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Ne vSichni scénografové a kostymni vytvarnici jsou presvédéeni, Ze jejich praci |ze vystavovat vytrZenou
z kontextu konkrétniho €asu a mista inscenace. Z toho vychéazeli i komisafi Simon Caban a Simona
Rybakova pri pfipravé koncepce Ceské expozice PraZského Quadriennale 99 a rozhodli se pfedstavit
navitévnikiim podrobnéji samotny proces vzniku a teprve v druhé Fadé jeho vysledky. Kromé toho, Ze je
tento pristup divicky velmi vdéény, odhaluje i vlivy a limity, s nimiZ se scénograf a kostymni vytvarnik
setkavd, a napovida tedy o této praci vic nez pouhy vysledek.

Ani vybér vyzvanych osobnosti nebyl tradiéni, ale ryze subjektivni., Je moZné, Ze pokud se nds nékdo zeptd,
pro¢ tam neni ten ¢ onen, nebudeme moci odpovédét nic jiného, neZ: prosté nenil netaji se s osobnim
pohledem Simon Caban. PFesto je vyb&r vyzvanych scénografil a kostymnich vytvarnili reprezentativni
a zahrnuje t¥i generace - od sedmadvacetileté Katefiny Stefkové po pétapadesatiletého Petra Mataska.
A pravé to, Ze se osm vyhranénych osobnostf zamyslelo nad procesem své tvorby od inspiraénich zdroj,
pies evokaci nalady inscenace, rudivé momenty, které odvadéji od prace, a okelnosti a spolupracovniky,
které na ni maji vliv, sloZilo zajimavou kolaz €eské scénografie dnes a tady. Koldz, ktera sice mohla vypadat
Gplné jinalk, ale je pravé takova, jaka je.To ma ostatné Ceska expozice spolecné s divadelni inscenaci.
Zaméry komisafl i ostatnich vystavujicich samoziejmé velmi ovlivnily finanéni prostfedky, které méli
k dispozici. Stejné jako se promériuje plvodni piedstava v pribéhu price na inscenaci, proméiovala se
i puvodni predstava o ceské expozici. Komisafi Eimon Caban a Simona Rybakova totiZ pivodné chtéli, aby
osm scénografi a kostymnich vytvarnik spole€né pracovalo na jediné inscenaci, kterd by se v rémci
vystavy hrala. To by umoZnilo vyfesit zdkladni problém, jak vystavit scénografii a kostymy — byly by totiz
souéastl akce, pro kterou vznikly.

V priabéhu nékolika mésicii se viak diky nejistoté o vy3i finanéniho prispévku dostavali i k druhému
extrému uvaZovani: nakonec nezbude, nez v provizoriu naznadit, jak méla expozice idedlné& vypadat.
Souéasni podoba je tedy také vysledkem procesu tvorby a komunikace osmi osobnostl, ktery komisafi
nijak neskryvaji. Ceska expozice nabizi jiny nef tradiéni pohled na scénografii a zpisob jeji prezentace,
aniZ by pomijela odborna hlediska. O tom, zda je talké zabavnéjsi a sdélngjsi, rozhodnou sami navitévnici.

INtroductiomn: - «ciciiiiiiiiiiiiiiinisciiiititssesssscsnsssssssssssssasssesss

Not all set and costume designers are convinced that it is possible to exhibit their work out of the context
of the time and space of a production. The commissars of the exposition Simon Caban and Simona
Rybakova have proceeded from this assumption when preparing the conception of the Czech exposition,
and decided to introduce the visitors to the detailed creative process, and only as the second plan its
results. Apart from the fact that this approach is very appreciative among visitors, it also reveals influences
and limits which a set or costume designer must face, and explains their work more than just results.
Neither was the selection of participating artists traditional, but entirely subjective. , It is possible that If
asked, why this or that person is not represented in the exhibition, the only answer we will have will be: just isn’t!*
Simon Caban does not hide his personal attitude. Even so the selection of approached set and costume
designers is representative and spans three generations - from twenty-seven year old KateFina Stefkova
to fifty-five year old Petr Matdsek.

And the fact, that eight strong personalities thought about the process of their work, starting with
inspirational sources, through evocation of moods of their productions, influences that disrupt their
work, circumstances and colleagues who also influence them, has produced an interesting collage of
Czech scenography here and now. After all, that is what the Czech exposition has in common with
a theatre production.

The intentions of the curators and other exhibitors were understandably much influenced by financial
means they could use. As much as an initial idea is changing in the process of creating a theatre
production, was also the original idea of the Czech exposition changing. The commissars Simon Caban
and Simona Rybakova initial intention was to make a theatre production on which all the set and
costume designers would co-operate, and this production would then be presented during the
exhibition. That could solve the primary problem how to exhibit sets and costumes - they would be
a part of an event for which they were created.

However, because of uncertain financial backing they had to take in mind another extreme consideration
in the course of few months: they might have had to suggest in some kind of a stopgap what the
exposition would have looked in the ideal circumstances. The final form is the result of a process of
creation and communication of eight personalities, the fact which the commissars are not pretending to
hide.The Czech exposition offers different look at scenography, and the way how to present it without
ignoring technical aspects. The visitors have to decide if this method is more entertaining and
communicative.



SiMON CABAN.
NevyrusSovat!

,Mym osobnim tématem byla a je skutecnost, Ze na
¢lovéka, ktery se chce soustfedit na prdci, plsobi
v souéasné dobé nejrizn&jsi vnéjsi viivy a vyrusuji ho,“
pojmenoval Simon Caban impuls, ktery ho ved|
k sestaveni jeho expozice. Svou préaci vystavil jen
okrajové a zaméfil se pravé na okolnosti, které ho od
tvorby odvadéji. Moind je to i tim, Ze je zastancem
nazoru, Ze divadelni scéna ma funkci jenom
v konkrétnim prostoru a €ase divadelniho pifedstaveni a neda se sama o sobé yystavit.

,Mdm rad recesi, nadhled, vzdor. Nezakldddm si tolik na tom, co viechno jsem udélal, ale zajimd mé spi§
podhoubi, ze kterého to vzniklo. Clovék potiebuje pro sviij Zivot a prdci predevsim zdZitky, ze kterych mize
cerpat a moje expozice je o zdZitcich."

S timto tématem souvisi i umisténi Cabanovy expozice v malém prostoru, pres ktery museji
navitévnici prochazet - a tim rusi, coZ se vlastné hodi.

Pres to viechno se viak Simon Caban nauil sousti‘edit na praci pom&rné snadno. Umi prehazovat
vyhybky velmi rychle - poloZi telefon, udéla si poznamku a v tu chvili uZ opé&t mysli jenom na to, co
pravé déla. Jednu dobu sice zkouSel soustiedit se pouze na jednu véc a druhou zagit teprve aZ tu
prvni dodél, ale to mu nejde. ,,Viechno véetné odpodinku se musi hrnout pred sebou.“

K praci viak potfebuje €as a pohodu. Bedlivé si hlida, aby se nedostal do stresii a improvizaci,
protoze vi, Ze je neumi zvladat. ,Né&koho stres vybudi, ale na mé to nefunguje, protoZe neni mym tkolem
ani tak namalovat obraz, jako spocitat, kolik Sroubi je tfeba pouZit, aby z té scény lidi nespadli.A to se nedd
délat ve stresu.”

SIMON CABAN (*19. CerRvENCE 1963)

4

Na StFedni um&lecko-pramyslovou $kolu v Praze na Zizkové (1977-1981) ho pfivedli pajdulaci, které
tak rid maloval a kvili keerym chtél studovat animovany film. Tehdy to viak nebylo mo#né, proto se
dva roky vénoval navrhovéni a vyrobé hragek a potom piedel na scénografii. ,Divadlo pro mé& tehdy
bylo fascinujicim a dosud nepoznanym horizontem.” UzZ na stfedni §kole vznikla Baletnf jednotka Krec,
kterou zaloZil se svym bratrem Michalem.

|Ve studiich scénografie pokraoval v ateliéru Josefa Svobody naVysoké Skole umélecko-pramysloyé
(1981-1986). Od té doby ma rad velka kamennd divadla a monumentilni scénografii. Divadlo ostatné
nikdy nevidé&l pouze jako herce nasviceného jednim reflektorem, ale spi$ jako velky vizualnf zaZitek.
UmoZnila mu to pravé spoluprice s Baletni jednotkou K¥eé, jejiz pFedstaveni v Branickém divadle
byla na tehdejsi dobu velkymi vypravnymi show.

|Velmi casto spolupracuje s bratrem Michalem a se svou Zenou Simonou Rybakovou, se kterou se
|znd uf od dob stiedoskolskych studii., Takovy tym je zdzrak. Je to velmi vyhodné casové i ekonomicky.
!P;“'Ibuzensky vztah umoZiiuje i v&ST miru kritiénosti. Kdybychom pracovali kazdy sdm, nedosdhneme|
takovych vysledki.” |
Pravé vétSinou s timto rodinnym tymem a Baletni jednotkou Kreé vytvoiil mnoZstvi predstaveni
|a akel (Show Tomase Tracyho, Laura a jeji tygii ve Vitkovském pamitniku, FeSnsou ze sekndhendu,
|prezentaéni firemnf akce), ale piredeviim povidku Barvy z filmu PraZska 5, celovecerni snimek Don
|Gio a nejnovéjéi KusPoKusu, sedm pohybov& vytvarnych vizi ocenénych na mezinarodnim televiznim|
festivalu Zlata Praha. Jako reZisér se uplatnil ve spolupraci s Operou Mozart (Best of Mozart, Serail|
Live!). Jiz nékolik let spolupracuje i na vizudlni podob& Mezindrodniho filmového festivalu Karlovy
Vary a Mezindrodniho televizniho festivalu Zlata Praha.

Své oblibené velké scénografie vytvoFil pro plzefiské Divadlo J. K. Tyla (Casanova), Hudebni divadlo
v Karling (Ma férova Josefina), Narodni divadlo (BraniboFi v Cechach) a Stitni operu Praha
|(Nerone).,,Paradoxné u Zddné z téchto inscenaci jsem nespolupracoval s reZisérem, ktery by se piné chopil
|moZnosti nabizené scénografie. Proto nenl divu, Ze mdm vétSinou daleko vE&tsi uspokojeni z drobnéjsich, ale
plné autorskych projekti.”

SiMmoN CABAN

Do Not Disturb!

“My personal theme has been the sad truth that when one wants to concentrate on work, a number of
influences work on him at the same time disturbing him,” said Simon Caban explaining the impulse that
made him compile his exposition. His own work is presented only marginally, directing his attention
mainly at circumstances which divert his attention from his work. It may be also that he takes the
view that a stage set functions only in a concrete space and at the time of a theatre act, and cannot
be presented on its own.

“l like practical jokes, a detached point of view, defiance. | pride myself not on what | have done, but on
what was behind it. People need for their life and work above all experience to learn from, and my exposition
is about experience.”

In spite of all that, Simon Caban learned to concentrate on work quite easily. He can switch very
quickly - he puts down the phone, takes notes and in an instant thinks again about what he is doing.
Although at one time he tried to do one thing at a time and only then start to do something else,
he is not good at that. “Everything, including rest, should be gathered in front of you.” He requires time
and peace for his work. He closely takes care not to get himself into stress and improvisation,
because he knows he cannot cope with them. “There are people who can be roused by stress, but that
is not my case, because my task is not as much to paint a picture as to count how many screws | need so
people would not fall from the stage.That cannot be done under stress.”

|_1_§_|___M_o N CABAN (*19 JuLy | 9._.6__3_\!

| ?

To the Secondary School of Applied Arts in Prague - Zizkov (1977 - 1981) he was brought by little
animated figures which he liked so much to paint, and because of which he wanted to study
animated film. It was not possible then, so he spent two years designing and making toys, and then
|he turned to scenography. “Theatre was for me then a fascinating and so far unknown horizon.” Already’
at the secondary school he co-found with his brother Michal the Dance Unit Ke¢.

[He continued he studies at the Josef Svoboda studio at the Academy of Applied Arts (1981 - 1986).
[Ever since then he preferred big theatres and monumental set designs. He has never regarded
|t.heatre as “an actor in a spotlight”, but as a big visual experience.That was made possible by his co-
loperation with the Dance Unit K¥eg, of which performances at the Branické theatre were regarded|
at that time as big spectacular shows. He very often co-operates with his brother Michal and his
own wife Simona Rybakova, whom he met already at the secondary school. “Such a team is a miracle.
It is advantageous as to time as well as financially. Family relationship allows one also a bigger degree of]
criticism. If we worked independently on each other, we would not achieve such results.”

Mainly with his family team and the Dance unit KFe¢ he did create a number of events (Tomas Tracy
Show, Laura a jeji tygfi ve Vitkovickém pamatniku, FeSn§ou ze seknhandu, various commercial
presentations), but above all a film story Colours from the movie PraZska 5, full length movie Don
Gio and the latest KusPoKusu, seven artistic motion visions awarded at the International TV festival
Zlata Praha. He also worked as a director for Opera Mozart when doing the Best of Mozart and
Serail Live!.

Last few years he has been working on the visual appearance of the International Film Festival
Karlovy Vary and International TV Festival Zlatd Praha. His own favourite big stage designs he
created for the Tyl Theatre in Pilsen (Casanova), Music Theatre Karlin (Ma férova Josefina), National
Theatre (Branibo¥i v Cechach) and the State Opera Prague (Nerone). “Paradoxically, | have not worked
on those productions with a director, who would understand the full potential of that scenography offered.
Thus it is not surprising that | find bigger satisfaction in doing smaller, but fully author’s projects.”
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Simon

,.Scénografie k inscenaci je vyslednici pusobeni mnoha sil, které prdci
reZiséra a scénografa ovliviiuji natolik, Ze nékdy nelze ve vysledku
puvodni zdmér ani rozeznat,” vysvétluje Daniel Dvoiidk, pro¢ se
rozhodl na podrobné dokumentaci z pfipravy a realizace
scénografie k inscenaci opery Bubu z Montparnassu ve Stitni
opei‘e dokumentovat cely proces jejiho vzniku.

Ten zacal diskusi s reZisérem Jifim Nekvasilem nad libretem
opery. ,,V tomto piipadé byla situace specifickd v tom, Ze Emil
FrantiSek Burian, ktery mél velmi vyvinuté divadelni vidéni, zanechal
pomémé podrobné pozndmky i o scénografii, které jsme se rozhodli
dodrzet.”

Poté price pieSla do dal§i faze, které Dvordk fikd muka
u pracovniho stolu, tedy vlastni kreslenf a vymy3leni. Treti etapou
je technicka stranka véci, vyroba a stavba dekorace, ktera nejvic ovliviiuje a v nékterych piipadech
i limituje moZnosti scénografa a pfani reZiséra. Z téchto ti skrytych komponent( teprve vznika tvar,
ktery vidi divak.

,Pri takové prileZitosti, jakou je odbornd scénografickd vystava, je rozhodné zajimavéjsi prezentovat proces
vzniku neZ vysledek,” tvrdi Daniel Dvorak. S tim také souvisi otdzka, jak vlastné scénografii vystavovat
- nejobvyklejsi namitkou je, Ze sama o sob#&, vytriena z kontextu Zivého predstaveni, nema vypovidaci
schopnost. Daniel Dvoi'ak viak zastava nazor, Ze je-li scénografie vytvarnou disciplinou, pak musi byt
samostatné vystavitelnd. , Sezndmit ndvitévniky vystavy s procesem vzniku scénografie mizZe byt jednou

ok

z cest. Pokud chce divdk vidét, jak funguje na scéné&, musi navstivit divadlo a shlédnout celé predstaveni,

DANIEL DVORAK (*5. UNORA |954)

Arigio Boito: NERONE, Stitni opera Praha / State Opera Prague, 1999, reZie / director:

Orlando Montés de Oca, scénografie / set-design: Simon Caban

SIMoOoN CABAN

V dé&tstvi necht&l byt scénografem ani nahodou - hrdl si na Indidny, sestavoval vozitka na vlastni
pohon, stiflel ze Spuntovky a péstoval viechny klasické klukovské discipliny. Zadné sklony k divadiu
inejevil.

Na Stiedni umélecko-primyslové Skole v Praze na Zizkové studoval obor tvorba interiéru
a nabytku, ale poprvé se setkal i se scénografii. Jako &len amatérského divadelniho souboru
navrhoval, vyradbél, stavél a prepravoval kulisy, protoZe se do toho nikomu jinému nechtélo,
»Scénograf byl v tomto typu divadia otrokem, ale mélo to urcité kouzlo."

Proto na Vysoké skole umélecko-primyslové (1974-1980) studoval architekturu i scénografii, aZ|
nakonec skonéil pouze ve scénografickém ateliéru Josefa Svobody. ,,Profesor Svoboda mél zajimavou, |
velmi nedidaktickou metodu: rovnou Fekl, jak by to ud&lal on sdm. Jeho FeSeni bylo samoziejmé vidycky
nejlepsi a bylo tézké vymyslet néco jiného." Dvorikovi viak jeho vrozené tvrdohlavost nedovolila vstat|
od stolu dFiv, neZ piece jenom na néco pfiSel. Tehdy se také dostal k opefe: ,,Hledal jsem vhodny
doprovod k rysovdni a tii aZ pétihodinové opery mély tu pravou délku.”

Po absolutoriu odjel na roéni stipendium do Vidné. Dnes pfiznava, Ze svému profesorovi Loisi Eggovi|
na Akademie der bildenden Kiinste (1980-1981), ktery mluvil videriskou néméinou, prvniho pil roku
viibec nerozumél. Po stédZi ve Spojenych stitech zlstal na volné noze.Vytvofil vice neZ sto padesat
scénografii pro nejvyznamngjsi divadla v Cechéch a pro nékterd v cizing, pfedeviim pro operni
inscenace.

Za podstatné pro svij profesnf Zivot povaZuje setkani s opernim reZisérem Jifim Nekvasilem, se
kterym zaloZil v roce 1988 experimentélni studio Opera Furore a o rok pozdéji presel do Opery
|Mozart.V roce 1998 spoleén& vyhrali konkurs na vedeni Statni opery Praha, kde je Daniel Dvofik
|v souéasné dobé feditelem a Jiffi Nekvasil uméleckym $éfem.




DANIEL DVORAK

A Slave As Well As A Director

“Scenography for a production is a result of the work of several forces, which influence the work of a director
and stage designer to such an extent, that it is sometimes difficult to recognise the initial intention,” Daniel
Dvorak explains why in order to describe the process of a scenographic design, he decided to
provide detailed documentary evidence from the preparation work and realisation of the
scenography for the production of the opera Bubu z Montparnassu.

This process started with a discussion with the director Jifi Nekvasil over the libretto of this opera.
“In this case the situation was specific in the sense, that Emil FrantiSek Burian, who had very exact theatrical
vision, left quite detailed notes also regarding the scenography, which we decided to obey.” After that our
work moved on to another phase, which DvoFiak calls torture behind the desk, meaning thinking and
drawing itself. The third phase is the technical point of view, making and building the scenery, which
more than anything else influences, and sometimes even limits, the options of the scenography and
ideas of the director. Only from those three hidden component a form is developed which the
theatre-goer sees on the stage.

“For such an occation, what a specialist scenographic exhibition is, it is decidedly more interesting to present
‘the process of creation, rather than the result” says Daniel Dvorak. With that goes the usual question
{how to exhibit scenography - the usual objection is that scenography on its own, out of the context
of a living performance, does not have its story-telling ability. Daniel Dvoidk however takes the view,
that if scenography is a visual art, then it must be exhibition-able. “One of the ways may be to introduce
the process of creation of scenography to visitors. If they want to see it working on a stage, they must come
to the theatre to see the whole performance.”

|

[ IDANIEL DVORAK (*5 FEBRUARY [954)

DvoFak

Daniel

In childhood there was not a chance of him becoming a stage designer - he played at Red Indians,
was making little electric drive vehicles, shooting with a cork-gun and was behind all the other
ischoolboy prank. No inclination towards theatre whatsoever.

|He studied at the Secondary School of Applied Arts in Prague - Zizkov interior and furniture making,
lbut was also introduced to scenography. As a member of an amateur theatre group he designed,
built and transported sets, because nobody else wanted to do it. “A set designer was a slave in this
kind of a theatre, but it had its charm.” : ] =

Therefore at The Academy of Applied Arts (1974 - 1980) he studied architecture as well as Michael Nyman; MUZ, KTERY SI SPLETL SVOJI ZENU S KLOBOUKEM / THE MAN
scenography, and at the end found himself only in the Josef Svoboda scenography studio. “Profesor WHO MISTAKE HIS WIFE FOR HUT, opera Nirodniho divadla v Praze / National
\Svoboda prefered an interesting, very undidactic method: he openly said at the very beginning how he would /
|do it himself. His solution was obviously always the best, and it was quite difficult to conceive something else.” Theatre Prague — divadlo Kolowrat / Theatre Kolowrat, 1998, retie / director: Jifi Nekvasil,
However, Dvorak’s inborn obstinacy never allowed him to get up from his desk before he came up vyprava | set-design and costumes: Daniel Dvo#ik

jwith something. It was then when he came across opera: “l was looking for a suitable accompanient for
my drawing, and three- to five-hour long operas were the right length.”

After graduation he left on a year long study stay in Vienna's Akademie der bildenden Kunste (1980
- 1981).Today he confesses that he did not understand his proffesor Lois Egg, who spoke Viennese
German, for the first six months. After another study stay in the United States he worked freelance.
He made over |50 scenographic designs for the most important Czech theatres as well as for some
foreign, mostly for opera productions.

His meeting the opera director Jifi Nekvasil he regards as fundamental for his professional career,
land together they started an experimental studio Opera Furore in 1988; a year later he left for
Opera Mozart. In 1998 they both won a open competition for the management of the State Opera
Prague, where Daniel Dvorak was appointed the managing director and Jifi Nekvasil the artistic

‘direcr.or. DANIEL DVoORAK

8 ‘9




PETR MATASEK

jako partner herci

Objekt z inscenace severské pohidiy Ledova nevésta,
ktery Petr Matések vybral pro svoji &st expozice PQ 99,
je typicky pro urtité obdobi jeho tvorby poslednich let.
.Jeden soustfedny kineticky objekt a mnoho pohybu kolem
néj, to je pro maji prdci poslednich let pFiznaéné.”

V konkrétnim pripadé Ledové nevésty mélo na jeho
praci vliv nékolik okolnosti. Severska pohédka vyvolala
vzpominku na Skandindvii, kde Matdsek pii Eastych
pobytech obdivoval Eistotu prace se dievem. Dfevo
zase vyvolalo touhu vytvofit napéti mezi timto
kompaktnim materiidlem a formou objektu, ktery pfipomind napjaty luk. Také pro zvySeni tohoto
napéti kombinoval ohybané dFevo se strecovou litkou, kterd reaguje na pohyb. Pro mlady tym
inscenator( a herct bylo potieba vytvorit scénograficky objekt spiSe jako télocviéné naradi.

,.DFive jsem si myslel, Ze musim scénu pfipravit tak, aby $lo viechno podle mého. Neuvédomoval jsem si, Ze
stadi vytvofit potencidl moZnosti pouZitf objektd a nechat je, at si Ziji viastnim Zivotem - ted nékdy dokonce
zjistim, Ze moje pavodni pFedstava byla spinénd kromobycejné dobfe nebo Ze inscendtofi dokonce nasli vice
moZnostl vyuZiti“

Piesto ma Petr Matasek i opaénou zkuSenost - obcas se stane, Ze herctim jeho objekty prekazejf
nebo je tpln& odmitnou.To viak nenf piipad prace pro domécl krélovéhradecky Drak, ale spiSe pro
velka Eincherni divadla, ,,V&tSinou nebyvd scéna v cinohre tak dokonale vyuZitd jako ve viceobjektovém
divadle. Dlouho mi trvalo, neZ jsem si uvédomil, Ze v &inohie je vétSina zprdvy obsaZena ve vztahu herce
k textu a tento vztah nelze poprit.” I
Presto ho bavi tyto prekazky zdolavat a hledat moZna feSeni. Nedovede se smifit s tim, Ze by vytvarel
pouze pozadi pro hru hercl.,, To jednodu¥e neumim."

PETR MATASEK (*17. DUBNA |944)

Nepamatuje si, Ze by cht&l kdy d&lat néco jiného, nez to, co déla ted. , Nepfecefiuji estetiku Zizkovské
periferie, ale &m vic se od detstv vzdaluji, tim vic si ho legendarizuji; proto midZu Fict, Ze k prdci scénografa
mé privedlo vrakovist&.“ Povaleéna Zizkovska periferie méla leccos z kouzla obrazli Kamila Lhotdka,
i ledyZ byla drsné&j3i.VEude byly vraky starych aut, €eskych i némeckych, orvané karoserie na $palcich,
|které umoziiovaly ty nejzabavnéjsi hry. [
|Cesta k divadlu véak vedla jedté pres zijem o biologii a kresby motyl(i a pres Stifedni umélecko-
|prumys|ovou §kolu na Zizkové (1958 - 1962), kterd mu oteviela spoustu do té doby neznamych
:obzoru Okouzlily ho ptedeviim animované filmy Jifiho Trnky, ale na animaci nemél trpélivost,
[Studoval scénografii na loutkai'ské katedFe Divadelni fakulty Akademie muzickych uméni (1962 -|
1966) a zavidél svym spoluZikim-herciim jejich extrovernost., Néco z té touhy byt také extrovertni ve|
mné zistalo a preneslo se do toho, Ze moje scény nejsou statické a ilustrativni, ale jdou naproti herdi, vybizeji|
ho k akei. Inspiraci proto nachazel nejspi§ v sochafFstvi, pFedeviim v kinetismu.

Po %kole se stal vytvarnikem a %éfem Divadla d&ti v Plzni (1968 - 1974). Zdilky obdivoval
kralovéhradecky DRAK, kde se stal v roce 1974 $éfem vypravy a vytvarnikem a zistal tam dodnes.
|, Domnivali jsme se, Ze uZ nastane generacni obména, protoZe pfisli miadf lidé, ale vyvinula se z toho spi
IDbECnE}SJ debata o pifslusnosti ke skuping. My jsme byli DRAK, citili jsme to velmi siln&. Dnes jsou viak lidé|

v oblasti investice svého Zivota ostraZit&j§i. e asi takovd doba.”

Mladé adepty loutkaFstvi a scénografie zna Petr Matdsek také z katedry alternativniho a loutkového
|divadla prazské Divadelni fakulty Akademie muizickych uméni, kde vyuéuje od roku [990. Zaroveii
vede Fadu workshopl po celém svété.

PETR MATASEK
Scenery As Actors’ Partner

|An object from the production of a northern fairy-tale The Ice Bride, which Petr Matisek chose for|
|his exposition at the Prague Quadrennial 99, is typical for a certain period of his work in the last|
{few years. “One concentric kinetic object and a lot of movement around it, that is characteristic for my work|
|of the last few years.”

|In the case of The Ice Bride, a number of circumstances influenced Petr Matasek's work. The
northern fairy-tale stirred his memories of Scandinavia, where during his frequent visits he admired
the cleanness of their work with wood.Wood on the other hand roused a longing to create strain
between this compact material and the form of an object, which can remind us of a bow. Also in
order to cause this strain, he combined bentwood and stretch fabric, which reacts to movement.
For the young team of actors it was necessary to create the scenographic object more like a gym
equipment. “I used to think that | have to prepare the stage in a way so everything would work as | plan.
I did not occure to me that | can only create a potential, a variable space, which | can leave to live its own
life - now | even sometimes realize that my initial idea was fulfilled exceptionally well, or that the actors
discovered more posibilities how to use it”

In spite of all that, Petr Matdsek has also opposite experlence - it sometimes happens that his
objects hamper the actors, or that the actors even refuse to play with his objects. That is not,
however, the case in his home theatre DRAK in Hradec Kralové, rather in big drama theatres. “The
scenery is not usually so well used in drama theatre as it is in a more object related theatre. | took me a long
time to discover that in drama most of the message is included in the relation between an actor and the
text, and this relation cannot be denied.”

Even so he enjoys conquering such obstacles and searching for new solutions. He cannot come to
terms with the fact, that he would be only making background for the actors. “l am simply not good
in that”

PETR MATASEK

(*17 AprriL 1944) 1' 2

He does not remember ever wanting to do enything else but what he is doing now. “l do not overrate
the aesthetics of the Zizkov periphery, the more | get further from my childhood, the more legendary it
seems to me, so | can say that | was brought to scenography by wreckage.” Post war Zizkov was not
dissimilar to the magic of Kamil Lhotik’s pictures, although the reality was rougher. Wrecks of old
cars, Czech and German, lay everywhere, rust-eaten bodies of cars on blocks of wood which made
it possible to play the most entertaining games. His path towards theatre lead through his interest
in biology and butterfly drawings, and through the Secondary School of Applied Arts in Prague -
Zizkov (1958 - 1962), which opened a lot of so far uknown horizons. He was enchanted above all
by JiFi Trnka's animated film, but he did not have the patience for animation. ‘
He studied scenography at the puppetry department of the Theatre Faculty of the Academy of
Performing Arts (1962 - 1966), and envied his schoolmates - actors their extroversion. “Something
from that longing to be also an extrovert has remained in me, and has been transfered to the fact, that my
stage desogns are not static and illustration-like, but they are meeting the actors and encourage them to
action.” He has found inspiration mainly in sculpture, especially in kinetism.

After graduation he became the chief designer and director of the Divadlo d&ti in Pilsen (1968 -|
1974). From far away he admired the theatre DRAK in Hradec Krilové, where in 1974 he has
become the stage designer and the head of decor and has stayed there to this day. “We presumed
that a generation exchange will occure with the arrival of young people, but as it turned out only a general‘
discussion about group dffiliation has occured. We were the theatre DRAK, we felt very strongly about that.
Today people are more carefull about investments in their lives. It probably suits the time.”

Petr Matasek knows the new blood in puppetry and scenography from the alternative and puppet
theatre department of the Theatre Faculty of the Academy of Performing Arts in Prague, where he|
teaches since 1990. At the same time he leads a number of workshops around the world.
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Helga Arnalds: AYVALON, Leikbruduland,

scénografie / set-design: Petr Matdsek

Island,

BT

reiie [ director: Helga Arnalds,

|,,KaZdy z nich je dplné jiny, ale maji spolecné to, Ze chdpou divadlo jako fyzickou, ne abstraktni zdleZitost a véci

_ ONDRE) NEKVASIL S
Architekt jako organizator prostoru

JArchitekt vZdy vychdzi z poZadavku vytvofit pro inscenaci z divadelniho jevisté
hraci prostor, pietvorit jej. Takovd scénografie mé zajimd,” tvrdi Ondfej
Nekvasil. Z toho vychazi i objekt, ktery vytvoril pro €eskou expozici.
Zrcadlovy valec dokazuje i navitévnikiim vystavy, Ze dany prostor lze
Zménit.

Jako dopinék vybral dokumentaci nékolika divadelnich inscenaci
poslednich &tyf let a dvou televiznich, které viak tzce souviseji s praci
pro divadlo. , ZaméFil jsem se pfedeviim na abstraktni a geometrické
scénografie, kterych jsem v posledni dobé vytvoril nékolik.”

Zatimco praci pro film si Ondfej Nekvasil vybira podle scénare,
v divadle spolupracuje pFedeviim s nékolika reZiséry - s Jakubem
Spalkem a Jaroslavou Siktancovou z Divadelniho spolku KaZpar,
s Jurajem Dedkem a Jakubem Koréikem.

pojmenovdvajl pfimo. Mdm rdd, kdyZ mi nékdo Fekne, Ze na scéné musejf byt dvefe a nemusim si preklddat
fe¢ o tom, Ze tam md byt cosi, ¢im se bude prolamovat do jiného pocitu.”

Jako poctu svému otci a podékovani za to, Ze ho nauéil preciznosti a Gcté k piredloze, vybral do své
expozice inscenaci opery Cavaleria Rusticana z plzefiského Divadla ). K. Tyla. ,, Tatinek byl klasickym
reZisérem, ktery musel védét, kde na scéné stoji dtim, a dbal na to, aby inscenace nepopirala dilo samotné.”
Jako doklad toho, Ze i v malém divadle Ize vytvofit velkou scénu, vybral dvé inscenace Divadelniho
spolku Kadpar St&dry den a Léto a na dikaz toho, Ze scénografie ma pro néj ziklad predeviim
v architektui’e, inscenaci Romea a Julie v ostravském divadle.

Divadelni inscenace dopliiuji i dvé televiznf dila, Zuby mi cvakaji v rytmu shimy o Erwinu Schulhoffovi|
a Podivuhodny let na hudbu Bohuslava Martin, které ziskaly ocenéni na Mezindrodnim televiznim|
festivalu Zlatd Praha.

.Nechci to viak prehdnét s dokumentaci - ndvitéynici jsou unaveni a nejdileZit&fi je pfece jenom Zivy|
dikaz, Ze s prostorem si lze hrdt."

ONDREJ NEKVASIL (*15. CERVENCE 1966)

Do divadla, pFedeviim do ostravské opery, chodil uZ jako malé dité, protoZe jeho tatinek tam byl
rezisérem. Zatimco star3i bratr |ifi opery hital (a pozdé&ji sam vystudoval operni reiii), Ondreje
Nekvasila nebavily. Zajimaly ho pouze nékteré hromadné vystupy a scéna.Také velmi litoval toho, Ze,
nema tatinek néjaké oby&ejné&jsl povolani., KdyZ jsem musel fict, Ze je operni reZisér, vétSinou stejné nikdo
nevédél, co vlastné déld.“ Pravé proto byl pozdéji rad, Ze svoji prvni scénografii v profesiondlnim
divadle dé&lal v roce 199 pravé pro tatinkovu inscenaci Dyvorakovy Armidy v tehdej§im ostravském
Divadle Antonina Dvofdka.

V té dobé& studoval architekturu na prazském Ceském vysokém ugenf technickém a soub&#n& také
scénografii na Divadelni fakulté Akademie muzickych uméni. Na architekturu ho pfivedl zijem
o rekonstrukce domtl. Tato prace ho bavi dodnes, proto doufs, Ze se k ni pifes mnoZstvi filmovych,
divadelnich a televiznich zakazek opét dostane.

Jako architekt & vytvarnik spolupracoval od roku 1992 na nékolika &eskych filmech, Zamku
v Cechéch, Diky za kaZdé nové rano, Indidnském |ét&, Marianovi, PasaZi a Viychové divek v Cechéch.
oNaudil jsem se pohybovat se v rdznych prostiedich a pfizplasobovat se riznym podminkdm.
U architektonickych zakdzek se rozpocet pohybuje ve statisicich korun, u filmu v desetitisicich, u divadla
v tisicich. Jednou jsem navrhl scénu pro amatérsky soubor, ktery mél pauze Sest tisic sedm set dvacet tfi
korun a za ty penize ji opravdu vyrobil.“
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ONDRE] NEKVASIL

Architect As An Organiser Of Space

“An architect always proceeds from the demand to create a playing space from a theatre stage, to transform
it. | am interested in this kind of scenography,” says Ondrej Nekvasil. The object, which he created for
the Czech exposition, results from that belief. The mirror cylinder proves that one can transform
a given space.To complete it he chose a number of theatre productions and two TV productions
closely connected with theatre work made during the last four years. */ concentrated mainly on
abstract and geometrical scenography, which | have lately produced.”

Although his choice of film work depends on the quality of a screenplay, in theatre Ondiej Nekvasil
only co-operates with few directors - with Jakub Spalek and Jaroslava Siktancova from the Theatre
Company, and with Juraj Dedk and Jakub Kor¢ak.

“Every one of them is completely different, but they have one think in common, which is the fact that they
see theatre as physical, not abstract, affair and they call things their names. | like when somebody tells me,
that there must be a door on the stage, and | do not have to translate a speech that there must be
something (that will be used for breaking into different mood).”

To honour his father and thank him for teaching him accuracy and respect for the original, he chose
for his exposition the production of Cavaleria Rusticana made for the Tyl Theatre in Pilsen. “My
father was classical director, who had to know where there is a house on the stage, and was very particular
about this belief that a production should not deny the original work of art.” To prove that one can create
a big scenery even in a small theatre, he chose two productions from the Kaspar Theatre Company
|The Christmas Eve and The Summer; to prove that for him scenography is based on architecture he
is presenting the production of Romeo and Juliet from the Ostrava theatre.

These theatre productions are completed with two TV works: My Teeth Are Chattering in the
Rhythm of Shima about Erwin Schulhoff, and The Miraculous Flight with Bohuslav MartinG music,
which both got an award at the International Festival of Television Zlati Praha.

“I do not want to overwhelm everybody with documentation - the visitors are tired, and after all, the most
‘u'mportam: is the living proof that it is possible to play with space.”

[

NEKVASIL (*15 Juiy 1966)

He was going to theatre, especially to the Ostrava opera, already as a small boy, because his father
was a director there.While his older brother devoured operas (and later studied opera direction),
Ondrej Nekvasil was bored by them. He only liked some of the crowd scenes and the scenery. He
also regretted that his father did not have some proper job. “When | had to say that he directs operas,
most my friends did not know what he was really doing.” The more happy he was later, that his first
scenography for professional theatre was for his father’s production of Dvofak’s Armida in the then
called Antonin Dvorédk Theatre in Ostrava.

At that time he was studying architecture at the Czech Technical University and at the same time
scenography at the Theatre Faculty of the Academy of Performing Arts in Prague.To architecture he
was drawn by his interest in reconstructing old houses.This work he enjoys to this day,and he hopes
to come back to it after all his theatre, film and TV commissions.

As an architect or designer he has worked since 1992 on a number of Czech films (Zamek
v Cechiéch, Diky za ka¥dé nové rano, Indianské léto, Marian, Pasaz and Vychova divek v Cechach).
“I learned to move in different circles and adapt to various conditions. When | get an architecture job | have
a budget in hundred thousands, in film it is in ten thousands, and in theatre in thousands. Once | did a set
for an amateur company, who had only six thousand seven hundred and twenty-three crowns, and
| managed.”

Nekvasil

Ondfej

ROMEO A JULIE /| ROMEO AND JULIET, Nirodni divadlo

William Shakespeare:
moravskoslezské Ostrava, 1999, reZie / director: Juraj Dedk,

scénografie / set-design: Ondiej Nekvasil

ONDRE)] NEKVASIL
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JANA PREKOVA

Pokus o ticho

»Co wystavuju? Pokus o ticho," tvrdi Jana Prekova. ,Marné se
pokousim vytvofit v sobé& bilou svétlou mistnost s tyrkysovym jezerem
uprostred. Toto je pokus."

Prace Jany Prekové je v jeji Casti Ceslé expozice PQ 99 pFitomna
prostiednictvim &ernobilych fotografii Bohdana Holomiéka.,, Ty fotky
vidi az za zed.VZdycky je tam to ticho a ldska.”

Jana Prekovd pracuje v raznych divadlech, ale se stilym okruhem
rezisérii. Také deset inscenaci, které vybrala z poslednich étyf let pro
svoji expozici, vznikly ve spolupraci se dvéma reZiséry: Janem
Nebeskym a Janem Antoninem Pitinskym.

wHamlet - pokus o kosti, Sendta duchi - Strindberg sdm v bilé mize jako tollundsky muZ v ra3elin& 8 a 1/2

- pokus o bilé stiny, Jeji pastorkyria - med a led, Konec hry - uméni fugy a miceni, Terezka - majdk prijizdéjici,
Chladné srdce - dotek s Issey Miyakem, Bloudénf - bloudéni, Dcera vichfice - ltino a deska, Oidipus - Metaxa
a Joza Uprka.”

Vic nepotrebuje Jana Prekové ke své praci dodavat.

Jana Prekova (*16. listopadu 1956)

Diilezité obrazy:

- Babicka ve Zlutém Zupanu na prosvétiené zahradé prikryvd zavarovaékami rize.

- Babicka ve Zlutém prosvétleném Zupanu jde v Sest rdno ,,délat do Rupy*,

- Babicka ve Zlutém svétélkujicim Zupanu jde pomalu z prdce podle bilého drdténého plotu.

- Tancim u plotu v cervené kostkované sukni a kousu chleba.

- Lezu pres plot - dodnes. Miluju to vratké balancovdni nahore. Cim jsem vét3i a t&Z%, tim je to balancovdni|
naléhavéjsi Varianta b): lezu pies plot tak rychle, Zze k balancovdni nedojde (zvySuje to sebejistotu).
DdleZité véci:Asi ve tyfech letech dostdvdm plastikovy autobus, jehoZ oblost a viiné mé pfivddéjl do extdze.
DileZity pfibéh: Jsem zase sama, je mi pét, mdm malou koZenou brasnu a lesklé kovové klesté. Chei cvakat
listky - jsem priivodéi, ale v mé tramvaji nikdo nejede. Jedu smutné pod ofechem a najednou se na modrém
nebi néco uZasné leskne. Z vyiky se ke mné sndsi mald vrtulka. Odkud? Nikdy se to nedovim.

Lidé: Maminka je krdsnd a mladd. Nikdy se nezlobi.V¥echno déld za nds. Je jako moje mladsi sestra. KdyZ
néco provedu, dostane vynaddno ona. Cely den pere dole v prddelné. Michd tim pddlem drevénym, topi,
Zdimd, ruce straslivé cervené. (Jejich upracovanych rukou se bojim.) Tdta (pere se vZdy v sobotu) celou dobu
sedi v uSdku a hraje si s téZitkem od zdclon. Sem tam s nim houpne a obéas fekne:, Kde je ta Jana!*
Svét: Na vylety nejezdime. Je mi dvandct a sestie o dva vic. Ona chodi vecer do kina a jd ji hliddm, aby
nechodila se Zderikem. Domii jde Lida za ruku se Zdefikem, za nimi se louddm jd s Mirkem. Chodim jednou
tydné do kina odpoledne a jednou vecer hlidat sestru.To mé drZi (pozd&ji uZ bez sestry) asi do Sestadvaceti
let. Vidim viechno, co se dd. Kino miluju.

Divadlo: Poprvé zdZitek asi v Sesté tFidé - jako tajnd éernd mSe. Antigona v Divadle Za branou. Na &erném
pozadi bili sadrovi lidé. (Mdm listek k stdni - usindm tinavou.)

NejdileZitéjsi roky: 16 - 18. Sama si hleddm své lidi, kniZky, divadlo, malite, hudbu a viechno to zkouSim.
Noci trdvim malbou pFi Bachovi a pitim cerného Caje. [sem stdle panna a déldm zkoudky na malbu na AVU
a UMPRUM. Jsem dvakrdt tydné v divadle.

O rok pozdgji:V§echno je jinak. Mdm sebevraZedné pocity z pichacek. Misto v 7.00 dobihdm do prdce kaZdé
rdno v 7.05.

Tajné: Déldm zkousky na Divadelni fakultu Akademie mizickych uméni,

Studuji souvislosti - ale jesté to netusim.

Setkdni s Janem Nebeskym - otvird se svét vyznamnych bezdéénostl a bezdéénych vyznamnostl. Je to velmi
osobni svétio a velmi osobnl tma. Hodné se u toho sméjeme. Vysledek je procesem, proces ldskou, ldska
vnitini realitou a naopak. Vnitfni realita nemd hranice, zatimco se stdle dotykd ni¢eho. Ticha nic.

Nekdy se dd z ticha nic dotykat svétla nepfedstavitelného.

JaAnNA PREKOVA

Attempt At Silence

“‘What do | exhibit? An attempt at silence,” says Jana Prekova. “l am trying in vain to create in myself
a white light room with a turquoise lake in the centre.This is an attempt.”

|At the Prague Quadriennale 99 Jana Prekova’s work is presented through the black-and-white
photographs of Bohdan Holomni€ek. “Those photographs see beyond the wall. There is always silence
and love.”

Jana Prekova works in various theatres, but with the same circle of directors.Also the ten productions,
which she chose for her exposition from her last four-year worlk, were done in co-operation with two
directors: Jan Nebesky and Jan Antonin Pitinsky.

“Hamlet - an attempt at a bone, Sondta duchii - Strinberg alone in white fog like a tollund man in peat, 8
a 112 - an attempt at white shadows, Jeji pastorkyria - honey and ice, Konec hry - the art of fugue and silence,
Terezka - an approaching lighthouse, Chladné srdce - a touch of n'ssey Miyak, Bloudénf - wandering, Dcera
vichfice - a womb and a board, Oidipts - Metaxa and JoZa Uprka.”

There is nothing Jana Prekova would like to add concerning her work.

Jana Prekova (*16 November 1956) |

Important pictures:

- A grandmother in a yellow dressing gown on a lighted garden is covering roses with preserve jars. |
- A grandmother in a yellow dressing gown at six in the morning goes “to work to Rupa”.

- A grandmother in a yellow dressing gown goes slowly from work alongside a white wire fence.

- I am dancing next to the fence in a red checked skirt eating bread.

- | am climbing over the fence - to this day. | love that unsteady balancing on the top.The bigger and heawer
| am, the more urgent this balancing on the top is.Variant b): | am climbing over the fence so fast, that there
is no need for balancing (which increases my confidence).

Important things:When about four years old | am given a plastic bus, of which roundness and smell bring
me to ecstasy.

Important story:| am on my own again, | am five, | have a small leather bag and shining iron pincers. | want
to punch tickets - | am a conductor, but there is nobody on my tram. | am sadly passing a walnut tree and
suddenly | see something glittering on the blue sky. A small propeller is coming down to me. From where?
I will never know.

People: My mother is beautiful and young. She never gets angry. She does everything for us. She is like my
younger sister. If | do something silly, it is she who is told off. All day she is doing the washing downstairs in
the laundry. She is stirring with a@ wooden paddle, putting in the coal, wringing, her hands terribly red. (I am
afraid of her hands worn-out with work.) Ma father (we always do the washing on Saturday) sits all that
time in an arm-chair playing with a curtain-weight. From time to time he swings it and sometimes says:
“Where is Jana!”

World:We do not go on trips. | am twelve and my sister two years older. She goes to cinema in the evenings,
and | am there to make sure she is not going to see Zdenék. On the way home Lida is holding
Zdené&k’s hand, | am behind them slowly walking with Mirek. | go once a week to cinema in the afternoon
and once in the evening looking after my sister. | keep doing that (later without my sister) till | am twenty-
six. | see all | can. | love cinema.

Theatre: First experience in about sixth grade - like a secret black Mass. Antigona in Divadlo Za branou. On
black background white plaster people. (I have a standing ticket - | am dead tired,)

The most important years: 16 - 18.1 am choosing my own friends, books, theatre, painters, music, and trying
everything. Nights | am spending painting while listening to Bach and drinking black tea. | am still a virgin
and taking entrance exams to study painting at the Academy of Fine Arts and the Academy of Applied Arts.
| go to theatre twice a week.

A year later: Everything is different. | feel suicidal from time clock. Instead of 7 am. | am getting to work at 7:05 am.
Secret: | am taking the entrance exam to the Theatre Faculty of the Academy of Performing Arts.

I am studying contexts - but do not know about it yet.

Meeting with Jan Nebesky - a world of significant unwittingnesses and unwitting significantnesses is opening. It
lis very personal light and very personal darkness.We laugh a lot .The result is a process, the process is love, fove
inner reality and vice versa.The inner reality has no limits, while it is still touching nothing. Nothing of silence.
Sometimes you can from nothing of silence touch the light of inconceivable.
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Beckett: KONEC HRY / ENDGAME, Divadlo Komedie Praha,

director: Jan Nebesky, kostymy / costumes: Jana Prekova

JANA PREKOVA

1996, reiie /

SIMONA RYBAKOVA
Do ZelezaFstvi pro inspiraci

..Lidé se &asto ptdvajl na zdroje inspirace a pro ty mimo obor je nakeuknuti do
kuchyné tviirce vzdycky vzrusujici” tvrdi kostymni vytvarnice Simona
Rybdkovd a na tomto tyrzeni zaloZila i svou €ast expozice.Vjemil, z nichz
Cerpa, je mnoho - jizda v metru, pozorovani typl lidi a ukladani do
mozkové banky, nakup v Zelezafstvi a zjiSténl, co zajimavych
wkostymnich' doplitkil tu maji.

Nékteré z nich Simona Rybakova shromazdila v polici a do vétsiny z nich
by navitévnik nerekl, Ze by se mohly stat soucasti divadelniho kostymu.
,Ydnoéni ozdoby a fetézy vytvdrejl ve velkém mnoZstvi hmoty a struktury, které
nelze prehlédnout, struhadlo poslouZi jako bederni rouska, plastové lahve se
mohou stdt nosnou konstrukei i ozdobou krinoliny.“ Inspiraénim zdrojem je
i sedmiletd dcera, kterd asto bere rizné latky, Satky, papiry a jiné
materidly, jeZ jejl rodi¢e pouZivaji pfi praci, a pfichdzi s vlastnimi
kreacemi. , Jd si jeji jednoduché ,skicy v redlu™ fotim, coZ ona nesndsl a taky
se podle toho tvdfi, a vyuZivdm podle potieby.”

Skuteénost, Ze inspiracni zdroje a zplisob pouZiti netradiénich materiald |
lidi opravdu zajima, si Simona Rybdkova ovéfila na sympoziu kostymnich vytvarnikii ve Spojenych|
statech, kde tato cast jeji odborné prednasky patfila k nejvdéénéjsim.

Aby se navitévnik dozvédél ze zikulisi tvorby kostymi Simony Rybdkové viechno podstatné,
vystavila kromé inspirdria i navrhy, snimlky z realizacl a étyFi redlné kostymy, dva arcimboldoyské
z projektu Rudolf |I, a Praha a dva z Dona Giovanniho Opery Mozart. ,,Mdm rdda stylizované, velmi
vytvarné, ale presto dobfe remesiné zpracované kestymy, které snesou pohled zblizka. Prdvé tyto ctyfi
kostymové komplety, k nimz jsou | boty, paruky a dalsi dopliiky, jsou reprezentativni ukdzkou femesla.”
Jeji objemné krinoliny pfipominaijf spiSe architektonické stavby nez kostymy, proto v expozici dobre
sousedi s objektem Petra Matéska.

SIMONA RYBAKOVA (*8 KvETNA 1963 )!

»Nevzpomindm si, kdy jsem se naudila §it, nevim, jestli mi bylo Sest, osm nebo deset let. KaZdopddné mé to
naucila maminka, kterd nikdy moc $it neunéla. Presto nebo prdvé proto mé naudila zpisob - jednoduchy
stfih + co nejméné §iti = velky efekt.” Dodnes pouZiva nékteré z téchto jednoduchych principd, které
se naucila v détstyi.

Cesta k prici kostymni vytvarnice byla pifima, vystudovala nejprve Stfedni umélecko-pramyslovou
Skolu v Praze na Zizkové a potom Vysokou $kolu umélecko-primyslovou v ateliéru textilniho
vytvarnictvi. Nikdy ji neldkalo byt médnf navrharkou, ani o kostymech ze zaéatku moc neuvaZovala,
vidycky sméfovala pravé k textilnimu vytvarnictvi.

Presto se uZ na stfedni Skole stala nejen kostymni vytvarnici, ale také taneénici Baletni jednotky
Krec. Spolupracovala na viech inscenacich (TV 20.10 - Pravé tady, Na lagunéVaradero, Show Tomése
Tracyho). Uzkou spoluprici navézala s Operou Mozart, pro niz vytvorila kostymy k inscenacim Cosi
fan tutte, La clemenza di Tito, Kouzelna flétna, Figarova svatba, Serail Live!, Don Juan Bastien a Don
Giovanni.

Navrhuje kostymy i pro videoklipy, reklamy, prezentaéni akce a od roku 1995 je stilou kostymni
vytvarnici pro Mezinarodni filmovy festival Karlovy Vary.

Simona Rybakova absolvovala staZ na helsinské University of Industrial Art a studovala na Rhode
Island School of Design v Providence.V roce 1995 ziskala |. cenu v soutéZi Swarowski Award.
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SiMmoNA RYBAKOVA
To An lronmonger’s for Inspiration

“People often ask after my sources of inspiration, and for those outside the profession a look into the kitchen
of an artist is always exciting,” says costume designer Simona Rybakova, and on this claim she based
a part of her exposition. There is a lot of perceptions which serve us as sources — a journey in
underground, observing different types of people and saving them in our brain bank, shopping at
Ironmonger’s, and realising, how many interesting "costume” accessories they have.

Some of them Simona Rybakova collected on a shelf, and a visitor would not think they could be
la part of a theatre costume. “Christmas decorations and chains can in big quantities create substances
and structures, which cannot be overlooked, a grater can become a loin cloth, plastic bottles can embellish
a crinoline.” Even her seven-year old daughter can be an inspiration when she picks all kind of fabrics,
scarves, papers and other materials, that her parents drop when working, and makes her own
creations. " take pictures of her simple “sketches in reality”, which she hates and pulls faces, and | use
(them when | need to.”

Simona Rybéakova verified her use of inspirational sources and unusual materials at a meeting of
costume designers in the United States, where this part of her specialist lecture belonged to the
most appreciated.

In order to learn most about the background of Simona Rybakova's costume making, apart from her
inspirations she is also showing sketches, photographs from finished productions and four real
costumes, two fruit ones from the project Rudolf Il and Prague, and two from Opera Mozart’s Don
Giovanni. "1 like well done costumes which can withstand a close look. These four particular costume suits
together with shoes, wigs and other accessories are representative examples of good handicraft.” Her huge
crinolines look more like architecture than costumes, so they complement each other wnth Petr
Matasek’s objects. =5

Rybakova

Simona

SiMoNA RYBAKOVA (*8 MaY 1963) .
.1 cannot remember when | learned to sew, | do not know if | was six, eight or ten. Whichever way, | was
taught to sew by my mother, who could not sew. So she taught me how to join two pieces of fabric together|
in the easiest possible way, but effectively.” She still uses some of those simple methods, which she
learned in childhood:

Her path to her profession lead through the Secondary School of Applied Arts in Prague - Zlikov,
where she studied modeling of toys and decorative items. Only after the graduation she found out,
that she prefers textile arts, and she applied to the Academy of Applied Arts. She did not get in on
her first attempt, nor-on her second, nor on the third. ,,Five years | had the courage of my conviction,
because | was absolutely sure then what | wanted to do.” Only after five years she could start her|
istudies in the textile arts studio, where she learned to make carpet designs, bobbin lace, wool and| |
silk fabrics. She has never been tempted to become fashion designer, always prefered theatre and

film costumes.

Already at the secondary school she started working not only as a costume designer, but also as

a dancer in the Dance Unit KFeg. She co-operated on all productions (TV 20.10 - Pravé tady, Na

laguné Varadero, Show Tomase Tracyho). Her first serious step towards becoming a costume

designer was her work with Tereza Kuéerova on Véra Chytilova film Sasek a kralovna. Since then she

'has worked on a dozen films with directors Tomas Vorel, Karel Smyczek, lrena Pavldskova, Oskar

Reif, Juraj Herz, Zdenék Tyc a Caban brothers.

At the same time she was also doing costumes for theatre, apart from the Dance Unit Kie€ she has

started a co-operation with Opera Mozart, for which she made costumes for Cosi fan tutte, La .
Clemenza di Tito, The Magic Flute, Flggaros Wedding, Serail Live!, Don Juan Bastien and Don
Giovanni.

Michal a Simon Cabanové: KUSPOKUSU (a dance movie),
1998, retie / directors: Michal a Simon Cabanove,

kostymy / costumes: Simona Rybakova
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JINDRICH SMETANA

VSechno je jinak

Expozice scénografa, architekta a vytvarnika Jindificha Smetany je nejvétsim dikazem toho, jakym
procesem prace prochdzi a Ze jeji vysledek muzZe byt zcela odlisny od ptivodniho zdméru. Jindfich
Smetana mél piedstavu vytvofit dlouhou priichozi chodbu, jakési éeslo.V tomto fasoprostorovém
fundamentu by prezentoval své myslenky audiovizualnimi prostiedky. Vzhledem k tomu, Ze cely
prostor narodni expozice ma zbyvajicich sedm vystavovatelli rozdéleny na jakési pravidelné
wpokojiky", byl jim viem tento vytvarné i filozoficky pojaty symbol tviréiho prostoru blizky a do
urcité miry se k nému hlasili.

Proto linedrni koridor jako zaklad pivodni mySlenky komisaFi expozice ponechali, ale samotnd
realizace v rdmci vystavy se odstéhovala na stavbu repliky dfevéného shakespearovského divadla
Globe na terase pod Maroldovym panoramatem na Vystavisti, které musel Jindfich Smetana dat z
tasovych divod( pFednost.

.Je to naprosto v pofddku, protoZe i to je dikazem neustdle se méniciho procesu prdce,” tvrdi komisaf
Simon Caban a Simona Rybékova. ,Realizace je vidy vysledkem podminek k ni."

JINDRICH SMETANA

Is The Other Way

Everything

The exposition of a stage designer, architect and artist Jindfich Smetana is the best proof of the
process that a work has to go through, and that the result can be completely different to what was
the original idea. JindFich Smetana had in mind to create a long passageway. He presents his thoughts
in time-space fundamentals using audio-visual means. Bearing in mind, that the whole space of the
national exposition has to be shared by the seven remaining artists, who have it divided into some
kind of regular little ,,rooms*, Smetana’s philosophical as well as artistic symbol of a creative process
was close to their hearts and to some extent they have declared their support for it.

The linear corridor as the remnants of the initial idea was left untouched by the commissars of the
exposition, but the realisation itself in the scope of the exhibition had to, due to Jindfich
Smetana’s time pressure, give way to building of a replica of the Shakespearen wooden theatre
Globe on the terrace of the Morold panorama at the Prague Exhibition ground.

. That is absolutely fine, because even that is a proof of the constantly changing work process,” the
commissars Simon Caban and Simona Rybakova claim.

JINDRICH SMETANA (*28. CERvNA [[954)

| ‘J INDRICH SMETANA (*28 June 1954) W
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Jindfich Smetana vystudoval Vysokou %kolu uméleckopriimyslovou v Praze (1973 — 1979) ve
specilnim ateliéru architektury a scénografie Josefa Svobody. Od po&atku 80. let pracoval jako
vytvarnik a spolupracovnik Josefa Svobody v Narodnim divadle v Praze, Laterné magice, kde
realizoval Fadu inscenaci. Pracoval zde az do roku 1990. Mezitim spolupracoval na multimedidlnich
projektech s Art Centrem Praha.V roce 1988 zvitézil ve vladnim konkursu na stavbu francouzského
pavilonu na vystavé EXPO 88 v Brisbane.

Divadlo Globe bude jiZ tieti scénou v Praze, na jejiz stavbé se Jindfich Smetana podilel.V roce 1991
spolupracoval na navrhu stavby dneZniho Divadla Spirdla, tehdejsi Laterny animaty, na Vystavisti, jehoZ
byl také kratce reditelem. Za tuto stavbu ziskal Eestné uznani na Prazském Quadriennale za
architekturu a Grand Prix Obce architektil. Tuto cenu ziskal i za stavbu Divadla Alfred ve dvoie
Ctibora Turby, které bylo otevi‘eno v roce 1997.

JindFich Smetana se v letech 1987, 1991 a 1995 Géastnil Prazského Quadriennale.

JindFich Smetana graduated from the Academy of Applied Arts in Prague (1973 - 1979) in the
architecture and stage design studio lead by Josef Svoboda. From the early 1980s he worked as
|a designer and colleague of Josef Svoboda in the National Theatre, Laterna Magica, where he worked
'on a number of productions. He worked there till 1990.At the same time he co-operated with Art
|Centr Prague on several multimedia projects. In 1988 he won a governments’s open competition to
|built a French pavilion at the EXPO 88 exhibition in Brisbane.

The theatre Globe will be his third theatre in Prague on which Jindfich Smetana has participated. In
1991 he worked on the architectonical design of the theatre Spirala, then called Laterna Animata, at
the Prague Exhibition ground, where he also acted as a director for a short time. For this building
|he received an honourable award for architecture at the Prague Quadrennial and also a Grand Prix
from Architecture Community. The second mentioned prize he also received for his second theatre,
\which is Ctibor Turba’s theatre Alfred ve dvore, which was opened in 1997.

JindFich Smetana participated on Prague Quadrennial in 1987, 1991 and 1995.




Jindfich Smetana
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Divadlo Spirala, Praha (). Smetana,
J. Louda, T. Kulik a Z. Stgblo, 1991)

IKATERINA STEFKOVA
Pozvani do budoiru

,Daji se kostymy z divadelni inscenace viibec vystavovat samy o sob&?*
Na tuto sugestivni otdzku si musela odpovédét jiz fada divadelnich
kostymnich vytvarnikli - a pro Katefinu Stefkovou k tomu dalo
prvni piilezitost pravé PQ 99. Jeji odpovédi je pokojik-budoar -
s fotografiemi na sténach, zafizeny nabytkem, kde kostymy visi na

raminkach jako v divadelni Satné a vybizeji navitévniky k tomu, aby v

si na né sahli nebo si je vyzkouseli.

..Na fotografiich Marka Novotného jsem chtéla vzkfisit pivodni zdmér,

se kterym jsem urdity kostym vymyslela, vyvolat atmosféru zrozeni stylu TN e,
inscenace, ale i vzruieni, které mi poskytuje prdce s materidly, a pFiznat '@"

se k tomu, Ze toto obdobi pro mé& bylo dobou okouzleni umélym svétem
divadla, kde se misto barev dd malovat samety, pefim a faleSnymi {
drahokamy.”
Uecast v Zeské expozici Prazského Quadriennale je pro Katefinu Stefkovou predeviim prilezitost
usporadat si praci za posledni Etyfi roky, uvédomit si, co bylo v tomto obdobi pro ni charakteristické,
pojmenovat si sviij svét v tomto £ase. ,Je to obdobi mezi mym triadvacdtym a sedmadvacdtym rokem,
tedy doba, kdy se ¢€lovEk nejvic méni. Chtéla jsem zachytit tyto zmény, ne vydat manifest.”

AZ liftboy v €ervené livreji otevi‘e dvefe do tohoto intimniho svéta, mél by mit navstévnik dost casu
a trpélivosti, aby si prohléd| desitky fotografil na zdech, které nezaprou inspiraci ateliérovymi snimly
z pocatku stoleti. Zachycuji herce v jednotlivych rolich a evokuji styl Divadla Na zabradli, ktery
Katefina Stefkova spoleéné s rezisérem Petrem Léblem jiz p&t let spoluvytvafi,

KATERINA STEFKOVA (3. srena 1971)

Podle vlastnich slov jevila sklony ke své nynéjsi profesi akatym zplisobem jiz od détstyi. U prarodica,
kteff méli hospodu s byvalym salem, travila prazdniny zaviena uprosti‘ed harampadi a starych fatd
a poradala osamélé hry.

Velmi ji také formovalo reodinné prostredi, pFfedeviim maminka Jana Vavrova, kterd se piivodem
z malé vesnice na Moravé stala architektkou v Praze. Diky ni byla Katefina Stefkova vidy vkusné
oble¢enym dév&itkem. To ji viak nezabranilo, aby ze vieho nejvic netouiila po silonové krajkové
noéni kosili z babicéina obchodu. Uz tehdy jevila sklony k romantismu, ktery ji byl soustavné
zakazovan jako kyé.

Vysvobozenim v jejim profesnim Zivoté bylo setkani s reZisérem Petrem Léblem, se kterym zacala
spolupracovat jiZ v dobé& studii na Divadelni fakulté Akademie muzickych uméni. Scénografii zde
studovala v letech 1989 az 1994. , Tehdy jsem si uvédomila, Ze ¢lovék miZe diky této profesi zhmotiiovat
své sny. To mi dodnes pisobi velkou rozkos.”

Stalou kostymni vytvarnici v Divadle Na zabradli je od roku [993. Zatim spolupracovala na viech
inscenacich Petra Lébla v tomto divadle i na jinych scénach (napfiklad v Divadle Labyrint, izraelském
Narodnim divadle Habima, v praiském Narodnim divadle). K jejim dal$im oblibenclim mezi reZiséry
patfi také Jifi Pokorny a Jan Antonin Pitinsky.

Ziskala Cenu Hlavkovy nadace pro nejlepsiho studenta (1994) a dvakrat nominaci na Cenu Alfréda
Radoka (1997 Ritter, Denne,Voss a 1998 Ivanov).



KATERINA STEFKOVA
Invitation To A Boudoir

,,Can costumes from a theatre production be exhibited on their own?*

A number of theatre costume designers had to answer this suggestive question - and Katefina
Steflkova has had her first chance at the Prague Quadrennial 99. Her answer is a little room-boudoir|
with photographs on the walls and proper furniture, where costumes are hanged on hangers like in
a theatre dressing room, and visitors are invited to touch or even to try them on.

,,On Marek Novotny’s photographs | iried to evocate the initial intention with which each costume was)
conceived, evocate the atmosphere of the creation of each production, but also the excitement | feel when
working with different fabrics, and to confess, that this period was for me a some kind of enchatment with
the artificial life of theatre, where you can paint with velvet, feather and fake gems instead of colour.
[Her involment in the Czech exhibition of the Prague Quadrennial is for Katefina more than anything
a chance to put her work of last four years in order, to realize what was characteristic for her work
in this period, to name her world of this time. It is the time between my tventy-third and twenty-seventh
\vear, which is time when one changes most dramaticaly. | wanted to catch those changes, not to publish
a manifest.”

‘When a liftboy in red livery opens the door leading to this intimate world, a visitor should have|
enough time and patience to look at all the photographs on the walls, which cannot deny their
inspiration in studio pictures from the beginning of this century. They catch actors in their roles, and
evocate the style of Divadlo Na zibradli, which Katefina together with director Petr Lébl has been
‘creating for the last five years.

KATERINA STEFKOVA wsMMUn|9ﬂ)

‘According to her words, she has had striking inclination to her current profession since childhood.

When spending her holidays at her grandparents, who had a pub with a disused hall, she used spend
hours sitting in the middle of various junk and old clothes, staging lonely games.

She was also very much influenced by her family enviroment, especially by her mother JanaVavrova,
who although coming from a small village in Moravia has become an architect in Prague. Thanks to
iher KateFina was always a smartly dressed little girl. That however did not stop her longing for a lace
night-dress from her grandmother’s shop. As back as then she showed tendencies to romantism,

which was all the time forbidden for her as kitsch .

Liberation for her professional life was her meeting with the director Petr Lébl, with whom she has
already begun working during her studies at the Theatre Faculty of the Academy of Performing Arts,
‘where she studied scenography between 1989 - 1994. | redlized then that one can, thanks to this,
|profession, materialize his or her dreams. That causes a great pleasure to me.”

She has been a permanent costume designer at the Divadlo Na zdbradli since 1993. So far she has|
worked on all Petr Lébl productions at their home theatre as well as at other theatres (e.g.
Labyrinth Theatre Prague, Israeli National Theatre Habima and Prague National Theatre).Among her|
other favourite directors are also Jifi Pokorny and Jan Antonin Pitinsky.

|She was awarded Hldvek Foundation award for best student (1994), and twice she was nominated|
for Alfred Radok Award (Ritter, Dene,Voss - 1997, Ivanov - 1998).
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Stanislaw Wispianski: Wesele, Divadlo Na zabradli Praha, 1998,

rezie / director: Petr Lébl, kostymy / costumes: KateFina Stefkova

KATERINA STEFKOVA
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