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BABYLON NOW!

RADEK WOHLMUTH

V projektu BABYLON se jeden z nasich
nejvyraznéjsich autor( spojeny s graffiti
scénou — Michal Skapa aka TRON —
prostrednictvim aktualnich praci poprvé
oteviené zaméruje na témér Uplny obraz
svéhao vidéni svéta. Na rozdil od dfivéjSka
se nesoustredi jen na jednu z linii své
tvorby, ale naopak cilevédomeé predklada
ojedinélou moznost poznat témeér
kompletni spektrum vizualnich projevd,
kterymi se v poslednich letech zabyva.
Navic tak v druhém planu ukazuje, ze jeho
vytvarna cesta dava i z vétsiho ¢asového
odstupu smysl, ma svou logiku, vyviji se
smérem k subtilnéjSimu vyrazu a hlubsSimu
sdéleni, aniz by pfitom ztracela vnitrni
konzistenci nebo autenticitu a energii
pouliéni zkusSenosti.

Prvni zasadni sféru jeho tviréiho

manualu predstavuji prace zamérené

na pismo jako ohebny dynamicky znak

s vyraznym emocionalnim nabojem

a kryptograficky kédovanym obsahem,
které pfimo vychazeji z jeho graffiti
kofen(. Michal Skapa si postupné vytvofil
vlastni abecedu, inspirovanou divokym
brazilskym pixagaem, kterou autorsky
upravil a ovladl do Grovné gestického
rukopisu na hranici subjektivni expresivni
abstrakce. Ta mu slouzi jako unikatni
vyrazovy prostredek, linearni rastr

s moznosti naprosto konkrétniho sdéleni
prostrednictvim jednoznaéného napisu.
Lettristicka podstata doplnéna formou

s kaligrafickym potencialem zGstava vérna
jeho graffz-skills stejné jako predstavuje
pFirozenou vazbu k obecnému vyvoji
povaleénych malifskych tendenci.

Druha oblast, jez hraje uréujici roli
predevsim vzhledem k nazvu a symbolice,
kterou v sobé tento projekt nese, se
naopak zabyva realistic¢téjsi optikou.
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Michal Skapa ji ptvodné odvodil od

svéta komiksu a cartoons, aby lapidarni
ironizujici scény s pop-kulturni estetikou,
primarné zamérené opét do svéta
graffiti, postupné transformoval v obrazy
pfedmétnych kompresi. Jejich zhusténa
kompozice byla poprvé inspirovana
zabéry zkazy po katastrofé v japonské
jaderné elektrarné Fukusima v roce 2011.
Pocatecni apokalypticky charakter ve
smyslu civilizagniho mementa pozdéji
ustoupil do pozadi, aby se do centra
pozornosti dostala uz jen lehce dystopicky
pusobici materialni zmét odkazujici

k fenoménu neustalého zmnozovani,
spotfeby a spontanni kreativity.

Také ta méa ovSem znaénou asociativni

a vypovidaci schopnost vzhledem k nasi
soucasnosti.

Specifickou polohu pak pfedstavuje

faze obou téchto okruhl — abstraktniho
a realistického. Jejim zasadnim principem
je prolinani jednoho s druhym a jejich
vzajemné vrstveni, které na jednu

stranu prispiva ke zhusténi obsah(, na
druhou ke znejisténi a znesnadnéni jejich
jednoznacného ¢teni. Pravé tahle sféra je
s nejvétsi pravdépodobnosti momentalnim
tézistém Skapovy tvorby a umoZiiuje
otevirat stale aktualni otazky o povaze,
vzajemném pomeéru a pronikani obrazu

a pisma jako vizualnich informaci rlizného,
a prece téhoz druhu. Neklidnou malifskou
formu autor navic jesté problematizuje
tim, ze k platnu pfripojil dalsi aroven,
vétsSinou v podobé zaficich neonovych
trubic nebo draténych konstrukeci,

a relativizuje tak i tradovanou podobu
zavésného obrazu smérem k objektu

s reliéfnim vyznénim.

BABYLON, zatim vlibec nejvétsi autorsky
projekt Michala Skapy, je mozné vnimat
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jako treti dil volné vystavni trilogie,
kterou v roce 2014 zahdjil zasadni
GRAFFOMAN (Chemistry Gallery), na
jehoz format vloni Uspésné navazal
ANALFABET (Trafo Gallery). Jestli se
prvni z expozic metaforicky vénovala
tématu nadprodukce a druha pro

zmeénu komentovala schopnost a (roven
porozuméni, v ramci BABYLONU se

tyto motivy na trochu jiné Urovni znovu
setkavaji ve spoleéném prostoru, aby
novou obrazovou konfrontaci posunuly
TRONovu osobni vizualni vypovéd

o nasem ,tady a ted™ jesté o kus dal.
Tentokrat se to déje i pomoci legendarni
starozakonni paralely.

Biblicky Babylon je do dneska synonymem
pro chaos a potrestanou lidskou pychu.

Z legendarniho historického mésta na
fece Eufratu se uz v 7. stoleti pfed Kristem
stala hroziva velmoc, jejiz modlou byla jen
vlastni sila. Jeho tradovanym symbolem
byla Babylonska véZz — monstrézni budova,
kterou podle knihy Genesis chtéli lidé
postavit tak, aby se dotykala nebe, a oni
tim oslavili sami sebe. Jenze Blih poznal,
Ze ,tohle je teprve zacatek jejich dila,”

po némz ,nebudou chtit ustoupit od
ni¢eho, co si usmysli provést“. Proto sahl
ke zmateni jazykd, ¢imZ rozbil dosavadni
spole&enskou jednotu, dosahl sport ze
vzajemného nepochopeni a rozestval

lidi po celé zemi. Z ambiciézni starovéké
stavby (postavené podle bible z cihel

a asfaltu), ktera se méla stat ztélesnénim
lidské dokonalosti, zbyly ruiny, ale lidstvo
zUstalo v podstaté stejné. Pfestoze byla
tato megapole situovana do oblasti
dnesniho Iraku zni¢ena davno pred
novozakonni dobou, v kiestanském pojeti
stale ztélesnuje tajemstvi nepravosti, které
nepfrestava plsobit ani vtomto svété.

Ostatné, to je jeden z dlvod(, pro¢ pravé
Babylon predstavuje metaforu Zivou i dnes.
Ne nahodou poslouzila Michalu Skapovi
jako jeden z hlavnich motivQ, ha némz
obrazné ilustruje momentalni situaci a stav
lidské spole¢nosti, pravé architektura.
Stovky domui zachycuje prostiednictvim
drobnopisnych koncentrovanych praci
kombinovanou technikou doplnénou
airbrushem. Detailni skladebna kompozice
je vedena v horizontalnich planech nad
sebou tak, ze rozbujena méstska dzungle
¢asto zaplnuje kompletni viditelny obzor,
prakticky vzato celou podlozku beze
zbytku. Lidska sidla jsou tedy jedinym
tématem, a tim i absolutizovanym
centrem pozornosti, na nic jiného prostor
nezbyva. Praveé totalita slepencd budov
rizného charakteru navzajem spontanné
skloubenych na zplsob brazilské favely,
tedy sebestiedna absence kontextu, je
mozna tou nejvyznamnéjsi informaci,
kterou v sobé maiji obrazy obsazenou.
Zaroven jsou i nejvyraznéjsi vazbou

ke svému starovékému vzoru. V dobé
devalvace fotografického zobrazovani,
kde je podobny ofez motivu bézny,
nemuseji byt mozna tato sdéleni pro
kazdého hned ¢itelna, nicméné jejich
zretelna pritomnost je neoddiskutovatelna
a asociace od nich pfirozené vedou

k soucasnosti i mimo samotnou
urbanistickou sféru. Méstské struktury
zprostfedkované odrazeji komplikovany
civiliza¢ni vyvoj v mnoha aspektech

a podle Urovné zoomu nebo Uhlu pohledu
vypovidaji o podobé& mnohotvarného
celku stejné jako o detailech, které

maiji vliv na jeho utvareni. Je dobré
zbystfit a snazit se v propletenci staveb

a stavbicek zorientovat, neboft tohle
zhutnélé nestejnorodé prostredi zahrnuje
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stejné tak reprezentativni velkoméstskou
zastavbu jako temné monumenty
totalitnich systému nebo improvizované
chatr¢e sluma a chudinskych Gtvrti.
Skapiv projekt BABYLON sice mdze

v prvni fadé zprostfedkovavat témata, jako
jsou racionalni &i intuitivni organizovani
prostoru nebo zpUsoby vizualniho
kédovani, po nichz logicky prichazi na
fadu vrstveni, pfekryvani a strukturalni
stavba ve smyslu principu, ale jeho
neméné vyznamnou nadstavbou je vlastni
pfemysleni o stavu sou€asného svéta

s globalnim pFfesahem. Uz to pro autora
pfedstavuje zasadni argument, pro¢
zaznamenavat déni kolem sebe a skrze
filtr osobni mytologie ho prostfednictvim
rliznych médii interpretovat. Michal Skapa
k tomu vyuziva nejen své obrazy, objekty
a instalace, ale kromé toho stejnym
jazykem intenzivné intervenuje také

do verejného prostoru, takze se svou
praci oteviené dotyka kategorii interiér
a exteriér nebo subjektivni a objektivni.
Minimalné od prelomu tisicileti, ktery po
¢ase zase spontanné ozivil stredovéké
apokalyptické vize, se pravidelné opakuji
vyzvy k umérenéjSimu zZivotu, stejné

jako varovani pred definitivni zkazou.

Ani roven prozivani blizici se krize Ci
rovnou ,konce svéta“ se pfili§ nezménila.
Staci pfipomenout Y2K, tedy problém
roku 2000, kdy se jen odhadovalo, co
zpUsobi poéitacové programy 1. ledna.
Katastrofické scénare tehdy, kromé
jiného, zahrnovaly i havarie elektraren
nebo kolaps leteckého provozu. Jestlize
historicka vystoupeni pranyrovala
predevsim nedostate¢nou zboznost,

ta dnesni se pro zmeénu ¢asto obraceji
ke kritice nakladani s planetou a Zivotnim
prostfedim vibec.

V obou pripadech se ale vlastné jedna

o totéZz — nedostatek pokory na Ukor
sebestredného sebevédomi, které se
neohlizi na nic kolem. Ne nahodou byva
doba nasi sou¢asnosti stale ¢astéji
pFirovnavana k ¢astim pozdniho Rima.
Paralel a spole¢nych pfiznakl maji obé
tato obdobi opravdu vic nez dost. Kromé
jiného, utvari pocit ztraty celkové vize
svéta, ale také osobniho Zivotniho projektu
nebo dlveéry v lidskou pfirozenost. To se
projevuje na rGznych arovnich, pocinaje
sexualitou, ktera se verejné pohybuje mezi
krajnostmi. Stejné tak vedle sebe zaroven
buji vystfedni opulentnost a askeze,

nebo vira a okultismus. Tehdy jako dnes
skute€né emoce vytésnuje pozitkarstvi,

k tomu se pripojily dal$i ,,moderni“ faktory,
virtualita je k nerozeznani od skute¢nosti

a technologie stira lidskost. Spole¢né

jsou obéma etapam i koncentrace zivota
do labyrintd velkomést, rychlé stfidani
vlad nebo eklektické uméni. Stary Rim je
takovou mérou ztotozfovan uz jen s jednim
fenoménem, a tim je pravé Babylon.

Do aktualnich komentafrl se tak obc¢as
opét zacina dostavat termin Vék Gzkosti,
ktery v poloviné minulého stoleti pouzil
irsky historik Eric R. Dodds pravée

v souvislosti s dobou pozdni antiky.

Jeho dnesni opravnénost neni tfreba
dlouze obhajovat, vzdyt na to, aby ¢lovék
kazdodenné prozival celkovy pocit
bezcesti, ztraty smyslu a vile k Zivotu,
nemusi ani otevfit noviny nebo zapnout
pocitac, staci se rano probudit.

O davod vic, pro¢ projektu Michala Skapy
vénovat pozornost.
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BABYLON NOW!

RADEK WOHLMUTH

In the BABYLON project, one of our
most outstanding authors associated
with the graffiti scene, Michal Skapa
a.k.a. TRON, uses his current work to
present an almost complete picture of
his vision of the world. Unlike his previous
projects, he does not focus only on one
of the lines of his work, but offers us

a unique opportunity to explore almost
the complete spectrum of his visual
manifestations created in recent years.
Moreover, he also shows that his artistic
journey makes sense even from a long-
term perspective — it has its own logic
and evolves to a more subtle expression
and deeper message, without losing
internal consistency or authenticity and
energy of the street experience.

The first major part of the exhibition
presents work focused on letters as
flexible dynamic abstract characters
with a strong emotional charge and

a cryptographic content emanating from
Skapa’s graffiti roots. Michal Skapa has
developed his own alphabet, inspired by
the wild Brazilian pixag¢ao, and adjusted
and mastered it as a gestic kind of
handwriting bordering on subjective
expressive abstraction. It serves him

as a unigue means of expression,

a linear grid enabling quite specific

communication through clear inscriptions.

The lettristic essence, combined with

a calligraphic potential, remains faithful
to his graffz-skills and naturally refers to
the general development of the post-war
trends in painting.

In contrast, the second part of Skapa’s
work, which plays a determining role also
in the project name and symbolism, deals
with a more realistic vision. Michal Skapa
has originally derived it from the world

of comics and cartoons to gradually
transform lapidary ironic scenes with
pop culture aesthetics, primarily focused
on the world of graffiti, into images of
particular compressions. Their dense
composition was first inspired by the
footage taken after the Fukushima Daiichi
nuclear disaster in 2011. Later, the initial
apocalyptic character of this memento
subsided into the background to focus
on slightly dystopic material dealing with
continuous multiplication, consumption,
and spontaneous creativity. It has,
however, a significant associative and
informative value for the present as well.
The exhibition also presents a fusion of
these two areas of work — the abstract
and the realistic. Its fundamental principle
is overlapping and layering, which makes
the contents denser on the one hand and
their straightforward reading uncertain
and more difficult on the other hand.

It is this sphere that is most probably the
monumental focus of Skapa’s work and
asks topical questions about the nature,
mutual relation and combination of
images and writing as visual information
of different and yet the same kind. The
author problematizes the restless art
form by adding another level, usually in
the form of glowing neon tubes or wire
structures, and relativizes the traditional
form of a hung painting by creating a kind
of relief object.

BABYLON, so far the largest project of
Michal Skapa, can be seen as the third
part of a free trilogy after his major
exhibition Graffoman (Chemistry Gallery,
2014) and the successful project titled
lliterate (Trafo Gallery, 2017). While

the first exhibition metaphorically dealt
with the issue of over-production and
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the second one relativized the level of
understanding, in BABYLON, these motives
meet again on a slightly different level to
move TRON'’s personal visual statement
about “here and now” a bit further,
presenting a new image confrontation.
This time it happens through legendary
Old Testament parallels.

The biblical city of Babylon is a synonym
of chaos and punished human pride.

In the 7" century BC, the legendary
historic city on the Euphrates River
became a menacing power, whose own
idol was its power. Its symbol was the
Tower of Babel mentioned in the Book

of Genesis — a monstrous building that
was supposed to reach to the heavens,
so that people might make a name for
themselves. But God realized that since
people “have begun to do this, then
nothing they plan to do will be impossible
for them”. That is why He confused their
language, broke their social unity, caused
misunderstanding and disputes, and
scattered them all over the country.

The ambitious ancient building (built

of bricks and asphalt, according to the
Bible), which was to become the epitome
of human perfection, turned into ruins,
but mankind has remained essentially
the same since then. Although this
megalopolis, situated in what is today
Iraq, had been destroyed long before
the times of the New Testament, it is still
the symbol of wickedness in Christianity,
still appealing to people. Indeed, it is one
of the reasons why Babylon is a living
metaphor even today.

It is no coincidence that Michal Skapa
has used architecture as a major main
theme to figuratively illustrate the current
situation and state of human civilization.

He captures hundreds of houses in
detailed concentrated works of art, using
a combined technique and airbrush.
The detailed structural composition

has been created on horizontal plans,
one above the other, and the wild urban
jungle often fills the whole visible horizon.
Human settlements are the only theme
and absolute centre of attention here;
there is no space left for anything else.
It is the totality of the conglomerate of
various buildings, spontaneously joined
like in Brazilian favelas, i.e. the absence of
a self-centred context, which is perhaps
the most important information included
in the paintings.

At the same time, the buildings refer

to the ancient inspiration. In the era

of the devaluation of photographic
imaging, where the crop is a common
motive, such meanings may not be
immediately intelligible to everyone, yet
their distinct presence is indispensable
and naturally associative towards the
present, even outside the urban sphere
itself. The structures indirectly reflect
the complicated development of human
civilization, and based on the zoom level
and the angle of view, they represent
the form of a multiform whole — or
unique details that have an impact on
its formation. In this respect, it is good
to pay attention and focus on the tangle
of both large and small buildings,

since this heterogeneous environment
includes both the representative urban
architecture and the dark monuments of
totalitarian systems or improvised slum
and shanty huts.

Skapa’s BABYLON project not only
mediates issues such as the rational or
intuitive ways of organising space and

visual encoding, logically followed by
layering, superimposing and structural
construction in the sense of principle,

but it also makes us think about the state
of the contemporary world. This is the
reason why one should keep recording
what is happening and interpreting it
through a filter of personal mythology,
using various media. To do so, Michal
Skapa not only uses his paintings, objects
and installations, but he intensively
intervenes in public spaces, touching on
the categories of the interior and exterior,
or the subjective and the objective.

Since the turn of the millennium, which
spontaneously revived the medieval
apocalyptic visions, calls for a more
measured life and warnings against the
final doom have appeared several times.
The experience of an impending crisis,

if not the “end of the world”, has not
changed much either. Suffice it to recall
the Y2K problem when many predicted
what would happen to computer programs
on January 1, 2000. Catastrophic
scenarios included, among other things,
power plant accidents or the collapse

of air traffic. If historical performances
criticized especially the lack of piety,
today’s performances criticize the way
we treat the planet and the environment.
But the problem is the same — the lack

of humility at the expense of self-serving
self-confidence, which is blind to anything
around. It is no coincidence that our times
are increasingly often compared to the
times of late ancient Rome.

The two eras do have many parallels and
common symptoms such as the feeling of
loss of a complex vision of the world, of
the life project and of the trust in human
nature. This is manifested at various levels,

from sexuality that is presented publicly
in extremes. At the same time, eccentric
opulence and asceticism, or faith and
the occult, are thriving. Real emotions
are replaced with self-indulgence,

and there are also some “modern”
factors, such as the fact that virtuality

is indistinguishable from reality and
technology blurs humanity. Both the eras
are characterized by the concentration of
life in city labyrinths, by rapid changes of
governments, and by eclectic art. Ancient
Rome is also identified with another
phenomenon, BABYLON.

Various comments use the term the Age
of Anxiety again, originally related to late
antiquity and coined by the Irish historian
Eric R. Dodds in the middle of the last
century. This use does not need to be
justified: to experience an overall sense
of lost purpose, the loss of meaning and
will to live, one does not need to read
newspapers or turn on the computer, it is
enough just to wake up in the morning.
All the more the reason for paying
attention to Skapa’s exhibition.

BABYLON
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MALBA NA MESTO
| MALBA MESTA
JAKO BYTOSTNA
OBRANA

VLADIMIR 518

Kazdy prirodni organismus reaguje

na svoje environmentalni prostredi
vétSinou zcela prirozené, nevédomé.
Sekvence akci a reakci v odzitém Case
presné kopiruje vztah jednotlivce i celku
k danému prostredi. Nejinak nahlizim i na
chovani moderniho méstského ¢lovéka,
ktery v prlibé&hu staleti zaménil rytmus
poli, kef a stromU za rytmus volnych

a zastavénych ploch v kontextu nové
koncipovanych méstskych celku.

Z cest se staly ulice, z rozcesti kfizovatky,
organické brehy volné tekoucich fek
jsme postupné preménili na linearni

a zpevnéna méstska nabrezi. Takrka
neuralni sit prochazejici skrze tato
prekotné budovana lidska sidlisté
zaznamenala tak dynamicky rozvoj, ze
na né lidské télo nemuze z logickych
dlvodu reagovat evolu¢ni adaptaci, ke
které by potfebovalo mnohonasobné
delSi Casovy Usek, ovSem o to vyraznéji
se dostala ke slovu adaptace kulturniho
charakteru. Myslim si, Ze dnes mizeme
zcela objektivné konstatovat, Ze i vznik
fenoménu svévolného psani a malovani
po povrchu této ,,nové pfirody“ je vlastné
zcela nevyhnutelnou odpovédi na slozity
vztah ¢lovéka a jeho neprehledného
méstského prostredi. Jednoduse feceno,
graffiti se muselo stat. Jako kulturni virus
zacalo zit ze své reakcionarské podstaty,
z bytostné potreby ¢lovéka ukotvit svou
existenci v ¢ase a v prostoru. Druhy
aspekt tohoto nevyhnutelného chovani je
nepochybné ambice reflektovat vlastni
ja, i pocity s tim / s nim spojené. To vSe

v sobé naprosto elegantné, a mozna

i zcela nevédomé, nese fenomén graffiti.
Diky dlouhodobému ohledavani

jsem ztratil potrfebu divat se na tuto
disciplinu Uzkoprse, vdogmatu aktualné
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omezenych vykladi. V sou¢asnosti se

0 ni snazim premyslet naprosto otevienég,
neortodoxné, nahlizim ji jako biologicky
proces, zakladni dlouhodobou potfebu
¢lovéka zanechat po sobé znacku

nékde na své cesté skrze neustale se
proménujici urbanni systém. Postupné

si taktéz dokumentuji nékdy i nékolik

set let staré napsané, namalované

i vydrapané podpisy na mistech, jako je
prazsky Belveder, véz zamku v Ceském
Krumlové, méstska renesanéni radnice

v Prachaticich ¢i v interiéru letohradku
Hvézda. Vedle zakladniho vzkazu ,,byl jsem
zde® nesou tyto podpisy, napisy i kresby
svoji vlastni estetickou hodnotu. Nejednou
mé zarazil razantni tvar jednotlivych
pismen, tedy vlastné presné ta esencialni
emoce, kterou proziva kazdy sou¢asny
graffiti writer pfi konfrontaci s podpisem
jiného aktivniho ¢lena této komunity. To
vée zde popisuji pfedevsim z toho dlvodu,
Ze zakladni trojahelnik autor — podpis —
zed'v lidské kultufe funguje samoziejmé
uz po staleti, ve svétovém historickém
kontextu az v fadech tisicileti. Druha
polovina 20. stoleti pouze tuto disciplinu
akcentovala do neuvéritelné slozité
vybudované kulturni analogové socialni
sité, ktera svym vlastnim zplsobem jen
pFedznamenala nastup téch soucasnych
digitalnich spolec¢enskych struktur.

Ale to nema byt myslenkovou pointou
tohoto textu, na nasledujicich Fadcich

se pokusim vysledovat jinou (dal$i)

vazbu p¥ic¢in a nasledkd, které plynou ze
vztahu ¢lovéka malujiciho po sou¢asném
meéstském labyrintu. A nebo malujici
soucasny méstsky labyrint, v ur¢itych
pFipadech je to podle mne totéz.
Nahlizeno vyse zminénou optikou,

mohu s klidem oznagdit za jednoho
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Z prvnich modernich urban writer(
Josepha Kyselaka (1799 — 1831, Viden),
turistu, alpinistu a dvorniho Urednika,
ktery jiz za svého Zivota proslul tim,

ze na dosazenych mistech svych cest
zanechaval vzdy svUj jednoduchy podpis.
Tag, chce se mi dodat. Tato dlouhodoba
a pravidelna aktivita mu nakonec
dokonce vynesla zajem dobového tisku

i zminku v takzvaném WURZBACHOVE
BIOGRAFICKEM LEXIKONU
RAKOUSKEHO CISARSTVI.

P¥i studiu pramen tykajicich se jeho
osoby mé tedy zcela logicky napada
nasledujici otazka. V ¢em se vlastné
pribéh Kyselaka liSi od slavné pohadky

0 newyorském poslickovi, ktery na
zaCatku 70. let 20. stoleti vSude na svych
cestach po meésté zanechaval podpis
fixou TAKI 1832 Na rétorickou otazku si
zde bohuzel musim odpovédét sam —
nelisi se skoro ni¢im. U obou miizeme

Z pochopitelnych divodi vysledovat
absenci néceho, co dnes nazyvame
stylem. V obou pfipadech ov§em $§lo jen
o stejné zakladni Cistokrevné znackovani
prostoru, o Stékani psa na cesté zivotem.
Paradoxni je, Ze pozornost, kterou na
newyorskou verzi vzniku ,moderniho®
graffiti strhl mistni tisk v cele s NEW YORK
TIMES, nakonec prevélcovala nejenom
v§echny podobné pfipady z hlubsi
minulosti, ale dokonce byla kvdli ni na
nékolik desetileti v kontextu vSeobecného
minéni ignorovana i existence jesté o par
let starsiho pfipadu moderné chapaného
tagovani. A tim konkrétnim pfipadem
myslim Darryla McCraye, rodaka

z Philadelphie, ktery své jméno Cornbread
zanechaval na vybranych mistech svého
meésta jiz v druhé poloviné 60. let, tedy

o nékolik let drive nez TAKI 183.

Nechci se zde vénovat historii moderniho
graffiti, o to mi opravdu viibec nejde.
Jde mi spiSe o to, jakym zplsobem jsme
schopni na cely tento fenomén nahlizet,
jak oklesténé jsme ochotni ho vnimat

a nasledné vykladat. A rovnou sam za
sebe priznavam, ze jsem byl soudasti
tohoto zUzeného vykladu, sam jsem

mél potfebu nalézat a definovat tyto

z dnesniho pohledu chybné vytyéené
hranice. Chci tim fici, Ze systémova
chyba ve vykladu, kterou mizeme
nazvat pfipad TAKI / Cornbread, mlize
byt vlastné jen jedna z fetézce dalSich
chyb, Zze hledame hranici, ktera vlastné
ani nemUze existovat. Myslim si, Ze neni
potfeba stanovovat absurdni vychozi
bod v podobé ,prvniho® autora tag,
podobné jako premyslet ve smésnych

a prekonanych radoby protichiidnych
debatach o tom, zda je malovani po
mésté uméni ¢i vandalismus, pfipadné
aktualnéjsi verzi naivniho dilematu, zda
takzvané umeéni ulice ma své autentické
misto v institucionalnim uméleckém
provozu. Po tolika letech, kdy se k témto
otazkam vyjadril snad uz aplné kazdy
zainteresovany, bychom mohli zagit resit
zajimavéjsi a dlouhodobéjsi aspekty
véci. Napfriklad jaka je pozice jednotlivce
k socialnimu celku, jednotlivého ega

k takzvanému superegu2 Jak je skrze
stoleti rozvrstvena spolecnost, ve

které nékdo labyrint stavi, jiny vném
bloudi a piSe po néme Jaké jsou pfesné
mechanismy vzniku a vztahu kultury

a kontrakultury?2 Jak se z jednoho mUze
stat druhé a naopak? Kdy a pro¢ se

z neoficialniho stava oficialnie

Pfi zpétném pohledu na to, co jsme
prozili, mi totiz ¢im dal vice dochazi
fakt, Ze malovani po mésté je vlastné

ochrana proti absolutnimu ztraceni se
uprostied technokratického babylonu.
Zaroven je to obrany vykfik, jehoz
naprosto neuvéritelnym vysledkem

je nalezeni fatalniho, az laskyplného
vztahu pravé k tomuto prostredi. A to je
presné ten pribéhovy twist, ke kterému
jsem celou dobu sméroval. Fyzické
Utoc¢eni na symboly mésta je ve svém
dUsledku ohmatavani tohoto tGzemi.

To, co je prezentovano jako nenavist,

je vlastné predevsim velice vyhroceny
existencionalni vztah. Mladi ¢lenové
méstskych alternativnich spoleenstvi
se opiraji o zed'v potfebé pocitit pevné
misto uprostfed chaosu, ale cela slozita
méstska infrastruktura k nim diky

tomu néasledné zacne promlouvat zcela
novym jazykem. Jedno se definitivné
stava druhym a naopak, jde tu vliastné

o néco jako inicia¢ni prisahu vlastni
krvi. Z malovani po domech se mize
stat obsese domy samotnymi. Mlize

se stat, Zze malovani po mésté ustoupi
nakonec v optice jednotlivého umélce
méstu samotnému. Neni ndhodou, ze
graffiti scéna generuje velké mnozstvi
osobnosti, které se méstem jako celkem
pozdéji zabyvaji ve zcela jiném, nez
kontrakulturnim vyznamu slova. A jak
jinak si napriklad vysvétlit i fascinaci
soucasné generace brutalistni betonovou
architekturou, kterou by podle teze svych
otcl méla nenavidéte To, co se tvari jako
kontrapozice, je vlastné spiSe symbidza,
Z niz mohou pramenit dals$i nasledné
kroky. Antisystémové chovani je vlastné
podvédoma touha provérit svou viastni
zatézi samotné zaklady svéta.

Tim se velikou oklikou dostavam

k diivodiim, pro& naprosto rozumim
tendenci Michala Skapy k zobrazovani
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méstskych struktur v kontextu vlastni
prace. Ono je to opravdu vlastné jedno

a to samé, malovat po mésté je jako
malovat mésto samotné. Ve vSem tomto
hledani je skryta potfeba vyrovnat se

se svoji tlohou v ramci celku. Dokonce
by se dalo Fici, Ze se jedna o novy
zpUsob souéasné krajinomalby. Novy
romantismus. Novou brutalni krajinu.

O radost z né¢eho, co by nas pry

mélo désit a zavalovat. Ale kupodivu

se tak nedéje. Jména obsahujici
konkrétni jednotlivé duse jsou totiz

v nééem velice podobna domiim,

které obsahuiji jednotliva konkrétni

téla. VSe je designovano na zakladé
podobnych pravidel, vS§e podléha
stejnému prirodnimu / méstskému rytmu.
Chci tim Fici, ze pfechod od zobrazeni
pismene k zobrazeni domu neni zase tak
veliky skok, jak by se na prvni pohled
mohlo zdat. Jméno vedle jména, télo
propojené s dalsim télem, dim navazujici
na sousedni diim, slovo rozporujici to
predeslé, a tak dal. Fascinuje mé, jak jsou
si tyto mechanismy podobné.
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PAINTING IN THE
CITY AND PAINTING
THE CITY AS
FUNDAMENTAL
DEFENCE

VLADIMIR 518
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Every natural organism reacts to its
environment mostly naturally,
unconsciously. Sequences of actions
and reactions throughout one’s live
accurately reflect the relationship

of individuals and groups to the
environment. This is the lens through
which | view the behaviour of an
inhabitant of modern cities, who has
throughout the centuries replaced

the rhythm of fields, bushes and trees
with a rhythm of free and developed

lots in the context of new urban units.
Roads have become streets, crossroads
have been replaced with intersections,
organic banks of free-flowing rivers have
been gradually transformed into linear,
paved embankments. This essentially
neutral network permeating these
rapidly built human “settlements” has
experienced a development so rapid
that a human body has not been able

to react to it by evolutionary adaptation
for which it would require much more
time. Hence, cultural adaptation has
gained prominence. | believe that we can
objectively say that the phenomenon of
arbitrary writing and painting onto the
surface of this “new nature” is really an
inevitable response to the complicated
relationship of man and his chaotic
urban environment. Simply, graffiti was
pre-destined to happen. Like a cultural
virus, it began to live from its reactionary
substance, from the fundamental human
need to anchor their existence at a point
in time and space. Another aspect of
this inevitable behaviour is undoubtedly
one’s ambition to reflect one’s self as
well as the related feelings. All of this is
included, although perhaps inadvertently,
in the phenomenon of graffiti.

Thanks to my long-term search, | ceased
to feel the need to view this discipline
too narrow-mindedly, within the dogma
of the currently limiting explanations.

| am trying to think about it openly,

in an unorthodox manner, | see it as

a biological process, as the essential
long-term need of man to leave a mark
somewhere on his journey through the
incessantly changing urban system.

| also gradually document signatures,
sometimes as old as several centuries,
written, painted or scratched in places
like the Belvedere in Prague, the castle
tower in Cesky Krumlov, the Renaissance
city hall in Prachatice and in the interior of
the Letohradek Hvézda (the Star Summer
Palace) in Prague.

In addition to the essential message,

“I was here,” these signatures,
inscriptions and drawings have their
own aesthetic value. | have often been
surprised by the dynamic shape of
letters, in fact, by the essential emotion
that every contemporary graffiti writer
experiences in confrontation with
signatures of other active members of
this community. | have described all this
mainly to emphasize that the essential
triangle, the author — the signature — the
wall, has played a role in human culture
for centuries, and in the global historical
context for millennia. The second half of
the 20" century merely accentuated this
discipline in an incredibly complicated
cultural analogue social network, which
in a way foreshadowed the rise of the
contemporary digital social structures.
This, however, is not supposed to be the
main point of this text, | will try to trace
down another (different) line of causes
and effects, those that result from the
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relationship of a person painting on

the surface of the contemporary city
labyrinth. Or painting the contemporary
city labyrinth, which | believe is the same
in some cases.

Applying this lens, | can easily declare
Joseph Kyselak (1799 — 1831, Vienna)

to be one of the first modern urban
writers. This tourist, mountain climber and
court official became famous during his
lifetime as someone who would always
leave his simple signature in places he
visited. A tag, | should say. This long-
term and regular activity brought him

to the limelight of the press as well as

a mention in the Wurzbach’s Biographical
Lexicon of the Austrian Empire. When
perusing the available information on

his figure, | logically raise the question

of how Kyselak’s story differs from the
famous tale of a foot messenger from
New York, who would leave his signature,
TAKI 183, all around the city in the early
1970s. Unfortunately, | must answer this
rhetorical question myself: they are no
different. Naturally, in both cases, we
can find an absence of something we
would today call “style”. In both cases

it was the same essential pure space
marking, a dog’s bark on his way through
life. Paradoxically, all of the attention
that the local press, mainly the New York
Times, drew to the New-York version

of the beginning of “modern” graffiti
ended up overshadowing all similar cases
from the more distant past, and even

led to several decades of ignoring the
existence of another case of modern
tagging which pre-dated it by a few
years. By this | mean Darryl McCray from
Philadelphia, who had been leaving his
tag, Cornbread, on selected spots of his

city as early as in the second half of the
1960s, that is, several years before TAKI
183. | don’t intend to focus on the history
of modern graffiti here. | am attempting
to find a way in which we can view, this
phenomenon, the limits of our view and
interpretation of it. And | must admit that
| was part of this narrowed explanation
myself, | felt the need to find and define
these erroneously defined borders as
viewed from today’s perspective. What

I mean to say is that the systemic error
in the exposition that we can call the
TAKI / Cornbread case may only be one
in a chain of more errors, and that we
are searching for a border that in fact
cannot exist. | don’t think we have to set
an absurd starting point in the form of
the “first” tag writer. Similarly, there is no
point in thinking in ridiculous or outdated
would-be contradictory discourses,
whether painting on city surfaces is art
or vandalism, or a more current version
of the naive dilemma of whether the
“street art” has its authentic place in the
institutional artistic operation. After so
many years when all involved have had
their say in these questions, we could
perhaps begin to solve more interesting
and long-term aspects of this issue.

For instance, what is the relationship

of an individual to a social group, of an
individual ego to the super-ego? How
has society been stratified throughout
the centuries, in which some have built
the labyrinth, while others have been lost
in it, writing on it2 What are the exact
mechanisms of the origin and relation of
culture and counter-culture2 How can
one turn into the other and vice versa2
When and why does unofficial become
officiale

When looking back at what we have
experienced, | am beginning to realize
that painting in the city is in fact

a protection against being totally lost

in the technocratic babel. At the same
time, it is a defensive scream whose
unbelievable result is the discovery of the
fatal, even loving relationship to this very
environment. And this is the very twist in
the story to which | have been heading to
the whole time. Physical attacks aimed
at the city symbols lead to examining
this territory. What is presented as
hatred is in fact and primarily a very
escalated existential relationship. Young
members of urban alternative societies
lean against the wall needing a firm

spot in the middle of the chaos, but the
whole complicated city infrastructure
begins to talk to them in a brand-new
language. One definitively becomes the
other and vice versa, it is something like
an initiation oath signed in one’s own
blood. Painting on buildings can become
an obsession with buildings themselves.
It can happen that for an individual artist
painting in the city will in the end yield

to the city itself. It is not a coincidence
that the graffiti scene generates many
figures which later focus on the city

as a whole in other than the counter-
cultural sense of the world. How else
would we be able to explain the current
generation’s fascination with the brutalist
concrete architecture, which they should
hate as their fathers expected? What
appears to be a counter-position is in
fact more of a symbiosis, from which
further steps may arise. Anti-systemic
behaviour is really a subconscious desire
to test the very foundations of the world
by one’s own weight.
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This long detour brings me to reasons
why | understand Michal Skapa’s
tendency to depict city structures in the
context of his own work. It is in fact the
same thing, painting in the city is in fact
the same as painting the city. All of this
searching conceals the need to come to
terms with one’s role within the whole.
We could even say that it is a new type of
contemporary landscape painting. New
romanticism. A new brutal landscape.

Joy of something that should supposedly
scare and overwhelm. Surprisingly
enough, it does not happen. Names
containing specific souls are in a way
very similar to buildings that contain
specific bodies. It is all designed around
similar rules, and all fall under the same
natural / urban rhythm. The transition
from an image of a letter to an image

of a building is not such a big leap as it
might seem at first sight. A name after

a name, a body interconnected with
another body, a building connected to an
adjoining building, a word contesting the
previous words, and so on. The similarity
of the mutual mechanisms is fascinating.
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Cerna véz M Black Tower
kov [0 metal
500 x 100 x 100 cm, 2018

Agko M Letter A
kov O metal
300 x 100 x 100 cm, 2018

Ukryt s vyhledem B
Shelter with View
kombinovana technika O
mixed media

500 x 500 x 500 cm, 2018

Vrstvy Bl Layers
kov [0 metal
250 x 300 x 100 cm, 2018

Prasky B Pills

akryl na platné, neon I
acrylic on canvas, neon
160 x 120 sm, 2018

Vehikl B Vehicle

akryl na platné, neon O
acrylic on canvas, neon
160 x 120 cm, 2018

Utopie B Utopia

akryl na platné, neon I
acrylic on canvas, neon
160 x 120 cm, 2018

Bastardi B Bastards
akryl na platné, neon O
acrylic on canvas, neon
160 x 120 cm, 2018

Afrika B Africa

akryl na platné, drat O
acrylic on canvas, wire
155 x 120 cm, 2018

Kostnice B Ossuary
akryl na platné, drat O
acrylic on canvas, wire
155 x 120 cm, 2018

Modra Raketa M Blue Rocket
akryl na platné, drat O
acrylic on canvas, wire

140 x 110 cm, 2018

Zeleny portrét s lebkou l
Green Portrait with a Skull
akryl na platné, drat O
acrylic on canvas, wire
140 x 110 cm, 2018

Pudlové a prasky B

Poodles and Pills

email a akryl na platné O
enamel and acrylic on canvas
160 x 120 cm, 2017

Spatna strana postele B
Wrong Side of the Bed

email a akryl na platné O
enamel and acrylic on canvas
160 x 120 cm, 2017

KFiz B Cross

airbrush a akryl na platné, neon O
airbrush and acrylic on canvas,
neon

160 x 160 cm, 2018

Kompozice | B Composition |
plech, kombinovana technika (I
sheet metal, combined technique
55 x 30 cm, 2018

Kompozice || B Composition Il
plech, kombinovana technika [J
sheet metal, combined technique
45 x 50 cm, 2018

Kompozice Il B Composition Il
plech, kombinovana technika 00
sheet metal, combined technique
60 x40 cm, 2018

Cervené mésto M Red Town
airbrush a akryl na platné O
airbrush and acrylic on canvas
220 x 400 cm, 2018

Betonova dzungle B

Concrete Jungle

airbrush a akryl na platné O
airbrush and acrylic on canvas
2120 cm, 2017

Kapsula H Capsule

airbrush a akryl na platné O
airbrush and acrylic on canvas
150 x 50 cm, 2018

Monument

airbrush a akryl na platné O
airbrush and acrylic on canvas
180 x 200 cm, 2018

Slum

airbrush a akryl na platné O
airbrush and acrylic on canvas
180 x 200 cm, 2018

Cihlova zastavba M Brick Building
airbrush a akryl na platné OO0
airbrush and acrylic on canvas
100 x 150 cm, 2018

Nadzemka H Subway
airbrush a akryl na platné O
airbrush and acrylic on canvas
@74 cm, 2018

Rangun M Rangoon

airbrush a akryl na platné OJ
airbrush and acrylic on canvas
150 x 100 cm, 2018

Portrét B Portrait

airbrush a akryl na platné O
airbrush and acrylic on canvas
110 x 73 cm, 2017

Busta M Bust

airbrush a akryl na platné O
airbrush and acrylic on canvas
110 x 73 cm, 2017

Airbrushovy kral B Airbrush King
airbrush a akryl na platné O
airbrush and acrylic on canvas
110 x 73 cm, 2018

Zpatky doma B Back Home
airbrush a akryl na platné O
airbrush and acrylic on canvas
110 x 73 cm, 2018

Motortown 1

airbrush a akryl na platné
airbrush and acrylic on canvas
100 x 150 cm, 2017

Motortown 2

airbrush a akryl na platné
airbrush and acrylic on canvas
160 x 100 cm, 2017

BBLN

airbrush a akryl na platné O
airbrush and acrylic on canvas
80 x 40 cm, 2018

Mésto T B T City

airbrush a akryl na platné O
airbrush and acrylic on canvas
80 x 40 cm, 2018

Huréa na prazdniny Bl

Hurray, the Holidays!

airbrush a akryl na platné O
airbrush and acrylic on canvas
27 x 61cm, 2017

Skicy B Sketches

airbrush a akryl na kartonu [0
airbrush and acrylic on cardboard
50 x 30 cm, 2018

Fugeela

airbrush a akryl na platné O
airbrush and acrylic on canvas
50 x 90 cm, 2018

Vééné slunce M Eternal Sun
email a akryl na platné O
enamel and acrylic on canvas
50 x 100 cm, 2018

Aston Martin Music

email a akryl na platné O
acrylic and enamel on canvas
160 x 110 cm, 2016

Nespavost B Insomnia

email a akryl na platné O
enamel and acrylic on canvas
50 x 100 cm, 2018

Trainspotting

email a akryl na platné O
enamel and acrylic on canvas
50 x 100 cm, 2018

Pixa

kombinovana technika O
combined technique

40 x 40 cm, 2018

Zalm M Psalms
airbrush na papire O
aribrush on paper
100 x 55 cm, 2018

Ospalé hlavy B Sleepy Heads
email a akryl na platné O
enamel and acrylic on canvas
150 x 100 cm, 2018

Slovicka B Vocab

airbrush a akryl na platné O
airbrush and acrylic on canvas
150 x 100 cm, 2018

PFili§ moc M Too Much

email a akryl na platné O
enamel and acrylic on canvas
150 x 100 cm, 2018

Roxy

email a akryl na platné O
enamel and acrylic on canvas
150 x 100 cm, 2018

Milost B Mercy

email a akryl na platné O
enamel and acrylic on canvas
150 x 50 cm, 2018

Tanec || B Dance ll
akryl na platné [ acrylic on canvas
150 x 50 cm, 2018

Tanec | @ Dance |
akryl na platné O acrylic on canvas
150 x 50 cm, 2018

Chlapec H A Boy

email, olej a akryl na platné O
enamel, oil and acrylic on canvas
150 x 50 cm, 2018

Blues B The Blues

email, olej a akryl na platné O
enamel, oil, and acrylic on canvas
150 x 50 cm, 2018

Pét M Five
akryl na platné [ acrylic on canvas
150 x 50 cm, 2018

Zed W Wall
akryl na platné O acrylic on canvas
155 x 155 cm, 2018

Muravlété B

Moth in the Summer Time
email a akryl na platné O
acrylic and enamel on canvas
160 x 110 cm, 2016

Hrélo tam country a jemu se to
vibec nelibilo B

There Was Country Music Playing
But He Doesn’t Like It All

akryl na platné [ acrylic on canvas
200 x 270 cm, 2018

Bez navratu M No Return
akryl na platné [0 acrylic on canvas
160 x 200 cm, 2018
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MICHAL SKAPA / TRON (1978)

je jednim z nejvyraznéjsich autort
spojenych s ¢eskou graffiti scénou.
Radi se do silné generace writerd,
ktera nastoupila v poloviné 90. let,

a dlouhodobé patii mezi jeji lidry.
Jeho kvality potvrzuje i skute¢nost,
Ze se postupné dokazal prosadit

i v bézném galerijnim provozu.

Patfi do okruhu autort legendarni
prazské Trafacky, jedenact let ma
ateliér v Meet Factory, s niz také
dlouhodobé spolupracuje.

V ramci volné tvorby pracuje

v rozlicnych médiich a formatech

od nasténnych maleb — murald,

pres akrylové rukopisné abstrakce,
airbrushové figurativni kompozice,

po site-specific instalace a prostorové
objekty. Realizuje se i jako graficky
designér. Je zakladatelem sitotiskové
dilny Analog!Bros a blizkym
spolupracovnikem labelu BiggBoss.
Ugastnil se zasadnich oborovych
prezentaci, at to byla u nas dosud
neprekonana mezinarodni prehlidka
graffiti a street artu NAMES (2008),
nebo vystava MESTEM POSEDLI (2012)
v Galerii hl. m. Prahy. Prezentoval
Ceskou republiku na EXPO 2010

v Sanghaiji. Mezi jeho zasadni autorské
vystavy patfi 00 NIC v prazské Trafo
Gallery (2011), ODE ZDI KE ZDl ve
statni GAVU Cheb (2012) a prelomovy
GRAFFOMAN v prazské Chemistry
Gallery (2014). Pfedevs$im na tento
projekt navazal Gspésnou lofiskou

vystavou ANALFABET v Trafo Gallery
(2017) doprovazenou prvnim velkym
katalogem.

Rok 2018 byl pro néj ve znameni
festivalu Signal, jehoz se Gcastnil
exteriérovym neonem ZJEVENI,
zejména ale rokem pfiprav zatim
nejvétsi autorské vystavy BABYLON
ve Villa Pellé.
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MICHAL SKAPA / TRON (1978)

is one of the most significant authors
associated with the Czech graffiti
scene. He belongs to the strong
generation of writers of the 1990s and
has been one of its leaders for a long
time. Skapa’s qualities have been proved
by the fact that he has succeeded to
win through also in galleries.

He was one of the authors associated
with the legendary Trafo Gallery

in Prague, and he cooperates with
Meet Factory where he has had his
own studio for eleven years. As an
artist, he works with various media
and formats, from murals, acrylic
manuscript abstraction and airbrush
figurative compositions to site-specific
installations and spatial objects.

He also works as a graphic designer.
Skapa has founded the Analog! Bros
serigraphic workshop and he closely
cooperates with the BiggBoss label.
He has participated in several major
presentations, whether it was the
unsurpassed international graffiti and
street art show Names (2008), or the
exhibition Méstem posedli (Obssessed
with the City, 2012) in the Prague

City Gallery. He also represented

the Czech Republic at EXPO 2010

in Shanghai. His major exhibitions
include 00 NIC (00 NOTHING) in the
Trafo Gallery (2011), Ode zdi ke zdi
(From One Wall to Another) in the
Gallery of Fine Art (GAVU) in Cheb
(2012), and the crucial project titled

Graffoman in the Chemistry Gallery

in Prague (2014). Graffoman was
followed by the successful exhibition
Analfabet (llliterate) in the Trafo Gallery
(2017), which was accompanied by
Skapa’s first major catalogue.

In 2018, Skapa participated in the Signal
festival with his exterior neon object
Zjeveni (Apparition) and prepared his
largest exhibition Babylon in Villa Pellé.
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MICHAL SKAPA

BABYLON

Kurator vystavy B Curator of Exhibition
Radek Wohimuth

Produkce B Production
Michal Skapa, Klara Voskovcova

Text B Text
Radek Wohimuth, Vladimir 518

Graficky design B Graphic design
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Preklad B Translation
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Diky B Thanks

Klare Khine, Natalce, Ralfovi, Felixovi a rodiné,
BiggBossu za pomoc s katalogem, Ville Pellé za velkou
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za poskytnuti mista ve verejném prostoru,

Radku Wohlmuthovi za skvélou spolupraci pri realizaci
vystavy a celkovou péci, Vladimiru 518 za text

a podporu, Honzovi Jedimu Vondrackovi a RedBullu

za energii, Oldfichu Patkovi, Kubovi Stranskému,
Honzovi Hofej§imu za dlouhodobou pomoc s pfipravou
vystavy, Honzovi Matouskovi, Simoné& Jan(,

Filipu Voskovcovi, Ondfeji Batouskovi, Jirkovi Balounovi,
Frantiku Ortmannovi, Jifimu Svorcovi, Anné Pleslové,
Stefanu Motykovi, Vaclavu Hnikovi, Emilu Taschkovi,
Janu Slukovi a Lukasi Vinklerovi z Eeyeye,

Robertu Helbichovi a véem fanousktm a pfiznivelim.
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