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Pre mna existuje dielo. Estetiky sa ma netykaju. Ja som si nikdy neddval otdzku ohladom
umenia. Jednoducho som pracoval, nikdy som nezostavoval programy. Asi aj z toho dévodu
nemdam rad diskusie. Reci sa stanu taraninami. Naopak, ja milujem pracu a povazujem
socharstvo za c¢innost, ktord ma byt vykonavana v celej vaznosti, podla vlastného svedomia.
Giacomo Manzu

For me only the work exists. Aesthetics do not concern me. | never posed myself any
question concerning art. | simply worked, | never compiled any programmes.
That may also be the reason | dislike discussions. The talk becomes chit-chat.

On the contrary, | love the work and | consider sculpture the activity that should be

carried out really seriously, according to one’s consciousness.
Giacomo Manzu



REASIN f\'\‘fﬂ\ - vytvarny teoretik

Na zaciatku tvorivého procesu sochara Jana Tapaka byva
autorova tudend predstava a tuzba vytvorit vytvarnu
metaforu z pocitu nesmierneho obdivu a Uzasu nad
podobami zazraku Zivota.

Socharova téme i jeho vytvarna poetika je dana
jeho bytostnym spojenim s prirodou. S tou ozajstnou,
nenarusenou prirodou, ktora si uchovala svoju podobu,
pdvodné poslanie, silu i schopnost oslovovat ¢loveka
v kazdom dennom i ro¢nom obdobi nielen svojou
neopakovatelnou krasou, ale predovsetkym svojimi
vnutornymi hodnotami i tajomstvom vyzyvajucim
badavého ducha k vzajomnému dialdgu.

U7 pri autorovej prvej vystavbe v Galérii mesta
Bratislavy pred desiatimi rokmi (1992) sme upozorfovali
na jeho korene vnimania a prijimania sveta, ktoré podla
vietkého siahaju az niekde na Oravu, kde mlynarcili
jeho prapredkovia a kam sa vzdy rad vracia. Tu v pritmi
a nenapodobitelnej atmosfére mlyndrskych priestorov sa
odohravali jeho prvé dobrodruzné stretnutia s kameriom
a drevom, ¢o sa v dévernej symbidze celé dni hybali
a krutili, aby naplnili svoje nezastupitelné poslanie. Zrejme
odtialto sa odvija jeho vztah k hrubo otesanym drevenym
kladam, jeho cit pre vazbu mohutnych trdmov, pre ich
spajanie s kamenom i kovom, pre tichy, pravidelny klepot
kolesa a plynuceho ¢asu. Vtedy to boli kaplnky, oltariky,
anjeli, ale aj zvieratka ci Certi, tak ako sa vyskytovali
v povestiach, ludovych piesfach a prastarych zvykoch
oravského kraja. A bol tu autorov zmysel pre Usmev
a poéziu, symboly i epické podobenstva, ktoré zaujali
osobitym ¢arom spojenia drsného i krehkého, vazneho
i humorného, minulého i pritomného a trojhlasom reality,
tuzby a fantazie.

Postupne s plynucim ¢asom a autorovym umeleckym
dospievanim sa jeho pozornost za¢ina upriamovat
na vytvorenie vytvarnej skratky ¢i definicie duchovnej
podstaty toho-ktorého indpirujiceho javu, vztahu,
problému; na objavenie vzorcoy, ktoré by udernym
vyrazom a sti¢asnym jazykom oslovili emotivne i estetické
zazemie vnimatela.

Je ndhoda, Ze mnohé drevené, ale aj kombinované
plastiky ¢i objekty z devatdesiatych rokov sa nazyvaju Stip,
ur, Schody, Dom, Archa, Trén, StréZca, Pédium, Priestor, ¢o
sU pojmy, ktoré nesu v sebe ¢osi ddvneho az pravekého, ale
nemenného, archetypalneho, takze dodnes platného?

A je ndhoda, Ze nielen tieto, ale aj neskorsie Tapakove
diela maju blizko k spédsobu myslenia umelcov starovekych
kultudr, ktorf dokézali aj v pritmi paleolitu absolutne
pochopit a vyhmatat podstatu pratvaru myslienky, i
uz v obrazovych vizidch na jaskynnych stenéch, alebo
v trojrozmernych artefaktoch?

Ako sme naznacili: kazdé dielo sa rodi z pévodnej
autorovej predstavy, no, ¢o bude mozno prekvapujuce,
ale o to sympatickejsie, v procese dalsieho vyvoja sochar
ponechava plastike slobodu vyvijat sa podla vlastnej logiky

a genetickych zékonitostf aj za cenu zmeny pdvodnej idey,
pravdaze, ak jej vyvin neprekroci ramec jeho vytribeného
umeleckého nazoru a bude korunovany dostato¢ne
presvedcivou pointou.

Cim dalej, tym viac sa autor dokéZe in3pirovat
tym podstatnym, aj ked neviditelnym, ale dostato¢ne
imaginativnym, ¢o nema urcené rozmery ani vymedzeny
tvar, ¢o spociva niekde vo vnutri pod viditenymi vonkajsimi
nanosmi a zaprasenymi vrstvami ¢asu. Nemohli by to
byt napriklad i kopce a vf3ky, ktoré pravdepodobne
ukryvaju v sebe nepoznané vyznamy, iné svety so svojimi
historickymi pravdami tektogenézy a s nimi suvisiacimi
novymi obzormi nasho poznania?

(Tu by som rad pripomenul, Ze ten zmysluplny pohyb
pod povrchom vonkajsej kory sa v tychto suvislostiach
rozhodne netyka iba vrstiev a Struktdr nasej zemegule.
Velmi pribuzny konstruktivny pohyb, ¢o hybe kontinentmi
nasho ustaleného vnimania sveta, vyplyva predovsetkym
z vnutorného napatia i iskrenia v mysli a dusi tvorcu,,
je onym condicio sine qua non, pre autorov inspirujuci
pristup k svetu a svojmu poznaniu.)

Svoju vyssie spomenutd poznamku na okraj
Tapéakovej vystavy pred desiatimi rokmi som uzavrel
slubom, Ze vzhladom na autorov mimoriadny talent a
jeho predpoklady budeme velmi pozorne sledovat jeho
vysledky, aktivitu aj tvorivi orientéciu v neprehladnych
suvislostiach suc¢asného domaceho i zahrani¢ného umenia.
(Vtedy som naozaj nemohol tusit, Ze situdcia vo vytvarnom
umeni bude viac ako zlozitd.) Ale pritomna vystava
a jej kataldg by mali byt malym dékazom ¢iastocného
naplnenia mojich sfubov.

Iste, vystava sochdra Jana Tapéka, Zial, obmedzena
nevelkymi priestorovymi moznostami, méze len symbolicky
prezentovat jeho dlhoro¢né Usilie.

TakZe bude zaleZat predovietkym na predpokladoch
a dobrej voli vietkych nds, ako a ¢i si ndjdeme tu spravnu
chvilu a cestu veducu k pochopeniu tajomstva posolstva
hodnét vecnosti naznacenymi indtalovanymi dielami
autora.

april 2002




TEPOR RIS - fine art theoretist

At the beginning of Jan Tapaks creative process is

the sculptor’s inkling and desire for creating a plastic
metaphor, springing from his immense admiration or
astonishment at the various aspects of a miracle that is
called life.

The sculptor’s theme and his plastic poetry are
determined by his essential connection with nature as
such. It is the connection with real, untouched nature
which has preserved its form, original mission, strength
and its ability to address mankind every day and season,
not only with its inimitable beauty, but, above all, it
addresses mankind with its inner values and mystery,
challenging a searching spirit to a mutual dialogue.

As far back as the author’s first exhibition that was
held in the Bratislava City Gallery 10 years ago (1992),
we called your attention to his roots of perceiving
the world which, most likely, can be traced back to
his forefathers in Orava, where the author always likes
coming back. His first adventurous contacts with stone
and wood were taking place exactly here, in a dusk, and
in an inimitable atmosphere of a mill, that was moving
and turning all days in an intimate symbiosis in order to
fulfill its irreplaceable mission. Obviously, the sculptor’s
relationship towards rough-hewn and wooden beams
has unwound from this moment as well as his sense of
bonding massive beams with stone and metal or his
sense of a silent, regular clatter of a wheel and flowing
time.

That time, they were chapels, altars, angels, but even
animals and devils, the same way as they appeared in
legends, folk songs and ancient traditions in Orava’s
region. And there was also the author’s sense of smile and
poetry, his sense of symbols and epic parables that has
engaged everyone with a special magic of connecting
rough with fragile, serious with humorous, past with
present togehter with the three voice of reality, desire and
fantasy.

Gradually, as the time has passed away and together
with the process of reaching the sculptor’s artistic
maturity, his attention starts focusing on creating a plastic
abbreviation or definition of a spiritual substance of this or
that inspiring phenomenon, relation or problem. He is also
focusing on revealing such patterns that would be able
to address a viewer’s emotive and aesthetic backround
by means of their motive expression and contemporary
language.

Is it only a coincidence that many wooden, but even
the combined plastic arts or objects coming from the
1990s are named The Column, The Beehive, The Stairway,
The House, The Ark, The Throne, The Guard, The Stage, and
The Space which are the notions containing something
distant, even ancient, but invariable, archetypal and so still
valid?

And is it really a chance that not only these, but even
later Tapak's Works have been closely connected with the
ways of thinking due to the artists of the ancient cultures
who, even in the dusk of the Stone Age, were able to
understand and find by touch the subtance of an idea
entirely, either in the pictorial visions on the cave walls or
in the three-dimensional artifacts?

As we have suggested: each work of art is born from
the author’s original conception, but, what might not
be only surprising but even more likable, is the fact that
the a sculptor leaves a plastic art the freedom to develop
according to its own logic and genetic rules, even at
a cost of changing the original idea, and, certainly, if its
development will not exceed the bounds of the author’s
artistic conception, and will be crowned with a sufficiently
persuasive point.

The farther, the better is the author able to find
inspiration from what is significant, even if it is invisible
but imaginative enough, what does not have the clearly
defined size even the shape, and what lies within and
under the visible, outside deposits, and dusty time layers.
Could they be, for example, hills which, most likely, hide
their unrecognized meanings or other worlds with their
historic truths of the tectogenesis, and the new horizons
of our knowledge that are closely connected with them?

(Here I would like to remind you that this meaningful
motion, under the surface of the outer crust, which, in
these connections, certainly does not relate only to the
earth’s layers and structures. The very related, constructive
motion that is moving the continents of our settled world
perception results from the mental tension or sparking in
the author’s mind and soul. This motion is that condicio
sine qua non, it is the author’s inspiring approach towards
the world and his mission.)

My comment, as mentioned above at the edge of
Tapék’s exhibition that was held 10 years ago, | concluded
with a promise that, with regard to the author’s
exceptional talent, we will carefully watch his results,
activity even his creative orientation within the confused
relations of the contemporary art at home and abroad.
(That time | really had no inkling that the situation in
the fine arts would be more than problematic.) But the
present exhibition and its catalogue should be the small
evidence that my promises were partly fulfilled.

Undoubtedly, Jan Tapék’s exhibiton, unfortunately,
limited by not a large space, can present the sculptor’s
long-standing effort only symbolically.

Most of all, it will depend on the abilities and good
will of all of us, how, and if at all, we will find the right
moment and the way leading to the comprehension of
the mysterious message of eternal values indicated by the
author’s installed works.

April 2002



TEKToGENEZA
* Tectogenesis * 230x 320 x 130cm = 1999



Ja verim v to, Ze kamene dychaju.

My to nevieme precitit s nasimi kratkymi zivotmi.
Teeton Dakota,

ndcelnik kmena Sioux

| believe that the stones breathe.
We cannot feel it with our short lives.
Teeton Dakota,
headman of the Sioux tribe






O’ - Beehive = 190x 50 35 cm * 2000







TOSENIE TIBETO
* Forefeeling of Tibet
* 77 x81x50cm = 2000






PEVNOST
- Fortress = 198 x 148 x 136 cm = 2000
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KRAJKA

* Country = 71 x42 x83 cm = 2002










PKfD bK’{\NI‘\ﬂ\! * In front of the Gates - 242 x 67 x 50 cm = 2001
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