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Vazeni a mili,

dostava se Vam do rukou prehledovy katalog zavére¢nych
praci a projektu diplomantu a diplomantek ukoncéujicich studia
v roce 2021.

Jiz druhym rokem jsme byli nuceni v souvislosti s celosvé-
tovou pandemickou situaci a opatrenimi k zamezeni Sifeni viru
SARS-CoV-2 pracovat v omezenych podminkach. Nemohli
jsme se v potiebné intenzité setkavat a plnohodnotné vyuco-
vat a studovat. Studenti a studentky nemohli po dlouhou dobu
vyuzivat zazemi Skoly pro praci, coz zménilo intenzitu a ryt-
mus jejich celkového studia. VSichni jsme se s tim vyporada-
vali s velkym nasazenim jak individualné, tak institucionalné,
abychom odeprenou intenzitu vzajemné spoluprace nahradili
intenzitou alternativni. Bylo potieba se vzajemné povzbuzo-
vat, dlvérovat si, vychazet si vstric, promyslet i napliiovat jiné
zpUsoby préce a studia tak, abychom neztratili viru v dulezitost
zabyvani se uménim. Ovéfili jsme si v realnych podminkach, Zze
zpUsoby préace a studia na dalku mohou byt funkéni jen kratko-
dobé. Pro oblast uméleckého vysokoskolského vzdélavani jsou
z dlouhodobé perspektivy nekontaktni a distan¢ni zplsoby
vyuky umélecké praxe v konkrétnich dopadech neadekvatni
a velice destruktivni.

Vyuka a zivot na Akademii vytvarnych uméni v Praze je
o intenzité spole¢ného souziti, 0 osobnim nasazeni vsech, ktefi
tvori AVU, stejné jako o neustalém péstovani kultury vzajemné
starostlivosti. Pokud bych mél pojmenovat zkusenost uplynu-
lych dvou let poznamenanych pandemii onemocnéni covid-19,
mluvil bych predevsim o specifickém druhu rozcitlivéni. Daraz-
nym pozadavkem na zmény spole¢enského chovani, omezenim
svobodného pohybu i vSudypfitomnou atmosférou zranitelnosti
vzrostla v nasem prostiedi ur¢ita ztrata davéry v délani umé-
ni i v jeho spolec¢ensko-politicky vliv. Pozornost se presunula
jinam, vzdélavaci, vystavni a kulturni instituce byly uzavieny,

a tim byl systém, kterého se Ucastnime a ktery spoluvytvarime,
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narusen a zpochybnén. Pojem rozcitlivéni, ktery jsem zminil, by
si patrné zaslouzil hlubsi kulturné-sociologickou analyzu, aby
se presnéji popsalo, jak pfimo se vaze na pocity frustrace &i
hnévu, bazné, ale i k moznostem nové nadéje. | v této souvislosti
vnimam nazev letosniho katalogu i vystavy diplomantskych pra-
ci Vyhorelé muzy, vylé¢ena monstra — Diplomanti a diplomantky
AVU 2021 jako vyraz pritomnosti daného pocitu v sou¢asné
situaci nejen nasi instituce. V&fim, ze to nejtézsi je za nami,
budme tedy odhodlani k obnovovani ztracené intenzity studia,
prace i bézného zivota.

Na zavér svého uvodniho slova chci podékovat predevsim
diplomantdm a diplomantkam za nasazeni, které vlozili k do-
konceni svych praktickych i pisemnych praci, za trpélivost pfi
organizaci a zajistovani samotného aktu obhajob diplomovych
praci, za spolupraci béhem celého studia i na finalni vystavé
a katalogu. Dékuiji také vSem pedagoglm a pedagozkam i za-
méstnancim a zaméstnankynim, ktefi jim pomahali a na celém
projektu spolupracovali.

Preji Vam vSem pevné zdravi v osobnim i profesnim zivoté.

S pratelskym pozdravem
prof. Tomas Vaneék, rektor AVU
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Dear readers,

| am honoured to have been asked to write the introductory
text to the overview catalogue of diploma works and projects
of the 2021 graduates.

It is already the second year the global pandemic situa-
tion and the associated measures to prevent the spread of
SARS-CoV-2 virus are forcing us to work under restricted
conditions. We have not been able to interact in a manner
that high-quality teaching and studying normally requires. For
extended periods of time, the students were unable to use the
school facilities for work, having to deal with an adverse im-
pact on their studies in terms of intensity and overall rhythm.
Both as individuals and as an institution, we approached this
absence of favourable conditions with profound commitment
to establish new ways of cooperation in order to meet the
necessary standards of teaching and learning. It was essen-
tial to encourage each other, to trust each other, to get along
with each other, to think about and pursue other modes of
working and studying so as not lose faith in the importance
of focusing on art. We have been able to prove that studying
remotely under the given difficult conditions can, unfortu-
nately, only be effective in the short term. Within the universi-
ty art education, the modes of teaching involving no contact
between teachers and students are inadequate and very
destructive in the long run, resulting in a damage that is likely
to be irreparable.

Teaching and studying at the Academy of Fine Arts in
Prague can be described as a creative coexistence, personal
commitment to cooperation of all those who make up the
Academy, as well as continual cultivation of the culture of
showing concern for others. If | were to give name to the
experience of the past two years that have been heavily im-
pacted by the COVID-19 pandemic, | would, above all, speak
of a specific kind of sensitivity. The insistence on changes
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in social behaviour, the restriction of free movement and the
omnipresent atmosphere of vulnerability produced certain ove-
rall loss of faith in creating art and in its socio-political impor-
tance. Attention has shifted elsewhere, educational, exhibition
and cultural institutions have been closed, and the system we
participate in and co-create has been disrupted, its significa-
nce being called into question. The notion of sensitiveness
that | have mentioned would probably deserve a scrupulous
cultural-sociological analysis to describe more accurately as to
how profoundly it is associated with the feelings of frustration,
anger and fear, but also with the possibility of new hopes. It is
also within this context that perceive the title of this year’s ca-
talogue and exhibition of the graduates’ works, Burned-out Mu-
ses, Healed Monsters - the 2021 Graduates of the Academy of
Fine Arts, as an expression of how acutely present this feeling
is in the current situation, and not only in our institution. | would
very much like to believe that the most difficult times are be-
hind us, so let us be resolute in bringing back the intense mode
of studying, the usual way of working and living everyday life.
To conclude the foreword, | wish to express special thanks to
the graduates for their dedication to completing their practical
and written works, for their patience in organising the participa-
tion of external examiners, for their cooperative efforts throu-
ghout their studies and their invaluable contribution to prepa-
ration of the exhibition and the catalogue. | would also like to
thank all the teachers and staff for cooperation and assistance
in development of the whole project.

| hope you will all be able to enjoy good health and endless
supply of creative energy in both your private and professio-
nal lives.

With best wishes,

Prof. Tomas Vanék
Rector of the Academy of Fine Arts in Prague
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Vyhotelé muzy, vylééend monstra', zapisky z mediace

- Kurator pfi pripravé diplomantskeé vystavy volil mediacni
aspekt, jenz moznost jednani v ramci této profese nabizi, oproti
aspektu taxonomickému?. Prehlidky praci vysokych umélec-
kych skol, salony (vystavy) v 19. a 20. stoleti, popularni vystavni
prehlidky typu MALBA, SOCHA, OBJEKT, FOTOGRAFIE nebo
AVU NOW?! lakaiji kuratory k uplatnéni druhého principu. Tézko
se odolava pojmenovavani spole¢ného a odliSného, tfidéni podle
znakU na ismy a pfipisovani obsahové identity vidénému. Pristup
ale skryva dalsi nebezpeci. Podfizuje divakiv pohyb kolem dila

a percepci pojmenovani, vice identifikuje, nez osvobozuje spou-
tané; podporuje zdani, Zze uméni je véci ryziho individualismu.

- Umélecky provoz vyménou za inscenovani ,stylistické a dis-
kurzivni heterogenity” otevira kuratorovi taxonomovi pfistup do
elitniho prostoru spolec¢enské viditelnosti, obydlenému influen-
cery*kami a dalSimi osobnostmi, v némz obhaijuji vlastni origi-
nalitu. AvSak taxonomie soubornych pirehlidek se povytce kon-
struuje ze stfedu mainstreamu, takze minoritnim hlastm, které
¢asto i unikaji taxonomizaci, je zde potvrzeno okrajové misto
nebo absentuji. Kurator mediator (konverzacni autorita) se stara
o distribuci pomysiného mikrofonu v mistnosti tém, ktefi k nému
maiji znesnadnény i snadny pristup. Je mu znamo, ze tim napliu-
je pozadavek po diverzité instituce. Je mu znamo, ze vyslovené
nazory proplétaji situované zajmy jedincl se zajmy skupin, jez
reprezentuji. Kurator mediator ma blizko k divadelni napovédsg,
jez je po vétsinu ¢asu néma, ale musi tu byt, aby slova mohla za-
znit. Vyhledava polostin, zprihlednuje se, aby svym monologem
nerusil vystoupeni. Kuratorovi mediatorovi lezi na srdci zahlcené

1 Nazev vystavy vznikl hlasovanim diplomujicich, grafikd a kuratora a volné se vaze k debaté
o sedmi divech svéta (vysvétleni déle v textu). Kurator mu rozumi jako procesu na umélecké
Skole, v némz se souc¢asné misi ztrata ddvéry v umélecké i antiumélecké hodnoty (staré
i nové muzy) doprovazenému svépomocnou lé&bou znak silenstvi, jimiz jsou protkany
vztahy ¢lovéka k zivému a nezivému (monster kolektivnich, monster ve mné).

2 Taxonomie je védecky postup, ktery popisuje, klasifikuje a pojmenovava
organismy/kulturni objekty. Napfiklad v biologii uziva morfologicka, behavioralni,
geneticka a chemicka pozorovani a védomosti.

3 Pravé ted.
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smysly divaku, hleda, ¢im v nich vzbudit spekulativni empatii.
Sleduije linii odosobnéni némé napovédy, pozadal kurator me-
diator diplomuijici, aby pro tohoto privodce vystavou sepsali/y
kratké prdvodcovské texty o svych pracich ve treti osobé.

- Kurator mediator soustredil své usili na to, co se jevi na ko-
lektivni vystavé nejsamoziejméjsi, ale pfi seznamovani s diplo-
mujicimi vystoupilo jako momentalné promi¢ené nebo prosté
chybéjici. At z dlvodu probihajici pandemie viru SARS-CoV-2,
anebo autonomni povahy ateliérové vyuky na AVU (velmi prav-
dépodobné kombinaci obojiho), zde pocitoval patrny deficit
spoleé¢ného. Spole¢ného, jez vznika napri¢ ustalenymi hrani-
cemi ateliérd a komunit a mohlo by byt sdileno inkluzivné spo-
le¢né s divaky*ckami. Ani fyzické sousedstvi uméleckych praci
v prostoru, ani prinalezitost k jedné umélecké skole automaticky
negeneruji vymény pozitivnich ¢i diskomfortnich nazorl a emo-
ci. Povazoval by za uspokojivé, pokud by spole¢né nemuselo vy-
ustit v néjaky hmatatelny vysledek a mohlo zuUstat jako vyi¢ené
slovo, mizejici v okamziku, kdy bylo vysloveno. Presto byl v sou-
hlasu s ¢lenkami/ny komunity diplomujicich u¢inén mediacni
pokus prFiznavaijici prani néco (z)formulovat.

- Od dob Strabdna, ktery je peclivé popsal, si kazda doba pri
vystavbé kolektivniho ducha hledala své divy. Vyjimeé&na svym
rozsahem, velikosti, komplikovanosti u¢inku. Kurator mediator
pro zacatek navrhl sedm divu svéta jako pristupny start rozho-
vorU* o tom, co soukoli vystavy mUze vyrabét. Tento ponékud
naivni navrh nebyl odmitnut ani nahrazen vhodnéjsim, at z ne-
zajmu, nebo proto, Ze udiv nad kouzlem rébusu pfitahuje k jed-
nomu stolu détskou zvédavost s dospélou znalosti touzici prijit
véci na kloub.

-> Prosivani pritomnosti pfi patrani po sou¢asnych divech pred
ocCi vynasi i archaické muzy a monstra. Je patrné, ze jde o ryzo-
vani, pfi némz doty¢ny*a po stehna &i po pas stoji ve vrstvach
minulych budoucnosti, ¢asto podléhajicich erozi a kolektivnimu
zapomnéni. Navzdory eurocentrickému ukotveni patrani po

4 Ty se uskute¢novaly z divodu pferuseni vyuky na on-line platformé MS Teams.
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sedmi divech od antiky provazela touha po poznani rozmani-
tosti svéta az k jeho nejzazsim hranicim. Bylo nedilné spojeno

s migraci lidi, informaci a ideji. Vraci nam pred oci staré modely
svéta (jejich komplexitu, multilateralitu, omezenost i diskriminu-
jici nadrazenost) a tim stimuluje aktualni, provincializujici a sou-
¢asné planetarni horizonty imaginace.

- Lécba; DIY: Klam; Oaza, atmosféra spanek; Identita; Vyhoreni
a latkova proména; Samoziejmost.

To jsou divy navrzené ¢lenkami/ny komunity diplomujicich
rozlozené do sedmi skupin, v poradi podle poctu hlasu. Jejich
interpretaci zde neprovadi ani diplomuijici, ani kurator media-
tor, jsou predlozeny k volnému pouziti divakiim vystavy a neni
vylouéeno, ze mohou slouzit komukoliv.

-> Diplomuijici v pribéhu posledniho roku prechazeji pres most
spojujici bifeh uméleckého vzdélavani® s rysujici se pevninou
svobodné umélecké praxe. Mezi dvéma brehy na diplomuji-

ci utoc¢i protichudné sily. Vyborné splnéni ,posledniho ukolu®
(zadani, konzultace, zkouska) bude posouzeno skolni komisi za
ucelem (ne)udéleni titulu. Soucasné s tim umélecky privliastek
prace, jimz se reformovana, kriticka Akademie pysni; jeji svrcho-
vana svoboda, autonomie a kriticnost. Stretavani skolniho dis-
pozitivu se svobodou v minulosti vzdy plodilo konflikty a skfipé-
ni, spiSe nez harmonické skladby®.

- Letmo pripomenme nedavnou historii paradoxu. Uznani rea-
dy-made, nahrazeni klasické definice uméleckého talentu spole-
¢enskou urgenci, hrou ¢i prosté aktivitou (J. Beuys, R. Filliou, St.
Auby), explicitné politicka kurikula, zavedeni feministickych pro-
gramu, programu post- a interdisciplinarnich s pfimou vazbou

na spolec¢enskou zménu a dalsi reformy uvedly radikalni kultur-
né spolecenské zmény po roce 1945 do prostredi univerzitniho
vzdélavani. Antiuméni ¢i kontrakultura nemély az na vyjimky
kratkodobych experimentt nadéji hloubé&ji zménit ustalenou hie-

5 Ktery je zalidnény skolou stimulovanym publikem, jak pfipadné poznamenava Pavel Blchler.

6 Nutno dodat, Ze kurdtor mediator neni neutralni externista, ale je zaméstnan jako prorektor,
¢len vedeni AVU.
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rarchii univerzitniho prostredi, pouze je alternativné ,zmékceu;ji*.
Reformy vyukovych kurikul ale ¢im dal zfetelnéji znemoznovaly
hodnotit pokroky studujicich vyhradné na skale remesiného
zvladnuti vytvarného média (zruénost, trénink, bravura), ¢i podle
miry emanace talentu coby plodu rozvoje femesiné prupravy.
Hodnoceni studijniho/tvaréiho pokroku se pieneslo do proble-
matiky ,konceptl antiuméleckych gest ¢i postojd, které se ve
valné vétsiné zakladaji na alternaci, popfipadé negaci dosavad-
nich hodnot a autorit. Skoly vstoupily do obdobi akademického
antiakademismu, ktery pripravuje vzdy a znovu horké chvile
vyucujicimu*ci, kdyz v jednom téle mentor-pedagog? protifeci
svobodnému umélci, a naopak®. Je to novodoba verze staré-
ho sporu mezi dusi a télem, kde pedagog je volan pred soud
umeélcem, aby se zodpovidal své druhé poloviné za hrich spa-
chany na umeélecké svobodé. Béhem posledniho roku je dégjinné
institucionalni rozpor s finalni vahou prenesen na diplomuijici

a prevzeti tohoto nevyzadaného bremene absolventkami*ty je
ve skute¢nosti neoavantgardnim prechodovym ritualem z an-
tiakademické akademie do podobné komplikované ,svobodné
profese” po ukoncéeni skoly.

- Aby z principu antiakademické praxe, v niz se suverénni
umeélkyné*ec svobodné inspiruje antidisciplinarnimi vzory, ne-
zbyla jen prazdna floskule, aby se ze strategie antiuméni ne-
stala vypocitava umélecka taktika, jsou studujici proslapavajici
takovou cestu privedeni k nutnosti kriticky posuzovat veskeré
predané védéni véetné svého hodnoceni, komunitni i individu-
alni empatie, jez jim instituce poskytuje. Negace negace (anti
anti-) u nékterych diplomuijicich vede k jejimu zruseni a (ne)
samozrejmému prijeti kanonu. Neoakademismus (nebo chce-
te-li akademicky akademismus) ale mUze mit dvé tvare. Prijeti
7 Od renesance umélecké skoly usilovaly o status univerzit, coz jim bylo nékde i vice

nez stoleti zamitano z dlivod( védecky nepiesvédcivého teoretického kurikula.
Viz Nikolaus Pevsner, Academies of Art, Past and Present, 1940.

8 Mentor*ka-pedagog*zka se podili nebo sestavuje kurikula program, studijni plany,
definuje ¢asovou naro¢nost studia, kritéria hodnoceni Uspésnosti pfi studiu ad.

9 Svobodny/a umélec/kyné vi, pro¢ se uméni neda uéit, viz
James Elkins, Why Art Cannot Be Taught, 2001.
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starsich akademickych kanonu stavéjici se k antiakademismu
negativné (tradicionalismus) anebo nekritické prijeti instituci-
onalné ochoc¢ené antiakademic¢nosti (normcore). Oba pristupy
jsou netec¢né k projektu alespon ¢aste¢né autonomie™, ale
pritom prehravaji odlisné a konfliktni pribéhy minulosti, v nichz
jejich vypravéci*ky (vyucujici nebo jiné vzory) stali na pravdivé
odlisnych pozicich v minulé tragédii, jez se dnes mize nékomu
jevit jako fraska. Je zde cela rada dalSich pozic, které by staly za
popis, ale s vystavou umélcu budoucnosti se spojuje predevsim
ocekavani, ze nabidne linie Uniku z patové situace. A tady konci
pole vykolikované kuratorovi mediatorovi a s radosti vyzyva ka-
zdého, aby se v prvni fadé stal zplnomocnénou diva¢kou a neo-
pomnéla pritom byt zvidavym ¢tenarem*kou. Treba potka por-
trét svétce - vyléCené zombie neoromanticky se klatici hajem
vyhorelych muz.

10 O némz se fada autort domniva, ze existuje jen jako pozdné kapitalisticky imaginarni prelud
autonomie. Jiz za sou¢asného stavu provazanosti ekonomiky, spektaklu a sou¢asného uméni
neni mozné dosahnout.
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Divy svéta 2021, grafika inspirovana ranou videohrou 3D Monster Maze /

Wonders of the World 2021, graphics inspired by early videogame 3D Monster Maze.
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Burnt-Out Muses, Healed Monsters'', Mediation Notes

- In planning the graduate exhibition, the curator chose

a mediational approach, one of the possibilities offered by our
profession, over a taxonomic approach.’? Surveys of works
made at art schools, 19"- and 20"-century salons, and pop-
ular exhibitions on the subjects of painting, sculpture, object
art, photography, or “AVU Now” entice curators to take the
second approach. It is difficult to resist the temptation to
identify commonalities and differences, to categorize into
isms on the basis of certain characteristics, or to ascribe

a content-based identity to what we see. But this approach
contains further dangers. It subordinates the viewer’s percep-
tion of and movement around the work of art to this labeling;
it identifies rather than liberates; it promotes the appearance
that art is an individualist thing.

- In exchange for staging “stylistic and discursive heteroge-
neity,” the art world gives the curator-taxonomist access to
an elite space of social visibility inhabited by influencers and
other personalities where they defend their own originality.
But the taxonomy of group exhibitions is constructed primar-
ily from the middle of the mainstream, meaning that minority
voices that often elude taxonomization are either marginal-
ized or entirely absent. The curator-mediator (conversational
authority) passes a microphone around the room to every-
one regardless of their ease of access to it. He knows that in
doing so he is meeting requirements for institutional diversity.
He knows that the viewpoints thus expressed mix individu-
als’ situated interests with the interests of the groups they

11 The exhibition’s title, the result of a vote by the graduates, graphic designers, and curator,
relates loosely to a discussion of the Seven Wonders of the World (as explained later in
the text). The curator understands it as describing the process at art schools in which
a loss of faith in artistic and anti-artistic values (old and new muses) is combined
with the self-healing of symptoms of madness that characterize our relationship
to the living and non-living world (collective monsters, personal monsters).

12 Taxonomy is the science of describing, classifying, and naming organisms/cultural objects. In
biology, it uses morphological, behavioral, genetic, and chemical observations and findings.
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represent. The curator-mediator is something like a prompt in
the theater who spends most of his time silent but who must
be there to ensure that the words will flow. He remains in the
shadows, transparent, so that his monologue will not disturb
the performance. The curator-mediator seeks to flood the
audience’s senses; he tries to arouse within them a specula-
tive empathy. In line with the depersonalization of the silent
prompt, he has asked the graduating students to write short
texts about themselves in the third person.

- The curator-mediator has focused his efforts on the
seemingly most self-evident aspects of a group exhibition
that nevertheless, during the phase of getting to know the
graduates, proved to be momentarily out of date or missing.
Whether for reasons of the ongoing SARS-CoV-2 epidemic
or the autonomous nature of studio instruction at AVU (or
very possibly a combination of the two), he felt a clear lack
of commonality, one that emerges across the established
boundaries between studios and communities and that could
be shared inclusively and jointly with viewers. Not even the
physical placement of artworks next to one another, nor the
artists’ affiliation with one and the same school automatically
generate an exchange of positive or uncomfortable view-
points and emotions. The curator would have been satisfied
if this commonality did not have to produce a tangible result
but could have remained like a word that disappears the
moment it has been uttered. And yet, in agreement with the
members of the community of graduates, it was decided to
engage in a mediational attempt that recognizes the desire to
formulate something.

- Ever since the time of Strabo, who described them me-
ticulously, every period in history has sought out its own
wonders when constructing its collective spirit, wonders that
are exceptional in their scope, size, and complicated effect.
The curator-mediator began by suggesting the Seven Won-
ders of the World as an accessible way of opening up con-
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versations'™ about what the exhibition might produce. This
somewhat naive proposal was neither rejected nor replaced
by a more suitable one - either out of lack of interest or be-
cause the amazement felt at the magic of the rebus attracted
childlike curiosity along with an adult knowledge yearning to
get to the bottom of things. Sifting through the present day

in the search for contemporary wonders, we come across
phenomena (muses or monsters) that represent physical
incarnations of explanations hidden to our era, that hint at the
present’s connection with the future and with unanswered
challenges of the past. It is clearly a process of panning for
gold during which one is up to one’s thighs or waist in layers
of past futures, many of them subject to erosion and collec-
tive forgetting. Despite its Eurocentric roots, since ancient
times the search for the Seven Wonders has been accompa-
nied by a desire to explore the diversity of the world all the
way to its furthest limits. It has been inherently associated
with the migration of people, information, and ideas. It pre-
sents us with old models of the world (their complexity, multi-
laterality, limits, and discriminating superiority) and thus stim-
ulates contemporary provincialist and yet planetary horizons
of the imagination.

- Healing; DIY; lllusion; Oasis, the Atmosphere of Sleep;
Identity; Burnout and Metabolism; Implicitness.

These are the wonders suggested by the members of the
community of graduates, divided into seven groups and or-
dered according to number of votes. They are here interpret-
ed neither by the graduates nor by the curator-mediator, but
are presented for the exhibition viewers to use as they wish.
It has not been ruled out that they could serve anyone.

- Over the course of their final year, the graduates cross
a bridge connecting the shore of art education' with the

13 Because of the cancellation of in-person instruction, these conversations
were held online via MS Teams.

14  Which, as Pavel Buchler has aptly noted, is populated by a public stimulated by the school.
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mainland of free artistic practice looming on the horizon. On
their path between these two shores, they are assaulted by
various opposing forces. Their excellent fulfilment of their
“final task” (assignment, consultation, exams) is assessed

by a school committee with the purpose of awarding or not
awarding them a title. At the same time, the artistic aspects
of their work — aspects in which the reformed, critical Acad-
emy prides itself — are consummate freedom, autonomy, and
criticality. In the past, the clash between the school’s dis-
positive and freedom has always led more to conflict and
grating of teeth than harmonic arrangements.”® We shall here
briefly recall the recent history of a paradox. The recognition
of readymades, the replacement of the classical definition of
artistic talent by social urgency, playfulness, or simple activity
(Joseph Beuys, Robert Filliou, Tamas St. Auby), and the in-
troduction of explicitly political curricula, feminist programs,
post- and interdisciplinary programs with direct ties to social
change, or other reforms incorporated into university educa-
tion the radical changes that took place in society in culture
after 1945. With just a few short-term experiments, the anti-
art or counterculture movements had little hope of more
profoundly altering the established hierarchy of the university
environment and merely succeeded in effecting an alternative
“softening.”"® But reforms of educational curricula increasing-
ly hampered the ability to measure students’ progress in mas-
tering the craft aspects (skill, training, bravura) of their artistic
medium or to gauge their level of immanent talent as a fruit of
their artisanal training. The assessment of students’ artistic/
educational progress was transferred onto the question of
“‘concepts,” meaning anti-artistic gestures or positions that
for the most part are founded on the alternation or negation of

15 It should be noted that the curator-mediator is not an external consultant
but, as a vice-rector, is a member of AVU’s management.

16 Art schools have sought university status ever since the Renaissance, something that in some
places they were denied for several centuries because of their scientifically unconvincing
theoretical curriculum. See Nikolaus Pevsner, Academies of Art, Past and Present, 1940.
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existing values and authorities. Schools now entered a period
of academic anti-academism that repeatedly forced teachers
to face a complicated situation in which mentor-teachers'
must co-exist in one and the same body with their antithetical
counterpart, the fine artist.”® It is a modern version of the an-
cient struggle between body and soul, in which teachers must
stand trial before their other half, the artist, in order to answer
for their sins against artistic freedom. During the final year

of art education, this historical institutional conflict is trans-
ferred onto the graduating students with all its weight, and
their acceptance of this unrequested burden is in actuality

a neo-avant-garde ritual of transition from the anti-academic
academy into the complicated existence of a “free profession-
al” upon completing their education.

- In order for the concept of anti-academic practice in which
the sovereign artist is freely inspired by anti-disciplinary
models to be more than just an empty phrase, and in order
for the strategy of anti-art to not become a calculated artis-
tic tactic, students following this path are guided towards

the need to critically assess all imparted knowledge as well
as the assessments and community and individual empathy
provided to them by the institution. Among some graduates,
the negation of negation (anti anti-) leads to its abandon-
ment and the (non-)implicit adoption of the canon. But such
neo-academism (or, if you like, academic academism) can
have two faces: The adoption of older academic canons that
take a negative stance to anti-academism (traditionalism) or
the uncritical adoption of institutionally domesticated anti-
academism (normcore). Both approaches are indifferent to
the project of an at least partial autonomy,”® but they present

17 Among other things, the mentor-teacher contributes to or compiles the curricula for study programs
and plans, defines educational time demands, and determines the criteria for student evaluations.

18 A fine artist knows why art cannot be taught. See James Elkins, Why Art Cannot Be Taught, 2001.

19 Numerous authors believe that autonomy exists only as a late-capitalist illusion
that is no longer attainable under the current state of interconnectedness
between economy, spectacle, and contemporary art.
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different and conflictual stories of the past whose narrators
(teachers or other models) held truly different positions in

a past tragedy that might strike some people today as a farce.

There exists a whole range of further positions worth describ-
ing, but any exhibition of future artists is associated primarily
with the expectation that it will offer a way out of this stale-
mate. And here we run into the boundaries of the field staked
out for the curator-mediator, who happily invites everyone to
first and foremost be a fully engaged viewer while not forget-
ting to also be a curious reader. Perhaps they will encounter

a portrait of a saint — a healed zombie neo-romantically lum-
bering through a grove of burnt-out muses.
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Adrian Altman « 2021, bavinéné platno, dievény blind ram, olejové barvy, spreje,
akrylatovy Seps, terpentyn, Inény olej / cotton canvas, wooden blind frame, oil paints,
sprays, acrylic gesso, turpentine, linseed oil, 120 x 90 cm



Barbora B&hounkova « Bez nazvu / Untitled, 2021, skica, tuzka na papife /
sketch, pencil on paper, 148 x 210 cm « Bez nazvu / Untitled, 2021, detail kresby
Vojtéch Bastyr « Bez nazvu / Untitled, 2021, olejomalba / oil painting, 205 x 195 cm B uhlem na sypkoviné / detail of a charcoal drawing on ticking, 150 x 220 cm



David Brna « Zivot s neptitelem / Living with the Enemy, 2021, video, 11 min D Tereza Darmovzalova « open plan, 2021, 3D model instalace / 3D installation model



Eliska Dvofakova « Bez nazvu / Untitled, 2021, tkany gobelin, textil, dfevo /
Véclav Doubek » Bez nazvu / Untitled, 2021 D woven tapestry, textile, wood, 95 x 120 cm



Milo$ Englberth « Podobizna svétce, druha polovina 18. stoleti, neznamy barokni mistr,
olejomalba na platné (stav pred restaurovanim a v prabéhu snimani povrchovych
necistot), 101 x 79 cm, sbirka Rytifského Fadu kfizovnik{ s ¢ervenou hvézdou / Portrait
of a Saint, 2" half of the 18 century, anonymous Baroque master, oil on canvas (state
before the restoration and during the removal of surface impurities), 101x 79 cm,
collection of the Knights of the Cross with the Red Star

Frantisek Hanousek » Dalava space / The Space of Faraway, 2021,
pohled do instalace vystavy ,Sedlina: kdyz nase fidli fidli nas provazi“ /
view of the exhibition “Sediment: When Our Fiddling Accompanies Us”



Kristina Haviarova « Mam len dve miestnosti, favu a pravi hemisféru / | Only Have Two
Rooms, the Left and Right Hemispheres, 2021, dievo, keramika, hlinéna omitka, sololit, Milada Hejdovéa » Cervena nalada A / Red Mood A, 2021, akryl a fix na papife /
folie, instalace / wood, ceramic clay, clay plaster, fiberboard, foil, instalace / installation H acrylics and fell-tip on paper, 122 x 79 cm



Jan Hladik « Fragmentace informaéniho pfetizeni / Fragmentation Hana Chmelikova a kolektiv  Invisible, 2021, dokumentace procesu a instalace (Material
of information overload, 2021, model pro objekt / model of an object CH 01,02, 03, 04) / documentation of the process and installation (Material 01, 02, 03, 04)



Jindfiska Jablrkova « Matter of time, 2021, rizné materialy, instalace /
various material, installation

Bara Kahudova « Panna Marie Bolestna, bozzetto vytvorené jako soucdast

teoretické prace, 2020-2021, vydusek z umélého kamene s rekonstrukci polychromie,
82 x 32 x 20 cm, foto v prabé&hu vytvaieni rekonstrukce polychromie / Our Lady of
Sorrows, bozzetto created for the theoretical part of the diploma thesis, 2020-2021,
pressed artificial stone with reconstructed polychrome, 82 x 32 x 20 cm, photograph

of the polychrome reconstruction « Kamenna socha Panny Marie Bolestné z Nové Paky,
1771, autor neznamy, &erveny piskovec (foto po restaurovani), 300 x 74 x 45 cm /

Stone sculpture of Our Lady of Sorrows from Nova Paka, 1771, anonymous artist,

red sandstone (photograph of the state after the restoration), 300 x 74 x 45 cm



Viktor Kékos « Mésto Sidlisté. Odra / Housing Estate City. Odra, 2021, Magdaléna Kasparova » Osobni archeologie / Personal Archeology,
pohled sever a axonometrie / view north and axonometric projection K 2021, webova stranka / website



Julie Kopova « Chaos, 2021, akryl a olejovy pastel na platné / acrylics and oil pastel
Samuel Kollarik « Bubble planting, 2020, akryl a olej na platné / on canvas, 240 x 160 cm « Ticho / Silence, 2021, akryl a olejovy pastel na platné /
acrylics and oil on canvas, 40 x40 cm K acrylics and oil pastel on canvas, 240 x 160 cm



Tereza Krninské Buskova « Svata trojice / The Holy Trinity, 2021, sadra, sadrokarton,
Anna Krninska « Skok do znama / Leap into the Known, 2021 K balakryl / plaster, plasterboard, Balakryl acrylic paint, 125 x 200 cm



Martin Lacko « Obraz generovany autorskym softwarem, upravovany uzivatelem do
Tomas Kubelka « Mésto Sidlisté. 50.1283672N, 14.4155097E / Housing Estate City. unikatni formy, jedna z dfivéjsich fazi diplomové prace / Image generated by authorial
50.1283672N, 14.4155097E, 2021, vizualizace / visualization L software, user-modified to a unique form, one of the earlier stages of the diploma thesis



Anna Langova » Bez nazvu / Untitled, 2021, tus a akvarel na papife /
ink and watercolor on paper, 293 x 210 cm L Simon Levitner za kolektiv BCAA system « No Blade of Grass, 2021, video, 18:20 min



Adam Liska « Dvefe / Door, 2021, alchymaz a tuzka / alchemage and pencil, 11,5 x 18 cm
« Chodba / Corridor, 2021, tuzka, te¢kovani tusi / pencil, ink dotting, 297 x 210 cm L Tereza Liskova « Mésto / City, 2021, olej na platné / oil on canvas, 120 x 150 cm



Oleksandr Martsynyuk « AirBreath (vizualizace objektu) /
AirBreath (object visualization), 2021, mixed media, 125 x 100 cm M Max Maslo « J& jsem tam nebyl / | Wasn’t There, 2021



Ondfej MinafF « Bez ndzvu / Untitled, 2021, olej na platné / oil on canvas, 65 x 90 cm
Jan Matysek « Hairy Visitor / Hairy Visitor M « Bez ndzvu / Untitled, 2021, olej na platné / oil on canvas, 65 x 90 cm



Alzbéta Pomahacova « Mésto Sidlisté. Prefabrikované domovy / Housing Estate City.
Prefabbed homes, 2021, detail typického podlazi a vizualizace panelového domu T1/
Slavomir Peterka « Bohnice, 2021, detail a uliéni profil / detail and street profile P detail of a typical floor and visualization of a house T1



Martin Pondélicek « Bud Vesuvem mému Herkulaneu / Be the Mount Vesuvius
to My Herculaneum, 2021, instalace, video, performance, objekt, variabilni velikost / Adam Rada « Aberdeen, 2021, olej na platné / oil on canvas, 70 x 95 cm
installation, video, performance, object, variable size R « Detroit, 2021, olej na platné / oil on canvas, 70 x 95 cm



Katefina Samkova « Prizkum a restaurovani transferu gotické nasténné malby,
neznamy fragment s Ukfizovanym a Pannou Marii, zavér 14. stoleti, fresco secco,

65,5 x 78,5 x 3,2 cm, Muzeum hlavniho mésta Prahy. Fotografie ve VIS, UV luminiscenci,
IR, zobrazeni ve falesné barevnosti, RTG, PTM / Research and restoration of the transfer
of a Gothic mural, unknown fragment with The Crucifixion and the Virgin Mary, late

14t century, fresco secco, 65.5 x 78.5 x 3.2 cm, The Prague City Museum. Photograph

in VIS, UV luminescence, IR, visualization in false color scale, X-ray, PTM

Lukas Slavicky s 1. &ast - skok / Part 1 - The Jump, 2021, olej na platné /
oil on canvas, 30 x50 cm



Markéta Soukupova « Obrazy z prace na zahradach i silnici / Views from Working
in Gardens and on a Road, 2021, akryl a olej na platné / acrylics and oil on canvas
« Pracovni tyden by mél mit 5 dni / Workweek Should Have Five Days 2021,
kresby a fixy, A4 / felt-tip drawing, A4

Barbora Semberova « Spokojené 1ig&i usi / Contended Fox Ears,
2021, olej na platné / oil on canvas, 31x18 cm

(dp]]



(dp]]

Josef Smid « Hrana / The Verge, 2021, fotografie malby pro videohru /
photograph of a painting for a video game

(dp]]

Petr Stalzer « Adorujici andél, 1. pol. 18. stol., polychromovana plastika

z lipového dieva (stav v prubéhu restaurovani), 100 x 65 x 36 cm / Adoring Angel,
15t half of the 18" century, linden-wood polychrome sculpture (state during the
restoration), 100 x 65 x 36 cm



(dp]]

Edita Strajtova « Wake Up Slowly, Butterfly (spoluautor / in cooperation
with Barbora Volfovd), 2021, prostorova instalace, detail kovové konstrukce /
spatial installation, detail of the metal construction

(dp]]

Klara Svandova « Shelter of Trust, 2020, rGzné materialy, instalace /
various materials, installation



Tereza Trnkova « Most mezi nami / The Bridge Between Us, 2021,
objekt z krystall rizeninu u pramene potoka Rokytka /
Laura Trencanska « Nevermore, 2021, video, 5 min T rose quartz installation by Rokytka stream, 100 cm



Annemari Vardanyan « Shadows of forgotten ancestors / Shadows of forgotten ancestors, Klara Vejvodova  Mésto sidlisté a prace, Zahrada a Pavilon prace / Housing Estate
2021, akryl a olejovy pastel na platné / acrylics and oil pastel on canvas, 250 x 160 cm V City and Work, Garden and Work Pavillion, 2021, vizualizace / visualization



Jan Vosynek « Geron, 2021, video

Adrian Altman (*1993)
Malba 3 / Painting 3

Dvorni $asci kralG odpadu /
The Court Jesters at the Kings of Junk

©Z Po obdobi koketovani s riznymi pfistupy se
Adrian Altman rozhodl ponékud kfivolakou cestou
navratit k malifské tradici. Ve své praci tak pouziva
bavinéné platno napnuté na dievéném blind ramu,
olejové barvy, spreje, akrylatovy Seps, terpentyn

a Inény olej v pfiznané materialistickém pojeti.
Misto mobilu se §tétcem v ruce. Posedlost a touhu
tvrdosijné né¢emu ptijit na kloub si tentokrat pro-
minul. Neobjevuje nic nového, jde spi§ o zamérné
bezvyznamny povzdech. Nesnazi se uspokojit
horlivou poptavku po nonkonformité. Nechce
monopol na viditelnost ani mu nejde o etablovani
rozpoznatelné znacky skrze komodifikaci sebe
sama. Nejen ateliér Malba 3, ale i instituce AVU

a spektakl diplomovych praci vytvari ramec, ktery
urcil samotnou Altmanovu praci.

EN After a period of flirting with different ap-
proaches, Adrian Altman decided to return to the
painting tradition in a rather crooked way. He uses
cotton canvas stretched on a wooden blind frame,
oil paints, sprays, acrylic gesso, turpentine and
linseed oil in an admittedly materialistic sense.

A B

Holding a brush instead of a mobile phone. He re-
signed the obsession and the desire to stubbornly
get to the root of something this time. He does not
discover anything new; it is rather a deliberately
insignificant sigh. He does not try to meet the
zealous demand for nonconformity. He does not
want a monopoly on visibility, nor does he want

to establish a recognizable brand via commodifi-
cation of himself. Not only the Painting 3 studio,
but also the institution of the Academy of Arts in
Prague and the spectacle of diploma theses create
a framework that determined Altman’s work itself.

Studium / Studies

2019-2021 Malba 3 (J. Bolf a J.Hosek)

2021 Ateliér hostujici umélkyné (A. M. Chisa)

2018-2019 staz na Royal Institute of Art, Stockholm

2019 Intermédia 3 (T. Vanék)

2018 Nova média 2 (A. Daucikova)

2018 staz na FAMU, ateliér Temporary Arts (J. Jansa)
2017-2018 staz na FaVU VUT, ateliér Malba (L. Rathousky)
2015-2017 Malba 3 (M. Rittstein)

instagram.com/xadalt

Vojtéch Bastyr (*1985)
Malba 4 / Painting 4

Fiktivni svét / Imaginary World

©Z \/ojtéch BastyF se ve své praci zabyva propoje-
nim fiktivniho a realného svéta ve vypravné celky,
které evokuji bizarni realie paneldkovych sidlist,
popkulturu graffiti a vietnamsky kyc¢. Inspiraci
hleda v klasickych namétech z historie, jiz se

snazi transformovat s ohledem na zménu vnimani
moralnich hodnot dneska. Bastyiovy obrazy
vyuzivaji vysokou svételnost a barevny kontrast,
aby vyvolaly pozitivni nédladu souvisejici s kolori-
tem graffiti, pastelovou tonalitou sidlist a kiikla-
vym kontrastem kyce. Figurativni ndméty se tak
objevuji v déjové interakci s fantasknimi monstry

v sidlistnich redliich ¢i v prostiedi vietnamskych
obchodd. Sedé postavy plni v jeho malbach ulohu
pruvodcu a zaroven jsou jakymisi lakmusovymi pa-
pirky moralnich hodnot vztahujicich se k sou¢asné
dobé. Zhmotnéla monstra pomahaji prdvodcim

v boji s okolnimi nastrahami, zaroven ale prejimaji
formy nauéené pruvodci. Postupné se ptizpusobuji
nasemu svétu a uci se z néj. Na obraz se Bastyr
snazi vzdy divat jako na pfibéhovy moment, jenz
vytrhl z del$Siho déjového kontextu. Proto se rovnéz
zabyva komiksem, ktery mu umoziiuje formu sek-
venéniho vypraveéni.

EN Vojtéch Bastyf in his work deals with the
connection of the fictional and real worlds into



narrative units that evoke the bizarre realities of
prefabricated housing estates, graffiti pop culture,
and Vietnamese kitsch. He seeks inspiration in
classic subjects found in history, trying to trans-
form them with regard to the changing perception
of moral values of today. Bastyi’s paintings employ
high luminosity and color contrast in order to
evoke a positive mood linked with the color range
of graffiti, the pastel tonality of the suburbs, and
the striking contrast of kitsch.

Figurative subjects thus appear in the plot interac-
tion with fanciful monsters in the housing estates’
realities or in the environment of Vietnamese
shops. The gray figures play the role of guides in
his paintings and at the same time they are a kind
of litmus paper of moral values related to the
present. The materialized monsters help the guides
fight the traps set all around, but at the same time
they take on the forms taught by the guides. They
are gradually adapting to our world and learning
from it. Bastyr always tries to look at a painting

as a story moment, which he had pulled out of

a longer plot context. Therefore, he also deals

with comics, which allows for a form of sequential
narration.

Studium / Studies

2017-2021 Malba 4 (M. Mainer, M. Meduna a P. Dub)
2015-2017 Restaurovani vytvarnych dél malifskych
a dievéné polychromované plastiky (K. Stretti)

Barbora Béhounkova (*1993)
Grafika 2 / Printmaking 2

Je tu hra, nevidim hrage /
There’'s a Game, but | Don’'t See the Players

€Z Pfiroda je prostiedim i metaforou. Netaze se.
Spole¢nost se podoba pfirodé, v niz se identita
rozhoduje v zédpase. Vystava je koncipovana jako
vyzva. Pfedstavuje pole pusobnosti s pevnymi
body, kde nastavena pravidla konstelace spoustéji
hru s nevyicenym.

Kde je osobni hranice? Kdy do svéta nalezime
a kdy jsme z néj vydéleni? Jak si v ném obhdjit své
misto?

Vnitini stav potfebujeme zrcadlit ve vnéjsim
svété; jakoby potvrzuje nas radar, at je jakykoliv.

Z okoli vybirdame to, co odpovida nasemu primarni-
mu nastaveni.

Samotny titul vystavy Barbory Béhounkové je
stiznosti, zaroven zahajuje rozhovor s divakem.
Rozviji dialog prostiednictvim basnického jazyka,
ktery krouzi kolem fenoménu hranice a ohleda-
vé ho jazykovou hrou s pojmy ,hra“ a ,nic“. Hra
s vyznamy vybizi ke spoluucasti, jez vede ke katarzi
a prozitku otazek: ,Jsem soucasti, nebo zlstavam
v roli nezu¢astnéného svédka, navstévnika?“
L,Citim se v bezpegi?“ ,A to, co vidim, je v pofadku?”

Obrazy Béhounkové jsou kresleny uhlem na tex-
tilii. Jsou propustné, schopné dychat, jako hranice.
Pecet naseho vykladu se otiskuje do prostoru mezi
nimi. Prostor zUstava zavisly na nasi interpretaci,
otevieny véem predsudkdm, prozivani je tvarované
interpretaci. Vystava demaskuje rizika interpretace:
,Skaly si se mnou nehraji ani neutoci, presto mam
dojem utoku nad propasti. Odkryva ji jako hru
a nabizi se jako platforma pro zvédoméni vlastni
pozice v této hre.

EN Nature is an environment, and a metaphor. It
never asks questions. Society resembles Nature,
with fight deciding about one’s identity. The exhi-
bition is conceived as a challenge. It represents

a field of action with fixed points, where the set
rules of the constellation trigger the game with the
unspoken.

Where are our personal boundaries? When are we
part of the world and when are we separated from
it? And how should we defend our place in it?

We need to reflect our inner state in the outside
world; as if confirming our radar, whatever it is. We
choose from our surroundings what corresponds
to our primary setting.

The title of Barbora Béhounkové’s exhibition is
a complaint and it at the same time opens a con-
versation with the viewer. It develops a dialogue via
poetic language revolving around the phenomenon
of boundaries, and explores it with a language play
with the terms “game” and “nothing®. The play with
meanings encourages participation, which leads to
catharsis and faces questions such as “Am | a part
of it, or do | still play the role of a non-participating
witness, a visitor?” “Do | feel safe?” “Is what | see
okay?”

Béhounkové images are charcoal drawings
on fabric. They are permeable and can breathe,
like boundaries. The seal of our interpretation is
imprinted into the space between them. Space
remains dependent on our interpretation and is
open to all prejudices, while experience is shaped
by interpretation. The exhibition unmasks the
interpretation risks: “The rocks do not play with me,
nor do they attack, and yet | have the impression of
attacking the abyss.” The exhibition reveals this as
a game and offers itself as a platform for realizing
one’s position in it.

Studium / Studies

2020-2021 Grafika 2 (V. Kokolia)

2019 staz na UMPRUM, Intermedialni konfrontace (J. David)
2015-2018 Grafika 1 (J. Lindovsky, D. Smutny)

B

David Brna (*1996)
Nové média 2 / New Media 2

Zivot s nepiitelem / Living with the Enemy

©Z Zivot s nepfitelem Davida Brny vyuziva piibéh,
ktery byl uveden v popularnim dokumentarnim
pofadu s nazvem Nestvlry ve mné. Ten se puvodné
to¢i kolem mladé finanéni pracovnice Wendy, kte-
rou jednoho dne zaéne nesnesitelné bolet hlava. Po
mnoha Iékarskych vySetienich se zjisti, Ze ma v téle
parazita, jenz ji znemoznuje vykonavat kazdodenni
¢innosti. Po fadé neinvazivnich Ié¢ebnych zakroku
se zda, ze je parazit porazen - ale neni. Zjistujeme,
Ze parazit se usadil v mozku a neni mozné ho od-
stranit. Aby Wendy prezila, je nutna operace. Cilem
operace neni zbavit se parazita, ale upravit télo
Wendy tak, aby s parazitem dokazalo fungovat.

Dvé aktérky, Wendy a Paula, ve videu Davida
Brny komunikuji s kamerou ve velmi stylizovaném
prostiedi, které ptipomina nékolik prostor( Uzce
spjatych s neoliberalnimi pfredstavami o ¢lové-
ku - nemocnici, $kolu a korporat. Neexistuji zde
z&dné hranice a jednotlivé prostory spolu plynule
komunikuiji.

Brna pievzal pavodni piibéh ze seriélu ve formé
audio stopy, ale misto medicinské kuriozity s nim
pracuje v kontextu kultury vykonu. Perspektiva
parazita se zménila z vnitini na vnéjsi, ze soukromé
na verejnou. Autor odsouva biologické aspekty pa-
razita do pozadi a zaméfuje se na ty spole¢enské
a politické. Klade si otazky typu: Kdo je tu parazit?
A jak se zménime, abychom s nim mohli zit? Nebo
jsme se jiz zménili?



EN The work Living with the Enemy by David Brna
employs a story that was presented in the popular
documentary series Monsters inside Me. The
original revolves around a young financial worker,
Wendy, who one day gets an unbearable headache.
Many medical examinations reveal a parasite in her
body, which prevents her from performing daily ac-
tivities. After a series of non-invasive treatments,
the parasite seems to be defeated - but it is not.
We find that it has settled in the brain and cannot
be removed. Wendy needs surgery to survive. The
goal of the operation is not to get rid of the para-
site, but to adjust Wendy’s body so that it can work
with the parasite inside.

In the video by David Brna, the two actresses
Wendy and Paula talk on the camera in a very styl-
ized environment, which resembles spaces closely
linked with neoliberal notions of man - a hospital,
a school, and a corporate. There are no boundaries
and the individual spaces communicate seamless-
ly with each other.

Brna took over the story from the series in the
form of an audio track, but instead of a medical cu-
riosity, he works with it in the context of a culture
of performance. The perspective of the parasite
has changed from internal to external, from private
to public. The artist pushes the biological aspects
of the parasite into the background and focuses
on the social and political ones. He asks questions
such as “Who’s the parasite here?” “And how do we
change so we can live with it?” “Or have we already
changed?”

Studium / Studies

2014-2021 Nova média 2 (A. Dauéikova, K. Olivova

a D. Alster)

2019-2020 staz na Staatliche Hochschule fur Gestaltung,
Karlsruhe

2018 staz v ateliéru Socha 2 (T. Hlavina)

www.davidbrna.com

Tereza Darmovzalova (*1990)
Intermédia 3 / Intermedia 3

open plan

€Z Tereza Darmovzalova se ve své umélecké praxi
dlouhodobé vénuje konceptualnimu zkoumani
spole¢enskych jevl vychazejicich z kazdodenni
reality. Instalace a videa vyuziva jako nastroj pro
pozorovani a rozkryvani jejich zdroju, které prameni
z podminek souc¢asného svéta definovaného
neoliberalnimi praktikami a biopolitikou moci.
Leitmotivem je redefinice téchto vztahl a hledani
novych perspektiv. Darmovzalové programové
pracuje s apropriaénimi a subverznimi postupy
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jak ve formalnim, tak i videovém slova smyslu.
Jeji primarni autorskou metodou je postprodukéni
zachézeni s obrazovymi a zvukovymi archivy. Na
své posledni vystavé Ve svétle fizenych udalosti
v prazské Etc. galerii predstavila videoinstalaci,
jejimz hlavnim motivem byla fiktivni komunikace
zaméstnancu sklenik(, ktefi hledaji nastroj pro
spole¢enskou zménu v dlouhodobé subverzivni
podvratné taktice.

Ve své diplomové praci Darmovzalova uzavira
svou osobni zkusenost z odliSného pracovniho
a zivotniho prostiedi, které ji proménilo druhou
polovinu studia na Akademii. Zachycuje stav, kdy
se snazi vystavét novy svét na zékladech toho
starého, pfi¢emz nerezignuje a nezapira svou
minulost, své tuzby, pudy, ale snazi se s nimi szit,
popsat je a vyuzit je jako nastroj pro budouci jedna-
ni. Dany obraz je zasazen do osobniho rdmce. Ten
Darmovzalova definuje vztahem k dédictvi po svém
dédeckovi, jenz ztélesnuje vzestup i pad kapita-
listického podnikani v CR v 90. letech 20. stoleti,
a historii tfi generaci zen, které nyni hledaji pfistup
k nakladani s jeho pozlstalosti a k vlastni budouc-
nosti. Divak se ocita v remodelované kancelafi,
ktera je scénou uplynulych, sou¢asnych a budou-
cich jednani o osudu zZen, jez hledaji vychodisko
kolektivni historie a osobnich tuzeb a ambici.

EN'In her artistic practice, Tereza Darmovzalova
has long focused on the conceptual research of
social phenomena based on everyday reality. She
employs the media of installation and video as
tools for observing and uncovering her resources,
which stem from the conditions of today’s world

defined by neoliberal practices and the biopolitics
of power. The leitmotif is the redefinition of these
relations and the search for new perspectives. Dar-
movzalova programmatically works with appropric
and subversive procedures both in a formal and an
ideological sense. Her primary authorial method is
the post-production treatment of image and sound
archives. At her last exhibition In the Light of
Controlled Events, held in the Etc. gallery in Prague,
she presented a video installation, the main motif
of which was the fictitious communication among
greenhouse employees who are looking for a tool
for social change in a long-term subversive tactics.
In her diploma thesis, Darmovzalova concludes
her personal experience of a different work and
life conditions that transformed the second half
of her studies at the Academy. It captures the
situation when she tries to build a new world on the
foundations of the old one, while not resigning and
denying her past, her desires and instincts, but try-
ing to live with them, describe them and use them
as a tool for her future actions. The given image is
thus set in a personal frame. Darmovzalova defines
it by her relation to the inheritance of her grand-
father, who embodies the rise and fall of capitalist
entrepreneurship in the Czech Republic in the
1990s, and by the history of three generations of
women who are now trying to find out how to deal
with his inheritance and their own future. Viewers
find themselves in a remodeled office, which is
a scene of past, present and future negotiations on
the fates of women seeking a fundament of collec-
tive history and personal desires and ambitions.

Studium / Studies

2015-2021 Intermedia 3 (T. Vanék)

2020 Summer Academy of Fine Arts, Salzburg (E. Cortinas)
2019-2020 staz na Royal Danish Academy of Fine Arts
(KADK), Kodan

2010 - 2015 FF Univerzity Palackého, uménovédna studia

otevrenyplan.tumblr.com

Vaclav Doubek (*1989)
Intermédia 3 / Intermedia 3

Bez nazvu / Untitled

€Z\ prubéhu studia Vaclav Doubek zaélefioval do
svého vyjadiovaciho repertodru ruzné pristu-

py. Pracoval s ready-made predméty, fotografii,
videem. Vybér média byl determinovan myslenkou,
kterou chtél v dané dobé vyjadfit, nebo médium
samotné jiz predurcilo vznik vlastniho dila. Mnohdy
dochazelo ke kombinaci obojiho. Pfedméty denni
potieby, véci postradajici svij pavodni Géel, zni-
cené predméty, nepovedené fotografie, nepouzité
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videozabéry, znovunalezené objekty zajmu — to v§e

tvofi stavebni kameny pro autorova vysledna dila.
V Doubkové diplomové praci vznikly prace

v rdznych médiich. Tak jako komunikuji jednotlivé

konstrukéni prvky v samotném dile, dochazi i ke

vzajemné interakci mezi jednotlivymi dily. Jde

o prozkoumavani jakési energie, ktera se dokaze

kumulovat a zaroven se rozpinat do prostoru. Véc

samotna se definuje ve vztahu k jiné. Autonomie

nefunguje sama o sobé.

EN During his studies, Vaclav Doubek incorporated
various approaches into his repertoire, employing,
for instance, ready-made objects, photography, and
video. The choice of medium was determined by
the idea he wanted to express at the time, or the
medium itself had determined the origination of an
individual work — and it often was the combination
of both. Objects of everyday use, things deprived
of their original purpose, destroyed objects, failed
photographs, unused videos, and rediscovered
objects of interest: all these became the corner-
stones of the artist’s final works.

The diploma thesis presented by Doubek con-
tains art produced in various media. Just as the
structural elements communicate in a particular
work, the works interact with each other. It is about
exploring an energy that can accumulate and at the
same time expand into space. The thing as such is
defined in relation to another. Autonomy does not
work on its own.

Studium / Studies
2015-2020 Intermédia 3



Eliska Dvorakova (*1993)
Malba 1/ Painting 1

Kdo nevystfeli, netrefi /
Nothing Ventured, Nothing Gained

€Z Diplomova prace Elisky Dvorakové je vysled-
kem zkoumani kontrastu mezi aktivnim pohybem

a pasivnim hranim virtualnich her nebo sledovanim
sportu na obrazovce. Snazi se propojit fyzicky

a aktivni pohyb s pasivnim. Téma pfitom fesi sub-
jektivné, nejde tedy o kritiku okoli - zaméfuje se

na sebe a svého partnera. Dila vznikaji ru¢ni praci,
Dvotakova vytvari gobeliny a tapiserie z provazkl
a textilu. Technika, kterou zvolila, je né¢im velmi
pfitomnym, hmatatelnym a redlnym oproti virtualni-
sledovani fotbalového zapasu. Misto aby tedy téma
zpracovala virtudlné, vyuzila kontrastu a zvolila
konkrétni, materidlovou techniku. Tim se snazi
zvyraznit rozdil pasivniho a aktivniho. Prostfednic-
tvim techniky se vraci k ¢innostem, které délala

v minulosti: vztah k materidlu je pro ni zasadni.
Forma, jiz zvolila k vytvoreni diplomové préce, je
zaroven navratem k predvirtuaini dobé, kdy se lidé
zabavovali aktivnéjsimi ¢innostmi. Motivy gobelind
Elisky Dvorakové jsou obrazovymi fragmenty
prevazné ze svéta fotbalu. Technika, nézna a az
typicky zensk3, kontrastuje s obsahem - fotbal je
sport, ktery je v Sirokém povédomi vnimany jako
typicky muzska zalezitost.

EN Eliska Dvorakova’s diploma thesis is the result of
examining the contrast between active movement
and passive playing of virtual games or watching
sports on the screen. She tries to connect physical
and active movement with the passiveness. At

the same time, she solves the topic subjectively,
therefore not criticizing the world around - instead,
she focuses on herself and her partner. The works
are made by hand; Dvorakova creates gobelins and
tapestries from strings and textiles. The tech-
nique she has chosen is something very present,
tangible and real compared to the virtual world on
the screen. Paradoxically, it is more physical than
watching a football match. So instead of process-
ing the subject virtually, she employed contrast
and turned to a specific, material technique to
underline the difference between the passive and
the active. The method allows her to return to the
activities she has pursued in the past: her relation
to the material is crucial to her. The form she
selected to produce the thesis is also a return to
the pre-virtual era, when people had fun with more
active activities. The motifs of EliSka Dvorakova’s
tapestries are visual fragments mainly taken from
the sphere of football. The technique, tender and
typically feminine, contrasts with the content

- since football is a sport widely perceived as

a typically masculine affair.

Studium / Studies
2019-2021 Malba 1 (R. Salanda)
2015-2019 Grafika 1 (J. Lindovsky, D. Smutny)

Milo$ Englberth (*1974)
Restaurovani uméleckych dél malifskych
a polychromovanych dievénych plastik /
Restoration of Painted Artworks and Polychrome
Statues

Restaurovani dila Podobizna svétce, olejomalba na
platné, neznamy autor, druha polovina 18. stoleti,
ze sbirky Rytifského fadu kfizovniku s Eervenou

hvézdou / Portrait of a Saint, 2" half of the 18"
century, anonymous Baroque master, collection of
the Knights of the Cross with the Red Star

©Z Milos Englberth je studentem Ateliéru restauro-
vani vytvarnych dél malitskych a polychromované
plastiky v programu Celozivotniho vzdélavani. Drive
na AVU studoval v ateliéru klasickych malitskych
technik prof. Zderika Berana. Ve své sou¢asné re-
stauratorské praxi vyuziva nové digitalni technolo-
gie a aktualizované prizkumné i analytické metody,
které nabizi moderné vybaveny ateliér restaurovani
na AVU. Zvladnuti techniky malby a kresby na
urovni starych mistrd je zde samoziejmosti, tak
jako vytvareni technologickych kopii jejich dél.

V priibéhu studia se autor postupné seznamil

s riznymi uméleckofemesinymi technologiemi

a ziskal vzdélani ve vsech odbornych oblastech,
které jsou pro vlastni restauratorskou praci nezbyt-
né. Milo$ Englberth se ve své teoretické diplomové
praci zaméfil na problematiku retusovani povrchu
umeéleckych dél pokrytych platkovymi kovy, se
zamérenim na oblast deskové malby a polychro-
movanych dievénych plastik. Mimo to se vénoval

v poslednim ro¢niku restaurovani dvou deskovych
maleb z prvni poloviny 19. stoleti a olejomalby na
platné z druhé poloviny 18. stoleti.

EN Milo$ Englberth graduates from the Restoration
of Painted Artworks and Polychrome Statues stu-
dio in the Lifelong Learning program at the Acade-
my of Fine Arts. He previously studied at the local
studio of classical painting techniques, headed by
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Professor Zdenék Beran. In his current restoration
practice, he employs advanced digital technolo-
gies and research and analytical methods offered
by the Academy’s modern and well-equipped
restoration studio. Mastering painting and drawing
techniques at the level of old masters is a matter
of course there, as is producing technological
copies of their works. During his studies, Englberth
became familiar with various arts and crafts tech-
nologies and received education in all professional
areas that are necessary for restoration work. In
his theoretical diploma thesis, he focuses on the
issue of retouching the surfaces of works of art
covered with sheet metals, especially in the area of
panel painting and polychrome wooden sculptures.
In addition, in the last year he restored two panel
paintings dating to the first half of the 19* century
and an oil painting on canvas from the latter half of
the 18" century.

Studium / Studies

2016-2021 Restaurovani uméleckych dél malitskych

a polychromovanych dievénych plastik (A. Pokorny),
program celozivotniho vzdélavani

(2018-19 prerusené studium)

1994-2000 Ateliér klasickych malifskych technik (Z. Beran)

FrantiSek Hanousek
(ve spolupraci s Jakubem Hajkem) (*1994)
Intermédia 3 / Intermedia 3

Ohnostroj marnosti / The Bonfire of the Vanities

©Z To je ten svét: tady ho mate

,Koralka nala¢no v poledne. Zpustosené, dokopané
zbytky ¢ehosi, zbytky néjaké nékdejsi autonomie

a autenticity byly ¢erstvé vypraseny do pustiny

a ted se samoskladaji do nového tvaru. Nikdo

0 ném nevi, o tom tvaru, jak mnoho a jakym zpU-
sobem se v ném zUroéi nechténé dédictvi tvarl
plvodnich.

Ceho se tady zvlast zastavam, je vée nizké,
nediferencované, neu¢inné, nepodstatné, bezvy-
znamné, bezcenné, podiadné. Je to odpad i tmel
i podstata svéta. Chova v sobé noblesu, diferencia-
ci, u¢innost, vyznam, hodnotu, fad. Podstata svéta,
jako je svicka podstata ohné.

Strasna je ambice dneska mésto uklidit a Cist-
kami prevréatit v kasarna plna high funny zabavy,
ve vybéh. Strasna je vira, Ze az se spodina vymete,
zUstane tvrda samonosna konstrukce Uspé&snych
a kvalitnich vrstev, a pokud z ni zase je$té néco
popada doll, budou to jisté ti nekvalitni a zase se
to uklidi.

Jde o to, Ze takovy svét nebude nikdy pofadné
fungovat. Uklidem $pina nezmizi, jen se zméni.
(Jiti Sédlo: Praha a Brno)



Po liché instrumentalizaci bilé kostky bezucelnym
plumbingem a ucpanymi schrankami na vystavé
Karneval chatry: rozplizlé osudy v HoleSovické
Sachté toto léto FrantiSsek Hanousek (v kontinualni
obsedantni-nedisciplinované spolupraci s Jaku-
bem Hajkem, jako na pfedchozi vystavé a predtim
atd., nékdy 2017, vlastné by se dalo Fict, Ze umé-
lecka praxe Frantiska pred setkanim s Jakubem
neexistovala nebo byla umysiné zapomenuta)
predstavuje novou adjustaci objektl nazvanou pro
prilezitost oslavy véech diplomantskych vytrysk(
a opus magnumu ,Ohnostroj marnosti® a vystavi je
u Marie na vratnici.

EN This Is the World: Here You Go

“Brandy on an empty stomach at noon. The
devastated, finished remnants of something, the
remnants of some former autonomy and authen-
ticity, have been freshly dusted into a wasteland
and are now self-assembling into a new form. No
one knows anything about it, about this form,
how much and in what way it will benefit from the
unwanted inheritance of the original forms.

What | particularly advocate here is everything
low, undifferentiated, ineffective, insignificant,
worthless, and inferior. It is the waste and the putty
and the essence of the world. It harbors nobility,
differentiation, efficiency, meaning, value, order.
The essence of the world, just as a candle is the
essence of fire.

Terrible is the ambition of today’s city to clean up
and, via purges, turn into barracks full of high-fun-
ny fun; into a paddock. Terrible is the belief that
when you sweep the dregs of society out, the hard,
self-supporting construction of successful and
high-quality layers will remain, and if something
falls out of it again, it will certainly be of poor quali-
ty and will be cleaned up again.

The point is that such a world will never work
properly. The dirt will not disappear after the clean-
ing; it will only change.” (Jifi Sadlo: Praha a Brno)
There first was the odd orchestration of a white
cube via pointless plumbing and clogged boxes,
presented at the Holedovice shaft exhibition “The
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Rabble Carnival: Fuzzy Destinies”. This summer,
Hanousek continued in obsessive and undisci-
plined cooperation with Jakub Hajek (as in the
previous exhibition and before, etc., ¢. 2017). It
could be said that Frantisek’s artistic practice prior
to encountering Jakub either did not exist or was
intentionally forgotten. Today, he presents a new
adjustment of objects, entitled The Bonfire of the
Vanities, to celebrate all the graduate jets and opus
magnums, and exhibits them at Marie’s gatehouse.

Studium / Studies

2018-2021 Intermédia 3 (T. Vanék)

2015-2018 Fakulta designu a uméni Ladislava Sutnara,
ZCU Plzen, Nova média (V. Merta)

https://sites.google.com/view/fidlifidli/

Kristina Haviarova (*1994)
Figuralni socha a medaile /
Figural Sculpture and Medals

Mam len dve miestnosti, lavl a pravd hemisféru /
| only have two rooms, the left and right
hemispheres

©Z Kristinu Haviarovou inspiroval v diplomové
praci vztah k prostoru, ktery obyva - at uz se
jedna o dim, ve kterém vyrostla, nebo byt, v némz

soucasné zije. Drobné i vétsi opravy, vymény
soucastek a dilu, estetické Upravy, rekonstrukce, vi-
talita spotfebicu. Viechno pro ni sehralo dulezitou
roli, obzvlasté v obdobi, kdy drtiva vétsina aktivit
probihala v prostoru vymezeném nékolika sténami.
Haviarova, jak je pro jeji tvorbu typické, i k prostoru
bytu pfistupovala jako k samostatné entité, ktera
stejné jako lidské télo podléha opotiebeni a na-
slednému opecovavani.

Vysledna instalace je sestavena z modell
domaciho prostiedi — autorkou vytvorené stojany,
stény a Zidle jsou doplnéné predméty, reprezen-
tanty funkce, uzitkovosti, dekoru, zivota. Dlraz je
kladen na kombinaci manudlni prace s materialem
(keramicka hlina, hlinéna omitka), s pramyslové
vyrobenymi souc¢astkami (dvefni zdmek) nebo
pfirodnimi formami (uschlé ¢asti rostlin).

Dilo Kristiny Haviarové je vizualni spekulaci
propojenou s osobnim textem. Zamysli se nad
paradoxem nehybnosti komodit, kde i navzdo-
ry souc¢asné spotiebé a hyperprodukci jejich
zivotnost nadale presahuje tu lidskou. Jsou ony
obyvateli nasich obydli, nebo jsme to my, kdo po-
byvame v jejich svété? Pohled, ktery autorka nabizi,
je spis poeticky. Text je psany formou fragmentl
vypravéni ¢ehosi, co se jevi jako piibéh, ktery nema
zacatek ani konec. Sochy Haviarové se snazi ozivit
socialni rozmér materialu ve stinu jeho funkce,
historie a definice.

EN Kristina Haviarové’s diploma thesis was inspired
by her relation to the spaces she has inhabited,
whether it is the house where she grew up or

her current apartment. Minor and major repairs,
replacement of parts and components, aesthetic
modifications, reconstruction, vitality of appliances
— all this played an important role for her, especial-
ly recently when the vast majority of activities took
place in a space delimited by several walls. Havia-
rova, as is characteristic of her work, approached
the space of the apartment as an independent
entity, which, like the human body, is subject to
wear and tear and subsequent care.

The resulting installation is composed of models
of the home environment - the stands, walls and
chairs created by the artist are complemented by
various objects: representatives of function, utility,
decor, life. Emphasis is laid on the combination of
manual work with the material (ceramic clay, clay
plaster) and industrially produced components
(door lock), or natural forms (parts of withered
plants).

Haviarova’s work is a visual speculation accom-
panied by a personal text. She ponders over the
paradox of the immobility of commodities, where,
despite current consumption and hyperproduction,
their lifespan still exceeds that of humans. Are they
the inhabitants of our dwellings, or is it we who
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dwell in their world? The view offered by the artist
is rather poetic. Her text has the form of fragments
of a narration of what appears to be a story with no
beginning and end. Haviarové’s sculptures seek to
revive the social dimension of the material in the
shadow of its function, history, and definition.

Studium / Studies

2018-2021 Socha 2 (T. Hlavina)

2019/2020 staz v ateliéru hostujiciho umélce (P. Olowska)
2019-2020 staz na Royal Institute of Art, Stockholm
2016-2018 FaVU VUT Brno, Sochafistvi 2

(J. Ambruz, P. Korbi¢ka)

2014-2016 FaVU VUT Brno, Sochafstvi 1

(M. Gabriel, T. Medek)

Milada Hejdova (*1991)
Malba 1/ Painting 1

Studie psychologickych portrétt v kontextu dnesni
doby / Psychological Portrait in the Context of
Today

©Z Tématem, kterym se Milada Hejdova zabyva ve
své diplomové praci, je studie psychologickych
portrétu. V $irdim pohledu se zaobira identitou
dnesniho ¢lovéka a jeho potiebou zacélenéni se do
spole¢nosti, nebo naopak jeho vyélenénim - at

uz dobrovolnym, ¢i nedobrovolnym. Jeji snahou

je zprostredkovat divakovi jakysi ndhled rozkladu
lidské duse, ktera je tvarovana spole¢nosti a vs§im,
¢im si ¢lovék béhem Zivota prochazi. Hejdova

k tomu vyuziva formu portrétu i zobrazeni predmé-
t4 a véci, které &lovéka obklopuji nebo jsou jakymsi
mementem projevu jeho emocéniho vypéti. Inspiraci
ji je aktualni déni ve svété, lidska spole¢nost, oby-
¢ejni lidé na ulici, psychické poruchy...



EN The subject of Milada Hejdovéa’s diploma thesis
is studying psychological portraits. In a broader
perspective, she explores the identity of to-

day’s people and their desire to integrate into
society or, conversely, their — either voluntary or
involuntary - exclusion. Her aim is to provide view-
ers with an insight into the decay of the human
soul, which is shaped by society and everything
that a person experiences in life. Hejdova employs
the form of a portrait and depiction of objects and
things that surround us or are a kind of memento
of the expression of our emotional strain. She
draws inspiration from the topical events in the
world, from human society and ordinary people on
the street, from mental disorders...

Studium / Studies

2019-2021 Malba 1 (R. Salanda)

2014-2019 Restaurovani vytvarnych dél malifskych
a polychromované plastiky (K. Stretti, A. Pokorny)
2014-2019 VOS Véaclava Hollara

www.look.cz

Jan Hladik (*1991)
Intermédia 1/ Intermedia 1

Fragmentace informacniho pretizeni /
Fragmentation of information overload

€z Jan Hladik se ve své umélecké praci ¢asto
zabyva verejnym prostorem, jeho vizudlni strankou,
interakcemi lidi v ném a zpUsobem jeho vyuzivani.
Obvykle pro svoji volnou tvorbu vyuziva jiz existuji-
ci materidly, které ztratily svoji pfedchozi funkci.

V diplomové préaci Hladik zpracovava informacni
a vizualni zahlceni vefejného prostoru, které je
vysledkem lidské aktivity. Billboardové informace
defragmentuje do rastru, smési utrzkovitych infor-
maci, které dohromady tvofi abstraktni necitelnou
masu. Ustfednim motivem instalace je krychle
v nadzivotni velikosti, kterd odkazuje k zabirani
a blokaci prostoru, jenz si uzurpuje sama pro sebe,
a vydobyva si tak nasi pozornost.
EN Jan Hladik’s works often deal with public space,
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its visual aspects, the interactions of people in it,
and the way it is used. He usually employs existing
materials that have lost their initial function.

In his diploma thesis, Hladik processes the
information and visual overload in public space,
which is the result of human activity. He defrag-
ments billboard information into a grid, a mixture
of fragmentary information that together form an
abstract, unreadable mass. The central motif of
the installation is an above life-size cube referring
to the occupation and blockage of space, which it
usurps for itself and thus tries to win our attention.

Studium / Studies

2015-2021 Intermédia 1 (M. Dopitova)

2018-2019 staz v ateliéru Intermédia 2 (D. Zahoransky

a P. Scerankova)

2017-2018 staz na Taipei National University of the Arts,
Tchaj-wan

2016-2017 staz v ateliéru hostujiciho umélce (J. Hill)

www.facebook.com/JanHladiik/
www.instagram.com/jan.hladiik

Hana Chmelikova a kolektiv (*1980)
Grafika 2 / Printmaking 2

Neviditelna / Shinvisible

€z Jakou ma velikost? Vejde se ti do dlané? Do
naruci? Na klin? Je vétsi nez ty? Uneses$ ho?

Jakou ma barvu? Ma néjakou?

Zkus popsat, co se déje, kdyz ho pohladis$ rukou.
Zkus popsat, co se déje, kdyz do né&j zatlacis
prstem.

Jakou ma teplotu? Ma teplotu téla, nebo spis studi,
hieje? Nebo jeho teplotu nevnimas?

Ma néjakou vani? Pokud ano, popi$ mi ji...

Vydava néjaky zvuk? Zkus ho popsat nebo napo-
dobit...

Kde se nachazi ve vztahu k tob&? Je blizko, daleko?
Odkud nebo z jaké strany ho vidis§?

Jak na sebe reagujete? Dotykate se? Muzete?

Hana Chmelikova se zabyva formovanim situaci,
ve kterych se recyklace, performance a otiskovani
stavaji metodami, jak se pokouset zviditelnit tézko
uchopitelné zkusenosti a emoce nebo jejich ¢asti.
Tematickou spojkou téchto situaci jsou dil¢i vétve
matefstvi, potieb a péce, ale i neviditelné otisky
vztahovych vzorcu do materialu a zpét do téla
matky.

Véc je zdznamem na pomezi fizené meditace,
terapeutického sezeni a rozhovoru. Dekonstruuje
rozhovor jako format - vyuziva jeho rizné podoby,
aby odhalila, jakou zpréavu a o ¢em si pfedavame.
Chmelikova usiluje o propojeni divaka se zkuSenos-

ti, jiz se stava svédkem. Vstupuje do ni rozecitanim
situace jako dokumentu i tim, Ze do nékteré jeji
¢asti vlozi své vlastni télo. Jednotlivé etapy tohoto
stopovani se vinou odnékud nékam a pak se znovu
pouziji pro néco jiného. Recyklace je metodou.
Hranice mezi za¢atky a konci pfitom nejsou imunni
- reaguji na plvodni narok viditelnosti tim, ze mu
uhybaiji.

Voditkem v procesu se stava Material. Nese
stopy. Co se s nim ma stat, aby podal svédectvi?
Muze byt on hlavnim hrdinou?

Tato kolektivni véc je neviditelna.

EN What size is it? Does it fit in your palm? In your
arms? On your lap? Is it bigger than you? Is it light
enough for you to carry?

What color is it? Does it have any?

Try to describe what happens when you stroke it
with your hand.

Try to describe what happens when you push

a finger into it.

What is its temperature? Does it have a body
temperature, or is it cold, or warm? Or you do not
perceive its temperature?

Does it smell? If so, describe the smell to me...
Does it produce any sound? Try to describe or
imitate it...

Where is it in relation to you? Is it close, is it far
away? Where or from which side do you see it?
How do you react to each other? Do you touch
each other? Can you?

CH

Hana Chmelikova focuses on creating situations
in which recycling, performance and imprinting
become methods of making experiences and
emotions or their parts visible. The thematic link
between these situations are the partial branches
of motherhood, needs and care, but also the invisi-
ble imprints of relational patterns into the material
and back into the mother’s body.

The Thing is a record on the verge of guided
meditation, therapeutic session, and conversation.
It deconstructs the conversation as a format, using
its various forms to reveal what message and
about what we are passing on.

Chmelikova strives to connect viewers with
the experience they are witnessing. They enter
it by reading the situation as a document and by
inserting their own bodies into some part of it. The
individual stages of this tracking wind from some-
where to elsewhere and are subsequently reused
for something else. Recycling is a method. But the
boundaries between beginnings and ends are not
immune - they respond to the original claim of
visibility by evading it.

The Material becomes the guide in the process.
It bears traces. What should happen to it to make it
give a testimony? Can it be the main character?

This collective thing is invisible.

Studium / Studies

2015-2021 Grafika 2 (V. Kokolia)

2020 staz v ateliéru hostujiciho umélce (P. Olowska)
2020 staz v ateliéru Nova média 2 (K. Olivova a D. Alster)
2018 staz v ateliéru hostujiciho umélce

(S. Zwick a M. Mathis)

1998-2004 VSE Praha, Mezinarodni obchod



Jindfigka Jaburkova (*1995)
Socha 2 / Sculpture 2

Matter of time

€Z V/stoupi$ do mistnosti plné mlhy, voda se zde
méni v paru, ta se usazuje na pfedmétech z kovu

a pomalu je obaluje rzi a médénkou, sul se vypafuje
a dostava se do vzduchu. Citi§ vuni, snad kadidla
nebo mokrého kamene? Petrichor, dopadajici na
beton...

Hmota prelévajici se z jedné formy do druhé,
predavajici si energii a zachycujici v ¢ase vzpo-
minky, pamét. Majici svou vlastni identitu, védomi
a pohyb. Nalezenég, nové vytvorené, trash materialy
Zijici svym vlastnim zivotem. Pretvareni forem,
morfogeneze, rist a destrukce v nekoneé¢ném ko-
lobé&hu. Kontextualni vnimani hmoty, alchymisticka
proména, zmény skupenstvi, zmény skupenstvi
mysli. My$lenka putujici od elementéarnich ¢asti po
celek hmoty ve svété.

Jindfigka JabUrkova je diplomantkou ateliéru
Socha 2.V roce 2020 absolvovala stdz na Acade-
my of Arts and Design v Jeruzalémé. V jeji tvorbé
se prolinaji témata souvisejici se vztahem ¢lovéka
a jeho okoli, paméti a pfirodou. V nejnovéjsich rea-
podoba objektl. Snazi se pfemyslet nad materialy
jako nad zivoucimi substancemi tohoto svéta
a pracovat s nimi s védomim jejich potencialu a vy-
znamu. Zajimaiji ji myslenky Johanna Wolfganga
Goetha, teorie Jane Bennett i konceptualni pfistup
Josepha Beuyse. Jaburkova se dotyka témat, ktera
souviseji s ritudly a tradicemi. Spise nez lidska
pamét ji zajima pamét mist ¢i hmoty, Cas, ktery se

uklada ve hmoté, principy ristu a destrukce, ukla-
dani vrstev. Pozoruje pfirodni procesy odehravajici
se ve méstech, pomoci fotografie zaznamenava
mista, ktera ji pfitahuji surovosti a néznosti zaroven
- brownfieldy, nédhodné pouli¢ni instalace suti, tyci,
odpadku a rostlin, industrialni krajina s divokou
pfirodou. Véechno je zivé, jedna substance ménici
se v druhou, rozpadajici se betonové mosty pretva-
fené pfirodnimi vlivy. Zbytky budov a sut vyvérajici
do novych forem, podobnych az antickym slouptm,
novodoba archeologie zkoumajici opravdovou
praladtku a zaroven odkryvajici vrstvy barevnych na-
nosU omitky ¢i kachlicky v koupelnég, které si jesté
pamatuji vani tvého Samponu. Neustalé proudéni,
zanik a vznik, jedno pohlcuje druhé. Stejné tak jako
do toho pronika ¢lovék svym vlastnim plsobenim.
Prevraci pudu a navraci ji nebo pfemistuje. Tento
proces autorka pojima z rliznych stran - at uz
skrze letmé fotografie vykopU a hlusin, skrze sochy
inspirované lidovymi piibéhy z Moravskych Kopa-
nic se zdejsimi povéstmi o spojeni ¢lovéka s kon-
krétnim mistem skrze vlasy nebo formou parafraze
blizkovychodniho ritualu ocisty piskem na pousti.
Prace Jindfisky Jaburkové vznikaji se zamyslenim
nad lidskym télem ve vztahu k pidé, se kterou je
dnes jiz méné v kontaktu, nez tomu bylo dfive.

EN You enter a room full of fog, the water turns into
steam here, settling on metal objects and slowly
wrapping them in rust and copper, the salt evap-
orates and gets into the air. Can you smell some-
thing, perhaps incense or wet stone? Petrichor,
falling on concrete...

Matter overflows from one form to another,
exchanging energy and capturing recollections and
memory in time. It has its identity, consciousness
and movement. Found, newly created, and trash
materials living their own lives. Form transforma-
tion, morphogenesis, growth and destruction in an
endless cycle. Contextual perception of matter, al-
chemical transformation, changes of state, changes
of state of mind. The idea travels from the elemen-
tary parts to the whole of matter in the world.

Jindfiska Jablrkova is a graduate from the
Sculpture 2 studio. Her work intertwines subjects
linked with the relation between humans and their
surroundings, memory, and Nature. In her latest
realizations, the material itself is more important
to her than the appearance of the objects. She
tries to think of materials as living substances of
this world, and to treat them with the awareness
of their potential and meaning. She is interested in
the ideas of Johann Wolfgang Goethe, the theories
of Jane Bennett, and the conceptual approach of
Joseph Beuys.

JabUrkova touches upon subjects related to ritu-
als and traditions. Rather than human memory, she
is interested in the memory of places or matter,

the time that is stored in matter, the principles of
growth and destruction, in the deposition of layers.
She observes the natural processes taking place
in cities, employs photography to record places
that attract her with their rawness and tenderness
at the same time - brownfields, random street
installations of rubble, poles, rubbish and plants,
an industrial landscape with wildlife. Everything is
alive, with one substance changing into another,
crumbling concrete bridges being transformed by
natural influences. Remains of buildings and rubble
springing into new forms almost reminiscent of
ancient columns; modern archeology examining
the real prime matter and at the same time reveal-
ing layers of colored plaster or tile deposits in the
bathroom that still remembers the smell of your
shampoo. Constant flow, extinction and origina-
tion, one absorbs the other. And equally, people
penetrate this by their actions. They overturn the
land and return or move it. The artist conceives
this process from various angles - either via
fleeting photographs of excavations and tailings,
via sculptures inspired by folk narrations from the
region of Moravské Kopanice with its local legends
about the connection of man with a specific place
through hair, or via paraphrasing a Middle-East-
ern desert ritual of purgation by sand. Jindfiska
JabUrkova’s works originate in the process of
pondering over the human body in relation to the
soil, with which it once used to be in much closer
contact than today.

Studium / Studies

2019-2021 Socha 2 (T. Hlavina)

2020 staz na Bezalel Academy of Arts and Design,
Jeruzalém

2018-2019 staz v ateliéru Malba 1 (R. Salanda)
2015-2018 Socha 1 (L. Rittstein)

jindriskajaburkova.wordpress.com/
www.instagram.com/jin_jab/

Béara Kahudova (*1994)
Restaurovani vytvarnych dél sochaiskych /
Restoration of Sculpture

Kamenna polychromovana socha Panny Marie
Bolestné z Nové Paky, Pres prekadzky — socha
z umélého kamene od Zdenka Némecka,
Stojici rytif v brnéni a ptilbé se zvednutym hledim,
Teoreticka prace: Restaurovani polychromie
na kamennych plastikach / Stone sculpture
of Our Lady of Sorrows from Nova Paka, Hurdle
Race by Zdenék Némecek, Standing Knight in
Armor and Helmet with Lifted Visor, Theoretical
part of the diploma thesis: the reconstruction of
polychrome on artificial stone

J, K

€z Bara Kahudova je diplomantkou Ateliéru restau-
rovani vytvarnych dél sochaiskych. Pfi studiu na
AVU se zamérovala predevsim na praci s kamenem,
umélym kamenem a polychromovanou sadrou.

V jeji tvorbé je viditelny umélecky pfechod z tvorby
volné sochy do sféry restaurovani. Studium kame-
nosocharstvi v jiznich Cechach na Stfedni umélec-
kopramyslové kole sv. Anezky Ceské ji privedlo

na Akademii do ateliéru Jindficha Zeithammla,

ze kterého zahy presla do ateliéru restaurovani, aby
se této ¢innosti mohla naplno vénovat.

Diplomova prace Bary Kahudové se sklada ze
Ctyf ¢asti - restaurovani kamenné sochy Panny
Marie Bolestné z Nové Paky, sochy Zdenka
Némecka, sadrové polychromované plastiky Anto-
nina Poppa a teoretické prace zabyvajici se restau-
rovanim polychromie na kamennych plastikach.

U Panny Marie Bolestné pocitala koncepce
restaurovani s tim, ze tato kamenna socha bude
navracena zpét na misto pred hibitovni kapli Panny
Marie Bolestné v Nové Pace. Pro autorku bylo
dllezité zohlednit fakt, Ze dilo bude vystaveno
povétrnostnim vlivim. Pamatka nadale plni svoji
funkci - restaurovani probéhlo v ramci navraceni
autenticity dila, ponechani jeji puvodni patiny
a podporeni fragmentu polychromie na dile.

K této pamatce se vztahuje i téma teoretické
prace, v niz se Bara Kahudova zabyva restaurova-



nim polychromie na kamennych plastikach. Jde

o rekonstrukci polychromie na nové vytvorené sose
Panny Marie Bolestné v polovi¢ni velikosti, ktera
byla zhotovena z umélého kamene. Ve druhé ¢asti
této prace se autorka zaméruje na retusovani po-
lychromie, jiz poté aplikuje i na samotnou pamatku.

Dalsi restaurovanou pamatkou byl sadrovy po-
lychromovany rytif od sochare, medailéra a peda-
goga Antonina Poppa. Této sose byla navracena jeji
funkénost a je pfipravena k prezentaci. V budoucnu
s ni bude mozné pracovat jako s jednim z kvalitnich
odlitkd své doby.

Poslednim restaurovanym dilem je plastika Pres
prekazky od Zderika Némecka. Jde o sochu vytvo-
fenou z umélého kamene od autora, jenz se zabyval
predevsim sportovnimi tématy na pomezi sociali-
stického realismu a futurismu. Pfi restaurovani $lo
predevsim o statistické zajisténi a podporeni dila
tak, aby bylo mozné ho déle prezentovat.

EN Bara Kahudova is a graduate from the Resto-
ration of Sculpture studio. During her studies at
the Academy, she mainly focused on working with
stone, artificial stone and polychrome plaster. Her
hitherto oeuvre clearly displays a transition from
the field of free sculpture to restoration. Studying
stone sculpture at the St Agnes of Bohemia Sec-
ondary School of Applied Arts in South Bohemia
eventually brought her to the Academy’s studio
headed by Jindfich Zeithamml. However, she soon
transferred to the restoration studio in order to
fully pursue this activity.

Kahudova'’s diploma thesis consists of four parts
- the restoration carried out on the stone statue of
Our Lady of Sorrows from Nova Paka, a sculpture
by Zdenék Némecek, a plaster polychrome sculp-
ture by Antonin Popp, and a theoretical treatise
discussing the restoration of polychrome on stone
sculptures.

In the case of Our Lady of Sorrows, the resto-
ration concept envisaged that it would return to
its original place in front of the Cemetery Chapel
of Our Lady of Sorrows in Nova Paka. It was

important for the artist to consider that the work
would be exposed to changing weather conditions.
The monument continues to fulfill its function -
the restoration took place as part of restoring its
authenticity, preserving its original patina and sup-
porting fragments of polychrome on the surface.

The subject of the theoretical part on the resto-
ration of polychrome on stone sculptures is also
related to this monument. It is a reconstruction of
polychrome on a newly created statue of the half-
size Our Lady of Sorrows, made of artificial stone.
In the second part of the writing, the artist focuses
on retouching polychrome, which she subsequent-
ly applies onto the monument.

Another restored relic is a plaster polychrome
knight by the sculptor, medalist and pedagogue
Antonin Popp. It has been brought back to its
function and is ready for presentation. In the future,
it will be possible to work with it as one of the
high-quality casts of its time.

The last work is the sculpture Hurdle Race of
artificial stone by Zdenék Némecek, who mainly
pursued sports subjects, with his oeuvre oscillat-
ing between Socialist Realism and Futurism.

The restoration mainly aimed at static securing
and supporting the sculpture in order to allow for
its future presentation.

Studium / Studies

2016-2021 Restaurovani vytvarnych dél sochaiskych
(P. Siegl, J. Kracik)

2015-2016 Socha 2

Viktor Kékos (*1993)
Architektura / Architecture

Mésto Sidlisté. Odra/ Housing Estate City. Odra

©Z Spole¢nym tématem pétice diplomanta Ateliéru
architektonické tvorby je sidlisté Bohnice v Praze.
Kazdy se pfitom zaméfil na jiné misto, za ucelem
vytvoreni obrazu, jak je se sidlistém mozné nakladat.

Viktor Kékos si zvolil obchodni centrum Odra
v Bohnicich. To bylo realizaci modernistickych my-
Slenek oddéleni pési a motorové dopravy ve dvou
vyskovych Urovnich. Centrum sluzeb a obchodu
ne jako objekt, ale jako souc¢ast pésiinfrastruktu-
ry, propojujici dvé terénni trovné, sokl paneléku,
autobusové zastavky. Jako most, deska vznasejici
se nad ulici LodZzska nad proudem aut a autobu-
su. Betonova struktura naplfiujici vize doby se
v§emi potencidly i nedostatky. Byla zde usazena
v rdmci nové geometrie sidlisté tak, ze promazala
geometrické osy psychiatrické Ié¢ebny a parku
v jejim predpoli, tedy respektujici pési trasy nové
planované, nikoliv ptvodni. Dle pavodniho zaméru
méla byt sidlem restauraci, komunitniho centra,
posty a obchodu. Po konfrontaci s konkurenci trz-
niho prostiedi, zejména blizkym nové postavenym
OC Krakov, a také z dlivodu nedostate¢né udrzby
objektu vétsina téchto sluzeb zanikla. Nyni jsou
poslednimi prezivsimi chatrajici objekt s pouze né-
kolika sluzbami (supermarket, drogerie a prodejna
nabytku). Objekt je rozdélen mezi dva vlastniky,
nékteré jeho ¢asti jsou uzavieny. Konstrukce
je nicméné v dobrém, provozuschopném stavu,
pohybu pésich slouzi vhodnym umisténim vSech
komunikaci, ale cestu nedéla nijak pfijemnou.

ZarUstajici obr, nenavidény pozlstatek vznese-
nych modernistickych vizi. Most, ktery se zasekne.
Misto jako prusecik tii obdobi, které vzajemné
nedokazou navazat rozhovor.

Viktor Kako$ si musel pfi realizaci diplomové
prace polozit nasledujici otazky: Zbofit a zacit
s Cistym platnem? Jak se stavét k objektim, které
jsou pamétniky doby, ale selhaly ve svém poslani?
V otézce kvalit samotné betonové konstrukce au-
tor hledal historické paralely s italskymi autogrilly,
s preklady pres silnice, se stylovymi pozorovateli
rychlého pohybu aut i podobnosti s myslenkami
multi-level city, tAhnouci se 20. stoletim, a mostu
se sluzbami (Rialto v Benatkach) ad.

Kéakos$ usoudil, ze misto ma potencidl, energii ke
smysluplnému komerénimu vyuziti, nabidce pro-

najimatelnych prostor. Rozhodl se toho doséhnout
nikoli bouranim objektu a vystavbou nového, na-
opak vyuziva maximum z pGvodni budovy, kterd ma
navzdory sou¢asnému neutéSenému stavu kvality,
jez stoji za to odkryt a ukazat, Ze neni potieba

az tak moc k tomu, aby se stal chytre fungujici
soucasti vefejného prostoru a pési infrastruktu-

ry daného Uzemi. Vydava se cestou zachovani
myslenky jako mostu. Propojenim s osou parku
Ié¢ebny tak, aby tyto dvé entity nebyly v konfliktu,
ale v symbidze. Odra pomUze parku pfeklenout
Lodzskou ulici a pfehoupnout se na druhou stranu,
na vyssi terénni Uroven. Ze strany lIé¢ebny navazuje
velkorysym schodistém, které je plynulym pfecho-
dem mezi parkem a naméstim, piazzettou v patre,
jez je centralnim prostorem lokality, po stranach

s pronajimatelnymi prostory ukrytymi pod ,loubim®
ocelové zastresujici konstrukce. Tyto prostory maji
rGzné plosné formaty a hloubky, aby byly vyuzi-
telné pro ruzné typy provozu, od velkych prodejen
nebo supermarketu po malé obchldky, trafiky,
kanceléfe, dilny. Zachovano je maximum z puvodni
konstrukce, ponechany jsou véechny sloupy, scho-
disté a rampy, stropni panely, stejné jako ocelova
konstrukce stfechy, ktera je pouze podélné roziiz-
nutd. Do pfizemi v jizni ¢asti je pfemistén parking,
betonova plocha parkovani v patfe na terénu je tak
ponechana volna, ¢imz vznika navaznost verejnych
prostor( v severojiznim sméru.

EN The subject jointly presented by the five gradu-
ates from the Studio of Architecture is the Bohnice
housing estate in Prague. However, each of them
focuses on a different place in order to provide an
idea of how a housing estate can be treated.

Viktor Kékos decided to solve the local Odra
shopping center. It is a result of the modernist ide-
as aimed at separating the pedestrian and motor
traffic into two heights. The center housing various
services and businesses was not conceived as an
object, but as part of the pedestrian infrastructure
connecting two terrain levels, a plinth supporting
a block of flats, and bus stops. As if it was a bridge,
a slab hovering over Lodz Street and the stream



of cars and buses below. A concrete structure
following the vision of the time and displaying all
its potentials and shortcomings. It was set here

as part of the housing estate’s new geometry to
erase all historical traces. Its most striking feature
is the interrupted geometric axis of the psychiatric
asylum and the park in its forecourt, respecting
the newly planned walkways instead of the former
ones. According to the initial plan, it was to inhabit
restaurants, a community center, a post office, and
shops. Due to the market competition, especially
the nearby new Krakow shopping center, and also
due to insufficient maintenance of the building,
most of these services ceased to exist. Today, the
last survivor is a dilapidated construction merely
offering a supermarket, a drugstore and a furniture
store. The building has two owners and some of its
parts are closed. However, the construction is in
good, operational condition and serves pedestri-
ans via a suitable location of all roads, but walking
there is anything but a pleasant experience.

It is a colossus sunk in overgrowth, a hated
remnant of noble modernist visions; a bridge that
gets stuck; a place as an intersection of three eras
unable to establish a dialogue with each other.

When realizing his diploma thesis, Kakos$ had to
ask himself the following questions: Should it be
demolished and should we start from the scratch?
How to approach objects that are withesses of the
time but have failed in their mission? In terms of
the qualities of the concrete structure itself, the
author sought historical parallels with the Italian
autogrills, lintels across roads, stylish observers
of fast car movement, similarities with a multi-lev-
el city ideas dating back to the 20" century, the
service bridge (such as the Venetian Rialto), and
soon.

Kékos concluded that the place has the potential
and energy to facilitate meaningful commercial
use and can provide enough rentable spaces. He
resolved to avoid the building’s demolition and
erect a new one and, on the contrary, to draw the
best from the original. Despite its present dismal
condition, its qualities are worth uncovering to
show that little would suffice to turn it into a smart
part of a public space and a pedestrian infrastruc-
ture. He set out to realize the idea of a bridge. Via
connecting it with the axis of the hospital park so
that these two entities are not in contradiction but
symbiosis. The Odra will help the park bridge Lodz
Street and leap over to the other side, to a higher
terrain level. On the side of the hospital, it contin-
ues with a generous staircase forming a smooth
transition between the park and the square, and
the piazzetta on the first floor, which represents
the center of the site and offers rental spaces on
both sides, hidden under the “archway” of steel
roofing. These spaces have various planar formats

K

and depths, and can thus be used for various types
of businesses, from large stores or a supermarket
to small shops, newsagents, offices, and work-
shops. The project preserves the original structure
into the maximum possible degree, including all
columns, staircases, ramps, and ceiling panels as
well as the steel structure of the roof, which is only
cut lengthwise. Parking is relocated to the ground
floor in the southern part. The concrete parking
area on the first floor is thus left free, which allows
for a continuity of public spaces in the north-south
direction.

Studium / Studies

2018-2021 Architektura (M. Sik)

2019-2020 staz v ateliéru Socha 2 (T. Hlavina)
2014-2017 FA CVUT (magisterské studium)
2014-2015 bilateralni stdz na National University of
Singapore

2011-2014 FA CVUT (bakalafské studium)

Magdaléna Kasparova (*1993)
Nové média 1/ New Media 1

Osobni archeologie / Personal Archeology

¢Z Webova stranka pohybujici se na hranici
interaktivniho deniku, coming-of-age story, vyc¢tu
predmétl a e-shopu jakozto pomysiného trzisté
vzpominek.

Magdalena Kagparova se dlouhodobé zabyva
sbirkotvornou ¢innosti a pomoci rozsahlych digital-
izovanych kolekci postupné odhaluje svou osobni
historii, vypravi pfibéhy a retrospektivné zhodnocu-
je rlznorodé emoce spojené s dospivanim.

Prace s nostalgii, sou¢asny fenomén vraceni se
do minulych dekad a medialni archeologie - tyto
prostfedky se u Kasparové propojuji ve formé volné
pristupného webu, kde se muze jeho navstévnik
po vlastni ose probirat mnozstvim predmétd,
tagu a vzpominek. Divak tak dostava moznost
nahlédnout do osobniho archivu, ktery muze vy-
volat emoci na $kale od znepokojivého voyeurstvi
k nostalgickému ztotoznéni se.

Autorka vyuzivd medialni archeologie, kterou
pretvafi v tzv. archeologii osobni, a diky sbirani
,sebe sama"“ tak vznika osobni mytus. Otazky digi-
talizace, remediace, archivace a katalogizace medi-
alnich artefaktl se snoubi v podobé demokraticky
rozmisténych pfedmétd v ramci webu zplsobem,
Ze je skoro nemozné prohlédnout si vée. Namisto
narativniho ¢asového média s jasné danou délku
trvani tak vznika jedine¢na verze pfibéhu az v re-
ceptorech divaka.

Timto kolaZovitym, interaktivnim jukeboxem vzpo-
minek, obrazl a dat navazuje Magdalena Kasparova
na sérii Pastis$, v niz se opira o teorii retromanie
Simona Reynoldse, podle kterého se neustale nos-
talgicky vracime do minulych dekad a téZzime z nich,
¢i je spise ,vykrddame". S tim rozdilem, ze Reynolds
popisuje stav vraceni se pied rok 2000 (60.-90.
|éta); KaSparova se snazi najit svou vlastni ¢asovou
linku, dostate¢né nedavnou, aby si ji pamatovala, ale
i dostate¢né davnou, aby se k ni mohla nostalgicky
vztahnout — timto obdobim jsou pravé nulta léta,
ktera konzervuje do osobni ¢asové kapsle.

EN A website oscillating between an interactive di-
ary, a coming-of-age story, a list of objects, and an
e-shop as an imaginary marketplace of memories.

Magdalena Kasparova has long pursued collect-
ing and, employing extensive digitized collections,
gradually reveals her personal history, tells stories,
and retrospectively evaluates various emotions
associated with adolescence.

Work with nostalgia, the current phenomenon of
going back to past decades, and media archeol-
ogy - these resources fuse in Kadparovd’s art in
a freely accessible website, where its visitors can
browse through a number of objects, tags, and
memories. They are thus given the opportunity to
peek into their personal archives, which can evoke
emotions on a scale from disturbing voyeurism to
nostalgic identification.

The artist uses media archeology, which she
transforms into the so-called personal archeology,
and collecting of “herself” results in the origina-
tion of a personal myth. The issues of digitization,
remediation, archiving and cataloging of media
artifacts combine in the form of democratically
distributed objects within the website in a way that
makes it almost impossible to go over everything.
Instead of a narrative time medium with a clearly
defined duration, a unique version of the story
develops only in the viewer’s receptors.

With this collage-like, interactive jukebox of
memories, images and data, Magdalena Kasparova
follows on in her Pastiche series, based on Simon
Reynolds’ theory of retromania forging that we
constantly return nostalgically to past decades and
benefit from or, rather, “steal” from them. However,
Reynolds describes the state of returning to before

K

the year 2000 (the 1960s-1990s), while Kasparova
tries to find her own timeline, recent enough to
remember it, but also old enough to relate to it
nostalgically. This period is the zero years which
she conserves in a personal time capsule.

Studium / Studies

2017-2021 Nova média 1 (T. Svoboda)

2019 staz na Ecole supérieure des Beaux-arts de Angers
2015-2016 Nova média 2 (A. Daucikova)

2012-2015 VOS Véclava Hollara, Interaktivni grafika

magdalenakasparova.cz
www.osobniarcheologie.cz

Samuel Kollarik (*1992)
Malba 4 / Painting 4

Bad homology

¢z Samuel Kollarik se zabyva fenoménem predem
zvoleného kulturniho memu, symbolu, ktery uzitim
ztraci nebo méni svij plvodni vyznam. Konstruuje
relativné narativni situace s ,protagonistou déje",
jakymsi komiksovym hrdinou, zamérné odkazujicim
na reakéni hnuti skinheads - S.H.A.R.P.a R.A.S.H.
Déje se tak prostiednictvim figurativni, ¢aste¢né
abstrahované malby s vychodiskem v konstrukci
klasického obrazu a se zdmérem vyuzit symbo-
licky aparat k volnému odkazu na evolu¢ni plvod
maskulinity a na nemoznost jejiho uplatnéni

v soucasné spole¢nosti. Referenénim polem
Kollarikovych obrazll je téma skinheads ve filmu
(Romper Stomper, Adams Aples, This is England
ad.), s dirazem na historicky odkaz plvodnich



antirasistickych hnuti a se zdjmem o evoluci a hie-
rarchii. Jeho pfistup je oteviené narativni, zamérné
neuplné artikulovany kvuli nemoznosti binarnich
zavérl a rozdéleni kladnych a zapornych hrdinu

v redlném svété prostiednictvim vizudlniho vnima-
ni. Skute¢na nélezitost k antirasistickym hnutim je
v autorovych obrazech budovana prostiednictvim
atributd a symbolU odkazujicich na plvod skin-
headskych hnuti v Anglii. Vizaz je v tomto pfipadé
pfedmétem determinace ,protagonistd*, ale na
prvni pohled vzdy nedéva odpovéd na ideologic-
kou pfislusnost. Deformace spojena s vytésnénim
predlohy je zamérna a v zavislosti na obraze slouzi
jako komunikaéni kanal pro atmosféru obrazu.

EN Samuel Kollarik focuses on the phenomenon of
a pre-selected cultural meme, a symbol that either
loses or changes its initial meaning when used. He
constructs relatively narrative situations featuring
the “protagonist of the story” — a kind of a comic
book hero -, deliberately referring to the reaction
skinhead movements S.H.A.R.P. and R.A.S.H. This
is done via figurative, partly abstracted work based
on the construction of classical painting, with the
intention to employ the symbolic apparatus in
order to freely point out the evolutionary origin of
masculinity and the impossibility of using it in con-
temporary society. The reference field of Kollarik’s
paintings is the subject of skinheads in film
(Romper Stomper, Adams Aples, This is England,
and others), with emphasis laid on the historical
legacy of the original anti-racist movements and
with an interest in evolution and hierarchy.

The artist’s approach is openly narrative and,
on purpose, only partially articulated due to the
impossibility to arrive at binary conclusions and
distinguish between positive and negative heroes
in the real world through visual perception. The real
link to anti-racist movements in Kollarik’s paintings
is constructed with the help of attributes and sym-
bols referring to the origin of skinhead movements
in England. In this case, the physiognomy is the
subject of the “protagonist’s” determination, but
it at first glance does not always give an answer
to its ideological affiliation. The deformation
associated with the displacement of the original is
intentional and, depending on the image, serves as
a communication channel for the atmosphere of
the paintings.

Studium / Studies
2015-2021 Malba 4 (M. Mainer, M. Meduna a P. Dub)
2012-2015, Fakulta uméni OSU

Julie Kopova (*1995)
Malba 2 / Painting 2

2/+?

€z Julie Kopova se ve své diplomové praci vénovala
tématu nekonecna, tedy kvantité neméritelné
hodnoty, ktera je vétsi nez véechny ostatni mozné
kvantity stejné tfidy, a jeho rozpéti do obou stran
&iselného spektra, tedy - / +o0. Téma bylo pozdé&ji
upfesnéno na predstavu o nekoneénu, neslo tedy
o jeho konkrétni vyjadieni. Ve velmi abstraktnim
namétu zkoumala kontrasty maxima a minima,
zaplnéni a prazdnoty na individualni i spole¢enské
roviné. Sérii obrazu Kopova koncipovala jako vol-
nou vizualni metaforu na dané univerzaini téma, jez
by méla fungovat jako jeji velmi subjektivni vhled
do této problematiky.

Zijeme v dobé, kdy se ndzky rdznorodych kon-
trastl rozeviraji stale vice, zaroven se zhustuji pra-
seciky prolinani véeho. Cilem autorky bylo vytvorit
abstraktni svét plny pohybu a zmén v kontrastu
ke klidu a nehybnosti. Predevsim §lo o vyobrazeni
preskupujici se a pohybujici se pozice a vlastnosti
soucasného svéta, jejichz celek vSak zUstava ne-
ménny. Kopova vytvorila celek, ktery misty plsobi
chaoticky, ale dohromady funguje jednotné. Jedna-
lo se o vyjadieni existence rozvijejici se na zakladé
cyklickych zmén, ke kterym dochazelo i v procesu
samotné malby, vztahujicich se k daldim celkim

v této jednoté. Princip jednoty v dilech Kopové

vytvaii malé i rozlehlé mikrokosmy, tudiz zpUsobuje

stale dalsi diferenciaci a expanzi.

Do uvedeného tématu, které prolina veskerou
lidskou existenci a je jeji nedilnou soucasti, se
autorka snazila intuitivné a podvédomé zapracovat
celospolecenské archetypy, které jsou vSudypri-

tomné. Nechtéla vSak do svého dila zahrnovat jaké-

koliv konkrétni elementy z bézného zivota, které by
narusily univerzalnost vyznéni.

EN The diploma thesis submitted by Julie Kopova
addresses the subject of infinity — the quantity

of immeasurable value, which is greater than all
possible quantities of the same category and
ranges to both sides of the numerical spectrum,
i.e. o / +e0, The subject was later nailed down to
the idea of infinity, and it therefore has not become
its specific expression. An utmost abstract subject
serves the artist to explore the contrasts between
the maximum and minimum, the fullness and emp-
tiness on both individual and social levels. Kopova
conceived her painting series as a free visual
metaphor on a given universal theme, which should
work as her very subjective insight into this issue.

We live in an era when the differences between
various contrasts multiply and, simultaneously,
the intersections of the intertwining of everything
gradually condense. The artist’s aim was to create
an abstract world full of movement and changes
in contrast with calm and stillness. Above all, she
wanted to visualize the regrouping and moving
positions and the qualities of the contemporary
world, whilst the whole remains unchanged. She
created a whole that sometimes seems chaotic
but works in harmony if pulled together. She tried
to express an existence developing on the basis
of cyclical changes, which also occurred in the
process of painting, relating to another whole in
this unity. The principle of unity in Kopova’s works
results in both small and large microcosms, thus
causing ever-differentiation and expansion.

The artist tried to intuitively and subconsciously
incorporate societal archetypes, which are ubiqui-
tous, into the given subject that interweaves entire
human existence and forms its integral part. How-
ever, she did not want to incorporate any specific
elements of everyday life which would disrupt the
universal nature of the final expression.

Studium / Studies

2019-2021 Malba 2 (V. Skrepl)

2018-2019 staz na Akademie der Bildenden Kunste,
Mnichov

2015-2019 Malba 1 (J. Sopko, R. Salanda)

www.juliekopova.com

Anna Krninska (*1996)
Figuralni socha a medaile /
Figural Sculpture and Medals

Skok do znama / Leap into the Known

€Z Anna Krninska ve své tvorbé velmi ¢asto zob-
razuje sport Ci jiné aktivity, kterym se ve volném
Case sama rada vénuje. Tato témata zpracovava

v realistickém a figurativnim stylu, coz ukazuji
Veslaf, Gymnastka Véra Céslavska nebo Biker

ve velkém piskovcovém bloku. V diplomové praci
Krninska predstavuje dvé ze svych nejvétsich zalib.
Jednak jde o fyzickou aktivitu, coz je skok z podia
do davu chapany zde jako sportovni disciplina

a navazujici na zminéné prace. Vlastni namét pro-
zrazuije jisté ,utrzeni ze fetézu” a divokost. Druhy
pohled Krninské se obraci k vlastni rodinég, ktera je
pro ni dtlezitym zazemim. Vidime otce Vladimira
- akademického sochare a restauratora —, matku
Stanislavu — keramic¢ku - a t¥i sestry: Barboru -
akademickou socharku —, Terezu - v souc¢asnosti
diplomujici také v Ateliéru figuralniho sochafstvi

a medaile — a Alzbé&tu - knizni graficku z Vys§si
odborné skoly grafické v Praze. Je to rodina,

ktera autorku zatim vzdy podrzela, proto se stala
inspiraci pro jeji sousosi. Obrazné fre¢eno, dopad
na zem by byl o poznani tvrdsi (coz uz také osobné
zakusila). Anna Krninska tak svym sochaiskym
dilem ztvarnuje predstavu o dokonalé rodiné.

EN Anna Krninska very often depicts sports and
other activities that she likes to pursue in her
leisure time. She treats these subjects in a real-
istic and figurative style, as is also evident in her
earlier works, such as Punk Girl, Paddlers, Rower,
Gymnast Véra Caslavska or Biker, executed in

a large-dimensional sandstone block. In her diplo-
ma thesis, Krninska presents two of her greatest
hobbies. In the first case, it is a physical activity

— a jump from the stage to the crowd below, under-
stood here as a sports discipline



and following up on the above-mentioned works.
The subject betrays some kind of being “off the
chain” and unbridled. The other Krninskd’s view
turns to her own family, which represents an
irreplaceable background for her. It portrays her
father Vladimir — sculptor and restorer, Master

of Fine Arts, her mother Stanislava - ceramicist,
and her three sisters: Barbora - sculptor, Master
of Fine Arts, Tereza - currently also graduating
from the Figural Sculpture and Medals studio, and
Alzbéta — book graphic designer from the College
of Graphic Arts in Prague. It is a family that has
always supported the artist and therefore became
the inspiration for her group sculpture. Figuratively
speaking, the impact of landing on the ground
would be much harder (and she has already expe-
rienced). Anna Krninska in her sculptural oeuvre
thus pictures the idea of a perfect family.

Studium / Studies
2018-2021 Figuralni socha a medaile (V. Mic¢a)
2015-2018 Socha 1 (L. Rittstein)

www.instagram.com/annakrninska_socha

Tereza Krninska Buskova (*1989)
Figuralni socha a medaile /
Figural Sculpture and Medals

Rodina

€ZV poslednich Sesti letech se Tereza Krninska
Buskov3, ktera studovala v Ateliéru figuralniho so-
chafstvi a medaile, zaméfuje na téma déti, protoze
jsou soucasti jejiho osobniho i sochafského Zivota.
Diplomovou praci se snazila projit co nejjednodus-
i tviréi cestou. Déti rady délaji to, co jejich rodice.
Nechala tedy do své sochaiské prace zasahnout
déti a barvy. Déti se neostychaiji, nepremysleji
zdlouhavé, jakou barvu zvoli, jak sytou, jak tlusty
Stétec pouziji. Jsou nejlepsimi uciteli bezprostied-
nosti. Tady a ted, mas §tétec a barvu. Reliéfy ma-
lujicich déti Krninské Buskové jsou proto oziveny
inspiraci malych mistr( pestré palety.

K

EN In the last six years, Tereza Krninska Buskova,
a graduate from the Figural Sculpture and Medals
studio, has focused on the subject of children,
because they are part of her personal and artistic
life. She tried to go through the diploma thesis in
the simplest possible creative way. Kids love to do
what their parents do. She thus let children and
colors intervene in her sculptural work. The chil-
dren are not shy, they do not think at length about
the colors they choose, how deep they are, how
thick brush they use. They are the best teachers
of immediacy. Here and now, you have a brush and
paint. The reliefs of Krninské Buskova's painting
children are therefore enlivened by the inspiration
of the small masters of a colorful palette.

Studium / Studies
2012-2021 Figurélni socha a medaile (V. Mi¢a) (2017-2020
preruseni studia)

Tomas Kubelka (*1993)
Architektura / Architecture

Mésto Sidlisté. 50.1283672N, 14.4155097E /
Between the panels. 50.1283672N, 14.4155097E

©Z Tomas Kubelka se ve své praci spolu s dalsimi
diplomanty z Ateliéru architektonické tvorby zaby-
va sidlistém Bohnice v Praze.

Tomase Kubelku upoutal prostor na stieSe
garazi. Tato ,mrtva louka“ se nachazi hned v tésné
blizkosti dal$ich vyznamnych budov ob¢anské
vybavenosti bohnického sidli§té, jako je nakupni
centrum Krakov, staré nakupni centrum Krakov,
Kulturni dim a dalsi. Jeho projekt si klade za
cil tyto jednotlivosti propojit, a tim je vzajemné
aktivovat. Definuje tak urbanistickou figuru urbanni
parataxe. Vytvofena soufadnost méstskych domf,
mj. vymezena protazenim souc¢asného koberce
cerveného asfaltu, je paralelou cesty po méstské
ulici. Zde je v$ak jeji esence v modernistickém vol-
ném kontextu mezi stromy. Samotny objekt garazi
je pretaven do podoby soklu pro nové pavilony
na stfese. Mrtvy prostor strechy se stava zivym
dvorem obklopenym pavilony. Jejich strukturu
s venkovnimi prostory bychom mohli povazovat
za univerzalni. Kubelka v§ak navrhuje pavilonim
prifadit vefejnou funkci atelier(, dilen, altan(, klubu
nebo vytvarné skoly. Pfi prochazeni centrem Boh-
nic se tak nase cesta obohati o dalsi spole¢enskou
entitu, uméleckou $kolu. Nebo naopak, tato stiecha
garazi se stane mj. divodem prochéazeni se po
centru Bohnic.

EN Tomas Kubelka, along with other graduates from
the Architecture studio, focuses on the Bohnice
housing estate in Prague.

Kubelka was attracted by the space on the roof

of the garages. This “dead meadow” is in close
proximity to other important buildings of the hous-
ing estate’s civic amenities, such as the Krakow
shopping center, the old Krakow shopping center,
the House of Culture, and others. His project aims
to connect, and thus activate them. In this way, he
defines the figure of urban parataxis. The resulting
coordinates of city houses, defined, among other
things, by extending the current carpet of red
asphalt, is a parallel of a way on a city street.
However, its essence here is in the modernist loose
context among the trees. The garage building

is transformed into a plinth supporting the new
pavilions on the roof. The dead space of the roof
becomes a living courtyard surrounded by pavil-
ions. Their structure with outdoor spaces can be
viewed as universal. But Kubelka proposes to make
the pavilions serve the public function of studios,
workshops, gazebos, a club or an art school. Our
walk through the Bohnice center would thus be
enriched by another social entity — an art school.
Or, conversely, this garage roof would become, for
example, a reason to walk around the center of
Bohnice.

Studium / Studies

2018-2021 Architektura (M. Sik)
2012-2018 FA CVUT

K,L

Martin Lacko (*1987)
Malba 2 / Painting 2

Is this diploma thesis? choose (,Yes.", ,No.“)

©Z Po celou dobu svych studii, ale i dlouho pfedtim
se Martin Lacko zabyval tématem videoher (a ze-
jména fantazii, ktera s nimi GUzce souvisi) a jeho od-
razem v malbé a kresbé. Digitalni svét jako takovy
mu také nikdy nebyl cizi, naopak, digitalni kresba
je jeho oblibenym médiem. Teprve v ramci své
diplomové prace se Lacko ugil pfimo programovat
a vytvoril funkéni pocitacovy program. Prezento-
vanym vystupem je autorska aplikace, generator
kreseb - portrétl -, interaktivni obraz. Vysledek
nahodnych pocitacovych algoritmda, také vstupd
divaka/hracu, zaroven je to komentaf k marnosti
hodnoceni uméleckych dél i arkadova videohra.

EN Throughout his studies, but also long before
that, Martin Lacko pursued the subject of video
games (and especially the fantasy that is closely
related to them) and its reflection in painting and
drawing. The digital world as such has never been
foreign to him, neither; on the contrary - digital
drawing is his favorite medium. Only in his diploma
thesis did Lacko learn to program directly, and
developed a functional computer program. The
presented output is an authorial application, a gen-
erator of drawings - portraits, an interactive image.
The result of random computer algorithms, as

well as the inputs of spectators/players, it is also

a comment on the pointlessness of judging works
of art and, simultaneously, an arcade video game.

Studium / Studies
2018-2021 Malba 2 (V. Skrepl)
2011-2015 UMPRUM, ilustrace a grafika (J. Horvath)

Anna Langova (*1995)
Malba 3 / Painting 3

Paranoia

©Z Anna Langova ve svych malbach vétsinou
zachycuje okamziky ze véedniho zZivota — setkani

s prateli, prochazku se psem, vylet, party - situace,
pfi kterych zaziva klid, Stésti a citi se byt opros-
téna od véednich problémd, strachu a nejistoty.
Ustfednim tématem, jez nemusi byt vzdy na prvni
pohled ziejmé, je laska, kterou je protkano vse. Mo-
tivy kreseb jsou inspirovany autor¢inymi osobnimi
zkusenostmi, zazitky a prozitky, ve vysledku tak
&asto pfipominaji denikové zaznamy. U obrazl se
Anna Langova inspiruje pravé kresbami, které jsou
jejim nosnym médiem. Snazi se primarné zachytit
atmosféru, jiz postavy na obraze zazivaji.



Langova, ktera zacala malovat az ve druhém ro¢-
niku, kdy pfisla na staz na AVU do ateliéru Malba
3, kam pak i pfestoupila, pracuje s pfirodni batikou,
akrylem, tusi a inkousty, které ruzné fedi a nechava
vpijet do sebe. Misto klasickych platen pouziva
staré textilie, jez sesiva do potfebnych rozmé-

r. Trashova estetika se v jejich dilech potkava

s Cistou instalaci. Zachycena atmosféra se diky ni
dostava z obrazl Anny Langové ven, a pomaha tak
divaka zcela pohltit.

EN The works by Anna Langova usually capture
moments from everyday life — meeting friends,
walking a dog, a trip, partying; simply situations
when the artist feels peaceful, happy and free from
problems, fear and insecurity. The central subject,
which may not always be apparent at first glance,
is love that is present in everything. The motifs of
Langové’s drawings are inspired by her personal
experiences, and the results thus often resemble
diary entries. The inspiration for her paintings is
her mainstay — drawings. She primarily tries to
capture the atmosphere experienced by the char-
acters in the pictures.

Langova turned to painting as late as in the
second year at the Academy during her internship
in the Painting 3 studio, where she later trans-
ferred. She employs natural tie-and-dye technique,
acrylic paint, and Chinese and regular inks, which

L

she dilutes and lets seep one into another. Classic
canvas was replaced by old fabrics sewn to the
required dimensions. Her works combine trash
aesthetics and genuine installation. The latter
helps the captured atmosphere get out of the
paintings and thus completely engulf the viewer.

Studium / Studies

2017-2021 Malba 3 (M. Rittstein, J. Bolf a J. Hosek)
2020 staz v ateliéru Malba 2 (V. Skrepl)

2017 prestup z FaVU VUT na AVU, Malba 3 (M. Rittstein)
2016 staz na AVU v ateliéru Malba 3 (M. Rittstein)
2015-2017 FaVU VUT, ateliér kresby a grafiky (S. Mikyta)

Simon Levitner za kolektiv BCAA system
(Rok zalozeni kolektivu 2017)
Nové média 1/ New Media 1

No Blade of Grass

€Z BCAA system je polyfunkéni kolektiv existujici
na pomezi sou¢asné alternativni hudby, umé-

ni a teorie. Jejich projekty volné pretékaji mezi
kategoriemi — jsou uméleckou skupinou, hudebnim
labelem, AV studiem, DJ crew a ¢imkoliv dal$im,
&im se mUdzou nebo museji stat.

luprace. V prvni fadé v rdmci kolektivu samotného,

svoje projekty ale ¢asto realizuji spole¢né s dalSimi
hosty a spolupracovniky.

Jejich prace volné pretékad mezi online a IRL pro-
storem, od galerijnich instalaci pres digitalni hudeb-
ni releasy k psanému textu. Tematicky se projekty
kolektivu pohybuji v prostoru spekulaci, fikci a her.
Za motiv, ktery se line jejich tvorbou, by $lo oznacit
utopické pfemysleni o moznych lepsich budoucnos-
tech, kde se lidé objevuji jako jeden z mnoha aktért
vedle dal$ich druhd, sil a entit a kde ¢lovék neni
pouze hybnou a destruktivni silou, ale i rovnocen-
nym partnerem v8emu zivému i nezivému.

Formalné pak (v ramci vytvarného uméni) nej-
Castéji vytvareji BCAA system videa doprovazena
instalacemi a poc¢itacové, ale obcas i fyzické hry.
Jejich estetika rozpoznatelné vychazi z zanra sci-fi,
fantasy a pocitacovych her.

Kolektiv formalné existuje od roku 2017 a ¢&ita
Sest ¢lenl.

EN The BCAA System is a multifunctional collective
existing on the borderline between contemporary
alternative music, art, and theory. Their projects
move seemlessly between categories: they are

an art group — a music label — an AV studio - a DJ
crew — and anything else they can or must become.

Probably the most significant element of their
work is cooperation. First of all, within the team
itself, but they often realize their projects with
guests and co-workers.

Their work flows freely between the online and
IRL spaces, from gallery installations and digital
music releases to written text. Thematically, the
collective projects move in the space of specula-

tion, fiction, and games. The motive behind their
creation could be utopian thinking about possible
better futures, where humans are one of many
actors alongside other species, forces and entities,
and where man is not only a driving and destruc-
tive force, but also an equal partner to all the living
and non-living.

Formally (within the visual arts), the BCAA
System most often creates videos accompanied
by installations and computer, but sometimes also
physical games. Its aesthetics is recognizably
based on the genres of science fiction, fantasy,
and computer games.

The team has formally existed since 2017
and has six members.

Studium / Studies
2015-2021 Nova média 1 (T. Svoboda)

Adam Liska (*1992)
Grafika 1/ Printmaking 1

Pfizemi / Ground Floor

©Z Nazev diplomového projektu Adama Lisky je
obrazem jeho nenaplnéné touhy po bydleni ve
vy§Sim patie. Toto uvédomeéni ho doprovazi témér
po cely zivot. At uz s rodinou, s nékym, nebo sam,
vzdy zil v pfizemi. Tento fakt dopliiuje ur¢itou
skleslost, kterou autor pocituje, pfijima ji, je jeho
soucasti a pracuje s ni. | ta je sou¢asti zminéného
toku myslenek, ktery lze promitnout pres realitu, jiz
prekresluje.



Prizemi je pro Adama Lisku tizivé jako myslenky,
které potiebuje uvolnit a rozpustit. Je to problém,

s nimz soustavné pracuje a fesi ho. Pfichazi tak

k osvobozeni, které by bez téchto faktor(, jez poci-
tuje jako negativni, nenasel. Vznika urcitd harmonie,
kterou se nasledné snazi pfenést do obrazu. Jde

o vizualizaci jeho osobniho vnimani a doprovodnych
podnétl. Jeji ¢itelnost Liska znazoriuje pres realny
prostor a predméty v ném. Na rozjimani a volny tok
myslenek autor upfednostriuje samotu, pfitomnost
figury v jeho pracich je proto sekundarni.

Vlastni realizaci rozdéluje Adam Liska na nékolik
etap. Prvni je zpracovani pohledu, snaha o dusled-
nost toho, co aktualné vnima. To ho vybizi ke kres-
bé ¢i malbé hmotného prostoru a jeho predméta.
Tato ¢ast vznika v rozmezi jednoho az dvou dn(,
postupuje rychleji, pro jasnéjsi zachyceni daného
momentu. Techniku tvofi prevazné lavirovani tusi,
barvou, ale i doladéni tuzkou, pfipadné tuzka sa-
motna. Dalsi fazi je naskenovani kresby, ze které si
autor udéla vytisk. Ten pomoci rozpoustédla prene-
se a obtiskne na novy format. Technika alchymaze
mu vyhovuje pro mlhavy vysledny tisk vyzadujici
opétovny zasah. Je tieba dokreslovat - svétla,
stiny, obrysy. V této fazi postupuje Liska pomaleji,
vytisku totiz nejvice vyhovuje zdlouhava $rafura
a teckovani, pomaly soustifedény postup. PUsobeni
rozpoustédla zanechava mapy a prazdna mista
nabizejici prostor pro dotvareni kresbou. Rozpou-
$tédlo zaroven vnese na papir jemny filtr, ktery
vizudlné sjednoti riznorodé pohledy do prostord,
napomuze ke sjednoceni ve formatu a odstrani
chaos kontrastl. Proto techniku alchymaze vnima
Adam Liska jako doplnéni harmonie do jeho umé-
lecké projekce.

EN The title of Adam Liska’s diploma project is

a picture of his unfulfilled desire to live on a higher
floor. It accompanies him throughout most of his
life. Whether with his family, someone else, or
alone, he has always stayed on the ground floor.
This fact complements a certain depression which

the artist feels and accepts as his intrinsic part
and works with. The gloominess is also a constit-
uent of his flow of thoughts projected through the
reality he redraws.

The ground floor is as bothersome for Liska as
the thoughts he needs to let out and dissolve. He
never stops drawing from and solving this problem.
It brings a feeling of liberation which he would
never achieve without these negative factors. He
then tries to transfer the resulting harmony to his
works. They are visualizations of his personal per-
ception and the stimuli related to it. Liska pictures
their legibility via real space and the objects in it.
He prefers solitude in order to meditate and allow
for the free flow of his thoughts. The presence of
figure in his oeuvre is therefore secondary.

Liska realizes his works in several stages. The
first is the elaboration of a view, an effort to be
consistent in what he currently perceives. This
encourages him to draw or paint material space
and its objects for one or two days; here, the artist
progresses fast to seize the moment as clearly as
possible. He mainly employs ink washing, paint, but
also pencil or pencil finishing. In the next stage, he
scans the drawing, prints it and transfers it with
the help of a solvent onto a new format. The al-
chemage technique suits him, since the final hazy
print asks for re-intervention, additional drawing
- of lights, shadows, outlines. In this stage, Liska
proceeds more slowly: the print requires lengthy
- slow and focused - hatching and dotting. In the
process, the solvent creates maps and empty
spots offering space for a drawing finish. It at the
same time covers the paper with a fine filter, which
visually unifies the various views into the spaces,
helps unify the format, and removes the chaos
of contrasts. Liska therefore views alchemage
as a technique that adds harmony to his artistic
projection.

Studium / Studies
2015-2021 Grafika 1 (J. Lindovsky, D. Smutny)

Tereza Liskova (*1995)
Malba 2 / Painting 2

Europa Jupiter System Mission

©Z Téma diplomové prace Terezy Liskové vychazi

z kapitoly Europa z knihy 2010: Druha Vesmirna
odysea od Arthura C. Clarkea, v niz posadka objevi
zivot vné ocednu na jednom z Jupiterovych mési-
cu, Europé. Nazev je pfevzaty z pojmenovani pla-
nované vypravy NASA k prozkoumani Jupiterovych
mésicu, kde by se idajné mohl zivot v oceanu doo-
pravdy nachdazet. Tento ndmét ale slouzi diplomové
praci coby pouhy pfedmét metafory k vyobrazenim
podnicenym sci-fi estetikou.

Série obrazu Terezy Liskové je inspirovana
vizualitou science fiction 80. let 20. stoleti, stejné
jako animovanymi filmy (Heavy Metal, Podivuhodna
dobrodruzstvi Vladimira Smolika, Divoka planeta
ad.), raypunkem ¢i pohadkovymi ilustracemi.
Soubor velkoformatovych olejomaleb predstavuje
naméty fantazijnich vesmirnych krajin s fiktivnimi
bytostmi. Liskova kombinuje dvé malifské polohy,
expresivni nahozenost s uhlazenou, vice propra-
covanou formou. Kompozice vznika asocia¢nim
skladanim prvkd malby, které na sebe za procesu
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reaguji. Prvotni podmalbou je prostredi, jez je po-
stupné ,obydlovano® tvory, znaky a vécmi. Souéasti
prace Liskové jsou kratké autorské povidky, které
doplnuji naladu obrazovych scén.

EN The subject of Tereza Liskova’s diploma thesis
is based on the chapter Europa from the book
2010: Odyssey Two by Arthur C. Clarke, in which
the crew discovers life outside the ocean on one
of Jupiter’'s moons, Europa. The artist entitled it
after NASA's expedition planned to explore Jupi-
ter's moons, where ocean life could supposedly
really exist. However, this subject serves the thesis
as a mere metaphor for images drawing from sci-fi
aesthetics.

The series by Liskova is inspired by the 1980s’
science fiction imagery, animation movies (Heavy
Metal, The Adventures of Aladar Mézga, Fantastic
Planet, and others), raypunk, and fairy-tale illustra-
tions. The large-dimensional oil paintings display
fantasy cosmic landscapes inhabited by fictional
creatures. The artist fuses two approaches: expres-
sive shortcut and smooth, more elaborate form.
The final composition results from associative
compilation of individual painting elements that
react to each other in the process. The primary



underpainting is an environment gradually populat-
ed by creatures, signs, and things. Liskova’s work
includes her short stories, which complement the
atmosphere of the painted scenes.

Studium / Studies
2015-2021 Malba 2 (V. Skrepl)

Oleksandr Martsynyuk (*1993)
Intermédia 2 / Intermedia 2

AirBreath

€Z Tvorba Oleksandra Martsynyuka tematicky
vychazi z konfrontace jedince s technologii ve
spojeni se sociopolitickymi a ekologickymi aspek-
ty. Tvofi kratké narativni pfibéhy uvadéjici divaka
do absurdnich situaci, které zaziva hlavni hrdina

v nedaleké budoucnosti. Nesoustiedi se vSak tolik
na detailni popsani svéta povidky, nybrz na emo¢ni
interiér postavy, ktera je vrzena do jednotlivych
environmentu. V pfedchozich letech Oleksandr
zpracovaval tyto scény pomoci digitalnich obrazl
kombinovanych s 3D animaci, jez zpétné vkladal
do realného prostoru v podobé instalaci. Ve své
diplomové praci se rozhodl tyto pavodné digitalni
scény realizovat v redlné podobé jako 3D vytisténé
sochy a objekty, které vychazeji z jeho autorského
textu AirBreath.

EN The subjects of Olegsandr Martsynyuk’s work

are based on confronting an individual with tech-
nology in connection with socio-political and eco-

L,M

logical aspects. The artist produces short narrative
stories, introducing viewers to absurd situations
that its protagonist would experience in the near
future. However, he does not primarily focus on

a detailed description of the world of the story,
but on the emotional interior of the character, who
is thrown into various environments. In previous
years, Oleksandr processed these scenes using
digital images combined with 3D animation, which
he would reinsert into real space as installations.
In his diploma thesis, he decided to realize these
initially digital scenes in real form, as 3D-printed
sculptures and objects drawn from his authorial
text entitled AirBreath.

Studium / Studies

2016-2019 Nova média 2 (A. Daucéikova, K. Olivova

a D. Alster)

2019-2021 Intermédia 2 (D. Zéhoransky a P. Scerankova)
2019 Staz na Academia di Brera, Milan, New media

Max Maslo (*1994)
Grafika 2 / Printmaking 2

Jé jsem tam nebyl / | Wasn’t There

¢z Max Maslo se vénuje grafice a ilustraci. Potykani
se s umornosti grafickych technik, které zaroven
vnima jako volnoc¢asové hobby, jez poskytuje
uziteény rozpor ve vztahu k vizualnimu uméni.
Retézeni tohoto rozporu je pak pfeneseno i do
pokusU o konceptualngjsi pfistupy, jako je treba
prace s archivem.

Ve své diplomové praci pouziva metody amatér-
ské historiografie ke stopovani promén spole¢en-
ského vzpominani na udalosti sametové revoluce.
Ty poté zrcadli s osobni mytologii a nezdarem
v konstrukci vlastniho utopického snéni. Vyhodou je,
Ze spole¢enské vzpominkové praxe se neomezuji na
déjepisné knihy, ale maji i Sir$i performativni rozmeér,
v némz Ize déjinné artefakty snadno manipulativ-
né predkladdavat a analyzovat. Na povrch zde ale
vystupuje melancholicky ubé&znik neuspokojivych
vychodisek ,angazovaného uméni“ a pokusu o jejich
prfehodnoceni.

Simulovani uméleckého vyzkumu je idedlnim
zpUsobem naplnéni autorské skepse. Zlstava
pouze plytkd prace s archivem a snaha o vykopa-
ni dédictvi archivniho obratu a jeho zneuziti pro
,dobrou véc*.

EN Max Maslo pursues graphic arts and illustration.
To him, the struggle integral to the grueling graphic
techniques is at the same time a leisure hobby
that provides a useful contradiction in relation to
visual arts. The “catenation” of this discrepancy is
then transferred to attempts at more conceptual
approaches, such as working with an archive.

His dissertation employs the methods of ama-
teur historiography to track the changes in social
remembrance of the events accompanying the so-
called 1990s’ Velvet Revolution in his homeland.
He subsequently reflects them against personal
mythology and failure in the construction of his
own utopian dreaming. The advantage of this is
that social memorial practices are not limited to
history books but have a broader performative
dimension, where historical artifacts can be easily
manipulated and analyzed. However, there also
surfaces the melancholic vanishing point of
unsatisfactory starting points of “engaged art”
and attempts at reconsidering them.

Simulating artistic research is an ideal way to
fulfill the artist’'s skepticism. All that remains is the
shallow work with the archive and the effort to dig
up the legacy of the archive turn and its misuse for
the sake of a “good cause”.

Studium / Studies
2014-2021 Grafika 2 (V. Kokolia)

Jan Matysek (*1994)
Nova média 2 / New Media 2

Fuj tajxl!! / Ugh!!

€z Jan Matysek je vizualni umélec a scénograf,
ktery si z vnéjsich i vnitfnich vjemu vytvari vliastni
pfibéhy a myty. Skrze jejich asociace a kauzality
vysvétluje jevy mezi nebem a zemi. Kombinuje té-
mata transhumanismu, ekofeminismu a télesnosti
s psychoterapeutickymi prostiedky hypnozy. Tvori

M

prevazné videa s dlirazem na obrazotvornost nevé-
domi. Videa zasazuje do videoinstalaci — imaginar-
nich, ritualnich prostort a skrze pfimou komunikaci
s publikem zprostifedkovava jeho transformaci
nebo transcendenci na vnitini Urovni. Inspiruje
se Samanskymi praktikami iniciace, zasvécovani
a zvédomovani skrytého. Matysek absolvoval
studium scénografie na brnénské JAMU a staz na
berlinské UdK v ateliéru experimentalniho filmu.

Jeho préace Fuj tajxl!! je cestou do podsvéti. Se-
stupujes do temnoty a rozpominas se na davno vy-
té&snéné. Setkavas se tvari v tvar s chlupatym-roha-
tym jako stinovym, muzskym archetypem. Zazivas
déja vu? Cert je silnou zbrani patriarchatu, zaroven
jeho nejdésivéjsim strachem. On je prostiedek
poznani, doplnék k uplrku. Pali (Psychopompos)!
Jeho rohy hypnotizuji. Honosi se rovnovahou obou
principt dualismu, ale i nepfekrogitelnou propasti
mezi nimi. Stoji ti. Tiché napéti pokryva ohlusujici
obraz pfirozenosti jako péna. Vzdalujes$ se o chlup
s kazdym oholenim.

V kostréi se ti vztekd maly chlapec, intoxiko-
van infantilismem. Lechta to. Vyhrabavas bestii
a s chechtotem ji polibi$. Chtéla by do tebe zezadu.
Ochutnavas paradox. Silis, transcendujes. Beat
zezdola ohlasuje inicia¢ni ritudl. Synchronizujes
dusevni temporytmus s neviditelnym. Stavas se
tim chlapcem, aby ses obétoval. Zmensujes se, vni-
mas svét, jako kdyz jsi méfil pllku. Jak jsi pfidusen
ve vyskach dospélého téla. Daleko od zemé. Daleko
od détského védomi, kdyz bylo jesté mlécné. Nespi,
dnes v noci se stane$ muzem. Tancu;j!!!

EN Jan Matysek is a visual artist and set designer
who employs external and internal perceptions

to create his own stories and myths and, through
their associations and causality, explains the phe-
nomena between heaven and earth. He combines
the subjects of transhumanism, ecofeminism and
corporeality on the one hand and, on the other
hand, the psychotherapeutic methods of hypnosis.
Most of his videos lay emphasis on the imagination
of the unconscious. He incorporates them in video
installations — imaginary, ritual spaces, and via
direct communication with the audience mediates
their transformation or transcendence on the inner
level. He draws inspiration from shamanic practices
of initiation and awareness of the hidden. Matysek
graduated from the field of stage design at the
Janaéek Academy of Music and Performing Arts

in Brno and completed an internship at the Berlin
UdK in the Experimental Film studio.

Matysek’s work Fuj tajxI!! (Ugh!!) is the way to
the underworld. You descend into darkness and
recollect what you have displaced long ago. You
encounter the hairy-horned in the form of a shad-
ow, a male archetype. Do you have déja vu? The
devil is a powerful weapon of patriarchy and, simul-



taneously, what it fears the most. He is the medium
of knowledge, the addition to the full moon. He
burns (Psychopompos)!! His horns hypnotize. He
boasts a balance of the two principles of dualism,
but also an insurmountable gap between them. You
have a hard-on. The silent tension covers the deaf-
ening image of naturalness like foam. You move
away by a hair’s breadth with each shave.

A little boy, intoxicated by infantilism, frets in
your tail bone. It tickles. You dig out a beast and
kiss it, giggling. It would like to penetrate you
from behind. You taste the paradox. You freak,
you transcend. The beat from below announces
an initiation ritual. You synchronize your mental
speed-rhythm with the invisible. You become the
boy in order to sacrifice yourself. You shrink; you
perceive the world as if you stood half-tall. You are
suffocated at heights of an adult body, far from
the ground. Far from children’s consciousness
when it was still milky. Don’t sleep - you'll be a man
tonight! Dance!!

Studium / Studies

2018-2021 Nova média 2 (A. Daucikova, K. Olivova
a D. Alster)

2019-2020 staz na Universitat der Kiinste, Berlin
2016-2017 FaVU VUT, kresba a grafika

2013-2018 Janackova akademie muzickych uméni,
scénografie

Ondiej Minaf (*1990)
Malba 4 / Painting 4

Svét bez védomi / World without Consciousness

€Z Ondiej Minaf je malit-realista, jenz se vénuje
vyhradné zobrazivé malbé a kresbé. Ve své praci,
ktera zahrnuje krajinomalbu, zatisi i figuralni moti-
vy, hleda a s fascinaci interpretuje svétlo, prostor
a hmotu coby projevy nekonec¢na i svéta mrtvych.
Na svych platnech sleduje emocionalni autenticitu
a nepodbizivou duchovnost stejné jako kvalitu
vytvarného projevu.

M, P

V diplomové praci se Ondriej Minaf zabyval krajinou
Marsu jakozto vychodiskem pro uchopeni odvékych
a vzdy pritomnych lidskych zkusenosti, jako jsou
touha po nekoneénu, hlasy nevédomi, tuseni
druhych svéta apod., ale i vychodiskem pro osobni

zaujeti pustinou, dalkou a monumentalitou prostoru.

EN Ondfej Minaf is a realist painter who exclu-
sively pursues pictorial painting and drawing. His
hitherto oeuvre includes the fields of landscape
painting and still-life, and figural motifs. He seeks
and, fascinated, interprets light, space and matter
as manifestations of infinity and the world of the
dead. His canvases are characteristic of emotional
authenticity and unobtrusive spirituality as well as
high quality of artistic expression.

Minaf’s diploma thesis focuses on the landscape
of Mars as a starting point for grasping age-old
and ever-present human experiences, such as the
desire for infinity, voices of the unconscious, sus-
pecting other worlds, and so on, but also a starting
point for personal interest in wasteland, distance
and monumentality of space.

Studium / Studies
2015-2021 Malba 4 (M. Mainer, M. Meduna a P. Dub)

Slavomir Peterka (*1994)
Architektura / Architecture

Mésto Sidlisté. Vefejny prostor /
Housing Estate City. Public Space

€z Zadanim véech péti diplomantu Ateliéru
architektury bylo v obecné roviné Mésto Sidlisté.
Spolec¢né se rozhodli pracovat na prazském sidlisti
v Bohnicich. Jejich zamérem pfi Upravach
bohnického sidlis§té bylo podpofeni urbanistické
ideje bydleni v krajiné na misto sou¢asného trendu
primarniho zahustovani urbanizovaného uzemi.
Pozornost se tak soustiedila na mista spolec¢en-
ského zajmu, ktera lezi pfi hlavnich cestach lokality
a pokryvaji zékladni (dnes nedostate¢né funguijici)
slozky zivota ve mésté — bydleni, praci, vzdélavani
a volny ¢as. Vysledkem daného projektu ma byt
prostorovy a ideovy ansambl, jenz vyspravi zatim
nedokonéené mésto - sidli§té Bohnice.

Diplomovy projekt Slavomira Peterky si klade za
cil kultivaci paté fasady mésta, vefejného prostoru
pfi hlavnich komunikacich sidli§té Bohnice ve sna-
ze definovat ,misto”. Strukturalné je rozdélen do
trech kategorii: doprava, stavebni ¢innost a krajina.
Kazda z nich je reprezentovana nékolika urbannimi
a architektonickymi elementy. Cestou k Upravam
je zména vyuziti méstskych pozemk, provéfeni
a Uprava miry zastavénosti a jeji modifikace, kon-
cepce dopravy, dopravy v klidu a zevrubné vypra-

covani objektu ¢i objektd a okolniho prostranstvi,
které z navrhu vyplyvaiji. Peterklv architektonicky
projekt nema dramatickym zpUsobem ménit cha-
rakter daného mista. Ma jej doplnit, kontextualné
tvarovat a posilovat specifika mista, ukazat jeho
velkorysost a potencidl, vyresit, z pohledu autora,
problematické situace.

EN The assignment of the five graduates from the
Architecture studio was, in general, the Housing
Estate City. The students agreed to redesign the
Bohnice housing estate in Prague via the idea of
living in a landscape, while strictly avoiding the
current trend that promotes dense urbanized area.
They therefore focused on places important for the
community, situated along the main roads of the
site and facilitating the elementary (today merely
functional) aspects of life in the city - housing,
work, education, and leisure. The result of the
project is a spatial and ideological ensemble, which
will fix this yet incomplete part of the Bohnice
district.

Slavomir Peterka’s diploma project aims to culti-
vate the fifth fagade of the city - the public space
stretching along the main roads of the Bohnice
housing estate - in order to define “a place”.

From the structural point, it is divided into three
categories: transportation, construction, and
landscape. Each of them is represented by several
urban and architectural elements. The redesign
aims to change the way how the site is used, to
examine and modify the degree of its density, to
provide a new transportation concept, to facilitate
easy and smooth trafficking, and to thoroughly
define the building or buildings and the surround-
ing space that result from the project. Peterka
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does not plan to transform the place in a dramatic
way. He just wants to complement it, reform its
context, and boost the specifics of the place, while
revealing its generosity and potential and solving
situations which he views as problematic.

Studium / Studies

2018-2021 Architektura (M. Sik)

2019 staz v Architekturburo Sik AG, Curych

2020 staz v malifské pripravce

2018 pracovni staz v Schenker Salvi Weber Architekten ZT
GmbH, Viden

2016-2018 FA CVUT (magisterské studium, ateliéry
Kuzemensky Synek, Kloko¢ka Zdrahalova, Cikan, Cisler
Pazdera)

2013-2016 FA CVUT (bakalaiské studium, ateliéry Nachazel
Nachéazelova, Cikan, Kuzemensky Synek, Cisler Pazdera

Alzbéta Pomahacova (*1994)
Architektura / Architecture

Mésto Sidlisté. Prefabrikované domovy /
Housing Estate City. Prefabbed Houses

¢Z Diplomova prace Alzbéty Pomahacové tvofi ¢ast
ze spoleéného zajmu student( Ateliéru architek-
tonické tvorby — fenoménu ¢eskoslovenskych
modernistickych sidlist. Jeji navrh je stfipkem ze
souboru intervenci, které na pfipadu prazskych
Bohnic spole¢né odkryvaji obecnou problemati-
ku hromadné bytové vystavby, ne¢ekané kvality

i mozny potencial nejvétsiho tuzemského experi-
mentu na bydleni. Projekt na ptikladu vybraného
panelového domu T1 zkouma miru a kvalitu, v niz



se podarilo uskutecnit utopii moderniho bydleni
pro vSéechny bez rozdilu. Jeho prostfednictvim Po-
mahacova ohledava moznosti rekonstrukce domu
v mantinelech kulturné socialniho kontextu sidliste,
které jsou vsak ovlivnény pavodni konstrukci i $irsi-
mi souvislostmi prazského panoramatu.

Rozhodnuti vénovat se tématu domova pri
bliz§im pohledu na sidlisté bylo ovlivhéno nékolika
rovinami. Prim hrél dojem, ktery v autorce vybrany
dum bezprostfedné a autenticky zanechal po
nédhodném setkani v Bohnicich. Déle silny zazitek
uvnitf domu a pohled ven z jeho oken do pfimést-
ské krajiny, ktera obklopuje prstenec prazskych
sidlist. A pfedevsim pak osobni ambice zkoumat
plvodni motivace modernistického sidlisté na kon-
krétnim pfikladu. Inspiraci pro vlastni diplomovou
préaci byla potieba konfrontace jeho sou¢asného
estetického i konstrukéniho stavu a kvalit sou-
kromych i spole¢nych prostor s dnesnimi naroky
na bydleni. Pomahacova si klade otazku, co je to
soudoby domov. Pta se, co chybi a co pirebyva.
Nasledné bourd, pfistavuje, nastavuje, zachovava,
uklizi. StéZejni je pro ni nadechnuti se mezi rastrem
panelovych stén. Moznost pro obyvatele ziskat
novy prostor, ktery nebude svym nazvem podmino-
vat konkrétni akci. Nova betonova prefabrikovana
struktura poskytne to, co chybi, a znovu ukaze, co
bylo dlouho schované - panelové stény, rytmus
domova. Autorka z domu cisti staré levné nanosy,
prinasi mix funkci i obyvatel. Vznika tak civilni pro-
stor pro kazdodennost, luxus v jednoduchosti, nova
kvalita starého bydleni.

EN Alzbéta Pomahacovad’s diploma thesis is part of
the joint interest of the Architecture studio’s stu-
dents in the phenomenon of Czechoslovak mod-
ernist housing estates. Her proposal is a snippet
of a set of interventions that, on the example of
Prague’s Bohnice, reveal the general issues related
to mass housing construction and its unexpected
qualities as well as the possible potential of the
largest local experiment in housing. The project
follows the example of a prefabbed house T1 to
examine the degree and quality in which the utopia
of modern living for all had been realized. This
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helps Pomahacova explore the possibilities of
reconstructing the house within the limits of the
cultural and social context of the given housing
estate, which are, however, influenced by the orig-
inal construction and the broader context of the
Prague skyline.

Pomahacovd’s decision to address the subject
of home arrived after taking a closer look at the
housing estate and it was affected by several
aspects. First, it was the authentic and immedi-
ate impression of the house after accidentally
encountering it. Second, there came the intense
experience inside the house and the view out of
its windows into the suburban landscape that
surrounds the ring of Prague housing estates. And
the main impulse was the ambition to study the
initial motivations of a modernist housing estate
on a particular example. The diploma thesis was in-
spired by the need to confront its current aesthetic
and structural condition and the qualities of its
private and common spaces with today’s housing
requirements. Pomahacova wonders: What actu-
ally is a contemporary home? She asks: What is
missing and what is redundant? She subsequently
demolishes, adds, extends, preserves, and cleans.
The crucial moment for her is the possibility to
take a breath in the grid of panel walls, and the res-
idents’ chance at getting a new space the name of
which does not condition a specific event. The new
concrete prefabricated structure will provide what
is missing and will resurface what has long been
hidden - the panel walls, the rhythm of home. The
author cleanses the house from the old and cheap
deposits, and brings in a mix of functions and
inhabitants. This results in an informal space for
everyday life, a luxury based on simplicity, a new
quality of old living.

Studium / Studies

2019-2021 Architektura (M. Sik)

2019-2020 staz na UMPRUM, Keramika a porcelan

(M. Velcovsky a M. Pekar)

2017 staz na Skole KU Leuven Faculteit Architectuur Gent
2013-2018 FA TUL (bakalafsky studijni program)

Martin Pondélicek (*1992)
Intermédia 1/ Intermedia 1

Bud Vesuvem mému Herkulaneu /
Be the Mount Vesuvius to My Herculaneum

¢z Nasobeni velkého mnozstvi detaild da vzniknout
celku. Tato véta se v praci Martina Pondéli¢ka zrca-
dli s oby¢ejnou presnosti. Jeho tvorba je tim padem
velmi naro¢na na Cas, ktery se stal stézejnim té-
matem napfi¢ jeho uméleckym portfoliem. Zaroven
se ve vyctu dél projevuje i zdanliva rozpolcenost,

z tohoto dUivodu jsou obsahy ambivalentni a mno-
hoznaéné. Chvilemi lze v uvozovkach hovofit az
o trojim autorstvi, které mGze pramenit z rozliénych
pristupl nabytych studii na Pedagogické fakulté
UK, Akademii vytvarnych uméni v Praze a na ro¢ni
stazi v Ateliéru textilni tvorby na UMPRUM v Praze.
Jeho dilo Bud Vesuvem mému Herkulaneu je
komplexnim zprostfedkovanim dalekosahlosti
stiipkd osobnosti. Vaznost je narusena humorem.
Na druhé strané je realita rozsitena o fantasy vize
a Cas se prolina skrz polopropustnou undulujici
membranu zivota. Fantaskné fantazijni svét je se-
staveny z jinotajl a podobenstvi. Naskyta prihled-
nym zrcadlem odraz hlubin a propasti vnimavosti,
ktery ulpiva ve tmé, kam zadnéa svétla nemohou.

EN Multiplying a plethora of details gives rise to

a whole. The hitherto oeuvre of Jan Pondélicek
seems to reflect this sentence with utmost preci-
sion. His works are immensely time-consuming,
while time has become the central subject of his
artistic portfolio. They moreover betray an appar-
ent disunity; their contents are thus ambivalent
and multivalent. At times, we can even speak about
up to “three authorships”, perhaps stemming from
the various approaches the artist has adopted
during his studies at the Charles University’s Fac-
ulty of Education and the Academy of Fine Arts in
Prague, and the yearlong internship in the Textile
studio at the Academy of Arts, Architecture and
Design in Prague.

P,R

The work Be the Mount Vesuvius to My Hercu-
laneum comprehensively mediates the far-reach-
ing character of fragments of personalities.
Seriousness is disturbed by humor. On the other
hand, reality is augmented by fantasy visions and
time pervades the semipermeable, undulating
membrane of life. The fanciful world of imagination
consists of allegories and parables. Its transpar-
ent mirror provides a reflection of the depths and
abysses of receptivity; a reflection which clings in
the darkness never kissed by light.

Studium / Studies

2020-2021 Intermédia 1 (M. Dopitova)

2019-2020 Nova média 2 (K. Olivova a D. Alster)
2018-2019 staz na UMPRUM, ateliér textilni tvorby
2016-2018 Intermédia 1

2013-2016 Pedagogicka fakulta UK, vytvarna vychova se
zaméfenim na vzdélavani

Adam Rada (*1996)
Malba 4 / Painting 4

Plenér v rozsifeném poli /
Plein Air with Broadened Horizons

¢z Adam Rada vytvafi sérii maleb, ktera vychazi

z jeho cest po virtualni zemékouli, zpracované
algoritmy od spole¢nosti Google. Aplikace Google
Earth vyuziva vice satelitnich snimku zachycuji-
cich stejné misto z rlznych uhl{, které nasledné
skldda dohromady, ¢imz vznika 3D model. Na ten
je nasledné nahrana textura. Pfi tomto procesu
vznika silna deformace. A¢ by se to na prvni pohled
mohlo zdat, Rada se nezaméfuje na tyto odchylky
od fotorealistického zobrazeni jako na chyby. Diiraz
klade spiSe na estetické kvality, které s sebou tento
druh pocitacové stylizace nese. Ta se totiz svou
logikou nelisi od uméleckych stylizaci, které se
pouzivaly napfi¢ déjinami uméni.

Jednotlivé obrazy Adama Rady zachycuiji
scenerie z mnoha evropskych a americkych mést.
Plsobi zde totiz urcita selektivni globalizace. Na
jednu stranu tento program vymazava vzdalenosti
a rozdily mezi mésty, mezi néz patfi napfiklad
podnebi, kultura a jazykové bariéry. Na druhou v§ak
mapuje jen nékterd, ¢imz je rozdéluje na velkomés-
ta a ostatni mésta nebo na Evropu a Ameriku proti
zbytku svéta.

EN Adam Rada’s painting series is based on his
travels around the virtual globe and its individual
works are processed by Google algorithms. The
Google Earth application uses multiple satellite
shots capturing locations from different angles,
subsequently composing them into a 3D model
and finally covering them with an uploaded texture.



The given process results in a heavy deformation.
But Rada does not view these deviations from the
photorealistic images as errors, as it would seem
at the first sight. On the contrary, the aesthetic
qualities accompanying this kind of computer
stylization are emphasized. Because its logic does
not vary from the artistic stylizations employed
throughout the history of art.

The paintings by Rada capture scenes from
many European and American cities. They display
the effect of a certain selective globalization.

On the one hand, the program erases distances
and differences between cities, such as climate,
culture, and language barriers. On the other hand,
however, it maps only some, thus dividing them
into urban centers and other cities, or Europe and
America against the rest of the world.

Studium / Studies

2015-2019 Malba 3 (M. Rittstein, J. Bolf a J. Hosek)
2018-2019 staz na Gray School of Art, Aberdeen
2019-2021 Malba 4 (M. Meduna a P. Dub)

Katefina Samkova (*1986)
Restaurovani vytvarnych dél malifskych
a polychromované plastiky / Restoration of Painted
Artworks and Polychrome Statues

PrGzkum a restaurovani transferu gotické nasténné
malby, neznamy fragment s UkfiZzovanym a Pannou
Marii, zavér 14. stoleti / Research and restoration of
the transfer of a Gothic mural, unknown fragment
with The Crucifixion and the Virgin Mary,
late 14t century

R,S

€z '\ ramci diplomové prace studentka pracovala
s témito nastroji a materialy:

agar, akvarelové barvy Schmincke Horadam,
anorganické pigmenty, Araldite® 106, BEVA® 371
folie, BEVA® 371, Bindan B3/D3, binokularni lupa,
Brij™ 35, Brij™ L4, brusny papir, Carbopol® Ul-
trez, cidliny a skrabky, damara, destilovana voda,
digitalni fotoaparat Canon EOS 6D, digitalni
fotoaparat SONY DSCF 828 s odnimatelnym IR
filtrem, digitalni USB kamera Dino-Lite, dlata, dievo
smrkové a dubové, DTPA, Ethomeen C12, externi
spoust Canon, filtraéni papir, hlinikova vostinova
deska, hobliky, houbi¢ky Akapad White, hydroxid
sodny 1M, Iriodin (Kremmer), japonsky papir,
kalibraéni barevna $kéla a $eda tabulka, kamera
Oriris, klih kozni, klinky, Klucel G, kompresor a la-
kovaci pistole, kotou¢ova bruska, kiida bolorska,
ktida plaven3, kuli¢ka, kyselina citronova, kyselina
chlorovodikova 1M, laboratorni sklo, Laponite RD,
Laropal®, Lascaux Hydro-grund, malifsky stojan,
matice, mechanické michadlo, mechanicky roz-
parsovac, Melinex™ RSX 951, Melinex™, microba-
lonky (Glasmehl in Kugelchen 40-70p Kremmer),
mikelanta, mikroskop Leica, mozek, napinaci klesté,
nastroje pro pozlacovani, nastielovacka sponek,
nizkotlaky vakuovy stl, nazky, objektiv macro
60 mm Tamron SP, objektiv macro 70 mm 1:2:8 Sig-
ma D6, objektiv s pevnym ohniskem 50 mm Canon
Ultrasonic, objektiv zoom 17-85 mm
Canon EF-S, odborna literatura, odlamovaci nliz,
ochranna polomaska 3M, ochranné rukavice
nitrilové, organicka rozpoustédla, papirova lepenka
nekyseld, papirova paska, Paraloid B72, pH metr,
pila japonska, pila pfimocara, pilnik, pinzeta, pisek,
platno Inéné a polyesterové, Plextol B 500, pocitac,

podkladovy dopinaci ram, poliment, polyamidovy
prasek (Lascaux Polyamide Textile Welding Powder
5350), Poron®, posuvné méfitko, Primal® AC35,
pryskyfi¢né barvy Gamblin, preklizka bukova, pfi-
tlac¢né pruziny, rentgen, skalpel, skli¢idla truhlaiska,
stativ, svétla IR (Helder Systemlicht), svétla UV
(LED UV real UV™ 365 nm), svétla VIS (LED Formei
WIFI- 160F), synteticka plst Promatco, selak, $pa-
chtle, stétce, tepelna $pachtle a jehla, Tylose® MH
300, uhelnik, thlova bruska, vaha zlatnicka, valecek
gumovy, vapenna kase sedld, vata bavinéna, véeli
vosk béleny, vodni lazen, vrtacka akumulatorova,
vrtacka stojanova, vruty, vypinaci segmentovy ram
(stretcher), vyzina, zatéze, zavésny systém, zavito-
vé tyce, zlato platkové 24 karat(l, zehlicka, zelatina.

Na zakladé restauratorského priizkumu student-
ka koncipovala restauratorské zasahy slouzici

k zachrané dél. Slo predevsim o strukturalni zasahy
na jejich podlozkach, jez byly zaméfeny na vyfeSeni
priciny degradace dél a umoznily jejich prezentaci
a bezpec¢né uchovavani. Z licové strany navrhla
odstranéni nevhodnych druhotnych zasahu pfi
zachovani hodnoty stafi a respektovani patiny, kte-
rou dila ziskala v pribéhu ¢asu, s cilem prodlouzit
jejich zivot a obnovit estetické i historické hodnoty,
které byly druhotnymi zasahy degradované.

EN As part of her diploma thesis, the student
worked with the following tools and materials:

agar, Schmincke Horadam watercolors, inorganic
pigments, Araldite® 106, BEVA® 371 foil, BEVA® 371,
Bindan B3/D3, binocular magnifier, Brij™ 35, Brij™
L4, sandpaper, Carbopol® Ultrez, agents and scrap-
ers, damara, distilled water, Canon EOS 6D digital
camera, SONY DSCF 828 digital camera with
removable IR filter, Dino-Lite digital USB camera,
chisels, spruce and oak wood, DTPA, Ethomeen
C12, Canon external shutter, filter paper, aluminum
honeycomb board, planers, Akapad White sponges,
sodium hydroxide 1M, Iriodin (Kremmer), Japanese
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paper, calibration color scale and gray table, Oriris
camera, leather glue, wedges, Klucel G, compres-
sor and paint gun, disc grinder, Bolognese chalk,
float chalk, ball, citric acid, hydrochloric acid 1M,
laboratory glassware, Laponite RD, Laropal®, Las-
caux Hydro-grund, easel, nuts, mechanical stirrer,
mechanical spray, Melinex® RSX 951, Melinex®,
microballoons (Glasmehl in Kiigelchen 40-70p
Kremmer), mikelanta, Leica microscope, brain, ten-
sion pliers, gilding tools, staple gun, low pressure
vacuum table, scissors, macro lens 60mm Tamron
SP, macro lens 70mm 1:2:8 Sigma D6, Canon Ultra-
sonic objective with a fixed 50mm focus, Canon
EF-S zoom lens 17-85 mm, professional literature,
break-off knife, protective half mask 3M, protec-
tive nitrile gloves, organic solvents, non-acidic
paperboard, paper tape, Paraloid B72, pH meter,
Japanese saw, jigsaw, file, tweezers, sand, linen
and polyester canvas, Plextol B 500, computer, un-
derlay tension frame, poliment, polyamide powder
(Lascaux Polyamide Textile Welding Powder 5350),
Poron®, caliper, Primal® AC35, Gamblin resin
paints, beech plywood, compression springs, X-ray,
scalpel, joiner’s chucks, tripod, IR lights (Helder
Systemlicht), UV lights (LED UV real UV™ 365 nm),
VIS lights (LED Formei WIFI-160F), synthetic Pro-
matco felt, shellac, spatulas, brushes, heat spatula
and needle, Tylose® MH 300, angle, angle grinder,
goldsmith’s weight, rubber roller, saddle lime slurry,
cotton wool, bleached beeswax, water bath, cord-
less drill, stand drill, screws, stretch segment frame
(stretcher), loading, suspension system, threaded
rods, 24-carat gold leaf, iron, gelatin.

Restoration research served Samkova as a starting
point for interventions aimed at preserving the
artifacts. These were mainly carried out structural-
ly on the underlays. The objective was to determine
and solve the cause of the works’ degradation, and
thus facilitate their future presentation and safe
storage. On the obverses, she proposed remov-

ing inappropriate secondary interventions while
preserving the value of the antiquity character and
respecting the patina that the works acquired over
time, in order to prolong their lifespan and restore
their aesthetic and historical values, degraded by
secondary interventions.

Studium / Studies

2017-2021 Restaurovani vytvarnych dél malifskych
a polychromované plastiky (A. Pokorny), program
celozivotniho vzdélavani

2008-2014 Intermedialni $kola (M. Knizak)
2012-2013 staz v ateliéru architektury (E. Pikryl)
2006-2011 Pedagogicka fakulta UK, ¢esky jazyk

a vytvarna vychova



Lukas Slavicky (*1996)
Malba 1/ Painting 1

Uzemi, hoteni a vzdalenosti /
Territory, Burning, and Distances

€Z | ukas Slavicky ve své instalaci prezentuje au-
torsky film doplnény o kresleny storyboard a sérii
obraz(. Jeho kratkometrazni snimek analyzuje
tvaréi proces, tedy i sam sebe. Je koncipovan tak,
aby fungoval jako dilo utvarejici se ,za jizdy". Cesta
je v ném pritom diilezitym motivem. Zanrové odka-
zuje k road movie, experimentalnimu filmu a stylu
vyprazdnéné narace. Zvlastni dliraz autor klade

na kompoziéni stranku zabéru a jejich atmosféru.
Pracuje se znaky a symboly, typografii, pfirodnimi
Zivly, kulturnimi odkazy. Pét ¢asti, do kterych je film
strukturovan, ilustruje vzdy jednu fazi vzniku dila.
To se déje prostiednictvim opakovanych motiva

a jejich postupné obmény. Snimek je zaroven fil-
mem o filmu — odkryva okolnosti svého vzniku. Sla-
vicky v ném uziva stejnych nastrojd a postupu jako
v malbach. Ty naopak prejimaji do svého slovniku
filmovou terminologii — celek, polodetail, detail,
hloubku pole, montaz a dalsi. Ve vSech médiich,
které autor uziva, se projevuje jeho zajem o pojmy
jako vrstveni, fragmentace, ramovani, absurdita,
jev v pozadi, mizanscéna... Snimek vznikl bez
jakékoli pfedchozi technické zkusenosti s filmovym
médiem (kromé divacké). Funguje tak jako projekt

DIY a zkoum3, jestli se da timto zpusobem vytvofit
funkéni umélecké dilo. Odpovéd je ponechana na
divakovi.

EN The installation by Lukas Slavicky consists of an
authorial film accompanied by a storyboard and

a painting series. The short film analyzes a creative
process, and therefore also the artist himself. It

is conceived as a work made “while driving”, with
journey being its important motif. It refers to the
road movie and experimental film genres, and the
style of depleted narration. The artist lays strong
emphasis on the composition of the takes and
their atmosphere. He works with signs and sym-
bols, typography, natural elements, and cultural
references. Each of the five parts forming the
film’s structure illustrates a particular stage of its
origination. This is done via repeating and gradual
changing the motifs. In addition, the film is a film
about a film, since it reveals the circumstances of
its origination.

Slavicky’s film employs the same tools and
methods as his paintings. The latter, in turn, adopt
film terminology, such as whole, close-up, and
depth of field. All the media used by the artist
betray his interest in concepts such as layering,
fragmentation, framing, absurdity, background
phenomenon, mise-en-scéne... The film was made
without any previous experience with the given
medium (except the one of a viewer). It thus works

like a DIY project and explores whether this way
can result in a work of art that “works”. The answer
is left to the viewer.

Studium / Studies

2019-2021 Malba 1 (R. Salanda)

2017 staz v ateliéru Malba 4 (M. Mainer)
2015-2019 Grafika 1 (J. Lindovsky, D. Smutny)

Markéta Soukupova (*1992)
Malba 3 / Painting 3

Realizace Reformace Relaxace /
Realization Reformation Relaxation

€Z Ve své diplomové praci se Markéta vénuje otazce
prace. Toto téma je pro ni osobni, fesi jej prostied-
nictvim praxe a vlastnich zkugenosti s riznymi
nekvalifikovanymi pozicemi, které zastavala v pru-
béhu nékolika uplynulych let. V posledni dobé je to
prace v zahradnické firmé, coz je vcelku dulezita

a radostna aktivita, pfi niz svét proudi pod rukama
a ¢lovék brzy doslova sklizi plody své ¢innosti

v novych Zivych barvach.

Prestoze je to vcelku dllezita a tézka prace, je
silné podhodnocend, coz autorku zaujalo a za-
byva se touto problematikou v diplomové praci.
Spousta praci, byt jsou pro spole¢nost pfinosné, je
zaroven neviditelna a lidé, ktefi je vykonavaji, za né
dostavaji minimalni ohodnoceni. Ve své umélecké
praxi pracuje Markéta s popisy, ndvody a ilustraci,
snazi se tematiku prace pojmout tak, aby byla
snadno uchopitelna pro kohokoliv. Zaroven je pro ni
dulezity vztah k samotné manualni praci i potieba
rozumét vécem. Jeji ,miniencyklopedie” zprostied-
kovavaiji osobni prozitek ze samotné prace dalSim
lidem. Jednoduchost ¢innosti je zde zamérné
rozpitvana do nejmensich detaill a je mozné, ze
kdyby bylo vice ¢asu, brozury by mohly mit klidné
pres sto stran.

Vystavené artefakty jsou ¢asto vysledkem
spoluprace - at uz jednotlivé vypomoci, nebo dlou-
hodobého snazeni. Spoluprace je totiz pro autorku
dulezita, protoze délat véci jen sdm nebo pro sebe
ji nedava smysl.

S,S

EN Markéta Soukupova’s diploma thesis discusses
the issue of work. The subject is personal for her;
she solves it through practice and her own expe-
rience with various unqualified positions she has
held over the past few years. Lately, she worked

for a gardening company. It is quite an important
and joyful activity, when the world flows under your
hands and you soon literally reap the fruits of your
effort in new, bright colors.

But, despite its rather significant as well as
strenuous character, it is heavily undervalued,
which attracted the artist’s attention and made
her pursue the issue in her thesis. Many occu-
pations beneficial to society are equally invisible
and offer minimum pay. Markéta in her artistic
practice works with descriptions, instructions and
illustrations, trying to make her subject graspa-
ble for anyone. At the same time, the relation to
manual work and the need to understand things
are crucial to her. Her “mini-encyclopedias” convey
a personal experience of the work to others. The
simplicity of the activities is deliberately dissected
into the smallest detail, and if she had more time,
the brochures could perhaps easily have over
a hundred pages.

The exhibited artifacts are often the result of
cooperation — whether individual help or long-term
efforts. Collaboration is important for the artist,
since doing things alone or just for herself does
not make sense to her.

Studium / Studies

2018-2021 Malba 3 (J. Bolf a J. Hosek)

2020 Royal Academy of Art, HaagkABK Den Haag, Fine
Arts — Autonoom section

2017 staz v ateliéru hostujiciho umélce (O. Burlaka)
2015-2018 Nova média 2 (A. Daucikova)

2012-2015 Fakulta uméni OU, ateliér kresby (J. Danék)
2013-2014 FaVvU VUT, ateliér kresby a grafiky (S. Mikyta)

https://marketasoukupova.tumblr.com/

Barbora Semberova (*1992)
Malba 3 / Painting 3

A byla tam papirové zem, a ja jsem se dostal
az k vam sem / And There Was a Paper Land
and | Got as far as Where You Stand

©Z Ve své diplomové préci éerpa Barbora Sembero-
vé z knihy Ceské lidové pohadky. Zvifeci a Kouzel-
né editora Jaroslava Otéenaska. Navazuje tak na
své predeslé prace, tematicky spojené s lidovymi
tradicemi, zvyky a ritudly, konkrétné ritualy okolo
svatby. Tyto ¢innosti si néktefi spojuji se svymi
zivotnimi cili a predstavou $tastného zivota. Pokud
¢lovék splni urgité ukony, bude se mu dobfe dafit



az do smrti. Kdyz se zena pred svatbou ubrani
zlym sildm a strasidlim, se svym manzelem bude
it spokojené, dokud je smrt nerozdéli. Semberova
vyuziva symboly strasidel a prvkd z ritudld, a zob-
razuje tak pomysliné cesty zivota. Pohadkami pfimo
navazuje na lidské zivotni pfib&hy. Ty vymysleli
a vypraveli lidé po celém svété, pificemz vypravédi
i posluchagi si byli védomi toho, Ze jsou smyslené.
Barbora Semberova pracuje s védomim, e po-
hadky odrazeji povahu lidi (byt nevime, z jaké doby
a zem@), a vybira si z pfibéhl konkrétni okamziky.
Jde o momenty, skrze néz se vétsinou docili dobra
a $tastného konce pro kladného hrdinu. Casto
velice kruté prostiedky k dosazeni dobra jsou
v pfibézich zminény lehce a samoziejmé. Na to, jak
jsou tyto okamziky vypravény, se autorka soustredi
a pfibéhy prevypravi.
Vysledkem je soubor velkoformatovych kreseb,
mensich olejomaleb a dievénych objekta, které
se mirné odlisnymi zpUsoby snazi zobrazit vyse
zminéné principy. Semberova klade dlraz na barvy,
i skrze né vypravi ¢ast piibéhu. V kresbach na sebe
vrstvi konkrétni obrazy a abstraktni barevné plochy
nanesené suchymi a olejovymi pastely. Dievé-
né nekonkrétni objekty pro ni supluji prostredi,
pfirodu i bytosti. Motivy vrsi na sebe, v jedné praci
je zobrazen vzdy jeden pribéh. V celku se pfibéhy
i jednotlivé motivy opakuji, znovu a znovu se vypra-
vé&ji. Barbora Semberova divékovi nenechava jasna
voditka, jak obrazy, kresby a objekty ¢ist. Existuji
jen dalsi verze piibéhu.

EN Barbora Semberova’s diploma thesis draws from
the book Czech Folk Tales. The Animal and the
Magic by the editor Jaroslav Otéenasek. It builds
on her previous work, related to folk traditions,
customs and rituals, especially the rituals linked
with weddings. Some associate them with their life
goals and their idea of happiness and wellbeing:

if they complete certain tasks, they will prosper
every after. If a woman manages to resist evil
forces and ghosts before marriage, she and her
husband will live happily until death do them part.
Semberova, employing the symbols of ghosts
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and elements taken from rituals, thus portrays

the imaginary paths of life. Fairytales serve her to
directly follow in people’s life stories. These were
invented and narrated all over the world, while both
the narrators and listeners have always been aware
that they were fictional.

Semberové works with the idea that fairytales
reflect the nature of people (although we do not
know from what time and country), and chooses
moments that usually bring the good and a happy
ending to the hero. The means leading to the good
are often very cruel, but mentioned in a lightweight
and self-evident manner. The artist concentrates
on how these moments are narrated, and retells
the stories.

The result is a series of large-dimensional
drawings, oil paintings of smaller dimensions, and
wooden objects that present the above-mentioned
principles in slightly different ways. Semberova
lays emphasis on colors - they, too, tell part of
the story. In her drawings, she layers images and
abstract color surfaces, applied with dry and oil
pastels. Her non-specific wooden objects substi-
tute the environment and Nature as well as living
creatures. The motifs pile up on each other, while
every work presents a different story. In the whole,
the stories and the individual motifs repeat, being
told all over again. Barbora Semberova does not
give any guidelines to viewers as how to read her
paintings, drawings and objects - there is only
other versions of the story.

Studium / Studies

2015-2021 Malba 3 (M. Rittstein, J. Bolf a J. Hosek)

2020 staz v ateliéru Malba 2 (V. Skrepl)

2019 Utrecht School of the Arts, Utrecht

2018 staz na UMPRUM, Intermedialni konfrontace (J. David)

https://barasemberova.tumblr.com/

Josef Smid (*1994)
Grafika 2 / Printmaking 2

Hrana / The Verge

€z Zatimco balancuje mezi malbou a grafikou,
ohledava si Josef Smid souéasné také médium
videohry. K tvorbé v poslednich letech vyuziva pie-
devsim kombinace spreju a vyfezavanych sablon.
Pracné, ale pomijivé obrazy krajiny a lidské snahy
i marnosti, vidéné z izometrické perspektivy, vytva-
fi vétSinou na zdi. Nutnost smifovat se s nestalou
a kratkodobou povahou vlastni prace jej pfivedla
k tématu pfitomnosti — objevovani a zaniku.

Pohyb na hrané byti a nebyti zpracoval Josef
Smid i ve své diplomové préaci. Ta vychazi z pred-
stavy prdchodu krajinou lidské duse. Divak se coby

hra¢ dostava do role malby na zdi, skrz niz provadi
jejiho posledniho navstévnika — malife turistickych
znacek. Zatimco je zed pfemalovavana, odkryva
ve stopach znackare unaveny svét, potlacené

i zapomenuté vrstvy. Sleduje cestu sebereflexe

a smifeni, ale i uzdraveni. Za minimalistického hu-
debniho doprovodu objevuje hraé¢ snovou krajinu,
inspirovanou ¢esko-némeckym pohrani¢im. Hra je
digitalizovanou, animovanou a naprogramovanou
verzi skute¢né nasténné malby v zadpadoceském
mésté Krasno (diive Schonfeld).

EN Besides oscillating between painting and graph-
ic arts, Josef Smid examines the medium of video
games. In recent years, he has mainly employed
the combination of sprays and cut-out templates.
His laborious but fleeting representations of land-
scape and human effort as well as vanity, viewed
from isometric perspective, are mostly executed as
murals. The need to accept the volatile and short-
lived nature of his work took him to the subject of
presence - discovery and extinction.

Moving on the edge of existence and nonexist-
ence then became the subject of Smid’s diploma
thesis. It is based on the idea of passing through
the landscape of the human soul. The spectator
turns into a player taking on the role of the painting
on the wall, and guides the last visitor - a painter of
tourist signs — through it. As the wall is repainted,
it reveals the weary world and suppressed and for-
gotten layers in the marker’s footsteps. He follows
the path of self-reflection and reconciliation, but
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also healing. The player, listening to a minimalist
music, discovers a dreamy landscape inspired by
the Czech-German borderland. The game is a dig-
itized, animated and programmed version of a real
mural from the West-Bohemian town of Krasno
(formerly Schonfeld).

Studium / Studies

2015-2021 Grafika 2 (V. Kokolia)

2019 staz na Bezalel Academy of Art and Design, Jeruzalém
2017-2018 staz v ateliéru Malba 1 (R. Salanda)

Petr Stalzer (*1987)
Restaurovani vytvarnych dél sochaiskych /
Restoration of Sculpture

Restaurovani polychromované kamenné
skulptury Ecce homo a architektury z Nové Paky,
Restaurovani polychromované dievéné plastiky
adorujiciho andéla z klastera Zeliv, Restaurovani
polychromované sadrové plastiky Boxer od
Josefa Frarika, Teoreticka prace: Restaurovani
polychromované dievéné plastiky /

The reconstruction of polychrome sandstone
sculpture Ecce Homo, Nova Paka, The
reconstruction of wooden polychrome sculpture of
an adoring Angel from the Zeliva monastery, The
reconstruction of the plaster polychrome sculpture
Boxer by Josef Franék, Theoretical part of the
diploma thesis: The reconstruction of polychrome
wooden sculpture



°Z petr Stalzer je studentem Ateliéru restaurovani
vytvarnych dél sochafskych. V prvnich tfech letech
studia na Akademii se zabyval studiem figural-

ni a portrétni plastiky zaméfené na historické
vytvarné slohy a také studiem zivého modelu.
Stalzer se v soudasnosti specializuje pfedevéim na
restaurovani polychromovanych dievénych, kamen-
nych a sadrovych vytvarnych dél. Restauratorsky
proces se vzdy snazi fesit komplexné s ohledem na
restaurovany objekt tak, aby dilu byla zachovana
historicka estetika a jeho hodnota.

Diplomova prace Petra Stalzera se sklada ze &tyf
¢asti. Autor restauroval nékolik polychromovanych
plastik z barokni doby a z poc¢atku 20. stoleti.

Prvni z nich byla dfevéna polychromovana barokni
plastika predstavujici adorujiciho andéla z klastera
v Zelivé. Déle realizoval restauratorsky zasah na
trojdilném segmentovém podstavci a so$e Ecce
homo z ¢erveného piskovce s polychromnimi
vrstvami z Nové Paky pochazejici taktéz z obdobi
baroka. Posledni restaurovanou sochou v diplo-
movém roéniku byla sadrova polychromovana
plastika Boxer od sochare Josefa Frarka z po¢atku
20. stoleti. V rdmci teoretické ¢asti diplomové
prace se zabyval petrifikaci dievéného materialu

a Casosbérnym zédznamem z procesu restaurovani
adorujiciho andéla z klastera v Zelivé.

(dp]]

EN Petr Stalzer is a graduate from the Restoration of
Sculpture studio. He devoted the first three years
at the Academy to studying live model and figural
and portrait sculpture focused on historical styles.
At present, he primarily specializes in restoring
polychrome wooden, stone and plaster works of art.
He always tries to solve the process in a complex
way, with respect to the restored object in order to
preserve its historical aesthetics and value.

Stalzer presents a diploma thesis consisting
of four parts. He worked on several polychrome
sculptures dating to the Baroque period and the
early 20" century. The first was a Baroque wooden
polychrome sculpture of an adoring Angel from
the Zeliva monastery. He also restored a three-part
segmental pedestal and the Ecce Homo sculpture
of red sandstone with polychrome layers from
Nova Paka, both of Baroque origin as well. The last
artifact he focused on during his diploma year was
the early-20* century plaster polychrome sculp-
ture by Josef Franék, entitled Boxer. The theoreti-
cal part of Stalzer’s thesis discusses petrification
of wooden material and includes the time-lapse
record of restoring the Zeliva Angel.

Studium / Studies

2015-2021 Restaurovani vytvarnych dél socharskych
(P. Siegl, J. Kracik)

2011-2014 Vy$si odborna $kola uméleckoprumyslova
Praha-Zizkov, fezbafstvi a restaurovani nabytku

Edita Strajtova (*1993)
Nové média 1/ New Media 1

Wake Up Slowly, Butterfly

©Z Kazdy den jako by $matral nohou a hledal pod
ni pevnou zem, zatimco pouze $lape do prazd-
na. V pfisné linii vybudovanych struktur nad nim
z kazdé strany stoji soudce a hodnoti, zda je tim,
&im by byt mél. Jako by se vée dulezité, co ma
prozit, odehravalo vné ného. Jako by byl definovan
pouhym nekonéicim vztahovanim se k tomu, co tu
bylo dfiv, a tak pfichazel o to, co teprve nastane.
Chtél se vymanit ze zajeti minulosti, a tak se
ponofil do vlastnich vzpominek. Svét bez tradic,
zda se, pozbyva i ¢asu. Tvoren vnitinimi pocity
byvalymi i pfitomnymi, pfesto snad zachycuje néco
generického. Neni v ném jasné, co je subjektem
a co objektem, co je iluzi a co realitou. Mozna pravé
to, co nikdy nebylo, je vic redlné nez to, co je.
Projekt Wake Up Slowly, Butterfly vznikl z dlou-
hodobé spoluprace Edity Strajtové a Barbory
Volfové a navazuje na témata jejich predchozi spo-
le¢né tvorby. Instalace autorek vytvafi imaginarni
exteriér v interiéru, pomyslné zahrady, jez od divaka
vyzaduji blizky kontakt. Pfi intenzivnim vnimani

prostoru a splynuti s nim muaze vyvstavat otazka,
kde se nachazime. Jednotlivé objekty instalace
vychazeji ze sdileni identit obou autorek i fiktivniho
zdani a jsou inspirovany osobni zkusenosti s vnéj-
Simi vlivy. Ovlivilovani a neznamo, kvuli kterému

se pevné drzime vzitych systémd, at uz se zdaji
byt jakkoli neomylné. Tim opomijime vlastni intuici
i zkusenosti, podnécované osobnimi pfib&hy,
vjemy a zvédavosti. Vznika tak vrstva zfalSovanych
vzpominek, jez nam pfinasi iluzi nové reality, ktera
vychazi z potfeby uniknout od roztfisténého, chao-
tického a syntetického.

EN Every day he seemed to fumble his feet, search-
ing for solid ground beneath it, while only stepping
into emptiness. In a strict line of structures, a judge
stands above him on each side, assessing whether
he is what he should be. As if everything important
to experience was happening outside of him. As if
he was defined by a mere endless relating to what
had been here before, and was thus losing what
was to come. He wanted to break free from the
captivity of the past, and so he immersed himself
in his own memories. A world without traditions
seems to be running out of time. Made up of inner
feelings, both past and present, yet it perhaps cap-
tures something generic. It is not clear in it what is
a subject and what is an object; what is illusionary
and what is real. Maybe what has never been is
more real than what is.

The Wake up Slowly, Butterfly project arose from
a long-term collaboration between Edita Strajtova
and Barbora Volfova and builds on the subjects
of their previous joint work. The artists’ installa-
tion creates an imaginary exterior in the interior,
imaginary gardens that require close contact from
viewers. Our intense perception of the space and
merging with it can make us ask where we are.
The individual objects in the installation stem from
sharing of the identities of the two artists and the
fictional appearance, and are inspired by personal
experiences with external influences. The influ-
ences and the unknown, forcing us to hold fast to
established systems, no matter how infallible they
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may seem. In this way we neglect our own intuition
and experience, stimulated by personal stories,
perceptions, and curiosity. The result is a layer

of fake memories, which brings us the illusion of

a new reality, based on the need to escape from
the fragmented, chaotic, and synthetic.

Studium / Studies

2016-2021 Nova média 1 (T. Svoboda)

2020 staz na Faculdade de Belas-Artes da Universidade
do Porto

2019 staz na Royal Academy of Fine Arts, Antverpy
2015 Intermédia 1 (M. Dopitova)

Klara Svandova (*1995)
Nova média 1/ New Media 1

Heart is bleeding can we dreaming?

©Z Ve svych pracich se Klara Svandova zabyva té-
maty obsahujicimi zkuSenosti odcizeni, sounalezi-
tosti, smutku i nostalgie, jez propojuje s politickymi
tématy, které pouziva k otevirani dilemat dnesni
doby, v niz je stéale obtizné&jsi pracovat na spole¢-
ném zakladé a vzajemné si rozumét. V prvnich
rocich studia se zabyvala analogovou i digitalni
fotografii a jejich limity, od nichz presla k videim

a videoinstalacim. V instalacich napfiklad pracuje



se sklem, textilem a nalezenymi materidly. V sou-
¢asné dobé spolupracuje s umélcem a hudebni-
kem Ondiejem Doskocilem na spole¢ném projektu
Shelter of Trust, ktery je prezentovan v ramci diplo-
mové prace pod ndzvem Heart is bleeding can we
dreaming? Instala¢né-hudebni charakter projektu
tematizuje fiktivni, a pfesto redlné predstavitel-
nou kulturu vychazejici z principd manifestu nové
kultury. Vychozim bodem je levicova blackmetalova
subkultura, ze které vznika apropriovanim jejich
rysU nova forma jazyka skrze hudbu a vizualni
uméni, pomoci nichz se skupina vyjadtuje a sdili
své myslenky. Tato kultura je predevs$im zalozena
na davéfe a sdileni myslenek beze strachu ze
selhani, bez predsudku. Vzniklé prostiedi je aspon
prozatim bezpecné, nez bude muset znovu zménit
svou formu a hledat jiné prostiedky pro udrzeni
své ideje.

EN Klara Svandova pursues subjects revolving
around the experiences of alienation, solidarity,
sadness, and nostalgia. She links them with polit-
ical issues, using them to open the dilemmas of
today when it is increasingly difficult to cooperate
and understand each other. In the first years of
her studies, she focused on the fields of analog
and digital photography and their limits, and later
switched to videos and video installations. Her
installations employ glass, textiles and found ma-
terials. She currently cooperates with the artist and
musician, Ondfej Doskogil, and their joint project
Shelter of Trust is part of the diploma thesis enti-
tled “Heart is Bleeding Can We Dreaming?”

The installation and musical character of the
project thematizes a fictional, yet potentially
imaginable new culture based on the principles of
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its manifesto. The starting point is the left-wing
black metal subculture, which gives rise to a new
form of language by appropriating its features
via music and visual art, while the latter serve the
group to express and share its ideas. This culture
is primarily based on trust and sharing of ideas
without the fear of failure, without prejudice. The
resulting environment is at least safe for the time
being — before it has to change its form again and
seek other means to sustain its idea.

Studium / Studies

2015-2021 Nova média 1 (T. Svoboda)

2020 staz na Vilnius Academy of Arts, Vilnius

2019 staz na Faculdade de Belas Artes da Universidade
do Porto

2017 staz v ateliéru hostujiciho umélce (O. Burlaka)

shelteroftrust.org

Laura Tren¢anska (*1993)
Malba 2 / Painting 2

Nevermore

€Z |aura Tren¢anska v diplomové praci Nevermore
volné navazuje na svou posledni autorskou video-
esej Trpyt!, v niz organicky kombinuje natoceny
material s textovou slozkou. Spi$ nez drzeni se
néjakych konkrétnich témat ¢i konceptualnich po-
stupd ji zajima nepfelozitelnost vyznamu, symboll
¢i slovnich her nebo vizualnich ¢i poslechovych
vjem, snazi se zachytit konkrétni naladu, tahnouci
se celou instalaci. Nad textem pfemysli jako nad
materidlem, ktery nésledné do instalace zanasi.

V poslednim roce se Laura TrenCanska zacala
zaobirat také kresbou a malbou. S témito médii
pracuje jako s jakymsi zdznamem z cesty, do které
ji vtahuje pfibéh, jenz pise kontinualné s ptipravou
instalace.

Text Nevermore je psychedelicky metachaos,
ktery autorka proménuje a variuje — v sekundé
se dokaze zménit cela scenerie pfibéhu. Opacné
pracuje s malbou, v niz neilustruje scenerii pfibéhu,
ale text zaznamenava abstraktné, vytvari plochy,
bojuje s mlhavou Smouhou, kterou vede, zvétsuje,
zmensuje, vytahuje z ni detaily (kytky, kousek boty,
hvézdy) — podobné jako pfi modulovani slova, jez
volné lyricky rozviji, zlid§tuje, pracuje s nim slango-
vé i slozité. V nedavné dobé zacala Lauru Trencan-
skou zajimat i ur¢ita retro estetika ve vztahu
k textlm, které pise — az hypnoticky je odfikava do
analogového diktafonu, ktery se objevuje ve videu.
Text Nevermore odkazuje k jedné z nejznaméjsich
eseji Edgara Allana Poe Filozofie basnické skladby,
v niz formuluje teoretické zasady své basnické
tvorby a do detailll rozebira svoji nejslavnéjsi basen
(a pravdépodobné jednu z nejslavnéjsich vibec),
Havran. S takovymto druhem ,kli$é“ pracuje autor-
ka védomé - snad az sentimentalné postmoderné.

Samotnou instalaci Laury Tren¢anské vytvari
jakysi pokojic¢ek, experimentalni lo-fi laboratof, jed-
noduché bludi$té ve tvaru spiraly - prostor, ktery
Ize vidét, da se jim rychle projit nebo se do ného
muzete zaposlouchat. Sedmdesatkova vintage
halucinogenni hudba z kytary Jaguar v barvé surf
green pluje podivné prostorem a najednou pies
diru od skla slysite hlas a jeho kousavy tén vyslo-
vuje cizi slovo: ,Nevermore.”

EN |_aura Tren¢anskd’s diploma thesis, entitled
Nevermore, loosely follows in her most recent
authorial video essay, Glow!, which organically
fuses recorded material and a textual compo-
nent. Instead of adhering to specific subjects or
conceptual approaches, the artist is interested in
the untranslatable nature of meanings, symbols
and games with words as well as visual and audio
perceptions, trying to capture the specific atmos-
phere that intertwines the installation. She thinks
of the text as a material, which then becomes part
of the installation.

During the final year of her studies, Tren¢anska
moreover turned to the media of drawing and
painting. They serve her to record the path she is
drawn to via a story originating simultaneously
with the installation.

The Nevermore text is a psychedelic meta-chaos
transformed and varied by the artist - the entire
scenery of the story can change in a second. Her
work in painting represents a reverse process;
the artist does not illustrate the story’s scenery
but records the text in an abstract way, creating
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surfaces and fighting a foggy smudge which she
enlarges and reduces, and emphasizing various
details (flowers, a part of a shoe, stars). Similarly
as she modulates a word and lyrically develops,
humanizes and treats it via slang and a complex
manner. Recently, Trenéanska also fell for retro
aesthetics in relation to the texts she writes - she
almost hypnotically chants them into an analog re-
corder seen in the video. The Nevermore text refers
to one of Edgar Allan Poe’s most popular essays,
The Philosophy of Composition, which summarizes
the theoretical principles of his poetic work and
lengthily discusses his well-known poem (one of
the most famous poems ever), The Raven. The
artist works with this kind of “cliché” deliberately —
and perhaps in a sentimental, post-modern way.
Trencanskd’s installation is a specific room - an
experimental lo-fi laboratory, a simple spiral maze,
a space that you can see, dart through or listen to
it. The 1970s’ hallucinogenic music produced by
the green-surf Jaguar guitar strangely floats in the
space. And then, you suddenly hear a voice coming
from a hole in the glass, and its biting tone utters
a foreign word, “Nevermore”.

Studium / Studies

2018-2021 Malba 2 (V. Skrepl)

2019-2020 staz v ateliéru Nova média 1 (T. Svoboda)
2014-2017 FaVU VUT, Intermédia

2017-2017 staz na FaVU VUT, ateliér Video
2015-2016 staz na CAS FAMU

www.lauratrencanska.com

Tereza Trnkova (*1995)
Nova média 2 / New Media 2

Tajemno / Mysteriousness

©Z Diplomovy projekt Terezy Trnkové je vytvarnym
projevem Ié¢eni a ochrany soucasné krajiny. Kolem
lesa v Dobfeni, odkud autorka pochazi, plsobi na
zdejsi krajinu prostifednictvim rozmistovani sosek
u studanek a u pramene potoku Polepka.



Tereza Trnkova se vénuje tvorbé a aktivacim spiri-
tudlniho vyzafovani objektu a soch. Ve svych pred-
chozich dilech se zabyvala posvatnym aktivismem
a umélecky zpracovavala energetické zafice. Z te-
oretického hlediska se jeji vytvarny projev vyvinul
od soch s aktivnim plsobenim na okoli k vnimani
Proces vnitini realizace vnima Trnkova jako kvalitu
svého osobniho stylu.

V souvislosti s jeji praci je tfeba zminit dva
terminy - litopunktura a geomantie. Litopunktura
je technika lé&eni krajiny, jiz vynalezl a pojmeno-
val soucasny slovinsky umélec Marko Pogacnik,
ktery je pro autor€inu tvorbu zédsadni. Geomantie
je prastary zpUsob vnimani pfirody, krajiny a prace
v ni. Napfiklad takto vznikala stavba mést v sou-
ladu s krajinnymi systémy. DUlezitym impulzem je
pro Terezu Trnkovou vnitini pfesvédcéeni a komuni-
kace s jemnohmotnou dimenzi pfirody.

Samotna diplomova prace Trnkové se sklada ze
¢tyf hmotnych ¢asti. Dvé sosky u studanek jsou
dary bytostem vody, které zname z pohadek jako
vodni vily. Svou aktivitou chce autorka vyjadrit
vdéénost za vodu a bezbfehou toleranci pfirody
k nam a nasemu pfistupu k posvatnym principtm.
Souvisejici instalaci je chram pro vodu, ktery Ize
navstivit na vystavé a vodu prinesenou z lesni
studanky ochutnat. O vodu na vystavu autorka
poprosila a podékovala za ni. Uctivy pristup k vodé
jako k zivé bytosti prezentuje ve své diplomové
préaci jako ,krasno", které oslavuje slovy ,tohle
neni jenom voda“. Mezi svétem pohadek a béznou
realitou je velice tenka hranice v mysli, jiz Trnkova
prekrac¢uje a nabizi ndm svou praci moznost zaku-
sit ono tajemstvi. Ctvrtou &asti diplomové prace je
most spojujici dva biehy pramene potoka v lese.
Vyznam plastiky je podpora, laska, vira v harmonii
krajiny, nebot se ma skrz autor¢ino rodné udoli
stavét rychlotrat (vliakova kolej mezi Prahou a Br-
nem). Reakci autorky neni petice ani protest proti
stavbé, ale vyjadieni podpory prirodé a bytostem
zijicim v ni.

Vlastni zmény a procesy pfi praci jsou fasci-
nujicim déjem, ktery autorka popisuje predevsim
zménou zpusobu prace, kde je rozhodujici citéni
jako forma komunikace.

Naladéni, v némz prochéazime krajinou, je rozho-
dujici, proto je dllezitou ¢asti vernisaze posvatna
ucast na oslavé. Kazda dalsi navstéva mist v kra-
jiné je prilezitost pro vzajemné Ié¢eni, protoze co
je nahore, to je i dole, a sily podporujici vzajemnou
harmonii jsou mocné, pokud jim dame pfilezitost.

Udiv, v némz zakousi zkusenosti s magii pfirody,
prozivéa s obyvateli rodné vesnice i s navstévniky
vystavy na AVU. ,Um - méni“ sdili s mnohymi lidmi,
na frekvenci, viné ¢i vibraci, kterd JEST. Navrat
k ptirodé je nezbytny a naprosto pfirozeny. Integral-
ni inspiraci je Tereze Trnkové slovanska mytologie,
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kterou vnima skrze svoje kofeny. Slované nedélili
pfirodu na Zivou a nezivou, uctivali mystické bytos-
ti, jez je chranily a pomahaly jim. Uctivali pfirodni
sily a v modlitbach prosili o pomoc a dékovali.
Posvatny pristup k tvorbé neni nic nového, ovéem
¢im dal jasnéji se zda byt velmi aktualnim.

EN Tereza Trnkova's diploma project is an artistic
expression of healing and protection of current
countryside. In the surroundings of the forest in
Dobfen, where the artist comes from, she works
with the local countryside, arranging sculptures
around natural pools and at the source of the
Polepka brook.

Tereza Trnkova focuses on creation of objects
and sculptures in which she seeks to activate
their spiritual potential. In her previous works she
pursued sacred activism and artistic treatment of
energy radiators. From theoretical perspective, her
artistic expression has evolved from sculptures
with active impact on their surroundings to per-
ception of space as well as to external inspiration
and confrontation with herself. Trnkova perceives
the process of spiritual development as a quality
that is inseparable from her lifestyle.

Two terms should be mentioned in connection
with her work - lithopuncture and geomancy.
Lithopuncture is a technique of “landscape heal-
ing” conceived by Marko Pogacnik, a contemporary
Slovenian artist, who also coined its name. The
work of Trnkova has been significantly influenced
by Pogacnik’s art. As for geomancy, it is an ancient
way of perceiving nature, landscape and work with-
in it. It is, for instance, safe to say that building of
cities started in harmony with landscape systems.
Inner beliefs and communication with the subtle
aspects of nature are of crucial importance for
Tereza Trnkova.

Trnkové’s diploma work itself consists of four
tangible parts. Two small-sized sculptures situated
beside the natural pols were intended as gifts
to the creatures of water, known from fairy tales
as water fairies. Through her activities, the artist
wants to express her gratitude for water and for
nature’s boundless tolerance of us, as well as of
our attitude towards sacred principles. A related
installation, the temple for water can be visited at
the exhibition where the viewer also has a chance
to take a taste of the water from the forest pool.
The artist asked for the water for the exhibition
and expressed her thanks for it. In her diploma
project, Trnkova presents the reverent perception
of water as a living being as ,beauty” deserving
of being celebrated. In her own words: ,This is not
just water”. In human mind, there is a very thin line
between the realm of fairy tales and everyday real-
ity. Trnkova crosses that line, offering us a chance
to experience the mystery of those parallel worlds

through her work. A bridge spanning the forest
stream and connecting its banks is the fourth part
of Trnkova’s diploma work. The sculpture embodies
the ideas of support, love, and faith in the harmony
of all elements of nature. The message it commu-
nicates is particularly urgent since a high-speed
railway (a train track between Prague and Brno)

is to be built through the artist’s native valley. Trn-
kové’s reaction is not meant to be any petition or
protest against the construction, only an attempt
to express empathy for nature and the beings
inhabiting it.

Changes and the processes taking place during
work are a fascinating story described by the artist
primarily as a development of the working methods
where the ability to feel is the determining factor of
communication.

The way our mood is affected by the experience
of a landscape is crucial and this perhaps why
the artist decided to stage the exhibition opening
as a sacred celebration in which the viewers are
invited to participate. Each visit to places in the
countryside is an opportunity for mutual healing -
because what is above is also below — and, given
a chance, the forces promoting harmony are
profound.

The sense of wonder characteristic of Trnkova’s
way of experiencing the magic of nature is shared
by the artist with the people of her home village
as well as the visitors to the exhibition at the
Academy of Fine Arts in Prague. She shares her
art with many on the same wavelength, with the
people believing in the same spiritual energy that
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simply IS. To return to nature is vital and absolutely
natural. Tereza Trnkova's finds her inspiration in
Slavic mythology perceived through her own roots.
The Slavs did not separate nature into living and
non-living, they worshipped mystical beings who
protected and helped them. They worshipped the
forces of nature, asked them for guidance and
expressed gratitude for them in their prayers. There
is nothing new about the spiritual approach to
creation and it is increasingly clear it is becoming
more than relevant.

Studium / Studies

2019-2021 Novéa média 2 (K. Olivova a D. Alster)
2018-2019 Figuralni socha a medaile (V. Mi¢a)
2017-2018 Intermédia 1 (M. Dopitova)
2016-2017 Figuralni socha a medaile (V. Mi¢a)
2015-2016 Sochaiska pfipravka (T. Vejdovsky)

https://terezkatrnkova-artist.cz

Annemari Vardanyan (*1994)
Kresba / Drawing

Who we are

©Z Annemari Vardanyan se v rdmci své tvorby
dlouhodobé snazi o propojeni individualistické
roviny lidské zkusenosti se spole¢enskymi a poli-
tickymi tématy presahujicimi hranice rozmanitych
narodnich kultur a svétovych nabozenstvi. Jeji
obrazy zachycuiji variace figur v dynamice ¢asu



a prostoru, pfinaseji transparentni vhled do ryze
soukromé sféry jednotlivce a sou¢asné problemati-
zuji kulturni a spole¢enskou zakotvenost, na jejimz
pozadi se formuje jeho osobnost a vnitini identita.
V latentnim prostoru osobniho a rodinného Zivota
pak vyvéra symbolismus, ktery za pomoci apropri-
ace, zrcadleni, autoportrétu odkazuje na fenomény
narodni, ndbozenské &i politické identity v kontextu
jejich vzajemného stretavani.

Uméni autorky je Uzce svazéano s jejim osob-
nim zivotem protkanym zkusenosti kulturni
a narodnostni diverzity. V centru veskerého déni
stoji prozitky jednotlivce, jehoz vyvoj je podminén
prostiedim nové, do zna&né miry cizi kultury, ktery
je nutné a bezprostiedné konfrontovan s otazkou,
jak se s ni vyrovnat. Ackoliv jasnym vychodiskem je
pro Annemari Vardanyan individuaini sféra lidského
Zivota, autorka bere na zfetel spole¢enskou povahu
¢lovéka a nezdraha se pfi tvorbé reflektovat global-
ni problémy dnesniho svéta a moderni spole¢nosti.
V historickém i sou¢asném piibéhu d&jin rodné
Arménie, jez se nesou v duchu tragédie prvni
novovéké genocidy a dosud vypraveéji utrpeni valky
o existenci samotného néroda, si autorka uvédo-
muje témata a motivy, které konfrontuje s hodno-
tami evropské kultury a s realitou kazdodenniho
Zivota. Prusecikem jeji tvorby je hledani tolerance
a jednoty v podminkach rozmanitosti kultur; jadrem
prolinani rGznorodych elementl v jejich obrazech
je pak pokus o nalézani konsensu a porozuméni
v podminkach konfliktu.

EN'In her work, Annemari Vardanyan's has long
sought to connect the individualistic aspects

of human experience with social and political
themes that transcend the boundaries of diverse
national cultures and world religions. Her paintings
depict variations of figures within the space-time
continuum, offering a uncompromising insight
into a purely private sphere of human individuals
and simultaneously calling into question the fixed
cultural and social determining factors that shape
their personality and inner identity. The hidden
dimension of personal and family life produc-

es symbols which, by means of appropriation,
mirroring, self-portraiture refers to the phenomena
of national, religious or political identity within the
context of their interaction.

The artist's work is closely tied to her personal
life which is characterised by the experience of cul-
tural and national diversity. Central to her story are
the events as experienced by an individual whose
functioning is determined by a new, to a great
extent alien culture, an individual who is inevitably,
immediately confronted with the question of how
to cope with it all? Although the /intimate aspect
of human life is evidently the starting point for
her art, Annemari Vardanyan bears in mind the
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inherent human social tendencies, not hesitating
to reflect the issues of the present-day world and
modern society in her work.

Within the historical and contemporary narrative
of her native Armenia affected by the tragedy of
the first genocide of the modern times and by
the impact of war on the existence of the nation
itself, the artist is acutely aware of the associated
themes and motifs she confronts with the values
of European culture and the reality of everyday life.
The search for tolerance and unity in the face of di-
verse cultures has continually been reflected in her
work. The effort to find harmony and understand-
ing in the atmosphere of conflict is clearly the core
of the intermingling of miscellaneous elements in
her paintings.

Studium / Studies
2015-2021 Kresba (J. Petrbok)
2019-2020 staz v ateliéru Malba 4 (M. Meduna a P. Dub)

Klara Vejvodova (*1988)
Architektura / Architecture

Mésto sidlisté a prace

©Z Diplomovy projekt Klary Vejvodové Mésto sidlis-
t& a prace se zaobira jednim z aspektu spole¢ného
zajmu studentl skoly architektury, fenoménem
¢eskoslovenskych modernistickych sidlist. Jejich
diplomové prace vytvareji soubor zasahl na
prazském sidlisti v Bohnicich. Projekt Vejvodové se
zabyva problematikou, kterd v lokalitach nejvétsi
bytové vystavby u nas ve velké mife zUstava stale
oteviena. Sidlistni celky vystavéné rychlou a efek-
tivni cestou mély za cil vyresit kriticky nedostatek
bytu v pfedrevoluéni éfe. Ve stejné mire véak
nezahrnovaly nerezidenéni stavby uréené pro jiné
aktivity a pusobeni, jako je tomu v rostlém mést-
ském prostredi. Byly vyjimeé¢nym nastrojem eman-
cipace mladych rodin jedné epochy, pfesto v§ak
byly pfes den, pfedevsim v pracovni dobé&, svymi
obyvateli opoustény kvuli dojizdéni do zaméstnani,
za kulturnim vyzitim a zdbavou. Dnes jsou sidlisté
atraktivnim Uzemim, které svym obyvatelim nabizi
zivot v zeleni, Siroky volny prostor a klid, jenz v tra-
diéni méstské zastavbé neni snadné nalézt. Jsou
v§ak také nadale ohrani¢eny hradbou monofunk¢-
niho prostoru.

Klara Vejvodova si pro svUj projekt vybrala
lokalitu byvalého obchodniho centra Nisa, jedné
ze ¢tyf obdobnych staveb, které byly na sidlisti
v Bohnicich postaveny. Zkouma, zda nizka horizon-
talni stavba v oblezeni vertikal panelovych dom,
misto se zvlastnim kouzlem, musi trpné ¢ekat na
svUj zanik a uvolnit svou prominentni polohu, ktera
ji byla pivodné vyhrazena, novému soukromému

developerskému projektu. Klade si otazku, jestli
vymazanim takovéto stavby z pfitomnosti sidlisté
jesté vice nestvrzujeme opomenuti minulosti

a jestli soucasna vystavba v téchto lokalitach

neni stejné monofunkéni nebo uspéchana jako
nakladani s nevyuzivanymi budovami komunistické
éry a zaroven ve svém projektu uvazuje o narocich
na prostor ,mezi“ bydlenim. Zkouma souc¢asny
smér vyvoje konceptu pracovni doby, jeho hranice
a z toho plynouci pozadavky na proménu mista pro
préaci, pro kterou sidlisté nebylo uréeno.

EN'In her diploma project entitled Mésto sidlisté

a prace (The city of the estate and work), Klara
Vejvodova focuses on one of the aspects of the
shared interest of the School of Architecture
students - the phenomenon of Czechoslovak
modernist housing estates. Their diploma projects
propose a series of interventions for the housing
estate in Bohnice, Prague. Vejvodova's project
deals with an issue that, to a great extent, remains
unresolved in the locations of the largest housing
developments in the country. Built quickly and ef-
ficiently, the housing estates were intended to find
a solution to the critical shortage of housing char-
acterising the era prior to the Velvet Revolution.
They, however, did not include any non-residential
buildings designed for other activities as is the
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case in the current urban environment. In certain
aspects, the housing estates were an extraordinary
“tool” for the emancipation of young families of
that particular era. On the other hand, they were
being abandoned by their inhabitants during the
day, especially during working hours, because of
commuting to work and, at other times, for cultural
activities and entertainment. The present-day
housing estates are attractive environments offer-
ing their occupants a green space for living, large,
open areas and tranquillity not easily found in the
traditional urban developments. At the same time,
however, they remain enclosed “within the walls” of
monofunctional space.

In her project, Klara Vejvodova decided to
concentrate on the location of the former Nisa
shopping centre, one of four similar buildings
constructed at the Bohnice housing estate. She
investigates whether a low, horizontally oriented
building surrounded by the verticals of concrete
high-rise blocks, a place with a peculiar charm,
must patiently wait for its demise to surrender
its prestigious position, initially reserved for it, to
a new private development project. She examines
whether a complete destruction of such buildings
at the existing housing estates does not further re-
inforce denial of the past, and whether the current
development of these locations is not as mono-
functional or hasty as the earlier construction.



Seeking a possible answer to the question of how
the unused buildings or the communist era could
be dealt with, she also considers the expectations
of space “between” housing in her project. She
explores the current perception of the concept of
working day, its limits and the associated demand
for a change in the understanding of the notion of
workplace. This is especially important under the
current circumstances when working from home is
becoming more commonplace, raising ques-
tions about how housing estates which were not
intended for work could accommodate the newly
emerging needs.

Studium / Studies
2018-2021 Architektura (M. Sik)
2009-2014 FAVUT v Brné

Jan Vosynek (*1991)
Intermédia 3 / Intermedia 3

Geron

€2 Absurdni dialog dvou herct experimentalni im-
provizaéni skupiny — vnuka a dédy -, ktefi se pous-
téji do sondy duchovniho dédictvi. Vnuk reaguje na
moralni krizi tim, Ze vykrada dédovi chatu. Vnima
¢in jako svou vlastni i rodinnou terapii, proces, kdy
je v roli zlodéje - stejné jako byl déda -, a také jako
gesto, kterym chce zapocit rodinny dialog.

Jako diplomovou praci Jan Vosynek predklada
divakovi film, ve kterém se prolina klasicky filmar-
sky pfistup s ptiznané improvizovanymi dialogy.
Déj jeho filmu se odehrava v industridlnim prostoru
vodarny uprostied lesd Krugnohofi. Vnuk v projekci
ukazuje dédovi video, na némz sam sebe nataci
jako zlodéje dédovy chaty. Herci jsou vystaveni
v improvizaénich sekcich péti okruhtim, na které
reaguji. Do dialogu se zapojuji i dva kameramani
a zvukar filmu, ktefi vstupuji do obrazu a objevuji
se na zabérech.

Teoretickym pfedobrazem filmu Jana Vosynka
je mentalni mapa vazeb a konotaci. Personifikuje
jednotliva vyjadieni v mapé a nahrazuje je symboly,
které se ve filmu objevuji. Rakvicka se §lehackou
zastupuje fenomén ¢eského chatafstvi, plastova
nabéracka plna medu zobrazuje dédovy kradeze za
kapitalismu ¢i vétrna elektrarna symbolizuje jeho
uplaceni v téze dobé.

EN An absurd conversation between two actors of
an experimental improvisation group - a grandson
and a grandfather - scrutinising their spiritual
heritage. The grandson responds to a moral crisis
by burgling his grandfather's cottage. He perceives
the act as a therapy - for himself as well as his
family, as a process in which he plays the role of

a thief - just as his grandpa used to be - and also
as a gesture to start a family dialogue.

In his diploma work, Jan Vosynek presents to the
viewer a film combining the classic film-making
approach with evidently improvised dialogues. The
story takes place in a water company industrial
site amid the woods of the Ore Mountain Range. At
the screening, the grandson shows his grandfather
a video of himself stealing from the cottage. Within
improvisational sections, the actors are required
to respond to five stimuli. Two cameramen and
a sound engineer involved in the creation of the
film participate in the dialogues, entering the scene
and appearing in the footage.

In @ mental map of connections and conno-
tations used by Jan Vosynek as the theoretical
basis for his film, the individual statements are
represented by and replaced with symbols that ap-
pear in the film. A famous Czech pastry known as
“coffin” served with whipped cream represents the
Czech phenomenon of the weekend and holiday
use of countryside cottages, a plastic ladle filled
with honey stands for the grandfather's stealing
during the capitalist era, a wind power plant being
a symbol for giving and accepting bribes in the
same period.

Studium / Studies

2019-2021 Intermédia 3 (T. Vanék)

2018-2019 Intermédia 2 (D. Zahoransky a P. Scerankova)
2015-2017 ITF v Opavé, fotografie

do 2013 VOSG Hellichova Praha, fotografie

instagram.com/honys_vosynek
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