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,Poslednim Evropanem, o némz se tradovalo, Ze precetl vSechny ve své dobé
dostupné knihy, byl myslitel Erasmus Rotterdamsky (1466-1536).“

- Nicholas Mirzoeff, Jak vidét svét (2018)

Pri koncipovani tématu vystavy jsme se ptali sami sebe, kam se uchylit v dobé,
ktera mnozstvim informaci, jez k nam proudi ze v§ech stran, nenabizi zadné
misto k ukrytu. Odpovédi bylo mnoho, ale zvolili jsme si pouze jednu, a to knihu.
Literatura béhem naseho dospivani plnila vyznamnou roli a pro nékteré z nas je
dodnes neodlucitelnou soucasti Zivota. Literatura predstavuje pro mnoho lidi
moznost uniku: od zZité skutec¢nosti do svéta fantazie, milostného pribéhu nebo
svéta sci-fi, zkratka do jiné reality, ktera nam muze nabidnout kyzené utodisté.

Vystava Chyceni slovy se vyrovnavala s jistou informacni explozi, kterou témér
kazdy z nas denné pocituje. Méla navstévnikim umoznit alespon na chvili uniknout
do svéta, ktery se odehrava ve vystavenych dilech i mezi nimi. Vybrani autori

a autorky reprezentuji generaci, ktera vyrostla v dobé, kdy nové technologie jiz
zasadnim zplGsobem ovliviiovaly lidské zivoty, ale ktera si od nich zaroven udrzuje
urcity odstup.

Jednotliva dila (objekty, obrazy, videa) predavaji osobity pohled na to, co lite-
ratura pro dané umélkyné a umeélce znamena. Na vystavé bylo mozné najit dila
inspirovana konkrétnimi tituly ¢i literarnimi zanry (Markéta Adamcova, Karolina
Voleska, Minh Thang Pham, Petr Kubac). Dale dila vychazejici z osobni roviny
autorova zivota, jez jsou na literature zalozena (Minh Thang Pham). V neposledni
radeé dila, jejichz autori ¢i autorky se zabyvaji spiSe podstatou tvorby pribéhu,
ktery dale predavaji skrze své dilo (Jifi Pitrmuc, Karolina Voleska). Podstatnou
soucasti vystavy byla rovnéz knihovna Terezy Hlavackové, ktera byla vyrobena na
miru tématu vystavy a byla doplnéna o tituly, z nichz autori a autorky pri tvorbé
dél vychazeli, stejné jako o autorské knihy student( FUD UJEP.

“The last European who was said to have read every book available in his time was
the thinker Erasmus of Rotterdam (1466-1536).”

- Nicholas Mirzoeff, How to See the World (2018)

In conceiving the theme of the exhibition, we asked ourselves where to turnin

an age that offers no place to hide with the amount of information that flows in
from all sides. There were many answers, but we chose only one, and that was

a book. Literature played an important role during our adolescence and for some
of us it is still an integral part of our lives. For many people, literature represents
an escape: from lived reality into a world of fantasy, a love story or a world of
science fiction, in short, into another reality that can offer us the refuge we
crave.

The exhibition Caught in Words dealt with a certain information explosion that
almost all of us feel on a daily basis. It was meant to allow visitors to escape, at

least for a moment, into the world that takes place in and between the exhibited
works. The selected artists represent a generation that grew up at a time when
new technologies were already influencing people’s lives in a fundamental way,
but which at the same time maintains a certain distance from them.

The individual works (objects, paintings, videos) convey a distinctive view of what
literature means to the artists in question. The exhibition featured works in-
spired by specific titles or literary genres (Markéta Adamcova, Karolina Voleska,
Minh Thang Pham, Petr Kubadc). There were also works based on the personal level
of the author’s life based on literature (Minh Thang Pham). Last but not least,
works whose authors are more concerned with the essence of the creation of

a story, which they pass on through their work (Jifi Pitrmuc, Karolina Voleska).

An essential part of the exhibition was also Tereza Hlavackova’s library, which was
tailor-made to the theme of the exhibition and was supplemented with titles

on which the authors based their works, as well as books written

by students of FUD UJEP.
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,RozSirila se predstava, ze jelikoz v dnesni dobé ,¢as jsou penize’, literatura se
stala postradatelnou ¢innosti, bezpochyby usSlechtilou a uzite¢nou pro péstovani
citlivosti a dobrych mravd, ale jinak v podstaté luxusni zabavou, kterou lze

bez skrupuli obétovat, kdyz je ¢lovék nucen ,uprednostnit’ ukoly a povinnosti,
které jsou v zivotnim zapoleni nezbytné*Tak shrnul situaci na pocatku tisicileti
nobelista Mario Vargas Llosa v eseji Why Literature? (Proc literatura?),

ve kterém vasnivé obhajuje vyznam literatury pro soucasny sveét.

Dnes, o vice nez dvacet let pozdéji, je toto konstatovani stejné pravdivé a snad
zivoty (nejen) vlivem digitalni revoluce. V dnesni ,kulture” omezeného poc¢tu
znakd, socialnich siti a aplikaci, e-maill, tweetd, neprehledného mnozstvi
informaci, zprav a videi, kdy ve vSudypritomném vizualnim a informacnim

smogu je v§e soubojem o pozornost, je literatura, zda se, v ¢im dal vétsi defenzivé.

A my pomalu, postupné a dobrovolné obétujeme nasi literarni
kulturu. Nemame ¢as, nemame prostor, nemame kapacitu.

Studie prednich neurovédct navic ukazuji, ze vlivem digitalnich technologii

se v poslednich triceti letech vyrazné proménil zplsob, jimz ¢teme. Prevlada tzv.
Sfunkeéni“ a ,pragmatické” ¢teni neboli ¢teni, které nam pomaha rychle se dobrat
informaci. Odehrava se vétsSinou na obrazovkach a monitorech a stimuluje mozek
uplné jinym zplsobem nez soustiredéna cetba knih. Nase rozpéti pozornosti
(attention span) se rychle snizuje, ztracime schopnost hlubokého ¢teni. V mnoha
ohledech tedy dochazi k vyznamnému posunu, ktery ma a bude mit zasadngjsi
dopad na naSe intelektualni a kognitivni schopnosti nez jakékoli predchozi
technologické inovace v historii lidstva.

Dal$im neprehlédnutelnym aspektem, kterému v roce 2001, kdy Llosa svij esej
publikoval, jeSté zdaleka nebyla vénovana takova pozornost, a ktery je dnes zcela
klicovy, je vliv umélé inteligence na literaturu, uméni a lidskou kreativitu viibec.
V poslednich letech generuje Al pribéhy, romany i basné, hudebni kompozice,
fotografie i malby a my slychame, ze jsme svédky nové revoluce srovnatelné

s Gutenbergovym vynalezem knihtisku.

Jestli tomu tak skuteéné je, samozrejmé ukaze budoucnost. Nejspis ano. Nasi
soucasnost ale kromé této pirevratné revoluce, jejiz disledky zatim nedokazeme
plné dohlédnout, utvari i rada dalSich véci. Rozdélena spolec¢nost, klimaticka
zména, valeény konflikt v Evropé, narusené socialni vazby v disledku socialnich
siti a pandemie - to v§e na nas vytvari nebyvalé naroky a méni paradigmata nasi
kazdodenni existence. Co nam ¢im dal vic chybi, a co je zaroven snad jednou z nej-

obstat, je schopnost empatie.

A zde prichazi ke slovu — a dalo by se Fict i k ¢inu - literatura. Literatura, jak
nam pripomina Mario Vargas Llosa, ale i fada jinych autortd a autorek, je jednim

z hlavnich spoleénych jmenovatel( sdileni lidské zkusenosti, pricemz slovo
Llidské® zde ma svoji zvlastni dlilezitost. Prekracuje hranice ideologii, genderu,
veéku i ras. Ma svou nezastupitelnou roli pri formovani svobodné spole¢nosti. Je
prostorem pro imaginaci, prenosnym vesmirem, vasni i utocistém. A predevsim,
tak jako zadné jiné uméni dokaze rozvijet empatii — tu zasadni lidskou, vysostné
lidskou schopnost, ktera nas (zatim jesté) odliSuje od algoritmicky Fizené, uméle
inteligentni budoucnosti.

Llosa v predtuse nasi narustajici podrizenosti technologickému vyvoji naért zne-
pokojivou vizi budoucnosti, v niz se literatura stane archaickou kuriozitou, kterou
bude praktikovat jen omezena skupina precitlivélych lidi. ,Obavam se,” napsal, ,,ze
tento kyberneticky svét by byl navzdory své prosperité a moci, své vysoké zZivotni
Urovni a védeckym uspéchlim hluboce necivilizovany a naprosto bezduchy -
rezignované lidstvo postliterarnich automaton(, kteri se vzdali svobody.*

To, co zni jako teze dystopického roméanu, se snadno muze stat nasi ne tak vzda-
lenou budoucnosti. Pokud se tedy ptame, k ¢emu vlastné je literatura v nasi digi-
talni dobé, jedna z moznych odpovédi zni: Mimo jiné k tomu, abychom si uvédomili
a uchovali to, co nas déla lidmi.

Michaela Silpochova

1VARGAS LLOSA, Mario. Why Literature? Dostupné z: The New Republic, 14. 5. 2001,
https://newrepublic.com/article/78238/mario-vargas-llosa-literature. [cit. 2024-03-11].

Literature in the digital age

“The notion has spread that, since in these days ,time is money’, literature has
become an expendable activity, no doubt noble and useful for the cultivation of
sensibility and good manners, but otherwise essentially a luxurious pastime which
can be sacrificed without scruple when one is forced to ,prioritize’ the tasks

and duties that are necessary in the struggles of life.”* This is how the Nobelist
Mario Vargas Llosa summed up the situation at the beginning of the millennium

in his essay Why Literature? in which he passionately defends the importance of
literature for the contemporary world.

Today, more than twenty years later, this statement is equally true and perhaps
even more disturbing given the radical transformation our lives are undergoing
(not only) due to the digital revolution. In today’s ,culture” of limited characters,
social networks and apps, emails, tweets, opaque information, news, and videos,
where everything is a competition for attention in the omnipresent visual and
informational smog, literature seems to be on the defensive more and more. And
we are slowly, gradually and willingly sacrificing our literary culture. We have no
time, no space, no capacity.

In addition, studies by leading neuroscientists show that the way we read has
changed dramatically in the last thirty years due to digital technologies.



The so-called ,functional and ,pragmatic‘ reading, or reading that helps us get
information quickly, has become more prevalent. It takes place mostly on screens
and monitors, and stimulates the brain in a very different way from the concen-
trated reading of books. Our attention span is rapidly decreasing, and we lose
the ability to read deeply. In many ways, therefore, a major shift is taking place
that has and will have a more profound impact on our intellectual and cognitive
abilities than any previous technological innovation in human history.

Another unmissable aspect, which was not given nearly as much attention in
2001, when Llosa published his essay, and which is quite crucial today, is the in-
fluence of artificial intelligence on literature, art and human creativity in general.
In recent years, Al has generated stories, novels and poems, musical composi-
tions, photographs and paintings, and we hear that we are witnessing

a new revolution comparable to Gutenberg’s invention of the printing press.

The future will, of course, tell if this is indeed the case. It probably will. But our
present is shaped by many other things besides this revolution, the consequenc-
es of which we cannot yet fully see. A divided society, climate change, war in
Europe, disrupted social ties due to social networks and pandemics - all of these
are making unprecedented demands on us and changing the paradigms of our
daily existence. What we are increasingly lacking, and what is perhaps one of the
most important parts of our mental equipment to be able to cope with these
challenges, is the capacity for empathy.

This is where literature comes into play — and one could say into action.
Literature, as Mario Vargas Llosa reminds us, but also many other authors,

is one of the main common denominators of the sharing of human experience,
and the word ,human® has a special importance here. It transcends ideologies,
gender, age and race. It has an indispensable role in shaping a free society. It is
a space for imagination, a portable universe, a passion and a refuge. And above
all, like no other art, it can develop empathy - that essential, uniquely human
capacity that sets us apart (for now) from the algorithmically driven, artificially
intelligent future.

Anticipating our increasing subordination to technological development, Llosa
sketched a disturbing vision of a future in which literature would become an
archaic curiosity practiced only by a limited group of hypersensitive people.

“| fear,” he wrote,“that this cybernetic world, in spite of its prosperity and power,
its high standard of living and scientific achievements, would be profoundly
uncivilized and utterly soulless — a resigned humanity of

postliterary automatons who have given up their freedom.”

What sounds like the thesis of a dystopian novel could easily become our not-so-
distant future. So if we ask what literature is actually for in our digital age, one
possible answer is: Among other things, to realize and preserve what makes

us human.

Michaela Silpochova

1VARGAS LLOSA, Mario. Why Literature? Dostupné z: The New Republic, 14. 5. 2001,
https://newrepublic.com/article/78238/mario-vargas-liosa-literature. [cit. 2024-03-11]



(Uvaha nad notoricky zndmym namétem probuzena obrazy z vystavy Chyceni
slovy, Eerven-&ervenec 2023, Dm uméni Usti nad Labem, jeZ chce byt podékova-
nim jejim kurator(m za prilezitost zastavit se nad textem a obrazem)

Mit tu moc, vypravil bych se proti toku ¢asu poslouchat prvni pribéhy (nebo situ-
ace), jimiz vstupuje do mysli déti svét, ten velky svét tam ,kdesi venku®. Dovolim

si tip: mruceni a tance kolem ohné, mytus o GilgameSovi a Enkiduovi, princ Bajaja
nebo Percy Jackson, vzdy tu bude prritomna tolerance k nevérohodnosti. A blhvi,
co v détské hlavé ptsobi mluvici kameny, zlatovlasy déd Slunce nebo ozivujici vody.
Druhy tip-odpovéd: plsobi predstavivost, ten vzacny stav mysli, kdy ze slova vzni-
ka obraz, jenz nema zadna omezeni (protoze je nema sama mysl), stav, kdy mozna
prozijeme dotek neomezené skutecnosti, o niz - ¢estina to rika dokonale - se nam
ani nesnilo.

Vék a Skola oviem takovou toleranci uspésné likviduji, nevérohodnosti zlistavaji,

a jeSté ke véemu nar(staji. Prichazi pravda - a treti tip: prichazi zpravidla jako
nevitany host (Nevzal jsem si na vylet teplou vétrovku, a ted to mam - rodi¢e méli
pravdu!).

Zpét do Skoly. Ta evropska sazi predevsim na vyuku o kulture v Sirokém smyslu
toho slova (Co je to souhlaska? Jaké jsou zdroje naSi nepostradatelné energie?
Jaké rozeznavame politické systémy? Ktera zkusenost je ukryta v uméni?).
Zvlastni pozornost se vénuje literature, hudbé a malirstvi (stadi si pripomenout
legendy spojené s narodnim obrozenim v 19. stoleti).

Dovolte mné v této souvislosti premyslet o povidce Kuli¢ka, nebot vérim, ze patri
k nejznameéjsim v evropském literarnim kanonu. Bonvivan, sportovec a spisovatel
Guy de Maupassant ji vydal pod titulem Boule de Suif v roce 1880, tedy deset
let po znicujicim vpadu spojenych némeckych vojsk do severni Francie. Text
povidky Ize vidét ve dvou ¢astech - v té prvni se vymaluje obraz ponizeni okupo-
vaného Rouenu, v té druhé se vypravuje pFib&h, jehoz hlavni roli drzi Elisabeth
Roussetova = Kulicka. Tato mlada zena je prostitutka a dovolte mi citovat v pre-
kladu Otakara Novaka jeji laskyplny vypravéclyv popis:
Zena sedici vedle ného byla jednou z téch, jimz se fika lehké; proslavila se svou
predcasnou télnatosti, za niz také vdécila prezdivce Kulicka. Byla pomensi, vsude
pékné kulafoucka a kypra, az skoro sadelnata, i prsty méla baculaté a v kloubech
zuZené, takze trochu pfipominaly vénec $pekacky; napjaté kaze se na ni jen
leskla a pod $aty se ji dmulo obrovské poprsi. Pfi tom véem vsak byla velmi vébna
a porad velmi vyhledévana, tak byla svézi, radost pohledét. Obli¢ej méla jako cer-
vené jablicko, jako pivorikové poupé v rozpuku; svitily v ném nahore dvé prekrasné
oci, prekryté hustymi dlouhymi rasami, které je zahalovaly tajemnym stinem; a dole
rozko$na drobna usta s lesklymi détskymi zoubky a vihkymi rty, jen je zlibat. Navic
pry méla jesté celou fadu dal$ich nedocenitelnych kvalit.

Pribéh je obecné znam, dovolim si jen malou pripominku:

V mrazivém pozdnim podzimu 1870 se z okupovaného Rouenu vypravuje vesmeés
za obchody na cestu pestra spole¢nost deseti obéanu, lidé z vrstev §lechtickych
i stredostavovskych, téz dveé jeptisky, jeden pivni rebel — a Kulicka. Cesta je dlou-
ha a brzky obecny hlad utiSi bohaté zasoby jediné pripravené cestujici, Kulicky.
Cile, mésta Dieppe, nelze dosahnout v jediném dni, spoleénost musi pfenocovat
v hostinci. Ten je okupovan pruskymi vojaky a velitel si zada Kuli¢¢iny sluzby;

ta (ano, az takrka ve dvou tretinach rozsahu textu se dostavame k zapletce!)
rozhoréené odmita, vzdyt Rouen opustila kvUli vzteklému odporu k okupantim!
Prus nepovoli, a po nékolika dnech tlak spolucestujicich priméje nestastnici, aby
vyhoveéla. Rano je dostavnik na cestu vypraven, vSichni solidné vybaveni provi-
antem - az na Kuli¢ku. Ta navic kromé hladu musi vzdorovat ponizeni, jemuz ji
vystavuje okazalé pohrdani spolucestujicich. V zavéru ¢tenar vidi Kulicku rozruse-
nou v slzach zoufalstuvi..

Vratme se k jejimu popisu — ano, takto vyhlizi spiSe feknéme barokni andilek
(Skoda, ze andélé jsou bezpohlavni). Andilek, ktery se stane mucednici a zrcadlem
moralni ohyzdnosti zastupcl trid francouzského obc¢anstva.

Maupassantlv mladsi umélecky soucasnik, mali a grafik Henri de Toulouse-
-Lautrec, vytvoril ve svém prebohatém dile stovky portrétl a situaci prostitutek.
Odpocinuti po praci. Pred Iékarovou prohlidkou.

MI¢enlivé odpoledni ¢ekani.

Jen s nejvysSimi obtizemi hledate zenu, jez by se alespon priblizovala andélskému
portrétu mucéednice cti Boule de Suif. Je vinen Lautrectyv vytvarny styl? Panovaly
snad v Rouenu jiné poméry nez na Montmartru?

Byla Kuli¢ka vyjimkou stvrzujici pravidlo?

Z4da Maupassant o toleranci nevérohodnosti?

Kde se stala chyba?



Chyba se stala v pouziti slova chyba. Maupassantovo realistické uméni zpUsobilo,
7e pribéh s dostavnikem pohltil vymluvnou expozici povidky (soustiredénou

na ,pach invaze“ ve mésté a hluboké roz¢arovani z ponizené rezignace jeho
obyvatel) a pribil ¢tenarovu pozornost ku kontrastu andélské mucednice a téch
druhych, protoze to tak chtél. Co je zasadni - autor védél, co je to sarkasmus,

a nevahal jej pouzit. Priznejme si, ze tato strasliva zbran deformuje literarni obraz
postav na jeden rozmeér, a priznejme si, ze (nejen proto) ma realismus silny sklon
k manipulaci. Lautrecovy obrazy ,Kulicek”, tato jakoby vystrizena policka zivot-
niho filmu zobrazovanych zen, nabizeji kvUli autorskému pojeti impresionistické
,abstrakce® prilezitost ke kontemplaci pozorovatele nad otazkou, jiZ mu poli¢ko-
-obraz klade - Co se délo prede mnou?

Co bude po mné? Zkratka, jaky pribéh tu nabizi zablesk portrétu?

Je nacase pripomenout si Kantovu tezi, ze jistotu jedné Pravdy nemame, ze
skutec¢nosti nejsou nehybné, a proto de facto tak nesnadno poznatelné. Plynuti
pribéhu a zablesk obrazu, literatura a vytvarné uméni, predevsim dynamika jejich
vztahu, nabizi nastroje, jejichZ prusedcik - ale jen dame-li tomu kontemplativni
¢as! - mize prispét k u¢innému badani nad tim velkym svétem tam , kdesi venku®.
Tento prusecéik mize prispét trebas k potlaceni toho, co pocitujeme bézné

v takrikajic predbadatelském vztahu - tedy neochoty, bazlivosti, slepoty,

sklonu k péknému.

Ctvrty a posledni tip: tvorba a energie studentek a studentd UJEP chycenych
slovy a obrazy k takové praci bezprostredné vybizi.

Stanislav Zajicek, unor 2024

Flow and flashes

(A reflection on the notoriously familiar theme awakened by images from the ex-
hibition Caught in Words, June-July 2023, House of Arts Usti nad Labem. | would
like to thank its curators for the opportunity to reflect on the text and images.)

If I had the power, | would go against the flow of time to listen to the first stories
(or situations) through which the world enters the minds of children, the big
world “out there”. I'll venture a guess: the purring and dancing around the

fire, the myth of Gilgamesh and Enkidu, Prince Bajaja or Percy Jackson, there
will always be a tolerance for incredulity present. And God knows what the
talking stones, the golden-haired Grandfather Sun or the reviving waters do in

a child’s head. My second guess: it is the imagination that works, that rare state
of mind where words give rise to an image that has no limitations (because the
mind itself has none), a state where we may experience a touch of an unbounded
reality that - the Czechs say perfectly - we never dreamed of.

Age and school, however, successfully destroy such tolerance, and disbeliefs

remain, and on top of that, grow. Here comes the truth — and the third guess: it
usually comes as an unwelcome guest (I didn’t bring

a warm windbreaker on the trip, and now | have it - my parents were right!).
Back to school. The European school system relies primarily on teaching about
culture in the broad sense of the word (What is a consonant? What are the
sources of our indispensable energy? What political systems do we recognise?
Which experience is hidden in art?). Special attention is paid to literature, music
and painting (just think of the legends associated with the National Revival in the
19th century).

Let me think in this context about the short story ,Boule de Suif”, as | believe it is
one of the most famous in the European literary canon. The bon vivant, sports-
man and writer Guy de Maupassant published it under this title in 1880, ten years
after the devastating invasion of northern France by the combined German
forces. The text of the tale can be seen in two parts - the first paints a picture
of the humiliation of occupied Rouen, the second tells the story, with Elisabeth
Rousset = Boule de Suif in the lead role. This young woman is a prostitute and let
me quote, in Otakar Novak’s translation, the narrator’s loving description of her:
The woman sitting next to him was one of those who are called a lady of easy
virtues; she was famous for her premature corpulence, for which she also owed
the nickname Kuli¢ka (Boule de Suif). She was shorter, pretty round and plump all
over, almost lardy; even her fingers were plump and tapering at the knuckles, so
that they looked a little like a wreath of sausages; her taut skin just glistened on her,
and her huge bosom puffed out under her dress. With all this, however, she was
very attractive and still much sought after, so fresh was she, a joy to behold. Her
face was like a red apple, like a peony bud in bloom; there were two beautiful eyes
shining in it above, covered with thick long lashes that shaded them with a mysteri-
ous shadow; and below, a lovely little mouth with shining baby teeth and moist lips,
just to kiss them. Moreover, she was said to have a host of other priceless qualities.

The story is well known, | will only allow myself a small reminder:

In the frosty late autumn of 1870, a motley company of ten citizens, people from
the nobility and middle classes, also two nuns, a beer rebel and Boule de Suif, set
out from occupied Rouen to do business. The journey is long, and the early gen-
eral hunger is satisfied by the abundant supplies of the only ready passenger, the
Boule de Suif. The destination, the town of Dieppe, cannot be reached in a single
day; the company must spend the night in an inn. The inn is occupied by Prussian
soldiers and the commander demands the services of Boule de Suif; she (yes, it is
not until nearly two-thirds of the way through the text that we get to the plot!)
indignantly refuses, for she has left Rouen because of her furious resistance

to the occupiers! Prus won’t relent, and after a few days, pressure from fellow
travellers forces the unfortunate woman to comply. In the morning, the coach is
set out, all solidly equipped with provisions — except for Boule de Suif. In addition
to hunger, she has to withstand the humiliation of being subjected to the osten-
tatious scorn of her fellow passengers. In the end, the reader sees Boule de Suif
distraught in tears of despair...

Let’s go back to her description - yes, this is more like, let’s say, a baroque angel



(it’s a pity that angels are asexual). An angel who becomes a martyr and a mirror
of the moral ugliness of the French citizenry.

Maupassant’s younger artistic contemporary, the painter and printmaker

Henri de Toulouse-Lautrec, created hundreds of portraits and situations of
prostitutes in his prolific oeuvre. Relaxing after work. Before a doctor’s appoint-
ment.

A silent afternoon wait.

It is only with the greatest difficulty that you look for a woman who even
approaches the angelic portrait of the martyr of honour, Boule de Suif. Is
Lautrec’s artistic style to blame? Were the conditions in Rouen different from
those

in Montmartre?

Was Boule de Suif an exception to the rule?

Is Maupassant asking for tolerance of incredulity?

What went wrong?

The error was in the use of the word error. Maupassant’s realistic art caused

the stagecoach story to swallow up the eloquent exposition of the tale (cen-
tering on the “smell of invasion” in the town and the deep disillusionment with
the humiliated resignation of its inhabitants) and nailed the reader’s attention
to the contrast of the angelic martyr and the others because he wanted it that
way. Crucially, the author knew what sarcasm was and didn’t hesitate to use it.
Let’s admit that this terrible weapon distorts the literary image of characters to
one dimension, and let’s admit that (not only because of this) realism has a strong
tendency to manipulate. Because of the author’s notion of impressionistic
“abstraction,” Lautrec’s paintings of “Boules de Suif,” these seemingly cut-out
fields of the life-film of the women depicted, offer the observer an opportunity
to contemplate the question the field-image poses — What happened before me?
What will happen after me? In short, what story does the glimpse of a portrait
offer here?

It is time to recall Kant’s thesis that we do not have the certainty of one Truth,
that facts are not immovable and therefore de facto not easily knowable. The
flow of story and the flash of image, literature and the visual arts, especially

the dynamics of their relationship, offer tools whose intersection — but only if
we give it contemplative time! — can contribute to an effective exploration of
that big world “out there”. This intersection can contribute, for example, to the
suppression of what we normally feel in what is called a pre-researcher relation-
ship - that is, reluctance, timidity, blindness, a tendency towards the pretty.

The fourth and final tip: the work and energy of UJEP students captured in words
and images directly encourages such work.

Stanislav Zajicek, February 2024




Nazev vystavy Chyceni slovy odkazuje k psychickému stavu védomi, pri némz
dochazi k vysoké koncentraci a soustredéni se na dané sdéleni. V tomto okamziku
zapominame na ¢as i nas samotné a norime se do centra myslenkového toku -
jsme doslova chyceni slovy. V idealnim pripadé k tomuto lingvisticko-kognitivhimu
procesu dochazi, kdyz nas kniha hodnotové zaujme, socialné formuje, zarazuje do
pohybu svéta a pomaha nam se v ném orientovat. Svét literatury je rozmanity,
stejné jako samotny proces ¢teni. Nejraznéjsi definice vymezuji ¢etbu jako ¢in-
nost, ktera ma socialné symbolickou hodnotu. Jiné poucky se o tomto mentalnim
procesu vyjadruji jako o aktivité, pri které dochazi k vnimani a dekédovani
sdélovaného obsahu. Literatura rozsifuje sociokulturni stopu. Cetba je aktivita
zanechavajici otisky, které je mozné lokalizovat.

Cilem kuratord a kuratorek vystavy byl prizkum pole sou¢asného uméni ovliv-
néného literarnimi dily, popripadé pribéhy jako takovymi, které jsou ideovymi
nositeli dtlezitymi pro vytvarné dilo.

Soucasna digitalni doba literature nepreje, proto bylo téma vystavy vybrano

z podstaty dnesniho chaotického zivota, ze kterého si musime umét vybrat to,
co nas zaujme. Nelze precist vSechny knihy, stejné jako nikdy neuvidime vSechny
obrazy a nezhlédneme vSechny filmy. V soudobém vizualnim chaosu je mnohdy
obtizné najit jistotu v tom, co prijimame. V poslednich letech se spole¢nost

a zivot v ni zasadné proménuji, at uz doznivajicimi disledky pandemie, vale¢nymi
konflikty ¢i zastreSujici environmentalni krizi, utvari se vzorec budoucich zmén.
Vystava reagovala na jeden z hlavnich problémd(, ktery se nas bezprostredné
dotyka, jimz je chaos a prehlceni informacemi, které dnesni doba prinasi. Vystava
tak poukazovala na to, Ze i v sou¢asnosti existuje pevna plida pod nohama, ze
existuji reSeni, kterymi se Ize adaptovat na zivot, jenz se neustale méni.

Jednim z téchto PesSeni pro nas bylo a stale je obraceni se k literature. Pri pro-
mysSleni tématu vystavy jsme si kladli otazku, jak propojit sou¢asné umeéni pravé

s literarnimi dily. Po cela staleti existuji rizné druhy obrazt a text( bezpro-
stifedné vedle sebe. Od iluminovanych rukopist pires komiksy az po ilustrované
pohadkové knihy. Obrazy vzdy byly nepostradatelnou soucasti textd, aby si ¢tenar
dokazal Iépe predstavit, co se skryva mezi radky. Vztah obrazu a textu se rovnéz
stal predmétem zajmu teoretik( vizualni kultury a ¢asto byly jejich teorie spjaté

s dobou, v niz vznikaly. Clement Greenberg v padesatych letech 20. stoleti prisel
s mySlenkou, ze malba by méla byt naprosto oprosténa od namétu a literarnich
konotaci. Roland Barthes hovoril o ,smrti autora®, kdy se hlavnim zprostredkova-
telem pribéhu stava ¢tenar, jehoz zrozeni je zaplaceno smrti autora a identita se
ztraci za ucelem psani. Tyto teorie v§ak zacaly ustupovat novym postmodernim
mysSlenkam, které rozSirily pojeti obrazu i textu. Nelson Goodman se vztahem
obrazua textu zabyval také, ale poznamenal, ze text nikdy nemU(ze predmét

zpritomnit, stejné jako vizualni reprezentace daného predmétu nezajisti jeho
pritomnost, a proto obé média odsoudil jako nedostatecna. V devadesatych
letech nastoupila kultura ovladana obrazy, jez do jisté miry dominuje dodnes.
Obrazy svéta jsou nam predavany prostrednictvim televize, médii, aplikaci nebo
socialnich siti.

Vystava Chyceni slovy simulovala toto utocisté ve formé jednotlivych uméleckych
dél, ktera se svym zptisobem vyrovnavaji s roli literatury v dnesni spolec¢nosti,

a vytvorila tak pribéh, jimz navstévnik mohl prochazet, jako kdyby listoval stran-
kami oblibené knihy. Cilem vystavy tedy bylo predstavit vztah sou¢asného uméni
a literatury, ale vyvarovat se pouhé ilustrace pribéhu. Vybrana dila (objekty,
obrazy, videa) slouzila jako privodci literarnim svétem, ktery do sebe vSe pojima,
a navstévnik se stal jeho soucasti, jakmile vstoupil do expozice.

V prvni ¢asti vystavy se rozvinul pribéh reprezentovany dily Markéty Adamcové
a Minh Thang Phama. Markéta Adamcova rozehrala pribéh u dvou monumen-
talnich paravant pomoci Sirokych tahtl $tétcem na experimentalné pojatych
latkovych podkladech. Inspiraci byla basen od Kae Tempest, na jejimz zakladé se
Markéta obratila k environmentalnimu namétu a reflektovala naSi koexistenci

s prirodnim spolec¢enstvim. Dvojice paravan( odkazovala na symbioticky organi-
smus, kdy jedna ¢ast bez druhé nemUze fungovat. Nav§tévnik pak mél moznost
prochazet mezi obéma ¢astmi instalace a stat se jejich soucasti. Pojeti paravan(
jako dvou nerozlucitelnych organismu zaroven odkazovalo k intimni a milostné
naplni poezie zminéné basnirky a nutilo nas k zamysleni nad podstatou vztahu,
které v soucasném svété budujeme, navodilo tak az pocit melancholie.

Druhym dilem byl zaznam performance Minh Thang Phama s nazvem Si &etli
(2020), jez podobné jako dalSi tvorba zminéného autora reflektuje jeho zajem

o identitu. Pri performanci si naproti sobé sedli dva prislusnici jedné vietnamské
rodiny rliznych generaci a navzajem si ¢etli pohadky spojené se svym vlastnim
détstvim. Vysledkem tohoto sezeni bylo, ze kazdy predcital pohadku v jiném
jazyce. Oba si navzajem nerozuméli, nebot kazdy vyrostl v jiném prostredi.
Pouziti pohadek v tomto pripadé slouzilo jako ilustrace generac¢niho posunu

a vzajemného neporozumeéni a zaroven jako stret dvou kultur jako odkazu na
autorudv osobni zivot.

Prostorové intervence Jiriho Pitrmuce nevychazely z konkrétni knihy nebo
literarniho zanru, ale byly spiSe inspirovany samotnym utvarenim pribéhu.
Autor se rozhodl vyuzit nastroje tvorby pribéhu pro rozvijeni dila, které
prostupovalo prostorem a navadélo navstévnika smérem, jimz se ma vydat.
Jiri v poslednich letech uziva zejména koSilovinu a plachtovinu, které natahuje
na stanové konstrukce, a usiluje tak o vytvoreni imaginarnich pristiresku Ci
moznych ukrytd. Vytvari tim bezpeéné misto, kam je mozné se uchylit, kdyz se
realny svét stane prilis nesnesitelnym. Ctenari se stali hlavnimi hrdiny v pribéhu,
ktery se na vystavé odvijel. Jifi pro vystavu vytvoril dvé dila, ktera odkazovala
k cyklicnosti, opakovani a ubihajicimu ¢asu: Kolo pro hlodavce (Hamster Wheel,
2023) a Splouchnuti hodin (Splash o‘clock, 2023). Navitévniky obé realizace



nabadaly zapojit svoji imaginaci a zamyslet se nad jejich spojenim se svétem
literatury. Jako jisté intermezzo slouzila knihovna Terezy Hlavackové, ktera vznikla
primopro potreby vystavy. Zona s knihovnou vytvarela prostor pro zpomaleni,
odpodinek a poskytla moznost nahlédnout do svéta rlznych piribéhl diky
vystavenym kniham.

V posledni ¢asti vystavy se pak odehral osobni pribéh Petra Kubace a filozoficka
uvaha Karoliny Voleské. Dilo VZdy tam a ne tady (2021) odkazovalo na texty
Jacquese Derridy a Zygmunta Baumana. Autorka nicméné vytvorila zcela novy
pribéh, zcela novou skutec¢nost, kterou ale navstévnik nedostal zprostredkovanou
jen tak. Tato nova realita byla slozena z indicii, jez autorka zanechala na strankach
naddimenzované knihy, a bylo na nav§tévnicich, aby si je spojil dohromady. Druhé
déjstvi se odehralo mimo stranky knihy v podobé dvou fluidnich objektl na sténé,
které pracovaly se stejnym organickym tvaroslovim, naznacujicim nestalost

a plynuti ¢asu. Podobné jako dilo Markéty Adamcové se tyto organické struktury
inspirovaly svéty prirodnim a lidskym, které v dile splynuly.

Vychodiskem pro dilo Pozastaveni (2023) Petra Kubace se stal literarni zanr
cestopisu, ktery vyuzil pro tvorbu vlastnich zapisk( z cest a ¢asu straveného na
portugalském venkové. V ramci audiovizualni instalace byly promitany fotografie
rozlozené na jednotlivé ¢asti v prostoru, doprovazené autorovym hlasem, ktery
predcital zazitky z cest zachycené v zapiscich. Instalace vybizela k rozjimani nad
krajinou, jez navozovala pocit zpomaleni v dneSnim zrychleném svété.

Za kuratorsky tym Jan Kieweg a Karolina LapeSova

Curatorial text for the exhibition
Caught in Words

The title of the exhibition, Caught in Words, refers to a psychological state

of consciousness in which there is a high level of concentration and focus on

a given message. In this moment we forget about time and ourselves and dive
into the centre of the flow of thought — we are literally caught by the words.
Ideally, this linguistic-cognitive process occurs when a book captures our atten-
tion in terms of values, socially shapes us, places us in the movement of the world
and helps us to navigate it. The world of literature is as diverse as the process of
reading itself. Various definitions define reading as an activity that has socially
symbolic value. Other accounts refer to this mental process as an activity in
which the communicated content is perceived and decoded. Literature expands
the sociocultural footprint. Reading is an activity that leaves imprints that can
be located.

The aim of the curators of the exhibition was to explore the field of contempo-
rary art influenced by literary works, or stories as such, which are important
carriers of ideas for artworks.

The current digital age is not conducive to literature, so the theme of the exhi-
bition was chosen from the essence of today’s chaotic life, from which we must
be able to choose what interests us. We cannot read all the books, just as we
will never see all the paintings or watch all the films. In the contemporary visual
chaos, it is often difficult to find certainty in what we take in. In recent years,
society and life within it have been fundamentally transformed, whether by the
reverberating effects of a pandemic, warfare or an overarching environmental
crisis, a pattern of future change is taking shape. The exhibition responded to
one of the major issues that affects us directly, which is the chaos and infor-
mation overload that today’s times bring. In this way, the exhibition showed that
there is solid ground underfoot, that there are solutions that can be used to
adapt to a life that is constantly changing.

One of these solutions for us was and still is turning to literature. When thinking
about the theme of the exhibition, we asked ourselves how to connect contem-
porary art with literary works. For centuries, different kinds of images and texts
have existed side by side. From illuminated manuscripts to comic books and
illustrated storybooks. Images have always been an indispensable part of texts,
so that the reader can better imagine what lies between the lines. The relation-
ship between image and text has also become a subject of interest to theorists
of visual culture, and often their theories have been linked to the period in which
they were written. Clement Greenberg in the 1950s came up with the idea that
painting should be completely free of subject matter and literary connotations.
Roland Barthes spoke of the “death of the author”, where the reader becomes
the main agent of the story, whose birth is paid for by the death of the author
and identity is lost for the purpose of writing. However, these theories began to
give way to new postmodern ideas that expanded the notion of image and text.
Nelson Goodman also addressed the relationship between image and text, but
noted that text can never make an object present, just as a visual representation
of a given object cannot ensure its presence, he therefore condemned both
media as inadequate. The 1990s saw the rise of an image-dominated culture
that still dominates to some extent today. Images of the world are transmitted
to us through television, media, apps or social networks.

The exhibition Caught in Words simulated this refuge in the form of individual
works of art that, in their own way, deal with the role of literature in today’s soci-
ety, creating a narrative that the viewer could walk through as if flipping through
the pages of a favourite book. The aim of the exhibition was therefore to present
the relationship between contemporary art and literature, but to avoid merely
illustrating the story. The selected works (objects, paintings, videos) served as
guides to the literary world that encapsulates everything, and the viewer

became part of it as soon as he entered the exhibition.



In the first part of the exhibition, the story represented by the works of Markéta
Adamcova and Minh Thang Pham unfolded. Markéta Adamcova’s work in the form
of two monumental screens played out the story through broad brushstrokes
on experimentally conceived fabric backgrounds. Inspired by a poem by Kae
Tempest, Markéta turned to an environmental theme to reflect on our coexist-
ence with the natural community. The pair of screens referred to a symbiotic
organism, where one part cannot function without the other. The visitor was
then able to walk between the two parts and become part of them. The con-
ception of the work as two inseparable parts also referred to the intimate and
amorous content of the poetry of the aforementioned poet and forced us to
reflect on the nature of the relationships we build in the contemporary world,
evoking a sense of melancholy.

The second work was a recording of Minh Thang Pham’s performance titled

Si éetli (2020), which, like other works by the artist, reflects his interest in iden-
tity. During the performance, two members of a Vietnamese family of different
generations sat opposite each other and read to each other fairy tales related
to their own childhood. The result of this session was that each read a fairy tale
in a different language. They both did not understand each other, as each had
grown up in a distinct environment. The use of fairy tales in this case served as
an illustration of the generational shift and mutual misunderstanding, as well
as a clash of two cultures, referring to the author’s personal life.

Jiri Pitrmuc’s spatial interventions were not based on a specific book or literary
genre, but rather were inspired by the creation of the story itself. The author
therefore decided to use the tools of story creation to develop a work that per-
meated the space and guided the viewer in the right direction. In recent years,
Jiri has made particular use of shirting and canvas, which he stretches over tent
constructions, in an attempt to create imaginary shelters or possible hiding
places. In doing so, he creates a safe place to retreat to when the real world
becomes too unbearable. The reader became the protagonist in the story that
unfolded in the exhibition. Jiri created two works for the exhibition that referred
to cyclicality, repetition and the passing of time: the Hamster Wheel (2023) and
Splash o'clock (2023). It forced the viewer to engage their imagination and think
about their connection to the world of literature.

Tereza Hlavackova’s library, which was created for the needs of the exhibition,
served as an intermezzo. The zone with the library created a space to slow down,
relax, and gave a glimpse into the world of different stories thanks to the books
on display.

The last part of the exhibition features a personal story of Petr Kubac¢ and

a philosophical reflection by Karolina Voleska. The work Always There and Not
Here (2021) referred to the texts of Jacques Derrida and Zygmunt Bauman. The
author, however, created a completely new story, a completely new reality, which
the viewer did not get conveyed just like that. This new reality was composed of
clues that the author had left on the pages of an oversized book, and it was up to

the viewer to piece them together. The second act took place outside of the pag-
es of the book in the form of two fluid objects on the wall that worked with the
same organic morphology, suggesting impermanence and the passage of time.
Like the work of Markéta Adamcova, these organic structures were inspired by
the natural and human worlds, which merged in the work.

Petr Kubac was inspired by the literary genre of travelogue, which he used

to create his own accounts of his travels and time spent in the Portuguese
countryside. In the audiovisual installation, photographs were projected in
individual parts of the space, accompanied by the author’s voice, which read the
experiences from his travels captured in the notes. The installation encouraged
contemplation of the landscape, which evoked a sense of slowing down in
today’s accelerated world.

On behalf of the curatorial team Jan Kieweg and Karolina LapeSova
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Marketa Adamcova

Markéta Adamcova studovala v ateliéru Malby Il u Vladimira Skrepla na prazské
Akademii vytvarnych uméni. Umélkyné stridavé Zije a pracuje ve Frankfurtu nad
Mohanem a v Praze. Markéta vychazi z média malby a kresby a tyto techniky dale
rozviji v praci s barvenim latek prirodnimi pigmenty. Pomoci tohoto postupu
poukazuje na nasi (he)moznou koexistenci s prirodnim spolecenstvim - taze se,
zdali jsme jeSté jeho soucasti, nebo jsme se jiz stali pouhymi pozorovateli v ¢lo-
vékem chranénych zonach. Pro vystavu vytvorila dva obrazy na baviné zasazené
do konkavné prohnutych paravant Under and above my chair, 2023). Jednotliva
vyobrazeni reflektuji symbiotické organismy, kterych se miizeme stat soudasti,
kdyz prochazime vymezenym polem. V této praci se Markéta nepfrimo inspirovala
basnémi Kae Tempest, kde je akcentovan stret osobni intimity s vnéjsim envi-
ronmentalnim kolapsem. Na to nelze reagovat jinak nez melancholii, ktera zasa-
huje do nasich soukromych Zivotd. Castym odstupem z pozice klasické malirky

k barveni textilnich obrazu se priklani k tvorbé soustifredéné spise na samotny
proces vzniku nez na planovani: na jeho nepredvidatelnosti a nahody, ve kterych
naléza paralelu s zivotodarnosti permakulturnich princip(.

Markéta Adamcova studied in the studio of Painting Il under Vladimir Skrepl at
the Academy of Fine Arts in Prague. The artist lives and works alternately in
Frankfurt am Main and Prague. Markéta starts from the medium of painting and
drawing and develops these techniques further in her work with dyeing fabrics
with natural pigments. Through this process, she points out our (im)possible
coexistence with the natural community - she asks whether we are still part of it
or whether we have become mere observers in man-made protected zones. For
the exhibition she created two paintings on cotton set in concave curved screens
(Under and above my chair, 2023). The individual depictions reflect the symbiotic
organisms that we can become part of when we walk through the defined field. In
this work, Markéta is indirectly inspired by Kae Tempest’s poems, where the clash
of personal intimacy with external environmental collapse is emphasized. There
is no other way to respond to this than with melancholy that intrudes into our
private lives. Often moving away from her position as a classical painter to dye
textile paintings, she leans towards a work focused on the process of creation
rather than planning: its contingencies and accidents, in which she finds a paral-
lel with the life-giving principles of permaculture.

Kuratori: Kdyz jsme vystavu koncipovali, ptali
jsme se sami sebe, jaka je nase prvotni zkusenost
s literaturou nebo s pribéhem, ktera nas néjakym
zpusobem ovlivnila. Vzpomnéla by sis, jaka byla ta
tvoje?

M. A.: Doma jsme neméli televizi, a tak jsem

po Skole vétSinou travila ¢as v mistni knihovné
¢tenim pribéhl. Co si vybavuji, mozna uplné
prvnimi pribéhy pro dospélé (na doporuceni

mé matky) byly knihy Na zapadni fronté klid,
Betonova zahrada a Koné se prece strileji. Po
nich si vybavuiji, ze jsem néjak objevila Stoparova
prlivodce po Galaxii a tim jsem na néjaky ¢as
hledala v literature hlavné humor.



Kuratori: Jaké sdéleni predava tvé vystavené dilo?
Z ¢eho jsi pri tvorbé dila vychazela?

M. A.: Vystavené paravany mohou reflektovat
symbioticky organismus, tvori dvé ¢asti, mezi
nimiz ma divak moznost prochazet a stat se tak
jejich soucasti. Mohly by vyvolat otazku ohledné
naseho vztahu k prirodnim spolecenstvim - jsme
jejich soucasti, nebo se uz jen chodime divat na
posledni chranéna mista? K vytvoreni téchto
obrazll jsem byla ¢astecné ovlivnéna basni od Kae
Tempest, ktera ma asi vice zplasobU ¢teni. Mné ale
bylo blizké, jak se v basni stretava osobni intimita
s vnéjsSim prirodnim kolapsem nebo spi$ toxicitou.
Priméla mé tazat se, jakou roli v nasich zivotech
ma v dobé environmentalni krize intimita — napri-
klad planovani spolecné budoucnosti s nékym

a podobné, melancholie intimniho se propojuje

s melancholii vnéjsiho svéta.

Kuratori: Vidime v tom zajimavy presah do ostat-
nich védnich disciplin nebo do doby antropocénu,

VvV Nniz zijjeme.

M. A.: PriSlo mi, ze Kae Tempest dokaze skrze love
poems vystihnout to, co se déje vné.

Kuratori: A pritom nam mUze pripadat, ze v dnes$ni
dobé poezie upada, i pres jeji dlouhodobou
tradici.

M. A.: V mainstreamu tomu tak mozna bude.
Poeti¢no ale ve vytvarném umeéni je, poetika je
abstrahovana literatura, abstrahuje sdéleni do
rdznych tvaroslovi, proto ma blizko k vytvarnému
umeéni. Jde mozna o jakysi druh citlivého kodo-
vani osobni zku$enosti, ale i vyzkumd, v§eho, co
predchazi vytvoreni dila. Z vétSinové literatury je
ji asi méné, ale zase v posledni dobé vychazi dost
novych véci. Nékteré autorky ¢i autori propojuji
v proze poeticky styl vypravéni, takze ty hranice
se prolinaji. Zalezi i na tom, co ze soucasné poezie
se podari u nas prelozit Ci distribuovat v originale
v knihkupectvich ¢i knihovnach, takze ¢asto
¢lovék musi pro nové véci do zahranici, a to uz
eliminuje vétSinu ¢tenarstva, které je zvyklé pravé
treba na servis knihoven.

Kuratori: Jaky je podle tebe vztah obrazu a textu?
Napr. Clement Greenberg se v minulosti vyjadril
tak, ze malba a uméni obecné by mély byt napros-
to oprostény od nameétu a literatury. Jak na toto
tvrzeni nahlizis ty?

M. A.: Za mé je takhle pozice Greenberga pro-
blematicka. Jeho teorie o prazdné formé mozna
platily pro americké prostredi, ale aplikoval to i na
umeélce, ktePi pracovali se zcela jinym zamérem.
Takovy nedavny priklad redefinice je tfeba prace
Kandinského, ktera ma silny spiritualni ramec pri-
tom byla razena do formalni abstrakce. Podle mé,
asi nejen Greenberg mél svoji teorii, na kterou na-
rouboval i umélce z prostredi, které stoji na zcela
jinych principech nez americké, a na tu teorii pak
navazali dalsi umélci a umélkyné. Co mé na tom
irituje, je takova moc nékoho, kdo neni autorem,
uvadét néci praci v odliSnych souvislostech, to
pro mé bude asi vzdy problematické. Text — obraz,
vztah narativi.. V souc¢asnosti ma skoro véechno
néjaky narativ, ne? Asi zalezi na tom, jakou formu
narativu volime - spousta umélkyrn a umélct pise,
publikuje, a spousta ne, nékdo pracuje s textem
primo ve svém dile, nékdo ani to, a narativ se
zhmotnuje treba kontextem vzniku.. Ten vztah je
individualni a u kazdého jiny. | abstraktni tvorba
se vztahuje k uréitému narativu, i kdyz jde treba
o morfologii. | to, Ze budete apoliticti, je politické:
stejné tak abstraktni formy maji vétsinou svij
vice méné jasny ramec. Téch pristupl ale existuje
mnoho.

Kuratori: K tématu literatury a pribéhu jsme dosli
skrze téma uniku od informacni exploze, ktera je
specificka pro soucasnou spole¢nost. Nas zajima,
jak na to nahlizi$ ty. Myslis, ze je v soucasnosti
literatura jesSté aktualni, nebo uz je to prezité
médium, které bude akorat upadat vlivem novych
technologii? Snazis se informacni explozi vzdoro-
vat, popripadé reaguje na ni tvé dilo?

M. A.: Informacni explozi myslite co?
Kuratori: Prehlceni informacemi, které je

v souc¢asné dobé viditelné po vSech riznych
strankach. PremysSleli jsme nad moznostmi uniku



z této informacni exploze a zda snad i kvdli
nastupujicim technologiim klasicka literatura
a Cteni fyzickych knih neupada.

M. A.: Na toto svym dilem nereaguji. Kdyz v Cesku
vySel posledni Houellebecq, skoro jste nepotkali
Clovéka, ktery by ho necetl. | kdyz mi dochazi, ze
mozna jenom v mé bubliné. Je pravda, ze ¢as na
socialnich sitich a scrollovani Instagramu rapidné
snizuji schopnost se soustredit a tim padem asi

i schopnost cist delSi texty jako knihy, eseje,
skutec¢né se do néceho ponorit.. Ted je u mladsich
popularni TikTok a také jakasi multividea, tedy ze
sledujete treba pét véci najednou - film, hrajete
hru, zpravy a tak, oboji mi prijde uz na hrané toho,
kdy se nam kolektivné méni zplisob vnimani a je
to forma zavislosti. Sama se s tim snazim bojovat
a travit vic ¢asu s knihou nez s obrazovkou,

aje to tézké, a to jsem asi posledni generace,
ktera na socialnich sitich nedospivala, tak bych
to méla mit o néco jednodussi. Ale zaroven

nejde nevnimat, jaky maji socialni média prinos;
rozsahla vymeéna sice zrychlila i trendy, ale také
zrychlila vyménu informaci napri¢ spole¢nostmi.
Jsme daleko vice informovani nejen o novych
teoriich ¢i novém uméni, ale treba i o pachaném
bezpravi ¢i ekologickych dopadech, které se déji
na pozadi produkt( ¢i surovin, které si v zapadni
spole¢nosti dopravame, coz mlze byt nékdy
hodné depresivni, ale nutné k tomu, abychom

byli schopni néco zménit a hlavné v posledni

dobé toto ma silnou schopnost mobilizovat.Kdyz
oteviete rano Instagram, vétsina postul jsou
vale¢né konflikty, informace o novych rekordech
v kolapsu planety apod. Mozna to zavisi na tom, co
vam systém generuje, ale takova informovanost
vas zbavi veSkerych ideal(, které jste mivali, ale
je to skutecny svét, ve kterém zijeme. Pokud jsme
zvidavi, odhalime daleko SirSi perspektivu v po-
hledu na konflikty, které se nas zdanlivé netykaiji,
nez dostaneme z postoje, ktery zaujimaji bézna
napriklad ¢eska média.

V Cesku je silna tradice vztahu k literature.
Komplexni pribéhy ¢i teoretické texty nemohou
nahradit zkratkovité zpravy internetu. Film je
také zkratkou, a neznamenal konec literatury,
naopak prinesl jiny format. Podle mé bude mit

literatura vzdy své publikum, protoze ma jazyko-
vou hloubku, kterou ani film nedokazal nahradit,
tim je pro mnohé porad atraktivni. Zaroven se

i literatura inspiruje filmovymi principy ¢i mnoz-
stvim sdilenych informaci na internetu. Nemyslim
si, Zze je ¢etba staromadni, protoze i ona je schop-
na se adaptovat na souc¢asnost. Nékdo si vystaci
s konzumaci obsahu prostrednictvim aplikaci,
nékomu tohle v zivoté stacit nebude. Stejné tomu
bylo ve zlaté dobé televiznich obrazovek, nékte-
rym lidem stacilo prosedét vecer u televize, jinym
to prislo nudné, televizi neméli a radéji si etli.

Kuratori: | mezi nami v roc¢niku si vSimame rozdé-
leni na dvé skupiny - ty, kteri jsou ponoreni do
novych technologii, a ty tradi¢néjsi. Mozna proto
jsme zvolili pevné, klasické téma, které se opira
o literaturu.

M. A.: Asi je to individualni a zavisi to na tom,

v jakém kontextu jsme vyrustali, a nic neni Spatné.
Je dobré umét s technologiemi zachazet tak, aby
byly pro nas prospéch, spoustu véci preci jen
usnadnuji. Musime si ale hlidat, aby technologie
nevlastnily nas. To bylo, myslim, motto dokumentu
Socialni dilema, ktery odhaloval temné stranky
fungovani socialnich médii. Porad je a bude
dllezité umét ponorit se do sebe a hledat zdroje
v sobé samém, tedy pochopit ,,co jsem ja ve
vztahu ke svétu kolem mne*“.

Kuratori: Ano, je to mozné.

M. A.: | pro mé bylo kdysi problematické celit
velkému mnozstvi informaci, napriklad kdyz se
zacalo uméni prezentovat na blozich. Drive jsem
navStévovala zahranicni vystavy, délala jsem si
néjaky prehled, ale najednou bylo tézké zpracovat
tak velké mnozstvi informaci a neztratit vlastni
identitu. Na digitalni reprodukci vidime zmense-
ninu, ktera nas musi zaujmout béhem par sekund.
Nevim, jestli mi tohle jako malirce bude stacit.

A myslim, ze proto lidé porad chodi do galerii

a ze stejného ddvodu asi budou porad i ¢ist.
Kuratori: Clovék éasto stoji pred dilem a nevi,

na co se diva, chybi popis nebo nazev, ma pred
sebou obraz obrazu, ale praveé ten kontext chybi



Interview:

a musi zapojit vlastni znalosti k rozklicovani toho
¢i onoho dila. Musi se hledat téma, které bylo
zadano, nebo to, co do dila umélec dava.

M. A.: Casto je mozné, 7e tam na zadatku skuteéné
nic neni, treba je to ,jen“ vytvareni novych verzi
obrazll nalezenych na internetu, Instagramu a po-
dobné a Sirsi ramec vznika az v procesu nebo ex
post a proto i divak ma v uméni svoji roli. Neznat
uplny kontext dila, ve kterém vzniklo, mize byt
pro divactvo nékdy osvobozujici.

Curators: When we conceived the exhibition, we
asked ourselves what our primary experience
with literature was that influenced us in some
way. Can you remember what yours was?

M. A.: We didn’t have a TV at home, so after
school | usually spent my time at the local library
reading stories. As | recall, perhaps the very first
adult stories (on my mother’s recommendation)
were All Quiet On the Western Front, The Cement
Garden, and They Shoot Horses, Don’t They?
After that, | recall somehow discovering

The Hitchhiker’s Guide to the Galaxy, and

thus for a time | was mainly looking for

humor in literature.

Curators: What message does your exhibited
work convey? What did you base your work on?

M. A.: The exhibited screens can reflect a symbi-
otic organism, forming two parts between which
the viewer can pass and thus become part of.
They could raise questions about our relationship
to natural communities — are we part of them, or
do we just go to see the last protected places?
To create these images | was partly influenced by
a poem by Kae Tempest, which | guess has mul-
tiple ways of reading. But what was close to me
was how personal intimacy collides with external
natural collapse, or rather toxicity, in the poem. It
made me question what role intimacy plays in our
lives in times of environmental crisis — for exam-
ple, planning a future together with someone and
so on, the melancholy of the intimate intertwined

with the melancholy of the external world.
Curators: We see an interesting overlap with
other disciplines or with the Anthropocene era in
which we live.

M. A.: It seemed to me that Kae Tempest is able
to convey what is happening inside of us through
love poems.

Curators: Yet it may seem to us that poetry, for
example, is in decline, despite its long tradition.

M. A.: In the mainstream it might be so. However,
the poetics can be found in visual art, poetics is
abstracted literature, it abstracts the message
into different morphologies, that’s why it is close
to visual art. It is perhaps a kind of sensitive cod-
ing of personal experience, but also of research,
of everything that precedes the creation of the
work. There’s probably less of it in mainstream
literature, but again, there’s a lot of new stuff
coming out lately. Some writers are combining
poetic narrative styles in their prose, so those
boundaries are blurring. It also depends on what
contemporary poetry can be translated or dis-
tributed in the original in bookstores or libraries,
so often one has to go abroad for new stuff, and
that already eliminates most of the readership
that is used to, say, library service.

Curators: What do you think is the relationship
between image and text? Clement Greenberg,
for example, has said in the past that painting
and art in general should be completely free of
subject matter and literature. How do you view
this statement?

M. A.: For me, Greenberg himself is problem-
atic. His theories about empty form may have
been valid for the American environment, but
he applied it to artists who were working with
a completely different intention. A recent
example of such a redefinition is the work of
Kandinsky, which has a strong spiritual frame-
work. | think it’s probably not only Greenberg
who had his theory, and he grafted artists who
worked in a completely different way onto it,



and then other artists built on that theory. What
irritates me about this is the power of someone
who is not the author to completely misrepresent
someone else’s work, | think that will always be
problematic for me. Text — image, the relation-
ship of narratives.. Nowadays almost everything
has a narrative, doesn’t it? | guess it depends on
what form of narrative one chooses - a lot of
artists write and publish, and a lot of them don’t,
some work with text directly in their work, some
don’t, and the narrative is materialized by the
context of creation, for example... | think the rela-
tionship is individual and different for everyone.
Even abstract work relates to a certain narrative,
even if it’s morphology. Even being apolitical is
political: in the same way, abstract forms usually
have a more or less clear framework. But there
are many such approaches.

Curators: We arrived at the theme of literature
through the theme of escape from the informa-
tion explosion that is specific to contemporary
society. We are interested in how you see it. Do
you think that literature is still relevant today,
oris it an outdated medium that will only decline
due to the influence of new technologies? Are
you trying to resist the information explosion,
or is your work responding to it?

M. A.: What do you mean by information explo-
sion?

Curators: The information overload that is
currently visible everywhere around us. We won-
dered about the possibilities of escaping from
this information explosion and whether perhaps
classical literature and reading physical books
are on the decline because of new emerging
technologies.

M. A.: I am not responding to this in my artwork.
When the last Houellebecq was published in the
Czech Republic, you hardly met a person who
hadn’t read it. Although | realize that maybe only
in my bubble. It’s true that time on social media
and scrolling through Instagram rapidly reduces
the ability to concentrate and therefore prob-

ably the ability to read longer texts like books,
essays, to really immerse yourself in something...
Now TikTok is popular with younger people, and
also sort of multiviewing, so you‘re watching like
five things at once - a movie, playing a game,
the news, and so on, both of which | think are on
the verge of collectively changing the way we
perceive. It’s an addiction. I'm trying to fight it
myself and spend more time with a book than

a screen, and it’s hard, and I’'m probably the last
generation that didn’t grow up on social media,
so | should have it a little easier. But at the same
time, it’s impossible not to see the benefits of
social media; while the extensive exchange has
accelerated trends, it has also accelerated the
exchange of information across companies.

We are far more informed not only about new
theories or new art, but also about, for example,
injustices or ecological impacts that happen
against the backdrop of products or raw materi-
als we indulge in our Western society, which can
sometimes be very depressing, but necessary

to be able to make a difference. When you open
Instagram in the morning, most of the posts are
war conflicts, information about new records in
the collapse of the planet, etc. Maybe it depends
on what the system generates for you, but that
kind of information strips you of any ideals you
used to have, and this is the real world we live

in. If we are inquisitive, we will discover a much
broader perspective in looking at conflicts that
seemingly do not concern us than we get from
the stance taken by the mainstream Czech media.
There are two sides to information overload, and
it is up to you how you use it.

There is a strong tradition of a relationship to lit-
erature in the Czech Republic. Complex stories or
theoretical texts cannot replace the abbreviated
messages of the Internet. Film is also a shortcut,
and it did not mean the end of literature, on the
contrary, it brought a different format. In my
opinion, literature will always have an audience
because it has a certain level that even film has
not been able to replace, which makes it at-
tractive to many. At the same time, literature is
also inspired by film principles or the amount of



information shared on the internet. | don’t think
reading is old-fashioned because it is also able
to adapt to the present. Some people can get
by with consuming content through apps, some
people won’t be satisfied with that in their lives.
It was the same in the golden age of TV screens,
some people were content to sit in front of the
TV in the evening, others found it boring, didn’t
have a TV and preferred to read.

Curators: Even among us in our class, we notice
a division into two groups - those who are
immersed in new technologies and those more
traditional. Perhaps that’s why we chose a solid,
classic theme that draws on literature.

M. A.: I guess it’s individual and it depends on
what context we grew up in, and nothing is
wrong. It’s good to be able to use technology

to our advantage, it does make a lot of things
easier. But we have to make sure that technology
doesn’t own us. That, | think, was the theme of
the documentary The Social Dilemma, which de-
scribed the dark side of how apps work. It is and
will always be important to be able to delve into
oneself and look for resources within oneself,
that is, to understand “what | am in relation to all
this”.

Curators: Yes, it is possible.

M. A.: It used to be problematic for me to face

a lot of information, for example on blogs. | used
to visit foreign exhibitions, | used to do some
research, but suddenly it was hard to process so
much information and not lose my own identity.
In a digital reproduction we see a miniature that
must capture our attention in a few seconds.

I don’t know if that’s enough for me as a painter.
And | think that’s why people still go to galleries,
and | think they’ll still read for the same reason.

Curators: often you stand in front of a work and
you don’t know what you are looking at, there
is no description or title, you have an image of
the painting in front of you, but the context is
missing and you have to engage your own knowl-

edge to decipher this or that work. They have to
look for the theme that has been commissioned
or what the artist is putting into the work.

M. A.: It is often possible that in the beginning,
there is nothing there, maybe it’s ,just” creating
new versions of images found on the internet,
Instagram, etc., and the broader framework is
created in the process or ex post and therefore
the spectator has its role in tn art. Not knowing
the full context of the work in which it was creat-
ed can sometimes be liberating for the audience.



Tereza Hlavackova

Tereza Hlavackova je studentkou Ateliéru designu nabytku a interiéru na VSUP.
Tereza pro vystavu vytvorila knihovnu, ktera je spiSe objektem nez designovym
produktem. Dilo se sklada z nosné kovové konstrukce obalené mékkym materia-
lem. Za uzity material byl zvolen molitan, ktery se lehce tvaruje a dobre recykluje,
namisto jinych pur pén. Autorka sama rika, ze si chtéla vyzkouset material, ktery
knihy ,,obejme“, a molitan ji to umoziuje. Podobnou funkci ma kniha, ta nam muze
nabidnout pocit naplnéni a obejmuti, kdy je potreba. Knihovna byla proto cilené
umisténa ve ¢tecim koutku, kde je mozné setrvat po néjaky ¢as a uzit si cetbu
zvolené knihy.

Tereza Hlavackova is a student of the Furniture and Interior Design Studio at
the Academy of Fine Arts in Prague. For the exhibition, Tereza created a book-
case that is more of an object than a design product. The work consists of

a load-bearing metal structure wrapped with soft material. The material used
was foam, which is easy to shape and recycles well, instead of other pur foams.
The author herself says that she ,wanted to try a material that would hug the
books", and the foam allows her to do so. A book has a similar function; it can
offer us a sense of fulfillment and a hug when we need it. The library was there-
fore purposefully placed in a reading corner, where one can stay for some time
and enjoy reading the chosen book.

Rozhovor:

Kuratori: Kdyz jsme vystavu koncipovali, ptali
jsme se sami sebe, jaka je naSe prvotni zku-
Senost s literaturou nebo s pribéhem, ktera
nas néjakym zplasobem ovlivnila. Vzpomnéla
by sis, jaka byla ta tvoje?

T. H.: Moje maminka mi od narozeni ¢etla
pohadky na spani. Méli jsme s brachou
spole¢ny pokoj a vzdy jsme se dohadovali, co
se bude Cist a u kohov posteli. Nejradsi jsem
meéla knihu Anic¢ka a jeji kamaradky od Ivany
Peroutkové. Ve 12 letech jsem se zamilovala
do Pychy a predsudku od Jane Austenoveé,
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Cetla jsem ji neustale dokola. V pozdéjsi dobé
mé vsak nejvice ovlivnil Milan Kundera
a jeho dila.

Kuratori: A jaké sdéleni predava tvé vystave-
né dilo? Z ¢eho jsi pri tvorbé dila vychazela?

T. H.: Moje molitanova knihovna je lehce
experimentem a spisSe objektem nez pro-
duktem. Chtéla jsem vyzkouset material,
ktery knihy obejme. ZkousSela jsem si hrat

s jeho mékkosti a jit tomu naproti kovovou
konstrukci. Tato konstrukce je menSi nez
samotny molitan, coz je krasny princip.
Premyslela jsem, jak znovu pouzit pur pénu ¢i
jiné pény, jelikoz je to celkem slozity proces
na recyklaci. Proto vznikla tato knihovna.

Kuratori: Jaky je podle tebe vztah obrazu

a textu? Napr. Clement Greenberg se v minu-
losti vyjadril tak, ze malba a uméni obecné

by mély byt naprosto oprostény od namétu

a literatury. Jak na toto tvrzeni nahlizis ty?

T. H.: Obraz a text spolu, dle mého nazoru,
krasné koresponduji a dopliuji se. Zejména
v knihach. Uméni je nedilnou soucasti vseho.

Kuratori: K tématu literatury a pribéhu jsme
dosli skrze téma uniku od informacni exploze,
ktera je specificka pro soucasnou spolec-
nost. Nas zajima, jak na to nahlizi§ ty? Myslis,
Ze jev soucasnosti literatura jesté aktualni,
nebo uz je to prezité médium, které bude
akorat upadat vlivem novych technologii?

T. H.: V soucasné spolec¢nosti se bohuzel ¢te
méné. Avsak literatura mi nepripada jako
prezité médium, naopak. Je dulezité otevirat
si hlavu a vnimat véci kolem sebe, k c¢emuz
literatura a pribéhy velice prispivaiji.

Interview:

Curators: When we conceived the exhibition,
we asked ourselves what our primary expe-
rience with literature was that influenced us
in some way. Can you remember what yours
was?

T. H.: My mother has read me bedtime stories
since | was born. My brother and | shared

a room together and we always discussed
what would be read and by whom in bed.

My favourite book was Annie and Her Friends
by lvana Peroutkova. At the age of 12 | fell in
love with Jane Austen’s Pride and Prejudice,

| read it over and over again. However,

in later years | was most influenced by

Milan Kundera and his works.

Curators: And what message does your
exhibited work convey? What did you base
your work on?

T. H.: My foam library is a bit of an experi-
ment and more of an object than a product.

| wanted to try out a material that hugs

the books. | tried to play with its softness
and go against the metal construction. This
construction is smaller than the foam itself,
which is a beautiful principle. I’'ve been think-
ing about how to reuse pur foam or other
foams, as it’s quite a complicated process to
recycle. That’s why this library was created.

Curators: What do you think is the rela-
tionship between image and text? Clement
Greenberg, for example, has said in the
past that painting and art in general should
be completely free of subject matter and
literature. How do you view this statement?

T. H.: The image and the text, in my opinion,
correspond and complement each other
beautifully. Especially in books. Artis an
integral part of everything.

Curators: We arrived at the theme of
literature through the theme of escape from
the information explosion that is specific to
contemporary society. We are interested in



how you view this? Do you think that litera-
ture is still relevant today, or is it an outdat-
ed medium that will only decline due to the
influence of new technologies?

T. H.: In today’s society, unfortunately, there
is less reading. But literature doesn’t seem
to me to be an obsolete medium, on the con-
trary. It is important to open your mind and
perceive things around you, which literature
and stories contribute to.



Petr Kubac

Petr Kubac studoval v ateliéru Fotografie u Lukase Jasanského a Silvie Milkové na
FUD UJEP a nasledné absolvoval magisterské studium v ateliéru Digitalnich médii
u Michaely Thelenové a Radka Jandery tamtéz. Petr ve svém dile neodkazuje na
konkrétni literarni dila, nechava se inspirovat zanrem cestopist, ktery ho ved|

k sepsani vlastniho zaznamu ¢asu straveného v ramci staze v Portugalsku. Dilo

s nazvem Pozastaveni (2023), kterym se autor na vystavé prezentuje, je konci-
povano jako audiovizualni instalace vychazejici z jeho pobytu na portugalském
venkové. V instalaci Petr reaguje na dnesni zrychlenou spoleénost, reflektuje tak
své vlastni zpomaleni a vyuziva svych videozabér( portugalské krajiny, které se
rozkladaji na svételné odlesky a mihotaji vystavnim prostorem. Instalace ukazuje
moznost reinterpretace klasického cestopisu, a to velmi individualnim zpGsobem,
vychazejicim z osobni roviny autora. Celé dilo je jeSté osobnéjsi diky predcitani
cestovniho deniku samotnym autorem.

Petr Kubac¢ studied in the Photography studio of Lukas Jasansky and Silvia
Milkova at the FAD JEPU and afterwards completed his Master’s degree in the
studio of Digital Media of Michaela Thelenova and Radek Jandera. Petr does

not refer to specific literary works in his work, but is inspired by the genre of
travelogues, which led him to write his own account of his time spent during

his internship in Portugal. The work entitled Suspension (2023), which the artist
presents in the exhibition, is conceived as an audiovisual installation based on his
stay in the Portuguese countryside. In the installation, Petr responds to to-
day’s accelerated society, reflecting on his own slowing down and using his video
footage of the Portuguese landscape, which decomposes into light reflections
and flickers through the exhibition space. The installation shows the possibility
of reinterpreting the classic travelogue in a very individual way, based on the
personal level of the artist. The whole work is made even more personal by the
reading of the travel diary by the author himself.

Kuratori: Kdyz jsme vystavu koncipovali, ptali jsme se sami
sebe, jaka je naSe prvotni zkuSenost s literaturou nebo

s pribéhem, ktera nas néjakym zplisobem ovlivnila.
Vzpomnél by sis, jaka byla ta tvoje?

P. K.: Jsem si jist, Ze to byly pohadky, které mi ¢etla
babicka. Ale u nich nedokazu zhodnotit, jakym zptsobem
meé ovlivnily. Jestli mohu mluvit o néjakém literarnim dile,
které meé doslova ovlivnilo, tak je to Maly princ od Antoina
de Saint-Exupéryho. Ve chvili, kdy jsem ho Cetl, tak jsem si
to plné neuvédomoval - bylo mi asi 11 let. Zpétné ale mohu
zhodnotit, Ze mé naucil pfemyslet nad literaturou jako nad
uméleckym dilem a hledat v ném metafory a presahy, které
jsem nasledné hledal i v jinych uméleckych formach.



Kuratori: Jaké sdéleni predava tvé vystavené dilo?
Z ¢eho jsi pfi tvorbé dila vychazel?

P. K.: Svym dilem chci upozornit na béh ¢asu kolem
nas. Zijeme v dobé, ktera se neustale zrychluje.
Musime byt Uuspésni uz na Skole a zaroven co nejdrive
absolvovat skolu, abychom co nejdrive zapocali svUj
kariérni rist a co nejdirive mohli mit vlastni zazemi

a rodinu. Méli bychom stihat co nejvice véci a byt co
nejvice produktivni. Vsechno bézi tak moc rychle,

7e se uz ani nepozastavujeme nad vlastnim chovanim.
V tomto dile reflektuji své vlastni pozastaveni

a prehodnoceni svych priorit. Vyuzivam zde artefakty
v podobé fotografii a videi ze své staze v Portugalsku
a svého dlouhodobého pobytu na portugalském
venkové. Tam se pro meé ¢as na chvili zastavil, mél
jsem ¢as na nicnedélani, na lelkovani, na premysleni.
Proto jsem se rozhodl tuto zku$enost predat. Videa
zachycujici plynuly pohyb krajinou, oceanem, skalami
promitam na zrcadlové objekty inspirované utesy —
vnimam je jako metaforu svéta, ktery plyne a pusobi
na nas, a my uz ho ¢astokrat ani nevnimame, jsme vidi
nému anesteticti, proto se od nas jen odrazi v jakési
zméti svételnych odrazil a nezanechava v nas témér
nic. Celou instalaci provazi prostorovy zvuk mého
hlasu, ktery recituje mé denikové zapisy z této doby.
Jednotlivé véty a slova pak komponuji do nové vzniklé-
ho ,textu“ za pomoci prostorového zvuku.

Kuratori: Jaky je podle tebe vztah obrazu a textu?
Napfr. Clement Greenberg se v minulosti vyjadril

tak, ze malba a uméni obecné by mély byt naprosto
oprostény od namétu a literatury. Jak na toto tvrzeni
nahlizis ty?

P. K.: Myslim si, Zze kdysi byl jejich vztah jasné rozdélen
v ramci komunikac¢ni roviny. Obraz spoléha na jasné
symboly a prvky, kterymi mze komunikovat s divakem.
Text ma vSak odlisné vlastnosti a vyuziva ke komuni-
kaci abstraktni symboly, které v uréitém usporadani
¢tenare vedou k uréitému myslenkovému pochodu.
Avsak v soucasné chvili se vlivem technologii, social-
nich siti apod. vSechny tyto nosic¢e informaci spojily

v jedno a uz témeér nerozezname rozdil mezi nimi. A to
platii vumélecké roviné - spojeni obrazu a textu
obohatilo umélecké vyjadreni o novou fuzi médii.

Na jednu stranu s Greenbergem souhlasim, vidim velmi

Interview:

osvobozujici potencial napriklad v abstraktnim malifstvi
oprosténém od konkrétniho namétu nebo literarniho
obsahu. Jenze si ¢im dal vic uvédomuiji, ze jako divak
potrebuji i ten jasny presah. Umélecké dilo by nemélo
byt oprosténo od namétu nebo literatury, protoze pravé
tyto prvky dodavaji uméleckému dilu hloubku, vyznam

a kontext. Namét a literatura mohou byt ddlezitymi
zdroji inspirace a komunikace v umeéleckém dile, které
mohou obohacovat divakovu zkuSenost a porozuméni
uméleckému dilu.

Kuratori: K tématu literatury a pribéhu jsme dosli skrze
téma uniku od informacni exploze, ktera je specificka
pro soucasnou spolec¢nost. Nas zajima, jak na to nahlizis
ty? Myslis, ze je v soucasnosti literatura jesté aktualni,
nebo uz je to prezité médium, které bude upadat
vlivem novych technologii? Snazi$ se informacni explozi
vzdorovat, popripadé reaguje na ni tvé dilo?

P. K.: Doufam, ze literatura nebude nikdy prezité meé-
dium. Ano, napriklad pohyblivy obraz si vybudoval od
vynalezu televize svou nezastupitelnou pozici

v celé nasi spole¢nosti. Je tak podobné jako fotografie
zcela prijiman Sirokou verejnosti a je silnym nosicem
vSech informaci at uz v bézném zivoté nebo v galerii.
Ale v soucasné dobé mi prijde, Ze se spousta ¢lenl nasi
spole¢nosti vraci od pohyblivého obrazu k textu. Pravé
si cestu k literature a neobklopovat se jen vizualné
zpracovanymi daty.

Curators: When we conceived the exhibition, we asked
ourselves what our primary experience with literature
was that influenced us in some way. Could you remem-
ber what yours was?

P. K.: I'm sure they were fairy tales my grandmother
read to me. But | can’t assess how they influenced me.
If | were to talk about a literary work that has literally
influenced me, it is The Little Prince by Antoine de
Saint-Exupéry. | wasn’t fully aware of it at the time

| read it — | was about 11 years old. But in retrospect,

| can say that it taught me to think of literature as

a work of art and to look for metaphors and overlaps in
it, which | subsequently looked for in other art forms.
Curators: What message does your exhibited work



convey? What did you base your work on?

P. K.: With my work | want to draw attention to the
passage of time around us. We live in a time that is
constantly accelerating. We need to be successful

in school and at the same time graduate, as soon as
possible to start our career growth and to have our
own background and family as soon as possible. We
should get as many things done and be as productive
as possible. Everything is moving so fast that we don’t
even think about our own behaviour anymore. In this
piece, | reflect on my own pausing and re-evaluating
my priorities. Here | use artifacts in the form of pho-
tographs and videos from my internship in Portugal
and my long-term stay in the Portuguese countryside.
There, time stood still for me for a while, | had time to
do nothing, to dawdle, to think. So | decided to pass
on this experience. | project videos showing the fluid
movement through the landscape, the ocean, the
rocks onto mirror objects inspired by the cliffs — | see
them as a metaphor for the world that flows and
affects us, and we often no longer even perceive it,
we are anaesthetized to it, so it just bounces off us

in a kind of jumble of light reflections, leaving almost
nothing in us. The whole installation is accompanied
by the surround sound of my voice reciting my diary
entries from this time. | then compose individual
sentences and words into a newly created “text”

with the help of spatial sound.

Curators: What do you think is the relationship
between image and text? Clement Greenberg, for
example, has said in the past that painting and art in
general should be completely free of subject matter
and literature. How do you view this statement?

P. K.: | think that at one time their relationship was
clearly divided on the communication level. The
painting relies on clear symbols and elements to
communicate with the viewer. But text has different
properties and uses abstract symbols to communi-
cate, which in a certain arrangement lead the reader
to a certain train of thought. However, nowadays, due
to technology, social networks, etc., all these media
have merged into one and we can hardly tell the dif-
ference between them anymore. And this is also true
on an artistic level - the fusion of image and text has
enriched artistic expression with a new fusion

of media.

On the one hand, | agree with Greenberg, | see a very
liberating potential in abstract painting, for exam-
ple, free from concrete subject matter or literary
content. But I’'m becoming more and more aware
that as a viewer | also need that clear overlap. A work
of art should not be exempt from subject matter

or literature, because it is these elements that give
depth, meaning and context to a work of art. Subject
matter and literature can be important sources of
inspiration and communication in a work of art that
can enrich the viewer’s experience and understanding
of the artwork.

Curators: We arrived at the theme of literature
through the theme of escape from the information
explosion that is specific to contemporary society.
We are interested in how you view this? Do you think
literature is still relevant today, or is it an outdated
medium that will decline due to the influence of new
technologies? Are you trying to resist the informa-
tion explosion, or is your work responding to it?

P. K.: 1 hope that literature will never be an obsolete
medium. Yes, the moving image, for example, has
established its irreplaceable position in our society
since the invention of television. Like photography, it
is fully accepted by the general public and is a pow-
erful medium for all information, whether in everyday
life or in the gallery. But at present it seems to me
that many members of our society are reverting from
the moving image to text. Just after the technology
boom, it is much more important to find our way

to literature and not just surround ourselves with
visually processed data.
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Minh Thang Pham

Ming Thang Pham je studentem AVU v ateliéru Malby Il u Vladimira Skrepla. Autor
béhem studia rozsiruje svou plisobnost, ma za sebou nékolik stazi - momentalné
je na pobytu ve Vidni, kde se vénuje abstraktni malbé. Ve své tvorbé se zabyva
zejména performanci a videem a ¢asto tematizuje menSinovou vietnamskou
identitu, kterou zkouma skrze generacni srovnavani. Podobny pristup mizeme

sledovat i ve videu Si éetli (2020), které Pham pojal jako performanci, piti niz aktéri

usedli naproti sobé a navzajem si predcitali pohadky, které maji spojené se svym
détstvim. Zaznam tohoto sezeni se snazi poukazat na generacni posun mezi rodici
a jejich détmi. Na jedné strané sedici rodi¢ vychovany ve Vietnamu a na strané
druhé dité, které jiz své formativni roky prozilo v Cesku, stejné jako autor.

Ming Thang Pham is a student of the Academy of Fine Arts in the studio of
Painting Il under Vladimir Skrepl. During his studies, the artist has been expand-
ing his scope of work, he has had several internships - currently he is on a res-
idency in Vienna, where he focuses on abstract painting. In his work, he deals
mainly with performance and video and often thematizes minority Vietnamese
identity, which he explores through generational comparisons. A similar ap-
proach can be seen in the video They read (2020), which Pham conceived as

a performance in which the actors sat across from each other and read to each
other fairy tales associated with their childhoods. The footage of this session
seeks to highlight the generational shift between parents and their children.
On the one hand, a parent who was raised in Vietnam is sitting and on the other
a child who has already spent his formative years in the Czech Republic, just like
the author.

Kuratori: Kdyz jsme vystavu koncipovali, ptali jsme se
sami sebe, jaka byla nase prvotni zkuSenost s litera-
turou nebo s pribéhem, ktera nas néjakym zptisobem
ovlivnila. Vzpomnél by sis, jaka byla ta tvoje?

M. T. P.: Bude to pUsobit asi infantilnég, ale je to série
romant Harry Potter, protoze ja rad ¢tu a tohle jsem
Cetl priblizné v deseti letech. Dlouho jsem se k tomu
nevratil, ale tehdy jsem ty knihy ¢etl kazdé prazdniny

i ve Skole. Je to dobre napsané, ¢tivé, je tam skrytych
spoustu véci. Je tam i presah do néjaké spolecenské
roviny, at uz do politiky nebo jinam, zaroven to po-
jednava o smrti a o pratelstvi a tyto motivy ¢lovéka
doprovazeji a vzdycky budou. A je to jesté spojené

s détstvim. Ted bych si ji asi neprecetl, ted uz se mi libi
néco jiného, ale rad na to vzpominam a na film bych se
jesté podival, je to takové odlehc¢eni pro hlavu.

Kuratori: Souhlasime, taky se k tomu radi vracime,
vétsSinou kazdy rok, kdyz se blizi Vanoce.

M. T. P.: Vlastné ano.

Kuratori: Navazeme dalSi otazkou, konkrétné k tvému
vystavenému dilu, zajimalo by nas, jaké sdéleni to dilo
predava? Z ¢eho jsi pri tvorbé dila vychazel?

M. T. P.: Ja vychazim z vlastni zkuSenosti, ktera je
ovlivnéna tim, Ze jsem Vietnamec, ktery Zije v Ceské
republice.



To také hodné ovlivnilo urcité mezilidské vztahy v ro-
diné, zejména to, ze neumim moc dobre vietnamsky.
Tata neumeél dobre ¢esky, a to byl ten prvni moment,
ktery mé néjakym zptsobem motivoval néco délat. Ale
neni to o néjakém jazyce, je to o vztahu jako takovém,
ktery se pak promita do jazyka, je to o mezigeneracnich
vztazich, je to o dvou riznych kulturach, které mé
zajimaly, tedy stret té vietnamské a té Ceské. Takze

je tam néjaka kolize. Tata po mné chtél, abych byl vic
Vietnamec, ja jsem vic inklinoval k evropské identité.
Vietnamska vychova je hodné striktni a autokraticka

a ja jsem zase vic liberalni, mam tendenci takovy byt,
tak z toho to vychazelo, z tohoto pnuti. Ta performance
je vzdy néjaka katarze, ktera ma to téma rozplynout,
ani ne vyresit, ale je to vzdycky néjaky moment, kdy

se néjaké napéti trochu uvolni.

Kuratori: A kdyz se tedy na vystavé zabyvame literatu-
rou, tak jaky je podle tebe vztah obrazu a textu? Napr.
Clement Greenberg se v minulosti vyjadril tak, ze malba
a umeéni obecné by mély byt naprosto oprostény od
namétu a literatury. Jak na toto tvrzeni nahlizis ty?

M. T. P.: Ja v tom asi nejsem tak prisny, ale na druhou
stranu jsem opatrny, protoze takovato spojeni vzdycky
svadéji k néjakému ,extra plus®, néjaké multimedialité,
ve které je obsazeno vSechno, je to takova idea gesam-
tkunstwerku. Kdyz se to podari, a asi jsem nevidél

dilo, kterému by se to tak podarilo, tak je to mozné.
Greenberg rekl jednu takovou zajimavou véc, a to, ze
umeni se ma hledat v detailech, v jednotlivostech dané-
ho média. U malby jako takové, to, co ji je vlastni, tedy
barva, tak to staci, a vtom uz néco muizeme hledat,
nemusime tomu davat naraci, to je legitimni a hodné
silné. Ale i obraz, ktery je figurativni a narativni, je také
dobry, kdyzZ je dobre udélany.

Kuratori: Posledni otazka se tyka informacni exploze,
my jsme se k tématu literatury a pribéhu dostali skrze
téma uniku od informacni exploze, ktera je specificka
pro soucasnou spole¢nost. Zajima nas, jak na to nahlizis
ty? Myslis, Ze je v souCasnosti literatura jesté aktualni,
nebo uz je to prezité médium, které bude akorat
upadat vlivem novych technologii? Snazi$ se informacni
explozi vzdorovat, popripadé reaguje na ni tvoje dilo?

M. T. P.: Moje dilo ne, myslim si, ze literatura zatim
nezmizi. Ted se treba hodné mluvi o umélé inteligenci,

Interview:

ktera produkuje opravdu zajimaveé texty. Myslim si, ze
to nenahradi pisatele, ale zméni to zptsob produkce

a premysSleni nad textem jako takovym. Stejné jako
internet do jisté miry zménil zplsob, jakym se pise,
protoze tireba copy-pasting nebo zplsob vyhledavani
informaci, rychlost, s jakou pristupujeme k textiim, tak
to hraje roli i v tom, jak ¢teme. Podle mé to hraje roli

i vtom, jak se produkuje text od lidi, ktefi ho generuiji,
a to udeéla podle mé i uméla inteligence, ktera néco
¢lovéku vezme nebo néco vezme tomu psani, ale néco
mu zase prida, kdyz se to dobre uchopi. Je to ale jenom
spekulace. Je to tenka hranice, protoze technologie
néco davaji a néco berou.

Kuratori: Mas pravdu, ze to asi hodné ovlivni psani, ale
nebude to mit za nasledek, Ze literatura zmizi. Ty pribéhy
v sobé maji néco hrozné silného, a hlavné ¢lovék do toho
néco dava, néjaké emoce, kdezto robot uz tohle nezpra-
cuje.

Curators: When we conceived the exhibition, we asked
ourselves what was our primary experience with litera-
ture that influenced us in some way. Can you remember
what yours was?

M. T. P.: This is going to seem infantile, but it’s the Harry
Potter series of novels, because | like to read, and | read
this when | was about ten years old. | haven’t read it for
a long time, but back then | read it every holiday and at
school. It’s well written, it’s readable, there’s

a lot of things hidden in there. There’s an overlap into
some social level, whether it’s politics or elsewhere, and
it’s also about death and about friendship, and those
themes stay with people and always will. And it’s still
connected to my childhood. | probably wouldn’t read it
now, | like something else now, but | like to remember it
and I’d still watch the film, it’s such a light relief for the
head.

Curators: We agree, we like to come back to it too,
usually every year when Christmas is coming up.

M. T. P.: Actually, yes.

Curators: Let’s follow up with another question,
specifically about your exhibited work, we wonder



what message does the work convey? What were your
inspirations when creating it?

M. T. P.: | am basing this on my own experience, which

is influenced by the fact that | am a Vietnamese living
in the Czech Republic. This also influenced a lot certain
interpersonal relationships in my family, especially the
fact that | don’t speak Vietnamese very well. My dad
didn’t speak Czech well, and that was the first moment
that somehow motivated me to do something. But

it’s not about a language, it’s about the relationship as
such, which then translates into language, it’s about in-
tergenerational relationships, it’s about two different
cultures that | was interested in, the clash between the
Vietnamese and the Czech one. So there’s a collision
there. My dad wanted me to be more Vietnamese,

| was more inclined towards a European identity.

The Vietnamese upbringing is very strict and auto-
cratic and I’'m more liberal, | tend to be like that, so
that’s where it came from, that tension. The perfor-
mance is always a kind of catharsis to dissolve the
theme, not even to resolve it, but it’s always a moment
where some tension is released a little bit.

Curators: So if we are dealing with literature in the ex-
hibition, what do you think is the relationship between
image and text? For example, Clement Greenberg has
said in the past that painting and art in general should
be completely free of subject matter and literature.
How do you view this statement?

M. T. P.: I'm probably not so strict about it, but on the
other hand I’'m cautious, because such connections
always lead to some kind of “extra plus”, some kind of
multimedia, in which everything is contained, it’s a kind
of gesamtkunstwerk idea. If it succeeds, and | don’t
think I've seen a work that succeeds in that way,

it’s possible. Greenberg said one interesting thing,
and that is that art is to be found in the details, in the
particulars of the medium. With painting as such, what
isinherent in it, which is color, that’s enough, and we
can look for something in that, we don’t have to give

it a narrative, that’s legitimate and very powerful. But
a painting that is figurative and narrative is also good
if itis well done.

Curators: The last question is about the information
explosion, and we approached the topic of literature

and story through the theme of escape from the
information explosion, which is specific to contem-
porary society. We‘re interested in your take on this?
Do you think that literature is still relevant today, or

is it an outdated medium that will only decline due to
new technologies? Do you try to resist the information
explosion, or does your work respond to it?

M. T. P.: Not my work, | don’t think literature is going
to disappear yet. For example, there is a lot of talk
about artificial intelligence now, which produces really
interesting texts. | don’t think it will replace the writer,
but it will change the way we produce and think about
the text itself. In the same way that the internet has
changed the way we write to some extent, because

of, say, copy-pasting or the way we search for infor-
mation, the speed with which we access texts, it plays
arole in the way we read. | think it also plays a role in
the way text is produced by the people who generate
it, and | think artificial intelligence will do that as

well, which takes something away from the person or
it takes something away from the writing, but adds
something back to it if it’s well grasped. But that’s
just speculation. It’s a fine line because technology
gives something and takes something else away.

Curators: You‘re right that it will probably affect
writing a lot, but it won’t make literature disappear.
There’s something very powerful in those stories, and
most importantly, humans put something into it, some
emotion, whereas a robot can’t process that.



Jiri Pitrmuc

Jiri Pitrmuc studoval v ateliéru Performance u Jiriho Kovandy na FUD UJEP

a posléze v navazujicim studiu Intermédii 2 na Akademii vytvarnych uméni u Pavly
Scerankové a DuSana Zahoranského. V souc¢asné dobé je asistentem v ateliéru
Objekt - Prostor — Akce Jiriho Kovandy na FUD UJEP. Jiriho site-specific instalace
je zalozena na praci s materialy, které maji plvodni kontext a nesou s sebou
vyznamy, v tomto piripadé volné reaguji na svét literatury a prrib&nd, piny jazykd,
metafor i prirovnani, jehoz jsme my soucasti. V tomto pribéhu je kazdy hrdinou
a hrdinkou, a dilo proto neklade diiraz na konkrétni prribéh, nevime, kdo je jeho
autorem, nezalezi na jeho konci, spi$e jsou dulezita funkce a emoce, které nam
prinasi. Zvolené materialy (stanové tyce, kosSilovina a plachtovina) vytvareji
,doc¢asnou ochranu®, kterou ¢as od ¢asu potrebuje kazdy z nas - a literatura nam
ji mUze prinést. Jiti si klade otazky, které je podle néj mozné vizualizovat pravé
skrze umélecké dilo. Taze se, zda je v dobé neustalych zmén nutné se pohybovat
smérem vpred. Konstrukce kola je uré¢ena k pohybu. Co se ale stane, kdyz se
ocitneme uvnitr? Pohybujeme se, nebo stojime na misté? Odpovédi na paradoxni
situace hleda Jiri svymi dily - Kolo pro hlodavce (2023) a Splouchnuti hodin (2023).

Jiri Pitrmuc studied in the Performance studio of Jifi Kovanda at the FAD

JEPU and later in the Intermedia 2 studio at the Academy of Fine Arts of Pavla
Scerankova and Dusan Zahoransky. Nowadays he is the assistant of the Object-
Space-Action studio of Jiri Kovanda at FAD JEPU. Jifi’s site-specific installation
is based on working with materials that have an original context and carry with
them meanings, in this case freely responding to the world of literature and
stories, full of languages, metaphors or similes, which we are part of. In this
story, everyone is a hero and heroine, and the work therefore does not empha-
size a specific story, we do not know who is the author, it does not matter what
the ending is, rather, it is the function and emotions the story brings us that
are important. The materials chosen (tent poles, shirting and canvas) create the
“temporary protection” that all of us need from time to time - and literature
can bring it to us. Jiti asks questions that he believes can be visualized through
a work of art. He asks whether it is necessary to move forward in a time of
constant change. The construction of the wheel is designed to move. But what
happens when we find ourselves inside it? Do we move or do we stand still? Jifi
seeks answers to paradoxical situations with his works Hamster Wheel (2023)
and Splash o‘clock (2023). In the context of other exhibitors, he offers the viewer
a new perspective and a way of looking at the worlds that surround us.

Rozhovor:

Kuratori: Kdyz jsme vystavu koncipovali,
ptali jsme se sami sebe, jaka je nase prvotni
zkuSenost s literaturou nebo s pribéhem,
ktera nas néjakym zplsobem ovlivnila.
Vzpomnél by sis, jaka byla ta tvoje?

J. P.: Pro mé je literatura néjakym zplGsobem
hrozné dulezita, i kdyz se nékdy do mé
tvorby propisuje vice a nékdy méné. Pred
tim, nez jsem se rozhodl, Ze budu délat
vytvarné umeéni, tak jsem mél i ambici byt
spisovatel. Akorat to moc nevyslo, upiné
jsem se v tom necitil, ale literatura pro meé
byla uz od zac¢atku prostor, do kterého jsem
se mohl néjakym zplsobem ponofit a byt

v ném, a byl to i prostor svobody, coz pro
mé v soucasnosti je vytvarné uméni, pro-
stor svobody a vyjadreni. A to bylo vtipné,
protoze poprvé, kdy meé literatura zacala vic
zajimat, bylo, kdyz jsme probirali prokleté
basniky. Tahle zkuSsenost pro mé otevrela
novy svét, kterého jsem byl soucasti, i kdyz
je to mozna patetické a z dnesniho pohledu

i naivni.

Kuratori: A vénujes se tedy psani i ted?

J. P.: Nevénuju, viibec nepisu. Vétsinou kdyz
néco pisu, tak jsou to texty k vystavam

a rQzné open-cally. Mam ale néjaké starsi
basné a uz hrozné dlouho se odhodlavam,

7e se k tomu vratim a néjakym zplsobem

to dam dohromady a nékde to tfeba budu
publikovat. Nevim ale, jestli jsou dobré, nebo
ne. Ty moje véci jsou takové hodné usporné.
Moje poezie funguje podobné jako instalace
a vytvarné véci, které délam. Samotné basné
jsou vétsinou jen par slov, ale je dllezité
jejich spojeni dohromady. Casto pracuji tak,
ze nez abych délal jednu velkou obsahlou
véc, tak délam nékolik mensich, které potom
skladam dohromady a z toho potom vytva-
Fim instalaci. Je to pro mé dulezité, kdyz



treba maluji obraz, aby ty jednotlivé kom-
ponenty fungovaly spolec¢né. VétSinou se
rozhoduji vystavit cely soubor nez jen jeden
obraz. To vlastné i sedi k té pribéhovosti, na
kterou jsme narazili.

Kuratori: Zaroven citime, ze je tam vztah
mezi tvou poezii a tvou vytvarnou tvorbou.

J. P.: Vlastné je tam néjaky vztah, ja jsem
nad tim takhle nikdy nepremyslel, ale je
to asi néjaky zplsob, jakym je mi pirijemné
pracovat.

Kuratori: Ten vztah obrazu a textu byla
jedna z naSich otazek, takze se da rici, ze ve
tvé tvorbé ten vztah existuje. A jaké sdéleni
tvé dilo predava, pripadné z ¢eho jsi pri té
tvorbé vychazel? Uz jsme se o tom bavili, ze
samo o sobé nevychazi z néjakého pribéhu,
ale ze spis svou formou ten pribéh predava,
ze ho rozehrava v galerii.

J. P.: Ano, to mi prijde docela podstatné,

ze pribéh se vytvari na misté a vytvari se
pomoci néjakych prostorovych dispozic.

Je vlastné zajimavé, ze hlavnim hrdinou nebo
hlavni hrdinkou se stava divak samotny tim,
7e prochazi vystavou, potazmo pribéhem.

Kuratori: O néem podobném psal i Roland
Barthes, kdyz psal o smrti autora, Zze autor
se dopsanim pribéhu vytraci, aby se mohl
zrodit ¢tenar, jeho interpretace. Vidime

k tomu docela dost analogii i v té vystave.

J. P.: Ano, to je pravda a mam z toho ted
uplné husi kGzi, v dobrém slova smyslu, my-
slim, Ze to hezky pojmenoval, a napada mé,
Ze je to podobna prace, jako délate vy, ze
skladate ten pribéh z rliznych dél, ktera pro
vas jsou tireba néjakym zptsobem kapitoly
nebo slova a pak skladate dohromady kolaz
toho pribéhu.

Kuratori: Snazime se [smich]. Prejdeme
k posledni otazce. Vychazi z tématu vystavy,

ke kterému jsme se dostali skrze unik od
informacni exploze souc¢asné doby. Knihy

a literatura obecné mohou slouzit jako
urcity ukryt pred timto prehlcenim. Zajimalo
by nas, jestli se s timhle néjakym zplsobem
vyrovnava i tvé dilo, jestli na to néjakym
zplsobem reaguje. Uz jsme to nakousli,

7e vystavené dilo vychazi z tvych pocitt

a slouzi zaroven jako forma ochrany.

J. P.: No, ten material, se kterym tam
pracuji, vétSinou pro nas slouzi jako néjaky
pristreSek nebo néjaké docasné utocisté,
kde se citime bezpecné. Ale pro meé bylo
hrozné dulezité zdlraznit, ze bezpedi je
¢asto jen zdanliva véc, Ze je to vlastné

pocit, ktery mlze byt ¢asto ,,roztrhnut”
nebo ,protrhnut”. Tu iluzi Ize zborit velice
rychle a prijde mi, ze je to dost podobné i se
&tenim. Clovék se do toho pribéhu dostane
a opravdu ho proziva celym télem, ma néjaké
intenzivni pocity, ale vlastné je to fakt
takovy vzdusny zamek, ktery jde snadno
protrhnout. Proto mi prijde, ze i v mé praci
je néjaké parafrazovani, ze lehka tkanina,
kterou se obalime, nam dava pocit bezpedi,
ale vlastné je do jisté miry hrozné falesny,
ale zaroven je pritomny. To se mi libi, ta
tenka hranice mezi tim, a myslim si, Ze pravé
obé tyto varianty by mély fungovat pospolu,
ze neni bud jedno, nebo to druhé, nikdy neni
nic stoprocentni, a na to je potreba myslet.
A jesté mi prijde zajimavé, jak jste rikali

o tom uniku do bezpedi, ze ¢asto se to vaze
na néjakou emoci, kterou mame, ze se citime
v nebezpecdi, nebo v bezpeci. Ten pocit, ta
mem a premyslenim se ty pocity snazime
néjak ovladnout a dat jim néjakou skatulku.

Kuratori: Je zajimavé, jak jsme ptvodné
uplné nevédéli, jak je to dilo s pribéhem ve
vystavé propojeng, ale ted, kdyz se o tom
bavime, tak zjiStujeme, ze tam je spousta
vazeb.



Interview:

J. P.: Mné se to taky zdalo, protoze ja jsem
neustale hledal konkrétni pribéh, kon-
krétni literarni dilo, které v tom mélo byt.
Nenapadlo mé zabyvat se principem stavby
pribéhu nebo technikou, pomoci niz je litera-
tura postavena.

Kuratori: A zaroven to vystaveé dodava
néjakou novou rovinu, je to prace s pribé-
hem, ale neodkazuje ke konkrétnimu dilu.
Zaroven se na to da divat z pohledu ¢tenare,
kdyz se vratime k tématu knihy a literatury,
tak nékdo knihu mize hledat z néjakych
informacnich ddvodu, ze chce néco najit,
ale druhym motivem muze byt emodéni
prozitek. Nakonec vybér, divod, proc¢ jdu
do literatury a vrhnu se do pribéhu, souvisi
s tou ochranou a do¢asnosti.

J. P.: Mné to ted pripomnélo roman Sestra
od Jachyma Topola, ktery nedavno oslavil
tPicet let od doby, co vysel. Cetl jsem
rozhovor s autorem knihy, kde se bavili

o tom, Ze neni dulezité tu knihu dodist, ale je
dullezité do té knihy vstoupit, nechat se nést
tim proudem, asociacemi a vSim tim tokem
myslenek. Clovék to nemusi ¢ist od bodu

A do bodu B, a to mi prijde dllezité, ze tam
neni primarni pribéh, ktery mame pochopit,
ale to, Zze dostaneme néjakou emoci nebo
smrs$t emoci, a to je gro toho pribéhu.

Curators: When we conceived the exhibi-
tion, we asked ourselves what our primary
experience with literature was that influ-
enced us in some way. Can you remember
what yours was?

J. P.: Literature is terribly important to

me in some way, even though sometimes

it’s written more into my work and some-
times less. Before | decided that | would
make art, | also had ambitions to be a writer.
Only it didn’t work out, | didn’t feel com-
pletely comfortable with it, but literature
for me from the beginning was a space that

| could immerse myself in and be in some-
how, and it was also a space of freedom,
which subsequently for me was also visual
art, a space of freedom and expression.
And it was funny because the first time

| became more interested in literature was
when we were discussing the cursed poets.
This experience suddenly opened up a whole
new world that | was part of, even though
it might sound pathetic and naive from
today’s point of view.

Curators: So are you still writing now?

J.P:ldon’t write at all. Mostly when

| write, it’s texts for exhibitions and various
open-calls, but otherwise | don’t write.

But | have some older poems and I‘'ve been
determined for a long time to get back to

it and somehow put it together and maybe
publish it somewhere. | don’t know if they‘re
any good or not, though. They‘re kind of
very spare, my poems. The poetry | used

to make works similarly to my installations
and artworks that | create. The poems
themselves are usually just a few words,
but it’s the stringing all the words together
that’s important. | often work in such a way
that rather than doing one big comprehen-
sive thing, | do a few smaller things and then
put them together and make an installation
out of that. It’s actually important for me,
when I’m creating a painting for example,
to make the images work together. | usually
choose to exhibit the whole set rather than
just one painting. That actually fits with the
narrativity that we‘ve come across.

Curators: At the same time, we feel that
there is a relationship between your poetry
and your artwork.

J. P.: Actually there is a relationship there,
I‘'ve never thought of it that way, but

it’s probably comfortable for me to work
that way.



Curators: The relationship between image
and text was one of our questions, so we
can say that there is one in your work. And
what message does your work convey, or
what did you base it on? We‘ve already
talked about the fact that it doesn’t come
from a story per se, but rather that it uses
some narrative instruments that play out
in the gallery.

J. P.: Yes, | think that’s quite important,

that the story is created on the spot, and
it’s created through some spatial dispo-
sitions. It’s actually interesting that the
viewer himself becomes the main hero or
heroine by going through the exhibition, and
therefore the story.

Curators: Roland Barthes wrote about
something similar when he wrote about the
death of the author, the author dies after
finishing the story so that the reader can be
born, or his interpretation of the story at
least. We see quite a few analogies to that
in the exhibition.

J. P.: Yeah, that’s true, and it gives me
goosebumps right now, in a good way,

| think he named it nicely, and it occurs to
me that it’s similar to the work that you do,
that you‘re piecing together the story from
different works that are maybe chapters or
words for you in some way, and then you‘re
piecing together a collage of that story.

Curators: We‘re trying [laughter]. Let’s move
on to the last question. It comes from the
theme of the exhibition, which we came to
through an escape from the information
explosion of contemporary times. Books and
literature in general can serve as a shelter
from this overload. We wonder if your work
deals with this in any way, if it responds to

it in any way. We'‘ve already established that
the work on display is based on your feelings
and serves as a form of protection.

J. P.: Well, the material | work with there
mostly serves as a kind of shelter for us,

or some kind of temporary refuge where
we feel safe. But it was terribly important
for me to emphasize that safety is often

a fleeting thing, that it’s actually a feeling
that can often be “torn” or “ruptured”.
The illusion can be demolished awfully
quickly, and | find that it’s quite similar with
reading, that you get into the story and you
really experience it with your whole body
and have some intense feelings, but it’s ac-
tually really kind of an airlock that’s easy to
break. That’s why | feel like there’s a par-
aphrase in my work as well, that the light
fabric that we wrap ourselves in gives us

a sense of security, but it’s actually terribly
false to some degree, but also present at
the same time. That’s what | like, the fine
line between the two, and | think it’s the
two variants that should work together,
that it’s not one or the other, nothing is
ever hundred percent certain, you have to
think about that. And it’s also interesting to
me, as you were saying about the escape to
safety, that it’s often tied to some emotion
that we have, that we feel safe or unsafe.
That feeling, that emotion, is the most im-
portant thing about it, and even with reason
and thinking, we try to somehow control
those feelings and put some kind of a label
on them.

Curators: It’s interesting how initially we
didn’t quite know how connected the piece
was to the story of the exhibition, but now
that we're talking about it, we‘re finding
that there are a lot of connections.

J. P.: It seemed to me that way, too, because
| kept looking for a specific story, a specific
literary work that was going to be in it.

| didn’t think to look at the principle of story
construction or the instruments by which
literature is constructed.



Curators: And at the same time it adds

a new level to the exhibition, it’s working
with a story, but it doesn’t refer to a spe-
cific work. And also, it can be seen from the
perspective of the reader, if we go back to
the topic of books and literature, someone
may be looking for a book out of informa-
tional reasons, they want to find something,
but the other motive may be an emotional
experience. Ultimately the choice, the
reason | go for literature and throw myself
into a story, has to do with that protection
and temporality.

J. P.: It reminded me of the novel Sister by
Jachym Topol, which recently celebrated
thirty years since it was published. | read an
interview with the author where they talked
about the fact that it’s not important to fin-
ish the book, but it’s important to enter the
book, to be carried along by the flow, the
associations and all the streams of ideas.
You don’t have to read it from point A to
point B, and that’s what’s important to me,
that there’s not a primary story that we‘re
supposed to understand, but that we get
an emotion or a whirlwind of emotions, and
that’s the grit of the story.



Karolina Voleska

Karolina Voleska studovala na FUD UJEP v ateliéru Jiriho Kovandy a v souéasnosti
je studentkou oboru Teorie a d&jiny moderniho a sou¢asného uméni na VSUP.
Kromé tvorby vlastnich dél se zabyva rovnéz kuratorstvim. Vystavena realizace
Karoliny Voleské s nazvem VZdy tam a ne tady (2021) vychazi z filozofické roviny
textl Jacquese Derridy, Zygmunta Baumana a dalSich poststrukturalistd, a to
hlavné v ramci nelinearniho premysleni nad pribéhem, ktery v sobé mdize propo-
jovat nékolik ¢asovych rovin. Autorka pracuje s pribéhem, ktery koncipuje jako
alternativu k zité skuteénosti. Dochazi rovnéz k jistému propojeni s vilastnim
Zivotem, autorka je jak spisovatelem, tak detektivem tohoto fiktivniho vypraveéni.
Misto textu ilustruje pribéh pouzitim obrazu. Pribéh, odehravajici se na strankach
naddimenzované knihy, se rozpina i dale do prostoru. Je na navstévnikovi, aby sam
rozkli¢oval, co je skutec¢nosti a co je fikci.

Karolina Voleska studied at FAD JEPU in the studio of Jiri Kovanda and is cur-
rently a student of Theory and History of Art at Academy of Arts, Architecture
and Design in Prague. In addition to creating her own works, she is also a curator.
Karolina Voleska’s exhibited realization entitled Always There and Not Here (2021)
is based on the philosophical level of texts by Jacques Derrida, Zygmunt Bauman
and other post-structuralists, mainly in the framework of non-linear thinking
about a story that can connect several temporal planes. The author works with
a story that she conceives as an alternative to our lived reality. There is also

a certain connection with her own life, the author is both the writer and the
detective of this fictional narrative. Instead of text, she illustrates the story
using images. The story, set in the pages of an oversized book, extends further
into space. It is up to the viewer to discern what is fact and what is fiction.

Rozhovor:

Kuratori: Kdyz jsme vystavu koncipovali, ptali jsme se sami sebe,
jaka je nase prvotni zkuSenost s literaturou nebo s pribéhem,
ktera nas néjakym zptsobem ovlivnila. Vzpomnéla by sis, jaka
byla ta tvoje?

K. V.: Kdyz jsem byla mala, bavilo mé pribéhy hlavné psat. Chtéla
jsem byt spisovatelkou a vzdycky jsem se odhodlala, Ze zacnu
psat dlouhou knihu, to mé ale prestalo po chvili bavit, takze mam
schovanych nékolik kratkych nedokonéenych prib&hd.

Kuratori: Jaké sdéleni predava tvé vystavené dilo? Z ¢eho jsi pFi
tvorbé dila vychazela?

K. V.: Nahlédnutim do knihy spatrite osoby zachycené pri pohybu
v jedné a té samé krajiné v rliznych ¢asech, v riiznych dnech.
Krajina je zde pouzita jako prostredek vlastni vizualizace, ktera
nikdy neni jen ¢istou vypovédi, ale skrumazi okolnosti a postoje
pozorovatele. Hraji si na spisovatele fiktivniho pribéhu a ohra-
ni¢uji jednotlivosti do neexistujici chronologie. Manualné napo-
dobuji digitalni montaz a presunuji fotografii zpét do prostoru.
Stejné jako hledam souvislosti v roztristénosti, uchopuji digitalni
obraz skrze material a realny prostor, fyzicky s nim manipuluji.
Vychazela jsem z tvorby pribéhu jako paralely k utvareni nové



skutecnosti. Vytvorila jsem fragmenty pribéhu, ktery vznikne

v hlavé pozorovatele, ma k nému vlastné jen takové indicie.
Fragmenty pribéhu jsou ztvarnény pomoci velkoformatovych
fotografii, kterymi mize divak prochéazet. Vyuzila jsem pise¢nou
krajinu jako platno pro vizualizaci a postavy jako aktéry v pribéhu,
ktery neexistuje drive nez v mysli divaka. Zajimal mé pravé vztah
obrazu a slova/textu, ktery automaticky vznika pri pozorovani
situaci diky vzajemnému vztahu aktér( v nich. VSichni jsme totiz
svym zpusobem spisovatelé, skrze vlastni monolog a popis situaci
neustale zapisujeme, co vidime - obraz je spojeny s textem

a vytvari vizualni esej, coz je podle mé médium nejvice podobné
lidskému premysleni. Dalsi dva objekty potom vychazeji z pred-
stavy tekutosti ¢asu, jsou na nich fotografie fragmentu lidského
téla, prirodnich struktur, které splyvaji v jeden ornament. Zde
bych citovala Jacquese Derridu: ,,Zahrada je mluva, poust pismo.
V kazdém zrnku pisku prekvapuje znak. Svét existuje v knize, ne
kniha ve svété.“ [Jacques Derrida: Texty k dekonstrukci, kapitola
Edmond Jabes a otazka knihy]

Kuratori: Jaky je podle tebe vztah obrazu a textu? Napr. Clement
Greenberg se v minulosti vyjadril tak, ze malba a uméni obecné by
mely byt naprosto opro$tény od nameétu a literatury, jak na toto
tvrzeni nahlizis ty?

K. V.: Myslim, ze literatura a vytvarné uméni maji hodné spolecné-
ho, jde jen o odliSny zplsob vypravéni, ktery se ale mize vzajemné
doplriovat a propojovat. V tomto premysleni pro mé byla ddlezita
kniha Spekulativni kresba Armena Avanessiana a Andrease
Topfera, ktera byla nedavno prelozena do ¢estiny. Vychodiskem
pro ni bylo pravé to, ze souc¢asné postmedialni uméni sméruje

od estetiky k poetice a kniha je ukazkou obrazového vizualniho
premysleni, premysleni v kresbach. Kniha se zabyva vztahem mezi
¢tenim a vidénim a kresbou a psanim a vychazi z toho, Zze mlze byt
velmi zajimavé prekladat jazyk do vizuality a obraz zpét do jazyka
a podobné, aniz by obraz byl pouhou ilustraci textu. Myslim, ze
¢im vice se nam od sebe podari oddélit jednotlivé pristupy ke sdé-
leni — jako je literatura, obraz atd. -, tim Iépe dokazeme vyuzivat
potencial at uz jazyka, tak dalSich komunika¢nich moznosti. Slovo
a objekt spolu souvisi neoddélitelné.

Kuratori: K tématu literatury a pribéhu jsme dosli skrze téma
uniku od informacni exploze, ktera je specificka pro souc¢asnou
spole¢nost. Nas zajima, jak na to nahlizis ty. Mysli$, ze je v sou-
casnosti literatura jesté aktualni, nebo uz je to prezité médium,
které bude akorat upadat vlivem novych technologii? Snazis se
informacni explozi vzdorovat, popripadé reaguje na ni tvé dilo?

Interview:

K. V.: Myslim, Ze literatura je porad hodné atraktivni, nebo v to
alespon doufam, protoze je pfimo navazana na nasi fantazii,

a kdyz si odvykneme s nasi fantazii pracovat, tak to pro nas mize
byt velmi problematické, protoze tim ztracime dllezitou ¢ast
kontaktu se sebou. Cetla jsem ted knihu od Ursuly K. Le Guin
Pro¢ ¢ist fantasy, jak to, ze zvirata v knizkach mluvi, a odkdy se
Ameri¢ané boji drak(l. Popisuje v ni pravé krizi fantazie, ve které
se ocitame. Pribéhy, fantasy, sci-fi, pohadky povazujeme za nepo-
tirebné, détské, ale pititom je to néco, co nas mize doprovazet na
cesté za vymanénim se z priliSné doslovnosti, racionality

a profannosti. Le Guin to sice ukazuje na fantastické literature,
ale uvadi, Ze se to vztahuje k literature jako takové. Literatura je
jen institucionalizované vypravéni pribéhl, a to je pro nas zasadni,
stejné jako vypravéni souvisi s naslouchanim a vnimanim druhého,
coz jsou vlastnosti, které bychom neméli nechat zakrnét.

Curators: When we conceived the exhibition, we asked ourselves
what our primary experience with literature was that influenced
us in some way. Can you remember what yours was?

K. V.: When | was a kid, | enjoyed mainly writing stories. | wanted
to be a writer and always resolved to start writing a long book,
but that got old after a while, so | have a few short unfinished
stories tucked away.

Curators: What message does your exhibited work convey? What
did you base your work on?

K. V.: By looking into the book, you will see people caught moving
in the same landscape at different times, on different days. The
landscape is used here as a vehicle for its own visualization, which
is never a pure statement but a jumble of circumstances and the
observer’s attitude. | play the role of a writer of a fictional story
and confine the individuals to a non-existent chronology. | man-
ually mimic digital montage and move the photograph back into
space. Just as | look for connections in fragmentation, | grasp
the digital image through material and real space, physically
manipulating it. | draw on the creation of a story as a parallel to
form a new reality. | have created fragments of a story that is
created in the mind of the observer, who actually has only such
clues to it. The fragments of the story are represented by large
format photographs that the viewer can go through. | used the
sandy landscape as a canvas for visualization and the characters
as actors in a story that does not exist before in the mind of the
viewer. It was the relationship between image and word/text that
| was interested in, which automatically arises when observing



situations due to the interrelationship of the actors in them.
After all, we are all writers in a way, through our own monologue
and description of situations we are constantly writing down
what we see - the image is connected to the text and creates

a visual essay, which | think is the medium most similar to human
thinking. The other two objects then come from the idea of the
fluidity of time, they feature photographs of fragments of the
human body, natural structures that merge into one ornament.
Here | would quote Jacques Derrida: “The garden is speech, the
desert is writing. In every grain of sand there is a surprising sign.
The world exists in the book, not the book in the world.” [Jacques
Derrida: Texts on Deconstruction, chapter Edmond Jabes and the
Question of the Book]

Curators: What do you think is the relationship between image
and text? For example Clement Greenberg said in the past that
painting and art in general should be completely free from sub-
ject matter and literature, how do you feel about this statement?

K. V.: | think that literature and visual art have a lot in common,
it’s just a different way of telling a story, but they can comple-
ment and connect with each other. The book Speculative Drawing
by Armen Avanessian and Andreas Topfer, which has recently
been translated into Czech, was important for me in this way of
thinking. The starting point for it was precisely that contempo-
rary post-media art is moving from aesthetics to poetics, and
the book is an example of visual thinking, thinking in drawings.
The book deals with the relationship between reading and seeing
and drawing and writing, and it starts from the premise that it
can be very interesting to translate language into visuality and
image back into language and so on, without the image being

a mere illustration of the text. | think the more we can separate
the different approaches to communication - such as literature,
image, etc. — the better we can utilize the potential of both
language and other communicative possibilities. Word and object
are inextricably linked.

Curators: We arrived at the theme of literature through the
theme of escape from the information explosion that is specific
to contemporary society. We are interested in how you see it.
Do you think literature is still relevant today, or is it an outdated
medium that will only decline due to the influence of new tech-
nologies? Are you trying to resist the information explosion, or
is your work responding to it?

K. V.: | think literature is still very attractive, or at least | hope so,
because it is directly tied to our imagination, and if we get out of

working with our imagination, it can be very problematic for us,
because we lose an important part of our contact with ourselves.
I've just been reading Ursula K. Le Guin’s Why Read Fantasy, how
it is that animals talk in books, and since when did Americans
become afraid of dragons. In it, she describes the very crisis

of fantasy that we find ourselves in. We think of stories, fantasy,
science fiction, fairy tales as unnecessary, childish, yet something
that can accompany us on our journey to break free from ex-
cessive literalism, rationality and profanity. While Le Guin shows
this in fantastic literature, she states that it applies to literature
as such. Literature is just institutionalized storytelling, and this
is essential to us, just as storytelling is related to listening and
perceiving the other, qualities we should not let stunted.






V rdmci vernisaze se od 18.00 uskutecnila komentovana prohlidka s kuratory
vystavy Chyceni slovy a vystavujicimi umélci. V 19.00 probéhlo zahajeni vystavy,
na které navazala performance Kone¢né ¢as na ¢teni od Kolektivu HKD.

0Od 20.00 zahral hudebni DJ doprovod.

Opening
On 7th June 2023 at 7 p.m.

During the opening, a guided tour with the exhibition curators and the exhibiting
artists took place from 6 p.m. At 7 p.m. the exhibition opened, followed by

a performance Finally Time for Reading by HKD Collective. At 8 p.m. the DJs
started their set.



Art Book Fair byla prodejni akce nabizejici autorskou knizni tvorbu student( FUD
UJEP a zaroven bazar knih a katalogt vénujicich se vytvarnému uméni. Do prodeje
se zapojili studenti riznych ateliérq, jako je napriklad Graficky design 2,

Vizualni design, Ateliér aplikované fotografie, a mnoho dalSich véetné

absolventl a pedagogl fakulty.

Art Book Fair
On 15th June 2023, 2 p.m. to 7 p.m.

Art Book Fair was a sales event offering original book works by students of FUD
UJEP and at the same time a bazaar of books and catalogues devoted to fine arts.
The sale involved students of various studios, such as Graphic Design 2,

Visual Design, Applied Photography, and many others, including graduates

and teachers of the faculty.



Pod vedenim ilustratorky Anety Bendakové se uskutecnil kniharsky workshop
koptské vazby. Koptska vazba je mirné pokrocilejsi knizni vazba vhodna i pro
objemnéjsi knizni bloky. V ramci workshopu si u¢astnik prosel celym procesem
tvorby knihy od skladani slozek, potahovani pevnych desek az po sesiti knihy.
Workshop koptské vazby byl koncipovan tak, aby postupy, které se navstévnici
naucili, mohli kdykoli zopakovat i v domacich podminkach.

MgA. Aneta Bendakova je ustecka ilustratorka, lektorka knizni vazby a pedagozka.
Ve své tvorbeé se vénuje ilustrovanym plakatim, komiksu, murallim a brandingu
malych firem.

Bookbinding workshop
On 27th June 2023, 4 p.m. to 6 p.m.

Under the guidance of illustrator Aneta Bendakova, a Coptic bookbinding work-
shop was held. Coptic bookbinding is a slightly more advanced bookbinding suita-
ble for larger bookblocks. During the workshop, the participant went through the
whole process of making a book from folding folders and covering the hardcover
to sewing the book together. The Coptic binding workshop was designed so that
the procedures that the visitors learned could be repeated at any time at home.

MgA. Aneta Bendakova is an illustrator, bookbinding lecturer and teacher from
Usti nad Labem. Her work is dedicated to illustrated posters, comics, murals and
branding of small companies.



Workshop se zaky prvniho stupné zakladni $koly reagoval na dilo vystavujiciho
umélce Petra Kubace, které se zaméruje na vyuziti stinu jako vyznamného prvku
ve vytvarném umeéni. Spoleé¢né jsme objevovali, jak stin mze zménit vzhled
obyé&ejného objektu a pridat mu novy rozmér. Zaci se zabyvali tim, jak stin m(ize
ovlivnit nase vnimani tvard a prostoru a jak mize byt zachycen pomoci kresby

a modelovani.

Béhem workshopu jsme experimentovali s rlznymi technikami zachyceni stinu,
véetné kresby a vytvareni reliéfnich struktur. Déti se zapojovaly do tvlrcéiho
procesu s nad$enim a zvidavosti, zkoumaly, jakym zplsobem lze stin vytvorit

a jak mGze ovlivnit vysledny dojem z jejich dila. Tento prakticky pristup umoznil
zakam lépe porozumét teoretickym konceptlm, které jsme diskutovali v pribéhu
workshopu. Nase prace se stinem nebyla pouze o uméleckych dovednostech, ale
také o porozuméni emocionalnimu a symbolickému vyznamu stinu. Zaci se zabyvali
otazkami, jakym zptisobem muize stin vyvolavat riizné nalady a asociace a jak m(ze
ovlivhovat nasi psychiku. Tento interaktivni pristup k vytvarné vychové umoznil
détem nejen rozvijet svou kreativitu, ale také Iépe porozumét slozitym konceptim
uméleckého vyjadreni a lidského vnimani (gestalt).

Workshops with pupils of ZUS
On 26th June 2023

Workshop with primary school pupils responded to the work of the exhibiting
artist Petr Kubac, which focuses on the use of shadow as an important element
in art. Together we explored how shadow can change the appearance of an ordi-
nary object and add a new dimension to it. Students explored how shadow can in-
fluence our perception of shapes and space and how it can be captured through
drawing and modelling.

During the workshop we experimented with different techniques for capturing
shadow, including drawing and creating relief structures. The children engaged
in the creative process with enthusiasm and curiosity, exploring how shadow can
be created and how it can affect the final impression of their works. This hands-
on approach allowed students to better understand the theoretical concepts
that we discussed during the workshop. Our shadow work was not only about
artistic skills, but also about understanding the emotional and symbolic meaning
of the shadow. The pupils explored the questions of how shadow can evoke dif-
ferent moods and associations and how it can affect our psyche. This interactive
approach to art education allowed the children to not only develop their creativ-
ity but also better understand the complex concepts of artistic expression and
human perception (gestalt).



Komentovana prohlidka vystavy probéhla za ucasti kuratort a vystavujiciho
umélce Jiriho Pitrmuce.

Guided tour
On 20th July 2023, at 5 p.m.

Guided tour of the exhibition with the participation of the curators and
the exhibiting artist Jiri Pitrmuc.
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