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SVEDKOVE TRVANI
SOCHARSKA TVORBA JIRiHO KACERA

Neostentativné a s naprostou samozirejmosti urc¢uji sochy Jiriho Kaéera dimenzi prostoru
i ¢asu, kdekoliv se ocitnou. Jako by byly od vék pravé tam, kde jsme se s nimi pravé setkali.

Za touto samozfejmosti a tichosti se ale skryva dlouha cesta umélce k individualnimu
sochafskému vyrazu, ktery dnes neatakuje dramati¢nosti ¢i velkoleposti dynamickych forem,
ale kifehce oscilujici modulaci povrchu vyzyva k soustfedéni a oéistnému ponoru.

Zacatky orientace ve svété vytvarného umeéni jsou pro Jifiho Kaéera spojeny se sklonkem
60. let, kdy vstoupil do u¢ebniho oboru Stukatér v Uméleckych femeslech v Praze.

Byla to doba, kdy éeské vytvarné uméni vyrovnalo b&hem let Sedesatych vici evropskému
vytvarnému déni své ztraty zptisobené Serem stalinskych let padesatych a kdy jesté nase nejen
vytvarna obec netusila, Ze by se na tom mélo znovu v budoucnosti cokoliv v negativnim
smyslu zménit.

Ceska vytvarna scéna byla velmi pouéena, ale jiz svébytna a velmi aktivni. Obzvlasts
Prahou prosla fada zahraniénich vystav a bylo v ni také mnoho vystavnich prostor, kde se
prezentovala soucasna ¢eska vytvarna tvorba. VSechny tyto aktivity se vSak ¢asem nesoustiedovaly
pouze v Praze, ale zcela samoziejmé postupné vznikala i dalsi pritazliva centra vytvarného Zivota
s neoby¢ejné zajimavymi aktivitami — Hluboka nad Vltavou, Jihlava, Olomouc, Louny, Liberec,
Brno, Zlin (tehdy oviem Gottwaldov).

Mlady adept socha¥stvi mohl v roce 1967 v Praze v ULUVu vidét Vijstavu mladgch ‘67, v Manesu
pak vystavu Socha a kresba, ktera uvadéla takova sochafska jména jako Z. Fibichova, M. Chlupagé,
manzelé Janouskovi, E. Kmentov4, Z. Palcr, V. Preclik, Z. Sekal aj. Mimofadnou akei téhoZ roku
byl 1. praZsky salén probihajici v Bruselském pavilonu. Tehdy tu neschézelo snad zadné vyznamné

jméno &eské vytvarné scény. Ve Spalové galerii v Praze, vedené Jind¥ichem Chalupeckym,

probihala v Fijnu vystava péti sochati. Pfedstavili se na ni E. Kmentova, F. Pacik, V. Prachaticka,
D. Vinopalova a O. Zoubek. O tom co se déje na ¢eské vytvarné scéné, o soubéznosti, ¢i kontroverzi
tendenci nebo osobnich vytvarnych nazora se zaéinajici umélec mohl dozvidat i z periodik,

jako byla Vijtvarnad prdce nebo Vijtvarné uméni. I dalsi dvé 1éta stravena v Praze umoznila Jifimu
Kacerovi vstiebavat inspirativni atmosféru oteviené vytvarné scény poskytujici mnoho popudi
pro hledani vlastni umélecké cesty. Vystava Artchemo 68 rekapitulovala vysledky setkani
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tradi¢niho socha¥fstvi s modernimi technologiemi a materialy. V Manesu byla zp¥istupnéna
mimo¥Fadné vyznamna vystava Nova citlivost, na niz se vyrazné prosazoval silici proud domaci
geometrické abstrakce. V nékolika prazskych vystavnich sinich pak probéhla velka p¥ehlidka
ceskoslovenského mali¥stvi k 50. vyroéi vzniku republiky. Vroce 1968 se uskuteénilo také nékolik
rozsahlejsich rekapitulujicich vystavnich akci, jakoby v pfedtuse véci pFistich, jako by doba méla
potifebu vtisknout se do paméti, vytvofit zasobu inspiraci a prozitkd pro hubena léta. K takovym
patfila i expozice t¥i set maliia, sochait, grafiki péti generaci k vySe uvedenému vyroci.
Pf¥ichéazel ¢as, kdy umélci skute¢né hodni toho jména budou nuceni stdhnout se do svych ateliért
avystavni siné obsadi autofi pro novou nastupujici oficialitu p¥ijatelni. Imanentni umélecky
pohyb se pfestava odehravat na oteviené scéné, ale pokracuje v soukromi pratelskych okruhu
umeélci.

Do té doby byla oteviena ¢eska vytvarna scéna velmi pestra a uplatnovala se na ni fada
vytvarnych tendenci v nékolika generacich umélct riznych vychodisek. Rozhodujici roli v nasem
vytvarném déni hrala, v podstaté bez zFetelného preruseni, tvorba spoléhajici na klasické
vytvarné prostfedky, jejimz koneénym a podstatnym vysledkem je artefakt. Jeho formalni rysy
ve shodé s nazorovym pluralismem moderniho vytvarného uméni, zejména od poéatku 60. let,
nebyly pfedem dany Zadnymi stylotvornymi naroky. Zd4a se, Ze rtiznorodé projevy Eeského uméni
spojovaly pfedevsim obsahové zretele, které ostatné az osudové charakterizuji, n€kdy ovsem
i silné limituji, ¢eské umeélecké prostiedi v celé historii moderny.

V dobé, kdy se v Praze seznamoval Jifi Kacer se Stukatérskym Femeslem, to je po poloviné
60. let, se na nasi vytvarné scéné dirazné prosazovala fada umeélci orientovanych k figurativni
tvorbé nejvice inspirované svétové vzedmutou vlnou pop-artu a nové figurace. Jejich mladicky
nesentimentalni zajem o lidsky svét vytvarnou tvorbou vyjevoval situaci élovéka v kfivém zrcadle
sarkastickych vizi, v atoénych absurditach, v groteskni nadsazce. Ceskou vytvarnou scénu
prekvapovali nejen pfimocarosti a bezprostfednosti, nesmlouvavym tGtokem na emoce divaka,
ale také védomym ruSenim vazeb s mezivdleénou avantgardou, s kubismem a surrealismem.
PfinaSeli smich a Skleb, relativizovali systémy hodnot. Jejich elan strhaval za sebou i nékteré
umélce starsi generace. Jak se fenomén nové figurace nakonec jevil v c¢eském prostredi, zkoumala

vystava instalovana v Praze a poté i v Brné pod stejnym titulem Novd figurace béhem roku
1969. Tady se jisté mohl Ji¥i Kacer setkat s tvorbou Fady sochafd, ktefi byli tak ¢i onak dotéeni
jejim vlivem. Byla tu napriklad dila Miloslava Chlupéace, Véry a Vladimira Janouskovych,

Evy Kmentové, Petra OrieSka, Jana Hendrycha a dalSich.

Jesté stale s plnou tvardi silou se ovsem také na téZe scéné projevovali umélci, jejichZ vzestup
je spojen jiZ s prvni polovinou let Sedesatych a navratem ¢eského vytvarného uméni do souvislosti
vyvoje evropského moderniho uméni, tedy z okruhu vytvarnych skupin jako Trasa ¢i UB 12.

I pro né byl problém situovani ¢lovéka ve svété a figury ve vytvarném uméni ustfedni otdzkou
tvorby. Jeji koFeny vSak tkvély pfedev§im v modernistické tradici evropského a ¢eského umeéni
t¥icatych a ¢tyFicatych let. Neni ovSem také moZné opomenout, Ze se v celkovém obraze ¢eského
vytvarného uméni, jak se jevi ve druhé poloviné 60. let, stale jeSté uplatiiovaly velmi vyznamné
a dlouho dominantni proudy informelu a strukturalni abstrakce.

Ji¥i Kacer opousti Prahu v roce 1970 a odchazi na St¥edni primyslovou $§kolu kamenickou
a socha¥skou, slavnou ,,Sutrarnu®, do Ho¥ic v Podkrkonosi. P¥ichazi ¢as, kdy prazské prostiedi
ztraci svou Zivost a inspirativnost. V kdysi respektovanych vystavnich sinich se jesté objevi
nékolik vystav hodnych pozornosti, ale skute¢né tvirei déni se znovu presouva do ,,bezpeci®
ateliért. Kona se sice Socharské setkdni ve Vojanovych sadech, ale tam se jiZ povinné objevuji
ijména jako Hana, Simota, Krysttfek, Svoboda... Naproti tomu studenti hotické $koly maji
kdykoliv pFistupnou stalou expozici sou¢asného, nejen €eského, socharstvi pod Sirym nebem
na navrsi Gothard, kde jsou umistény vysledky étyf dosavadnich mezinarodnich socharskych
sympozii, jejichZ dalsi pokraéovani zastavila §ed pFrichazejici normalizace. Jsou tu dvé sochy
od Ladislava Zivra, kdysi ¢lena Skupiny 42, je tu Provensdlské mésto a Spici mésto od Vladimira
Preclika, Stéla od Zdeny Fibichové, Hladina Zdenka Simka, nebo Apollo 11 Frantiska Pacika, ale
i socha jednoho z budoucich Kacerovych uciteld na prazské Akademii Jitiho Bradacka. Soudoby
sochatsky projev na Gothardu reprezentuji i dila umélct ze zahraniéi, z Némecka, Francie, Italie,
nékdejsi Jugoslavie, ale i z Velké Britanie a Kanady. Jifi Kacer jisté tehdy netusi, Ze bude jednou
tim, kdo se zdsadnim zpisobem zasadi o to, aby byla hoticka sympozia v roce 1989 obnovena
a Ze jeho Fragmenty najdou na Gothardu své misto vroce 1993.

MARCELA, 1981, laminét, Zelezo / laminated plastic, iron, 180 x 175
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Horicka 8kola dala Jifimu Kacerovi dokonalou znalost socha¥ské prace s kamenem,
predevsim piskovcem, ziskal tu i zaklady znalosti potfebnych k restaurovani kamennych soch,
které pak jeSté rozvinul béhem studia na prazské Akademii, aby se stal posléze jednim
z respektovanych odbornika v tomto specifickém restauratorském oboru.

Béhem pobytu v HoFicich jisté nebylo mozZné nesetkat se s odkazem dila Josefa Wagnera,
ktery v HoFicich studoval a také pozdégji Zil. Pat¥il k silné generaci zakt Stursovych,
Gutfreundovych a Spanielovych, jejichZ umélecky odkaz osobité rozvinul. Jeho tvorba vyrazného
lyrického tonu, inspirovana stavy pFirody, plynutim vody i tvary kameni a skal, oslovovala
formovou erudici, prostorovou fantazii a schopnosti kifehké modelace. Wagner byl rovnéz
uznavanym restauratorem, své schopnosti a cit pro material osvéd¢il p¥i restaurovani rady dél
MatyasSe Bernarda Brauna.

V roce 1975 vstupuje Jifi Kacer na prazskou Akademii. P¥ichazi tam v dobé, kdy i do této
Skoly dolehly krusné ¢asy normalizace. Charakteristické pro tuto situaci je, Ze vedoucim
sochatrské pripravky, kterou Jifi Kacer nav§tévoval dva roky, byl Karel Kolumek. Nasledujici
rok absolvoval v ateliéru Jifiho Bradacka, Zzaka DvoFakova a Pokorného. Aby unikl z tohoto
svazujiciho a neinspirujiciho prostfedi pracujiciho od vyroéi k vyroc¢i a zbavil se vnéjsiho
povrchniho tkolovani, pfestoupil v 1977 do §koly restaurovani kamennych plastik a socha¥ské
reprodukce vedené Antoninem Niklem. Zde si rozsifoval zkuSenosti nabyté v HoFicich
a predevsim byl vzdalen neustalému ideologickému usmérnovani. To mu umoznilo soust¥edit
se na skuteénou sochaiskou praci, na hledani vlastni cesty uménim.

Jifiho Kacera, stejné jako ostatni studenty, nevychovavala $kola, ale predev$im vzajemny
styk, vyhledavani kontaktd s neoficialni vytvarnou scénou, navstéva neoficidlnich vystav
a aktivit zvolna znovu oZivovanych nedavnymi absolventy téZe Akademie, dnes zahrnovanymi
pod oznaéenim ,generace 70. let“. Setkani a vystavy se odehravaly na nejriznéjsich mistech,
v ateliérech, vyzkumnych astavech, kulturnich stfediscich mimo centrum, ¢i dokonce mimo
Prahu. Opét se spojovaly rozdilné generace umélci ve spoleéném usili pronést tviaréi, tedy
i obecné lidskou svobodu nepfejicimi a nepfiznivymi éasy.

Dochované nejranéjsi Kacerovy prace svédéi o intenzivnim rozhliZeni se v tradici ¢eského

moderniho sochafstviivsou¢asném déni jak doma, tak v Evropé. Vystavy sou¢asného evropského

® ZADA / SHOULDERS, 1983, opuka / arenaceous marl, 9o x 68
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uméni k ndm ovSem pronikaly jen zFidka. Nicméné v roce 1973, tedy jesté vdobé& Kacerovych
hotickych studii, usporadala Narodni galerie v prazském Letohradku kralovny Anny vystavu
klasika evropského povaleéného socharstvi Giacoma Manzii. Tato lekce ze sou¢asného
figurativniho sochafstvi na Jifiho Kacera silné zaptsobila. Bez vlivu na jeho socha¥ské
pFfemysleni o tvaru a prostoru nezistali jisté ani dalsi z italskych figuralistd, jako Marino Marini
nebo Emilio Greco.

Zda se, Ze Kalertiv vztah k Eeské moderni sochatské tradici byl ,wagnerovskymi“

HoFicemi utva¥en zasadnim zptsobem. Jak v zachazeni s kamenem, ve schopnosti naslouchat
jeho kvalitam, rozumét jeho sloZeni i zdkladni formé, kterou mu vtiskla p¥iroda, tak v obezietném
napliiovani vlastni vytvarné vile. Jisté ne nahodou nasel blizky vztah k sochafi Janu Hendrychovi,
s nimZ spolupracoval jiZ béhem studii v HoFicich p¥i sekani jeho soch. Jan Hendrych byl sam
zakem Josefa Wagnera na Vysoké $kole uméleckoprimyslové v Praze. Jeho zajem o problém
figury a svrchované schopnosti modelaéni, jimiZ nepochybné rozvijel odkaz této linie ¢eského
moderniho socha¥stvi, jej v 60. letech p¥ibliZily k vytvarnym problémim nové figurace

a pop-artu. Jeho tvorba v§ak v souhlase s naladénim ¢eského uméni chape lidskou figuru

spiSe existencialné jako apel, jako memento. Toto vaZné naladéni, otdzka po urceni a situovani
¢lovéka ve svété se vjeho dalsi tvorbé jesté posiluje. JestliZe tu shrnujeme inspirace a vjemy,
které spoluuréovaly cestu Jifiho Kaéera k vlastnimu sochatskému vyrazu, pak tu nemizeme
opomenout tvorbu amerického umeélce George Segala, vfznamného predstavitele pop-artu,
umistujiciho své v sadfe odlévané figury do tisnivych, jakoby Bohem i lidmi zatracenych
prostredi.

Mnohé z téchto Kacerovych setkani se soudobym sochaiskym projevem zahlédneme v fadé
praci vznikajicich béhem studia na AVU. Nejvyraznéji se k tradici wagnerovské a mozna jesté
spise hendrychovské modelace hlasi fada malych figur, pivodné zamyslenych jako Sachové, nebo
dnes jiz torzalni kamenna Zenska figura uzavieného objemu a seviené formy. Portrétni hlavy z té
doby se spiSe hlasi k oné italské sloZce prvotnich inspiraci.

Jako v§znamna pro dalsi, jiZ samostatné vykroceni se jevi socha nazvana Marcela, ktera
vznikala na konci studii v rozmezi let 1080—1981. Segalovsky odlity Zensky akt zlehka neseny
kolem s vyldmanymi loukotémi ma ovSem formu zfetelné ovlivnénou tvorbou italskych realisti

poloviny 2.0. stoleti. Tato socha na prvni pohled tolik vzdalena Kacerové dnesni tvorbé stoji
ve skuteénosti v jejich zakladech, jako by toto kolo mélo byt kolem sochafova osudu.

Po opusténi $koly pokracuje Jifi Kacer ve zkoumani moznosti metody odlitku lidského
téla, tentokrat v reliéfech. V reliéfu lakonicky nazvaném Zdda z roku 1982 leZzi pfed plochou,
ktera neni zdi, ale spiSe nekoneénem, figura. V tichosti této situace zatim ani netusime blizkost
zasadni zmény. V tomtéZ roce piesto vznika opét sadrovy reliéf s nazvem Otisk. Clovék jiz neni
fyzicky p¥itomen, zanechal tu v§ak otisk. Otisk na pozadi nerozlisené materie svéta, otisk, jimz
se ¢lovék zvolna, v je§té nerozliSeném, nepopsaném svété orientuje. Toto tajemstvi otisku, zahada
v ¢ase zmizelého osudu pouta Jiriho Kaéera i v nasledné tvorbég, v té se ale uz vraci ke svému
nejvlastnéjsimu materialu, ke kameni. Nejprve opuce, ktera je materidlem Pfedni Kopaniny
u Prahy, kde netinavné spoluorganizuje od roku 1981 Socharskd setkdni aZ do roku 1989. Jesté
i diptych Pieta z roku 1984 pracuje s tématem otisku lidského téla, s podobou jakéhosi opusténého
lidského hnizda. Tyto ,,nalezy“ lidskych hnizd, Gto¢ist v geologickych vrstvach hornin vSak ¢asem
ztraceji antropomorfni podobu. Kameny jsou nyni spiSe nalezy geopaleontologa, ktery se po
citlivém oé¢isténi snazi uhodnout dramatické déje, jez jim vtiskly podobu.

90. léta zaznamenavaji dalsi zménu, kterou nesoustfedény pozorovatel ani nemusi
zaregistrovat. Kacerovy kameny se opét hlasi ke svému ptvodu z ruky ¢lovéka. Ale neéini tak
p¥ilis hlasité. Vystupuji z hlubin mytického éasu a svou podobou se ocitaji na rozhrani pfirodniny
a artefaktu. Jako by nemélo byt zFejmé, zda jde o kamen jako pamét stafi zemé nebo o v prirodé
zanikajici van lidského ¢inu. Ryze lidska tvofivost je tu poloZena vedle tvofivé moci prirody
a zaroven je podrizena jejimu zdkonu pfemény a zdniku. Kone¢né Braunova socha poustevnika
Onufria dnes malo rozeznatelna od balvanu nas upoutava a rozrusuje stejné jako sou¢asniky
jejiho vzniku. Umélecké dilo je vyrvano pFirodé vzepétim lidské tvorivosti a pFiroda si ho opét
v tase bere zpé&t. Ale zanik lidského dila ve svété neni nutné jen negativni kategorii. Smysl a divod
existence se nam totiZ chce otevirat, kdekoliv se na nasi cesté ocitneme.

Kamenné desky, snad Desky zdkona, vykopané na Sinaji se v roce 1993 ocitly v HoFicich
na navrsi Gothard (kde se Jiri Kaéer zticastnil obnoveného mezinarodniho socha¥ského
sympozia) pod ndzvem Fragmenty. To je pak ndzev pro vSechny nasledné Kaéerovy sochatské

»halezy“. Sochaf tu na za¢atku go. let vstupuje svou jiZ nezaménitelnou tvorbou do obdobi osobni

an



a2

tviréi zralosti. Tato zralost vSak neni zralosti pramenici v nau¢eném a ovladnutém. Tato zralost
je zralosti, ktera dovoluje soustifedéné naslouchat promluvé svéta, promluvé p¥irody a skrze ni
miZe porozumét lidské nezakotvenosti a nezajisténosti, jezZ muze plodit odhodlani k ¢inu.

Zlomky starovékych architektur neznamého ptvodu i uréeni, vzbuzujici nase tazani, které
nas napojuji na neutuchajici proud lidského duchovniho tsili, jsou vlastné stale onou prvotni
pFipominkou lidské télesnosti, lidského téla. Stale jsou tou stopou lidského konani, lidského
udélu. NepFitomnost lidského téla je tak zndmkou stalé pF¥itomnosti ducha. Jako by byly z ¢asu,
kdy vyslovenim slova télo byla zaroven mySlena duse, vyslovenim slova duSe bylo zaroven
myS$leno i télo.

B&hem posledniho desetileti se Kaéerova prace s kamenem znaéné rozraznila. Diky ucasti
na Fadé sochafskych sympozii u nas i v cizin€ mél moznost pracovat s mnoha druhy kamene.
To ptineslo fadu formovych zmén v jeho praci. Jeho sochy jiZ evokuji nejen torza nejriznéjsiho
kamenného ¢lankovi ¢i jakychsi zahadnych kamennych pfedmétt nepoznanych civilizaci, ale
i zkamenéliny predméti ze dfeva, rakost nebo stvoll trav. Objevuji se geometricky presné
povrchy snad pradavnych textilii, nebo monumentalni torza zkamenélych plavidel.

Jifi Kaéer se vzruSenim, akribii i opatrnosti egyptologa odkryva skryté znamky lidského
pobytu ve svété. Jakoby své sochy nevytvarel, nediktoval jim podoby, ale jen hledal a nachéazel jiz
jsouci a predkladal je divakovi v nadéji, Ze také on jimi cosi zahlédne z hlubiny svéta a ze svého
bytostného uréeni.

IvAN NEUMANN

OTISKY / PRESSWORKS, 1985, piskovec / sandstone, 109 x 79 2109 x 87
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THE WITNESSES OF CONTINUATION
JIRI KACER’S SCULPTING WORK

Unostentatiously and with absolute obviousness, sculptures made by Jifi Kacer determine
the dimensions of space and time wherever they appear, as if they have always been in the places
where we come across them.

However, what this obviousness and quietness hides is the artist’s long voyage to a unique
sculpting expression that, rather than attacking our senses through dramatic exposures or
pomp of dynamic forms, calls for concentration and catharsis through finely oscillating surface
modulation.

JiFi Kacer made his first steps in the world of visual arts in the late nineteen-sixties as he
started his stucco decoration apprenticeship at the Scholl of Artistic Crafts in Prague.

The nineteen-sixties in what was then Czechoslovakia was a period over which the Czech
visual arts scene managed to catch up with the European one after the deep depression of the
Stalinist nineteen-fifties. At the same time, artists did not see any reason why that state of affairs
should change for worse in the future.

The Czech visual artists had learned a lesson, but were already very unique and very
active. Particularly Prague hosted a number of international exhibitions and offered numerous
exhibition places and premises presenting products of visual arts of that period. Prague was not
the only place, though. High-quality visual arts centres appeared gradually also in other parts
of the country to offer very exciting activities indeed (Hluboka n. Vlt., Jihlava, Olomouc, Louny,
Liberec, Brno, Zlin (Gottwaldov at that time), etc.

In 1967, Ka&er had a chance to visit the Youngsters’ Exhibition ‘67 at ULUV and the Sculptures
and Drawings exhibition at Manes that featured a number of excellent artists, including
Z. Fibichova, M. Chlupag, the Janouseks, E. Kmentova, Z. Palcr, V. Preclik, Z. Sekal, and more.
Avery special exhibition that year was the 1 Prague Salon in the Brussels Pavilion, an event

that featured all important names of the Czech visual arts scene. In October, Spalova Galerie

(Spala Gallery) in Prague managed by Jind¥ich Chalupecky offered an exhibition featuring five
sculptors - E. Kmentova, F. Pacik, V. Prachaticka, D. Vinopalova and O. Zoubek. The young artist
had a chance to observe the latest developments on the Czech visual arts scene and judge the
concurrencies and controversies of artistic tendencies and personal artistic expressions in
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COTANGENS, Prazsky hrad / Prague castle, Praha / Prague, 1995

high-quality periodicals, such as Vjtvarnd prdace (Artistic Work) and Vijtvarné uméni (Visual Arts).
Also the following two years spent in Prague gave Jifi Ka¢er an opportunity of absorbing the
inspiring atmosphere of the open visual arts scene that offered many stimuli and inspirations in
terms of looking for one’s own artistic direction. The Artchemo 68 exhibition recapitulated the
results of interactions between traditional sculpting and modern technologies & materials, Manes
hosted a very important exhibition titled New Sensitivity that featured the increasingly strong
trend of domestic geometrical abstraction as one of the dominant elements. Several exhibition
places in Prague joined a big exhibition of Czechoslovak painting on the occasion of the 50t
anniversary of the country’s existence. A number of extensive exhibition events recapitulating
the previous periods were held in 1968, as if in apprehension about what the future held, as if the
period itself felt a need to become memorable and create a stock of inspirations and sensations for
the bad years to come. One of such events was an exhibition that featured altogether 300 painters,
sculptors and graphic designers of five generations and was organised on the occasion of

<

Czechoslovakia’s “50t" birthday”. The year 1968 saw the dawn of the times when artists worth the
attribute “artist” surrendered to their studios to give up exhibition rooms to people acceptable
for the new establishment. The immanent artistic developments were no longer to be seen on the
open scene. Instead, they continued in the privacy of befriended artists’ circles.

Up until then the open Czech visual arts scene was very diverse and coined a number of
tendencies spread throughout several generations of artists of various backgrounds. Without any
visible interruption, the key role in Czech visual arts was played by traditional artistic means
and methods whose final and essential result is an artefact. Its formal features — in line with the
plurality of opinions of modern visual arts, particularly from the early nineteen-sixties — were
not predetermined by any style-forming requirements. It seems that the main force that united
the various trends and forms of Czech art was thematic aspects that characterise the Czech
artistic environment throughout the history of modern art, although they sometimes keep it
within firm boundaries, too.

As Ji¥i Kacer was getting familiar with the tricks of the stuccowork trade in Prague, i.e., in the
mid nineteen-sixties, the local scene saw a number of figurative work-oriented artists inspired by
the world-wide wave of Pop Art and Neofiguration. With youthful and unsentimental interest in
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the human world, they used artistic means to show the mankind’s situation in a distorted mirror of
sarcastic visions, in aggressive absurdities and grotesque hyperboles. They kept surprising the Czech
visual arts scene with straighforwardness, spontaneity and merciless attacks on emotions, as well as
with the way they cut the links with the Between-the-Wars avant-garde, cubism and surrealism.
They brought laughter and mockery and relativised value systems. Their ebullience caught some
of the artists of older generations, too. The Neofiguration trends in the Czech environment were
explored at an exhibition of the same name (Neofiguration) that was held in Prague and then also
in Brno in 1969. At that time Ji¥i Kacer definitely had a chance to see works made by many artists
influenced by the Neofiguration trends, one way or the other, such as Miloslav Chlupaé, Véra and
Vladimir Janouseks, Eva Kmentov4, Petr OrieSek, Jan Hendrych, and more.

However, the artists whose rise is associated with the first half of the nineteen-sixties
and the return of Czech visual arts to the context of modern European art (groups such as Trasa
or UB 12) still showed a strong creative force and they also saw the issue of mankind’s position in
the world and the role of figure in visual arts as the centre point of their work. The roots of their
work, however, were in the modernist tradition of European and Czech art of the nineteen-thirties
and the nineteen-forties. Nevertheless, the overall picture of Czech visual arts of the second half
of the nineteen-sixties also included Art Informel and structural abstraction, trends that played
an important role and had dominated the scene for along time.

In 1970, Jifi Kacer leaves Prague to attend the famous Secondary School of Masonry and
Sculpting in Hofice v Podkrkono§i. The Prague environment is no longer vivid and inspiring.
Some of the exhibition rooms that used to be widely respected still manage to come up with
exhibitions worth seeing now and then, but the main things happen in the “safety” of artists’
studios. Although there are still places to go, such as the Sculpting Get-together in Vojanovy sady,
such events already “have to” include names like Hana, Simota, Krystifek, Svoboda, etc.

In contrast with that, the students of the HoFice School have permanent access to a standing
outdoor exhibition of contemporary sculpting (including international products) on the Gothard
Hill that presents the results of the four hitherto international sculpting symposia the continuity
of which was broken by the upcoming political “normalisation”. The place offers two sculptures
by Ladislav Zivr, a former member of Skupina 42, Provensdlské mésto (Provence Town) and Spici

mésto (Sleeping Town) by Vladimir Preclik, Stéla by Zdena Fibichova, Hladina Water Surface)

by Zdengk Simek, Apollo 11 by Frantika Pacik, as well as a sculpture made by Jifi Bradaéek, one
of Kacer’s future teachers at the Academy in Prague. Contemporary sculpting at Gothard also
includes works by artists from Germany, France, Italy, Yugoslavia, as well as the UK and Canada.
Jiri Kacer certainly does not know then that one day he will play a key role in reinstating the
tradition of the Hotice symposia in 1989 and that his Fragmenty (Fragments) will be installed

at Gothard in 1993.

The school in Horice made Jifi Kacer perfectly familiar with the tricks of stone sculpting
(mainly sandstone), as well as with the basics and skills of stone sculpture restoration he later
developed at the Academy in Prague to become a respected expert in this specific restoration line.
When in Ho¥ice, it was surely impossible to avoid the artistic legacy of Josef Wagner who had
studied and later also lived there. Wagner was part of the strong generation of students of Stursa,
Gutfreund and Spaniel whose artistic legacy he later developed in his very special way. Wagner’s
works of distinct lyrical tone, inspired by Nature’s forms, flowing water, as well as shapes of
stones and rocks, showed excellent erudition, spatial imagination and flair for fragile modelling.
Wagner was also a renowned restorer — for example, he showed his skills and feel for materials
in restoring a number of items by Matyas Bernard Braun.

In 1975, Jiti Kacer starts attending the Academy in Prague. Although it took some time, the
school could not possibly avoid the political normalisation. The fact that the sculpting preparatory
course that Ji¥i Kacer attends for two years is led by Karel Kolumek illustrates the situation. Kacer
then spends one year in a studio led by Ji#i Bradacek, a student of Dvofak and Pokorny. To escape
this tight and uninspiring environment where people work “from one anniversary celebration to
another” and get rid of meaningless tasks, Ka¢er goes to a school of stone sculpture restoration
and sculpting reproduction led by Antonin Nikl in 1977. He develops his experience gained in
Hotice and, in particular, is far away from constant ideological pressures, which enables him to
concentrate on real sculpting work and look for his own artistic way.

Just like other students, Jifi Kaéer was not “brought up” by schools. Instead, he looked for
interactions and contacts with the unofficial art scene, visited unofficial exhibitions and was
involved in activities gradually reinstated by people who had recently left the same Academy,

OTISK /PRESSWORK, 1985, opuka / arenaceous marl, 84 x 64
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DIPTYCH, 1994, vipenec adnet / adnet limestone, 118 x 86 a118 x 86

still referred to as the “Generation of the Seventies”. Get-togethers and exhibitions took place in
various places — studios, research institutes, entertainment centres outside the centre of Prague
or even outside Prague. Once again, various generations of artists united in efforts aimed at
carrying creative freedom and, along with that, civil freedoms through bad times.

The earliest works by Kacer that have been preserved show that the artist was looking for
inspiration in the tradition of modern Czech sculpting and in contemporary developments in
Czechoslovakia, as well as in the rest of Europe. Although not many exhibitions of contemporary
European art appeared in the country, in 1973, i.e., the times when Kacer was still at the HoFice
school, the National Gallery organised an exhibition featuring works by Giacomo Manzd,

a big name of post-war European sculpting (the event took place at Prague Castle - Kralovsky
letohradek). This lesson in contemporary figurative sculpting impressed Jiri Kacer a great deal.
Besides that, a number of other Italian figuralists influenced Kaéer’s ideas relating to shapes and
space, including Marino Marini and Emilio Greco.

It seems that HoFice played a key role in building Kacer’s affection for contemporary Czech
sculpting in terms of handling stone, respecting its properties, understanding its composition
and the basic form Nature gave it, as well as pursuing his own creative intentions. It certainly was
no coincidence that he built a close relationship with Jan Hendrych, a sculptor with whom he had
cooperated at the HoFice School when working on his sculptures. Jan Hendrych was a student of
Josef Wagner at the Academy of Arts, Architecture and Design in Prague. His interest in figurative
art and modelling capabilities through which he undoubtedly developed the artistic legacy of
this line of modern Czech sculpting brought him to Neofiguration and Pop-Art in the nineteen-
sixties. However, his work — in line with the context of Czech art — sees the human figure more
existentially, i.e., as an appeal and memento. This serious point of view and quest for mankind’s
determination and position in the world gets even stronger in his later work. Summarising the
inspiration and stimuli that co-determined Ji¥i Kaéer’s approach to his own sculpting expression,
we cannot omit George Segal, an important American Pop artist placing his plaster-cast figures to
dismal, as if God-forsaken and human-accursed environments.

We can see Kaéer’s inspirations by contemporary sculpting in many of his works made during
his studies at the Visual Arts Academy. The strongest inspiration by Wagner’s and, even more,
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FRAGMENT, 1985, piskovec / sandstone, 109 x 85

Hendrych’s modelling style is visible in a series of small figures initially intended to be chess
pieces and a stone female figure of a closed volume and tight form that has later become a torso.
Kacer’s portrait heads were more inspired by the “Italian part” of his early inspirations.

A piece of work that seems to be important in terms of the next stage of Kaer’s artistic
development, independent already, is a sculpture named Marcela that Ka¢er made shortly before
finishing his studies (1980 —1981). However, the form of this Segal-inspired cast female nude
supported by a wheel with broken felloes is visibly influenced by Italian realists of the mid-
twentieth century. Very far from Kacer’s present work at first sight, the sculpture is standing on
the very foundations of his work in fact, as if the wheel was one of the sculptor’s destiny.

After leaving the school, Jifi Kacer carries on exploring the possibilities of the method of
human body casting, this time in reliefs. In a relief of 1982 laconically called The Back, a figure
is lying in front of a surface that, rather than a wall, symbolises infinity. In the quietness of this
situation we do not realise how close we are to a dramatic change. Yet in the same year Kacer
makes a plaster relief called The Trace, where no human being is physically present any more, but
he/she has left a trace, a trace on the background of the unidentified material of the world, a trace
by means of which man is orienting himself in the still unidentified and undescribed world. The
secret of such traces and the mystery of destinies lost in time fascinates Jifi Kaéer also in his later
work. At that stage, however, he gets back to the material he likes and knows most, i.e., stone.
First to cretaceous marl, a material that occurs widely in Pfedni Kopanina (a village near Prague),
where Kacer relentlessly co-organises the Sculpting Get-togethers (from 1981 until 1989). Taking
the form of a quasi human nest, his diptych of 1984 called Pieta still features the theme of a trace
made by a human body. Nevertheless, such “finds” of human nests, retreats in geological rock
layers, lose their anthropomorphical form over time. Now the stones are more like finds by a geo-
palaeontologist who cleans them carefully and then guesses what were the dramatic stories that
have given them their present form.

The nineteen-nineties bring another change that, however, an observer not concentrating
enough might not notice at all. Once again, Kacer’s stones refer to their origin in the human hand
but do not do so “aloud”. They get out of the depths of mythical time and their form is on the
border between natural materials and artefacts, as if it was not supposed to be clear whether
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we are looking at a stone that knows the Earth’s age or a trace of a human act fading out in
Mother Nature. The purely human creativity is put alongside Nature’s creative power and, at the
same time, is subjected to its law of transformation and disappearance. After all, the sculpture of
the hermit Onufrius by Braun, today hardly distinguishable from an ordinary boulder, fascinates
and excites us the same way it fascinated the people who lived when the piece was made. Some
pieces of art are simply torn out of Nature’s hands by a rise of human creativity and then Nature
takes them back after some time. However, a disappearance of something created by man is not
necessarily negative, as we tend to open the purpose of and reasons for existence wherever we
appear o our way.

Stone boards, perhaps the Boards of Law (Desky zdkona) dug out at Sinai, appeared in
Ho¥ice, on the Gothard Hill where Jiri Kacer attended the reinstated international sculpting
symposium in 1993, this time as The Fragments, though, the name for all Kacer’s later sculpting
“finds”. In the early nineteen-nineties the sculptor’s work is already distinct and he enters
a period of creative maturity. Nevertheless, this maturity does not stem from the learned and
controlled. This maturity makes it possible to listen carefully what the world and Mother Nature
are saying and thus understand why man is unanchored, unfastened and therefore prepared to act.

The fragments of ancient architectures of unknown origin and purpose that make us ask
about things and link us to the relentless stream of human spiritual efforts, are in fact the initial
trace of human physicality, of human body. They are still a trace of human actions, of human
destinies, and the absence of human body is seen as a sign of the constant presence of spirit.
They seem to come from times when saying the word “body” also meant “soul” and saying the
word “soul” meant “body” at the same time.

Kacer’s work with stone has become significantly diverse over the past decade. Thanks to
his involvement in numerous sculpting symposia in the Czech Republic as well as abroad, Kacer
had a chance to work with many types of stone. That has brought many changes to the form of
his work. Besides torsos of various stone articles and mysterious stone objects of unidentified
civilisations, his sculptures now also evoke fossils of objects of wood, cane or grass. The work now
includes geometrically precise surfaces of perhaps indefinitely ancient textiles and monumental
torsos of fossil vessels.

With excitement, accuracy and care of an Egyptologist, Jifi Kaéer reveals and explores
hidden signs of human presence in the world, as if he actually did not create his sculptures, as
if he just looked for and found objects already existing and presented the same to other people,
hoping that they also see things that are part of the world’s depth and mankind’s substantive
predetermination.

IvAN NEUMANN
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830) P1ETA, 1985, piskovec / sandstone, 85 x 87 a 85 x 87, Narodni Galerie / National Gallery Prague FRAGMENT, 1992, opuka, Zelezo / arenaceous marl, iron, 183 x 203 B



32) Otisky / Pressworks, 1093, piskovec / sandstone, 230 x 150 a 230 x 150, HoFice v Podkrkonosi TRIPTYCH, 1993, Zula, mramor / granite, marble, 112 x 73 a112 x 73 a112 X 73 33)
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FRAGMENT, 1996, sienyt, délka / lenght 160



FRAGMENT, 1996, piskovec / sandstone, délka / lenght 355 cm, soukroma sbirka / private collection, Kamenice 37




LOUSKACEK / NUTCRACKER, 1998, sienyt, v§$ka / high 105 cm 39)
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“42) FRAGMENT, 1998, Zula / granite, 240 x 98 FRAGMENT, 1999, serpentin, délka / lenght, 355 cm, Sympozium Préigraten 43)
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FRAGMENT, 2000, Zula / granite, 50 x 50



(46) FRAGMENT, 2000, mramor / marble, délka / lenght 355 @7
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48) FRAGMENT, 2000, piskovec / sandstone, délka / lenght 415 cm 49)



FRAGMENT, 2001, serpentin, délka / lenght 96 cm (620)




FRAGMENT, 2001, serpentin, délka / lenght 114 cm (53)



FRAGMENT, 2001, Zula / granite, 280 x 220 (55)



FRAGMENT, 2001, slivenecky vapenec / Slivenec limestone, vyska / high 165 (6Y))]
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FRAGMENT, 2001, slivenecky vidpenec / Slivenec limestone, vyska / high 122 (61)



."" E.'l'l,'l'-"|i'||||"

1-'-1"'-'.-*“‘&"' iﬁ

-i" AT

FRAGMENT, 2001, piskovec / sandstone, délka / lenght 122 ¢m, Zlin (63)




64) FRAGMENT, 2001, Zula / granite, délka / lenght 240 cm FRAGMENT, 2001, Zula / granite, délka / lenght 340 cm (65)
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KRipLA / WINGS, 2002, Zula / granite, vy§ka / high 105 cm
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FRAGMENT, 2003, vidpenec Suchomasty / Suchomasty limestone, §itka / width 230 cm

(70)



FRAGMENT, 2003, piskovec / sandstone, vyska / high 110 cm (73)
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Hetzmansdorf, 2004, Zula / granite, vy3ka / high 460 cm
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Hetzmansdorf, 2004, Zula / granite, vyska / high 460 cm @7



LoD / BOAT, 2004, Zula / granite, délka / lenght 98 cm (79
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FRAGMENT, 2005, Zula / granit, délka / lenght 360 cm (83)



FRAGMENT, 2006, slivenecky mramor / Slivenec marble, 170 x 143 cm 85)



(86) FRAGMENT, 2006, piskovec / sandstone, délka / lenght 280 cm ®7



FRAGMENT, 2006, slivenecky mramor / Slivenec marble, délka / lenght 113 cm 89)



FRAGMENT, 2006, kararsky mramor / carrara marble, délka / lenght 345 cm (€X)
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Jifi Kacer
narozen 9. 4. 1952 v Praze

studia

1967 -1970 Umeélecka femesla, Praha, obor Stukatér

1970-1974 StFedni kamenosochaiska skola, HoFice v Podkrkonosi, prof. R. Srajbr

1975-1981  Akademie vytvarnych uméni v Praze, Doc. J. Bradacek a Doc. A. Nykl
Od roku 2004 ¢len Umélecké besedy

samostatné vystavy

1982 Ustav makromolekuldrni chemie, Praha
1983 Zamek Staré Hrady u Libané

1991 Ustav makromolekularni chemie, Praha
1991 Galerie R, Praha

1992 Galerie plastik, HoFice v Podkrkonosi
1992 Zamek Hostivice, Hostivice

1993 Rabasova galerie, Rakovnik

1993 Galerie Nova sin, Praha

1995 Méstské muzeum, Milevsko

1997 Dtm uméni, Ceské Bud&jovice

1997 Galerie §pejchar, Jind¥ichiv Hradec
1998 Galerie V zahradé, Kolin

1998 Nova galerie V. Kramaie, Praha

2001 Stfedoeské muzeum, Roztoky u Prahy
2001 Meéstské muzeum, Hotice

2002 Letni mi¢ovna Prazského hradu, Praha
2003 Univerzitni galerie, Plzeii

2004 Galerie 9, Praha

spolecné vystavy

1987 Rockfest, Palac kultury, Praha

1987, 1989, 1991 Salon de Tokyo, Japonsko

1987 Soucasna ¢eskd medaile a plaketa, Praha

1988 Soucasna ¢eskd medaile a plaketa, Berlin

1988 Mladi prazsti socha¥i k pocté H. Wichterlové, Praha
1989 1II. mezinarodni kvadrienale medaili, Kremnica

1990 Hapestetika, Praha - Brno

1990 Fidem, Helsinky, Finsko

1992 Fidem, Londyn

1993 Pribéhy bez konce, Moravska galerie, Brno

1994 Cotangens Engelhartszell, Rakousko

1995 Cotangens, Prazsky hrad, Praha

1998 Grosse Kunstausstellung, Miinchen

2000 Ceska kamenna skulptura 90. let, Prazsky hrad, Praha
2002 Novy zlinsky salon III, Zlin

2003 Puceni, Plastiky a objekty v parku Podvinni, Praha 9
2004 Audabiac - Uménim ke svobodé, Francie

2005 Novy zlinsky salon 1V, Zlin

2005 Pocta Umélecké besedy V. Rabasovi, Rabasova galerie, Rakovnik
2006 Cesta mramoru, Chodovska vodni tvrz, Praha

99 Socha¥ské léto / Sculpting Summer, Provozovna P¥ilepov, Milevsko, 2005 ©5)
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ucast na sympoziich

1981-1987
Socharskéa setkani, Pfedni Kopanina, Praha
1991 It’s Open®, Ceské Budgjovice
1992 Hriedle, Rakovnik
1993 Ho¥ice v Podkrkonosi
1994 Cotangens, Adnet, Austria
1995 Cotangens, Praha
1996 Bohanka, Horice v Podkrkonosi
1998 Zulové sympozium, Jind¥ichiv Hradec
1999 Zulové sympozium, Milevsko
1998-2001
»Kameny a hvézdy“, Hvézdarna Ond¥ejov
1999 Steinbildhauer Symposium, Prigraten, Rakousko
2000 Schiittkasten Klement, Rakousko
2000 Ceska kamenna skulptura, Prazsky hrad
2001 Kulturni most, Gerlesborg, Svédsko
2003 Sochatské setkani ,,P¥i zdi 2003, Uhersky Brod
2003 Cesta mramoru, DobfFichovice
2004 Kunsfeld Hetzmannsdorf Austria
2005 Sochafrské setkani ,,Prizdi2005“, Uhersky Brod
2005 Sochaiské 1éto, Milevsko
2006 Castellina in Chianti, Italie

zastoupeni ve sbirkach

Narodni galerie, Praha
Ministerstvo kultury CR

Galerie Salon de Tokyo, Japonsko
soukromsé sbirky v CR a v zahranié&i
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Jifi Kacer

Born: April 9, 1952, Prague

education

1967 -1970 Artistic Crafts - Stucco Decorations, Prague,

1970-1974 Secondary Stone Sculpting School, HoFice v Podkrkonosi - professor R. Srajbr
1975-1981  Academy of Visual Arts, Prague - J. Bradac¢ek and A. Nykl

since 2004 - member of Umélecka beseda (Arts Forum)

independent exhibitions

1982
1983
1991
1991
1992
1992
1993
1993
1995
1997
1997
1998
1998
2001
2001
2002
2003
2004

Ustav makromolekularni chemie (Macromolecular Chemistry Institute), Prague
Staré Hrady u Libané (castle)

Ustav makromolekuldrni chemie (Macromolecular Chemistry Institute), Prague
Galerie R, Prague

Galerie plastik (Sculptures Gallery), Ho¥ice v Podkrkonosi

Hostivice Castle

Rabasova galerie, Rakovnik

Galerie Nova sin, Prague

Méstské museum (Municipal Museum), Milevsko

Dtéim uméni (Arts House), Ceské Bud&jovice

Galerie Spejchar, Jind¥ichtv Hradec

Galerie V zahradé, Kolin

Nova galerie V. Kramare, Prague

Stfedoceské museum (Central Bohemian Museum), Roztoky u Prahy

Méstské museum (Municipal Museum), HoFice

Letni mi¢ovna Prazského hradu (Prague Castle, Summer Ball Game House)
Univerzitni galerie (University Gallery), Pilsen

Galerie 9, Prague

shared exhibitions

1987

Rockfest, Palac kultury (Palace of Culture), Prague

1987, 1989, 1991 Salon de Tokio, Japan

1987
1988
1988
1989
1990
1990
1992
1993
1994
1995
1998
2000

2002
2003
2004
2005
2005

2006

Soutasna Ceska medaile a plaketa (Contemporary Czech Medals and Plaques), Prague
Sougasna Ceska medaile a plaketa (Contemporary Czech Medals and Plaques), Berlin
Mladi prazsti socha¥i k pocté H. Wichterlové (Young Czech Sculptors’ Tribute To H. Wichterlova)
II. Mezinarodné kvadrienale medaili (2" International Medals Quadrienale), Kremnica
Hapestetika, Prague - Brno

Fidem, Helsinki, Finland

Fidem, London

Prib&hy bez konce (Unending Stories), Moravska galerie (Moravian Gallery), Brno
Cotangens, Engelhartszell, Austria

Cotangens, Prazsky hrad (Prague Castle), Prague

Grose Kunstausstellung, Munich

Ceska kamenna skulptura 90. let (Czech Stone Sculpting of the Nineteen-Nineties),
Prazsky hrad (Prague Castle), Prague

Novy zlinsky salon III. (New Zlin Salon III)

Puéeni, Prague

Audabiac - uménim ke svobodé (Audabiac - Art For Freedom), France

Novy zlinsky salon IV (New Zlin Salon IV)

Pocta Umélecké besedy V. Rabasovi (Umélecka beseda’s Tribute to V. Rabas),

Rabasova galerie, Rakovnik

Cesta mramoru (Marble Way) - Chodovska tvrz (Chodov Citadel), Prague
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symposia attended

1981 -1987 Socha¥ska setkani (Sculpting Get-togethers), Pfedni kopanina, Prague

1991 ,It’s Open®, Ceské Budgjovice

1992 Hredle, Rakovnik

1993 Ho¥ice v Podkrkonosi

1994 Cotangens, Adnet, Austria

1995 Cotangens, Prague

1996 Bohanka, Horice v Podkrkonosi

1998 Zulové symposium (Granite Symposium), Jind¥ichtiv Hradec

1999 Zulové symposium (Granite Symposium), Milevsko

1998 - 2001 ,Kameny a hvézdy“ (Stones And Stars), Hvézdarna Ond¥ejov (Ond¥ejov Observatory)
1999 Steinbildhauer Symposium Priagraten, Austria

2000 Schiittkasten Klement, Austria

2000 Ceska kamenna skulptura (Czech Stone Sculpting), Prague Castle

2001 Kulturni most (Bridge of Culture), Gerlesborg, Sweden

2003 Socha¥ské setkani ,,PFi zdi 2003“ (“At the Wall” - sculpting get-together), Uhersky brod
2003 Cesta mramoru (Marble Way), Dob¥ichovice

2004 Kunsfeld Hetzmannsdorf, Austria

2005 Sculpting Get-together, Uhersky Brod

2005 Sochatské léto (Sculpting Summer), Milevsko

2006 Castellina in Chianti, Italy

products in collections

Narodni galerie (National Gallery), Prague

Ministerstvo kultury CR (Ministry of Culture of the Czech Republic)
Salon de Tokio Gallery, Japan

Private collections in the Czech Republic and abroad
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Magdalena Ju¥ikova, text for the catalogue to the exhibition Ji¥i Kacer, Nova sifi, Prague, 1993

Peter Paszkiewicz et al., text for the catalogue to the sculpting symposium Cotangens, Donau, Linz, 1994,
pages 27 -26

Peter Paszkiewicz et al., text for the catalogue to Serpentin - Steinbildhauer - Symposium, Pragraten

am Grossvenediger, 1999, pages 12 -15.

Magdalena Jufikova, text for the catalogue to the exhibition Czech Stone Sculpting of the Nineteen-Nineties,
Prague Castle exteriors, Prague, 2000

Peter Paszkiewicz et al., text for the catalogue to the sculpting symposium Klement 2000, Klement, 2000,
page 18-21

Magdalena Ju¥ikové, Sculptor and Stone. Kamen, 2001, No. III, Year 7.

Jaroslav Vanéa, text for the catalogue to the exhibition Different Stones By Jifi Kacer - Jifi Kacer’s
Fragmentary Shapes And Complete Ideas, Municipal Museum, HoFice v Podkrkonosi, 2001

Magdalena Ju¥ikova, text for the catalogue to the exhibition Different Stones By Ji¥i Kaéer, Municipal
Museum, Ho¥ice v Podkrkonosi, 2001

Ivan Neumann, The Witnesses Of Continuation. Prostor Zlin, 2003, No. 2., Year X., s. 18 -21

KateFina Vozarova, Sculpting Get-together At the Wall 2003 - Uhersky Brod. Prostor Zlin, 2003,

No. 2., Year X., s. 22 -23
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