes and becomes more specific
during the process of painting.

What is your opinion on the current developments in
visual arts?

| am trying to follow contemporary art. It diver-
sifies into various sciences and social disciplines. It feeds
upon and browses through things that have already been
created and re-edits them in the manner of post-producti-
on. It employs the methods of advertising. It has many fe-
atures in common with advertisements. By eliminating the
information barriers and making simple transport across
the planet available, the seemingly varied culture shrinks
and gravitates towards the centre. Traditional art discipli-
nes such as easel painting, sculpture and graphic art are
frantically searching for ways to discredit themselves in an
attempt to acquire some sort of new credit. An artist can-
not escape these tendencies but does not have to pursue
them on purpose, either.

Would you mind sharing a piece of advice with your au-
dience as for the way to ,read” your paintings. And this
is not limited to those currently exhibited.

They should be read much like any other work of
visual art. They should be approached without prejudice
and their structure should be noted. Composition, colour
values, figures and gestures, symbolic meaning and con-
text of the individual elements. People should take their
time to truly look at the pictures, sometimes repeatedly.
This is very general, but it is also my belief that those who-
se interest will be aroused by the paintings will find a way
to read them as well.
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Klauni, podle Picassa
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Doc. Daniel Balaban
*20.9. 1957 v Sumperku

Studia / Studies
1979 - 1984
2004

Akademie vytvarného uméni, Praha (prof. F. Jiroudek)
Habilitace na Akademii vytvarného uméni, Praha

Samostatné vystavy - vybér / Solo exhibitions - selection

2008
2006
2005
2001

2000
1998

1997

1996

1995

1993

1992

1991

1990

1989
1987
1985

Obrazy, Galerie Beseda, Ostrava

Ddm umeéni mésta Brna, Brno

Galerie Langlv dim, Frydek-Mistek
Vystavni sift Sokolska 26, Ostrava

Galerie Via Art, Praha

Galerie vytvarnych uméni, Ostrava

Vystavni sifi Synagoga, Hranice

Odpich, Galerie Langlv diim, Frydek-Mistek
Galerie Via Art, Praha

Vystavni sifi Sokolska 26, Ostrava

Galerie Felixe Jeneweina, Kutna Hora
Galerie mésta Blanska, Blansko

Galerie Langlv ddm, Frydek-Mistek
Moravska galerie - Prazakav palac, Brno
Galerie Fiducia, Ostrava

Galerie mladych, Brno

Galerie Vaclava Spaly, Praha

Galerie vytvarnych uméni, Ostrava
Nebezpecné zndmosti, Ostravské muzeum, Ostrava
Galerie Caesar, Olomouc

Galerie Tiller fur modern Kunst, Viden, Rakousko
Studio mladych, Opava

Tésinské divadlo, Cesky Tésin

Galerie Pod podloubim, Olomouc

UKDZ, Praha

Obvodni kulturni stfedisko, Praha-Blatiny
Burza, Praha Strasnice

D0am kultury, Orlova

Spolecné vystavy - vybér / Group exhibitions - selection

2006

2005

2003

2002

2001
2000

1999

Sbirka Richarda Adama, Wannieck Gallery, Brno

OVA 95 - 05, Galerie vytvarnych uméni, Ostrava

IBCA 2005, Mezinarodni bienale sou¢asného uméni 2005, Narodni galerie, Praha

Nové pfirdstky sbirek Gal. Felixe Jeneweina mésta Kutné Hory z let 1996 - 2004, Galerie vytvarného uméni,
Ostrava

Utitel a zak, Galerie Cerveny kostel, Hluéin

Ostravska uderka, Galerie mésta Plzné, Plzen

Soucasny akvarel, Galerie U dobrého pastyre, Galerie Kabinet - Brno, Galerie Caesar - Olomouc
Hochsztaplerzy i autsiderzy..., Gérnoslaskie centrum kultury - Galerie Sektor 1, Katovice, Polsko
Nové pfirdstky sbirek GFJ z let 1996 - 2001, Galerie Felixe Jeneweina, Kutna Hora

Czescy autsiderzy, Galerie Arsenal, Bialystok, Polsko

8 z Ostravy, Galerie Caesar, Olomouc

Via Dolorosa / Cesta utrpeni, Vytvarné centrum Chagall, Ostrava

Sito, Galerie Caesar, Olomouc

Portrét 2000, Galerie U bilého jednorozce, Klatovy

Na volné téma...ale k véci, Galerie Vaclava Spaly, Praha

Via 2000 / Projekt 2000, Galerie Via Art, Praha

Konec svéta, Palac Kinskych, Praha

Podlahova OPEN 1999, Katedra vytvarné tvorby PdF OU Ostrava



Ptirozeni po X letech, Antikvariat Cerny pavouk, Ostrava
IIl. Novy zlinsky salon, Dm uméni, Zlin
1998 Os & trava, Muzeum Vojtécha Lofflera, Kosice, Slovensko
Ostrava umjeni...?, Galerie vytvarnych uméni, Ostrava
Ostrava umjeni...?, Galerie Manes, Praha
1997 Snizeny rozpocet, Galerie Ménes, Praha
Novozakonni motivy v ¢eském uméni 20. stoleti, Galerie uméni, Karlovy Vary
Kolmo k ose, Ostrava
1996 V prostoru 20. stoleti, Méstska knihovna, Praha
Autosalon, Cerna louka, pavilon C, Ostrava
Novozakonni motivy v ¢eském uméni 20. stoleti, Galerie moderniho uméni,Roudnice nad Labem
I. Novy zlinsky salon, D4m uméni, Zlin
1995 ZkuSebni provoz, Galerie Manes, Praha
Starozdkonni motivy v ceském uméni 20. stoleti, Galerie uméni - Karlovy Vary,
Galerie moderniho uméni - Roudnice nad Labem
Balaban, Horak, Kalhous, Tésinské divadlo, Cesky Tésin
1994 Symbols of three Generations, Galerie mésta Katovice, Polsko
1993 Via crucis, Strahovsky klaster, Praha
Jakub a andél, Galerie Manes, Praha
Seda cihla 34/1993, Galerie U bilého jednorozce, Klatovy
1992 Staroméstska radnice, GHMP Praha
PreSparty 92, Ostrava
Vlylet do postmoderny, Bratislava, Slovensko, Brno
Nebezpecné znamosti, Ostravské muzeum, Ostrava
Dopétatficeti, Nova sin, Ostrava
1991 Kontrast 90, Ostravské muzeum, Ostrava
Junge Kunst der 80er Jahre aus der Tschechoslowakei, Galerie der Kiinstler, Mnichov, Némecko
Znak a svédectvi, Muzeum hl. mésta Prahy
Zamek Kroméfiz
Galerie Finkenstrasse, Mnichov, Némecko
Kiinstlerische konfrontationen, Torun, Polsko
Soucasné ¢eské uméni, Taiwan museum of Art, Taiwan
1990 Soucasné ¢eské umeéni, Soul, Korea
Skupina Prirozeni, Divadlo Antonina Dvoraka, Ostrava
Neocelové srdce republiky, Vystavni sifi V. Wiinsche, Havifov
Mladi ¢esti malifi, Budapest, Madarsko
1989 Otevieny dialog, Vinohradska trznice, Praha
Popis jednoho zapasu (Ceska vytvarna avantgarda 80.let), Galerie vytvarného uméni - Roudnice n.
Labem, Galerie vytvarného uméni - Cheb, Galerie uméni - Karlovy Vary, DGm uméni v Opaveé,
Orlickd galerie - Rychnov n. Knéznou
1988 Rockfest 88, Ostrava
Skupina 5 + 3, Lidovy dlim, Praha
Pre$party 88, Muzeum SRR 88, Presov

Zastoupeni ve sbirkach / Participation in collections
Narodni galerie, Praha
Galerie hlavniho mésta Prahy
Galerie vytvarnych uméni Ostrava
Moravska galerie, Brno
Wannieck Gallery, Brno
Galerie Felixe Jeneweina, Kutna Hora
Muzeum Beskyd, Frydek- Mistek
V soukromych sbirkach v Cesku a na Slovensku.

Od roku 1993 do roku 2007 ved| ateliér malby na KVT PF a od roku 2008 vede Katedru malby na Fakulté uméni Ostravské
univerzity.

Autor Zije a pracuje v Ostrave.
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