Nora & Petyja, 5:20 min, 2004, Filip Cenek / Jifi Havliek / Magdalena Hrubd / Jakub Necas / Filip Nerad

Filip Cenek
narozen/born: 25. biezna 1976 v Jeseniku
kontakt: filip@ffa.vutbr.cz

OFC

Filmovy obraz jako analogii vjemu, repetitorium ide-
alnich anebo signifikantnich, vymluvnych pohledd
vystfidalo jeho pojeti jako pole moznych konstrukei
a rekonstrukci vyznamdl, které teprve jsou schopné
dat smér sémidze.
Pfedpoklad a konecny zabér.
Postprodukce jako produkce vyznamu.
Koncept jako pohyblivy svatek.
Detail jako politika, fragment jako etika.
Celek jako poetika. Status kamery?
Prostor, ktery vytvarime svou pritomnosti neni ucho-
pitelny jinak nez pravé touto pfitomnosti, nicméné
miZe byt reprezentovan prostrednictvim rozliénych
konstrukei kvazicelkd, hloubkou obrazového pole,
pomoci fragmentace obrazu €i evokovan interven-
cemi a akcentovanim jednotlivych prvki, které
v sobé kumuluji divikem aktivované potencialni
vyznamy.
,MUj prvni uvédomély viem - detail,“ piSe Ejzen-
Stejn. Vysvétleni? Navod? Omluva? Ryzi re-kon-
strukce?
Na filmech Filipa Cenka mé asi nejvic ze vSeho
fascinuje kombinace lyrického ténu a analytického
pristupu k moznostem, které ma uZivatel dnesnich
technologii. Dekonstrukce zcizujicich postup(li vy-
tvari zdani ryzi intimity, jejiZ vlastni charakteristikou
je ovSem v diisledku zvlastni ne-osobnost. Jeho pra-
ce se tykaji toho, co obvykle oznacujeme za nas po-
hled (vyhodnocujici vidéni, jeZ je ¢asteéné védomé
Ci fizené urcitou potfebou a ¢astecné mimodécné,
»podléhajici“ biologickym, socidlnim a kulturnim
vzorctm ¢i ndvykiim), jsou jeho lehce ironickym
komentarem.
Charakteristickym a konstitutivnim prvkem je tu
ovSem vzdycky dialog predobrazu (vstupni obrazové
informace) zabéru s manipulujici/manipulativni
technologii, se zvukem, hudbou a ocekavanim
divaka. Jakasi pfirucni intimita coby predpoklad
Cenkova pfistupu k filmovému obrazu narazi v jeho
etudach na sebe samu, zcela zaméré zpochybnuje
svou autenticitu, aby se divak na konci necitil povi-
nen vyslovit soud o ndmétu a jeho smyslu a zaroven
aby mél dostatec¢né intenzivni pocit, Ze néco vidél a
byla saturovana jeho potfeba zaZitku. Rozlozeni sil
mezi viemem, jazykem ,vypravéni“ a deSifrovanim
vztah( jednotlivych sloZek filmu je tedy pokud moz-
no vyvazené.
Cenkova intimita s velmi jemnym humorem nabizi
néco, co neni aZ tak podstatné. To dileZité se nako-
nec nutné odehrava ¢i odehralo nékde dplné jinde.
Jako bychom byli uchvaceni pozorovanim Svu, jeho
pribéhem, umélosti ¢i neumélosti, aniz bychom byli
sto zjistit, zda jde o zaplatu, perfektni spoj mezi dvé-
ma dily odévu, Ci pouze o sesité hadriky.
Zajima nas to viibec?

About FC

The film picture as an analogy of perception, a cramming
course of ideal or significant, eloquent sights has replaced
its concept as a field of possible constructions and
reconstruction of meanings, which are only capable of taking
the direction of semiotics.

Supposition and final shot.

Postproduction as the producer of meaing.

The concept as moveable feast.

Detail as politics, the fragment as ethics.

The whole as poetics. A statute of the camera?

Thespace in which we create our presence cannot be
understood other than as that presence; nevertheless it can
be represented as the means through which multifarious
constructions of quasi-wholes, deep pictured fields, with
the aid of the fragmentation of the picture or the evoked
interventions and accented individual elements accumulate
within themselves for the viewer the activation of potential
meanings

“My first conscious perception-detail“, writes Eisenstein.
Explanation? Instructions? excuse? Unadulterated re-
construction?

Probably what fascinates me above all in the films of Filip
Cenek is the combination of Iyrical tones and the analytic
approach to the possibilities available to the user of today’s
technologies. The deconstruction of alienating advance
createstheillusion of pure intimacy, whose own characteristic
is of course in the consequence of unaccustomed non-
personality. His work, concerned with the things that we
usually consider as beyond our vision (an evaluating vision,
which is partly conscious or driven by a certain need, and
partly involuntarily “amenable” biological, social and cultural
patterns or habits), is his lightly ironic commentary.

With his characteristic and constitutive element there is of
course always a dialogue of prototype/ entrance of pictorial
information / shots with manipulating / manipulative
technology, with sound, music and the expectations of the
viewer. Cenek’s approach to the filmed image gets at his
studies of himself and is a kind of manual of intimacy; he
quite deliberately calls their authenticity into question, so
that the viewer finally does not feel obliged to pronounce a
judgement on the matter and his senses and at the same
time so that he has a sufficiently intense feeling that he
has seen something and his need for experience has been
saturated. The disintegration of powers among perception,
the language of “story telling“ and the deciphered
relationships of the individual components of the film is then
balanced, if at all possible.

Cenek’s intimacy, along with a very gently humour, offers
something thatis not so substantive. The important must finally
play itself out or have been played outin a completely different
place. Itis as if we were forced to observe a seam being made,
its progress, its artificiality or non-artificiality, without being to
find out about it whether it is a matter of a patch, a perfect
connection between two pieces of clothing or only sewn rags.
Are we at all interested?

Marek Pokorny



Jifi Havlicek se pred ¢asem zaméfil na animovani skecl a kratkych,
narativné komponovanych Gtvar(i. Hned zkraje je vhodné pfiznat, Ze
Havlicek upfednostiiuje tymovou préaci. Radné tim komplikuje pétrani
po autorském rukopise, pokud jej zcela nezbavuje smyslu. Presto: o
vSech Havlickovych pracich Ize obecné fici, Ze operuji s generacnimi

pamétovymi segmenty.

Vyzkumy oboru kognitivni psychologie naznacuji, Ze diounodoba pamét b
se sklada zmezi sebou sesitovanych komplexti pojm0 a vyznam(. Zda
se, tyto komplexy nemaji zakonité obrazovou nebo jazykovou podobu,
takZe na jednou vidény obrazec se nemuseji vazat dalsi obrazce, ale
napfiklad Gasoprostorové soufadnice, urcité slovni sestavy, téniny
zvuk{, pachové viemy, hormondlni Grovné (emoce) v téle aj., prakticky
nepfedstavitelny soubor biologickych, smyslovych a myslenkovych
prvkd. Pfipominani nékterych z nich, v naSem pfipadé mluvime o
vizualnich znacich, uvadi v chod celou danou sit. V omezeném freudi-
anském diskurzu toho vyuzivali surrealisté, Jifi Havlicek si na rozdil od
nich vytahuje prvky z pamétového ,kompostu“ generace, kterou ¢im

dal vic definuji medialné zprostiedkované znakové soustavy.

Proto jsou jeho animace Casto sloZeny ze sekvenci a znaki z jinych
filmG nebo na né alesponi odkazuji. V animaci Tip et Tap zrekonstruoval
pohadkové série o dvou béZovych, navlas stejnych Sténatech. Original
proslul v Ceskoslovensku béhem 80. let. Stéfata a jejich stryCek
Fido se zafadili do panteonu vecernikovych bohli generace 80. let
(a pozor: také se prenesli do panteonu rodic, protoZe jen maloktery
rodi¢ je schopen nereagovat na détskou posedlost). Podobnou
pamétovou konsekvenci zastupuji také dalSi ikony v dal$ich filmech:
herecka Atka JanouSkova (dabovala Tipa a Tapa i némeckou Véelku
Maju) nebo Fifinka ze Ctyflistku. Videoanimace Melanie envoie des
fusée des yeux et sauve le soleil pro zménu nepfipomene konkrétni
filmovou predlohu, uvede nas spi§ pred jakousi nafilmovanou hru
na sci-fi. Chtélo by se fict, Ze jde jen o vykosténi filmovych klisé,
kdyby v hlubsi roviné neSlo vysledek mySlenkového procesu, ktery
Ize pfipodobnit této ¢innosti: Na pauzéaky nakreslime viechny mozné
prilety mimozemstan( z 4ckovych, béckovych i céckovych filmd, na
néZ si vzpomeneme. Na kaZdy pauzék jednu. Pak je pfiloZime na
sebe a na novém prazdném pauzéku vybarvime ty ¢asti, které se
na vech pauzacich prekryvaji. Vznikne opét piilet mimozemstant,
jakysi priisecik moznych vzpominek, paradoxné vSak zcela novy Gtvar.
Kazda ,hra na néco“ tak uvadi do svéta odliSnou, jinak zatizenou
soustavu, subjektivni pouze do chvile, kdy je ,vyslovena“. Pak se jiz
stava hybatelem pamétovych soustav ,posluchacii“ a akceleratorem
obohacené interpersondini reality. Havliek s Cenkem k tomuto

vybuzeni sméfuji.

Prijmeme-li, Ze zkuSenost je nepfenosna, pak pravé nalezeni znaki,
které ndm néco pfipomenou, je zpiisob, jak vpadnout do mysli jedince
a oslovit ji. Jednd se o metanaraci, jejimZ prednostnim cilem neni

zprostredkovat vypravéni, ale rozhybat cizi pamét.

Kratce pred napsanim tohoto textu jsem navstivil Lucembursko.
ProtoZe se zde pravé konal velky umélecky workshop, potkal jsem
spoustu lidi stejného véku, ale z rozdilnych kulturnich oblasti. Dalo se

evry

predpokladat, Ze ,nejsvétovéjsi“ predstavitele Havlickovych animaci
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,Castym lihnistém uZovek byvaji
hromady hnoje ¢i kompostu.“

(www.biodiverzita.amika.org)

budou znét. Ptal jsem se tedy na Tipa s Tapem. Prekvapivé pouze u
slovenské Gcastnice jsem se setkal s odezvou. Zda se tedy, Ze moznym
produktem Havlickovych filmd je rovnéZ uvédomeéni si vzajemné
blizkosti €i vzdalenosti naSich pamétovych soustav, tedy zjistovani,
do jaké miry jsme soucasti toho kterého vyznamového svéta, a kdy uz
jsme oddéleni tak, Ze si tieba pomyslime, Ze nasi autofi Tipa s Tapem
sami vymysleli. Stejné tak uZ Keiko Sei upozormnila, Ze u animace Bez
nézvu Havlicek s Cenkem pouZili postavicky, které si pfivezli z pobytu
v Maroku a ty ,mohou fungovat jen na nizsi Grovni €itelnosti“.

Tak tfeba kratky snimek Druhy dil prvniho dilu je pomaly, digitaIni Svenk
pres &ernobilou fixovou kresbu. V temnoté naznaceného prostoru
si povS§imneme drobnych zvifatek. Digitalni médium, napodobujici
filmovou kameru, i zkratkovité nakreslené a strnulé civéjici postavicky,
se podobaji nékterym ,zabérliim*“ z japonského anime. Nejzajimavéjsi
je oviem sledovat, jakym zplsobem na nas tyto podobnosti
dolehnou, zda ndm anime pfipomenou, zda si uvédomime, Ze nasi
emotivné-pamétovou reakci uréuji filmové postupy, atd. V kazdém
pfipadé je i Druhy dil prvniho dilu soucasti plsobeni na diferencovany
pamétovy fond kazdého z nas, v jeho jednoduchosti vSak vystupuji
do popredi pfenos impulzu skrze viitou fe¢ urcitého populdmiho

animacniho média prelomu tisicileti.

Masaz medialnimi obrazy probihd masivné a na tolika frontach, Ze
vlibec nelze fici, jak by ji nékdo mohl unikat. Da se fici, Ze nemusite
nutné vidét Matrix, abyste zaali uvazovat podle jeho doktriny. Ale
pravé naslovo ,podle” bych rad vkladal diiraz. Jifi Havlicek ndm ukazuje
toto ,podle” a snad naznaduje i vychodisko z katastrofické prognézy
o jednom globalnim jazyce. | kdybychom miuvili stejnymi slovy,
nebudeme vyslovovat stejnou zkuSenost a nebudeme tim zpiisobovat
stejnou reakci. Na to je pamét pfili§ nasim viastnim gordickym uzlem.

Poznéamky:

1. Omezim se na dlouhodobou pamét, pfestoze bychom se
stejné tak mohli zabyvat analyzou zamérného vyuzivani jeji
kratkodobé sestry. Mimoradné zajimavé by bylo zamyslet
se nad tim, co se déje, kdyZ jsou staré Havlickovy skece
pustény ve smyckach nebo nad pfendSenim symbolu
lotosu z jednoho snimku do druhého, coZ se zvyznamnilo,
kdyz Havlicek a Cenek shrnuli svou spolecnou préci do dvd
kolekce Lotus3 a Solaris.

2. Sei, Keiko: Jifi Havlicek a Filip Cenek: Lotus3 a Solaris.
Posudek k bakalafské praci na FavU v Bmég, 2003.
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Jifi Havlicek has for a long time concentrated on animated sketches
and short, narrative-based forms. It is noticeable at once from the
borders that Havlicek gives precedence to teamwork. This properly
complicates the hunt for the artist’s handwriting, if such a search is
not totally without sense. Nevertheless: we can generally say about
all of Havlicek’s work that it operates with the memory segments
of a generation.

Research specialists in cognitive psychology have demonstrated
thatlong-term memory 1) is made up from its own complex network
of constructs and meanings. It seems that these complexes do not
have set pictorial or linguistic form, so that they need not hang
further pictures on a once-seen picture, but can use, for instance,
space-time co-ordinates, certain sets of words, sound tones,
olfactory perceptions, hormonal levels (emotions) in the body,
etc.; a practically unimaginable set of biological, sensory and
intellectual elements. Recording some of these (in our case we are
talking of visual signs) shows the way in to a whole given network.
This limited Freudian discourse was used by the surrealists; Jifi
Havliek is unlike them in that he pulls elements out of the memory
“compost” of a generation, which increasingly defines the medial
arrangement of sign systems.

Thatis why his animations are often based on sequences and signs
from other films, or they at least refer to them. In the animation
Tip et Tap, together with Filip Cenek, he reconstructed the most
characteristic sequences from a Belgian series of fairy tales
about two identical, beige puppies. The original became famous in
Czechoslovakiainthe 80s.The puppiesand theirUncle Fido entered
the pantheon of bed-time fairy tale gods of the 80s generation
(and attention: they also joined the parents’ pantheon, because
very few parents are able not to react to children’s obsessions).
Similar memory consequences are represented by other icons in
other films: the actress Atka JanouSkova (she dubbed Tip and Tap
and the German Maja the Bee) or Fifinka of the Four-leafed Clover.
The video animation Melanie envoie des fusée des yeux et sauve le
soleil on the other hand does not recall a specific film template, but
rather lays out before us some filmed game about sci-fi. It should
be mentioned that it is only a matter of stripping film clichés, if
at a deeper level it does not deal with the result of an intellectual
process which can be broughtinto line with this activity: On tracing
paper we can draw all possible arrivals by aliens from A, B and C
films, that we can remember. One on each piece of tracing paper.
Then we enclose them within and on the new, empty tracing paper
we can colour in those parts which are overlap on all pieces of
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tracing paper. The arrival of aliens comes up again, a kind of point
of intersection of all possible memories, paradoxically though, a
wholly new formation. Each “game about something” then ushers
into the world a different, otherwise encumbered set, subjectively
only for the moment when it is “expressed”. Then it has already
become a mover of the set of memories of the “listener” and an
accelerator in the enriching of interpersonal reality. Havli¢ek and
Cenek are oriented towards this awakening.

If we accept that experience is not transferable, then it is just
the finding of signs which remind us of something that is the way
to invade the thoughts of an individual and address them. It is a
question of meta-narration, whose aim is not to mediate the telling,
but to bestir a foreign memory.

Shortly after writing this text | visited Luxembourg. Because a large
artistic workshop was being held here, | met a lot of people of the
same age, but from different cultural fields. It was possible to
predict that the most “worldly-wise” representatives would know
Havli¢ek’s animation. | asked than about Tip and Tap. Surprisingly,
| met with a response only from the Slovak participants. It seems
then, that the possible products of Havli¢ek’s films are similarly
mutually realised according to the closeness or distance of our
memory systems, thus found, and to what extent we are part of this
which it signifies to the world, and when we are so divided that we
may think that our authors of Tip and Tap thought it up themselves.
In the same way Keiko Sei alerted us to the fact that in the
animation Untitled Havlicek and Cenek used characters which they
brought back from their stay in Morocco, and these “can operate
only on the lowest level of readability”. 2)

The short piece The second Part of the First Part is for instance
a slow, digital pan in a black and white felt tip drawing. In the
darkness of the implied space we can see small animals. The
digital medium emulates a film camera, and even the concisely
drawn and gaping, wooden little characters are similar to some
“shots” from Japanese animation. Itis most interesting of course to
follow the way in which these parallels strike home on us, whether
the animation remind us, whether we realise that our emotive-
memory reaction is determined by the film’s technique, etc. In
any case, even The Second Part of the First Part partly affects the
differentiated memory funds of each of us, while in its simplicity it
extends the transfer of impulses through the established speech of
certain popular animated media at the turn of the millennium.

The massage of media images is under way on a massive scale and
on so many fronts that it is not at all possible to say how anybody
could escape it. We can say that you do not have to see Matrix in
order to start thinking in terms of its doctrine. But | would like to
emphasise the phrase “in terms of”. Jifi Havlicek shows us this “in
terms of” and maybe also foreshadows the starting point away
from a catastrophic prognosis of one global language. And even
if we spoke the same words, we will not speak about the same
experience and we will not have the same reactions to it. Our
memory is too much our own Gordian knot for that.

Notes:

1. Ilimit myself to the long-term memory although | could
similarly undertake an analysis centred on the use of its
short-term sister. It would be extraordinarily interesting to
consider what happens when Havli¢ek’s old sketches are
placed on a loop, or on the transfer of the lotus symbol
from one piece to another, which became important
when Havlicek and Cenek condensed their collective

work onto the DVD collection Lotus3 a Solaris.

2. Sei, Keiko: Jifi Havlicek a Filip Cenek: Lotus3 a Solaris.
Review of Bachelorwork at the Faculty of Fine Arts, Brno,
20
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Magdalena Hruba

Magdaleny Hrubé jsem si poprvé vSiml kvili Deviti
sekundam ticha. To je ¢ernobila pocitacova anima-
ce s paraSutistou, ktery devét vtefin pada k zemi.
NaSel jsem ji na dvd Pasmo, kompilaci Filipa Cenka,
0 némzZ jsem se chtél dozvédét néco vic. A protoze
Cenek nepomahal Magdalené Hrubé pouze s Deviti
sekundami ticha, ale také s jinymi snimky, zacal
jsem si vS§imat dalSiho gravitacniho pole, jemuz
se spolupraci s ni vystavil. Filmy vytvorené spolu
s Magdalenou Hrubou se odliSuji od téch, co Cenek
déla s Jifim Havlickem.

Kupfikladu Cirkus by mohl klidné zapadnout mezi
hravé figury medvidk( z Pojarova seridlu Potkali se
u Kolina. | kdyZ se vzajemné nepodobaji stylizaci,
fe€¢ promén jednoho znaku ve druhy je obdobnou
poetickou formulaci moznosti animovaného filmu.
Cirkus se jiny proto, Ze obsahuje reflexi celé situace.
Zvukovou stopou, takovym ledabylym mumlanim
klauna v manéZi, ndm sdéluje nejistotu, jestli to, co
sledujeme, stojiza to. Nepochybuje pouze klaun, ale
také autor, ktery nas chce a nebo ma pobavit. Pojar
(nebo jakykoli jiny zastupce hlavniho, komerénich
proudu animace) nas svymi dvéma medvidky pfi-
mocare bavi, Hruba ndm oznamuje, Ze by nas poba-
vit chtéla, jen si neni Gplné jista, jestli zvolila vhodné
prostfedky. Zadrhne zip v plli, ale podé to s takovou
lehkosti, Ze se nakonec bavime pravé tim. Je to jem-
na souhra rozhybanych postavicek a tichého hlasu,
co mé presvédcuje, Ze Cirkus neni dryacnickd, nybrz
inteligentni a nezvykle pointovana scénka.
Kreslenému filmu nemusime nijak uvéfit, oteviené
se hlasi k autonomii na trojrozmémém jevovém
svété. Proto asi nebudeme tvrdit, Ze ve Zlaté azu-
ru oZiva obraz Joana Mird, spi§ se zamyslime nad
tim, pro¢ nékdo chce nékteré uz jednou vytvorené
véci uvadét v pohyb, rytmizovat v ¢ase a obdafrit
salavéjSimi, pulzujicimi barvami. Odpovéd nemam,
nevsiml jsem si ani, Ze by Zlato azuru mélo néjaky
teoreticky plan, ktery by Slo popsat. Spise jsem jim
proplul, nechaval se unaset jinou vijemovou hladi-
nou. Ale to by nakonec odpovéd byt mohla, pokud
uznate, Ze ji nebudu niéim obhajovat a s ni¢im dal-
§im srovnavat.

Pravé posouvani viemové hladiny mé zaujalo rovnéz
u Art first has to be defined. V 8mm Cernobilém za-
znamu divky ve mésté se zacnou objevovat drobné,
dodatecné provedené kresby. Spolu se slovem
Boudnik, které se pred ndmi okamZik objevi, se tak
filmovy material stava velmi konkrétni prostfedkem,
jimZ Ize nachazet obrazy tam, kde na né nejsme
zvykli nebo kde jsme na hledani rezignovali. A té-
mito nékolika ,vsuvkami“ se i cely film dava poznat
jako esteticky prepis reality.

Pribéhy filmG Magdaleny Hrubé Casto vyplyvaji ze
zvolenych obraz(. Jsou nestejnomérné uzaviené a
dofecené. Jsou svébytné ve vyuZiti zvoleného mé-
dia, nevzpiraji se mu a naopak hledaji miru, kdy za
akci pozndme cestu k ni i vyvolanou naladu. Mych
oblibenych Devét sekund ticha je opravdova ani-
macni mikrostory: je to ,pouze” vSedni let paraSu-
tisty ovzdusim, pojednany tak, abychom o statické
postavicce védéli, Ze svisti prostorem k zemi. Nahle
se vSak barvy obrati a my sledujeme tutéz scénu
inverzné. Na ploSe nékolika sekund se rozprostre
drama samotného pfibéhu i naseho vnimani.

Magdalena Hruba
| first noticed Magdalena Hrubd because of Deviti
sekundam ticha (Nine Seconds of Silence). It is a black-
and-white computer animation with a parachutist who
falls to earth for nine seconds. | found it on the Pdsmo
(Zone) DVD, a compilation by Filip Cenek, about whom
| wished to know more. And because Cenek did not help
Magdalena Hrubd only on Deviti sekundach ticha, but also
on other films, | started to notice a new field of gravity,
which was exhibited in co-operation with him. The films
made together with Magdalena Hruba are different from

those which Cenek made with Jifi Havlicek.

As an example Cirkus (Circus) could easily belong among
the playful teddy-bear figures from Pojar's serial Potkali
se u Kolina (They met in Kolin). Even though they do
not have similar styles, speech changed from one sign
to another is an analogous poetic formulation of the
possibilities of animated film. Cirkus is different therefore,
in that it contains reflexes to the whole situation. With
the soundtrack, a kind of sloppy mumbling clown in a
big top, we are not sure if what we are watching is worth
watching. Not only the clown has his doubts, but the artist
too, who wants to, or should, entertain us. Pojar (or any
other representative of the main, commercial stream of
animation) entertained us with his two teddy bears, but
Hruba advises us, that she would like to entertain us, but
she is not entirely sure if she has chosen the right medium.
The zip is pulled half way down, but it is done so gently
that this is precisely what entertains us. It is the gently
synchronisation of bestirred little figures and quiet voices
that persuades me that Cirkus is not phoney, but rather an
intelligent and unusually pointed little scene.

We cannot do otherwise than believe in the cartoon;
it openly announces its autonomy from the three-
dimensional phenomena of the world. There we probably
will not claim that in Zlaté azuru (Goldenly Azure) the
painting by Joan Miré comes back to life, but rather we
think about why anyone would want to see some already-
created things in motion, rhythmatized in time and
endowed with radiating, pulsing colours. | don not have the
answer; indeed | did not even notice if Zlato azuru has a
theoretic plan that could be described. Rather | navigated
my way, letting drift another perceptual surface. But there
should be some kind of answer, if you know that | am not
going to defend anything or compare it with anything else.

It was just this shift in the perceptual surface that
attracted me similarly to Art first has to be defined. Small,
subsequently accompanied drawings start to enter onto
an 8mm black-and-white recording. Along with the word
Boudnik, which immediately appears before our eyes the
filmed material becomes a very concrete means which
allows pictures to be found there, where we are not used
to finding them, or where we have given up looking. And
by these several “interpolations” the whole film can be
understood as an aesthetic transcription of reality.

The stories in Magdalena Hrubd'’s films often arise out
of the chosen pictures. They are unusually private and
concluded. They are peculiar in their use of the chosen

Magdalena Hruba
narozena: 9. 7. 1978 v Celadné
Neladnd, okres Frydek Mistek

media, they do not mock it and, on the contrary, they
seek a level where, behind the action, we recognise
the way to it, and even the resulting mood. My favourite
Devét sekund ticha is a true animated micro-story: it is
“only” the ordinary fall of a parachutist through the air,
but treated in such a way that we would know that the
static little figure is whizzing through space towards the
earth. Suddenly, however, the colours turn over and
we are following the same scene inversely. For several
seconds on the surface the drama of the story itself
unfolds together with our perception of it.

Jiri Ptacek

studium/education
B 1993-1997 SUPS, Uherské Hradisté, grafika
0d 2000 VSUP Praha, Ateliér filmové a televizni grafiky J. Barty

skupinové vystavy a festivaly/collective exhibitions and festivals
,Beznazvu/2.1D“, (s J. Havlickem a F. Cenkem) Galerie Jeleni, NCSU Praha - 2002

staz/short term attachment
2003/04 - FaVU, Ateliér intemedia (Stratil), Ateliér malba 2 (Mainer)

workshop

2002 - Echo, zvukové a optické instalace, Dim uméni v Opavé / Bludny kdmen

Nora & Petyja, 5:20 min, 2004, Filip Cenek / Jiri Havlicek / Magdalena Hruba / Jakub Necas / Filip Nerad

»Studentsky vyber”, Animafest, Trebon - 2003

,Za jinych okolnosti by to mohla byt pravda“, Diim pan( z Kunstatu, Brno

,It's a question of Lust*, DVD-Video, Galerie G99, Bmo
LKrajiny“, Méstské muzeum Ceska Lipa - 2004

,Wstapil we mnie diabel“, Ceské centrum Bratislava, Slovensko

,Media Jukebox |, Galerie u Mloka, Olomouc




Michal Jindra a pointa,

VZdycky kdyZ na to byla pfihodna chvile nechal jsem si
od Kakalika vypravét Jindrovo détstvi a Skolni Iéta. Ted
mé vlastné napada, pro€ vlastné ten text mam psat ja.
Ale dobréa. Ti dva spolu prozili jednu z nejzasadnéjSich
a nejvice uréujicich fazi jejich Zivota a to byl pobyt v Os-
travé az do ukonceni stfedni Skoly. Pak se oba rychle
spakovali a utekli do Prahy. Takhle spakovani se na konci
devadesatych let objevili i v Divusu s doporu¢enim od
»Parocha” jak oba fikali a jak se také jinak fika Jifimu
Surlivkovi. Ten, jako jejich dosavadni viidce z nich uz mél
hlavu jak balén. A to hlavné z Jindry, kterému v té dobé
délal nelspésné ,garde” pfi pokusu o vstup na akade-
mii. KdyZ jsem jim tehdy poprvé otviral, vzpomnél jsem
si na détska predstaveni Capkova Ze Zivota hmyzu. Mél
jsem dojem, Ze na sobé maiji kostymy. Na ty pfibéhy tady
neni moc mista ale vyplyva z nich, Ze Jindra je jednou
z mala obéti svych vnitfnich svétl a jejich hodnot. Ze si
toho naseho snad jesté vilbec nevSiml. Nékteré z pfi-
béhl o Jindrovi se jiz staly myty nebo povéstmi jimiz se
bavi studenti vysokych uméleckych kol nebo jimi strasi
stfedoskolsti kantofi na ostravsku své Zaky.

Clovek, ktery zna tyto zkazky a chtél by médium vidét
osobné vétSinou dojde k nazoru, Ze se jedna o fikci. Ze
ta osoba moznd ani neexistuje. NeseZenete ho a hlavné
nikdy ve chvili kdy byste ho nejvic potfebovali. A kdyz uz
je po vSem, zavola vam z budky v néjakém vzdaleném
mésté a dotazuje se na néco na co nejen nedokazete
odpovédét ale ani neznate smysl toho dotazu.

Jeho dila se nachazeji nebo jsou nalézana na rliznych
mistech kde se Jindra zastavil nebo studoval nebo pre-
spal. Nikdy jsem ho nevidél cestovat se zavazadlem,
nanejvy$ s néjakou zbytécnosti. Jeho dilo je ohroZeno.
Jednou z néj urcité nic nezbude a téch par card papiru
s koprofilnimi hrdiny nakreslenymi propiskou bude mit
obrovskou cenu. Tak obdivovany Boudnikiv Zivot pro-
padly uméni je ve srovnani s Jindrou pouhym intelektu-
alnim gestem. Jindru tady skuteéné vysadila nezndma a
nam velmi nepodobna civilizace. A to jeSté za trest.

Slizovy roman
Skuteéné si nemyslim, Ze by se Jindra zabyval fungova-
nim naSeho svéta. Jeho formy pouziva pouze jako prazd-
né pytle, které pIni vlastnim zvrhlym a mimozemskym
obsahem. A protoZe nema ani Zadné vzory, miZeme fici,
Ze vymyslel slizovy roman. Sliz hraje v Jindrové tvorbé
velkou roli a to tak velkou, Ze ji i sdm pfijal. VétSina jeho
ranych dél je podepséna Doktorem Slizu. V béZné komu-
nikaci mezi prateli ob¢as zmizelo i slovo doktor.
U7 od zacatku byly jeho pfib&hy k jejich aktérlim velmi
kruté. Nebyl v nich Zadny vyvoj od mladickych dobro-
druznych pfibéh k jindrohororu. Je tvoficim Gigerovym
vetfelcem. VSude sliz pozirajici déti odhozené do odpad-
ki pfi krvavém masakru rodicd zridnymi skiety. Cynické
a nelogické chovani hrdinl je jeSté vice zatemiovano

ktera ho hleda

vstupy epizodickych a parazitickych postav, které vha-
néji déj do désivych aZ dech beroucich zakrut. A nejen
znich se vdm v Jindrovych pfibézich miZe udélat Spatné.
Vjedné kapitole pocitate minuty a najednou se presune-
te o tisic let a pribéh jede dal. Pfemistovani postav a véci
v prostoru a ¢ase je tim nejmenSim problémem. Jde tu
predevSim o akci, a z pohledu ¢tenare jako jsme my, o
co nejvétsi miru nepfirozenosti a zvracenosti. Pro autora
jsou to ale vcelku bézné pribéhy.
Svoje rucné psané romany Jindra dotvarel ukrutnymi
kresbami. Styl nikdy nezménil. Forma zaostalé, nechce
se mi fici détské, zaroven kurdzné a vzidy dostatecné
vyjadfujici linie, zlistdva vidy nad véci a zéroven s ni.
Pozdéji se soucasti téchto vice ¢i méné kratkych pribéhl
i basni staly linoryty a kolaZe.
V roce 1997 vytvoril i cyklus skvélych iluzivnich barev-
nych!!! obrazl. Jediné autorskym textem nekomento-
vané dilo. Doporucuji je nalézt a uschovat v depozitafi
Néarodni galerie. Nic tak barevného a poetického uzZ
Jindra od té doby nenamaloval. NaSe kultura tak trochu
nema Franze Kafku ale mohla by tak mit alespon Michala
Jindru.

Hovnovy komix
Po romanech zacali vznikat komiksy. V nich se zacina
postupné prosazovat hovno jako systémovy prvek. Nejde
0 néjaky rozvinuty fekalni humor ale o skute¢né seriézné
pojimanou, Zivotné dileZitou soucast Zivota jeho hrdin.
Mnozi z nich se jimi nejen Zivi a jejich apetit se stava
principem ekosystému ale hovna jsou zde pfedmétem
riznych vyzkum i industrialni produkce. Existuji hovna
rGznych kvalit, barev, chuti a tvrdosti. Opovrhovana a
skryvana soucast naseho Zivota zde zaZiva svou Gplnou
satisfakci.
| kdyZ dnes jiz by byla aseptickou civilizaci vitana néjaka
pilulka, kterd by zajistila néjaké bezzdpasné sackovani
exkrement(l pfimo v kone€niku nebo néjaké odparovani
ve spanku, stale nastésti plati Klimovo ,hovno jsia hovno
zlistane$“. A proto aZ se tak jednou stane, bude Jindrovo
dilo jednou z méla hodnotnych pfipominek, Ze hovno
hralo v nasich dé&jinach vyznamnou roli.
Tim samozfejmé nechci fict, Ze Jinrovy komiksy jsou jen
o tom. Bylo by dobré se zminit, Ze v komiksech zacina
Jindra svérazné feSit i principy spravedinosti a moralky.
A jako upoutavka to i staci.

Zfetovany film
Kamera sleduje putovéni ¢lovéka s papirovou bednou
na hlavé. VSude snih, nejdFive v lese a v kfovi, pak jde po
krajnici néjaké vypadovky a konéito snad v néjakém am-
fitedtru. Jmenuje se to Box. Neni to uméni a ani Spatné
uméni. Uméni a Spatné uméni poznate podle snahy. To-
hle je halucinace. Od té doby jsem vidél jesté par jeho vi-
dei nebo radéji dlouhych zabér(i. Je to kvalita bez vykyva.
Jen uJindrovych filmd mZete zaZit pocit, Ze se jich autor,
kameraman ani herci net¢astni. Blair Witch je pop.
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Velkovykrmna a jatka, tisk v nizkém rozliSeni, 2003

Retardovana digitalni tvorba

Kdyz se Jindra zacal vic a vic ztracet z naseho okoli,
Zjistili jsme, Ze se zacal vénovat virtudiné digitaini
tvorbé a chemickému proZitku existence. Skuteéné
nevim jak bych popsal tfidé ukousnutou tatranku
jako metaforu ustfeleného vézaku. Prosté je fakt
dobra.

Snad kdyby tady ten obrazek byl. Ale nevim jestli
ho sem Jana da. KdyZ potkate autora -poznéate ho
podle hlasu pfeucovaného levaka- feknéte si at
vam ho posle mailem. Zamilujete si ho.

A k té pointé

Jindra je predevsim tvlrce pfibéhd. Jedné liseio
jeden obrazek, vétSinou je pribéh néjak vepsan.
Malokdy nechéa své hrdiny nebo objekty bez osudu.
A pribéhy véci jsou Jindrovou specialitou. Nékdy se
jedna i o fragmenty s téZko dohledatelnou pointou.
A pravé autorlv neprostupny svét nam nékdy ne-
dovoluje ji najit. Casto se stava, Ze ji divaci nalézaji
nékde Gplné jinde. Casto se jim zdaji vtipné ale Jin-
dra neni autorem anekdot. Jsou to vazné pfibéhy
pIné osobnich a civilizacnich tragédii a¢ v nich jde
tfeba 0 hovno. Mozna4, Ze ta pointa neni vZdy zapo-
tfebi. MozZna, Ze o ni autor ani neuvazuje. To jenom
my Zijeme od za¢atku do konce.

A nebudu to po sobé ani €ist. Jindra to taky nedéla.

Ivan Medcl

Di{m k nakousnuti, tisk v nizkém rozliseni, 2003



Michal Jindra, and the point that is seeking him

| have always let Kakalik tell the tale of Jindra’s childhood
and school days when there is a suitable moment. It has
just now occurred to me why | should be the one to write
this text. So, good. Those two lived through one of the most
fundamental and defining phase of their lives together
- a stay in Ostrava until they finished secondary school.
After, they both quickly packed and escaped to Prague.
That packing at the end of the nineties was also to be
found in Divus with a recommendation from “Paroch” as
they both said, as Jifi Sur(ivka is also known. He, as their
existing leader, had a head like a ball because of them.
And that mainly because of Jindra, who at that time he
unsuccessfully “chaperoned” during his attempt to join the
academy. When | first opened the door to them, | thought
of a children’s performance of Capek’s play “From the Life
of Insects”. | had the impression that they were wearing
costumes.

There is no room here for those tales, but out of them arose
the fact that Jindra is one of the few victims of his internal
world and its values. It is like he has not noticed ours yet.
Some of the tales about Jindra have already become myths
or fables which entertain students at the Art High School
or with which secondary school teachers in the Ostrava
region frighten their pupils.

A person who knows these tales and would like to see the
medium with his own eyes usually comes around to the
idea that they must be fiction. That maybe that person
does not even exist. You will not be able to get it and that
mainly at the time when you need it most. And when it is
all over, it will call you from a call box in a far town and
question you not only about something you cannot answer,
but which makes no sense to you.

His work is found or discovered in various places where
Jindra stayed or studied or spent the night. | have never
seen him travel with luggage, at best with something
useless. His work is in peril. One day nothing will be left
of him and these few lines of paper with coprophile heroes
drawn with a pen will command a great price. The much-
admired life of Boudnik absorbed by art is, compared to
Jindra, only an intellectual gesture. Jindra was placed here
by an unknown and very dissimilar civilisation. And that
was a punishment.

Slimy novels
| really do not think that Jindra would be involved in the
functioning of our world. His forms use it only as an empty
sack which he fills with his own degenerate and alien
content. And because he does not even have any models,
we must say that he thought up the slimy novel. Slime plays
a large role in Jindra’s creations and that so large that he
admits it himself. Most of his early works are signed by
Doctor Slime. In normal communication between friends,
the word doctor often disappears.

From the very beginning his stories were very cruel to their
protagonists. There was no developmentfrom a youngster’s
adventure tales to Jindra-horror. He is a creator of Gigerish
aliens. Everywhere slime eats children thrown away into
rubbish bins after a bloody massacre of their parents by
some deformed sprites. The cynical and illogical behaviour
of their heroes further darkened the entrances of episodic

and parasitic characters whom events blast into horrifying
and breathtaking twists and turns. And this isn’t the only
thing that can make you sick in Jindra’s stories. Within one
chapter you are counting the minutes, and suddenly you
leap forward one thousand years and the story continues.
The transfer of characters and things through space and
time is the smallest of problems. It is a question of action,
and from the point of view of readers like we are, of the
greatest possible level of artificiality and perversion. For
the author, however, they are quite normal tales.

Jindra supplemented his hand-written novels with inhuman
drawings. His style never changed. The undeveloped but
yet courageous form (I don’t want to call it childish) and
the always sufficiently expressive lines will always remain
above events and at the same time equal to them.

Later poems, linocuts and collages became part of these
more or less short stories.

In 1997 he also created a cycle of wonderful illusory
coloured (!!!) pictures. The only work not commented
on by an authorial text. | recommend finding them and
depositing them in the National Gallery. Jindra has not
painted anything so colourful and poetic since then. If
Franz Kafka stands a little outside our culture, at least we
could have Michal Jindra.

Shitty comics

After novels, he began to create comics. In them he began
to gradually promote shit as a systemic element. It is not
a matter of some full-blown faecal humour but of a truly
serious read, a vital part of the lives of his heroes. Many
of them not only live by it and their appetites become the
principle of an eco-system, but shit here is the subject of
various form of research and industrial production. Shit
exists of various qualities, colours, tastes and consistency.
Here he lives out the despised and the hidden side of our
lives to his total satisfaction.

Even if today some pill that would provide a non-smelly
bagging of excrement directly in the rectum, or some kind
of sleep-time evaporation of it would be welcomed by an
aseptic civilisation, luckily Klima’s “Shit you are and shit
you will remain” is still valid. And that is why one day it will
happen that Jindra’s work is one of the few reminders we
have that shit has played a significant role in our history.
Of course, by this | do not mean to say that Jindra’s comics
are only about this. It would be good to mention that in his
comics Jindra begins to peculiarly deal with the principles
of justice and morality. And as a sneak preview, that is
enough.

Junkie film

The camera follows a wandering person with a paperbox on
his head. All around there is snow, firstin the woods and on
theroofs, laterittravels across the shoulder of some access
road and maybe finishes in some amphitheatre. It is called
Box. It is not art; not even bad art. Art and bad art can be
recognised by the effort. This is a hallucination. Since then |
have seen a few more of his videos, or rather long shots. Itis
quality without any deviation. Only in Jindra’s films can you
experience the feeling that their author, cameraman and
the actors are not present. Blair Witch is pop.

Retarded digital creation

When we began to miss Jindra more and more from our
circle, we discovered that he had begun to devote himself
to virtual digital creations and the chemical experience of
existence. Quite how | would describe bitten-off 3D Tatranka
as a metaphor of a shot-away high-rise building, | really do
not know. Put simply, it is really good.

Maybe if the picture was here. But | don’t know if Jana will
put it here. When you meet the artist - you'll recognise him
according to his re-educated lefty’s voice - tell him to send
it to you by e-mail. You will fall in love with it.

And to the point
Jindra is above all a creator of stories. If he deals with one
picture, usually the story is somehow written into it. He rarely

Michal Jindra
narozen/born: 1977

skupinové vystavy od roku 2000
collective exhibitions since 2000

2001 - prezentace animovaného filmu v rdmci instalace Jifiho Surlivky v

Ceském pavilonu na Benatském bienale
2001 - Festival komixu, klub Jeleni

2002 - presentace v rdmci stanku Gasopisu umélec, pallais De Tokyo, Paris

2004 - Futura Praha

pohled do instalace Karaoke.. OGY, tisky v nizkém rozliSeni

leaves his heroes or subjects without theirfate. And narrative
things are Jindra’s speciality. Sometimes he handles
fragments with a hard-to-find point. And sometimes it is the
author’s impervious world itself which allows us to find it. It
often happens that viewers find it in a completely different
place. Often it seems to them to be witty, butJindra is not the
author of anecdotes. They are serious stories full of personal
and civilisational tragedy, even if they deal with shit.

Maybe a pointisn’t always necessary. Maybe the artist does
not even consider it. Only we live it from start to finish.

And I'm not going to read over what I've written. Neither
does Jindra.

Ivan Mecl

studium/education

VSUP Praha, ateliér ilustrace a grafiky, (Jifi Salamoun) 1997-2001

FaVU VUT Brno, ateliér multimédia, (Richard Fajnor) od 2001

samostatné vystavy a projekce

solo exhibitons and projections

klub Pavouk, Ostrava - 2000

Essential“ Galerie Eskort, Brno - 2003
Galerie Display, Praha

sidlo hudebniho vydavatelstvi, tisk v nizkém rozliSeni, 2003
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Posedlost vécmi, snaha pfiblizit se
Tvirci a pad do pekel, kde vlddne
Konstruktér ~ ovSem pad provazeny
rozkoSnickym vykiikem.

/K Gvodni vété bych mozna mél umistit otaznik (?), ale nejsem
si jisty, kam by se hodil./

Projekty Jany Kalinové jsou &im dal ambicidznéjsi. Sen,
touha, pfedméty denni (zrovna tak jako mimofadné) potieby
i pfiroda se dikladné prostupuji a vytvareji svébytné pole
primarni kultivace (mySleno aZ v agramich vyznamu). Paralelné
tak zachycujeme objekty kultivace i temné kofeny potieby
kultivovat. Smréek s trdvou namisto jehlici.

Il

At uZ objekty, fotografie, videa €i jedind malba Jany Kalinové,
vzdy krouzi kolem schopnosti vidét vécijako néjaké jiné. Autorka
si dovoluje ménit vlastnosti véci a to, Ze v fadu zkuSenosti
zacinaji postradat vyznam, z nich €ini téZko zafaditelné, ale
hmatatelné piitomné skutecnosti. JestliZe nachézeji misto
v umeéni, ukazuje se, Ze naSe schopnost pfehodnocovat jednou
dané rdmce ma své limity. Pravdépodobné bychom je méli
chépat jako nacrty. Jako projekty, které Ize realizovat, jenze je
zatim vSichni povaZuji za poSetilé. Ur€ity humor se k tomu sice
vaze, protoZe Jana Kalinova chape, v jak mensinovém teritoriu
se pohybuje. Ale jak rozviji své mySlenky, stéle vice ji pfitahuji
hranice chemie a fyziky, tedy prace se zakladnimi prvky hmoty
a jejimi vlastnostmi... Ale to bychom predbihali, slySel jsem vic,
nezZ se prozatim podafilo uskuteénit...

1l

Smréek s trdvou na vétvich nebo planety sefazené na
namalovaném vesmiru tak, Ze se ocitaji v konjunkci snéhuldka,
bychom vSak méli sledovat i z hlediska jakési civilizaéni
mytologie.

Drive Kalinovd predmétiim odebirala nékteré ¢asti jejich
béZné konstituce: zménami materidlu proménovala jejich
funkei. KdyZ oxeroxovala osuSku nebo vysoustruzila zarovku
ze dreva, nevznikly pouze oSidné simulace, ale odhalily se
hodnoty stojici za funkcemi. Bylo to, jako kdyZ pfijdete o palec.
Nejen, Ze nenapiSete sms, ale dojde vadm také, Ze uz dlanémi
nereprezentujete desitkovou soustavu nebo symetrii apod.

To bylo dfive. Prvni samostatnou vystavou KdyZz nevim, tak
se zeptadm, zeptala bych se, ale nevim koho v prazské galerii
Home se vSak Kalinova ukazala v jiném svétle. Véci se staly
prostfedkem zapoleni s hmotou, referujicimi o kreativnim aktu
jako o uplatnéni lidské moci. Obrovské kolo, v némz jsme se
mohli donekonecna prochazet, se v Home nebezpecné tfaslo a
my na ném mohli kdykoli uklouznout. Fotografie, na niZ autorka
mifila na vzdalené mésto dalkovym ovladacem, byla exemplami
alegorii lidské bez-moci ur€ovat chod svéta a neustavajici
touhy tato omezeni prekonavat. DalSi z fotografii Jany Kalinové
popsal nejvystiznéji Marek Pokorny: ,SeSlapavany zbytek role
toaletniho papiru: dokument, névrat k tomu, co kazdy den
unik, takové to “aha ”, kdy zahlédneme pInost néjaké mezery
v Zivoté (zase romantika?), hotky humor.“ 1)

Pod rukama Jany Kalinové tak rostou dotazy na veSkeré
micurinovské smérovani jedince a civilizace. Vidyt na co
ztoho, co jsme zatim vymysleli a udélali, bychom mohli vystavit
zaruku?

Poznamka:
1) Pokorny, Marek: Kdybych chtél napsat recenzi, tak ji napiSu.
Umélec 2/2003

Jana Kalinova

Jiri Ptacek

|

An obsession with things, an effort to
approach the Creator and the fall into
Hell where the Constructor reigns - a fall
accompanied of course by a hedonistic yell.
/I'should probably put a question mark in this introductory sentence
(?), but 1 am not sure where it would belong./

Jana Kalinova’s projects are increasingly ambitious. Dreams,
desire, things from daily (only just a little extraordinary) life and
nature thoroughly transfuse and form a peculiar field of primary
cultivation (to be thought of also in its agricultural meaning).
Collaterally we follow cultivated objects; even dark roots need
cultivating. A Christmas tree with grass in place of needles.

Il

Jana Kalinova’s work - whether objects, photography, videos or her
single painting - revolve around the ability to see concrete things as
something else: The artist permits herself to alter the characteristics
of things and they start to lack their own meaning in their existing
pattern; this amounts to a hard-to-subsume, but tangibly present
reality. If they find their place in art, it is obvious that our ability to
re-evaluate a once-given frame has its limits. We should probably
understand it as a suggestion. As a project about what can be
actualised, but meanwhile everybody thinks that it would be
fatuous. A certain humour does in fact weigh in it, because Jana
Kalinova understands in what a cliquey territory it moves. But as she
develops her thoughts, she is increasingly attracted by the borders
of chemistry and physics, that is to say she works with the basic
elements of matter and its characteristics... But we are outrunning
ourselves; | have heard more than can be created at present...
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A Christmas tree with grass on its branches or planets arranged on
a painted cosmos in such a way that they call up the conjunction of
asnowman, we should however rather look at from the point of view
of a kind of mythology of civilisation.

Formerly Kalinova took away some parts of the normal constitution
of her subjects: changing their material changed their function.
When she photocopied a bath towel or roughly hewed a light-bulb
from wood, not only did a deceptive simulation come about, but
they laid bare the values standing behind their function. It was
as if you had lost a thumb. Not only can you not write a short text
message, but you also come to acknowledge that the palms of
the hands no longer represent a decimal system or symmetry and
similar things.

That was before. Her first independent exhibition KdyZ nevim, tak se
zeptam, zeptala bych se, ale nevim koho (If I don’t know, then | ask;
| would ask, but | don’t know who) In the Home gallery in Prague,
however, showed Kalinova in another light. Things became a means
of struggling with matter, reporting on the creative act as the use of
human power. An enormous wheel, on which we could interminably
rove, shook dangerously in the Home gallery and we could slide on
itatany moment. Photography, in which the artist took aim at a far-
flung town with a remote control device was an exemplary allegory
of human powerlessness to determine the course of the world and
of the never-ending desire to overcome these limits.

Marek Pokorny thus described another one of Jana Kalinova’'s
photographs cogently: “The trodden-down remainder of the role of
toilet paper: a document, a return to that which escapes every day,
akind of “ah-ha ", when we catch sight of the fullness of some gaps
in life (romantic again?), bitter humour.” 1).

From Jana Kalinovd’s hands we also see arising questions
concerning all of Michurin’s ideas about the drift of the individual
and the whole civilisation. After all, for what of that which we have
thought or done so far would we be able to issue a guarantee?

Note:
1) Pokorny, Marek: If | want to write a review, then | "Il write it
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Barbora Klimova

Barboru Klimovou dlouho nemusime spatfit. To se mi na ni
vzdy libilo: zatimco vétSina umélcl trva na vyrazném zbarveni,
Barbora se snaZi ¢asteéné ukryt. Zatimco uméni obvykle
zaujme svym parazitickym hostovanim, Klimova ovéfuje, za
jakych okolnosti ho prejdeme jako ,suchou vétvicku stromu®.

Vytvai mimikry.

Aury areol
|
Masozravé rostliny, napfiklad areoly, si také vytvareji mimikry.
Diky nim lapaji hmyz. A to i ten, co jinak ma své vlastni
maskovani. Za urcitych okolnosti (dluzno fici, Ze okolnosti
neprekvapivych) jsou totiz mimikry hmyzu zcela neléinné.
Jsou a priory uréené k tomu, aby se hmyz ukryl pred rychlejSimi
Gtoéniky. OvSem na mimikry ,vy$Siho fadu“ uzZ nestaci, protoze
ani hmyz se neskryva pred nécim, co jej nezdolné piitahuje.
Tyto druhé mimikry totiZ maji auru svadéni a aktivity skryté za
pasivitu.
Barbora Klimové se dotykéd obou podob mimikry. My jsme
aktivni predatofi (myslim, Ze uméni je vice lovem nez-li pastvou,
vice laskou neZ jen Zivotem). Barbora nas dlouho $ali. Jeji
uméni je nékde blizko, a my nevime kde.
Vzpominam si, jak jsem Barboru potkal na vystavé Za jinych
okolnosti by to byla pravda a ostychal se zeptat, kde méa své
prace. Nalezl jsem je aZ den nato. Byly ve stejné mistnosti, kde
jsem se ostychal. Pfipominaly vétraci systémy nebo nadbytecné
Zaluzie. V zaplavé mnohem vyraznéjsich zbarveni kolem jsem je
zprvu nespatfil.
KdyZ jsem je objevil, vidél jsem, jak jsou jejich formy pfimo
odvozené od znamé konstruktivni estetiky minimalismu.
Pripadalo mi zajimavé, Ze se nejedna o €isté nonspektakulami
€in, ale o vytEeni hraniénich podminek, v nichZ tradiéni artefakt
prejdeme, protoZze se nofi do socidlné-enviromentalnich
kontext(i galerijniho prostredi.

Il
Druhou podobou mimikry je totiZ galerie sama. Jeji prostor je
sviidnéjsi, nez si miizeme myslet. Zdanlivé visi ve vakuu pasivity
jako beztizna, neutrdini zéna pro umélecky akt. Uplatiuje
vSak svou ohranicujici silu, podobné slupce naplnéné dreni
vizuélnich viem0. | v pfipadé, Ze je prazdnd, namlouva si nas
otazkou ,pro¢ asi?“. Také tehdy se totiz napliuje vztahem
k tomu, co zastupuje. Je aurou specifické areoly, k niZ hofime

touhou, protoZe uméni je vice laskou neZ jen Zivotem. Vyzyvéa:
,Hledej, jestli se budes snaZit, urcité néco najdes” a pozornost
pritahuje tim vice, ¢im méné okazalymi pfivésky je ozdobena.
To, co déla Barbora Klimova, se stava soucasti této pritazlivé
masoZravky. Jeji dila vyrazné asimiluji s prostfedim, a tak
jakmile je jednou odhalime, zaénou nas odvadét k charakteru
prostredi, v némz byly skryty. Dovle€ou nas na vyvySené misto,
z néhoZ se ndm otevie pohled na patologii touhy. Zatodi-li se
nam hlava nad vlastni dutosti, dokazuje to, Ze nas areola uz
dévno spolkla a nyni travi. Také hmyz pochopi, Ze sedl na lep,
aZ kdyZ areola udéld ,chramst‘. Barbora Klimova tak jaksi
mimochodem pfipomind miru nasi individudiné odli$né, ale
vZdy jsouci intoxikace.

Brzdy a tlumice

Pro posledni realizaci, co od Barbory zndm, si vyhlédla chodbu
s hnédymi dlaZdicemi na podlaze. Nékolikrat ji pfepaZzila mirné
vyvySenymi pasy. Ty pokryla dlaZdicemi, jez byly od piivodnich
k nerozeznani. Proto jsme o né mohli za chiize nechténé zavadit
Spickou boty.

Pfinejmensim ja jsem zavadil. Reakce na nahlou ztratu
rovnovahy bych mohl pfirovnat k zaZitku s pouli€nim retardérem,
na néjz ob¢as vjedeme piili$ velkou rychlosti:

Tlumice pod nami se vztekle otfesou. Hlavou nam projede,
Ze ,sme asi v pési zoné, nebo co?“. Vétsinou pribrzdime a
soustfedime se na vozovku. Retardér je malokdy sam. Proto
se mu preci fika leZici policajt, ne? Policajti taky nechodi po
jednom. KdyZ dojizdime k priStimu retardéru, pribrzdime a
opatrné se pres néj prevalime. Pérovani auta zvolna zapruZi,
aZ to vzbudi zapomenuty pocit, kvili kterému jsme se v détstvi
prevalovali brichem pres gumovy mi¢. Pocit, Ze plavete jen po
hladiné vody.

Druhy Barbofin pruh jsem soustfedéné prekroGil. Mezi
mozkovymi spoji mi vSak dal odkapévalo néco z Gvodniho
prekvapeni, néco z pochopeni, Ze neslo o nic zakefného, a
k tomu jeSté nelipind myslenka, jakyZe dojem chce Barbora
vyvolat.

Treba jen to, Ze chodba mé auru pouze v pfipadé, kdyz se na ni
poukaze. Chodby jsou sice nesmimé dlleZitd mista, ale stale
vice se stavaji pouhymi dopravnimi koridory k cili. Nemaji ani
kredit foyer, ani haly, a my nejsme filozofové, abychom po
chodbdach rozvazné kraceli a rozmlouvali, zato jsme Casto
tak moderni snobové, Ze nas v zadném pfipadé nenapadne
chodbami pySné korzovat, jak to radi délali nasi snobsti
predkové. Chodba nema zvlastni hodnotu, dokud do ni nékdo
nepoloZi retardér a nedonuti nas pfibrzdit.

Jifi Ptacek
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Barbora Klimova

We don‘t have to see Barbora Klimova for a long time.
That's what I always liked about her: while most artists
insist on bright colouring, Barbora tries to hide part of
herself. While art usually attracts by its parasitic guests,
Klimové verifies under which circumstances we go past it
like “a dry branch on a tree”. She creates mimicry.

The auras of aereolas
|

Carnivorous plants, for example aereolas, also create
mimicry. Thanks to this they catch insects. Even
those which have their own mimicry. Under certain
circumstances (unsurprising circumstances, it must be
said) the mimicry of insects is completely ineffective.
They are a priori designed to hide the insect for faster
predators. Of course for “higher grade” mimicry this
is not enough, because not even the insect can hide
from something that incurably attracts it. These kinds
of mimicry thus have an aura of seduction and activity
hidden behind passivity.

Barbora Klimova touches both kinds of mimicry.

We are active predators (I think that art is more a hunt
than a browse, more love than just life). Barbora has been
deluding us for a long time. Her art is somewhere near,
and we don’t know where.

| remember how | met Barbora at the exhibition In other
circumstances it would be true and | was too shy to ask
where her work was. | found it the next day. It was in the
same rooms where | had been shy. They resembled a
ventilation system or redundant blinds. In the flood of
much brighter colours, | did not see it at first.

When | found it | saw how its forms were directly
derived from the well-known constructive aesthetic of
minimalism. It seemed interesting to me that it was
not about purely non-spectacular activity, but rather
about setting boundary conditions in which we go past
a traditional artefact because it is sunk in the social-
environmental context of the gallery space.

Il

The second image of mimicry is the gallery itself. Its space
is more alluring than you might think. It ostensibly hangs
in a vacuum of passivity like a weightless, neutral zone
for artistic acts. It however asserts its pre-defined power
of peelings for the flesh of visual nerves. Even when it
is empty, it kids us with the question “but why?“ It is
infused with our relationship to it, with what it brings us.
It is the aura of a specific aereola for which we burn with
desire, because art is more about love than only of life.
It exhorts: “Seek, and if you really try, you shall certainly
find something” and, the less it is adorned with showy
pendants, the more it attracts attention.

What Barbora Klimova does becomes part of these
attractive carnivores. Her work significantly assimilates
with its surroundings so that as soon as we once discover
it, it starts to lead us to the character of the surroundings
themselves. Her work drags us to where it is hanging
and opens up for us a view of pathological desires. If
our head spins because of its own hollowness, it argues
that the aereola swallowed us a long time ago and is now
digesting. An insect also understands that he is sitting
on glue even when the aereola goes “crunch®. Barbora
Klimova thus reminds us by the way of the level of our
individually different but always existing intoxication.

Brakes and silencers

After the last work of Barbora’s that | know, she looked
for a corridor with brown tiles on the floor. Several times
she placed slightly higher cross-strips there. These were
covered with tiles indistinguishable from the originals.
Therefore we could accidentally graze the points of our
shoes while walking on them

At the very least | touched them. | could compare the
reaction to a sudden loss of balance with the experience
of a sleeping policeman, on which we sometimes travel
too quickly:

The silencers beneath us furiously shake. It runs through
our head to ask “are we in a pedestrian zone, or what?“
Usually we brake and concentrate on the roadway.
Sleeping policemen are rarely found alone. That is why
itis called a sleeping policeman, isn’t it? Policemen also
do not go around alone. When we get to the next bump
we brake and go over it carefully. The car’s suspension
gently flexes, until it awakens the forgotten feeling with
which we rolled on our bellies as children. A feeling as if
you are swimming on the surface of the water.

| deliberately passed over Barbora’s second strip. In
my brain there were still some drops of the original
surprise, something from an understanding that it was
not anything malicious, and also the thought of what kind
of impression Barbora wishes to evoke.

Maybe nothing more than that a corridor has an aura
only when it is pointed out. Corridors are indeed very
important places, but they are increasingly only transport
routes to a destination. They do not even have credit
foyers, nor halls, and we are not philosophers able to
calmly stride along corridors and converse; however
we are often modern snobs, so that it never occurs to
us to proudly promenade corridors, like our snobbish
ancestors liked to do. A corridor does not have its own
value until someone places a sleeping policeman there
and forces us to slow down.

Jifi Ptacek

Bez ndzvu, plexisklo, Dim pand z Kun$tétu, DUMB, Brno, 2003




Lenka Kocisova

Prace, kterou je Lenka KodiSova zastoupena na vystavé, se
plvodné jmenovala Vymizeni. K oZiveni obrazu krajiny je nutny
aktivni zasah divaka. S postupnym pohasinanim fluorescenéni
vrstvy se aktivni iniciacni gesto prevraci v kontemplativni
ustrnuti.

KriZek je jednim z prvnich krok( na autorCiné cesté od statické
fotografie k dynamickému obrazu. Nejdfive Lenka vyuZivala
manipulace a aranZovani pfed objektivem, napf. v Let,
kdy v podstaté animuje - oZivuje jiz hotové fotografické
obrazy. Zpétné dotvafi novy referenéni ramec svym starym
fotografiim. U praci s fotkami nebo ve flashovych animacich
dominuje potfeba konstruovat pfibéh, viz My never ending
story. S prechodem k videu ustupuje pfibéhovost dirazu na
aspekty samotného pohybu, gesta a vyrazu.

V poslednich pracich Lenka stle vyraznéji fyzicky vstupuje do
prostoru dila. Zaroven nahrazuje princip animace samplovanim.
VI still looked for the spires of the cathedral, praci ze studijniho
pobytu v Remesi, doplfiuje videosekvence svym zpévem. Zvuk
zde zatim jen podbarvuje hlavni vizuaIni osu. V bakalarské praci
uZ naplno vyuziva digitalni manipulace obrazu i zvuku. Zaznam
intimniho télesného vyrazu (zpév a tanec) je rozsamplovan
a znovu sestaven. Vysledna kompozice je jiz v tomto pfipadé
podfizena rytmu zvukové stopy dila.

Komplexni audiovizuélni forma uz nenechava tolik prostoru pro
divakovu akci jako tomu bylo u KfiZku, na druhou stranu nabizi
vice moZnosti vymanit se z galerijniho prostoru. Myslim, Ze
praveé za jeho hranice - do prostoru vefejného (at uz virtualniho
Ci fyzického) - dilo Lenky KociSové sméfuje.

Lenka pouzivd télo jako receptor beati a harmonii, jako
nésledovnika reproduktord, pretvéfeje signél akusticky na
vizudlni, to vSak nestaci, tfiprostorovy synchronni videozaznam
tance rozloZi do sampld jednotlivych pohyb( a zpét je usporada
podle nového modu stanoveného viastni skladbou, ktera
vyjadiuje samotny pocit tance a to vSe procedit skrze digitaini
média, vyprojektovat se do prostoru a zatanéit si se svou iluzi.

Lenka KoCiSova
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“KFiZzek” - tmavnuti luminiscencni vrstvy, fotografie na luminiscenénim podkladé, 20 x 30 cm, 2002

Jan ZaleSak

The work representing Lenka KociSova in the exhibition
was originally called “Vanishing”. To enliven pictures of the
countryside it is necessary to have the active intervention of the
viewer. With the gradual darkening of the fluorescent layer, the

active initiation gesture turns into a contemplative stagnation.

“Small Cross” is one of the first steps on the artist’s journey from
static photography to a dynamic picture. First Lenka used the
manipulation and arrangement before the lens, e.g. in “Fly, duck,
fly I”. From the point of view of the development of her work,
there is a more important advance, when she basically animates
- she enlivens already prepared photographic pictures. She
retrospectively supplements her old photography with a new
frame of reference. In her work with photos, or in flashovych
animation what dominates is the need to construct a story, viz
“My never ending story”. With the transfer to video story-telling
emphasis on aspects of the movement itself recedes, along with

gestures and emphasis.

In her latest work Lenka has been increasingly emphatic in her
physical entrance into the space of the work. At the same time
she replaces the principle of animation with sampling. In “| still
looked for the spires of the cathedral” , work from a study holiday
in Rheims, she complements video sequences with her singing.
The sound at this time only provides background for the visual
axis. In her BA work she fully uses digital manipulation of the
picture and the sound. A record of intimate bodily expressions
/ singing and dance / is sampled and put together again. The
resulting composition in this case is subordinate to the rhythm of

sounds in the work.

The complex audio-visual form does not leave so much space
for the viewer’s action as there had been in “Small Cross”; on
the other hand it offers more chances to extricate oneself from
the gallery space. | think that just across the border - into public
space /either virtual or physical/ - is where the work of Lenka

KociSova is heading.

Lenka uses the body as a receptor of beats and harmonies,
like the descendant of loudspeakers; she transforms acoustic
signals into visual ones, but that is not enough; a three-
dimensional synchronous video recording of the dance unfolds
into samples of individual moves and she re-arranges them
according to the new mode of her own given composition, which
expresses the feeling of the dance itself, and then sifts it all
through digital media, projects it into the space and expresses
her illusions with dance.

skupinové vystavy od roku 2000
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,DMgroup®, Spolek, Brmo - 2002

LZoufali a smésni“, Spolek, Brno - 2003

+Anonymous festival“, Galerie mésta, Plzefi - 2004

_—




“KFiZzek” - nasviceni zdbleskovym zafizenim “KFiZzek” - po zablesku




Jitka Mikulicova

»Abstraktni malba s vyuZitim

prvkd pokleslych vytvarnych zanrd“ ....zda se,
Ze Jitka Mikulicova nalezla svoji tviréi image
praveé v této kategorii.

Malbé se u nas vénuje kde kdo a s rliznymi
vysledky... Kvalita vysledného dila pak spociva
v mife formalni a obsahové pdvodnosti, pficemz
nerozhoduje, nakolik je to vysledkem kalkulu
tvirce. Pri shlédnuti praci Jitky Mikulicové
z rlznych etap jeji zatim kratké kariéry lze
sledovat kontinuitu zatim nijak nevybijejici
adekvatni davky obou zminénych plvodnosti.

Hovofim-li o ,malbé s vyuzitim pokleslych
Zanrd“ je treba zminit fakt, ze v soucasné dobé
Iz na malbu samu zahliZet, jako na jednu
pokleslych, respektive zprofanovanych forem
soucasného umeni...

Neni predmétem tohoto textu rozebirat,
jestli malbu do této situace dostali ti co na
ni zahliZeji, nebo ti, kdo k ni vzhlizi. Je ale
dllezité, si tento stav uvédomit. Konfrontace
malby a forem neschopnych se zbavit svych
superzprofanovanych obsahovych souvislosti
totiz miZe vést k ocistné katarzi. V Jitéinych
obrazech mame moznost nalézt ,To“, co nas
na obrazech nejriznéjSich kvalit Stvalo,
aniz bychom si ,To“ uvédomovali. Ve svém
diisledku pak dochazi k prehodnocovani
naseho vztahu k ,Tomu*

Jitka Mikulicova

narozena/born: 25.8.1980

adresa/address: Velké Pavlovice, Hlavni 5, 69106
e-mail: Mikulicova.jitka@seznam.cz

telefon: 777913183

Milan Salék

“Abstract  painting  using
elements of a depressed artistic genre” .... It seems
that Jitka Mikulicova has found her creative image in

precisely this category.

Many people dedicate themselves to painting in
our country with varied results... The quality of the
resulting work then rests on the degree of formal
novelty and the content, but is not decided by how
much is the result of the creator’s calculation. While
looking down at the work of Jitka Mikulicova from
various stages in her as-yet short career, we can see
a continuity which has not so far culled an adequate

dose of both the novelties in question.

If | speak about “painting using elements of
a depressed genre” it is necessary to mention the
fact that in the current period it is possible to see
through the painting itself, as a debased one, or
a defiled form of contemporary art...

It is not the aim of this text to hold forth on whether
painting was put in this situation by those who see
through it, or by those who look up to it. It is however
important to realise that this situation exists. The
confrontation of painting and form which is unable
to remove their super-defiled context can lead to
a cleansing catharsis. In Jitka’'s pictures we can
find “that” which incited us in pictures of different
quality, without us realising what “that” is. The
consequence is a re-evaluation of our relationship
with “that”.

studium/education

Uméleckopriimyslova Skola Uherské hradisté, obor UZitd malba 1995-99
Fakulta vytvarnych uméni - ateliér Malba 2, (Martin Mainer) od 1999

staze/short term attachments

Hungarian of graft and design in Budapest /Cepus, Budapest, Madarsko 2002
Ecéle des beaux-arts de Rennes/v ramci programu Socrates-Erasmus Francie 2003

skupinové vystavy od roku 2000
collective exhibitions since 2000

2001 -, Ateliér Martina Mainera“ Staroméstska radnice v Praze

2002 - galerie Felixe Jenewaina, Kutna Hora
2003 -,10 let FavU*, Ddm uméni, Brno
2004 - ,Cerny étverec”, galerie Ondfeje Brodyho, Berlin, DE

reciproéni sta7 v ateliéru Jifiho Davida na VSUP v Praze - trvé od 2004

samostatné vystavy/solo exhibition
»Kaj*, galerie eskort, Brno - 2004

Kaj, Karaoke..., OGV, Jihlava

b ol
Wskort, 2004, Brno




Kaj, umélé dyhy na solilitu, 2003




Jan Nalevka ukazuje

K béznym frazim umélecké kritiky patfi obrat, ktery Fika,
Ze urcité umélecké dilo neni pouze chladnym kalkulem,
ale je také dostatecné citové a prociténé. Vystavni
projektSestadvacetiletého absolventa brnénské Fakulty
vytvarnych uméni Jana Nalevky nazvany Without You I'm
Nothing, ktery byl po breznové premiéfe v prazské galerii
NoD prenesen v poloviné prazdnin do bilinské Vystavni
siné U Kostela, m& naopak vSechny rysy precizniho
kalkulu vEetné doslovného ekonomického vyznamu.
Dvacet Gtyfi vystavenych obrazdl provazi autorsky
komentar popisujici cely koncept a jeho provedeni.
Tématem projektu se stala praxe ziskavani finanéni
podpory na umélecké a kulturni akce od sponzorli
a zplsob vzajemné prijatelné symbidzy kapitdlu a
uméni i mezi, jez jsou jeSté Ginosné. Jan Nalevka nabidl
prostfednictvim René Rohana, vytvarnika cinného v
oblasti ziskavani financi pro galerie a vystavy, riznym
firmdm zhotoveni tiSténého obrazu s némétem
jejich logotypu a jeho zvefejnéni na vystavé. Zadal
pritom jen o takovou Gastku, aby byly pokryty vyrobni
naklady obrazu a nutnd administrativa. Zisk autora
byl programové vyloucen. V Nalevkové jednoduchém,
ale do vSech detail( dovedeném projektu se uplatiuji

pomeér mezi umeénim
a ekonomikou

zakladni rysy jeho individuaini poetiky - konceptudlni
pojeti uméleckého dila, vztah pojmové a vizualini slozky,
prehodnoceni geometrického rozvrhu a tradiGnich
médii vytvarného uméni, vstup do socialniho kontextu,
zapojeni mimouméleckych forem vizuality do uméni.
Presny koncept, ktery posouva zavedenou povinnost
zvefejnit na vystavé logo sponzora do polohy hlavniho
a jediného motivu kazdého obrazu, a tak ho proménuje
(soucasné znehodnocuje i zhodnocuje) v nastroj
reklamy, ukazuje bez vyslovného kritického komentéare
pomér mezi uménim a ekonomickymi investory a
vyprazdfovani tohoto vztahu. Zaroven upozoriuje na
symbolickou vizuaini komunikaci v postindustrialni
spolecnosti a poskytuje pfileZitost, aby si navstévnici
vystavy uvédomili, jak ve spoleénosti a ve védomi
jednotlivce vznika bud kladné, nebo zaporné povédomi
o subjektech, vystupujicich navenek pod znackami, jimz
dava tvar soucasny graficky design.

Zbynék Sedlacek

Jan Nalevka shows the relationship between

Among the regular phrases an art critic uses is the
word reversal, which says that a certain work of art
is not only a cool calculus, but is also sufficiently
affective and passionate. The exhibition project by
the twenty-six-year-old graduate of the Brno faculty
of graphic arts Jan Nalevka which is entitled Without
You I'm Nothing, and which was transferred from the
Prague NoD gallery after its March premiere to the U
Kostela exhibition space in Bilina half way through the
holidays has, on the other hand, all its features precisely
calculated, including its literal economic meaning. The
twenty-four pictures exhibited are accompanied by an
authorial commentary describing the whole concept
and its execution. The theme of the project became
the practice of gaining financial support from sponsors
for artistic and cultural events, and a way to a mutually
acceptable symbiosis between capital and art and
even between which are still respectable. Through the
mediation of René Rohan, an artist operating in the
area of obtaining finance for galleries and exhibitions,
Jan Nélevka offered to manufacture for various firms
prints adorned with their logotypes, and also their
publication at the exhibition. For this he asked only
for such an amount of money as would enable him
to cover the production expenses of the pictures,
and unavoidable administrative costs. As part of the
programme, any profit to the artist was ruled out. In

art and economics

Nalevka’s simple project (albeit one carried out in a
detailed way), he invoked the basic features of his
individual poetics - a conceptual interpretation of the
work of art, the relationship between the conceptual
and visual elements, a reappraisal of the geometric
schedule and the traditional media of the plastic
arts, an entrance into the social context, and the
connection of non-artistic forms of the visual to art.
The exact concept shifts the well-established duty to
publish the logo of the sponsor at the exhibition to the
main space, and that as the sole motif of the picture,
thus transforming it (simultaneously adulterating and
evaluating it) into an advertising tool, showing without
express critical comment the relationship between art
and economic investors and voiding this relationship.
At the same time it draws attention to the symbolic
visual communication in post-industrial society and
provides an opportunity for visitors to the exhibition
to realise how, both in society and in the individual
psyche, either a positive or a negative awareness grows
of subjects outwardly appearing under the signs which
provide the shape of contemporary graphic design.

Zbynék Sedlacek
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Jan Nalevka

Jan Nélevka (1976) je absolventem Fakulty vytvarnych uméni
v Brné, v soucasné dobé Zije v Praze a pracuje v reklamni
agenture.

U7 pfi svych studiich pracoval se zadanymi Gkoly viceméné
konceptualné. Jeho kresby nebyly kresbami, ale vypovédmi o
procesu a jeho moznostech, které ziistanou divakovi utajeny.
Prostiedek procesu se nakonec sam stal objektem tviréi
prace (tuzka, papir).

Pozdéji Nalevka prekvapoval stupidnimi pocitaéovymi
simulacemi turistickych pohlednic coby nabidkou nemovitosti
hrad( a zdmk{. Pocitacové manipulace jako forma konzumni
popkultury se objevuji i v mnoha dalSich Nalevkovych sériich
inspirovanych samoziejmosti, s jakou se lidé-spotrebitelé
pohybuji ve vizuaInim svété kazdodennosti.

Firemni loga - zosobriujici jakdsi nesmysind nadnarodni
pravidla a zaroven predstavujici ve svém souhrnu fin
Castku, kterou musi umélec sehnat na vystavu - povysuje
Nalevka na umélecké objekty s dokonalou duchampovskou
tradici.

Ponékud odosobnénym procesem tvorby, nebo lépe feceno
Jkreativity“ se zabyva autor v poslednich projektech, o nichZ
se divak zase nemusi témér nic dozvédét. Jde o mechanické
postupy pocitaéovych dkoni konkrétniho programu, ktery
vytvari zcela ndhodné abstrakce zadané jakousi vyssi silou.
VSechny Nalevkovy konceptudini postupy prozrazujijehovasen
pro vyzkum procesu tvorby jako samostatného uméleckého
fenoménu, ktery je jednak velmi zdbavnou Ginnosti, ale také
vytvari stale nové prostory a moznosti, jak nekone¢né rozvijet
samotné téma uméni.

Jan Nalevka (1976) is a graduate of the faculty of graphic arts
in Brno; currently he lives in Prague and works in an advertising
agency.

Even while studying he worked out his given tasks more or less
conceptually. His drawings were not drawings, but testimony to
the process and its possibilities, which remain hidden from the
viewer. The materials of the process itself eventually became the
subject of the creator’s work (pencil, paper).

Later Nalevka surprised us with asinine computer simulations of
tourist postcards which seemed to show property from castles
and chateaux. Computer manipulation as a form of throwaway
pop culture can be found in many more of Nalevka’s series of
inspired platitudes, among which people-consumers move in the
visual world of everydayness.

Nélevka elevates company logos - personifying some kind
of nonsensical supranational rules and at the same time
representing in its totality the amount of finance that the artist
must get hold of in order to stage the exhibition - into objets d’art,
firmly in the tradition of Duchamp.

The somewhat depersonalised process of creation, or to put it
better “creativity”, has been occupying the artist in his latest
projects, about which the viewer once again does not need to
understand almost anything. Itis about the mechanical approach
to computer operations of concrete programmes, which create
completely random abstractions ordered by some sort of higher
power.

All of Nélevka’s conceptual approaches betray his passion for
exploring the creative process as an artistic phenomenon in
its own right, and one which is both a very entertaining activity
and which creates ever new spaces and possibilities of how to
endlessly develop the themes of art themselves.

Lenka Lindaurova

studia/education

1990-1994 Stiedni uméleckopriimyslova Skola bizuterni, Jablonec nad Nisou
1994-2000 Fakulta vytvarnych uméni, VUT Brno ( J.H.Kocman, Peter Ronai, Petr Kvicala, Vaclav Stratil )

skupinové vystavy od roku 2000
collective exhibitions since 2000
2000 - ,II. Zlinsky salon mladych®, Stéatni galerie, Zlin

- ,Videofashion“, Galerie Eskort, Brno
2001 - ,Sleva 20%*“, Dim uméni, Ceské Budgjovice
,Fotok“, MEO- Sbirka soucasného uméni, Budapest /Madarsko
Vyvéskova skiifika BJ, Ostrava
,Monochromie“, Ceské muzeum vytvarnych uméni, Praha
,Hédonisticka abstrakce“, Moravska galerie, Prazakiv palac, Brmo
»Wechselstube®, Eigen=Art, Stuttgart /Némecko

2002

Jan Nalevka

narozen/born: 19.1.1976

adresa/address: Na lepsim 6, 14000 Praha 4
e-mail: jan.nalevka@seznam.cz

web: http://sweb.cz/jan.nalevka

staze, sympozia/short term attachments, workshops
Sympozium v pfirodé, Galerie Klatovy- Klenova, hrad Klenové - 1996
Sympozium Schriftbild, Kunst-und Atelierhaus, Hormn, Rakousko
Magyar Iparmiivészeti Foiskola, Budapest, Madarsko - 1998
Sympozium Germinations 11, Domaine de Kerguehennec - 1999
Centr D’Art Contemporain, Francie

,IV. Biendle mladého uméni Zvon 2002 Férum nezavislych galerii, GHMP, Dim U zlatého prstenu, Praha
,Za jistych okolnosti by to mohla byt pravda“, Dim uméni, Dim pan( z Kunstatu, Bmo
,Nejmladsi“, Narodni galerie, Shirka moderniho a sou€asného uméni, Veletrzni paléc, Praha

LIl Zlinsky salon mladych®, Stétni galerie, Zlin

,Ceskoslovensko“, Slovenské narodné muzeum, Bratislava, Slovensko

2004 - ,FaVU 1993-2003*, Galerie Vaclava Spély, Praha

St s a question of Lust”, Galerie Display Sub:label, Praha

literatura/bibliography

1998 - Privilegium forem, Atelier - Jifi Valoch
- Okolo Bilé, Atelier 5/ 1998, Jana Ticha

1999 - Monochrom a socialni kontext?, Atelier 4/ 1999 - Jifi Valoch
- Nové tvafe, Umélec 1/ 1999- Lenka Lindaurova

samostatné vystavy/solo exhibitions
,The Perfect World“, Galerie Behémét, Praha - 1992
,Zem pina mléka“, Galerie Jeleni (NCSU), Praha - 2000
,Without You I'm Nothing“, Galerie NoD, Praha - 2002
LJeden nikdy nestaci“, Galerie Eskort, Brmo - 2004

- Nalevka si nehraje jen s architekturou, MF DNES 4.6./ 1999 - Radek Horacek

2000 - I1. Zlinsky salon mladych, katalog - FrantiSek Kowolowski
2001 - Nélevka: krev a mliko, Atelier 4/ 2001 - Jifi Ptacek ml.
- Mlikova polivka z pytliku, Artur x/ 2001 - Radek VohImut

2002 - Jan Nalevka ukazuje pomér mezi uménim a ekonomikou, MF DNES x./ 2002 - Zbynék Sedlacek

- Nikdo neprodélal, vSichni vydélali, Atelier 9/ 2002 - Jifi Ptacek ml.
2004 - Talent mésice, Art & Antiques 5/ 2004 - Lenka Lindaurova

zastoupeni ve sbirkach/bought to collections
Narodni galerie, Sbirka moderniho a sou¢asného uméni, Praha

Jan Nalevka, Don “t Innovate, Imitate!, logo spotfebniho zboZi, Karaoke

, OGV v Jihlavé



DalSi skupina vstupuje na ¢eskou scénu. Je to pomérné
aktivni skupina, kterd tvrdi, zZe ,ma systémy, jak to
pojmenovat‘. Ono to ma mit, jak Clenové sami tvrdi,
nendpadnou, aZ neuméleckou formu. Rizni umélci,
ktefi se s nimi setkdvaji na vystavach, kde jinde neZ
v renomovanych galeriich, jim radi, at napfiklad zvétsi
format. A oni odpovidaji : ,Skytavka pfijde,“ nebo ,Koufit
jidlo, chlastat cigarety, jist chlast.“ A k tomu pfidaji recept
na Rajce s tajemstvim. Recept je to v podstaté jednoduchy.
Absolvujes stfedni Skolu neuméleckého zaméreni (strojarnu,
obchodni akademii a stavamu), zavrta$ se na uméleckou
vysokou v néjakém zajimavém regionu pokud moZno co
nejdal od centra, koupis si lepsi pocitac, digitaini fotak a
kameru, no a pak uz si s tim jenom hraje$. K tomu pfidas
obvyklou davku ambice a sko€i$ po nejblizSim umélci, ktery
poziva slusné renomé na celostatni scéné. Vysledek je
v kabeli v podstaté v momenté a v suchu, tfeba v NG.
Sinusoida Gspéchu, tak jak ji vnimaji a respektuji
starSi generace, je u Recordu a jejich dalSich generacnich
vrstevnikli poloZena v jiné dimenzi. Reknéme napfiklad
v 3D. Treti D ale neklade dliraz na nezbytnost instituce,
ve které se aktér (umélec) vymezuje svému laickému okoli.
Nejlepsi je, jak recordi fikaji, zaloZit si svou vlastni instituci,
festival..., ale napfed své www.
S fotakem, kamerou a ISIC kartou se vyrdzi na vylety.
VSude kolem se totiZ povaluje spousta nevSedniho
materidlu, ktery staci nafotit, hodit do jednoduchého

Anew group has emerged onto the Czech scene. Itis relatively
active group which claims that: “It has a system of naming it”.
It should have it, as the group members themselves claim, in
an unobtrusive, even artistic, form. Various artists who meet
itin exhibitions, somewhere otherthan in renowned galleries,
advise them to adopt a larger format, for example. And they
reply: “Hiccups will come”, or “Smoke food, drink cigarettes,
eat booze.” And they add to this a recipe for tomatoes with
a secret. The recipe is basically simple. You graduate from
secondary school in some non-artistic subject (machinery,
commercial academy or construction), you insert yourself in
art college in some interesting region, not far from the centre
if atall possible, you buy a superior computer, digital camera
andvideo camera, and after, well, you just play with them. Add
in the usual amount of ambition and you turn to the nearest
artistwho commands a certain renown on the national scene.
The resultisin the bag basically atthe moment and home and
dry, for example in the NG.

The sine curve of success as it is perceived and respected
by the older generation is for the Record and their other
generation peers, lies in another dimension. Let us say,
for example, in 3D. The third D however does not produce
evidence of the necessity of the institution in which the actor
(artist) demarcates his secular surroundings. The best answer
is, as the Recorders say, to set up one’s own institution,
festival ..., but first of all one’s own www.

With a camera, a camcorder and an ISIC card they set
out on outings. That is to say that all around there loiters
a great deal of remarkable material which it is enough to
photograph, to put into a simple programme and to print in

Skupina Record

Martin Egert, Milan Kutina, Petr Pavilan

programu a v kterémkoli DTP studiu za mirny sponzorsky
mistem kumulace a posilovéni jednoticiho ducha skupiny.
Posilovanije i velmi pfijemné. Stmeluje komunikacni kanaly,
zrychluje reakci na nevedni podnéty, které neni tieba az tak
finalni polohy.

Systémové pragmaticky Egert, explozivnilogotyparPavlan
a charizmaticky pozitivista Kutina v souhrnu proristaji svymi
bezkloubnimi invenénimi vypady s kterymkoli prostfedim,
které je jim nabizeno. Maji radi kvalitni architekturu, da
se fici, Ze hraji velmi rychle fotbalek, podnikaji tiry do
velehor, neopovrhnou nadstandardnim ubytovanim (napf.
v matefské Skolce), cti mezilidské vztahy, fadné plati dané a
jsou vyhledavanymi bavici v kterékoli spolecnosti.
Jejich bezprostfednost je aZ prekvapujici a déla svému
okoli dobre. TakZe to, s ¢im se na scéné predstavuiji, je
bezproblémové piijimano. Je to jejich finta, jak na ono
okoli vyzrat? Mozné Ze ano. Zatim jim to prochdzi. Kdyz se
divém na jejich vytvory, pfipadam si obCas jak U blbecki na
dvorecku. Ale o to asi jde. Skytavka nepfichazi.

Petr Lysacek

The Record Group

Martin Egert, Milan Kutina, Petr Pavian

any DTP studio fora modest sponsorship fee. The outing is the
most important part of this. It is a place for the accumulation
and strengthening of the unifying spirits of the group. This
strengthening is also very pleasant. It welds channels of
communication, speeds up reactions to exceptional stimuli
which do not have to be guarded too carefully because it
concerns things already cleaned and reduced to their final
position.

The systemically pragmatic Egert, the explosive logotypist

Pavlan and the charismatic positivist Kutina altogether grow
entwined with their seamless attacks of invention in whatever
means are offered to them. They like quality architecture,
we can say that they play very fast football, the undertake
hikes to high mountains, they do not spurn above-average
accommodation (e.g. in a kindergarten), they esteem
personal relationships, they pay their taxes properly and are
sought-after entertainers in all kinds of society.
Their immediacy is even surprising and is good for their
environment. Therefore that which they bring onto the scene
is accepted without problems. Is it their trick how to get the
better of their environment? Maybe it is. Meanwhile, they get
away with it. When | look at their creations, | sometimes feel
like I am at the idiot’s house in the yard. But that is probably
the point. Hiccups are not approaching.

Petr Lysacek




Record, dresy pro kustody galerie - Stésti je tak krdsnd a pfepychova véc, Karaoke

, OGV v Jihlavé

studia/education
1994-1999 Priimyslova Skola stavebni, Karlovy Vary
1999-dosud, Ostravska univerzita, KVT, Ateliér intermedialnich forem doc. Petra Lysacka

studia/education .
1993-1997 Obchodni akademie, Usti nad Labem
1999 dosud, Ostravska univerzita, KVT, Ateliér intermedialnich forem doc. Petra Lysacka

studia/education

1988-1993, SPS Stavebni, Ostrava

1995-1997, SPS Propagacniho vytvamictvi, Ostrava

1997- 2000, Ostravska univerzita, KVT, Ateliér intermedialnich forem doc. Petra Lysacka

Martin Egert

narozen/born: 12.9. 1979 v Chomutové
adresa/address: Komenského 851, 362 51 Jachymov
telefon/phone: 605 932 444

e-mail: egert@centrum.cz

Milan Kutina

narozen/born: 24.2. 1979 v Usti nad Labem
adresa/address: Petrovice 544, 403 37 Petrovice
telefon/phone: 723 132 515

e-mail: kutmil@post.cz

Petr Pavlan

narozen/born: 28. 5. 1974 v Ostravé

adresa/address: Polni 408E, 739 11 Frydlant nad Ostravici
telefon/phone: 603 301 695

e-mail: petr.pavlan@centrum.cz

skupinové vystavy/collective exhibitions
,3 + 1zdarma = P. Lysacek + RECORD*, galerie 761, Ostrava - 2002
,Broumovské dvorky“, Broumov
,Beznézvu*, galerie Display, Praha - 2003
,Nasi Prazané nam rozuméji“, galerie Behémot, Praha
,UZ Zadné pinetky vykukujici z hlavy“, galerie Felixe Jenewaina, Kutna hora
LIndian Summer Festival“, NO.D Roxy, Praha
,Nejmladsi“, VeletrZni palac, NG
,3. Zlinsky salon mladych*, Krajské galerie Zlin
,Loading Record I1.“, Klub Cerny pavouk, Ostrava
,Loading Record |.“, Galerie Skola, Ostrava
,Ostravska derka“, Galerie mésta Plzné
,U blbeckl na dvorecku®, galerie CO14, Praha
,Mame systémy jak to pojmenovat*, galerie G99, Brno - 2004
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Vroce 1921 na spolecném dadaturné Raoul Hausmann, Hannah
Hoechova a Kurt Schwitters navstivili i Prahu. Sestého zafi tu pred
Udajné tisicihlavym publikem Raoul Hausmann pfednesl svou
fonetickou basen nazvanou fmshw, sloZzenou pouze z rytmicky re-
citovanych pismen a zvukomalebnych slabik. Jak tehdy reagovalo
prazské publikum, nevime (o rok dfive bylo pfi Hausmannové a
Huelsenbeckové avantgardni produkci tak rozliceno, Ze je dadaisté
museli uklidfiovat tanecnimi Cisly). ZaZitek z prazského prednesu
fonetické basné vSak zcela uchvatil Kurta Schwitterse. Inspiroval ho
natolik, Ze sdm zacal podobnou basen komponovat. Ziskala jméno
Ursonéta, neboli sonata z pradavnych dob, prasonata. Na Ursonaté
Schwitters pracoval cela Iéta. Prvni verze vznikla nékdy kolem roku
1923. | kdyz ji dnes zndme predevsim jako literdmi dilo, basen se
vice néz literatufe podobala hudebni skladbé, dokonce ma struktu-
ru klasické hudebni sonéty o ¢tyfech vétach. Pro Schwitterse nebyl
dlileZity jeji zdiznam, ale predevsim Zivé provedeni. Rad a Casto ji
pfi nejrliznéjSich prileZitostech recitoval a v poloviné dvacatych let
Cast nahrél na gramofonovou desku. Pfednést celou Ursonatu pry
trvalo dobrych Gtyficet minut za plného fyzického vykonu recitatora.
Pisemny zaznam vznikl s pomoci typografa Jana Tschicholda aZ
v roce 1932, kdy byl publikovan v poslednim ¢isle Schwittersova
magazinu Merz. Schwittersova Ursonéata je slozena z rytmickych,
nic neznamenajicich slov a citoslovcd, je ¢imsi mezi nukleami
jazykovédou a parodii na literaturu. Kurt Schwitters rozbil slova na
jednotlivé atomy zvuku, ukazal stavebni material lidského dorozu-
mivani, ovSem za cenu jeho (iplné destrukce. Rozebral strojky fe€i
na jednotliva kolecka, ktera si sice miizeme detailné prohlédnout a
obdivovat, ale ktera uz nikdy nesestavime dohromady.

Do fonetické poezie se v Pafizi na konci Ctyficatych let pustili i
lettristé, ktefi od ni odvodili i ndzev své skupiny. Projevy na po-
mezi hudby, vytvamého uméni a literatury povaZovali za nejvyssi
stadium vyvoje umélecké formy, ktera tu dosahla své nejelemen-
taméjsi a podle lettristi dale neredukovatelné podoby. Dadaisty s
jejich vice neZ Gtvrtstoleti starymi experimenty, které se tém jejich
podobaly jako vejce vejci, mladi lettristé neomalené a znaéné
nelogicky obvinovali z plagiatorstvi. Staré parta z Kabaretu Voltaire
a Berlina si to ovSem libit nenechala. Zachovala se pry nahravka z
roku 1946, na které Raoul Hausmann a skupina lettrist(i rozebiraji
otazku prvenstvi na poli fonetické poezie a pouzivaji pfitom vyhrad-
né imaginarni jazyky slozené z jednotlivych pismen a slabik. Aby
obhéjil své prvenstvi, jesté v roce 1968 vice nez sedmdesétilety
dadasof Hausmann pri vefejné produkci prociténé chréel do ple-
chové trouby: ,OFFEAHBDCBDQ". Pak prastil trychtyfem o podlahu
a prohlasil: ,Snad si nemyslite, Ze si ty kecy z roku 1918 pamatuiju
Zpaméti?“

RySkova Ursonata zcela jisté neni pokusem o vaviiny na poli
fonetické nebo vizualni poezie, nesoutéZi s dadaisty, futuristy ani
lettristy v tradicni modernistické discipliné Napady s osvobozenymi
pismeny. Dalo by se dokonce fict, Ze se Schwittersovou Ursonatou
nema spolecného viibec nic. RySka neobjevuje objevené, ale na-
chézi to, co pionyfi avantgardy ze svych cest do neznamych krajin
privezli, v Zivoté kolem sebe. K ¢emu nam ale vlastné vSechny ty
formalni vynalezy jsou a co znamenaiji? Co si s nimi pocit?

Stejné jako moderni doba i Ursonata Pavla RySky symbolicky
zacina promitanim starého a posSkrabaného filmového materialu.
Nevadi, Ze je tento efekt zievné nasimulovan digitalni technologii.
Chceme-li se ponofit do mytologie modernosti, lepsi vstupni por-
tal nenajdeme. RySka ovSem mytologii moderniho uméni nahlizi
prostfednictvim mytologie osobni. Na pocatku jeho pribéhu neni
Apollinaire, Marinetti nebo Schwitters, ale pismenkova polévka, do
které se vypravéCové subjektu v podobé cemého Ctverce tak tpiné
nechce. Cerny Gtverec, Malevicovo absolutno, ale soucasné i maly
chlapec, je nucen polykat hrachovku, i kdyz se predevsim nudi a
touZi hlavné po potravé ducha. Vznasi se nad slanymi vodami a ne-
jasné chape, Ze hutné proteiny v podobé pismenek v talifi pfed nim
jsou ve skutecnosti zarodky slov a myslenek. Polévka predstavuje
mikrokosmos moZnych vztahd, slovnik, zarode¢ny ocean Zivota,

Prasonata budoucnosti

Jako u kaZdého notového zaznamu jsou i v pripadé
Ursonaty mozZné riizné interpretace.

Kurt Schwitters

prasonatu, kterd znamend soucasné vdechno i nic. RySkiiv Ctverec
prochazi metamorfézou, odhaleni potencialnich vesmir(i v polévce
ho zaplavuje Stéstim a méni se v tverec bily, pokus o absolutno
jeSté totalnéjsi neZ absolutno predchozi. A jako jeSté nedospély
biih zaGina slabikovat prvni zakony svého nového svéta. JenZe po-
tencialni umélec ve Skolnim véku je hned na pocatku podrobovan
zkouSkam, vystaven posméchu a pochybnostem okoli. K ¢emu je
umeéni dobré?“ pta se pokusitel a dobie vi, Ze nedostane zadnou
uspokojivou odpovéd. Teprve pokud maly bih vytrva a slabikovat
neprestane, ¢ekd ho vytouZeny vstup do geometricky Cistého svéta
umeni.

Na pocatku jednadvacatého stoleti je kazdé umélecké snaZeni chté
nechté konceptudlni, komentujici déjiny své discipliny. Umélci, a
Pavel RysSka s nimi, se prohrabuji déjinami uméni dvacatého sto-
leti, a snazi se nad smetiStém smért a styl( ziskat odstup. RySkovi
v této Casto truchlivé praci pomaha smysl pro humor. D&jiny uméni
jsou v jeho podani poucné fraska, kterou Ize vypointovat do podoby
vtipu nebo humorného komiksu pro zasvécené. Pismenkova po-
Iévka neni prvnim pfipadem, kdy RySka objevil avantgardni uméni
v té nejobycejnéjsi véci. Staci znat déjiny modernismu a svét kolem
nas se proméni v (iZasnou expozici plnou doposud nerozpoznanych
ready mades. JiZ pfed lety RySka namaloval velké abstraktni obrazy
inspirované turistickymi znackami, drobnymi pfipominkami radi-
kélni abstrakce v lesnich porostech. V cyklu MySlenky modernich
malifil tento princip doved! do dokonalosti. Ikonicka dila umélct
dvacatého stoleti se v ném stavaji aktéry kreslenych anekdot.
Ryskova Ursonata ale neni narkem nad ztracenou originalitou
avantgardy, postmodemé melancholickym pohledem do depozi-
tart muzea moderniho uméni. Pavel RySka know how moderniho
uméni vynasi z muzea ven a nevaha ho pouzit v komiksovém
pribéhu, ktery je soucasné i osobni zpovédi a intimnim pohledem
na umélce v mladém véku. Tajemstvi pismenkové polévky mizeme
pochopit aZ zpétné, kdd k nému ndm daji pravé az déjiny uméni.
Proto je RySkova Ursonata komentovanou vzpominkou na znovu
pochopeny ¢as vlastni minulosti. To, Ze se ndm dostava pozdé;jsi
interpretace davnych vzpominek, je podporeno i rliznymi rovinami
vypravéni. Vedle komiksovych bublin a typograficky osvobozenych
vykiik{ je pfibéh opatfen i titulky. K jejich autorstvi se RySka hlasi
zplisobem, jako kdyby jeho dloha spoc€ivala pouze v tom, Ze prelozil
a okomentoval jiZ existujici legendu, pochazejici z davnych dob
z lizemi neutralniho Svycarska.

Kazdé uméni, kaZda literatura zacina kdesi u pismenkové polévky,
u tvaré hromady bramborové kaSe, pod stolem nebo za pradel-
nikem, kde na samém pocatku svého Zivota ucinime mnohé neza-
pomenutelné objevy, které se pak az do konce svych dnli mamé
pokousime pojmenovat. RySkova Ursonata mé prekvapivé osobni
a soucasné radostné vydsténi. Zméni pismen a Ciselnych kodu je
zacatek, prasonata, ze které se teprve vzejde optimisticky zpév
budouciho uméni.

Tomas Pospiszyl

Ancient Sonata of the Future

As in every account of note, so there are in the case of
Ursonatas many possible interpretations.
Kurt Schwitters

In 1921 on a joint dada tour Raoul Hausmann, Hannah Hoech and
Kurt Schwitters visited Prague. On the sixth of September, in front of
a crowd estimated to be in the thousands, Raoul Hausmann read his
phonetic poem entitled fmsbw, made up entirely of rhythmically recited
letters and onomatopoeic syllables. We don’t know how the Prague
public reacted at that time (but a year earlier there was such outrage
at Hausmann and Huelsenbeck’s avant-garde production that the
dadaists had to calm the crowd down with some dancing numbers). The
experience of the Prague performance of these phonetic poems has,
however, been well captured by Kurt Schwitters. He was so inspired
that he himself began to compose similar poetry. It was given the name
Ursonata, or sonata from ancient times, or ancient sonata. Schwitters
worked for many years on Ursonata. The first version dates from around
1923. If we know it today mainly as a work of literature, the poem in fact
resembles less a literary production than a musical composition, and
even has the structure of a classical musical sonata of four movements.
Its meaning was not important to Schwitters, but rather its live
performance. He gladly and often recited it on many different occasions
and in the mid-twenties he recorded part of it on a gramophone disc. To
perform the whole of Ursonata apparently needed a good forty minutes,
with the speaker giving his all. The first written version came about with
the help of the typographer Jan Tschichold as late as 1932, when it was
published in the last number of Schwitters’ magazine Merz. Schwitters’
Ursonata is made up of rhythmic, meaningless words and interjections,
it is something between nuclear linguistics and a literary parody. Kurt
Schwitters broke down words into individual atoms of sound, showed
the building blocks of human understanding, but of course at the price
of its total destruction. He stripped the machine of speech down to its
individual wheels, which we can look at and admire in detail, but which
we can never put back together again.

Even the lettrists began to work with phonetic poetry in Paris at the
end of the forties, and they also derived the name of their group from
it. They saw expression on the borders of music, art and literature as
the highest stage in the development of artistic forms; they saw it as
reaching its most elementary and, according to the lettrists, the form
which could be reduced no further. The dadaists, with their more than
a quarter-of-a-century-old experiments, and who resembled them as
do two peas in a pod, were rudely and altogether illogically accused
of plagiarism by the young lettrists. The old guard from the Cabaret
Voltaire and Berlin of course did not like it. This apparently continued
with the 1946 recording, on which Raoul Hausmann and the group of
lettrists hold forth on the question of precedence in the field of phonetic
poetry and use for this an exclusively imaginary language made up of
individual letters and syllables. In order to justify his precedence, the
more than seventy-year-old Dadaist Hausmann was still performing as
late as 1968; during a public performance he passionately rattled into
atintube: “OFFEAHBDCBDQ”. Then he banged a funnel on the floor and
declared: “I hope you don’t think that | remember this stuff from1918
by heart?

"RySka’s Ursonata is certainly not an attempt at the laurel wreath in the
field of phonetic or visual poetry; Napady s osvobozenymi pismeny
(Ideas for Liberated Letters) is not in competition with the dadaists,
futurists or the lettrists in the traditional modernist discipline. We can

even say that it has absolutely nothing in common with Schwitters’
Ursonata. RySka does not find the already found, but finds that which
the pioneers of the avant-garde brought back from their travels in
unknown country, in the life around. Indeed, what are all these formal
inventions to us, and what do they mean? What are we going to do with
them?

Like the modem age itself, Pavel RySka’s Ursonata symbolically begins
with the projection of old, scratched filmed material. It does not matter
that this effect is obviously simulated by digital technology. If we want
to plunge into the mythology of the moder, we cannot find a better
entrance. RySka of course looks into the mythology of modem art
through a personal mythology. At the beginning of his story there is
no Apollinaire, Marinetti or Schwitters, but a soup of letters into which
the narrator, in the form of a black square, does not altogether wish
to go. The black square, Malevich’s absolute, is at the same time a
small boy forced to swallow pea soup, even if he is mainly just bored
and longs most of all for spiritual food. He floats above the salty water
and does not quite clearly understand that the dense proteins in the
form of letters in the bowl in front of him are in reality the rudiments
of words and thoughts. The soup represents a microcosm of possible
relationships, a dictionary, the embryonic sea of life, an ancient sonata,
which means both everything and nothing at the same time. RySka’s
square undergoes a metamorphosis, the disclosure of a potential
cosmos in the soup floods him with happiness and he changes into
a white square, an attempt at an absolute even more total than the
previous absolute. And like an immature god he begins to syllabify
the first law of his new world. But the potential school-age artist is from
the very beginning subjected to a test, exposed to mockery and the
surrounding dubiousness. “What is art good for?” asks the tempter, and
he well knows that he will not get a satisfactory answer. The small god
only perseveres and does not stop syllabifying; a longed-for entry into
the geometrically pure world of art is waiting for him.

Atthe start of the twenty-first century every artistis pushing conceptually,
willy-nilly, and commenting on the history of his discipline. Artists, Pavel
RySka among them, rake through the history of twentieth-century art
and try to find a direction and a style with which to escape from the
dump. RySka’s work is often helped in this woeful task by a sense
of humour. The history of art is, in his interpretation, an educational
farce, which can point out the similarities to jokes of funny comics
for the informed. The soup of letters is not the first case where RySka
discovered avant-garde art in the most common things. It is enough to
know the history of modernism and the world around us changes into
an amazing exhibition full of hitherto unidentified ready-mades. Years
ago RySka painted large abstract pictures inspired by tourist signs,
small reminders of radical abstractionism in a wooded space. In the
cycle Myslenky modemich malifGi (Thoughts of Modern Painters) he
took this principle to perfection. The iconic works of the artists of the
twentieth century become actors in drawn anecdotes in this piece.
RySka’s Ursonata is not however a lament for the lost originality of the
avant-garde, or a post-modern melancholy look into the depositories
of modern art museums. Pavel RySka knows how to bring modern art
out of the museum and does not hesitate to use it in a comic story,
which is both a personal confession and an intimate look at the artist
at a young age. We can only understand the secret of the letter soup
retrospectively, a code given to us by the history of art. That is why
RySka's Ursonata is an annotated recollection of the newly understood
time of its own past. The fact that we get a later interpretation of
long-ago memories is supported by numerous plain narratives. Next to
the comic’s speech bubbles and the typographically liberated shouts
there is a story provided with subtitles. RySka announces his authorship
as though his task was predicated only on the fact that he is translating
and commenting on already-existing legends dating back to the old
days in the neutral country of Switzerland.

Every art, every literature starts somewhere in letter soup, in a malleable
mound of mashed potatoes, under the table or behind the laundry
basket, where at the start of our life itself we make many unforgettable
discoveries, which later we vainly try to name until the end of our days.
RySka’s Ursonata has a surprisingly personal and concurrently joyous
finish. The fine-graining of letters and numerical codes is the beginning, an
ancient sonata, from which arises the optimistic song of the future of art.
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Vrakoviste

Prvni odkaz na Pavla RySku, ktery se mi zobrazil na internetu, patfi
provozovateli jakéhosi vrakovisté v Bohuminé. Strohé informace a
dvé fotografie. Mozna bych i uvéril, Ze to je vtip. Dalsi, pfiznacny
vtip. Ostatné, co jiného jsou dnes déjiny moderniho uméni nez
vrakovi$té, kam si chodime pro soucéstky a inspiraci.

Vrakovi$té je levna, pfistupnd a pro mnohé jisté také inspirativni
LJinstituce“. Moderni uméni je pomérné drahd, vcelku pfistupné a
Gasto inspirativni instituce.

Vrakovisté je hromada pouZitych aut, se kterymi se jesté daji délat
néjaké véci, neZ je zcela sesrotujeme. Moderni uméni je hromada
uméleckych dél a ideji, se kterymi se jeSté da leccos podniknout,
kdyz uz skon¢ily v obecném povédomi a na chrdnéném misté.
Vrakovi$té byva oplocené a za mirny poplatek si odtud Ize odnést
cokoli, co shleddme potfebnym - nékdy to tam najdeme, nékdy ne.
Moderniuméni ajeho instituce jsou také chranéné - pokud do nich
vstoupime, najdeme tu fadu naprosto nepouZitelnych, ale také
mnoho zabavnych a inspirativnich véci, které si ovsem nemlzeme
odnést jentak”. Ktomu nés vstupné ¢i pohostinnost majitele neo-
praviiuji. Ale miizeme si odnést mnohé, co je k nezaplaceni.

Stejné jako pouzitou soucastkou z vrakovisté vyspravime svij viiz,
aby byl dale k uZitku, tim, co najdeme v déjindch moderniho uméni,
vyspravime ¢i omluvime dnesni tvorbu, ukadzeme, o¢ je lep§i i zaji-
mavéjsi, anebo se nam (umélctim a teoretikiim) to prosté jen hodi
do krdmu jako uZitecnd reference.

Stejné jako nas novy viiz jednou skon¢i na vrakovisti, bude nové
uméni jednou v muzeu a stane se soucasti néjakych déjin.
Soucastka z vrakovisté zprovozni viiz, se kterym se nechceme roz-
loucit, a déjiny uméni legitimizuji to, co pravé s uménim délame.
Mily Pavle, tahle fe¢ je o tom, jak se diky tvym vécem stalo
v Geském prostiedi vrakovisté moderniho uméni znovu nécim
radostnym, nepatetickym a pfitom pozoru-hodnym. Je ti sice
jasné, ze naroky avantgard jaksi ztroskotaly, ale pfitom jsou stale
tak vzrusujici. Tvoje parodie se tykaji stejné tak mytologizace mo-
derniho ¢i avantgardniho uméni jako obdivu, ktery k ni tak ¢i onak
chovame a nechceme si ho asto pfiznat. Tvoje ironie ma tedy spis
charakter ironie osudu nez morality a varovani. Parodicky moment
novéjsich véci mifi totiZz vice na souc¢asné pochybnosti nad sta-
tusem umélce a uméleckého dila nez nad naroky a predstavami
pGvodnich tvircd.

Humoru, inteligenci a pfesnosti tvych komentari, v posledni dobé
stale vice hermetickych, tedy sklddam poklonu. Uz jsem ji jednou
ucinil, ale ani mym poklondm nenivzdycky pfano, aby dosly sluchu.
Koneckoncl nem0zu chtit vSechno.

Asijsky Anonym

Marek Pokorny

Scrap yard

The first reference to Pavel RySka, which | saw portrayed on the Internet,
belongs to the operator of some scrap yard in Bohumin. Brief information
and two photographs. Maybe | would have believed that it was a joke.
Another typical joke. For that matter, hat is the history of art today but a
scrap yard where we go for materials and inspiration?

A scrap yard is cheap, accessible, and for many it is also certainly an
inspirational “institution”. Modern art is relatively expensive, quite
accessible and a relatively inspirational institution.

Ascrapyard isamass of used cars which can still be used formany things
before they are completely crushed. Modern art is a mass of works of art
and ideas which can still be used for many things, when they have already
ended up in the general consciousness and in protected places.

Ascrap yard is usually fenced off, and for a small fee itis possible to take
away anything we might find useful - sometimes we can find what we
are looking for, sometimes not. Modern art and its institutions are also
protected - if we enter there we can find there a whole range of simply
useless things, but also some which are entertaining and inspiring, but
which we cannot, of course, remove “just like that”. Our entry fee or the
hospitality of the owner does not entitle us to do so. But we can take away
with us a lot that is priceless.

Like the used parts from the scrap yard with which we patch up ourvehicle
so that it can be used for a bit longer, so in the history of modern art we
can find things to patch up orjustify today’s creations; we can show what
is better or more interesting, or simply what is useful for us (artists and
theorists) and just stick itin the business as a useful reference point.
Just as our new vehicle will one day end up on the scrap heap, so new art
will one day finish up in a museum and will become part of some history.
Parts of worn-out cars from the scrap yard, which we don’t want to let go
of and the history of art legitimise what we do with art.

Dear Pavel, this speech is about how, thanks to your stuff, in the Czech
environment, the scrap yard of modern art has once more become
something joyful, non-pathetic and at the same time worthy of attention.
It is surely clear that the rights of the avant-garde have foundered
somewhat, but at the same time they are still very exciting. Your parody
touches the mythologizing of both modern or avant-garde art as a
wonder, which we more or less have to deal with, and which we often do
not want to admit. Your irony has rather the character of an irony of fate,
rather than of morality and caution. The spoof moment of the newest
things rather takes aim at contemporary doubts about the status of
the artist and works of art than at the claims and the notions of original
creators.

Therefore | bow before the humour, intelligence and accuracy of your
recently more and more hermetic commentary. | have already performed it
once, but even my compliments are not always desirable to be heard. After
all, I cannot want to have everything.

Jednoho dne, uZ je to mnoho let, vice neZ je Ziva pamét, prisel za slavnym &inskym ugitelem mladik. Zadal ho o radu: ,Ugiteli, mam starého
otce. Zakazuje mi, abych se stal mnichem. Obava se, Ze je uz pfili§ nemocny a zanedlouho bude potfebovat pomoc, kterou bych mu jako
mnich nemohl poskytnout. Jak mu mam vysvétlit, Ze jeho obavy nejsou na misté?“ Uéitel se zamyslel a pakod povédél: ,Psani do polévky.
Hoch odesel a uz se nevratil. Po néjaké dobé ucitel prochazel kolem mladikova domu. Napadlo ho, Ze ho navstivi. Na dvorku uvidél otce
leZiciho na rohoZi a syna, jak pravé zabiji kohouta. Pozdravil a chlapci fekl: ,Vidim, Ze zahiji§ kohouta.“ Chlapec ufizl kohoutovi hlavu a uciteli

odpovédeél: ,To neni Zluty kohout.”
Jifi Ptacek

Pavel RysSka, Death Valley,950cm x 90cm, digitalni tisk na pe
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An Anonymous Asian
One day, many years ago, longer ago than living memory, a young man came to a famous Chinese teacher. He asked him for advice: “Master,
I have an old father. He has forbidden me to become a monk. He is afraid that he is already very ill and soon he will need the help which |, as a
monk, will not be able to provide for him. How should | explain to him that his fears are out of place?” The teacher thought for a while and then
replied: “Writing in the soup”. The boy left and never returned. Some time later the teacher was walking nearthe young man’s house. He decided
to pay himavisit. In the yard he saw the father lying on a mat and the son was justkilling a cock. He greeted them, and said to the boy: “I see that
you are killing a cock.” The youth sliced off the cock’s head and said to the teacher: “Itis not a yellow cock”.
Jifi Ptacek




“Since my childhood the fox has been my favourite topic, and | have never got tired of it. itis a template from fairy tales, onto which |
feed various flavours and various characters. And itis my sign, my tag.

Inthe years 1954-63 | drew or painted 700 foxes, all running from left to right, and as a child | wanted to be a hunter. Today my foxes
stand, think and are a repeated tag. Basically they are always the same. | enjoy this catatonic repetition. The foxis a fairy tale, afable,
a comic, they are sexually charged and are above all attractive. Children like them, but the idea arose among the specialist public
that | should now paint only foxes. My fox is called MiloS. He was the last inhabitant of the house in Brno - Obfany where | live.”

Vaclav Stratil

Vaclav Stratil, LiSka, olej na pldatné, 2004




Vaclav Stratil
narozen/born: 7. 10. 1950 v Olomouci

studium/education
Gymnézium Jana Opletala V Litovli 1966 -1970
Filozoficka fakulta Univerzity Palacki

sympozia a festivaly/workshops and festivals
1988 ,Medzinarodny experimentalno umelecko-literarny festival“ Z0 Csemadok, ul. Petdfiho c. 6, Nové Zamky, Slovensko
1989 ,Rockfest 89“ Palac kultury, Praha
1994 ,Malamut“ Performance meeting 1994. Ostrava
1997 ,Malamut 97“ IV. mezinarodni festival akcniho ument. Ostrava
1998 ,Télo a fotografie” 1. rocnik mezinarodniho festivalu foto Praha - Kolin. Praha, Kolin nad Labem
4Akeni Praha“ Festival akcniho umeni a performance. Praha.

mezinarodni stipendia/international grants
Pllroéni stipendijni pobyt v rdmci programu ARTEST, Ligometto u Lugana, Svycarsko 1991-1992
Festival polsko-Ceskoslovenské solidarity. Galeria Domu Narodowego, Cieszyn, Polsko 1990

tcast na mezinarodnich prehlidkach/participation on international shows
1997 ,The Gramercy International Contemporary Art Fair” The Gramercy Park Hotel, New York, USA
2002 ,Arles” Rencontres internationales de la photographie 2002. Arles, Francie
JFiac* Pariz, Francie
skupinové vystavy od roku 2000
collective exhibitions since 2000
,Prozafovani - Fenomén svétla v ceském vytvarném umeni 20. stoleti“ Oblastni galerie Vysociny v Jihlave, Jihlava - 2000
,PEkna vystava“ Méstské divadlo Brno - Galerie Milana Zezuly, Bmo
,Mandala pro Inge“ Galerie Zakladni umelecké Skoly v Olomouci, Olomouc
,Sypka 2000“ Posluchadi vysokych uméleckych Skol. Galerie Sypka, Vikov
,Galerie Behémét‘ Galerie Behémét, Bmo - 2001
,Sleva 20%* Diim uméni Ceské Budéjovice, Ceské Budgjovice
+Vanocni lesik” Galerie Sterberk, Sternberk
_ +ASAKRA!“ Galerie 1 ve VSUP, Praha - 2002
,Monochromie“ Ceské muzeum vytvarmnych umeniv Praze, Praha
JInterpretace neni zlo¢in“ Dim uméni mésta Brna, Brno
,Soucasny akvarel“ Galerie Navrétil, Praha. (putovni vystava - Galerie Caesar, Olomouc;
Galerie Mesic ve dne, Ceské Budejovice; Oblastni galerie v Liberci; U dobrého pastyre a Kabinet)
,Divocina - Priroda, duSe, jazyk” Galerie Klatovy/Klenova, Klatovy, Klenova
samostatné vystavy od roku 2000 Svit ak ) ) ,,La.hida"bGaIerié I:Ae§i(|:(\|/e dn(;kfeské’BulgéjoviceK-l 2003
solo exhibitions since 2000 »SVét jako struktura, struktura jako obraz* Ga erie Klatovy/Klenova, Kiatovy, Klenova
2000 - ,Vina* Bytova galerie Kaya, byt Alice Cihalové, Trebi. .V meziCase / In time between*“ Galerie kritik(i (Palac Adria), Praha - 2004

,Nic nenivic sexy nez Camel se rténkou.” Galerie Behémot, Praha

,Sanon“ Méstské divadlo Brno - Galerie Milana Zezuly, Bmo

Velké ,Zerné kresby“. Galerie vyjtvarného uméniv Ostravé - Diim uméni, Ostrava
2001- ,Autoportrét” Galerie Mésic ve dne, Ceské Budéjovice.

,7“ Gandy Gallery, Praha.

4Kresby 195.-2000“ Muzeum uméni Olomouc - Trojlodi, Olomouc

,Obrazy“ Zémecka galerie v NdméSti na Hané, NéméStna Hané

,Promény a navraty nekonecné tusové kresby* Galerie Jifiho Jilka, Sumperk

2002 -, Autoportréty“ Moravska galerie v Bmé, Bmo. literatura/bibliography
,V dobré spolecnosti“ Nakladatelstvi Vetus Via, Brno. 1996 ,0pakované pribéhy - Tradice v novém*“ Brno, Moravské galerie
L,Véclav Stratil“ Centre national de la photographie, PafiZ, Francie. 1999 FaVU. Soucasna tvorba. Brno, Vysoké uceni technické - Dim uméni
JFragilités” Printemps de septembre, Toulouse. Toulouse, Francie. 2002 Véclav Stratil. Paris, Centre national de la photographie

2003 - ,,Rudé pravo FACTORY - Silhouette” Gallery Art Factory, Praha. Ceska abstrakce, Anketa. Praha
,Habadgj" Galerie Béhémot, Praha. 1. Novy zlinsky salon 1996. Zlin, Statni galerie

2004 - ,KINO NOKI TOKIO“ Galerie Ceské pojistovny, Praha. Aktuelle Tschechische Zeichnung. Wien, Knoll Galerie

. Nuris, Michel: Peinture, photo et cie. Galeries Arlésiennes
Uméni zastaveného Gasu - Ceska vytvarna scéna 1969-1985 Praha, Ceské muzeum vytvarnych uméni
2002 Fragilités. Printemps de septembre. Actes sud. Toulouse, Association le printems de septembre
Monochromie. Monochromni tendence v éeském vytvarném umeéni po roce 1990, Praha, Ceské muzeum vytvamych uméni
Interpretace neni zlo€in. Dim uméni mésta Bma
Slavickd Milena: Stratil, Vaclav. Nové encyklopedie ceského vytvarného uméni N-Z. Praha, Academia 1995
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Rozhovory s Karlem Oujezdskjm (cca 5) v prub&hu 90. let, Cesky rozhlas 3 - Vitava

zastoupeni ve sbirkach/bought to collections

Nérodni gl

Galerie moderniho uméni v Hradci Kralové, VichodoCeské galerie v Pardubicich,

Muzeum uméni Olomouc, Moravské galerie v Bmé,

Galerie Klatovy/Klenov4, Oblastni galerie v Litoméficich, Stattliche Kunstsammlungen, Drazdany, Némecko
Zastoupenil

Véclav Stratil, Vlk seZral liSku a ted ji sere, olej na platné, 2004




Mila Petro, jelikoZ se neozyvas, tak ti zase
piSu ja sama, pfi tom spéchu co mam, ales-
pon par fadkd. Porad je to tu pfi starém, kdyZ tu nejsi, prosté
sama nuda. UZ aby jsi se vratila zpatky domd, jasny, Ze mi

tu chybis.

Kafe uZ mi opét nechutnd, abych se nudou neukousala, tak
musim porad néco délat. Ono se vzdycky néco najde, pfi
trech détech neni prace nikdy malo. VEera jsme byly v kiné,
déti mély radost, Ze konecné vidély ten tfeti dil Harryho
Pottera, jak jsi jim o ném vypravéla. Mné se to taky docela
libilo, i kdyZ moc nechdapu, pro¢ to ta cirkev zakazuje, pfeci
nic tak straSného tam neni. Décka se trochu baly, to je prav-
da, je to strasidelny, a jesté ti hrozni mozkomorové. Nékde
psali, Ze je to celé vymodelované v pocitaci, ale tomu moc
neveérim, vis jak to chodi, nékdo si nékde néco precte a pak
déla, Ze tomu rozumi, no ja nevim.

Taky jsem Cetla rozhovor s tim hercem a oni se ho ptali, jak
se mu hralo, a on Ze super, protoZe Harry je pry vice méné
ve stejném véku, takZe je mu opravdu blizky. Musim fict, Ze
mé to trochu zklamalo. KdyZ pak prozradil, Ze v patém dile
se dozvime, Ze Harryho otec byl extrémné arogantni, stejné
jako on, uZ jsem si nedélala Zadné iluze. Ale stejné mné

néj byla, kdyZ ve filmu ztratil bryle a musel predstirat, Ze bez
nich nevidi, ackoliv ve skutecnosti vidi perfektné. To bylo
tedy dost téZké. Ale jinak jsi méla pravdu, ten Sirius Black je
vainé docela hezky, i kdyZ chce toho kluka zabit. AsiZe mu
néco provedl, nevim, ty rumunskeé titulky mé trochu zmatly.
Déti si ted vymyslely novou zabavu, honi se po byté a pokfi-
kuji na sebe impedimenta, impedimenta! a vzapéti zpomali,
nebo zastavi kdekoliv cokoliv. UZ mé to prestava bavit, je to
nesmi fikat nahlas.

A vi§, jak jsi mi tenkrat v Bulharsku vypravéla o té jejich
vlajce, Ze ty narodni barvy jsou proto, Ze rajce, okurka a feta.
Nechtéla jsem ti véFit, pamatujes, ale dnes jsem si zase po
dlouhé dobé délala Sopsky salat a musim fict, Ze néco na
tom preci jen asi bude. Moc rdda na to vzpominam.

Jesté jednou ti taky dékuju za ten recept na piSkotové ko-
lacky, détem moc chutnaly a mné taky. Na oplatku posilam
navod na puding, jak jsem slibila: Z 1/2 litru mléka oddéli-
me asi 1/3, ve které rozmichame obsah sacku. Do zbylého
mléka pridame 2-3 polévkové lZice cukru a pfivedeme k
varu. Do vrouciho mléka nalijeme rozmichanou pfedem
pfipravenou smés. Za stalého michani vafime jesté asi 2
minuty. Hotovo.

Petr Strouhal, podobné jako kino, filmuje smrt pfi préci. Je
to rutina vedniho zachvévu. Smrt je v jeho filmech pfitomna
ktery ma svou vlastni hloubku, u niZ vSak mlizeme jen tézko
odhadovat, kam aZ ve skuteCnosti saha. Jako obvykle
nam tady totiz schazi méfitko. Vzdalenost, kterou je tieba
prekonat, se nasobi naSim oCekévanim a snahou zachytit
nezietelny pribéh.

OvSem stejné jako u Spinavého pradia je tézké do této hloubky
proniknout. MiZeme snad pouzit OMO (viz Barthes), ale
obé&vam se, Ze v tomto pfipadé nic nevybélime. Neni totiz co.
Tajemstvi se tady neskryva kdesi hluboko na dné, ale odrazi
se na sladkém dezertu. Z neproniknutelné hlubiny se tak, ne
zcela pochopitelné, stal leskly povrch. A prazdnd, €erna mista
tu jsou asi proto, abychom je prazdnd nechali.

Petr Strouhal

Jifi Havlicek

Dear Petra, since you haven't been in
touch, I am writing again myself, despite
the rush lamin, at least a few lines. It is always the same here,
when you are not here, just simply boring. | want you to be at
home already; it is obvious that | am missing you.

Once more | have gone off coffee, and in order not to fall into
boredom, I must always be doing something. | can always

find something to do; there is never a lack of work with three
children. Yesterday we were in the cinema, the kids were
delighted to finally see the third part of Harry Potter, the same
that you told them about. | quite liked it too, even if | don’t really
understand why the Church banned it; really there is nothing
that bad in it. The kids were a little afraid, it's true, and itis a

bit frightening, and then there are those horrible brain eaters.
Somewhere they wrote that it is all created on a computer, but

I don’t believe it much; you know how it goes, a person reads
something somewhere and then pretends to understand it; well,
I don’t know.

| also read an interview with that actor and they asked him what
it was like to play the role and said it was super, because Harry is
more or less the same age so is really close to him. | must admit,
that disappointed me a bit. When he went on to reveal that in
the fifth part we get to know that Harry’s father was extremely
arrogant, the same as him, I lost all my illusions.

But still | was surprised when he said at the end that the hardest
scene for him was when he lost his glasses in the film and had
to pretend that he couldn’t see without them, although in reality
he could see perfectly. That was quite difficult. But otherwise
you were right; that Sirius Black is really quite handsome even
though he wants to kill that boy. Maybe something got into him,
but | don’t know, because the Romanian subtitles confused me
a bit.

The kids have made up a new game; they run around the flat
and shout impedimenta, impedimenta! at each other then
immediately slow down or stop any thing anywhere. I'm tired of
it, it goes round in circles, itis just a good thing that the most
frightening and mortal spell can’t be spoken aloud.

And you know how you told me that time in Bulgaria about their
flag, how the national colours are tomato, cucumber and fetta
cheese. You remember that | didn’t want to believe it, but | made
a mixed salad again after a long time and | must say that there
surely must be something in it. | like to remember it.

So | thank you once again for the recipe for biscuit cake; the
kids really liked it, and me too. | am sending the instructions for
making the pudding in return, as | promised: from 1/2 litre of
milk separate about 1/3, and mix in the contents of the packet.
Add 2-3 soup spoons of sugar the remaining milk and bring to
the boil. Stir the prepared mixture into the boiling milk. Boil fora
further 2 minutes, stirring constantly. That's it.

Petr Strouhal, like the cinema, films death at work. It is routine,
everyday vibration. Death is present in his films in its liveliest
incarnation, in memory, as a reflection. A reflection that has its
own depth, which we can hardly comprehend, where it touches
reality. As usual we lack a benchmark. The distance that must be
overcome increases our expectations and the effort to catch an
inaudible tale.

Of course, just as with dirty laundry, it is difficult to get into these
depths. Perhaps we can use OMO (viz. Barthes), but | am afraid
that in this case we can whiten nothing. That is to say there is
nothing to whiten. The secret here is not hidden somewhere deep
at the bottom, but rather is reflected in a sweet dessert. From
the unfathomable depths, then, not altogether understandably,
there comes a shiny surface. And the empty black spaces are
probably there so that we leave them empty.

Petr Strouhal
narozen/born: 27.1. 1977 v Prostéjové
adresa/address: Prostéjov, Marie Pujmanové 670, 79811

e-mail: stro@centrum.cz studia/education

FaVU v Brné (Martin Mainer, Peter Rénai, Richard Fajnor) od roku 2001

skupinové vystavy od roku 2000
collective exhibitions since 2000
2001 - ,AM2“, Galerie Jana Smoka, Jihlava
2002 - ,AM2“, Galerie Felixe Jeneweina, Kutna Hora

- ,Mlady maso*, diim U Zlatého prstenu, Praha

- ,Honzo, nezapomeri vyndat kiidla!“, Galerie NoD, Praha
2003 - ,Nejhezéi cert”, galerie Pida, Jihlava

-,10 let FavU*“, Ddm uméni, Brno

- It “s a question of Lust“, G99, Bmo, galerie Display, Praha
2004 - ,MMS*“, Méstské Divadlo Brno

samostatné vystavy/solo exhibition
»Solamil, galerie Eskort, Brno - 2004

Solamil, DVD, 5:23, 2004




Blizici se opravdové mistrovské dilo
On the Making of a True Masterpiece

PiSu o Martinovi a pro Martina uz nékolik let, od té doby, co
prisel do kancelafi asopisu Umélec a ja jsem ho piistihl, jak
si pohrava s myslenkou na pokus o psani nékoho jiného o jeho
praci. 0d té doby spolupracujeme na knihach, ja piSuonéma
jeho praci €lanky do ¢asopisli, novin, na webové stranky. Pro-
Sel jsem a ,upravil“ anglické verze stovek stran jeho poezie,
teorii, eseji, pfibéh{i, paméti, pfemitani. PreloZil jsem jeho cit-
livou ¢estinu tak, jak nejlépe jsem to umél, a s jeho jazykovym
citénim jsme dohromady vytvorili celek.

Ale nikdy jsem o Martinovi nepsal do katalogu. V nedéli mi
volala Jana Kalinova a fikala, Ze slySela, Ze jsem nejvétsi expert
na Martina Zeta v zemi. To neni pravda, protoZe nikdo nezna
Martina Iépe nez on sam. Takze proto je také nemozné mit
katalog s Martinovym dilem bez toho, aby tam bylo vloZeno
nékolik malo jeho vlastnich textd. Jeho cesta k sebepoznéni,
vnitfni mechanismus jeho duSe a vysledek rozebrani systémii a
byrokracie, které ho obklopuii, tak vypada jeho cesta Zivotem a
uménim. On by mél rozjet s obrovskou eleganci celou kampan
FREE MARTIN ZET!, vysypat se skrz Evropu a po celém svété. Na
kratky okamZik by lidé na této planeté jednohlasné povstali a
fvali pro svobodu Martina Zeta. Vyjadfeni soucitu.

Casto jsem se sam sebe ptal, jaky bude jeho dalSi krok, jaka
myslenka by pravdépodobné mohla odpruZit tu posledni a do
jaké dimenze ji to vymrsti. Je to jako pokouset se navrhnout
vzhled snéhové vlocky. Nedavno veéer jsme on a ja spolecné
Cetli na festivalu poezie v Praze, kdyZ Martin zacal vytahovat
své nové dilo z batohu, ktery si sebou donesl. Vlajecky. Cerve-
né vlajecky, vSechny cervené, ale kazda s jinym vzorkem. Tak-
Ze vlajka EU, cela ¢ervenda s dvandcti hvézdickami. Viajka US s
hvézdami a pruhy, cela ervend, atd. Chvili ¢etl tichym hlasem
o revoluci a sél byl blaZzeny. O barvach revoluce. O jeho vsi, Li-
businé, daleko od periferie Prahy, daleko v kopcich, uprostied
niceho, a o tom, jak bylo slovo revoluce vytisténo za hvézdné
noci pfimo v jeho vsi. Pak jsme vSichni §li do dalSi mistnosti a
divali se na dvé videa, které byla ¢asti této prehlidky. A znovu
zacal Martin s dobfe znamou a logickou a lidskou strdnkou
svého Zivota, velmi osobnim a zatim obecnym citénim a ote-
viel ho celému svétu. Pak zakficel:

POKUD JE TADY STALE NESPOKOJENOST S NYNEJSI SITUACI,
POKUD STALE EXISTUJE TOUHA NECO ZMENIT,
MYSLENKA REVOLUCE JE STALE ZIVA!

Kde opravdu je revoluce? Nebyli jsme vSichni oklamani? Umé-
lec stoji v koruné stromu, daleko z dohledu, mavéa éervenymi
vlajkami, zachytava jimi o vétve a pousti je. Jako posledni Ziva
duSe s imyslem, i kdyZ marnym a nemajicim smysl, pohlceny
dZungli hromadné ignorance? Hypnoticky materialismus?

Cokoli by to mohlo byt, je to stale Martin na stromech, je to
stale jeho domov, a jeho déti a manZzelka na néj huldkaji
,pojd doll a prestan s tim!“ Rozdil pro Martina je, Ze centrum
a periferie jsou jedno a to samé. Hranice se nejasné ztraceji,
a i kdyZ mizeji po kapkach, zpdsobuje to kolaps mezi vnitfnim
a vnéjSim, blizkym a dalekym, centrem a periferii. Skute¢na
svétla vnitini prace se zacinaji objevovat a oslepuji ty kolem
ného. A ja upfimné doufdm, Ze budu svédkem bliZiciho se
mistrovského dila.

Jeffrey A. Buehler

I've been writing about and for Martin for years now, ever since
he came to the offices of Umélec magazine and | caught him
playing around with the language in an essay writing by someone
else about his work. Since then we have collaborated on books,
| have written articles about him and his work for magazines,
newspapers, web sites. | have gone through and “fixed up” the
English versions of hundreds of pages of his poetry, theories,
essay, stories, mental wanderings, musings. | have translated his
sensitive Czech, as well as | could, and with his feel for language

together we made it whole.

But | have never written about Martin for a catalogue. Jana
Kalinova called me on Sunday and said that she was told that
| am the biggest expert on Martin Zet in the country. However,
this is untrue. Nobody knows Martin better than Martin himself.
Which is why it's impossible to have a catalogue with Martin’s
work without putting in a few of his own texts. His journey towards
self-knowledge, the inner workings of his psyche, and as a
consequence the dismantling of the systems and bureaucracies
that surround him, appeared to be the way his life and art were
taking him. He’d unwound with great panache the whole FREE
MARTIN ZET! campaign, emptied himself on it throughout Europe
and around the world. For a brief moment on this planet, people
stood up in unison and shouted for the freedom of Martin Zet. An
act of compassion.

And I'd often asked myself what his next step was going to be, what
idea could possibly spring off the last, and into what dimension of
space will it hurl itself. It's like trying to predict the design in a
snowflake. One evening not too long ago, he and | were reading
together for a poetry festival in Prague, when he began to pull his
new work out of the backpack he’d lugged up in front. Flags. Red
fags, all red flags but with the different state patterns. So an EU
flag, all red with the twelve stars. A US flag with stars and stripes,
all red, ect. He read for a while in a quiet voice about revolution,
and the room was enraptured. About the color of revolution. About
his village, Libusin, out of the periphery of Prague, out in the hills,
in the middle of nowhere, and how the word revolution was coined
on a starry night, right in this village. Then we all went into the next
room and watched two videos, both of which are a part of this
show. Once again, Martin had begun with the familiar, a sane and
human aspect of his life, a very personal and yet universal feeling,
and opened it out to the rest of the world. When Martin shouts:

AS LONG AS THERE IS DISAPPOINTMENT WITH THE CURRENT
SITUATION, AS LONG AS THERE IS A DESIRE TO CHANGE
SOMETHING, THE IDEA OF REVOLUTION IS ALIVE!

Where, in fact, is the revolution? Have we all not been duped?
The artist stands in the treetops, out of sight, waving red flags,
snagging them in the branches, dropping them. Like the last soul
with a purpose, however futile and meaningless, swallowed up by

the jungle, of mass ignorance? Hypnotic materialism?

Whatever it may be, it's still Martin in the trees, it’s still his home
and it’s still his kids and wife shouting for him to “come down now
and stop doing that!” The difference for Martin is that the center
and the periphery are one and the same thing. The boundaries
have gone all fuzzy and even faded away in spots, causing a kind
of collapse between inner and outer, near and f ar, periphery and
center. The true lights of the inner work are beginning to show and
blind those around him. And it's my sincere hope that | will be

witness to the future masterpiece.

Evropska revoluéni viajka, textilie, 150 x 300 cm, 2004
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