











Di Vy: Pozornost a jeji budouci verze
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Koukame do obrazovky, az z toho pali o¢i. Véty se zamlzuiji a pra-
ce neni hotova. Setkdvame se online. VSechny pokoje, prostory
venku, navstévy rodicl, partnerl a partnerek, pospolitost i nase
samoty propojuje tence ramovana tiSe zarici obrazovka. Dila pre-
vadime do fotografii a textd. Dalsi call, individualni setkani nad
jednotlivymi pracemi, call, prezentace, popis a dalsi call.

Co se déje s uménim v dobé digitalizace svéta véetné nasich
tél, myslenek i emoci? Jak do produkénich a distribuénich pod-
minek délani uméni vstupuji zazité lockdowny z predchozich let,
které jesté stale doznivaji v ozvénach? Jak a kam se presouva
pozornost, kterou ztracime a Zddame zaroven? A jsou emoce,
nalady, pocity data?

Pripravy Di Vy se protnuly s posledni covidovou vinou v zimé
2021. Teprve zacatkem roku 2022 se opatieni zacala pomalu
rozvolfovat a opét jsme mohli spole¢né pracovat a potkavat se
v plné intenzité jak uvnitf, tak venku. Na ¢as se uvolnilo pfipou-
tani k displejiim a obrazovkam, abychom dnem 24. inora 2022
k nim byli pfitazeni zpét obrovskou magnetickou silou vytvore-
nou agresivnim napadenim Ukrajiny Putinovym Ruskem. Indivi-
duélné prozivanou sebe-digitalizaci spojenou s praci, studiem
i volnym ¢asem vmziku a ne¢ekané vystridaly obrazy valeénych
krutosti, lidi utikajicich ze svych domovu a pocitl ohrozeni i bez-
mocnosti zaroven. Silné a traumaticky prozivanou realitou se
valka stala pro ty, kdo maiji na Ukrajiné pfibuzné a pratele, i pro
v§echny vyjadrujici soucit, podporu i konkrétni pomoc Ukrajiné
na dalku i nablizko.

Je evidentni, Ze do situace online streamované valky jsme
vstoupili v oslabené kondici, od jejiho vypuknuti hledame vysvét-
leni ve specifickém somnambulicky hyperindividualizovaném
post-lockdownovém stavu, ktery se promita do nasi prace i kaz-
dodenniho prozivani déni uvnitf i kolem. Stejné tak jako podmin-
ky online prostredi v poslednich dvou dekadach proménuiji sa-
motné uméni, které sledujeme na digitalnich platformach (coz je
téma eseje Tiny Poliackové v tomto katalogu), tak i podminky, ve
kterych nyni prozivame své emoce, presouvaji témata a obsahy
z pozice nasi kontroly do externi role, jez kontroluje a manipuluje
pfimo nas.



Kuratorsky zamér v letosnim roce neurcilo jedno konkrétni
téma ale primarné snaha vénovat co nejvétsi starostlivost pre-
zentaci jednotlivych praci diplomant( a diplomantek, ktefi a kte-
ré ukoncuiji své studium na AVU. Jejich vystaveni, prezentace se
déji v budovach a prostorach skoly, které nahlizime predevsim
z kontextu urcité casovosti, jez se jiz odehrala, smérem k té, co
se teprve ma stat a urcéi dalsi vyvoj véci i udalosti. Podprahovym
tématem, o kterém jsme diskutovali, se tak stala touha po po-
zornosti. Ne vSak ve smyslu sebepropagace na socialnich sitich
nebo v digitalnim prostredi, ale spiSe ve vztahu k uméleckému
dilu, které touzi vstoupit do svéta a promluvit, cosi zpusobit
a stat se aktivnim elementem &i subjektem.

Navazeme-li na diskuse spojené s tzv. emoromantickym
obratem v uméni prvni dekady 21. stoleti, zajima nas, jak lze za-
chazet s emocemi dnesniho uméleckého dila ve vztahu k jejich
vytvareni, popisu i prezentaci. Na letosni Di Vy se chceme ptat
a zkoumat, po jaké pozornosti touzi samotna dila. Jaké emoce
uchovavaiji a distribuuji zaroven a jak jejich rozec¢teni ¢i prociténi
urcuje jejich plisobeni v online prostiedi? Co se déje pri odmit-
nuti samotného online prostiedi a jeho stale se ménicich pod-
minek? Je romantické nechtit pozornost? Kam se ubira uméni
a jeho stin? Jsou zluté ksiltovky pfitazlivé?

Di Vy prezentuje ¢tyficet sedm praci ¢tyriceti osmi diplo-
mantek a diplomantd. Prace jsou prezentovany v Hlavni budové
a Moderni galerii AVU. Termin Di Vy jsme pouzivali jako pracovni
nazev pfi pripravé diplomantské vystavy, emailové a online ko-
munikaci.

Anna Remesova a Tomas Vanék,
kuratofri vystavy

Di Vy': Attention and its future versions
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We stare at the screen until our eyes burn. The sentences

blur and the work is not done. We meet online. All the rooms,
the spaces outside, the visits at our parents’ or partners’, the
togetherness and our solitudes are connected by a thinly fra-
med, silently glowing screen. We transform works into photo-
graphs and texts. Next call, individual meetings over individual
works, call, presentation, description and another call.

Di Vi is an abbreviation of DIplomantska VYstava — graduates’ exhibition

What is happening to art in the age of digitalization of the
world where our bodies, thoughts and emotions are also in-
volved? How do the lockdowns experienced in previous years,
that still reverberate in echoes, enter into the production and
distribution conditions of art making? How and where does the
attention that we lose and require at the same time shift? And
are emotions, moods, and feelings data?

The preparations for Di Vy coincided with the last Covid
wave in winter 2021. We were only able to work together again
and meet in full intensity both inside and outside at the begi-
nning of 2022, when the restrictions slowly started to loosen
up. For a moment, we got unstuck from displays and screens,
only to be drawn back to them on February 24, 2022 by the
enormous magnetic force created by Putin’s Russia’s aggre-
ssive invasion of Ukraine. The individually experienced self-
-digitalization associated with work, studies and leisure was
instantly and unexpectedly replaced by images of war atroci-
ties, people fleeing their homes and simultaneous feelings of
threat and helplessness. The war has become a powerful and
traumatic reality for those who have relatives and friends in
Ukraine, as well as for all those providing sympathy, support,
and tangible help to Ukraine from near and far.

It is obvious that we entered the situation of an online-stre-
amed war in a weakened shape, since its outbreak we have
been looking for an explanation in a specific, somnambuli-
stically hyper-individualized post-lockdown state, which is
reflected in our work and everyday experience of what is hap-
pening inside and around us. Just like the online environment
conditions which have, over the last two decades, transformed



the art we watch on digital platforms (the subject of Tina Po-
liackova’s essay in this catalogue), the conditions in which we
now experience our emotions are also shifting topics and con-
tents from a position under our control to an external role that,
in turn, controls and manipulates us.

This year’s curatorial intention was not defined by one spe-
cific topic, but primarily by the desire to devote as much care
as possible to the presentation of individual works by gradua-

tes who are finishing their studies at the Academy of Fine Arts.

Their display and presentation take place in the buildings and
spaces of the school, which we view primarily in the context

of a certain temporality that has already taken place, while lo-
oking towards what is yet to happen and what will determine
the further development of things and events. The subliminal
theme we discussed was therefore the desire for attention. Not
in the sense of self-promotion on social media or in the digital
environment, but rather in relation to the artwork, which longs
to enter the world and speak, to cause something and become
an active element or subject.

Following up on the discussions associated with the so-
-called emo-romantic turn in art in the first decade of the 21st
century, we look into how emotions of today’s artworks can be
treated in relation to their creation, description and presentati-
on. At this year’s Di Vy, we want to ask and explore what kind of
attention do the works themselves long for? What emotions do
they simultaneously store and distribute, and how does starting
to read them or feeling them determine their agency in the onli-
ne environment? What happens in case of rejection of the onli-
ne environment and its ever-changing conditions? Is it romantic
not to want attention? Where are art and its shadow headed?
Are yellow baseball caps attractive?

Di Vy presents forty-seven works by forty-eight graduates.
The works are presented in the Main Building and the Modern
Gallery of the Academy of Fine Arts. We used the term“Di Vy’
as a working title during the preparation of the graduates’ exhi-
bition and in our email and online communication.

Anna Remesova and Tomas Vanék,
curators

Umelecké dielo v dobe fotodokumentacnych platforiem
Tina Poliackova

Pokial ste z r6znych dévodov nestihli navstivit zelanu vystavu
sUc¢asného umenia, tak to v dnesnej dobe neznamena, ze ju nik-
dy neuvidite — na internete sa totiz lahko dostupna fotograficka
dokumentacia diel, vystav ¢i sprievodnych akcii stala jednym

z najbeznejsich prostriedkov PR a propagacie galerijnych a mu-
zejnych institucii. Predmetom tohto textu vsak bude Specificky
typ digitalnych platforiem, ktoré st zamerané predovsetkym

na uverejnovanie dokumentacie vystav s medzinarodnym pre-
sahom, a pritom nie su a priori viazané na konkrétne kamenné
institucie. Svojim DIY charakterom viac pripominaju blogy a za-
hffhaju predovsetkym platformy ako Tzvetnik, ' O Fluxo ¢i po-
merne mlady projekt Solo Show, ktoré spaja to, Ze boli zalozené
hlavne umelcami a umelkyfnami a spolupracuju na autorskych
umeleckych projektoch vytvaranych pre web i fyzické prostre-
die. Cielom tohoto prispevku vSak nebude pokus o hladanie
novej povahy suc¢asnej dokumentarnej fotografie ako svojbyt-
ného média, ale poukazanie na jej nové aspekty v podmienkach
postdigitalnej spolo¢nosti, ktoré komplikuju jej dokumentacnu
funkciu a vztah k umeniu. Ako sa tato hybridizacia fyzického

a virtualneho podiela ha premene chapania vystav umenia,
produkcie umeleckych diel a budovani umeleckych komunit?

A akym spdsobom sa toto umenie na blogoch odklana od pos-
tinternetovych stratégii?

1 Je nutné dodat, Ze v kontexte nedavnej ruskej invazie na Ukrajinu, sprevadzanej poc¢etnymi vojnovymi zlo¢inmi, sa
autori Tzvetniku (Natalya Serkova a Vitaly Bezpalov) neboli schopni adekvatne a zrozumitelne postavit k vzniknutej krize
a tuto agresivnu imperidlnu politiku radikélne odmietnut. Na sikromnom instagramovom profile Serkovej sa objavili len
rusky pisané tvrdenia obhajujlce apoliticnost umenia. Mnohi ceski, ale aj zahrani¢ni umelci ¢i umelkyne sa proti tomuto
spravaniu Tzvetniku ohradili a odmietli dal$iu spolupracu. Je teda otazkou, aky vyznam a vplyv si bude Tzvetnik v blizkej
buducnosti udrziavat a kam preorientuje svoju pozornost.

Zaciatok prvej dekady sa v istej miere stal nesmierne boha-
tym a podmanivym momentom pre vyvoj umenia, a to hlavne
vdaka masivnemu rozsSireniu digitalnych technologii a soci-
alnych sieti. Prostredie internetu sa stalo potentnejsim nez
kedykolvek predtym a znamenalo premenu sociotechnologic-
kych podmienok a emergencie novej vizualnej kultury, vratane
Specifickych konceptov reprezentéacie ¢i konvergencie vztahu
umenia a kapitalu. Prichod postinternetového umenia sa niesol

13 v duchu horucich diskusii, ktoré sa snazili vystihnut zmenu cel-
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kového diskurzu, z ktorého vyrastli blogy zamerané na fotodoku-
mentaciu umeleckych vystav.

Zda sa ako podnetné uvazovat v rozmedzi, ktoré rysuje
perspektiva nahliadania na spolo¢ensku situaciu ako na post-
digitalnu. Postdigitalny obraz zahrna celé spektrum pristupov
a suvislosti. Poc¢inajuc technoldgiou deepfake, vyuzivanim
strojovej inteligencie, postprodukénej manipulacie obrazov az
k uhlikovej stope dat. Fotky na socialnych sietach su nielen
ohodnocované ludmi, ale su aj potravou pre rozlahlu a nevidi-
telnu siet algoritmického dohladu, kontroly a vykonu represiv-
nej moci. Obrazy sa stali pevhou suc¢astou nasej subjektivity,

i ked o ich umelosti uz nik nepochybuje. V dobe algoritmickej
¢i vypoctovej fotografie, akokolvek méoze vysledny obraz pripo-
minat nasnimanu realitu, nema so samotnou indexikalitou uz
ni¢ spolo¢né - fotografia ako priamy odtlacok reality je defini-
tivhe prekonany koncept. Z fotografie sa stal nastroj instantnej
komunikacie a prostriedok ziskavania pozornosti, namiesto
tvorby zachytnych bodov v zZivote a uchovavania pamatnych
okamzikov funguje skoér ako nekoneény senzoricky tok. Kazdy
podnet pritom nendvratne mizne v ¢ase podobne, ako sa su-
¢asny obraz prepada do hlbin ni¢oty donekoneéna kimeného
a stale hladnejsSieho prudu socialnych sieti a dalSich komuni-
kacnych platforiem.2

Filip Lab, Postdigitalni fotogragie. Praha: Karolinum, 2021, s. 16-17.

Nekonecny tok obrazov

Umelec Artie Vierkant vo svojom asi najznamejSom texte
Objekt obrazu po internetu® zdéraznuje, ze v postdigitalnej
dobe nie je ni¢ stale a akykolvek predmet sa méoze stat inym
predmetom, pretoze existuje vo vnutri neustaleho toku medzi
jednotlivymi stavmi veci. Za jeden z problémov povazuje ne-
ukotvenost objektu v ramci stratégie reprezentacie. Tvrdi, ze

v atmosfére postinternetovej doby je samozrejmostou, Ze sa
umelecké dielo nachadza rovhakou mierou vo verzii objektu,
ktoru je mozné najst v galérii, mizeu alebo aj v dalsSich formach
&irenych internetom. Dal$i spésob, ako poukazat na nedosta-
tocnu reprezentacnu ukotvenost, spociva v chapani objektu
reprezentacie ako Uplne odliSného objektu, ktorému chyba
vztah k ,originalu®. V postdigitalnej situacii neexistuju ziadne
»originalne kopie“ objektov. | ked je mozné obraz ¢i objekt vysto-
povat spat k jeho zdroju, podstata tohoto zdroja uz nemoze byt
povazovana za vyznamnejSiu nez podstata ktorejkolvek z jeho

12 kopii. Nevyhnutnost originalu a dodrziavanie pravidiel jeho re-

prezentécie je zbytocna. V ramci fotografickej dokumentacie
umeleckych diel by sa teda dalo uvazovat o akejsi multiverzalite
objektov, pricom fotograficka reprodukcia umeleckych diel nie
je ich indexikalnym odtlackom ¢i len nehodnovernou iluziou, ale
inou verziou ich samotnych, ktora poukazuje na urc¢itu viskozitu
umeleckého objektu a je rovhocenna povodnej fyzickej verzii,
len sa manifestuje skrze iné vyrazové kvality.

Artie Vierkant, Objekt obrazu po internetu, in: Sesit pro uméni, teorii a pfibuzné zény, ¢. 17, 2014, Praha: AVU, s. 98-119.

Tak ako umelci zac¢inaju sami seba triedit a vytvaraju medzi-
narodné spolocenstva zalozené na vzajomnom sledovani, javi
sa absurdné mysliet si, ze je mozné v ramci obrovského spektra
sucasnych umelcov a umelkyn akokolvek kuratorsky vyberat
a nebyt pritom zaroven nejakym spésobom priamo previazany
s ich socialnymi sietami. Ide o zlozity obrat, kedze tato umelec-
ka komunita tvori prednostne na zaklade estetickych principov,
teda skdr ako tych konceptualnych ¢i ideologickych. V kazdom
pripade vSak architektura internetu - t. j. urCité usporiadanie
jazyka, zvuku a obrazov, v ktorych su obrazové materialy naj-
viac zastupenym, bezprostrednym faktorom — pomaha vytvarat
prostredie, v ktorom sa mézu umelci pri vysvetlovani svojich
umeleckych vychodisk ¢oraz viac odputat od jazyka a spolie-
hat sa Cisto na vizualnu reprezentaciu.* Ide o klu¢ovy odklon
od nedavnych dejin umenia, lebo ide pravdepodobne o priznak
opustania jazyka a semiotiky ako zakladnych metafor v ramci
snahy o artikulaciu umeleckého diela a nasho vztahu k objek-
tom a kulture.

Ibidem, s. 110.

Vierkantovi nejde len o pristup umelcov k obrazom, ale o celko-
vU premenu povahy obrazu v internetovom prostredi, ked obra-
zy vytlacaju jazyk tym, Zze preberaju ¢ast jeho funkcie — obrazy
su instantnym, a preto efektivnejSim spésobom jazyka. Postin-
ternet vSak v ponati Vierkanta nadvazuje na postkonceptualnu
paradigmu (ako ju definoval napr. filozof Peter Osborne), ale
umenie pritomné na dokumentacnych blogoch ide vo sfére ob-
razu o krok dalej a odklana sa od reflexie institucionalnych, dis-
kurzivnych a infrastrukturalnych podmienok smerom k dérazu
na afektivitu, materialitu a spiritualny naboj, ¢o asi najexplicit-
nejSie popisal Michal Novotny v texte Emo-romantic turn.®

Michal Novotny, Emo-Romantic Turn, Mousse Magazine, https://www.moussemagazine.it/magazine/emo-

romantic-turn-michal-novotny-2018/ (cit. 2022-03-10).


https://www.moussemagazine.it/magazine/emo-romantic-turn-michal-novotny-2018/
https://www.moussemagazine.it/magazine/emo-romantic-turn-michal-novotny-2018/

Internet meni samotné umenie

Koniec-koncov i samotné umenie prezentované na blogoch
Tzvetniku a O Fluxa ,je jasné a zapamatatelné, objekty su plné
detailov, stavaju sa formalne atraktivhymi alebo — naopak - nie-
kedy aj zamerne odpudzujucimi“® V kazdom pripade umelecky
objekt za pomerne kratky ¢as percepcie posobi na divaka sil-
nym dojmom. Autori Tzvetniku zaroven v rozhovore pre online
magazin Artalk podotykaju: ,Len malo fudi vS§ak hovori o sku-
toc¢nosti, ze samotné umenie sa spolu s novymi podmienkami
zobrazovania meni. Nielenze sa tymto novym podmienkam
prispdsobuje (podla nas by iSlo o velmi povrchné a v zasade
nespravne hfadisko), ale su¢asne vyuziva tieto podmienky ako
sUcast svojej vlastnej funkcionality, ako vlastnost a su¢asne
neoddelitelnu sucast svojej vlastnej produkcie, ktora ovplyv-
nuje to, aké umenie samotné je. Inymi slovami, pozerame sa

na situaciu z trochu iného uhla. Internet nepremiena vnimanie
umenia — internet premieria umenie samotné.”” To znamena, ze
uz nejde o konceptualne zameranu hru ¢i problematizovanie
rozhrania online a offline sféry, ¢o bolo typické pre postinterne-
tové umenie, ale celkovu premenu umeleckych stratégii, ktoré
smeruju k utoc¢eniu na divakovu vizualnu senzibilitu - ¢i uz
prostrednictvom evokovania vypatej materialnosti, alebo zapo-
jenim fantazijne orientovaného vyrazového registra.

6  Anna Karpenko, Tzvetnik:“The ability of art to constantly elude the final fit into this or that frame, the ability to see
open horizons and feel some fresh air - is its main strength”, saliva.live, https://saliva.live/tzvetnik (cit. 2021-11-21).

7  Tina Poliackova, Tzvetnik: Svét se digitalizuje, at chceme nebo ne, Artalk, https://artalk.cz/2021/01/18/tzvetnik-svet-
se-digitalizuje-at-chceme-nebo-ne/ (cit. 2021-11-21).

Umenie Siriace sa nha fotodokumentaénych platformach si
teda naslo novy spdsob vyrazovosti, ktory nadobudlo v tejto
komplexnej panorame, a umoznuje tak oslovit iny druh publi-
ka. Odpoveda logike suc¢asnej najmladsSej generacie zalozenej
na dominancii prezentovania sa skrze fiktivhe performativne
gesta,® najcastejSie uchopované skrze digitalny obraz na social-
nych sietach, ako su Instagram a Tik Tok. Pre fotodokumentac-
né platformy je zakladnym prostredim vplyvu prave Instagram,
ktory je uz svojou povahou zamerany na zdielanie a Sirenie
obrazov a zaroven je zasadnym komunikacnym médiom pre
milenialov a zoomerov. Tieto platformy vytvaraju tiez odliSny
typ kritérii a porozumeni tomu, ¢o sa nha nich odohrava, vyzadu-
ju znalost internetovej kultury a jej ikonografie ¢i jazyka, a pre-
dovsetkym rychlost a skratkovitost komunikacie, ktoru vytvara
napriklad mnohovrstevnata kultira memov. Na tomto pozadi sa

16 generuje novy druh umeleckych ,niche” komunit. Spéja ich vza-

jomné zdielaniu myslienok, ambicii, ale i akejsi nevyhnutnosti
koexistencie v mantineloch zapadného modelu artworldu, kde
vladne zuriva kompetetivnost, Casto neprestupné hierarchie

a finan¢na zataz v podobe drahych najmov galerijnych priesto-
rov.®

8 Sean Monahan, spoluzakladatel ,skupiny na predpovedanie trendov* K-Hole, vydal minuly rok spravu o ,gonzo
kultare®, v ktorej predklada hypotézu, ze socialne média premenili jednotlivca na medialny objekt. Nazvom nadvézuje na
zurnalisticky pristup 70. rokov, ked novinari, ako bol Hunter S. Thompson, vkladali prehnané, subjektivne, fikcionalizované
verzie seba samych do svojho stylu pisania. Podla Monahana dnesni uzivatelia internetu (¢i uz streameri, memeri,
influenceri, alebo gameri) aplikuju tie isté principy na digitalny priestor. Pozri: https://www.8ball.biz/reports (cit. 2021-11-21).

9 Nuno Patricio, O Fluxo: Thankfully, there is a place for everything to exist in this world’, Tzvetnik https://tzvetnik.
online/article/nuno-patricio-o-fluxo-thankfully-there-is-a-place-for-everything-to-exist-in-this-world (cit. 2021-11-21).

V zmienenych podmienkach recepcie umenia na social-
nych sietach a blogovych platformach sa v zdiefanych obra-
zoch uplatiuje i lahsSie pristupna sugestivna vizualna forma,
ktora inklinuje k Stylizovanej figuracii odkazom na subkulturne
prvky, dérazom na materialitu a tiez imaginativhe uchopenym
vystavnym prostredim, ktoré sa asi najuspesnejSie manifes-
tuje v mimogalerijnych podmienkach. Presadit sa tak mohli vo
velkej miere off-space projekty so site-specific rieSenim, ktoré
vznikli na tych najhorsie dostupnych miestach, ako napriklad
v podobe v prirode zavesenych vtacich budok, alebo scéno-
graficky zasadenych do realneho hubovitého porastu lesa.”®
Elise Lammer v diskusii pri gulatom stole o vzopéti figuracie
v su¢asnom umeni poznamenava: ,Vzhladom k tomu, ze po-
¢iato¢na fascinacia virtualnou realitou a technoldégiami, ktoré
su schopné oklamat nase zmysly, skoncila, domnievam sa,
ze dnesna figuracia je Specialna vo svojej Uprimnej snahe byt
viac introspektivna a Spekulativha — v istom zmysle menej ,re-
alna’. Nejde len o magiu a gotiku, ale tiez o psychadéliu, rozto-
milost a surrealno. Skutoéna oslava dnesnej hypersubijektivity
je narocky nemotorna“ a umenie sa tym otvara k ,mnozstvu
empatie a imaginacie, je vnimavym oknom do odliSnych sp6-
sobov bytia.“"

10 https://www.ofluxo.net/bird-feeders-curated-by-sakari-tervo/ alebo https://tzvetnik.online/article/under-the-moon-
group-show-at-camp-eternal-hell-chamber-new-york, alebo http://soloshow.online/bigfungus.html.

11 Rozsa Farkas / Elise Lammer / Megan Rooney / Katharina Wulf / Lydia Yee / Isabella Zamboni, Sick and Tired of All
That Purity: A Roundtable on Contemporary Figuration, Mousse Magazine, https://www.moussemagazine.it/magazine/
roundtable-on-contemporary-figuration-2020/ (cit. 2021-11-21).

Klzka galéria, neisty kurator

Fotograficka dokumentacia umenia v tomto zmysle tiez ruca

klasické vnimanie galerijného systému, ktorému sa venova-

la asi aj jedina kompaktna publikacia na tuto tému, ¢o vzisla
w7z iniciativy O Fluxo s nazvom Flatland Reader. Kriticka Loney
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Abrams, ktora svojou Uvodnou esejou Flatland prepozicala knihe ¢i Solo show chapat ako isty druh parainstiticii, predovSetkym

i nazov, poznamenava: ,,Rozdiel medzi umeleckymi dielami a ich v zmysle legitimizacie toho, o sa eSte povazuje za sucasné
dokumentaciou online kolabuje, rovnako ako ekonomicka prestiz umenie, jeho zobrazovanie, archivovanie. Tito umelci a umel-
tradi¢nych galérii.“ Podobne ako v mnohych inych pripadoch kyne ¢oby tvorcovia blogu mézu tak pracovat a vyjadrovat sa
z minulosti, zalozenych na predpoklade, ze moznosti digitalneho podobne ako kulturni profesionali.

prostredia Vytlaéia ”Zastaralé médié“, sa ani dlgltélnym doku- 12  Terezie Nekvindova, Od komisare ke kuratorce? Tvurci vystav v Eeském uméni ve druhé polovice 20. stoleti, in:

Pavlina Morganové / Terezie Nekvindova / Dagmar Svato$ova (eds.): Viystava jako médium. Praha: AVU, 2020, s. 210.

mentac¢nym platformam nepodarilo vytlacit moc tradi¢nych
umeleckych galérii. UZ v roku 2011 historik umenia Michael San-

chez vo svojej eseji pre ¢asopis Artforum komentoval tendenciu Dalsim pridruzenym problémom prezentovania dokumen-
umelcov vytvarat umelecké diela len pre ich dokumentaciu on- tovaného umenia online je vycitka, Ze v tomto prostredi ubuda
line (v tej dobe Slo o Contemporary Art Daily) a nie pre ich pre- déraz na umelecku originalitu a jej rozpustanie v reprodukcii
zivanie v priestore. Rovnako i charakteristicky belostny vzhlad formalne zalozenych trendov. K tomu uz nedochadza pro-
Contemporary Art Daily reprodukuje ¢istu bielu kocku s elektric- strednictvom provokativnych rebelujucich gest kradeze Ci
kym osvetlenim. Postinternetové umenie podla svojich kritikov zahmlievani identit postinternetovymi umelcami, ale celkovou
teda zachovavalo bielu kocku, aby sa mohlo opajat jej prestizou premenou distribuéného prostredia, v ktorom autorstvo ustu-
a mocou, ktoru asociuje. Suc¢asné blogy tuto logiku nenarusaju, puje do pozadia na ukor obrazu, ktory selektuje dany blog.
ale od nej unikaju — ¢asto smerom k zaujmu o zverejfiovanie off Pohyb v tomto prostredi znamena aktivny proces followingu
space vystav, odohravajucich sa v opustenych industrialnych uzivatelskych uctov, neustaleho sledovania prilivu mnozstva
budovach, pivniciach alebo prirodnych lokalitach, ¢asto iniciova- prispevkov, v ramci ktorych obstoja hlavne sugestivne vizu-
nych kolektivmi, ako je Rhizome Parking Garage, Underground alne formy. Umelec a zakladatel blogu O Fluxo Nuno Patricio
Flower (oba su projektami Solo Show) alebo Final Hot Desert, tuto situaciu komentuje: ,mnoho z informacii mam v hlave -
Darkzone atd. Blogy vSak ponukli alternativny, rozSireny priestor detaily, farby, materialy, techniky — a aj keby som nechcel, ten-
pre diametralne odliSny typ chapania umeleckej prezentacie, to druh vlastnosti vo mne zostava kazdy den, kazdy jeden den
ktora sa méze realizovat v akychkolvek podmienkach. az navzdy a myslim si, ze ma to donutilo vytvorit nejaky druh
Pokial minimalne v c¢eskom prostredi vznikali priblizne od nevedomého plagiatu.“™® Tento priestor zahfna rozptylenu sub-
zaciatku nultych rokov alternativne vystavné priestory va¢sinou jektivitu na strane tvorby i na strane recepcie tohoto umenia.
vedené umelcami ¢i umelkynami ako urc¢ita obroda zdola v sna- Umelecké prostredie nepozostava len z umelcov, divakov, ku-
he o prekonanie kritickej fazy kuratorstva z predoslych rokov,? ratorov, ale aj algoritmov socidlnych sieti, kontextu mimoume-
tak dnes mézeme uvazovat o dalSom posune, ale v odliSnom leckych obrazkov v prostredi sieti. Celé toto prostredie tvori
nastaveni. Vyrazna ¢i mocenska pozicia kuratora ¢i kuratorky akysi kolektivny organ, ktory funguje na principe algoritmov
ustupuje v zaujme prepajania medzi jednotlivymi aktérmi pro- na spracovanie velkych dat. V tomto systéme je kazdy z nas
strednictvom socialnych sieti, ktoré zaroven sluzia ako prostrie- subjektom diskurzu a zaroven s nim nema ni¢ spolo¢né. A rov-
dok pre potencialnu buducu spolupracu vo fyzickom prostredi. nakym spésobom je potencialne rozdelena i mocenska hierar-
Digitalna fotodokumentacna platforma tak mentalne zastava chia medzi vSetkych participantov — kazdy sa zrazu méze stat
poziciu garanta kvality, akéhosi metakuratora, zarucujuceho jeho nositelom a rovnako nahle ho stratit.
urcity druh ¢&i kvalitativhu Uroven su¢asného umenia, i ked 13 Pozn.7.
v praxi moze byt tento obsah dost heterogénny. V ramci vyvoja
v minulom storoéi sa vystava ustanovila ako specifické médium Na zaver by bolo potrebné dodat: Co robia obrazy, pokial
so zasadnym mocenskym postavenim — presunula zaujem o je- nemaju reprezentativny vztah k skuto¢nosti? Hito Steyerl vo
dinec¢nost solitérnych umeleckych diel a vyvoja stylov smerom svojom ¢lanku A thing like you and me'* hovori, Ze ,digitalne
k diskurzivne tvorenym vystavam, ktoré zastituje kurator ¢i ku- obrazy su aktivnymi ¢initelmi“ a disponuju tym velkou mocou.
ratorka, a tak sa stava primarne vSeobecnym meédiom prezen- V podmienkach kognitivheho kapitalizmu, v ktorom sa tolko
tacie umenia, alebo dokonca urcuje, o za umenie mézeme po- kultarne relevantnych informacii prenasa prostrednictvom ob-

18 vazovat. V uréitom zmysle mézeme platformy Tzvetnik, O Fluxo 19 razov, sa s objektami nasej tuzby stretavame najcastejSie vo
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forme obrazov. Podla Ceci Moss je obraz reprezentaciou tuzby
a pokial/ked sa objekt zhmotni, je Casto reprezentovany a $i-
reny znovu prave ako obraz ¢i dokumentécia.”® Dokumentacné

blogy, o ktorych je re¢, sa stavaju pomyselnymi uzlami, ktoré ich

prostrednictvom technokapitalistickych platforiem zoskupuiju.
Je mozné, Ze sa tieto obrazy roztecenych foriem, goblinov, roz-
nych prizrakov a sublimnych vyjavov, dokazu dotknut vo svojej
virtualnej blizkosti koncového divaka skrze afektivnu reakciu?
Alebo sa, slovami feministickej teoreticky Sary Ahmed, dokazu
na nas jednoducho ,nalepit“ bez moznosti vedomej kontroly?

Hito Steyerl, A Thing Like You and Me, e-flux Journal, Issue #15, 2010, e-flux, https://www.e-flux.com/

journal/15/61298/a-thing-like-you-and-me/ (cit. 2022-04-10)
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Ceci Moss, Expanded Internet Art: Twenty-First-Century Artistic Practice and the Informational Milieu. New York:

Bloomsbury Academic, 2019, s. 110.
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Artwork in the age of photo-documentation platforms
Tina Poliackova

If you longed to go to a contemporary art exhibition but for va-
rious reasons didn't manage to do so, it does not mean that you
will never get to see it. One of the most common PR and promo-
tion tools used by gallery and museum institutions today has
become the easily accessible online photographic documen-
tation of works, exhibitions or accompanying events. This text
will, however, focus on a specific type of digital platforms that
are primarily aimed at publishing documentation on exhibitions
with an international reach, and yet are not a priori tied to spe-
cific physical institutions. Their DIY character makes them look
more like blogs and they include platforms such as Tzvetnik', O
Fluxo or the relatively young project Solo Show. What they have
in common is that they were mainly founded by artists and are
involved in authorial art projects created for both the Internet and
the physical environment. Nevertheless, this paper is not seeking
to define a new nature of contemporary documentary photogra-
phy emerging as a medium in its own right, but to point out its
new aspects in the conditions of a post-digital society which are
making its documentary function and relationship to art more
complicated. How does this hybridization of the physical and the
virtual contribute to the transformation of the understanding of
art exhibitions, the production of artworks and the formation of
artistic communities? And in what ways does this art featured on
blogs move away from post-Internet strategies?

It is necessary to add that in the context of the recent Russian invasion of Ukraine marked by numerous war crimes,

the authors of Tzvetnik (Natalya Serkova and Vitaly Bezpalov) were unable to address the crisis in an adequate and com-
prehensive manner and radically reject this aggressive imperial policy. Serkova's private Instagram profile only published
Russian-written statements defending the apolitical nature of art. Many Czech as well as international artists have protest-
ed against this behaviour of Tzvetnik and refused further cooperation. So the question remains what level of importance
and influence will Tzvetnik retain in the near future and where it will refocus its attention.

The beginning of the first decade became in some ways an
immensely rich and captivating moment for the development of
art, mainly due to the massive expansion of digital technologies
and social networks. The online environment with its unprece-
dented potential brought about a transformation of socio-tech-
nological conditions and an emergence of a new visual culture,
including specific concepts of representation or a convergence
of the relationship between art and capital. The advent of post-

21 -Internet art was marked by heated debates seeking to capture



the change in the overall discourse which, in turn, gave rise to
blogs focused on art exhibition photo-documentation.

Even now it seems intriguing to think within the scope outli-
ned by viewing our social situation as post-digital. The post-di-
gital picture encompasses a whole spectrum of approaches and
contexts, from deepfake technology, the use of artificial intelli-
gence and post-production image manipulation to the carbon
footprint of data. Photos on social media are not only consumed
by humans, but also fed into a vast and invisible network based
on algorithmic surveillance, control and the exercise of repressi-
ve power. Images have become a fixed part of our subjectivity,
even though no one doubts their artificiality anymore. In the age
of algorithmic or computational photography, no matter how
much the resulting image may resemble the captured reality,
it has nothing to do with indexicality itself — photography as a
direct imprint of reality is definitely a surpassed concept. Photo-
graphy has become a tool of instant communication and a way
to gain attention - rather than creating points of reference in
life and preserving memorable moments, it functions more like
an endless sensory flow. But in fact, each stimulus irretrievably
disappears in time, much like the present-day image sinks into
the depths of nothingness of a constantly fed and ever hungrier
stream of social networks and other communication platforms.?

2 Filip Lab, Postdigitalni fotografie. Prague: Karolinum, 2021, p. 16-17.
Endless stream of images

In his probably most famous text, The Image Object Post-Inter-
netd, the artist Artie Vierkant emphasizes that in the post-digital
age nothing is permanent and any object can become a different
object because it exists within a constant flow between various
states. He sees one of the problems in the object’s lack of footing
within the strategy of representation. He argues that the post-In-
ternet age takes for granted that a work of art is present both as
an object to be found in a gallery or a museum and in other forms
shared over the Internet. Another way of pointing out the lack of
representational footing is to understand the represented object
as a completely different object with no connection to the “ori-

artworks, one might then think of a kind of multiversality of ob-
jects, whereby the photographic reproduction of artworks is not
their indexical imprint or just an unworthy illusion, but a different
version of these exact works. This version points to a certain
viscosity of the art object and is equal to the original physical
version which is only manifesting itself through different expre-
ssive qualities.

While artists are beginning to sort themselves out and form
international communities based on mutual following, it seems
absurd to think that it is possible to make any kind of curato-
rial choice within the vast spectrum of contemporary artists
without being in some way directly connected to their social
networks. This is a complicated turn, as this artistic community
creates primarily on the basis of aesthetic rather than concep-
tual or ideological principles. In any case, the architecture of the
Internet, i. e. a certain structure of language, sound and images
in which visual materials are the most represented, immediate
factor, helps to create an environment in which artists can in-
creasingly move away from language and rely on purely visual
representation to explain their artistic sources.* This is a key
departure from recent art history, for it is arguably a sign that
language and semiotics as fundamental metaphors in our effort
to articulate an artwork and our relationship to objects and cul-
ture are being abandoned.

For Vierkant, it is not just about the artists’ approach to im-
ages, but about the overall transformation of the nature of the
image in the online environment, where images replace langu-
age by taking over part of its function — images are an instant
and therefore more effective mode of language. Vierkant's
notion of the post-Internet follows up on the post-conceptual
paradigm (as defined, for example, by the philosopher Peter
Osborne), but the art present on image-driven documentati-
on blogs goes a step further, moving away from reflecting on
institutional, discursive and infrastructural conditions towards
a focus on affectivity, materiality and spiritual charge which is
perhaps most clearly described by Michal Novotny in his text
Emo-romantic turn.®

ginal”. In the post-digital situation, there are no “original copies”
of objects. Even if, say, an image or object can be traced back to
its source, the nature of that source can no longer be considered
more significant than the nature of any of its copies. To consider
the original as necessary and to respect the rules of its represen-

22 tation is pointless. In terms of photographic documentation of

3 Artie Vierkant, Objekt obrazu po internetu, in: Sesit pro uméni, teorii a pfibuzné zény, no 17, 2014, Prague: AVU,
p. 98-119.

4 Ibidem, p. 110

5 Michal Novotny, Emo-Romantic Turn, Mousse Magazine, https://www.moussemagazine.it/magazine/emo-romantic-
turn-michal-novotny-2018/ (accessed March 10, 2022)
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The Internet is transforming art as it is

6

After all, even the art as it is presented on Tzvetnik and O Fluxo
is clear and memorable, the objects are full of details and beco-
me formally attractive or, on the contrary, sometimes delibera-
tely repulsive™. In any case, in a relatively short perception time,
the art object makes a strong impression on the viewer. At the
same time, the authors of Tzvetnik, in an interview for the on-
line magazine Artalk, note: “Few people, however, mention the
fact that art itself is changing along with the new conditions of
representation. Not only does it adapt to these new conditions
(in our opinion, this would be a very superficial and fundamen-
tally incorrect point of view), but at the same time it uses these
conditions as part of its own functionality, as a feature and at
the same time an integral part of its own production, which in-
fluences what art actually is. In other words, we are looking at
the situation from a slightly different angle. The Internet is not
transforming the perception of art - the Internet is transforming
art as it is.”” This means that it is no longer a conceptually fo-
cused play or problematization of the interface between the
online and offline world, which was typical for post-Internet art,
but an overall transformation of artistic strategies that aim to
assault the viewer's visual sensibility — whether through the
evocation of a strained materiality or the engagement of a fan-
tasy-oriented expressive register.

Anna Karpenko, Tzvetnik: ,The ability of art to constantly elude the final fit into this or that frame, the ability to see

open horizons and feel some fresh air - is its main strength®, saliva.live, https://saliva.live/tzvetnik (accessed Nov. 21, 2021)

7

Tina Poliackova, Tzvetnik: Svét se digitalizuje, at chceme nebo ne, Artalk, https://artalk.cz/2021/01/18/tzvetnik-svet-

se-digitalizuje-at-chceme-nebo-ne/ (accessed Nov. 21, 2021)

Thus, the art disseminated via photo-documentation platfor-
ms has found a new mode of expression, which it has acquired
in this complex panorama, allowing it to reach a different kind
of audiences. It responds to the logic of today’s youngest ge-
neration for which the dominant way of presenting oneself is
through fictional performative gestures® most often via digital
images on social networks such as Instagram and Tik Tok. Pho-
to-documentation platforms mainly exert their influence on
Instagram, which is, by its very nature, focused on the sharing
and dissemination of images, while also being a crucial com-
munication medium for millennials and zoomers. These platfor-
ms are also based on a different type of criteria and understan-
ding of what takes place on them, which requires a knowledge
of the Internet culture and its iconography or language, and

24 above all, a speedy and brief communication consisting, for

example, of the multi-layered culture of memes. Against this
backdrop, a new kind of artistic “niche” communities are being
generated to share ideas, ambitions, but also a kind of inevitabi-
lity of coexistence within the confines of the Western artworld
model, where fierce competitiveness, often impenetrable hie-
rarchies, and financial burdens in the form of expensive gallery
space rentals reign®

8 Sean Monahan, the co-founder of the “trend forecasting group” K-Hole, published a report last year on the “gonzo
culture” in which he puts forward the hypothesis that social media has transformed the individual into a media object. The
title refers to an approach in 1970s journalism, when journalists like Hunter S. Thompson inserted exaggerated, subjective,
fictionalized versions of themselves into their writing style. According to Monahan, today’s Internet users (whether
streamers, memers, influencers, or gamers) apply the same principles in the digital space. See https://www.8ball.biz/
reports (accessed Nov. 21, 2021)

9 Nuno Patricio, O Fluxo: ‘Thankfully, there is a place for everything to exist in this world’, Tzvetnik https://tzvetnik.online/
article/nuno-patricio-o-fluxo-thankfully-there-is-a-place-for-everything-to-exist-in-this-world (accessed Nov 21, 2021)

In the aforementioned conditions of art reception on social
networks and blog platforms, the shared images also provide
a more easily accessible, suggestive visual form that leans to-
wards stylized figuration, subcultural element references, an
emphasis on materiality and an imaginative approach to the ex-
hibition environment which manifests itself perhaps most suc-
cessfully in non-gallery conditions. Thus, off-space site-specific
projects that were created in the most inaccessible locations,
such as birdhouses suspended in nature or projects scenogra-
phically set in a real mushroom forest undergrowth, have had
the opportunity to emerge in large numbers.® Elise Lammer, in
a roundtable discussion on the rise of figuration incontemporary
art, notes: “Given that we're now over the initial fascination with
virtual reality and all the technologies that are currently able to
trick our senses, | would argue that today’s figuration is special
in its candid attempt at being more introspective and specula-
tive—less ‘real’ in a way. It's not only magic and gothic, it’'s also
psychedelic, cute, surrealist. A true celebration of today’s hyper-
-subjectivity, it's clumsy on purpose.” And art thus “opens, with
a lot of empathy and imagination, a perceptive window into alter-
native ways of being”"

10  https://www.ofluxo.net/bird-feeders-curated-by-sakari-tervo/ or https://tzvetnik.online/article/under-the-moon-
group-show-at-camp-eternal-hell-chamber-new-york or http://soloshow.online/bigfungus.html

11 Rozsa Farkas / Elise Lammer / Megan Rooney / Katharina Wulf / Lydia Yee / Isabella Zamboni, Sick and Tired of All

That Purity: A Roundtable on Contemporary Figuration, Mousse Magazine, https://www.moussemagazine.it/magazine/
roundtable-on-contemporary-figuration-2020/ (accessed Nov 21, 2021)

Slippery gallery, insecure curator

In this sense, the photographic documentation of art also sub-
verts the classical perception of the gallery system, which has


https://saliva.live/tzvetnik
https://artalk.cz/2021/01/18/tzvetnik-svet-se-digitalizuje-at-chceme-nebo-ne/
https://artalk.cz/2021/01/18/tzvetnik-svet-se-digitalizuje-at-chceme-nebo-ne/
https://www.8ball.biz/reports
https://www.8ball.biz/reports
https://tzvetnik.online/article/nuno-patricio-o-fluxo-thankfully-there-is-a-place-for-everything-to-exist-in-this-world
https://tzvetnik.online/article/nuno-patricio-o-fluxo-thankfully-there-is-a-place-for-everything-to-exist-in-this-world
https://www.ofluxo.net/bird-feeders-curated-by-sakari-tervo/
https://tzvetnik.online/article/under-the-moon-group-show-at-camp-eternal-hell-chamber-new-york
https://tzvetnik.online/article/under-the-moon-group-show-at-camp-eternal-hell-chamber-new-york
http://soloshow.online/bigfungus.html
https://www.moussemagazine.it/magazine/roundtable-on-contemporary-figuration-2020/
https://www.moussemagazine.it/magazine/roundtable-on-contemporary-figuration-2020/

been the subject of probably the only compact publication on
this topic entitled Flatland Reader and initiated by O Fluxo. In
it, the critic Loney Abrams, whose introductory essay Flatland
gave the book its title, notes: “The difference between artworks
and their documentation images online is collapsing. So is

the prestige economy of traditional galleries.” Like in so many
other past cases when it was assumed that the possibilities

of the digital environment will replace “obsolete media”, digital
documentation platforms have failed to replace the power of
traditional art galleries. Back in 2011, the art historian Michael
Sanchez, in an essay for the Artforum magazine, commented
on the tendency of artists to create artworks only for the sake
of documenting them online (at the time, it was about Contem-
porary Art Daily) and not for the sake of experiencing them in
space. Contemporary Art Daily's distinctive whiteness also mi-
mics a pure white cube with incandescent lighting. According
to its critics, post-Internet art thus perpetuated the white cube

in order to bask in its prestige and in the power associated with

it. While they do not subvert it, today’s blogs break away from
this logic — many times leaning towards publishing off-space
exhibitions set in abandoned industrial buildings, basements
or natural sites, often initiated by collectives such as Rhizome
Parking Garage, Underground Flower (both are Solo Show pro-
jects) or Final Hot Desert, Darkzone, etc. The blogs are offering
an alternative, an expanded space for a diametrically different

type of understanding of artistic presentation that can take pla-

ce under any conditions.

If, at least in the Czech environment, alternative and mostly
artist-led exhibition spaces have emerged since the beginning
of the new millennium as a kind of grass-roots revival attemp-
ting to overcome the critical phase curating was experiencing
in the previous years™, then today we can ponder yet another
shift, but this time in a different setting. The prominent or
powerful position of the curator gives way to the connections
established between different actors on social networks which
in turn provide grounds for a potential future collaboration in
the physical environment. The digital photo-documentation
platform thus mentally occupies the position of a quality gua-
rantor, a kind of meta-curator guaranteeing a certain kind or a
certain qualitative level of contemporary art, although in prac-
tice this content can be quite heterogeneous. As they evolved
over the last century, exhibitions have established themselves
as a specific medium holding an essential position of power

26 — they have shifted the interest in the uniqueness of solitary

12

artworks and the development of styles towards discursively
produced exhibitions to which a curator has lent their name thus
becoming the primary general medium for the presentation of
art or even determining what can be considered as art. In a sen-
se, we can see the Tzvetnik, O Fluxo or Solo show platforms as

a kind of para-institutions, especially in the sense of legitimizing
what is still considered contemporary art and how it should be
displayed and archived. The artists — creators of the blog — can
thus work and express themselves in a similar way as culture
professionals.

Terezie Nekvindova, Od komisare ke kuratorce? Tvirci vystav v ¢eském uméni ve druhé polovice 20.stoleti, in: Pavlina

Morganova / Terezie Nekvindova / Dagmar Svato$ova (eds.): Vystava jako médium, Prague: AVU, 2020, p. 210.

Another problem associated with the online presentation
of documented art is the criticism that this environment lacks
emphasis on artistic originality which is being dissolved in the
reproduction of formally based trends. This no longer occurs
through provocative rebellious gestures of theft or obfuscation
of identities by post-Internet artists, but through a total trans-
formation of the distribution environment in which authorship
recedes into the background for the benefit of the image selec-
ted by a given blog. Moving around in this environment means
actively following user accounts, constantly monitoring the in-
flux of a multitude of posts that recede into the background for
the benefit of suggestive visual forms. Nuno Patricio, artist and
founder of O Fluxo, made the following remark about this situa-
tion: “a lot of the information is in my head - the details, the co-
lours, the materials, the techniques - and even if | didn‘t want to,
these characteristics stay with me every day, every single day,
until forever, and | think it's driven me to create a kind of uncon-
scious plagiarism.” This space encompasses diffuse subjecti-
vity on both the side of the creator and the receiver of this art.
The art environment consists not only of artists, viewers, and
curators, but also of social network algorithms and the context
of non-art images in the social network environment. This who-
le environment forms a kind of collective body that operates on
the principle of big data processing algorithms. In this system,
each of us is a subject of a discourse and at the same time has
nothing to do with it. And the power hierarchy among all the
participants is probably distributed in a similar manner — anyo-
ne can suddenly become its vehicle and just as suddenly lose it.
To conclude, it seems necessary to ask: what do images do if
they have no representative relation to reality? Hito Steyerl in her

27 article A thing like you and me'™ suggests that “digital images
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have an active agency” and thus have great power. In the conditi-
ons of cognitive capitalism, where so much culturally relevant in-
formation is transmitted through images, the objects of our desire
are most often encountered in the form of images. According to
Ceci Moss, an image is a representation of desire and if/when an
object materializes, it is often represented and disseminated again
as an image or documentation.* The documentation blogs in ques-
tion seemingly become nodes that group them together through
techno-capitalist platforms. Is it possible that these images of mel-
ted forms, goblins, various monsters and delicate apparitions can
affect in their virtual proximity the final viewer through an affective
reaction? Or, in the words of the feminist theorist Sara Ahmed, they
simply “stick to us” without the possibility of a conscious control?

Hito Steyerl, A Thing Like You and Me, e-flux Journal, Issue #15, 2010, e-flux, https://www.e-flux.com/journal/15/61298/a-

thing-like-you-and-me/ (accessed April 10, 2022)
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Ceci Moss, Expanded Internet Art: Twenty-First-Century Artistic Practice and the Informational Milieu. New York:

Bloomsbury Academic, 2019, p. 110
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30-31 Sara Bown Kasanova Bez nazvu (plachta), délka 3:37 min
Bez nazvu (stiecha), délka 7:08 min
Bez nazvu (okna), délka 3:04 min




Detail kostymu, 2022
Bez nazvu, 2022, objekt






35-36 Matous Fiala




37-38 Milada Hejdova Cihla, 2021, olej na platné, 30 x 60 cm

Polstar, 2021, olej na platné, 30 x 60 cm
NGz, 2022, olej na platné, 30 x 60 cm
Pasek, 2021, olej na platné, 30 x 60 cm



Sani motoru, 2022, sadra, PETG
Dyné, 2022, vyjety motorovy olej, motorové oleje, papir




Posledni pomazani, F. J. Lux, 1756, fresco-secco, 275 x 173 cm, stav pfed restaurovanim
Posledni pomazani, F. J. Lux, 1756, fresco-secco, 275 x 173 cm, stav po restaurovani
Ukfizovani, konec 15. stoleti, olejomalba na desce, 84,4 x 55,2 cm, stav po tmeleni
Technologicka kopie, Loutnista, Jan Molitor, 1741, olejomalba na platné, 76 x 60 cm




43-44 Oskar Horanek




45-46 Karolina Chasékova We Are Not Supposed to Share a Language for How We Really Feel, 2022, text, skica



47-48 Jachym Jansky Reuse Sylvie, foto stavajiciho stavu



49-50 Jindfiska JoneSova Bez nazvu, 2022, linoryt, 89 x 150 cm
Bez nazvu, 2022, linoryt, 33,5 x 70 cm
Bez nazvu, 2022, linoryt, 70 x 100 cm



51-52 Jakub Kender Adaptace administrativniho objektu Merkurie na sdilené bydleni
Perspektiva centralniho atria stifedni véze, 2022
Perspektiva od severojizni magistraly



53-54 Eliza Kotelnikova Mushussu moc nemluvi, 2022, olej na platné, 200 x 150 cm
Kvantita je asymetrie, kvalita je symetrie, 2022, olej na platné, 160 x 120 cm



55-56 Martin Kunc Chemapol - pavodni stav




Ha Thu Le Plod; Underwater lll; Ca Sau; Mama; Underwater II; Plod




59-60 Laura Limbourg Nightshade, 2022, akryl na platné, 480 x 330 cm



61-62 Radek Muzik Hrani¢nik 11, 2022, sadra, dievo, skica; Hrani¢nik |, 2022, difevo, 170 x 200 x 500 cm (ztracena forma)



63-64 Batmanlai Narankhuu Celebrate, 2021, 240 x 200 cm
Mirror, 2021, 220 x 270 cm
0Os1,2021,70 x 60 cm




65-66 Karolina Netolicka Spolec¢ny horizont, 2022, suchy pastel na platné, 212 x 156 cm
Posledni vydech, 2021, uchy pastel a progresso na platné, 215 x 191 cm







69-70 Alzbéta Novakova Stavajici zimni stadion Hasa



71-72 Johana Novotna Video: Rural POP, 2022, 20 min



ok

Elena Pecenova »-a Vv Fidi¢i uz nikdo dalsi nesedi




75-76 Dita Petranova Adaptace a re-use byvalého pavilonu OD Lipa a ubytovny pro statni zaméstnance FMDS



77-78 Lucie Podrouzkova a Stépan Rubas Reliéf, 2022




79-80 Anastasiia Polishchuk 16. arkana v tarotu, 2022, vizualizace instalace




81-82 Jaroslav Prokopec Cifra, 2021, dokumentarni fotografie
3D vizualizace, 2022, 3D model, otisk obrazovky
Cifra, 2021, dokumentarni fotografie
Predchazejici prace: Utikej, 2021, kov, reflexni barva, 300 x 200 cm



83-84 Michal Rejzek Bez nazvu, 2022, tus, fix a kolaz na papire, 21 x 29,7 cm
Bez nazvu, 2022, tus, fix a kolaz na papire, 21 x 29,7 cm
Bez nazvu, 2022, tus, fix a koldz na papire, 14,8 x 21 cm



85-86 Anna Ruth Wooden Cave, skica pro instalaci



87-88 Robin Seidl somewhere in the time, is hiding a beautiful day / nékde v Gase, se skryva pfekrasny den, 2022 skica
Terraformace, 2021, pohled do instalace



89-90 Sara Skoczkova Splyvani, 2022, dievo, vceli vosk, parafin, 300 x 30 cm
Télo, 2022, zelezobeton, textil, parafin, 380 x 100 cm
Amfora, 2022, beton, 320 x 100 cm



91-92 Radek Smétak My not Sanctuary, 2022, socha, steel, ocel, duté vlakno, vosk, 300 x 300 x 300 cm
Home of Shrine, 2022, dfevo, ocel, duté vlakno, vosk, 300 x 150 x 150 cm



93-94 Hana Grodlovda Sommerova Nemusim se natahovat po zebfiku, 2021, malba tusi na platné, 160 x 130 cm
Nemusim se natahovat po Zzebfiku, 2022, malba tusi a linoryt na platné, 160 x 130 cm
Nemusim se natahovat po zebfiku, 2022, malba tusi na platné, 160 x 130 cm



95-96 Jan Soumar In two places at the same time, 2022, olej a akryl na platné
Surround, 2021, olej a akryl na platné



Assumpta s Jeziskem, 18. stoleti, prizkum v UV, 126 x 105,7 cm
Sv. Ladislav Uhersky, 18. stoleti, polychromovana dievéna plastika, vyska 90 cm



99-100 Anna Smejcova Ryby |, Lev, Paseka, Ryby I, suché jehly



101-102 Marie Stefackova Puska, 2022, digitalni kresba Josuska, 2022, digitalni kresba
Tuzka, 2021, digitalni kresba Kralovna matka, 2022, digitalni kresba



103-104 Anna Stefanoviova Stastny ¢lovék, 2022, olej a akryl na platné, 160 x 130 cm

Nezaujaty ¢lovék, 2022, olej a akryl na platné, 160 x 130 cm
Mrzuty clovék, 2022, olej a akryl na platné,160 x 130 cm
Nesoustiedény clovék, 2022, olej a akryl na platné, 160 x 130 cm



105-106 Jan Trubac¢ Skica sochy Plout spolu, 2022, vosk, dievo, hlina, 21 x7 x 4 cm
Skica sochy Tady je, 2022, vosk, bfidlice 13 x 14 x 4 cm
Skica sochy Nechat vyrlst, 2022, sadra, 26 x 8 x 8 cm



107-108 Benedikt Valenta Pracovni prostiedi navrhovani stroje, 2022; Navrhy
Restaurovana zkusebni vzdusdnice, 2021, smrk, kozi kize, buk, mosaz, borovice, 150 x 25 x 20
Centralni vzdusnice experimentalniho stroje, 2022, lipa, borovice, dub, kozi kize, 420 x 420 x 25
Seskupeni baroknich pistal, 2022, dub, smrk, nejdel$i rozmér 200x15x15; Médéna pistala, 2021, méd a cin,60 x 3 x 3




Objekt, skica, 2022



111-112 Barbora Volfova Elevator, 2021, ocel
Here'’s the Sun again, 2022, ocel a vosk



Self Made Me: Live Laugh Love




115-116 Ales Hynek Vrkoslav Promény vidéni, 2022, proces




117-118 Vojtéch Wurz Wiurz's Kochbuch, 2022, knizni pouzdro
Senfkropfn, 2022, fotografie




119-120 Moemi Yamamoto Jdu az na konec svéta, 2022, tempera a olej na platné, 70.3 x 85.3 cm
Plvod symbold, 2022, tempera a olej na platné, 60.5 x 70.5 cm
Pouha hra, 2022, tempera a olej na platné, 52.0 x 82.5 cm



Loading 1, 2022, keramické dlazdice/reliéf, 30 x 30 cm
Loading 3, 2022, keramicka dlazdice/reliéf, 60 x 50 cm



Séara Bown Kasanova
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Vybavuiji si dobu, kdy mi bylo pfiblizné tfi az pét let, ob¢as jsem si leha-
vala na podlahu a jen tak tam byla. Byla jsem ¢aste¢né pfitomna se v§im, co
se nachazelo kolem mé, napfiklad s texturou, barvou a smradem koberce, na
kterém jsem méla polozenou tvar, se spodnimi ¢astmi nabytku dotykajicimi
se podlahy nebo prachem a necistotami nékde v kouté mistnosti. Sou¢asné
jsem byla pfitomna se svymi myslenkami a reflexi toho, jak jsem se v dané
chvili citila. Pobyvala jsem ve svém vlastnim svété existujicim mimo ¢as
a tento stav byti mohl byt pferusen naptiklad mym oslovenim dospélou oso-
bou a vytrzenim z upfené pozornosti na své intimni okoli. Vracim se k tomu,
co jsem v téchto chvilich zazivala: k ¢iré pritomnosti, k byti.

Ve své praci se zabyvam konceptem bezc¢asovosti, pfitomnosti a po-
jmem liminal spaces, oznacujicim ¢asoprostor, ve kterém se nic nedéje. Jed-
na se o Usek mezi dvéma body, ktery je vzdy né¢im vyplnén, pouze to ,néco”
je casto povazovano za nepodstatné ¢i nezajimavé. Témito chvilemi mam na
mysli napiiklad ¢ekani ve fronté v obchodé, na zastavce nebo ¢ekani na to,
az se véci za¢nou odvijet podle mych predstav. V takovych chvilich je snad-
né vytvaret rezistenci a nechat unikat pfitomny okamzik bez povs§imnuti.
Takové momenty mi v§ak pfipadaji zajimavé svym potencidlem stat se az
magickymi, kdyz se nam podafi nechat v$e plynout a oddat se pfitomnosti.
Zazila jsem, ze pravé tehdy — v ¢irém byti — se véci zacnou proménovat.

V tvorbé zkoumam momenty a zachycuji okamziky, kdy ¢as (pfipadné
obraz) pusobi nelinearné. Zaméfuji se na véednost, kterou vnimam skrze
co nejjednodussi ramce, prostrednictvim nichz Iépe chapu svét okolo sebe.
Tyto rdmce pak davam k nahlédnuti, casto prostfednictvim tzv. durational
photographs, a nejlépe tak, aby divaci/divacky mohli odejit od obrazovky
a zase se k ni vratit, aniz by o néco prisli.

Kdyz jsem koncem zimy jela tramvaji na prazskych Petfinach, v§imla
jsem si vily, u které byla rekonstruovana stfecha. Jeji tramy byly pokryté
obrovskymi plachtami vlajicimi ve vétru. Vyjev plachet na mé silné zapusobil
a nécim se mé dotkl. V souvislosti s timto prozitkem jsem si vzpomnéla na
uryvek z knihy Jak meditovat od Pemy Chodron, americké buddhistické
mnisky: ,V opatstvi Gampo Abbey mame nad Utesy nad ocednem vlajko-
vé stozary. Neustale experimentujeme a vyvésujeme tam vlajky, protoze
k tomu takové stozary nakonec jsou. Nékdy je pocasi naprosto klidné a my
si téch nadhernych vlajek uzivame v poklidu mirného véttiku. Jindy ale fi¢i
neuvéfitelné silny vichr a viajky jsou za kratkou chvilku roztrhané na cary.
Predstava vlajkového stozaru a vlajky vyborné poslouzi pfi praci s myslenka-
mi a emocemi, protoze vlajkovy stozar je stabilni a drzi, ale vétry pak Slehaiji
vlajkami do véech smérU a trhaji je na kusy - a to je obvykle nase potiz. My
jsme ty vlajky a vitr s ndmi smyka ze strany na stranu... Pouziti myslenek
a emoci samych jako pfedmétu meditace v§ak znamena prozivat Zivot z per-
spektivy vlajkového stozaru. V Gampo Abbey si nikdy nemusime obstaravat
nové vlajkové stozary. | pii vétrech o rychlosti hurikédnu nase stozary stoji
dal, vzty¢ené na utesech.” A pravé tuto zkusenost s plachtami pokryvajicimi
stfechu i meditace skrze opakované navraceni se do pfitomné chvile zhmot-
fuji skrze svou diplomovou praci.

| remember a time when | was about three to five years old, sometimes
I would lie down on the floor and just be there. | was partially present with
everything that was around me, such as the texture, color, and smell of the
carpet on which my face was laid, the undersides of furniture touching the
floor, or dust and dirt somewhere in the corner of the room. At the same time,
| was present with my thoughts and reflection of how | was feeling at that
moment. | was residing in my own world existing outside of time, and this
state of being could be interrupted, for example, by my being addressed by
an adult and snapped out of my fixed attention on my intimate surroundings.
| return to what | was experiencing in these moments: pure presence, being.

In my work, | deal with the concept of timelessness, presence, and the
notion of liminal spaces, denoting a space-time in which nothing happens.
It is a time stretch between two points that is always filled with something,
only the ,something“ is often considered irrelevant or uninteresting. By
these moments | mean, for example, waiting in line at the store, at the bus
stop, or waiting for things to start unfolding as | imagine them to. In such

Nela Britanakova
Socha 2

Mystical Eclipse
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moments, it is easy to build up resistance and let the present moment slip
by unnoticed. However, | find such moments interesting in their potential
to become almost magical when we manage to let go and surrender to the
present moment. | have experienced that it is then - in sheer being - that
things begin to transform.

In my work, | explore and capture moments when time (or image)
appears non-linear. | focus on the mundane, which | perceive through the
simplest possible frameworks through which | better understand the world
around me. | then make these frames available for viewing, often through
durational photographs, and preferably in such a way that viewers can walk
away from the screen and return to it again without missing anything.

While riding a tram in Petfiny district in Prague at the end of winter,
| noticed a villa whose roof was being renovated. Its beams were covered
with huge tarpaulins flapping in the wind. The sight of the tarpaulins made
a strong impression on me and touched me in some way. In connection with
this experience, | remembered an excerpt from the book How to Meditate
by Pema Chodrdn, an American Buddhist nun: “At Gampo Abbey, there are
flagpoles out on the cliffs above the ocean. We keep experimenting with
putting flags out there, because that’s the point of flagpoles. Sometimes the
weather is very calm, and we experience these lovely flags in the stiliness
of slight wind. Other times there are incredibly high winds, and the flags
get shredded in a very short time. The image of the flagpole and the flag is
a great one for working with thoughts and emotions, because the flagpole
is steady and holds, and then the winds are whipping the flags all over the
place, tearing them to shreds—that’s usually our predicament. We are the
flags, and the wind is just whipping us around. We're just whipped here and
there and all over the place. And our emotions are escalating, our thoughts
are all over the place. But using thoughts or emotions themselves as the
object of meditation is experiencing life from the perspective of the flag-
pole. At Gampo Abbey, we never have to get new flagpoles. Even with hurri-
cane-velocity winds, the flagpoles stay up on the cliffs.” It is this experience
of tarpaulins covering the roof and meditation through repeatedly returning
to the present moment that | materialize through my project.

Diplomova prace Mystical Eclipse je vrstevnatym projektem spojujicim
prostorovou instalaci keramickych objektd a skupinovou performanci. Pro-
jekt navazuje na mé predchozi prace, prevazné performativni videoprojekty,
které vznikly na navazujicim magisterském programu na AVU a staly se tak
hlavni skicou k diplomové préci.

Projekty spojovalo téma antropocentrického civilizaéniho postoje
a etického fungovani s nasim okolim. Pracovala jsem s tématy prehlizenych
mimolidskych forem, zvifat, rostlin a bakterii. Spolu s reflexi vztahu ¢lovéka
a prirody se témata opirala o myslenky hnuti new age, parapsychologické
postupy, ale také hledani osobni spirituality v sou¢asném svété. Na zmi-
nénych videich jsem si vyzkousela nékolik pristupl k performance, jeji
kombinaci se socharskymi objekty i moznost spoluprace, kterou povazuji za
stéZejni, a stavim na ni i jednu z vrstev diplomové prace.

Pfiroda a pobyt v ni byl pro ¢lovéka pfirozeny od nepaméti, jak se tento
vztah zménil a jak jej mlZzeme vnimat dnes? Lze znovu napravit zpfetrhané
vazby s pfirodou? Mlzeme chapat tanec na rave party jako kolektivni spiri-
tualni zazitek nebo ritudl souc¢asnosti?

Hlavni vrstvou diplomové prace je prostorova instalace tvofena keramic-
kymi objekty pokryvajici stény i stojici v prostoru. Instalace je metaforou hyb-
ridni biodiverzity, dystopické vize smysleného pfirodniho svéta, ktery proménil
¢lovék svymi nenavratnymi zasahy. Deformovana pfiroda ve formé rostlin
a organismu je v instalaci demonstrovana skrze nasténné objekty, jejichz
obrazové formaty se vzdaluji jakékoli snaze o vytvoreni ptirozeného prirodniho
prostiedi. Objekty pfipominaji smysleny herbar ohybané pfirody, tvary evokuiji
rostliny prehistorickych obdobi nebo neidentifikovatelnou vegetaci ve Voyni-
choveé rukopise. Keramické objekty pivodné vytvofené z mokré syrové hliny
jsou zafixované vypalem a nasledné glazované. Moment vypalu a usmrceni
zivé hmoty ¢ini tyto objekty kiehkymi a zranitelnymi pfi neopatrné manipulaci,
zaroven umociiuji pocit prazdnych schranek nebo zkamenélych fosilii.
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Dalsi ¢asti diplomové préace je hodinova performance, ktera se ve vyse
zminéném prostiedi odehraje. Pét performerl a zvukovy doprovod Adriany
Vancové vytvari zivou slozku instalace. Nenarativni pfedstaveni stira hierar-
chické principy mezi participujicimi. Nékteré z postav pfipominaji bezobratlé
zivocichy, ktefi se povaluji jako zivé objekty mezi témi keramickymi, jiné
svymi kon¢etinami zkoumaji své okoli jako popinavé rostliny, které se svymi
stonky chytaji nejblizsich vétvi. Vyraznou slozkou performance jsou postavy,
jez predstavuiji lidskou entitu, jejich télo pokryvaiji kostymy s keramickymi
¢astmi prirodnin a jejich pohyby naznacuji naprosté odtrzeni od prostiedi, ve
kterém se nachazeji. Nezastavitelny tanec na elektronickou hudbu vyvolava
pocit ritudlu a nepovedené snahy o interakci s troskami pfirody kolem.

Soucasti projektu jsou také zdlouhavé femesiné postupy, at uz pfi vytva-
feni keramiky, nebo siti kostymU. Hapticka zkusenost pfi praci s hlinou dopro-
vazi vétsinu mych projektd, skrze syrovou hlinu a palenou keramiku prenasim
na divaka informace a symboliku. Toto médium zkoumam nejen v jeho
technologické naro¢nosti, ale také v kontextu jednotlivych projektd a vztah(
k dal$im materialim a prostfedim. Dulezitou inspiraci pro mou tvorbu jsou
prace kerami¢ky Heleny Johnové, art brut malitky Anny Zemankové nebo
spiritismem ovlivnéné Hilmy af Klint.

The diploma work Mystical Eclipse is a multi-layered project fusing
a spatial installation composed of ceramic objects and a group perfor-
mance. The project builds on my earlier works, mostly performative video
projects, which originated during my follow-up master’s program at the
Academy of Fine Arts, and became the main draft for the diploma.

The subjects linking the two projects are anthropocentric civilizational
attitude and ethical co-existence with the world around us. | employed
the issues of neglected non-human forms, animals, plants, and bacteria.
Along with reflecting upon the relationship between man and nature, the
subjects were based on the ideas of the New Age movement, parapsycho-
logical methods, and on seeking personal spirituality in today’s world. In the
above-mentioned videos, | examined several approaches to performance, its
combination with sculptural objects, and the potential of cooperation.
| view the latter as crucial, and | also develop one of the layers of my diploma
alongits lines.

Nature and living in it have been intrinsic to man since time immemorial.
How has this relationship changed and how can we perceive it today? Can we
rectify our broken ties with nature? Can we view dance at a rave party as
a collective spiritual experience or a contemporary ritual?

The main layer of my diploma is a spatial installation consisting of ce-
ramic objects that either cover the walls or are placed throughout the space.
The installation is a metaphor for hybrid biodiversity, a dystopian vision of
a fictitious natural world that humans have transformed via their irrevers-
ible interventions. Deformed nature in the form of plants and organisms is
demonstrated in the installation by mural objects, whose formats defy any
attempt to create a natural environment. The objects resemble a fictional
herbarium of warped nature, their shapes evoking prehistoric plants or un-
identifiable vegetation from the Voynich’s manuscript. The ceramic objects,
originally made of wet raw clay, are fixed by firing and subsequently glazed.
The moment of firing and “killing” of living matter makes these objects frag-
ile and vulnerable to careless handling, while enhancing the sense of empty
boxes or fossils.

Another part of the diploma is an hour-long performance, which will take
place in the above-mentioned environment. Five performers and the Adriana
Van&ovéd's music accompaniment represent the installation’s live component.
The non-narrative performance blurs the hierarchical principles among the
participants. Some of the characters resemble invertebrates, which lie like
living objects among the ceramic figures; others use their limbs to examine
their surroundings like climbing plants, their stems reaching and holding
tight to the nearest branches. A significant component of the performance is
the figures representing a human entity. The costumes covering their bod-
ies bear ceramic parts of products of nature and their movements indicate
complete detachment from the environment they are in. The unstoppable
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dance to electronic music evokes a ritual and a failed attempt to interact with
the ruins of the nature around.

The project also entails laborious craftsmanship techniques, wheth-
er related to making ceramics or sewing costumes. Haptic experience in
working with clay has accompanied most of my projects; raw clay and fired
ceramics help me convey information and symbolism to viewers. | explore
this medium not only in its technological complexity, but also in the context
of individual projects and relations to other materials and environments. My
oeuvre has been crucially inspired by the works of the ceramicist Helena
Johnova, the Art Brut painting of Anna Zemankova, and the spiritualism-in-
fluenced Hilma af Klint.

4V4T4R R4VE. Jedna se o zanr elektronicky-basové hudby. Na projektu
se podilim jako producent, songwriter, interpret, rezisér a editor vizualniho
doprovodu. Hudebni multiverse 4ra 4ra je propojenim svéta vytvarného
umeéni, herni, weeb a IT komunity. Sdili prvky mid tempo, synthwave, hard-
wave, dark synth, dubstep, glitchcore a gamecore. Industrialné znéjici basy,
zacyklené chladné bici, fezavé zvuky efektl a rozstiihané zvukové stopy
simuluji dystopickou gaming atmosféru. Jemné vokaly v kontrastu vUci tvr-
dym syntetizériim, main character madness. Story mode pfipravujici hrace
na final boss fight.

Své texty pisi primarné v angli¢tiné (kvili nadmérnému uzivani anglicti-
ny v hernich a virtualnich komunitach), jeden jsem napsala i v binarnim kodu
a Casto texty propojuji s autentickou sifrovaci abecedou. Ovliviiuje mé herni
primysl, protoze pusobim na vice platformach jako nezavisly game content
tvarce. Této ¢innosti se vénuji od roku 2010.

Scénéaf pro videoklip u glitched

Parafraze zivota v simulaci. Paralelni reality, Schrodingerova kocka. Co se
stane, kdyz se biosystém opatfeny védomim probere ze simulace, ale uméla
inteligence se jej z glitche snazi opakované nahrat zpét? Inspiruji se filmo-
vou tvorbou Gaspara Noého, seridlem Love, Death and Robots a dilematem
¢erveno-modré pilulky.

Virtudini identita

V mé vytvarné ¢innosti se prevazné vyskytuje vyzkum virtudlnich identit,
fe$im netransparentnost a psychologickou patologii archetypl nachazeji-
cich se na siti, ale i pozitivni postcovidovy digitalni rozvoj. Popisuji nehmata-
telné prostiedi zavisejici na algoritmech. Pohyb avatar( nebo li prostfednik(
zastupuijicich uzivatele v komunikaci a reprezentaci ve hrach, na socialnich
sitich, ve virtualni realité presouvani védomi do kyberprostoru.

Avatar

Performer, 3D postava, 2D bytost nebo jen znak @ at sign klavesové zkratky
zastupuijici jedince ve virtualnich svétech. Sestup, vtéleni, inkarnace. Para-
doxné preneseny pojem z hinduistického duchovna do virtualniho média.

Fediverse

Spojeni slov federation a universe. Soubory federovanych / vzajemné pro-
pojenych serverd pro publikovani na weby, nezavisly hosting. Socialni sité,
mikroblogovani, blogovani, weby. Na téchto instancich mohou uzivatelé
vytvaret tzv. identity, které mohou komunikovat pfes hranice instanci, proto-
Ze software bézici na serverech podporuje jeden nebo vice komunikacnich
protokold, které se Fidi otevienym standardem. Jako identita na serveru
fediverse mohou uzivatelé odesilat textova a jind média nebo sledovat pfi-
spévky jinych identit.

Metaverse

Metaverse je koncept trvalého, online, 3D vesmiru, ktery kombinuje

nékolik raznych virtualnich prostor(. Mlzete si to predstavit jako budouci
iteraci internetu. Metaverse umozni uzivatelim pracovat, setkavat se, hrat
si a stykat se spole¢né v téchto 3D prostorech. Nejdokonalejsi nynéjsi
prototyp metavesmiru je zastoupen virtualnimi realitami v digitalnich hrach.
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Hudba 4ra 4ra je dostupna na v§ech streamovacich platformach.

4VA4T4R R4VE. It is a genre of electronic bass music. | participate
in the project as a producer, songwriter, performer, director, and visual
accompaniment editor. The 4ra 4ra music multiverse combines the areas
of fine arts and gaming, weeb, and IT community. It shares elements of
mid tempo, synthwave, hardwave, dark synth, dubstep, glitchcore, and
gamecore. Industrial-sounding bass, cycled cool drums, piercing sounds
of effects, and cut soundtracks simulate a dystopian gaming atmosphere.
Soft vocals contrast with hard synthesizers; main character madness.
Story mode preparing players for the final boss fight.

| write my texts primarily in English (due to the excessive use of English
in gaming and virtual communities). I've even written one in binary code,
and | often combine my texts with authentic encrypted alphabet. | am influ-
enced by the gaming industry because | work on multiple platforms as an
independent game content creator. | have been pursuing this activity since
2010.

Screenplay for the u glitched video

Paraphrase of a life lived in simulation. Parallel realities, Schrodinger’s cat.
What happens when a conscious bio-system wakes up from a simulation
but artificial intelligence repeatedly tries to load it back from the glitch? My
source of inspiration here is the cinematography of Gaspar Noé, the Love,
Death and Robots series, and the dilemma of the red-blue pill.

Virtual Identity

My art involves exploring virtual identities. | deal with non-transparency and
psychological pathology of archetypes found on the network, but also posi-
tive post-covid digital development. | describe the intangible setting depen-
dent on algorithms. The movement of avatars alias intermediaries, acting
on behalf of users in communication, and the representation in games, on
social networks, in virtual reality shifting consciousness into cyberspace.

Avatar

A performer, a 3D character, a 2D creature, or just the @ at sign keyboard
shortcut representing individuals in virtual worlds. The descent, the embod-
iment, the incarnation. A concept paradoxically transferred from the Hindu
spirituality to a virtual medium.

Fediverse

The fusion of the words “federation” and “universe.” Federated / intercon-
nected server files to be published - on websites; independent hosting.
Social networks, microblogging, blogging, websites. On these instances,
users can create the so-called identities able to communicate across in-
stance boundaries, since the software running on the servers supports one
or multiple open-standard communication protocols. Users, as identities
present on the fediverse server, can send texts and other media or track
posts from other identities.

Metaverse

Metaverse is a concept of a permanent, online, 3D universe that combines
several virtual spaces. You can think of it as a future Internet iteration.
Metaverse will allow users to work, meet, play, and socialize in these 3D
spaces. The most perfect current metaverse prototype is the virtual realities
in digital games. 4ra 4ra music is available on all streaming platforms.

Kdyz si predstavim kfizovatku, stojim v jejim ohnisku. Jsem rozdrasan
na kusy, jako by se proudy kovovych hadd v podobé aut srazily pfimo ve
mné. Uvédomovani si kontextu svéta a sebe sama v ném muze byt sebe-
destruktivni, ale pfinasi rozhled, diky kterému mozna i na tomto sebepohlcu-
jicim rozcesti, v této ,Cerné dife", pfezijeme, ale ne bez bolesti.

Z jedné strany kfizovatky vane sviidna viné uspéchu, z druhé intelekt
a etika, z tieti apatie a eskapismus a z posledni afekty a emoce.
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V mé préaci se kloubi cely maj Zivotni kontext. Berme ji jako syntézu nespoctu
zkusenosti, které se navzajem potvrzuiji, ale i vyvraci. Jako kdybych trpél
bipolarni afektivni poruchou. Citim ambivalenci charakteru, které se ve mné
vyvijely soustavné. Je to problém muj, nebo je svét tak rozporuplny, zmateny,
¢i dokonce nesmysliny? K naplnéni zivotnich ideji si budu odporovat sam,
jinak bych se musel rozkrajet a kazda ¢ast mé by se z kfizovatky vydala svoji
cestou, a tim by nedochazelo ke vzajemnym rozporim.

Na této zprvu nestabilni dualité stavim svoji praci. Zprvu se maze zdat
rozhadanost vnitiniho ja az nefunkéni, takové balancovani na vahach. Dlou-
hou dobu jsem se svoji nemoznosti najit svou hlavni cestu bojoval, avsak az
poddani se této ,,nefunkénosti” ve mné otevielo pozoruhodny a pestry svét,
z néhoz ¢erpam. Tato osobni dialektika odkazuje na existencialni problema-
tiku v sou¢asném kontextu doby. Mé téma je vicevrstevnaté a pfi pfiblizeni
konkrétniho tématu se principem fraktalu znasobi na mnoho dalsich, proto je
dllezité zkoumat moji praci jako neustale se proménujici myslenkovou mapu.

Racionalni egoismus Uspéchu narazi do lasky k uméni a jeho potieby
autonomie. Za¢inam vnimat ,,uspéch” - tedy takovy Uspéch, ktery je pro-
vazan s trzni mentalitou kapitalismu - jako nemoralni komformismus ve
vztahu k fenoménu uméni, ktery muaze zprvu pusobit jako disledek nedosta-
te¢né snahy, ale je to pouhy proces pfizptsobeni se na ukor individua. Diky
tomuto pocitu nesvobody utikdm od maskulinni racionality az do periferni
feminni kiehkosti, kterad se nékdy pretransformuje do apatie k Zivotu ¢i deka-
dentniho hedonismu. Frustrace z pocitu nemoznosti konat a ménit mé nuti
k transgresivnim ironickym vypadim (téma Mercedes), kterymi reaguji na
zacyklenost ztuhlych struktur mysleni dnesni doby, s ¢imz souvisi i xenofo-
bie, strach z ¢ehokoliv jiného a nového. Védoma pretvarka luxusu jako pfijeti
lepsi budoucnosti ¢i eskapisticky pristup, kdy herec (umélec) poukazuje na
proménu spole¢enskych hodnot tim, Ze je pfijme za své a prezentuje v ze-
silené, az pfemrsténé formé. Pfi pozorovani symptomu dnesni spole¢nosti
upadam do smutku a imaginace dystopické budoucnosti, kterou komentuji
skrze svou praci, jez je také terapii a separaci.

When | imagine an intersection, | stand in its center. I'm torn to pieces,
as if streams of metal snakes in the form of cars have collided right inside
of me. Being aware of the context of the world and of ourselves in it may be
self-destructive, but it brings a perspective that may help us survive even at
this self-absorbing crossroad, in this “black hole,” although not without pain.

From one side of the crossroad, there blows the seductive scent of suc-
cess. Intellect and ethics blow from the other side, apathy and escapism from
the third side, and passion and emotion from the fourth side.

My entire life context comes together in my work. We can view it as
a synthesis of countless experiences that confirm but also refute each
other. As if | suffered from bipolar disorder. | can feel the ambivalence of the
characters that have evolved steadily in me. Is this just my problem, or is the
world so contradictory, confused, or even meaningless? | will contradict my-
self to fulfill my life ideas, otherwise I'd have to cut myself to pieces and let
each piece of me follow its own path. This would forestall mutual conflicts.

I base my work on this initially unstable duality. At first, the quarrel
within my inner self seemed dysfunctional, as if balancing on the scales. I've
long struggled with my inability to find my primary path, but yielding to this
“dysfunction” eventually opened up a remarkable and colorful world in me,
and | keep drawing from it. This personal dialectic refers to the existential
issues in the current context of the time. My subject is multi-layered, and as
it draws nearer to a specific topic, the fractal principle multiplies it to many
others. It is therefore important to examine my work as a constantly chang-
ing mind map.

The rational egoism of success clashes with the love of art and its need
for autonomy. | am beginning to perceive “success” - that is, success that is
associated with the market mentality of capitalism — as immoral conform-
ism in relation to the phenomenon of art. It may at first look as a result of in-
sufficient effort, but it merely is a process of adaptation at the detriment of
an individual. This sense of lack of freedom helps me run away from mascu-
line rationality to peripheral feminine fragility, which sometimes transforms
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into apathy for life or decadent hedonism. The frustration caused by the
being unable to act and change forcefully steers me towards transgressive
ironic outbursts (the Mercedes subject). They serve me to respond to the
cyclical petrified structures of today’s thinking that go hand in hand with
xenophobia and fear of everything other and new. The conscious pretense
of luxury equals the acceptance of a better future or an escapist approach,
when an actor (artist) reacts to the transformation of social values by ac-
cepting them as his own and presenting them in a magnified, even exagger-
ated form. Observing the symptoms of today’s society makes me drop into
sadness and imagining a dystopian future. | comment on the latter through
my work which, too, is a therapy and separation.

Svou diplomovou praci zaméfuji na namét, ktery mé dlouhodobé zajima:
lidskou psyché — dusi. Jako konkrétni pfedmét tohoto tématu jsem zvolila
naseho rodinného pritele, vyborného muzikanta Jeffa, ktery jako jeden
z dilkll mozaiky zajimavych, ale téz velmi rozporuplnych osobnosti zanechal
stopu v mém Zivoté. Mozna by mohla byt tato prace pro nékoho zrcadlem,
anebo i zamyslenim nad zivotnimi volbami.

Pokusila jsem se vytvofit sérii obrazl pfedstavujici Jeffovu osobnost
Vv nejriznéjsich dusevnich stavech, které byly velmi proménlivé a mnohdy
velmi radikalni. | kdyz byla jeho duse zmitana démonem alkoholu i jinymi
démony, na druhou stranu je velmi citliva a milujici. Snad se mi podafilo vyja-
dfit nékteré z podob jeho duse a symbolickou podobu nového ¢lovéka, do
které je, véfim, mozné dojit.

Prace byla zapocata po poradé s vedoucimi ateliéru, kdy jsem se roz-
hodla vratit k ovérené technice olejomalby a pojmout zpracovani Jeffovych
trumpet do série klasickych zatisi.

PFi komponovani zatisi jsem se inspirovala baroknimi mistry (pfevazné
holandskymi), co se ty¢e kompozice ¢i piedmétu. Prvotné mym zamérem
bylo vytvorit triptych velkoformatovych zatisi, které jsem skladala pomoci
fotomontaze podle kompozice jednotlivych kvétin kvétinového zatisi od
Rachel Ruysch. Zatisi byla tvofena pouze z trumpet a Jeffovych rukou.

Z tohoto navrhu jsem nakonec po konzultacich upustila a vratila se k vice
formalnimu zatisi. Byl zvolen mensi format a misto triptychu zacala prace
na sérii vice¢etnych obraz(. Pfed zapocetim samotné malby probéhlo né-
kolik sezeni a debatovani s vedoucimi ateliéru nad kompozi¢nimi skladbami
trumpetovych zatisi, které jsem fotila. Po vybéru nejlepsich kompozic jsem
se pustila do malby.

Hlavni predmeét, ktery zde vystupuje, jsou Jeffovy vlastnoruéné rozmac-
kané trumpety. Rozmackana trumpeta mUze pfedstavovat mnoho véci - je
to nastroj, ktery kdysi sklizel obdiv, rozechvél emoce, mnoho zazil, mnoho si
pamatuje, ale dnes uz nehraje. Ja tento nastroj chapu predevsim v symbolic-
ké roving, které predstavuje dusi tohoto muzikanta, ktery néjaky ¢as Zil u nas
doma a zanechal po sobé nékolik rozmackanych trumpet. Z téchto trumpet
vytvarim zatisi spolecné s doplitkovymi predméty, které maji svij symbo-
licky charakter, a snazim se tak zachytit Jeffovu osobnost v nejriznéjsich
dusevnich stavech.

Série zatisi je zakoncena v pozitivhim a nadéjném duchu posledniho
obrazu, ktery by mél Jeffa symbolicky pfedstavit jako nového ¢lovéka.

My diploma work focuses on a topic | have been interested in for a long
time: the human psyche — human soul. Its specific subject is a family friend,
the excellent musician Jeff who, as one of the pieces of a mosaic compo-
sed of interesting but also highly controversial figures, has left a distinctive
trace in my life. | think my work may serve as a mirror for someone, or even
as a reflection on the choices we make.

My painting series aims to capture Jeff in a variety of his immensely
unstable and often very radical mental states. And although his soul has
been plagued by the demon of alcohol and others, he is very sensitive and
loving. | hope I've managed to express at least some facets of his soul and
the symbolic form of a new person which, | believe, one can become.

| commenced my work upon consulting it with the head of my studio.
| subsequently decided to return to the well-proven technique of oil paint-
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ing and to conceive the portrayal of Jeff’s trumpets as a series of classic
still-lifes.

As to the painting composition and the objects featured, my source of
inspiration was Baroque (mainly Dutch) masters. | initially intended to create
a triptych of large-dimensional still-lifes using photomontage and arranged
after a floral still-life by Rachel Ruysch. The still-lifes solely consisted of
Jeff’s trumpets and hands. However, several tutorials made me review this
plan and return to a more formal still-life. | chose smaller dimensions and
began working on a series of multiple paintings instead of a triptych. The
portrayal was preceded by several sessions and debates with the heads of
the studio, when we discussed the compositions of the trumpet still-lifes
that | photographed. Then the best compositions were selected, and my
painting could start.

The main subject here is Jeff’'s trumpets crushed by his own hand.

A crumpled trumpet can represent many things. It is an instrument that
had once garnered admiration, stirred emotions, experienced and remem-
bers many things — but it cannot produce a sound now. | mainly understand
this instrument on a symbolic level, which is the soul of the musician who
stayed in our house for some time and left several crushed trumpets be-
hind. These serve me to create still-lifes and additional objects that have
their own symbolic character. | thus try to capture Jeff’s personality in
various mental states.

The still-life series ends in the positive and hopeful spirit of the last
painting, which should symbolically present Jeff as a new person.

Cisty poznatek samotného napInéni. Pfi poznavani vznika uréita hod-
nota vlastnosti. Hodnota, ktera se stava nécim, co jedinec dlouho drzi. Je to
individualni hodnota, jez je souc¢asti procesu zkoumani. Procesu pfijimani
podminek védomi, podminek prostiedi, podminek, ve kterych se ocitame,
podminek, které si okolo sebe vytvafime. Umélec zde rozumi urc¢itym jevam,
které jsou mu vlastni, a umoziuje ostatnim svou tvorbou je pochopit.

O malbé vyjetym olejem uvazuiji jako o objektu. | kdyz je to akt malby,
jako celek se pro mé po dokonceni stava jednim objektem. Malba je zde jako
néco, co se stale proménuje a nikdy nevysycha. V uméni se neméni objekt
naseho pozorovani, ale nas pohled na néj. Zde se méni malba i nds$ pohled.
Proménlivost jako takova je pfirozena, pfirodni, svétska. Maluji zde mraky,
které jsou proménlivou masou. Kdyz maluji mraky, v dany moment uz nejsou
anebo jsou uz davno nékde jinde, a tak je podle mé nelze namalovat. Je
to tedy proces zkoumani exaktniho jen pro urcity stanoveny ¢as a nasich
schopnosti to zaznamenavat v daném ¢ase. Z procesu fascinace masou se
v dany moment stava fascinace vyjadiovanim skrze zvolené formy. Dochazi
ke svétici sklizni a momentu ,byt napinén®. Pfedmétem v dile se stava sama
matrice. Pro mé zde jde o zvolenou formu pfirozenou pro mé prostredi.

V§echno, co se da vyjadfit malbou, je lepsi vyjadfit malbou. Socha
v pravém smyslu je to, co se da vyjadfrit jen sochou. Nastéva zde porozu-
méni tomu najit, co se neda vyjadfit jinym zplsobem. Socha samostojna je
ta, ktera vede v Uvrat. U stroja jsou dvé Gvraté, horni a dolni, je to krajni bod
drahy pistu. | motorova souéastka je formou rliznych ¢asti. | kdyz to mohou
byt pevné body uré¢ené v zakladu, které se zdanlivé neméni, jejich pfirozené
jemné nuance nebo vliv zmén prostiedi ¢i ¢asu utvareji jejich pfirozenou
zménu - proménlivost. Jde mi o zachyceni zmén dané masy uloZzené v sou-
¢astkach. Coz je velmi kvétnaté. Je to jakési zkoumani momentu, chvile, pro
danou jednotlivou skute¢nost vyrobeného motoru. Skutecnost, jez se pro-
ménuje a sama v sobé& méni a pomiji.

The pure awareness of fulfillment. Gradual recognition generates
a specific value of properties. It is a value that becomes something held
by an individual for a long time. It is an individual value that forms part of
the exploration process. The process of accepting the conditions of con-
sciousness; the conditions of the environment; the conditions in which we
find ourselves; the conditions we set up around us. Here, artists understand
some phenomena that are intrinsic to them, and allow others to understand
them through their work.
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| view a painting that employs used oil as an object. And although it is
an act of painting, it becomes a single and self-contained object to me upon
completion. Here, painting is something that constantly changes and never
withers. In art, it is not the object of our observation but our view of it that
changes. The painting and our view change. Variability as such is innate,
natural, and mundane. | paint clouds which are a mutable flesh. When | paint
clouds, they do not longer exist at the given moment or have already gone
elsewhere and thus, in my view, cannot be painted at all. It is therefore a pro-
cess of examining the exact - solely for some time, and it depends on our
ability to record this at a given time. And in the given moment, the process
of being fascinated with crowds turns into the fascination by expressing
oneself via specific forms. There comes a holy harvest and a moment of
“being filled up.” The subject in the work is now the matrix. For me, this is
a selected form, natural to my environment.

The best way to express everything that can be expressed by painting
is painting. Sculpture in the true sense of the word is just what can only
be expressed by a sculpture. There comes the understanding to find what
cannot be expressed in any other way. A self-contained sculpture is the
one that leads to dead center. Machines have two dead centers, the up-
per and lower ones; it is the end point of the piston trajectory. The engine
component, too, is the form of various parts. Although these may be fixed
points at the base that do not seem to change, their natural subtle nuances
or the influence of changes in the conditions or time result in their natural
change--variability. My aim is to capture the changes of a given mass sto-
red in parts. It is pretty florid. It is a kind examining the moment, a passing
while, for a given particular reality of a manufactured engine. A reality that
transforms and changes and passes within itself.

Ve svém zavérecném roce studia jsem se zabyvala restaurovanim obra-
zU na dfevéné a platéné podlozce, nasténné malby a polychromované plas-
tiky. V ramci diplomové prace jsou také prezentovany technologické kopie,
vytvorené v pribéhu studia na AVU.

Nasténna malba Posledni pomazani od Frantiska Julia Luxe z roku 1756,
situovana v boéni kapli sv. Barbory v Domazlickém kostele Nanebevzeti
Panny Marie, se pied restaurovanim nachéazela ve velmi $patném stavu.
Uvolnéna malba byla pokryta vrstvou povrchové necistoty, ktera zplsobo-
vala znecitelnéni celé malby. Restauratorsky zédsah spocival v prvni fadé
v zajisténi uvolnéné malby, kterd méla misty zpraskovatély charakter. Na-
sledné odstranovani necistot a premaleb proto probihalo co nejSetrnéjsim
zplsobem pomoci zaball. Zavérecna faze retuse se soustiedila predevsim
na sceleni abrazi malby a obnoveni jeji ¢itelnosti.

DalSi restaurovani jsem provedla na zavésném obraze Smrt sv. Josefa,
olejomalbé na platné. Na tomto ovalném obraze jsem uskutecnila rozsahly
restauratorsky prazkum zejména kvali malifskym zménam v kompozici ve
spodni vrstvé malby, patrnym na rentgenovych snimcich. Vzhledem k aty-
pickému celoploS§nému poskozeni malby, projevujicimu se velkym mnoz-
ni tmeleni a nasledna retus.

Soucasti praktické ¢asti diplomové prace je také restaurovani barokni
polychromované plastiky Krista Vitézného nebo deskové malby UkfiZzovani
z konce 15. stoleti. Obraz se nachéazel pod silnou vrstvou zezloutlého laku
a mnozstvim retusi a premaleb. Po jejich sejmuti se ukazal rozsah poskozeni
malby, zejména v levé a spodni ¢asti malby. Dievéna podlozka tohoto obrazu
byla v priibéhu pfedchoziho restauratorského zasahu ztenc¢ena na 2-3 mm
a opatiena parketazi. V dusledku této nevhodné Upravy véak doslo ke vzniku
prasklin v podlozce ohrozujicim malbu. Bylo proto nutné parketadz sejmout
a nahradit adekvatnim podplrnym systémem. Snimani staré parketaze
a naslednou vyrobu nového podplirného ramu povazuiji za jednu z nejzaji-
maveéjsich zkusenosti v ramci praktické ¢asti diplomové prace.

V teoretické praci jsem se zabyvala problematikou retuse malifskych
dél. Cilem textu je priblizit vyznam lacuny, chybéjiciho mista na poskozené
malbé, a jeji dopad na vnimani celého uméleckého dila. Souc¢asti prace je
také prehled historickych pfistupt k retusi malifskych dél od 19. stoleti po
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soucasnost. Zavérecna kapitola je pak vénovana specifikdm retuse v ¢es-
kych zemich.

Teoreticky text diplomové préace je doplnén praktickou ¢asti, ktera je
vénovana ukazkam rlznych pristupl k integraci chybéjicich mist. Jednotlivé
priklady byly demonstrovany na vybraném detailu z deskové malby UkfiZzo-
vani, zachycujicim fragmentarné zachovanou postavu v levé ¢asti malby. Na
této ¢asti byly provedeny rozdilné typy retuse, od minimalistického konzer-
vacéniho zasahu az po napodobivy doplnék.

In the final year of my studies, | was involved in the restoration of paint-
ings on wooden and canvas support, murals, and polychrome sculptures.
My diploma thesis also presents technological copies created during the
studies at the Academy of Fine Arts.

The mural The Last Great Anointing by Frantisek Julius Lux from 1756,
situated in the side chapel of St. Barbara in the Domazlice church of the
Assumption of the Virgin Mary was in very poor condition before the res-
toration. The loose painting was covered with a layer of surface dirt, which
caused the illegibility of the entire painting. The restoration intervention
consisted primarily in securing the loose paint, which in some places had
a dusty character. The subsequent removal of dirt and repaints was therefore
as delicate as possible, using packs. The final stage of retouching mainly fo-
cused on the unification of the paintings’ abrasions and restoring its legibility.

| carried out another restoration on the easel painting The Death of
St. Joseph, an oil painting on canvas. | carried out an extensive restoration
research of this oval work, mainly due to the painterly changes in the com-
position in the lower layer of paint, obvious from X-ray photographs. Due to
the atypical damage of the entire painting surface, manifested by a large
amount of point-dropped painting, the most problematic stages of resto-
ration were gluing and the subsequent retouching.

The practical part of the diploma includes the restoration of the Ba-
roque polychrome sculpture of Christ the Victorious and the late 15th-cen-
tury panel painting The Crucifixion. The painting was covered by a thick
layer of yellow varnish and numerous retouches and repaints. Their removal
revealed the extent of damage, especially in the left and bottom parts of
the work. The wooden support was thinned to 2-3 mm during the previous
restoration work and parquetaged. However, this improper treatment result-
ed in cracks in the support that endangered the painting. The parquetage
therefore had to be removed and replaced with an adequate support sys-
tem. | consider the removal of the old parquetage and the subsequent mak-
ing of a new support frame to be one of the most interesting experiences
within the practical part of my diploma.

In my theoretical work, | pursue the issue of painting retouch. The aim of
the text is to introduce to the significance of the so-called lacuna, the miss-
ing place in a damaged painting, and how it influences the way we perceive
a work of art as a whole. This part of my diploma also contains an overview
of historical approaches to retouching of paintings from the 19th century to
the present. The final chapter then discusses the specifics of retouching in
the Czech lands.

The theoretical text of the diploma is supplemented by a practical part,
focusing on the examples of various approaches to the integration of the
missing spots. The individual examples are demonstrated on a selected
detail from the panel painting The Crucifixion, capturing a fragmentarily
preserved figure in the left part of the painting. It was subjected to various
type of retouching, from a minimalist conservation intervention to an imita-
tive supplement.

V diplomové praci s nazvem Z komina do komina, véude dobie doma
nejlip, se zabyvam existencialni otazkou hledani vlastniho mista ve svété
v konfrontaci s tim, co mé naplnuje. Obsahové pro mé neni dulezité sdélovat
svUj ptibéh, ale predat divakovi emocionalni zkugenost skrze vytvorenou
situaci, ve které se ocitne.

V této sérii obraz( se divak ocita pred monumentalnim vyobrazenim
objektu v neidentifikovaném prostiedi, ktery je dostatecné realny na to, aby
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si z néj odvodil, ze ma néjakou funkci. Z podob rliznych krbd, budov a objek-
td vychazim jen velmi ¢asteéné, divak je proto vytrzen z kontextu, kterému
rozumi, a nezbyva mu nez davérovat svym instinktiim. Série je inspirovana
pfedevsim mou dlouholetou praci pro firmu mého otce, ktery se zabyva
zakéazkovou stavbou krb(, vyrobou i instalaci nejriznéjsich designovych &i
konstrukénich prvkd do interiéri a exteriér(i. Cerpam jak vizualné z téchto
architektonickych projektl, na kterych jsem se podilel, tak obsahové z toho,
co pro mé tyto projekty predstavovaly.

To mé privadi zpatky na zacatek ke hledani svého mista ve svété skrze
to, co mé naplnuje. A ke snaze nenechat se na zakladé vlastni nerozhod-
nosti uzaviit do systému, ktery jen spotiebuje energii potfebnou k realizaci
vlastni existence na zdkladé svych rozhodnuti. Tato rozhodnuti jsou pro néas
Casto velmi slozita i v tom smyslu, Ze nebyvaiji zcela jasna a urcita. Snazim
se vztahnout k divakovi skrze vyobrazenou situaci, ktera je pro néj cisté
instinktivni, ale zaroven pohlcujici. A na zakladé toho mu védoméji zpro-
stiedkovat zazitek nejistoty, ktery je nasi kazdodenni souc¢asti. Prestoze
se v diplomové sérii soustfedim na monumentalni formaty obrazu, jejich
instalace je zamyslena do mensich prostort s dirazem na obklopeni divaka
a intimni atmosféru situace.

My diploma work, entitled From Chimney to Chimney, There Is No Place
Like Home, deals with the existential issue of finding my place in the world
in confrontation with what fulfills me. In terms of content, | do not find it
important to communicate my story, but pass the emotional experience on
viewers through the created situation in which they find themselves.

In this series of paintings, viewers find themselves in front of a monu-
mental depiction of an object in an unidentified setting, which is real enough
to deduce that it has a function. | only very partially base the works on the
forms of various fireplaces, buildings, and objects, and viewers are thus
removed from the context they understand, and they have no choice but to
trust their instincts. The series was mainly inspired by my long-term work
in my father’'s company, which specializes in custom-made fireplaces and
the production and installation of various design or construction elements
for interiors and exteriors. | draw visually from these architectural projects in
which | had participated, and in relation to the content, from what these proj-
ects represented for me.

This brings me back to the beginning, to seeking my place in the world

through what fulfills me. And to the effort to prevent my irresoluteness
from locking me up in a system that merely consumes the energy needed
to realize one’s own existence based on one’s decisions. These decisions
are often very difficult, because they are, among other things, very often
unclear and unspecific. | try to relate to viewers through a depicted situ-
ation, which is purely instinctive but at the same time immersive. And on
that basis, to more consciously convey the experience of insecurity that
is part of our daily lives. Although my diploma focuses on paintings of
monumental format, their installation is intended for smaller spaces and
lays emphasis on surrounding viewers and on the intimate atmosphere of
the situation.

Jako chronicky nemocna zena jsem velmi kriticka vci naladé jazyka,
kterym jsou popisovani*é chronicky nemocni*é, a dokonce i vici jazyku,
kterym chronicky nemocni*é popisuji sami sebe. Tato pojmenovani jsou
pIna piekvapeni — zarazeji, uvadéji do rozpakd, ztrapnuji a Casto také rizné
ponizuji. Zajima mé pocitova reflexe jazyka biomediciny a také bézného
hovorového jazyka pouzivaného v kontextu normativu zdravi. Mam na mysli
blizsi vnimani jazyka, jazykovych metafor, pisobeni jazyka a fe¢i. Jde mi
o zcitlivovani pocitu z jazyka a pojmenovavani.

Pracuiji uvnitf mistné specifikych podminek postsocialistické Ceské
republiky, v prostiedi byvalého vychodniho bloku, v ¢estiné. Navazuji na
situace z vlastnich zku§enosti a ze zkuSenosti popisovanych chronicky ne-
mocnymi. V tomto prostoru se pokousim nalézat momenty, ke kterym se Ize
vztahovat obecnéji - hledam obecnou, celospole¢enskou jazykovou naladu,
vyjadiovani, mluvu. Nachazim silné uspokojeni ve snaze tyto konstitutivni
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momenty, které formuji, dovytvareji nemocné a jejich postaveni, pojmenova-
vat, pfipadné zaroven tato oznaceni rovnou taky pifejmenovavat.

Zakladem prace jsou textové fragmenty, Uryvky, pro které je velmi da-
lezita castecna obecnost a nedofecenost. Fragmenty se skrze individualni
pocitovou zkusenost, ktera zacina zjistovanim a reflexi jazykovych zobra-
zeni, tvarovani a znesvépraviovani, pokousi pojmenovavat spole¢né pod-

v souvislosti s chronickymi nemocemi tyka.

Diplomovou praci navazuji na své predeslé textové prace, na psani, sbi-
rani textovych fragmentd, vytvareni analogii a novoslov. Pokracuiji s rozmlzo-
vanim konkrétniho osobniho piibéhu ve snaze priblizit se obecnému sub-
jektu. K popisu mé prace mi pfipada byt vystizny pojem zcitlivovani, ktery
dobre identifikuje proces prochazeni a premitani o situacich a pohnutkach.

As a chronically ill woman, | am very critical of the mood of the language
in which the chronically ill are described, and even of the language which the
chronically ill use to describe themselves. These terms are full of surprises
- they startle, discomfit, embarrass, and often humiliate in various ways.
| am interested in the emotional reflection of the language of biomedicine
and also of the commonplace colloquial language used in the context of
health norms. | mean a closer perception of language, language metaphors,
the impact of language and speech. My aim is to sensitize the sense of
language and denominating.

I work within the locally specific conditions of the post-socialist Czech
Repubilic, in the environment of the former Eastern bloc, in Czech. | follow up
on situations from my own experience and from the experiences described
by the chronically ill. In this space, | try to find moments that one can relate
to more generally — | seek a general, society-wide language mood, expres-
sion, speech. | find strong satisfaction in the effort to name these constitu-
tive moments, which form and co-form patients and their position, or at the
same time to rename these designations.

I base my work on text fragments, excerpts, for which partial generality
and unfinished character of a statement are very important. Fragments try to
name shared conditions through individual emotional experience, which be-
gins with the discovery and reflection of language depictions, shaping, and
incapacitation. The work should be as accessible as possible to the people
affected by the issue of language in connection with chronic diseases.

My diploma project follows up on my earlier text works, on writing,
collecting text fragments, creating analogies, and neowords. | continue to
blur up an individual personal story in an effort to draw myself nearer to the
general subject. | think that the most apt term describing my work is sensiti-
zation, which well identifies the process of going through and contemplating
situations and motives.

Predmétem prace je nové vyuziti (reuse) domu byvalého Discolandu
Sylvie. Objektu postaveného béhem dvou let a otevieného v roce 1992.

V prostoru se tehdy potkavala naha lidska téla s bilymi obleky, politika se
misila s mafii a ta zase s kulturou, mramor narazel do sadrokartonu a chre-
sty$ obtacel masivni Zelezné svaifované konstrukce stejné jako tanecnice.
Barevna svétla proudila v paprscich zmnozenych tisicem odrazivych sklicek
do temnych boxU. Byla zde véudypfitomna hudba. Vibrace dvoupatrové
Sylvie se pfenasely skrze zelezobetonovy strop do kruhového pédia erotic-
kého baru Veronika a v§e fungovalo nonstop az do odsouzeni lvana Jonéka
za vrazdu své manzelky v roce 1994. Béhem tohoto obdobi se denni obrat
podniku blizil k milionu tehdejsich korun. Snahy o dalsi pokrac¢ovani klubu
se pak cyklicky opakovaly. Nikomu se v§ak uz turbinu s ndzvem Discoland
Sylvie rozjet nepovedlo.

Celni fasada a napis se jménem je pro mé nositelem odkazu. Odkazu
na prostor, jenz vétSina nezazila, do kterého vétsina nevstoupila. Prostoru,
kde bylo vée mozné, kde se délo nepredstavitelné. Prozivam tuto vzpominku
a myslim, Ze nejsem sam, kdo u tohoto domu pocituje nostalgii po né¢em,
co nikdy nezazil. DUm chapu jako Jonaklv pokus o vytvoreni idealniho
discolandu. Veskeré penize, jez z provozu vydélal, vratil zpét. Hlavnim ,ar-
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chitektem*” byl Jonak. V Discolandu jsou vepsany jeho archetypy pro to, jak
ma vypadat bohatstvi, bar, erotika, chodba, stfecha, taneéni prostor, pédium
a dalsi. Véechny tyto archetypy jsou s jakousi nedUslednou preciznosti
sklizeny k sobé. Vytvareji priniky, mezery, nerovnosti, hrbolky a stékance.
Levné, drahé, $patné, dobré, pristielné, nepristielné, masivni i subtilni.

Mou motivaci v diplomové praci je odpovédét na to, jak nakladat s timto
odkazem. Odkazem domu bez zjevné architektonické kvality. Nesoucim
v$ak s sebou legendu.

The subject of my work is a new use (reuse) of the former Discoland
Sylvie — an infamous object built in two years and opened in 1992. At that
time, the space witnessed encounters of naked human bodies with white
suits, politics would mix with the mafia and the mafia with culture, marble
would bump into plasterboard, and a rattlesnake would entwine massive iron
welded structures as well as the dancers. Multicolored neon lights poured
in rays, multiplied by thousands of reflective slides, into dark boxes. Music
was omnipresent. The reinforced concrete ceiling transmitted the vibrations
of the two-storey Sylvie to the circular stage of the erotic bar, Veronika. And
everything worked non-stop until the owner of the place, Ivan Jonak, was
convicted of murdering his wife in 1994. During this period, the company’s
daily turnover was almost one million Crowns of the rate at that time. The
subsequent efforts to keep running the club repeated cyclically. However, all
attempts at restarting the turbine called Discoland Sylvie eventually failed.

The front fagade and the sign with the club’s name are the bearers of
reference to me. A reference to a place that most of us have never expe-
rienced, have never entered. A space where everything was possible and
which saw unimaginable. | go through this memory and | don’t think I'm
alone whom this house makes nostalgic for something never experienced.
| view the house as Jonak’s attempt to establish an ideal disco-land. All the
money he earned from its operation went back to it as reinvestments. And
Jonak also was the main Discoland “architect.” Its spaces are inscribed with
his archetypes for what wealth, a bar, erotica, a corridor, a roof, a dance floor,
a stage and so on, should look like. All these archetypes are glued togeth-
er with a kind of inconsistent precision. They create intersections, gaps,
unevenness, humps, and trickles. Cheap, expensive, bad, good, non-bullet-
proof, bulletproof, massive as well as subtle.

My diploma project is driven by the motivation to answer how to handle
this legacy. A legacy of a house that lacks every possible architectural quali-
ty — but is a bearer of a legend.

Ve své préaci se zabyvam vztahem civilizace a pfirody. V tomto konkrét-
nim cyklu zobrazuji tvary dfeva, vétvi, které se vyjmutim ze svého pfirozeného
prostiedi stavaji samostatnym estetickym objektem. Vychazela jsem z pred-
chozich praci, kde jsem ztvarfiovala vétve v terariich. Na nich a mezi nimi se
skryvaiji zivoCichové, které jsme pfisli pozorovat, splyvaji se dievem, vyuzivaji
své mimikry. Vétve jsou vSak zajimavé samy o sobé. Jejich tvary, barvy
a struktura mohou tvofit rozmanité souvislosti nebo evokovat néco jiného.
Jsou tedy vécmi, jimz mizeme vénovat svij esteticky zajem a pozornost.

Tim, Ze vétve zobrazuji v umélém prostoru, naznaceném casto jen skrze
jejich stiny, davam vyniknout tvardm a strukturam, které mizeme soustfedé-
né pozorovat. Mohou nyni evokovat jiné bizarni tvary, od chobotnice pres ha-
dy, vinovky, pfimky atd. Tyto tvary jsou manipulaci zvyraznény a kazdy v nich
muze vidét cokoliv, podobné jako v mracich na obloze. Zkoumanim a ponoie-
nim se do pozorovani je jejich zdanliva banalita ukazana z jiného pohledu.

Jako techniku jsem si zvolila pfevazné linoryt, ktery mi vyhovuje svym
pfistupem odliSnym od malby ¢&i kresby. Jeho pomoci se da docilit jemnych
detail(i, zachovavajicich si vsak svlj osobity charakter, kterého bych jinymi
technikami jen stézi docilila. Zajima mé prace s detailem, ve velkém formatu
pak skrze néj mohou vyniknout véci, zUstavajici jinak skryté. Ryti linorytd,
obzvlasté tohoto velkého formatu, je pro mé uklidiujici, pomala a pecliva
prace. Pri jejich tisku zase vznika napéti, jak konkrétni grafika vyjde.

Zaméreni se na prirodu prameni zfejmé z mého presunuti z vesnice
do velkého mésta. Nyni jsem si uvédomila, jak mi pfiroda chybi. Pfiroda ve
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mésté je jina, les s parkem nelze srovnavat. Zobrazuji ji v riznych podobach,
detailech, a tim se ji mohu obklopovat neustale.

Stiet civilizace a pfirody je v tomto cyklu zndzornén hlavné v pohledu
na prirodni objekt novyma o¢ima. Mym zadmérem je vzbudit zaujeti, nebo
naopak roz¢arovani divéka, byt tieba jen chvilkové. Zamysleni se pfi pohledu
na obraz. ,Proé¢ je zobrazeno zrovna toto? Cim je to zajimavé?“ Zaujeti pii-
rodnim predmétem (dfive Zivym stromem, nyni objektem), ktery ¢asto mi-
jime bez povsimnuti. Pfi druhém pohledu se mohou vyijevit véci, které jsme
napoprvé nevidéli.

My work deals with the relationship between civilization and nature. In
this particular series | depict the shapes of wood, branches, which by being
removed from their natural environment are transformed into independent
aesthetic objects. | have built on previous works where | have depicted
branches in terrariums. On them and between them, the animals we came
to observe hide, blending into the wood, using their camouflage. But the
branches are interesting in themselves. Their shapes, colors and textures
can form diverse contexts or evoke something else. They are therefore
things to which we can devote our aesthetic interest and attention.

By depicting branches in an artificial space, often only suggested
through the shadows they cast, | make the shapes and structures stand
out, which we can observe in a concentrated way. They can now evoke other
bizarre shapes, from octopuses to snakes, wavy lines, straight lines, etc.
These shapes are highlighted by manipulation and anyone can see anything
in them, much like the clouds in the sky. By exploring and immersing oneself
in observation, their apparent banality is shown from a different perspective.

| have chosen mostly linocut as my technique, which suits me with
its approach which is different from painting or drawing. It can be used to
achieve fine details, but retains a distinctive character that | would have
found difficult to achieve with other techniques. | am interested in working
with detail, and in large format, things that otherwise remain hidden can
come out through it. | find engraving linocuts, especially in this large format,
to be a calming, although slow and painstaking work. Printing them again
creates a tension about how a particular print will turn out.

The focus on nature probably stems from my move from the country to
a big city. | have now realized how much | miss the countryside. Landscape
in the city is different, you cannot compare a forest with a park. | depict it in
various forms and details, and thus | can surround myself with it all the time.

The clash between civilization and nature is depicted in this series
mainly in looking at a natural object with new eyes. My intention is to arouse
the viewer's interest or, on the contrary, disillusionment, even if just momen-
tarily. A reflection while looking at an image. ,Why is this depicted? What
makes it interesting?” Interest in a natural object (formerly a living tree,
now an object) that we often pass by unnoticed. A second look may reveal
things we failed to see the first time.

V diplomovom projekte sa venujem adaptacii administrativneho ob-
jektu z 60. rokov 20. storocia. Architektura tohto obdobia je ¢asto spajana
s vtedajsim politickym rezimom Ceskoslovenska, &im u znaénej &asti spo-
lo¢nosti vyvoladva najméa negativne pocity. Stavby z obdobia brutalizmu vsak
v Prahe zasadne formuju obraz mesta a predstavuju vyznamnu vrstvu archi-
tektury. Objekt Merkurie ma byt v blizkej buduicnosti zburany a nahradeny
novym kancelarskym objektom. Z mala dostupnych informacii o planovanej
novostavbe sa ma zrejme jednat o typicku ,genericki administracku®, ktora
sa rano zaplni zamestnancami a veCer premeni na prazdny objekt.

Mojim diplomovym projektom sa snazim ponuknut alternativu ku kom-
pletnej demolacii Merkurie. V priebehu semestra som hladal spésob, akym
ciastocne Merkuriu zachovat a zaroven jej vdychnut novy zivot zmenou jej
funkcie, ktora bude mat pozitivny vplyv na celi mestsku stvrt. Adaptaciou
Merkurie na hybrid spéjajuci byvanie, pracu a sluzby sa snazim vytvorit
funk&ny organizmus, ktory ma potencial celodenného vyuzitia. Prizemie
stavby ponuka priestory pre sluzby, kaviaren, multifunkény sal a vstup do
coworkingového centra, ktoré sa nachadza v prvom podlazi. Vys$sie podlazia
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sU uréené k zdielanému byvaniu pre [udi, ktori preferuju intimitu samostat-
nej bytovej jednotky so zakladnym hygienickym vybavenim, ale zaroven
chcu stale zdielat svoj volny ¢i pracovny ¢as s dal$imi obyvatelmi domu. Aj
napriek minimalnym rozmerom bytovych jednotiek ponika dom moznosti
k vytvoreniu velkej komunity.

Tato typoldgia byvania nie je vhodna len pre studentov ¢i mladych fudi,
ale ponuka moznosti kolektivneho byvania aj pre iné socialne kategorie
singles, kariérne orientovanych ludi ¢i skupiny seniorov. Spolo¢né obyvacie
priestory s kuchynkami ¢i zdielana pracoviia podnecuju k tvorbe komunity
a socialnych interakcii medzi obyvatelmi domu. Vyssie podlazia vystupu-
jucich vezi ponukaju typoldgiu bytov pre mensie mladé rodiny &i vacsie
luxusnejSie byty v najvyssich podlaziach. Koncentracia energie v podobe
réznych socialnych vrstiev a ich vzajomna interakcia vie rozsirit a spestrit
rozmanitost spolo&nosti Zijucej v danej lokalite. Siroka funkéna napli Mer-
kurie tak méze mat potencial poskytnut lokalite omnoho viac ako len dalsia
kancelarska stavba.

The subject of my diploma work is the adaptation of a 1960s’ admin-
istrative object. The architecture of the given period has usually been as-
sociated with the political regime of, what was then, Czechoslovakia, and
large part of society therefore views it in an immensely negative way. How-
ever, Prague buildings following the lines of Brutalism have fundamentally
shaped the image of the city, and came to represent a significant layer of
the local architecture. Mercuria is to be demolished in the near future and
replaced by an office building. The scarce information about the planned
new house suggests that it probably will be a typical “generic office con-
struction” that will fill with employees in the morning and turn into a dark,
empty place in the evening.

My diploma project seeks to offer an alternative to the complete dem-
olition of Mercuria. During the semester, | was looking for a way to partially
preserve it and at the same time breathe new life into it by transforming its
function, which would positively influence the entire city district. By adapting
Mercuria to a hybrid that fuses housing, work, and services, | try to create a
functional organism that has the potential for all-day use. The ground floor of
the building offers spaces for services, a café, a multifunctional hall, and an
entrance to a co-working center located on the first floor. The upper floors
are designed for shared housing for people who prefer the intimacy of a sep-
arate housing unit with basic sanitary equipment, but also want to share their
leisure or working time with other residents. Despite the minimum size of the
housing units, the house provides opportunities to form a large community.

This typology of housing is not only suitable for students or young peo-
ple, but also offers opportunities for collective housing for other social cate-
gories of singles, career-oriented people or groups of seniors. Shared living
areas with kitchens or a shared laundry room encourage the development
of a community and social interactions between the inhabitants. The upper
floors of the protruding towers offer a typology of apartments for small
young families, or larger, more luxurious apartments on the highest floors.
The concentration of energy in the form of various social strata and their
interaction can expand and enhance the diversity of a community inhabiting
the given site. The wide functional content of Mercuria can thus have the

potential to provide the site with much more than just another office building.

Figurou v malbé je ¢asto mysleno zjeveni lidského téla, jez je podano
prostfednictvim barevnych kombinaci. Ve své praci nastinuji cestu, jak jit
dal za tuto predstavu. Pro mé se totiz postavou stava divak. Je tou figurou,
kterou tvaruji svou mysli a télem. Pro ného vytvafim novy pojem barvy.

Podivame-li se na koncepci, kterou jsem v prabéhu studia vytvorila
pro figuralni malbu, je to ve velké mife reflexe dila Friedricha Nietzscheho.
Pracuji také s pojmem vile. Povazuji vuli za jadro kazdého Zijiciho a zéklad
naseho vzajemného porozuméni. VUli minim nejen bézné chténi, ale také
pozici, z niz si Zijici vzpomind. Jdu se svoji teorii nad ¢as a nad prostor. Nad
veskeré poméry pficin a disledku. Nezabyvam se relativnim pocatkem vdle,
nybrz celou pfitomnou okolnosti, pfirodni povahou viile.

Studium:

2018-2022 AVU, Malba 4
(Marek Meduna a Petr Dub)
2016-2018 AVU, Malba 4
(Martin Mainer)

Instagram: OnaturevivanteO

139

Vezmeme-li Adama jako pfiklad pro usnadnéni pochopeni této koncepce:
Adam muze byt objektivninebo subjektivni vile. Kromé toho jako kazda vale
tenduje ,pfedpokladat sebe i mimo sebe”.

Pokud je Adam objektivni vile, pak ma objekt (jinou objektivni vuli), ta je
jedinym objektem: pouze jedna a pouze k ni sméfuje. Pokud je Adam subjek-
tivni vile, pak zadny objekt nema, nevidi ani vile samostatné, ale ma subjekt —
subjekt tvofi tendence ,predpokladat sebe i mimo sebe” od jiné viile.

Pokud Adam je objektivni vile, vi, ze jeho tendence ,predpokladat sebe
i mimo sebe” bude v okamziku splynuti s objektem — Evou — ukonéena a ze to
znamena dosazeni nové faze vyvoje a vstup do nové dimenze (pro ného a jeho
objekt). Kdyz potkava na své cesté jinou objektivni vili, ktera neni objektem —
ne Evu - tak se jeho tendence ,predpokladat sebe i mimo sebe” nerealizuje.

Pokud potkava subjektivni vili — Lucii - Lucie vystupuje pro ného
jako protivale. Adam vi, ze narazi na nékoho, kdo nema objekt, a vi, ze ona
protivule je zaméfena na jeho tendenci ,pfedpokladat sebe i mimo sebe”.
Adamova tendence v tomto okamziku z&asti pretrvava a z&asti se realizuje:
Adam si vytvaii pojem nemuzu. Probiha to nasledujicim zplsobem: narazi
na nékoho, o némz si mysli: ,neni jako ja a nejsem to ja“ a pfitom si predsta-
Vuje, Ze ona protivile ma pravé jeho objekt. Odvozuje své ja od protivule, ja,
které samo muze nic (které je negaci objektu vile).

V piipadé, ze Adam je subjektivnivule (jako Lucie), nevidi jadra-vile
a jeho tendence ,pfedpokladat sebe i mimo sebe” nema konec. V okamziku
splynuti se subjektem (s tendenci ,piedpokladat sebe i mimo sebe” od jiné
vile) Adamova tendence nekonci: z&asti pretrvava a z¢asti se realizuje.
Subjekt vystupuje pro ného zarovern jako protivile. Od subjektu si odvozuje
pojem moct. To znamena: ,ja sam muizu” - jeho ja mize véechno. Nasledné
se Adam zaméfuje na dalsi, novy subjekt.

V dimenzi zivota, z niz promlouvam, pusobi vzajemné dva druhy vile, jak
bylo pravé popsano. Tendence ,piedpokladat sebe i mimo sebe” je bazi pro
pojem télo. V okamziku nerealizace této tendence vznika linie, v okamziku
jeji realizace linie vznika znovu. Pokud vile potkava protivili, se kterou uz je
tato tendence realizovana z predchozich setkani, vznika barva a pojem ¢asu.

I kdyz se ma koncepce pro vétdinu mize zdat piilis narocna, siroka,
nebo dokonce s praxi neslucitelna, je to prizma pro pohlizeni na umélecké
vykony, které odhaluje realistické prvky jakéhokoliv dila.

Figure in painting is often meant as a revelation of the human body,
interpreted via color combinations. My work outlines a way of going beyond
this idea. To me, figures become spectators. They are the figures | shape
with my mind and body. It is them for who | develop a new concept of color.

If we look at the concept of figural painting that | developed during
my studies, it is largely a reflection of Friedrich Nietzsche’s writings. | also
work with the concept of will. | view will as the core of everything living and
the basis of understanding each other. By will | mean the commonplace
wanting, but also the position from which the living person remembers. My
theory goes beyond time and space; beyond all causes and consequences.
| do not deal with the relative commencement of the will, but with the entire
present circumstance, the innate nature of the will.

Just take Adam as an exampile to facilitate understanding this concept:
Adam can be an objective or subjective will. In addition, like any will, he
tends to “presuppose oneself and beyond.”

If Adam is the objective will, then he has an object (another objective
will), which is the only object: only one and only directed towards it. If Adam
is the subjective will, then he has no object, he does not even see the wills
separately; but he has the subject — and the subject is formed by the ten-
dency to “presuppose oneself and beyond” from another will.

If Adam is the objective will, he knows that his tendency to “presuppose
himself and beyond” will end at the moment of merging with the object
- Eve - and that this means arriving at a new stage of development and
entering a new dimension (for him and his object). When he, on his journey,
encounters another objective will that is not an object — not Eve - his ten-
dency to “presuppose oneself and beyond” does not materialize.

If he meets the subjective will - Lucia — then Lucia acts as a count-
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er-will to him. Adam knows he is coming across someone who does not
have an object, and he knows that the counter-will is focused on his ten-
dency to “presuppose oneself and beyond.” At this point, Adam’s tendency
is partly persistent and partly realized: Adam is developing the concept of

“I cannot.” It goes like this: he comes across someone who he thinks “is not
like me and is not me,” and imagines that this counter-will has his object. He
derives his self from the counter-will, the self, which itself can do nothing
(which is the negation of the object of the will).

If Adam is the subjective will (like Lucie), he does not see the cores-the
wills, and his tendency to “presuppose oneself and beyond” has no end. At
the moment of merging with the subject (with the tendency to “presuppose
oneself and beyond” from another will), Adam’s tendency does not end: it
partly persists and partly realizes. To him, the subject simultaneously acts
as a counter-will. He derives the concept of “I can” from the subject. That is,
“I myself can” - his self can do anything. Subsequently, Adam focuses on
another, new subject.

In the dimension of life from which | speak, two kinds of will interact, as
has just been described above. The tendency to “presuppose oneself and
beyond” is the basis for the concept of the body. At the moment of non-re-
alizing this tendency, there originates a line, while in the moment of its reali-
zation, the line originates again. If will meets the counter-will, with which this
tendency has been realized from earlier encounters, there originates color
and the concept of time.

Although my conception may seem too difficult, broad, or even incom-
patible with practice, it is a prism for looking at artistic achievements that
reveals the realistic elements of any work of art.

Diplomovou praci zastfesuje ateliérové téma reuse v architekture,
které se v obecném smyslu zabyva znovuvyuzitim stavebnich konstrukci
a adaptaci stavajicich objektt na nové funkce. Princip reuse neni v archi-
tektuie novym tématem. Spole¢nost ve svém historickém vyvoiji pfirozené
opousti neaktudlni stavebni typy a architektonické pFistupy. Materialovy
nedostatek nebo zmény ve spole¢nosti vedly minulé generace k ¢astym
prestavbam a vyuzivani material(i z jinych staveb. Nase generace nechape
reuse pouze jako ekonomicky vyhodny zpUsob stavéni, ale i jako cestu
k udrzitelnéjsimu zivotu v kontextu klimatické krize.

Stavebni pramysl kazdoro¢né vyprodukuje okolo 11 % véech emisi CO2
na svété. Priblizné dalSich 28 % pochazi z provozu budov. Jako architekti,
ktefi vstupuiji do stavebniho procesu, mame zodpovédnost hledat udrzi-
telnéjsi a Setrnéjsi pfistupy k vystavbé. Jesté pred tim, nez se rozhodneme
zbourat stary dim a postavit novy, musime zvazit jeho adaptaci na novou
funkci. Obecny linedrni model (Extrakce — Produkce — Konstrukce — Uzi-
tek — Vyhozeni) musi byt nahrazen cirkularnim modelem, ktery je zalozen na
principech recyklace a vyuzivani stavajiciho materialu.

Adaptace a reuse budov se v poslednich letech opét dostava do po-
védomi spole¢nosti. Existuji odborné publikace, vypisuiji se architektonické
soutéze a byla realizovana fada kvalitnich projekt(. Fenomén konverzi se
ale tyka predevsim budov z obdobi mezi lety 1890-1940, u nichz existuje
celospole¢enska shoda o jejich architektonické a kulturni hodnoté. Predmé-
tem naseho zajmu jsou prevazné modernistické stavby vystavéné po roce
1945, jejichz osud je o néco komplikovanéjsi.

Budovy vystavéné po druhé svétové valce jsou v soucasnosti na konci
svého prvniho Zivotniho cyklu a pfirozené ¢ekaji na prvni generalni opravu.
Technologicka a finan¢ni naro¢nost pripadné rekonstrukce v kombinaci s do-
bovym zpUsobem urbanistického planovani vytvari tlak na jejich nahrazeni
novou vystavbou. Misto opravy tak v mnoha pfipadech pfichazi demolice
a nenavratna ztrata kulturni, estetické i materialni hodnoty. K jejich zaniku
Gasto prispiva i jejich obecna nepopularita mezi vefejnosti. PGvodni obrazy
a myslenky architektd jsou skryty za ideologickou oponou obdobi socialismu.
Domy dostavaiji pejorativni ndlepky spojované s minulym rezimem, prestoze
byly az na vyjimky inspirované svétovou, pfedevsim zapadni, architekturou.

Z reserse objekt vhodnych pro reuse a adaptaci byl vybran admini-
strativni komplex Chemapol- Investa v prazskych Vrsovicich z pfelomu
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60. a 70. let minulého stoleti. Jeho autorkami byly v té dobé zacinajici archi-
tektky Zdenka Novakova a Dagmar Sestakova. Zhorsuijici se stav objektu, je-
ho vysoka energeticka naro¢nost ¢i nizka obsazenost kancelafi po pandemii
covidu-19 v kombinaci s energetickou krizi a krizi bydleni postavily dim do
situace, kdy jeho provoz nema ekonomicky smysl a uvazuje se o jeho zbou-
réni a nahrazeni bytovou vystavbou.

Diplomova prace vychazi z motivace najit alternativu k pristupu, ktery
casto preferuje demolici a jednorazové zhodnoceni. V projektu prozkou-
mavam moznosti adaptace budovy na nové funkce, jeji mozné pristavby
a vyuziti existujicich stavebnich prvk( na novych nebo stavajicich objektech.
Tézistém mého navrhu je ovéreni urbanity modernistického administrativ-
niho komplexu s pfiléhajicim vefejnym prostranstvim a jeho konfrontace se
soudobou predstavou o mésté. Na pozadi diplomové prace hledam odpové-
di na otazky souvisejici s analogickymi obrazy architektury a jejich integraci
do nekontextudlniho jazyka mezinarodniho stylu.

The subject of the diploma project and the broader theme of the studio
is ‘reuse’ in architecture, typically relating to the concept of reusing building
structures and adaptation of existing buildings for new functionalities. The
principle of ‘reuse’ is not a new concept within architecture. In its historical
development society abandons outdated building forms and architectural
approaches. Both material shortages and societal developments have led
past generations to frequent building alterations and usage of materials
from existing buildings. Our generation recognizes the concept of ‘reuse’ not
only as economically profitable but also as a more sustainable life approach
within the context of the Climate Crisis.

The construction industry annually produces around 11% of the world’s
CO2 emissions. Approximately another 28% originates from building main-
tenance. As architects entering the building process, we have a responsi-
bility to seek more sustainable and environmentally friendly approaches to
construction. Before a decision is made to demolish an old house and build
a new one, we must consider adapting it to a new purpose. The common
linear model (Extraction - Production - Construction - Utility - Disposal)
must be replaced by a circular model rooted in the principles of recycling
and recovery of existing materials. The adaptation and ‘reuse’ of buildings
has become more prominent in recent years, as is evident in professional
publications, architectural competitions, and a number of quality projects.
However, the phenomenon of conversions mostly regards buildings from the
1890s to the 1940s, for which there is a consensus on their architectural and
cultural value. The subject of our interest are mostly modernist buildings
built after 1945, whose fate is more complex.

Buildings constructed after World War Il are currently at the end of
their first life cycle and are thus naturally awaiting their first revamp. Both
the technological and financial requirements of a possible reconstruction in
combination with the period method of urban planning urges demand to re-
place the buildings with new constructions. In many cases, demolition, and
the irreversible loss of cultural, aesthetic and material value occur instead
of a restoration. The buildings' common unpopularity with the public often
contributes to their demise. The architects’ original concepts and ideas are
concealed under the ideological curtain of the socialist era. The houses are
given pejorative labels associated with the previous regime, despite the fact
that they were predominantly inspired by Western architecture.

The Chemapol-Investa administrative complex in Prague's Vrovice,
from the end of the 1960s, designed by then aspiring architects Zdenka
Novakova and Dagmar Sestakova, was selected from a study of buildings
suitable for ‘reuse’ and adaptation. The deteriorating condition of the buil-
ding, its high energy intensity and low office occupancy after the covid-19
pandemic, combined with the energy and housing crisis, have put the
building in a troublesome situation, its operation is no longer economically
viable, and its demolition and replacement is being considered.

The project is rooted in the incentive to find an alternative to an appro-
ach often favouring demolition and one-time evaluation. In the project,
| explore the possibilities of adapting the building to fresh purposes, its
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possible extensions, and the use of existing building elements on new or
existing objects. The focus of my proposal is the verification of the urbanity
of the modernist administrative complex with the adjoining public space
and its confrontation with the contemporary perception of the city. | am also
searching for the answers to questions concerning the analogous images
of architecture and their integration into the non-contextual language of
international style.

Zavreli o¢i a s nadechem se ponofili do najednou nekoneéné hlubokého
dna, roztahli ruce a odhrnovali od a do sebe tekutou masu, proplouvajici
mezi prsty, nehty, chloupky, jako by jim chtéla zchladit kazdicky poér, naplnit
kazdou zlazu, jako by je méla nadobro pojmout.

Do you remember the occasion when you first felt consciousness of your own individual self?

That was in my 11th year, there | suddenly on my way to school | stepped out of a mist. It was
just as if | had been in a mist, walking in a mist, and then stepped out of it and then knew | am,
I am what | am, and then | thought: But what have | been before? And then | found that | was,
that | had been in a mist, not knowing to differentiate myself from things, | was just one thing
about, among many things.

— Carl Gustav Jung, z rozhovoru pro Face To Face (1959)

Zacali hledat, pozorovat hlubinu, ve které travime prvni momenty svého za-
Catku, studené dlazdice, zkreslené linie, tipytici se odlesk paprsku zkfiveny
proudy, a zacali se ptat, zacali vzpominat.

Nas zZivot se probouzi spankem, v matéiné téle zna ¢lovék vesmir, pri
narozeni na néj zapomina, prospime celé dny, nez se nau¢ime bdit, nez se
nauc¢ime Zzit, a nakonec zivot zhasiname dal$im spankem, véechno télo
zesne, zavie oCi a uz je neotevre.

Jako déti vnimame ¢as naprosto jinak, prodychavame i ten sebemensi
okamzik, detail, ¢as se zda byt o to vétsi, o co mensi si pfipadame, jako
bychom s prozitymi léty nevnimali tAhnouci se chvile, které pied nami utikaji.

Kdyby se méli dozvédét néco o budoucnosti, podivali by se zpét. Mlhavé
si vybavuiji par scén a zablesky pocitl, vini, emoci, chuti. Na obaly, které
kfupaly, na chladivé povrchy, na to, kolik je hodin, na mramorovou podlahu,
umélé kytky, vini vonnych ty¢inek a spoustu polévek. Pokazdé kdyz potie-
bovali pomazlit, kdyz se potfebovali ohfat ¢i nasytit nudné chvilky, byla tu
pro né MAMA.

People tend to refer to all instant noodles as“Mama” — the way some Ameri- Laura Limbourg
cans refer to tissues as“Kleenex” or the British call vacuums the“Hoover”. Malba 3

— Anna Hezel, There’s No Noodle Like a Mama Nood (2019)

Harrowing tale

Zajimalo je predevsim, kolik toho stihli zapomenout a na kolik si dokazi
vzpomenout. A jak moc vzpominaji i skrze vzpominky jinych, které ze vzpo-
minek interpretuji stejné, a jestli zUstanou takové, jaké se jevily na zacatku.

Ptaji se na otazku véeho, ale zacinaji (a mozna i kon¢i) u samého zacat-
ku, u détstvi. Digitalizovanim vzpominek se nabizi nekoneény Zivot, ale nevi-
di se pro detail celek a naopak, jako kdyby se realita rozporcovala do pixelt
a oni se v nich ztratili. A co kdyz si jednoho dne nevzpomenou na v§echny
ty vzpominky, které zUstaly v instantnich polévkach, v matkach a prababi¢-
kéach, v uloZzenych cloudech, co kdyz nakonec vyhynou?
They went to nap and forgot to wake up.

They closed their eyes and took a breath, plunging into a suddenly bot-
tomless underside, spreading their arms and shoveling a liquid mass away
and inside. It ran through the fingers, nails, hairs, as if it wanted to cool every
pore, to fill every gland; as if to devour them forever.

Do you remember when you first became conscious of your own individual self?

That was in my 11th year, there suddenly on my way to school | stepped out of a mist. It was just

as if | had been in a mist, walking in a mist, and then stepped out of it and then knew | am, | am 143

what | am, and then | thought: But what have | been before? And then | found that | was, that |
had been in a mist, not knowing to differentiate myself from things, | was just one thing about,
among many things.

— Carl Gustav Jung, excerpt from a Face To Face interview (1959)

They began to search, to observe the depths where we spend the first
moments of our beginning, the cold tiles, the distorted lines, the shimmering
glare rippled by currents, and they began to ask, they began to remember.

Our life awakens with sleep, in the mother’s body one knows the uni-
verse and forgets it at birth, we sleep for days before we learn to be awake,
before we learn to live, and finally we extinguish our lives with another sleep;
the entire body dies, closes the eyes and does not open them again.

As children, we perceive time in an utterly different way, we breathe
even the slightest moment and detail, time seems to be all the bigger the
lesser we feel, as if we the years behind us have not made us notice the
protracting moments that run away from us.

If they were to learn anything about the future, they would look back.
They vaguely recall a couple of scenes and flashes of feelings, smells, emo-
tions, tastes. The crunchy wrappings and cool surfaces, and what time it
was... the marble floor, the artificial flowers, the smell of incense, and many,
many soups. Every time they needed to cuddle, needed to warm up or sati-
ate boring moments, the MAMA was always there for them.

People tend to refer to all instant noodles as “MAMA” - the same way some Americans refer to
tissues as “Kleenex” or the British call vacuums the “Hoover.”

— Anna Hezel, There’s No Noodle Like a Mama Nood (2019)

They were mainly interested in how much they managed to forget and how
much they could remember. And how much they remember through the
memories of others, which they interpret from the memories in the same
way, and whether they will remain as they appeared to be in the beginning.

They ask about the issue of everything, but they begin (and perhaps
even end) at the very beginning, in childhood. Digitizing memories offers
an infinite life, but detail conceals the whole and vice versa, as if reality was
split into pixels and they got lost in them. And what if they, one day, cannot
recollect all the memories left in instant soups, mothers, and great-grand-
mothers, in stored clouds, what if they eventually go extinct?

Béhem ¢&tvrtého roéniku jsem procestovala jihovychodni Asii. Zemé jako
Thajsko, Vietnam, Kambodzu a Filipiny. Velmi negativné mé zasahl vSudypfi-
tomny fenomén prostituce a holky ve velmi mladém véku stojici na ulicich. PFi
téchto cestach jsem si délala r(izné skici a malé obrazky. Po navratu zpét do
Ceska jsem v sobé méla silnou potfebu se v tomto problému vzdélavat a zjis-
tit si o ném co nejvice informaci. Na zékladé toho pro mé byl jediny mozny
vystup malba, protoze jsem tak méla moznost vyjadfit ur€ity nesouhlas a na
problém upozornit.

Zacaly vznikat pfibéhy a kompozice holek, které jsem vyobrazovala jako
silné hrdinky nebo kfehké divky, na néz se upina spousta nechténé pozor-
nosti. V obrazech jsem zredukovala popisnost, nepfislo mi dllezité vyobra-
zovat velmi mladé divky realisticky, kladla jsem ddraz na barvu a symboly.

V diplomové préci jsem barevnost upozadila, bylo pro mé dulezité, aby stie-
dem pozornosti byly pravé symboly a barva déj obrazt ni¢im nerusila. Diplo-
mova prace se sklada ze tii velkoformatovych obrazli (kazdy 580 x 300 cm)
a nékolika mensich dopliujicich. Dale obrazy podporuje betonova instalace
v prostoru (3 x 270 cm), kterd ma umochnit kiehkost malby.

In my fourth year of study, | travelled to Southeast Asia and visited
countries such as Thailand, Vietham, Cambodia, and the Philippines. The
ubiquitous phenomenon of prostitution, especially that of young girls, had
a jarring effect on me. | made various sketches and small pictures during
said travels. After returning to the Czech Repubilic, | felt a strong obligation
to educate myself on the issue. To draw attention to the topic and express
my opposition to it - I've chosen painting as the output for my emotions.
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What began to emerge were the stories and compositions of the afore-
mentioned girls given unwelcome attention, depicted as fearless heroines or
fragile girls. In my paintings, | have abandoned the notion of being too de-
scriptive as | did not deem the young girls’ realistic depiction as imperative,
instead | emphasized color and symbols. However, | minimized the usage of
color in my diploma thesis as | wanted the sole focus to be the symbols and
thus the story of the paintings itself. The thesis consists of three large for-
mat paintings (580x300 cm each) and several smaller accompanying ones.
The pictures are further supported by a concrete installation (3x270 cm) in
order to emphasize the frailty of the painting.

Kazdy ¢lovék je od narozeni formovan prostorem, ve kterém se nachazi
a ktery jej po Cas zivota neustale obklopuje. Rodné Valassko je krajinou
hornatou a krasnou. Pida je kamenna a jilovita. Kraj je to chudy, ale bohaty
na femeslné zpracovani véeho, co priroda nabizi, pievazné na dievo.

Pfi rekonstrukci dievénice mych rodi¢l jsem si véimal tesarskych prv-
ki a stylu provedeni hrubé stavby. Tramy a jejich rohové zamky. Neexaktni
spoj feseny s notnou davkou prizplsobivosti a s ne vétsi peclivosti, nez je
nezbytné nutné. Tento moment se mi jevil jako velmi dulezitym okamzikem
v zakladnim pochopeni principu lidové prace - prace obecné.

Pfiklanim se k nazoru, ze uméni neni otazkou femesla, avsak skrze
femeslo se mi dostava potéseni z vykonané prace.

Ve své tvorbé tihnu k elementarnim tvariim, vyuzivam principy archi-
tektury, konkrétni stavebni prvky nebo funkce pracovnich nastroju a jejich
uziti k docileni kyzené predstavy, k pfiblizeni a naplnéni dojmu z vidéného,
citéného. Dojem nabyty osobni zkusenosti interpretuji v sochafském jazyce.
Jako oslavu lidské prace.

V patém roc¢niku studia jsem se zacal zabyvat namétem ,hrani¢nich
znacek", jevily se mi jako body zaklesnuté v krajiné, ohrani¢ujici prostor. Jsou
zajimavé skrze pomyslIné déleni krajiny, avsak nedllezité z hlediska vlastnic-
tvi pozemkd.

Hrani¢niky, jejichz fyzické schranky se pod naporem okolnich jevt de-
formuiji, rozpadaiji, vyvraci ze zemé. Symbol neménného vymezeni neustale
méniciho se prostredi. Vychazel jsem z potieby vytycovat prostor, ktery nas
obklopuje. Stridani labilnich a stabilnich forem. V diplomové praci jsem se
zacal divat na toto téma z jiné perspektivy. Hraniéniky vymezujici fyzicky
prostor se proménily spise do podoby mentalnich meznikd. Uréeni si pred-
métu a nasledna touha po jeho otisku, jakozto myslenkovy zachytny bod.

Every person is formed from birth by the space in which he or she exists
and which constantly surrounds him or her throughout life. My native Walla-
chia is a mountainous and beautiful landscape. The soil is stony and clayey.
The region is poor, but rich in craftsmanship of everything that nature has to
offer, mostly wood.

During the reconstruction of my parents’ traditional wooden house,
| noticed the carpentry elements and the style of execution of the rough
construction. The beams and their corner locks. A non-exact joint solved
with a considerable dose of adaptability and with no more care than abso-
lutely necessary. | viewed this as extremely important for the basic under-
standing of the principle of folk work — work in general.

| am inclined to the opinion that art is not a matter of craftsmanship;
but through craftsmanship | can enjoy the pleasure of the work done.

In my work | tend to elementary shapes. | employ the principles of archi-
tecture, specific construction elements, and functions of tools and their use
to achieve the desired idea, to draw myself nearer to and fulfill the impressi-
on of the seen and the felt. | interpret the impression gained from personal
experience in sculptural language - as a celebration of human work.

In the fifth year of my studies, | began to pursue the subject of “boun-
dary stones.” They seemed to me like points fastened in the landscape and
delimiting space. They are interesting through the imaginary division of the
landscape, but unimportant in terms of land ownership.

The boundary stones, whose physical frames become deformed under
the influence of the natural phenomena around them, disintegrate, tilt
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back. They are symbols of the constant definition of an ever-changing en-
vironment. | departed from the need to delineate the space around us. The
alternation of stable and unstable forms. In my diploma, | started to look at
this subject from a different perspective. The boundary stones, delimiting
physical space, have turned into mental milestones. It was about selecting
a subject and the subsequent desire for its imprint, as a mental point of
departure.

Ve své aktudlni praci jsem se zacal zabyvat silou konzumu a jejim do-
padem na lidské ja. Vytvoril jsem velkoplo§né malby, jejichz obsahem byly
drive konkrétni figury, av§ak nyni se jedna o koldze manekyn, odévnich figu-
rin, pfehlcenych majetkem. Snazil jsem se nevyobrazovat konkrétni osoby,
nebot svét konzumu ovlada nas vSechny, nezavisle na rase a ovliviiuje nas
jako celek. Cim vice je svét piehlcen novymi trendy, tim vice se citime prazd-
ni a touzime tuto prazdnotu zaplnit novym telefonem, novym oble¢enim,
novym autem apod. Konzum a touha po materidlnim obohaceni, pfi kterém
si vétsina lidi mysli, Ze bude bohatsi, pouze ni¢i nasi dusi a stavame se nevé-
domky pouze tim, co mame.

Zatimco prvnimi zminovanymi obrazy jsem se snazil vyobrazit dusi
zvenci, predeslymi pracemi jsem se snazil ukazat chaos zevnitt. Jedna se
o abstraktni dila tvofena valeckem, ktera ve vas mohou vyvolat stejny efekt
jako optické klamy. Zacalo to tim, Ze jsem se zabyval vzory obleé¢eni, u kte-
rych mé napadlo, ze bych se mohl vice ponofit do tématu vnitiniho chaosu.
Efekt chaosu viak vyobrazuji technikou, ktera ma svdj fad. Opakujici se
stopa pokracuje, az nakonec tvori vetsi celek.

Svou praci se v§ak nesnazim nikoho moralizovat, nebot sam patfim do
vétsiho celku konzumniho svéta. Mohu vsak fici, jako snad mnozi, Zze jsem
si alespon této sily védom. Z mych obrazu si mize divak odnést ledacos.
Nékomu mohou pripadat barevné, zabavné a tieba nékoho nemusi hned na-
padnout jejich myslenka, o které tu pisu. Nikdy jsem na prvni misto nestavél
symboly a konkrétni vyjevy, ty spiSe vykresluji mé niterni pocity. Toto téma
jsem si zvolil predevsim proto, ze mé fashion svét bavi a svym zplsobem
mé bavi se jim i zabyvat. AvSak kdyz se ¢lovék do tohoto tématu ponofi, za-
&ne si vdimat i problému s tim spjatych. V obrazech jsem se pokusil nastavit
zrcadlo nejen svétu, ale i sam sobé.

In my current work, | began to address the power of consumption and
its impact on the human self. | have produced large-dimensional paintings,
which were once inhabited with specific figures but now, it is collages com-
posed of models and mannequins overwhelmed by property. | did not want
to portray particular individuals, since the world of consumption controls
us all regardless of race, and affects us as a whole. The more the world is
flooded by new trends, the emptier we feel and the more we crave to fill this
emptiness with a new phone, new clothes, a new car, and so on. But con-
sumption and the desire for material enrichment, due to which most of us
feel wealthier, destroy our souls and we, unconsciously, become nothing but
what we have.

While my above-mentioned paintings aimed at portraying the human
soul from the outside, my earlier works tried to capture the inner chaos. The
latter are abstract works executed with the help of a roller, and may have
the same effect as optical illusions. It all started when | became interested
in clothing patterns which, in my view, could allow me to immerse deeper
into the subject of inner chaos. However, | illustrate the effect of chaos via
a technique that has its intrinsic order. The repetitive trail continues until it
finally forms a larger whole.

However, my work does not want to moralize, since | myself am part of
a larger whole of the world of consumerism. But | can say, like many, that |
am at least aware of this power. My paintings can inspire viewers in many
ways. Some may find it colorful or amusing, and some perhaps do not get the
idea | am writing about here. | have never put symbols and specific scenes in
the first place; they rather illustrate my inner feelings. | have mainly chosen
this topic because | enjoy the world of fashion and, in a way, enjoy following
it. Nevertheless, getting immersed in this topic entails realizing the issues.
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Ve svych kresbach suchym pastelem se zaméfuji na problematiku
vztahu ¢lovéka a pfirody, kterou nejcastéji reflektuji skrze lidské ¢i zvifeci
télo. Narativni slozku, jez dominuje v mych obrazech, zahaluji do scénic-
ké atmosféry tmy. Tma je jeden z hlavnich stavebnich elementl mych
kompozic. Pojimam ji nejen jako pozadi, na kterém se muze vyjevit urcity
problém, ale také jako moznost zrodu svétla, skrze které se dana pro-
blematika muze ukazat az nasledné. Problémy vznikajici mezi ¢lovékem
a prirodou nastinuji v momenté urcité monologizace dialogu, kdy jedna
strana nepojima stranu druhou jako své ,TY" ale stavi se k ni pouze jako
k objektovému ,,ONO*. Vzajemné odcizeni lidského a mimolidského zobra-
zuji symbolicky pomoci produktt sou¢asné nadprodukéni doby. Gradaci
tohoto stavu umocnuji vyobrazenim ¢erveno-bilych bariérovych pasek,
jejichz zakladni funkci je rozdélovani, vytvareni dvou protikladnych stran,
jez v8ak maiji spole¢nou hranici. Onu hranici vnimam jako jedinou shodu
v jejich stretu &i jinakosti

Lidské bytosti ukazuji jako permanentné tapajici slepce, nomadsky se
stéhuijici z mista na misto, vé¢né hledajici, avSak nikdy nenachazejici. Sta-
vaji se cizinci, ktefi zazivaji existencialni pocity osaméni ve svém vlastnim
prostiedi. Clovék v mych obrazech neni pouze odcizen pfirodé, ale i &lovéku,
tudiz i sobé samému. | kdyz v mnohych pfipadech zobrazuji ¢lovéka zdanlivé
jako soucast néjaké skupiny, je pfesto osamocen a ze skupiny vydélen. Ka-
zdy ¢len skupiny se tak stava oddélenou, uzavienou slozkou, ponofenou do
své vlastni individuality, hledici slepym pohledem s absenci o¢i ve tvafi, jez
ma charakter bilé uniformni masky zasazené do sou¢asného tekutého své-
ta, ktery je podle mého néazoru silné plastické povahy. Tento svét piirovna-
vam k nafukovacimu skakacimu hradu, jenz slouzi k naprogramované, ticho,
tajemstvi a kontemplaci postradajici institucionalizované zabavé. V tomto
svété v podstaté hranice neexistuji, vée miize ménit svj tvar, informace Ize
jakkoli nafukovat ¢i vyfukovat, neni mozno zaujmout stanovisko z néjakého
distanéniho pevného bodu.

Bez onoho zpétného pohledu bytosti tohoto svéta nejsou schopny za-
chytit rizika kolem sebe. Hrozi jim nebezpedi, ze s riziky, jez se pro né kvdli
jejich neschopnosti dereflexe stavaji neviditelnd, srostou. Moment tohoto
srUstani hraje dalsi velmi vyznamnou roli v mé sou¢asné tvorbé. Na proble-
matiku se snazim nahlizet prizmatem socio-ekologickym, s pfihlédnutim
k mému vlastnimu vnimani a prozivani. Na svych platnech zohledriuji fakt,
ze mezi rizikem, krizi a katastrofou je velmi tenka hranice, ktera muaze byt
velice snadno, mnohokrat i nevédomky, pfekroc¢ena. Snazim se postihnout
onen moment, kdy se neviditelna rizika proménuji v krizi, jez méa potencial
vyustit nasledné v jakousi mezni situaci ¢i katastrofu. Jako pfiklad doty-
kajici se této problematiky mohu uvést muj obraz Laokoon a jeho synové.
Laokoona vyobrazuji bez Ust, nebot se snazil informovat spole¢nost poziti-
vity o mozném nebezpedi, tudiz o jakémsi negativnim stavu, ktery by mohl
nastat. Za tento umysl mu byla odnata fe¢ jako nastroj mozného svédéeni.
Poté je Laokoon napaden hady, jez maji na svych télech chemické vzorce
toxickych latek. VUci riziku téchto chemickych radioaktivnich hadu je po-
stava Laokoona slepa, nebot vzorce na jejich kizi jsou pro ni abstraktnim
jazykem scientismu. Nebezpeci bylo zasifrovano, neni jej mozno zachytit
smysly, jeho dopady Ize pocitit az zpétné, v momenté, kdy uz je pozdé.
Postava Laokoona tak srlista s neviditelnym rizikem v jednotu a ze stavu
vyjimeéného se stava stav trvaly.

In my dry pastel drawings, | focus on the relation between man and
nature, which | most often reflect through the human or animal body. | veil
the narrative component that dominates my paintings in the scenic atmos-
phere of darkness. Darkness is one of the essential construction elements
of my compositions. | conceive it not only as a background which can reveal
a certain problem, but also as a chance at the birth of light, through which
the problem can surface only subsequently. | outline the problems that arise
between man and nature at the moment when dialogue turns into mono-
logue; when one side ceases to view the other as “YOU,” but merely as the
impersonal “IT.” | symbolically portray the alienation between the human and
the non-human via the products of the contemporary period of overprodu-
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ction. | intensify the gradation of this condition by depicting red-and-white
barrier bands, the basic function of which is to divide, to result in two op-
posite sides that, however, have a common border. | perceive that border as
the only consensus in their conflict or otherness.

| present human beings as constantly groping blind people, as nomads
migrating from one place to place, eternally seeking but never finding. They
become strangers who experience existential sense of loneliness in their
own world. Man in my paintings is not only alienated from nature, but also
to man, and therefore to himself. Although in many cases | may seem to
portray a person as part of a group, he is still alone and separated from it.
Each group member thus becomes a separate, closed component, immer-
sed in its own individuality. It stares blindly, with no eyes in the face, which
has the character of a white uniform mask set in today’s liquid world that in
my opinion is strongly plastic. | compare this world to an inflatable bouncing
castle, which serves for programmed institutional entertainment lacking
silence, mystery, and contemplation. This world basically has no boundaries;
everything can change its form. Information can be arbitrarily inflated or
deflated and it is impossible to take a stand from any distance fixed point.

Without this hindsight, the creatures inhabiting this world are incapable
to capture the risks around them. They are in danger of merging with the
risks that become invisible to them due to their inability to de-reflex. The
moment of this merging also plays a crucial role in my current work. | try to
view this issue through a social and ecological prism, taking my own per-
ception and experience into account. My canvases consider the fact that
there is a very thin line between risk, crisis, and disaster, and that this line
can be easily, often unknowingly, crossed. | try to capture the moment when
invisible risks turn into a crisis that has the potential to result in a radical
situation or catastrophe.

Let me exemplify this issue by my painting Laocoén and His Sons. |
portray Laocodn without mouth, because he tried to inform the positivist
society about a looming danger, and hence some negative condition that
may occur. His intention was punished: he was deprived of his speech as
a tool of giving a potential testimony. Laocoon is then attacked by snakes
having chemical formulas of toxic substances on their bodies. He is blind
to the risk of these chemical, radioactive snakes, as the patterns on their
skin are merely an abstract language of scientism to him. The danger has
been encrypted, it cannot be captured by the senses, and its impact can
only be felt retrospectively — when it is too late. Laocodn thus merges,
becomes one with the invisible risk, and the state of emergency turns into
a state that is permanent.

Ve své diplomové praci se zabyvam adaptabilni rekonstrukci domu ze
70. let 20. stoleti, konkrétné objektem skladu hasi¢ské vyzbrojny v prazské
Michli. Nejedna se o nijak zvlasté zajimavou stavbu, nespada do katego-
rie ,perly socialistické architektury”. V konstrukci a fasadé zrcadli vrchol
dobové unifikace stavebnictvi v ekonomice centralniho planovani — utilitu
rastru, boletické panely, VSZ plechy... Za to, e se dozila dneska ve své
témér puvodni podobé, vdéci své relativné periferni lokalité v Dolni Michli
v sousedstvi dalSich administrativnich a vyrobnich hal. Promény mésta nyni
odhalily i tuto odzu periferie a naplanovaly jeji konverzi v rezidenéni étvrt.
DUm hasi¢ské vyzbrojny v ni hraje dominantni roli téZisté a vyzaduje po ném
zménu chovani (funkce). Umim si pfedstavit, jak se v této situaci pfistupuje
ke stavbé s tak jednoznacné konotacni vizazi (bez sentimentu). A umim si
také predstavit, jak by nejspi$ vypadala nova nadhrada (form follows finance).

Nezacéinam v bodé nula. Dokazi ale oddélit kulturni asociaci od prostorové
nebo estetické hodnoty?

Pomoci rekonstrukce a prestavby se snazim pretvorit stavajici sklad, ad-
ministrativni blok a garaze v jeden zivy méstsky dim kombinujici bydleni,
kancelare, obchodni a verejné plochy.

Obchodni parter do namésti se prolina se dvorem a slouzi celé ¢tvrti.
Kancelafe v prvnim patie pro mensi organizace a spolky zvysuiji ,déjovou
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diverzitu®. Nejvétsi dast patii bydleni. Cast byt v bezbariérovém standardu
pfipada na chranéné bydleni pro osoby s mentalnim znevyhodnénim. Cast
mensich byt maze slouzit jako méstské najemni bydleni. Vsechny provo-
zy se prilezitostné prolinaji, naptiklad na dvofe nebo ve spoleéném sale.
Uvazuiji, ze cely soubor je spravovan fiktivnim profesionalnim stavebnim
druzstvem.

Michanim starého a nového, funkci, bytovych typU, aktérd apod. Ize
dosahnout nasobné vyssi bohatosti viemuU a vztah(, coz povazuji za kli¢
k Zivému domu a méstu.

My diploma project deals with an adaptable renovation of a house from
the 1970s, specifically the building of a firefighter‘s armoury warehouse in
Michle, Prague. It is not a particularly interesting building, neither does it
fall into the category of ,pearls of socialist architecture”. Its construction
and fagade mirror the peak of the period unification of construction in
the economy of central planning -utility of the grid, the so called Boletice
building blocks (containing steel window panels and asbestos insulation),
metal sheets from VSZ Kosice... The fact that it has survived to the present
day in its almost original form is due to its relatively peripheral location in
Dolni Michle, in the vicinity of other administrative and production halls. The
transformation of the city has now revealed this oasis of periphery and its
conversion into a residential area has been planned. The firefighters ar-
moury house plays a dominant role as a centre of gravity and requires
a change of behaviour (function). | can imagine how a building with such
a clearly connotative appearance (without sentimentality) is approached in
this situation. And | can also imagine what a new replacement would proba-
bly look like (form follows finance).

I am not starting from scratch. But can | separate cultural association from
spatial or aesthetic value?

Through renovation and redevelopment, | am trying to transform the existing
warehouse, office block and garage into one vibrant townhouse combining
housing, offices, retail and public spaces.

The commercial floor to the square merges with the courtyard and
serves the whole neighbourhood. First-floor offices for smaller organi-
zations and associations increase ,agency diversity.” The largest section
belongs to housing. Some apartments in wheelchair accessible standard
are allocated to sheltered housing for the mentally handicapped. Some of
the smaller flats can be used as council rental housing. All premises oc-
casionally intermingle, for example in the courtyard or in the social room.
| assume that the whole complex is managed by a fictitious professional
building society.

By mixing old and new, functions, housing types, actors, etc., a multi-
plied richness of perceptions and relationships can be achieved, which
| consider the key to a living house and city.

Jako by ani nebyla vidét. V diplomové praci na ni chci ukazat prstem -
pro princip reuse, praci s dosluhujici stavbou v sou¢asném svété, jsem si
vybrala budowvu, jiz skoro nikdo nezna. ,Je to tam u Lidlu“ — univerzalni fraze,
kterou jsem se za pul roku naucila pouzivat, abych popsala misto, kterému
se vénuji. Co na tom, Ze se v okoli mnou vybraného stadionu Hasa nachazi
Havlickovy sady, Vr$ovické nadrazi, nové upravené namésti nebo Botic.
Vsichni je zname, ale gigantického pozemku si témér nikdo nevsiml. A pro-
toZe ja ano, ukazuju na néj a vytvarim scénar, podle kterého by se misto do
mésta mohlo rovnopravné zaradit. Aby to nebylo to misto vzadu za oblibe-
nym supermarketem, ale aby se supermarket mozna tak ztracel mezi v§im
vy$e jmenovanym.

Zamérné tak svou pozornost sméfuji na mista, ktera ptsobi zcela nor-
malné a mozna si na prvni pohled ani pozornost nezasluhuiji. Na civilni stav-
bu, kterad nenese reprezentativni odkaz doby. Nékdy i nutim sama sebe -
vzdyt bych sviij ¢as a snahu mohla vénovat né¢emu jinému a viditelnéjsimu!
A tak osciluji mezi pozornosti a nudou.
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Moje diplomova prace shrnuje témata a otazky, které mé zajimaiji dlou-
hodobé: kazdodennost a béZnost, otazku, jak vytvofit prostredi, které neni
specifické svou novosti, ale které se integruje a plsobi, jako by uz zde davno
bylo. A tak na bifehu Boti¢e vytvafim verejné prostory — piazzu pro traveni
volného ¢asu, propojeni z blizkého parku, halu pro vefejnost a sport. Ale také
méstské bydleni, které mize profitovat z okolni prosperujici tvrti Vréovice,
klidu blizkého parku i vlastniho uzavienéjsiho dvoru. Zmnozenim funkci
a zvySenim poctu lidi, ktefi budou stavbu kazdodenné vyuzivat a misto
zapoji do mésta béhem vsech fazi dne i roku. Pfidat pési propojeni, aby bylo
kazdodenné mijeno a povsimnuto, vytvorit mistni zkratky a propojky. A také
predejit tomu, co se s rozsahlou stavbou délo doted — nebo spise tomu, ze
se s ni nedélo témér nic.

As if it was almost invisible. My diploma project points a finger at it. I've
chosen to focus on a building that almost no one knows anymore to demon-
strate the re-use principle, the work with an obsolete construction in today’s
world. “It's over there, next to Lidl” — that is the universal phrase | perfectly
mastered over six months to describe the place of my interest. Who cares
that there is the Havli¢ek Park, the VrSovice railway station, a freshly ren-
ovated square, and the Boti¢ brook in the immediate vicinity of “my” Hasa
stadium! We all know them, but almost no one has noticed the gigantic plot.
And because | have, | point at it and develop a scenario which may help in-
corporate the site into the city as its equal part: so that it was not merely the
place behind the popular supermarket, and the supermarket would perhaps
partially disappear among all of the above.

| thus intentionally direct my attention to places that seem completely
normal and may not even deserve attention at first glance. To a civil con-
struction that does not bear the representative legacy of its time. | some-
times even have to persuade myself - after all, | could devote my time and
energy to something else and more visible! And so | oscillate between atten-
tion and boredom.

My diploma sums up the subjects and issues that have interested me
for a long time: the everyday life and commonness, the question of how to
create an environment that is not specific in its novelty but, instead, inte-
grates and looks like having been here for a long time. And so, | design public
spaces on the banks of the Boti¢ brook — a piazza for spending leisure time,
a connection from a nearby park, a public and sports hall. But also urban
housing that can benefit from the surrounding prosperous district of Vr$Sov-
ice, the tranquility of the nearby park, and its enclosed courtyard. By multi-
plying the building’s functions and increasing the number of people who will
use it on a daily basis and will incorporate the place into the city, day and
night, in every season. By adding interconnecting roads allowing pedestrians
walk by and notice it every day; by creating local shortcuts and links. And
also by forestalling what has been happening to the extensive construction
so far - or, rather, that almost nothing has happened to it.

Diplomova prace vychazi z mych predchozich dvou klauzurnich praci
(Cus nad zlato, 2020 a kraj hlubokych udoli, 2021), na které i pfimo navazuje,
a dohromady tak vznika trilogie.

Pojitkem celého dila je postava mého alter ega Johuse Matuse, z jehoz
perspektivy je i celé dilo tvofeno. Ten zapocal svoji tvorbu v roce 2013 vytva-
fenim audiovizualnich obsaht zpracovavajici témata ruralismu a existencia-
lismu, z ¢ehoz vznikl specificky hudebni zanr rural pop, ktery zkouma vztahy
a dualismy, jako jsou napfiklad: jednotlivec vs. spole¢nost, mésto (centrum)
vs. venkov (periferie), venkovské buranstvi vs. méstska etiketa, Cisté vs. zka-
zené, mystika a spiritualismus (Novéa Paka, Semily) vs. viditelny svét, pudové
vs. racionalni chovani atd. Referenci rural popu je venkovskeé prostiedi (pfi-
mo Semilsko v Podkrkono$i), odkud pochazim, a v§e, co se od néj odvozuje
nebo se pfimo proti nému (¢i k nému) vztahuje.

Po usazeni se na ¢eské hudebni alternativni scéné a zaroven s nastu-
pem pandemie a nemoznosti koncertovani jsem se v roli alter ega zacala
noveé vénovat médiu malby. Postava Johuse Matuse se tedy tak se vSemi
konotacemi, které nese, dostala do galerijniho a vytvarného kontextu. Treti
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dil trilogie se zaméfuje pravé na tuto expanzi z hudebniho kontextu do vy-
tvarného.

Formalné i zanrové je snimek velmi rdznorody. Vyuzivam zde principy
hraného, narativniho filmu, reportézniho pfistupu, (meta)dokumentu, animo-
vaného filmu, found footage a v neposledni fadé také vlogové a videoklipové
estetiky ¢i zaznamu performativni akce. Zaroven ale v celém procesu pone-
chavam velky prostor pro improvizaci a obsahové vklady osobnosti, které
jsem ke spolupraci oslovila (Julie Cerna, Albert Romanutti, Marie Ladrova,
Pavel Borovicka).

Zanrové bych vznikly snimek pfipodobnila k fuzi viogu, metadokumentu,
filmové eseje, hraného filmu a videoklipu.

V8echny pouzité pfistupy spolu Uzce komunikuji, prolinaji se a po obsa-
hové strance vytvareji pfibéh, ktery vychazi ze svéta rural popu.

Pti zamysleni, po jaké pozornosti tato prace v sou¢asném svété touzi,
dochézim k tomu, Ze ve své tvorbé témér vzdy premyslim v lokalnim méfit-
ku. Je pro mé dulezité konkrétni prostfedi, ve kterém dilo vznika a s kterym
pak zpétné komunikuje s pouzitim specifického jazyka.

Je pro mé dulezita srozumitelnost, myslim i na naivniho, uméleckym
svétem nepolibeného divaka, i kdyz to vée ma své limity — napfiklad v hu-
moru a konkrétnich kulturnich odkazech. Ze vSeho nejvic ale ma prace touzi
po pozornosti sou¢asnych i potencialné budoucich fanousku pravé Johuse
Matuse.

My diploma work is based on my two earlier final papers (bye above
rubies, 2020, and the land of deep valleys, 2021). It directly follows up on
them, and they together form a trilogy.

The aspect interconnecting the work is the character of my alter ego
Johus Matus, who develops it from his own perspective. He began in 2013
by creating audiovisual contents dealing with the subjects of ruralism and
existentialism. This resulted in a specific musical genre of rural pop, which
examines relationships and dualisms, such as: an individual vs. society, city
(center) vs. countryside (periphery), rural boorishness vs. urban etiquette,
the pure vs. the rotten, mysticism and spiritualism (the towns of Nova Paka
and Semily) vs. the visible world, instinctive vs. rational behavior, and so on.

The reference frame of rural pop is the countryside (specifically, the
Semily region in Sub-Giant Mountains) where | come from, and everything
that derives from it or directly relates to (or against) it.

Upon establishing myself on the Czech alternative music scene but,
simultaneously, upon the arrival of the pandemic and the consequent im-
possibility to perform in concerts, | began to pursue the medium of painting
in the role of my alter ego. The character of Johu$ Matus thus entered the
gallery and art context with all the connotations he bears. The third part
of the trilogy focuses on this expansion - from the musical context to the
artistic one.

In terms of form and genre, the film is multifaceted. | employ the princi-
ples of feature, narrative film, news-coverage approach, (meta)documentary,
animated film, found footage and, last but not least, vilog and music-video
aesthetics, and a record of a performance. At the same time, |, in the pro-
cess, leave a lot of space for improvisation and content contributions to
the personalities | have invited to cooperate (Julie Cerna, Albert Romanutti,
Marie Ladrova, Pavel Borovicka).

I would liken the film to the fusion of a vlog, a meta-document, a film
essay, a feature film, and a music video.

All the employed approaches closely communicate with each other,
intertwine and, in terms of content, result in a story based on the world of
rural pop.

When | think about the attention this work desires to attract in today’s
world, | conclude | almost always think on a local scale. One of the most
important things to me is the particular environment in which the work origi-
nates and then communicates with it using a specific language.

Comprehensibility is important to me: | take everyone, down to the most
naive spectator untouched by the world of art, into account. However, there
are limits - as, for instance, concerns humor and specific cultural referen-
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ces. But most of all, my work craves the attention of the today’s and, poten-
tially, future fans of Johus Matus.

Pocatek mé diplomové prace vychazi ze zkusenosti, kdy jsem se pfi
jizdé v autobuse dlouho divala do telefonu, az jsem po chvili zvedla zrak
a vyhlédla z okna ven, protoze jsme stali. Chvili jsem pozorovala, co se venku
odehrava, a zprvu mi nedochazelo, co vidim - u krajnice bylo odstavené auto
po narazu do svodidel. Situace je zvlastnim zplusobem pfiznaéna pro véed-
nodennost ovlivnénou digitalitou, je Zivou konotaci k percepci obrazového
materidlu v digitalnim prostredi.

Prozitek z mé performance méa ambice tuto zkusenost prelozit. Nejde
v$ak jen o tento obraz, ale o komplexni zkusenost, ktera se postupné vyjevo-
vala, a ja ji béhem své prace znovuobjevovala a ohledavala. Mé obrazy maiji
vzdy co délat s pohybem a rychlosti/pomalosti a je jedno, zdali se pfenasi
do textu nebo do performance — mych hlavnich dvou zajm0. Na zacatku
stoji obraz a ja provadim preklad - pfeklddam ho do formy. Moje prace je
vzdy ur¢itym typem prekladu.

Vrrrm vrrrrrrm, beru vas na roadtrip bez fidice.

Na zac¢atku stoji ocisténa karoserie auta - zakladni stavebni dil, hlavni
objekt mé instalace, ktera bude obydlena performativni situaci. Skelet/objekt
ve mné vyvolava spoustu otazek, nuti mé k uchopeni. VSechny ty ucelné
prohlubné na nosném rdmu zanechavaiji zpravu o minulé pfitomnosti. Prazdné
misto hovoii o existenci jesté hlasitéji a presnéji, nez kdyby zUstalo plné. Je
prvnim a hlavnim dilem skladacky - ¢isté mé fascinuje, magnetizuje kanaly,
komunikujeme spolu afekty, mluvime spolu ve vlastnim jazyce. Nic v ni ale
nezlstava na svém misté. Tam, kde je tma a neni elektfina, je potfeba svicek.
Hlavnim konstrukénim prvkem, kterym zasahuiji do skeletu/objektu, je vosk.
Materidlové je takova situace v kontrastu s predpokladem, ze auto po bourac¢-
ce ma zvlastnim zplsobem deformované ¢asti, jako by se tvrdy material tavil
jako vosk. MUj objekt/skelet je ohromny svicen, hofi na ném pres sto zapale-
nych autorskych svici, vedené jako ¢asti auta — motor, vyfuk, zpétna zrcatka.
Oranzové svétlo, intimita no¢ni jizdy po dalnici, horizont v§ak neubiha — uvnitf
karoserie jsme uvnitf virtualniho prostredi. Jizdu, pohyb vytvaii jen performefi.
Situace 3+1 - tfi performefi a autor, j3, fidi¢, narator. Civilnost, bez optiky diva-
delniho predstaveni a jeho nalezitosti, situace se odehrava, ma konkrétni sadu
nez ten, ktery probihal pred chvili. Ne rozumem, ale dotykem zUstavam ve hie
(Hands on a Hardbody) — udrz se taky. M(ze$ do situace nasednout, a to,
jestli dojedes az do cile, je na tobé, tvoje cesta mozna vede nékam jinam.

*Nazev instalace je versem z basné Lubose Svobody
Vzbudil jsem se uprostred filmového stabu.

The beginning of my diploma project is based on an experience when
| was looking at my phone for a long time while riding on a bus, until after
a while | looked up and out of the window because the bus came to a halt.
| watched what was going on outside for a while, and at first | failed to real-
ize what | was seeing - there was a car parked by the side of the road after
hitting the guardrail. The situation is peculiarly symptomatic of an everyday
life influenced by digitality, a vivid connotation to the perception of visual
material in a digital environment.

The experience of my performance has the ambition to translate what
happened to me. However, it is not just about this image, but rather about
a complex experience that has gradually emerged, and | have rediscovered
and revisited it throughout my work. My paintings always relate to move-
ment and speed/slowness, regardless of whether they translate into text or
performance - my two main areas of interest. At the beginning there is an
image and | do the translation - | translate it into a form. My work is always
a certain type of translation.

Vrrroom vrrrrrroom, I‘m taking you on a road trip without a driver.

At the beginning there is a cleaned car body - the basic building block,
the main object of my installation, which will be inhabited by my performa-
tive situation. The frame/object raises a lot of questions in me, forces me to
grasp it, get a grip on it. All those purposeful depressions on the supporting
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frame leave a message of a past presence. The empty space speaks of
existence even louder and more accurately than if it had remained full. It

is the first and main piece of the puzzle - purely fascinating, it magnetizes
channels, communicating affects, we speak to each other in our own lan-
guage. But nothing in it stays in place. Where it is dark with no electricity,
candles are needed. The main structural element | use to intervene in the
frame/object is wax. Materially, this situation contrasts with the assumption
that a car after a crash has oddly deformed parts, as if the rigid material
melted like wax. My object/frame is a huge candle holder, with over a hun-
dred lit original artist candles burning on it, formed as parts of the car -
engine, exhaust, rear view mirrors. The orange light, the intimacy of a night
drive on the highway, but the horizon is not moving - inside the car body
we are inside a virtual environment. The ride, the movement, is created only
by the performers. A 3+1 situation - three performers and the author, me,
the driver, the narrator. Civility, without the optics of theatrical performance
and its requisites, the situation unfolds, has a specific set of rules, reveals
a process, a movement, a situation, but no moment is more important than
the one that took place a moment ago. Not by reason, but by touch | stay in
the play (Hands on a Hardbody) — you remain in touch, too. You can join the
situation, and it is up to you whether you make it to the finish line, although
your path may take you somewhere else.

* The title of the installation is a line from Lubo$ Svoboda’‘s poem

| Woke Up in the Middle of a Film Crew.

Najemni dim s hybridnim centrem sluzeb a kratkodobym ubytovanim
Ve svém projektu se zabyvam tématem adaptability konkrétni stavby do
aktualniho kontextu doby nejen z hlediska architektonicko-urbanistického
zaclenéni, ale i z hlediska sociologického kontextu. Projekt spociva ve vybéru
konkrétni stavby, kterou je plvodné zizkovska statni ubytovna pro zamést-
nance Reditelstvi post, postavena v letech 1977-1981, a k ni pfidruzeny
pavilon obchodniho domu Lipa, které dohromady s danou lokalitou vytvari
soubor staveb. Druha rovina spociva v tématu adaptability, tedy uziti nastroje
a principu re-use na konkrétnim modelu vybrané stavby. V sou¢asném kon-
textu je stavba ve fazi postupné degradace plvodnich architektonickych /
konstruké&nich / urbanistickych kvalit, a tak se jedna o v&asny zasah na puli
cesty mezi demolici a nakladnou generalni opravou. V tomto konkrétnim pfi-
padé forma re-use muze byt vhodnym nastrojem pro adaptabilitu z vlastnich
zdrojl nebo zdroju z ,druhé ruky*, a to pii zachovani plvodnich kvalit domu.

Budova pavodni zizkovské statni ubytovny Reditelstvi poét slouzi jako
modelovy pfipad civilni stavby vzniklé v dobé socialistického rezimu, avSak
nesouci nalezité kvalitni odkazy daného obdobi a konstrukce, integrace
umeéni a krajinného pojeti vefejného prostoru. Budova ale architektonicky
i provozné zkostnatéla v éfe 90. let bez vy$si ambice vyuzit plvodni poten-
cial v sou¢asném kontextu. Stavba se vlivem privatizace adaptovala v 90. le-
tech prevazné v zavislosti na investi¢nich zamérech soukromého vlastnika
za Uc¢elem provozovani levné ubytovny s unifikovanym typem pokoju nabi-
zejici jak kratkodoby, tak dlouhodoby pronajem bez ohledu na diverzifikaci
obytného prostoru. Sou¢asné spolu s dvoupodlazni hernou Casina Merkur
pUsobi stavba jako blackbox uzavieny vici svému pfilehlému okoli. Dochazi
k degradaci pavodni ambice programu, kdy spise budova parazituje na
svém okoli a uzavira se do sebe.

Strategické kroky na bazi nastinéni a ovéfeni fungovani stavby adapta-
ci provozu / konstrukce / technologie na sou¢asny kontext mohou vést
k obecnému pochopeni téchto civilnich utilitarnich staveb a jejich vyuziti
bez ztraty pavodni architektonické kvality a odkazu.

Mym zamérem je typologicky stavbu obohatit, a tak ji vtahnout do
legélniho a legislativniho ramce poptavky v feseni strategie bydleni, a zaro-
ven znovu obnovit potencidl mista vefejné vybavenosti, jez by obohacovalo
své okoli.

My project deals with the issue of a specific building’s adaptability to
a topical context not only in terms of architectural and urban integration, but
also in terms of sociological context. It focuses on a specific building - the
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former Zizkov state dormitory for the employees of the Postal Directorate,
built between 1977 and 1981, and the adjacent pavilion of the Lipa depart-
ment store, which along with the given locality form a complex. The other
level of the project is the issue of adaptability, i.e. applying the re-use tool
and principle on a particular model of a selected building. In the current con-
text, the building is in a stage of gradual degradation of its original architec-
tural / construction / urban qualities. The aim of the project is therefore

a timely intervention halfway between demolition and costly overhaul. In
this particular case, re-use may be a suitable tool for adaptability from
either own or “second-hand” resources, while maintaining the original quali-
ties of the house.

The former Postal Directorate’s state dormitory exemplifies a civil
construction built under the Socialist regime but containing high-quality
references of the given era and construction, and the integration of art and
landscape approach to public space. However, it ossified from the aspect of
architecture and operation in the 1990s, and there was no distinct ambition
to deploy its initial potential in the current context. In result of the privatiza-
tion process, the building’s adaptations during the 1990s mainly depended
on the investment plans of its private owner - to run a low-cost dormitory
made of unified rooms offering both short- and long-term rental, but totally
ignoring the aspect of a diversified living space. At the same time, the build-
ing — along with the two-storey Casino Merkur — looks as a blackbox closed
to its surroundings. This degrades the original ambition of the program,
since the building actually parasitizes in its surroundings, enclosed and
indifferent to it.

Strategic steps based on outlining and verifying the building’s oper-
ation via adapting the operation / the structure / the technology to the
contemporary context may lead to a general understanding of these civic
utilitarian buildings and their use without losing their original architectural
quality and legacy.

My aim is to enrich the building in terms of typology, and thus incor-
porate it into the legal and legislative framework of demand in the field of
solving the housing strategy, and at the same time to restore the potential of
the place by providing public service that would be beneficial to the neigh-
borhood.

Na akademii vznikéa novy otevieny prostor. Misto, kde zazivate nev§edni
zkusenost podnécuijici dal$i zkoumani. Tvary jsou povédomé a vyzyvaiji vas
k interakci.

Spole¢né navazujeme na predchozi prace, ve kterych se odrazela ze-
jména radost z pohybu a téma vztahovosti. Zpo¢atku jsme spolupracovali
jako dvojice a zkoumali neverbalni dialog té&l. Cerpali jsme ze spole&nych
tanecnich zkusenosti z parového sportovniho tance, kdy duet miize byt
hra, svadéni, schematicky model, nebo i souboj. Slo o demonstrovani dvou
tél, ktera se respektuji, ale zarover se nesmi bat oddat se sobé navzajem
a najit shodu v prizplsobeni se télesnym konstitucim. Takova zkusenost
vyzaduje odvahu a dovednost znat ¢i vyuzivat vahu partnera, ale také psy-
chického souznéni. Dvojici jsme v minulém projektu OranZova proménna
rozsifili o vétsi pocet aktérd slozenych z nasich blizkych do formy skupinové
udalosti. Zacala nas lakat komunikace vétsi skupiny tél, jejich konfrontace
s pravidly a se sebou samymi, kdy nam byla oteviena pro nas neprobadana
pozice choreografu.

Casto podvédomé touzime po improvizaci a jdeme do uréitého risku.
inscenace a vnimani - tj. choreografie jakozto inscenované fazeni tél v ¢a-
soprostorové texture —, jez se stavaji reflexivnim procesem. Pravé seberefle-
xe muze v dile plnit terapeuticky ucel diky kolektivnimu prozitku. Podnécu-
jeme zvédavost, vzbuzujeme zajem hrou, at uz u divaka, nebo aktéra, a s tim
spojené obohaceni kazdodenni reality.

Specificky prostor spojuje prostiedi vytvarné s experimentalné pohybo-
vym. Nabizi se oteviena zéna pro pohyb. Ten, ktery neni dokonaly, nebo jim
pravé muze byt. Vicevrstevnatost umozniuje také byt jen pasivnim pozorova-
telem a Cist vizualni kody, metafory, nebo se nechat unést barvou ve velkém
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méfitku. Skrze dotek a pozorné vnimani nabizime divakovi poznani jinym
smyslem, nez je rozumova reflexe.

Transformaci klasického baletniho barre vznika Flow jako centraini cho-
stavi tanec¢nika, ale i divaka do nové situace. Dostava se do zvlastné nekom-
fortnich pozic. Kruhovy format potlacuje koncentrované soustiedéni na svoji
energii a piimo vybizi ke kolektivnimu dialogu. Divadelni termin ,erna univer-
zita" (nebo vice znamy ,black box*“) oznacuje prostor (vétsinou jevisté) dych-
tici po akci. Zada si performativitu, svétlo a dialog s divakem. Pfechazime od
fascinace jevistém jako mistem, které teprve ¢eka - potfebuje byt naplnéno
pohybem -, po objekty zdanlivé pfipominajici funkci. To jsou hlavni dva smeé-
ry, kterymi pfistupujeme k celému prostoru experimentalniho projektu.

Temna modf, odrazejici se celym prostorem, symbolicky odkazuje k his-
torickému zrodu akéniho uméni. Modra je intuice, soustfedéni i absolutno.
Tato ¢ast povrchu se tak stava tréninkovym prostiedim ¢i pracovi§tém, na
kterém se mizeme spole¢né potkat.

The Academy of Fine Arts will soon present a new open space. It will be
a place to experience something new and extraordinary that will encourage
further research. Its forms will be familiar and will invite interaction.

We jointly build on our earlier works, which mainly reflected the joy of
movement and the subject of relations. We initially cooperated as a duo
and explored the nonverbal dialogue of bodies. We drew from our shared
dance experience of couples’ competitive ballroom dancing, when a duet
can be a game, a seduction, a schematic model, or even a duel. It was about
a demonstration of two bodies that respect each other, but at the same time
must not fear total surrendering oneself to the other, and agree on adapting
to each other’s bodily constitution. Such an experience not only requires
courage, close familiarity with the partner’s weight and the skill of hand-
ling it, but also mental harmony. Our recent project, The Variable Orange,
extended our duo with more actors, people close to us, and the result had
the form of a group event. We became interested in the communication of
a larger group of bodies and their confrontation with rules and themselves,
when the yet unexplored position of choreographers opened up to us.

We often subconsciously desire improvisation and run a certain risk.
We gradually reveal the space of movement to wide public through the
discourse of staging and perception - i.e., through choreography as a st-
aged arrangement of bodies in the texture of space and time - that evolve
into a reflective process. The self-reflection in a work can serve as therapy
thanks to a collective experience. By playing, we ignite curiosity and interest
(whether it concerns viewers, or the actors) and the associated enrichment
of everyday reality.

The specific space is a combination of an artistic environment an
experimental movement. There appears a zone open to movement. The
movement that is not but may as well be perfect. Its multilayered character
allows one to solely be a passive observer and decipher visual codes and
metaphors, or get carried away by color on a large scale. Through touch and
attentive perception, we offer viewers to acquire knowledge via other sen-
ses than the rational reflection.

The transformation of the classical ballet barre results in The Flow as
the central choreographic object. It is a training ground, an arena, but also
a spatial drawing. Both the dancer and the spectator thus find themselves
in a new situation. They are in particularly uncomfortable positions. The
circular format forestalls concentrated focus on one’s energy and directly
encourages collective dialogue. The theatrical term “black university”
(better known as “black box”) refers to a space (usually a stage) eager for
action. It demands performativity, light, and dialogue with viewers. We shift
from fascination with the stage as a place that is still waiting - it needs to
be filled with movement - to objects that seemingly resemble a function.
These are the two main directions in which we approach the entire space of
the experimental project.

The dark blue, reflected throughout the space, symbolically refers to the
historical birth of Action Art. Blue symbolizes intuition, concentration, and
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the absolute. This part of the surface thus becomes a setting reserved for
training or a workplace where we all can meet.

Nebojte se, kralovno, krev uz davno vsakla do zemé.
Na misté, kde byla prolita, se uz dnes nalévaji vinné hrozny.

He 6oviTecb, koponesa, KpOBb AaBHO yLuna B 3emiio. M Tam, rae oHa
nponunack, yxe AaBHO pacTyT BUHOrpaaHble rpo3abs.!

1) BULGAKOV, Mikhail: The Master and Margarita

Osobnost se sbira po kouscich.

Budouci osobnost, jesté jako malé dité, kouka po ostatnich - a kopiruje
zalibené rysy, pohyby, mimiku, reakce.

Dité se vzdy narodi jako autentické, svobodné, s urgitymi vlastnimi hranice-
mi, a s ¢asem se pokousi toto dekonstruovat po vzoru dospélych — uvédo-
méle, nebo ne.

Dospély se sméje — dité se za¢ina smat s nim, nejdfive uméle, se snahou jej
napodobit, ale postupem ¢asu se u¢i smat pfirozené.

V puberté se ¢lovék snazi zapadnout do néjaké subkultury — nebyt jako
ostatni, ale zaroven hledat sobé& podobné.

Chvilemi prebirame rysy nami oblibenych celebrit - pohled, Gsmév, pohyb,
oblek.

Prilezitostné se nam libi hudba, co se pousti v rddiu a zazniva v Zebfi¢cich
na MTV.

Nékdy touzime po milostnych romancich jako v seridlech a dramatickych
filmech.

Chceme mit stejné zeleny travnik jako soused.

Ze vzpoury se tetujeme, z pokory chodime do chramu.

Jsi pramérem 5 lidi, se kterymi se setkavas.
Jsi primérem 5 pisnicek, co zpivas.

5 memd, co jsi lajknul.

5 lidi, do kterych jsi zamilovany.

V podstaté pramérem nejsi, ale chces byt.

Nase cesta jako dospélého — vratit se zpatky k sobé puvodnimu. Odhodit

to, co nami bylo pfivlastnéno navic, ze syntetické touhy, z chuti zapadnout,

z potieby byt ocenénym (v nejvyssi hodnoté samoziejmé).

Jaké jsou nase touhy? Rodice / okoli / kamaradi / partner si mysli, ze vi lépe,
co je pro nas nejlepsi — kym se mame stat, jak se chovat, kdy a za koho se
vdat/ozenit, jak se mame oblékat a kdy je vhodné se usmat. Abychom nebyli
sebou.

Snaha kopirovat existujici strategie existence s cilem byt souc¢asti social-
niho celku ze strachu, ze nebudu pfijat, z genetickych pfedpoklad( potieby
k socializaci.

Maskovani své osobnosti je akt sebedestruktivni — sebeposkozujici.
To, co nds muze délat nestastnymi, se mize skladat z klamnych predstav
o tom, jak musime zit.

Je dllezité zastavit se v honi¢ce za celoplodnym uznanim svoji umélohmot-
né osobnosti vytvofené ze strachu nezapadnuti do urcité struktury, ale najit
se a pfijmout sebe. (KdyZ spéchas a skaces do cizi tramvaje.)

Je zfejmé, ze i nas plvodni, tovarni stav, ke kterému se vracime, mlze byt
synteticky - vytvoreny ze véeho, co jsme posbirali cestou dospivani, a mize
byt neoddélitelnou soucasti naseho Ja. Protoze se nelze preci inspirovat tim,
Co neexistuje.

Ten rozdil, co je nase a co neni, je jenom v tom, co nas déla stastnymi ve
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svém vlastnim byti.

*kk

Casto se stava, e aby ¢lovék pochopil, Ze mé v sobé destruktivni programy,
musi pfijit velka, casto neprijemna, prudka zména.

Zména, ve které ¢lovék zUstane sam se sebou - se svymi strachy, stiny,
pfedsudky.

A zaéne boj, a nastane prevrat.

16 arkan v tarotu - karta véze. Karta prudké zmény. Kdyz v§echno, co se bu-
dovalo mnoho let, se znici a prevrati se v jeden nekontrolovatelny okamzik.
A znici se, protoze to stalo na Spatnych zakladech.

Prulom, kolaps ega, nenadalé a radikalni zmény, které vedou k osvobozeni,
ukonéeni starych a destruktivnich programd, zhrouceni iluzi, uvédoméni si
vlastniho vézeni (uzavirani se do zdanlivého bezpedi), revoluce, situace se
vymyka kontrole, ale i zhrouceni, nehoda, krach, rozchod, Sok, blesk z cisté-
ho nebe..2

2) http://www.tarotovaskola.cz/vyznam-tarotove-karty-vez/.

Véz je symbolem univerzalniho principu uzdravovani, nahrazovani starého
novym a symbolem obnovy. ..VéZ je symbolem promény a probuzeni, které
je nutné ke zbourani vseho, co je v nasem nitru umélé, falesné anebo si
klade ke své existenci podminky.®

3) https://probud.se/tarot1/crowleyho-tarot/velka-arkana/996-crowleyho-tarot-16-v.

*kk

Svét je proménitelna skladanka. Sestavujeme se, rozebirame se.

Po dekonstrukcei, na novych zékladech, z prachu, postavit pevnou, novou
véz. Se spravnymi pohledy (vyhledy) na svét. S kompletnim chapanim svéta
vnitniho.

Hlavni je, aby tentokrat zaklad byl pevny.

Budovani umélé osobnosti
Véz

Krach umélé osobnosti

{Prudka zména

Otoceni svéta

Niceni v§eho starého a, zdalo se, pevného
Uvolnéni mista pro néco nového
Zhrouceni iluzi

Krach ega

Transformace

Zniceni véech predstav o sobé a okoli a budovani od znovu
Pohled do samotného Ja
Sebeidentifikace

Narozeni nového Ja}

Don’t be afraid, your majesty, the blood has long since drained away into
the earth and grapes have grown on the spot.

He boviTechb, koposneBa, KpoBb AaBHO yLuna B 3emsito. M Tam, rae oHa
nponunace, yxe AaBHO pacTyT BUHOrpaaHble rpo3abs.!

1) BULGAKOV, Mikhail: The Master and Margarita
The personality is collected piece by piece.

The personality-to-be, already as a small child, observes others — and mim-
ics their favorite features, movements, facial expressions, reactions.

A child is always born authentic, free, with certain limits of its own. It is only
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over time that it tries to deconstruct this — either consciously or unconsciously.

An adult laughs - and a child begins to laugh along, at first affectedly, in an
effort to mirror the adult, but it later learns to laugh spontaneously.

In puberty, one tries to fit into a subculture - to be different, but to simulta-
neously seek those who are like him or her.

At times, we adopt the features of popular celebrities - the way they glance,
smile, move, and dress.

Occasionally, we like the music heard on the radio and in MTV charts.

And sometimes we crave love affairs we have watched in series and drama
movies.

We want the same green lawn as that of our neighbor.

We get tattooed out of rebellion and go to church out of humility.
You are the average of the five people you are seeing.

You are the average of the five songs you sing.

Of the five memes you have liked.

Of the five people you're in love with.

You in fact are not average, but you want to be.

Our journey as an adult — going back to our authentic self. Throwing away
what we have appropriated extra, out of synthetic desire, out of the desire to
fit in, out of the need to be valued (the highest, of course).

What are our desires? Parents / those around us / friends / partners think
they know better what is best for us - who we should become, how to be-
have, who to marry and when, how to dress, and when it is appropriate to
smile. In order not to be ourselves.

An attempt to copy the existing strategies of existence in order to be part of
a social whole for fear of not being accepted, of the genetic presuppositions
of need in socialization.

Masking one’s personality is an act of self-destruction - self-harming.

What can make us unhappy can consist of misleading ideas about how we
must live.

It is important to stop oneself in the chase for a blanket recognition of one’s
plastic personality formed out of fear of not fitting in a certain structure,
but to find oneself and accept oneself. (When you're in a hurry and jump on
someone else’s tram.)

It is obvious that even our initial, default setting to which we return can be
synthetic - made of everything we have collected through adolescence and
forming an inseparable part of our Self. Because you can't be inspired by
what doesn't exist.

The difference between what is ours and what is not is just what makes us
happy in our own existence.

It often happens that in order to realize that one has destructive programs
inside, a big, often unpleasant, abrupt change must come.

A change when one remains with oneself — with one’s fears, shadows, prej-
udices.
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And the fight begins, followed by a coup.

The 16th Major Arcana card in Tarot is the Tower. It is the card of an abrupt
change. When everything that has been built for many years is destroyed
and overturned in a single uncontrollable moment. And it is destroyed be-
cause it was based on the wrong foundation.

Breakthrough, collapse of ego, sudden and radical changes that lead to
liberation, termination of old and destructive programs, collapse of illusions,
awareness of one’s own prison (closing into a seeming safety), revolution,
situation beyond control, but also collapse, accident, crash, breakup, shock,
lightning out of the blue..2

2) http://www.tarotovaskola.cz/vyznam-tarotove-karty-vez/.

The Tower is a symbol of the universal principle of healing, of replacing the
old with the new, and the symbol of renewal. ... The Tower is a symbol of
transformation and awakening, which is necessary to demolish everything
in us that is artificial or false or conditions its existence.®

3) https://probud.se/tarot1/crowleyho-tarot/velka-arkana/996-crowleyho-tarot-16-v.

The world is a changeable puzzle. We assemble, we disassemble.

To build a solid, new tower on new foundations, from dust, after the decon-
struction. With the right views of the world. With a complete understanding
of the inner world.

The main thing is that this time the foundations are solid.

Building an artificial personality
Tower

Collapse of an artificial personality

{An abrupt change

Turning the world around

Destroying everything old that seemed solid
Emptying space for something new

The collapse of illusions

The breakdown of the ego
Transformation

Destroying all ideas about oneself and those around and rebuilding every-
thing from the scratch

Introspection
Self-identification
The birth of the new Self}

Zavérecna diplomova prace navazuje na dila z predeslych ro¢nik( a ko-
mentuje rozporuplny vztah ¢lovéka a pFirody. Pivodni objektova instalace
méla reprezentovat atributy pfitazlivé jak pro lidskou fisi, tak pro tu zvifeci.
At uz je to stifecha nad hlavou, metaforicky pevny bod v prostoru, kterého se
muzeme zachytit, nebo jen pouhy zdroj potravy ¢i objekt zvédavosti. Geneze
celého projektu zapog&ala pfi mém &asteéném presunu do oblasti Ceského
Svycarska, byvalych Sudet. Zde jsem se velkym nad$enim ponofil do studia
permakultury, s patfi€nou naivitou jsem zalozil rozlehly jablonovy sad a se
Zenou a nékolika prateli jsme zacali provozovat Cifra Gallery, kterd méla
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byt odpovédi na pragocentrizujici umélecky provoz a zarover moznosti se
setkavat se zajimavymi kolegy mimo oficialni galerijni a akademickeé struktu-
ry. VSechny tyto zkuSenosti byly navazany na misto, ve kterém jsem z &asti
vyrostl, a aniz bych si toho byl védom, stavaly se velice osobnimi.

Pfirozenym procesem se tedy posledni prace na AVU stavala i pro mé
osobni vypovédi, kterda ma — a zaroven i v divakovi — otevirat zminéné i viilbec
nevyicené interpretace dila.

Prostor vznasejici se nad nasimi hlavami reprezentuje objem zkusenosti
v jejich kladnych i zapornych konotacich. Néktefi tento prostor nechavaji
otevieny ostatnim, jini ho panicky chrani pfed okolnim svétem. Ve v§ech
pripadech ale nikdy nejsme schopni vygist cely obraz. Cely tento (mGzeme
ho nazvat tieba) katafalk zkuSenosti s nami cestuje v Case, ktery nam byl
vymeéfen. Doprovodem mu je satiricky pojaty poutac, ktery jako by osprave-
dlnoval nase jednani, at uz je jakékoliv.

Objekty byly vytvoreny v pfirodé, kde byly i umistény, maji tam svUj
ucel a budou tam po sehrani své role na vystavé opét vrdceny. Moment
cesty a jejiho uzavreni je protkan celym dilem, nejedna se vSak o cestujici
architekturu (jako je tomu naptiklad v dile Simona Starlinga Shedboat-
shed), ale jde spiSe o jakousi kritiku komodifikace uméleckého dila, jeho
vykalkulované estetizace a satiru na repetetivnost v nasi kazdodennosti.
Objekty navozuji pocit, ze byly doslova ,vykofenéné® ze svého plvodniho
prostiedi. Zde se jako prvni nabizi paralela s historii Sudet, mista, kde
vznikly. Rovnéz ale ilustruji i komplikovany vztah ¢lovéka s pfirodou a jeho
oddéleni od pfirozenych procesu, které po tisice let definovaly nas vyvoj.
Dnes v akcelerované dobé jsme samozvanymi vladci planety. Nedokazeme
zastavit expanzi naseho ,velicenstva“ a je jen na nas, jak se s touto zkuse-
nosti vyrovname.

The diploma project expands on works from previous years and com-
ments on the contradictory relationship between man and nature. The
original object installation was designed to represent attributes attractive to
both the human and animal realms. Whether it's a roof over one’s head,

a metaphorical fixed point in space which can be captured, a source of food
or an object of curiosity. The genesis of the whole project commenced with
my partial move to the region of Bohemian Switzerland, the former Sude-
tenland. Here, I've rather enthusiastically immersed myself in the study of
permaculture, naively planted a large apple orchard and started running Ci-
fra Gallery with my wife and several friends. The gallery was not only found-
ed as a response to the ‘Prague-centric’ art scene but also an opportunity
to meet interesting colleagues outside the traditional gallery and academic
structures. All these experiences were linked to the place where | was par-
tially brought up and, unconsciously, became very personal.

Organically, the last works I've created at the Academy of Fine Arts
evolved into a personal statement which should disclose both the men-
tioned and unspoken interpretations of the work.

The space above our heads represents the volume of experiences both
in their positive and negative connotations. Some people leave this space
open to others, others anxiously protect it from the outside world. However,
it is never possible to understand the complete situation. This catafalque of
experiences which roams in the time assigned to us, accompanied by
a satirical placard, justifying our actions - whatever they may be.

The objects were created in nature, where they are not only located but
are purposeful, and will be returned back to nature after playing their role in
the exhibition. The image of the journey and its closure is interwoven with
the work; however, the work is not an example of ‘travelling architecture’
(such as Simon Starling’s Shedboatshed), rather it is a critique of commod-
ification of the artwork, its calculated aestheticization and satire on the
mundane repetition. The objects evoke the feeling of uprooting from their
original environment, therefore embodying the history of Sudetenland,

a place of their origin. However, they also illustrate the complicated relation-
ship between man and nature, and its separation from the natural processes
that have defined our development for thousands of years. Today, in these

accelerated times, we have become the self-proclaimed rulers of the planet,
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being unable of stopping the expansion of human ‘majesty’ - it relies on how
we choose to handle this experience.

Nase uplné posledni dny na Zemi se odehravaji v nasi hlavé. V niterném
projekénim sale, ktery vysild obvykle jen okamzik pred smrti. Vychozim
bodem mé prace je pravé ten myticky moment, kdy vam pied skonanim
probéhne cely Zivot pfed ocima jako film. Ja véfim, Ze je to pravda. Ve stresu
a panikach se mi néco podobného stava. Vybavi se mi scény souvisejici se
stresovou situaci, momenty, na které jsem si nevzpomnél jiz velmi dlouho.
Neni to ale film klasicky chronologicky, ale spiSe je sestfihany retrospek-
tivné, asocia¢né. Obrazy se poskladaji na zakladé riznych vztah( a vazeb
i nepravdépodobnych souvislosti.

Ve své diplomové préci vytvaiim sérii drobnych ¢ernobilych kreseb, kte-
ré reprezentuji urcité obrazy ze zivota mladého ¢lovéka s jeho strastmi i ra-
dostmi. Trochu z détstvi, trochu z puberty, trochu z dospélosti. Skola, strasti.
Prace a brigady, strasti. Pratelstvi, radosti. Laska, strasti i radosti.

Jako ramec pro fazeni kreseb za sebe jsem se rozhodl| pouzit rok a Ctyfi
ro¢ni obdobi v ném. Od zimy po zimu. Stfida se pocasi i teploty, a to vytvari
specifické situace a zazitky. Slejvak na demonstraci zamrzi, ale naproti tomu
posili tizivou atmosféru problému, kvuli kterému tady prece jsme. Polibky
pod rozkvetlou tiesni jsou sice kligé, ale tak milé, Zze po ném vsichni tak
trochu tajné touzime. Nebo ne?

Ve své praci bych chtél vyjadfFit rizné véci z dnedni doby, které mi pfi-
jdou dulezité a stoji za zaznamenani. Vedni prchavé okamziky i tézko pre-
nosné atmosférou nabité chvile plné Uzkosti a place. Milenidlové a jesté vice

Inspirujici jsou pro mne filmy, hlavné ty dokumentarni, ve kterych jsou
prostiihany archivni materialy, ale i anime nebo skate videa. Naptiklad filmy
Simona Safranka a Simona Hajka (Meky, King Skate, Rapstory). Myslim, ze
takovy ,predsmrtny film“ by mohl vypadat presné jako filmy od zminénych
tvhrc(. Dalgim ddlezitym zdrojem je mdj oblibeny anketni film Jana Spaty
Nejvétsi prani, kde se v uvolnénych Sedesatych letech pta mladych lidi, jaké
jsou jejich nejvétsi prani, zivotni ocekavani ¢i ndzory na spolec¢nost. A i nyni
je tfeba se zeptat: ,,Jaké jsou tedy ty nase?”

Our very last days on Earth take place in our heads. In an inward pro-
jection room that usually screens just a second before we die. My point of
departure is precisely the mythical moment when your entire life unfolds
before your eyes like a film as you depart. | believe it is true. | experience
something like this every time | am stressed and in panic. It evokes scenes
related to a stressful situation, moments that | have not long recalled. But it
is not a typical chronological film; instead, it is edited retrospectively, asso-
ciatively. The images form a whole on the basis of various relations, ties, and
unlikely contexts.

My diploma work consists of a series of small-dimensional black-and-
white drawings that represent specific moments from a young person’s life
with all of its sorrows and joys. A little bit from the childhood, a little bit from
puberty, a little bit from adulthood. The school, the misery; the temporary
and other jobs, the misery again. The friendships, the joys, and love.

The framework I've chosen for the sequence of the individual drawings
is a year and its four seasons - from winter to winter. Weather conditions
and temperatures alternate, bringing specific situations and experiences.

A pouring rain at a demonstration may be bothersome but, on the other
hand, it eventually intensifies the heavy atmosphere of why we are here.
Kissing a lover under a blossoming cherry tree may be a cliché, but it is so
nice that we all secretly crave it. Or don’t we?

| would like my work to express various today’s issues that | find im-
portant and worth noting. Everyday fleeting moments as well as the hardly
translatable atmosphere charged with anxiety and tears. Because the mil-
lennials, let alone the Z generation, are perhaps the most pessimistic gener-
ations in a long time.

My sources of inspiration include films, especially documentaries fea-
turing edited archive documents, but also anime and skate videos. It is, for
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instance, the films by Simon Safranek and Simon Hajek (Meky, King Skate,
Rapstory). | think that such a “pre-mortem” film could be exactly like the
works by the above-mentioned filmmakers. Another important source to

me is my favorite Spata’s “inquiry” film The Greatest Wish from the liberated
1960s, in which the author asks young people about their greatest wishes,
life expectations, and views on the contemporary society. And today, too, we
shall ask, “So what are ours?”

Doted jsem ve své tvorbé oddélovala hudbu a obraz. Postupem ¢asu ve
mné ale roste touha prozkoumat jejich spojeni. Intuitivné tak tihnu k vytvo-
feni prostiedi, které mi umozni pocitit fyzické obklopeni tim, co se hudbou
i obrazy snazim vyjadfit. Jde mi o vytvoreni pfirozeného environmentu, do
néjz mizu vstoupit, a performovat tak zpév uprostied velkého prostoru
instituce. Zatim jsem jako malifka vytvarela prostredi jen v ploSe obrazu,

a pokud slo o fyzické realizace v prostoru, tak jen v prostiedi domova.

V pripadé pokoju, ve kterych jsem Zila, $lo ¢asto o prostory tak malé, ze celé
mé osobni teritorium bylo vyplnéno posteli. Postel se tak stavala déjistém
v§eho. Srdce bytu, domu. Na stazi v Indonésii jsem si poprvé uvédomila, jak
jsme béhem spéanku zranitelni. Prvni noc na Javé jsem zkousela spat bez
moskytiéry, v zemi, kde jediné bodnuti malického hmyzu mGze znamenat
fatalni nasledky. Moskytiéra v takové zemi je naprostou nutnosti k pieziti.
Neni mozné si dovolit zanechat své télo nestfezené bdénim, neni mozné
usnout. Ten zvlastni prostupny prostor v prostoru patfici jediné posteli
znamena jediné bezpedi, kdyz pFijde noc. Skrz muze svétlo, vzduch, zvuk.
Hmyz ne. Latka je tak jemna, Ze plsobi spiSe jako magické pole ochrany
nez cokoliv jiného.

Kdyz jsem se zacala své diplomové praci vénovat, uvazovala jsem o né-
¢em, co jsem si pro sebe nazvala ,elfskou ikeou®. Pokazdé, kdyz jsem byla
nucena zacinat zit na novém misté, at uz v ramci stazi, nebo pii jakémkoliv
stéhovani, kterych jsem méla mnoho, bylo pro mé dulezité zafidit si domov
tak, aby pro mé vyjadioval v$e, co pro mé domov znamena. Kdyz jsem pak
pfisla na ¢as zit do jiné evropské zemé, vzdy jsem se potfebovala zoriento-
vat v novém neznamém prostiedi. Komfortni ostrov tak pro mé byla ¢asto
lkea. Zac¢ala tak mnohdy série mirné obsesivnich navstév obchodniho domu,
ktery mé vzdycky dokazal osélit falesnymi ,domovy“. Najednou jsem se do-
kéazala uklidnit mezi klony domacnosti, které ¢astec¢né znam z kazdého bytu,
ciziho i svého. Lehala jsem si do posteli a citila se jako ve svém, sledovala
jsem dal$i zakazniky pfirozené proudici v tu chvili mou loZnici, a presto jsem
byla omamena jakousi intimitou, ktera mi prisla zcela reédlna

Moje identita a tvaréi procesy jsou od zaéatku silné spojeny s pFirodou.
Jsem fascinovéana vs§im, co roste, buji, tleje a Zije svym Zivotem. Pfiroda a ze-
lené neprostupno je pro mé az archetypalnim dé&jistém pro sny, predstavy
a tuzby. Prosttedim, ve kterém se vétsina mych maleb odehrava. Moje Woo-
den cave by méla byt intimnim prostorem, zdrojem obnovy sily, bezpeé¢nym
utocistém, kde se véechny aspekty mé identity mizou potkat a zhmotnit.

So far, | have separated music and painting in my work. But over time,
| have a growing desire to explore their connections. | thus intuitively tend to
create an environment that allows me to feel physically surrounded by what
| am trying to express through my music and images. My aim is to create
a natural environment that | can enter and perform singing amidst a large
space of an institution. As a painter, | have hitherto created an environment
only in the space of a painting, and if it was physical realizations in space,
then only in the home environment. In the case of the rooms | lived in, the
spaces were often so small that my entire personal territory was filled
with a bed. The bed thus became the scene of everything. The heart of the
apartment, the house. During a fellowship in Indonesia, | first realized how
vulnerable we are during sleep. The first night in Java, | tried to sleep without
a mosquito net, in a country where a single sting of a tiny insect can have
fatal consequences. A mosquito net in such a country is an absolute must
for survival. You cannot afford to leave your body unguarded, it is impossible
to fall asleep. The peculiar permeable space in the space solely belonging
to the bed means the only safety when night comes. Light, air, sound can go
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through. Not insects. The fabric is so fine that it feels more like a magic field
of protection than anything else.

When | started working on my diploma, | thought of what | called an “elf
ikea.” Every time | was forced to start living in a new place, whether during
fellowships or when | was moving (many times), it was important for me to
arrange my home to express everything that home means to me. When
| came to live in another European country, | always needed to get orien-
tated in a new unfamiliar environment. The comfortable island to me was
often Ikea. There thus often began a series of slightly obsessive visits to the
department store, which always managed to deceive me with fake “homes.”
Suddenly | was able to calm down among the clones of households that
| partially know from every apartment, either someone else’s or mine. | would
try various beds and it felt like home. | watched the other customers flowing
naturally through my bedroom, and yet | was intoxicated by a kind of intima-
cy that seemed very real to me.

My identity and my creative processes have been strongly associated
with nature since the beginning. | am fascinated by everything that grows,
flourishes, and thrives and lives its own life. For me, nature and the green
impenetrability is an archetypal scene for dreams, imagination, and desires.
An environment where most of my paintings take place. My Wooden Cave
should be an intimate space, a source of renewal of strength, a safe haven
where all aspects of my identity can meet and materialize.

| kdyz jsem plvodné z Prahy, seznameni se s uménim skrze zkusenost
Zivota v Usti nad Labem pocituji jako ddlezité pro mé a moji praci. Pfiblizilo
mi to pfedstavu o tom, jak moc privilegovany je ¢lovék jako ja a Ze spoustu
predstav o dosahu sou¢asného uméni je zcela lichych. Obdivuji proto véech-
ny lidi, ktefi v Usti Ziji a tvofi tam skvélou nezavislou souéasnou scénu.

Celé své studium na AVU jsem tak z vétsi ¢asti prozil distan¢né, coz
nebylo Uplné podle mych predstayv, ale jako pozitivni z toho vnimam urgity
druh osamostatnéni se od zavislosti na instituci, byla to jakasi zkouska toho,
co mé muze ¢ekat po dokonéeni studia.

Pro mé osobné je tak diplomova prace jen dal$im stupném procesu, ve
kterém se zrovna nachazim. A to je urcitd metoda prace, které se snazim
drzet. Tedy vnimat svou praci jako dlouhodoby proces, ve kterém mi néco
roste pod rukama a ja se snazim pfijit na to, co to je. Vzdy se snazim pohy-
bovat se ve vztahu ke své pfedchozi zkusenosti a pozorovani. Dalezité je pro
mé vytvoreni jakéhosi performativniho rdmce, ve kterém dilo vznika. Po jeho
dokonc¢eni prichazi faze pozorovani toho, co se déje s realitou, ve které se dilo
ocitlo, a kam se dale chce rozvijet. Nemam to tak vzdy zcela pod kontrolou
a ne vzdy mé to bavi, nékdy je mi ze samotné prace vylozené Gzko a véechna
ta romanticka radost z tvorby se vytraci. Casto se tak divam na realitu ménici
se v pomérné nehostinné prostiedi, prostiedi, kterému je ¢lovék Ihostejny.

Je to jako kazdy den, kdyz se probudim a pozoruji, jak rostou kvétiny
u mého okna, kontroluji, jestli neni plida moc sucha nebo moc mokra, zdali
pfimé slunce nepdli pfilis a nespaluje listy, zda voda na zalévani ma sprav-
nou teplotu a obsah mineral(. A doufam, ze diky tomu nezemfiou. Ale v co
vyrostou, jak budou velké a jestli nahodou pak nepohlti cely muj prostor, to
uz nechavam na nich. Stejné tak pfistupuiji ke své praci, pozoruiji jak roste, co
plodi, jaké prostiedi vytvafi.

Citim, Ze jsem ve svém uvazovani vyrazné ovlivnény jakousi dystopic-
kou, ¢asto az ke svétu ironickou naladou. Ta vychazi z velké miry z vyrastani
na dystopickém sci-fi Zanru knih a filmu, které mé uhranuly svou bezbiehos-
ti v popisech lidskych selhani. Pfi kazdé své praci se tak snazim vnimat pro-
ménu vyznamU materialQ, které pouzivam, vnimat material nejen jako pro-
stiedek ke znazornéni, ale také jako objekt se svymi vyznamy a kontextem.
Pfemyslim nad tim, jakou cenu ma viibec vytvaret dalsi a dalsi nové véci.

Although | was born in Prague, | feel that having gotten acquainted with
art through the experience of living in Usti nad Labem has been essential to
me and my work. It brought me closer to realizing how privileged people like
me are how many notions about the reach of contemporary art are com-
pletely out of touch. For that, | admire all the people who live in Usti while
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creating great, independent contemporary art there.

| spent my entire studies at AVU mostly in distance mode, which was
not exactly to my liking, but | see it as a positive, becoming kind of indepen-
dent of the institution, a test of what might await me after my graduation.

Therefore, my thesis is just another stage of the process that | have
been undergoing lately. My method of working that | wish to stick to - to
see my work as a long-term process in which something grows under my
hands and | strive to figure out what it is. | always try to work in relation to
my previous experience and observations. What is important to me is the
creation of a kind of performative framework in which the work emerges.
Once it is finished, there comes a phase of observation of what is happen-
ing with the reality that the work is in and where it wants to go next. | am not
always completely in control and | do not always enjoy it, sometimes | get
downright anxious about the work proper and all the romantic joy of making
it disappears. Thus, | often observe reality turning into a rather inhospitable
environment, an environment to which one is indifferent.

It is like waking up every day and watching the flowers grow by my
window, checking that the soil is not too dry or too wet, that the direct sun
is not burning the leaves too much, that the water for watering is the right
temperature and mineral content. And | hope the flower will live. But what
they will grow into, how big, and whether they might accidentally gobble
up all my space afterwards, this is what | leave up to them. | approach my
work in the same way, watching how it grows, what it produces, what kind of
environment it creates.

| feel that | am strongly influenced in my thinking by a kind of dystopian,
often ironic mood towards the world. This stems largely from my having
read and watched so many dystopian sci-fi books and films that captivated
me with their broad descriptions of human failings. Therefore, in each of my
works my goal is to perceive the changing meanings of the materials
| use, to see the material not only as a means of representation but also as
an object with its own meanings and context. | keep asking myself whether
creating more and more new things even makes any sense.

Prace vychazi z tendence pozorovani kazdodennosti a vnimani vnitfnich
déju. Zkoumanim tvar( pfirody a lidského téla. Lidé, velikost a hloubka kaz-
dého z nich, diky své historii, emocim, vzdélani, vlastnostem... VSe si nosime
v sobé. V nasich schrankach, které jsou nam dané a znac¢né ovliviuji nas zivot

Sochy prezentuji hmotna téla, jejich stavbu, konéetiny a prostor uvnitf.
Rust, kiehkost, bezpedi, zaroven pocity sevieni a omezeni. Pfipodobnéni
¢lovéka k amfore navazuje na mou predchozi praci, kdy amfora slouzila jako
bezpecné misto k odloZzeni potifebného. Takova intimni skrys. Uvédoméni, ze
intimni skrys se nachazi ve mné, a v kazdém z nas, mé vedla k personifikaci
amfor. Vytvofit je tak, jako by byla jejich existence skute¢né pfitomna. Aby
ovlivnily prostor ve své blizkosti. Jsou to téla bytosti, v nadzivotni velikosti.
Jejich hmotnost je uréena tenkou skorapkou definujici vnitini obsah.

Chronologicky déj vystavy postupuje skrze ¢tyfi sochy.

Hromadka vétvi, zakonzervovanych a citlivé oetienych. Jejich rust je
zastaven, plsobi jako zivy organismus, jen tak odlozeny.
sevieny pocit vymezeného prostoru, ve kterém se nachazime.

Lezici télo kostry amfory, pfipominajici lasturu. Skrys se stejnou stav-
bou, jako je brana. Stojici amfora, bytost v temném stinu, prostor uvnitf je
skryt pod hmotou téla. Mozna je to vnitini vzezieni.

Jsme pouceni, Ze néjak skodit padlému protivnikovi a ,...pokladati za
nepfitele to mrtvé télo, zatimco pravy bojovnik odletél a zbylo jen to, ¢im
bojoval..“ (Ustava, 469d)

Své ja oddéluji od svého téla. Télo vnimam jako prostiedek, jak se stat
skutec¢nym v tomto svété. Je to schranka, lastura, vymezeny prostor pro
mou vnitini expanzi. Télo je hrob duse. Duse presahuje své télo a s télesnou
zkazou podléha zivotu na zemi.

Samotné télo je jen jakymsi pridavkem duse, ktery je formovan dusi
a skrze néjz se duse muze projevovat. Pokud tedy budeme ¢lovéka chapat
jako dusi, pak jsme k télu ,pfipoutani na zpUsob skeble". (Faidros, 250c)
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The work is based on the tendency to observe the mundane and per-
ceive inner processes by exploring the shapes of nature and human body.
People, the size and depth of each individual, resulting from their history,
emotions, education, characteristics... We carry everything inside us. In our
shells that have been given to us and deeply influence our lives.

The sculptures present material bodies, their structure, limbs and the
space inside. Growth, fragility, security, and at the same time feelings of

confinement and limitation. The likening of the human to an amphora relates

to my previous work, where the amphora served as a safe place to put away
necessities. A kind of intimate hiding place. The realization that the intimate
hiding place is within me, and within each of us, led me to personify the am-
phorae. To create them as if their existence were truly present. To affect the
space in their proximity. They are the bodies of beings, larger than life. Their
weight is determined by the thin shell that defines their inner contents.

The chronological plot of the exhibition progresses through the four
sculptures.

A pile of branches, preserved and sensitively treated. Their growth is
arrested, they act as a living organism, just set aside.

A gate, a skeleton that defines space, both external and internal. Safety
and at the same time a clenched feeling of the defined space in which we
find ourselves.

The recumbent body of an amphora skeleton, reminiscent of a shell.

A hiding place with a gate-like structure. A standing amphora, a being in
dark shadow, the space inside hidden beneath the mass of the body. This
might as well be an inner appearance.

“And don't you think it illiberal and greedy to plunder a corpse, and is it
not the mark of a womanish and petty spirit to deem the body of the dead
an enemy when the real foeman has flown away...” (Republic, 469d)

| separate my self from my body. | see the body as a means of becom-
ing real in this world. It is a shell, a defined space for my inner expansion.
The body is the grave of the soul. The soul transcends its body and with
physical destruction succumbs to life on earth.

The body itself is only a kind of appendage of the soul, shaped by the
soul and through which the soul can manifest itself. If we understand man
as a soul, then we are ,imprisoned (to the body) like an oyster in its shell”
(Phaedrus, 250c).

Tohle bude hluboka sebereflexe.
Moji snahou je propojit rlizné vlivy skrze osobné pojatou formu. Ma tvorba
a vizualni svédectvi je mnohem vice o mné samotném nez o zprostiedko-
vani tématu divakovi. | pfes to, ze ma prace muze plsobit libivé, rozhodné to
neni jeji cil. Cilem je ovliviovat véci kolem sebe do podoby, co je mné osob-
né blizké a pfijemné. Vzdy jsem se pokousel vytvaret jakési univerzum okolo
moji osoby, ktera se proménovala s vyvojem osobniho stylu a vkusu.

Dila jsou ovlivnéna nasavanim velkého mnozstvi podnétd, které repre-
zentuji rozsiteny svét okolo nich. Od kiehkych pfirodnich motivd, pfirodnin,
mody, hudby i videa po ¢isté emocni vytvory a prvky existencionalismu
a japonismu. Vytvarim tak bohaté inspiraéni celky, které jsou zakladem ve
vytvareni vztahl a formovani ideji pro muj svét. Citlivé se spojuji v estetic-
ko-emoc¢ni celek, z néhoz postupné sdilim ¢asti do svého okoli, nebo takové
prvky, které aktualné souvisi se sou¢asnou tvorbou.

V tomto kuratorském umyslu hraje vyraznou roli i kontrast. Jak vizualni,
tak i osobni. Nebojim se totiz sebevédomé se pohybovat v oblastech, jez
jsou vétsinou cileny na zenskou ¢ast spolec¢nosti. Diky tomu jsem schopny
vyvijet i vlastni feminni stranku, ktera se stale vice projevuje v mé tvorbé.
Nejde v§ak o rozpolcenost ¢i upozadéni maskulinity, ale o souznéni obou
stranek ¢lovéka. Miluji, jak se tyto dva archetypy ve mné spojuji a dovoluji mi
prekracovat vizualni i tematické hranice. Diky tomu se mohu zcela ponofit
do emoc¢ni neomezené hloubky vyjadreni se.

V posledni dobé se stale vice vénuiji vytvareni atmosféry okolo dél, aby
se postupné budovalo universum mého vlivu a zvysila se $ance prociténi
a prohloubil se zasah divaka. Instalace diplomové prace je prvnim velkym
pokusem dosahnout tohoto efektu. Zdaleka ne poslednim pokusem pusobit
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na divaka celym vystavnim prostorem.

Ve své diplomové praci se zaméruji na ideje a kreativni potfeby osob-
nosti, vyjadieni osobnich preferenci. Pokousim se vytvorit osobni posvat-
né misto z objektd, které jsou jakymsi druhem soukromych svatyni, viastni
terapeuticky prostor vybudovany pro jednu osobu pro potiebu pomysiné
osobni meditace. Vysledkem je tendence podfizovat funkci prostoru
Clovéku, zcela jej podfridit lidskosti. Tim prostor vice priblizit ¢lovéku.

Pro diplomovou praci je zdsadni, jak funguje vztah mezi prostorem
a mentalnim stavem, ve kterém Zijeme. Respektive to, jaké mame potieby
upravovat prostor dle svého estetického citéni, na jaké ideje se pfi tom
soustfedime, co za myslenky nas inspiruje, jakou predstavu o prostoru
mame, k éemu jej pretvafujeme a snazime se jej pfirovnat, jak daleko
jsme schopni pienést vnimani prostoru a predevsim, jakym kreativnim
zpUsobem jsme schopni tento prostor proménit. Inspirovala mé situace
s pandemii SARS-CoV-2, kdy jsme byli nuceni travit cas doma a nejlépe
i v odstupu od svych blizkych. Tim jsme zUstali uzavieni ve svych poko-
jich. Jednim z moznych feseni bylo si tento prostor upravit a najit zplsoby,
jak se drzet co nejdéle od nevlidné reality, pesimistickych, toxickych soci-
alnich siti a najit si pro sebe néco ,pozitivnéjsiho“.

This will be a deep self-reflection.

My aim is to connect different influences through a personally conceived
form. My work and my visual testimony are much more about me than
about mediating the topic to viewers. Although my job may seem appeal-
ing, this definitely is not its aim. The aim is to influence things around me
into what is personally close and pleasant to me. | have always tried to
create a kind of universe around my personality that was changing with
the development of my personal style and taste.

My works are influenced by absorbing a large number of stimuli that
represent the extended world around them. From fragile natural mo-
tifs, products of nature, fashion, music, and videos to purely emotional
creations and elements of existentialism and Japonisme. | thus create
rich inspirational units that are crucial for establishing relationships and
forming ideas for my world. They sensitively fuse into an aesthetic and
emotional whole parts of which | gradually share with my surroundings, or
into elements that are currently related to my art.

Contrast also plays a significant role in this curatorial intention — con-
trast that is both visual and personal. Because | am not afraid to move
confidently in areas mostly targeted at the female part of society. This
allows me to develop my own feminine side, which is increasingly reflect-
ed in my work. However, it is not a matter of disunity or overshadowing
masculinity, but of reconciling the two aspects of man. | love how these
two archetypes come together in me and allow me to go beyond visual
and thematic limits. Thanks to this, | can completely immerse myself in
the emotional unlimited depth of expression.

Recently, | have been focusing more and more on creating an atmo-
sphere around my works, in order to gradually build the universe of my
influence and increase the chances at experiencing and deeper affecting
viewers. The installation of my diploma is my first big attempt to achieve
this effect. Not by far the last attempt to affect viewers with the entire
exhibition space.

My diploma focuses on ideas and creative needs of a personality, on
expressing personal preferences. | am trying to create an intimate sacred
place from objects that are a kind of private shrines, my own therapeutic
space built for one person for the purpose of imaginary personal medi-
tation. The result is the tendency to subordinate the function of a space
to man, to completely subordinate it to humanity. This draws the space
nearer to man.

The crucial aspect of my diploma is how the relationship between
space and the mental state in which we live works. Respectively, what our
needs to adjust the space according to our aesthetics are, what ideas we
focus on, what ideas inspire us, what idea we have about a space, what
we transform it into and try to compare it, how far we are able to shift the
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perception of space and above all, in which creative way we are able to trans-
form this space. | was inspired by the situation with the SARS-CoV-2 pan-
demic, when we had to spend time at home and preferably at a distance from
our loved ones. This left us locked in our rooms. One possible solution was to
adjust this space and find ways to stay far away from the unfriendly reality,
the pessimistic, toxic social networks, and to find something “more positive”.

Nas dim je stary, pfestéhovali jsme se sem pred tiemi roky. | kdyz jsme
si vétsinu nabytku nechali, muselo se z pokoju vynosit spousta véci — ¢aso-
pisy, svicny, hrnky, zrcatka... Otevfit okna, aby ¢erstvy vzduch misto zneutra-
lizoval, abychom v ném sami zacali dychat a povazovali je za své. K domku
pfiléha dvorek opasany zivym plotem a za nim velka zahrada. Roste tam
sedm jabloni. Nevim, jestli je to jejich druhem nebo zplsobem zastfihani
stromu, ale jsou nizké tak, ze jablka se daji sbirat ze zemé. Takze se pro né
nemusim natahovat po Zebriku, spi$ se pfi jejich sbirani plazim po zemi.
Celou zahradu lemuije linie rybizd, malin a dal$ich kef(. Jahodové pole jsme
bohuzel nechali zarUst, stejné tak véechny bylinné skalky. V zimé na zahradu
vzdycky trochu zapomenu, nejé¢astéjsim kontaktem se stane vyhled z ku-
chyné. V predjafi se misto znovu otevie a vyzaduje pozornost, neceka a buiji.

Jsem autorkou maleb, linorytd, fotografii a vizualnich instalaci. Mapuji
okolni prostor a kontinualné stfidam motivy z interiéru a plenéru. Vytvafim
velkoformatové malby akvarelem a tusi na platno nebo papir. V grafice
se vénuji barevnému soutisku linorytu. Inklinuji k expresivnimu tvaroslovi
a ve vyjevech nadsazuiji barevnost a svételnost. Realita je filtrovana skrze
vnitini svét mé mysli a citu. Jde o syntézu v§ech téchto slozek. Vytvaiim tak
poloabstraktni dila, vidéné tvary zjednodusuiji, zbavuji detail(l a vyuzivam
zérivych ploch barvy. Mou diplomovou praci tvofi série obrazu, ve které
kombinuji malbu tusi a tisk na platno. Néamétem jsou zabéry z domu a pfi-
lehlé zahrady, kde ziji. Vlastni Gzemi monitoruji z vice UhlG. Domov, ktery si
vytvarim, je mym zrcadlem. Nazpét se tiskne a formuje mé.

Prirozené se obracim a ¢erpam z nejblizsi reality. Nechavam se skutec-
nosti znovu a znovu prekvapit. Hlavnim ,tématem" a ,pohonem” mé prace je
zachyceni ¢asoprostoru, myslim tim charakter a atmosféru mist v okamziku
setkani s nimi. Kdy vyjev obrazové zazari pfed o¢ima. Krajinu a interiér tedy
nepojimam symbolistné nebo literarné. Zobrazované predméty nevnimam
z jejich obsahové stranky, neodkazuji na dalsi a dalsi vyznamy. Na prostor
nahlizim Cisté smyslové a vizualné. Jdu po vztazich mezi vécmi - objekty. Po
tom, co lezi ve vzduchu. Zivotadarna energie mezi svétlem a stinem a mezi
hmotami. Nechavam se skute¢nosti znovu a znovu piekvapit. Je to cesta,
jak si udrzet nebo vystavét citlivost k okoli. Jak porozumét sobé samé. Kdyz
jsem schopna uchopit okolni svét, mohu v ném najit své misto a taky udrzet
pozornost ke kazdodennim vyjevim a k oby&ejnym vécem. Pfi prochazeni
domu, zahrady nebo ulice ¢lovék ¢asto neni na daném misté Uplné. Nosi
v mySlenkach vSechny ukoly a shon. Pfi soustfedéni mohou pfijit chvile
procitnuti — pfirozeného spojeni s prostorem, se zdrojem. Tyto zku$enosti
zaznamenavam skrze malbu a tisk.

Snazim se svét vidét Cisté v barvé a svétle, napojit se na néj. Mym
nastrojem k tomu je ,malitské vnimani*. Okoli tepa vztahy barev, svétel
a struktur. Pozoruji je a hledam co nejucinnéjsi a nejcistsi zplisob zachyceni.
Divakovi je v obrazech nabidnut presun na dané misto skrz specifickou op-
tiku. Roli tu hraje charakter prostoru, prozitku z néj a taky ze samotné malby.
Nahlizejici by se nemél k zobrazovanému mistu prenést skrze iluzi realis-
tickych prostiedkl. Mél by spis$ ucitit atmosféru prostoru a zarovern vnimat
i zplisob namalovanych ploch obrazu. Je tu poskytnuto vytrzeni a zbystfeni.
Nabidka poetiky v§edniho dne.

Our house is old, we moved here three years ago. Even though we kept
most of the furniture, we had to move a lot of things out of the rooms - mag-
azines, candlesticks, mugs, mirrors... We had to open the windows to let
the fresh air neutralize the place, so that we could start to breathe in it and
consider it our own. The house is adjoined by a hedged backyard and a large
garden behind it. Seven apple trees grow there. | don‘t know if it's the variety
or the way the trees have been pruned, but they are low so that the apples
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can be picked from the ground. As a result, | don't have to use a ladder to
reach them, but rather | crawl on the ground to pick them. The whole garden
is lined with a line of currants, raspberries and other shrubs. The strawberry
field has unfortunately been left overgrown, as have all the herb beds. | tend
to forget about the garden in the winter, the view from the kitchen becoming
the most frequent contact. In the pre-spring, the place reopens and de-
mands attention, it doesn't wait and flourishes.

As an artist | make paintings, linocuts, photographs and visual instal-
lations. | map the surrounding space, continuously alternating between
interior and plein air motifs. | create large-scale paintings in watercolor
and ink on canvas or paper. In printmaking, | work with coloured co-print-
ed linocuts. | tend to expressive morphology and exaggerate colour and
luminosity in my scenes. Reality is filtered through the inner world of my
mind and emotion. It is a synthesis of all these components. | thus create
semi-abstract works, simplifying the shapes | see, stripping away details
and using vibrant surfaces of colour. My diploma work consists of a series
of paintings in which | combine ink painting and printing on canvas. The
subjects are shots of my house and the adjacent garden where | live. | mon-
itor my own territory from multiple angles. The home | create is my mirror. It
prints back and shapes me.

I naturally turn and draw from the immediate reality. | let reality surprise
me again and again. The main ,theme” and ,drive” of my work capturing
space-time, by which | mean the character and atmosphere of places at the
moment of encounter. When the scene shines visually before my eyes.

So | do not conceive of landscape and interior in a symbolist or literary way.
| do not perceive the depicted objects from their content, they do not refer
to multiple other meanings. | look at space purely sensually and visually.

| am after the relationships between things - objects. After what lies in the
air. The life-giving energy between light and shadow and between masses.
| let reality surprise me again and again. It is a way to maintain or build my
sensitivity to my environment. To understand myself. If | am able to grasp
the world around me, | can find my place in it and also maintain attention to
everyday scenes and ordinary things. When walking through a house, a gar-
den or a street, one is often not quite fully present in a given place. People
carry all the chores and everyday hustle and bustle in their thoughts. When
concentrating, there can be moments of awakening - of natural connection
with the space, with the source. | record these experiences through paint-
ing and print.

| strive to perceive the world purely in color and light, to connect to
it. My tool for this is ,painterly perception® The environment beats with
relationships of colors, lights and structures. | observe them and look for
the most effective and purest way to capture them. In the paintings, the
viewer is offered a transport to the site through specific optics. The char-
acter of the space, the experience of it and the painting itself play a role.
The viewer should not be transported to the depicted place through the
illusion of realistic means. Rather, they should feel the atmosphere of the
space and at the same time perceive the manner of the painted surfaces
of the painting. Rapture and focus are provided here. A poetics of every-
day life is offered.

Ve své diplomové praci navazuji na predchozi cyklus maleb, ktery jsem
zpracovaval ve tietim a ¢tvrtém ro¢niku studia, a propojuji ho s cyklem, se
kterym pracuji posledni dva roky. Pfedchozi série maleb se zamérovala na
vizudlni balast ¢i smog, ktery nas kazdy den obklopuje a stava se tak sou-
Casti prostiedi, ve kterém Zijeme. Tim se dostava do naseho podvédomi.

Z téchto vizualnich poutaél a ukficenych plakatl a reklam jsem subjektivné
vybiral nejzajimavéjsi prvky, které jsem pozdéji kolazovité kombinoval a tvo-
fil z nich skici pro své obrazy, zanrové zafaditelné jako figura v krajiné. Kazda
skica zahrnovala figuru, ktera byla obklopena dalimi prvky vystfizk(, az se
Vv nich témér ztracela.

Z této formy jsem postupné prechazel k potizovani vlastnich snimkd,

s nimiz jsem dale kolazovité pracoval, ale také k pofizovani nepovedenych
snimkd, které byly ¢asto potizeny skrze rizné mobilni aplikace, které nam
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jasné udavaiji naptiklad trajektorii pofizeni snimku, rychlost atd... Pfi pofizo-
vani téchto snimkd vznikaly rlizné deformace, jejichz pri¢inou byla nespolu-
prace s danou aplikaci, rizné vychyleni se a neuposlechnuti danych tkond.
Tyto deformace se pro mé staly tak pfitazlivymi a zajimavymi, ze jsem se
zacal primarné soustiedit na né.

V dobé, kdy jsem zacinal pracovat s timto formalnim prvkem, jsem sle-
doval serial Black Mirror a doslo mi, ze je zde jista spojitost, se kterou bych
réd pracoval dél ve své tvorbé. Serial byl pouze impulsem k tomu zagit
dané téma zpracovavat, hlavnim bodem a zakladnim stavebnim kamenem
pro tento cyklus byly deformované snimky a mé vnimani zaznamu, ktery je
navzdy zkresleny a jistym zplsobem pokazeny. Jde o momenty, které jsou
v tom samém ¢ase nenahraditelné, jsou zaznamenané pouze na ohranice-
ném displeji, ktery - i kdybychom nepouzivali jiz zminéné aplikace - by je
zkreslil. Narazim zde na fenomén pofizeni snimku a nevénovani pozornosti
vécem v realném case, zdznam se stava hlavnim prvkem vnimani reality,
neni ¢as vénovat pozornost jistym momentdm v realném ¢ase, vnimat je
a byt v ptimé konfrontaci s nimi, jde o jakousi roztékanost a uspéchanost
soucasné doby.

Na obrazech také mizeme vidét ohrani¢ujici prvky, zastupuijici ohrani-
&eni displeje, propojeni riznych prostiedi, znazoriujici naruseni pozornosti
a (ne)pfitomnost na vice mistech v jeden a ten samy moment, a to kvdli sou-
stfedéni se na obrazovku mobilniho telefonu ve chvili, kdy se readlné nachazi-
me na misté, které tak nestihdme naplno vnimat.

My diploma work is a follow-up to my previous series of paintings
I worked on in my third and fourth year of study and | connect it to the
series | have been working on for the last two years. The previous series
of paintings focused on visual garbage or smog that surrounds us every
day and becomes part of the environment we live in. It penetrates into our
subconscious. From these visual banners and Barnumian posters and
advertisements | subjectively selected the most interesting elements, which
| later combined in a collage-like manner to form sketches for my paintings,
genre-classified as figures in the landscape. Each sketch included a figure
that was surrounded by other elements of cuttings until it almost disap-
peared in them.

From this form, | gradually moved on to taking my own images, which
| continued to work with in a collage-like manner, but also to taking bad
images, which were often taken through various mobile apps that clearly
tell us, for example, the trajectory of the image, the speed, etc... When taking
these pictures, various deformations were caused by non-compatibilities
with the software application, various deflections and failings to respond to
commands. These deformations became so appealing and interesting to me
that | began to focus primarily on them.

At the time | started working with this formal element, | was watching
the Black Mirror series and realized that there was a certain connection
that | would like to continue working with in my work. The series was just
the impetus to start working on the subject, the main point and building
block for this series was the distorted images and my perception of the
footage being forever distorted and, in a way, spoiled. These are moments
that are irreplaceable at this very time, recorded only on a limited display
that - even if we had not used the aforementioned apps - would have
distorted them. | am referring to the phenomenon of taking a snapshot and
not paying attention to things in real time, when the recording becomes the
main element of the perception of reality, there is no time to pay attention
to certain moments in real time, to perceive them and be in direct confron-
tation with them, it is a kind of absent-mindedness and hastiness of the
current era.

In the paintings we can also see limiting elements, representing
the boundaries of the display, the interconnection of different environ-
ments, showing the distortion of attention and (not) being in multiple
places at the same moment, due to the focus on the mobile phone
screen at the moment when we are actually in a place that we are not
able to fully perceive.
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V diplomovém roce studia jsem se vénovala restaurovani obrazu
z 18. stoleti, dokoncovani prace na dievéné polychromované plastice a teo-
retické diplomové praci.

V teoretické ¢asti diplomové prace se vénuji zadani, které vyplynulo
z jednoho okruhu ateliérovych ukold. Jednalo se o zadani série prednasek,
ve kterych jsme rozebirali jednotliva témata z knihy Conservation of Easel
Paintings. Jako téma jsem si vybrala kapitolu o spodnich napinacich rémech
obrazovych dél na platné. Toto téma je i v sou¢asné dobé malo pfiblizené
a zpracovani prednasky mé bavilo, rozhodla jsem se vybrat si spodni ramy
jako téma pro svou teoretickou diplomovou praci. Zabyvam se zde vyvojem
technologie ramu a jeho historii, materidlem k jeho vyrobé a dal$imi dopliky.
Ramy prosly dlouhym vyvojem od po¢atku svého uzivani v malbé az po
souc¢asnou tvorbu. Svou teoretickou praci vnimam jako vhled do této proble-
matiky, ktera neni ¢asto zminovana.

V praktické ¢asti béhem diplomového roku jsem se vénovala restauro-
vani rozmérnéjsiho obrazu Assumpty s JeziSkem z 18. stoleti (126,2 x105,7)
z Ceského muzea stfibra v Kutné Hore. Dilo je bez autora, jedna se o vyjev
Madony s ditétem typu Assumpty v ¢ervené aufe. Toto dilo proslo komplet-
nim restauratorskym zasahem. Obraz nebyl vystavitelny a byl v havarijnim
stavu. Byly pouzity neinvazivni priizkumové metody i odbér mikroskopic-
kych vzorku. Dilo bylo sejmuto z nevyhovujiciho rdmu a platéna podlozka
byla postupné vyrovnana za pomoci vihka a tlaku. Dale byla scelena roz-
sahla trhlina nachazejici se priblizné ve stiedu dila a poté byl obraz umistén
na doc¢asny vypinaci rdm a vlozen do vihkostni komory a nasledné vysusen
a vyrovnan pomoci zatézi a poté konsolidovan na vakuovém stole. V dalsi
rozsahlejsi fazi restaurovani bylo dilo vypnuto na pevnou podlozku a bylo
pristoupeno k snimani povrchovych necistot a degradovaného laku a lokal-
nich premaleb zakryvajicich prvky vyjevu. Neméné rozsahlou ¢asti restauro-
vani je tmeleni odpadlych ¢asti malby a nasledna retus.

Déle jsem se vénovala dokonéeni polychromované plastiky. Jedna
se o dievénou polychromovanou plastiku svatého Ladislava Uherského
2 18. stoleti (také z Ceského muzea st¥ibra v Kutné Hore). Historicky se
jedna o osobu panovnika, znamého spise v oblastech Polska a Slovenska.
Socha je vysoka pfiblizné 90 cm a vyznacuje se kvalitni barokni fezbou.
Drevo plastiky bylo celkem dobie dochované, ovéem nedochovaly se
v§echny drobnéjsi dfevéné doplriky. Plastika méla celoplo$né uvolnénou
barevnou vrstvu, ktera se zde nachazela ve dvou vrstvach. Spodni vrstva
originalu byla fragmentarné dochovana, bylo tedy pristoupeno k respekto-
vani souc¢asné vrstvy. P¥i neinvazivnim prizkumu RTG bylo zdokumentova-
no sestaveni jednotlivych dilu plastiky. Byly odebrany vzorky barevné vrstvy
a podkladu. Jednou z hlavnich problematik bylo mimo jiné konsolidovani
barevné vrstvy. Plastika tedy prosla kompletnim restauratorskym zasahem.
Bylo provedeno osetieni proti biologickému napadeni, konsolidace barevné
vrstvy, sejmuti povrchovych necistot, doplnéni chybéjicich ¢asti, tmeleni
a retusovani.

In the final year of my studies, | worked on the restoration of an 18th
century painting, completing work on a wooden polychrome sculpture and
my diploma thesis.

In the theoretical part of the project, | discuss the assignment that
resulted from one set of studio tasks. This was an assignment for a series
of lectures in which we discussed individual topics from the book Conser-
vation of Easel Paintings. | chose as my topic the chapter on the lower ten-
sion frames of paintings on canvas. This is still a rather neglected topic so
| decided to choose the lower frames as a topic for my theoretical diploma
thesis. | deal with the development of the frame technology and its history,
the material used to produce it and other accessories. Frames have under-
gone a long evolution from their early use in painting to contemporary work.
| see my theoretical work as an insight into this rarely researched field.

During my diploma year, | worked on the restoration of a larger painting
of Assumpta with Baby Jesus from the 18th century (126.2 x 105.7) from the
Czech Museum of Silver in Kutna Hora. The work is anonymous, it is a scene
of a Madonna with baby Jesus of Assumpta type in a red aura. This work



Anna Smejcova
Grafika 2

Co to kurva je
What the fuck is this

Studium:

2019-2022 AVU, Grafika 2
(Vladimir Kokolia)
2017-2018 Escola Massana
de Barcelona, Malba
2016-2019 Technicka
univerzita v Liberci, Sklo

a Sperk

170

has undergone a complete restoration. The painting was not exhibited and
was in a state of disrepair. Non-invasive survey methods and microscopic
sampling were used. The work was removed from its inadequate frame and
the canvas backing was gradually flattened using moisture and pressure.
Next, a large crack located approximately in the center of the work was ce-
mented and then the painting was placed on a temporary tensioning frame
and placed in a humidity chamber, dried and leveled using weights and then
consolidated on a vacuum table. In the next major phase of the restoration,
the work was tensioned on a solid pad and surface dirt, degraded varnish
and localised overpainting obscuring elements of the scene were removed.
An equally extensive part of the restoration consists in the sealing of the
lost parts of the painting and subsequent retouching.

Next, | worked on finishing the polychrome sculpture. It is a wooden
polychrome sculpture of Saint Ladislaus of Hungary from the 18th century
(also from the Czech Silver Museum in Kutna Hora). Historically, it is a per-
son of a ruler, known better in Poland and Slovakia. The statue is approxi-
mately 90 cm high and is characterised by its high-quality Baroque carving.
The wood of the sculpture was quite well preserved, but not all the smaller
wooden accessories were preserved. The sculpture had a loose layer of
paint throughout, in two layers. The lower layer of the original was fragmen-
tarily preserved and so decided to keep it. A non-invasive X-ray survey doc-
umented the assembly of the individual parts of the sculpture. Samples of
the color paint layer and the base were taken. One of the main issues was,
among other things, the consolidation of the color paint layer. The sculpture
has therefore undergone a complete restoration. Treatment against biologi-
cal infestation, consolidation of the paint layer, removal of surface dirt, filling
in missing parts, cementing and retouching were carried out.

,Co to kurva je?“ Domnivam se, Ze tato otazka je zasadni vychodisko
a zaroven dukaz Uspésného vztahovani se k realité. Pokud se dostaneme
do Uspésné interakce s predmétem, se Zivotem, s zivoCichem, se svétem,
vesmirem, s kamenem, s krocanem, s ¢imkoliv, zdkonité musime zacinat
i kon¢it u nazoropocitu ,Co to kurva je“. Proto by pro mé bylo Uspéchem,
kdyby ¢lovék takto reagoval na mé obrazy. Kdyby se pfi pohledu na né takto
tazal. Neuspéchem by bylo tvorit je za timto ucelem. Je tfeba je tvofit s timto
pocitem vGci svétu a takto ho predavat.

Dilezitou roli hraje bezprostfednost.

Neuspéchem by bylo snazit se o ni. V bezprostifednosti se musi byt.
Bezprostiednost se musi stat. Jinak to neni bezprostiednost.

Bezprostfednost je smazani hranice mezi mnou a tim, co kreslim. Za-
pomenuti véeho, co o tom vim, co si o tom myslim, ¢eho se na tom bojim.
Bezprostiednost je kychani, lekani se, zivani. Cinnost, kterd ma volny pribéh,
musi se udélat hned a v prabéhu, kdy se déla, neexistuje nic jiného.

Aby bylo tvofeni v bezprostfednosti funkéni, je tfeba toho co nejvic vé-
dét. Ne naopak! Jsme totiz v pasti uméle vytvorené struktury, s jejiz pomoci
interpretujeme svét. Védéni nam otevirad nové brany vnimani, umoziuje ndam
uvédomovat si vic véci a prehodnocovat nase zkostnatélé pristupy.

Uméni je oslava vnimani. Clovék je vybaven nejen mnoha smysly, které
mu vnimani umoznuji, ale i schopnosti uvédomit si, ze ty smysly ma. Jakmile
si uvédomujeme, ze vnimame, mame moznost se svym vnimanim experi-
mentovat. Podrobovat ho kritice, zjistovat, jak funguje, jaké jsou jeho hranice,
radovat se z néj, nebo se z néj zblaznit.

~What the fuck is this?“ | believe that this question is a fundamental
starting point and proof of successful relating to reality. If we get into
a successful interaction with an object, with life, with an animal, with the
world, with the universe, with a stone, with a turkey, with anything, we must
legitimately begin and end with the opinionated feeling ,What the fuck is
that”. Therefore, | would consider it to be a success if a person reacted to
my paintings in this way. If they looked at them and asked themselves this.
It would, however, be a failure to create them for that purpose. You have to
make them with that feeling towards the world and convey it that way.

Immediacy is of the essence.
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It would be a failure to strive for it. One must be in immediacy. Imnmedia-
cy must happen. Otherwise it is not immediacy.

Immediacy is the blurring of the line between me and what | draw.
Forgetting everything | know about it, what | think about it, what | fear
about it. Immediacy is sneezing, getting scared, yawning. An activity that is
free-flowing, must be done now, and there is nothing else in the course of
doing it.

In order to make creating in immediacy work, one needs to know as
much as possible. Not the other way around! For we are trapped in an artifi-
cial structure with which we interpret the world. Knowing opens new doors
of perception, allows us to become more aware of things and to rethink our
ossified approaches.

Art is a celebration of perception. Humans are equipped not only with
senses that enable them to perceive, but also with the ability to realize that
they have them. Once we are aware that we perceive, we have the oppor-
tunity to experiment with our perception. To critique it, to see how it works,
what its limits are, to rejoice in it, or to be driven mad by it.

Ustfednim tématem mé prace je aste&né vykonstruovana situace,
vychazejici z redlnych zivotnich zkusenosti nékolika osob, jez si za svUj
dosavadni Zivot prosly nékterymi druhy nasili, at uz hovofime o nasili psy-
chickém, nebo i fyzickém. Asi jen méalokdo z nas od pocatku svého Zivota
vyrustal obklopeny bezmeznou laskou nejblizsich, s rodi¢i vyuzivajicimi ve
své vychoveé rovnovazny fad, empatii, podporu a ochotu pomoci v nepfiz-
nivych etapach détstvi a dospivani. Kazdy ¢lovék v urcité fazi svého Zivota,

i opakované, prozil zklamani, rlizné bolesti, fyzické i dusevni obtize. Vichni

s témito problémy bojujeme a budto zvitézime, nebo prohrajeme a smifime
se s tim, €i tento smiflivy obraz zamitneme. OvSéem v situaci, kdy se negativ-
ni konstelace spise kumuluji, nez aby ubyvaly, nase mysl a télo maji tendenci
reagovat podrazdénim, vztekem, udery, placem atd. V jistém bodé takovému
¢lovéku nezbyva nic jiného nez se rozhodnout, vybrat si zda bude bojovat
dal, anebo to vzda, prizpUsobi se, uzavie se do sebe, zesili &i zvoli tu uplné
posledni moznost a dobrovolné opusti své télo.

Vytvorila jsem proto pét kratkych pfibéhl inspirovanych tézkymi psy-
chickymi dilematy. Kazdy z pétice pfibéhl se zaobira jinym typem trauma-
tické zkusenosti a prozitkem, ale i pfes jednotlivé pfibéhy v sobé skryvaji
mnohé vzajemné podobnosti v neutésenosti, bolesti, vracejicich se vzpo-
minkach, vlinich, dotecich, myslenkach, které provazeji nositele na kazdém
jejich kroku. Tato pro ostatni ¢asto neviditelna zranéni skryta za vielymi
usmévy kazdodennosti jsem rozdélila do péti tematickych okruht:

Blizkost a obava ze smrti, ale i vzrusiva touha po ni.

Nezdravy, nevyrovnany vztah mezi matkou a dcerou.

Sexualni zneuziti v détstvi a opétovné znovuproziti v dospélém véku.
Postupem ¢asu budovanou nenavist viéi muzam.

Frustrace ze ztraty potomka a zejména nemoznost pocit jiné.

* Jak o takovych vécech mluvit? Jak si odpustit? Jak odpustit pachateli?
Jak citit? Jak se ostatnim podivat do o¢i bez hany a studu? Jak nepohrdat
vlastnim Zivotem?
Kazdy z uvedenych textl vychazi z realnych zkusenosti lidi v mém okoli,
s nimiz jsem spoluvytvarela podobu nového pohadkou upfedeného indi-
vidua, fiktivni bytosti s vlastnim pFib&hem. Casteénou snahou bylo skrze
komunikaci spoluvytvofit charakter tvora, do néhoz by bylo mozné piesu-
nout, zaklit, uzaviit (alespon ¢astec¢né) psychickou obtézkanost dané osoby.
V psychiatrii je diskuze a fizené verbalni znovuproziti konkrétniho problému
spacienta“ jednou z moznych variant Ié¢by traumatu, avsak tento druh po-
moci téméF nikdy sam o sobé nestagi. Casto tak dnes dochézi v této oblasti
k vyuziti Ié¢by kombinované, tedy k zapojeni dalSich u¢innych technik a po-
mocnych strategii — od individualni ¢i kolektivni terapie, neurofeedbacku ¢i
arterapie k j6ze a mnohym dalsim.

Jednotlivé pfibéhy byly pfevedeny do pohadkoveé ladéné mluvy, do
jakéhosi prostfednika komunikace/sdélovani, jak v textech, tak naslednych
zvukovych nahravkach. Abych co nejvice pribliZila pocit nicotnosti a sebe-
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dehonestace predkladanych postav, dala jsem hlavnim hrdinm a hrdinkam
a jejich charakterim podobu much. Vsechny pfibéhy byly posléze umistény
na lesni kruhové sezeni, na paloucek, kde znaveny muze usednout a prosté
jen poslouchat, pfemyslet o nesdélitelném. Spole¢né pevné usazeni, pro-
pleteni v kofenovych systémech stromi mize ¢lovék pfemitat nad otazkou
svého, vaseho a jejich dusevniho zdravi a i o tom, do jaké miry rozumime sa-
mi sobé i ostatnim, ¢i nad tim, co lidé uzaviraji hluboko dovniti sebe samych.

The central theme of my work is a partially fabricated situation, based
on the real-life experiences of several people who have gone through some
kinds of violence in their lives, psychological or physical. It seems that not
many of us have grown up surrounded by the boundless love of loved ones
from the beginning of our lives, with parents who used balance, empathy,
support and a willingness to help in the adverse stages of childhood and ad-
olescence. Everyone has experienced various disappointments, pain, phys-
ical and mental difficulties at some stage in their lives, even repeatedly. We
all struggle with these problems and we either win or lose (and cope with
it), or reject this resigned image. However, in a situation where the negative
constellations accumulate rather than recede, our mind and body tend to re-
act with irritation, anger, hitting, crying, etc. At a certain point, such a person
has no choice but to come to a decision, to choose whether to keep fighting
or to give up, to adapt, to withdraw inwards, to go mad or to choose the very
last option and voluntarily leave their body.

| have therefore created five short stories inspired by difficult psy-
chological dilemmas. Each of the five stories deals with a different type of
traumatic experience and reliving, but despite the individual stories, there
are many similarities in the discomfort, pain, recurring memories, smells,
touches, and thoughts that accompany the bearer every step of the way.
| have divided these wounds, often invisible to others, hidden behind the
warm smiles of everyday life, into five thematic areas:

Proximity and fear of death, but also the exciting longing for it.

Unhealthy, unbalanced relationship between mother and daughter.
Sexual abuse in childhood and its re-enactment in adulthood.

The hatred of men that builds over time.

Frustration at the loss of offspring and especially the inability to conceive
again.

* How to talk about such things? How to forgive oneself? How do you forgive
the perpetrator? How to feel? How to look others in the eye without shame?
How not to despise one's own life?

Each of these texts is based on the real experiences of people in my sur-
roundings, with whom | co-created the form of a new fairy-tale individual, a
fictional being with a story of his or her own. Part of the effort was to co-cre-
ate through communication a character of a creature into which it would be
possible to project, to enchant, to enclose (at least partially) the psycholog-
ical burden of the person in question. In psychiatry, discussion and guided
verbal reenactment of the ,patient's” particular problem is one possible
option for treating trauma, but this kind of help is almost never enough on
its own. Consequently, the field has been lately turning to combined therapy,
that is, the involvement of other effective techniques and helping strategies
- from individual or group therapy, neurofeedback or art therapy to yoga and
many others.

The individual stories were translated into story-like language, a kind
of mediated communication, both in the texts and in the subsequent audio
recordings. In order to approximate as closely as possible the sense of
nothingness and self-abasement of the characters presented, | gave the
main heroes and heroines and their characters the form of flies. All the sto-
ries were eventually placed in a healing-circle in the woods, on a little pallet
where the weary can sit and just listen, thinking about the uncommunicable.
Together, firmly planted, entwined in the root systems of the trees, one can
ponder the question of one's own and everyone's mental health, and even
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the extent to which we understand ourselves and others, or what people
hide deep inside themselves.

Prvni vzpominku mam z obdobi, kdy jsem méla asi 3 roky. Zila jsem se
sestrou a rodi¢i v Praze. Za vylohou obchodu nebo divadla byla marioneta
kostlivce ve fraku, kterd hrala na klavir. V hlavé mam jen tento obraz. Z vypra-
véni mych rodi¢l a videi, kdy jsem byla dité, vim, Ze jsem se od tohoto mo-
mentu intenzivné bala marionet a smrti. Nebylo mi jasné, Ze loutka je zna-
kem dramatické postavy. Propadla jsem iluzi, Ze je to skute¢na ziva bytost.

Dalsi pro mé dulezita vzpominka se odehrava o par mésicd, mozna let
pozdéji. Sedéla jsem s rodici v kostele na msi. Je typické, Ze se v kostele
mluvi o smrti. Pfed oltafem je ukfizovan Jezis, na obraze za oltarem je vy-
obrazeny néktery z mu¢ednik(. O smrti se v kostele zpiva, ¢te a kaze, aby
na ni ¢lovék nezapominal. Poukazuje se na pochmurné téma posledniho
soudu, diky Bohu i na vykoupeni. Pamatuiji si strach a uzkost, citila jsem, jak
na mé pfichazela emocionalni stisnénost. Ujistovala jsem se u rodi¢l, ze
nikdy nezemieme. Abych se nebala a neplakala, pochopitelné mé uklidnovali
odpovédi, ze nezemfu. Na druhou stranu vim, Ze to jako véfici mysleli vazné.
Asi od té doby véfim. Strach z marionet, kostlivet a smrti mam ale porad.

Ve své diplomové praci se vénuji zranitelnosti, prvnim vzpominkam,
strachu a reakcim na rlizné zivotni zkuSenosti. Tématem je hlavné odstup
od strachu a Uzkosti a nachazeni prostoru pro terapii a nadéji, ktera vytvari
viru, ze vée dobie dopadne. Radda se bojim, pokud vim, Ze po strachu na-
sleduje pfijemny pocit Ulevy. Loutky v mém souboru obraz(l zobrazuji dés
a neklid. Néznost a nadéji zastupuje postava koné, v roli nejbliz§iho spolec¢-
nika. V souboru obrazu pracuji s dvojzna¢nosti mezi strachem a odvahou,
néznosti a désivosti, klidem a neklidem, zatracenim a vykoupenim.

My first memory dates back to the time when | was about three years
old. I lived with my sister and parents in Prague. A shop window or a theater
notice board displayed a marionette of a grim reaper in a tailcoat, playing
the piano. This picture is the only thing | remember. But | know from my
childhood videos and from what my parents told me that from this moment
on, | was intensely scared of marionettes and death. | did not understand
that the marionette represented a dramatic character. | yielded to the illu-
sion that it was a real living creature.

Another important memory is from a few months, maybe years later.
| was sitting in a church, attending a service with my parents. It is typical
for a church to talk about death. The crucified Jesus is in front of the altar-
piece, and the painting behind the altarpiece features one of the martyrs.

In church, people sing, read, and preach about death so that one does not
forget it. The grim subject of the Last Judgment and redemption are dis-
cussed, people thank God. | remember my fear and anxiety and how | felt
an emotional distress overwhelming me. | made my parents assure me we
would never die. They of course kept reassuring me that | would not die to
lull me and stop me from crying. On the other hand, | know that, as religious
people, they meant it seriously. | guess | have been a believer since then,
too. But marionettes, grim reapers, and death scare me even today.

My diploma deals with vulnerability, early memories, fear, and reactions to
various life experiences. The main subject is keeping one’s distance from fear
and anxiety and finding space for therapy and hope, which leads to believing
that everything would eventually turn out well. | like to be afraid if | know that
fear would be followed by the pleasant sense of relief. The marionettes in my
painting series symbolize horror and restlessness. Tenderness and hope are
represented by the figure of a horse that plays the role of the closest compan-
ion. In the series, | work with the ambiguity between fear and courage, tender-
ness and creepiness, calm and restlessness, damnation and redemption.

Zpocatku jsem netusil, co délat, jaké téma si vybrat. Pak v jednu listopa-
dovou chvili, tésné pred svitanim, se mi narodila dcera. Stal jsem se rodi¢em.
Zacalo rodeo, velké blaznivé dobrodruzstvi, a téma rodi¢ovstvi najednou
bylo vSudypritomné.

Nejdfive jsem se mu branil, myslel jsem si, Ze bude lepsi svou rodinu do
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diplomky nezatahovat. Védél jsem, Ze urcité nechci vytvaret sousosi realis-
tickych figur. Postupem ¢asu ve mné uzral napad zhmotnit toto téma jako
pribéh, abstraktné, tak, aby forma nezastinila obsah.

Tento pfibéh zac¢ina prvni sochou, kterou jsem nazval Plout spolu. Ta je
slozena ze tii ¢asti. Spodni ¢ast zpodobriuje lod, spole¢ny prostor, mozna
kolébku Zivota. Dalsi dvé ¢asti jsou abstrahované postavy muze a zeny, ro-
di¢u, ktefi na této lodi spolu stoji a pluji zivotem. Zhoupne-li se jeden z nich,
zhoupne se i druhy. Tvoii tak rovnovahu. Mezi nimi je prostor, ktery spole¢né
chrani. Je to prostor pro novy Zivot. Tuto sochu jsem realizoval ze dieva
a zvolil jsem monumentalni méfitko, tak, abych vysku figur byl schopen
obsahnout vlastnim télem.

Pfibéh pokraéuje druhou sochou, tu jsem pojmenoval Nechat vyrdst. Ta
zhmotiuje matefstvi. Ztvarnil jsem zjednodusené téhotnou Zenu, inspirovan
tvarem cibulky, ktera v sobé& nese novy rostouci zivot. Dllezity je pro mé
také aspekt skrytého tajemstvi, které se uvniti nachazi. Jako material jsem
pouzil bily mramor, symbol ¢istoty.

Pribéh se uzavird sochou Tady je. Na rozdil od predeslych dvou soch,
vzniklych na zakladé skic mych pfedstav, mi ndpad na tvar této sochy vnuk-
nul kdmen. Lezel na podzim na $kolni zahradé a pfipominal list. Rozhodl
jsem se respektovat hmotu, nasledovat vizi a ocistit ho do tvaru onoho listu,
symbolu rustu a Itina. Na né&j jsem polozil fazolku z bilého mramoru jako
zpodobnéni nasi narozené dcery.

At first | was at a loss as to what to do, what topic area | should choose.
Then one November morning, just before dawn, my daughter was born.
| became a parent. The rodeo began, a big crazy adventure, and the topic of
parenting was suddenly omnipresent.

| resisted it at first, thinking it would be better not to involve my family
in my diploma work. | knew | certainly did not want to create a sculpture of
realistic figures. Over time, the idea of materializing the subject as a story,
abstractly, so that the form would not overshadow the content, grew in me.

This story begins with the first sculpture, which | called Float Togeth-
er. It is composed of three parts. The lower part represents a boat, a com-
mon space, perhaps the cradle of life. The other two parts are abstracted
figures of a man and a woman, parents, standing together on this boat,
sailing through life. If one of them rocks, the other rocks too. They form
a balance. There is a space between them that they protect together. It is
a space for new life. | made this sculpture out of wood and chose a monu-
mental scale so that | could encompass the height of the figures with my
own body.

The story continues with the second sculpture, the one | named Letting
Grow. It materializes motherhood. | made a simplistic representation of a
pregnant woman, inspired by the shape of a bulb that carries a new growing
life. Also important to me is the aspect of the hidden mystery that lies with-
in. As a material | used white marble, a symbol of purity.

The story concludes with the sculpture Here She Is. Unlike the previous
two sculptures, which were created based on sketches of my ideas, the
shape of this sculpture was inspired by a stone. It was lying in the school
garden in autumn and resembled a leaf. | decided to respect the mass, fol-
low the vision and clean it up into the shape of that leaf, a symbol of growth
and womb. On top of it | placed a bean made of white marble as a represen-
tation of our newborn daughter.

Cas, ktery je nam dan, musime vyuzit smysluplné, pokud ale zaéneme
premyslet nad tim, co je a neni smysluplIné, je mozné, Ze se dostaneme do
stavu, kdy se uméni stane nepodstatnym.

K myslence vyuzit technologickych moznosti varhanniho stroje mé pfi-
mo inspirovala vlastni zkusenost s restaurovanim baroknich varhan v koste-
le sv. Prokopa v Sazaveé. Uvédomil jsem si funkéni estetiku, které se ukazuje
na kazdém detailu takového stroje. To mé donutilo premyslet o podobé
souc¢asného nastroje postaveného ve smyslu funkéni estetiky.

Rozhodl jsem zacit zkoumanim vyvoje novych materidlovych moznosti
(ocel, nerez, méd, mosaz, hlinik, dievo, papir) labialnich a jazykovych pistal.
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Vénoval jsem se studiu vyznamu ,menzur®, tedy poméru velikosti a materia-
10 pro produkci zvuku pomoci labialni pistaly.

K tomu, abych mohl tyto pistaly rozeznit, je potieba vyhotoveni hraciho
stolu, vzdusnice, mechanickeé traktury. Pfi vytvareni téchto mechanismu se
snazim jednat dle historickych postupl v ndvaznosti na névrat k femesinosti
a osvojeni dobovych technik pfevzatych pro sou¢asnou hudebni produkci.
Zvolil jsem centralni oktogonalni kompozici nastroje, pficemz hrac se stava
vizudlnim, ale i hierarchickym stfedem celého uskupeni. Mechanika néstroje
bude plné odhalena divakovi. Tim se poukazuje na skute¢nost stroje.

Hudba je utvarena predevsim nastrojem, nasledné interpretem. Podoba
nastroje a jeho ladéni je tedy klicové pro vystupni hudbu. Proto zkoumam
tzv. Cista ladéni, stfedo tonova, ladéni historicka, pythagorejska, ctvrt tonové
a jejich pripadné vyuziti pro konstrukci ,nové” hudby.

Cilem je vytvorit nastroj, ktery bude vybizet ke ,hie” jako takové a k na-
slouchani zvukdm a jejich novym interpretacim. Pfedevsim ke hie improvizo-
vané a spontanni. Nastroj by mél byt pristupny svym divakim a pfimo s nimi
interagovat.

We have to use the time we are given meaningfully, but if we start
thinking about what is and is not meaningful, we can reach a state where art
becomes irrelevant.

The idea of using the technological possibilities of the pipe organ action
was directly inspired by my own experience with the restoration of the Ba-
roque organ in the Church of St. Procopius in Sazava. | became aware of the
functional aesthetics that show in every detail of such a device. This made
me think of a form of a contemporary musical instrument built in the sense
of functional aesthetics.

| decided to start by exploring new material options (steel, stainless
steel, copper, brass, aluminum, wood, paper) for flue and reed pipes. | devot-
ed myself to studying the meaning of ,mensuration®, i.e., the size and materi-
al ratios for sound production using the reed pipe.

In order to make these pipes sound, | need the console, wind box,
and mechanical tracker action. In creating these mechanisms, | try to act
according to historical practices, following a return to craftsmanship and
adopting period techniques adopted for contemporary music production.
| have chosen a central octogonal composition of the instrument, whereby
the player becomes the visual but also hierarchical centre of the whole
ensemble. The mechanics of the instrument will be fully revealed to the
viewer. This points to the reality of the device. Music is shaped first by the
instrument, then by the performer. The form of the instrument and its tuning
are therefore crucial to the produced music. Therefore, | explore so-called
pure tunings, mid-tone, historical, Pythagorean, quarter-tone tunings and
their possible use for the construction of ,new" music.

The aim is to create an instrument that encourages ,playing® per se and
listening to sounds and their new interpretations, primarily to improvised
and spontaneous performing. The instrument should be accessible to its
audience and interact directly with them.

Nachazime se v komplikované dobé. Zatimco technologicky pokrok stale
svéze bézi dél, jiné ¢asti nasi kultury se nam témér rozpadaiji pod rukama.
Kvli toxickému mixu nasich zajmu a aktivit pfedchozich dekad se dnes poty-
kdme nejen s rozpadem hodnot ve spole¢nosti, ale i Zivotniho prostredi, jehoz
stav se stal piimym odrazem naseho hospodareni s nasi planetou. Obrazy,
které kazdy den vidame, jsou ndm povédomé, coz vytvafiiluzi a dojem stabi-
lity celého systému. Realné jsme vSak spise svédky destrukce, kterou si ne-
chceme pripustit. Nejistota se stala synonymem souc¢asného stavu. Svét se
zacina priblizovat podobé urcité ruiny, ktera se jiz davno odklonila od symbolu
zficeniny z dob romantismu a za&ina se nové formovat a zit svym vlastnim
novym zivotem. Tyto ruiny nastinuji novy prostorovy jazyk, ornament nasi
doby. V této prostorové Sifie ¢teme nové zpravy a poselstvi, chvilemi Cisté,
chvilemi skryté. Ruiny vsak Ziji vzdy dal svym Zivotem. Kombinace material(
a element( se dal rozviji a naznacéuje urcity rlst. Nové myslenkové i prostoro-
vé paralely nam nabizi interpretace a nové momenty pro dal$i smérovani.
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Moje snaha byla vytvorit urCitou situaci, prostiedi. Prostorové i svételné
podminky jsem uzpUsobila tak, aby vytvarely uréitou atmosféru, vzpominku.
Situace, kterou jsem navrhla, pouziva jako zékladni kameny nékolik objekt.
Ty pfipominaiji svou pravidelnosti sloupy nebo jiné prvky fyzické lidské kultu-
ry, které ¢asto vidame na fotografiich ruin a pamatnych mist. Jejich tektoni-
ka je vsak silné narusena, proménujici se prifez se dostava na limitné malou
hodnotu, a tim predpoklada pocit nejistoty, ohrozené stability. Jsou zhmot-
nénym pocitem z dnesni doby. Materiadlové pevny - i kdyz vratky — zaklad
jsem doplnila objemem, ktery naznacuje dalsi pokra¢ovani, rist, novy zivot.
Stejné jako si pfiroda ruiny pretvari k obrazu svému. Textilni horni ¢ast si uz
roste svym odlisnym zpUsobem. Je s podstavcem pevné spjata, ale uz ma
jiné poselstvi. Mym zamérem bylo poukazat na nejistoty nasi aktualni situ-
ace, kultury i celého spolecenstvi, které se zac¢ina ocitat v nestabilni pozici.
Zaroven to véak nemuzeme vnimat jako konecny stav, ale je tieba pracovat
na budoucim vyvoji, ktery bude odli$ny, vice bude tvarovan flexibilné aktual-
nimi a ménicimi se podminkami. Objekty jsou sice némé a nevytvafi zadnou
dynamickou interakci, ale maji ambici pfipomenout momenty, které zname
z nasi historie, sou¢asnosti a budeme je vidat i v budoucnosti. Je tieba si
vsimat jejich naléhavosti, ne v§ak pohledem romantického obdivovatele ruin,
ale souc¢asného ¢lovéka, ktery citi odpovédnost za vyvoj sebe sama i svého
okoli a ma zajem o participaci na tvorbé dalSich dekad, pozitivné, ale pouce-
né s védomim opakovani. | kolapsy a ruiny maiji své opakovani.

We live in complex times. While technological advancements keep
lurching ahead, other parts of our culture are almost crumbling under our
hands. Thanks to the toxic mix of our interests and activities of previous
decades, we are now faced not only with the disintegration of values in
society, but also of the environment, the state of which has become a direct
reflection of our stewardship of our planet. The images we see every day are
familiar, creating the illusion and impression of stability of the whole system.
In reality, however, we are witnessing destruction that we refuse to acknowl-
edge. Insecurity has become synonymous with the current state of affairs.
The world is beginning to take on the appearance of a ruin that has long
since moved away from the symbol of the ruins of the Romantic era and is
beginning to take on a new shape and life of its own. These ruins outline a
new spatial language, an ornament of our time. In this spatial cipher, we read
new messages, sometimes explicitly, sometimes covertly. But the ruins live
on, on their own. The combination of materials and elements continues to
evolve, suggesting a certain growth. New intellectual and spatial parallels
offer us interpretations and new moments for future direction.

My aim was to create a certain situation, an environment. | adapted the
spatial and lighting conditions to create a certain atmosphere, a memory.
The situation | designed uses several objects as cornerstones. These are
reminiscent in their regularity of columns or other elements of physical
human culture that we often see in photographs of ruins and monumen-
tal sites. Their tectonics, however, is strongly disturbed, the changing
cross-section is becoming infinitely small, thus implying a sense of uncer-
tainty, of threatened stability. They are a materialized feeling of our times.
| have supplemented the materially solid - if shaky — foundation with a vol-
ume that suggests continuation, growth, new life. Just as nature transforms
ruins in its own image. The textile upper part is already growing in its own
different way. It is firmly connected to the base, but it already has a different
message. My intention was to point out the uncertainties of our current
situation, culture and community as a whole, which is beginning to find itself
in an unstable position. At the same time, we cannot see this as a final state,
but need to work towards a future development that will be different, shaped
more flexibly by current and changing conditions. Although the objects are
mute and do not create any dynamic interaction, they have the ambition to
recall moments that we know from our history, present and will see in the
future. We need to notice their urgency, not through the eyes of a romantic
admirer of ruins, but through the eyes of a contemporary person who feels
responsible for the development of him/herself and his/her surroundings
and is interested in participating in the shaping of the upcoming decades, in
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a positive but enlightened way, aware of repetition. Even collapses and ruins
have their repetitions.

Actually, You Woke Up vznikla v dlouhodobé spolupraci s Editou Straj-
tovou a prichazi jako druhé déjstvi instalace s nazvem Wake Up Slowly,
Butterfly, 2021.

Scéna bez scénare, kterd zachycuje kazdodenni existenci. | kdyz se zd3,
ze divak pfichazi pozdé, jako by se situace jiz odehrala, pfesto muze o dané
udalosti spekulovat a rekonstruovat ji. Stava se pozorovatelem vnitiniho
svéta vypravéce.

Z obecné ¢asové perspektivy se divak dostava k subjektivnimu vnimani
Casu, jez na pozadi scény odkryva oddélené useky jednoho okamziku, které
v kontextu vytvari novy celek.

Vnitini, ticha pozornost uzavira centralni objekt instalace, ten je tvoren
pomysinym kruhem z dvanacti ramen, jez dohromady tvofi lustr. Jeho roz-
loZzend a abstrahovana forma odkazuje na zdroj svétla v sou¢asném svété,
nahrazujici sluneéni svit a narusujici tak nas denni cyklus. Kolem zdroje
svétla se rozprostird kompozice stoli¢ek, které vyzyvaiji k usednuti a k rozdil-
nym perspektivam.

Vypravéc¢ zkouma cykli¢nost ¢asu skrze vzpominku na akt, z néjz se
stava ritual. Obycejna opakuijici se ¢innost, kterou kazdy z nas zn4, pfi niz
vystiikne horkosladka lepkava tekutina, ktera po sobé zanecha stopu a pod-
nécuje nas k nalezeni dokonalého zplisobu oddéleni slupky od lahodného
plodu.

Loupani pomerance.

Pfi kazdém opakovaném loupani pfichazi vypravéc k této ¢innosti se
zkusenosti. Jeho mysl se jej samotného snazi vtahnout do nékterého z jeho
piibéhu. S vyzvou ke zméné, nebo k zachovani. Jen si toho v§imne a znovu
svou pozornost vraci do pfitomného okamziku. Neuskute¢nénym cilem jeho
budoucnosti je pravé ono dokonale oloupané zlaté jablko bez promrhani
jediné kapky. Jeho snaha je Upénliva a plna ocekavani nalezeni jedine¢ného
zpUsobu bez moznych pochybeni.

Tato utopicka, nelnavna predstava o nalezeni perfektniho, opakované
prenositelného procesu se v§ak méni v cyklus, ktery se stava metaforou
k hledani vlastni ontologické jistoty, vnitfniho stabilniho bezpeéi v cyklic-
nosti ¢asu, ve svété konzumni fantazie, pandemie, valky a klimatickych
zmén. Nehleda obecné vychodisko. Opousti nekoneény béh, kdy jsme Fizeni
z vnéjsku, a nastavuje si sva vlastni pravidla, fad. Popira linearitu, a tim ba-
lancuje na hrané uvnitf jeho samého.

Actually, You Woke Up was created in long-term collaboration with Edita
Strajtova and comes as the second act of an installation called Wake Up
Slowly, Butterfly, 2021.

A scene without a script that captures everyday existence. Even if the
viewer seems to arrive late, as if the situation has already happened, he can
still speculate and reconstruct the event. He becomes an observer of the
inner world of the narrator.

From a general time perspective, the viewer arrives at a subjective per-
ception of time, which reveals, against the backdrop of the scene, separate
sections of a single moment, which in context form a new whole.

An inner, silent attention encloses the central object of the installation,
which is formed by an imaginary circle of twelve arms that together form
a chandelier. Its exploded and abstracted form refers to the source of light
in the contemporary world, replacing sunlight and thus disrupting our daily
cycle. Around the light source is a composition of stools that invite us to sit
down and see the different perspectives.

The narrator explores the cyclical nature of time through the memory
of an act that becomes a ritual. An ordinary repetitive activity that we are all
familiar with, in which a bittersweet sticky liquid spurts out, leaving a trace
behind and prompting us to find the perfect way to separate the skin from
the delicious fruit.
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Peeling an orange.

With each repeated peeling, the narrator performs the activity with
more experience. His mind attempts to draw him into one of his stories.
With a call to change or to preserve. He just notices it and brings his atten-
tion back to the present moment. The unrealized goal of his future is that
perfectly peeled golden apple without wasting a single drop. His pursuit
is pleading and full of the expectation of finding a unique way of doing it
without making a mistake.

This utopian, relentless vision of finding the perfect, repeatable process,
however, turns into a cycle that becomes a metaphor for the search for one's
own ontological certainty, for inner stable security in the cyclical nature of
time, the world of consumerist fantasy, pandemics, war and climate change.
It does not seek a general starting point. It abandons the infinite course whe-
re we are controlled from the outside and defines its own rules and order. It
denies linearity, and thus teeters on the edge within itself.

Zijeme ve svété otevienych moznosti. Kdo ma viru a talent, dokaze
cokoliv. Believe and reach the stars!

Staci chtit, nebyt hloupy a chytit svij osud do vlastnich rukou. Je jed-
noduché byt liny a nadévat na nepfiznivost osudu, ale nikomu nebrani nic
v tom vydat se vlastni cestou a dosahnout hvézd. A zatimco nékdo je pred-
uréen k Uspéchu, jini jsou predurceni k vééné nespokojenosti.

Talent je poznat svét, poznat lidi, poznat své schopnosti a uplatnit se,
nezabyvat se ostatnimi a jit si za vlastnimi cili. Pochopila jsem, Ze ostatni mé
pouze brzdi. Nemam ¢as na vase problémy, nemam ¢as na vasi nepfizpU-
sobivost. Chci byt sama sebou, a i vy byste méli chtit byt mnou, ale po své
vlastni ose.

Pokud hledame davody pro¢ ne, najdeme jich nespocet. Tyto divody
jsou zpomalovacimi pasy nageho vlastniho rozvoje. Zivot je jednoduchy;, a ja
odmitam pfijimat jeho domnélou slozitost. Nehledam ale, hledam jak. Vzdyc-
ky Ize nalézt na ¢emkoliv néco nekalého nebo nespravného. Ale kazdého ja
musi byt na prvnim misté. Kazdy mame stejné moznosti, jen nékdo to ma
o néco tézsi, ale i ten, kdyz se zasnazi, uspéje.

Mozna vidite néci drahé auto, velky diim, feditelskou pozici a fikate si:
JTen bastard, jakej ma asi zivot." Pfitom ale nevidite tu lidskou obét, kterou
jsme my za luxus zaplatili, nevidite tu dfinu za nasim Uspéchem.

Nahrad'te svou szirajici zavist za Usili.
Jak fika Kim Kardashian: ,Zvednéte tu svoji p*del a jdéte pracovat. Zda se,
jako by v dnesni dobé uz nikdo pracovat nechtél.”

Kazdy svého stésti tvarcem.
To je mé poslani, to je mé umeéni, to je muj talent.

We live in a world of open opportunities. He who has faith and talent can
achieve anything. Believe and reach for the stars!

Just want, don’t be stupid, and take your destiny into your own hands.
It’'s easy to be lazy and bitch about the adversity of fate, but there is nothing
that would obstruct anyone to take their own path and reach for the stars.
And while some are predestined to succeed, others are predestined to an
eternal dissatisfaction.

Talent is to get to know the world, get to know people and one’s own
abilities, and assert oneself instead of keeping oneself occupied with oth-
ers, and pursue one’s own goals. | realized that others were just holding me
back. | don’t have time for your problems; | don’t have time for your inability
to adapt. | want to be myself and you, too, should want to be me, but along
your own axis.

If we look for reasons why something is impossible, we can find a host
of them. These reasons are the speed bumps hampering our personal de-
velopment. Life is simple, and | refuse to accept its supposed complexity.

I don't seek the “buts,” | seek the “hows.” You can always find something
unfair or wrong in anything. But everyone’s self must always come first. We
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all have the same opportunities, only some people have it a bit more difficult
- but even these will succeed if they do their best.

You may look at someone’s expensive car, a big house, a director’s post,
and think, “Oh, the bastard, what a life he must have!” But you don't see the
human sacrifice we had paid for the luxury; you don't see the hard work
behind our success.

Replace your devouring envy with effort.

As Kim Kardashian says, “Move your f*g ass and go get to work. It seems as
if no one wanted to work nowadays.”

Every man is the architect of his own fortune.
This is my mission; this is my art; this is my talent.

Soubor dél, reliéfl, portrétd, figur. Ve sestavené z otiskl jednotlivych
¢asti mé tvarové paméti a predstav. Osobni esence mysleni dovedené az
ke vzniku véci samé v redlném prostoru. Dila jsou pfevedena do stalejsiho
materidlu, a tim je jejich dal$i vyvoj zamrazen v ¢ase. Zajimalo mne, jestli
dokazu sestavit portrét neurcité osoby bez jasného vymezeni - jako je
tomu u fotografie, kresby, zkratka jakékoliv pfedlohy. Ale zaroven aby byl
uvéritelny. Nezni to slozité, avSak bez urcité jasné predstavy se portréty
a postavy samovolné rozviji, protoze moznosti je nepifeberné mnozstvi
a obrazotvornost nema limity.

Collection of works, reliefs, portraits, figures. All assembled from im-
pressions of individual parts of my shape memory and ideas. The personal
essence of thought brought to the creation of the thing itself in real space.
The works are transferred into a more permanent material, and thus their
further development is frozen in time. | was wondering if | could construct
a portrait of an indeterminate person without a clear definition - as is the
case with a photograph, a drawing, in short, any kind of subject. Making it
believable at the same time. It does not sound complicated, but without a
clear idea, portraits and characters develop spontaneously, because there
is a plethora of possibilities and imagination has no limits.

Das Kochbuch a die Kéchin jsou kucharky, tém vénuji zvlastni pozor-
nost, ty jsem zpracoval. Zaklady prazské kuchyné nam v Kéchin odkazala
Magdalena Dobromila Rettig, pekl jsem podle ni Kugelhupf, tu jsem serviro-
val i v Ateliéru novych médii 2, kde jsem zajedl Sest let, obé chutnaly dobre.
Uvaril jsem diplomovou préci na zékladé historickych anall v jedine¢né
kombinaci s oralni historii.

Kugelhupf Nimm 6 Loth frische Butter, 6 Loth Schmalz, treibe beides
schon pflaumig ab, schlage darein 10 Eierdétter, verrihre jedes gehdrig;
dann gib 4 Loth auf Lemonie abgeriebenen Zucker, 3 Loffel gute Hefen, ein
bischen Salz, 8 Loffel voll guten siiBen Schmetten, ein bischen Muskaten-
bluthe oder besser Vanilie, dann ein halbes Pfund fein gesiebtes Mehl; riihre
es jezt nicht lange mehr ab, schmiere die Form; ist es eine Sternform, so
streue einen Strahl mit langlich geschnittenen, einen mit halben Mandeln
auf, gieBe den Teig hinein, einen mit halben Mandeln auf, gieBe den Teig
hinein, laB es wenigstens 3 Viertel Stunde backen; géhren, dann 1 Stunde
backen, stiirze es, bestreue es mit Zucker und Vanilie, laB3 es kalt werden;
dann trage es auf die Tafel.

Vzkfisil jsem Floru, mrtvou autorku jedné z kucharek. Ihre Mutter wurde
am Abend auf einem Feldeweg nicht weit von dem ersten Haus von Nixdorf
erschossen. Es geschah warscheinlich als sie sich bemiihte Hauptlebens-
mittel zu besorgen.

Zakladni surovinou v Béhmisches Niederland je brambor, oblibeny
i u prvni prezidentky Rakouské narodni banky.
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Jako kuchafi s ikonickou suchou babovkou mi zmizela zlata skvrna
v oku poté, co jsem zahodil respirator a najedl| se v restauraci v divadle
postaveném Rudolfem Bitzanem, se zlatymi enziany ve velkém sale, tak
i v jinych gastronomickych zarizenich.

Jednu stavu mi predala kuchaika, co vyrustala jako spratek sluzky
Hardmuth( v klastefe, udrzuje styky s umélci, vafila nejlepsi svickovou,
a kdyz se napije ¢erveného vina, za¢ne zpivat: ,Domov nemam, matku ne-
znam* a ,Zivot je jen ndhoda, jednou doprava, jednou doleva“. Navic méla
kryci jméno Erika. Myje pokakané ve starobinci a po no¢ni snidam rad dva
teleci parky s dvojitou porci tatarské omacky. Vyménuji recepty i s doktor-
kou, Némci jedli hodné veminka, to jisté znate.

Dietu nemusim, stejné jako urazku queer, radéji si ddm mintovy sos
s teplym pivem, ale skvélou English breakfast maji na Poritschy 15.

Mriamdopici! # NSTAFOOD

Das Kochbuch and die Kéchin are cookbooks, | pay special attention
to them; | have processed them. Magdalena Dobromila Rettig bequeathed
us the basics of Prague cuisine in the Kéchin; | followed her recipe to bake
the Kugelhupf. | even served it in the New Media 2 Studio, where | have
devoured six years, and it both tasted good. | based cooking my diploma on
historical annals in their unique combination with oral history.

Kugelhupf Nimm 6 Loth frische Butter, 6 Loth Schmalz, treibe beides
schon pflaumig ab, schlage darein 10 Eierdétter, verrihre jedes gehdrig;
dann gib 4 Loth auf Lemonie abgeriebenen Zucker, 3 Loffel gute Hefen, ein
bischen Salz, 8 Loffel voll guten siiBen Schmetten, ein bischen Muskaten-
bluthe oder besser Vanilie, dann ein halbes Pfund fein gesiebtes Mehl; riihre
es jezt nicht lange mehr ab, schmiere die Form; ist es eine Sternform, so
streue einen Strahl mit langlich geschnittenen, einen mit halben Mandeln
auf, gieBe den Teig hinein, einen mit halben Mandeln auf, gieBe den Teig
hinein, laB es wenigstens 3 Viertel Stunde backen; géhren, dann 1 Stunde
backen, stlirze es, bestreue es mit Zucker und Vanilie, laB es kalt werden;
dann trage es auf die Tafel.

| resurrected Flora, the late author of one of the cookbooks. Ihre Mut-
ter wurde am Abend auf einem Feldeweg nicht weit von dem ersten Haus
von Nixdorf erschossen. Es geschah warscheinlich als sie sich bemuhte
Hauptlebensmittel zu besorgen.

The basic ingredient in the Béhmisches Niederland is potatoes, also
favored by the first president of the Austrian National Bank.

As a chef with the iconic dry marble cake, the gold stain in my eye dis-
appeared after | dropped my respirator and ate in a restaurant in a theater
built by Rudolf Bitzan, with golden gentians in the great hall, as well as in
other gastronomic establishments.

One of my gravy recipes comes from a cook who grew up in a convent
as a bastard of a maid serving the Hardmuth family. She is in touch with
artists, her sirloin was the best, and drinking red wine makes her sing “No
home, mother unknown” and “Life is just a chance event, once to the right,
once to the left.” Moreover, she had a cover name, Erika. She washes poop
of an almshouse’s inmates, and after the night shift, | like two veal sausages
with a double portion of tartar sauce for breakfast. | even exchange recipes
with a doctor, the Germans ate lots of udder, I'm sure you know that.

I am not fond of dieting, nor of the insult “queer;” | prefer to have a mint
sauce with warm beer, but you can have a great English breakfast at Po-
ritschy 15..

Fuckingyummy! #INSTAFOOD

Chtéla bych vyjadfFit urcity pocit. Je to pocit, kdyz se duchem nepfitom-
né divam na proud feky. Nebo kdyZ se na néco divate a nahle to vypada,
jako by se ztracely veskeré plvodni vyznamy a véc se jevila tak, jak je. Nebo
jako je pocit ve snech, kdy odbocite z hlavnich cill a stéle si hrajete, nebo
jdete nékam bez ohledu na ¢as. D4 se fict, ze tento pocit byl vyjadfovan
v surrealistickych pokusech, které se snazily pojmenovat svét nevédomi,
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nebo v pokusech magického realismu, které se snazily odhalit posvatny
opravdovy Cas, ktery je ukryty pod kazdodennosti. Poprvé jsem tento pocit
pocitila, kdyZ jsem se divala na obrazy Giorgia de Chirica. Divod, pro¢ mé
jeho obrazy tak silné inspirovaly, ackoliv byly vytvoreny zhruba pfed 100
lety, je asi v zdsadé ten, ze My jsme jesté nenasli po obdobi sekularizace
néco posvatného a nahraditelného misto Boha. My, ktefi Zijeme v obdobi, ve
kterém Blh umira, odcizujeme se od obklopujiciho svéta a marné ztracime
kazdodenni Zivot.

Ten pocit odcizeni jsem si uvédomovala od svych deseti let. Nemohla
jsem vnimat obklopuijici svét jako sympaticky, vSechno vypadalo fadné a Se-
divé. Proto, kdyz jsem poprvé vidéla obraz od de Chirica, byla jsem Sokovana
z toho, Ze existuje takovy zpUsob vidéni svéta.

Moje motivace v uméni je vytvorit obraz pohledu na svét, ktery by jej
byvalo prostiedek spojujici realitu s posvatnym. Myslim si, Zze tomu tak
muze byt i v souasné dobé. Uvazuiji nad tim, ze jedna z velkych roli uméni je
stale hledat to, jak se da sdilet s lidmi néco nevysvétliteného, posvatného.
Ja nevéfim v konkrétni nabozenstvi, ale jako stary ¢insky mnich touzim po
takové praci, kdy budu o nééem meditovat a nasledné ulozim ziskany pocit
v obraze. DUvod, pro¢ jsem si vybrala nazev prace Obrazy jako prostiedky
pro meditaci, pochazi z mého pocitu, ze chci tvofit umélecka dila podobné
jako stary ¢insky mnich.

Avsak ulozit takovy pocit v obraze neni néco, co Ize délat kontrolované.
Snazim se ho najit tim, Ze napfiklad nejprve maluji nékolik svévolnych mo-
tivl, ndsledné mé ty namalované motivy inspiruji a vzbuzuji ve mné néjaky
pocit. Pak pfimaluji néco na obraz. Anebo zaznamenam dojimavé sny, abych
nezapomnéla dany pocit. Je to mozna trochu paradoxni, ale predpokladam,
ze mam urcity realisticky zpUsob vidéni. Vyjadfit nepohodli nebo odchylky
od reality mi umoznuje vytvofit vyraz snového ¢asu, ktery ma blizko k realité.
Tentokrat jsem manipulovala s perspektivou, podobné jako tomu je v obra-
zech de Chirica. K tomuto cili jsem vyuZila japonské ukiyo-e a gotické malby
z prvni tfetiny 15. stoleti ve stfedni Evropé.

Nejsem si jista, zda mé obrazy, které byly malovany jako nepraktické a od-
bocujici z reality, mohou hrat néjakou roli ve spole¢nosti. Je to mozna vzdor
vaci cemukoliv praktickému a pokrocilému, nebo - tim, Ze pracuji s pifedmo-
dernim japonskym tradiénim zpisobem malby — postmodernisticky protest
proti zapadnimu kulturnimu kolonialismu. Av§ak primarné obrazy vznikaji
z mé vlastni potieby a jsou vytvorené pro ty, ktefi to citi podobné jako ja.

Jsou to obrazy jako prostfedky pro meditaci, abychom znovu mohli citit
sympaticky svét, jak jsme jej dfive vidéli ve svém détstvi.

I would like to express a certain feeling. It is like staring absently at a
river flow. Or when you look at something and, suddenly, as if all the origi-
nal meanings vanished and a thing began to appear as it is. Or the feeling
in dreams when you digress from your main goal and keep playing, or go
elsewhere ignoring time. It can be said that this feeling was expressed in
the Surrealists’ attempts that sought to name the world of the unconscious,
or in the attempts of Magical Realism that sought to reveal the sacred
authentic time hidden beneath everyday life. | first experienced this when
looking at paintings by Giorgio de Chirico. The reason why they inspired me
so much, although created about a century ago, was probably because We
have not yet found anything that would be sacred and would substitute God
after the period of secularization. We who live in a time when God is dying,
are alienated from the world around us and vainly waste our everyday lives.

| had been aware of this feeling of alienation since | was ten. | was un-
able to see the world around as likeable; everything looked dull and gray.
Therefore, when | first saw de Chirico’s painting, it shocked me that there
was such a way of seeing the world.

My motivation in art is to create a picture of a world that would make
it more likeable. Many monastic orders pursued painting; art used to be a
means of connecting reality and the sacred. | think it could be the same
today. | think that one of the great roles of art is seeking how to share some-
thing inexplicable, something sacred with people. | do not profess a partic-
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ular religion but, as an old Chinese monk, crave a job when | would meditate
on something and then save the feeling of it in a painting. The reason why
my work is entitled Images as a Means of Meditation stems from my feeling
that | want to create works of art like the old Chinese monk.

However, to store such a feeling in a painting is not something that
can be done in a controlled manner. | try to find it by, for example, painting
a few arbitrary motifs which subsequently inspire me and evoke some
feeling in me. Then | add something to the picture. Or | record touching
dreams so as not to forget the feeling. It may seem a bit paradoxical, but
I guess | have a realistic way of viewing. Expressing discomfort or a devi-
ation from reality allows me to create an expression of dream time that is
close to reality. This time | manipulated the perspective, such as de Chiri-
co in his canvases. For this purpose, | employed the methods found in the
Japanese ukiyo-e and Central-European Gothic paintings from the first
third of the 15th century.

| am not sure if my paintings, created as impractical and deviating from
reality, can play a role in society. It may be a resistance to everything practi-
cal and advanced, or — since | employ the traditional, pre-modern Japanese
painting method — a post-modern protest against Western cultural colonial-
ism. However, my paintings primarily originate out of my own need and are
for those who feel the same as | feel.

They are paintings as a means of meditation so that we can feel the
world as likeable again, as we saw in our childhood.

Diplomové prace vzdy prochazi raznymi, at uz vzdalenymi, ¢i pfimo
souvisejicimi, vrstvami asociaci. Jednou z vychozich predstav, se kterou
pracuiji, je posun v ¢ase - zajima mé, jak hmota, shluk minerald, jili a dalsich
&asti hmoty pudy dokaze za synteticky nastavenych podminek (vypalu) pre-
klenout véky a stat se horninou, kterou by geologicky ¢as zpracovaval véky.
Po celou dobu vystaveni zaru se odehrava Siroka skala chemickych reakci
a fazovych prechodu: hlinény objekt uvniti pece starne daleko rychleji, nez
je jeho geologicka prirozenost. Rust nové vzniklych krystald, zhutnéni a sply-
nuti materialu. Anomalie v ¢asovosti. A pravé tenhle rozlehly ¢asovy ramec
mé vede k archeologii objektl. Zajima mé moment nalezeni véci podrobené
krajnim podminkam a ohledavani toho, co se z ni stalo. Imaginace ¢asové
promény ted vytvofeného objektu mé v jednu chvili vraci k neznamému mo-
mentu prvohor a naopak — do zpustlé krajiny, rozpadajicich se relikt(i toho,
co nas obklopuje. Dvoji pohyb zpét i dopfedu. Nevim, jestli hlinéna deska
zestarla a vratila se do nanosu jil, do vrstev, kde tézba jesté nezacala. Nebo
zestarla, zUstala v kouté mistnosti, propadla se spolu se sadrokartonovou
sténou a za podminek, které jesté nezname, ceka.

Tuto pfedstavu zhmotniuji keramické dlazdice, motiv, ktery se na nich
objevuje, vypovida o dalsim mém zajmu: rizné formy sbératelstvi minerald,
hornin, mineralogie a komunity sbératel kamend mi nabidly zajimavou
perspektivu toho, jak Ize uchopit suroviny, které pouzivam pfi praci napfiklad
pfi vyvoji receptl glazur. Ve zkratce, pfes rlizné faze zajmu o sbératelstvi
(synteticka vyroba polodrahokam, technologické zpracovani kiemikovych
polovodi¢l) jsem zacéal az obsesivné vée nazirat skrze sbératelstvi. Od ledvi-
novych kamen, kdy fyziologie jedince urcuje sloZzeni kamene, pies schranky
mlzd metabolizujicich vybrané mineraly k tvorbé ulity.

Tyto dva tematické okruhy se vzajemné proplétaji. Ve vysledku se
dotykaiji ve své materidlni schrance a ve chvili, kdy uz se stava sbératelstvi
nerostl obsesi, se i keramicka hmota méni na artikl, na shluk minerald s je-
dine¢nym sloZenim a pozoruhodnym souborem kvalit.

Idealni pozornost vic¢i mé instalaci je rozplétani pravé téchto asociaci.
Identifikovatelnost toho, co reliéf na dlazdici pfedstavuje, je ztizena. Je to
obraz, CT prufez ledvinami nebo jen mapa mista. Rozkryvani motivu na
keramickych reliéfech, dohledavani a spojovani neurcitych kontur se svym
zplUsobem potkava s pristupem archeologa. Vse se odehrava jen v domnélé
roviné metod archeologie.

Diploma works always pass through various layers of association,
whether distant or directly related. One of the initial ideas that | work with is
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the shift in time - | am interested in how a mass, an assemblage of minerals,
clays and other parts of soil matter, can bridge the ages under synthetically
set conditions (firing) and become a rock that geological time would pro-
cess for ages. A wide range of chemical reactions and phase transitions
take place throughout the exposure to heat: the clay object inside the kiln
ages far faster than geological nature suggests. The growth of newly formed
crystals, compaction and fusion of the material. Anomalies in temporality.
And it is this vast time frame that leads me to archaeology of objects. | am
interested in the moment of finding an object subjected to extreme condi-
tions and looking back at what it has become. The imagination of the tem-
poral transformation of the now created object returns me at one point to an
unknown moment of primordiality and vice versa - to a desolate landscape,
the crumbling relics of what surrounds us. A double movement backwards
and forwards. | do not know if the clay slab has aged and returned to the
clay deposits, to layers where mining has not yet begun. Or it has aged,
stayed in a corner of the room, fallen in with the plasterboard wall, and waits
under conditions we do not yet know.

This idea is materialized by my ceramic tiles, and the motif that ap-
pears on them speaks to another interest of mine: the various forms of
mineral collecting, rock collecting, mineralogy, and the stone collecting
community have offered me an interesting perspective on how to grasp the
raw materials | use in my work, for example, in developing glaze recipes. In
short, through the different phases of my interest in collecting (synthetic
semi-precious stone production, technological processing of silicon semi-
conductors), | began to obsessively view everything through the lens of
collecting. From kidney stones, where the physiology of the individual de-
termines the composition of the stone, to the shells of clams metabolizing
selected minerals, to shell formation.

These two thematic areas are intertwined. As a result, they touch each
other in their material shell, and by the time mineral collecting has become
an obsession, even ceramic material is transformed into an article, a cluster
of minerals with a unique composition and a remarkable set of qualities.

The ideal attention to my installation is to deconstruct these associa-
tions. Identifying what the relief on the tile represents is difficult. Is it
a painting, a CT cross-section of a kidney, or just a site map. Unravelling the
motif on the ceramic reliefs, tracing and connecting the vague contours, in
a way meets the approach of the archaeologist. Everything takes place only
in the supposed plane of the methods of archaeology.
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