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Trienale SEFO 2024
(Momenty universa)
SEFO Triennial 2024
(Moments of
the Universe)




Muzeum uméni Olomouc dékuje za podporu
svému zfizovateli, partnerim, sponzoriim
a pratelim. Vasi divéry si velmi cenime.

The Olomouc Museum of Art would like to thank
its founder, partners, sponsors, and friends for their
support. We greatly appreciate your trust in us.
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Trienale sou¢asného stfredoevropského umeé-
ni je vysledkem dlouhodobych snah Muzea
uméni Olomouc obsahnout geograficky, kul-
turné a vyznamoveé nestaly stfredoevropsky
region, jehoz je pravé Olomouc symbolic-
kym i geografickym stfedem. Je soucasti vy-
zkumného programu Stfedoevropské férum
(SEFO). A dopliiuje spektrum snah a ¢innos-
ti, které krom modernich a sou¢asnych prog-
resivnich forem vizualniho uméni zohlednuji
také jeho obecny socio-historicky a politicky
rdmec. Triendle je tematicky zamé&rené, komu-
nitni a partnerské. Na jeho pfipravé se podileji
instituce mistni i zahrani¢ni.Jeho prvni edice,
uvedena v pandemickém roce 2021, nesla na-
zev Universum. Ta aktualni, pfipravena v roce
2024, se jmenuje Momenty a vznika jako sou-
¢ast programu NAKI Ill, vénovaného jiz vyzku-
mu urbanismu mésta Olomouce pfimo.
Pravé na tomto pldoryse, mezi obecnym,
komplexnim a abstraktnim na strané jedné,
a konkrétnim, jednotlivym a redlnym na té dru-
hé, se pohybuje také tento READER. Sdruzuje
staté a Uvahy vysadnich osobnosti soudobého
kritického diskurzu. Mimo jiné mezi né patfi
Octavian Esanu, Monika MitaSova, Vera Mle-
chevska ¢i Mechtilde Widrich. Zafazeny jsou
také autorské projekty Adama Alberta, Niko-
lause Gansterera, llony Nemeth ¢i Tobiase
Putriha. VSechny se soustfedi na problematiku
utvareni vefejného prostoru v souvislostech
stfedo- a vychodoevropského regionu. Re-
flektuji jeho kulturni, socialni a politicka spe-
cifika, pfipominaji dédictvi totalitnich rezimu
a transformacéniho obdobi. Lokalni udalosti
pfitom poméruji t€mi globalnimu, Olomouc
spojuji s Kyjevem, Bratislavou a Crikvenici,
Vidni €i Berlinem.V €em se jejich charakter li-
§i? V ¢em naopak podoba? A co si ze vzajem-
ného kritického dialogu mizeme odnést my?
Trienale se soustfedi na poznavani své-
ta a zpUsoby, jimiz se k nému vztahujeme.
Uméni chape jako vyraz Gsili mysli a umélec-
ké dilo, projekt ¢i zameér jako zakladni nastroj
kritické lidské tvofivosti. Zajima jej problém
systému, ktery Ize obecné chapat dvojim zpU-
sobem: Jako idealni fad, ktery objevujeme,

Barbora Kundracikova

The Triennial of Contemporary Central Euro-
pean Art is the fruit of long-term efforts by the
Olomouc Museum of Art to embrace the geo-
graphically, culturally and semantically unstable
Central European region, of which Olomouc is
a symbolic and geographical centre. Part of the
research programme of the Central European
Forum (SEFO), it also complements the spec-
trum of efforts and activities that, in addition to
modern and contemporary progressive forms of
visual art, also take into account its general so-
cio-historical and political framework. The Trien-
nial is thematically focused and community- and
partner-based, with local and foreign institutions
participating in its preparation. The first Triennial,
held in the pandemic year of 2021, was called
Universum. The current exhibition, Moments,
prepared in 2024 and created as part of the NAKI
Il programme, is dedicated to the study of the
urbanism of the city of Olomouc itself.

It is on this ground plan, between the gen-
eral, complex and abstract on the one hand, and
the concrete, individual and real on the other,
that this READER also moves, bringing together
the statements and reflections of leading per-
sonalities of contemporary critical discourse.
Among others, these include Octavian Esanu,
Monika MitaSova, Vera Mlechevska and Mech-
tilde Widrich, while projects by Adam Albert,
Nikolaus Gansterer, llona Nemeth and Tobias Pu-
trih are also featured in the exhibition. All of these
individuals focus on the issue of shaping pub-
lic space in the context of the Central and East
European region, and they are interested in its
cultural, social and political particularities, while
recalling the heritage of totalitarian regimes and
the transformational period. Local events con-
front their global counterparts, connecting Olo-
mouc with Kyiv, Bratislava and Crikvenica, Vienna
and Berlin. How do they differ in character? How
are they in fact similar? And what can we learn
from the critical dialogue between them?

Focused on an exploration of the world and
the ways in which we relate to it, the Triennial
understands art as an expression of the effort
of the mind and a work of art, project or pursuit
as a basic tool of critical human creativity. The

Introduction




napodobujeme a rozvijime; anebo jako ar-
teficialni konstrukt, ktery pravdou nazyvame
Casto jen z vlastni pohodInosti. Faktem je, ze
kazdy své vlastni universum projektujeme,
malokdo z nas je ale umi a chce sdilet. Muze-
um déla totéz, jen ve vétsim a s objektivizujici
aspiraci. Ambici trienale neni svét zménit, ale
vénovat mu svou pozornost. Nechce byt an-
gazované, ale podnétné. Uméni nechape jako
autonomni ani jako sluzebné, ale jako schop-
né tvorit svét. | proto jsou s trienale spoje-
ny také nové vyzkumné projekty, workshopy
a konference. Soucasny stav nam slouzi jako
vychodisko uvazovani o moznostech verejné
kulturni instituce v nové dobé, ve svété, ktery
prochazi intenzivni rekonstrukci.

Zatimco prvni edice trienale se soustredi-
la na vytéeni obecnych limit svéta, ktery je
stale majoritné projektovan z perspektivy
Zapadu, pevnou oporu v pojmech a defini-
cich ale pomalu ztraci, ta druha se pokusila
obecna stanoviska konkretizovat a Iépe usa-
dit v terénu mésta, instituce a dila. Universum
nasleduji Momenty, opirajici se o vice nez
symbolickou triddu monument-dokument-
-mockument. Které prvky nasi kultury, které
hodnoty Ize dnes povazovat za univerzalni?
Které se osvédcily? Které Zijeme ¢i za zivé po-
vazujeme? Které naopak svou platnost ztrati-
ly a dnes se k nim vztahujeme pfedevsim pfi
studiu minulosti? A které se ukazaly byt spiSe
kontraproduktivni, pro¢ez je odmitame? Mo-
numentdm jako vizualizovanym, materializo-
vanym zbytnénim sdileného hodnotového
nastaveni vénujeme v poslednich letech stéle
vétsi pozornost. Tou nejpodstatnéjsi otazkou
proto je - dokaZeme se jesté vibec na jaké-
koli univerzalné platné pravdé shodnout?
Mozné odpovédi, nad nimiz se pfispévky
zafazené v tomto sborniku zamysleji, je po-
tfeba vnimat v pfimé vazbé k lokalité (a komu-
nité), v niz Muzeum uméni Olomouc pUsobi.
Olomouc, mésto s bohatou kulturni tradici,
centrum barokni kultury nejen na Moravé,
vzdélanosti, také ale nabozenské a spravni
(vojenské) organizace, o svou moderni iden-
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exhibition is interested in the problem of the
system, which can generally be understood in
two ways: as an ideal order that we discover, im-
itate and develop, or as an artificial construct,
which we often call the truth only for our own
convenience. In reality, we each design our
own universe, but few of us can and want to
share them. The museum does the same, only
on a larger scale and with an objectifying aspi-
ration. Still, it is not the Triennial’s ambition to
change the world, but simply to pay attention
to it; its mission is not to be engaged, but stim-
ulating. It does not understand art as autono-
mous or even servile, but as capable of creating
the world, which is why new research projects,
workshops and conferences are also connected
with the Triennial. The current situation serves as
a springboard for thinking about the possibilities
of a public cultural institution in the new era, in
a world undergoing intensive reconstruction.

While the first Triennial focused on delineating
the general limits of the world, which is still pre-
dominantly projected from the perspective of
the West (though slowly losing its firm footing
in concepts and definitions), the second exhibi-
tion tried to narrow down the general positions
and better establish them in the terrain of the
city, institution and work. Universum is followed
by Moments, which is based on the more than
symbolic triad of monument-document-mock-
ument. Which elements of our culture - which
values - can be considered universal today?
Which ones have proven themselves? Which
do we live or consider alive, and which, on the
contrary, have lost their validity and are related
to the present mainly when studying the past?
And which have instead proven to be counter-
productive and are therefore being rejected? In
recentyears, we have been paying greater atten-
tion to monuments as a visualised, materialised
distention of a shared value setting. Therefore,
the most important question is - can we still
agree on any universally valid truth?

The possible answers, which the works in-
cluded in this collection reflect on, need to be
perceived in direct relation to the location (and

Uvod

titu dlouhodobé usiluje. Jako mnoho podob-
nych center si zaroven vybira, zda bude spise
tou lokalni, anebo globalni, respektive zvazu-
je, zda je mezi nimi skuteéné nutné rozliso-
vat. Pomoci v rozhodovani mu mohou kritické
pfispévky Octaviana Esanu, Mechtild Widrich
a Moniky Mitasové, které se vSechny vztahuji
k uméleckohistorické, potazmo sociologické
kritice vefejného prostoru. Totalitni dédictvi
hraje v jejich pojeti podobné dulezitou roli ja-
ko mechanismy starsi, spojené s formovanim
habsburské monarchie a modernich demo-
kraciich vznikajicich po prvni svétové valce.
Paralelné s tim jsou motivujici také autorské
projekty ¢tyf vysadnich osobnosti mistni
umélecké scény. Zvoleny byly zamérné, kazda
pfispiva svym dilem: Nikolaus Gansterer ote-
vira téma vztahu téla a makrokosmu. Tobias
Putrih reflektuje totéz na trovni (neosobni) ar-
chitektury existujici mezi minulosti a budouc-
nosti. Adam Albert pfipomina pal&ivy moment
déjin mésta Budapesti, pficemz jej nechtic ak-
tualizuje v prostiedi orbanovského Madarska.
Allona Németh pozornost obraci k roli esteti-
ky, k estetickému fadu, a tomu, jakym zpuso-
bem s nim vice ¢i méné védomeé ve verejném
prostoru operujeme.

Pomysinym mostem mezi obéma pfi-
stupy, Vychodem a Zapadem, lokalem a glo-
balem je pak stat Very Mlechevské, ktera
pozoruhodnym zpusobem aktualizuje téma
ruin - ruin starovékého impéria, leziciho sa-
mozvané ve stfedu universa, Rima, transfor-
movaného v samo pomezi civilizovaného
svéta, a vice versa.

Posledni otazkou, jiz je potfeba si klast, je
tato: Je nas svét preduréen k zahubé - a je to
praveé ona, posledni faze jeho zivotniho cyklu,
jiz pozorujeme? Nehledejme jednoduchou
odpovéd, usili bezpoétu predkl, na jejichz
ramenou stojime, si zaslouzi vice.
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community) in which the Olomouc Museum of
Art operates. A city with a rich cultural tradition,
a centre of Baroque culture (and not only in
Moravia), education, but also religious and ad-
ministrative (military) organisations, Olomouc
has long been striving for a modern identity. Like
many similar centres, it is also choosing whether
it will be more local or global, or whether it is
even necessary to distinguish between these
poles. Critical works by Octavian Esanu, Mech-
tild Widrich and Monika MitaSova, all of which
relate to the art-historical and thus sociologi-
cal criticism of public space, can help the city
make this decision. These authors believe that
the totalitarian legacy plays a similarly important
role as older mechanisms associated with the
formation of the Habsburg monarchy and mod-
ern democracies emerging from the First World
War. Likewise inspiring are projects by four
prominent personalities of the local art scene,
each chosen intentionally to provide a specific
perspective. Nikolaus Gansterer opens the topic
of the relationship between the body and the
macrocosm, while Tobias Putrih addresses the
same on the level (impersonal) of architecture
existing between past and future. Adam Albert
recalls a poignant moment in the history of the
city of Budapest, inadvertently updating it in the
midst of Orban’s Hungary, while llona Nemeth
draws attention to the role of aesthetics, to the
aesthetic order, and how we work with it in pub-
lic space with varying degrees of intent.

The work of Vera Mlechevska is an imagi-
nary bridge between the two approaches: East
and West, local and global. In a remarkable way,
she takes a modern look at the topic of ruins -
the ruins of an ancient empire lying brazenly in
the centre of the universe, Rome, transformed
into the very border of the civilised world, and
vice versa.

And the final question that must be asked:
Is the world destined for annihilation? Are we
watching the last phase of its life cycle? But
let’s not look for a simple answer - the efforts
of countless ancestors on whose shoulders we
stand deserve much more.

Introduction



teoreticke state venovane problematice formovani
sdileneho prostoru v konceptualnim i vechném
smyslu, uvahy zabyvajici se problematikou
verejného prostoru, pamatkove péce a estetikou
monumentu

theoretical essays devoted to the problem of
the formation of shared space in the conceptual
and material sense, reflections dealing with

the issue of public space, monument care and
monument aesthetics



Hlavni expozice trienale SEFO 2021 Univer-
sum pfedstavila skupinu autoru $ir§iho stie-
doevropského regionu, ktefi se ve své tvorbé
dlouhodobé obraceji k otazkam uréeni, po-
jmenovani, skladby, organizace a vyznamu
prvki tvoricich svét, ktery obyvame - tj. k ve-
fejnému prostoru a sdilené kultufe. SpiSe nez
vlastni téma, pfistup nebo médium, je spojuje
pravé zplsob uvazovani, promysleni zaklad-
nich definic a polarit, jimiz si na cesté k poro-
zuméni pomahame. Lidsky svét je paradoxni,
¢im vice touzi po jednoté a celistvosti, tim vi-
ce vytvafi délicich ¢ar a omezeni. Napéti mezi
tim, co je uvnitf, a povazujeme to za své, a tim,
co se nachazi vné, a patfi to takfikajic vSem, je
znacné a pro vlastni sebe-pojimani zasadni.

Moderni svét byl vyméren v 18. stoleti.
V jeho poloviné nazval némecky filosof Alex-
ander Gottlieb Baumgarten estetiku ,vstu-
pem do poledniho svétla racionality“.! David
Hume predstavil zakladni lidsky paradox,
opozici osobniho a obecného vkusu.? A Im-
manuel Kant naznacil hranice lidského rozu-
mu.? Na krasu nebo pravdu mame diky nim
pravo vsichni. Na tom, co to znamena, se ale
shodujeme stale komplikovangji. Tim, ¢im si
muizZeme byt jisti, je vychodisko - télo, nase
vlastni smysly a zkuSenosti, které nam zpro-
stfedkuji. Mezi tim, co je, a tim, co za takové
povazujeme, se nicméneé rozprostira propast
velikosti Macochy. Kdo rozhoduje o tom, co
je spravné? Kdo za to nese zodpovédnost?
Pro¢ vypada nas sveét tak, jak vypada - proc¢
neni jiny? MiZeme zkusit ¢lenit horniny niko-
li podle chemického slozeni, ale barvy, po-
pisovat ne typy, ale jednotliviny, mizeme si
pfedstavovat také jiné svéty a jina universa,
muzZeme se zkusit fidit jinym ¢asem. Sila ima-
ginace je ohromna a moznosti systematiky
nekonecéné. Jak nakonec naznacuje britsky
matematicky fyzik Roger Penrose, je doce-
la dobfe mozné, Ze kosmos sam je cyklicky
a bez paméti, ze se nejen smrstuje a rozpina,
ale také lame, a Ze to, co povazujeme za je-
ho podéatek, ,velky tfesk“, mlize byt ve sku-
te€nosti pouze jednim z mnoha, které ve své
existenci zaznamenal.*

Barbora Kundracikova

The main exhibition of the SEFO 2021 Trienni-
al - Universum - presented a group of artists
from the wider Central European region who in
their work have long addressed the questions
of purpose, naming, composition, organisation
and meaning of the elements that make up the
world we inhabit - i.e. public space and shared
culture. These individuals are united not by topic
or approach and certainly not by the medium in
which they work, but rather by a way of thinking,
their use of basic definitions and polarities that
we employ to help us on the path to understand-
ing. The human world is paradoxical: the more it
craves unity and wholeness, the more it creates
dividing lines and barriers. The tension between
what is inside and what we consider our own and
what is outside and belongs to everyone, so to
speak, is considerable and also critical for our
own self-perception.

The modern world was measured out in
the 18th century. In the middle of that century,
the German philosopher Alexander Gottlieb
Baumgarten called aesthetics ‘the doorway to
the midday light of rationality’! David Hume pre-
sented a basic human paradox: the opposition
of personal and general taste.? And Immanuel
Kant indicated the limits of human reason,® and
thanks to them, we all have the right to beau-
ty and truth. Unfortunately, it’s getting harder
to agree on just what this means. What we can
be sure of is the starting point - the body, our
own senses and the experiences they convey
to us. A giant chasm separates that which is and
what we consider as such. Who decides what is
right? Who bears responsibility for such a deci-
sion? Why does our world look like it does and
not like something else? We could classify rocks
not by chemical composition, but by their colour;
we can describe individuals rather than types,
and we can also imagine other worlds and other
universes. We could in fact live our lives accord-
ing to an entirely different standard of time. The
power of imagination is enormous, the possibili-
ties of classification infinite. As the British math-
ematical physicist Roger Penrose also tries to
show, it is quite possible that the cosmos itself
is cyclical and without memory, that it not only

From fixed Point to liquid Universe and back




Nasledujici stat se vénuje problemati-
ce ,propleteni” [entanglement] - tento stale
oblibenéjsi pojem, volné vyjadrfujici nutnou
provazanost vSech slozek pfirozeného své-
ta, jehoz je ¢lovék a lidské védomi (pozorujici
i prozivajici, aktivni i pasivni) soucasti, vhod-
né rezonuje v kontextech exaktnich i huma-
nitnich disciplin - v tomto pfipadé kvantové
fyziky a filozofie uméni. jejich souvislost se
muze zdat byt pfili§ volna, pokusim se v§ak
ukazat opak. Byl zaroven konceptualni opo-
rou vychozi edice trienale, respektive pro néj
navrzenych ¢i vybranych autorskych realizaci.

Kvantova revoluce ve fyzice trvala dva a dva-
cet let, od roku 1905 do roku 1927. S jejim
koncem zmizelo také nase chapani hmotné-
ho svéta. Pfedstava atomu jako malé slunec¢ni
soustavy s elektrony obihajicimi kolem ato-
mového jadra prestala davat smysl - elektron
se zmeénil v prizrak, ktery se za riiznych okol-
nosti rizné chova, jednou jako bézna ¢astice,
jindy jako vina. Stal se neur€itym, svou nejis-
totou narusil ,,posvatnou“ vazbu mezi pfi¢inou
a nasledkem. Od roku 1927 se véci nedéji, déji
se pravdépodobné. Princip pravdépodobnos-
ti se stal nasim zaklinadlem, kazdy bozi den
za¢iname ,,hodem kostkou*“.

Jednou véci je samoziejmé skutecnost,
jinou jeji popis. Niels Bohr se pokusil problém
vyfesit paralelnim uzivanim protichtdnych,
avSak komplementarnich pojmG prevza-
tych z klasické (predkvantové) fyziky.® ,VIna“
a ,Castice” se tak zaCaly objevovat vedle sebe
-atoivramci bézného jazyka.Za dané situa-
ce prosté volime ten popis, ktery stav Iépe po-
stihuje, pficemz pocitame s jeho proménou.
Teorie proto pfestava byt zavaznou, neovéru-
jeme ji, pouze si ji vypomahame. Nema jinou
funkci nez do vztahu uvadét nasi zkuSenost
s (kvantovym) svétem, respektive tim, jak jej
pojimaiji pfistroje, které k jeho studiu uzivame.

Pochybujme o sobé, jak chceme, skutec-
né vSak mGzeme na podminénost jevové sku-
te€nosti UpIné rezignovat? Bohr paradoxné
odmita i to - nemiZeme o ni sice nic smyslu-
plného fici, zaroven ji véak nemizeme popfit.
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shrinks and expands, but also breaks apart, and
that what we consider its origin, the ‘Big Bang’,
is only one of many to have occurred.*

The following article addresses the issue of
‘entanglement’, an increasingly popular term that
loosely expresses the necessary interconnect-
edness of all components of the natural world, of
which man and human consciousness (observer
and experiencer, active and passive) are a part,
and resonates appropriately in the contexts of
scientific and humanitarian disciplines - in this
case quantum physics and the philosophy of art.
And while their connection may seem too vague,
I will try to show that the opposite is true. This
work was also conceptual support for the first
Triennial, i.e. for the pieces that were proposed
or selected for the exhibition.

The quantum revolution in physics lasted 22
years - from 1905 to 1927, and its end marked
the disappearance of our understanding of the
material world. The notion of the atom as a small
solar system with electrons orbiting around the
atomic nucleus no longer made sense - the
electron turned into a spectre that behaves
differently under various circumstances, some-
times like an ordinary particle, sometimes like
a wave. It became indeterminate and this un-
certainty disrupted the ‘sacred’ link between
cause and effect. Since 1927, things don‘t hap-
pen - they ‘probably’ happen, and the principle
of probability has since become our invocation:
we begin each divine day with a ‘roll of the dice’.

Reality is one thing; its description is quite
another. Niels Bohr attempted to solve this prob-
lem through the parallel use of opposing yet
complementary concepts taken from classical
(pre-quantum) physics.® ‘Wave’ and ‘particle’ thus
began to appear side by side, even in everyday
language. We simply choose the description
that better suits the given situation, all the while
counting on its transformation. As such, the the-
ory ceases to be binding, we do not verify it and
simply use it to help ourselves. It has no other
function than to relate our experience to the
(quantum) world, or rather how it is perceived
by the devices we use to study it.
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On sam byl v8ak rétor tak Spatny, Zze o jeho
posledni pfednasce licitoval tym pfizvanych
lingvistu cely tyden, nez pochopil, jakym ja-
zykem vlastné hovofri. Neresi tedy spise svij
osobni problém? Anebo - nehodi se princip
pravdépodobnosti spiSe pro rozvijeni ,jazy-
kovych her* humanitnich disciplin, pro neko-
neéné diskuse o svobodné vili ¢i podstaté
zivota?® Ano, fika za vrnéni Schrodingerovy
kocky Albert Einstein - ,,Blh [piece] v kostky
nehraje”.

Komplementarita nicméné v hlavach li-
di/ védcl strasila a strasi nadale, pricemz
rezonuje nejen védeckym, ale také socio-po-
litickym diskurzem. A pravé exkurz do tohoto
slidského svéta“ je to, co nas — humanisty, hra-
¢e jazykovych her - zajima. Mezivale¢né ob-
dobi i povale¢na doba vymknuta z kloubu, kdy
se o ni diskutovalo nejostreji, ukazuje jedno -
ideologie jakékoli pfedstavé komplementari-
ty nesvédci, a vice versa, procez je potreba si
tento pfibéh pfipominat i nadale.

Tedy - Bohr i Einstein byli oba Zidov-
ského plvodu, a pravé ten podstatné ovliv-
nil veSkerou kritickou reflexi obou velkych
teorii 20. stoleti, teorie relativity (tento nazev
mimochodem nese stavajici stala expozice
Stfedoevropského fora) i komplementarity.
Nacismus povazoval obé za ,jedovaté Zidov-
ské abstrakce®, v pojeti marxistické filozofie
pak byla situace jesté horsi. Dialektika a ma-
terialisticky vyklad pfirodnich jevl totiz
komplementarni nejsou ani trochu. Jejich
ultimatnim cilem je navic zména (socialnich
struktur, vztah(, produkce i distribuce), a té
se ve svété tvofeném pouze z viemu a zku-
Senosti dosahuje téZko. Leninovo pranyfova-
ni Machova a Avenariova empiriokriticismu,
tj. dalsiho ,pozitivistického blabolu®’ Stalin
rozvinul ve vlastni Gvaze nazvané Dialekticky
a historicky materialismus (1938). S jeho pu-
blikovanim se stala ztrata zameéstnani banalni
nepfijemnosti. Druha svétova valka sice pfi-
nesla rozptyleni, uz v ¢ervnu 1947 vS§ak Andrej
Zdanov prohlasil: ,Kantovské vrtochy moder-
nich burZoaznich atomovych fyzikd, je vedou
k pfedstavam o ,svobodné vili‘ elektronu,
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We can doubt ourselves all we want, but
can we really completely resign ourselves to
the conditionality of phenomenal reality? Par-
adoxically, Bohr rejects even this - although we
cannot say anything meaningful about it, it is
nevertheless impossible to deny. However, he
himself was such a poor speaker that a team of
invited linguists argued over his last lecture for
an entire week before coming to an agreement
on what language he was actually speaking. Isn’t
he dealing with his own personal problem? Or
- isn‘t the principle of probability more suitable
for developing the ‘semantic games’ of the hu-
manities, for endless discussions about free will
or the essence of life? Yes, says Albert Einstein
as Schrodinger’s cat purrs - 'God [after all] does
not play dice’.

Nevertheless, complementarity haunted
and continues to haunt the minds of people/
scientists, resonating in both scientific and so-
cio-political discourse. And it is precisely the
excursion into this ‘human world’ - humanists,
players of language games - that interests us.
Both the interwar period and the disjointed
postwar period, when the discussion was the
sharpest, show one thing: ideology does not
support any idea of complementarity, and vice
versa, which is why we need to keep reminding
ourselves of this story.

Bohr and Einstein were both of Jewish ori-
gin, and this had a major influence on all critical
reflection of the two great theories of the 20th
century - the theory of relativity (after which the
permanent exhibition of the Central European
Forum is named) and complementarity. Nazism
considered both to be ‘poisonous Jewish ab-
stractions’, and the situation was even worse
in Marxist philosophy. Dialectical and materi-
alistic interpretation of natural phenomena are
not in the slightest complementary, and their
ultimate goal, moreover, is change (of social
structures, relationships, production and distri-
bution), which is difficult to achieve in a world
composed of only perceptions and experiences.
Stalin developed Lenin’s criticism of Mach and
Avenarius‘s empirio-criticism as just more ‘pos-
itivist hogwash’” in his own work Dialectical and
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k pokusiim popsat hmotu pouze jako urcitou
konjunkci vin a k dal$im dabelskym trikam.®
Byvali progresivisté Vladimir Fock, Dmitrij
Blochincev ¢i Jakov Terlecky sebezachovné
zaujali kompromisni pozice, pfic¢emz upred-
nostnili mj. teorii ,pilotni viny“ Louise de Bro-
glie. Podle té tvofi vinové pole redlné &astice
a pravdépodobnost vyplyva prosté z toho, ze
jejich povahu nezname. (Podrzme v paméti,
bude pro nas klicové zahy.)

Jaka byla situace za oceanem? Koncem
30. let byla také fada zapadnich intelektu-
alt presvédéenymi komunisty. Mezi malou
skupinou fyzikd Zidovského plvodu, ktefi se
shromazdili kolem J. Roberta Oppenheimera
na Kalifornské univerzité v Berkeley, byl také
jisty David Bohm. Kdyz zac¢al Oppenheimer
v roce 1943 sestavovat tym teoretikd, ktefi by
se podileli na vyvoji atomové bomby, zauji-
mal na jeho seznamu prvni misto. Pravé jeho
politicka orientace vSak spolupraci zamezila.
Bohm zustal v Berkeley. Dobie pro komple-
mentaritu, na niz mél nyni dostatek ¢asu a mo-
hl si s ni vlastné docela dialekticky pohravat.®
Na chvili komplementarista, na chvili mate-
rialista, kterého silné ovlivnily diskuse s Ein-
steinem, si uzil své také pocatkem 50. let, kdy
Ameriku zachvatila antikomunisticka hysterie.
Bohm byl nucen z akademického prostiedi
odejit, pfesunul se do Brazilie, kde nasled-
né publikoval dvé prace, v nichz se soustredil
na - svéte, div se - uz zmifiovanou de Bro-
glieho teorii pilotnich vin. Pod palbou kritiky
(Oppenheimer: laciny, Einstein: zpatecnicky)
ziskal podporu pouze u Jeana-Pierra Vigiera,
nékdejsiho de Broglieho asistenta. Vigier byl
pfesné tim, koho Bohm potfeboval: vynaléza-
vy teoretik, muz ¢€inu, hrdina francouzského
odboje a osobni pfitel Ho Ci Mina. Byl dokon-
ce schopen presvédcit de Broglieho, aby se
svou teorii za¢al sdm znovu zabyvat, coz vy-
volalo pozdvizeni na obou stranach kvantové
barikady. A nebylo divu: ,Katolici a komunisté
ve Francii se spojuji proti komplementarité!“
- No, poté&s panblih.

Bohmova snaha obnovit materialni za-
klad kvantové mechaniky vSak znamenala
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Historical Materialism (1938), the publication
of which rendered the loss of one’s job a trivi-
al inconvenience. Although the Second World
War brought distractions, by June 1947 Andrej
Zdanov had declared: ‘The Kantian vagaries of
modern bourgeois atomic physicists lead them
to inferences about the electron’s possessing
“free will”, to attempts to describe matter as only
a certain conjunction of waves, and to other dev-
ilish tricks.® The former progressives Vladimir
Fock, Dmitrij Blochintsev and Jakov Terlecky
took compromise positions out of self-preserva-
tion, preferring, among others, Louis de Broglie’s
‘pilot wave’ theory, which posits that the wave
field consists of real particles and the probability
follows simply from the fact that we do not know
their nature. (Keep this in mind; it will soon be
important for us.)

What was the situation on the other side of
the Atlantic? In the late 1930s, many Western in-
tellectuals were dyed-in-the-wool communists.
Among the small group of Jewish physicists in
J. Robert Oppenheimer’s circle at UC Berkeley
was a certain David Bohm, who was at the top of
the list when Oppenheimer began assembling
a team of theorists to develop the atomic bomb
in 1943. However, Bohm'’s political orientation
prevented his participation and he remained at
Berkely, which was good for complementarity,
which he now had plenty of time to play with
quite dialectically. ® A part-time complementa-
rian, part-time materialist, strongly influenced
by his discussions with Einstein, Bohm was also
put through the mill during the anti-communist
hysteria that gripped America in the early 1950s.
Expelled from the academic environment, Bohm
moved to Brazil, where he subsequently pub-
lished two works focused on (not surprisingly) de
Broglie’s aforementioned theory of pilot waves.
Under fire from critics (Oppenheimer: cheap;
Einstein: reactionary), he received support only
from Jean-Pierre Vigier, de Broglie's former as-
sistant. Vigier was exactly what Bohm needed:
an inventive theoretician, a man of action, a hero
of the French Resistance, and a personal friend
of Ho Chi Minh. He was even able to convince
de Broglie to re-examine his theory himself,
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vice nez prosty pokus obhajit deterministic-
kou alternativu. V roce 1935 to pochopil také
Einstein a odhodlal se spolu s Borisem Po-
dolskym a Nathanem Rosenem k vlastnimu
»,hodu kostkou“: Pfi navrzeném experimentu
EPR interaguje dvojice vzdalujicich se kvanto-
vych €astic, pficemz jejich vlastnosti koreluji
podle urcitého fyzikalniho zakona. Tyto ¢asti-
ce jsou tzv. - Schrédingerovymi slovy - ,pro-
pleteny* Pro zjednodus$eni pfedpokladejme,
Ze maji své ,nahore” a ,dole“, kazda s prav-
dépodobnosti 50%. NemUzeme sice predem
védét, jakého vysledku ktera z nich dosahuje,
pokud vsak zjistime, ze Castice vlevo je ,naho-
fe, korelujici ¢astice vpravo musi byt ,dole”,
a vice versa. Podle pravidel kvantové mecha-
niky jsou nyni obé ¢astice spojeny ,tajemnym
svazkem?®, a to bez ohledu na to, jak vzdaleny
od sebe jsou. Pfedstavme si nyni situaci, Zze se
od sebe obé ¢astice vzdali natolik, Zze vzajem-
ny kontakt ztrati. Jak se pak ta napravo ,do-
zvi“, jak je na tom ta nalevo, vzhledem k niz je
spovinna“ se korelovat? Mohli bychom pred-
pokladat, ze pokud jsou ¢astice dostatecné
daleko od sebe, Ize je povazovat za oddéle-
né, tj. ,lokalné realné“ - to je vSak v rozporu
s Einsteinovou vlastni specidlni teorii relativi-
ty, ktera situaci, pfi niz se informace nebo vlivy
SiFi rychleji nez svétlo, zapovida. Jak vysvét-
luje: ,Tomuto zavéru lze uniknout pouze tak,
Ze bud' predpokladame, Zze méreni [Eastice
dole] (telepaticky) méni redlnou situaci [€as-
tice nahore], nebo popfeme nezavislé realné
situace u véci, které jsou od sebe prostorové
oddéleny. Obé alternativy se mi zdaji byt zcela
nepfijatelné.°

V poloviné 60. let se problému chopil
svagnosti diskuse zmateny”“ John Bell, kte-
ry - a tady je diskuse definitivné uréena nam
- »S minimem pochybnosti“ prokazal ,po-
pletenost“ a bytostnou nelokalitu kvanto-
vych &astic. Sirsi védecké komunité zagalo
dochazet, ze jde o jevy skute¢né, jejichz vy-
téZeni mlize mit dalekosahlé dasledky - mj.
sestrojeni kvantového pocitace €i vyuziti pro-
pletenych &astic v ramci kvantové kryptogra-
fie. A pfibéh komplementarity proto nekon¢i
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causing an uproar on both sides of the quan-
tum barricade. And no wonder: ‘Catholics and
communists in France are teaming up against
complementarity!’ - Simply brilliant.

However, Bohm'’s effort to reestablish the
material basis of quantum mechanics was more
than a simple attempt to defend a deterministic
alternative. Einstein grasped this in 1935 and, to-
gether with Boris Podolsky and Nathan Rosen,
decided to ‘throw the dice’ himself: In the pro-
posed EPR experiment, a pair of quantum par-
ticles that are moving apart interact, while their
properties are correlated according to a certain
physical law. In Schrédinger’s words, these par-
ticles are ‘entangled’. To simplify matters, let's
assume that they have their ‘top’ and ‘bottom’,
each with a probability of 50%. Although we
cannot know in advance what result each one
achieves, if we find that the particle on the left
is ‘up’, the correlating particle on the right must
be ‘down’, and vice versa. According to the rules
of quantum mechanics, the two particles are
now connected by a ‘mysterious bond’, regard-
less of how far apart they are. Now let’s imagine
a situation in which the two particles move far
enough away from each other that contact is lost
between them. How then does the one on the
right ‘know’ how the one on the left is doing, giv-
en that it is ‘obliged’ to correlate? We might as-
sume that if the particles were far enough apart,
they could be considered separate, i.e. ‘locally
real’, but this contradicts Einstein‘s own special
theory of relativity, which prohibits a situation in
which information or influences spread faster
than light. As he explains: ‘One can escape from
this conclusion only by either assuming that the
measurement of [the particle on the left] (tele-
pathically) changes the real situation of [the par-
ticle on the right] or by denying independent real
situations as such to things which are spatially
separated from each other. Both alternatives ap-
pear to me entirely unacceptable.°

In the mid-1960s, ‘confused by the vague-
ness of the discussion’, the problem was taken
up by John Bell who - and here the discussion is
definitely intended for us - demonstrated ‘with
little doubt’ the ‘entanglement’ and intrinsic
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- spiSe zacina: V roce 2022 byla Nobelova ce-
na za fyziku udélena nikomu jinému nez tfem
teoretiklim, vénujicim se studiu ,propleteni®,
Alainu Aspecovit, Johnu F. Clauserovi a An-
tonu Zeilingerovi. Z dobrych davodu - pfed-
pokladana hodnota nové vznikajici ,kvantova
technologie®, takova je nase kultura a jeji pev-
né dno, se do roku 2040 odhaduje na ¢astku
mezi deviti a devadesati tfemi miliardami
americkych dolarl. Existuje jiny podobné
(ekonomicky) hodnotny predpoklad budou-
ciho odvétvi opirajici se o fyzikalni principy,
kterym nikdo nerozumi? Plati fe€ené - nesta-
Ci svét pouze interpretovat. Stoji za to se jej
pokouset zménit.

Co nas tento kratky exkurz uci? Ad jedna nas
vede do hajemstvi univerzalni teorie, ktera
projednou nevychazi z ramce humanitnich
disciplin. Ad dva naznacuje jejich provaza-
nost s obory pfirodovédnymi, které zaroven
- ad tfi — predjimaji jednu z zivych tendenci
soucasné filozofie uméni. A pravé ,propleteni®
je jejich symbolickym svornikem - pfitomnym
napfiklad v uvazovani Alvy Noého, znamého
nejen v ¢eském prostiedi jinym podobné
pfitazlivym spojenim: ,uméni jako zvlastni
nastroj“!! Oboji demonstruje snahu chapat
(filozofii) uméni jakozto specifickou socialni
praxi sehravajici klicovou roli v ramci (studia)
evolucnich, fyziologickych i socio-kulturnich
procesu. Nog&, k némuz se budu obracet pred-
nostné, vytvari soubor funkénich modeld, kte-
ré se podstatné podepsaly na podobé obou
edic triendle SEFO a jimz by méla byt pozor-
nost vénovana také pfi vlastnim kompletova-
ni Stredoevropského féra Olomouc - jehoz je
trienale prodlouzenou rukou &i symbolickym,
aktivizaénim ,,ostnem®.

Vychozim modelem je ,organizace” ja-
kozto ,,zakladni charakteristika lidského Zivo-
ta“. Noé povazuje vSechny aspekty lidského
Zivota - schopnosti (vnimani a mysleni), do-
vednosti, rysy (chlize, mluveni), vytvareni ar-
tefaktl, techniky a technologie s tim spojené,
védu, design i reflexivni ¢innosti (uméni, fi-
lozofie) - za druhy, momenty nebo zplsoby
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nonlocality of quantum particles. The wider sci-
entific community began to realise that these
are real phenomena whose application can
have far-reaching consequences, including the
construction of a quantum computer or the use
of entangled particles in quantum cryptogra-
phy. And hence the story of complementarity
is far from over and is probably just in its nas-
cent stage: In 2022, the Nobel Prize in Physics
was awarded to none other than three theorists
dedicated to the study of ‘entanglement’, Alain
Aspect, John F. Clauser and Anton Zeilinger. For
good reason - the projected value of the emerg-
ing ‘quantum technology’, such is our culture and
its solid foundation, is estimated to be between
nine and ninety-three billion US dollars by 2040.
Is there another similarly (economically) valuable
expectation of a future industry based on physi-
cal principles that no one understands? It really
isn’t enough to simply interpret the world. It’s
worth trying to change it.

What do we learn on this short excursion? Ad
one takes us to the preserve of a universal
theory, which for once does not come from
the framework of the humanities. Ad two indi-
cates their connection with the fields of natural
sciences, which at the same time - ad three - an-
ticipate one of the living tendencies of the con-
temporary philosophy of art. And it is precisely
‘entanglement’ that is their symbolic connection
- present, for example, in the thinking of Alva
Noé&, known not only in the Czech environment
by another similarly attractive combination: ‘art
as a strange tool’!* Both demonstrate an effort to
understand (philosophy) art as a specific social
practice playing a key role in the (study) of evo-
lutionary, physiological and socio-cultural pro-
cesses. Noé&, to whom | will turn to as a matter of
preference, creates a set of functional models
that have had a majorimpact on the form of both
SEFO Triennials and to which attention should al-
so be paid when completing the Central Europe-
an Forum Olomouc - of which the Triennial is an
extended hand or a symbolic, activating ‘thorn’.

The main underlying concept is ‘organi-
sation’ as a ‘basic characteristic of human life’.
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sorganizace”. Organizace je vzdy aktivni, neni
dana ani pasivné prozivand, a ma dva aspekty:
(a) je soucasti vzajemného vztahu ¢lovéka se
svétem a jeho jevy, (b) znamena sebeorgani-
zaci, tj. zpUsob re-konstrukce sebe sama jako
urc¢itého druhu byti. Organizace a vSechny je-
jich aspekty jsou vydobytky; vznikaji v uréitém
okamziku a plsobi na celek lidského Zzivota.
Proménuje je proces vnimani i pojmenovava-
ni, a to neustale, na kazdodenni bazi.

VSechny organizace krom dvou jsou or-
ganizacemi ,prvniho radu“. Jakakoli organi-
zace (prvniho fadu) je zpusobem ziskavani
pfistupu k jeviim, k tomu, co se ,,ukazuje”. Or-
ganizace prvniho fadu jsou orientovany na pl-
néni nékteré z pfedem danych a stabilnich
funkci. Existuji vSak také dva druhy organizaci
druhého fadu: tj. filozofie a uméni. To, co dé-
la z uréitého druhu organizace, a tim i z jevq,
jako jsou navyky, dovednosti a praxe, organi-
zaci druhého fadu, je to, ze ,,zobrazuje” néjaky
(jiny) druh organizace (prvniho fadu). Pokud
jde o uméni, Noé uvadi tyto pfiklady: (Umé-
ni) choreografie zobrazuje (¢innost) tance;
(uméni) malby zobrazuje (¢innost) zobrazo-
vani a/nebo navrhovani; (uméni) uzivani jazy-
ka (poezie, romany atd.) zobrazuji kazdodenni
komunikaci.

Praktiky druhého fadu jsou aktualizova-
ny v ramci praktik prvniho fadu - jejich ¢as
pfichazi zejména tehdy, objevi-li se problém.
Nabizeji totiz moznost reflexe organizace
»Zevnitr“. Tato reflexe ma charakter preruse-
ni, naru$eni ¢i znemoznéni organizace. Orga-
nizace je (doc¢asné) dezorganizovana a jako
rusivd ma takova reflexe emancipaéni cha-
rakter, pretrhava totiz fetézy navyklého vni-
mani, mySleni a jednani. Organizace druhého
fadu riznymi zplsoby vytvareji nové poje-
ti (dezorganizované) organizace. Toto poje-
ti jako by vstupovalo do plivodni organizace
a znovu ji organizovalo. Noé tento proces,
od organizace k jejimu naruSeni a novému
usporadani, nazyva ,zacyklenim® - a chape
jej jako paradigmata ,propleteni®

Organizace druhého fadu jsou v tom-
to smyslu podminkou vzniku organizaci
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Noé considers all aspects of human life - abil-
ities (perception and thinking), skills, features
(walking, speaking), the creation of artefacts,
techniques and related technologies, science,
design and reflective activities (art, philosophy)
- as types, moments or ways of ‘organising’. Al-
ways active, not given or passively experienced,
organisation has two aspects: (a) it is part of the
mutual relationship of man with the world and its
phenomena; (b) it means self-organisation, i.e.
away of reconstructing oneself as a certain type
of being. Organisation and all of its aspects are
achievements; they arise at a certain moment
and affect the whole of human life. They are
constantly transformed on a daily basis by the
process of perception and naming.

All but two organisations are ‘first order’ or-
ganisations. Any organisation (of the first order)
is a way of gaining access to phenomena, to what
‘appears’. Organisation of the first order is ori-
ented towards the fulfiiment of some predeter-
mined and stable functions. However, there are
also two kinds of second-order organisation: i.e.
philosophy and art. What makes a certain type
of organisation, and thus phenomena such as
habits, skills, and practices, a second-order or-
ganisation is that it ‘displays’ some (other) kind
of (first-order) organisation. Noé gives these
examples concerning art: (The art of) choreog-
raphy portrays (the action of) dance; (the art of)
painting depicts (the activity of) depicting and/or
designing; the art of using language (poetry, nov-
els, etc.) depicts the mundane use of language.

Second-order practices are updated within
first-order practices - their time comes especial-
ly when a problem arises. They offer the possibil-
ity of reflecting on organisation ‘from the inside’.
This reflection has the character of interrupting,
disrupting or making organisation impossible.
Organisation is (temporarily) disorganised and,
as disruptive, such reflection has an emancipa-
tory character because it breaks the chains of
habitual perception, thinking and action. Sec-
ond-order organisation creates a new concept
of (disorganised) organisation in various ways.
This concept seems to enter the original organ-
isation and reorganise it. Noé calls this process,
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fadu prvniho - jsou reorganiza¢nimi prakti-
kami, pficemz k reorganizaci dochazi v reak-
ci na nedokonavy charakter lidského Zivota.
A pravé tento ontologicky zakladni prvek - ne-
dokonavost - se projevuje také v Noého popi-
su ,estetického problému.

Estetika podle né&j prostupuje lidsky zi-
vot a vSechny zpuUsoby jeho organizace -
srovnejme s estetickym fadem Jascquese
Ranciéra a bude nam jasné, jak podstatné
a dalekosahlé toto uvédoméni si je.'? V pojeti
obou, jakkoli se samoziejmé v mnohém lisi,
nema estetika nic spole¢ného se slasti nebo
vkusem. Noé sice vychazi z Kantova poje-
ti estetického soudu, kdy ¢lovék neposuzu-
je podle pfedem danych pojmu, ale soudi
»bez pojmU* tj. vynasi soud na zakladé pocitu
(vhodnosti), aniz by byl schopen nabidnout je-
ho racionalni nebo pojmové zdlvodnéni. Es-
tetika je tak nadale spojena s uménim - saha
ale daleko za né. Estetickym fenoménem je
samo lidské byti, esteticka otazka je vSudypfi-
tomna a nikdy pIlné zodpovéditelna.

Noé ma v tomto ohledu velmi blizko k Mar-
tinu Heideggerovi (jeho pojeti Dasein) - pta
se dokonce podobné jako on: Kdo jsme? Pro¢
takovi jsme? Za jakych okolnosti se stavame
(témito, jinymi)?*3 A odpovida: Lidské byti je
(a) stylizované v tom smyslu, Zze kazda orga-
nizace pfedstavuje uréity zptsob organizace;
(b) kfehké v tom smyslu, Ze kazda organizace
je vzdy oteviena naruseni; a (c) extatické Ci ek-
-statické v tom smyslu, Ze lidé nejsou nikdy
bezpecéné na jednom misté a ,doma“ sami se
sebou, ale jsou vZzdy nuceni ,,stat mimo sebe*
a zpochybriovat své zpUsoby organizace. Umé-
ni je vpleteno do Zivota podobné jako filozofie,
totéz plati pro vztah psani a fe€i nebo pohlavi
a sexuality ad. Zjevné se zde pfipomina hned
nékolik starsich teorii kritického diskurzu, m;j.
jde o,,smyckovani“lana Hackinga a ,,ztélesné-
ni“ Arthura Danta.

»Smyckovani“ [looping effect],** které Ha-
cking prezentoval jako soucast koncepce ,vy-
nalézaného lidstvi“ [making up people], nalezi
do rdamce obecnéjsiho dynamického nomi-
nalismu. Hacking pojem zaved| na zakladé
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from organisation to its disruption and reorgani-
sation, ‘cycling’ and understands it as paradigms
of ‘entanglement.

In this sense, second-order organisation
is a condition for the emergence of first-order
organisation - they are reorganising practices,
with reorganisation occurring in response to the
imperfect nature of human life. And it is precisely
this ontologically basic element - imperfection
- that also manifests itself in Noé‘s description
of the ‘aesthetic problem?’.

According to him, aesthetics pervades
human life and all the ways of its organisation
- a comparison with Jasque Ranciére's aes-
thetic order makes clear just how essential and
far-reaching this realisation is.*? In the concep-
tions of both, though of course they differ in
many ways, aesthetics has nothing to do with
pleasure or taste. Noé works with Kant‘s con-
cept of aesthetic judgment, when a person does
not judge according to pre-given concepts, but
judges ‘without concepts’, i.e. makes a judgment
based on a feeling (appropriateness), without
being able to offer its rational or conceptual
justification. Aesthetics is thus still connected
with art - but goes far beyond it. The aesthetic
phenomenon is the human being itself, the aes-
thetic question is omnipresent and never fully
answerable.

Noé is very close in this sense to Martin
Heidegger (his concept of Dasein), and he even
asks the same question: Who are we? Why are
we like this? Under what circumstances do we
become (these, others)?'® And he responds:
A human being is (a) stylised in the sense that
each organisation represents a particular way
of organisation; (b) fragile in the sense that any
organisation is always open to disruption; and
(c) ecstatic or ex-static in the sense that people
are never securely in one place and ‘comforta-
ble’ with themselves, but are always forced to
‘stand outside themselves’ and question their
ways of organisation. Art is woven into life in the
same way as philosophy, which also applies to
the relationship between writing and speech or
gender and sexuality. Several earlier theories of
critical discourse are recalled here, including
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vyzkumu pozitivistického klasifikaéniho sys-
tému dusevnich poruch a (ab)normalit, vzni-
kajiciho v prlibéhu 18. a 19. stoleti, pficemz
dospél k zavéru, ze teprve pojem - hysterik,
narcista, schizofrenik atd. - zaklada konkrét-
ni charakter, ne naopak.*® Cituje znamy vyrok
Elizabeth Anscombe, a sice Ze ,veskeré jed-
nani podléha popisu®, pficemz zpétné predi-
kuje samo byti. Nutno je pfitom samoziejmé
vzit v potaz redlnd omezeni: tj. (a) konkrétni
klasifikaci; (b) jednotlivce / komunity / naro-
dy, které ji podléhaiji; (c) instituce, které klasi-
fikaci produkuji, obhajuji a aplikuji; (d) znalosti
o danych jedincich / komunitach / narodech;
(e) a zacastnéné profesionaly, ktefi nové kla-
sifikace navrhuji. Z uvedeného vyplyva, ze
dynamicky nominalismus je také historickym
nominalismem, protoZze dynamika uvedenych
faktor( eviduje déjinné a vyznamové zmény
(sociologické, institucionalni, hodnotové ad.).
Danto je pak pro nas zajimavy svou kon-
cepci uméleckého dila jakozto ,ztélesnéného*
vyznamu.® Rozdil mezi vécmi a uméleckymi
dily se pfesouva do pojmové roviny, vhimatel-
né vlastnosti prestavaji hrat roli. Autoritativni
hlas, ktery toto rozliSeni provadi, tj. ,svét umé-
ni“, neni sociologickou entitou, konvolutem li-
di, jejich roli a instituci, ale ,atmosférou*. Tato
atmosféra obestira hodnotici teorie, které jsou
v dané chvili dominantni. Danto nanestés-
ti nenabizi vice, napfiklad to, co ,ztélesnéni*
znamena pro umélecké dilo, zdlraziiuje véak
vyznam rétoriky (osloveni publika), stylu (zpu-
sobu prezentovani obsahu) a exprese (ménici
artefakt v nositele uméleckého vyznamu).
Tim, co uvedené spojuje, je predpoklad,
Zze umeélecké dilo disponuje specifickym ry-
sem: je ,ztélesnénim“ (vyznamu), respektive
~Zobrazenim“ (aspektll) organizace prvniho
fadu. Tento rys je vyhodné ,neviditelny*, ne-
projevuje se nutné ve formé ¢i materialu. Pro
Danta je ,ztélesnéni“ zasadné sémantické -
(potencialné) vyvolava zménu uhlu pohledu
a zpUsobu prezentace obsahu; pokud véc
ztélesnuje to, o ¢em je, je uméleckym di-
lem, a kritériem ztélesnéni je to, ze podné-
cuje a udrzuje stylistickou interpretaci. Pro
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lan Hacking's ‘looping effect’ and Arthur Danto's
‘embodiment.

The ‘looping effect’** that Hacking present-
ed as part of the concept of ‘making up people’
belongs to the framework of more generally dy-
namic nominalism. Hacking introduced the term
on the basis of research into the positivist classi-
fication system of mental disorders and (ab)nor-
malities emerging in the course of the 18th and
19th centuries and came to the conclusion that
the term itself - hysteric, narcissist, schizophren-
ic, etc. — establishes a specific character, not
the other way around.*® He cites Elizabeth Ans-
combe’s well-known statement that ‘all action is
describable’ and retroactively predicts being it-
self. Naturally, it is necessary to take into account
real limitations, i.e. (a) specific classification; (b)
individuals/communities/nations subject to it; (c)
the institutions that produce, defend and apply
the classification; (d) knowledge of the relevant
individuals/communities/nations; (e) and partic-
ipating professionals who propose new classifi-
cations. It follows from the above that dynamic
nominalism is also historical nominalism, since
the dynamics of the mentioned factors record
historical and semantic changes (sociological,
institutional, value, etc.).

Danto is then of interest for his conception
of awork of art as ‘embodied’ meaning.t® The dif-
ference between things and works of art moves
to a conceptual level and perceptible qualities
cease to play a role. The authoritative voice that
makes this distinction, i.e. the ,art world’, is not
a sociological entity, a convolution of people,
their roles and institutions, but an ‘atmosphere’,
one that permeates the evaluative theories dom-
inant at the time. Unfortunately, Danto does not
offer more, such as what ‘embodiment’ means for
awork of art, but he emphasises the importance
of rhetoric (addressing an audience), style (the
presentation of content), and expression (turning
an artefact into a bearer of artistic meaning).

What the above share is the assumption
that a work of art has a specific feature: it is an
‘embodiment’ (meaning) or a ‘representation’
(aspects) of first-order organisation, a trait is ad-
vantageously ‘invisible’ - it does not necessarily
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Noého je sice ,,zobrazeni“ nesémantické, je
spiSe znakem ¢innosti organizace druhého
fadu, kterd naruSuje normalini a samozrejmé
fungovani organizace prvniho fadu, zkouma
reorganizaci. Vzpomernme v§ak otazku, kterou
svého c¢asu kladl Georg Lukacs Kantové mo-
ralni filosofii: Jaké je ,domovské uzemi“ obou
teorii? Z jakych uméleckych postupt vycha-
zeji a na které apeluji? Odpovéd je ziejma:
Noého filozofie uméni, stejné jako ta Danto-
va, vyplyva z parametrli sou¢asného umeéni.
Je pfitom zjevné, Ze v zakladu filozoficka po-
vaha plvodu uméleckého dila se proménu-
je v sociologickou, ,co“ (je uméni) nahrazuje
»kdy“ (se umélecké dilo stava uméleckym) -
pficemz vznika dojem, ze uméni a filozofie
splyvaiji. Je to vSak predstava plausibilni?

To nam mize naznadit ,umélecky pro-
ces”, tj. komplex ¢innosti, které ke vzniku
uméleckého dila vedou a jsou samy v insti-
tucionalni praxi ukotveny. Ani jeden z autort
se jim vSak nezabyva. Pro¢? Dant(v a Noého
popis uméni je v zasadé afektivni: u Dan-
ta jde o interpreta¢ni ¢innost divaka, ktera
signalizuje pfitomnost ztélesnéni vyznamu;
u Noého o zkoumani zplsobU vystavovani
a re-organizace (kliCové pro divaka, nikoliv
pro umélce).'” Vysledkem je v izkém slova
smyslu konceptualni a atemporalni charakter
umeéleckého dila. Tim, co by nas snad pred
pfiliSnym zobecnénim mohlo ochranit, je
pfitom pravé umélecky proces. A jistéze,
osobné bych nejradéji pozornost obratila
k malbé, k primarnimu médiu zapadni kultury,
hovofila o vizualni svétatvorbé a budovani
vyznamu v hmoté. Nakonec, sou€asti prvni
triendlniho edice byla pfinejmensim jedna
vysostna malifska prace - Lom V Zderika Trse
z roku 2021. Podobné jako Richard Wollheim
bych hovorila o konceptualnim zazemi ,pr-
votni malby*, o nutném propleteni pigmentu,
procesu jeho nanaseni a artikulace vyznamu.
Respektive se obracela ke kresbé a zminila
snad Patricka Maynarda, tj. jeho pojeti ne-
umeéleckych a uméleckych aspektech kre-
sebného postupu - pficemz bych poukazala
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manifest itself in form or material. For Danto,
‘embodiment’ is fundamentally semantic - it (po-
tentially) instigates a change in perspective and
in the way content is presented; if a thing em-
bodies what it is about, it is a work of art, and the
criterion of embodiment is that it stimulates and
sustains stylistic interpretation. But for Noé&, the
‘display’ is non-semantic and is instead a sign
of the activity of second-order organisation that
disrupts the normal and self-evident functioning
of first-order organisation, examines lower-level
organisation, and foreshadows its reorganisa-
tion. However, we can recall the question that
Georg Lukacs once put to Kant’s moral philos-
ophy: What is the ‘home territory’ of both theo-
ries? What artistic practices are they based on
and to which do they appeal? The answer is ob-
vious: Like Danto’s, Noé’s philosophy of art fol-
lows from the parameters of contemporary art.
At the same time, it is clear that the fundamental-
ly philosophical nature of the origin of the work
of artis transformed into a sociological one, the
‘what’ (is art) replaces the ‘when’ (the work of art
becomes artistic), thus creating the impression
that art and philosophy are merging. But is this
notion plausible?

This can indicate an ‘artistic process), i.e.
a complex of activities that lead to the creation
of a work of art and are themselves anchored in
institutional practice. And yet, none of the au-
thors take this up. And why? Danto and Noé‘s
account of art is fundamentally affective: for
Danto, it is the interpretive activity of the view-
er that signals the presence of an embodiment
of meaning, while for Noé it is about exploring
ways of exhibiting and reorganising (key for the
viewer, not the artist).}” In the narrow sense of the
word, the result is the conceptual and atemporal
character of the work of art; what could perhaps
protect us from overgeneralisation is precisely
the artistic process. And of course, | would per-
sonally prefer to turn my attention to painting, to
the primary medium of Western culture, to talk
about visual world-making and building meaning
in matter. Finally, part of the first Triennial includ-
ed at least one outstanding painting - Refraction
V by Zdenék Trs from 2021. Similar to Richard
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na vysostnou (de)konstrukci obrazu podle Ja-
ny Gunstheimer. Zohlednéni procesu, spekt-
ra rozhodnuti, ktera vzniku finalniho artefaktu
predchazeji, by nam krom pouceni mohlo
pfinést také potfebnou distinkci. Je navic vr-
cholné aktualni. Konceptualizace historickych
forem uméni, po niz je soustavné volano, se
timto zplsobem stava logickym vychodiskem
soucCasné kritické praxe - a sou¢asné umeéni
prestava plout v povySeném vzduchoprazdnu
skonce (dé&jin) uméni“ Stava se tim, ¢im sku-
tecné je - Cerstvou fazi dlouhych dé&jin umeé-
ni, pfiéemz se zbavuje zatéze, kterd z obou
koncepci nechtic vyplyva, dokonce jim snad
predchazi - a to je nuda, kterou v galeriich
a muzeich pocituje Noé i Danto, nuda, kterou
v nich svého ¢asu zazival také John Dewey.1®
Pravé on ale naznacuje jeji pozitivni hodnotu
- porozuméni nekli¢i v ni€em jiném, a teprve
zacneme-li hrat o néj, stava se situace sku-
te€¢né vaznou.

V tomto bodé by mohlo véci napo-
moci uvedeni Noého koncepce do ramce
modernich antropologickych pfistupt, jme-
novité pak teorii Arnolda Gehlena a Helmutha
Plessnera.!® Gehlen reprezentuje pojeti ¢lo-
véka ve smyslu ,Mangelwesen®, tj. jakozto
sbytosti nedostatku“ - nedostatek bezpecné
instinktivni orientace je kompenzovan otevre-
nosti (va¢i danému prostfedi) a plasticitou (re-
akci). V pfipadé Plessnera se pak nabizi pojem
s~excentriénosti®, resp. ,excentrické pozicio-
nality®, ktera postihuje ten prosty fakt, ze €lo-
vék se soucasné chape a proziva jako ,vtéleny
organismus* i ,organismus téla zbaveny*. Pro
oba plati, ze spiSe, nez nudu reflektuji viast-
ni potfebu preziti - posouvaji nas tedy dale,
pficemz podobné jako Noé nebo Dewey pro-
mysSleji procesy, které v umeélecké praxi po-
mysIné kulminuji, az na droven meta-narace.

Diskuse o uméni a jeho potencialu pro-
meénit svét neprestava fascinovat, drazdit,
podnécovat, burcovat, unavovat. Napfiklad
Jeremy Deller pfed ¢asem pro Louisiana Cha-
nnel konstatoval, Ze naroky kladené na umél-
ce jsou prosté pfilis veliké a neodpovidaji
situaci. Obycejné je také vznaseji ti, kdo maji
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Wollheim, | would speak of the conceptual back-
ground of ‘original painting’, about the necessary
interweaving of pigment, the process of its ap-
plication and articulation of meaning. Or | would
turn to drawing and mention perhaps Patrick
Maynard, i.e. consideration of the non-artistic
and artistic aspects of the drawing process, and
| would point to the excellent (de)construction
of the image by Jana Gunstheimer. Taking into
account the process, the spectrum of decisions
that precede the creation of the final artefact,
could not only teach us, but also bring us the
necessary distinction. It is also highly topical. In
this way, the conceptualisation of historical forms
of art, which is continuously called for, becomes
the logical starting point of contemporary critical
practice - and contemporary art ceases to float in
the exalted vacuum of the ‘end of (history of) art’.
It becomes what it really is - a fresh phase in the
long history of art, jettisoning the burdens inad-
vertently resulting from, perhaps even preceding,
both conceptions - and that is the boredom that
Noé and Danto feel in galleries and museums,
the boredom that even John Dewey experienced
in them in his day.!® But it is he who indicates its
positive value - understanding is rooted in noth-
ing else, and only when we start playing for it
does the situation become truly serious.

At this point, it might help to put Noé’s
concept into the framework of modern anthro-
pological approaches, namely the theories of
Arnold Gehlen and Helmuth Plessner.!®* Gehlen
represents the concept of man in the sense of
‘Mangelwesen)’, i.e. as a ‘being of deficiency’
- the lack of secure instinctual orientation is
compensated by openness (to the given envi-
ronment) and plasticity (reaction). Offered in the
case of Plessner is the concept of ‘eccentricity’,
or ‘eccentric positionality’, which expresses the
simple fact that a person simultaneously under-
stands and experiences himself as an ‘embod-
ied organism’ and a ‘disembodied organism’. For
both of them, instead of boredom they reflect
their own need for survival - thus they move
us further, while, like Noé or Dewey, they think
through the processes that culminate in artistic
practice, up to the level of metanarrative.
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prostfedky, ne v§ak vili uméni skute¢né po-
rozumét. Méni tedy uméni svét? A pokud uz
ano, je to k lepSimu?

Protivahou teoretickych uvah miize byt realna
praxe, navic institucionalni. Prvni edice triena-
le SEFO se zaobirala jednou konkrétni otazkou,
a to roli a vyznamem struktury. Vychodiskem
se stala tvorba legendarni osobnosti polské-
ho konstruktivistického uméni 2. poloviny 20.
stoleti Jana Pamuty. Malit a grafik, tviirce ob-
jektu, studoval na Akademii vytvarnych uméni
v Krakové (1961-1968), respektive na Ecole
Nationale Supérieure des Beaux v Pafrizi
(1968). V roce 1980 pobyval na stipendijnim
pobytu ve Francii, o dva roky pozdéji v New
Yorku. Rozhodujicim obdobim pro néj byla
70.1éta, kdy se zacal zabyvat geometrickou
abstrakci, filozofii a mysticismem - se snahou
nalézt univerzalni zakony pfirody. V roce 1980
vytvofil prvni sérii poc&itacovych grafik, jejichz
principy nasledné rozvijel také v malbé.
Zakladal je na matematickych vypoctech,
pficemz akcentoval emocionalni a spiritualni
kvality barev. Pfipominaiji proto vitraze tradi¢ni
sakralni architektury anebo autonomni
expresivni vize.

Také UrSula Berlot-Pompe, Zdenék Trs
a Jaroslav Grulkowski, respektive Lubomir
Axmann, akcentuji ve své tvorbé zdanlivou
transparentnost logického systému. Berlot-
-Pompe, ktera pusobi jako profesorka lublari-
ské Akademie uméni, se v tomto smyslu
dlouhodobé vénuje zkoumani viastniho téla,
jez analyzuje s pomoci nejpokrocilejsich lé-
kafskych metod, nacez ziskana data vizualizu-
je.To, co na strané jedné abstrahuje - tak jako
véda - na sadm princip, na té druhé, pravé pro-
stfednictvim zakonitosti estetiky konkretizuje.
Vysledkem je pozoruhodné napéti logickych
a taktilnich ¢i obecné smyslovych kvalit a zku-
Senosti. Ursula Berlot Pompe je také autorkou
monografie Marcela Duchampa a rfady ¢lankt
z oblasti teorie uméni. Lubomir Axmann celo-
Zivotné plsobil jako grafolog a soudni znalec
v oboru grafologie. Jeho syn, grafik Mikolas
Axmann o ném fika: ,,Po cely zZivot se vénoval
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The discussion of art and its potential to
change the world never ceases to fascinate,
irritate, incite, provoke, tire. For example, Jere-
my Deller stated some time ago for Louisiana
Channel that the demands placed on artists are
simply too great and do not correspond to the
situation. These demands are also usually made
by those who have the means but not the will to
really understand the art. So does art change the
world? And if it does, is it for the better?

A counterweight to theoretical considerations
can be real practice, moreover institutional. The
first Triennial dealt with one specific question -
the role and meaning of structure. The starting
point was the work of Jan Pamuta, a legendary
figure in Polish Constructivist art of the second
half of the 20th century. Painter and graphic
artist, creator of objects, Pamuta studied at the
Academy of Fine Arts in Krakow (1961-1968) and
at the Ecole Nationale Supérieure des Beaux
in Paris (1968). He spent 1980 on a residency
in France, two years later in New York. The key
period for him was the 1970s, when he began
to focus on geometric abstraction, philosophy
and mysticism in an attempt to discover univer-
sal laws of nature. In 1980, he created the first
series of computer graphics, the principles of
which he subsequently developed in painting.
He based them on mathematical calculations,
emphasising the emotional and spiritual quali-
ties of colours, which is why they resemble the
stained glass windows of traditional sacred ar-
chitecture or an autonomous expressive vision.

The work of UrSula Berlot-Pompe, Zdenék
Trs, Jaroslav Grulkowski and even Lubomir Ax-
mann accents the seeming transparency of
a logical system. In this sense, Berlot-Pompe,
a professor at the Academy of Arts in Ljubljana,
has long been dedicated to researching her own
body, which she analyses with the help of the
most advanced medical methods and subse-
quently visualises the obtained data. On the one
hand, that which she abstracts - just like science
- into the principle itself, she concretises on the
other precisely through the laws of aesthetics.
The result is a remarkable tension between the
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kresbé a malbé, které mu poskytovaly zaze-
mi, prostor k navratlim i rozletdm v soub&hu
s zivotni cestou. Tématem jeho kreseb a ma-
leb je laska k ¢lovéku, rodnému kraji a més-
tu, stejné jako vytrvalé zaujeti svétem barev.”
Neradno pfitom ovS§em zaménovat vnitfni po-
ezii s obecnym smérovanim k fadu. Axman-
nova neskolena tvorba totiz zahrnuje cyklus
pozoruhodnych vizudlnich analyz textovych,
predevsim basnickych dél svétové literarni
tradice.

Bylo by snadné nabidnout recipro¢-
né chaos, jako daleko podvratnéjsi se vSak
ukazuji byt hrani¢ni polohy nebo pseudo-
systémy, které vyuzivaji divéryhodnych
mechanismU a zavedenych strategii, mirné
je vSak posouvaji nebo vychyluji, a ¢ini o to
manipulativnéjsimi. Cim idealn&jsi, objek-
tivizovatelny systém pfizplsobujeme svym
potiebam a moznostem, svym zvykiim ne-
bo naladam, tim vice se mu zpronevéfujeme.
Prikladem tohoto jemného, ale zadsadniho
posunu predstavovaly realizace Jany Gun-
stheimer, Arona Kutvolgyi-Szabo, Agaty Ge-
rtschen, Ondfeje Pribyla, Joanny Leszczynské
pracuji s takzvané tradi¢nimi médii a postupy.

Kresby, tisky ¢&i instalace Arona Kutvolgyi-
-Szab6 sdileji preciznost a jasnou strukturu.
At uz se jedna o analyzu grafickych struk-
tur, rozklad znakovych systému nebo zna-
losti a informaci, které nesou, vzdy dojdeme
do bodu, kdy si prestaneme byt jisti tim, co
je pravda a co jeji negace. Konspirace se je-
vi jako vérohodn4, logicky systém jako pod-
vratny. Otazek k zamysleni je o to vice, ze se
nejedna o prosta data ¢&i vizualizaci ,umélec-
kého vyzkumu®, ale ze se zjevné pohybujeme
v materialnim prostredi, v prostfedi, v némz
je umélecké dilo zdrojem estetického prozit-
ku. Vizualizace komplikovanych védeckych
teorii a poznatkl je sama o sobé fascinuijici.
Doklada to také tvorba polské graficky Joan-
ny Leszczynské, jejiz ,tabule a vykresy“ za-
hrnujici soustavy vzorcU, vypoc&td a nakrest,
predstavuji celou jednu ¢ast univerza - tu ab-
straktni. Lze se ptat, co je za ni, co vSechny
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logical and the tactile, or sensory qualities and
experiences in general. UrSula Berlot-Pompe is
also the author of a book on Marcel Duchamp
and numerous articles on the subject of art the-
ory. Lubomir Axmann was a lifelong grapholo-
gist and a forensic handwriting expert. His son,
printmaker Mikold§ Axmann, says about him:
‘He spent his entire life drawing and painting,
which provided him with a background, space
for returns and departures in parallel with his
life's journey. The theme of his drawings and
paintings is love for man, his native region and
city, as well as a relentless interest in the world
of colours’ And yet, he is reluctant to confuse
internal poetry with a general approach to or-
der. Axmann'‘s untrained work includes a cycle of
remarkable visual analyses of textual, especially
poetic works of the world literary tradition.

It would be easy to reciprocally offer chaos,
but far more subversive are borderline positions
or pseudo-systems that use trusted mechanisms
and established strategies, but slightly shift or
deviate from them, rendering them all the more
manipulative. But the more we bend the more
idealised, objective system to our needs and
possibilities, our habits and moods, the more
we sell out to it. Examples of this subtle yet fun-
damental shift were works by Jana Gunstheimer,
Aron Katvolgyi-Szabo, Agata Gertschen, Ondre;j
Pribyl, Joanna Leszczyriska and Adam Kokesch.
They are all the more dangerous because they
work with ‘traditional media’ and procedures.

Aron Ktvélgyi-Szabé’s drawings, prints and
installations share a precise and clear structure.
Whether it is the analysis of graphic structures,
the scrutiny of sign systems or the knowledge
and information they carry, we always reach
a point where we lose certainty of what is truth
and what is its negation. Conspiracy theories
seem credible, a logical system subversive. This
only increases the number of questions to think
about, as these are not simple data or visualis-
ations of ‘artistic research’, but proof that we are
clearly living in a material environment, one in
which a work of art is a source of aesthetic ex-
perience. The visualisation of complicated sci-
entific theories and knowledge is fascinating

From fixed Point to liquid Universe and back



ty vzorce popisuji. A zamysSlet se pfitom nad
tim, jak proces poznani a definice funguje.
Kde jsou zdroje imaginace? A kde jeji hrani-
ce? Nikde si véda a umeéni nejsou blizsi, nez
pravé v tomto momentu. Tim spiSe, ze kazdy
pokus o porozuméni pouze navazuje na pred-
chazejici a predikuje pfitom ten nasledny. Po-
dobné je tomu také u Ondfeje Pfibyla, ktery
reprezentuje fenomén soucasné fotografie
zadmérné a systematicky abstrahujici vlastni
pojem na obraz jako takovy. Ukazuje pfitom,
jak komplexni tato kategorie je a jak pfiroze-
né evokuje zplsoby mysleni, jeho formulace
a argumentace. ,Mysleni obrazem”, o kterém
v tomto smyslu hovofi na pfiklad Miroslav Pe-
tricek, je v Pribylové reflexich starych techno-
logickych postupt (daguerrotypie, kyanotypie
ad.) dokonale citelné, véc je véc, portrét je
portrét, ukazuje ale zaroven pestrost a ne-
dostupnost vyznamu, které kazdy jednotlivy
motiv, prvek ¢i entitu obestiraji - a mnozstvi
svétl, ke kterym se vztahuiji ¢i do nichz nalezi.
Prace Adama Kokesche, absolventa ateliéru
Doéry Maurer, je pak typicka hravosti, lehkos-
ti, espritem jemného plivabu, ktery nicméné
skryva podstatna sdéleni. Svét je tvoren sys-
témem prvkd, ani ne véci, ale znak( a signa-
14, které je ohlasuji. Jejich intenzita se rGzni
a v pribéhu procesu orientace méni. To, s ¢im
mame co do ¢inéni je organicka splet, gene-
rujici své vlastni ¢teni. Jakkoli intuitivni a ne-
narocny, proces jeji konstrukce ma své pevné
- estetické - dno. Dobrat se k nému je vSak
témeér nemozné.

Je pfitom zfejmé, Ze zdrojem vSech po-
chybeni &i intelektualnich Gkroku je cesta,
kterou do onoho poledniho svétla racionality
vstupujeme, respektive zpulsob, jakym svou
zkusenost vyhodnocujeme. Kontinuita, uni-
verzalnost procesu poznavani a formulace
vlastni argumentd ¢i zjisténi, jsou témata,
ktera sleduje Nikolaus Gansterer. Jeho prace
také reprezentuje centrum spektra - takto ale-
spon v osobni roviné nasledujeme renesan¢ni
predstavu o centralizovaném universu, v jehoz
stfedu stojici Cloveék jej nejen pfijima, ale reci-
pro¢né také tvofi (vysild). Smysl instalace opét
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in and of itself. This is also documented by the
work of Polish printmaker Joanna Leszczyns-
ka, whose ‘blackboards and drawings’, which
include systems of formulas, calculations and
outlines, represent a whole part of the universe
- the abstract part. One might ask what do all
those formulas describe? All the while thinking
about how the process of learning and definition
actually works. Where are the sources of imagi-
nation? And where are their borders? Nowhere
are science and art closer than at this very mo-
ment. All the more so because each attempt at
understanding only builds on the previous one
and predicts the next. The situation is similar with
Ondfrej Pribyl, who represents the phenomenon
of contemporary photography, deliberately and
systematically abstracting his own concept into
an image as such. He shows just how complex
this category is and how naturally it evokes ways
of thinking, its formulation and argumentation.
‘Thinking in images’, which is spoken of in this
sense by Miroslav Petficek, is perfectly legible
in Pribyl‘s reflections of antiquated technological
processes (daguerreotype, cyanotype, etc.) - the
object is an object, the portrait is a portrait, but
it also shows the variety and inaccessibility of
meanings that surround every motif, element
or entity - and the number of worlds to which
they relate or belong. The work of Adam Kokesch
is characterised by playfulness, lightness, and
a spirit of subtle charm that nevertheless holds
essential messages. The world is made up of
a system of elements, not even things, but signs
and signals that announce them. Their intensity
varies and changes in the process of orientation.
We are dealing with an organic tangle that gen-
erates its own reading. However intuitive and
undemanding, the process of its construction
has a solid - aesthetic - base. But getting to it is
nearly impossible.

And yet it is clear that the source of all mis-
takes or intellectual sidesteps is the way we en-
ter that noonday light of rationality, or the way
we evaluate our experience. Continuity, the uni-
versality of the process of cognition and the for-
mulation of one‘'s own arguments or findings are
topics pursued by Nikolaus Gansterer, and his

Od pevného bodu k tekutému universu a nazpét

ziskava na vyznamu technikou, jiz autor adop-
tuje - a kterou je kresba. Gansterer vyuziva je-
jich principl a pfenasi je z plochy do prostoru.
Celostni pristup vyjadfuji pohyb téla, kresebna
gesta i organizace a skladba pfedmétu, které
do svych instalaci vklada. Mysleni se skute¢né
déje ted, hledani vyznamu se odehrava tady.
Zhmotnéni celého procesu pravé kresebnymi
prostfedky ukazuje, jak intenzivni sepéti mezi
uménim a mysSlenim je.

Oscilace kolem tohoto nestalého bodu
pak dohromady svadi autory, ktefi se snazi
moment zkuSenosti s tim, co je, co se pfimé-
mu doteku ¢i pohledu skute¢né nabizi, obno-
vit. Mezi né patfi Gabor Kods, Karol Pomykata
nebo Adam Albert. Pfekraéuji pfitom hranice
realného, respektive virtualniho, mozného,
a dokazuiji, jak velky vyznam hraje vypravéni,
pribéh, ktery sdilime, a jazyk, ktery pro to pou-
zivdme. Spolu s tim demonstruji to nejdilezi-
téjsi - Zze fakta se ustavuji na zakladé spole¢né
kultury, ne naopak. A Ze uméni zjevuje perma-
nentné a neustale, co to znamena - v roviné
praxe i zodpovédnosti - tvorit realitu. Pravé
proto je pro nas tak dalezité. Grafika ¢i grafic-
ké vidéni, které vsichni jistym zplsobem rozvi-
jeji, jsou vyjimecné ve své vnitfni dvojdomosti
- vytvareji a zaroven reprodukuji. Gabor Kods
ukazuje, jak samonosna tato schopnost je, na-
sobeno navic vyuzivanim papiru nejen jako
podlozZky, ale také stavebniho materialu. Svét,
ktery takto vznika, je dokonalym otiskem toho
plvodniho. Provazi jej pfitom otazka, zda jim
neni pfimo, protoze spolu s tvarem a struktu-
rou si osobuje také tizi zkuSenosti, pomijivého
prozitku. Ten ma schopnost se osamostatno-
vat, rytmizovat, pfipojovat k jinym a také té-
mér svévolné adaptovat, byt uz mozna pouze
v na8i predstavivosti. Pomykata pak kombi-
nuje principy klasické grafiky a novych tech-
nologii. Jeho velkoformatové tisky zachycuji
vice ¢i méné organizované davové scény. Je-
jich rigidnost narusuji grafické prvky, stopy
po vrypech i stinovani. Znejasnéni, ke které-
mu tak dochazi, nasobi pfesun do virtualni-
ho prostredi, v némz se divak nucené stava
soucasti pivodné pouze pozorované skupiny,
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work also represents the centre of the spectrum
- at least on a personal level we follow the Re-
naissance notion of a centralised universe with
man in the middle, not only as its recipient, but
also as a sender, a reciprocally creative agent.
The importance of the installation’s meaning is
enhanced by the technique the artist adopts, i.e.
drawing, with Gansterer utilising this mediums’
principles and transferring them from the flat
surface into open space. This holistic approach
is expressed by movement of the body, drawing
gestures as well as the organisation and compo-
sition of the objects he adds to his installations.
Thinking really happens right now - the search
for meaning takes place here. The materialisa-
tion of the whole process by means of drawings
shows the intensity of the connection between
art and thought.

This oscillation brings together artists such
as Gabor Koos, Karol Pomykata and Adam Albert,
who try to restore the moment of experience
with what is really offered to direct touch or sight.
At the same time, they transcend the boundaries
of the real (or the virtual), the possible, and show
the great importance of storytelling - the story
we share and the language we use to relate it. In
this way, they demonstrate the most important
thing: that facts are established on the basis of
a common culture and not the other way around.
And that art permanently and constantly reveals
what it means - on the level of practise and re-
sponsibility - to create reality, which is why it is
so important for us. Graphics or graphic vision,
which everyone develops in a certain way, are
exceptional in their inner duality - they create
and reproduce at the same time. Gabor Kods
demonstrates how self-sustaining this capacity
is, enhanced all the more by the use of paper
not only as a base but also as building material.
The world created in this manner is a perfectim-
print of the original. Or is it directly the original?
Together with the shape and structure it also
assumes the weight of knowledge, of fleeting
experience. It has the ability to stand on its own,
to rhythmise, connect with others and also adapt
almost arbitrarily, even if just in our imagination.
Karol Pomykata then combines the principles of
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distancované a zbavené zbytk lidskosti. Pod-
statnou slozkou jeho prace je prostor - ak je-
ho realnym parametriim se obraci posledné
jmenovany, Adam Albert, ktery se vénuje tak-
fka analytickému vyzkumu déjin a sdilené kul-
turni tradice, spoleéenskych habitd a navykd.
Vyuziva metody opirajici se o peclivé shro-
mazdovani dat a jejich interpretaci, uplatnil ji
mj. v projektu Never Take a Trip alone (2011),
ktery rekonstruoval osobni mikrosvéty
Johanna Wolfganga Goetha a Alexandra von
Humboldta. Neustalé prostupovani ¢asovych
a vyznamovych rovin eskalovalo v instalaci
pfipravené pro budapestské Kassakovo mu-
zeum s nazvem Vsechno je nase! (2018). Ta
tematizovala systematickou modernizaci
madarské spolec¢nosti po prvni svétové val-
ce. Jeji paralelu nabizi aktualni projekty Anny
Witt, ktera je bytostné spjata s performativni-
mi formami. Motivuje je, modeluje, pozoruje,
interpretuje, zaznamenava a uplatiuje ve vel-
koryse pojatych video-instalacich. Soustredi
se na vzajemné vztahy aktérli vybranych dé-
i, jejich socialni chovani a navyky. Dé&je, kte-
ré sleduje, zacinaji vzdy stejné, u téla, jeho
gest, pohybu, tvard, podobnosti, respektive
odlisnosti. Jeji vyjimeénost spociva v tom, jak
snadno dokaze cestu od jednoho nadechu ¢i
Uderu srdce vést dale - k obecnym paramet-
ram lidskosti i principdm komunity.

V této konstelaci neni universum ani uplné
ani vSeobjimajici. Jeho hmotou je lidska zku-
Senost se svétem - nefakticka, komplexni
a promeénna. Ustaluje jej systém pevnych bo-
du. A vyjimeénym &ini pravé to, co se nachazi
mezi nimi - a co neustale obnovujeme, na-
vzdory nudg, se snahou zit Iépe.
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classic printmaking and new technologies. His
large-format prints depict more or less organ-
ised crowd scenes, the rigidity of which disrupt
the graphic elements, traces of incisions and
shading. The resulting obfuscation is transferred
to a virtual environment in which the viewer is
forced to become a part of the originally only
observed groups, distanced and stripped of the
remnants of humanity. An essential component
of his work is space, and its real parameters are
addressed by the last artist mentioned, Adam
Albert, who dedicates himself to the nearly an-
alytical research of history and shared cultural
tradition and social habits. He employs methods
based on methodically collected data and their
interpretation. He applied these in his project
entitled Never Take a Trip Alone (2011), which
reconstructed the personal microworlds of
Johanna Wolfgang Goethe and Alexander von
Humboldt. The crossing of the time and se-
mantic planes culminated in an installation pre-
pared for the Kassak Museum in Budapest called
Everything is Ours! (2018), which addressed the
systematic modernisation of Hungarian society
following the First World War. Its parallel is of-
fered by the current projects of Anna Witt, who
is closely connected with performative forms,
which she motivates, models, observes, inter-
prets, records and applies in grandly conceived
video installations. She focuses on the relation-
ships between the actors of selected processes,
their social behaviour and habits. These always
start in the same way, with the body, its gestures,
movements, shapes, similarities or differences.
Her singularity rests in how easily she can get
from one breath or heartbeat to another - to the
general parameters of humanity and the princi-
ples of community.

In this constellation, Universum is neither com-
plete nor all encompassing. Its substance is hu-
man experience with the world - non-factual,
complex and variable. It is established by a sys-
tem of fixed points and what makes it special
is precisely what lies between them and what
we constantly renew, despite the boredom, in
an effort to live better.

Od pevného bodu k tekutému universu a nazpét

10

1

12

13

14

15

16

17

18

19

55

J. Colin McQuillan (ed.). Baumgarten’s Aesthetics: His-
torical and Philosophical Perspectives. London: ROW-
MAN & LITTLEFIELD, 2023.

Babette Babich (ed.). Reading David Hume’s Of the
Standard of Taste. Berlin: De Gruyter, 2021.

Ottfried Hoffe (ed.). Immanuel Kant: Kritik der Urteil-
skraft. Berlin: De Gruyter, 2023.

Roger Penrose. Before the Big Bang: An Outrageous
New Perspective and its Implications for Particle Phys-
ics. Proceedings of the EPAC 2006, s. 2759-2762.

Filip Grygar. Komplementarni mysleni Nielse Bohra
v kontextu fyziky, filosofie a biologie & Sest vybranych
textd N. Bohra k otazkam biologie. Cerveny Kostelec:
Pavel Mervart, 2014.

David Favrholdt (ed.). Niels Bohr. Collected Works, vol.
10: Complementarity beyond Physics (1928-1962). El-
sevier 1999.

V. I. Lenin. Materialismus a empiriokriticismus. Praha:
Svoboda, 1975.

Loren Graham. Science and philosophy in the Soviet
Union. London: Alfred A. Knopf, 1972, s. 54.

David Bohm. Quantum Theory. London: Dover Publica-
tions, 1989. (Plivodné 1951.)

Sheldon Goldstein. Bohmian Mechanics, in: Edward N.
Zalta & Uri Nodelman (eds.). The Stanford Encyclopedia
of Philosophy, 2024.

Travis Norsen. Foundations of Quantum Mechanics.
An Exploration of the Physical Meaning of Quantum
Theory. New York: Springer, 2017, s. 43.

Alva Noé. Strange Tools: Art and Human Nature. New
York: Hill and Wang, 2016.

- The Entanglement: How Art and Philosophy Make Us
What We Are. New Jersey: Princeton University Pre-
ss, 2023.

Jacques Ranciere. The Politics of Aesthetics. London:
A&C Black, 2013.

lan Hacking. The Social Construction of What? Camb-
ridge, Mass.: Harvard University Press, 2000.

Hacking 2000, s. 153.

lan Hacking. Kinds of People: Moving Targets, in: lan
Hacking (ed.). Proceedings of the British Academy,
2006/ 151, s. 285-318. (s. 286)

Vzpomenme Foucaultovy D&jiny Silenstvi, poprvé uve-
fejnéné v roce 1976.

Arthur C. Danto. Embodied Meanings: Critical Essays
& Aesthetic Meditations. New York: Farrar Straus & Gi-
roux, 1994.

V tomto pfipadé pro zménu pfipomenme exhibicionis-
mus typicky podle Waltera Benjamina praveé pro ,nové“
uméni.

John Dewey. Art as Experience. New York: TarcherPe-
rigee, 2005.

Gehlen, Arnold. Uber kulturelle Kristallisation. Studien
zur Anthropologie und Soziologie. Neuwied/Berlin:
Luchterhand Verlag, 1963.

Helmuth Plessner. The Limits of Community. A. Critique
of Social Radicalism. New York: Prometheus Books,
1999.

Barbora Kundracikova

10

12

13

14

15

16

17

18

19

J. Colin McQuillan (ed.). Baumgarten’s Aesthetics: His-
torical and Philosophical Perspectives. London: ROW-
MAN & LITTLEFIELD, 2023.

Babette Babich (ed.). Reading David Hume’s ‘Of the
Standard of Taste’. Berlin: De Gruyter, 2021.

Ottfried Hoffe (ed.). Immanuel Kant: Kritik der Urteil-
skraft. Berlin: De Gruyter, 2023.

Roger Penrose. Before the Big Bang: An Outrageous
New Perspective and its Implications for Particle Phys-
ics. Proceedings of the EPAC 2006, pp. 2759-2762.

Filip Grygar. Komplementarni mysleni Nielse Bohra
v kontextu fyziky, filosofie a biologie & Sest vybranych
texttl N. Bohra k otazkam biologie. Cerveny Kostelec:
Pavel Mervart, 2014.

David Favrholdt (ed.). Niels Bohr. Collected Works, vol.
10: Complementarity Beyond Physics (1928-1962). El-
sevier 1999.

V. l. Lenin. Materialismus a empiriokriticismus. Prague:
Svoboda, 1975.

Loren Graham. Science and Philosophy in the Soviet
Union. London: Alfred A. Knopf, 1972, p. 54.

David Bohm. Quantum Theory. London: Dover Publica-
tions, 1989. (Originally 1951.)

Sheldon Goldstein. Bohmian Mechanics, in: Edward N.
Zalta & Uri Nodelman (eds.). The Stanford Encyclopedia
of Philosophy, 2024.

Travis Norsen. Foundations of Quantum Mechanics. An
Exploration of the Physical Meaning of Quantum Theory.
New York: Springer, 2017, p. 43.

Alva Noé. Strange Tools: Art and Human Nature. New
York: Hill and Wang, 2016.

- The Entanglement: How Art and Philosophy Make Us
What We Are. New Jersey: Princeton University Pre-
ss, 2023.

Jacques Ranciére. The Politics of Aesthetics. London:
A&C Black, 2013.

lan Hacking. The Social Construction of What? Camb-
ridge, Mass.: Harvard University Press, 2000.

Hacking 2000, p. 153.

lan Hacking. Kinds of People: Moving Targets, in: lan
Hacking (ed.). Proceedings of the British Academy,
2006/151, pp. 285-318. (p. 286)

We can recall Foucault’s Madness and Civilization:
A History of Insanity in the Age of Reason published in
1961.

Arthur C. Danto. Embodied Meanings: Critical Essays &
Aesthetic Meditations. New York: Farrar Straus & Giroux,
1994,

In this case, for a change, let’s recall the exhibitionism
that Walter Benjamin found typical for ‘new’ art.

John Dewey. Art as Experience. New York: TarcherPeri-
gee, 2005.

Gehlen, Arnold. Uber kulturelle Kristallisation. Studien
zur Anthropologie und Soziologie. Neuwied/Berlin: Lu-
chterhand Verlag, 1963.

Helmuth Plessner. The Limits of Community. A Critique
of Social Radicalism. New York: Prometheus Books,
1999.

From fixed Point to liquid Universe and back



o

Pohled do vystavy: Trienale sou¢asného
stifedoevropského uméni SEFO 2021 UNIVERSUM
(Adam Kokesch, Karol Pomykala, Human Records),
foto: Zdenék Sodoma

Karol Pomykata, Jeden smér 5, 2018, linoryt,
animace 360 VR

7T

b

View of the exhibition: the Triennial of Central
European Contemporary Art SEFO 2021
UNIVERSUM (Adam Kokesch, Karol Pomykala,
Human Records), photo: Zdenék Sodoma

Karol Pomykata, One direction 5, 2018, linocut,
animation 360 VR

Gabor Koos, Mikrokosmos, 2021,
prostorova instalace, papir, lepidlo, inkoust

Gabor Koés, Microcosmos, 2021,
spatial installation, paper, glue, ink



Ondrej Pribyl, Nasych 1-9 (zvétSenina), 2021, Ondfej Pribyl, Withered 1-9 (macro), 2021, Zdenék Trs, Lom V, 2021, akryl a olej Zdenék Trs, Fracture V, 2021, acrylic and oil
gelatin silver print, soukroma sbirka gelatin silver print, private collection na platné, 140 x 140 cm, soukroma sbirka on canvas, 140 x 140 cm, private collection



Joanna Leszczyrniska, ze série Clovék, 2018,
serigrafie, latka

Attila Cs6rgd, Occurrence Graphs, 1998/2021.

Zaznam fazi pohybu disk, mezi nimiz pronika
svétlo. Plvodni mechanicky projekt byl pro ucely
trienale digitalizovan a nasledné tistén.

Joanna Leszczynska, from the Man series, 2018,
serigraphy on fabric

Attila Cs6rg6, Occurrence Graphs, 1998/2021.

A record of the phases of motion of disks with light
passing between them. The original mechanical project
was digitized and subsequently printed for the triennial.

Ursula Berlot, Opticka difrakce, 2021,
digitalni video, plexisklo (tisk, laser)

Ursula Berlot, Optical diffraction, 2021,
digital video, plexi glass (printed + laser cut)



Jana Gunstheimer, Metody destrukce / Portfolio
Heinemannovy sbirky, 2012, tuzka, papir

Jana Gunstheimer, Methods of Destruction / The Heinemann
Collection portfolio - 2012 graphite on paper, hot type

Mezinarodni edukacni program Multiversum
pfipraveny v ramci trienale SEFO 2021 (Tereza
Cermakova) pienesl témata trienale do Krakova
¢i Budapesti.

Jasmin Scheitel pfi praci s instalaci Arona Kutvolgyi-
Szaboa Osobni fragmenty (2014). Performance
pfipravena v ramci projektu trienale SEFO 2021.

The international educational programme
Multiversum prepared within the SEFO 2021
Triennial (Tereza Cermakova) brought the themes
of the Triennial to Krakow or Budapest.

Jasmin Scheitel at work with Aron Kutvolgyi-Szabd’s
installation Personal Fragments (2014). Performance
prepared as part of the SEFO 2021 Triennial project.



Anna Witt, Chorweiler Beat, 2016, video 14.00 min

Projekt vznikl ve spolupraci s obyvateli kolinského
predmésti Chorweiler. S pomoci ultrazvukového skeneru
Witt zachytila tlukot srdce nékolika jeho obyvatel.
Nasledné s nim pracovala skupina mistnich pouli¢nich
taneénikad.

Anna Witt, Chorweiler Beat, 2016, video 14.00 min

The project was created in collaboration with the residents
of the Cologne suburb of Chorweiler. With the help of an
ultrasound scanner, Witt captured the heartbeats of several
of its residents. A group of local street dancers then worked
with him.




Na jiném misté tohoto sborniku rozpracovava
Octavian Esanu svoji nosnou teorii o vztahu
monumentu a dokumentu jako dialektickych
nastroju paméti. V textu,! ktery stati pfedcha-
zel, priSel v teorii uméni s neologismem ,,moc-
kument“ zahrnujicim strategie vysméchu,
mystifikace (z angl. to mock), odlehéeni ne-
bo zpochybnéni tradiéné chapanych schémat
monument - dokument. Nyni zachazi Esanu
jesté dal, pojem Cisti na ,,mocument”. Je dob-
rodruzné sledovat vznik nové terminologie
a paralelné ji davat obsah.

Kuratoriim druhého Trienale SEFO (autor-
ka textu, Jakub Frank a Martin Fisr) se zpUsob
uvazovani o trojici ,monument - dokument
- mokument“ jako nastroji paméti a histo-
rie dobre hodil do konceptu. Potfeboval v§ak
s ohledem na prvni trienalni roénik s nazvem
Universum posilit ¢asovy rozmér. Univer-
sum pod vedenim kuratorky Barbory Kun-
dracikové? patralo po moznych spojnicich
a pevnych bodech struktury svéta, ve kterém
Zijeme. Kuratofi letoSniho trienale se rozhodli
postupovat tradi€nim logickym postupem -
od obecného ke konkrétnimu. Cilili ke zpres-
néni parametrd obecné sdilenych hodnot
prostfednictvim kategorii uméni, ale i archi-
tektury a pamatkové péce. Hledali konkrétni
misto v prostoru, ale i na ¢asové ose. Na ni
zacali cviéné navlékat stézejni celospole-
¢enské momenty, které se v minulosti staly
pfedmétem zobrazovani, a to nejrizné;jSimi
zplUsoby uméleckého vyjadiovani. MO(NU)
MENTY jako pfimoc¢ara slovni hficka se stej-
né tak dobfe mohly objevit v podtitulu pre-
hlidky sou¢asného stiredoevropského uméni
Trienale SEFO 2024, ktera tomuto sborniku
tvofi pozadi.

Osloveni umélci a umélkyné pracova-
li se sylabem zahrnujicim zhruba néasledu-
jici body: Casova linie ve zp&tném pohledu
i ve vyhlidkadch do budoucnosti skytda mnoho
MOMENTU, kdy zvolené, analyzované a po-
jmenované pevné body ztraceji svoji plat-
nost a stabilitu, kdy prochazeji proménou
vnimani, pfijeti, nebo dokonce krizi. Pracuj-
me s t€mi momenty, kdy se dotykame vlastni
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Elsewhere in this anthology, Octavian Esanu
develops his basic theory on the relationship
between the monument and the document as
dialectical instruments of memory. In the text!
preceding the essay, he coined the neologism
mockument’ in art theory, including strategies
of mockery, mystification, lightening or ques-
tioning of the traditionally understood schemes
of monument - document. Now Esanu takes it
even further, reducing the term to ‘mockument.
It is an adventure to follow the emergence of
new terminology while simultaneously contrib-
uting to its definition.

For the curators of the second SEFO Trien-
nial (author of this text, Jakub Frank and Martin
Fisr), the way of thinking about the trinity ‘monu-
ment - document - mockument’ as instruments
of memory and history suited the concept well.
However, the time dimension with regard to the
first Triennial called Universum needed to be
strengthened. Under the leadership of curator
Barbora Kundracikova,? Universum searched for
possible links and fixed points in the structure
of the world in which we live. The curators of
this year’s Triennial decided to follow a tradition-
al logical procedure - from the general to the
specific. They aimed to refine the parameters of
generally shared values through the categories
of art, but also architecture and heritage care.
They were looking for a specific place in space,
but also on the timeline, creating a chronolo-
gy of key moments in society, which in the past
had become the subject of depiction in various
ways of artistic expression. MO(NU)MENTS, as
a straightforward pun, could just as well have
appeared in the subtitle of the SEFO 2024 Tri-
ennial of Contemporary Central European Art,
which forms the background of this anthology.

The invited artists worked with a syllabus
covering roughly the following points: The time-
line, both in retrospect and in future prospects,
offers many MOMENTS when selected, ana-
lysed and named fixed points lose their validity
and stability, when they undergo a change of
perception, acceptance, or even a crisis. Let’s
work with those moments when we touch our
own history and memory and when we construct
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historie a paméti, a kdy konstruujeme jejich
obraz skrze umeéni a architekturu. Souc¢asny
MOMENT je vychozim bodem ,sou¢asného
uméni“. MONUMENTY v koncepci Trienale
reprezentuji domnélé jistoty minulosti i sou-
Casnosti, u nichz se predpoklada touha, po-
vinnost nebo alespon smysluplnost ochrany
v ¢asech budoucich. Pfedstavme si pamat-
niky, pamatky i celé chranéné komplexy jako
produkty spolec¢enskych dohod nebo dé&jin-
nych konstruktd, zkoumame objekty hod-
né i nehodné ochrany, hmotné i nehmotné,
materializovanou pamét a péci o ni nebo jeji
absenci.® Nastroje, které pouzivame k syste-
matizaci poznani pameéti, zastfeSujeme po-
jmem DOKUMENT. Vime, ze jeho vyznam uz
dalece predcil ve svém zakladu primitivni na-
stroj monumentu. Souc¢asné se v tomto bo-
dé pfimo dotykame podstaty poradatelské
instituce trienale. Nastrojem experimentu je
zminovany MOKUMENT, ktery vnasi do inter-
pretaénich proces mystifikaci nebo ironii,
zpochybriuje myty opirajici se o realitu dosud
jednoznaénych fakta.

Format trienale dava tradi¢ni pameétové
instituci typu muzea uméni vyjime¢nou moz-
nost pracovat s ryze sou¢asnym umeénim. Ak-
vizice s ohledem na statni kulturni politiku
a finan¢ni moznosti zfizovatele, Ministerstva
kultury Ceské republiky, se pak tykaji bohuzel
jen minimalniho zlomku vystavenych praci.
Presto je konfrontace starS§iho a moderniho
uméni - v programoveé sledovaném prostoru
stfedni Evropy - s tim aktualnim zdsadni pro
budouci sméfovani a strategie statnich sbirek.

Soucasné umeéni predpoklada byt odra-
zem soucasné chvile, reflexi pfitomnosti. Té-
ma letosniho trienale si podminuje pracovat
s mnozstvim historickych momentu, anticipo-
vat ty budouci, ale moment soucasnosti brat
jako urcujici faktor. Pro nasi aktualni perspek-
tivu, z niz obhlizime momenty minulé i budou-
ci, dllezité v celospoleéenské i osobni roving,
jsme navrhli pojem momentalnosti. Jsme si
védomi sebestfednosti takového pohledu
arizika, ze mu vystavujeme také pfizvané sou-
¢asné umélce a umélkyné.
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their image through art and architecture. The
present MOMENT is the starting point of ‘con-
temporary art. MONUMENTS in the concept of
the Triennial represent putative certainties of
the past and the present for which the desire,
obligation or at least meaningfulness of pro-
tection in the future is assumed. Let's imagine
monuments, memorials and entire protected
complexes as products of social agreements
or historical constructs; we examine objects
worthy and unworthy of protection, tangible
and intangible, materialised memory and care
for it or its absence.® The tools we use to sys-
tematise memory are covered by the term DOC-
UMENT. We know that its importance has far
surpassed the primitive tool of the monument
in its essence. Under this point we also directly
touch on the essence of the organising institu-
tion of the Triennial. The experiment instrument
is the aforementioned MOCKUMENT, which in-
jects mystification or irony into the interpreta-
tion processes, and questions myths based on
the reality of hitherto unequivocal facts.

The format of the Triennial gives a tradition-
al memory institution of the art museum type
a unique opportunity to work with purely con-
temporary art. Due to the state cultural policy
and the financial possibilities of the founder,
the Czech Ministry of Culture, acquisitions un-
fortunately concern only a small fraction of the
exhibited works. Nevertheless, the confronta-
tion of older and modern art - in the program’s
territory of Central Europe - with current art is
essential for the future direction and strategy of
state collections.

Contemporary art is supposed to be a re-
flection of the present moment - a reflection of
the present. The theme of this year‘s Triennial
requires working with a number of historical mo-
ments, anticipating future ones, but taking the
moment of the present as a determining factor.
For our current perspective, from which we look
at past and future moments that are important
on a societal and personal level, we proposed
the concept of momentariness. We are aware of
the self-centeredness of such a view and the risk
of exposing invited contemporary artists to it.

Momenty trienale

Francoise Hartog ve svych statich upo-
zorfiuje na Uskali prezentismu,* ktery provazi
spole¢nost minimalné od 60. let a v rliznych
obmeénach stale graduje. Velmi zjednoduse-
né lze fict, ze spociva ve strategii neohlizet
se do minulosti, neohlizet se na budoucnost.
Od konzumerismu 60. let se jen posouvame
ke globalnimu obchodu s informacemi, do-
kumenty a - ¢asem. Uvykani si na rychlost
a pomijivost, permanentni malé krize. Tepr-
ve velké krize, pandemie, valky a humanitarni
krize na dosah nasich horizont( zatrasly s kli-
dem a jistotami, které se na vinach obecné
akceptovaného prezentismu nesou.

Ponoukli jsme uméice, aby uvazovali
o nasem rezimu historicity. (Post)konceptu-
alni pfistupy, jez zaplnily letoSni prehlidku, se
odpoutavaiji jak od moderniho rezimu histori-
city, ktery spoléhal na linearni pokrok smérem
k zavrsujicimu cili, tak od rezimu historicity po-
stmodernismu, ktery byl pfimo¢arou smésici
minulého a budouciho a podminén interpre-
taCnimi ramci si s sebou nesl svij prvni vlastni
konec dé&jin. Soucasny rezim historicity, jak jej
vnimame ve vztahu k zadanim a témattm trie-
nale, je sledem momentu na paralelnich ¢aso-
vych osach, kde mista a casové intervaly pluji
v prostoru podobné neuchopitelné jako data
v globalnich digitalnich a socialnich sitich.

Volba autor(l a autorek byla cilena, vSich-
ni né&jakym zplsobem dlouhodobé sledovali
témata blizka zvolenému zabéru. Zhruba v pfi-
padé jedné étvrtiny prezentovanych vystupl
kuratofi sahli po konkrétnim uméleckém dilu.

Tak tomu bylo i v pfipadé morového
sloupu Fuscum Subnigrum Marka Kvetana.
Autofi vystavy pointovali v interpretaci pra-
ce jiné momenty nez deleuzeovské zahyby
temného pozadi duse.® Pfepis barokni for-
my do ozvuéené ,dutosti” byl pro né pfitaz-
livy pravé pro integralni vrstvu mokumentu.
Kulisovita pasti§ laminatu nikdy nevztycené-
ho monumentu otevirad otazky po jeho smy-
slu v rezimu historicity, ktery ztratil vizi cile.
Nahrazkovitost vynika v kontextu barokni
Olomouce, v momentu restaurovani a za-
haleni mistniho Trojiéniho sloupu, pamatky
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In his articles, Frangois Hartog draws atten-
tion to the pitfalls of presentism,* which has ac-
companied society at least since the 1960s and
continues to evolve in a range of variations. Very
simply, it can be said that it consists in the strat-
egy of not looking back to the past, not looking
back to the future. From consumerism to global
trade in information, documents and - time. Get-
ting used to speed and transience, a permanent
small crisis. Only major crises, pandemics, wars
and humanitarian crises within reach of our hori-
zons have shaken the calmness and certainties
that are carried on the waves of generally ac-
cepted presentism.

We invited artists to reflect on our regime
of historicity. The (post)conceptual approaches
that filled this year‘s show break away both from
the modern regime of historicity, which relied on
linear progress towards a final goal and from the
regime of historicity of postmodernism, which
was a straightforward mixture of past and future
and which, conditioned by interpretive frame-
works, carried its first own end of history. The
current mode of historicity, as we perceive it in
relation to the assignments and themes of the
Triennial, is a succession of moments on parallel
timelines, where places and time intervals float
in space as elusively as data in global digital and
social networks.

The choice of male and female authors was
intentional, with all of them having in some way
followed for years topics close to the chosen
scope. The curators reached for a specific work
of art in roughly one-quarter of the presented
essays, which

was also the case with Marek Kvetan'’s
plague column Fuscum Subnigrum. The exhi-
bition artists pointed to other moments in the
interpretation of the work than the Deleuzeian
folds of the dark background of the soul.’ The
transcription of the Baroque form into amplified

‘hollowness’ was attractive to them precisely
because of the integral layer of the mockument.
The backdrop-like pastiche of the laminate of
the never-raised monument opens up questions
about its meaning in a regime of historicity that
has lost its vision of purpose. This substitutability
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nejvyssiho fadu - UNESCO. Motiv nevmést-
nani se do prostoru galerie Ize interpretovat
jako hyperbolou tématu monumentu, ktery
prerlsta ramec instituce s malym dopadem
na déni ve vefejném prostoru.

To ostatné muzeum jako organizator tri-
enale zakusilo béhem schvalovaciho proce-
su instalace objektu Handiwork madarské
umeélkyné llony Németh. Mistnim Gfadem
pamatkové péce bylo zamitnuto docasné
umisténi dvou objektd pfipominajicich (pfes-
néji apropriujicich) plechové garaze uprostred
parkovisté devalvujiciho cenny historicky pro-
stor namésti Republiky. Mokumentarni vrstva
této intervence se da Cist jako vycet postsoci-
alistickych praktik divokych devadesatych let,
jez svoji slepou utilitarnosti zapleveluji verej-
ny prostor az do dnesnich dni. Druhou rovi-
nou kauzy je otazka aktérd a arbitrd intervenci
ve vefejném prostoru v demokratické spolec-
nosti, avSak za znovu (stale?) normalizované-
ho Gfednického aparatu.® Pretrvavéa predstava
monumentu jako explicitni reprezentace moci
a krasy v podobé figuralniho pamatniku.

| takovému jsme v trienale pfipravi-
li prostor. Duch Aly Savashevich vSak popira
vS§echny charakteristiky, které by odpovida-
ly tradi€nimu povédomi o monumentu. Z po-
stavy vykracujiciho statnika zbyl jen plstény
odeév, pevnost soklu popira jeho transparent-
ni, koroduijici konstrukce, stati€nost zase ko-
le€ka podvozku, diky nimz Ize celou sochu dat
do pohybu. Zbyla jen vyprazdnéna monumen-
talita. Mokumentu tohoto razeni se dala vytk-
nout naivni pfimocarost - nebyt faktu, ze jeho
autorka se uz po léta nemuze vratit do svého
rodného Béloruska. ,Svého Lenina“ si na ko-
le€kach vlaci s sebou.

Bolestna rovina osobni reflexe, jiz tento-
krat dominuje dokumentaéni slozka zaznamu
historie, se propisuje do prace umeéleckého
dua EtchingRoom1 (Kristina Yarosh a Anna
Khodkova). Projekt Zpaméti predstavuje kre-
sebné a v textilu ztvarnéné zaznamy pfibéhu
masivni devastace pamatek a kradezi pa-
matkového fondu od pocatku totalni vojen-
ské agrese Ruska vici Ukrajiné. Schématické
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stands out in the context of Baroque Olomouc
as the scaffolded local Holy Trinity Column,
a monument of the highest calibre (UNESCO),
undergoes restoration. The motif of not fitting
into the gallery space can be interpreted as a hy-
perbole of the theme of the monument, which
exceeds the framework of the institution with
little impact on events in the public space.

After all, the museum, as the organiser of
the Triennial, experienced this during the ap-
proval process of the installation of the Hand-
iwork piece by Hungarian artist lona Németh.
The local heritage office rejected the temporary
installation of two structures resembling (more
precisely, appropriating) tin garages in the mid-
dle of a parking lot, as they would devalue the
precious historical space of Republic Square.
The mockumentary layer of this intervention can
be read as an enumeration of the post-social-
ist practices of the wild 1990s, which with their
blind utilitarianism cover the public space with
weeds to this day. The second level of the case
is the matter of actors and arbitrators of inter-
ventions in public space in a democratic society,
albeit behind a (still?) normalised bureaucratic
apparatus.® The idea of the monument as an ex-
plicit representation of power and beauty in the
form of a figurative memorial persists.

We prepared space for something like this
at the Triennial as well. Ala Savashevich’s Ghost
escapes all descriptions that would correspond
to traditional awareness of the monument. Only
a felt garment remains of the figure of the strid-
ing statesman, the solidity of the pedestal is de-
nied by its transparent, corroding construction,
the staticity of the undercarriage by wheels that
can set the entire statue in motion. Only emptied
monumentality remained. A mockument of this
type could be criticised for its naive straightfor-
wardness - if it weren‘t for the fact that the artist
cannot return to her native Belarus foryears. She
pulls ‘her Lenin’ along on wheels.

The painful level of personal reflection,
which this time is dominated by the documenta-
ry component of the historical record, is entered
into the work of the artistic duo EtchingRoom1
(Kristina Yarosh and Anna Khodkova). The By
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kresby bez naroku na presvédcivost dobre
ilustruji filozofické pozadi uvah Pierra No-
ry, jeho zkoumani momentt paméti vazané
na urcité misto. Pferod jednoho typu pamé-
ti (ktery uz nefunguje, je zastaraly, je pre-
chodem) k novému typu paméti, k imysiné
historické rekonstrukci provadéné na zakladé
spamatecnych stop“’ Zajem o ,,mista paméti*
kde pamét krystalizuje a vylu€uje se, se obje-
vuje v uréitém historickém okamziku, v bodé
zlomu, kdy je védomi rozchodu s minulos-
ti spojeno s pocitem, Zze pamét je zpretrha-
na - takovym zplsobem, Ze je tézké ztélesnit
pamét tam, kde pretrvava pocit historické
kontinuity.® ProtoZe v tento moment nikdo ne-
vi, z ¢eho se minulost (nejen na Ukrajiné) bu-
de skladat pristé, izkost vSechno proménuje
ve stopu, mozny naznak dé&jin.

Battlefields Zsolta Asztalose jsou poetic-
kym obrazem téhoz, jen padnost vychoziho
momentu a mista (madarska a italska bojisté
druhé svétové valky) oslabuje postupna ztra-
ta pameéti. Autor ve velkém prostorovém po-
dobenstvi konstruuje historii skrze védomou
i nevédomou manipulaci s jejimi obrazy. Fo-
tografie dnes uz poklidnych krajin byvalych
bojist v mnohovrstevnatém abstrahujicim
procesu dava v posledku v§anc navstévnikovi
- dalSimu v poradi reorganizace historie tam,
kde uz se paméti nedostava.

Dokumentace a systematizace paméti
a historie pfislusici institucim, které maji v na-
plni prace patrimonializaci nebo muzealizaci
supluje ve svém dile Andreas Fogarasi. Jeho
knihovna ¢i databanka materiality druhé po-
loviny 20. stoleti v podobé preciznich asam-
blazi se rozrostla o dalsi kusy pfimo z terénu
Olomouce. Odstrojil zde objekty priimérné
architektonické produkce 70. a ranych 90.
let. Vysledkem je a v budoucnu bude remi-
niscence minulého na zakladé riizné osob-
ni zkuSenosti, ktera se stava stéle obtiznéji
uchopitelnou a ¢asové zaraditelnou.

Zadani trienale pfijal jako vyzvu k revizi
vlastni monumentalni prace sochaf a mul-
timedialni umélec Martin Zetova. Ctyficet
let vytvarné praxe zavrsuje prehlidkou torz
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Heart project presents graphic and textile re-
cords of the stories of massive devastation of
monuments and theft of the heritage fund since
the beginning of Russia‘s total military aggres-
sion against Ukraine. Schematic drawings with-
out claim to cogency are a fine illustration of
the philosophical background of Pierre Nora'‘s
reflections, his investigation of moments of
memory tied to a certain place. The transfor-
mation of one type of memory (which no longer
works, is obsolete, is a transition) to a new type
of memory, to a deliberate historical reconstruc-
tion carried out on the basis of ‘memory traces’’”
Our interest in lieux de memoire where memory
crystallizes and secretes itself has occurred at
a particular historical moment, a turning point
where consciousness of a break with the past is
bound up with the sense that memory has been
torn-but torn in such a way as to pose the prob-
lem of the embodiment of memory in certain
sites where a sense of historical continuity per-
sists.® Because at this moment no one knows
what the past (not only in Ukraine) will consist of
next, anxiety turns everything into a trace, a pos-
sible hint of history.

Zsolt Asztalos's Battlefields are a poetic im-
age of the same thing, only the weightiness of
the starting moment and place (the Hungarian
and ltalian battlefields of the Second World War)
is diminished by the gradual loss of memory. In
a large spatial parable, the author constructs
history through the conscious and unconscious
manipulation of its images. The photograph of
the now peaceful landscapes of the former bat-
tlefields in a multi-layered abstracting process
ultimately gives the visitor - the next in line for
the reorganisation of history where memory no
longer reaches - a chance.

In his work, Andreas Fogarasi replaces the
documentation and systematisation of memo-
ry and history belonging to institutions, whose
work includes patrimonialisation and museu-
misation. His library or database of materiality
from the second half of the 20th century in the
form of precise assemblages has grown with
additional pieces directly from the terrain of Ol-
omouc. Here he dismantled objects of average
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a stejnojmennou brozZurou Relikty sumari-
zujici objekty, nebo Iépe jejich pozlstatky,
z vlastni socharské zahrady. Priroda prebira
roli symbolu vé&nosti umélecké prace, kdyz
ta, jak se ukazuje, vé€na neni. Systematicky
biologicky popis mech a liejnikl zabydlu-
jicich kamenné bloky ma pointu v kropence,
ktera v rukach kuratorek a kustodek prodlu-
Zuje jejich zivot.

Robert Kusmirowski trienalni MOMENTY
uchopil mozna nejdlslednéji. Kuratofi mu dali
k dispozici autenticky dochovanou - padesat
let pouzivanou - sestavu kioskl K 67 slovin-
ského designéra Sasi Machtiga. Technoop-
timismus Sedesatych let zabaleny v blystivé
slupce laminatovych skofapek symbolizu-
je futuristické vize, které se nenaplnily, které
zustaly v roviné utopie. Autor zastavuje fazi
¢isténi v momentu nahlédnuti do stratigrafie
vrstvenych natérl a sklada plavodni sestavu
modularnich komponentl pouze do torzal-
niho stavu. Minuld budoucnost dostava jas-
né obrysy. Anabaze vSak nekonci, autorem
moderovany chaos roste. Kusmirowski vkla-
da do interiéra kioskll obraz zkazy neurdité-
ho data, avSak evidentné v anachronickém
fazeni. Nabytek s vetesi z pfelomu 19. a 20.
stoleti oCividné dobfe zabydleny zmrazil mo-
ment blize nespecifikované zivelné pohromy.
Jemny prach, sedlina ¢asu, ktera nas presa-
huje v obou smérech na ¢asové ose, zazil mi-
nulost, ale tizi i jako znepokojujici ,memento
z budoucnosti“

Vybér a komentare k pracim prezento-
vanym na triendle ilustruji postfehy kurato-
ri z procesu priprav a zhodnoceni vysledku.
Osnovu zadani trienéle se podafilo drzet diky
ikonickym diliim, jeZ jsme si od jejich autort
¢€i autorek pfimo vyzadali. Momentem pifekva-
peni bylo celkové vyznéni instalace, patrné
i v o€ich navstévnika prevladajici pocit zma-
ru, obraz( destrukce nebo opotiebovanosti
¢asem.® Temny filc a rez Leninova pamatni-
ku (Duch Aly Savashevich), ,fejkovy“ kamen
nevzty¢eného sloupu Marka Kvetana, Zetové
sestava zarUstajicich kamennych torz a vy-
béleného dfivi, apokalypsa Kusmirovského
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architectural production from the 1970s and
early 1990s, with the result being (including in
the future) a reminiscence of the past based on
various personal experiences, which is becom-
ing increasingly difficult to grasp and date.

Sculptor and multimedia artist Martin
Zetova accepted the assignment of the Trienni-
al as a challenge to revise his own monumental
creation. Forty years of work culminates with
a show of relics and a brochure of the same
name - Relics - summarising objects (their re-
mains) from his own sculpture garden. Nature
assumes the role of a symbol of the eternity of
the work of art, when it turns out not to be eter-
nal. The systematic biological description of the
mosses and lichens inhabiting the stone blocks
has a point in the holy water font, which in the
hands of the curators and custodians prolongs
their life.

Robert Kusmirowski perhaps captured Tri-
ennial MOMENTS most faithfully. The curators
provided him an authentically preserved - used
for fifty years - set of K67 kiosks by Slovenian
designer Sasa Machtig. The techno-optimism
of the 1960s, wrapped in a shiny coat of lam-
inate shells, symbolises futuristic visions that
have not come to fruition, that have remained in
the utopian realm. The artist stops the cleaning
phase at an inspection into the stratigraphy of
the layered coatings and constructs the origi-
nal assembly of modular components, only in
a fragmented state. The past-future comes into
finer focus. However, the anabasis does not end
and the chaos moderated by the artist intensi-
fies. Kuémirowski installs in the interiors of the
kiosks an image of destruction of an undeter-
mined date, though in a clearly anachronistic or-
der.The shabby furniture and knick-knacks from
the turn of the 20th century were frozen in time
by an unspecified natural disaster. The fine dust,
the dregs of time that stretch beyond us in both
directions on the timeline, has experienced the
past, but also weighs as a disturbing ‘memento
from the future’.

The selection and comments on the works
presented at the Triennial illustrate the curators’
observations from the process of preparations
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Past-future anabaze jsou mnohem vice
znepokojujicimi zastavenimi nez podobou
budoucich monumentui. Téma nového mo-
numentu - kdy, za jakych okolnosti a s jakymi
aktéry uvazovat o novych monumentech - ne-
poskytuje v prehlidce na prvni pohled mnoho
zachytnych bod(, asponi ne takovych, které
bychom si s tradi€¢ni predstavou monumentu
spojovali.t®

V hlavni pfehlidce a ¢aste€né ve verej-
ném prostoru mésta jsme predstavili seri-
6zné navrzeny a vyprojektovany Pamatniku
Zenam, ktoré varili sol' llony Németh. Jako je-
den z méala ma étos a vSechny atributy nového
monumentu, ale ani on ve vysledku nebyl rea-
lizovan. Pravé jeho presun z chorvatské Crik-
venice do Olomouce posilil volani po obecné
platnosti monumentu v globalnim sdileném
prostoru. Genderova rovina, kterou Németh
sleduje jiz dlouho, vklada i do procesu vzniku
tohoto pamatniku - forma ,muzského pamat-
nik{“ zGstava, jen dostava novy ,zensky“ ob-
sah. Tak tomu muze byt na kterémkoliv misté
planety.

Novou podobu maji ,pamatniky“ soucas-
nym obétem vale¢nych hriiz a humanitarnich
katastrof. Vedle zminovaného ukrajinského
dua EtchingRoom1 (Kristina Yarosh a Anna
Khodkova) pfiblizuje Karolina Grzywnowicz
formou prostych objektl odstrasujici pFibé-
hy kdysi chranéného, nedotknutelného uze-
mi Bélovézského pralesa. Muzejni prostor
se stava provizornim testovacim prostfedim
dokumentu, které na sebe pozvolna prebiraji
funkci monumentt. Europaleta z nejcennéjsi-
ho pralesniho dfeva je symbolem nelspésné-
ho protestu, odkazem k prolomeni téZebnich
limitd v posvatném Gzemi. Galerijné adjus-
tovana hromada obleceni béZencl z hranic-
ni zény s Béloruskem dostavd momentalné
¢tvrty, pachovy, rozmér. Autorka paralelné
pracuje na extrahovani esence, ktera by lid-
ské ponizeni uméla zhmotnit a umoznila je
predavat dal ve zkapalnéném stavu. Vznikl by
monument do kapsy, monument k dal§imu
pouziti - realnd, i kdyz straSidelna vize pomo-
ci uprchlikiim v podobé fiktivnich pachovych
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and evaluation of the result. We managed to
stick to the outline of the Triennial assignment
thanks to the iconic works that we requested di-
rectly from the artists. The moment of surprise
was the overall impression of the installation,
probably also in the eyes of the visitor a pre-
vailing sense of doom, images of destruction or
wear and tear over time.® The dark felt and rust of
the Lenin monument (Ghost by Ala Savashevich),
the ‘fake’ stone of Marek Kvetan’s unerected col-
umn, Zetova’s assemblage of overgrown stone
torsos and bleached wood, the apocalypse of
Ku$mirowski’s Past-Future Anabasis are much
more disturbing stops than the form of future
monuments. The topic of a new monument -
when, under what circumstances and with which
actors to think about new monuments - does
not at first glance provide many clues in the ex-
hibition, at least not those that we would asso-
ciate with the traditional idea of a monument.1®

In the main exhibition and partly in the pub-
lic space of the city, we presented the seriously
designed and projected Memorial to Women
Who Boiled Saltwater by llona Németh. As one of
the few, it has the ethos and all the attributes of
a new monument, but it too was not realised in
the end. It was its move from Croatia’s Crikveni-
ca to Olomouc that strengthened the call for the
general validity of the monument in a globally
shared space. The gender level, which Németh
has been following for a long time, finds its way
into the process of creating this monument -
the form of ‘male monuments’ remains, it just
receives new ‘female’ content. This can be the
case anywhere on the planet.

The ‘memorials’ to the current victims of war
horrors and humanitarian disasters take a new
form. In addition to the mentioned Ukrainian
duo EtchingRoom1 (Kristina Yarosh and Anna
Khodkova), Karolina Grzywnowicz presents the
frightening stories of the once protected, un-
touchable territory of Biatowieza Forest in the
form of simple objects. The museum space
becomes a temporary testing environment for
documents that gradually take on the function
of monuments. A EUR-pallet made from the
most valuable forest wood is a symbol of failed

Triennial Moments



stop matoucich psi hlidky na obou stranach
nesmifitelné politické hranice.

Prispévky Kristiny Jaro§, Anny Chodkové
nebo Karoliny Grzywnowicz dokladaji aktivi-
sticky zaklad uméleckého uvazovani, s nimz
na na$e zadani reagovalo vicero umélc.
Otevrena kritika dopadu globalniho kapitali-
smu nebo neoliberalismu rezonuje v projek-
tu Stfibro Dorit Margreiter Choy. Nekoneéna
filmova smycka (na specialné upravené kla-
sické civkové 16mm promitacce) vrstvi zabéry
na stfibrnou rudu z rakouského Schwazu a ta-
jiciledovce z Islandu. Prvni je symbolem véc¢-
nosti hornin a vzniku tvrdého obé&zZiva s kofeny
v tyrolském tolaru, druhé pomijivosti, k niz se
cestou globalnich procesl a dopadu blizime.

Zpochybnéni funkce monumentu v mo-
mentalnosti nasi existence odleh¢&ilo néko-
lik praci, kde mokumentarni rovinu formuje
ironie a fabulace. Akryly na platné Venduly
Chalankové zpodobuji dvefe - jednoduchy
asociacni obrat k tuctové architektonické pro-
dukci 70. a 80. let minulého stoleti. PovySeny
na obraz jsou to dvere, které nevedou nikam,
nenabizeji ani sentimentalni vrstvu ,ostal-
gie“. Jsou suchym pfepisem, mokumentem,
ktery navic mate svym nazvem Devadesatky.
Rozmér dvefi vrha neznalého pozorovatele
do dekady, jez zavrhla vSe, co si Ize s pred-
chézejicim obdobim spojovat.

Mokument, ktery pfimo koresponduje
s puvodnim zdrojem tohoto pojmu, s filmo-
vou mockumentarni produkci, nasla ve svych
Dokumentarnich sondach pfimo pod vymal-
bou interiérd muzea Michaela Cernicka. Re-
stauratorskou cestou odhalovana stratigrafie,
ktera se vyjimec€né necte jen ve vrstvach pod
sebou ale i linearné, zahrnuje filmova poli¢-
ka vyvazana z pavodniho déje prvorepubli-
kového filmu. Autorka jimi ve fiktivnim sledu
zabéri dokumentuje pohnuté dé&jiny objek-
tu, v némz se film plvodné promital a v némz
Muzeum umeéni nyni sidli.

Cestou tradi¢niho filmového mokumentu
se vydal Maté&j Smetana, ktery pobliz lesniho
mravenisté vztyc€il svoji Pyramidu - z cuk-
ru. Postupna proména v ruinu zaznamenana

74 Martina Mertova

protest, a reference to exceeding the logging
limits in the sacred territory. Composed for the
gallery, the pile of clothes of refugees from the
border zone with Belarus is currently assuming
a fourth - malodorous - dimension. The artist
works in parallel to extract an essence that could
materialise human humiliation and enable it to
be passed on in a liquefied state. A pocket-size
monument would be created, a monument to
another use - a real (if terrifying) vision of help-
ing refugees in the form of fictitious scent trails
that confused patrol dogs on both sides of the
implacable political border.

Works by Kristina Yarosh, Anna Khodkova
and Karolina Grzywnowicz demonstrate the ac-
tivist foundation of artistic thought with which
several artists responded to our assignment.
Open criticism of the impact of global capitalism
or neoliberalism resonates in Dorit Margreiter
Choy's Silver project. An endless film loop (on
a specially modified classic reel-to-reel 16mm
projector) layers shots of silver ore from Schwaz,
Austria, and melting glaciers from Iceland. The
first is a symbol of the eternity of rocks and the
emergence of a hard currency with roots in the
Tyrolean thaler, the second of transience, which
we are approaching through global processes
and impacts.

The questioning of the function of the mon-
ument in the momentariness of our existence
has been alleviated by several works in which
the mockumentary level is shaped by irony and
fabulation. Vendula Chalankova's acrylics on
canvas depict a door - a simple associative turn
to a dozen architectural works of the 1970s and
80s. Elevated to a painting, it is a door that leads
nowhere, not even offering a sentimental layer
of ‘ostalgia’ (nostalgia for life in communist East
Germany). They are a dry transcription, a moc-
kument with a confusing name (Devadesatky

- 1990s). The size of the door throws the un-
initiated observer into a decade that rejected
everything that could be associated with the
previous period.

Michaela Cernicka found the mockument,
which corresponds directly to the original
source of this term, with film mockumentary
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dokumentarnim zplsobem na makro kame-
ru v galerijnim prostredi sazi na hru s méfitky
monumentality, s perspektivou pozorovatele,
a nakonec s analogii zaniku kdysi stabilnich
kultur. Tak jako od instalace Martina Zetové
odchazi navstévnik s uklidiujicim, i kdyz leh-
ce sarkastickym dojmem, Ze sice ¢as monu-
mentl zaZziva svij soumrak (protoze civilizace
je na scesti), ale ze to bude hrejiva naruc¢ pfi-
rody, ktera otevie novou perspektivu.

V trienadlenich MOMENTECH jsme se po-
kusili u autort iniciovat aktivni, ba dokonce
angazovany vztah k ¢asu, k vlastni historicité.
Potvrdil se predpoklad komplikované recep-
ce toku ¢asu a ruznych podob jeho zasta-
veni. Linearita se jevi jako mnohovrstevnata
a mnohosmérna, momenty, jez autofi a autor-
ky pointovali ve svych pracich, zahrnuji ¢asto
retrospektivni i prospektivni rozmér. Opravdo-
va pfitomnost, kazdy moment, v némz vznika
soucasné uméni, pfinasi reflexi minulosti a vi-
zi budouciho, byt pravé v budoucim, po zaha-
jeni triendle, Ize z praci vycitit nejvétsi obavy.
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production, in her Documentary Probes direct-
ly beneath the painting of the museum interior.
The stratigraphy revealed by the restoration pro-
cess, which exceptionally can be read notonly in
the layers one below the other but also linearly,
includes film frames linked from the original plot
of a First Repubilic film. The artist uses them in
a fictitious sequence of shots to document the
eventful history of the hall in which the film was
originally screened and which now houses the
Museum of Art.

Matéj Smetana took the path of a traditional
film mockumentary, erecting his Pyramid - made
of sugar - near a forest anthill. The gradual trans-
formation into a ruin, recorded in a documentary
way on a macro camera in a gallery environment,
plays with the scales of monumentality, with the
perspective of the observer, and finally with the
analogy of the demise of once stable cultures.
As with Martin Zetova’s installation, the visitor
leaves with the comforting, if slightly sarcastic,
impression that the time of monuments is ex-
periencing its twilight (with civilisation itself on
increasingly shaky ground), but that it will be
the warm arms of nature that will open a new
perspective.

In Triennial MOMENTS, we tried to initiate
in the artists an active, even engaged relation-
ship with time, with their own historicity. The
assumption of a complicated reception of the
flow of time and various ways of stopping it was
confirmed. Linearity appears to be multi-layered
and multi-directional, the moments that the
artists pointed out in their works often include
both a retrospective and a prospective dimen-
sion. Genuine presence, every moment in which
contemporary art is created, brings a reflection
of the past and a vision of the future; the great-
est anxiety can be sensed from the works in the
future, after the opening of the Triennial.

Triennial Moments
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Octavian Esanu. Monument - Document - Mocument
in East European Art and Art History, in: Unpaged. How
to Revisit History from a Plural Perspective?, 2021.

Barbora Kundracikova (ed.). Trienale SEFO 2021 - Uni-
versum. Privodce. Olomouc: Muzeum uméni Olo-
mouc, 2021.

Tradi¢ni pojeti pamatkové péce, ktera zastresuje insti-
tucializovanou praci s paméti, zacali revidovat napf.:
Rem Koolhaas (ed.). Preservation is Overtaking Us.
New York: Columbia University, 2014.

Max Page. Why Preservation matters. New Haven/
London: Yale University Press, 2016.

Francois Hartog. Régimes d’historicité. Présentisme
et expériences du temps. Paris: Seuil, 2003. V ¢es-
ké prekladu: Eva Skopalova, Vaclav Janoscik (eds.).
Navrat do budoucnosti. Praha: UMPRUM, 2019,

s.61-82

Gilles Deleuze. Zahyb: Leibniz a baroko. Praha: Herr-
mann & synové, 2015.

Tallési Béla: Handiwork - az agressziv fémobjekt. Uj
Sz6 [Handiwork - agresivni kovové dilo, Nové slovo],
2006/ 29: 236 (13.10.2006), s. 9.

K otazce aktérl v pamatkové péci: Jorge Otero-Pailos.
Experimentalni pamatkova péce, in: Pavla Melkova
(ed.). Ziva pamatka. Praha: Institut planovani a rozvoje
hl. m. Prahy, 2022, s. 12-32. Francois Hartog. Véfit v dé-
jiny. Brno: Centrum pro studium demokracie a kultury,
2016, s. 91-92.

Pierre Nora. Between Memory and History: Les Lieux
de Memoire, Representations, Memory and Coun-
ter-Memory. Berkley: University of California Press
1989, s.7. https:/is.muni.cz/el/1423/jaro2013/SOC564/
um/40802691/Nora_Between_Memory_and_History.
pdf (9.9.2024)

Destrukce jako kategorie, s niz se v pamatkové péci
také pocita, dobre doklada: Lucia Allais. Designs of
Desstruction. The making of Monuments in the Twen-
tieth Century. Chicago/ London, The University of Chi-
cago Press, 2018.

L+#Antimonumentalismus“ a souvisejici témata sleduje:
Tadeas Riha, Laura Linsi, Roland Reemaa. Weak Mo-
nument: Architecture Beyond the Plinth. Zurich: Park
Books, 2018.
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Octavian Esanu. Monument - Document - Mockument
in East European Art and Art History, in: Unpaged. How
to Revisit History from a Plural Perspective?, 2021.

Barbora Kundracikova (ed.). SEFO Triennial 2021 - Uni-
versum. Guide. Olomouc: Muzeum uméni Olomouc, 2021.

The traditional concept of heritage preservation, which
represents institutionalised work with memory, has be-
gun to be revised by:

Rem Koolhaas (ed.). Preservation is Overtaking Us. New
York: Columbia University, 2014.

Max Page. Why Preservation matters. New Haven/ Lon-
don: Yale University Press, 2016.

Francois Hartog. Régimes d’historicité. Présentisme et
expériences du temps. Paris: Seuil, 2003.

Gilles Deleuze. The Fold: Leibniz and the Baroque. Min-
neapolis: University of Minnesota Press, 1992.

Tallési Béla: Handiwork - az agressziv fémobjekt. Uj
Sz6 [Handiwork - an aggressive metal work, New Word],
2006/ 29: 236 (13.10.2006), p.9.

On the question of actors in heritage protection:
Jorge Otero-Pailos. Experimentalni pamatkova péce, in:
Pavla Melkova (ed.). Ziva pamatka. Praha: Institut plano-
vani a rozvoje hl. m. Prahy, 2022, pp. 12-32.

Francois Hartog. Criore en I'histoire. Paris: Flammarion,
2013, pp. 70.

Pierre Nora. Between Memory and History: Les Lieux de
Memoire, Representations, Memory and Counter-Memo-
ry. Berkley: University of California Press 1989, s. 7. https:/
is.muni.cz/el/1423/jaro2013/SOC564/um/40802691/No-
ra_Between_Memory_and_History. pdf (9. 9. 2024).

Destruction as a category that is also taken into account
in conservation is well illustrated by: Lucia Allais. Designs
of Desstruction. The making of Monuments in the Twenti-
eth Century. Chicago/ London, The University of Chicago
Press, 2018.

,,Antimo_numentalism“ and related themes is pursued by:
Tadeas Riha, Laura Linsi, Roland Reemaa. Weak Monu-
ment: Architecture Beyond the Plinth. Zurich: Park Books,
2018.
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Marek Kvetan, Fuscum Subnigrum, 2021,
objekt, kombinovana technika, zvuk

Ala Savashevich, Duch, 2017,
socha, filc, kovova konstrukce

Dorit Margreiter Choy, pasaz, 2024,
mobil, kombinovana technika

Marek Kvetan, Fuscum Subnigrum, 2021,
object, mixed media, sound

Ala Savashevich, Ghost, 2017, sculpture,
felt, iron construction

Dorit Margreiter Choy, passage, 2024,
mobile, mixed media



Martin Zetova, Relikty, 2023-2024, Martin Zetova, Relics, 2023-2024, Michaela Cernicka, Dokumentarni sondy IV, Michaela Cernicka, Documentary Probes IV,
instalace, kombinovana technika installation, mixed media 2024, instalace, fotografie 2024, installation, photographs



Andreas Fogarasi, Devét staveb, odstrojeno

(Golem), 2024, PVC podlahova krytina, umély kamen,
umeéla kize (budova Prirodovédecké fakulty Univerzity
Palackého v Olomouci, Ludmila KramoliSova - Karel
Dolezel, 1989-1994), ocelovy popruh

(Hotelové okno), 2021, sklo, hlinik (Hotel
InterContinental Praha, Karel Filsak, 1968-1974),
ocelovy popruh

(InterContinental Praha), 2021, originalni keramicky
obklad (Hotel InterContinental, Karel Filsak, fasady
Zbynék Sekal, 1968-1974), dievo, ocelovy popruh
(Jednota), 2024, keramicky obklad, sklo, hlinik
(administrativni budova Jednota Olomouc, Vladimir

Polesny - Ivo Kucéirek - Alois Haltmar, 1966-1974),
drevo, ocelovy popruh

Andreas Fogarasi, Nine Buildings, Stripped

(Golem), 2024, PVC-flooring, artificial stone, faux
leather (Faculty of Science building, Palacky University
Olomouc, Ludmila KramoliSova - Karel Dolezel,

1989-1994), steel strapping band

(Hotel Window), 2021, glass, aluminum (Hotel
InterContinental Prague, Karel Filsak, 1968-1974),
steel strapping band

(InterContinental Prague), 2021, original ceramic tiles
(Hotel InterContinental, Karel Filsak, facade design:
Zbynék Sekal, 1968-1974), wood, steel strapping band

(Jednota), 2024, ceramic tiles, glass, aluminum
(Jednota office building Olomouc, Vladimir Polesny -
Ivo Kucirek - Alois Haltmar, 1966-1974), wood, steel
strapping band

Aglaia Konrad, Ruckbaukristalle, 2015, kusy
upraveného stavebniho odpadu

Aglaia Konrad, | QO Riickbau, 2020, video, 9:16, 19’ 11",

obrazovka, spoluprace Dana Munro

Aglaia Konrad, Ruickbaukristalle, 2015, pieces of
modified building waste

Aglaia Konrad, 1 Q Rickbau, 2020, video, 9:16, 19’ 11”,
obrazovka, spoluprace Dana Munro



Zsolt Asztalos, Zaznamy vzpominek -
bojisté, 2020-2024, fotografie, Giclée tisk,
drevéna konstrukce

Zsolt Asztalos, Recording Memories -
Battlefields, 2020-2024, photograph,
Giclée print, wooden structure

Karolina Grzywnowicz, Polska dzungle,
2017-2024, objekt, odévy, pach

Karolina Grzywnowicz, Zatisi, 2017,
dubové drevo, spojovaci material

Karolina Grzywnowicz, Polish Jungle,
2017-2024, object, clothes, scent

Karolina Grzywnowicz, Still Life, 2017,
oak wood, fixings



Sasa Méachtig, Kiosk K67, 1966, Sasa Machtig, Kiosk K 67, 1966,
laminat, sklo, kov fibreglass, glass, metal

Robert Kuémirowski, Past future anabaze, Robert Kusmirowski, Past future anabasis,
2024, instalace, kombinovana technika 2024, installation, mixed media




Pohled do expozice vénované historickym paralelam A look into the exhibition dedicated to historical parallels
nazvana Sonda MUO. Na snimcich dila Rudolfa Sikory, called MUO Probe. The pictures show works by Rudolf
FrantiSka Lesaka (intervence ze sbirek Kunstmuseum Sikora, FrantiSek Lesak (interventions from the collections of
Bochum), uskupeni VAL ¢i Matéje Smetany. Kunstmuseum Bochum), the VAL group and Maté&j Smetana.

Milan Knizak, Rozfiznout zemékouli..., z cyklu Sny
o architekture, 60. l1éta 20. stol., projektova kresba,
tempera, tuzka, papir, MUO

Jifi Zlebek, Nedokonéena 2, 1985, ééstef:né
polychromované drevo, sbirka Anezky Simkové

Lev Nusberg, ¢len skupiny Dvizenije (Pohyb),
model kyberdivadla Transformace, 1967, ptvodni
fotodokumentace, MUO

Rudolf Sikora, Pozemstan |, 1996-1998, ofset,
serigrafie, papir, MUO

Milan Knizéak, Cut the globe open... from the cycle
Dreams of Architecture, 1960s, project drawing,
tempera, pencil, MUO

Jifi Zlebek, Unfinished 2, 1985, partially polychromed
wood, collection of Anezka Simkova

Lev Nusberg, member of the group Dvizhenie
(Movement), model of the cybertheatre Transformation,
1967, original photo documentation, MUO

Rudolf Sikora, Earthman |, 1996-1998, offset,
serigraphy, paper, MUO



llona Németh - Marian Ravasz, Projekt pro
stavebni povoleni Pamatniku zenam, které varily
stl, 2019, situace, pudorys, vizualizace, geometrie
prvkd pamatniku, primér 770 cm. Bily beton s kusy
solného kamene ze solného dolu v rumunském
Praidu. Kamenna stl ubyva postupné ubyva -
pfirozenou cestou a integrovanym systémem
vodni mlhy.

Instalace segmentu na namésti Pamatniku
Zzenam, které vafily stl na namésti Narodnich
hrdint (a hrdinek) v Olomouci.

llona Németh, Handiwork, 2006-2024,
spoluprace Marian Ravasz

llona Németh - Marian Ravasz, Project for the
permission of the construction of the Monument

To The Women Who Cooked Salt, 2019, situation,

floor plan, visualisation, geometry of the elements

of the monument, diameter 770 cm, White concrete
with pieces of salt stone from the salt mine in Praid,
Romania. The rock salt is slowly diminishing - naturally
and through an integrated water mist system.

Installation of a segment on the square of the
Memorial to Women Who Cooked Salt on the Square
of National Heroes (and Heroines) in Olomouc.

llona Németh, Handiwork, 2006-2024,
collaboration Marian Ravasz

Randomroutines, Automatizace Luddit(, 2024,
instalace v prostoru Fakultni nemocnice Olomouc

Randomroutines, Luddite Automation, 2024, installation
in the space of the University Hospital Olomouc



Pohled do expozice vénované architektonickym
sondam pfipravenym ve spolupraci se studenty
architektonickych ateliéru:

Vysoka §kola uméleckoprimyslova v Praze, Ateliér
architektyry IV (Roman Brychta, Markéta Mrackova,
Barbora Simonova)

Akademie vytvarnych uméni v Praze, Ateliér
architektonické tvorby (Miroslav Sik, Anna Svobodova,
Lenka Milerova) ve spolupraci se studenty ateliér
Tomase Hlaviny, Jimeny Mendozové, Vojtécha Mic¢i,
Dusana Zahoranského a Pavly Scerankové, Davida
Bohma a Tomase Svobody

Vysoké uceni technické v Brné, Fakulta architektury,
ateliéry Jana Mlécky a Vojtécha Jemelky, Szymona
Rozwalky a Jaroslava Sedlaka

Alook into the exhibition dedicated to architectural
probes prepared in collaboration with students of
architectural studios:

University of Applied Arts in Prague, Architecture
Studio IV (Roman Brychta, Markéta Mrackova, Barbora
Simonova)

Academy of Fine Arts in Prague, Architectural Design
Studio (Miroslav Sik, Anna Svobodova, Lenka Milerova)
in cooperation with students from the studios of
Tomas Hlavina, Jimena Mendoza, Vojtéch Mi¢a, Dusan
Zahoransky and Pavla Scerankova, David Bohm and
Tomas Svoboda

Brno University of Technology, Faculty of Architecture,
studios of Jan Mlécka and Vojtéch Jemelka, Szymon
Rozwalka and Jaroslav Sedlak




Umélecka dvojice Etchingroom1 (Anna Chodkova

& Kristina Jaros) pfipravila pro Trienale dvoudilny
projekt Zpaméti, ktery reaguje na dlouhodoby vyzkum
ukrajinského archeologa Romana Liubuna mapujici
ztraty pamatkového fondu a kulturniho dédictvi

92 Gsledku ruské agrese.

The artist duo Etchingroom1 (Anna Khodkova & Kristina
Yarosh) has prepared a two-part project, By heart,

for the Triennial, responding to the long-term research
of Ukrainian archaeologist Roman Liubun.



I Monument-Dokument
Neni tomu davno, co v deniku The Washington
Post vysel ¢lanek, ktery pojednaval o osudu
pamatek ve valkou oblezeném Kyjevé.! Po rus-
ké invazi spéchaly ukrajinské Ufady s ochra-
nou svého narodniho dédictvi. Ty nejcennégjsi
pamatky, které potvrzuji ukrajinskou narodni
identitu, jako napfiklad pomniky zobrazujici
Bohdana Chmelnického, Michaila HruSevské-
ho, Tarase Sevéenka a dalsich historickych
osobnosti, basniku, umélct a intelektual, byly
prikryty pytli s piskem a polepeny plakaty s in-
formacemi o tom, jaka pamatka se pod nimi
nachazi. Do jiné kategorie patfi pamatky, kte-
ré jsou spojeny s ruskou imperialni politikou
nebo totalitni minulosti. Ty byly ponechéany
na volném prostranstvi nebo byly odstrané-
ny v ramci procestl derusifikace ¢i dekomu-
nizace, pripadné byly upraveny tak, aby se
jejich symbolicky vyznam zménil. Ikonoklas-
tické kontroverze, jimz byli Vychodoevropané
svédky od dob padu berlinské zdi, vyvrcholily
tim, ¢emu se nékdy fika ,krize pamatek v ro-
ce 20222

Rok 2022, ve kterém zacala valka na Ukra-
jiné, pro nékteré predstavuje konec éry, ktera
odstartovala v roce 1989 rovnéz krizi pamat-
nik( a ktera byla ve svété oznacovana jako
»konec déjin*, ,konec ideologie“ nebo ,neoli-
beralniho kapitalismu®. Pro Vychodoevropany
je to konec ,postsocialismu” ¢i ,transforma-
ce", tedy obdobi, béhem néhoz nékteré byva-
lé socialistické zemé usilovaly o potvrzeni své
narodni suverenity, jiné ji znovu ziskaly tim, ze
se pripojily ke sfére vlivu a trhu zapadnich ka-
pitalistickych demokracii. ,,Bitva o pamatniky*
z roku 2022 neni pfizna¢na jen pro vychodni
Evropu, ale rozsifila se i do dalSich &asti své-
ta. Ze zapadni Evropy se pres Blizky vychod
dostala az do Spojenych statli. Pamatniky se
staly soudéasti socialnich konfliktl, vzpour,
povstani, masovych protestli nebo dokonce
otevienych vale¢nych akci, jak to mGzeme po-
zorovat na Ukrajiné. Stejné jako Ffadovi vojaci
byly i pamatniky zasazeny, znetvoreny, rozbity
na kusy, socham byly amputovany ¢asti téla,
byly rozmetany na kusy, zménily postoj, byly
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I Monument-Document
Arecent article in the The Washington Post tells
the story of the fate of monuments in war be-
sieged Kyiv.t After the Russian invasion, Ukrain-
ian authorities rushed to protect their national
heritage. The most valuable monuments, those
affirming Ukrainian national identity - memo-
rials depicting Bohdan Khmelnytsky, Mykhailo
Hrushevsky, Taras Shevchenko, and other his-
torical figures, poets, artists, and intellectuals
- were covered with sandbags and wrapped in
printed screens displaying information about
what lies inside. Another category of monu-
ments, complicit in or associated with Russian
imperial politics and the totalitarian past, were
left in the open, removed as part of the process
of de-Russification and decommunization, or
modified in such a way as to alter their sym-
bolic meaning. The iconoclastic controversies
witnessed by Eastern Europeans since the fall
of the Berlin Wall have culminated in what is
sometimes called “the 2022 monument crisis.”?
For some, 2022, which marks the beginning
of the war in Ukraine, signals the end of an era
that started in 1989 also with a monumental
crisis and has been known worldwide by many
names: “the end of history,” “the end of ideology,”
“neoliberal capitalism.” For Eastern Europeans,
this is the end of “postsocialism” or “transition,”
a period during which some ex-socialist coun-
tries regained, and others aspired to affirm,
their national sovereignty by joining the sphere
of influence and markets of Western capitalist
democracies. The 2022 “battle of monuments”is
not unique to Eastern Europe but has spread to
other parts of the world. From Western Europe,
to the Middle East, and the United States - mon-
uments have been caught in social conflicts, re-
bellions, uprising, mass protests or even open
warfare as seen again in Ukraine. Like regular
soldiers, monuments too have been wounded,
disfigured, dismembered, amputated, blown to
pieces, changed sides, deserted, buried under
rubble, or taken to graveyards. And also like
soldiers, these tangible “reminders” as per their
Old East Slavic pameti or Latin monere etymol-
ogies - fight on an invisible battlefield against
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opustény, pohfbeny pod sutinami nebo od-
vezeny na smetisté. Podobné jako vojaci i tyto
hmatatelné ,pfipominky“ vychazejici z etymo-
logie staroslovénského slova pameti nebo
latinského monere, bojuji na neviditelném bo-
jisti proti jinym pamatnikam. Némecky vyraz
pro ,pamatnik” - Denkmal (doslova znamena
,myslenkovy znak"), dodava tomuto konfliktu
dalSi rozmér, ktery v sobé nese objektivizova-
né myslenky, jez slouzi jako zbrané pfi obra-
né naroda.

Tato bitva vSak neni pouze sémiotickou
bitvou a ukrajinské myslenkové znaky ne-
pfedstavuji pouze konfrontace s jinymi my-
Slenkovymi znaky nepratelskych sil. Pamatky
interaguji s dalSimi mnemotechnickymi pro-
stfedky. Podivejme se napfiklad na pamatni-
ky Tarase Sevéenka a Mychajla Hrusevského,
které jsou v souc¢asnosti chranény pytli s pis-
kem a zakryty plachtami. (obr. a, b, s.106) Jsme
sveédky toho, jak tato konzervacni technika
v dusledku probihajici valky chrani pamat-
ky dokumentem. Potisténé zastény totiz pini
funkci dokumentu, které poskytuji informace
o Sevéenkovych a Hrusevského pamatnicich,
které jsou pred ruskymi stfelami ukryty pod
hromadami pytl s piskem. Dokumenty nejen
chrani, ale také jménem némého pamatniku
promlouvaji. Dokumenty pomahaji pamatniku
ozivovat pamét, pfipominat nebo radit vdobé,
kdy sdm nemuze plnit své primarni poslani.

Vztah mezi pamatkami (monuments)
a dokumenty (documents) hral klicovou roli
v celé historii lidské kultury. Nékdy byl pra-
telsky, jindy nepratelsky, ale vzdy byl celkové
dialekticky. Navzdory zdanlivé podobnos-
ti a zameénitelnosti maji tyto pojmy odlis-
né vyznamy a pouziti, jak dokladaji slovniky.
Z korene slova monu- (z latinského slova
monere), ktery znamena ,pfipominat“ ne-
bo ,radit®, ve spojeni s pfiponou -mentum
oznacujici ¢innost, vznika odkaz na pamét,
utvafi se vzpominka na mrtvé a zaroven va-
rovani. Naproti tomu ,dokument” je novéjsim
nastrojem paméti. Slovo ,dokument“ odvo-
zuje svUj vyznam z latinského kofene docu-
(docere, které muzeme prelozit jako ,ucit,
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other monuments. Denkmal the German word
for “monument,” which literally means “think-
sign” or “think-mark” adds another dimension
to the conflict: these are objectified thoughts
that serve under arms in the national defense.
This battle is not only a semiotic one, how-
ever, and the Ukrainian think-signs do not merely
confront other think-signs of the enemy forces.
Monuments interact with other mnemonic de-
vices. Take, for example, the monuments of Taras
Shevchenko and Mykhailo Hrushevsky, currently
protected by sandbags and covered with print-
ed screens. (fig. a, b, p. 106) What one witnesses
in this wartime conservation technique is a mon-
ument protected by a document. The printed
screens are documents that provide information
about the Shevchenko and Hrushevsky monu-
ments seeking shelter under piles of sandbags
from the Russian missiles. The document does
not merely shield but also speaks on behalf of
the muted monument. The document helps the
monument remind, bring to memory, or advise
in times when it cannot fulfill its primary mission.
The relationship between monuments and
documents - at times friendly and at other times
hostile but overall dialectical in nature - has
played a key role throughout human cultural
history. Despite their seeming similarity and in-
terchangeability, these terms have come to pos-
sess distinct meanings and uses, as illustrated
by dictionaries. The root monu- (from the Latin
word monere), which means “to remind” or “to
advise,” when combined with the suffix -men-
tum denoting an action, produces a reference
to memory, commemoration of the dead, and
awarning. The “document,” on the other hand, is
a more recent instrument of memory. The word
“document” derives its meaning from docu-
(rooted in the Latin verb docere, which translates
as “to teach,” “to show,’ or “to instruct”). When
combined with the suffix -mentum, it suggests
meanings such as “evidence” and “information,”
and, in more general terms, it refers to recorded
facts or true knowledge. Contemporary diction-
aries clearly indicate the rise of the “document”
and the “crisis of the monument” over the past
two centuries.® Historically, the monument has
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sukazovat“ nebo ,instruovat). Ve spojeni s pfi-
ponou -mentum, tedy documentum, zname-
na ,dukaz“ ¢i ,informace“ a v obecnéjsi roviné
odkazuje k zaznamenanym faktim nebo vé-
domostem. Souc€asné slovniky jasné poukazu-
ji na vzestup ,dokumentl* a ,krizi pamatnikd“
v poslednich dvou stoletich.® Pamatnik histo-
ricky zaznamenal Upadek, ktery zac¢al ve druhé
poloviné 19. stoleti spolu s rozvojem kapitalis-
tickych vyrobnich vztah(. V této dobé se také
objevuje dokument coby modernéjsi nastroj
pameéti, ktery slouzi jako ndhrada pamatniku
nebo dokonce mluvi jeho jménem v dobach
nouze, jak mizeme vidét na kyjevskych pa-
matnicich Sevéenka a Hrusevského.

V obdobi pozdni modernity slouzi pamat-
niky a dokumenty riznym mocenskym rezi-
mUm, politickym a ekonomickym systémim
a védnim oborim. Politici je vyuzivaji k ideo-
logickym uceltm. Historici, véetné historik(
umeéni a kultury, stejné jako filozofové, je jiz
dlouho povazuji za historické materidly, pra-
meny, nastroje humanitnich véd nebo nastroje
¢asu a paméti, které pomahaji odhalovat prav-
dy o ¢inech lidskych. Védci je uplatnuji jako
nastroje objektivity a zjisStovani faktl pfi studiu
pfirodnich a spolecenskych jevi. Knihovnici
a pracovnici muzei je vyuzivaji jako zaznamy
lidské tvorby a €innosti, jejichz rozvoj v pozdni
modernité vyvolal naléhavou potfebu po no-
vych zplsobech a technologiich uchovavani
v archivech, knihovnach, muzeich a informac-
nich centrech.

Vztah mezi pamatkou a dokumentem hra-
je dllezitou roli také v d&jinach uméni. Dokon-
ce byl od 18. stoleti pro vznik této discipliny
klicovy. Umélecka dila v riznych médiich vy-
tvarného uméni (tj. v malifstvi, socharstvi,
architekture) byla povazovana za pamatky,
zatimco doprovodné stitky, podpisy umélc,
vystavni katalogy a dalSi efemérni zalezitosti
predstavovaly dokumenty. S nastupem mo-
dernismu a v obdobi, které nasledovalo, kdy
vyznam pamatnika a paméti v disledku roz-
voje dopravnich a reprodukénich technologii
upadal, kdy dUlezitost mista coby genia loci
slabla a spole¢né s ni uvadala i aura lidské
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witnessed a decline that started in the second
half of the nineteenth century, along with the
intensification of capitalist relations of produc-
tion. It is also around this time that the document
emerges as a more modern instrument of mem-
ory, serving as a substitute or even speaking on
behalf of the monument during times of distress,
as seen in Kyiv’s memorials to Shevchenko and
Hrushevsky.

In late modernity, monuments and docu-
ments have been employed to serve various
regimes of power, political and economic sys-
tems, and disciplines of knowledge. Politicians
use them for ideological purposes; historians,
including art and cultural historians, as well
as philosophers, have long regarded them as
historical materials, sources, tools of the hu-
manities, or instruments of time and of mem-
ory which help reveal truths about past human
actions; scientists have implemented them as
tools of objectivity and fact-finding in their study
of natural and social phenomena; and docu-
mentalists, librarians, and museum specialists
have deployed them as records and indexical
traces of human deeds and actions, whose pro-
liferation in late modernity has brought about an
urgent need for newer techniques and technol-
ogies of organization and storage in archives,
libraries, museums, and information centers.

The monument-document has also played
a crucial role in art history - a relationship that
has been central to the establishment of this
discipline since the eighteenth century. Art-
works in various media of fine arts (i.e. paint-
ing, sculpture, architecture) were considered
monuments, while the accompanying labels,
artist signature, exhibition catalogues, and
other ephemera were documents. With mod-
ernism and later, following the decline of the
monument and of memory due to the rise of
transportation and reproduction technologies,
the waning of the sense of place, and the di-
minishing artifactual aura, radical artists sought
to alter this relationship. Many abandoned the
monument due to its subservience to authori-
ty, reliance on expensive and lasting materials,
immobility, and attachment to specific places
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tvorfivosti, se néktefi radikalni umélci snazili
vztah mezi pamatnikem a dokumentem zmeé-
nit. Mnozi z nich opustili pamatnik kvali jeho
podfizenosti autoritdm, zavislosti na drahych
a trvanlivych materiadlech, nepfenositelnosti
a vazanosti na konkrétni pamétni mista, coz
jsou vlastnosti spojené s vlastnictvim plady
a rané industrialnimi kapitalistickymi zpUso-
by vyroby. Ti, ktefi se pamatniku nevzdali, se
jej snazili znovu objevit tim, ze ménili jeho za-
kladni vlastnosti. Navrhovali pamatniky, které
pfipominaly nikoli minulost, ale budoucnost
(jako Véz treti internacionaly Vladimira Tat-
lina), nebo po druhé svétové valce vytvareli
docasné, nafukovaci, prenositelné ¢i zabale-
né pamatniky (jako napfiklad pamatniky Cla-
ese Oldenburga, Christa nebo Buckminstera
Fullera). Pfevazné vSak umélci pfrijali doku-
ment, ktery povazovali za pokrokovy nastroj
spojeny se standardizaci, serializaci a védec-
kym fizenim moderni pracovni praxe po vzo-
ru fordismu a taylorismu. Na konci stoleti jej
spojovali s pocitaci a informacnimi védami.
Uprednostnovali dokument pro jeho jedno-
duchost, materialovou rozmanitost, indexo-
vé vlastnosti, pfenositelnost a dal§i moderni
vlastnosti, které do né&j zaclenili a rozvijeli pro-
stfednictvim raznych fotografickych technik,
filmovych a videografickych montazi, fakto-
grafii a archivnich postup( a dalsich metod
souvisejicich s dokumentem, jez byly ustred-
nim cilem avantgardy, tj. propojovani uméni
a zivota.

Vztah mezi pamatnikem a dokumentem
ma ve vychodni Evropé riizné podoby. Za po-
zdniho socialismu byla vétsina pamatnikd,
stejné jako vS§echno ostatni, zneuzita poli-
tickym rezimem, ktery se dostal k moci diky
vitézstvi Rudé armady. Ne Zze by dokumenty
tomuto rezimu také neslouzily, ale dokument
se svymi modernimi vlastnostmi, mezi kte-
ré patfi flexibilita, pfenositelnost, cirkulace,
indexualita, serialita a nevazanost na urcité
misto, mohl sou¢asné slouzit obéma stranam
politického rozdéleni: tém, ktefi byli u moci,
i tém, ktefi ji vzdorovali. Pamatnik - vzhle-
dem ke svym vlastnostem, mezi které patfi
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of commemoration - properties associated
with land ownership and early industrial capi-
talist modes of production. Those who did not
give up on the monument sought to reinvent it
by altering its essential properties, proposing
monuments that remembered not the past but
the future (like Vladimir Tatlin’s Tower) or mak-
ing temporary, inflatable, movable, or wrapped
monuments (such as those by Claes Oldenburg,
Christo, or Buckminster Fuller) after World War Il.
A larger number of artists, however, embraced
the document, which they saw as a progressive
tool associated with standardization, seriali-
zation, and scientific management of modern
work practice, such as Fordism and Taylorism
or computers and information sciences later in
the century. Artists favored the document for its
simplicity, material diversity, indexical qualities,
transportability, and other modern properties,
which they incorporated and developed through
various photographic techniques, cinematic
and videographic montage, factography and
archival practices, and other document-related
methods central to the avant-garde’s main ob-
jective: bridging art and life.

The relationship between monument and
document has taken various forms through-
out Eastern Europe. Under late socialism, most
monuments were enlisted - like everyone else
to serve political regimes brought to power by
the victorious advance of the Red Army. It was
not that documents did not also serve these
regimes, but the document, with its modern
properties such as flexibility, transportability,
circulation, indexicality, seriality, and autonomy
from place, could simultaneously serve both
sides of the political divide: those in power and
those resisting it. The monument in light of its
intrinsic properties such as the durability of ma-
terials (e.g., Lenin and Stalin carved in granite to
last for “eternity”); its attachment to a specific
place or site of mass ritual (e.g., Lenin’s mauso-
leum can only be on the Red Square and not in
any random place); monumentality, and scale for
greaterideological impact can only serve those
who control surplus labor and power. According
to one archaeological definition, monuments
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trvanlivost materialu (napf. Lenin a Stalin vy-
tesani do zuly, aby vydrzeli ,vééné*), vazanost
na konkrétni misto nebo misto masového ritu-
alu (napf. mauzoleum Lenina muze byt pouze
na Rudém nameésti, a ne na jiném libovolném
misté), monumentalita a rozméry pfinasejici
vétsi ideologicky dopad - muze slouzit pou-
ze tém, kdo maji moc a dostatek pracovni si-
ly. Podle jedné z archeologickych definic jsou
pamatniky produkty politického excesu vlad-
cU, ktefi donuti a vyuziji pfebyteénou pracov-
ni silu ke stavbé neuzite¢nych symbolickych
struktur.* Jinak fe¢eno, monument znamena
prostfedek, ktery vyzaduje i dostatek finan¢-
nich prostfedku. Tato vlastnost pamatniku se
projevuje nejen v praxi statu ¢i bohatych elit,
ale také v nasem kulturnim a osobnim zivoté,
kdyz vénujeme prostifedky na postaveni pro-
stého pomniku na pamatku nasich blizkych,
ktefi zemfreli.

Naproti tomu dokument pfichazi bez
omezeni, stejné jako pokuta za dopravni pre-
stupek, pfikaz k domovni prohlidce, pfedvo-
lani k soudu nebo Umrtni list vydany uradem.
Coby ustfedni nastroj moderni doby je doku-
ment spiSe nezbytny nez nadbytecny. Pfed-
stavuje zakladni nutnost, které je vystaven
kazdy bez ohledu na moc nebo tfidu. Doku-
ment je hlavnim produktem a nastrojem byro-
kratické a demokratické modernity. Zabalené
pomniky Sevéenka a Hruevského v Kyjevé
povahu tohoto vztahu nazorné ilustruji: zdan-
livé vSemocny pamatnik - vzhledem ke svym
rozméram, materialni ¢i symbolické nadmér-
nosti - vyzaduje minimalni, abstraktni povahu
dokumentu, aby byla zajiSténa jeho nalezita
reprezentace. Pamatnik bez dokumentu, at uz
se jedna o Stitek, zpravu o jeho stavu nebo vy-
pis z rejstfiku pamatek, je némy a bezmocny.

Dokumenty vS§ak pamatce ne vzdy zrov-
na pomahaiji, €asto ji naopak odporuji. Nee-
xistuje lepSi historicky kontext pro studium
dialektické interakce mezi pamatkami a do-
kumenty nez to, které nabizi vychodni Evropa
v obdobi pozdniho socialismu. V kazdoden-
nim zivoté byly oficialni dokumenty (nap¥. stra-
nické noviny, vyhlasky, programy a smérnice)
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are the products of political “excess” by rulers
who can coerce and utilize surplus labor to con-
struct non-utilitarian symbolic structures.* To
play on words, the monument means “means”
- thatis, it conveys an excess of resources. This
property of the monument transpires not only
in the practice of the state or the rich elites but
also in our cultural and personal lives when we
commit resources to erect a simple memorial to
commemorate the humble death of our loved
ones.

By contrast, the document comes free-
ly, like a traffic ticket, a search warrant, a court
summons, or the death certificate provided by
the authorities. As a central instrument of the
modern age, the document is essential rather
than excessive - it is a bottom-line necessity to
which everyone is exposed regardless of power
or class. The document is the main product and
instrument of bureaucratic and democratic mo-
dernity. The wrapped monuments of Shevchen-
ko and Hrushevsky in Kyiv visually illustrate
the nature of this relationship: the seemingly
all-powerful monument - in light of its scale, ma-
terial, or symbolic excess - often necessitates
the minimal, abstract nature of the document
to ensure proper representation. A monument
without a document, whether it is the label, the
condition report, or the register of historic mon-
uments, is mute and powerless.

Documents do not always, however, assist
the monument; they often oppose them. There
is no better historical context to study the di-
alectical interaction between monuments and
documents than in Eastern Europe under late
socialism. In everyday life, official documents
(e.g., party newspapers, decrees, programs, and
directives) were blindly loyal to the monuments
of the state. These monuments acted as sacred
relics of the original revolutionary event, of the
immortal leader, and His eternal cause. Under
the surface, however, within a realm sometimes
called “second” and other times “parallel cul-
ture,” a different category of documents carried
out covert sabotage operations against the
ideological constructions filling the “commu-
nal” space above the ground. With no control
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slepé loajalni k pamatkam statu. Tyto pamat-
ky mély roli posvatné relikvie ptivodni revo-
luéni udalosti, nesmrtelného vidce a ,jeho
vécné véci“. Nékde pod povrchem, ve sfére
nazyvané ,druha“ a jindy ,paralelni kultura®,
v8ak zcela jina kategorie dokumentu reali-
zovala skryté sabotazni operace proti ideo-
logickym konstrukcim tvoficim ,komunalni“
prostor na povrchu. Bez kontroly nad vyrob-
nimi prostfedky, nad vytvarenim prebytku Ci
nadhodnoty nezbytné pro stavbu pamatnikd,
se disidentsti intelektualové a umélci z ho-
Ié nutnosti uchylovali k demokratické pova-
ze dokumentu. Vydavali a §ifili ruéné psané
nebo strojové tisténé samizdatové publikace,
samizdatové edice a rentgenozdatovou hud-
bu pfenasenou na rentgenovych snimcich;
fotografovali, nataceli a xeroxovali zdznamy
uméleckych vystoupeni a akci; zakladali sou-
kromé archivy a ulozisté korespondence se
svymi zahraniénimi nebo mistnimi pfivrzenci.
Tato dokumentaéni praxe pfipominala party-
zanskou valku, kdy dokumenty skryté atocily
na piedestal statni ideologie. Je zcela zjevné,
Ze tyto nekvalitné reprodukované dokumen-
ty nemohly né&jak vyrazné ohrozit ¢i dokonce
demontovat objemné pamatniky. Prostied-
nictvim poetické ironie spiSe postupné naru-
Sovaly jejich zdanlivé pevnou a neznicitelnou
ideologickou slupku. Zpochybriovaly trvanli-
vost monumentalni Zuly a mramoru nebo se
vysmivaly drolicimu se betonu a sadre, které
se pouzivaly na sklonku socialismu. Tento vy-
sméch a zesmésnovani pfipravovaly plidu pro
novy typ mnemotechnického rezimu.

I Mokument

V Kyjevé je mezi nalety mozné navstivit dalsi
kategorii pamatnika, které patii do opacného
tabora nez ty, které jsou chranéné dokumen-
ty, a to bez ohledu na to, zda nabizi prav-
ni ochranu, nebo funguji jako fyzicky §tit, jak
jsme vidéli v pfipadé pamatnik Sevéenkova
a Chmelnického. Do této druhé kategorie ¢as-
te€né spada i Oblouk svobody ukrajinského
lidu. Tento pamatnik byl plivodné postaven
jako Oblouk pratelstvi narodd v roce 1982
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over the means of production - over generating
excess, or surplus value essential for the con-
struction of monuments - dissident intellec-
tuals and artists resorted to the bare necessity
and democratic nature of the document. They
published and disseminated handwritten or
machine-typed samizdat publications, tamizdat
editions, and roentgen-izdat music printed on
X-ray plates; they photographed, videographed,
and xeroxed records of artistic performances
and events; set up private archives and mail art
repositories of correspondences with their for-
eign or local sympathizers. This documentation
practice resembled guerrilla warfare, where
documents surreptitiously struck at the pedes-
tal of state ideology. These poorly reproduced
documents could certainly not leave a dint nor
dismantle the bulky monuments - instead, they
gradually eroded their seemingly rigid and in-
destructible ideological structure through po-
etic irony. They questioned the durability of the
monument’s granite and marble or mocked the
crumbling, watered-down concrete and gypsum
used at the peripheries of officially existing so-
cialism. Their mockery and derision prepared
the ground for a new type of mnemonic regime.

I Mocument

Back in Kyiv, in between air raids, one could
visit another category of monuments that fall
within the opposite camp from those protect-
ed by documents - both as legal guardians
and physical enclosures, as seen earlier with
Shevchenko’s and Khmelnytsky’s memorials.
The Arch of Freedom of the Ukrainian People
partially falls within this second category. This
monument was originally erected as the Peo-
ples’ Friendship Arch in 1982 to celebrate the
unity of the Russian and Ukrainian people. (fig.
a,b,c, p.107) The 50-meter, rainbow-shaped
arch is curved over a bronze statue depicting
two figures holding the historical Pereiaslav
Agreement, binding Russians and Ukrainians
“for eternity.” Following the 2014 invasion of
Crimea and the decommunization laws, which
stripped many Soviet/Russian monuments of
their historical status, the memorial complex lost
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na oslavu jednoty ruského a ukrajinského li-
du. (obr. a,b,c, s.107) Padesatimetrovy ob-
louk ve tvaru duhy se klenul nad bronzovou
sochou, kterd znazornovala dvé postavy dr-
Zici historickou Perejaslavskou dohodu, ktera
spojovala Rusy a Ukrajince ,,na vé¢né Casy“.
Po invazi na Krym v roce 2014 a prosazeni de-
komunizaénich zakon, které zbavily mnoho
sovétskych/ruskych pamatek jejich historic-
kého statusu, pfiSel pamétni komplex o ochra-
nu dokumentu. Jak Ukrajina po Euromajdanu
nabrala novy smér, misto se stalo symbolic-
kym bojistém liberalniho aktivismu a narodni
konsolidace. Pamatnik proto proSel nékolika
symbolickymi proménami: v roce 2017 byl
oblouk natfen duhovymi barvami jako sym-
bol kyjevského priivodu hrdosti; v roce 2018
aktivisté umistili na oblouk nalepku pfipomi-
najici prasklinu v titanu, ktera predstavuje roz-
kol ve vé€éném spojenectvi téchto ,bratrskych®
narodu; a po invazi v roce 2022 nafidil starosta
Kyjeva demontaz sousosi, které symbolizova-
lo nejlepsi pratele pod ,prasklym® obloukem.
Oblouk pratelstvi narod je jen jednim pfikla-
dem z rozsahlé kategorie pamatek po celé
vychodni Evropé, které byly zbaveny svého
pravniho ochranného statusu. Reéeno sou-
¢asnou terminologii, jedna se o pamatky bez
doklad.

Pad komunismu na pocatku 90. let 20. sto-
leti vnesl do kulturni oblasti postsocialismu
novy typ mnemotechnického objektu. Mohli
bychom jej nazvat ,,mokument” [z angl. mocu-
ment], jednak proto, Ze pro n&j asi nenalezne-
me vhodnéjsi termin, ale také proto, ze v této
podobé funguje jako ozvéna podobnych ter-
mind, které zavedli umélci na konci 20. stoleti.
Mezi ty patfi napfiklad ,,non-u-ment“ (Gordon
Matta-Clark), ,humument” (Tom Phillips) ne-
bo ,mockument” a ,mockumentary®, které
se Casto objevuji v sou¢asné masové kul-
tufe. VSechny tyto terminy kromé fonetické
podobnosti s ,monumentem” nebo , doku-
mentem“ spoleéné odkazuji na novou formu
kulturni produkce, ktera se koncem 20. stole-
ti rozvinula v disledku krize zavedenych na-
stroju ¢asu a paméti. VSechny tyto terminy,
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the protection of the document. As post-Euro-
maidan Ukraine steered towards a new course,
the site became a symbolic battlefield for liberal
activism and national consolidation. The mon-
ument has undergone multiple symbolic addi-
tions and transformations: in 2017, the arch was
painted in rainbow colors as a symbol of the Kyiv
Pride Parade; in 2018, activists placed a sticker
on the arch resembling a crack in the titanium,
signifying arift in these “brotherly” nations’ eter-
nal alliance; and after the invasion of 2022, the
mayor of Kyiv ordered the dismantling of the
sculptural figures, which once posed like best
friends under a “cracked” arch. The Peoples’
Friendship Arch is just one example from a vast
category of monuments across Eastern Europe
that have been stripped of their legal protective
status. To use the current terminology, these are
monuments without documents.

The fall of communism in the early 1990s
introduced a new type of mnemonic objectinto
the cultural realm of postsocialism. One might
call it a “mocument” - for lack of a better word
- but also to echo similar terms invented by
artists at the end of the twentieth century, such
as “non-u-ment” (Gordon Matta-Clark), “hu-
mument” (Tom Phillips), or “mockument” and
“mockumentary,” often found in contemporary
mass entertainment. What all these terms have
in common, besides their phonetic resemblance
to “monument” or “document,” is a reference to
a new form of cultural production that thrived in
the late twentieth century out of the crisis of the
established instruments of time and memory.
These terms, subsumed here under the nonce
word “mocument,” may resemble monuments
and documents, except that their role is com-
pletely reversed: instead of remembering and
proving they are instruments of forgetting,
canceling, or correcting historical records or
memory by resorting to fiction. The mocument’s
meaning is conveyed by the word’s morpholo-
gy, which is as fictional as the artifacts to which
the term might be applied. The would-be root
“mocu-" might be said to be formed from the
merger of the first and last syllables of “monu-"
(monere) and “docu-" (docere), which, when
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které mGzeme zaradit pod ,mocument“ coby
okazionalismus, se svym zplsobem podobaji
pomnikim (monuments) a dokumenttm (do-
cuments), avSak s tim rozdilem, zZe jejich role
je obracena. Misto toho, aby pfipominaly, jsou
nastrojem zapominani, ruSeni nebo opravova-
ni historickych zaznamu ¢&i paméti tim, Ze se
uchyluji k fikci. Vyznam terminu mokument je
obsazen v jeho morfologii, ktera je stejné fik-
tivni jako artefakty, na néz by se tento termin
mohl vztahovat. Mozny kofen ,mocu-“ vznikl
jako portmanteau slou¢enim prvni a posledni
slabiky slova ,monu-“(z lat. monere) a ,docu-*
(z lat. docere), coz v souvislosti s néjakym
pfedmétem evokuje ambivalenci. Pfipojeny
sufix naznacuje €innost spocivajici v pochy-
bovani, nedlivéfe, zpochybriovani nebo fabu-
laci zjiSténé skute€nosti nebo vzpominky.
Kategorie mokumentu je velmi Siroka. Ne-
vztahuje se vzdy pouze na momenty skadleni,
zesmésnovani, sarkasmu nebo ironie, nepfi-
vlastfiuje si symboly a nepfebira vyznamy,
které pronikly do velké ¢asti kulturni a umé-
lecké produkce na konci 20. stoleti a pozdéji.
Mokument vstoupil do masové kultury poté,
co vznikl jako metoda v rdmci avantgardnich
a postmodernich uméleckych postupu. Piikla-
du je fada: Yves Klein a jeho Skok do prazdna,
ktery stira hranici mezi faktem a fikci a zpochy-
bruje noviny coby hlavni dokument verejného
diskurzu v pozdni modernité; Oldenburgovy
nafukovaci nebo tavici se pomniky zesmésnuji
jednu z klicovych vlastnosti pomniku: stalost
a trvanlivost; apropriace Sherrie Levine (napf.
After Walker Evans), které zpochybnuji pred-
stavy o umélecké originalité prostfednictvim
dokumentu velké hospodaiské krize. Nedav-
no, jiz v tomto stoleti, néktefi kritici dokonce
povysili tvorbu fiktivnich dokumentu na za-
kladé skute€nych a ¢asto velmi tragickych
historickych udalosti na axiom vesSkerého
~Souc¢asného uméni® Mokument se ve vy-
chodni Evropé neobijevil nahle po roce 1989,
ale rozvijel se postupné a nejprve byl testovan
v ramci paralelnich poli pozdniho socialis-
mu. Disidentsti intelektualové pouzivali vlast-
ni nebo vypujéené techniky (napf. samizdat,
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coupled together, introduces an ambivalence
regarding the object. Attached to the suffix, the
term suggests an action of doubting, distrusting,
disputing, or fictionalizing an established fact
or memory.

The category of mocument is very broad,
and it does not always refer to acts of teasing,
mockery, sarcasm, or irony, or to the appropri-
ation of symbols and hijacking of meaning that
have permeated much of the cultural and artis-
tic production in the late twentieth century and
beyond. The mocument entered mass culture
after first being worked out as a method within
vanguard and postmodernist artistic practices.
Examples are numerous: Yves Klein’s Leap into
the Void, which blurs the line between fact and
fiction, questions the newspaper as the main
document of public discourse in late modernity;
Oldenburg’s inflatable or melting monuments
mock one of monument’s key properties: perma-
nence and longevity; Sherrie Levine’s appropria-
tions (e.g., After Walker Evans) dispute notions of
artistic originality through the documents of the
Great Depression. More recently, in this century,
some critics have even elevated the production
of fictitious documents, based on actual and of-
ten very tragic historical events, into an axiom of
all “contemporary art”% In Eastern Europe, the
mocument did not emerge suddenly after 1989
but was developed and first tested within the
parallel poleis of late socialism. Dissident intel-
lectuals used their own or borrowed techniques
(e.g., samizdat, tamizdat, détournement, dérive)
to strike at the ideological pedestal of social-
ism, and unofficial artists engaged in actions
and performances that teased the great mon-
uments of socialist realism (e.g., Gyérgy Galan-
tai, Julia Klaniczay, and G. A. Cavellini's Homage
to Vera Mukhina 1980 performance in Heroes’
Square, Budapest).f It is in such practices that
one should look for a genealogy of the mocu-
ments produced by professional and folk artists
or activists from 1990 to 2022 and beyond.

The monuments of socialism have been
the easiest targets and the basic “material” for
the postsocialist mocument. A quick search for
memorials that have been hijacked, mocked,
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tamizdat, détournement, dérive), aby zasahli
ideologicky piedestal socialismu. Neoficialni
umeélci se zapojovali do akci a performanci,
které drazdily velké monumenty socialistic-
kého realismu (napft., Gyorgy Galantai, Julia
Klaniczay a G. A. Cavellini v performanci Hom-
age to Vera Mukhina [Pocta Véfe Muchinové]
v roku 1980 na Namésti hrdint v Budapesti).6
V pfikladech takové tvorby mizeme hledat
genealogii mokument( vytvorenych profesi-
onalnimi a lidovymi umélci ¢&i aktivisty v letech
1990-2022 a pozdéji.

Pamatky socialismu jsou nejsnadnéj-
§im cilem a zakladnim ,materidlem” pro po-
stsocialisticky mokument. Rychlé vyhledani
pamatnikd, které byly v poslednich dese-
tiletich ukradeny, zesmésnény, zneuctény
nebo znesvéceny, nabizi dlouhy seznam li-
dovych a umeéleckych postav: Lenin pre-
vle€eny za Dartha Vadera (Odésa, Ukrajina);
Lenin v klaunském kostymu (Krasnodar, Rus-
ko); Lenin prevle¢eny za bulharského rolni-
ka (Zaliznyéne, Ukrajina); fada soch Lenina
prfemalovanych do barev duhy nebo do ba-
rev ukrajinské vlajky; Stalinovy boty na pod-
stavci bez zbytku téla (Budapest, Madarsko);
a nespocet pamatnikl oslavujici délniky, rol-
niky nebo sovétské vojaky prevlecené za ho-
llywoodské superhrdiny (Sofie, Bulharsko)
a mnoho dalSich. (obr. a,b,c,d, s.108) Také
soucasni umeélci pfispéli svymi dily. Uvedme
napfiklad instalaci Krzysztofa Bednarského
Lenin’s Missing Arm (Kotka, Finsko); sovét-
sky tank Davida Cerného a pratel nabarveny
na rGzovo (Praha, Cesko); a mnoho dalsich
nerealizovanych nebo realizovanych navrh
umeélc, jak se vyporadat se sovétskymi pa-
matniky. Jak je vidét, pokud jde o podvraceni
socialistickych ,vé&ci/znak(“, lidové ani sou-
¢asné umélecké imaginaci se meze nekladou.

Mokument diskredituje politické metana-
rativy tim, Ze do nich vnasi notnou davku fik-
ce. Fikcionalizuje jejich symboly a nastroje,
tedy pamatnik i dokument. Oba slouzily jako
spolehlivé nastroje historické paméti, faktic-
ké pravdy a objektivity, tedy hlavnich episte-
mickych hodnot zapadocentrické modernity.
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defaced, or desecrated over the past decades
will yield a long list of folkloric and artistic char-
acters: Lenin dressed as Darth Vader (Odesa,
Ukraine); Lenin in a clown costume (Krasnodar,
Russia); Lenin dressed as a Bulgarian peasant
(Zaliznychne, Ukraine); numerous Lenins painted
in rainbow colors or in the colors of the Ukraini-
an flag; Stalin’s boots on a pedestal with the rest
of the body missing (Budapest, Hungary); and
countless monuments of workers, peasants, or
Soviet soldiers dressed as Hollywood superhe-
roes (Sofia, Bulgaria), among many others. (fig.
a,b,c,d, p.108) Contemporary artists have also
contributed with works such as Krzysztof Bed-
narski’s monument-installation Lenin’s Missing
Arm (Kotka, Finland); David Cerny and friends’
pink Soviet tank (Prague, Czechia); and numer-
ous other unrealized or realized artist proposals
on how to deal with Soviet monuments during
the monumental debates. There are no limits to
folkloric or contemporary art imagination when
it comes to subverting the socialist thing-signs.

The mocument discredits political met-
anarratives by infusing them with a hefty dose
of fiction. It fictionalizes its symbols and tools:
the monument and the document. These have
served as reliable instruments of historical
memory, factual truth, and objectivity - the main
epistemic values of Western-centric modernity.
Historically, the mocument can be regarded as
a byproduct of the so-called post-political or
post-truth age. It has thrived during the three
and a half decades of “freedom,” as the post-
1989 world has been known, actively discred-
iting the failed ideals of modernity: socialism
and communism. It has become an instrument
of counter-memory, flourishing in the national
and digital public spheres, which have been
divided and exploited by corporate interests.
The mocument is undoubtedly related to what
has been theorized for some time in terms of
simulacra (Baudrillard), representing a semi-
otic breakdown in the traditional relationship
between signifier and signified, or between the
(thing-)sign and referent. A new form of hyperre-
ality has since taken shape, from tangible social-
ist monuments dressed as Hollywood heroes to
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Z historického hlediska miZzeme mokument
povazovat za vedlejsi produkt tzv. postpolitic-
kého Ci postpravdivého véku. Béhem tii a pul
desetileti ,,svobody*, jak byva oznac¢ovan svét
po roce 1989, se mu darilo diskreditovat ne-
Uspésné idealy modernity: socialismus a ko-
munismus. Mokument se stal nastrojem
»protipaméti‘, ktery vzkvétal v narodni a digi-
talni vefejné sfére, ktera vSak byla rozdélena
a zneuzita korporatnimi zajmy. Mokument ne-
pochybné souvisi s tim, co je jiz néjakou do-
bu teoreticky ozna¢ovano jako ,simulakrum®
(Baudrillard) - termin, ktery popisuje sémio-
ticky rozpad tradiéniho vztahu mezi oznaéuji-
cim a oznacovanym, respektive mezi (vécnym)
znakem a jeho referentem. Od té doby se
zformovala nova podoba hyperreality, ktera
snoubi v§e od hmatatelnych socialistickych
pamatnik( prevleéenych za hollywoodské
hrdiny az po deepfakes, memy, boty a trolly
vmeésujici se do voleb, pokémony, QAnon, fake
news, dezinformace, chatboty s umélou inte-
ligenci a dalSi znamé a rozsifené virtualni na-
leZitosti postpravdivého svéta.

Mokument nicméné mize slouzit vice
ucelim a Casto zcela protichGdnym, stej-
né jako pamatnik a dokument. | ty jsou v8ak
pouhymi nastroji, ¢i spiSe nastroji proti ¢asu
a paméti v dobé, kdy se dominantni politické
narativy zdiskreditovaly, protoze nedokazaly
naplnit historické sliby narativu pokroku ob-
sahujici vSeobecnou rovnost a spravedinost,
respekt k druhym lidem, odliSnym kulturam
a narodni suverenité. Stejné jako pamatnik
a dokument je dnes mokument u€innym na-
strojem nejen pro demokraticky a kulturni
aktivismus, eventuelné pro skute¢ny narod-
ni odpor, jak je vidét na Ukrajinég, ale také pro
populisty a zpatecniky. Vzestup mokumen-
tu na konci postsocialismu zesilil v dobé,
kdy je sama liberalni demokracie napadana
na narodni Grovni i v oblasti digitalni sféry
ve Washingtonu, Berliné ¢i Pafizi, ale i na bo-
jistich Charkova, Donbasu a Chersonu.
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digitalized deepfakes, memes, bots and trolls
meddling in elections, Pokémons, Q conspir-
acies, fake news, disinformation, Al chatbots,
and other well-known and widespread virtual
essentials of the post-truth world.

Nonetheless, a mocument can serve mul-
tiple and often opposing causes, just like the
monument and document. They are mere in-
struments, or rather counter-instruments, of
time and memory in an age when dominant
political narratives have been discredited due to
their failure to deliver on the historical promises
of the narrative of progress: universal equality
and justice, respect for other people, cultures,
and national sovereignty. Like monuments and
documents, mocuments today are efficient tools
not only for democratic political and cultural ac-
tivism - or for genuine national resistance, as
seen in Ukraine - but also for populists and re-
actionaries. The rise of the mocument at the end
of postsocialism has intensified at a time when
liberal democracy itself is now under assault in
national and digital spheres, in Washington, Ber-
lin, or Paris, and on the battlefields of Kharkov,
Donbas, and Kherson.
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Viz ¢lanek Eda Rama and Kostiantyna Khudova, “Kyiv’s
shrouded and absent statues tell a story of war and
defiance” [Zahalené a nepfitomné sochy v Kyjevé vy-
pravéji pfibéh valky a vzdoru], The Washington Post, 3.
Cervence 2024,

Viz zvlastni vydani vénované této krizi: “War on Monu-
ments: Documenting the Debates over Russian and
Soviet Heritage in Eastern and Central Europe” [Valka
o pamatky: dokumentace debat o ruském a sovétském
dédictvi ve vychodni a stfedni Evropé], editovala Kris-
tina Joekalda, Kunsttexte, 2024/ 1, s. 3.

Vykladovy slovnik Oxford English Dictionary datuje
slova ,monument“ [pamatnik] a ,document“ [doku-
ment] do pfiblizné stejné doby (1150). V novovéku za-
znamenalo slovo ,monument* vyssi frekvenci uzivani
(1750-1810), ktera poté nepretrzité klesala, zatimco
vyskyt slova ,document” od roku 1750 neustéle stou-
pal a vrcholu dosahl v letech 1960-2010. Dalsi po-
drobnosti o etymologii a frekvenci pouziti naleznete
ve faktografickém listu v Oxford English Dictionary,
ktery je dostupny online. Oxford English Dictiona-
ry, s.v. ,document (n.)", 2023, https:/doi.org/10.1093/
OED/9116849622; a Oxford English Dictionary,
s.v. ,monument (n.)*, 2023, https:/doi.org/10.1093/
OED/7779009580.

Pro Bruce Triggera je ,hlavnim definiénim znakem

pamatky to, Ze jeji rozméry a propracovanost presa-
huji pozadavky jakychkoli praktickych funkci, které

ma plnit“ Bruce G. Trigger, Monumental Architecture:

AThermodynamic Explanation of Symbolic Behaviour”
in World Archaeology, 1990/ 22:2 (Monuments and the

Monumental 1990), s. 119.

Pfiklad mokumentu jako Ustfedniho prvku sou¢asného
umeéni najdeme v knize Petera Osborna Anywhere or
Not at All, ve které Osborne predstavuje fiktivni doku-
menty libanonské ob&anské valky, jak se objevuji v dile
skupiny Atlas jako paradigma sou¢asného uméni. Viz
Peter Osborne, Anywhere or Not at All (London: Verso,
2013).

O mokumentu ve vychodni Evropé piSe Octavian Esa-
nu v ¢lanku “Monument—Document—Mockument (in
East European Art and Art History).” Regional Meeting
IP #2: How to Revisit History in the Plural Form?” The
Institute of the Present. https:/institutulprezentului.ro/
en/2020/11/15/unpaged/#contents-E.

Octavian Esanu

1 See a recent article by Ed Ram and Kostiantyn Khudov,
“Kyiv’s shrouded and absent statues tell a story of war and
defiance,” The Washington Post, (July 3, 2024).

2 See a recent special issue dedicated to the crisis: “War
on Monuments: Documenting the Debates over Russian
and Soviet Heritage in Eastern and Central Europe,” edi-
ted by Kristina Joekalda, Kunsttexte No. 1(2024), p. 3.

3 The OED dates “monument” and “document” to approxi-
mately the same time (1150). In the modern age, “monu-
ment” saw increased use from 1750 to 1810, followed by
continuous decline, while “document” steadily rose from
1750, peaking between 1960 and 2010. For further details,
please refer to the Factsheet, Etymology, and Frequency
in the Oxford English Dictionary online. Oxford English
Dictionary, s.v. “document (n.),” September 2023, https:/
doi.org/10.1093/OED/9116849622; and Oxford English
Dictionary, s.v. “monument (n.),” September 2023, https:/
doi.org/10.1093/0OED/7779009580.

4 For Bruce Trigger the monument’s “principal defining
feature is that its scale and elaboration exceed the
requirements of any practical functions that a building
is intended to perform.” Bruce G. Trigger, “Monumental
Architecture: AThermodynamic Explanation of Symbolic
Behaviour” in World Archaeology, Vol. 22, No. 2, Monu-
ments and the Monumental (Oct., 1990), 119.

5 An example of mocument as central to contemporary art
can be found in Peter Osborne’s book Anywhere or Not
at All, where he presents the fictitious documents of the
Lebanese Civil War, as they appear in the work of the At-
las Group, as paradigmatic for all contemporary art. See,
Peter Osborne, Anywhere or Not at All (London: Verso,
2013).

6 For an account mocument in Eastern Europe see Octa-
vian Esanu, “Monument—Document—Mockument (in
East European Art and Art History).” Regional Meeting
IP #2: How to Revisit History in the Plural Form?” The
Institute of the Present. https:/institutulprezentului.ro/
en/2020/11/15/unpaged/#contents-E.
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Pamatnik ukrajinského basnika Tarase Sevéen-

ka chranény potisténymi zast€énami pfed ruskym
ostifelovanim. Kyjev, ¢ervenec 2022. Foto Volodymyr
Vlasenko. Wikimedia Commons.

Pamatnik Mychajla Hrusevského chranény po-
tiSténymi deskami pred ruskym ostfelovanim.

Na deskach, které nesou stopy po Srapnelech, je
vyobrazen Taras Sevéenko. Budova za pamatnikem
je Kyjevska narodni univerzita Tarase Sevéenka.
Kyjev, 24. Srpna, 2023. Foto Volodymyr Vlasenko.
Wikimedia Commons.
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Monument of Ukrainian poet Taras Shevchenko
sheltered with printed boards from Russian shell-
ing. Kyiv, July 2022. Photo by Volodymyr Vlasenko.
Wikimedia Commons.

Monument to Mykhailo Hrushevsky, sheltered
with printed screens from Russian shelling. On the
screens covering the monument, as well as the
building behind it (Taras Shevchenko National Uni-
versity), one can see shrapnel marks. Kyiv, August
24,2023. Photo by Volodymyr Vlasenko. Wikimedia
Commons.

Oblouk pratelstvi v roce 2013. Foto Dmytro
Chapman, 30. ledna, 2013. Wikimedia Commons.

Oblouk svobody ukrajinského lidu nabarven
duhovymi barvami. Foto Maxence, 6. kvétna 2017.
Wikimedia Common.

Oblouk svobody ukrajinského lidu ukazujici nalepku
praskliny. Fotografie pofizena po odstranéni
bronzové sochy zobrazujici ruského a ukrajinského
délnika. Foto Anastasiia Parkhimovy¢, 29. ¢ervna
2022. Wikimedia Commons.

The Arch of Friendship in 2013. Photo by Dmytro
Chapman, January 30, 2013. Wikimedia Commons.

Arch of Freedom of the Ukrainian People painted in
the colors of the rainbow. Photo by Maxence, May 6,
2017. Wikimedia Common.

Arch of Freedom of the Ukrainian People showing the
sticker of a crack placed on its surface. Photo taken
after the removal of the bronze statue depicting a
Russian and a Ukrainian worker. Photo by Anastasiia
Parkhimovych, June 29, 2022. Wikimedia Commons.



Pamatnik sovétské armady namalovany ve stylu
pop-artu (18. ¢ervna-21. ¢ervna 2011) Graffiti:
“Drz krok s dobou.” Foto Ignat Ignev, 18. ¢ervna
2011. Wikimedia Commons. Upraveno.

Pomnik sovétského vojaka zabaleného

do modrozluté stre¢ové folie b&éhem ruské invaze
na Ukrajinu v bfeznu 2022. Cebin, Ceska republika.
Foto Marek Blahus, 4. bfezna 2022. Wikimedia
Commons. Upraveno.

Poskozeny Leninlv pomnik v ukrajinské Kyrylivce,
cervenec 2014. Wikimedia Commons.

Stalinovy boty v parku Memento (Szoborpark)
u Budapesti. Ze Stalinova pamatniku zbyly jen
boty. Foto Ines Zgonc, srpen 2007. Wikimedia
Commons.

Monument to the Soviet Army painted in pop art
style (June 18 - June 21, 2011). Graffiti inscription:
“Keep up with the times.” Photo by Ignat Ignev, June
18, 2011. Wikimedia Commons. Cropped.

Monument of a Soviet soldier wrapped in blue and
yellow stretch film during the Russian invasion of
Ukraine in March 2022. Cebin, Czech Republic.
Photo by Marek Blahus, March 4, 2022. Wikimedia
Commons. Cropped.

Damaged monument of Lenin in Kyrylivka, Ukraine.
July 2014. Wikimedia Commons.

Stalin’s Boots at Memento Park (Szoborpark), near
Budapest. The boots are all that remain of Stalin’s
monument. Photo by Ines Zgonc, August 2007.
Wikimedia Commons.




V soucasné debaté o kultufe ruseni, prezen-
tizmu a ménicich se postojich spole¢nosti
k minulosti dochazi k pfehodnocovani ulohy
verejné historie. Proti tradi¢nim pomnikim
oslavujici ,velké” muze se formou protest( vy-
mezili aktivisté po celém svété, nejviditelngji
ve Spojenych statech, ale zdaleka nejen tam.
Politické debaty, vyzkumné projekty, umé-
lecké intervence a odstrafiovani pomnik( se
dotykaiji jejich vztahu k historii, mocenskym
strukturdm a prostoru. Nazev leto$niho Trie-
nale SEFO 2024 - Momenty, ktery cili na oka-
mziky, jez se ,dotykaji nasi vlastni historie
a paméti”, nabizi skvélou pfilezitost premys-
let o tom, jak se minulost setkava s pritom-
nosti. Proto se pokusim propojit ,moment*
s tim, co se zda byt jeho protikladem, tedy
monumentem. Jsem toho nazoru, ze monu-
menty, pamatky a pamatniky v sobé nesou
nejen minulost, ale vzdy i pfitomnost: pfi-
tomnost minulou, ve které vznikaly, ale také
tu, ve které nyni pretrvavaji. Pfitomnost vzni-
ku a pfFitomnost recepce lidi se v§ak ve chvili,
kdy je monument slavnostné odhalen, rozcha-
zi, coz vede ke kontroverzim, zejména kdyz
se vefejné minéni obrati proti mocenskym
strukturam, které vznik pamatniku iniciova-
ly. To nemusi nutné predstavovat ,,nebezpe-
Ci“ pro jiz nechténé pamatniky, ale mize to
pfedstavovat i pfilezitost pro vefejnost a ob-
jekty, s nimiz je tato pfitomnost konfrontova-
na. Monumenty totiz ,,umlkaji“, pokud nejsou
udrZovany pfi Zivoté prostfednictvim rituald,
vefejného uzivani a pokud nejsou uvadény
do novych souvislosti, mezi které patfi i pro-
testy a nékdy paradoxné i jejich odstranéni.
SkuteCnost, ze se pamatky a pamat-
niky nachazi v prostoru, objasfiuje zavis-
lost na pretrvavajicim setkavani. Védci se jiz
dlouho zamysleji nad napétim mezi ,plivod-
nim“ vyznamem textl ¢i artefaktd a historii
jejich recepce. Zaméreni na dobovy kontext
interpreta, zejména pokud je povazovan
za problematicky, byva vnimano jako mozna
interpretace. Ta se pro nékteré stava jakousi
ahistorickou instrumentalizaci minulosti s po-
litickymi ambicemi v sou¢asnosti. Pro jiné je

Mechtild Widrich

In the midst of the current debate about cancel
culture, presentism, and our shifting attitudes
towards the past, the status of public history is
again under reconsideration. Traditional mon-
uments - celebratory statues to ‘great’ men -
have been challenged by activist protests in the
last decade all over the world, most visibly but
by no means exclusively in the United States.
These political debates, research projects, ar-
tistic interventions, and removals, circle around
the relationship between those objects and his-
tory, hegemonic power structures, and spatial
practices. The title of the SEFO Triennial, Mo(nu)
ments, with its aim to look at moments that
“touch our own history and memory”, is a per-
fect opportunity to think about encounters with
the past in the present. Let me try to connect the
“moment” through that which seems its oppo-
site, monuments. | argue that monuments are
always about the present - the past present of
their construction and the present in which they
persist - as much as they are about the past.
Since the present of construction and the pres-
ent of reception come apart as soon as a mon-
ument is inaugurated, this leads to controversy,
particularly as public opinion turns against the
confluence of public power that led to a monu-
ment being erected in the first place. That need
not post only a ‘danger’ for unwanted monu-
ments, it may also pose an opportunity for the
public and the objects it confronts. Monuments
fall “silent” if not kept alive through ritual, pub-
lic use, and recontextualization, which includes
protest and sometimes, paradoxically, removal.

The fact that monuments are in space ex-
plains this dependence on ongoing embodied
encounter. Scholars have long thought about
the tensions between the “initial” meaning of
texts and artifacts versus their reception histo-
ry. The focus on the interpreter’s own context,
particularly when this is felt to be problematic,
is often named a presentist interpretation. For
some, the latter is an ahistorical instrumental-
ization of the past for political agendas in the
present. For others, the present is an inevitable
horizon of meaning that any past act or artifact
must reach to be intelligible. To illuminate this
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pfitomnost nevyhnutelnym vyznamovym ho-
rizontem, kterého musi kazdé lidské konani
nebo vytvor dosdhnout, aby byl srozumitel-
ny. S cilem osvétlit tuto debatu z hlediska ve-
fejného umeéni se podivejme nejprve na to,
co je pro pamatky a monumenty obecné spe-
cifické a jak se vztahuji k minulosti. Za prvé,
vétSina z nich jsou zhusténymi znaky, které
byly postavené tak, aby nas smérovaly k dé-
jindm s velkym D. Ze tyto zvyraziiovace dé-
jin v prostoru maji vliv na formovani vefejné
sféry, tvrdil politicky filozof Achille Mbembe
v souvislosti s protesty v Jihoafrické repub-
lice proti socham britského kolonialisty Ce-
cila Johna Rhodese v roce 2015. Poklada si
otazku ,jak souvisi strzeni sochy podnikatele
z konce 19. stoleti s dekolonizaci univerzitni-
ho prostiedi v 21.stoleti?”* S odkazem na psy-
chiatra a politického filozofa Frantze Fanona
Mbembe tvrdi, Ze politickda zména vyzaduje,
abychom zmeénili uspofadani prostorovych
vztahl, protoze ,,dekolonizace budov a ve-
fejného prostoru je neoddélitelnd od demo-
kratizace pfistupu k nim.”2 Podle Mbembeho
prostorové vztahy nereflektuji jen historické
mocenské vztahy, ale i to, jak se do nich dé-
jiny propisuji. Mbembe nasi odpovédnost
za minulost prostorové vymezuje a ukazuje,
jak klicova je historie pro pochopeni soucas-
nosti. Nestaci tvrdit, jakkoli opravnéng, ze se
zdrava verejna sféra odviji od prava na zastou-
peni odlisnych historii. Vefejna historie mlze
prostfednictvim uméni pfinést nejen formalni
prostredky, jak historii u¢init hmatatelnou, ale
mUze nabidnout i model historie, ktery rozma-
nitym zpusobem pfispéje k pochopeni svéta
a zivota na ném, a to nejen dnes, ale i v bu-
doucnu. Jednim z takovych zpUlsob je vytvo-
fit pamatnik v prostoru, dal§im muZze byt jeho
odstranéni, jako tomu bylo v pfipadé sochy
Cecila Rhodese na univerzité v Cape Townu,
jejiz odstranéni Mbembe povazuje za Uspésny
pokus ,demytologizovat tuto historickou uda-
lost a ulozit ji k odpo€inku®

Soucasna debata o tradi¢nich pamatkach
nam ukazuje nejen potiebu si vefejné néco
pfipominat, ale také to, jak otazky ob¢&anstvi,
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debate from the standpoint of public art, let us
first see what is specific to monuments and the
way they relate to the past. First, most of them
are condensed signs constructed to direct us
towards History with capital H. That such spa-
tial markers of History impact how the public
sphere unfolds has been insisted on by politi-
cal philosopher Achille Mbembe in the context
of South Africa’s 2015 protests against statues
of British colonialist Cecil John Rhodes. Mbem-
be asked: “What does bringing down the statue
of a late 19th century privateer has to do with
decolonizing a 21st century university?”! Cit-
ing psychiatrist and political philosopher Frantz
Fanon, Mbembe claims that political change re-
quires us to rearrange spatial relations: “the de-
colonization of buildings and of public spaces
is inseparable from the democratization of ac-
cess.”?2 According to Mbembe, spatial relations
don’t just show historical power relations, but
how history itself becomes visible in these re-
lations. Mbembe spatializes our responsibility
about the past, making the case that history is
in fact crucial to understand the present. This
means, it is not enough to claim - rightly, of
course - that a healthy public sphere depends
on the right to have diverse histories repre-
sented. Art as public history can deliver not
just formal means to make history tangible, but
a model of history that lends itself to multiple
ways of understanding and inhabiting the world,
now and in the future. One of these ways is to
make markers in space; another is to remove
them, as in the case of the Cecil Rhodes statue
at the University of Cape Tow, removing which
Mbembe considered a successful attempt to
“demythologize that history and put it to rest.”
The current debate around traditional mon-
uments is helpful in showing the need not just
for public commemoration, but how issues of
citizenship, belonging, and access are related
to spatial concepts. Objects themselves do not
have agency, but our interaction with them
does. This is true for art and its reception in gen-
eral, but of course has different implications for
art that deals with history and the construction
of political representation. The qualities of the
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sounalezitosti a zpFistupnéni souviseji s pro-
storovymi koncepty. Pfedméty samy o sobé
nemaji déjinnost, ale nase interakce s nimi
ano. To plati pro uméni a jeho recepci obec-
né, ale ma to samoziejmé dalsi disledky pro
uméni, které se zabyva historii a konstruk-
ci politické reprezentace. Dulezité jsou také
vlastnosti objektu: od designu po vybér ma-
terial(. Jeho zavislost na tradicich a zpUso-
bech obéhu ovlivni, jak se takova interakce
muze odehravat. Forma je to, co vidime jako
prvni.V tomto smyslu je pro otazku sou¢asné-
ho vyznamu pamatek v nasi sou¢asnosti zce-
la zasadni.

Co to znamena pro soucasnou deba-
tu a vztah mezi objektem, historii a vefejnym
prostorem? Nékolik projektd Trienale SEFO se
témito vztahy zabyva pfimo: Socharska insta-
lace Aly Savashevich Duch [Ghost] (2017) pra-
cuje s formalnimi vlastnostmi tradi¢ni sochy
Lenina. Zamérfuje se na detail, na tézky kabat,
vyobrazovany mnoha sochami ze sovétské
éry, ktery pro Lenina byl tolik charakteristic-
ky a ktery nevérohodné viaje ve vétru. Nyni
je vSak usity z tézké Sedé latky namisto toho,
aby byl vytesan z kamene. Je doplnén o sa-
ko a kalhoty, které kraci rozhodné vpred. Sa-
motny plast se ty¢i nad kovovym podstavcem,
ktery je umistén na kole¢kach. Instalace Du-
cha, pohybujici se nékde mezi navrhem pohy-
blivé Leninovy tribuny (1920) od El Lissitzkého
a vozikem ze supermarketu, se stava symbo-
lem, ktery je vyprazdnény od skutec¢né histo-
rické osoby a ktery stavi do popredi to, jak je
»Lenin” historicky vniman, témér v duchu sar-
torialniho monumentalismu. Strasidelna pfi-
tomnost systému, ktery deindividualizoval své
obc¢any do spolec¢enskych tfid, ale ve své ve-
fejné reprezentaci zUstal vazan na individu-
alni hrdinstvi, se vynofuje témér jako fraska
nebo maédni prohlaseni. Na tomto dile mGze-
me vidét, jak lze historii i pamét vytézit z fo-
rem tak jednoduchych a abstraktnich, jako je
pansky spoleCensky odév. Dale vidime, jak
se kolektivni €i kolektivizujici poselstvi méni
s novymi systémy a novymi generacemi, kte-
ré se setkavaji s jeho pozlstatky, a Ze verejna
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object are important, however: from design to
choice of materials, its dependence on tradi-
tions and modes of circulation will influence
how the interaction can play out. The form is
what we see first. In that sense it is central to the
question of the present significance of a monu-
ment in our moment.

What does this mean for the current de-
bate and the relationship between object, his-
tory and the public sphere? Several projects at
the SEFO Triennial address those interactions
head on: Ala Savashevich’s sculptural installa-
tion Ghost (2017) works with formal properties
of a traditional Lenin statue. Zeroing in on a de-
tail, Lenin’s distinctive heavy coat, shown flutter-
ing implausibly in the wind in many Soviet-era
statues. Now again tailored in grey cloth instead
of stone, and styled atop a suit jacket and trou-
sers (the latter striding decisively forward), the
greatcoat towers over a metal construction on
wheels. Landing somewhere between El Lis-
sitzky’s proposal for a moveable Lenin Tribune
(1920) and a supermarket cart, Ghost becomes
a symbol emptied out of the actual historical
person and foregrounding “Lenin” as perceived
in history, a style of sartorial monumentalism
almost. The ghostly presence of a system that
de-individualized its citizens into parts of a so-
cial corpus, but remained bound to individual
heroism in its public representation, emerges
almost as a farce - or a fashion statement. We
see in this work how history and memory can be
extracted from forms as simple and abstracted
as men’s formal wear, but it also points to how
a collective or collectivizing message chang-
es with new systems and new generations en-
countering its remnants. In this work, it is also
evident that public representation does not on-
ly take place in public space. Many paintings of
Lenin speaking in front of crowds, in a similar
suit, often dynamically leaning forward, come to
mind, as do the photographs that often served
as their basis, many still circulation globally. In
this sense, it might be indicative that Savashe-
vich’s sculpture is shown inside the semi-public
spaces of art institutions.

This leads to the next question: Do we still
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reprezentace se neodehrava pouze ve verej-
ném prostoru. Vybavuje se mi mnoho obraz{
Lenina hovoficiho pfed davy v podobném ob-
leku, €asto v dynamickém predklonu, ale mam
pred oc¢ima i fotografie, které ¢asto slouzily
umélcim jako podklad, mnohé z nich stale
koluji po svété. V tomto smyslu je pfiznacné,
Ze socha Savashevich je vystavovana uvnitf
poloverejnych prostor umeéleckych instituci.
To nas privadi k dalsi otazce: Potfebujeme
ve verejném prostoru objekty, aby nam pfipo-
minaly a pomahaly pochopit historii? Potfebu-
jeme vibec jesté vefejny prostor, abychom se
mohli schazet? Trvalé pomniky vyzaduji dlou-
hé a ¢asto nekonec¢né debaty o tom, kam je
umistit, nemluveé o velkych finan¢nich ¢ast-
kach, které mohou byt vynalozeny na néco ji-
ného. Nebylo by jednodussi se tomu vSemu
vyhnout a pfejit do virtualniho svéta, ve kte-
rém bychom neobtéZovali ty, ktefi si nic pfipo-
minat nechtéji, a sdruzovat jen ty, ktefi naopak
chtéji? Domnivam se totiz, ze vétSina pamat-
nikd, které Ipi na tradi¢nich formach, nedava-
ji prostor tomu, aby vysly najevo protichidné
déjiny. Jejich historicka spjatost s pravem sil-
néjSiho a formalni spoléhani na oslavné a vi-
tézné udalosti se se vzpominkou v demokracii
zrovna neslucuje.® O nesouladu mezi tradi¢ni-
mi formami, materialy a demokratickymi idea-
ly hovofil uz némecky filozof Theodor Adorno,
ktery ve své Estetické teorii, ktera poprvé vy-
Sla v roce 1970, poznamenal, ze ,&im vice se
[béhem fasismu] mucilo ve sklepech, tim ne-
uprosnéji se strezilo to, aby stfecha spociva-
la na opérnych sloupech”* Vyvozovat z toho,
Ze bychom se méli vzdat spole¢nych znaku
historie, by vS8ak znamenalo, Ze s vani¢kou vy-
lijeme i dité. Mozna se tak vvhneme manipula-
tivnim pfedstavam o déjinach, zaroven to ale
z dohledu odsouva aktivni zapojeni do nich.
Proc je to problém? Davno pfedtim, nez
to zviditelnil internet, oznacila pamétnice Alei-
da Assmann absenci vefejné angazovanosti
v povalecném Némecku za ,,pragmaticky mo-
tivované spole¢enské mi¢eni“, protoze minu-
lost byla zprivatizovana.® Jinak fe¢eno, rodiny
a jednotlivci méli s faS§ismem a holocaustem
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need objects in public space in order to com-
memorate and to understand history(ies)?
Do we even need a physical public space to
come together? Also, lasting monuments re-
quire long and often unresolved debates about
location, not to mention large sums of mon-
ey that could be spent otherwise. Would it not
be easier to avoid all this and go into virtual
spheres, not annoying those who do not want
to engage in the act of commemoration, and
bringing together those who do? Indeed, | be-
lieve most monuments that cling to traditional
forms fail to allow conflicting histories to come
to light. Their historical entanglement with the
law of the strongest and the formal reliance on
celebratory and victorious events does not fit
with democratic commemoration.® The mis-
match between traditional forms and materi-
als and democratic ideals was aready on the
mind of German philosopher Theodor Adorno
in his Aesthetic Theory, first published in 1970,
who noted that under fascism, “the more peo-
ple were tortured in the cellar, the more...the
roof rested on [classical] columns* Yet to de-
duce from this that we should let go of shared
physical signs of history is to throw out the baby
with the bathwater. It may spare us manipulative
visions of history, but it also pushes active en-
gagement with it out of view.

Why is that a problem? Long before the In-
ternet made it obvious, memory scholar Aleida
Assmann diagnosed such absence of public
commitment in postwar Germany as a “soci-
etal pragmatic of silence”, where the past was
privatized.® In other words, families and indi-
viduals were supposed to struggle with Fas-
cism and the Holocaust in a biographical vein,
aided by cathartic works like The Diary of Anne
Frank, which came out in Dutch in 1947, and in
German translation in 1950. Political discussion
on the other hand remained taboo. This might
seem a problem peculiar to central Europe, but
it ocurs wherever artists and the public con-
tend with complicated, contentious history. On-
ly three kilometers from my house, Black artist
and entrepreneur Theaster Gates in June 2019
dedicated the gazebo where Cleveland teen
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bojovat po zZivotopisné linii, Cemuz napoma-
hala katarzni dila jako Denik Anne Frankové,
ktery vySel v holandstiné v roce 1947, v né-
meckém prekladu pak v roce 1950. V politic-
ké diskusi bylo néco takového naprosté tabu.
Mohlo by se zdat, Zze jde o problém typicky pro
stfedni Evropu, ale vyskytuje se vSude tam,
kde se umélci a verejnost potykaji s kompli-
kovanou a kontroverzni historii. Pouhé tfi kilo-
metry od mista, kde bydlim, nechal ¢ernossky
umélec a podnikatel Theaster Gates v ¢ervnu
2019 vybudovat altan, kde byl pét let pfedtim
policii smrtelné postfelen clevelandsky teen-
ager Tamir Rice.® MZeme pochybovat o tom,
zda jeho umisténi a nenapadna prezentace
slouzi Gatesovu cili upozornit na vSudypfi-
tomny americky problém rasistického poli-
cejniho nasili (policista totiz tvrdil, Ze si hracku
dvanactiletého chlapce spletl se skutecnou
zbrani). V kazdém pfipadé uz jen to, ze objekt
stoji a Ize jej navstivit, je Uspéch sam o sobé.
Mésto Cleveland, které si pfipomina Riceovu
pamatku pamétnim parkem, ktery navrhla kra-
jinarska architektka Diane Jones Allen, v ro-
ce 2016 spéchalo s demolici altanu. Obecné
fec¢eno, v dnesni dobé streamovacich sluzeb
a zpravodajskych kanald Sitych na miru musi-
me mit vic na paméti, Zze bublina, ve které zi-
jeme, neni jedina na svété.

Prfed deseti lety jsem se ve své kni-
ze Performativni monumenty [Performative
Monuments] snazila popsat, jak se vyvijel mo-
nument od performance 60. let k multimedi-
alnim monumentdm 90. let a pocatku 21.
stoleti. Jednalo se o empirickou studii, kte-
ra se zamérovala pfedevsim na tvorbu jedné
generace evropskych umélct zformovanych
po druhé svétové valce. Vzhledem k tomu,
Ze se témto umélcim dostalo bohatého in-
stitucionalniho uznani, mizeme se ptat, zda
jejich strategie rezonuji i u mladsi genera-
ce umélcu, ktefi zacali pracovat v dobé ne-
bo dokonce az po rozkvétu performativniho
monumentu, ktery prostfednictvim ,paméto-
vého boomu*“ vrcholil v 80.-90. letech 20. sto-
leti v reakci na sjednoceni Némecka a rozpad
Sovétského svazu. Paradigma performance,
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Tamir Rice was fatally shot by police five years
earlier.? One may question whether the struc-
ture’s location and low-key presentation serves
Gates’s goals of drawing attention to the per-
vasive American problem of racist police vio-
lence (who claimed he mistook the 12-year old’s
toy weapon for a real one); but the fact that the
object stands and may be visited is an achieve-
ment in itself. The city of Cleveland, which has
since commemorated Rice with a memorial
park, designed by landscape architect Diane
Jones Allen, was in a hurry to have the gaze-
bo torn down in 2016. Generally, in our times of
streaming services and customized news feeds,
we need to be reminded more than ever that our
bubble is not the only one in the world.

Ten years ago, my book Performative Mon-
uments showed what | saw as the development
of the monument from 1960s performance to
the multimedia monuments of the 1990s and
early twenty first century. This was an empir-
ical study, with a focus mostly on the work of
one generation of European artists formed af-
ter the Second World War. As these artists ac-
quired broad institutional recognition, we
might wonder if their strategies still resonate
with a younger generation of artists who began
working around the time or even after perform-
ative monuments flourished, at the height of the
80s-90s ‘memory boom’ spurred on by German
reunification and the fall of the Soviet Union.
Without doubt, the paradigm of performance,
some decades ago a marginal practice in ar-
tistic production, has successfully traveled into
aesthetic theory, art production, and has even
replaced older models of exhibiting. “Performa-
tivity,” originally Judith Butler’s term for the so-
cial construction of the individual through the
performance of gender, now expansively sug-
gests a whole range of contemporary aes-
thetic and political ideals.” The term is often
applied loosely to a new model of art produc-
tion in which the audience is granted access to
the art piece on equal terms with the produc-
er, if not included as co-producer. This expecta-
tion implicitly operates on assumptions similar
to those of the 1960s, that the ephemerality of

The Moments of Monuments



které jesté pred nékolika desetiletimi v umé-
lecké tvorbé hralo jen okrajovou roli, se bez-
pochyby Uspésné dostalo do estetické teorie
i umélecké produkce a dokonce nahradilo
star$i modely vystavovani. Termin ,performa-
tivita“, ktery zavedla Judith Butler pro socialni
konstrukci jedince prostfednictvim perfor-
mance genderu, dnes nabizi fadu soucas-
nych estetickych a politickych ide&lt.” Casto
se volné pouziva pro novy model umélecké
produkce, v némz je divakiim umoznén pfi-
stup k uméleckému dilu stejné jako produ-
centovi, pfipadné jsou do néj divaci zahrnuti
v roli koproducentt. Toto o¢ekavani implicitné
operuje s podobnymi predpoklady jako v 60.
letech 20. stoleti, a sice ze pomijivost perfor-
mance brani vzniku hierarchii. Nemyslim si,
Ze se néco takového déje automaticky, a ze
sila nejlepSich z téchto uméleckych dél - na-
priklad fotografické performance s nazvem
Konfigurace téla [Body Configurations] od VA-
LIE EXPORT v centru Vidné nebo Pamatnik
proti faSismu [Monument Against Fascism]
Jochena Gerze a Ester Shalev-Gerz v Hamb-
urku, ktery byl ukotven do zemé poté, co byl
na svém povrchu popsan napisy — spociva vi-
ce ve sdileni monumentalni autority nez v je-
jim pouhém odmitnuti. Znamena to, ze tato
umélecka dila otevirala spoleéensky prostor,
do néhoz bylo zapojeno i publikum. Z dnes-
niho pohledu nékteré z kritickych dichotomii,
které jsem zminovala, odpadly: napfiklad do-
Slo k rozostfeni dichotomie mezi pomijivym
a trvalym. Navic dnesni umélci ve své perfor-
mativni praxi pouzivaji rozmanité pfredméty,
mezi které patfi notace, ale i fotografie, soci-
alni média, videa, rekvizity a relikvie.
Napfiklad dilo Andrease Fogarasiho uka-
zuje, jak mlze byt komplikované, kdyz hmotné
fragmenty odkazuji do minulosti. Architek-
tonické pozlstatky ikonickych i vernakular-
nich staveb jsou poskladany jako autonomni
socharské objekty otevirajici propast me-
zi funkci a vyznamem, minulosti a soucas-
nosti. Jsou recyklované? Nebo je to Spatné
polozena otazka, kterd opomiji vyznam, kte-
ry tyto pozlstatky mély ve svém ,pivodnim*

116 Mechtild Widrich

performance prevents the formation of hierar-
chies. | do not think that this automatically hap-
pens, and that the power of the best of those
artworks - say, VALIE EXPORT’s photographic
Body Configurations snapped in the center of
Vienna or Jochen Gerz’s and Ester Shalev-Gerz’s
Monument Against Fascism in Hamburg, which
was lowered into the ground as its surface be-
came riddled with inscriptions - was in the del-
egation of monumental authority rather than its
mere refusal. It means that the art works opened
up a social space in which the audience was
included. From today’s point of view, some of
the critical dichotomies | discussed have fallen
away: the dichotomy between the ephemeral
and the permanent has been blurred, and to-
day’s artists use diverse objects related to their
performative practice, such as notations, medi-
ation (photographs, social media, video), props
and relics, as integrated part of their practice,
not afterthoughts or problematic supplements.

Andreas Fogarasi’s work, for example,
shows how material fragments can become
complicated referents to the past. Architectural
remnants both of iconic and vernacular build-
ings are assembled as autonomous sculptur-
al objects, opening up a gap between function
and meaning, past and present. Are they up- or
re-cycled? Or is this the wrong question, leav-
ing out the meaning they accrued in their ‘orig-
inal’ setting? Is Fogarasi commenting on the
musealization of everything, the disrespect for
modernist architecture, or the loss of histori-
cal specificity? He is in any case opening up
a space for the audience, in which they are in-
vited to negotiate those questions without an-
swering them for us. We do not simply have to
see an actual performance as the mediator be-
tween the individual and history - in the sense
that corporeal presence could overcome the
gap to historical events affectively, or that em-
bodiment equals immediate access. Too in-
stable is the concept of presence, like that of
history, to begin with, and too meaningful are
exactly those spaces that allow, but do not de-
mand, active participation. Maybe we are at
a crossroad, at which not only activism and

Momenty monument(

prostiedi? Vyjadfuje se Fogarasi k muzealizaci
vSeho, k netcté vic¢i modernistické architek-
tufe nebo ke ztraté historické specifi¢nosti?
V kazdém pfipadé otevira divakim prostor,
v némz jsou vyzvani, aby o t&chto otazkach
premysleli, aniz by na né odpovidali za nés.
Nemusime v§ak vnimat konkrétni performa-
tivni dilo jako prostfednika mezi jednotlivcem
a historii vtom smyslu, ze by snad télesna pfi-
tomnost mohla pfekonat vzdalenost od his-
torickych udalosti, nebo ze urcité provedeni
zprostifedkuje bezprostifedni pfistup. Koncept
pritomnosti, podobné jako pojem déjin, je pfi-
li§ neuchopitelny na to, abychom s nim zacali.
Naopak az pfili§ smysluplné jsou praveé ty pro-
story, které nasi aktivni G¢ast sice nevyzaduiji,
ale umoznuji. Mozna se nachazime na kfizo-
vatce, na niz se nejen Uzce propojily aktivis-
mus a potfeba si néco pfipominat, ale na niz
také uméni prehodnocuje svij vztah k minu-
losti. V tomto smyslu komplikovany prople-
tenec Monument - Dokument - Mockument
otevird nové generaci umélcl vzrusujici
moznosti.

K vyobrazeni né€eho dochazi tam, kde
se v jakési doc¢asné intervenci setkava pfi-
tomnost a historie. MGze to byt fotografie,
objekt nebo vzpominka na ikonickou minu-
lost, ve které se nakonec konstruuje historie
a komplikovand mocenska dynamika mezi
vzdélanim, pameéti, propagandou, a nékdy ta-
ké nahodna vnéjsi a vnitfni dynamika. Dlou-
hodobé se zabyvam formami pfipominani si
né&éeho, co umoznuje divakiim se do histo-
rie zapojit, a nejen pfijmout to, co je prezen-
tovano. V idedlnim pfipadé publikum pfijima
odpovédnost za to, jak byla historie vytvore-
na a jak o ni pfemyslime.? V idedlnim pfipadé
prebira totiz ob&anskéa spole€nost, bez ohle-
du na to, jak je heterogenni a rliznoroda, od-
povédnost za sou¢asnou historii i s ohledem
na budoucnost. Vim vsak, Ze k témto idealiim
mame stale jesté daleko.

commemoration have become closely aligned,
but at which art is reevaluating its relationship to
the past once again. In that sense, the compli-
cated entanglement of Moments, Monuments,
and Documents opens up exciting opportuni-
ties for a new generation of artists.

Representation is where present and his-
tory meet, in a temporary intervention, a pho-
tograph, or an object, or the memory of iconic
pasts: where history is ultimately constructed
and the complicated power dynamics between
education, memory, propaganda, as well as
sometimes accidental external and internal dy-
namics. | have long engaged with forms of com-
memoration that allow the audience to engage
with history rather than accept what is simply
shown. Ideally, audiences accept responsibil-
ity in how history has been constructed and
how we think about it.? Ideally, a civic society,
no matter how heterogenous and diverse, takes
responsibility for the history in the present and
for the future. | know that we are far from those
ideals today.
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Achille Mbmbe proslovil prednasku s nazvem Deco-
lonizing Knowledge and the Question of the Archive
na Wits Institute for Social and Economic Research,
University of the Witwatersrand, v Johannesburgu. Viz
také jeho Kritiku ¢erného rozumu, kterou v roce 2022
vydalo Nakladatelstvi Filosofia.

Frantz Fanon v knize Black Skin, White Masks (1952)
analyzuje kazdodenni rasimus ve smyslu odcizujici-
ho prostorového vztahu a klade dliraz na geografické
prostfedi kolonialnich mést. Za pozornost stoji zejmé-
na kapitoly The Negro and Language a The Fact of
Blackness.

James E. Young o tom hovoil v souvislosti s pfipo-
minkou obéti holocaustu jiz pfed desitkami let. Mezi
jeho ¢etnymi publikacemi upozorfiuji zejména na The
Texture of Memory. Holocaust Memorials and Mea-
ning (2004) vydanou Yale University Press, 2004.

Theodor Adorno, Aesthetic Theory [Esteticka teorie]
(University of Minneapolis Press, 1997), 49. Preklad
vlastni.

Aleida Assmann. Der blinde Fleck der deutschen Eri-
nnerungsgeschichte, In: Aleida Assmann, Ute Frevert
(eds.). Geschichtsvergessenheit - Geschichtsverse-
ssenheit, Stuttgart: Deutsche Verlagsanstalt, 1999,
s.112.

Altan, ziskany ve spolupraci se Samarii Rice v roce
2016, se jiz v roce 2017 dostal do Chicaga. Mistni od-
bornici jako Romi Crawford, Adam Green a Rebecca
Zorach poskytovali rozhovory pfimo z néj.

James H. Miller. Gazebo where Tamir Rice was shot
now at Stony Island Arts Bank in Chicago, The Art
Newspaper, 21. listopadu 2017.

Kdyz se zamyslime nad vyznamem ,situace" fe€ového
aktu, davaji oba vyklady smysl, i kdyz u Butlerové jde
o velmi specifickou interpretaci Austinova pojmu.
Judith Butler. Performative Acts and Gender Constitu-
tion: An Essay in Phenomenology and Feminist Theo-
ry, Theatre Journal, 1988/ 49:1, s. 519-531.
Podrobnéji pak v publikacich Notes Towards a Per-
formative Theory of Assembly (2015) a Who is Afraid
of Gender (2024).

Jde o Performative Monuments. The Rematerialisati-
on of Public Art (2013) a Monumental Cares. Sites of
History and Contemporary Art (2023), obé publikace
vydalo Manchester University Press.

Mechtild Widrich

8

Achille Mbmbe, “Decolonizing Knowledge and the
Question of the Archive”, manuscript of lecture given
at the Wits Institute for Social and Economic Research
(WISER), University of the Witwatersrand, Johannes-
burg, The talk’s themes are developed in Mbembe,
The Critique of Black Reason, translated by Laurent
Dubois (Durham: Duke University Press, 2017).

Ibid. Frantz Fanon’s Black Skin, White Masks (1952)
analyzed everyday racism as an alienating spatial re-
lation and put an emphasis on the geographic setting
of colonial cities, particularly in the first chapter “The
Negro and Language”, and in the pivotal fifth chapter,
“The Fact of Blackness”.

James E. Young discussed this in the context of Ho-
locaust Commemoration decades ago. Among his
many publications, see The Texture of Memory. Ho-
locaust Memorials and Meaning (Yale University Pre-
ss, 2004).

Theodor Adorno, Aesthetic Theory (University of Mi-
nneapolis Press, 1997), 49.

Aleida Assmann, “Der blinde Fleck der deutschen
Erinnerungsgeschichte,” in Geschichtsvergessenheit
- Geschichtsversessenheit, ed. Aleida Assmann and
Ute Frevert (Stuttgart: Deutsche Verlagsanstalt, 1999),
112,

The gazebo, acquired with Samaria Rice’s coopera-
tion in 2016, was already up in Chicago in 2017, and
local experts like Romi Crawford, Adam Green and
Rebecca Zorach held talks in situ. See James H. Mi-
ller, “Gazebo where Tamir Rice was shot now at Sto-
ny Island Arts Bank in Chicago,” The Art Newspaper,
21 November 2017, at https:/www.theartnewspaper.
com/2017/11/21/gazebo-where-tamir-rice-was-shot-
-is-now-at-stony-island-arts-bank-in-chicago.

Keeping in mind the prominence of the “situation” of
a speech act, both readings have a point, even in Bu-
tler’'s means a very particular interpretation of Austin’s
concept. See Judith Butler, “Performative Acts and
Gender Constitution: An Essay in Phenomenology
and Feminist Theory,” Theatre Journal 49/1 (Decem-
ber 1988), 519-531. See also her books Notes Towards
a Performative Theory of Assembly (2015), and Who
is Afraid of Gender (2024).

Mechtild Widrich, Performative Monuments. The Re-
materialisation of Public Art (2013), and Monumental
Cares. Sites of History and Contemporary Art (2023),
both from Manchester University Press.
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Pamatnik Cecila Johna Rhodese na univerzité v
Cape Townu pred a po roce 2015. Protest s nazvem
Rhosed Must Fall (9.3.2015) vedI nejen ke svrzeni
sochy Cecila Johna Rhodese (9.4.2015), ale dal
podnét dalsi revizi kolonialnich dé&jin. Wikimedia
Commons.

Titulni strana francouzského vydani knihy Achille
Mbembe: Critique de la raison négre, 2013.
Wikimedia Commons.

ACHILLE
MBEMBE

RAISON
NEGRE

ab The Cecil John Rhodes Memorial at the University
of Cape Town before and after 2015. A protest called
Rhosed Must Fall (9 March 2015) not only led to the
toppling of the Cecil John Rhodes statue (9 April 2015),
but gave rise to further revision of colonial history.
Wikimedia Commons.

b Title page of the French edition of Achille Mbembe:
Critique de la raison négre, 2013. Wikimedia
Commons.



Jochen Gerz a Ester Shalev-Gerz: Pamatnik proti
fasismu, 1986, Hamburk. Wikimedia Commons.

V ¢ervnu 2019 nechal ¢ernossky umélec a podnikatel
Theaster Gates vybudovat altdn na misté, kde byl pét
let pfedtim policii smrtelné postielen clevelandsky
teenager Tamir Rice. Wikimedia Commons.

b

Jochen Gerz and Ester Shalev-Gerz: Monument Against
Fascism, 1986, Hamburk. Wikimedia Commons.

In June 2019, black artist and entrepreneur Theaster
Gates built a gazebo on the site where Cleveland
teenager Tamir Rice was fatally shot by police five years
earlier. Wikimedia Commons.

VALIE EXPORT: Konfigurace téla, 1976,
centrum mésta Vidné

VALIE EXPORT: Body Configurations, 1976,
Vienna city centre



Ala Savashevich: Duch, 2017, v rdmci expozice Ala Savashevich: Ghost, 2017, as part of the SEFO
trienale SEFO 2024 MOMENTY triennial 2024 MOMENTS exhibition




Uvodné ramce

Historik Pierre Nora rozliSuje ziva a nezi-
v pamat. Zivou pamétou je podla neho to,
»CO jesté zlstavalo zivé v hiejivé tradici, v né-
moté zvyku, v opakovani toho, co jsme zdé-
dili po predcich pod tlakem hlubokého citu
pro déjiny. Osvojovani si védomi sebe sama
ve znameni minulého (...)"“! Takato prezivana,
¢innostna a neverbalizovana ludska pamat
kultar pred recou a pismom ubuda (nazy-
va ju aj histéria-pamét) a pribada neziva pa-
mat oddelené od ludi, ktora je ,usadeninou®,
sedimentom v latke nejakého miesta. V kul-
tirach s reCou a pismom ,mista paméti exis-
tuji proto, Ze uz neexistuji prostfedi paméti“?
Kym sa zZiva, teda spolo¢enska pamat - pa-
mét archaickych spolo€nosti - vzdaluje v ¢a-
se do minulosti, novodobejsSie spolo¢enstva
su v procese asynchrénnych zmien vystavené
neutichajucemu zabudaniu a rozpominaniu
sa. Pamat nesend mytom (hrdinskym vekom
pociatkov mimo ¢as) vystriedala pamat de-
jinna sprostredkivana stopami a ich triede-
nim. ,,Kdybychom jesté obyvali svou pamét,
nepotiebovali bychom ji zasvétit urcitd mis-
ta‘® Kym pamét je podla Noru vzdy aktuélnou,
pritomnou dialektikou spominania a zabuda-
nia, histéria je vzdy stopou, a teda aj proble-
matickou, netplnou rekonstrukciou toho, ¢o
uz nie je.

Potom ,[m]ista paméti jsou predevsim
zbytky. (...) Muzea, archivy, hibitovy a sbirky,
slavnosti, vyro€i, smlouvy, protokoly, pamatni-
ky, svatyné, spolky, to v§e jsou vrsky, svédcici
0 jiném véku, o iluzich vé¢nosti. Odtud nostal-
gicky rys t&chto slitovnych projektl, dojima-
vych a ledovych. Jsou to ritualy spole¢nosti
bez rituall; pfechodné svatosti ve spolec¢nos-
ti, ktera zesvétstuje (...) Ne uz zcela zivot, ne
zcela smrt, jako musle na bfehu, kdyz na-
stane odliv mofre Zivouci paméti“* Teda tam,
kde neexistuje ziadna spontanna, ziva pamat
v zdielanom rituali, zvyku ani tradicii, je treba
utvarat a uchovavat pamat nepriamu: archivy,
oslavy, vyrocia vo vztahu k miestam pama-
ti - paradoxné priestory a ¢asy prinalezitosti
k minulému aj odputavania sa od uplynulého.

Monika Mitasova

Introductory Frameworks
Historian Pierre Nora distinguishes between
memory that is living and no longer living. Ac-
cording to Nora, living memory is ‘[t]he remnants
of experience still lived in the warmth of tradi-
tion, in the silence of custom, in the repetition
of the ancestral, have been displaced under the
pressure of a fundamentally historical sensibil-
ity. Self-consciousness emerges under the sign
of that which has already happened (...)’* Such
lived, active and non-verbalised human mem-
ory of cultures before speech and writing (also
called history-memory) is on the wane, while no
longer living memory separate from people -
‘sediment’ in the fabric of a specific place - is on
the rise. In spoken and written cultures, ‘[t]here
are lieux de mémoires, sites of memory, because
thereare no longer milieux de mémoire, real en-
vironments of memory’2 While living (i.e. social)
memory - the memory of archaic societies - re-
cedes into the past, later societies are exposed
to unrelenting forgetting and remembering in
the process of asynchronous changes. Mem-
ory carried by myth (the heroic age of begin-
nings outside of time) was replaced by historical
memory mediated by traces and their classifica-
tion. ‘If we were able to live within memory, we
would not have needed to consecrate lieux de
mémoire in its name.® According to Nora, while
memory is always a current, present dialectic of
remembering and forgetting, history is always
a trace and therefore also a problematic, incom-
plete reconstruction of what is no longer there.
Then ‘[t]hese lieux de mémoire are fun-
damentally remains (...) Museums, archives,
cemeteries, festivals, anniversaries, treaties,
depositions, monuments, sanctuaries, fraternal
orders - these are the boundary stones of an-
other age, illusions of eternity. It is the nostal-
gic dimension of these devotional institutions
that makes them seem beleaguered and cold
- they mark the rituals of a society without ritu-
al; integral particularitieis in a society that levels
particularity’ Thus, where there is no spontane-
ous, living memory in a shared ritual, custom or
tradition, indirect memory must be created and
preserved: archives, celebrations, anniversaries

A Living Memorial?




Tieto miesta pamati Nora charakterizuje ako
patriace v r6znej miere dvom réznym riSam:
riSi prirodzeného a risi umelého; jednodu-
chého (jednoznaéného?) a viaczna¢ného;
zmyslovo vnimatelného a abstrahovaného
(inteligibilného?). Ide o miesta v trojakom
zmysle tohto slova: 1. latkovom, materialo-
vom, 2. symbolickom, 3. funkénom, pricom
vSetky tieto tri dimenzie koexistuju. Napri-
klad, archiv-uskladnenie sa podla Noru stava
miestom pamaéti, iba ak mu ,obraznost pro-
pujéi jistou symbolickou auru“® povedzme, ze
prostrednictvom obraznosti a obrazu sa stane
schrankou stép ozivenej minulosti. Uebnica
Ci posledna vola (zavet) sa miestom pamati
zasa stavajl iba vtedy, ak si predmetmi ritual-
nych ukonov (povedzme: zdielaného vykladu
minulosti, pripadne €itania a vykonavania po-
slednej vole). Miesta pamati podla Noru kon-
Struuje su-hra pamati a histoérie.

Nora pritom rozoznava na jednej strane
priame pramene utvorené spoloénostou pre-
to, aby boli zdielané a reprodukované (zakon,
umelecké dielo). Vytvorila ich vbéla spoloc¢-
nosti k pamati. Na druhej strane je masa ne-
priamych pramenov - o nich by sa dalo podla
neho povedat, Ze sa v nich pamét usidlila (pod
vplyvom ¢€asu, snivania a pamaéti ludi...). Ak sa
z nich oboch zameranie na pamaét vytrati, sta-
nu sa iba historickymi (zdkon sucastou de-
jin prava a justicie, umelecké dielo objektom
dejin umenia a muzeoldgie atd.). Na druhej
strane, ak by z nich vymizla historickost
(a umeleckost), ostali by len spomienkovy-
mi, upominajicimi. Aby vznikli miesta pama-
ti, teda nestaci pamat bez histoérie ani histéria
bez paméti: pamat diktuje, histéria zapisuje:
»(-..) mista paméti ziji jediné diky své schop-
nosti promény, v neustalém ozivovani svych
vyznamU a nepiedvidatelném bujeni svych
odnozi“8 Otazkou teda je, akymi miestami pa-
maéti st Specidlne historické diela.

Nora ponuka mnohoraké triedenia ka-
tegorii a typov miest pamati: najskér na za-
klade sp6sobu ich uchopenia ¢i chapania:
od tych, ktoré su pochopitelné ako ,naj-
prirodzenejsSie”“ miesta pamati na zaklade
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in relation to sites of memory - paradoxical
spaces and times of belonging to the past and
of detachment from the past. Nora characterises
these sites of memory as belonging in different
degrees to two different realms: the realm of
the natural and the realm of the artificial; sim-
ple (unequivocal?) and multiple; perceptible and
abstract (intelligible?). These are sites in three
senses of the word: 1. material, 2. symbolic, 3.
functional - three coexisting dimensions. For
example, according to Nora, an archive-storage
becomes a site of memory only if ‘the imagina-
tion invests it with a symbolic aura,® i.e. through
imagination and image it becomes a depository
of traces of the revived past. Textbooks or last
wills (testaments) then become a site of memory
only if they are the subjects of ritual actions (i.e.
shared interpretation of the past, or the reading
and execution of the last will). According to Nora,
sites of memory are constructed by the interplay
of memory and history.

On the one hand, Nora recognises direct
sources created by society in order to be shared
and reproduced (law, work of art) - they were
created by society‘s will for memory. On the
other hand, there are a large number of indirect
sources - according to Nora, it could be said that
memory took up residence in them (under the
influence of time, dreaming and people‘s mem-
ory...). If the focus on memory disappears from
both of them, they become merely historical
(the law is part of the history of law and justice,
the work of art is the subject of the history of
art and museology, etc.). In contrast, if historicity
(and artistry) were to disappear from them, they
would remain merely commemorative, reminis-
cent. Memory without history or history without
memory is not enough to create sites of mem-
ory: memory dictates, history records: ...) lieux
de mémoire only exist because of their capacity
for metamorphosis, an endless recycling of their
meaning and an unpredictable proliferation of
their ramification’® The question is therefore:
what sites of memory are special historical
works?

Nora offers multiple classifications of cate-
gories and types of sites of memory: first, based

Zivy pamétnik?

konkrétnych zazitkov a skusenosti (cintori-
ny, mizea, vyrocCia atd.) az po tie ,intelektual-
nejSie” (konceptualnejsie?), napriklad pojem
a problém generacie alebo pamatihodnej
oblasti, pripadne krajiny ako malby - uvadza
priklady Corotovej maliarskej krajiny a Cézan-
novu Horu St. Victoire... Specialnu pozornost
venuje udalostiam, no medzi miesta pamaéti
radi iba zlomové udalosti (poskytujiuce spat-
ne legitimitu spolo¢enskej zmene suc pocho-
pitelné ako zakladajuce udalosti) a druhymi
miestami pamati s udalosti-predstavenia
Ci spektakularne udalosti (manifestacie, po-
chody odporu a slobody). Len tieto udalos-
ti sU pamétné, pretoze pamat by inak bola
vlastne opakom (nepredvidatelnej) udalos-
ti: pamét a udalost by boli oxyméron: ,pamét
ulpivd na mistech tak, jako historie ulpiva
na udalostech®’

Tento model uvazovania o pamati
a miestach pamati poskytuje mnoho podne-
tov na kritické premyslenie, posuny a rozsi-
renia. Uz som sa pokusila ukazat, Zze Norov
model by bolo mozné rozSirit z hladiska per-
formativity. Prave t4, umoznujac rozdielne
uchovavanie pamati v kultarach s pismom
a bez pisma, pésobi ako individualne ¢i ko-
munitne a spolo¢ensky prezivana sila - bez-
prostrednd, spontanna, ziva pamat - a pritom
predritualizovand, predzvyklostna, ktora pre-
miena miesta a objekty pamati na paméatové
prostredia. Niektoré sucasné projekty a re-
alizacie pomnikovej a pamatnikovej tvorby
s performativitou takto pracujud. Ale otazkou
tohto textu je, €i pripadne ako tento pohyb
od objektu a miesta k prostrediu prebieha
v dalSom zo su¢asnych komemorativnych diel
a ako toto dielo interpretuje miesto pamati -
je pamatnikom, a ak ano, akym?

Krajina s cintorinom

Budem sa tu zaoberat nerealizovanym su-
taznym projektom na Obnovu vojenského
cintorina z 1. svetovej vojny v Banskej Bys-
trici — Majeri (2016) od architekta Szymona
Rozwalku a architektky Adély Kyselovej (ate-
liéer RO_AR v Brne), ktori v architektonickej
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on the way they are grasped or understood: from
those that can be understood as the ‘most nat-
ural’ sites of memory based on specific experi-
ences and experience (cemeteries, museums,
anniversaries, etc.) to those ‘more intellectual’
(more conceptual?), e.g. the concept and prob-
lem of a generation or a monumental area, or
a landscape as a painting - he uses the exam-
ple of Corot’s painting landscape and Cézanne's
Mont Sainte-Victoire... Nora pays special atten-
tion to events, but among the sites of memo-
ry he ranks only defining events (retroactively
providing legitimacy to social change, being
understandable as founding events) and other
sites of memory are events-performances or
spectacular events (manifestations, resistance
and freedom marches). Only these events are
memorable, because otherwise memory would
actually be the opposite of an (unpredictable)
event: memory and event would be oxymorons:
‘Memory attaches itself to sites, whereas history
attaches itself to events.”

This model for thinking about memory and
sites of memory provides many impulses for
critical reflection, shifts and extensions. | have
already tried to show that Nora’s model could be
extended from the perspective of performativity,
which, by enabling the dissimilar preservation
of memory in cultures with and without writing,
is precisely that which acts as an individually or
communally and socially experienced force -
immediate, spontaneous, living memory - and,
at the same time, pre-ritualised, pre-habitual,
which transforms sites and objects of memory
to memory environments. Some current projects
and implementations of monument and memo-
rial work in this way with performativity®. But the
question addressed in this text is whether or how
this movement from object and site to environ-
ment takes place in other contemporary com-
memorative works and how this work interprets
the site of memory - is it a memorial? And if so,
what kind?

Landscape with cemetery

Here | will take a look at the unrealised compe-
tition project for the Restoration of the World
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sutazi skoncili na jednom z dvoch druhych
miest ex aequo (tretie miesto nebolo udele-
né, prvé miesto ziskal bratislavsky ateliér N/A
Benjamina Bradnanského a Vita Haladu)®.
Predmetom sutaze bol navrh ,optimalne-
ho architektonického, urbanistického a vy-
tvarno-umeleckého rieSenia obnovy ¢asti
vojenského cintorina z 1. sv. vojny, ktory sa na-
chadza v Banskej Bystrici - ¢ast Majer a dnes
je z vacsej Casti nepristupny“! Satazné za-
danie predpokladalo ,obnovu a prezentaciu
zaniknutého cintorina spésobom, ktory vytvo-
ri déstojné pietne miesto venované obetiam
1. sv. vojny a obnovu jednotlivych hrobovych
miest (...) v poc¢te cca 450,“!* a malo priniest
najma architektonicky nazor na komplexné
rieSenie pietneho miesta, na jeho priestorové
usporiadanie a novu architektonickul kvalitu
s moznostou etapovitej realizacie.

V koncepte navrhu obnovy autor a autor-
ka pisu: ,Vojensky hrbitov v Banské Bystrici
- Majer nepotrebuje nic vic, nez byt vidét. Je-
ho velikost, rychlost vzniku, pozdéjsi zasahy
do jeho prostoru jsou samy o sobé natolik sil-
né, natolik dojemné, Ze nepotrebuji estetizo-
vani. Nepotiebuji nic jiného, nez byt.*2 Podla
Noru je cintorin jednym z ,najprirodzenejSich“
miest pamati... ale ten v Majeri bol opusteny,
Ciasto€ne zni¢eny vystavbou vozovky s krizo-
vatkou (50-te roky) a neskor aj novostavbou
(90-te roky). Pritom zadanie sutaze explicit-
ne nevyzaduje navrh pomnika ani paméatnika,
ale pietneho miesta. Koncept dvojice auto-
rov dalej uvadza: ,Prostor hibitova je pfikla-
dem prostoru konfliktu. Od samého pocatku
az do dnesniho dne. Sam vznik hrbitova byl
vysledkem konfliktu - valky. DalSimi konflik-
ty byly pozdéjsi zasahy do tohoto prosto-
ru. Zavedeni nové funkce (komunikace) se
odehralo bez jakéhokoliv pokusu o korela-
ci plvodni funkce (hibitova) s novou. Projekt
komunikace byl mirou zadsahu do existujiciho
prostoru az barbarsky. To se tyka i novych - uz
soucasnych zasahl, jak v severni ¢asti hibi-
tova (nespadajici do prostoru soutéze), tak
v ¢asti jizni (zahradky). Konflikt se netyka jen
vojenského hrbitova. V prostoru konfliktu se
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War | military cemetery in Banska Bystrica -
Majer (2016) by architects Szymon Rozwalka
and Adéla Kyselova (RO_AR Studio in Brno),
who were one of the two second place finish-
es awarded in the architectural competition ex
aequo (third place was not awarded, while first
place was awarded to the Bratislava N/A Studio
of Benjamin Bradiansky and Vit Halada).®? The
subject of the competition was a proposal for
the ‘optimal architectural, urban and visual-ar-
tistic solution for the restoration of a part of the
World War | military cemetery located in the Ma-
jer quarter of Banska Bystrica and which today is
mostly inaccessible.'® The competition assign-
ment assumed ‘the restoration and presentation
of the defunct cemetery in a way that creates
a dignified pious site dedicated to the victims
of World War | and the renewal of around 450
individual grave sites (...)}!* and was supposed to
produce mainly an architectural opinion on the
complex design of the pious location, on its spa-
tial arrangement and a new architectural quality
with the possibility of phased implementation.
In the concept of the renovation design, the
authors write: ‘The military cemetery in Banska
Bystrica — Majer needs nothing more than to be
seen. Its size, the speed with which it was creat-
ed and later encroachments on its space are in
themselves so strong and moving that it needs
no aestheticisation. It needs nothing more than
to simply be.*? According to Nora, cemeteries
are one of the ‘most natural’ sites of memory...
but the one in Majer was abandoned, partially
destroyed by the construction of a road with an
intersection (1950s) and later by a new building
(1990s). However, the competition assignment
does not explicitly require the design of a mon-
ument or memorial, only a place of reverence.
The proposal by the two architects further states:
‘The cemetery space is an example of a space
of conflict—from the very beginning up to the
present day. The cemetery itself was created be-
cause of a conflict—a war, and further conflicts
included later encroachments on this space. The
introduction of a new function (road) occurred
without any attempt at all to correlate the orig-
inal function (cemetery) with this new purpose.

Zivy pamétnik?

nachazi i funkce civilnich hrbitov(. Napfiklad
pfistup k romskému hrbitovu je viceméné ne-
mozny bez poruseni pravidel silni¢niho pro-
vozu. / Konflikt tu byl vzdy pfitomny. Je zde
dnes, bude tu i v budoucnu.V sou¢asné funk-
cionalné-prostorové situaci neni mozné, aby
to bylo jinak. / Z vy$e uvedenych dlivodl ne-
existuje zpusob ,korektniho‘ - neboli bezkon-
fliktniho feSeni funkcionalné-prostorovych
vztah( v tomto misté. / Jsme proto presvéd-
¢eni, Ze kromé citlivého obnoveni hrbitova,
je nutné se srovnat s historii tohoto mista ja-
ko mista konflikt(. Pokusy o prekryti historie
tohoto mista povazujeme za chybné a ne-
bezpecné.“? Navrh teda jednak podporu-
je obnovu hrobovych miest a jednak trva
na tom, Ze konfliktné miesto paméti sa neda
ani nema prekryvat nejakou bezkonfliktnou
a estetizovanou vrstvou suc¢asnej architekti-
ry. Ako mozno obnovovat historicky cintorin
a pomnik interbrigadistom, ktory nepotrebu-
je ni¢ iné, nez byt (pietnym miestom nestcim
stopy konfliktov)? Ako ma miesto pamati trvat
v jeho rozporuplnostiach?

Rekonstrukcia krokov

procesu navrhovania

Autor a autorka na zadanie zareagovali tak,
Zze v prvom kroku polozili déraz na minulé
a pritomné bytie (historizmus, prézentizmus)
cintorina ako miesta pamate a identifikovali
konflikt ako vzdy pritomny (vynaty z dejin, ako
znecCasnenie ¢asového a historického: akoby
sa jednalo o pamat neseni mytom). Otazkou
potom je, ako sa v takomto mieste pamati pre-
javi onen Norom spominany ,,cit pre dejiny“,
vratane dejin konfliktov, sihra pamati a his-
torie a ludskej imaginacie, ako bude obno-
vovana ona histéria-paméat? V druhom kroku
autor a autorka uvazovali o novej Strukturacii
miesta. Navrhli Struktdru - obnoveny raster
hrobovych miest - vychadzajlc z topografie
zvineného terénu (lokalita) aj z rozlohy cinto-
rina (historicka rozloha z méap a fragmentar-
na sudoba rozloha). Raster hrobov zalozeny
pocas 1. sv. vojny autorska dvojica charakte-
rizuje ako ,pre-Eisenmanovsky*, ¢omu by sa
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In terms of the extent of the intrusion into the
existing space, the road project can fairly be la-
belled as barbaric, as can the interventions that
have continued up to the present day both in
the northern part of the cemetery (not included
in the space demarcated by the architectural
competition) and in its southern part (garden
plots). And the conflict concerns more than
just the military cemetery: the function of civil-
ian cemeteries also falls within the space of the
conflict. For example, access to the Roma cem-
etery is essentially impossible without violating
rules of the road. / Conflict has always been
present at the site. It is here today and it will be
here in the future. The current functional-spa-
tial situation allows for nothing less. / For the
reasons stated above, there is no ,correct’ way,
i.e. a conflict-free solution of functional-spatial
relationships in this space. / We are therefore
convinced that beyond a sensitive renewal of
the cemetery, it is necessary to accept the his-
tory of this place as a space of conflict. Attempts
to whitewash the history of this space are con-
sidered improper and dangerous.*® As such,
the proposal does not support the restoration
of graves and insists that that the conflict site of
memory cannot (and should not) be covered up
by some type of conflict-free and aestheticised
layer of contemporary architecture. How can
an historic cemetery and International Brigade
monument be restored, a site that needs nothing
more than to simply be (a pious location bearing
traces of conflicts)? How is a site of memory to
endure in its contradictions?

Reconstruction of the

design process steps

The authors responded to the assignment in the
first step by emphasising the past and present
existence (historicism, presentism) of the ceme-
tery as a site of memory and identifying conflict
as omnipresent (excluded from history, as the
obsolescence of the temporal and historical: as
if it were memory borne by myth). The question
then is how the ‘feeling for history’ mentioned by
Nora will be manifested at such a site of memory,
including the history of conflicts, the interplay of
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dalo rozumiet aj tak, ze odkazuje na Pomnik
zavrazdenym zidom Eurépy (sutaz 1997, pro-
jekt 1998-2003, realizacia 2003-2005), kto-
ry nie je objektom, ale je polom beténovych
stél - v Eisenmanovom pripade nie je jednym,
ale vychéadza z niekol'kych historickych (cam-
pi santi), sidobych aj moznych rastrov. ,Ta-
to struktura [obnoveného cintorina v Majeri]
v8ak nema byt dominujici jako u Eisenmana.
Ma zanikat, zarGstat v topografii. Architektura
(...) [plodobné jako konflikt ma byt integralné
spojena s celkem, ale nema byt prvoplano-
va. / Struktura je pfimym (neestetizovanym)
vytahnutim rastru hrob( s typologickym roz-
délenim na dva druhy architektonického
pristupu.“** Na tomto mieste konceptu sa vo-
bec po prvy raz ukazuje, Ze by sa v navrhu
mohlo jednat o obnovu ako o pamatnik. Ei-
senmanov berlinsky paméatnik pritom nie je
navrhovany, povedané nemeckou terminol6-
giou, v tradicii mahnmal, teda nie je utvarany
ako pamiatka/paméatnik hodny pripominania
a nerozvija ani tradiciu denkmal, varujucich/
kritizujucich pomnikov, ktoré s v oboch pri-
padoch minulostné a pritomnostné. Berlin-
sky paméatnik odkazuje na moznu buducnost
aj poukazmi na to, ako sa stava pamatniko-
vou architektarou. Formuluje novu ,metamo-
numentalizaénul rovinu pamaétnika, ktory sa
popri zaoberani sa postupmi utvarania zao-
bera aj spo6sobmi jeho ¢asovania tak, ze tran-
sverzalne prepéja dobové, aktualne a mozné
vrstvy jeho stavania sa“!® Ak sa postup autor-
skej dvojice diferencuje od takychto a po-
dobnych postupov navrhovania pamatnika,
otazkou je, aké smerovanie navrhuje.

V tretom kroku je rozliseny spésob ob-
novy hrobovych miest: ,Prvni pfistup se tyka
obnovy nezni¢enych hrobu. / Navrhujeme ob-
novu vSech hrobovych mist, které je mozné
obnovit. Proces obnovy téchto hrobl je dule-
zitym Cinem, ktery by mél byt veden s citem
a dukladnosti. Z tohoto divodu navrhujeme
cely proces natahnout v ¢ase, diky c¢emuz
bude hrbitov pres nékolik let ,zivym*‘ pamat-
nikem. Navstévnik bude mit moznost stat se
pasivnim (z bezpe€nostnich a hygienickych
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memory and history and human imagination—
how will that history-memory be renewed? In
the second step, the authors considered a new
structuring of the site and proposed a restored
grid of grave sites based on the topography
of the rolling terrain (site) and the area of the
cemetery (historical area from maps and the
fragmented contemporary area). The authors
characterise the grid of graves established dur-
ing World War | as ‘pre-Eisenman’, which could
also be understood as referring to the Memorial
to the Murdered Jews of Europe (competition
1997, project 1998-2003, realisation 2003-
2005), which is not a building, but a field of con-
crete stelae - in Eisenman’s case, it is not one,
but is based on several historical (campi santi),
contemporary and possible grids. ‘However, this
structure [of the restored cemetery in Majer] is
not meant to be dominant like Eisenman’s. It
should disappear and grow into the topography.
The architecture (...), like conflict, should be in-
tegrally connected to the whole, but it should
not be front and centre. / The structure is a di-
rect (non-aesthetised) extraction of the grid of
graves with a typological division into two types
of architectural approach.* At this point in the
concept, it is shown for the very first time that the
design could involve restoration as a monument.
But Eisenman‘s Berlin memorial is not con-
ceived, in German terminology, in the ‘Mahnmal’
tradition, i.e. it is not designed as a monument/
memorial worthy of commemoration and it does
not develop the tradition of ‘Denkmal’, warning/
critical monuments, which in both cases are past
and present. The Berlin memorial also suggests
a possible future by pointing to how memori-
al architecture is created. It formulates a new
‘meta-monumentalisation level of the memorial,
which, in addition to dealing with the process-
es of creation, also deals with issues of timing
by transversally connecting the contemporary,
current and possible layers of its becoming.*®
If the authors’ procedure differs from such and
similar procedures for designing a monument,
the question is then what direction it proposes.

In the third step, the method of renew-
ing grave spaces is differentiated: ‘The first
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dlvodu) ucastnikem obnovy. Hroby budou
postupné obnoveny tak, Ze cely volny pros-
tor se jimi zaplni. To vSe v ramci jedné rastro-
vé struktury.“*¢ Ukazuje sa, Ze tvorcovia zvolili
procesualny pamatnik. Na barbarské nice-
nie cintorina odpovedaju dobou skulturrio-
vania rozvinutou v ¢ase: ak by cintorin mohla
navstevovat verejnost aj poCas archeologickej
a architektonickej obnovy postupne vSetkych
hrobovych miest, miesto by sa stalo ,,dejacimi
sa udalostami obnovovania“, ktoré by tu ve-
rejnost mohla prezivat a niest v Zivej pamati
a imaginacii. Ukazuje sa, Ze v tomto projekte
cintorin nepotrebuje ,,ni¢ iné“ ako byt navste-
vovany so starostou o jeho kultivaciu.

Vo Stvrtom kroku je raster hrobovych
miest vyneseny z roviny vinitého terénu
do vysky. V rozlohe obnoveného cintorina
ma byt polozena dlazba z prirodného kame-
na s travou v Sparach sledujucich zvinenia
terénu (to je eisenmanovskeé rieSenie dlazby
berlinskeho pamatnika). Obvod kazdého hro-
bového miesta by bol nanovo vymedzeny réz-
ne vysokou skosenou hranolovou ¢&i kubickou
obrubou (tie st nizsie ako eisenmanovské pi-
I6ny). Vo vnutri by bola vysiata vysoka trava
odliSujuca vnutro (nahrobok) od dlazdené-
ho vonkajska: obruba teda umoznuje obno-
vit kazdy nahrobok ako ,mikroluku® €i hortus
conclusus svojho druhu. Mena obeti by bo-
li situované na zvislej stene vysSich obrib
a u nizkych na horizontdlnom ocelovom §tit-
ku. Pritom vy$Ska obruby je dana tym, i sa
hrobové miesto zachovalo, zmizlo v zaraste-
nom teréne cintorina alebo pod telesom vo-
zovky. U zachovanych hrobov je navrhovana
vySka ortogonalnej obruby zhodna s nivele-
tou dlazby. Tam, kde cez historické hrobové
miesta v si€asnosti prechadza vozovka, sa
vyznacenie hrobovych miest udeje zmenou
farby asfaltu. U hrobov obnovenych archeolo-
gickym vyskumom ma vySka obruby plynule,
diagonalne stupnut alebo klesnut v zavislos-
ti od topografie terénu (V skuto€nosti by sa
jednalo nie o geometriu terénu, ale doty€nic
¢i inych kriviek k zvolenym spadniciam?). Vys-
ka ramovania ,mikroldk“ ma stipnut, alebo
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approach concerns the restoration of undam-
aged graves. / We propose the renewal of all
grave sites that can be restored. The process of
restoring these graves is an important act re-
quiring sensitivity and thorough care. Hence, we
propose stretching the entire process over time,
thanks to which the cemetery will be a ,living'
monument for several years, with visitors having
the opportunity to become passive (for safety
and hygiene reasons) participants in the resto-
ration. The graves will be gradually restored so
that the entire free space is filled with them - all
within a single grid structure.*® In the end, the
creators chose a procedural monument that re-
acts to the barbaric destruction of the cemetery
with a period of culturisation developed in time:
if the cemetery could be visited by the public
even during the archaeological and architectur-
al restoration of all grave sites, the place would
become one of ‘ongoing restoration events’ that
the public could experience here and carry in
their living memory and imagination. As such,
the cemetery in this project needs ‘nothing
more’ than to be visited with concern for its
cultivation.

In the fourth phase, the grid of grave sites
is elevated from the level of the undulating
terrain. Natural stone paving with grass in be-
tween following the undulations of the terrain
is to be laid in the area of the restored cemetery
(Eisenman'’s paving solution for the Berlin me-
morial). The perimeter of each grave site would
be newly defined by a bevelled cuboid border
of varying height (these are lower than Eisen-
man’s pillars). Tall grass would be sown within,
distinguishing the inside (tombstone) from the
paved exterior: the edging thus allows each
tombstone to be restored as a ‘micro-meadow’
or a type of hortus conclusus. The names of the
victims would appear on the vertical wall of the
higher frames and on a horizontal steel plate
on the lower ones. The height of the border is
determined by whether the grave site has been
preserved, disappeared in the overgrown ter-
rain of the cemetery or is now located beneath
the road. In the case of preserved graves, the
proposed height of the orthogonal border is the
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klesnut ,tam, kde konflikt hroby znicil, kde no-
vé funkce (doprava, zahradky) zdeformovaly
originalni topografii terénu. Zaroven struktura
vytazenim rastru nahoru ohradi vnitfni pros-
tory hibitova, ve kterych se zachovaly hroby,
od hluku a emisi zplisobenych automobilo-
vou dopravou. V této ¢asti budou jednotlivé
,kostky’ struktury zhotovené jako konstrukce
z ocelovych ramu (jacklu 40 x40 az 60x60) (...)
Takto vzniklé kostky budou vyplnéné zeminou
a v horni ¢asti zarostlé vysokymi travinami”.’
Vysunutie a zasunutie ,buniek” do terénu je
postup, ktory Rozwalka a Kyselova uplatnili uz
v navrhu Novej Skoly Psary v roku 2013. Tam
s,Landscape a Struktura“ buniek §kdlky a Sko-
ly, ako ich nazyvaiju, utvaraja kotlinu. V Banskej
Bystrici — Majeri by boli v zvinenom rovina-
tom teréne ,mikroluky” vyzdvihnuté nad po-
vrchom a budova galérie so zazemim (v Ill.
etape)*® by bola zasunuta celkom pod povrch.

Kym vyska nahrobnych ,mikroluk” ma
variovat, dve komemorativne steny pamatni-
ka maji mat konstantna vysku. Z juhozapa-
du cintorina by na vstup nadvazovala prva
ocelova stena s informaciami o cintorine
a mapou. Naprotivny, severovychodny roh
by vymedzoval nové pietné miesto s historic-
kym pomnikom legionarov oddelenym od vo-
zovky zalomenou ocelovou komemorativhou
stenou s menami padlych vojakov medzina-
rodnych jednotiek (vSetky tieto objekty s his-
torickymi idajmi st vlastne Gloziskom paméti,
teda tym, ¢o Aleida Assmann zahffa pod pa-
mat ako ars).!®* Komemorativne ritualy, ¢innosti
a pohyb na pietnom mieste aj po spevnenom
travnatom hrobovom poli by iniciovali rozpo-
minanie sa na obete aj konflikty tohto miesta
- pamat ako vis aj motus.?°

Obnova cintorina ako

ramovana krajinotvorba

Ked'autorska dvojica piSe o rozdielnych asfal-
tovych povrchoch vozovky, pod ktorymi sa
historicky nachadzaja hrobové polia, uva-
dza: Rozdily material( budou subtilni, aby
nenaru$ovaly bezpecénost silniéniho provo-
zu, ale dostate¢n¢ vyrazné, aby bylo citelné
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same as the level of the pavement. Where the
road currently passes through historical grave
sites, grave sites will be marked by changing
the colour of the asphalt. For graves restored
by archaeological excavation, the height of
the border will rise or fall smoothly, diagonal-
ly, depending on the topography of the terrain
(would it not be the geometry of the terrain but
tangents or other curves to the chosen slopes?).
The height of the ‘micro-meadow’ framing will
rise or fall ‘where conflict destroyed the graves,
where new functions (transportation, garden
plots) distorted the original topography of the
terrain. By elevating the grid, the structure buff-
ers the interior spaces of the cemetery in which
graves have been preserved from noise and
emissions caused by automobile traffic. In this
part, the individual ‘cubes’ of the structure will
be made of steel frames (square tubes 40 x 40
to 60 x 60) (...). The cubes created in this way will
be filled with earth and planted with tall grass.’*’
Setting ‘cells’ in the terrain at different heights
is a procedure that Rozwalka and Kyselova had
already applied in their design for the Psary New
School in 2013, where the ‘Landscape and Struc-
ture’ of the preschool and school cells (as they
are called) form a basin. In Banska Bystrica - Ma-
jer, the ‘micro-meadows’ would be raised above
the surface in the rolling terrain, and the gallery
building with facilities (in phase three)!*® would
be moved completely underground.

While the height of the grave ‘micro-
meadows’ will vary, the two commemorative
walls of the monument are to have the same
height. From the southwest of the cemetery,
the first steel wall with information about the
cemetery and a map would be located at the
entrance. The northeastern corner opposite
would demarcate a new pious site with the his-
torical monument of the legionnaires separated
from the road by a curved steel commemorative
wall with the names of the fallen soldiers of the
international units (all these objects with histor-
ical data are actually a repository of memory, i.e.
what Aleida Assmann includes under memory
as ars).’® Commemorative rituals, activities and
movement at the pious site and on the paved
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umélecké gesto. To stejné se tyka okraju silni-
ce, kde bude rastr zvyraznény zménou zelené
(vysev vysokych trav).?* Ono ,umelecké ges-
to“ sa netyka iba kolorovania vozovky. Tyka sa
zmeny uvazovania o pamatniku nesicom sto-
py konfliktov bez ich zahladzovania. Resumé
dalej uvadza: ,,Projekt umozriuje rizné Grovné
vnimani. Z vétsi vzdalenosti, nebo pfi rychlém
mijeni terénu, struktura funguje jako vyrazny
znak v krajiné. Podtrhuje vyjime&nost mista
bez doslovné symboliky. Reaguje na hrbitov
jako takovy, i na jeho 100-letou historii. Vyu-
ziva konflikt funkci k umocnéni uméleckého
efektu.” Niekde pamatnik nema byt viditelny,
inde ma pésobit ako vyrazny znak v krajine.
Akoby sa mal stat dalSou - zatial' hajmlad-
Sou - vyvrasnenou geologickou a vegetac-
nou vrstvou. Pdsobi pritom ako znak tejto ¢i
nejakej inej krajiny: pola medzinarodnych
a narodnych, vaésinovych aj mensinovych,
vojenskych a civilnych, i §tatnych vztahov?
Pozoruhodné je aj to, Ze reakciou na , konflikt
funkcii“ v mieste cintorina je vyznacovanie
ich stép a ramovanie prirodnych kultarnych
prostredi otvorenym horizontom (lika) a kra-
jinnym interiérom a exteriérom (ndhrobok,
pohrebisko, park). Tvorivy potencial transfor-
movat zmienené konflikty smeruje do oblas-
ti umenia tvorit krajinné diela: terénne, li¢ne,
parkové Upravy...

Az v nich tento projekt hlad4d a nachadza
priestor aj pre to, ¢o povazuje za architekto-
nicku funkciu, bez toho, aby roztal myticky
gordicky uzol ve¢ného konfliktu funkénosti
zni¢eného cintorina. VInita Struktara vyvyse-
nych ,mikrolak” ,[p]Fi bliz§im kontaktu vytvari
rizné druhy prostoru (oteviené, uzaviené,
dynamické i statické, kontemplaéni, shro-
mazdovaci, parkové). Z jedné strany odcloni
vnitini prostory od obtézujiciho sousedstvi
(ulice, zahradky), z druhé strany se otevira
na okolni krajinu - napf. vyvySena ¢ast struk-
tury v jihovychodnim rohu oslabuje relace se
sousednimi zahradkami a zaroven zvyraznu-
je otevreni vyhledu na Starou Kopu. Struktura
také pomaha uzavfit prostory civilnich hrbi-
tovu“?? Ak predtym tato Strukturu autorska
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grass-covered grave field would initiate the re-
membrance of the victims and also the conflicts
of this place - memory as both vis and motus.?®

Cemetery restoration as

framed landscape design

Writing about the different asphalt road surfac-
es covering the burials, the authors state: The
differences in materials will be subtle so as not
to endanger road safety, but significant enough
to make the artistic gesture legible, and the
same applies to the edges of the road, where
the grid will be highlighted by changing the
greenery (sowing tall grasses).?* But this ‘ar-
tistic gesture’ extends beyond the colouring of
the road and also refers to a change in thinking
about a monument bearing the traces of con-
flicts without erasing them. The summary further
states: ‘The project fosters perception on a va-
riety of levels. From a greater distance, or when
quickly passing the terrain, the structure func-
tions as a distinctive feature in the landscape
highlighting the uniqueness of the site without
literal symbolism and reacting to the cemetery
as such and its 100-year history. It exploits the
conflict of functions to enhance the artistic ef-
fect! In some places, the monument is to be
visible, elsewhere it should act as a distinctive
sign in the landscape, as if it were to become
another - so far the youngest - geological and
vegetational layer. Does it act as a symbol of this
or any other landscape: the field of international
and national, majority and minority, military and
civilian, and state relations? Likewise noteworthy
is that the response to the ‘conflict of functions’
in the cemetery site is marking their traces and
framing the natural cultural environments with
an open horizon (meadow) and landscape in-
terior and exterior (tombstone, burial ground,
park). The creative potential to transform the
mentioned conflicts is directed towards the art
of creating landscape works: terrain, meadow,
park layouts...

Only in these does this project search and
find space for what it considers an architectur-
al function without cutting through the mythi-
cal Gordian knot of the eternal conflict of the
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dvojica interpretovala ako pre-Eisenmanov-
sku (hrobové pole), teraz ju interpretuje ako
rozvrhujlicu susedstva, miesta a smery po-
hybu a €innosti, zaclonenia a otvorenia vy-
hladov... Aku paméat by mala takato kultdrna
krajina Banskej Bystrice - Majera? Niesli by ju
geologickeé vrstvy cintorina, naletov vegetacie,
zarastania a opustenosti cintorina, navratov
a vyklCovania, vybudovania pola ,,mikrolik*
a komemorativnych stien, ich opatovné za-
rastanie a kultivovanie...? Jednalo by sa o pro-
cesualny pamatnik aj akysi proto-pamatnik
(v zmysle Norberg-Schulzovych r6znych moz-
nosti orientacie a identifikacie v krajine?)?,
pripadne o pamaétnik ako krajinné prostredie
- krizovatky vyberov medzi usidlovanim, ko-
¢ovanim (Rémovia) a vojnovym nomadstvom
(bojujuci interbrigadisti)?

Zaver

Resumé projektu uvadza: ,Architektura pa-
matniku ma zaniknout v topografii, coz zna-
mena, Ze mlze starnout bez negativniho vlivu
na jeho fungovani a vzhled. Pfimo naopak.
Cim vic bude zarostla, zakryta, zestarla, tim
silnéjsi bude efekt celku.“?* V miestach, kde
by sa rdmy hrobovych miest zdvihli do vys-
ky, je ich architektira vsetko iné, len nie skry-
ta, podobne ako su neskryté ocelové steny
vstupu a pietneho miesta. Tam by sa pamat-
nik-procesualne prostredie nevnaral do teré-
nu, ale naopak novy terén by sa dvihal nad
poévodny a nenechaval cintorin ,len tak byt*
cintorinom - inicioval by aj nové medzilahlé
priestory a krajinné (mikro)situacie. Oramo-
vanie kazdého jedného hrobového miesta pri-
tom predpoklada ulozenie zdkladov do zeme
a hrobové pole zasa polozenie dlazby. Jed-
nalo by sa o stavebnu Upravu v teréne netri-
vialnej rozlohy, podobne ako v Ill. etape pri
budovani podzemnej galérie so zazemim.
Mozno ich vnimat ako jednu procesualnu
geologicko-vegetacnu vrstvu zdvihnutého
sterénu krajiny“ aj ako trvald pozemno-pod-
zemnu stavbu... Nie je teda tento pamatnik
vlastne druhom antipaméatnika? Tym druhom
obyvanej paméte, aj paméte ars, vis a motus,
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functionality of the destroyed cemetery. The
wavy structure of raised ‘micro-meadows’ ‘[w]
hen closer contact creates different types of
space (open, closed, dynamic and static, con-
templative, gathering, park). On the one hand, it
screens off the interior spaces from the bother-
some neighbourhood (streets, gardens), while
also opening up to the surrounding landscape
- e.g. the elevated part of the structure in the
southeast corner weakens ties to the neighbour-
ing garden plots and at the same time empha-
sises the opening of the view to Stara kopa Hill.
The structure also helps enclose the spaces of
civilian cemeteries.?? If the authors previous-
ly interpreted this structure as pre-Eisenman
(grave field), they now interpret it as a layout
of neighbourhoods, places and directions of
movement and activities, shading and open-
ing views... What kind of memory would such
a cultural landscape of Banska Bystrica - Majer
have? Would it be borne by the geological lay-
ers of the cemetery, the invasion of vegetation,
the overgrowth and abandonment of the cem-
etery, return and uprooting, the construction of
the field of ‘micro-meadows’ and commemo-
rative walls, their regrowth and cultivation...?
Would it be a processual monument as well as
a kind of proto-monument (in the sense of Nor-
berg-Schulz's different possibilities of orienta-
tion in and identification with the landscape?),2®
or a monument as a landscape environment
- crossroads of choices between settlement,
nomadism (Roma) and war nomadism (fighting
International Brigades)?

Conclusion

The project summary states: ‘The architecture
of the monument is meant to disappear into the
topography, allowing it to age without a negative
impact on its functioning and appearance. Quite
the opposite. The more it is overgrown, covered,
aged, the stronger the overall effect will be?* In
places where the frames of the grave sites would
be elevated, their architecture is anything but
hidden, in the same way that the steel walls of
the entrance and the pious site are not hidden.
There, the memorial-processual environment
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ktoré sa na opusteny cintorin vracaju v podo-
be komemorativnej krajiny v krajine? James
E. Young formuloval kli¢ovy paradox anti-
pamatnikov: ,podla antimonumentu sa ,mo-
numentalne’ uz nemusi chapat iba ako utvar
z mitveho kamena. Odmietanim vlastného
dévodu na existenciu méze antimonument
paradoxne znovu posilnit pévodnu ideu sa-
motného monumentu“?s, Tento monument tr-
vacnost uchovava aj meni na ozivujuce dianie,
v tomto pripade prirodné. Bolo by zaujimavé
zistit, ¢i a ako by prirodnym premenam tohto
miesta pamati obraznost si¢asnych ludi pre-
poziciavala ,,symbolicki auru®.
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would not sink into the terrain, but on the contra-
ry, the new terrain would rise above the original
and not let the cemetery ‘just be’ a cemetery -
it would also initiate new intermediate spaces
and landscape (micro)situations. The framing of
each grave site requires laying foundations in
the ground, and the grave field, in turn, requires
the laying of pavement. This would involve
a rather substantial construction modification
in the terrain, similar to phase three during the
construction of the underground gallery with fa-
cilities. They can be perceived as one processual
geological-vegetational layer of the raised ‘land-
scape terrain’ and as a permanent ground-un-
derground structure... So isn‘t this monument
actually a kind of counter-monument? That kind
of inhabited memory, also the memory as ars,
vis and motus, which returns to the abandoned
cemetery in the form of a commemorative
landscape within a landscape? James E. Young
formulated the key paradox of counter-monu-
ments: ‘after the counter-monument, the “mon-
umental” need no longer be conceived merely
as a figure for the stone dead. By resisting its
own reason for being, the counter-monument
paradoxically reinvigorates the very idea of the
monument itself’?® This monument preserves
durability and transforms it into an enlivening
event, in this case natural. It would be interesting
to find out if and how the imagination of con-
temporary people lends a ‘symbolic aura’ to the
natural transformations of this site of memory.
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Pierre Nora. Mezi paméti a historii, in: Francoise Mayer
(ed.). Cahiers du CEFRES No. 13. Politika paméti. An-
tologie francouzskych spolec¢enskych véd. Praha:
CEFRES, 1998, s. 8-18. (s. 8)

Nora 1998.

Nora 1998, s.9.
Nora 1998, s. 10-11.
Nora 1998, s. 21.
Nora 1998, s. 15.
Nora 1998, s. 16.

Monika MitaSova. Od objektu a miesta k prostrediu
pamati? Kdmen, mésto, papir - Res publica: komemo-
rativni dila souc¢asnosti. (sbornik z konference). Praha:
Galerie hlavniho mésta Prahy, 22. maja 2024. (v tisku)

Vysledky sutaze su dostupné online: https:/www.
archinfo.sk/diela/sutaz-obnova-vojenskeho-cinto-
rina-z-1-svetovej-vojny-v-banskej-bystrici-vysledky.
html.

Vyhodnotenie architektonickej sutaze je dostup-
né online: https:/www.banskabystrica.sk/uzemne
-planovanie/vitazny-navrh-architektonickej-sutaze-
-navrhov-obnova-vojenskeho-cintorina-z-1-sveto-
vej-vojny-v-banskej-bystrici-majeri/.

Ibidem.

Szymon Rozwalka, Adéla Kyselova. Obnova vojenské-
ho cintorina z 1. sv. vojny v Banskej Bystrici - Majeri,
(sutazny projekt, textova cast), nedatované [2016],
nepaginované [6 nenormovanych stran].

Rozwalka, Kyselova 2016, s. [2].
Ibidem.

Predbezna, nepublikovana verzia stadie Mariana
Zervana Pamatnik a pomnik v silovom poli si¢asnosti.
Finalna verzia bude publikovana v zborniku konferen-
cie Papir, mésto, kdmen - Res Publica.

Rozwalka, Kyselova 2016, s. [2].

V prvej etape je odstranenie krovin a stromov, vybu-
dovanie pristupovej komunikacie, obnovenie ¢asti
hrobovych miest, ich ocelové oramovanie s vysiatou
travou na cintorine a farebna zmena asfaltu na vo-
zovke nad zaliatymi hrobmi pod vozovkou, infor-
macna stena a pietna stena. V druhej etape dalSia
obnova hrobov a findlna Uprava terénu a parkovanie.
Tretiu etapu pozri v poznamke 17.

Ibidem, s. [2].

V poslednej, tretej etape by bola vybudovana pod-
zemna galéria, zazemie technické, hospodarske a hy-
gienické, park na zapadnej strane cintorina a zmena
verejného osvetlenia.

Aleida Assmann. Prostory vzpominani. Podoby a pro-
meény kulturni paméti. Praha: Karolinum, Praha 2018,
s.27-33.

Assmann rozliSuje v rimskej antickej kultarnej tradicii
dve podoby pamati: pamat ako ars (gr. techné)
avis (gr. dynamis). Prva - ars - pomenuva umenie
zapamatat si ulozeny obsah, mnemotechniku. Mne-
motechnikou sa tu rozumie utvaranie vztahu medzi
imaginarnymi miestami a obrazmi (loci et imagines)
v mysli, pomocou ktorych sa obsahy do paméti zapi-
suju v nejakom pomyselnom priestorovom rozvrhu
¢i usporiadani miest.Zmyslom mnemotechniky je
¢o najpresnejsie si vybavit ulozené obsahy. Pamat
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Pierre Nora. Between Memory and History: Le Lieux de
Mémoire, in: Representations. No. 26, Special issue: Me-
mory and Counter-Memory (Spring, 1989), pp. 7-24.

Nora 1989,p 7.
Nora 1989, p 8.
Nora 1989, p 12.
Nora 1989, p 19.
Nora 1989, p 19.
Nora 1989, p 22.

Monika MitaSova Od objektu a miesta k prostrediu pama-
ti? Kdmen, mésto, papir - Res publica: komemorativni dila
soucasnosti [Rock, town, paper - Res publica: contem-
porary commemorative works] (conference anthology).
Prague: Prague City Gallery, 22 May 2024 (in press).

The results of the competition are available online at:
https:/www.archinfo.sk/diela/sutaz-obnova-vojenskeho-
-cintorina-z-1-svetovej-vojny-v-banskej-bystrici-vysledky.
html.

The evaluation of the architectural competition is
available online at: https:/www.banskabystrica.sk/
uzemne-planovanie/vitazny-navrh-architektonickej-suta-
ze-navrhov-obnova-vojenskeho-cintorina-z-1-svetovej-
-vojny-v-banskej-bystrici-majeri/.

Ibid.

Szymon Rozwalka, Adéla Kyselova. Obnova vojenského
cintorina z 1. sv. vojny v Banskej Bystrici - Majeri [The re-
newal of the World War | military cemetery in Banska Bys-
trica - Majer (competition project, text section), undated
(2016), unpaged (6 non-standardised pages)].

Rozwalka, Kyselova 2016, p. [2].
Ibid.

A preliminary, unpublished version of Marian Zervan’s
study ‘Memorial and Monument in the Force Field of To-
day’. The final version will be published in the anthology
of the conference Paper, Town, Stone - Res Publica.

Rozwalka, Kyselova 2016, p. [2].

The first phase involves the removal of bushes and trees,
the construction of an access road, the restoration of
some of the grave sites, their steel framing with sown
grass in the cemetery and a change in the colour of the
asphalt on the road running over the graves, an informa-
tion wall and a memorial wall. The second phase includes
further restoration of the graves and final landscaping and
parking. See note 17 for a description of the third phase.

Ibid., p. [2].

In the third and final phase, an underground gallery, tech-
nical, economic and sanitary facilities would be built,
a park will be created on the west side of the cemetery
and changes will be made to public lighting.

Aleida Assmann. Cultural Memory and Western Civiliza-
tion. Functions, Media, Archives. New York: Cambridge
University Press, 2011, pp. 17-22.

Assmann differentiates two forms of memory in the an-
cient Roman cultural tradition: memory as ars (Greek
techne) and vis (Greek dynamis). The first - ars - is the art
of remembering stored content, mnemonics. Here, mne-
monics is understood as the creation of a relationship
between imaginary places and images (loci et imagines)
in the mind, with the help of which the contents are writ-
ten into the memory in some imaginary spatial schedule
or arrangement of places. The purpose of mnemonics is
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vSetky obsahy uklada (Ulozna pamat) tak, Ze ich
mozno v buduicnosti znovu vyvolavat (v operacnej
pamati). V porovnani s pamétou ako ars, ktora je
vteleno-priestorova, druhd modalita paméti: vis je
vteleno-procesualna. Pamat ako vis je umoznena
po6sobiacimi silami dynamického pola spominania,
ktoré ulozeny obsah vyvolavaju, premienaji a znovu
vyvolavaju, pripadne blokuju. Tento rozvrh navrhu-
jem rozsirit o tretiu modalitu, vteleno-pohybovu:
pamat ludskych interakcii a pohybu ako motus, ktora
umoznuje venovat pozornost aj rozdielnemu ucho-
vavaniu pamati v kultarach s pismom a bez pisma.
Tam, kde pismo nezohrava klu¢ovu ulohu, pésobia
ritudly atie si odpovedou na dvojjediny problém:
pamat rozSiruju na celé telo, jeho pohyby a konanie
a stic¢asne odovzdavaju skisenost. To umozriuje pre-
skiimat, ako sa pohyb a konanie prejavuju napriklad
aj v pamatnikovej tvorbe ajej vnimani, ato nielen
z hladiska tvorcu a vnimatela, ale v celkovom ¢aso-
priestorovom rozvrhu paméti ako performativneho
prostredia.

Pozri Mitasova 2024, v tlaci.
Rozwalka, Kyselova 2016.
Rozwalka, Kyselova 2016, s. [3].
Rozwalka, Kyselova 2016, s. [4].

Christian Norbrg-Schulz. Genius Loci - krajina, misto,
architektura. Praha: Odeon, 1994.

Rozwalka, Kyselova 2016, s. [4].

Pozri heslo Pamat, monument, in: Robert S. Nelson
- Richard Shiff (eds.). Kritické pojmy dejin umenia.
Bratislava: Slovart, 2004, s. 289.
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to recall stored contents as accurately as possible. Mem-
ory stores all contents (storage memory) so that they can
be recalled in the future (in operational memory). Com-
pared to memory like ars, which is embodied-spatial, the
second modality of memory - vis - is embodied-proces-
sual. Memory as vis is made possible by the forces of
the dynamic field of recollection, which evoke, transform
and re-evoke, or block, the stored content. | suggest ex-
panding this proposal to include a third modality, em-
bodied-movement: memory of human interactions and
movement as motus, which also allows attention to be
paid to the different preservation of memory in cultures
with and without writing. Where writing does not play
a key role, rituals work and are the answer to a twofold
problem: they extend the memory to the whole body, its
movements and actions, and at the same time transmit
the experience. This makes it possible to examine how
movement and action manifest themselves, e.g. in the
creation of amonument and its perception, not only
from the perspective of the creator and the perceiver,
but also in the overall time-space concept of memory as
a performative environment.

See MitaSova 2024, in press.
Rozwalka, Kyselova 2016.
Rozwalka, Kyselova 2016, p. [3].
Rozwalka, Kyselova 2016, p. [4].

Christian Norbrg-Schulz. Genius Loci: Towards a Pheno-
menology of Architecture. Rizzoli, 1979.

Rozwalka, Kyselova 2016, p. [4].

James E Young. The Counter-Monument: Memory against
Itself in Germany Today. Critical Inquiry. No.2 (Winter
1992), p. 295.
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perspektiva z jihozapadu

SITUACE m 1:250

1 INFORMACNI VSTUPNI ZED
obsahuje zakladni informace o hibitové,
orienta¢ni mapu

2 USTREDNI PIETNi PROSTOR
je ohranic¢en zdi, na které jsou jména
vojakul a pfipadné dalsi informace
o misté a historii
zed'vytvafi intimni prostor, oddéleny
od blizké silnice
ve tieti etapé je navrzené vybudovani
podzemniho vystavniho prostoru/ galerie/
a zazemi/ sklady, toalety/

3 STRUKTURAVYVYSENA
struktura se nachazi v mistech obnovenych
hrobl i jiz neexistujicich
4 STRUKTURA PRI OKRAJI SILNICE
rastr se odliSuje vy$8imi travinami
5 STRUKTURA VE VOZOVCE
rastr se odliSuje novym asfaltem

6 STRUKTURA OBNOVENE HROBY
navrzeno do druhé etapy

7  PRIJEZDOVA CESTA A PARKOVISTE
cca 7 parkovacich mist nebo 1 autobus

druha etapa
HLAVNI PRISTUPOVA CESTA
PAMATNIK LEGIONARU

10 PRECHOD
pfechod a navazujici stezky propojuji
obé ¢asti hibitova
mohou ji vyuzivat i navstévnici civilniho
aromského hibitova

11 PARKOVA UPRAVA
tieti etapa

perspective from the south-west

SITUATION m 1:250

10

11

INFORMATION ENTRANCE WALL
contains basic information about the cemetery,
orientation map

CENTRAL MEMORIAL AREA

is bordered by a wall with the names of
soldiers and any other information about
the site and history

the wall creates an intimate space, separated
from the nearby road

in the third phase, it is proposed to build an
underground exhibition space/ gallery/ and
facilities/ storage, toilets/

ELEVATED STRUCTURE
the structure is located on the sites of restored
graves and no longer existing graves

STRUCTURE AT THE EDGE OF THE ROAD
the grid is distinguished by taller grasses

STRUCTURE OF THE ROAD
the raster is distinguished by new asphalt

STRUCTURE OF RESTORED GRAVES
designed for the second phase

DRIVEWAY AND PARKING LOT
approx. 7 parking spaces or 1 bus

second phase
MAIN ACCESS ROAD
LEGIONARIES MEMORIAL

TRANSITION
crossing and connecting paths link the two
parts of the cemetery

it can also be used by visitors to the civilian
and Roma cemeteries

PARK IMPROVEMENT
third stage

Projekt obnovy vojenského cintorina z 1. svetovej
vojny v Banskej Bystrici - Majeri (2016) od architekta
Szymona Rozwalku a architektky Adély Kyselovej
(ateliér RO_AR v Brne)

Project for the Restoration of the World War |
military cemetery in Banska Bystrica - Majer (2016)
by architects Szymon Rozwalka and Adéla Kyselova
(RO_AR Studio in Brno)
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Kyselovej (ateliér RO_AR v Brne)

Projekt obnovy vojenského cintorina z 1. svetovej
vojny v Banskej Bystrici - Majeri (2016) od
architekta Szymona Rozwalku a architektky Adély
Kyselovej (ateliér RO_AR v Brne)

Project for the Restoration of the World War | military
cemetery in Banska Bystrica - Majer (2016) by
architects Szymon Rozwalka and Adéla Kyselova
(RO_AR Studio in Brno)

Project for the Restoration of the World War | military
cemetery in Banska Bystrica - Majer (2016) by
architects Szymon Rozwalka and Adéla Kyselova
(RO_AR Studio in Brno)




Ve videohre Half-Life se hraci u¢astni boje ve-
deného automatickymi zbranémi. Odehrava
se ve velkomésté, tvofeném krom prosklenych
mrakodrapU starymi rozpadajicimi se domy.
Ulice jsou rozbité a ze sloupt elektrického
vedeni visi chuchvalce dratu. Vizualni umélec
Vikenti Komitski vidi mezi méstskym prostre-
dim hry a skute€nou situaci v Sofii napadnou
podobnost a pracuje s ni ve svych vlastnich
video-krajinach mésta. Na poc¢atku druhého
tisicileti byla Sofie postsocialistickym hlavnim
méstem, které se vyznacovalo ekonomickymi
i stylovymi kontrasty. Eklekticky vzhled ¢as-
tec¢né vyplyva z prudkych historickych zmén,
které formovaly Balkan. Paralelné koexistenci
zakladnich ideologickych a historickych vrs-
tev ukazuje malba Krassimira Terzieva nazva-
néa Zakladna a nadstavba.

Po roce 1990 panoramatu Sofie stale vice
dominuji zminované sklenéné fasady, symbo-
ly agresivniho kapitalismu, které se ty&i upro-
stfed rozpadajicich se blokl pochazejicich
z dob socialismu. Entropie odchazejici éry
je vSudypfitomna - infrastruktura mésta, pa-
matky socialismu, priimyslové lokace demon-
struji rozpadajici se materidl a strukturu, které
pfitahuji pozornost fady umélct. Davodu je
samoziejme vice. Entropie odchazejiciho so-
cialistického fadu nas neprestava uchvacovat,
smysl politickych a ekonomickych zmén hle-
dame prostfednictvim materialni reality. Ne-
méné podstatnym divodem se mi v§ak zda
bytiten, Ze ruina se po ztraté své funkce stava
predmétem kontemplace - je viceméné auto-
nomni formou podobnou uméleckému dilu.

V cyklu s ndzvem Zodpovédna malba
transformuje jiny autor, Kiril Prashkov, rozpa-
dajici se omitku méstskych panelovych blo-
ki do podoby moderni abstraktni kompozice.
Prestava byt znamkou kolektivniho zanedba-
ni, stava se obrazem. Stella Vassileva podob-
né& zkouma haldy vyfazenych primyslovych
pfedmétl a nahlizi na né jako na autonomni
formy a shluky.

Dimitar Gen¢ev, ktery rovnéz zazil pad
pozdniho socialismu a naslednou chaotickou
transformaci, se soustfedi na tento materialni

Vera Mlechevska

In the video game Half-Life, players engage in
combat with automatic weapons in a large city
where crumbling old houses stand beside tow-
ering mirrored facades. The streets are broken,
and tangled wires hang from power poles. Artist
Vikenti Komitski finds a striking resemblance
between the game’s urban environment and re-
al-life scenes in Sofia, incorporating them into
his video landscape of the city. At the dawn of
the second millennium, Sofia was a post-social-
ist capital marked by both economic and sty-
listic contrasts. The city’s eclectic appearance
stems, in part, from the abrupt historical shifts
that have shaped the Balkans. Krassimir Ter-
ziev's painting ‘Base and Superstructure’ shows
us in a single plane and simultaneously basic
ideological and historical layers that coexist.

After the 1990s, the skyline of Sofia was in-
creasingly dominated by glass facades, symbols
of aggressive capitalism, rising amid crumbling
socialist-era blocks. The entropy of the pass-
ing era is ubiquitous - the city's infrastructure,
the monuments of socialism, the cessation of
industry offer a variety of decaying fabrics and
structures that capture the attention of many
artists. There are probably multiple reasons for
this. The entropy of the passing socialist order
continues to captivate, as we try to make sense
of the political and economic shifts through
material reality. But another equally significant
reason seems to me that the ruin, having lost
its function, becomes an object of contempla-
tion - a more or less autonomous form akin to
a piece of art.

In the Responsible Painting series, Kiril
Prashkov reframes the crumbling plaster of
urban panel blocks as modern abstract com-
positions, not just signs of collective neglect.
Likewise, Stella Vassileva examines piles of dis-
carded industrial objects, viewing them as indi-
vidual forms and clusters.

Dimitar Genchev, who also lived through
the collapse of late socialism and the chaotic
transition that followed, explores this materi-
al disintegration in his paintings. These works,
filled with clutter, discomfort, and an abundance
of forms, evoke a nostalgia that is not tied to any
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rozpad pfimo. Jeho prace, plné neporadku,
demonstrujiciho nepohodu a zahrnujiciho
mnozstvi forem, vyvolavaji nostalgii, ktera
se vSak k zadné konkrétni dobé nevaze. Po-
stavy zvifat a lidi maji podobu vizi, vystupuji
zprostred opulentniho shluku véci obestre-
nych hutnou atmosférou. Jako by se ¢as, ktery
pojimaiji, pfed nasima o¢ima rozpoustél, a to
materialné i metafyzicky.

Ruina je nevyhnutelné meznikem plynou-
ciho ¢asu. V opusténé budové nebo tovarné
vidime ruinu budoucnosti. Rikame si: Rimané
tu zanechali akvadukty a sloupy, my obytné
bloky a obfi tovarny. Ruiny vychodni Evropy,
Bulharska zvlasté, jsou mimo jiné symbolem
zhrouceného socialistického systému, rozpa-
du ideologie. A to zejména, jde-li o opusténé
verejné pamatky. Ruinou se stal mega-monu-
ment na hore Buzludzda, stejné jako pamatnik
1300 let Bulharska instalovany pred sofijskym
Narodnim palacem kultury.

Odmitnuti ideologie zatéZuje dokonce i ty
pamatky, které mohou mit diky svym archi-
tektonickym a formalnim kvalitam autonomni
platnost. Lidé je nicméné oby¢ejné vnima-
ji jako jakési zrezivélé zbrané propagandy.
Nakonec, prinejmensim v jistych pfipadech
tomu tak skute€né je. Iniciativa ruského vel-
vyslanectvi a dalSich politickych sil je spojena
napfiklad se zachovanim pomnik( sovétské
armady. Ruskd invaze na Ukrajinu znovu
rozproudila dfive probihajici debaty véno-
vané symbolice monument(, zejména zmi-
fovaného pamatniku sovétské armady v Sofii.
Pfipomina totiz problematické téma, ,osvobo-
zenecky* vklad rudé armady.

Geopoliticka situace se ukazala byt pl-
sobivym lakmusovym papirkem pro dalsi
vyznam tohoto monumentu. Naznacila vSak
také mozné estetické a konceptualni argu-
menty platné pro jeho moznou zachranu,
demontovani a muzejni prezentaci. Ani takto
vSak bulharské zemé o své ruiny nepfijdou.
Je zfejmé, Ze jiné, snad méné strategické pa-
matky a stavby podobny osud sdilet nebudou,
status kulturniho dédictvi neziskaji a jednou
se prosté rozpadnou.
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specific time. Figures of animals and people ap-
pear as visions amidst a copious clutter of pos-
sessions submerged in a dense atmosphere,
as if time is dissolving both materially and met-
aphysically before our eyes.

The ruin is inevitably a landmark of passing
time. In the abandoned building or factory we
see the ruin in the future. We say to ourselves:
here the Romans left aqueducts and columns,
and we left blocks and giant factories. The ruins
in Eastern Europe, and in Bulgaria in particular,
are also a symbol of the collapse of the socialist
system and the collapse of an ideology, espe-
cially when it comes to public monuments that
have been abandoned. The mega-monument
on Mount Buzludzhda has become a ruin, as has
the 1300 Bulgaria monument in front of the Na-
tional Palace of Culture in Sofia.

In practice, the rejection of ideology dragged
with it monuments that can have an autonomous
presence because of their architectural and plas-
tic qualities. But many people still see them as
rusty weapons of propaganda, which is true in
certain cases, given the interference of the Rus-
sian embassy and various political forces in pre-
serving the Soviet army monument in Sofia. The
Russian invasion of Ukraine reignited debates
about the symbolism of certain monuments,
particularly the Soviet army monument in Sofia.
This monument actualized a certain symbolism
that is problematic, namely the ‘liberation’ cause
of the Russian army.

The geopolitical situation proved to be
a strong litmus test for the significance of this
monument, and then all sorts of aesthetic and
contemplative arguments proved to be the last
resort of this monument, so that it could be dis-
mantled and exhibited in a museum. But this
will not deprive the Bulgarian lands of ruins.
Obviously, other less strategic monuments and
structures will not have the fate of being granted
cultural heritage status, but will simply fall apart.

Bulgaria’s accession to the European Union
in 2007 sparked hopes of material improvement
for its citizens, especially in material terms. This
euphoria has also caught up with cultural herit-
age, which has been given the important task of
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Vstup Bulharska do Evropské unie v ro-
ce 2007 vyvolal nadé&je na rust, a to zejména
v oblasti materialniho zabezpeceni. S tim spo-
jena euforie postihla i kulturni sektor, které-
mu se dostalo Ukolu o bohaté kulturni historii
Bulharska ,vypravét“, a bavit pfitom pficha-
zejici proudy predpokladanych turist(. V bul-
harskych zemich se nepochybné zachovaly
artefakty a hmotna kultura z doby chalkolitu,
zivota Thraku, z fecko-fimské éry, sttedovéku
atd. V dusledku mnoha valek - a porazek -
vS§ak byla fada z téchto ruin srovnana se zemi
nebo pohlcena proménujicimi se méstskymi
strukturami, palimpsesty osmanského, ob-
rozeneckého a komunistického obdobi. Ne-
dostatek hradd, val a dalSich mohutnéjsich
vertikalné se tycicich staveb vedl mistni vliad-
ni pfedstavitele a kulturni manazery k tomu,
aby je kompenzovali riznymi ,nahradami,
aby doslova vytvareli ruiny nové. Na stfedo-
véké tvrzi Krakra tak bylo vzty€eno cimbufi vy-
tvorené z plastovych panel(, fimska pevnost
Nove byla opatfena zcela novymi kovovymi
oblouky a stfilnami, aredl Yailata pochazejici
z byzantského obdobi byl ohrazen malymi
obrannymi ,pyramidami®, které nikdy neexis-
tovaly, a pevnostni zed navySena o tfi metry.
Snaha o zviditelnéni bulharského kulturniho
dédictvi je patrna. Napfiklad v ramci fotodo-
kumentaéniho projektu s nazvem Novy Zivot
pro minulost jej zachycuje vizualni umélec
Dimitar Solakov.

Znacné finanéni prostfedky byly vy¢lené-
ny i na dalsi dvé obfi iniciativy - zpfistupnéni
antického fimského stadionu v Plovdivu v roce
2013 a rekonstrukci antické Serdiky o tfi roky
pozdéji. Jsou samoziejmé nezbytné pro posi-
leni narodniho sebevédomi a podporu slibné
se rozvijejiciho cestovniho ruchu. Napfiklad
starovéky stadion v Plovdivu je vyuzivan k ak-
centaci vlasteneckého narativu a koncepce,
prezentujici Bulhary jako moderni potomky
starovéké civilizace. Bez ohledu na to, kolik
mé& s modernim ob&anem pramérny Riman
spole¢ného. Pominut byl také fakt, Ze stadion
nechal postavit cisar Hadrian, ktery byl svou
orientaci gay.
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telling Bulgaria‘s rich cultural history and enter-
taining the streams of future tourists. Undoubt-
edly, the Bulgarian lands preserve artifacts and
material culture dating back to the Chalcolithic,
the life of the Thracians in the Greco-Roman era,
the Middle Ages, etc., but due to many defeats
on our territory, some of these ruins have been
razed to the ground or engulfed as palimpsests
from the Ottoman, Renaissance and communist
periods. The lack of castles, ramparts and other
more massive vertically rising buildings pushed
local rulers and cultural managers to compen-
sate for this with various replacement structures
or, literally speaking, to create new ruins. Thus,
they erected battlements of plastic panels on
the medieval fortress ‘Krakra’, the Roman for-
tress ‘Nove’ was furnished with brand new met-
al arches and canopies, the ‘Yailata’ area from
the Byzantine period was enclosed with small
pyramids that never existed, and the fortress
was built up by three meters. The desire to give
greater visibility to Bulgaria‘s cultural heritage
is appreciable. The artist Dimitar Solakov cat-
alogues this trend in his photographic project
‘New Life for the Past..

Large funds were also allocated for two oth-
er mega initiatives - the opening of the ancient
Roman theatre in Plovdiv to the public in 2013
and the reconstruction of ancient Serdika in
2016. Obviously, they are necessary to strength-
en national self-confidence and support the
promising tourism industry. For example, the
ancient theatre in Plovdiv is used to support
the patriotic narrative and the idea that the Bul-
garians are modern descendants of an ancient
civilization, never mind that the Romans have
little in common with the modern citizen and
the theatre was built by Hadrian, a gay Roman
emperor.

The ruins renovated by the government
definitely have the task of producing - symbolic
and monetary. But if the patriotic narrative ex-
ploits the ruins, in practice tourism is their most
powerful generator. Even the mayors of such
settlements that have no immovable cultural
heritage want to participate in this new Klond-
ike. And some of them are truly creative. Such
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Vladou renovované ruiny maji rozhodné
za cil ,vytvaret hodnotu“ - a to symbolickou
i penézni. Jestlize vSak vlastenecky narativ
ruiny vyuziva, v praxi je jejich nejsilnéjSim
generatorem cestovni ruch. Na tomto novém
Klondiku se proto chtéji podilet i reprezen-
tanti takovych sidel, kterd Zzadné nemovité
kulturni dédictvi nemaji. A néktefi z nich jsou
pfitom opravdu kreativni. Takovy je pfipad
Parku stvoreni, ktery se nachazi v obci Novo
Selo avznikl na podnét dlouholetého starosty
obce Todora Atanasova. Park byl vybudovan
pod Sirym nebem, z cementu, vyztuze a yton-
gu. Nachazi se v ném strom Zivota z kovovych
trubek, dinosaufi vyrobeni amatérskymi zed-
nickymi mistry a stfedovéky ytongovy hrad.
Kvuli rychlé a nedusledné vystavbé a pod
vlivem prostfedi utrpéla civilizace Novo Selo
jiz nékolik epochalnich upadk. Slunce, vitr
a voda nic¢i jednotlivé figury, které se postup-
né samy stavaji ruinami. Betonové kompo-
nenty malované jasnymi a hravymi barvami
nasleduji osud fecko-fimskych soch a stavaji
se Sedivé bezbarvymi. Nékteré dokonce prisly
o ruce - podobné jako bohyné Niké.

Na poc¢atku nového milénia se v§ak zacal
objevovat novy druh ruin. Viny ekonomické
expanze podnitily rozsahlé stavebni projekty,
mnohé z nich vS§ak byly uprostred vystavby
opustény a zlstaly po nich pouhé kostry, ho-
tell, kancelafskych budov... Kamen Stoyanov
zkouma v knize Up and Through jeden takovy
nedokonéeny hotel na bulharském pobrezi
Cerného more - planovanou luxusni stavbu,
ovSem v misté bez pfistupu k pitné vodé. Ob-
last, v niz se nachazi, je nejméné zadsobovanou
oblasti zemé - jde o Dobrudzu. Kamen Stoja-
nov nas jeho pfizra¢nou architekturou, vyzdo-
benou sou¢asnym umeénim, provadi alespon
imaginativné.

Némecky autor Clemens Behr si pak
v8§ima také struktur rozkladu a rtiznych do-
macich technik opravovani rozpadajicich se
staveb. Do perimetru jeho pozornosti se do-
stava opustény hotel Arena di Serdica v cen-
tru Sofie. Hotel byl postaven na autentickych
ruinach pochazejicich z fimskych dob, ale jiz
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is the case of the Creation Park in the village of
Novo Selo, conceived by the long-time mayor of
the village, Todor Atanasov. The park was built
outdoors, from cement, rebar and Ytong blocks.
It features the Tree of Life made of metal pipes,
dinosaurs made by amateur master masons and
a medieval castle made of Ytong blocks. Due to
rapid and inconsistent construction under the
influence of the environment, the New Village
civilization has already suffered several epoch-
al declines. Sun, wind and water are destroying
the figures, which little by little are becoming
ruins themselves. Concrete figures painted in
bright and cheerful colours follow the fate of
Greco-Roman statues and remain greyishly
colourless, and some have lost arms like the
goddess Nike.

In the early 2000s, a new breed of ruins
began to appear. Waves of economic expan-
sion fueled large-scale construction projects,
but many were abandoned mid-construction,
leaving behind skeletons of hotels and office
buildings. In Up and Through, Kamen Stoyanov
explores one such incomplete hotel along Bul-
garia’s Black Sea coast - a planned luxury build-
ing in an area with no access to drinking water.
The area in which it is located is the least wa-
ter-supplied region of the country — Dobrudja.
Kamen Stoyanov walks us through the ghostly
hotel decorated with contemporary art.

German artist Clemens Behr also notices
the structures of decay and various homemade
techniques for patching up crumbling struc-
tures. The deserted Hotel Arena di Serdica in
the centre of Sofia enters the perimeter of his
attention. The hotel was built on authentic ru-
ins from Roman times but has stood empty for
several years. At the invitation of the Punta Gal-
lery, Clemens Behr made a monument with the
stylistic elements of the hotel, which against the
green area is compositionally related to the pic-
turesque ruin of German Romanticism worthy of
a future Caspar David Friedrich.

Because of the infinite range of variations
of decay, the debris of everyday life offers the
possibility of free play, of unexpected associ-
ations, but also a way out of an overly ordered
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nékolik let stoji zde prazdny. Na pozvani ga-
lerie Punta vytvofil Behr pamatnik zdobeny
stylovymi prvky hotelu, ktery na pozadi zele-
né kompozi¢né navazuje na malebnou ruinu
némeckého romantismu hodnou budouciho
Caspara Davida Friedricha.

Vzhledem k nekoneé&né skale variaci roz-
padu nabizeji trosky kazdodenniho zZivota
moznost volné hry ¢i ne¢ekanych asociaci,
jsou vSak také vychodiskem z pfili§ usporada-
ného konzumniho svéta, ktery je kategorizo-
vany, organizovany a tfidné implicitni. Vikenti
Komitsky vyuziva tento prakticky nevycerpa-
telny soubor volnych asociaci ke kombinaci
vyfazenych materialll a predmétt pochaze-
jicich z Berlina a Sofie. Spole¢né vzhledem
ke svému puvodu zakladaji strukturalistickou
krajinu sou¢asného mésta, v nichz jsou afekty
v zajeti umélého prostfedi metropole a frag-
mentarni povahy zivota.

Ruina ve vSech svych podobach, at uz
starobylych nebo souc¢asnych, je bezpochyby
nécim trvale pfitomnym v sou¢asném umé-
ni, které zac¢ina nabyvat stylové rozmanitosti,
a dokonce snad i hodnoty. Filmova produkce
ucinila z dystopie Zanrovou podivanou. Ve fil-
mech jako Matrix (rezie Wachowski, 2000),
District 9 a Elysium (rezie Neill Blomkamp,
2009/2013), Children of Men (rezie: Alfonso
Cuarédn, 2006) ¢i 12 opic (rezie Terry Gilliam,
1995) vidime, Ze high-tech vize budoucnosti
lidstva se nenaplnila, spole¢nost se rozdélila
na malé skupiny prezivajici uprostfed nedo-
statku a vSudipfitomného nasili. Atmosféra je
plna temnoty, ve méstech panuje zkaza. Za-
bavni primysl jako by se snazil vyuzit onen
temny pocit prvotniho strachu a pudu smrti.
Z pohodli kfesla si vSak uvédomujeme, ze je
to vlastné jen fikce. Podobné jako v pfipadé
nejnovéjsSiho videa ASAP Rocky nato¢eném
na Ukrajiné. At se kolem déje kolik chce ne-
bezpecnych véci, nikomu z nas se na rozdil
od reality nic nestane.
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consumerist world that is categorized, labeled
and class-implicit. Vikenti Komitsky exploits this
virtually inexhaustible set of free associations
by composing discarded materials and objects
from Berlin and Sofia. Due to their origins, these
objects all compose structuralist landscapes of
the contemporary city, in which affects are cap-
tive to the artificial environment of the metrop-
olis and the fragmented nature of life.

The ruin in all its variations, ancient or con-
temporary, is without doubt something per-
sistently present in contemporary art, which is
beginning to acquire stylistic variety and even
value. Film productions have turned dystopia
into a genre spectacle. In films such as The Ma-
trix (directed by the Wachowskis, 2000), District
9 and Elysium (directed by Neill Blomkamp,
2009/2013), Children of Men (directed by Alfon-
so Cuarén, 2006), 12 Monkeys (directed by Terry
Gilliam, 1995), we see that humanity’s high-tech
future has failed and society has splintered in-
to small groups surviving amidst scarcity and
widespread violence. There is darkness in the
atmosphere, ruin in the cities. It’s as if the en-
tertainment industry aims to tap into that dark
sense of primal fear and death drive. But from
the comfort of the easy chair, we actually do re-
alise that this is just fiction. Just like in the latest
video from ASAP Rocky filmed in Ukraine. Re-
gardless of the surrounding danger, no one gets
hurt, unlike in reality.

Modern Ruins



Kiril Prashkov, cyklus Zodpovédna malba, 2006, Kiril Prashkov, Responsible Painting Series, 2006,
Krassimir Terziev, Zakladna a nastavba, Krassimir Terziev, Base and superstructure, fragmenty D | 45 W, digitalni tisk, 100x70cm, fragments D | 45 W, digital print, 100x70cm,
olej na platne, 2023 oil on canvas, 2023 fotografie, 20x15 cm photography, 20x 15 cm



Stela Vasileva, Formal (Labour as an eternity),
Vaska Emanouilova Gallery, Sofia, 2010

Stela Vasileva, Formal (Prace jako véénost),
Vaska Emanouilova Gallery, Sofia, 2010

Dimitar Genchev, Patisserie workshop, 2018,
olej na platné&, 180x220 cm

Dimitar Genchev, Pernik Industry, 2018,
olej na platng, 170x220 cm

Dimitar Genchev, Patisserie workshop, 2018,
oil on canvas, 180x220 cm

Dimitar Genchev, Pernik Industry, 2018,
oil on canvas, 170x220 cm
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a Nikola Mihov, Zapomeri na svou minulost, a Nikola Mihov, Forget your past, 2008-2012,

2008-2012, Pamatnik 1300 let Bulharska, Sofia 1300 Years of Bulgaria Monument, Sofia a Dimitar Solakov, Novy Zivot pro minulost, Nove, 2015 a Dimitar Solakov, New Life for the Past, Nove, 2015
b stfedovéky kostel , pfeneseny do sofijského Larga b medieval church, transported to the Largo of Sofia b Dimitar Solakov, New Life for the Past, Yaila, 2015 b Dimitar Solakov, New Life for the Past, Yaila, 2015

c Alexander Lazarkov, Asfaltova bazilika, 2024 c Alexander Lazarkov, Asphalt basilica, 2024 c Dimitar Solakov, New Life for the Past, Krakra, 2015 c Dimitar Solakov, New Life for the Past, Krakra, 2015



a Dimitar Shopov, Novo selo, filmovy snimek, 2025

b-d Parc of creation, Novo selo village, Plovdiv,
Todor Atanasov + co.

d Dimitar Shopov, Novo selo, still from movie, 2025

b-d Parc of creation, Novo selo village, Plovdiv,
Todor Atanasov + co.

Kamen Stoyanov, Malifska akce v Hotelu 1000
Columns, 2017, digitalni tisk, 12x 180 cm,
olej na platné, 402 x60cm

Kamen Stoyanov, filmovy snimek z Up and Through,
2020, video, 4K, 10:00 min

Kamen Stoyanov, Painting Action at Hotel 1000
Columns, 2017, digital print, 120 x 180 cm,
oil on canvas, 40x60cm

Kamen Stoyanov, still from Up and Through,
2020, video, 4K, 10:00 min



Clemens Behr, Pronasledovany horizont, Sofia,
projekt Punta gallery + Goethe institute, Sofia,
vefejny prostor, 2024

Vikenti Komitski, Bez nazvu 2023, nalezeny objekt,
kov, mramor, guma, dfevo, 72x40% 24 cm

Clemens Behr, Haunted Horizons, Sofia,
project by Punta gallery + Goethe institute, Sofia,
Public space, 2024

Vikenti Komitski, Untitled 2023, found object,
metal, marble, rubber, wood, 72x 40 x 24 cm




Jde-li o pochopeni toho, ¢im je naSe muzejni
sbirka, ukazuje se, zZe jde predevsim o jaky-
si zdédény chaos. Muzeum je sice od 60.let
20. stoleti vedeno kontinualné, jednotlivé eta-
py vSak maiji specificky charakter, k cemuz se
jesté vratime. V 1été 2021 bylo nékolik pozic
obsazeno nové, a to v€etné pozic feditele
a odborného personalu, respektive pozic od-
povédnych za komunikaci a vztahy s vefejnos-
ti ¢i za digitalni vzdélavani. Je to prekvapivé,
podobné rozsahlou organizac¢ni proménu ale
instituce nezaznamenala od 60. let 20. stoleti.
Tyto zmény (které jsou generacni, organizac-
ni i obsahové) samoziejmé vyvolavaji fadu
otazek. Tato je pro nas ale nejzasadnéjsi: Jak
muizeme jako tym pracovat se specifickou in-
stitucionalni historii muzea, a zaroven rozvijet
snahu tuto historii zpochybnit, tj. smérovat spi-
Se k budoucnost diskontinuity?

Nez prejdeme k historickym souvislostem
a samotné sbirce, jejimu zaméreni na stfedo-
evropské a vychodoevropské uméni, shraime
prvni dojmy vyplyvaijici z ,nejednozna¢nos-
ti“ instituce a hlavni body situace, v nichz se
nachazime.

Sbirka, ktera dnes ¢ita kolem osmi tisic
dél, je budovéana s dlouhodobym zameérem,
coz se odrazi také v jejim personalnim za-
bezpeceni; o nakupech a darech rozhodovali
v uplynulych sto letech ¢tyfi feditelé. Richart
Reiche, ktery zde plsobil v letech 1921 az
1943, byl zpocatku progresivistou, v roce
1933 se vSak stal clenem Narodné socialistic-
ké némecké délnické strany. Peter Leo, ktery
v muzeu zacal plsobit v 60. letech, se zaméfil
na mezinarodni umélecké tendence v zapad-
ni, stfedni a vychodni Evropé, a to pfedevsim
ty patrné po roce 1945. Peter Spielman-
n,2 ktery byl tfetim feditelem muzea v letech
1972-1997, se soustiedil pfedevs§im na umél-
ce z byvalého Ceskoslovenska, Madarska,
Polska, byvalého SSSR a byvalé Jugoslavie.
Od roku 1997, za vedeni Hanse Giintera Go-
linskiho, pak za¢aly dominovat projekty vé-
nované uméni pochazejicimu ze zemi, které
hraly na mezinarodni umélecké scéné spise
spodfadnou” roli, v€etné Izraele, Japonska,
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When it comes to understanding what our mu-
seum collection is, the inherited chaos inscribed
in it reveals itself. The institute has been run very
continuously since the 1960s, something we will
come back to later. Since the summer of 2021,
several positions on the museum’s team have
been filled with new people, including those
responsible for communication and public re-
lations, and for digital education, next to the
positions of director and executive director. Per-
haps surprisingly, the house has not seen such
relatively great organisational changes since the
1960s. The changes (which are both generation-
al, organisational and in terms of content) with
the recent takeover of the house by a partly new
team raise various questions. One of the most
important for us is the following: How can we
work as a team with the specific institutional his-
tory of our museum while having a strong desire
to question this history at the same time, and
rather imagine a future of discontinuity?

Before we go into details about the histor-
ical context and talk about the collection itself
and its focus on Central and Eastern European
art, here is a summary of the first impressions
of the ambiguities we are talking about and the
circumstances in which we find ourselves.

The collection, which today includes around
8,000 works, is built with great continuity in
terms of responsible personnel; four directors
were decisive for purchases and donations in
the past 100 years. Richart Reiche from 1921
till 1943, who started progressively but became
a National Socialist from 1933 onwards. In the
1960s, second director Peter Leo focused on
international art tendencies in Western, Central
and Eastern Europe, mainly after 1945. Peter
Spielmann,? who was the museum’s third direc-
tor from 1972 to 1997, focused mainly on artists
from former Czechoslovakia, Hungary, Poland,
the former USSR and former Yugoslavia. From
1997 onwards, under the directorship of Hans
Gunter Golinski, exhibitions were held that were
devoted relatively early to art from countries
that played a ‘minor’ role in the international
art scene, including Israel, Japan, China, South
American countries, South Africa and India, etc.
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Ciny, Jizni Ameriky, Jizni Afriky ¢&i Indie. Pad
zdi a ménici se vztahy v Evropé vedly k tomu,
Ze se Golinskiho program stfedni a vychodni
Evropou zaobiral stadle méné.

Jednim z hlavnich problém, s nimiz se
jako tym potykame, je skute¢nost, Ze ani sbir-
ka ani déjiny instituce nejsou fadné inventa-
rizovany a dokumentovany. Mnoho informaci
se s odchodem pfedchozich feditell ztratilo.
Radna inventarizace, pochopeni a vyvoj sbir-
ky je pfitom nezbytnym zékladem pro rekon-
strukci znalosti a také pro to, abychom mohli
zodpovédné navrhnout jeji novou vizi, vizi
»snaseho” muzea. Nejasné je totiz také jeho
sebepojeti - coz Ize ilustrovat mimo jiné opa-
kujicimi se zménami jeho nazvu, od Stédtische
Gemaldegalerie [Méstska obrazarna] ve 20.
letech 20. stoleti, pfes Stadtische Kunstga-
lerie [Méstska galerie] v 60. letech, Museum
Bochum v letech 70. let az po Kunstmuseum
Bochum [Muzeum uméni Bochum] pocinaje
novym miléniem. Disledkem je zmatec¢nost,
také ale neshody v tom, ktera vyro¢i maji byt
oslavovana a ktera alespon zminovana. Pro
pochopeni toho, o €¢em hovofime, je proto
dulezité pfiblizit historii instituce, kterou dnes
nazyvame Kunstmuseum Bochum.

Sirsi souvislosti

Diky rychle se rozvijejicimu uhelnému
a ocelafskému priimyslu se Bochum ve druhé
poloviné 19. stoleti zménila ze zemédélského
na pramyslové centrum. Toto mésto takzvané
»,chudé na tradice” se rozhodlo zalozit divadlo
a symfonicky orchestr, a to zdhy po 1. svétové
vélce - jako kulturni dar svym ob¢aniim. O dva
roky pozdéji, vroce 1921, byla zaloZzena Stad-
tische Gemaldegalerie [Méstska obrazarnal,
pro niz byl najat ambiciézni kurator pochazeji-
ci zWuppertalu, Richart Reiche, uz zminovany
progresivista. Jeho inovativhost se nicméné
vypafila spolu s ndstupem nacismu: Reiche
sam se stal aktivnim narodnim socialistou,
jeho program tzkoprsym a bezvyznamnym.

Mala sbirka, ktera v ramci Méstské ga-
lerie vznikla, byla vysledkem dobré vile vy-
stavujicich umélcu a pfilezitostnych nakupu
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The fall of the wall and the changing relations in
Europe resulted in a much smaller focus on Cen-
tral and Eastern Europe in Golinski’s program.

One of the major problems we face as
a team is the fact that the collection and insti-
tutional history is not properly inventoried and
documented. Much information has been lost
with the departure of the various directors.
A proper inventory, understanding and develop-
ment of our collection is an essential foundation
for reconstructing knowledge, and, subsequent-
ly, for making it possible to sketch a vision for the
future of both the collection and the museum.

In addition, the museum’s self-image is
unclear. This can be illustrated by the various
changes in its name that the museum has
gone through over the years (from Stadtische
Gemaldegalerie in the 1920s, Stadtische Kun-
stgalerie in the 1960s, Museum Bochum from
the 1970s on to Kunstmuseum Bochum in the
2000s). This continues into the ambiguity and
disagreement over which museum anniversa-
ries are to be celebrated and which are to be
mentioned at all.

Broader context

To understand what we are talking about, it
is important to give an idea of the history of what
is today called Kunstmuseum Bochum.

With a rapidly growing coal and steel in-
dustry, Bochum changed from an agricultural
to an industrial town in the second half of the
19th century. This so-called tradition-poor city
decided to establish a theatre and a symphony
orchestra immediately after the First World War
as a cultural offering for its citizens. Two years
later, in 1921, the Stadtische Gemaldegalerie
[Municipal Picture Gallery] was established,
with Richart Reiche, an aspiring curator from
Wuppertal, hired to create progressive exhibi-
tions. This progressiveness evaporated with the
Nazis’ rise to power: he himself became an ac-
tive National Socialist and the program became
narrow-minded and insignificant.

The small collection that emerged from
the Municipal Gallery’s activities resulted from
donations by exhibiting artists and occasional
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»,Za rozumné ceny* Inventura, ktera musela
byt provedena v roce 1937 za Gc¢elem identi-
fikace takzvaného ,,degenerovaného uméni“
[entartete Kunst], ukazala, ze galerie vlastnila
celkem na étyficet maleb, z nichz asi tfinact
bylo povazovano za degenerované, bylo zni-
¢eno nebo zmizelo.

Méstska galerie, od prvnich let nacismu
bez jakychkoli vyraznych aktivit a stale vice
zcizovana vystavami neuméleckého charak-
teru (napf. vystavou Werkausstellung des Bun-
des deutscher Madel konanou v roce 1938),
byla brzy jen slabym odleskem skvélych 20.
let. Do¢asné uzavieni - v roce 1937 kvdli re-
novacnim pracim, v roce 1939 pro vypuknuti
valky - znamenalo, Ze se podstatné zmenSila
také Cetnost vystav. Valka pak témér galerijni
¢innost zastavila. V letech 1940 a 1941 se ne-
konala zadna akce, v letech 1942/1943 jen tfi.
V €ervenci 1943 byl Richart Reiche zabit pfi
bombardovani mésta spojenci. V roce 1944
pak zasahly bomby také sidlo galerie. Po val-
ce byla budova obnovena a vyuzivana jako
vefejna kancelar. Dnes se v jeji ¢asti nachazi
kancelare vedeni a spravy muzea.

Po vélce se v rozbombardované Bochumi
zbavené potiebnych primyslovych a ekono-
mickych zdroja uskuteénilo nékolik vystav,
vzdy v8ak v provizornich prostorach, v hote-
lich, dokonce v obchodnim domé. Skromné
akvizice uméleckych dél do¢asné zajisStoval
predseda noveé zalozeného Bochumer Kiin-
stlerbund [Svaz bochumskych umélct]. Délo
se tak v o¢ekavani daru vyznamné soukromé
sbirky expresionistického uméni, tzv. Groppe-
lovy sbirky, kterou chtélo mésto ziskat a vyuzit
jako symbolicky novy za¢atek ambiciézniho
planu vedouciho k vytvofeni organizace se
stalou budovou méstské galerijni institu-
ce [Stadtische Kunstgalerie]. Kvuli §patné-
mu hospodafeni méstské spravy vsak Karl
Gréppel nakonec odmitl svou sbirku prodat.
Vznikla ostuda paradoxné urychlila realizaci
projektu komunalni umélecké instituce, by-
la ji pfidélena monumentalni budova, dfive
soukroma vila, nachéazejici se v sousedstvi
méstského parku.
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purchases at reasonable prices. The inventory,
which had to be carried out in 1937 to identi-
fy so-called ‘degenerate art’ (entartete Kunst),
showed a total of around 40 paintings in the gal-
lery‘s possession, of which about thirteen were
considered degenerate and were destroyed or
disappeared.

The Municipal Gallery, already without any
highlights in the first Nazi years and increasingly
alienated by non-art exhibitions (e.g. 1938, Wer-
kausstellung des Bundes deutscher Madel), was
soon only a faint reflection of its heyday in the
1920s. Finally, temporary closures - in 1937 for
renovation work, in 1939 with of the outbreak
of war — meant that the exhibition density also
thinned. The war almost completely curtailed
activities. In 1940/41 there were no exhibitions,
in 1942/1943 there were still three shows. In
July 1943, Richart Reiche was killed in a bomb-
ing raid. In 1944, bombs hit the gallery build-
ing. After the war, it was restored and used for
public offices. Today, part of the building hous-
es the office of the museum management and
administration.

After the war, in a bombed-out Bochum
without many resources, several exhibitions
took place in temporary spaces: hotels and even
a space in a department store. The chairman of
the newly founded Bochumer Artists’ Union was
temporarily responsible for modest purchases for
the city. This was in anticipation of an important
private collection of Expressionist art, the Grop-
pel collection, which the city wanted to acquire
as a new start for an ambitious plan to develop
a new organisation with a permanent building
for a municipal art institution [Stadtische Kunst-
galerie]. Due to mismanagement by the munici-
pal administration, Gréppel ultimately refused to
sell his collection. This disgrace accelerated the
actual planning of the communal art institution,
which was allocated a monumental building, for-
merly two villas in the city park neighbourhood.

Peter Leo (1915-1972), formerly director of
the Westfalischer Kunstverein in the city of Min-
ster, about one hour from Bochum, became its
director. At the Kunstverein, an art association
focussed on contemporary art, he developed

Capture Chaos



Reditelem nového muzea se stal Peter
Leo (1915-1972), dosavadni pfedseda West-
falischer Kunstverein [Vestfalské umélecké
sdruzeni] plsobiciho ve mésté Miinster, vzda-
leném asi hodinu cesty od Bochumi. V ramci
Kunstvereinu, uméleckého spolku zamérené-
ho na sou¢asné umeéni, rozvijel v povaleénych
letech vlastni progresivni program. Jako €ers-
tvy feditel ziskal v Bochumi skromnou sbirku
zamérenou predevsim na predvaleéné uméni
se silnym dlirazem na expresionismus, a spo-
lu s tim ,,zdédil” také méstské obyvatelstvo,
touzici silné po nové orientaci. Tretim darem
pak byla muzejni budova, av§ak s pouze malou
personalni obsadou.

V prvnim katalogu sbirek instituce, vyda-
ném v roce 1971, se Peter Leo zamysli nad
moznou strategii vybudovani komunitni umé-
lecké instituce. Spoleé¢né s méstskou kulturni
komisi se rozhodl sbirat a prezentovat umeé-
ni vznikajici po roce 1945, mimo jiné proto,
aby se ,osvobodil od nutkani historizovat
a zaméfil se na zijiciho umélce jako partnera
namisto obchodnika s uménim®. To byla - pfi-
nejmensim pro zdpadni Némecko - pomérné
neobvykla volba, zadna muzejni instituce se
zde tehdy nezamérovala vyhradné na pova-
le€né uméni. Cilem Petera Lea vSak bylo uka-
zat ,neomezenou rozmanitost umeéleckych
zamérq, presahujici lokalni a narodni sféru®,
ne soustredit se na stylové tendence. Jeho
pfistup byl ,gesamteuropaisch” [celoevrop-
skyl, védomé napriklad nereflektoval uméni
pochazejici ze Spojenych stata americkych.
Uvahy o tom, Ze by do sbératelské politiky
zahrnul i zemé, které dnes oznacujeme jako
globalni jih, vSak jeSté na porfadu dne nebyly.
Leo definoval instituci jako ,jevisté aktual-
nich trend a uméleckého déni“ a prisuzoval
ji rizné funkce: méstska galerie byla v jeho
predstavach vedle sbirkotvorné instituce in-
formaénim a vyzkumnym centrem, mistem
kontemplativniho rozjimani a domem umé-
leckych experimentl. Mistni pracujici obyva-
telstvo pro néj bylo preferovanym publikem.
Jeho vize muzea uméni byla experimentalni
a velmi svézi.
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a progressive program in the post-war years.
As the fresh director, in Bochum he inherited
a modest collection of mainly pre-war art, with
a strong emphasis on Expressionism. He also
‘inherited’ an urban population in strong need
of a new orientation after the war, and finally he
got a relatively modest museum building with
a small organisation at his disposal.

In the first catalogue of the institution’s col-
lection, published in 1971, Peter Leo reflects on
his strategy to build a municipal art institution.
Together with the city’s culture committee, he
decided to collect and show art after 1945, to
be ‘liberated from the compulsion to historicise
and to focus on the living artist as a partner in-
stead of the art dealer’ This was - at least for
West Germany - a rather unusual choice, given
that hardly any museum institutions in Germa-
ny were focused solely on post-war art at the
time. Peter Leo’s goal was to demonstrate the
‘unlimited variety of artistic intentions, beyond
the local and national realm, instead of focus-
sing on stylistic tendencies. His approach was
‘gesamteuropaisch’ [all-European], and he inten-
tionally didn’t collect art from the United States.
Further considerations to also include countries
in the collection policy that we now refer to as
the global south are not discussed. Leo defined
the institution as a stage for current trends and
artistic events, and ascribed different functions
to it: the municipal gallery was, in his vision, next
to a collecting institution, an information and re-
search centre, a place for contemplative reflec-
tion and a house for artistic-playful experiments.
For him, the local working population was his
preferred audience. His vision for an art museum
was quite experimental and fresh.

In his post-war collection and exhibition
policy, he explicitly focused on what he called
art from the socialist republics, based on the
observation that museums in West Germany
didn’t focus sufficiently on art trends in social-
ist/communist Europe and didn’t collect art
from artists based there. An important exhibi-
tion format was the Profile series that he set
up. Within this format, each time two different,
independent art critics from a certain country
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Ve své povalecné sbirkové a vystavni poli-
tice se Leo vyslovné zaméfil na uméni pocha-
zejici ze socialistickych republik, a to mimo
jiné proto, ze se zdpadonémecké instituce této
problematice dostate¢né nevénovaly, nere-
flektovaly tendence patrné v socialistické / ko-
munistické Evropé a nesbiraly uméni umélci,
ktefi v téchto oblastech sidlili. Dalezitym na-
strojem se mu stal pfedevsim nové zalozeny
expozi¢ni cyklus Profil. V rdmci né&j byli zvani
vzdy dva razni kritici uméni z dané zemé, aby
nezavisle na sobé provedli dva samostatné
vybéry lokalniho sou¢asného umeéni. Tyto
dva vybéry byly pak v muzeu prezentovany
souéasné, napfiklad pod néazvem Profil: Ces-
koslovensko. Tyto vystavy podle Petera Lea
provokovaly k reflexi komplexni sou¢asnosti
reprezentované vizualni tvorbou v daném, tak-
to také zvladnutelném, kulturné-geografickém
prostoru. Spoluprace se dvéma nezavislymi
umeéleckymi kritiky nejenze pfinesla dva odlis-
né pohledy, ale hlavné obesla oficialni systém
platny v riznych zemich stfedni a vychodni
Evropy. Bez pfispéni nezavislych kuratort by
fadna reflexe nezavislejSich uméleckych po-
stoju mohla byt v uréitych ohledech obtizna.

Profilové vystavy byly velmi Uspésné
a dostalo se jim diskuse doma i v zahranici.
Diky znalostem o uméleckych scénach jed-
notlivych zemi také Peter Leo ziskal do sbirky
pomérné velké mnozstvi dél progresivnich
tvlircu ze stiedni a vychodni Evropy. V letech
196-1970 byla zakoupena dila ¢tyr set sedm-
desati t¥i tvlirc a padesat tfi pochazelo pravé
z tohoto regionu. V té dobé byla tato nakupni
politika v zdpadonémeckych muzeich skute¢-
né vyjimkou.

Dobrym pfikladem profilové vystavy byla
vystava Polnische Kunst heute [Polské umé-
ni dnes] konana na prelomu let 1964 a 1965.
Odborné ji pfipravili dva historici uméni, Rys-
zard Stanistawski (1921-2000) a Mieczystaw
Porebski (1921-2012), a uvedli ji jako ,prvni
vystavu polského uméni v Bochumi‘.V navaz-
nosti na ni pak byla vybrana dila zakoupena
do muzejni sbirky. V roce 1965 na prehlidku
navazala vystava Tschechoslowakische Kunst
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were invited to make two separate selections
of contemporary art from their country - inde-
pendently of one another. These two selections
were displayed simultaneously in the museum,
under the title of, for example, Profile: Czecho-
slovakia. According to Peter Leo, these exhibi-
tions aimed to recognise the complex present in
all its pictorial manifestations within a manage-
able, cultural-geographical area. Working with
two independent art critics not only resulted
in two different perspectives, but more impor-
tantly, sidestepped the official system in various
Central and Eastern European countries. Without
the input of independent curators, a proper re-
flection on more independent artistic positions
might have been difficult in certain contexts.

The various Profile exhibitions were very
successful and were discussed at home and
abroad. With the acquired knowledge about the
different art scenes in different countries, Peter
Leo bought a relatively large number of works
by artists from Central and Eastern Europe for
the collection. Between 1960 and 1970, works
by four hundred seventy-three artists were pur-
chased, with fifty-three of these coming from
Central and Eastern Europe. At the time, this pur-
chasing policy was an exception in West German
museums.

A good example of a Profile exhibition was
that of the Polnische Kunst heute [Polish Art To-
day] at the turn of the year 1964/1965. It was cu-
rated by two art historians, Ryszard Stanistawski
(1921-2000) and Mieczystaw Porebski (1921-
2012) as the first exhibition of Polish art in Bo-
chum. Following the exhibition, individual works
were purchased for the museum collection. In
1965, this exhibition was followed by Tschech-
oslowakische Kunst Heute [Czechoslovak Art
Today], for which the art critics Miroslav Mi¢ko
(1912-1970) and Jifi Kotalik (1920-1996) were
invited. In the introduction, Peter Leo writes: ‘Both
in Poland and in Czechoslovakia, [art] develops in
the tension field between national and socio-po-
litical upheavals. In both countries, after suffering
isolation, it turns on the one hand to a European
internationality and on the other hand it is a re-
flection of a growing ethnic self-image.®

Capture Chaos



heute [Ceskoslovenské uméni dnes], k jejiz
pfipravé byli pfizvani kritici Miroslav Mi¢ko
(1912-1970) a Jifi Kotalik (1920-1996). V uvo-
du katalogu Peter Leo piSe: ,Jak v Polsku, tak
v Ceskoslovensku se [uméni] vyviji v napéti
narodnich a spole¢ensko-politickych otfes.
V obou zemich se po prozité izolaci obraci
na jedné strané k evropské internacionalité
a na té druhé je odrazem rostouciho etnického
sebepojeti®

Micko a Kotalik svUj vybér oznacili za ote-
vieny systém, fragmentarni, bez omezujici
estetiky.* Mi¢ko vychazel z historické retro-
spektivy, do niz zafadil i umélce takfikajic vy-
chozi generace jako byli Emil Filla, Ludovit
Fulla a Jan Zrzavy. Pfikladem druhé generace,
narozené kolem roku 1910, byli Zdenék Skle-
nafr, Alois Vitik, Rudolf Uher, Vladimir Preclik
a Jifi Kolaf. Tu dalSi reprezentovali Ladislav
Guderna, Vincent Hloznik, Vaclav Sivko a Pa-
vel Sukdolak. NejmladSimi umélci, které si
Miroslav Mi¢ko vybral, byli Mikula§ Medek,
Jifi Balcar ¢i Jan Koblasa. Jifi Kotalik se pak
soustfedil spiSe na aktualni trendy, s cilem
podat nastin ,problémi a vyvoje“ soucasné-
ho Eeskoslovenského uméni. Mezi pfizvané
patfili FrantiSek Jiroudek, Arnost Paderlik, Ka-
rel Soucéek, Jan Kotik, Karel Hladik, Jifi John,
Miroslav Chlupac ¢i Karel Hruska.

Nevime bohuzel, jak byla tato vystava
pfijata v Némecku, ani zda a jaké kritiky se ji
dostalo v byvalém Ceskoslovensku. Také ne-
muizZeme - bez vétsich historickych znalosti
o uméni 20. stoleti v byvalém Ceskoslovensku
- posoudit, nakolik byla tato vystava konzerva-
tivni €i novatorska. Pfekvapivé nicméné je, ze
Mic¢ko zminuje uméleckou skupinu Devétsil,
do niz patfila i Toyen a Karel Teige, a kterou
mél teprve pozdéji objevit a pro sbirku ziskat
Peter Spielmann, aniz by ji na této vystavé
predstavil.

V nasledujicich letech pak usporadal Pe-
ter Leo samostatné prehlidky dél Vladimira
Preclika a Jana Koblasy. Z onéch sedmatfi-
ceti umeélcu, ktefi byli zastoupeni na vystavé
Profil, pak zakoupil do sbirky na sedmnact dél.
Dulezité je také zminit, Ze uskutecnil velkou
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Micko and Kotalik described their choice as
an open system, fragmentary, without a limit-
ing aesthetic.* Mi¢ko started from a selection
with a historical retrospective, in which he al-
so included artists of the so-called grounding
generation, like Emil Filla, Ludovit Fulla and Jan
Zrzavy. Examples of the second generation, born
around 1910, were Zdenék Sklenar, Alois Vitik,
Rudof Uher, Vladimir Preclik and Jifi Kolar. The
next generation were artists such as Ladislav
Guderna, Vincent Hloznik, Vaclav Sivko and Pavel
Sukdolak. The youngest artists chosen by Miro-
slav Micko are, for example, Mikulas Medek, Jifi
Balcar and Jan Koblasa. Jifi Kotalik concentrat-
ed more on the last two generations, in order to
give an outline of ‘problems and developments’
in the Czechoslovakian art of that day. Examples
of invited artists are FrantiSek Jiroudek, Arnost
Paderlik, Karel Soucek, Jan Kotik, Karel Hladik,
Jifi John, Miroslav Chlupac¢ and Karel Hruska.

We do not know how this exhibition was
received in Germany, or whether and what crit-
icisms it received in former Czechoslovakia.
Also, without much historical knowledge of art
in the 20th century in former Czechoslovakia,
we can’t judge how conservative or innovative
this exhibition was. What strikes us is that Micko
mentions the artist group Devétsil, which includ-
ed Toyen and Karel Teige, who was only to be
acquired by Peter Spielmann later, without being
shown in this exhibition.

In the following years, Peter Leo organised
solo exhibitions by Vladimir Preclik and Jan Ko-
blasa. Of those thirty-seven artists shown in the
Profile exhibition, Leo purchased seventeen
works for the collection, which is quite sub-
stantial. It is also important to mention that he
organised the large group exhibition Kunst der
Bundesrepublik Deutschland [Art of the Federal
Republic of Germany], which was shown in 1967
in various Czechoslovak cities, namely in Prague,
Brno and Bratislava.

Spielmann’s 1970/1980s

Peter Leo laid the foundation for the Kun-
stmuseum Bochum to focus on art from Central
and Eastern Europe. Peter Spielmann, born and
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soubornou vystavu Uméni Spolkové repub-
liky Némecko, ktera byla v roce 1967 k vidéni
v rliznych ¢eskoslovenskych méstech, kon-
krétné v Praze, Brné a Bratislavé.

Spielmannova léta 1970/1980

Peter Leo polozil zaklady Kunstmuseum
Bochum a jeho zajmu o uméni stfedni a vy-
chodni Evropy. Peter Spielmann, narozeny
a profesné nejprve usazeny v byvalém Ces-
koslovensku, tuto zakladnu dale rozsiFil.

Spielmann, ktery v letech 1959-1969 pu-
sobil jako kurator Narodni galerie v Praze, se
s Méstskou galerii uméni v Bochumi seznamil
béhem cesty na prehlidku sou¢asného umé-
ni Documenta 1968. Lea znal z dob pfipravy
vystavy némeckého uméni v byvalém Ces-
koslovensku z pfedchoziho roku. Uz tehdy se
jej také Leo otazal, zda by se nechtél uchazet
o misto asistenta bochumského muzea. Bez-
pochyby proto, na jaka témata a oblasti kladl
ve své politice dliraz. S kuratorem, ktery prosel
Skolenim v daném prostfedi, se mohl tomuto
tématu i rozvijeni potfebnych vztahi vénovat.

Po jeho nec¢ekanému umrti, k némuz do-
Slo vroce 1972, to byl pravé Spielmann, koho
méstska rada jmenovala novym feditelem
muzea. Spielmann jeho vizi mirné inovoval,
hovoril o Gedankengebdude [budova mysle-
nek], zalozil ji nicméné na koncepcich Petera
Lea. Chtél pokraCovat také v jeho progresiv-
ni muzejni politice. Zpétné formuloval svou
mé bylo to, aby se muzeum stalo mistem se-
tkavani uméni véeho druhu, mistem setkavani
lidi s moznosti diskuse mezi umélci a divaky ¢i
posluchaci, mistem feSeni uméleckych a spo-
leCenskych problém(.

Jasné se také vyjadril k umélému oddéle-
ni Zapadu a Vychodu: ,Potize, s nimiz jsem se
pFi své muzejni praci setkal pfi definovani poj-
mu vychodoevropské umeéni, jasné ukazuji, ze
tento pojem nema Zadnou tradici. Je to geo-
graficky termin, ktery ziskal politicky vyznam
ve 40. a 50. letech 20. stoleti. Z uméleckého
nebo kulturniho hlediska nema toto déleni
na vychodni a zdpadni Evropu velky smysl.
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educated in former Czechoslovakia, has further
expanded this base.

Peter Spielmann, who was a curator at the
National Gallery in Prague from 1959 to 1969,
got to know the municipal art gallery in Bochum
on a trip to Documenta in 1968. He knew Peter
Leo from the 1967 exhibition of German art in
former Czechoslovakia. In 1967, Peter Leo asked
if Peter Spielmann would like to apply for the job
as an assistant in Bochum. This choice no doubt
stemmed from Leo’s emphasis in his program
on representing art from Central and Eastern
Europe, and the possibility, with a curator who
had been trained in former Czechoslovakia, to
bring in specific knowledge and contacts.

After the relatively unexpected death of
Peter Leo in 1972, Spielmann was appointed
as director of the Museum Bochum by the city
council. Spielmann called the vision for the
museum a Gedankengebaude [a building of
thoughts], which he based on Peter Leo’s ideas.
He wished to continue Leo’s progressive mu-
seum policy, and in retrospect, he formulated
his idea about the museum as follows: ‘What
was most important to me was the principle of
making the museum a meeting place for art of
all kinds, a meeting point for people with the
opportunity for conversations between artists
and viewers or listeners, a place for dealing with
artistic and social problems.®

He also spoke clearly about the artificial di-
vision between West and East: ‘The difficulties
encountered in my museum work with defining
the term Eastern European art clearly show that
this term has no tradition. It‘'s a geographic term
that acquired a political meaning in the 1940s
and 1950s. From an artistic or cultural point of
view, this division in Eastern Europe and Western
Europe makes little sense. [...] One can hardly
imagine the development of European art with-
out Tchaikovsky, Chopin, Dvofak and Bartok;
without Tolstoy, Chekhov, Sienkiewicz, Mrozek
and Havel; without Chagall, Malevich, Kupka and
Moholy-Nagy. Although you can see differenc-
es in the culture and art of individual countries,
they not only distinguish East from West, but also
South from North. They mean an enrichment of
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[...] TéZko si Ize pfedstavit vyvoj evropského
uméni bez Cajkovského, Chopina, Dvofaka,
Bartdka, bez Tolstoje, Tsjechova, Sienkiewicze,
Mrozka, Havla, bez Chagalla, Malevice, Kup-
ky, Moholy-Nagye. Pfestoze v kultufe a umé-
ni jednotlivych zemi Ize vidét rozdily, odliSuji
nejen vychod od zapadu, ale i jih od severu.
Znamenaji obohaceni evropskych spolec-
nych tradic a nejsou momentem odlouceni“6
Casové rozpéti akviziéni politiky rozsifil, sou-
stfedil se na celé 20. stoleti. Souviselo to mimo
jiné s tim, Ze chtél, jak je zfejmé z vySe uvede-
ného aryvku, zduraznit jednotu Evropy: ,,Chté-
li jsme pracovat na budouci jednoté Evropy.
[...]1V zaddném pfipadé jsme nechtéli vytvorit
stfedo-vychodoevropské ghetto, ale znovu za-
¢lenit uméni a kulturu téchto regionl do cel-
kové evropské kulturni historie”7 Ve svém
vystavnim programu také daraz na stfedni
a vychodni Evropu posilil, prezentoval pre-
devsim nezavislé umélce z Polska, byvalého
Ceskoslovenska, byvalého SSSR, Madarska
a byvalé Jugoslavie. Inicioval vSak také vysta-
vy soucasnych umélct z Némecka a dalSich
zapadoevropskych zemi. Naopak umélcim
z byvalé NDR vénoval pozornost nulovou.
Ackoli Spielmann rad uvadél, ze se ne-
zamérfuje na urcity styl nebo umeéleckou
tendenci, je tfeba fici, ze prezentoval pre-
devsim umélce, inklinujici k v imaginativnim
nebo surrealistickym formam. Paralelné se
pak vénoval variantdam neokonstruktivismu.
Konceptualni tendence, tzv. dematerializace
v uméni, se v programu muzea objevovaly
omezené (s vyjimkou Fluxu), pop-art, uméni
instalace, nova média nebo druha vina femi-
nismu ve vystavnich projektech i sbirce mu-
zea prakticky pfitomny nejsou. Spielmannovi
kolegové z 80. let, kuratofi a historici uméni
Hans Gilinter Golinski a Sepp Hiekisch-Pi-
card, charakterizuji jeho vystavni program
slovy ,horror vacui, spojuji jej se ,,strachem
z prazdna“ Spielmannovy vystavy nasledovaly
v rychlém sledu za sebou, chtél dat prostor
mnoha rlznym umélciim, Mikulasi Medkovi,
Zbynku Sekalovi, Terry Haass, Stanislawu Fi-
alkowskému, Janu Kotikovi, Endre Nemesovi,
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the common European traditions and are not
a moment of separation.®

He expanded the time span of the collection
policy, concentrating on the entire 20th century.
This had to do with the fact that he wanted, as
becomes clear from the aforementioned quote,
to emphasise the unity of Europe: ‘We were
keen to work towards a future unity of Europe.
[...] Under no circumstances did we want to cre-
ate a Central-Eastern European ghetto, but to
reintegrate the art and culture of these regions
into the overall European cultural history.” In his
exhibition program he thus intensified the em-
phasis on Central and Eastern Europe, showing
mainly independent artists from Poland, former
Czechoslovakia, the former USSR, Hungary, and
former Yugoslavia. He organised exhibitions by
then contemporary artists from Germany and
other western European countries as well. It is
striking, however, that artists from the former
East Germany were not shown.

Although Spielmann himself indicated that
he did not focus on a particular style or artis-
tic trend, it is worth mentioning that he showed
mainly artists who worked in an imaginative or
Surrealistic style. Also, Constructivist art was
shown. Conceptual trends, so-called demate-
rialisation in art, were rarely present in the pro-
gramming (except for Fluxus), whereas pop art,
installation art, new media or second-wave fem-
inism are virtually absent from the museum. His
two collaborators from the 1980s, Hans Guinter
Golinski and Sepp Hiekisch-Picard, describe his
exhibitions as horror vacui, conditioned by fear
of the empty. Spielmann’s exhibitions followed
one another in quick succession; he wanted to
give many different artists a stage, for exam-
ple Mikulas Medek, Zbynék Sekal, Terry Haass,
Stanislaw Fialkowski, Jan Kotik, Endre Nemes,
Jakob Bauernfreund, Jozef Krzysztof Oraczewski
and Jifi Valenta. Next to these artists from Cen-
tral and Eastern Europe, artists from ‘the West’
were shown, for example Hans Bellmer, Luce-
bert, Fred Deux, or exhibitions focussing on Ar-
menia or on surrealistic trends in Latin-America.

In addition to the intensive exhibition pro-
gram, he and his associate curator Michael Fehr
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Jakobu Bauernfreundovi, Jozefu Krzysztofu
Oraczewskému nebo Jifimu Valentovi. Vedle
téchto umélcl ze stfedni a vychodni Evropy
pak byli pfedstaveni i umélci ,ze Zapadu®,
napfiklad Hans Bellmer, Lucebert, Fred Deux,
produkovany v§ak byly také vystavy zamérené
na Arménii ¢i surrealistické tendence v Latin-
ské Americe.

Kromé intenzivniho vystavniho progra-
mu pfipravil v roce 1974 spolu s kuratorem
Michaelem Fehrem (pracoval pro muzeum
v letech 1974-1981) program pro tzv. gastar-
beitery, ktefi zili a pracovali v Porufi. Stal se
z néj Kemnade International, festival, ktery se
v nasledujicich letech vyrazné rozrostl a pro
inkluzi etnicky, narodnostné a kulturné pest-
rého obyvatelstva Porufi sehral skuteéné pod-
statnou roli. Byl to pfedevsim festival hudby,
tance, divadla a jidla, v jeho ramci se vSak
poradaly také mensi vystavy. Néktera na nich
prezentovana dila byla darovana nebo zakou-
pena do sbirek muzea - vyraznéjsi vliv na je-
ho celek nebo programovou skladbu zfejmé
nemél. Spolu s odbornym soustfedénim se
na uméni ze stfedni a vychodni Evropy vSak
ukazuje zalozeni a dlouholeté organizovani
festivalu Kemnade International, jak angazo-
vany a progresivni postoj Spielmann zastaval.

Otevreni nové budovy muzea

Dulezitym meznikem, kterému bychom
se méli také alespon kratce vénovat, je Spiel-
mannova iniciativa vedouci k vystavbé nové
muzejni budovy, kterou realizovali dansti ar-
chitekti Vilhelm Wohlert a Jargen Bo, znami
predevsim diky muzeu uméni Louisiana. Tato
monumentalni stavba, integralné spojena se
starou vilou, byla vefejnosti oteviena v roce
1983. Peter Spielmannn popsal ,muzejni dam*
jako ,misto s charakterem dilny“ v protikladu
k ,chramu reprezentace”. Mél byt nikoliv chra-
mem odbornikd, ale otevienou instituci, kde
by lidé mohli komunikovat s uméleckymi dily
a spolu navzajem. Muzeum by z hlediska svych
komplexnich ukold nemélo byt dal$im mistem
specializace, ale mistem komunikace a setka-
vani. Mélo by umoznovat vSechny druhy akci

169 Noor Mertens - Julia Lerch Zajgczkowska

(who worked for the museum in 1974-1981)
developed a festival in 1974 for so-called guest
workers who lived and worked in the Ruhr re-
gion. This became Kemnade International, a fes-
tival that grew enormously in the following years
and had great significance for the diverse pop-
ulation of the Ruhr area. It was mainly a festival
for music, dance, theatre and food, but small ex-
hibitions were organised as well. Some works
were donated or bought for the collection of the
museum, although the festival in large doesn’t
seem to have had significant repercussions
on the programming in the museum. Together
with Spielmann’s focus on art from Central and
Eastern Europe, initiating and organising Kem-
nade International for many years shows how
committed and progressive his attitude can be
understood.

Opening new museum building

An important milestone that we would like
to address briefly here is Spielmann’s initiative to
build a new museum building, an initiative that
was realised by the Danish architects Vilhelm
Wohlert und Jgrgen Bo, known for the Louisiana
Museum in Denmark. In 1983 the monumental
building, which is connected to the museum
villa, opened its doors. Peter Spielmannn de-
scribed the ‘museum house’ as a place with
a workshop character as opposed to a temple
of representation. Not a temple of experts, but
an open institution where people could interact
with works of art and with other people. In terms
of its complex tasks, the museum should not be
another place of specialisation, but a place of
communication and encounter. The building
should make every kind of event possible and
be a space that connects opposites such as in-
side and outside, artificiality and nature, private
and public.® An important part of the building is
a large auditorium with a movable floor, which
provides space for all kinds of events. This was
the idea envisioned by both Peter Leo and Peter
Spielmann, namely a museum that accommo-
dates different disciplines and offers the public
arich arsenal of culture.
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a byt prostorem, ktery spojuje protiklady, jako
je vnitfek a vnéjsek, arteficidlnost a pfiroda,
soukromé a verejné.8 Dlllezitou soucasti bu-
dovy je proto velka poslucharna s pohyblivou
podlahou, ktera poskytuje prostor pro vsechny
druhy akci.V tomto ohledu se prani Petera Leo
i Petera Spielmann schazela - oba chtéli mu-
zeum, které pojme rtzné diskurzy a nabidne
verejnosti bohaty komplex kultury.

Pad zdi a feditel Hans Giinter Golinski

Je zajimavé, ze vlastni pad zdi a jeho
sociologické a kulturni dusledky Spielmann
pfimo nereflektoval - s vyjimkou kratké snahy
o vytvoreni vSeobecné evropské spole¢nosti
pro kulturu, jejiz Gvodni memoranda se na-
chazeji v archivu KMB. Jeho program z 90. let
navazuje na ten z predchoziho obdobi. V ro-
ce 1997 ho vystfidal Hans Giinter Golinski,
ktery byl s muzeem dlouha léta spojen jako
kurator sbirek. Pfi pohledu zpét uvadi, ze se
vztahy s umélci ve stfedni a vychodni Evro-
pé normalizovaly.V roce 2015 napsal: ,,Vztahy
zejména s polskou uméleckou scénou se nyni
staly natolik ,normalnimi‘, ze se komunikace
mezi umélci a kuratory v zasadé nelisi od ko-
munikace na Zapadg, napfiklad v Nizozemsku
nebo ve Francii. Pfi reSerSich pro skupino-
vou vystavu Un-Volkommen [Nedokonalost]
v roce 1993 s umélci z Krakova, Lublinu, Po-
znané a VarSavy jsem narazil na pozdéjsiho
participanta prehlidky Documenta Mariusze
Kruka, kterého jsem chtél do své bochumské
prezentace zaradit. Byl potéSen mou nadSe-
nou reakci na jeho dilo, mé pozvani ale odmitl
s tim, Ze nechce byt povazovan za polského
umelce, ale ,pouze’ za umélce. Tento vcelku
pochopitelny postoj dale vrhal problematické
svétlo na jeho postaveni Polaka a pfislusnika
statu byvalého vychodniho bloku. Jeho argu-
mentaci jsem dokazal plné pochopit, od za-
¢atku studené valky totiz hrozilo Muzeu uméni
v Bochumi nebezpecéi stigmatizace vyplyvaji-
ci z vychodoevropské orientace. | proto jsem
dilo Zofie Kulik poprvé v Bochumi predstavil
v roce 1994 na mezinarodni prehlidce Natur
im Stillleben - Natura Morta [Pfiroda v zatisi].
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Fall of the wall and director

Hans Giinter Golinski

Curiously, Spielmann did not reflect on the
fall of the wall and its sociological and cultur-
al consequences - except for his brief effort to
create a general European society for culture,
whose initial memoranda are in the KMB ar-
chives. His program in the 1990s is a contin-
uation of that of the past twenty years. Hans
Gunter Golinski, who had been associated with
the museum for many years as curator and re-
sponsible for the collection, succeeded him in
1997. Looking back, he indicates that for him
relations with artists in Central and Eastern Eu-
rope normalised. In 2015, he wrote: ‘Relation-
ships, especially with the Polish art scene, have
now become so “normal” that communications
between artists and curators are no different in
principle from those in the West like the Neth-
erlands or France. Whilst researching for the
group exhibition Un-Volkommen [imperfect] in
1993, with artists from Krakéw, Lublin, Poznan
and Warsaw | came across the later “documenta”
artist Mariusz Kruk, whom | would have loved to
have included in my Bochum presentation. He
was delighted at my enthusiastic response to his
work but declined my invitation on the grounds
that he did not want to be regarded as a Polish
artist but “only” as an artist. This generally under-
standable attitude further threw a problematic
light on his position as a Pole and member of
a former Eastern Bloc state. | could thoroughly
appreciate his argument, for since the start of
the Cold War the Kunstmuseum Bochum had
continually been in danger of stigmatisation for
its orientation towards Eastern Europe. For this
reason, | presented the works of Zofia Kulik for
the first time in 1994 in Bochum in an interna-
tional exhibition on the theme of Nature in Still
Life - Natura Morta. When | took over the post of
director of the Kunstmuseum Bochum in 1997,
| decided to continue with this tradition, despite
“well-meant advice” to stop focusing on Eastern
Europe, but to accentuate it in an international
context. In 1998 a major joint project entitled
Transfer Poland was created. The project came
just at the right time for me to demonstrate this
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Kdyz jsem v roce 1997 prevzal funkci fedite-
le Muzea uméni v Bochumi, rozhodl jsem se
v této tradici pokracovat, a to navzdory ,dobre
minénym radam’, abychom se prestali zamé-
fovat na vychodni Evropu, ale akcentovali ji
v mezinarodnim kontextu. V roce 1998 vznikl
velky spolec¢ny projekt s nazvem Transfer Pol-
sko. PriSel pravé v dobé, kdy jsem tuto ,novou
kontinuitu‘ mohl demonstrovat. Umélcim
z NRW byly poskytnuty granty na nékolikamé-
si¢ni pobyt v Polsku. A naopak umélci z Polska
prijizdéli do mést v NRW, jejichz muzea se pro-
jektu ucastnila”®

DalSimi produkty cilené prace s umélci
ze stfedni a vychodni Evropy jsou samostatna
vystava uz zminované Zofie Kulik, skupinova
vystava zahrnujici dila Mirostawa Batky, skupi-
nova vystava Ein Paar linke Schuhe - Realitats-
check in Osteuropa [Par levych bot - Kontrola
reality ve vychodni Evropé] (2009), predsta-
vena spolec¢né s Muzeem souc¢asného uméni
v Zahfebu, jejimz tématem byla ,,postsociali-
sticka“ umélecka scéna. V poslednich letech
pak Hans Glinter Golinski usporadal skupino-
vou vystavu Divoky zadpad, zamérenou na his-
torii avantgardy ve Wroctawi. Vedle toho se
na samostatnych vystavach predstavili umélci
ze stfedni a vychodni Evropy zijici v Némecku,
napriklad Danuta Karstens, Wika Mikrut a An-
drzej Kuczminski. Hans Gilinter Golinski zmi-
fnuje, Ze v pripadé téchto vystav ,,zemé plavodu
zlstavala vétSinou nepovsimnuta®. ,PodtrZzeno,
secteno,” konstatoval, ,sbirky a vystavy Muzea
umeéni v Bochumi jsou nyni vedeny na zakladé
tzv. standardnich uméleckych kritérii, a nikoliv
jako dfive na zdkladé historického podminéni
zvlastniho postaveni umélce1°

Soucasnost a budoucnost

V rychle se ménicim svété, se vdemi so-
cialnimi, politickymi a ekologickymi vyzvami
pfichazejicimi od roku 2020 stale rychleji,
jsou role i vyznam instituci vystaveny zkous-
ce.Jmenovani nové (a poprvé vyhradné zen-
ské) reprezentace muzea znamena pro sbirku
i instituci zac¢atek nové etapy. Inventar Kunst-
museum Bochum neni zdaleka pIné evidovan
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“new continuity”. Grants were given to artists
from NRW to visit Poland for several months.
And, vice versa, artists from Poland came to
towns and cities in NRW whose museums were
participating in the project.®

Other exhibitions focussing on artists and
artistic trends from Central and Eastern Europe
are the solo exhibition of Zofia Kulik, the group
exhibition including works by Miroslaw Balka,
the group exhibition A Pair of Left Shoes - Re-
ality Check in East Europe (2009), presented in
conjunction with the Museum of Contemporary
Art in Zagreb, whose theme was the ‘post-so-
cialist’ art scene. In his last years, Hans Glinter
Golinski organised the group exhibition The Wild
West on the history of the avant-garde in Wro-
claw. In addition to these, solo exhibitions were
presented by artists from Central and Eastern
Europe living in Germany, for example by Danuta
Karstens, Wika Mikrut and Andrzej Kuczminski.
Hans Giinter Golinski mentioned that in the case
of these exhibitions ‘the country of origin mostly
remained unnoticed’. ‘To sum up, he stated, ‘the
collections and exhibitions of the Kunstmuseum
Bochum are now conducted on “normal” artis-
tic criteria and not, as before, on the historical
grounds of an artist’s special status.*°

Now and the future

In a rapidly changing world with all the so-
cial, political and ecological challenges since
2020, the role and relevance of institutions are
being put to the test. The appointment of a new
(and for the first time all female) museum direc-
tor and executive directors marks the beginning
of a new phase for the collection and the muse-
um. The inventory of the Kunstmuseum Bochum
is far from being fully recorded, and the collec-
tion itself is piled up in various places, partly well
archived, but in many places hardly accessible
and unclear what is actually there. One can ei-
ther despair at this disorder or try to become
productive in and with it. We approach this task
with humour and seriousness at the same time,
trying to find non-rigid methodologies to tame
the chaos, get to know and to understand our
collection.
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a samotna sbirka je umisténa na rliznych mis-
tech, ¢astec¢né dobre archivovana, ale tézko
pfistupna, pficemz neni jasné, co se v ni vlast-
né nachazi. Nad timto ,chaosem* si Ize bud’
zoufat, anebo se pokusit stat se vném a spolu
s nim produktivnim. Proto jsme zdmérné jako
motto zvolili ,humor®, humor s vaznym pod-
ténem, a snazime se najit nové moznosti, jak
jej zkrotit, poznat a pochopit.

Inventarizace a pochopeni vyvoje muzea
i jeho sbirky je nezbytnym predpokladem pro
jeho rekonstrukci, obnovu ¢aste¢né ztrace-
nych znalosti i pro nastinéni budouci vize insti-
tuce. Otazky, které nas zaméstnavaji, se tykaji
prave naseho vlastniho sebeobrazu, jeho pro-
jekce ve spolecnosti, které slouzime, a vice
versa. Co tedy dédime a jak s tim nakladame?
Jaké postupy volime, abychom se dokazali vy-
poradat s aktualnimi problémy? Jaky , Kunst-
begriff [pojeti uméni] Ize nalézt ve vystavnim
programu a sbirkové politice? Co Ize odvodit
ze sbirkotvorné €innosti poslednich desetileti?
Pro¢ nékteré umélecké tendence prakticky
chybi? Co to vypovida o kontextu, v némz mu-
zeum pusobilo a plsobi? Je nutné, abychom
tato prazdna mista vypliovali, nebo bychom
se méli spiSe zabyvat jejich vysvétlovanim?
M{ze sbirka vznikat demokraticky, musi, nebo
se mUlzZe neustale rozristat? Jak se muzeum
ustavuje v kontextu Porufi, v husté krajiné in-
stituci sou¢asného uméni? V procesu hledani
spravnych otazek a moznych pfistupt nacha-
zime ve stfedni a vychodni Evropé partnery,
s nimiz rezonujeme, at uz jde o partnerstvi
stara a obnovovang, nebo nova a rozvijena.

172 Noor Mertens - Julia Lerch Zajgczkowska

The inventory and understanding of the
development of the museum and of our collec-
tion is an essential foundation for reconstruct-
ing knowledge that has been partially lost, and,
subsequently, to sketch a vision for the future of
both the collection and the museum.

Questions that continue to occupy us relate
exactly to our own self-image and its projection
in or onto the society we serve, or vice versa. So,
what do we inherit and how do we adapt it? How
does the organisation need to be changed so
we can deal with current issues? What kind of
‘Kunstbegriff’ [conception of art] can be found
in the exhibition program and the collection
policy? How much coincidence or plan can be
deduced from the collecting activities of the last
decades? Why are certain art tendencies virtual-
ly absent? What does that say about the context
in which the museum operated and still oper-
ates? Is it necessary for us to fill in the blanks, or
should we be more concerned with explaining
them? Can a collection be created democrati-
cally? Must or can it grow continuously? How did
the museum position itself in the context of the
Ruhr area, within a dense landscape of contem-
porary art institutions? In the process of trying to
find the right questions and possible approach-
es, we are searching for accomplices in Central
and Eastern Europe to engage with. We there-
fore keep making old and new connections.

Zachytit chaos
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Text vychazi z pfispévku, ktery zaznél u pfilezitosti kon-
ference SEFO s nazvem CENTRAL EUROPEAN INSTI-
TUTIONS, NEW WORLDS AND OLD MYTHOLOGIES
konané v zafi 2022.

Peter Spielmann, ktery pfisel z byvalého Ceskoslo-
venska, z Brna pres Prahu do Bochumi na konci 60.
let, byl vice nez dvé desetileti feditelem Muzea uméni
v Bochumi. Pomohl mnoha umélciim odejit do exilu
a angazoval se ve vystavovani uméni z vychodoev-
ropskych zemi. Po jeho smrti v roce 2020 presla jeho
soukroma pozustalost do archivu MUO, dalsi ¢ast jeho
profesionalni pozustalosti je oklikou v KMB. Diky témto
vazbam byl kontakt mezi obéma institucemi obnoven a
dal vzniknout pozvani k uc¢asti na kongresu v zari 2022,
u jehoz pfilezitosti vznikl tento scénar.

Peter Leo. Tschehoslowakische Kunst heute - Profil
5. Bochum: Stadtische Kunstgalerie Bochum, 1965.
(avod)

Peter Spielmann. Marek Spielmann, Peter Kropp. Mu-
seum als Ort der Begegnung am Beispiel des Muse-
um Bochum 1972-1997. Brno: Vysoké uceni technickeé,
2010

Peter Spielmann. Die Kunst Osteuropas im 20. Ja-
hrhundert in 6ffentlichen Sammlungen. Bestandska-
talog angefertigt vom Museum Bochum aus Anlass
des Zweiten Weltkongresses fiir Sowjet- und Osteuro-
pastudien, Garmisch-Partenkirchen. Bochum: Museum
Bochum, 1980. (ivod)

Peter Spielmann. Die Kunst Osteuropas im 20. Ja-
hrhundert in 6ffentlichen Sammlungen, Bestandska-
talog angefertigt vom Museum Bochum aus Anlass
des Zweiten Weltkongresses fiir Sowjet- und Osteu-
ropastudien. Garmisch-Partenkirchen, 1980. (Gvod)

Peter Spielmann. Museum Bochum, ARKITEKTUR DK,
1984/ 3.

Hans Guinter Golinski. Danksagung, In: D&jiny uméni:
Schenkungen. Bochum: Museum Bochum, 2000.

Hans Giinter Golinski v osobnim rozhovoru, 2022.

Noor Mertens - Julia Lerch Zajgczkowska

1 This text is based on the script of a lecture that was given
on the occasion of the SEFO conference CENTRAL EURO-
PEAN INSTITUTIONS, NEW WORLDS AND OLD MYTHOL-
OGIES in September 2022.

2 Peter Spielmann, who came from former Czechoslovakia,
from Brno via Prague to Bochum at the end of the 1960s,
was the director of the Kunstmuseum Bochum for more
than two decades. He helped many artists go into exile
and was committed to showing art from Eastern Euro-
pean countries. After his death in 2020, his private estate
went to the archive of the MUO, while another part of his
professional estate is at the KMB via detours. Through
these connections, contact between the two institutions
was re-established and gave rise to the invitation to par-
ticipate in the congress in September 2022, on the occa-
sion of which this script was written.

3 Peter Leo. Tschehoslowakische Kunst heute - Profile 5.
Bochum: Stadtische Kunstgalerie Bochum, 1965. (intro)

4 Miroslav Mi¢ko. Tschehoslowakische Kunst heute - Profile
5. Bochum: Stadtische Kunstgalerie Bochum, 1965. (intro)

5 Peter Spielmann, Marek Spielmann, Peter Kropp. Museum
als Ort der Begegnung am Beispiel des Museum Bochum
1972-1997, Brno: Technischen Universitat, 2010

6 Peter Spielmann. Die Kunst Osteuropas im 20. Jahrhun-
dert in 6ffentlichen Sammlungen. Bestandskatalog an-
gefertigt vom Museum Bochum aus Anlass des Zweiten
Weltkongresses fiir Sowjet- und Osteuropastudien,
Garmisch-Partenkirchen. Bochum: Museum Bochum,
1980. (intro)

7 Peter Spielmann. Die Kunst Osteuropas im 20. Jahrhun-
dert in 6ffentlichen Sammlungen, Bestandskatalog an-
gefertigt vom Museum Bochum aus Anlass des Zweiten
Weltkongresses fiir Sowjet- und Osteuropastudien.
Garmisch-Partenkirchen, 1980. (intro)

8 Peter Spielmann. Museum Bochum, ARKITEKTUR DK,
1984/ 3.

9 Hans Glinter Golinski. Danksagung, In: Schenkungen.
Bochum: Museum Bochum, 2000.

10 Hans Ginter Golinski in an interview, 2022

Capture Chaos
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Interiér nové budovy Kunstmuseum Bochum The interior of the new Kunstmuseum Bochum building

(navrh: Vilhelm Wohlert a Jgrgen Bo, realizace: 1983), (design: Vilhelm Wohlert and Jgrgen Bo, realisation: 1983), Exteriér budovy Kunstmuseum Bochum (navrh: Vilhelm Exterior of the Kunstmuseum Bochum building (design:
jeji soucasti byly autorské realizace Terry Haass, which included works by Terry Haass, Jifi Hilmar and Wohlert a Jergen Bo, realizace: 1983), s patrnym Vilhelm Wohlert and Jargen Bo, realisation: 1983), with
Jifiho Hilmara ad., foto: Daniel Sadrowski, others, photo: Daniel Sadrowski, Heinrich Holtgreve, napojenim na méstskou zelen, foto: Daniel Sadrowski, obvious connection to the city green, photo: Daniel
Kunstmuseum Bochum Kunstmuseum Bochum

Kunstmuseum Bochum Sadrowski, Heinrich Holtgreve, Kunstmuseum Bochum



Vybér dél ze sbirky Kunstmuseum Bochum
prezentovanych v ramci trienale SEFO 2024
MOMENTY:

a Josef Albers, Anni Albers, Dovnitf a ven,
1955, olej na desce, 101x101cm

b Henryk Stazewski, Reliéf ¢. 26, 1968,
polychromie na preklizce, 60x60x3cm

c Serge Poliakoff, Kompozice, 1964,
olej na platné, 73x60cm

A selection of works from the collection of the
Kunstmuseum Bochum presented as part
of the SEFO 2024 MOMENTS triennial:

a

Josef Albers, Anni Albers, Out and In, 1955,
oil on board, 101x101cm

Henryk Stazewski, Relief Nr. 26, 1968,
polychrome on plywood, 60x60x3cm

Serge Poliakoff, Composition, 1964,
oil on canvas, 73x60cm

Louise Nevelson, Kralovské vichry, 1960,
dfevo, 138x78x38 cm

Louise Nevelson, Royal Winds Ill, 1960,
wood, 138x78x38 cm




Tadeusz Kantor, Mutter Portrat / Portrét matky,
1976, kombinovana technika, fotografie,
27%159%52 cm /95x105 cm

Tadeusz Kantor, Mutter Portrét / Portrait
of Mother, 1976, mixed media, photography,
27x159%52 cm/95%105 cm

Endre Nemes, Die Prager Braut / Prazska nevésta,
1938, tempera na platné, 10x 83 cm

Endre Nemes, Die Prager Braut / The Prague Bride,
1938, tempera on canvas, 102x 83 cm



Pohled do expozice Ghetto stfedni Evropa: Ve znameni
souvislosti pfipravené v ramci trienale SEFO 2024.
Vystava sestavala ze dvou €asti, prvni vénované osobnosti
Petra Spielmanna, dlouholetého feditele Kunstmuseum
Bochum; druha spocivala v reinstalaci stalé expozice
SEFO Stoleti relativity. Na jeji pfipravé se podilela Nadace
Petra Spielmanna (Peter Kropp, David Voda, Jana Vranova,
lvo Haban).

A look into the exhibition Ghetto Central Europe: In Context,
prepared as part of the SEFO 2024 Triennial, which consisted
of two parts, the first dedicated to the personality of Peter
Spielmann, the long-time director of the Kunstmuseum
Bochum; the second consisted of a reinstallation of SEFO’s
permanent exhibition Century of Relativity. It was prepared
by the Peter Spielmann Foundation (Peter Kropp, David
Voda, Jana Vranova, lvo Haban).




vystupy umeleckého vyzkumu vedeneho v oblasti
pamatkové pece, utvareni verejneho prostoru
a lidske psychosomatiky

outputs of artistic research conducted in the field
of heritage conservation, shaping of public space
and human psychosomatice



Neni to véc v prostoru,
ale prostor ve véci.

Ne j3, ktery sedim na zemi,
ale zemé, ktera mé ma a drzi zdola.
Bez rozumu.

Nebe mi dycha do plic,

a vesmir mé objima.

Pero drzi mou ruku v napéti.
Proboha, jak jsem se sem dostal?

Instalace obsahuje deset kruhovych disk( riiz-
nych velikosti. Dfevéné disky lezi mirné pres
sebe a vznaseji se nékolik centimetrl nad ze-
mi. Kazdy je opatfen jedineénou kresebnou
osnovou na bilém nebo ¢erném papire. Byly
vytvofeny pomoci rliznych postupl zaznamu,
od psani az po kresleni, ke schématu odlis-
né atmosféry tuzkou, kfidou, uhlem, fixem,
pastelkou nebo tenkou linkou. Kresby jsou
pfevazné v ¢erné, bilé a Sedé barvé, vyzna-
€uji se jemnymi liniemi a jemnymi barevnymi
akcenty v odstinech rGzové, modré, Zluté a bé-
zové. Na kazdém disku je umisténa prlhled-
na sklenéna akrylova deska stejné velikosti.
Na deskach spocivaji rizné predmeéty, jako
jsou kameny, presypaci hodiny, vétev, slozeny
papir a kovové ty€inky ¢&i krouzky. Nad disky se
vznasi subtilni mobil zavéSeny na prihledné
niti. Je vyroben z tenkych zakfivenych drevé-
nych ty¢i, dratd, papiru a malych kuli¢ek, v bar-
vach svétle modré, bilé, €erné a hnédé. Mobil
se pomalu otaci nad disky a objekty. Spolecné
vytvéareji mnohovrstevnatou, mnohotvarnou
prostorovou konfiguraci, ktera divaky vybizi
k putovani s pocitem nejisté zvédavosti.

Jak se na vnimané vibrace mista, situace,
atmosféry soustredit?

Jak vSechny riizné prvky a sily specifickou
atmosféru spoluvytvareji?

Jak se jejich plsobeni odviji a ovliviiuje
tuto atmosféru?

Jak zaznamenat to, co je ze své podstaty
pomijivé; to, co je ze své podstaty pfilis roz-
sahlé a slozité, aniz bychom to fixovali, aniz by-
chom to redukovali na zjednodusenou formu?

Nikolaus Gansterer

It is not the thing within the space,
but the space within the thing.

Not | who sit upon the ground,

but the ground that has and holds me from
below.

Without reason.

The sky breathes my lungs,
and the universe embraces me.

A pen holds my hand in suspense.
Good heavens, how did | get here?

The installation includes ten circular discs of dif-
ferent sizes. The wooden discs lie slightly over-
lapping and hover a few centimetres above the
ground. Each disc features a unique notational
drawing on white or black paper. Each drawing
was created using various notational practices,
ranging from writing to drawing, to diagram
distinct atmospheres with pencil, chalk, char-
coal, marker, felt-tip, or fine-liner. The drawings
are primarily in black, white and grey, featuring
fine lines and subtle colour accents in shades of
pink, blue, yellow, and beige. A transparent acryl-
ic glass plate of the same size sits on each disc.
Various objects, such as stones, hourglasses,
a branch, a folded paper, and metal sticks and
rings, rest on the plates. Above the discs floats
a delicate mobile on a transparent thread. It is
made of thin curved wooden rods, wire, paper,
and small spheres, with colours in light blue,
white, black and brown. The mobile slowly ro-
tates over the discs and objects. Together, these
elements create a multi-layered, multifaceted
spatial configuration inviting viewers to wan-
der across the field with a sense of uncertain
curiosity.

How do we focus on the sensed vibration of
a place, of a situation, an atmosphere?

How do all the different elements and forces
co-create a specific atmosphere?

How is their agency unfolding and influen-
cing this atmosphere?

How do we notate that which is, by nature,
fleeting; that, which is inherently too large and
complex, without fixing it, without reducing it to
a simplified form?

Contingent Agencies. From Universe to Multiverse




Jak mlzeme podpofit vznik vicera sty¢-
nych bodl ve smyslu kontingentnich entit
podobnych znaku?

Prostfednictvim Contingent Agencies.
Od univerza k multiverzu zkoumam fenomén,*
ktery byl oznaovan rliznymi opisy, jako atmo-
sféra, naladéni, sentiment, pocit, misto, pro-
stfedi. V. mém rodném jazyce, némciné, fikdme
atmosféfe Stimmung. Fenomén atmosfér je
globalni a nesmirné rozmanity, v pribéhu lid-
skych déjin byl jazykové ztotoZiiovan s rliz-
nymi zpUsoby proZivani. K mimoevropskym
atmosférickym a estetickym pojmuam patfi
napfiklad qi - proudéni zivotnich energii, ma
- pauza, interval nebo negativni prostor mezi
vécmi, mujo - pomijivost nebo rasa - esence,
Stava, chut €i hluboky tajemny pocit vyvolany
dotykem umeéni. Tyto jevy nepovazuji pouze
za globalni, ale pfimo za kosmické podminky -
zakladni silu pfitomnou ve vesmiru. Jeji neko-
necné formy projevl - a dokonce i potencialni
jména a vyznamy - zlstavaji neznamé. Coz
otevira Siroké pole spekulativnim fabulacim.

VSechny tyto projevy znamenaji kontin-
gentni formu pfitomnosti, ktera se vyznacuje
tim, Ze je nestabilni, nepfedvidatelna, pomiji-
va, nestala, nehmotna, komplexni, bez hranic,
nepredmeétna, obklopujici a sebeorganizuji-
ci, a zaroven je kolektivné vytvarena - je plna
pfekvapeni. Tyto multimodalni pfitomnosti
vznikaji z mnohosti interakci - €i spiSe intra-
akci - mezi vSemi slozkami dané situace. Jak
popisuje kvantova fyzi¢ka Karen Barad, ¢a-
soprostorovy rozptyl prostupuje celym ves-
mirem a propléta hmotu, ¢as a prostor.?

Ve své praci se zaméruji na zaznamenani
mnohocetnych korelaci lidskych a vice-nez-
-lidskych déju v ramci specifické atmosféry.
Déje chapu jako imanentni sily obdarené po-
tencialem pusobit a vzajemné se ovliviiovat
specifickymi zpUsoby. V instalaci Contingent
Agencies. Od univerza k multiverzu byly mi-
mo jiné zaznamenany déje svétla, soumraku,
zvuku, rezonance, dozvuku, hluku, hlasu, hmo-
ty, pohybu a tekutosti. Zdznam zde odkazuje
na vytvareni organizovanych znaka, které od-
razeji pocitovanou soudrznost s pfitomnymi

186 Nikolaus Gansterer

How can we still enable multiple points of
contact as a contingent sign-like entity?

With Contingent Agencies. From Univer-
se to Multiverse! | explore a phenomenon that
has been referred to by different names, like
atmosphere, ambiance, mood, feeling, place,
environment. In my mother tongue, German, we
call atmospheres Stimmungen. The phenome-
non of atmospheres is global and immensely
diverse, and throughout human history it has
been linguistically identified with various terms.
Outer-European atmospheric and aesthetic con-
cepts include, for example, gi - the flow of vital
energies; ma - the pause, the interval, or nega-
tive space between things; mujo - the imper-
manence; or rasa - the essence, the juice, the
taste or a deep mysterious feeling evoked by
being touched by the arts. | regard these phe-
nomena not only as global but rather as cosmic
conditions - a fundamental force within the uni-
verse. Its endless forms of appearances - and
even potential names and meanings - remain
unknown. This opens a vast field for speculative
fabulations.

All these expressions stand for a contingent
form of presence characterized by being un-
stable, unpredictable, transient, impermanent,
intangible, complex, boundary-less, non-objec-
tified, enveloping, and self-organizing, while also
being collectively produced - full of surprise.
These multimodal presences arise from the mul-
tiplicity of interactions - or rather, intra-actions
- among all the components of a situation. As
quantum scientist Karen Barad describes, spa-
cetimemattering permeates the entire universe,
entangling matter, time, and space.?

In my work | focus on notating the multiple
correlations of human and more-than-human
agencies within specific atmospheres. Agencies
are understood as immanent forces endowed
with the potential to act and inter-act in specific
ways. In my installation Contingent Agencies.
From Universe to Multiverse, among others, the
agencies of light, twilight, sound, resonance,
reverberation, noise, voice, matter, movement
and fluidity were notated. Here, notating refers
to the generation of organized signs that reflect

Contingent Agencies. Od univerza k multiverzu

déji a jejich kontingencemi. Tyto kontingentni
déje se objevuji, obklopuji a ovliviiuji vnima-
tele, kterému se zjevuji. Jedna se o ztélesné-
nou pfitomnost, kterou Ize zakouSet pouze
na Urovni téla a mysli. Tim, Ze plné sleduji své
vlastni pole vnimani, prochazim percepéni
sférou pocitovanou spiSe jako kulata nebo
ovalna, az k ttm rozmazanym okrajiim, kde
se vnitfni a vnéjsi svéty stretavaji, spojuji, pé-
ni, vytvareji bubliny - kde imanentni horizonty
udalosti pfekracuji a stavaji se vicenasobnymi
svéty - obraceji se od univerza k propletené-
mu multiverzu.

1 Instalace Contingent Agencies. Od univerza k multi-
verzu, kterou Nikolaus Gansterer predstavil na Trienale
SEFO 2021 - Universum konaném v Muzeu uméni Olo-
mouc, vznikla v ramci dlouhodobého vyzkumného pro-
jektu s nazvem Contingent Agencies. Tento umélecky
vyzkumny projekt iniciovali badatel a filozof Alex Ar-
teaga a autor, umélec-performer Nikolaus Gansterer.
Vyzkumny projekt (Grant-DOI 10.55776/AR546) je v le-
tech 2019-2025 financovan z Programu pro vyzkum
zalozeny na uméni (PEEK) Rakouského fondu pro védu
(FWF). Pro dalsi informace viz Nikolaus Gansterer, Alex
Arteaga, (eds.). Contingent Agencies. Inquiring Into the
Emergence of Atmospheres. Berlin: Hatje Cantz, 2024;
resp.: https:/contingentagencies.uni-ak.ac.at/.

2 Dalsi podrobnosti viz Karen Barad. eeting the Universe
Halfway: Quantum Physics and the Entanglement of
Matter and Meaning. Durham: Duke University Press,
2007.

187 Nikolaus Gansterer

a sensed coherence with the present agencies
and their contingencies. These contingent
agencies emerge, envelop, and influence the
perceiver to whom they appear. It is an embod-
ied presence that can only be experienced at
the body-mind level. By following my own field
of perception entirely, moving through a per-
ceptual sphere felt more to be round or oval, to
those blurry edges where inner and outer worlds
collide, coalesce, froth up, form bubbles - where
immanent event horizons transcend to become
multiple worldings - turning from a universe to-
wards an entangled multiverse.

1 The installation Contingent Agencies. From Universe to
Multiverse, presented by Nikolaus Gansterer at the SE-
FO 2021 Triennial - Universum at Olomouc Museum of
Art, was developed within in the broader framework of
the long-term research project called Contingent Agen-
cies. This artistic research project was initiated by the
researcher and philosopher Alex Arteaga and the author,
artist-performer Nikolaus Gansterer. The research project
(Grant-DOI 10.55776/AR546) is funded by the Program for
Arts-Based Research (PEEK) of the Austrian Science Fund
(FWF) from 2019 to 2025. For further details, see Nikolaus
Gansterer, Alex Arteaga, (eds.). Contingent Agencies. In-
quiring Into the Emergence of Atmospheres, Berlin: Hatje
Cantz, 2024; and visit the project website: https:/contin-
gentagencies.uni-ak.ac.at/

2 For further details, see Karen Barad. Meeting the Universe
Halfway: Quantum Physics and the Entanglement of Mat-
ter and Meaning. Durham: Duke University Press, 2007.

Contingent Agencies. From Universe to Multiverse



Nikolaus Gansterer, Contingent Agencies
(N-Gansterer-20120512-1430-Vienna-resonance),
kruhova kresba rliznymi barevnymi pastely, kiidami a

tuzkami na bilém papire, d=140 cm, se svolenim autora

Nikolaus Gansterer, Contingent Agencies,
(N-Gansterer-20180104-1340-Nice-fluidity),
kruhova kresba kfidou, fixy a tuzkami na ¢erném
platné, d=180 cm, s laskavym svolenim autora.

Nikolaus Gansterer, Contingent Agencies
(N-Gansterer-20120512-1430-Vienna-resonance),
circular drawing with various colored pastels, chalk and
pencils on white paper, d=140 cm, courtesy the artist

Nikolaus Gansterer, Contingent Agencies,
(N-Gansterer-20180126-1747-Nice-fluidity),

circular drawing with ink and pencils on white paper,
d=70 cm, courtesy the artist.

a

b

Nikolaus Gansterer, Contingent Agencies,
(N-Gansterer-20180126-1747-Nice-fluidity),
kruhova kresba tusi a tuzkou na bilém papire, d=70
cm, se svolenim autora

Nikolaus Gansterer, Contingent Agencies,
(N-Gansterer-20210502-1617-Vienna-radiation),
kruhova kresba barevnymi tuzkami a pastely na
bilém papire, d=129 cm, se svolenim autora

NNikolaus Gansterer, Contingent Agencies,
(N-Gansterer-20180126-1747-Nice-fluidity),

circular drawing with ink and pencils on white paper,
d=70 cm, courtesy the artist.

Nikolaus Gansterer, Contingent Agencies,
(N-Gansterer-20210502-1617-Vienna-radiation),
circular drawing with colored pencils and pastels on
white paper, d=129 cm, courtesy the artist



Nikolaus Gansterer, Contingent Agencies,
(N-Gansterer-20210507-2230-Vienna-night),
kruhova kresba kfidou a tuzkou na ¢erném papire,
d=70 cm, se svolenim autora

Nikolaus Gansterer, Kontingentni agentury,
(N-Gansterer-20210508-2100-Vienna-night),
kruhova kresba kfidou a tuzkou na ¢erném papire,
d=70 cm, se svolenim autora

Nikolaus Gansterer, Contingent Agencies,
(N-Gansterer-20210507-2230-Vienna-night), circular
drawing with chalk and pencil on black paper, d=70
cm, courtesy the artist

Nikolaus Gansterer, Contingent Agencies,
(N-Gansterer-20210508-2100-Vienna-night),

circular drawing with chalk and pencil on black paper,
d=70 cm, courtesy the artist

Nikolaus Gansterer, Contingent Agencies,
(N-Gansterer-20220611-1740-Vienna-reverberation),
kruhova kresba kfidou a tuzkou na ¢erném papire,
d=130 cm, se svolenim autora

Nikolaus Gansterer, Contingent Agencies,
(N-Gansterer-20220612-1932-Vienna-reverberation),
kruhova kresba kfidou a tuzkou na ¢erném papire,
d=100 cm, se svolenim autora

Nikolaus Gansterer, Contingent Agencies,
(N-Gansterer-20220611-1740-Vienna-reverberation),
circular drawing with chalk and pencil on black paper,
d=130 cm, courtesy the artist

Nikolaus Gansterer, Contingent Agencies,
(N-Gansterer-20220612-1932-Vienna-reverberation),
circular drawing with chalk and pencil on black paper,
d=100 cm, courtesy the artist



Nikolaus Gansterer, Contingent Agencies. Od vesmiru

k multivesmiru, instalace v Muzeu uméni Olomouc v ramci
Triendle sou¢asného stiedoevropského uméni SEFO
2021, jedenact kruhovych kreseb barevnymi pastely

a tuzkami na papife raznych pramérd, rizné objekty,
mobilni plastika, celkové rozméry cca 800 % 800 x 400 cm,
se svolenim autora.

Nikolaus Gansterer, Contingent Agencies. From Universe
to Multiverse, installation view at Olomouc Museum of Art
in the context of the SEFO 2021 Triennial of Contemporary
Central European Art, eleven circular drawings with colored
pastels and pencils on paper in various diameters, various
objects, a mobile sculpture, total dimensions approx.
800x800x% 400 cm, courtesy the artist




llona Németh patfi k porevolu¢ni genera-
ci umélct a umélkyn, jejichz tvorba je pfi-
mo spojend s prostorem stfedni Evropy
a jeji socio-politickou situaci. Obvykle je fa-
zena do rdmce post-feministického a anga-
zovaného uméni, jako autorka site-specific
a ,context-sensitive” instalaci v§ak zaroven
reflektuje estetiku a sdileny formalni jazyk.
Na Vysoké Skole vytvarnych uméni v Bratislavé
vedla Ateliér IN, nyni pusobi jako profesorka
na Fakulté architektury Slovenské technické
univerzity v Bratislavé, kde spoluzaklada stu-
dijni program Uméni ve vefejném prostoru.
Od roku 2018 realizuje umélecko-vyzkumny
projekt Eastern Sugar. V roce 2001 se spolu
s Jifim Sur(ivkou podilela na realizaci Cesko-
slovenského pavilonu pfi Benatském bienale.
Vroce 2022 se zUcastnila vystavy documenta
15 v Kasselu a Mezinarodniho grafického bie-
néle v Lublani.

Letity zajem Németh o genderové otazky
a podoby sou¢asného verejného monumen-
tu se schazeji v Paméatniku zenam, ktoré varili
sol.V Olomouci se tak do¢asné objevuje torzo
realizace uréené pro chorvatskou Crikvenici.
Tamni, stejné jako tuzemskou silnou tradici
~muzskych pamatnik(“ Németh doplriuje no-
vym kusem, ktery dedikuje zenskym hrdinkam.

DalSi realizace s nazvem Handiwork (2006
-2024, spolu s Marianem Ravaszem) je pak
pfikladem ,ready made*. Pfivlastnéné ple-
chové garaze maji vlastni pfib&h - pavodni
vychodonémecky ,vynalez“ se dockal druhé
slavy v pribéhu 90. let minulého stoleti, kdy
se jeho vyroby ujala ruzomberska soukroma
spoleénost. llona Nemeth je vytrhla z ptivod-
niho prostfedi a nyni uvadi v komunikaci se
konkrétnimi lokalitami napfi¢ regionem. Jak se
jejich ¢teni proméni? Jak nas ovlivni? Co nam
nabidne - anebo vezme? Hranice verejné-
ho a soukromého, aplikovatelnost a sdélnost
formalniho jazyka, hodnota a role monumen-
tu, respektive nas potencial je vytvaret, jsou
pfedmétem spoleéného rozhovoru s Barborou
Kundracikovou.

llona Nemeth

llona Németh is a member of the post-revolu-
tion generation of artists whose work is directly
connected to the space of Central Europe and
its socio-political situation. She is usually placed
in the framework of post-feminist and engaged
art, but as the author of site-specific and ‘con-
text-sensitive’ installations she also reflects
aesthetics and a shared formal language. She
headed the Ateliér IN at the University of Fine
Arts in Bratislava and is now a professor in the
Faculty of Architecture of the Slovak Technical
University in Bratislava, where she co-founded
the study program Art in Public Space. She has
been implementing the Eastern Sugar project
since 2018. In 2001, she worked with Jifi Sur(iv-
ka on the Czechoslovak Pavilion at the Venice
Biennale. She participated in documenta 15 in
Kassel and the international Ljubljana Biennale
of Graphic Arts in 2002.

Németh's long-standing interest in gender
issues and the forms of the contemporary public
monument come together in the Memorial to
the Women Who Boiled Saltwater. Thus, a seg-
ment of the realisation intended for Crikveni-
ca, Croatia, appears temporarily in Olomouc.
Németh complements the strong local and do-
mestic tradition of ‘male memorials’ with a new
piece dedicated to female heroes.

Another realisation called Handiwork (2006-
2024, together with Marian Ravasz) is an exam-
ple of ‘readymade’. Appropriated sheet-metal
garages have their own story - the original East
German ‘invention’ enjoyed a second phase of
glory in the 1990s, when a private company from
RoZzomberok, Slovakia, took over its production.
llona Nemeth has plucked them from their origi-
nal environment and installed them in communi-
cation with specific sites across the region. How
will a reading of these object change? How will
they influence us? What do they offer or take
from us? The boundaries of public and private,
the applicability and communication of formal
language, the value and role of the monument,
or rather our potential to create them, are the
subject of Barbora Kundracikova’s interview with
llona Németh.
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Zacnu lapidarné - v ramci trienale SEFO
2024 prezentujete dvé realizace. Obé se
tykaji verejného prostoru. Mohla byste
je priblizit a dat do souvislosti?
Ta prvni, Handiwork, na niz jsem spolupraco-
vala se svym manzelem Maridnem Ravaszem,
vznikla na zakladé osobni imprese. Pfi cesté
pres Ruzomberok jsme uvidéli Sest objektd,
pozdéji se ukazalo, Ze garazi, stojicich na jed-
nom z parkovist. Nejprve mé oslovily jako for-
my. Vypadaly trochu jako vysledek domaciho
kutilstvi, trochu jako objekty science-fiction.
Prekvapeni vystfidal Uzas, ktery dal zesilil, kdyz
jsme zjistili, co je to vlastné za€. Kontrast ru-
zomberskych sidlistnich blok( a téchto ob-
jektl byl prosté neuvéritelny.

Garaze se vyrabély pfimo v Ruzombero-
ku, ale podle vychodonémeckého vzoru. Pod-
statné se ale zménil material - pavodni latku
nahradil kov a plech, to znamen4, ze namisto
toho, aby vefejny prostor nezabiraly a byly do-
Casné pouzitelné, s lehkou kovovou konstrukci
a textilem, najednou do né&j velmi tézkopadné
zasahovaly. Okupovaly ho zplsobem, s nimz
se nedalo déale hnout, stal se z nich objekt
,havzdy*“

V rdmci prizkumu jsme dohledali vyrob-
ce, malou mistni firmu, s jejimz majitelem
jsme natocili rozhovor. Ukazalo se, ze garaze
vyrabél nejen pro Ruzomberok, ale také dal-
§i mésta. Jejich prevoz pfitom musel byt Si-
lené naroc¢ny. Druhy dokument se zaméroval
na samotné mésto, ve kterém se nachazela
cela fada dalsi podivnych objektt, technic-
kych potrubi, plynovodd... Pozdéji jsem dva
modely objednala pro nase vlastni pouziti -
jejich prevozu a instalaci na sidlisti v Dunajské
Stredé, kde jsme v té dobé bydleli, byl véno-
van film treti.

Nezustalo ale samoziejmé jen u toho,
obé garaze jsme prezentovali na fadé vystav,
mimo jiné v At Home Gallery-Synagoze v Sa-
moriné. Tady fungovaly vyslovené jako sochy.
V madarském kulturnim institutu ve Finsku se
z nich stala paralela severského designu. V Zi-
liné ve vefejném prostoru, kde vzbudily po-
dobné reakce jako v Olomouci.
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’ll get right to the point - you are
presenting two realisations at the SEFO
2024 Triennial, both involving public
space. Can you tell us more about them
and put them into context?
The first, Handiwork, which | created with my
husband Marian Ravasz, is based on a person-
al impression. Passing through Ruzomberok,
we saw six structures, which later turned out
to be garages, standing in one of the parking
lots. They first interested me as forms - they
looked a bit like something someone would
make at home, or a little sci-fi. Surprise turned to
amazement, which grew only stronger when we
found out what they actually were. The contrast
between the Ruzomberok housing blocks and
these structures was simply incredible.

The garages were manufactured right in
Ruzomberok based on the original East German
design. But the material changed significantly -
the original fabric was replaced by metal and
sheet metal, which means that instead of not
taking up public space and being temporarily
usable with a light metal structure covered by
textile, they were suddenly a very ponderous
intrusion. They occupied space in a way that
prevented their simple removal; they became
a ‘forever’ object.

As part of our research, we tracked down
the manufacturer, a small local business, and
we filmed an interview with the owner. It turned
out that they made these garages not only for
Ruzomberok, but also for other cities. But trans-
porting the garages must have been insanely de-
manding. The second documentary focused on
the city itself and a large number of other bizarre
structures - technical networks, gas pipelines...
Later, | ordered two garages for our own use - the
third film was dedicated to their transportation
and installation at the housing estate in Dunajska
Streda, where we were living at the time.

But of course it didn’t stop there, and we
showed both garages at a number of exhibitions,
including at the At Home Gallery-Synagogue
in Samorin, where they functioned expressly as
sculptures. At the Hungarian Cultural Institute
in Finland, they became an analogy to Nordic
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Co se nakonec s témi ptvodnimi

ruzomberskymi garazemi stalo?
Ve vétsiné musely byt odstranény. Zabiraly
totiz jeden a pul vlastniho parkovaciho mis-
ta, a ne kazdy byl ochoten podepsat najemni
smlouvu, kterou mésto jejich pouzivani po-
zdéji podminilo. Garaze ménily nejen vizualni
charakter sidli§t&, podstatné proménovaly ta-
ké chapani a uzivani vefejného prostoru. Vlast-
né ho privatizovaly.

Zmifovala jste vystavu v Ziliné - jak

probihala? A v €em vidite paralelu

k Olomouci?

Probéhla okolo milénia [Manipulaéné ume-
nie, Povazska galéria umenia, 2000] a garaze
jsme tehdy instalovali naproti Povazskej galérii
umenia, na parkovaci mista vyhrazena pfimo
na namésti. Bylo to v obdobi, kdy byl prima-
torem nacionalista, ¢len Slovenskej narodnej
strany Jan Slota, ktery verejny prostor zneuzi-
val v prospé&ch propagace ideologie a zajmu.
Na namésti nechal napfiklad postavit ne-
vhodné verejné toalety, také ale kontroverzni
pomnik Jozefa Tisa. Verfejnost se proto citila
ohrozena a reagovala velmi napjaté a intenziv-
né i na umisténé plechové garaze. Méla pocit
dalSiho uplatnéni soukromé moci. Na dotaz
reportérd jsem tehdy reagovala s tim, Ze je vel-
mi spravné, ze obyvatelé mésta reaguji na vé-
ci, které se déji v jejich okoli, v jejich fyzickém
a mentalnim prostoru. Ze pravé to uméni nabi-
zi, edukuje, vybizi k diskusi o tom, co to vefejny
prostor je, k €emu slouzi a ze toto vyuzivani
musi podmifiovat spole¢ensky konsensus.

V Olomouci je situace zajimava tim, ze
jsme dilo nemohli umistit na pivodni lokaci,
na parkovisti pfed hlavni budovou muzea, ale
je nakonec pfimo na fantastickém historic-
kém Hornim nameésti. Vidim v tom ale velké
pozitivum, ackoli je reakce verejnosti negativ-
ni - protoze probiha dialog. A jeho aktéry jsou
nejen ob¢ané, ale také odbornici.

V téhle souvislosti by mé zajimaly dvé

véci - tou prvni je estetika, na niz jste
sama nékolikrat narazila. Jak dulezita
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design. In a public space in Zilina, where they en-
gendered reactions similar to those in Olomouc.

What eventually happened to the

original Rozomberok garages?
They had to be removed, for the most part. They
took up one and a half of their own parking
spaces, and not everyone was willing to sign the
lease agreement that the city later required for
their use. Besides changing the visual character
of the housing estate, the garages also signif-
icantly altered the understanding and use of
public space, which they in essence privatised.

You mentioned an exhibition in Zilina -

how did that go? And in what do you

see a parallel with Olomouc?

The Manipulation Art exhibition was held at the
turn of the millennium in 2000 at the Povazska
Gallery of Art, and we installed the garages at
that time opposite the gallery, in reserved park-
ing spaces right on the square. At the time, the
mayor of the town was a nationalist, a member
of the Slovak National Party, Jan Slota, who
exploited public space in favour of promoting
ideology and interests. For example, he had
unsuitable public toilets built on the square, as
well as a controversial monument to Jozef Ti-
so. The public therefore felt threatened and the
reaction to the metal garages was tense; peo-
ple saw them as yet another exercise of private
power. At the time, | responded to reporters’
questions by saying that it is very correct that
city residents react to the things that happen in
their surroundings, in their physical and mental
space. That this art offers, educates, encourages
discussion about what public space is, what it
is for, and that this use must be conditioned by
social consensus.

The situation in Olomouc is interesting in
that we could not place the work in its original
location, in the parking lot in front of the main
museum building, but in the end right on the
fantastic historic Upper Square. But | see some-
thing very positive in this, even if the public re-
action is negative - because there is a dialogue
involving both citizens and experts.
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vlastné je? Podle Jacquese Ranciera

Zijeme v politickém rezimu, ktery ma

estetickeé rysy, respektive je to pfimo

rezim esteticky. Zda se mi, ze podobna
je také Vase zkuSenost s prezentaci

Handiworku v riznych lokalitach -

vcetné Olomouce, kde jsou diskuse

opravdu zivé.

Jednou z véci, kterda mé vzdy zajimala, jsou
minimalni prostory — minimalni verejny pros-
tor pro jednoho ¢lovéka (a jedno auto). Toto
minimum maé zaroven svoji vlastni estetiku,
a to v materialu i v tom, jak se nahle ve verej-
ném prostoru objevuje. Na druhé strané je
pak dvojdomost pozorovatele - fascinaci
stfidd emocionalni reakce na ,drzost” objek-
tu. S emocemi ale Ize pracovat, podobné jako
s obsahem.

Okouzlila nas vlastné nesikovnost téch
garazi, ktera, myslim, vypovida také néco o na-
Sem regionu. O jeho socialistické minulosti.
Byli jsme prosté vedeni k tomu, abychom véci
fesili “domacimi prostfedky”, a ne profesio-
nalné.V ¢eském animovaném filmu Pat a Mat
se fika: ,No, a je to!“ Plati to ale i pro sloven-
sky nebo madarsky kontext. Myslim, Zze toto
zlistava - feSeni probléml vnimame jinym
zpusobem, nez v Americe nebo jinde na Za-
padé. Neni odvozeno z ,védeckych postupl®.
NasSe schopnost hledat pfekvapiva feSeni
nebo spojeni ma vlastni hodnotu, zalezi jen
na tom, k ¢emu ji pouzivame.

Jak velkou roli hraje pravé zkusenost

tohoto regionu s chybovosti systému,

nedivéra v néj a potieba vytvareni

vlastnich imaginativnich verzi reality?
Je to znovu dvojdomé, myslim ale, ze stéle
pfitomné dédictvi. Je jen otazka, do jaké mi-
ry vytvari nové moznosti a v jaké uz generace
rodi¢l a déti oddéluje. Mam oboji zkusenost,
mimo jiné diky vlastnimu pedagogickému
pUsobeni.

Dalsi otazka se vaze k verejnému

prostoru a jeho utvareni. LiSi se podle
Vas néjak jeho realna a virtualni
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I would be interested in two things in this
context; the first is aesthetics, which you
yourself have alluded to several times.
Just how important is it? According to
Jacques Rancier, we live in a political
regime that has aesthetic features, or it

is directly an aesthetic regime. It seems

to me that your experience with the

presentation of Handiwork in various

locations is also similar - including

Olomouc, where the discussions are

genuinely spirited.

One of the things I've always been interested
in is minimal spaces - minimal public space for
one person (and one car). At the same time, this
minimum has its own aesthetics, both in the
material and in how it suddenly appears in the
public space. On the other hand, there is the di-
chotomy of the observer - fascination alternates
with an emotional reaction to the ‘insolence’ of
the object. But just like content, emotions can
be worked with.

We were truly charmed by the awkwardness
of those garages, which, | think, also says some-
thing about our region - about its socialist past.
We were led to resolve things by ‘simple means’,
not professionally. As they say in the popular
Czech cartoon Pat and Mat: ‘Well, there you
have it! It’s also true for the Slovak and Hungar-
ian context. | think this has stayed in our blood

- we approach problem-solving differently than
in America or elsewhere in the West. It is not
based on ‘scientific procedures’. Our ability to
find surprising solutions or connections has its
own value - it just depends what we use them for.

To what extent does this region’s

experience with the flawed nature of the

system, the mistrust of it and the need

to create its own imaginative versions of

reality play a role?
Again, it’s dichotomous, but | think our heritage
is still present. I’s just a question of the extent to
which it creates new possibilities and the length
to which it already separates the generation of
parents and children. | have both experiences,
thanks in part to my own teaching experience.
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verze? S druhou jmenovanou je ¢asto

spojovana ,,vétsi odvaha“ - diskutér

neni ,,vidét“ reaguje svobodnéji,

také ale agresivnéji. Jakoby jeho

slova neméla skute¢nou rezonanci,

Slo o pouhé oddélené vyroky, i proto

sdélované s co mozna nejvétsi

intenzitou. Je to podle Vas funkéni

zpusob diskuse?
Myslim si, Ze ano. MiZeme sice mluvit o kva-
lité diskurzu, ale pro lidi, ktefi ve virtualnim
prostredi zZiji, je to existujici svét, ktery ma
na jejich zivot podobny vliv, jako ten realny,
nékdy jej dokonce prfevysuje. Soucasti toho-
to diskurzu v§ak musi byt - znovu - odborna
verejnost. Uz jenom proto, Ze takovy dosah
jsme nikdy dfive neméli.

To nas mozna rovnou privadi

ke druhé realizaci, kterou v Olomouci

prezentujete, k Pamétniku Zzenam,

ktoré varili sol.
IN: Ano, i ta nabizi fadu podstatnych témat.
Michal Kolec¢ek se na néas v roce 2020 obra-
til s tim, abychom - vedle dalSich asi deseti
umeélct - pripravili projekt v rdmci progra-
mi Rijeka 2000 Mésto evropské kultury pro
chorvatskou Crikvenici. Soubor lokaci vyply-
val z jeho témér dvouletého studia a zahrno-
val sidla v okoli Rijeky. Byli jsme pfizvani s tim,
Ze se mame soustredit na fenomén turismus.
Nejdfiv jsme si s tim nevédéli rady, ale zacaly
nas zajimat s tim spojené atributy, mimo jiné
pohostinnost. Vénovali jsme se déjinam més-
ta a zjistili napfiklad, ze se jednalo o lazné,
kam dojizdéli také lidé z Ceskoslovenska.

Jaka byla realna situace? Jaka

pravidla? A jak jste postupovali?
IN: Obrétili jsme se na mala ob&anské sdru-
Zeni, navazali kontakty, snazili se pochopit,
jak mésto funguje. Tim spiSe, Ze ndm méstska
rada pfidélila jedno konkrétni misto, na kte-
ré jsme se méli soustredit - typické malé
namésti pfi mofi. Jakoby Slo o urbanisticky
zameér, ktery jsme prosté méli dodrzet, ide-
alné tak, ze pfineseme hotové dilo z ateliéru

Another question is related to public

space and its creation. Do you think the

real and virtual versions of it differ in

any way? The latter is often associated

with ‘greater courage’ - the debater is

not ‘seeing’; they react more freely, but

also more aggressively. As if their words

had no true resonance, they were just

separate statements, which are therefore

communicated with as much intensity

as possible. Do you believe this is

a functional method of discussion?
| think it is. We can speak of the quality of dis-
course, but for people who live in a virtual envi-
ronment, it is an existing world that has a similar
influence on their lives as the real one, some-
times an even greater influence. However, the
professional public must - again - be part of this
discourse, if for no other reason than the fact
that we never had such reach before.

This perhaps brings us directly to

the second realisation that you are

presenting in Olomouc, the Memorial to

Women Who Boiled Saltwater.
Yes, it also offers a number of important topics.
In 2020, Michal Kole¢ek approached us to pre-
pare a project within the framework of the Rijeka
2000 European Capital of Culture program for
Crikvenica, Croatia, along with about ten oth-
er artists. The set of locations resulted from his
nearly two-year study and included settlements
around Rijeka. We were invited and asked to
focus on the phenomenon of tourism. At first
we weren’t sure what to do, but then we started
getting interested in associated attributes, in-
cluding hospitality. We studied the history of the
city and found out, for example, that it was a spa
that even people from Czechoslovakia visited.

What was the actual situation? What were
the rules What approach did you take?
We turned to small civic associations, estab-
lished contacts, tried to understand how the city
works, all the more so because the city coun-
cil assigned us one specific place to focus on
- a typical small square by the sea. As if it was an

199 llona Nemeth  Verejny prostor mezi estetikou a politikou



a na dané misto ho postavime. Ego umélce
kontra téma vyplyvajici z charakteru mista. Byli
jsme tedy omezeni dvojim - tématem a pros-
torem. A bylo na nas, co z toho vytézime.

PFi prochazkach méstem jsme objevili pa-
matnik z roku 1973 vytvofeny Zdenkom Ko-
laciom, kterého jsem do té doby neznala. Byl
fantasticky, rozmérem, zpracovanim, mirou
abstrakce... V§echny ostatni sochy ve mésté
jsou spise banalni, kyCovité, podobné jako
v fadé dalSich evropskych mést, Bratislavée,
Vidni, Budapesti. Tim, co mé zacalo zajimat,
byl pravé prerod figurace v abstrakci, nééeho
obecné sdileného v nepfijatelné, navic v téhle
formé, plastice ve vefejném prostoru, vkame-
ni, v jugoslavském prostiedi. Pak jsme zjistili,
Ze jedinou zZenou, které zde byl pamatnik vé-
novan, byla mytologicka Lygie, vSechno os-
tatni byli muzi.

Takto jsme zacali skladat zakladni kameny
- a nasly pfibéh zen, které vafrily sul. To nas vel-
mi oslovilo. Slo o Zeny, které musely prokazat
ohromnou silu, lidskou silu, aby se postaraly
o své blizké. Zlstavaly doma, zatimco jejich
muzi odesli do Ameriky, pracovali na mof¥i ne-
bo bojovali ve valkach. Staraly se o déti, o ro-
di¢e... Pracovaly s tim, co mély... Zily nakonec
u mofre. Vafrily sul v hrncich na domacich spo-
racich a vyménovaly ji za potraviny z udoli
za horami, kde péstovali kukufici, brambo-
ry... Toto je podle mé podstata pohostinnosti.
Zadny laciny turismus, ale nutnost se postarat
o blizké i vzdalené ¢leny komunity.

Téma se tedy za¢alo pomalu rysovat, jak
s ale nim zachéazet? Souc€asna figurativni plas-
tika je velmi problematickd. Nemohla jsem
najit nic opravdu dobrého. A pofad jsem se
ptala, jak by vlastné takova socha méla vypa-
dat? Z ¢eho by méla byt? Ta podstat je pre-
ce jinde, ne v tom, jak konkrétni historicka
postava, muz anebo Zena, vypadala. Vybavi-
te si newyorské sufrazetky v Central parku?
SousosSi Zzen v historickych Satech pfi diskusi.
To ale pfece nebyla podstata jejich pfinosu.
Po asi ro€nim vyzkumu, pfFi které jsem stu-
dovala realizace ve Statech, v Asii i Evropé,
jsem se vratila ke Kolaciovu pomniku basnika

200 llona Nemeth

urban plan that we simply had to follow, ideally
by bringing the finished work from the studio
and putting it up on the designated spot. The
ego of the artist versus the theme created by the
character of the location. We were in essence
limited by two things - topic and space, and it
was entirely up to us what we’d make of it.

Walking around the city, we discovered
a monument from 1973 created by Zdenko Kol-
acio, whom | hadn’t known before then. It was
fantastic, in terms of size, working, degree of
abstraction... The other sculptures in the city
are quite banal, kitschy, similar to many other
European cities - Bratislava, Vienna, Budapest.
| became interested in the rebirth of figuration
in abstraction, something generally communi-
cated in an unacceptable, moreover in this form,
sculpture in public space, in stone, in the Yugo-
slav environment. Then we learned that the only
woman to whom a monument was dedicated
here was the mythological Ligea, all the others
being dedicated to men.

This is how we began to lay the foundation
stones - and found the story of the women who
boiled saltwater, which we found fascinating.
These were women who had to demonstrate
tremendous strength - human strength - in or-
der to take care of their loved ones. They stayed
at home to take care of children and parents
while their men went to America, worked at
sea or fought in wars. They worked with what
they had - after all, they lived by the sea. They
boiled saltwater in pots on home stoves and
exchanged it for food from the valleys beyond
the mountains where corn, potatoes and oth-
er crops were grown. In my opinion, that’s the
essence of hospitality. Not cheap tourism, but
the necessity of taking care of close and distant
members of the community.

So the topic slowly began to take shape, but
how to grasp it? Contemporary figurative sculp-
ture is highly problematic, and | couldn’t find an-
ything of exceptional quality. And | kept asking
myself — what should such a statue actually look
like? What should it be made of? After all, the
essence is elsewhere, not in how a specific his-
torical figure - man or woman - looked. Do you
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Vladimira Nazora. Jeho praci vénovanou jed-
nomu muzi jsme se rozhodli pfenést a vénovat
skupiné zen.

Trienale SEFO vénované monumentiim
pro meé pak otevrelo fadu dalSich moznosti.
Na zakladé zkuSenosti s méstskym prosto-
rem jsem se i zde, v Olomouci, brzy dostali
k crikvenickeé realizaci - ktera vlastné docela
nahodou zarezonovala v souvislosti s mistnim
Naméstim hrdinl. Najednou jsme méli obsa-
hovou spojitost - na nas pak bylo jen najit to
spravné misto.

Jak jste se vyrovnavala s osobni
strankou véci?
IN: Ty pfibéhy jsou skuteéné €asto velice smut-
né. Ale pokud bychom je nenatogily, ztratili byl
se. Zmizely by spolu s témi Zzenami - vSechny
uz jsou samoziejmeé v jistém véku. Bolestivost
vyvazil pravé nas zajem.

Musela to byt straSné naroc¢na

zkusSenost - jednak umélecka,

protoze jste se museli pomérné rychle

zorientovat na novém misté, ale také

organizacni a produk¢ni. Verejny prostor
je Vase klicové téma, plisobnost v ném,
jeho diskutovani a vyjednavani. Pro

to, aby bylo mozné konkrétni realizaci

vyuzit k moderaci, je ale potfeba se

sama citit bezpecné a jisté. Podafrilo

se Vam to? Podafil se crikvenicky

monument?

Ano, bylo to skoro jako bychom plnili pfipa-
dovou studii - prijdete do ciziho mésta, cizi
zemé, co tam budete délat? S kym budete
spolupracovat? Na jaka témata se zamérite?
NemUzete nékam pfijit a Fict: ,Toto je podle
mé zajimavé. Takto by to mélo byt.“ Proto je
spoluprace s mistnimi tak dilezita.

V pfipadé Crikvenice jde vlastné o docela
nepochopitelny pribéh, navzdory konkrétnimu
pozvani. Od zac¢atku tady byl politicky konflikt
mezi socialné-demokraticky orientovanou Ri-
jekou a pravicovou Crikvenici, reprezentova-
nou velmi konzervativnim primatorem. A nas
pamatnik se stal jeho obéti. Tésné pred Vanoci
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remember the New York suffragettes in Central
Park-a sculptural group of women in historical
dresses having a discussion? But that wasn’t
actually the essence of this piece. After about
ayear of studying realisations in the States, Asia
and Europe, | returned to Kolacio‘s monument to
the poet Vladimir Nazor. We decided to transfer
his work dedicated to one man and devote it
instead to a group of women.

The SEFO Triennial dedicated to monuments
then opened up a number of other possibilities
for me. Based on my experience with urban
space, | soon got (even here in Olomouc) to the
Crikvenica realisation, which actually quite coin-
cidentally resonated in connection with the local
Namésti hrdin (Heroes‘ Square). Suddenly we
had a connection in terms of substance - then it
was just up to us to find the right place.

How did you come to terms with the
personal side of things?
These stories are often truly heartbreaking. But
if we didn’t record them, they’d be lost forever.
They would disappear along with those women
- all of them are quite old. The pain was balanced
out by our interest.

It must have been a terribly demanding
experience - both artistically, because
you had to orientate yourself in a new
place relatively quickly, but also
organisationally and production-wise.
Public space - the activity in it, its
discussion and negotiation - is your key
topic. In order to be able to use a specific
implementation for moderation, however,
you need to feel safe and secure yourself.
Were you able to reach this state? Was
the Crikvenica monument successful?
Sure, it was almost like we were doing a case
study - you come to a foreign city, a foreign
country, what are you going to do there? Who
are you going to work with? What topic will you
focus on? You can’t just go somewhere and an-
nounce: ‘In my opinion, this is interesting. This
is the way it should be’ That’s why cooperation
with the locals is important.
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2019, kdy méla byt vypsana vefrejna soutéz,
totiz primator projekt v podstaté z osobnich
duvodu zastavil.

Bé&hem jeho pfipravy jsem nahravala roz-
hovory s mistnimi zenami, témi, které vafrily
sul. Méli jsme mistniho kameramana, konzul-
tovali s mistnim historikem, seznamili jsme
se s fadou rodin. V muzeu ndm pomahali
s prekladem z mistnich dialekt( do anglicti-
ny. U slovenského Fondu na podporu kultu-
ry narodnostnich mensin jsme ziskali finance
na jejich produkci a vyrobu jednoho segmentu
pamatniku. Oboji jsme chtéli muzeu - mést-
skému muzeu v Crikvenici - vénovat. A pri-
mator to zakazal. Dar pak nepfijala ani Rijeka.
Rozumite tomu? Nepfijali vzpominky svych
vlastnich ob¢&anek.

Kli¢ovou otazkou v pfipadé trienale SEFO
pak bylo, zda je v jeho ramci cely pfibéh né-
¢im zajimavy. A ukazalo se, Zze ano. Je hodné
komplexni, zahrnuje praci s mistnimi obyvate-
li, s institucemi, s lokalnim tématem, promé-
ny figuralni plastiky, posuny mezi prozitkem,
zaznamem a sdilenim... V Olomouci se po-
dafila jedna podstatna véc - zasadit objekt
do verejného prostoru. Dokonce jsme do-
¢asné prejmenovali nam. Narodnich hrdint
na Narodnich hrdinG a hrdinek.

V Crikvenici vSak také pfibéh pokracuje,
nechci se vzdat. Ted'ma mésto novou primator-
ku, Zenu, v muzeu pracuji také predevsim zeny.
Muzeum vS8ak nemé dostate¢nou silu, potfe-
buje politicky souhlas. Uvidime, co se stane.

Odnasite si z toho sama néjaké

pouceni?

Pouceni spo¢iva v tom, ze vytvoreni dila pro
verejny prostor predstavuje nesmirné slozity
ukol. | kdyz vyhrajete soutéz nebo spolupra-
cujete s kuratory, spolupracujete s mistnimi
lidmi, pamatkafri a dalSimi zainteresovanymi
stranami, nemusi to nutné znamenat, ze je v§e
vyfeSeno. Do procesu mohou vstoupit politic-
ké boje a konflikty. Je dulezité si uvédomit, Ze
vytvoreni dila ve vefejném prostoru muze byt
dlouhy proces; musite vytrvat a udrzet zajem
o jeho realizaci.
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With Crikvenica, the story is actually quite
inconceivable, despite the specific invitation.
From the beginning, there was a political con-
flict between the social democratic-leaning Ri-
jeka and the right-wing Crikvenica with its very
conservative mayor, to whom our memorial fell
victim. In the days before Christmas 2019, as the
public tender was to be announced, the mayor
basically stepped in and quashed the project for
personal reasons.

As the project was being prepared, | record-
ed interviews with local women - those who had
boiled seawater for salt. We had a local camer-
aman, consulted with a local historian, and met
with many families. The museum staff helped
us translate from local dialects into English. We
obtained funding from the Slovak Fund for the
Support of the Culture of National Minorities for
their production and the creation of one segment
of the monument. We wanted to donate both of
them to the town museum in Crikvenica. But the
mayor wouldn’t allow it. The gift was then turned
down even by Rijeka. Does that make any sense?
They rejected the memories of their own citizens.

The key question in the case of the SEFO
Triennial was whether there was something in-
teresting in the whole story. It seems the answer
was yes. It is very complex: it includes work with
local residents, with institutions, with the local
theme, transformations of figurative sculpture,
shifts between experience, recording and shar-
ing... In Olomouc, there was one major accom-
plishment - placing the object in public space.
And we even managed to have the name of the
square changed temporarily from the Square of
National Heroes to the Square of National He-
roes and Heroines.

But the story continues in Crikvenica - | don’t
want to give up. The town has a new female may-
or, and the people working at the museum are
mostly women. The problem is, though, that the
museum lacks sufficient power - it needs polit-
ical approval. We’'ll se what happens.

Have you learned anything from all of this?

The lesson here is that creating a work for
public space is incredibly difficult. Even if you
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Plati totéz také pro angazma uméice

ve vefejném prostoru obecné? Ma byt

umélec v jeho ramci aktivni? A jaké

prostfedky miize nebo ma volit?

Byt aktivistou a byt umélcem aktivné pfitom-
nym ve verejném prostoru jsou dvé razné vé-
ci. Umeélecké dilo vznika néjakou dobu. Pokud
ma ve vefejném prostoru fungovat, musi sle-
dovat lidi, ktefi v ném ziji. A to se neda udélat
za tfi dny. Samozrejmé jde také o to, jestli se
bavime o dlouhodobé zalezitosti, nebo o do-
¢asném vstupu, jakym jsou nase garaze. Mu-
site byt velmi citlivi ke vSem vrstvam, které vas
vstup zahrnuje, od historie az po fyzi€nost,
po estetiku.

Role umélcu v revoluénich ¢asech nebo
v dobé politickych zmén je v zdsadé obc¢anska.
Mam své povolani - a do verejného prostoru
vstupuiji jako ob¢an. Plati to i pro sou¢asnou
situaci na Slovensku, nahlé politické zmény,
agresivni, nekulturni politiku nebo pfimo akt
ni¢eni kultury. Do vefejného prostoru vstupu-
ji jako aktivistka, ktera chce kulturu zachranit.
MUj vstup nema podobu uméleckého dila, je
protitlakem - oponuje tomu, co se déje, je poj-
menovanim. Umélecké dilo jako abstrakce je
za podobné situace nastrojem slabym.

To, co mame jako umeélci k dispozici, je
zvysena citlivost. Proto jsme tak ¢asto ve vy-
tvareni vefejného tlaku prvni. Je vSak potre-
ba dodat, ze to nestaci. Musite spolupracovat
s mnoha skupinami napfi¢ celou spole¢nosti.

Kdyz se vratim nazpét k monumentim,
myslite, Ze jeSté mame jako spole¢nost
silu vytvorit monument, ktery by nebyl
parcialni, nebyl mockumentem, byl
skuteéné univerzalni a spojoval celou
spole¢nost?
To je velmi tézké Fici. Tyka se to estetiky. Tyka
se to ekologie. Tyka se to citlivosti. Mozna se
urcita oblast, tfeba stfedni Evropa, na né¢em
shodne. V ramci stejného projektu, jehoz byl
soucasti Pamatniku Zzenam, ktoré varili sol, se
Jifi Kovanda vénoval kriticky ohrozené jadran-
ské fukusce. To se mé silné dotklo. Byl to vy-
kFiénik, maly, nékde na bfehu mofre, ale silny.
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win a competition or work with curators, work
with local people, preservationists and other
stakeholders, it doesn‘t necessarily mean that
everything is going to go smoothly. You might
just find yourself in the middle of a political bat-
tle. Itis important to realise that creating a work
in public space can be a long process; you have
to be persistent and maintain interest in seeing
things through to the very end.

Does the same also apply to the
engagement of artists in public space in
general? Should an artist take an active
approach in this sense and what means
should they employ?
Being an activist and being an artist actively
present in public space are two different things.
A work of art takes some time to create, and if
it is to function in public space, it has to be fol-
lowed by the people living in that space. This
can’t be accomplished in a matter of days. Of
course, it also depends on whether we are talk-
ing about long-term issues or a temporary in-
stallation like our garages. You have to be very
sensitive to all the layers of your project, from
history to physicality to aesthetics.

The role of artists in revolutionary times or
in periods of political change is fundamentally
civic.| have my profession, and | enter the public
space as a citizen. This also applies to the cur-
rent situation in Slovakia, i.e. sudden political
changes, aggressive, uncultured politics or the
direct act of destroying culture. | enter the pub-
lic space as an activist who wants to save cul-
ture. My involvement does not take the form of
awork of art, it is counter-pressure - it opposes
what is happening, it is an act of putting a name
to something. A work of art like abstraction is
a weak tool in such situations.

Our added value as artists is heightened
sensitivity, which is why we are often among the
first to create public pressure. But | should add
that this is not enough. You have to cooperate
with many groups across the whole of society.

Going back to monuments, do you think
we still have the power as a society to
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Myslim, Ze jsme spiSe v obdobi revize toho,
co uz existuje. To, co existuje, bychom neméli
vymeénovat - kfiz za ¢ervenou hvézdu, ¢erve-
nou hvézdu za kfiz. To jsou skute¢né ideolo-
gické akty. Méli bychom to, co mame kriticky
komentovat.

Ptam se proto, ze monumenty maji
dvoji casovost - cili na véénost, zaroven
vyplyvaji z aktualni kazdodennosti.
Kazdodennost pritom dnesku
jednoznac¢né dominuje, na véénost
misty ani nezkousime aspirovat. Politika
je populisticka, rychla, kazdodenni.

Do verejného prostoru vstupujeme
spiSe kriticky, negativné.

IN: Uméni ma nastésti tu vyhodu, Ze nemUze
byt univerzalni, ale chce byt udrzitelné. Jde mu
o dlouhodobou vizi. Pokud takto pracujeme, je
to dobre. V tom vidim velké pozitivum.
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create a monument that is not partial, that

is not a mockument, that is truly universal

and unites society as a whole?
It’s really difficult to say. There are the issues of
aesthetics, ecology, sensitivity. Maybe a certain
territory, perhaps Central Europe, could agree
on something. In the same project that included
Memorial to the Women Who Boiled Saltwater,
Jifi Kovanda focussed on the critically endan-
gered Adriatic fukuska. That really touched me.
It was an exclamation point, small, somewhere
on the seashore, but strong. | think we’re more
in a period of revising what already exists. We
shouldn’t exchange what exists - a cross for
a red star, a red star for a cross. Those are truly
ideological acts. We should critically address
what we have.

| ask because monuments have a double
temporality - they aim at eternity, but at
the same time they emerge from current
everyday life. At the same time, everyday
life clearly dominates today, and in places
we don‘t even try to aspire to eternity.
Politics is populist, fast, mundane, and we
enter public space critically, negatively.
Luckily, art has the advantage in that it can’t be
universal, but at least it wants to be sustainable.
It has a long-term vision. And if we keep working
in this vein, that’s a good thing. | see it as some-
thing very positive.

Vefejny prostor mezi estetikou a politikou
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Zdenko Kolacio (1914-1987): Pamatnik spisovatele
Vladimira Nazora (1876-1949), 1973
Promenéada Vladimira Nazora, Crikvenica, Chorvatsko

Zdenko Kolacio (1914-1987): Pamatnik spisovatele
Vladimira Nazora (1876-1949), 1973

,Basnikovi, partyzanovi, akademikovi, statnikovi
Vladimiru Nazorovi, ktery détem vypravél o slovan-
skych povéstech, o chorvatskych kralich, o Veli Jozovi,
o Galiotovi, o méstech Istrie, o medvédovi Brundovi

a krase prirody. 30.5.1973. Sném Chorvatskeé republiky
a obec Crikvenica v tomto pamétnim kameni.
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a Zdenko Kolacio (1914-1987): Memorial of writer
Vladimir Nazor (1876-1949), 1973
Vladimir Nazor Promenade, Crikvenica, Croatia

b Zdenko Kolacio (1914-1987): Memorial to writer
Vladimir Nazor (1876-1949), 1973

»To the poet, partisan, academic, statesman Vladimir
Nazor, who told children about Slavic myths, Croatian
kings, Veli Joz, Galiot, the cities of Istria, Brund the
bear and about the beauty of nature. 30.5.1973. The
Assembly of the Republic of Croatia and the municipa-
lity of Crikvenica in this memorial stone.
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Situa¢ni mapa mésta Crikvenica s vyznacenim polohy
plvodniho Pamaétniku Vladimira Nazora (Promenéada
Vladimira Nazora) k nové navrhovanému Pamatniku
Zzenam, které vafily sal pfed hotelem Miramar

na Strossmayerové nameésti . Souc¢asti pamatniku

je také prochazka podél pobrezi Jaderského more

od Pamatniku Vladimira Nazora k navrhovanému
Pamatniku Zzenam, ktoré varili sol.

Situace s umisténim navrhu nového pamatniku
v méfitku 1:100

a

b

Situation map of Crikvenica showing the location of
the original Vladimir Nazor Memorial (Vladimir Nazor
Promenade) to the newly proposed Memorial to
Women Who Cooked Salt in front of the Miramar Hotel
on Strossmayer Square. The memorial also includes
awalk along the Adriatic coast from the Vladimir Nazor
Memorial to the proposed Memorial to Women Who
Cooked Salt.

Situation with the location of the design of the new
memorial at a scale of 1:100

a Vizualizacel - Pamétnik Zenam, ktoré varili sol.
Umisténi je na plvodnim misté kasny. Matrial bily
pohledovy beton. Primér 770cm

bc Vizualizace 1.- 3. Pamatnik Zenam, ktoré varili sol’
Kousky solného kamene ze solného dolu Praid
v Rumunsku jsou umistény v betonu - postupné
mizi/vypafuji se z betonu.

a

bc

Visualization1 - Memorial to Women Who Cooked Salt
The location is on the original site of the fountain.
Matrial white postcard concrete. Diameter 770 cm

Visualization 1.- 3. Memorial to Women Who Cooked
Salt. Pieces of salt stone from the Praid salt mine in
Romania are set in concrete - gradually disappearing
/evaporating from the concrete.



Bratislava, Handiwork pred Domom umenia, Bratislava, Handiwork in front of the House of Arts,
Kunsthalle Bratislava, Namestie SNP pri vystave: Kunsthalle Bratislava, SNP Square at the exhibition:
Nulté roky, Dom umenia, Bratislava, 2012 The Zero Years, House of Arts, Bratislava, 2012

b reinstalace v Samoriné v roce (2006) reinstallation in Samorin (2006)

208 reinstalace v Ziliné v roce (2006) reinstallation in Zilina (2006)




V poslednich nékolika letech jsem se zaby-
val kli€¢ovym a mirné obskurnim momentem
madarskych déjin - obdobim rozpadu rakous-
ko-uherské monarchie nasledujicim po prvni
svétové valce a posledni etapou levicového
politického preskupeni probihajicim v jejim
ramci. Zaméfil jsem se na jeden konkrét-
ni den obdobi republiky rad, ktera nahradila
Karolyiho vladu na pouhych 133 dni, a sice
na 1.5.1919, pfi€éemz jsem toto obdobi zkou-
mal pfedevsim prostfednictvim historického
fotografického materialu. Nesoustredil jsem
se na politické, socialné-historické otazky, ale

systémt, jako je apropriace, deprivace a so-
cialni nerovnost.

MuUj zajem se soustiedil na scénogra-
fii prvomajového pravodu, politickou vili
a umeéleckou aktivitu, ktera usilovala o pro-
ménu méstského prostoru. Jeji cile zahr-
novaly odstranéni ekonomické nerovnosti,
politickou emancipaci nizSich tfid a valeéné
trauma. V navaznosti na estetické paradigma
nové politické ideologie se razem promeéni-
lo i méstské prostredi. Tato proména nebyla
destruktivnim gestem; budovy a sochy nebyly
zni€eny, byly zakryty nebo prekryty. Novy po-
liticky fad zaroven budoval vlastni pomniky,
tyto vefejné monumenty vSak byly efemérnimi
instalacemi, (uméleckymi) objekty.

Ve svém vyzkumu jsem se snazil identi-
fikovat tvlirce a stavitele instalaci vztyéenych
po celém mésté a oznacit mista tak, aby je by-
lo mozné identifikovat na mapé. Vysledkem
zvolené metodiky bylo systematické, taxono-
mické zpracovani velkého mnozstvi vizualnich
dat, tj. soupisu odvozeného z ,pozitivistické-
ho“ pfistupu, ktery byl vtélen do vizualizace
dat zasazené do kartografického rdmce.

Vychozim bodem mého vyzkumu - a vy-
stavy, ktera jej prezentovala - byla velkolepa
oslava Komuny. S obsazenim méstského pro-
storu spojila komunisticka strana pocatek své
vlady a stvrdila tak jeji legitimitu. Série kolek-
tivnich udalosti, transformovany a dekorova-
ny méstsky prostor i masy lidi, které se v ném
pohybuji, spoleéné utvareji a nesou vyznam.

Adam Albert

The period of the disintegration of the Aus-
tro-Hungarian Monarchy after the First World
War, and the last stage of the left-wing politi-
cal realignment within it was an important and
special moment in Hungarian history. | focused
on one day, 1 May 1919, of the period of the
Hungarian Soviet Republic, which replaced the
Karolyi Government and reigned for only 133
days, primarily researching it through historical
photographic material. My focus was not on po-
litical or historical events, but on mapping the
visual taxonomy of more complex conceptual
systems such as appropriation, deprivation, and
social inequality.

My interest focused on the set design for
the May Day parade of 1919, which reflected
the political will and artistic activity that sought
to transform the urban space. The aims of the
Soviet Republic included the elimination of
economic inequality, the political emancipa-
tion of the disenfranchised, and processing
the trauma of war. The built environment was
also transformed in an instant, in line with the
aesthetic paradigm of the new political ideol-
ogy. The transformation was not a destructive
gesture; buildings and sculptures were not de-
stroyed but covered up or covered over. At the
same time, the new political order also erected
monuments, but these public monuments were
not long-term, timeless objects, but ephemeral
installation (art) objects.

In my research, | also attempted to identify
the designers and builders of the installations
around the city and marked the sites on a map
in an identifiable way. The chosen methodology
resulted in a systematic, taxonomic processing
of a large amount of visual data, that is, an inven-
tory derived from a ‘positivist’ approach, which
became manifested in data visualisation, em-
bedded in a cartographic framework.

The starting point of my research and exhi-
bition was one of the most spectacular events
of the Hungarian Soviet Republic, May Day 1919.
By occupying urban space, the Communist Par-
ty marked the beginning of its reign and estab-
lished its legitimacy: a collective series of events,
where the transformed and decorated urban
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Historicka fotografie

Moc a sila chemicky ustaleného obrazu by-
la zfejma od samého vynalezu fotografie.
Schopnost demonstrovat pravdu, respektive
s ni manipulovat, vyuzivat ji k propagandis-
tickym Gcellim, byla s obrazem zachycenym
objektivem spojovana od konce 19. stoleti.
Fotografie zachycujici udalosti prvni svétové
valky i vnitropolitické udalosti proto byly pod
vefejnou kuratelou - byly prostfedkem k vy-
kreslovani obrazové ,reality”, kterou si urady
praly vidét.

Diky fotografickému zdznamu se z pr-
vomajové Komuny 1919 stal nejlépe zdoku-
mentovany den v novovékych madarskych
déjinach. Odbor fotografické propagan-
dy, zfizeny sovétskou republikou, organizo-
val profesionalni fotografickou dokumentaci
udalosti, které lakaly také soukromé fotogra-
fy. Propagandistické snimky byly publikova-
ny v dennim tisku i tematickych publikacich.
Cast z nich byla okamzité pfedéna do nové
zalozeného Proletafského muzea a pozdéji
pfevedena pod Madarské narodni muzeum.
Dodnes se podobna tematicky usporadana
fotoalba drazi - tak jsem se k tématu nakonec
dostal ja sam.

Vnimani roku 1919 je ambivalentni, in-
terpretace pokusu o proménu spolecenské,
hospodarské a politické struktury se neu-
stale méni. Po padu komunistické strany se
nastoupil tzv. ,bily teror” (1919-1921), nékte-
fi z UCastnikd politického hnuti zemfeli, by-
li uvéznéni nebo emigrovali. V obdobi mezi
dvéma svétovymi valkami, v horthyovské éfe,
urc¢oval vnimani sovétské republiky negativni
politicky pfistup, reflektujici jeho vlastni ,ru-
dy teror®. Naopak obdobi politického prerodu
po druhé svétové valce, novy politicky kurz,
obdobi statniho socialismu, povazoval uda-
losti z bfezna 1919 za zakladni kdmen své le-
gitimity. Od zavedeni demokracie v roce 1989
existuji obé interpretace paralelné, i nadale se
poji s politickou pfislusnosti, dle niz tenduji
k prvni €i druhé interpretaci.
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space and the masses moving in it shaped and
carried the meaning together. The scene set by
political will and intention and the masses mov-
ing in it became a meaning making force jointly.

Historical photography

From the invention of photography, the power
and strength of chemically captured images
was clear. The ability to shape the veracity of the
image captured by the lens and to manipulate
or use the image for propaganda purposes was
already known from the end of the 19th centu-
ry. Photographs of the First World War and of
domestic political events were under constant
scrutiny as a means of drawing the pictorial ‘re-
ality’ that the authorities wished to see.

The photographic recording of the events
of the Hungarian Soviet Republic made 1 May
1919 the best documented day in early modern
Hungarian history. The Photographic Propagan-
da Department, established by the Soviet Re-
public, organised the professional photographic
documentation of the events; in addition, pri-
vate photographers were also attracted by the
spectacular events. The resulting propaganda
images were published in the daily press and in
thematic publications. Some of the large num-
bers of images were immediately transferred to
the newly founded Proletarian Museum, later
a large part of them were taken the Hungarian
National Museum. To this day, photo albums are
auctioned off from time to time which contain
thematically arranged materials; this is how
| came across these fascinating pictures as well.

The perception of the events of 1919 is
rather ambivalent, the way of interpretation of
the attempt to transform the social, economic
and political structure is constantly changing.
After the fall of the Hungarian Soviet Republic,
during the reactionary period of the so-called
White Terror (1919-1921), some of those in-
volved in the political movement died, went to
prison, or emigrated. In the period between the
two world wars, the Horthy era, a negative polit-
ical approach determined the perception of the
Soviet Republic since the ideological basis of
the regime opposed the Red Terror. The period
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Vsechno je nase!

Nazev projektu z ramce uméleckého vyzkumu
je prevzat z napisu na budové lezici na Mar-
kétiné ostrové v Budapesti, ktery zde byl pra-
vé 1.5.1919 slavnostné instalovan. Jde o ver$
basné Endreho Adyho, nejvlivnéjsiho basni-
ka moderni madarské literatury pocatku 20.
stoleti, nazvané Magyar jakobinus dala: ,Zitra
bude vSechno nase, / pokud to budeme chtit,
pokud se toho odvazime.” Basen evokuje nej-
ranéjsi bod politické legitimizace kolektivis-
tické sovétské republiky, Velké francouzské
revoluce a madarského jakobinského hnu-
ti.2 Kratky aryvek z Adyho basné si pfivlast-
nila délnicka vlada a ucinila z n&j heslo hnuti
za pfeménu vlastnickych prav. Na propagan-
distické prvky Francouzské revoluce odkazo-
vala sovétska republika i na dalSich mistech,
napfiklad umisténim charakteristické frygické
¢apky na kopuli Kralovského hradu v Budiné.
Na nékolika mistech ve mésté pak evokova-
la pfimo madarské jakobinské hnuti z konce
18. stoleti, napfiklad vztyéenim sarkofagu jeho
nékdejsiho vidce Ignace Martinovicse na bu-
dinském Krvavém poli, misté jeho popravy.

V obdobi komunismu byla promé&na mést-
ské krajiny jednou z politickych priorit. Pfipra-
vou jejiho projektu povérila revoluéni vliadni
rada Tibora Szamuelyho, lidového komisare
pro vefejné vzdélavani. Mnoho lidi jeho pfi-
kazy nasledovalo z vlastni vile, z politického
nadseni; jini byli vedeni spiSe pudem sebe-
zachovy diktovanym strachem. Cas, ktery
byl k dispozici, byl v kazdém pfipadé krat-
ky, a grandiézni plan mohl byt uskuteénén
pouze za aktivni spoluprace mnoha profesi-
onall. Bezprostiedni inspiraci se staly sovét-
sko-ruské oslavy, které Szamuely osobné znal
(do Budapesti si pfivezl skici a poznamky),
a neoklasicistni, futuristicko-utopické stavebni
a urbanistické projekty Boulléeho a Ledouxe
z 18. stoleti. Propaganda se snazila prezento-
vat revoluéni myslenky a legitimizovat novou
moc. Modernismus, jazyk aktivistického umé-
ni, se spojil s historizujicim realismem a vytvo-
fil vizualni podobu prvomajové vyzdoby mésta
a prvkl pravodu sovétské republiky.
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of political realignment in Hungary following
the Second World War, the new political regime
of state socialism, on the other hand, saw the
events of March 1919 as the cornerstone of its
legitimacy. Since the introduction of multi-party
democracy in 1989, the two approaches have
lived in parallel in Hungary, alternating between
one extreme to the other depending on political
affiliation.

Everything is ours!

The title of my research-based installation was
inspired by an inscription on a building on Mar-
garet Island, Budapest, placed there exactlyon 1
May 1919. The text fragment is a half-line taken
from a poem entitled Hungarian Jacobin Song
[Magyar jakobinus dala]: “Tomorrow everything
will be ours / If we want it, if we dare,” written by
Endre Ady, the most influential poet of modern
Hungarian literature at the beginning of the 20th
century. It evokes the earliest point of political
legitimation of the collectivist Hungarian Sovi-
et Republic, the Great French Revolution and
the Hungarian Jacobin movement.2 The short,
highlighted excerpt from Ady’s poem was ap-
propriated by the workers’ government, and
it was turned into a slogan of the movement
aiming for property ownership transformation.
The Hungarian Soviet Republic also referred
to propaganda elements of the French Revo-
lution at other points, for example, by placing
the characteristic frig cap on the dome of the
Royal Castle of Buda, and by evoking the Hun-
garian Jacobin movement of the late 18th cen-
tury in several places in the city, which included
the construction of a sarcophagus of its former
leader Ignac Martinovics on Vérmez6 in Buda,
the site of their execution.

During the period of the Hungarian Soviet
Republic, the political aspiration for a radical
transformation of the cityscape was a priority,
and the Revolutionary Governing Council en-
trusted the People’s Commissar for Public Edu-
cation, Tibor Szamuely, with the task of directing
the project. Many people carried out Szamuely’s
firmly expressed will of their own free will, out of
political enthusiasm, or driven by the survival
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Na rozdil od stylistického charakteru je
rekonstrukce barevnosti vytvorenych dél ob-
tizna. Formalni rozmanitost socharskych, sta-
vebnich a dekorativnich prvkl byla pozdéji
homogenizovana necitlivosti €ernobilé foto-
grafické suroviny pouzivané v daném obdobi;
emulze byla k ¢ervené barvé slepa. Z dobo-
vych popistli a korespondence vime, Ze lehké
dfevéné konstrukce byly natfeny prave ji -
¢ervenou plakatovaci barvou. Nic z toho nelze
na historickém fotografickém materialu ovéfit.
Je to vSak zdroj zvlastni, Casto surrealistické,
futuristické atmosféry, kterou snimky evokuiji.

Historicka fotografie

jako oblast vyzkumu

Viditelnou latkou mého vyzkumu jsou tfi vel-
ké skupiny artefakt(. Ve své praci jsem hledal
ty pribéhy, v nichz se lokalni, mistni, konkrét-
ni ¢iny méni v globalni, univerzalni ,,pravdy*“.
P¥i tvorbé instalace jsem vychézel z historic-
kych fotografii jednoduchych, konstruktivnich
staveb na pfedmostich, zaloZzenych na zvlast-
nich, geometrickych zakladnich formach. Me-
todicky postup spocival v analyze systému
forem na fotografovaném snimku, jeho troj-
rozmérném prepracovani v digitadlnim pro-
storu a nasledné rekonstrukci coby realného
objektu (modelu), ktery je samozifejmé mno-
hem mensi nez ten pavodni.

V pfipadé Budapesti, rozdélené Duna-
jem, bylo pouZziti mostl vzdy dulezitou sou-
¢asti urbanistického vyuziti prostoru. Dfive
to byly mosty lodni, s vystavbou Retézového
mostu v poloviné 19. stoleti, kamenného mos-
tu pres Dunaj, ktery zajiStoval pfechod mezi
Pesti a Budinem, se z nich staly mosty myt-
ni. Po ,podzimni revoluci razi“ ktera probé&hla
po prvni svétové valce, bylo 30.11. 1918 zru-
S§eno mostni myto, které se zde vybiralo od ro-
ku 1703. Soucasti oslav 1. 5. 1919 bylo také
symbolické zahaleni mostnich celnic. Mytné
placené pfi vstupu na Markétin ostrov, které
bylo vybirano jesté v bfeznu 1919, pak bylo
zruSeno zvlastnim vynosem sovétské republi-
ky, implicitné naznacujicim demokratizaci vy-
uzivani ,rekreac¢niho prostoru“ s parky a haji.
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instinct dictated by fear. The time available for
planning and execution was extremely short,
and it was only with the active involvement of
many professionals that the grandiose plan
could be realised. The immediate inspiration
for the programme came from the Soviet-Rus-
sian models that Szamuely had seen during his
stay abroad (he also might have brought some
brochures to Budapest) and the 18th century
neoclassical, futuristic-utopian buildings and
urban designs of Boullée and Ledoux. Propa-
ganda was used to attempt to present the rev-
olutionary ideas and legitimize the new power.
The style of modernism, that is activist art and
historicist realism combined, created the vis-
uality reflected by the May Day decoration
and parade elements of the Hungarian Soviet
Repubilic. In contrast to the stylistic character,
the reconstruction of the colour scheme of the
works produced proved to be more difficult.

The formal diversity of the sculpture and
building covers and decorative elements was
homogenized for posterity by the insensitivity of
the black and white photographic raw material
used during the period (the emulsion was blind
to the red colour), masking the red colour visi-
ble throughout the city in the reproduced imag-
es. We know from contemporary descriptions
and correspondence that lightweight wooden
structures were covered with red cloth. None of
this is discernible in the historical photographic
material. This is also the reason for the strange,
often surreal, futuristic atmosphere that ap-
pears in the pictures.

Historical photography

as aresearch field

Three large groups of artefacts together create
the visible fabric of my research. In my work,
| searched for stories where local, concrete ac-
tions turn into global, universal ‘truths’ When
creating the installation Szabad Tér [Free Space],
| took historical photographs of the strange,
constructive structures on the bridgeheads,
based on basic geometric forms, as my starting
point. The methodological process consisted of
analysing the form system in the photographed
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Povoleni bezplatného uzivani vSech most(
i méstského parku bylo politickym aktem vy-
roby a (re)distribuce zbozi a sluzeb - a bylo
tak vnimano jako vyraz vzniku nové, spraved-
livéjsi spole€nosti.

Prvni soubor uméleckych dél je spojen
s apropriaci vySe uvedenych fyzickych ob-
jektl/budov. Integruje komplexni formalni
a vyznamové vrstvy v dioramatické instalaci.
Kryty celnic, vyrobené z efemérnich materiall
a nyni patrné pouze na fotografiich, byly re-
konstruovany riznym zptsobem. Z preklizky
vznikl kryt celnice na mosté Ference Jézse-
fa, z plexiskla té na mosté Markétiné, Cerve-
ny vapenec z Tardosu byl vyuzit pro Alzbétin
most a z €erného polyuretanu byl vyfezan kryt
pro vstup (jesté jednou) na Markétin ostrov.
Preklizka evokuje levné, priimyslové uziva-
né drevité produkty, vapenec byl oblibenym
materidlem socialismu a pfipomina délnické
hnuti, plexisklo odkazuje na transparentnost,
motto revolu¢ni doby, a polyuretanova pé-
na symbolizuje neurcitou, beztvarou povahu
zmatecénych udalosti. PGvodni fotograficky
material byl ndsledné, s pomoci konzol, takze
se divak na snimky diva v naklonéné roving,
intimni a edukativni, instalovan na sténé. S je-
dinou vyjimkou padly celnice za obét ni¢ivym
vliviim nasledujici svétové valky.

Vytvoreni vazby mezi materidlem
a vyznamem jako metodologicky nastroj
Pouziti materialu je prezentovano jako umé-
lecky prostredek, ktery symbolizuje ¢asovost
a trvani udalosti zachycenych v dile. Pouziti
efemérnich, pomijivych material(, jako je po-
lyuretanova péna, preklizka nebo plexisklo, je
v pfipadé stavebni plastiky nemyslitelné, ani
jedno neni vhodné pro trvalé pouziti v exteri-
éru. Tyto materidly demonstruji €asové limity,
pfi€emz naznacuji do¢asnost nebo zménu.
Naopak trvanlivé, patosem nasycené
materialy, jako je vdpenec Tardos, symbolizu-
ji pfesny opak - nadc¢asovost a trvalost. Va-
penec Tardos byl oblibeny zejména v obdobi
socialismu, protoze diky své pevnosti a trvan-
livosti byl vhodnym uméleckym materidlem,
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image, reconstructing it in three dimensions in
digital space, and then reconstructing it as a re-
al object in a much smaller size than the original.

In the case of Budapest, divided by the wide
river Danube, the use of bridges has always
been an important part of the utilization of urban
space. This was previously realized in the form
of a boat bridge, and then, with the construction
of the Chain Bridge in the mid-19th century, with
a stone bridge over the Danube, which provided
a crossing between Pest and Buda, at the cost
of a bridge toll. It was after the “Aster Revolu-
tion” which followed the First World War, that the
bridge toll, which had been levied since 1703,
was abolished on 30 November 1918. The dec-
orations of 1 May 1919 also included covers for
the buildings collecting the toll and the bridges
themselves linking Pest with Buda, as well as the
toll booths located at the entrance to Margaret
Island, which were still operational until March
1919. Tolls charged for entering Margaret Island
were abolished by a decree of the Hungarian
Soviet Republic, democratising the use of this

“recreational space” with its parks and groves.
The production and (re)distribution of goods
and services, for example allowing the free use
for all of bridges and urban park, is a political act,
which can be interpreted as a prelude to a new,
more just society.

The first group of artworks began with the
appropriation of the physical objects/buildings
outlined above; | integrated the rich and com-
plex layers of form and meaning of the group of
artworks into a diorama-like installation. | have
reconstructed the ephemeral customs house
covers, which are now only visible in photo-
graphs, using a variety of materials.

The materials from which the reconstruc-
tions of the coverings were made can be seen
as frames on wall-mounted brackets; they
present historical photographs of the original
customs house. These buildings, with one ex-
ception, were subsequently destroyed in the
Second World War.

The customs house covers were recon-
structed from raw materials carrying different
meanings; | used plywood for the Ferenc J6zsef
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odolavajicim ¢asu a nesoucim silné symbo-
lické poselstvi. Volba materidlu tedy neni jen
estetickou zalezitosti, ale ma i hlubsi vyznam,
ktery odrazi otazky docasnosti, pomijivosti
a trvanlivosti.

Pravé privlastiiovani a reinterpretace dfi-
véjSich forem je mou vlastni intuitivni inter-
pretaéni praxi.

Hipodrom

V bouflivém politickém obdobi po prvni své-
tové vélce, kdy doslo k rozpadu monarchie,
zaniku distribuénich systém( a reorganizaci
moci, byl nedostatek potravin. Disledkem by-
lo zalozeni komunitnich zahrad v dfive mést-
ském prostiedi. Také dostihové zavodisté
nachazejici se vedle nadrazi Keleti bylo za so-
vétské republiky takto vyuzito. Vlada prijala
fadu dullezitych socialnich opatfeni, véetné
zéakazu piti alkoholu, opatfeni na ochranu déti
a zdkazu hazardnich her, a byly zakazany také
dostihy. Hipodrom, ktery ztratil pravo na exis-
tenci, tak mohl byt do¢asné vyuzivan pro ze-
meédélské prace.

Séadrova hlava koné

Félix Widder absolvoval vysokoskolské vzdé-
lani na Madarské kralovské Skole kresby
a malby jako zak Bertalana Székelyho, vy-
znamné postavy konce 19. stoleti. Model kon-
ské hlavy, ktery zhotovil, se dochoval ve sbirce
katedry anatomie a kresleni, na niz sam pU-
sobim. Sadrova plastika byla do instalace za-
fazena jako kontrapunkt ke stylu predliohy,
jejimu historizujicimu charakteru a roli koné
v ikonografii vytvarného uméni. Pokusy o pro-
ménu pravodu a prostoru majové slavnosti
predstavuji eklekticky obraz, ktery odpovida
vytvarné rozmanitosti sou¢asného Madarska.
Nova umélecka dila, socharské krytiny a de-
korace, které se objevily v méstskeé krajiné, jen
Castecné reprezentovaly progresivni/moderni
umélecky jazyk dané doby.

Podkova

Hrebiky rozeseté kolem sadrové konské hla-
vy evokuji znamou anglickou détskou Fikan-
ku, ktera vymluvné ramuje subtilni souvislosti
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Bridge customs house cover, plexiglas for the
Margaret Bridge, red limestone from Tardos for
the Elisabeth Bridge, and black polyurethane
for the Margaret Island entrance. The plywood
is reminiscent of the cheap wood used for dec-
oration; the limestone was the favourite luxury
stone of the socialist regime, commemorating
the workers’ movement; the plexiglass refers
to transparency, the slogan of revolutionary
times; and the polyurethane foam symbolises
the vague, formless nature of confusing events.

Using the link between substance

and meaning as a methodological tool

The use of materials is an artistic device that
symbolises the temporality and duration of
the action implied within the work. The use
of ephemeral materials such as polyurethane
foam, plywood or plexiglas is unthinkable in ar-
chitectural sculpture, as they are not suitable
for permanent outdoor use. These materials
impose time limits, suggesting a sense of tem-
porariness or change.

In contrast, durable, pathos-saturated
materials such as Tardos limestone symbolise
timelessness and permanence. Tardos lime-
stone was particularly popular during the so-
cialist era, as its strength and durability made
it a suitable material for works of art that would
last and carry a strong symbolic message. The
choice of material is, therefore, not only a matter
of aesthetics, but also has a deeper meaning,
reflecting issues of temporality, temporariness
and durability. The appropriation and reinter-
pretation of past forms has been my intuitive
interpretative practice.

Hippodrome

In the turbulent political period after the First
World War, with the dissolution of the Monar-
chy, the end of the distribution systems, and the
reorganisation of power, there was a shortage
of food, and the use of urban spaces for agri-
culture was considered. The picture | have ap-
propriated displays a moment of urban planting.
The racecourse next to the Keleti railway station
in Pest was also transformed into a community
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mezi zdanlivé vzdalenymi vécmi v konceptu-
alni i praktické roviné. Jeji slova zni:

* For want of a nail the shoe was lost.
For want of a shoe the horse was lost.
For want of a horse the rider was lost.
For want of a rider the message was lost.
For want of a message the battle was lost.
For want of a battle the kingdom was lost.
And all for the want of a horseshoe nail.

Galerie
Dulezitou roli zde hraje jeden z nejlepsich
grafiki dané doby - Mihaly Biré. Biré hral
vedouci roli i pFi pfipravé oslay, a to jak jako
designér i tvlréi profesional s provozni od-
povédnosti. Druhou Ustfedni postavou bu-
dapestskych slavnosti byl grafik, primyslovy
vytvarnik a scénograf Elek Falus, jehoz ulo-
hou bylo nicméné spiSe planovani a organi-
zace. Biré vystudoval dekorativni socharstvi
na madarské Narodni kralovskeé skole uzitého
umeéni, poté se vydal na delsi studijni cestu
do zahranici a byl vyrazné ovlivnén anglic-
kym hnutim Arts and Crafts, jeho levicovym
myslenim a duchem. V roce 1910 se vratil
do Madarska, kde zacal pracovat jako navr-
haF plakatl a dekorativni sochaft. Jeho ikonic-
ky plakat Népszava (Muz s kladivem) z roku
1911 se stal symbolem délnického hnuti ne-
jen v Madarsku, ale i na mezinarodni Grovni.
Jednim z vysledkl mého vyzkumu byl objev
osobnich pfedméta souvisejicich s Mihalym
Bir6 ve sbirce Madarského narodniho muzea
(véetné penézenky zdobené Muzem s kladi-
vem), ktery propojuje umélcovu tvaréi ¢innost
s ideologickym ramcem, ktery ho ovlivnil.
Zarazeni symbolu prace a marxistické de-
finice penéz do Biréovy penézenky vytvorilo
zvlastni rozpor. Pravé toto intelektualni napé-
ti mé zaujalo, kdyz jsem s vyuzitim vizualniho
ramce reprodukci klasického uméni vytvoril
fotografickou zvétSeninu opotfebovaného
kozeného predmeétu ve velikosti plakatu, kte-
ra vizualné propojila Biréovo dilo s pavodni
realizaci.
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garden during the Hungarian Soviet Repub-
lic. The Council Government took a number of
important social measures: it introduced child
welfare measures and banned alcohol and
gambling; therefore, horse racing was prohib-
ited as well. The hippodrome, which had lost its
right to exist, was thus allowed to be used for
temporary agricultural work.

Gypsum horse head

Félix Widder completed his higher education
at the Royal Hungarian School of Fine Arts and
Drawing as a student of Bertalan Székely, an im-
portant professor of art at the end of the 19th
century. The horse head sculpture he created
was thus preserved in the Collection of the De-
partment of Anatomy and Drawing in Art. The
plaster sculpture was included in the installa-
tion due to the style of sculpting, its historicist
character, and the role horses play in the ico-
nography of fine art, as a counterpoint. Indeed,
the attempts to transform the space for the
May Day parade present an eclectic picture, in
keeping with the visual artistic diversity of con-
temporary Hungary. The new artworks, sculp-
tural coverings and decorations only partially
represented the progressive/modern artistic
language of the period.

Horseshoe nail

The horseshoe nails scattered around the plas-
ter horse’s head appear as fodder or horse feed,
deliberately evoking the English nursery rhyme,
which eloquently frames the subtle connec-
tions between seemingly distant things on both
a conceptual and practical level. The English
nursery rhyme goes like this:

Wallet

Mihaly Bird, one of the best graphic and post-
er designers of the era, plays an important role
in the exhibition. Bir6é played a leading role in
the creation of the 1 May 1919 city installation,
both as a designer and as a creative profession-
al with operational responsibilities. The other

Ephemera. Everything is ours!



Vitraze

DalSi z prvk( predstavuji vitraze. Vitrazova
konstrukce s nazvem ,Rubas” byla s vyzkum-
nym projektem propojena svymi klic¢ovymi
prvky, materidlem a barevnosti. Dilo evoku-
je dekorace znamé ze soucasnych fotografii
(Budapest ,,oble¢ena do ¢ervené®), zejména
drapérie a zavésy, které maji v interiéru ¢asto
docasnou, pfechodnou funkci. V tomto pfi-
padé vsak existuje rozpor mezi materialem
a funkci: zatimco drapérie jsou do¢asné, vit-
réze, z nichz je dilo vyrobeno, jsou mimoradné
trvanlivé, témeér vécéné, coz podtrhuje patetic-
nost dila.
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central figure in the Budapest installation works
was Elek Falus, graphic artist, industrial artist
and set designer, whose role was more to de-
sign and organise the architectural installation
works. Biré studied decorative sculpture at the
National Royal Hungarian School of Applied
Arts and then went on an extended study trip
abroad. He was greatly influenced by the Arts
and Crafts movement in England, its left-wing
thinking and spirit. In 1910 he returned to Hun-
gary, where he was employed as a poster de-
signer and decorative sculptor. His iconic 1911
Népszava poster: Man with a Hammer became
a symbol of the workers’ movement, not only in
Hungary but internationally as well. As one of the
results of my research, | found personal objects
of Mihaly Bir6 (including his wallet decorated
with the Man with a Hammer) in the Collection
of Unique Objects of the Hungarian National
Museum. This made it possible to draw paral-
lels between the artist’s creative activity and the
ideological framework that influenced him.

The inclusion of the symbol of the workers’
movement and the Marxist definition of money
on Bird’s wallet created a strange contradiction.
It was this intellectual tension that interested
me when, using the visual framework of clas-
sical art reproductions, | made a poster-sized
photographic enlargement of the worn leather
object, which visually linked Bird’s work back to
the original poster.

Stained-glass

The exhibition included another large instal-
lation piece. The stained-glass construction
entitled Veil (Drapery) is linked to the research
project by its most important characteristics: its
material and its use of colour. The work evokes
decorations familiar from contemporary photo-
graphs (Budapest “dressed in red”), especially
drapes and curtains, which often have a tempo-
rary, transitory function in an interior. However,
in this case, there is a contradiction between
material and function: while draperies are tem-
porary, the stained glass that the work is made
of is extremely durable, almost eternal, which
underlines the sublime quality of the work.

Efeméry. VSe je nase!

1 Vystava byla k vidéni od 28.3. do 1.7.2018 v Petéfiho
literarnim muzeu, respektive Muzeu Kassaka Lajose
a nesla nazev ,VerS$e z basné Endre Adyho, Madar-
ska jakobinska pisen*. Byla prezentovana v pavilonu
na Markétiné ostroveé.

2 Tajné politické hnuti organizované pod vlivem poli-
tickych myslenek Francouzské revoluce, vedené Ig-
nacem Martinovicsem, jehoz ¢leny byli hrabé Jakab
Sigray, Jozsef Hajnoczy, Ferenc Szentmarjay, Pal Oz,
Janos Szolarcsik (1794-1975).
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1 The exhibition was on display between 28 March and
1 July 2018, at the Petéfi Literary Museum, Kassak La-
jos Museum. The title of the exhibition was a line taken
from a poem by Endre Ady entitled Hungarian Jacobin
Song, which was also displayed on a pavilion on Marga-
ret Island.

2 A clandestine political movement beween 1794-1975,
organised under the influence of the political ideas of
the French Revolution. It was led by Ignac Martinovics,
and members were Count Jakab Sigray, J6zsef Hajndczy,
Ferenc Szentmarjay, Pal Oz, and Janos Szolarcsik.
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Hlava Karla Liebknechta a Ervina Szabda pro majo-
vé oslavy, duben 1919, MNM

Hlava Marxe uréena pro adaptaci Monumentu milé-
nia, kvéten 1919, BTM-KM

Janos Miillner: Stavba Domu prace zakryvajici
sochu Gyuly Andrassyho pred parlamentem, duben
1919, MNM

Pouli¢ni plakat Mihalye Biréa a Réberta Berényho,
1919, Fortepan-75866

Head of Karl Liebknecht and Ervin Szab6 for May
Day, April 1919, MNM

Head of Marx made for the transformed Millennium
Monument, May 1919, BTM-KM

Janos Miillner: Construction of the House of Work
covering Gyula Andrassy’s statue at the Parliament,
April 1919, MNM

Poster by Mihaly Biré and Rébert Berény on the
street, 1919, Fortepan-75866
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Janos Miillner: Rekontrukce Monumentu milénia.
1.5.1919, BTM-KM

Vitézné oblouky na ulici Lajose Kossutha, 1.5.1919,
FSZEK BGY

Millner Janos: Vyroba dekoraci na Kéréndu, duben
1919, MNM

Vyzdobené predmosti ostrova Margaret, duben,
1919, HTIM

Janos Miillner: The transformed Millennium
Monument. 1 May 1919, BTM-KM

Triumphal arches on Kossuth Lajos Street, 1 May
1919, FSZEK BGY

Millner Janos: Decorations being made at the
Korond, April 1919, MNM

The decorated bridgehead of the Margaret Island,
April 1919, HTIM
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Adam Albert: Zahalené mytné brany &. 2. Dav smé-
fujici z Pesti do Budina na Alzbétiné mosté, 2018,
giclée print, vapenny kdmen, 24 x 34 cm, soukroma
sbirka

Adam Albert: Zakryté mytné budky N2 2. Dav mifici
z Pesti do Budina na Alzbétiné mosté, 2018, giclée
print, vapenec, 24 x 34 cm, soukroma sbirka

Adam Albert: Zahalené mytné boudy, instalace,
2018 Kassak Muzeum

Adam Albert: Covered Up Toll Collector Booths No.
2. Crowd heading from Pest to Buda at the Elisabeth
Bridge, 2018, giclée print, lime-stone, 24x34 cm,
private collection

Adam Albert: Covered Up Toll Collector Booths N2 2.
Crowd heading from Pest to Buda at the Elisabeth
Bridge, 2018, giclée print, lime-stone, 24x 34 cm,
private collection

Adam Albert: Covered Up Toll Collector Booths,
installation, 2018 Kassak Mazeumd

Adam Albert: Viechno je nase! (Volny most) ¢. 2.2018,
vapenec, 37x27x16 cm, soukroma sbirka

Adam Albert: Everything is ours! (Free bridge) No. 2. 2018,
lime-stone, 37x27x16 cm, private collection



a Adam Albert: Viechno je nase! (Historie)2018, insta-
lace, koriska hlava (Félix Widder: Studie koné, 1894,
sadra, 64 %62 x28.cm, sbirka Katedry umélecké
anatomie, kresby a geometrie, Madarska univerzita
vytvarnych uméni, Budapest), podkovovity hiebik

b Adam Albert: Vsechno je nase! (Zahrada) 2018,
instalace, nerezova ocel, trava/hlina, 35x60x3 cm,
soukroma sbirka

224 podkovovity hiebik

Adam Albert: Everything is ours! (History) 2018,
installation, horse head (Félix Widder: Horse study, 1894,
plaster, 64 x62x28cm, collection of the Artistic Anatomy,
Drawing and Geometry Department, Hungarian
University of Fine Arts, Budapest), horseshoe nail

Adam Albert: Everything is ours! (Garden) 2018,
installation, stainless steel, grass/soil, 35x60x3 cm,
private collection

horseshoe nail
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Brazdéni plidy na dostihovém zavodisti 28.3.1919,
165x23cm, BTM-KM

Adam Albert: kofiska hlava, ambrotypie, 2021,
30x%24cm, soukroma sbirka

a

Harrowing the soil of the horse race course 28 March
1919, 165x23cm, BTM-KM

Adam Albert: horse head, ambrotype, 2021,
30x24cm, private collection



Adam Albert: Vsechno je nase! (Penézenka Mihalye
Birda), 2018, bromostfibrny Zelatinovy tisk, 104 x 74 cm,
soukroma sbirka
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Adam Albert: Everything is ours! (Mihaly Bird’s wallet),
2018, gelatin silver bromide print, 104 x 74 cm,
private collection

Adam Albert: Vsechno je nase! (Vitrina), 2018,
mramor, sklo, 195x 120 x 60 cm, soukroma sbirka

Adam Albert: Vsechno je nasel! (Vitrina), 2018,
mramor, sklo, 195 x 120 x 60 cm, soukroma sbirka

mramor

Adam Albert: Everything is ours! (Showcase), 2018,
marbel, glass, 195x 120 x 60 cm, private collection

Adam Albert: Everything is ours! (Showcase), 2018,
marbel, glass, 195 x 120 x 60 cm, private collection

marbel



Adam Albert: Viechno je nade! (Zavés), 2018, Adam Albert: Everything is ours! (Veil), 2018,
vitraze, 66 x 44 cm, soukorma sbirka stained glass, 66 %44 cm, private collection




Jadrem umeélecké praxe Tobiase Putriha je
rozhrani mezi konkrétnim, ¢lovékem utva-
fenym prostfedim a jeho myslenkovymi si-
mulacemi. Pfehodnocuje vefejné prostory
a objekty definované nejriiznéjsimi koncepty
architektury a designu. Mnoho Putrihovych
projektl je kolaborativnich, koncipovanych
ve spolupraci s architekty, filmafi, designéry,
historiky uméni a pocitacovymi programa-
tory. Dila se stavaji navrhy, maketami nebo
Cisté konceptudlnimi modely. Do¢asna pro-
stfedi jsou konstruovéna z papiru, lepenky,
preklizky nebo svétla. Ve spolupraci s Arda-
lanem SadeghiKivim, umélcem, designérem
a pocitacovym programatorem pusobicim
na Massachusettském MIT prezentoval v ram-
ci Trienale SEFO 2024 projekt s ndzvem Green
Groag [Zeleny Groag].

Pousti se do vysoce intelektualni hry se
symbolickou rovinou architektury a jejiho mo-
dernistického odkazu. Pojem monumentality
nalézaji v jemnych nuancich formalnich a vy-
znamovych posunu puavodnich navrh( archi-
tekta, pochézejiciho z Olomouce - Jacquese
Groaga (1892-1962). Plivodem zidovsky au-
tor pouze zazrakem prezil holokaust, aby svou
kariéru zavrsil ve spolupraci s vlastni Zenou
Jacquelin, vyjimeénou interiérovou designér-
kou, v Londyné poloviny 20.stoleti.

Green Groag

»Modernita znamena navrat k funkci mas-
ky," poznamenava Beatrice Colomina ve své
eseji o slozitém vztahu Adolfa Loose k videri-
skym secesionistim. Tato funkce neni miné-
na v tradi¢nim smyslu, kdy maska poskytuje
svému nositeli identitu. Rand moderna na-
opak obraci roli masky - a ta se stava ochran-
cem jedincovy identity. Architekt tak navrhuje
ochranny &tit, ktery klientim umozniuje intim-
né vyjadfit svou individualitu. Riziko, které pfi-
tom podstupuje, nebo dokonce nechava rist,
spociva v tom, Ze se tyto neviditelné, soukro-
mé prostory zaplni nepofadkem a umozni, aby
klientQv nespravné cileny vkus prebil primarni
architektonickou formu.

Tobias Putrih - Ardalan SadeghiKivi

The core of Tobias Putrih’s artistic practice is
the interface between the concrete, man-made
environment and its mental simulations. He
re-evaluates public spaces and objects de-
fined by various concepts of architecture and
design. Many of Putrih’s projects are collabo-
rative, conceived in collaboration with archi-
tects, filmmakers, designers, art historians and
computer programmers. The works become de-
signs, maquettes or purely conceptual models.
Temporary environments are constructed from
paper, cardboard, plywood or light. In collabora-
tion with Ardalan SadeghiKivi, an artist, design-
er and computer programmer based at MIT, he
presented a project called Green Groag as part
of the SEFO 2024 Triennial.

They engage in a highly intellectual play
with the symbolic level of architecture and its
modernist legacy. And find the notion of mon-
umentality in the subtle nuances of formal
and semantic shifts in the original designs of
the Olomouc-born architect Jacques Groag
(1892-1962). Originally Jewish, Groag only mi-
raculously survived the Holocaust to complete
his career in collaboration with his wife Jacque-
line, an exceptional interior designer, in mid-
20th century London.

Green Groag

“Modernity implies the return to the func-
tion of a mask,” Beatrice Colomina observes in
her essay on Adolf Loos’s complex relationship
with the Viennese Secessionists. This function
is not meant in the traditional sense, where
a mask provides an identity to its wearer. In-
stead, the early modernity inverts the role of the
mask - it becomes a protector of an individual’s
identity. An architect thus designs a protective
shield that allows clients to express their indi-
viduality intimately. The risk an architect takes
or even encourages is that these invisible, pri-
vate spaces will fill with clutter, allowing the
client’s misdirected taste to overrun the archi-
tectural form.

Green Groag




Jacques Groag se jako architekt na pre-
lomu 20. a 30. let 20. stoleti podilel ve Vidni
na stavbé dvou stézejnich domu: na Loosové
Mollerové domé a na Stoneboroughském do-
mé Ludwiga Wittgensteina. Staré snimky in-
teriér( toho prvniho ukazuji pomérné stfidmy
pristup k vyzdobé. S explicitnim formalismem
Wittgensteinova designu pak bezprostiedné
kontrastuje zaliba jeho sestry v antikvitach.
Navrhy fasad obou dom( plsobi jako funké-
ni skofapky, ¢imz fakticky vytvari bezpecéné,
neregulované soukromé prostory, do jejichz
designového fesSeni architekti nezasahovali.
Jak v8ak ukazuji Groagovy navrhy pochazejici
z nasledujicich desetileti, jeho styl se vyvijel
a odrazel mnohem regulovanéjsi modernistic-
ky provoz. Interiéry domu zacaly napodobovat
fasady. Tato proména v Groagove tvorbé odra-
Zi Sirsi trend pfitomny v moderni architekture,
kde technologicky pokrok a optimalizace vy-
robnich procest podnitily rozvoj primyslové-
ho designu, jdouci od frankfurtské kuchyné
Margarete Schiitte-Lihotzky po trubkovy oce-
lovy nabytek Antona Lorenze. Postupem ¢a-
su zaCala fasada, plivodné prazdna ochranna
maska, pronikat do prostor, které méla chranit.

Pfestoze zména probihala postup-
né, moderna rozhodné neprevalcovala tra-
di¢ni zpUsoby bydleni, nelze pfehlédnout
funkéni monumentalitu Loosovych i ranych
Groagovych fasad. Tvrdime proto, Ze odpor
k ornamentu, ktery Loos obhajoval jako ctnost
a charakterotvorné cvic¢eni, byl v nasledujicich
desetiletich tak uspésny, ze Cisté, Stitové fasa-
dy byly vnimany jako néco, co uz neni potieba
nadale chranit. Postupem ¢asu byly naopak
tyto hladké geometrické plochy pretvoreny
do uhlazenych forem pramyslové vyrabéné-
ho nabytku. Masoveé vyrabéné a na trhu hojné
prodavané predmeéty touhy nakonec nahra-
dilo Loosovo ocenéni jedineéného fremesil-
ného zpracovani. Pfesto koncept ochrannych
fasad pretrval a vyvijel se tak, ze si zil vlast-
nim zivotem s duchapfitomnosti, ztélesnujici
geometrickou jednoduchost pro ni samotnou.
Toto pojeti ochrany se brzy posunulo smérem
ke snaze o optimalizaci.

232 Tobias Putrih - Ardalan SadeghiKivi

Jacques Groag worked as an architect on
two seminal houses of late 1920s Vienna: the
Moller House by Loos and the Stoneborough
House by Ludwig Wittgenstein. Old photo-
graphs of the Moller House interiors show a rel-
atively restrained approach to decoration. At the
same time, the explicit formalism in Wittgen-
stein’s design is immediately contrasted by his
sister’s penchant for collecting antiques. Both
houses were designed with facades that acted
as functional shells, effectively creating secure,
unregulated private spaces where the archi-
tects didn’t judge interior design choices. How-
ever, as Groag continued to design homes into
the next decade, his interiors evolved to reflect
a much more regulated modernist operation.
House interiors started to mimic facades. This
transformation in Groag’s work reflects a broad-
er trend in modern homes, where technological
advances and optimized production processes
spurred the development of industrial design,
from Margarete Schitte-Lihotzky’s Frankfurt
kitchen to Anton Lorenz’s tubular steel furniture.
Over time, the facade, originally a blank protec-
tive mask, began penetrating the spaces it was
meant to shield.

Although the change was gradual and mo-
dernity did not wholly overwhelm traditional
ways of dwelling, the functional monumentality
of Loos’ and early Groag’s facades cannot be
overlooked. We argue that the resistance to
ornamentation, championed by Loos as a vir-
tue and a character-forming exercise, was so
successful in subsequent decades that clean,
shield-like facades were perceived as having
nothing left to protect. Over time, these smooth
geometric surfaces were reinterpreted into
streamlined forms of industrially produced
furniture. Mass-produced and heavily market-
ed objects of desire eventually replaced Loos’
appreciation for unique craftsmanship. Nev-
ertheless, the concept of protective facades
persisted, evolving to take on a life of their own
with a ghost-like presence, epitomizing ge-
ometric simplicity for its own sake. This notion
of protection soon shifted towards the quest for
optimization.

Green Groag

Monumentalita modernistické fasady 20.
let 20. stoleti vychazi z jeji jedine¢né funké-
nosti - je to ochranna zed, vefejné prohlaseni,
Ze soukromi majitele musi byt zachovano. Na-
sledujici desetileti pfinesla rozvoj védeckého
fizeni, ekonomickou expanzi, nastup nastroju
pocitacového designérstvi a masovou vyrobu,
které postupné redefinovaly architektonické
prostory. A pravé na tento posun se zaméfu-
je také nas olomoucky projekt, ktery bychom
mohli metaforicky opsat jako ,rozpadajici se
monumentalitu“ Groagovych fasad - bilych
pfizrakl dneska zahlceného poditaci, kte-
ré v§e neunavné optimalizuji. Zatimco funk-
ci Loosova vychoziho postupu bylo smérovat
pojeti jedince dovnitf, pozdéjsi modernistické
a také ty dnesni souc¢asné postupy demon-
struji spiSe snahu ovlivhovat a manipulovat
vnimanim jedince. Jacques Groag stal na po-
kraji tohoto tektonického posunu.

V nasem projektu konfrontujeme zmac¢-
kany papir - pivodné ve tvaru Groagovy fa-
sady - s jeho digitalni simulaci ztvarnénou
intenzivni zelenou barvou. Nas cil je jednodu-
chy: chceme, aby se jeho obrazy jako fyzické
umélecké dilo volné SiFily virtualnim prosto-
rem. Tim, Ze je ozna¢ime metadaty ,Groag",
hodlame digitalni identitu ,,Groaga“ jako poj-
mu v databazich vyhledavacl posunout - do-
slova - od puivodni modernistické Sedobilé
k zelené barevnosti. Jestlize webové prohli-
zece pfi vyhledavani jména ,Groag“ nabizeji
povétsinou ¢ernobilé reprodukce, aktualizo-
vané vyhledavaci nastroje povedou k nahle-
dim mnoha zelenych digitalnich ,duchu®
Tato snaha vyvazuje monumentalitu Groagovy
fasady se zdanlivé nesmyslnou operaci zmeé-
ny ,Groaga“ na ,Groaga zeleného*“

Reprodukovatelnost zpochybnuje jedi-
ne¢nou auru umeéleckého dila, rusi jeho ritu-
alni mystérium, misto zrodu a monumentalni
status. Nas projekt vSak usiluje o dialekti¢té;si
interakci mezi obrazy a informacemi - stavi
do kontrastu vzacnost skute€ného s rozsire-
nou simulaci virtualnich obrazu. Zeleny, po-
CitaCoveé upraveny obraz Groagovy fasady je
prikladem toho, co by Hito Steyerl popsal jako
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The monumentality of the 1920s modernist
facade stems from its unique functionality-it's
a protective wall, a public statement that the
owner's privacy has to be preserved. The sub-
sequent decades brought developments in
scientific management, economic expansion,
the advent of computer-aided design tools, and
mass production that progressively defined ar-
chitectural spaces. This shift is the focus of our
project in Olomouc, which we could metaphori-
cally describe as the ,crumbling monumentality*
of Groag’s facades - white ghosts now, in our
case today, overwhelmed by computers tire-
lessly optimizing. Whereas the function of Loos*
design was to redirect an individual’s percep-
tion inward, later modernist and contemporary
designs aim to influence and manipulate an in-
dividual’s perception. Jacques Groag stood at
the brink of this tectonic shift.

In our project, we juxtapose crumpled
paper - originally shaped like Groag’s facade
- with its digital simulation rendered through
an intense green color. Our goal is simple: as
a physical artwork, we want its images to dis-
seminate serendipitously across the Internet. By
tagging them with “Groag” metadata, we intend
to shift the “Groag” digital identity as a concept
in search engine databases from grayish-white
to green. If web searching “Groag” today mostly
returns black and white images, future updated
search queries will result in thumbnails of mul-
tiple green digital “ghosts.” This endeavor bal-
ances the Groag facade‘s monumentality with
the seemingly nonsensical operation of turning
»,aroag*“ green.

Reproducibility challenges artwork’s unique
aura, ritual secrecy, birthplace, and monumen-
tal status. However, our project seeks a more
dialectical interaction between images and in-
formation, contrasting the rarity of the real with
the widespread simulation of images online.
The green, computationally altered image of
the Groag facade exemplifies what Hito Steyerl
would describe as a “poor image” - a degrad-
ed copy that is compressed and widespread
on the internet. Therefore, the value of the fa-
cade no longer stems from its unique origin

Green Groag



»chudy obraz“ - degradovanou kopii, kterd je and modernist allure but rather from its green
komprimovana a nekontrolované Sifend inter- doppelgéanger’s pervasive presence on Google
netem. Hodnota fasady tedy jiz nevyplyva zje- searches. In this sense, Green Groag becomes
jiho jedine¢ného plvodu a modernistického a Baudrillardian construct, not only preceding
plivabu, ale spiSe z vSudypfitomnosti jeji ze- but also distorting the original monument’s
lené dvojnice etablované vyhledavacem Goo- provenance through its circulation and visibility.
gle. V tomto smyslu se ,zeleny Groag“ stava
baudrillerovskym konstruktem, ktery nejen
predchazi, ale také svym obéhem a viditel-

nosti zkresluje pavod vychoziho monumentu.

Tobias Putrih - Ardalan SadeghiKivi, Green Groag, 2024, Tobias Putrih - Ardalan SadeghiKivi, Green Groag, 2024,
234 Tobias Putrih - Ardalan SadeghiKivi Green Groag fotografie, inkoustovy tisk, metalicky papir photographs, inkjet print, metallic paper



Tobias Putrih - Ardalan SadeghiKivi, Green Groag, 2024, Tobias Putrih - Ardalan SadeghiKivi, Green Groag, 2024,
fotografie, inkoustovy tisk, metalicky papir photographs, inkjet print, metallic paper




Tobias Putrih - Ardalan SadeghiKivi, Green Groag, 2024, Tobias Putrih - Ardalan SadeghiKivi, Green Groag, 2024,
fotografie, inkoustovy tisk, metalicky papir photographs, inkjet print, metallic paper




urbanistickeé studie reflektujici aktualni stav
a potencialni rozvoj mesta Olomouce

urban studies reflecting the current state
and potential development of Olomouc



Mésto Olomouc funguje jako pripadova stu-
die, v niz pozornost obracime k monumentu

pamatky, ale plochy a objekty chranéné, pre-

-chranéné i takové, kterym ochrana chybi, ob-
jekty hmotné i nehmotné, které symbolizuji
stézejni pamatkové a kulturni hodnoty mésta.
Pozorujeme, jak se v minulosti a dnes promé-
nuje paradigma nazirani na né. Snazime se se
zodpovédnou proziravosti navrhnout takové
zasahy, které hodnoty posili, nebo alespon
neumensi.

Zajima nas vaha a vyznam slova péce. Vy-
vazujeme ho z tradi¢niho souslovi ,pamatko-
vé péce” a hleddme a navrhujeme alternativy

- péci komplexni, kritickou, jakou vliastné? Kla-
deme si otazky. Dukladné analyzujeme tuzemi
pocinaje centrem - méstskou pamatkovou
rezervaci s jejim ochrannym pasmem -, pres
vénec sidlist a pramyslovych zén az do volné
krajiny, v Olomouci vzacné protkané nejen
fekami, ale také historickou stopu baroknich
cest a fortové pevnosti. Pozorujeme nezdra-
vou setrva¢nost zabor( Grodné pudy, stere-
otypnost ivah o budoucim rozvoji ploch pro
bydleni i vyrobu, za hranou chranéného opo-
mijené kulturni dédictvi, okraje bez infrastruk-
tury konzervuijici velké plochy vagniho terénu.
Ten si, jak zjiStujeme, Zije svym Zzivotem.

Povoleny experiment a hrava vrstva
mockumentu nas nezbavuji zodpovédnos-
ti. S vaznosti si klademe otazky, jaké monu-

po nas, co chceme promitnout do budouci
paméti mésta.

The title MOMENTS refers to the three key
words MONUMENT, DOCUMENT, and MOCKU-
MENT, which have become the main framework
for assignments for five studios from three ar-
chitectural schools. The city of Olomouc serves
as a case study in which we focus on the mo-
nument in the broadest sense of the word; we
explore not only landmarks but also areas and
objects, both protected and unprotected, tangi-
ble and intangible, that symbolise the city’s key
heritage and cultural values. We observe how
the paradigm of viewing them has been trans-
formed in the past and today. With responsible
foresight, we aim to design interventions that
either enhance these values or at least do not
diminish them.

We are interested in the weight and sig-
nificance of the word “care”. We disconnect it
from the traditional phrase “heritage care” and
seek and propose alternatives - comprehen-
sive, critical care, but what kind exactly? We
ask questions. We analyse the area thoroughly,
starting from the centre - the urban heritage
reservation with its protective zone - through
the ring of housing estates and industrial zones,
to the open countryside, in Olomouc uniquely
interwoven not only with rivers but also with the
historical traces of Baroque routes and fortress
forts. We observe the unhealthy inertia of ferti-
le soil encroachments, the stereotypical thin-
king about the future development of areas for
housing and production, beyond the boundary
of neglected cultural heritage, edges without
infrastructure preserving large areas of vague
terrain. We find that it lives its own life.

The permitted experiment and the playful
layer of mockument do not absolve us of re-
sponsibility. With seriousness, we ask oursel-
ves what monuments - in the broadest sense
of the word - will remain after us, what we want
to project into the future memory of the city, to
hang on the timeline.

Architecture and Care




Chudina Olomouc, chudina mésto, které za-
vira o€i prfed svym pravdivym obrazem. Je
navenek prezentovano historickym skvostem,
ktery se v§ak stava nezivotnym kycem. Nebo
typickym zavanem tvarGzku, misto aby uvéfilo
tizivému puchu svého ,podsvéti“. Za marke-
tingovou bublinou se totiz skryvaji existenéni
problémy mnoha lidi ve stavu materialni, vzta-
hové i psychické nouze.

Vstoupili jsme do nich. Do svéta velice
tvrdého a syrového, a zaroven uchvacujiciho
a neuvéritelné dynamického. Pro nas obor
se ukazal mj. jako velmi inspirativni. Lidé
na ulici testuji moznosti dosud nezastavitel-
nych vnitfnich rezerv mésta a bylo pro nas
fascinujici sledovat vztahy pribytk( k mistam.
Stejné tak mnohé kvality jich samotnych, at
uz jde o stranku technickou, socialni ¢i es-
tetickou. Tito lidé vSak prfedevsim potfebuji
nasi dalSi praci. Nejedna se totiz jen o bublinu
sociologt ¢i socialnich pracovniku, ale téma
celospolecenské, ¢im dal vice akutni a silné
vybizejici k uvédomeéni, pfiznani si a pozitivni
reakci.

Ve vétSinové spolec€nosti jsou tito lidé
prehlizeni neméné, a predevsim razant-
né stigmatizovani. Zde si dovolime citovat
Alexandra Dvofaka z Charity Olomouc, ktery
o svych kamaradech fika: ,,Kazdy ¢lovék ma
absolutni hodnotu, a to kazdy stejnou. | lidé
na ulici touzi, miluji, sni... maji své vnitfni
nepopiratelné kvality; jen si zkratka zivotem
tahnou batoh sracek, ktery sami ¢asto ne-
unesou...“ Na druhou stranu je “problém
bezdomovectvi” Olomoucany povazovan

Zbéanka ,....netkvi ani tak v sobé samém, jako
v reakcich majority“. Ty byvaji ¢asto nenavist-
né, ale bez hlubsiho poznani.

Prochodili jsme v malych skupinkach
celé mésto, predevsim jeho zapadla mista
a okraje. Zmapovali jsme aktualni sit osidle-
ni lidi ,v nevyhovujicim bydleni“ a mista nej-
castéjsiho vyskytu lidi ,,bez stfechy*, navstivili
podzemni ubytovny lidi “bez bytu” (dle typo-
logie ETHOS). Objevovali jsme neuvéfitelné
kolaze provizornich pfibytkd, jejich kolonii
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Poor Olomouc, a poor city that turns a blind eye
to its true image. It is outwardly presented as
a historical jewel, which, however, becomes
a lifeless kitsch. Or a typical whiff of tvartzky,
instead of believing in the oppressive stench of
its ,underworld®. Behind the marketing bubble
are the existential problems of many people in
a state of material, relational and psychological
distress.

We have entered them. A world that is very
hard and raw, but at the same time fascinating
and incredibly dynamic. It has proven to be very
inspiring for our field, among other things. Peo-
ple on the street are testing the possibilities of
the city’s previously unstoppable inner reserves,
and it was fascinating for us to observe the re-
lationships of dwellings to places. As well as
the many qualities of the buildings themselves,
be they technical, social or aesthetic. Above
all, however, these people need our continued
work. For this is not just a bubble of sociologists
or social workers, but a society-wide issue, in-
creasingly acute and strongly calling for aware-
ness, acknowledgement and positive response.

In mainstream society, these people are
no less overlooked and, above all, stigmatised.
Here we take the liberty of quoting Alexander
Dvorak from Charity Olomouc, who says of his
friends, “Every person has an absolute value,
and every one of them the same. Even the peo-
ple on the street long for, love, dream... they
have their inner undeniable qualities; they just
drag a bag of shit through life that they them-
selves often cannot carry...” On the other hand,
the “problem of homelessness” is considered
the most pressing by Olomouc residents. In the
words of Mayor Miroslav Zbanek, “..it is not so
much in itself as in the reactions of the majori-
ty.” These are often hateful, but without deeper
understanding.

We walked in small groups all over the city,
especially in its backwaters and outskirts. We
mapped the current settlement network of
people “in substandard housing” and the plac-
es of the most frequent occurrence of people

“without a roof”, we visited the underground

hostels of people “without a flat” (according to

Poor Olomouc!




¢i jen provadéli archeologii zarustajicich zbyt-
ku, takZe vysledna interaktivni mapa éita pres
dvé sté zpracovanych mist. Na vlastni kGzi
jsme zakusili, jak potupné je zZebrani a jak na-
ro¢né s totalnim minimem zbudovat pfistresi
na preckani alespon jedné noci, stejné jako
najit bezpe&né misto bez konkurence ¢&i ex-
tremistickych agresoru.

Co vsak bylo nejdulezitéjsi, povidali jsme
si s lidmi na ulici o jejich pfibé&zich, vztazich,
potfebach i tuzbach nebo je prosté jen ne-
chali vypovidat, protoze mnohym z nich evi-
dentné vztahy a blizkost chybi. Nékteré jsme
navstivili opakované, jini nas odmitli nebo
nereagovali, ale s zAdnym z nich jsme neméli
negativni zkuSenost. VétSinou panovala pra-
telskad atmosféra a vdéénost nebo jsme niko-
ho nezastihli. Pokud nékdo vyjimeéné kficel
Ci dorazel, pozdéji si to se sklopenym zrakem
uvédomil.

Nejhlubsi vztah lidské sounalezitosti
jsme navazali s pani bez domova, ktera bé-
hem naseho plsobeni v Olomouci zemfela
v lesiku u nadrazi. Pfi prvnim setkani jsme ji
poskytli zfejmé posledni sluzbu teplé blizkos-
ti a po druhém na misté instalovali pamatni-
Cek. Vychazi ze zare slunce, pronikajiciho
houstim na jeji tvar, smifenou, ale jiz bez zZivo-
ta. VSudypfitomné sklenéné lahve v okoli jsou
znamkami nesnesitelnych tézkosti lidi, které
jimi splachuji. Stfrepy jako esence jitfenych
ran a zaroven svétlo vazajici médium. Svésu-
jeme je na dratkach z vétvi stromu do podo-
by horizontalniho mraku - barevné mlhoviny,
prochazejici houstinami mezi obéma misty
setkani, za zivota i po ném. Skrovny monu-
ment bohaty svoji chudobou.
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the ETHOS typology). We discovered incredible
collages of makeshift dwellings, their colonies
or just carried out archaeology of the overgrown
remains, so that the resulting interactive map
counts over two hundred processed places. We
experienced first-hand how disgraceful beg-
ging is and how challenging it is to build a shel-
ter with the bare minimum to survive at least
one night, as well as to find a safe place without
competition or extremist aggressors.

But most importantly, we talked to people
on the street about their stories, relationships,
needs and desires, or just let them talk, because
many of them clearly lack relationships and
closeness. Some we visited repeatedly, others
refused or did not respond, but we did not have
a negative experience with any of them. Most-
ly there was an atmosphere of friendship and
gratitude or we did not reach out to anyone. On
the rare occasion if someone shouted or fin-
ished, they later realised with downcast eyes.

The deepest relationship of human belong-
ing we established was with a homeless lady
who died in the woods near the train station
during our time in Olomouc. During our first
meeting we provided her with what was proba-
bly the last service of warm closeness and after
the second we installed a memorial on the spot.
It emerges from the glow of the sun penetrat-
ing the thicket on her face, reconciled but no
longer lifeless. The ubiquitous glass bottles in
the vicinity are signs of the unbearable hard-
ships of the people who flush them. Shards like
the essence of the wounds and at the same
time a light-binding medium. We dangle them
on wires from the branches of a tree to form
a horizontal cloud - a colored nebula, passing
through the thickets between the two meeting
places, during and after life. A humble monu-
ment, rich in its poverty.

Chudina Olomouc!
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Hana Varnkova, navrh feSeni do¢asného pristresku, 2024 Hana Varnkova, design of temporary shelter, 2024



Hana Varikova, realisation
of temporary shelter, 2024

Hana Varikova, realizace do¢asného
pristfesku, 2024

Hana Varikova, model do¢asného
pristresku, 2024

Hana Vankova, model of temporary

Preco prave tento ateliér?
Matuas Bystri¢an

Tuto otazku som sa pytal uz sam seba. Zau-
jal ma na zadklade myslienky poméct ludom
najnizSej triedy a zistenie, ako vlastne funguju
a ziju. Nevedel som vbbec, do ¢oho presne
idem, a kazdé nase stretnutie bolo nie¢o nové.
Mal som o tychto ludoch vlastni mienku a ve-
ril som v to, Ze tento ateliér mi zmeni pohlad’
na nich.

Rozhovory
Lucie Stouragova

Meéli jsme moznost mluvit s mnoha odborniky
a dobrovolniky z organizaci, které se proble-
matice lidi v nouzi vénuji (Charita Olomouc,
Spole¢nost Podané ruce, komunita SantEgi-
dio). Pfedali ndm spoustu zajimavych infor-
maci a vlastnich postieht. O ty, které ve mne
do dnes rezonuji, bych se rada podélila.

Panové z Charity Olomouc nam dali skvé-
ly ivod do tématu z jejich perspektivy. Zaro-
ven s nami sdileli mnoho zkuSenosti z terénu.
Pfedevsim mé zaujalo, kdyz ndm pan Dvorak
prednasel, jak musi socialni pracovnik pfistu-
povat ke klientovi, tedy oddélit ¢lovéka a jeho
kufry (problémy, které si sebou tédhne, jeho
chovani a reakce, zastifujici jeho vnitini zla-
to).,,Kufry“, které tizi nékoho v nouzi jsou sice
mnohem vétsi nez ty, které si sebou nosi kdo-
koliv z nés, ale pod jejich tihou to jsou stale ti
sami lidé. Kazdy ¢lovék ma absolutni hodnotu.

Jeden pro meé z nejpfinosnéjsich a nejza-
jimavéjsich rozhovorl byl s panem Lukasem
Hrubym, z Podanych rukou. Mimo uz i tak za-
jimavého vysvétleni, jak samotna spole¢nost
funguje a na co se soustredi (zavislosti, pre-
vence, mladeZ) nam predstavil zplsoby, jak
svétova mésta feSi bezdomovectvi, a dodaval
tak zajimavé podnéty pro feSeni architektury
pro verejnost.

S komunitou SantEgidio jsme stravili jen
jeden kratky vecer, ovSem i presto, jsme moh-
li vidét, jak dobré srdce vSichni dobrovolnici
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Why this studio?
Matas Bystrican

| have already asked myself this question. | was
interested in it based on the idea of helping
people of the lowest class and finding out how
they function and live. | didn‘t know what exactly
| was getting into at all, and every meeting we
had was something new. | had my own opinion
of these people, and | believed in this studio to
change my view of them.

Interviews
Lucie Stouragova

We had the opportunity to talk to many experts
and volunteers from organizations that deal with
the issue of people in need (Charity Olomouc,
Podané ruce Society, SantiEgidio community).
They gave us a lot of interesting information and
their own observations. | would like to share the
ones that still resonate with me today.

The gentlemen from Charity Olomouc gave
us a great introduction to the topic from their
perspective. At the same time, they shared with
us many experiences from the field. | was par-
ticularly interested when Mr. Dvorak lectured us
on how a social worker must approach a client,
i.e. to separate a person and his suitcases (the
problems he carries with him, his behaviour and
reactions, overshadowing his inner gold). Each
person is of absolute value.

One of the most beneficial and interesting
conversations for me was with Mr. Lukas Hruby,
of the Hands Off. Apart from the already inter-
esting explanation of how the company itself
works and what it focuses on (addictions, pre-
vention, youth), he introduced us to the ways
in which cities around the world are tackling
homelessness, adding interesting suggestions
for architectural solutions for the pubilic.

We only spent one short evening with the
Sant‘Egidio community, but even so, we could
see the good hearts of all the volunteers. In
their free time they prepare and deliver food
and drinks to the poor and organize Christmas

Poor Olomouc!



maji. Ve svém volném Case chystaji a donaseji
chudym jidlo, piti, organizuji vanocni vecere.
Tésilo meé byt pro jednou malou soucasti né-
¢eho tak nezistného a laskavého.

Navstivili jsme téz cirkevni spolecenstvi
(sestry Frantiskanky, Kapuciny), které po vzoru
svatého FrantiSka z Assisi poskytuji chudym
pomoc a zije prostym zZivotem s Bohem.

Za zminku stoji i navstéva méstské po-
licie, po které jsem zacala vnimat, ze mésto
pfimo proti bezdomovcu nemuze délat té-
mér nic, proto se snazi aspon limitovat jejich
vyskyt ve mésté ob&asnymi proti-bezdomo-
veckymi opatfenimi (ostny, Clenéné lavicky) ¢i
odsunem center pro chudé na okraje mésta.
SpiSe by vSak bylo vhodné vénovat se vice

Lprevenci“ samotného bezdomovectvi. Rese-
ni takovychto problému je ovéem mnohem
komplexnéjsi, nez je skryvat.

Co to znamena byt chudobny v duchu
Nina Gasparikova

Duchovna chudoba sa podla mna da ponat
z viacerych stran. VSetky spolu navzajom suvi-
sia. Z moralneho pohladu, ¢lovek chudobny
v duchu mdze byt niekto, kto si nezaklada
na beznych ludskych hodnotéach. Jeho sve-
domie nie je dostato¢ne vycvi¢ené a dovoli
mu robit moralne sivé ¢iny. Strada napriklad
uctu k ludom naokolo ale aj k sebe samému.
Je ochudobneny o pri-jemné ludské interak-
cie, kultaru alebo o tizbu po nie¢om lepSom.
Zije fadny, stagnujuci Zivot.

Taktiez sa na duchovni chudobu déa po-
zriet z pohladu nabozenstva. Moja mama mi
Casto vysvetluje, ze ked zacnem bohu uplne
ddverovat, mgj zivot bude jednoduchsi - vraj
ani neviem o ¢o vSetko sem ochudobnena. Ak
by reholnici, s ktorymi sme sa minuly tyzden
stretli, neboli bohaty na duchu, nikdy by ne-
dokazali zit tak, ako ziju. Va¢€Sinu dna travia
v tichu len s vlastnymi mysSlienkami. Dokazu
sa vela veci vzdat a eSte rozdavat z toho, ¢o
im ostalo. To ich robi materidlne chudobnymi,
ale duSevne bohatymi.
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dinners. It was a pleasure to be a small part of
something so selfless and kind for once.

We also visited a religious community
(Franciscan Sisters, Capuchins) who, following
the example of St. Francis of Assisi, provide help
to the poor and live a simple life with God.

It is also worth mentioning the visit of the
city police, after which | began to perceive that
the city can do almost nothing directly against
the homeless, so it tries to at least limit their
presence in the city by occasional anti-home-
less measures (spikes, broken benches) or by
moving the centers for the poor to the outskirts
of the city. However, it would be more appro-
priate to focus more on the ,prevention” of
homelessness itself. However, tackling such
problems is much more complex than hiding
them.

What it means to be poor in spirit
Nina GaSparikova

Spiritual poverty, in my opinion, can be con-
ceived from several sides. They are all interre-
lated. From a moral perspective, a person poor
in spirit can be someone who does not base his
or her life on common human values. His con-
science is not sufficiently trained and allows
him to do morally grey acts. For example, he
loses respect for the people around him but al-
so for himself. He is deprived of pleasant human
interactions, culture or the desire for something
better. He lives a dull, stagnant life.

Spiritual poverty can also be viewed from
the perspective of religion. My mother often ex-
plains to me that if | start trusting God complete-
ly, my life will be easier - she says | don‘t even
know what I'm deprived of. If the nuns we met
last week weren‘t rich in spirit, they would never
be able to live the way they do. They spend most
of the day in silence with nothing but their own
thoughts. They can give up many things and still
give away of what is left. This makes them mate-
rially poor but mentally rich.

But the spiritual poverty closest to me
concerns mental health. | often feel like I'm

Chudina Olomouc!

No duchovna chudoba mne najblizSia
sa tyka dusevného zdravia. Casto sa citim, Ze
nezijem poriadne, len prezivam. Neviem sa
zapalit pre veci, ktoré som niekedy zboznova-
la. Tazko nachadzam in$piraciu, pretoze moje
zmysly su otupené. Robim len veci, ktoré na-
ozaj musim, a o vela prichadzam. Myslim si,
Ze by som sa z ¢asu na ¢as tiez mohla nazvat*
chudobnou v duchu.

Co pre miia znamena byt chudobny
v duchu (Duchu) versus chudobny
na duchu (duchom)

Clovek chudobny v duchu vie, Ze je bytostne
zavisly na Bohu. Je vdaény za vSetko dobré,
¢o sa mu pocas dna udialo. Vie, Ze je sucas-
tou niecoho ovela vac¢sieho, a Zze bez Boha by
sa nedostal tak daleko. O chudobu sa usiluje.
Chce sa oslobodit od hmotnych veci tohto
sveta. V dnesnej dobe je vela ludi, ktori maju
peniaze a Uspech, no su hrdi a nevdacni.

Clovek chudobny na duchu je zase niekto,
kto je chudobny myslou. Zivot preziva jedno-
ducho, podobne ako malé diéta. Radost mu
spdsobi kazda mali€kost’, neprechovava zast,
lahko odpusta a vzdy o¢akava v kazdom to
najlepsie. To su vlastnosti, o ktoré sa vSetci
mébzeme usilovat”

Esej
Denis Kysely

Jelikoz jsem olomoucké nadrazi v minulosti
parkrat navstivil, o€ekaval jsem, zZe pro nas
bude oblast kolem néj zajimava. Nicméné
jsem byl prekvapen. Prostor pred nadrazim
byl v mnohem lepSim stavu, nez jsem predpo-
kladal. Do jisté miry za to mohlo pékné pocasi
a mnozstvi mladych studentu, ktefi jsou pro
Olomouc typicti. Paradoxné jsem odhadoval
i vic lidi bez domova. Pravdépodobné jsme
ustfednu navstivili v dobé, kdy se tito lidé
shlukuji jinde.

Nedalo mi to a hned po kratké chvili stra-
vené v Olomouci jsem zacal uvazovat, kam
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not living properly, just surviving. | can‘t get
passionate about things | used to adore. | have
a hard time finding inspiration because my
senses are dulled. | only do things | really need
to do, and I miss out on a lot. | guess | could also
call myself‘ poor in spirit from time to time.

What does it mean to me to be poor
in spirit (of the spirit) versus on spirit
(‘of the spirit’)

A person who is poor in spirit knows that he is
intrinsically dependent on God. He is grateful
for all the good that has happened to him dur-
ing the day. He knows that he is part of some-
thing much greater, and that without God he
would not have gotten this far. He strives for
poverty. He wants to be free from the material
things of this world. There are many people to-
day who have money and success but are proud
and ungrateful.

A person who is poor in spirit is in turn some-
one who is poor in mind. He lives life simply, like
a small diet. He takes pleasure in every little
thing, does not harbour resentment, forgives
easily, and always expects the best in everyone.
These are qualities we can all aspire to".

Essay
Denis Kysely

Having visited Olomouc train station a few
times in the past, | expected the area around it
to be of interest to us. However, | was surprised.
The area in front of the station was in a much
better condition than | expected. To some ex-
tent, this was due to the nice weather and the
number of young students, which are typical for
Olomouc. Paradoxically, | had also estimated
more homeless people. Probably we visited the
headquarters at a time when these people are
congregating elsewhere.

| didn‘t give up and after a short time in Ol-
omouc | started to think about where we would
go with our studio. Although it is beyond my
abilities now, | find it very interesting to think

Poor Olomouc!



budeme s nasim ateliérem smé&rovat. | kdyz
je to nyni mimo mé schopnosti, pfijde mi ve-
lice zajimavé zamyslet se nad tim, jak vytvaret
verejny prostor, ktery pocita s pfitomnosti lidi
bez domova. Vychazim z predpokladu, ze je
to od urcité velikosti problém vétsiny kapita-
listickych mést, pfed kterym bychom neméli
zavirat oéi. Zatim se totiz v Cesku setkavam
budto s architekturou idealistickou, ktera
s jejich pfitomnosti nepocita a ve finale tam
pFitomnost lidi bez domova plsobi jako pést
na oko, nebo architekturou hostilni, ktera stoji
pfimo proti nim.

Prespani v Olomouci
Barbora Skaloudova

Z patka 13. na sobotu 14. se konala nase pre-
spavacka v Olomoucké divociné. Pro nékteré
z nas byl patek 13. nestastnym dnem, ja jsem
to tak ale nevnimala a asi proto se mi nic Spat-
ného nestalo.

Hlavni naplni tohoto dne bylo Zebrani.
Né&jakym zplsobem jsme si méli sehnat ma-
terial na stavbu naseho pristresku, diky které-
mu jsme prezili noc, a jidlo (popfipadé penize
na jidlo). jako prvni jsem se s Hankou a Ninou
vydala k OBI, kde jsme vzadu na pfijezdové
cesté zasobovani nasly celkem velkou pla-
chtu s dirou pfesné uprostfed. Dale tam byly
palety, nad kterymi jsme taky chvili uvazo-
valy, ale nechtély se ndm tahat celou cestu
do naSeho taboristé. Proto jsme se zeptaly
pracovnika, ktery se zrovna pohyboval venku
u skladu, zda by nam nevénoval par kartono-
vych krabic. Mél z nas trochu srandu po tom,
co zjistil, na co je vlastné mame. Nedélala
jsem si z toho té&Zkou hlavu, pro mé bylo di-
lezité, Ze jsem se ten den méla na €¢em vyspat.

Nasledoval hon za penézi a jidlem. Hod-
né jsme s holkami pfemyslely nad tim, jak to
udéldame. Pfece jen nam bylo blbé jen tak
za nékym cizim dojit a chtit penize, kdyz vime,
Ze je doma mame. Mezitim jsme totiz potkali
ostatni kolegy, ktefi neméli moc velké Stés-
ti a jejich interakce nebyly pfijemné. Trochu
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about how to create a public space that counts
on the presence of homeless people. | start
from the assumption that this is, from a certain
size, a problem of most capitalist cities that we
should not close our eyes to. So far in the Czech
Republic | have encountered either an idealistic
architecture that does not take their presence
into account and in the end the presence of
homeless people seems like a fist in the eye,
or a hostility architecture that stands directly
against them.

Sleeping in Olomouc
Barbora Skaloudova

Our sleepover in the Olomouc wilderness took
place from Friday the 13th to Saturday the 14th.
For some of us Friday the 13th was an unlucky
day, but | didn‘t perceive it that way and that's
probably why nothing bad happened to me.
The focus of this day was begging. Some-
how, we had to get materials to build our shel-
ter, thanks to which we would survive the night,
and food (or money for food). The first thing | did
was to go with Hanka and Nina to OBI, where we
found quite a big tarpaulin with a hole exactly
in the middle in the back of the driveway. Next
there were pallets, which we also considered
for a while, but didn‘t want to lug all the way to
our campsite. So, we asked a worker who was
just outside the warehouse if he would donate
a couple of cardboard boxes. He had a little fun
with us after he found out what we had them for.
| didn‘t worry too much about it, it was important
to me that | had something to sleep on that day.
The hunt for money and food ensued. The
girls and | thought a lot about how we were go-
ing to do it. After all, it was stupid for us to go
to a stranger and ask for money when we knew
we had it at home. In the meantime, we met
other colleagues who were not very lucky, and
their interactions were not pleasant. It made us
a little nervous. However, we encouraged each
other, and finally decided to ask the lady if she
would buy us some bread. Tactic: ask her to
buy us the food right away seemed better than
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nas to znejistilo. Navzajem jsme si vS§ak do-
davaly odvahu, a nakonec jsme se odhodlaly
pozadat pani, zda by nam nekoupila chleba.
Taktika: zeptame se, zda nam to jidlo rov-
nou nekoupi se nam zdala lepsi nez samot-
né Zebrani o penize. Pani byla tak hodna, ze
nam ke chlebu koupila jesté salam a 4 banany.
Po této zkuSenosti jsme se uz na nic dalSiho
neodvazily.

Pristfesek
Hana Vankova

PristfreSky jsme zacali stavét za tmy, takze
nase rychlost a orienta¢ni smysly byly velmi
oslabené. Vybraly jsme si misto mezi dvéma
stromy. Do vySky ramen jsme uvazaly mezi
stromy provazek, pres ktery jsme prehodily
celtu a privazaly jeji rohy k provazku. Aby-
chom si zajistily teplo, celtu jsem u zemé
pfehnuly a vznikl tvar L. Poté jsme pfivazaly
provazek do vysky pasu a do vysky kotniku,
tak jsme zajistily stabilitu prvni ¢asti stfechy.
Abychom si mély kryté boky, z druhé strany
jsme pfidaly dva pasy plachty a vnikl pfi-
stfeSek ve tvaru stanu. Plachtu jsme zatizily
kusem dfeva a kameny. Pfidaly jsme karto-
ny, které nam poslouzily jako podlozky pod
karimatky. V pfistfeSku se mi spalo, k mému
pfekvapeni, velice dobfe. Vecer byl chladny
a dost foukalo. Vzbudila mé jen nepohodina
poloha nebo tla¢eni malych vétvi¢ek pod na-
§im ,stanem®.

Koncepce dostupného
a socialniho bydleni
Jifi Marcian

Kniha Koncepce dostupného a socialniho by-
dleni statutarniho mésta Olomouce na roky
2021-2027 podrobné popisuje problematiku
bydleni chudych v Olomouci a snazi se navrh-
nout systém FeSeni pro osoby, jez se to tyka.
Na feSeni této problematiky se zaméruji tyto
tfi hlavni organizace: Univerzita Palackého
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begging for money. The lady was kind enough
to buy us some salami and 4 bananas with the
bread. After this experience we didn‘t dare to
eat anything else.

Shelter
Hana Vankova

We started building shelters in the dark, so our
speed and sense of direction were very weak-
ened. We chose a place between two trees.
We tied a string between the trees at shoulder
height, over which we threw a celt and tied its
corners to the string. To ensure warmth, we fold-
ed the cell at the ground and made an L shape.
Then we tied the string to waist height and an-
kle height, thus ensuring the stability of the first
part of the roof. To keep the sides covered, we
added two strips of tarp on the other side and
a tent-shaped shelter went in. We weighted the
tarp down with a piece of wood and rocks. We
added some cardboard to serve as pads for the
mattresses. To my surprise, | slept very well in
the shelter. The evening was cool, and it was
quite windy. The only thing that woke me up was
the uncomfortable position or the pushing of
small branches under our ‘tent’.

The concept of affordable
and social housing
Jifi Marcian

The book Concept of Affordable and Social
Housing of the Statutory City of Olomouc for
2021-2027 describes in detail the issue of hous-
ing for the poor in Olomouc and tries to propose
a system of solutions for the people concerned.
The three main organisations focusing on this
issue are Palacky University Olomouc, Charity
Olomouc and the Olomouc Region. The publi-
cation compares the important factors that in-
fluence housing affordability in Olomouc. These
include the ageing of the population, the ratio
of students to available flats in the city, the ra-
tio of old and new buildings, and the average
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Olomouc, Charita Olomouc a Olomoucky
kraj. V rdmci analyzy dostupnosti bydleni
v Olomouci publikace porovnava dulezité
faktory, které tuto dostupnost ovliviuji. Mezi
né patfi starnuti obyvatelstva, pomér studentu
a dostupnych byt ve mésté&, pomér starych
a novych staveb, priimérna cena bytu v K&/m2
obyvatelné plochy. Jednim z problémovych
faktorl je socialni bydleni. To musi splnovat
obytnou plochu minimalné 23 m2 a musi byt
umisténo v lokalité, kterd nevede k cilené se-
gregaci jeho obyvatel od zbytku mésta. Tohle
nelze fict o ubytovné na ulici Holicka, ktera
tyto pozadavky nespliiuje. Kniha navrhuje
konkrétni opatfeni pro feSeni té&chto vyzev.
Jednim z opatfeni je tzv. Akéni plan, jez sesta-
va ze strukturovaného prehledu konkrétnich
projektu a aktivit, které by vdaném roce mély
smérovat k uskute¢néni jednotlivych rfeseni.
Co mi v téhle knize chybi jsou v§ak nazory
lidi. Nazory téch, kterych se to tyka nejvice.

Prepsani domnélych pravidel
Zaneta Gricova

Tato prace ve mné vyvolala otazky tykajici se
svobody, individualni autonomie i podsta-
ty domova. Zkoumali jsme moznosti vyuziti
mésta a druhy chudoby (i t& nematerialni).
Zjistili jsme, jak je dllezité respektovat Zivot
lidi, ktefi nejsou schopni fungovat se sou-
&asnym systémem. Ze i chudoba mize byt
napliiujici. Ze lidé v sobé& maji neuvéfitel-
nou vnitfni silu a dokazou toho strasné moc.
ve Spatnych podminkach. Nase socioekono-
micka pozice nas vybizi, abychom se na tyto
lidi divali trochu ze shora, ale neni to spravneé.
Kazdy méame stejnou hodnotu. Bezdomovec-
tvi neni jeden obfi problém, je to spis reakce
na nezvladnuté problémy, ve kterych se tito
lidé stale utapi. Potykaji se s extrémnim so-
cialnim vylou€enim, nedostatkem stabilnich
vztah( s blizkymi lidmi, a celkové s problémy
v mezilidskych vztazich. Toto ziti se mnohdy
pro nékteré stalo dostacujicim, ¢i dokonce
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price of a flat in CZK/m2 of living space. One of
the problematic factors is social housing. This
must meet a minimum living area of 23 m2 and
be in an area that does not lead to the targeted
segregation of its inhabitants from the rest of
the city. This cannot be said of the hostel on Hol-
icka Street, which does not meet these require-
ments. The book proposes specific measures to
address these challenges. One of the measures
is the so-called Action Plan, which consists of
a structured overview of specific projects and
activities that should be undertaken each year
to implement each solution.

What is missing from this book, however,
are people‘s views. The views of those most
affected.

Rewriting the supposed rules
Zaneta Gricova

This work raised questions for me about free-
dom, individual autonomy and the nature of
home. We explored the uses of the city and the
types of poverty (including immaterial ones).
We discovered the importance of respecting
the lives of people who are unable to function
with the current system. That even poverty can
be fulfilling. That people have incredible inner
strength and can do an awful lot. And this is
most evident in people who live in poor condi-
tions. Our socioeconomic position encourages
us to look down on these people, but it's not
right. We all have the same value. Homelessness
isn‘t one giant problem, it's more of a reaction
to the unmanaged problems these people are
still mired in. They face extreme social exclusion,
lack of stable relationships with loved ones, and
overall problems in interpersonal relationships.
This living has often become sufficient, or even
satisfactory, for some, and is a kind of alterna-
tive way of life. By living on the streets, they are
deprived of pressure from the environment, are
unable to adapt to the demands of society and
suffer from high social maladjustment. However,
the city‘s indebtedness, the lack of social hous-
ing and the way the city takes care of the poor
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vyhovujicim, a je to takovy alternativni zpU-
sob Zivota. Zivotem na ulici jsou zbaveni tlaku
od okoli, nejsou schopni se prizplsobit poza-
davkim spoleénosti a trpi vysokou socialni
neadaptibilitou. Zadluzenost mésta, nedo-
statek socialniho bydleni a zpUsob, jakym
se mésto o chudé stara, tomuto ale opravdu
nepomaha. Stav, mnozstvi (nebo spiz ne-m-
nozstvi) a umisténi ubytoven a azylovych do-
mu je vice nez nevyhovujici. Propad ¢lovéka
na ulici nemusi byt definitivni, to ale nemusi
byt ani navrat. Vypozorovali jsme, ze ¢im del-
§i dobu zije ¢lovék na ulici, tim vice se tako-
vému stylu Zivota pfizplsobuje, a tim by byl
navrat do ,normalna“ tézsi. Toto téma je tak
komplexni a lidé jsou tak rGznorodi, Ze neni
mozné hledat a najit jedno feseni.

Nam nezbyva nic nez respektovat tuto va-
riantu nestandardni existence. Pomoci, nebo
alespon zlepsit dlouhé chvile mizeme témto
lidem tim, Zze je nebudeme ignorovat. Pozdra-
vime je, prohodime s nimi par slov. Z viastni
zkusenosti si myslim, Ze je to to nejlepsi, co
muzeme délat, i kdyZz mame pocit, Ze sami nic
nezmuzeme. Pfekonat strach nam v konec-
ném dulsledku pomuze byt trochu lidstéjsi.

Z pozice architektl jim mizeme vymezit
prostor, kde mohou byt.

Myslet na né.

Pro mne to byl velky skok do neznama,
transformace.

Cil byl to, kym jsme se stali.

Zavér, prosim o precteni
Filip Stancl

Rad bych ted” na zavér sdélil jesté nékolik
poslednich slov, které ve mé rezonuji hlavné
po poslednich dvou navstévach Olomouce.
poznal jsem se s nékolika lidmi, ktefi jsou
na ulici déle nez 15 let. Poté co jsem se se-
znamili, zac¢ali mi vypravét své zivotni pfibé-
hy; spoustu z nich dostala jedna chyba nebo
smula na ulici a nikdo jim na za¢atku nepo-
dal pomocnou ruku; ted denné trpi bolestmi,
které se ted” v zimé jen stupnuji. Od omrzlin
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does not really help. The condition, quantity (or
at least non-quantity) and location of hostels
and shelters is more than unsatisfactory. A per-
son'’s fall to the streets may not be final, but nei-
ther is their return. It has been observed that the
longer a person lives on the streets, the more he
or she adapts to such a lifestyle, and the harder
it would be to return to ,normal“ This issue is
so complex, and people are so diverse that it
is impossible to look for and find one solution.

We have no choice but to respect this var-
iant of non-standard existence. We can help, or
at least improve the long moments for these
people by not ignoring them. Say hello, ex-
change a few words with them. In my experi-
ence, | think that's the best we can do, even if
we feel we can‘t do anything ourselves. Over-
coming fear ultimately helps us to be a little
more human.

As architects, we can give them a space
where they can be.

Think of them.

For me, it was a big leap into the unknown,
a transformation.

The goal was who we became.

In conclusion, please read
Filip Stancl

| would now like to‘ conclude with a few last
words that resonate in me, especially after my
last two visits to Olomouc. After | got to know
them, they started to tell me their life stories.
A lot of them got one mistake or bad luck on the
street and nobody gave them a helping hand at
the beginning. Now they are in daily pain, which
is only getting worse now* in the winter. From
frostbite to hypothermia, bad knees to cancer
and a bad spine. The saddest and scariest thing
was that when you talk to them, they start to re-
veal their rough homeless shell, and you find
out they are just ordinary people who are full
of grief. They all have families, but they haven‘t
seen them in so long that they forget what their
children’s voices were like. I've talked to a lot of
people who have dealt with these things or just
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pres podchlazeni, Spatna kolena az k rakoviné
a Spatné patefi. Nejsmutné&jsi a nejdésivé;si
bylo Zze kdyz se s nimi ¢lovék bavi zacnou
odkryvat tu svou drsnou bezdomoveckou
skofapku a ¢loveék zjisti ze to jsou obycejni
lidi, ktefi jsou plni zalu. VSichni maji rodiny,
ale nevidéli je tak dlouho, ze zapominaji, jaky
méli jejich déti hlas. Se spoustou lidi, co jsem
tyto véci resil ¢i jen debatoval tak se mne ptali
pro¢ nepozadali charity a pomoc, aby se z to-
ho dostali. Jesté pfed rokem bych se ptal taky,
ale kdyz €lovék vidi, jaky tam na ulici je Zivot
a jak se je na silu snazime odstfihnout od nasi
spoleénosti, tak se ¢lovék nemuze divit. Na-
vic my lidé radi hazime vSechny do jednoho
pytle i presto Ze ti co ndm vadi jsou mensina
z celkovych poctl. vidime mezi nimi jen ty
Spatné ale téch slusnych, tiSe trpicich si ani
nevS§imneme. | tak si je ale hned zafadime me-
zi ty hluéné a nebezpecné, protoze je to snaz-
Si, nez je odliSovat. Sami panové, kdyz jsem se
jich ptal, tak fikali ze procestovali vice zemi,
ale vSichni nezavisle na sobé se shodli na tom,
Ze zde jsou lidé nejvice nepfratelsti a nepfi-
jemni uz od pohledu. Prekvapilo mé to ale?
Ne. Cesky narod ma v tomhle velky problém
a nikdo, kdo by mél Sanci s tim néco udélat, se
to snazi pfinejmensim odsunout stranou ne-li
to svymi ¢iny jesté zhorsi. Jsme narod sobcl
a za tim si po tom vSem stojim. Ted bych se
té a brutalni problematice, ktera zivot na ulici
doprovazi. Tuto problematiku bych oznacil
jako drsny zivot Zen na ulici, se kterymi je za-
chéazeno jako s vécmi. Naprosto brutalné a su-
rové doslova. Zen na ulici je znaéné& min nez
muzu, coz by mohlo pUsobit spi§ uklidiiujicim
dojmem, ale ne kdyz odkryjeme fakta, ktera
tento dojem zbofi jako domedéek z karet. Zeny
se na ulici nedostavaji tolik jako muzi, protoze
nez nebo kdyz se na ni dostanou jsou hned
zneuzity ¢asto pasaky a zamykany a drzeny
u danych osob doma. a hddam ze nemusim
chodit do detaill a vSem dojde, Ze se doty¢-
ni o Zeny nestaraji zrovna dobfe. Sance na to
aby se zeny na ulici ubranily napadeni jakého-
koliv typu je pfi bidném zivoté mala. Celkoveé
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debated them, so they ask me why they didn’t
ask charities and help to get out of it. A year
ago, | would have asked the same question,
but when you see what life is like out there on
the streets and how we are trying to forceful-
ly cut them off from our society, you can’t help
but wonder. Moreover, we humans like to lump
everyone together, even though those who
bother us are a minority of the total numbers.
we see only the bad ones among them, but we
don‘t even notice the decent ones who suffer
in silence. But we'll still lump them in with the
noisy and dangerous ones, because it’s easier
than differentiating between them. The gentle-
men themselves, when | asked them, said that
they had travelled through several countries,
but all of them independently agreed that the
people here are the most hostile and unpleas-
ant to look at. Was | surprised? No. The Czech
nation has a big problem with this and no one
who has a chance to do anything about it is at
least trying to push it aside if not make it worse
by their actions. We are a nation of selfish peo-
ple, and | stand by that after all. Now, | would
like to mention one more bland but important
and brutal issue that accompanies life on the
streets. | would refer to this issue as the rough
life of women on the street who are treated like
objects. There are considerably fewer women
on the street than men, which might be rather
reassuring, but not when we uncover the facts,
which demolish this impression like a house of
cards. Women don’t get on the street as much
as men because before or when they do, they
are immediately abused, often by pimps, and
locked up and kept in the person’s home. and
I guess | don’t have to go into detail, and every-
one will figure out that the women in question
are not well cared for. the chances of women
on the street defending themselves against
assault of any kind are slim with the misery of
life. overall, the worst part of it all though is that
these things don’t get enough exposure to so-
ciety or are pushed out for their sad and harsh
undertones. It’s not a topic one discusses at
the dinner table, but somewhere it should be.
Imagine the pain and fear that a dozen women
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nejhorsi na tom vSem je ale to, Ze se tyto vé-
ci nedostavaji dostate€né mezi spole¢nost
¢i jsou vytlaGovany pro svlj smutny a drsny
podtén. Neni to téma, které by ¢lovék probiral
u vecCere, ale nékde by se mélo. Predstavte si
tu bolest a strach, kterou praveé ted desitka
Zen v republice proziva, zatimco si vy v pokli-
du ¢tete tenhle text. Nemam nikomu za zlé,
Ze nad tim neprfemysli kazdy den a nechodi
po ministerstvech protestovat za tyto zeny
a jejich zivot. Mam ale za zlé celé spole¢nos-
ti, Ze dostate¢né nepomaha. Ja sam si ted”
vyCitdm ze o tomto tématu nemluvim dost.
Vyc¢itdm si, Ze ma slova nejsou dost vystizna
a alarmujici, kdyz pokazdé kdy dojde na toto
téma, lidé po konverzaci odejdou a za hodinu
nevi o ¢em jsme se bavili. Snad v budoucnu
spolecnost otevie o€i a za€ne rfesit désy, které
se déji v naSich meéstech, a ne se strachovat
o politiku ve staté vzdaleném pres pul planety.
Problém{ mame vic nez dost v nasich krajich,
tak freSme praveé ty.
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in the Republic are experiencing right now as
you calmly read this. | don‘t blame anyone for
not thinking about this every day and going to
the ministries to protest for these women and
their lives. But | blame the whole of society for
not helping enough. | now blame myself for not
talking about this issue enough. | blame my-
self that my words aren’t concise and alarming
enough when every time the subject comes up,
people walk away after the conversation and
don’t know what we were talking about an hour
later. Hopefully in the future, society will open
its eyes and start addressing the horrors that
are happening in our cities instead of worrying
about politics in a state half a planet away. We
have more than enough problems in our coun-
ties, so let’s address those.

Poor Olomouc!



Fotografie instalace Sny o chudobé na ohradé pfi Muzeu
uméni Olomouc. Spole¢ny vystup ateliéru Chudina
Olomouc! a Blahoslaveni chudi (vedeny Janem MIéckou
a Vojtéchem Jemelkou).

Photographs of the installation Dreams of Poverty in

the enclosure at the Olomouc Museum of Art. A joint
performance of the studio Chudina Olomouc! and Blessed
are the Poor (led by Jan Mlécka and Vojtéch Jemelka).

Vernisaz instalace Sny o chudobé na ohradé pfi Muzeu
umeéni Olomouc. Spole¢ny vystup ateliéru Chudina
Olomouc! a Blahoslaveni chudi (vedeny Janem MIléckou
a Vojtéchem Jemelkou).

Opening of the installation Dreams of Poverty in the
enclosure at the Olomouc Museum of Art. A joint
performance of the studio Chudina Olomouc! and Blessed
are the Poor (led by Jan Mlécka and Vojtéch Jemelka).



Schéma chudi a bohati v Olomouci za socialismu

Schéma chudi a bohati
v Olomouci za socialismu

The scheme of the poor and the rich
in Olomouc under socialism

Zluta: ekonomicky bohati
rdzova: ekonomicky chudi

18

yellow: economically rich
pink: economically poor



Schéma chudi a bohati v Olomouci v souc¢asnosti

Schéma chudi a bohati The scheme of the poor and
v Olomouci v sou¢asnosti the rich in Olomouc at present

Zluta: ekonomicky bohati
rdzova: ekonomicky chudi

20

yellow: economically rich
pink: economically poor



Schéma chudi a bohati v Olomouci v budoucnosti

24
Zluta: zastavitelné plochy dle UP yellow: buildable areas according to UP
Z6ny chudoby prolnuté se zastavitelnymi Zones of poverty intertwined with buildable rizova: ekonomicky chudi pink: economically poor

plochami dle tzemniho planu areas according to the zoning plan modra: zény prolinani s brzkymi zménami blue: zones of intermingling with imminent changes



I lidé na ulici touzi po blizkosti. Even people on the street crave closeness.
Nocleharna v pracharné. A bed and breakfast in a powder room. Réano po pfespani studentl v terénu. The morning after the students spent the night in the field.

Zebrani v Obchodnim centru Hana. Begging in the Hana Shopping Centre. Tristni realita ubytoven v tovarni tvrti. The grim reality of the hostels in the factory district.



Skrumaz véci po odchodu A jumble of belongings after going
Ateliér cestou na prespani. Studio on the way to the sleepover. na zimu do nocleharny. to the hostel for the winter.

Napadeny pfibytek pofadkumilovného The invaded abode of the orderly Sdileny prostor komunity lidi bez A shared space for the homeless
péana, ktery byl vyhnan. gentleman who was driven out. domova v samém centru mésta. community in the heart of the city.



Implementation of the memorial

Realizace pamatnicku
zemfelé pani na ulici.

to the deceased lady on the street.



Vyhorely pfibytek, ktery si zpét bere pfiroda. A burnt-out dwelling that nature is taking back.

Opusténé misto v podzimnim havu. An abandoned place in autumn.




Prazsky ateliér A4 pod vedenim Romana The Prague studio A4 under the direction of Ro-

Brychty, Markéty Mragkové a Barbory Simo-
nové zkoumal okraje Olomouce, mista mezi
méstem a krajinou, pevnosti, polnosti, feky,
haly, cesty. Jaké hodnoty zanechala minu-
lost, jak je vnimame dnes a jak je predame
budoucnosti?

V pribéhu semestru jsme se zabyvali
c¢aste€¢né zachovalym, ale i zchatralym pev-
nostnim dédictvim mésta. Tématem byly
okraje Olomouce, fortové pevnosti a prachar-
ny, pamatkova ochrana i aktualni problémy
v Uzemi, krajina v SirSich souvislostech.

Vit Gregora a Barbora Kurkova se v pro-
jektu ,Nova Morava pod Olomouci* vénuji
budouci podobé feky Moravy jizné od Olo-
mouce, jejimu zpfistupnéni a napojeni na sou-
sedni vesnice, sit cyklostezek a turistickych
cest. Pocitaji s Moravou meandrujici a navr-
huji rozsifeni luznich lest doplnéné drobnymi
zasahy a objekty podporujici zivot podél feky.

Kristof Krebs pfipravil ,,Putovni¢ek, pru-
vodce po mistech na okraji mésta. Tam, kde
bychom uz nic nehledali, se skryvaji bozi
muka, posedy, solarni elektrarny, pomniky,
pamatniky. Kristofovym zamérem je probudit
nadSeni pro znovunalézani ztracené krajiny.

Eliska Bartova ve své video eseji ,Na okra-
ji“ pfinasi poeticky pohled na olomoucké
predmésti/periferie plné dalnic a zemédél-
ské vyroby a inspiruje nas k pfijeti skutec¢nos-
ti ve své jedinecné i drsné krase. Na chvili ji
chceme Vvéfit, Ze torzo krajiny JE krasné.

Experimentalni pamatkové péci a spe-
kulaci nad pamatkovou ochranou se vénuje
animace Barbory Hnykové s nazvem ,,Cihly*.
Aktualni stav fortového opevnéni mapuje Ja-
kub Slamka ve své praci ,,Po stopach ztrace-
nych fortd“ budoucnost vidi v propojeni fortt
cyklostezkou a propsani jiz neexistujicich
fortll do krajiny formou landartovych zasahu.

Konkrétnim mistiima stavbam v Olomou-
ci se vénuji Petr Cekal a Eduard Kusnir. Petr
si v projektu ,Zakdzané mésto“ vybira vice
zasahU spojenych s planovanou stavbou sil-
niéniho obchvatu na vychodé Olomouce. Re-
§i mista a momenty, které se zdaji byt mimo
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man Brychta, Markéta Mraékova and Barbora Si-
monova explored the edges of Olomouc, places
between the city and the landscape, forts, fields,
rivers, halls, roads. What values did the past
leave behind, how do we perceive them today
and how do we pass them on to the future?
During the semester we have been looking
at the partially preserved but also dilapidated
fortress heritage of the city. Topics included the
outskirts of Olomouc, fortresses and powder
houses, conservation and current problems in
the area, and the landscape in a wider context.
Vit Gregora and Barbora Kurkova’s project

“Nova Morava pod Olomouci” focuses on the

future shape of the Morava River south of Olo-
mouc, its accessibility and connection to neigh-
bouring villages, the network of cycle paths and
hiking trails. They envisage a meandering Mora-
va and propose the extension of floodplain for-
ests, supplemented by small interventions and
objects supporting life along the river.

Kristof Krebs has prepared “The Wander-
er”, a guide to places on the outskirts of the
city. Where we would not look for anything else,
there are god’s torments, posadas, solar power
plants, monuments, memorials. Kristof’s inten-
tion is to awaken enthusiasm for rediscovering
lost landscapes.

In her video essay “On the Edge”, Elis-
ka Bartovéd presents a poetic view of Olo-
mouc’s suburbs/peripheries full of highways
and agricultural production, inspiring us to em-
brace reality in its unique and harsh beauty.

Experimental conservation and speculation
over monument protection is the subject of an
animation by Barbara Hnykova entitled “Bricks”.
The current state of fort fortifications is mapped
by Jakub Slamka in his work “In the footsteps of
lost forts”, and he sees the future in connecting
forts by a cycle path and the inscription of no
longer existing forts into the landscape in the
form of land art interventions.

Petr Cekal and Eduard Ku$nir focus on
specific sites in Olomouc. Eduard is looking for
an alternative to the proposed development
on a lucrative plot of land near the First Peace

On the Edge / Between City and Landscape




rozliSovaci schopnost dopravniho inzenyrstvi,
ale pro mistni obyvatele maji rozhodujici vy-
znam. Eduard zkouméa méstskou divocinu,
ve svém projektu ,Nefedinska pevnost“ hle-
da alternativu k navrzenému developmnetu
na lukrativni parcele v blizkosti Prvni miro-
vé pracharny. Té vdechuje novy zivot Mariia
Khositashvili. VS§imla si absence Skoly v rozvi-
jejicim se izemi. Pamatka-nepamatka, které
jesté nedavno hrozil zanik, se stava jadrem
nového Skolniho areélu.
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Gunpowder Storage

in his project “Neredinsky fort”. He touch-
es upon the theme of urban wilderness. In his
project “Forbidden City”, Petr chooses multiple
interventions related to the planned construc-
tion of a bypass road in the east of Olomouc.
He tackles places and moments that seem to
be beyond the resolution of traffic engineering,
but are of crucial importance for local residents.

Na okraji / Mezi méstem a krajinou

PO STOPACH ZTRACENYCH FORTU
Jakub Slamka
video

Olomoucka taborova pevnost je svétovym
unikdtem a skrytym potencialem mésta Olo-
mouc. Jeji silu vnimam v komplexnosti to-
hoto systému a v hodnoté historické stopy,
kterou po sobé zanechala. Tato stopa se vSak
postupné ztraci a mizi jak z povédomi béz-
nych lidi, tak z povédomi téch, co tvofi mésto.
Mésto pevnosti ignoruje, odfezava dalnicemi,
nechava je zmizet v divokém porostu. Mista,
kde staly zemni pevnustky jsou bud' zora-
na a preduréena k zapomenuti, nebo jsou
protnuta dalnici, nebo zastavéna. V projektu
navrhuji cyklostezku, ktera propoji vSechny
Olomoucké pevnosti a tim pfipomene dllezi-
tost mist v kontextu celého systému. V druhé
fazi se snazim analyzovat ztracené pevnustky
a pfipomenout jejich pidorysnou stopu for-
mou pfirodni Gpravy, ktera toto misto uchrani
jak pred rozsifujicim se méstem, tak pred upl-
nym zapomnénim.

stopaz:

autor: Jakub Slamka

ilustrace, graficky design: Jakub Slamka
hraji, mluvi:

spoluprace:

kamera:

stfih, edice: Jakub Slamka

zvuk, pouzitd hudba: Finding the bomb -
The Dust Brothers
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IN THE FOOTSTEPS OF THE LOST FORTS
Jakub Slamka
video

The Olomouc Camp Fortress is a world unique
and hidden potential of the city of Olomouc. | see
its strength in the complexity of this system and
the value of the historical trace it has left behind.
However, this trace is gradually being lost and
disappearing from the consciousness of both
ordinary people and those who make up the
city. The city is ignoring the forts, cutting them
off with highways, letting them disappear into
the wild undergrowth. Places where earthworks
stood are either plowed under and destined
for oblivion, or are cut through by highways, or
built up. My project proposes a bike path that
will connect all of Olomouc's forts, reminding
us of the importance of the sites in the context
of the entire system. In the second phase, | am
trying to analyze the lost fortresses and to recall
their footprint in the form of natural landscaping,
which will preserve the site both from the ex-
panding city and from complete oblivion.

footage:

autor, koncept: Jakub Slamka

illustration, graphic design: Jakub Slamka
cast:

cooperation:

camera:

editing, cut: Jakub Slamka

sound, music: Finding the bomb -

The Dust Brothers

On the Edge / Between City and Landscape



Kdyz se podivame na geomorfologickou mapu
Olomouce, neni mozné si nevS§imnout stopu, kterou
zanechava prstenec pevnosti. Zafazuji se tak mezi
kopce, udoli a ostatni znaky této lokality, které vznikly
pfirodnim vlivem. Pevnosti tak jakoby s nadsazkou
naznacuji svou aspiraci na splynuti s timto pfirodnim
charakterem. Tuto tendenci je mozné vnimat i z lidské
perspektivy, kdy zarostlé pevnosti jakoby chranili
pfirodu pfed méstem a vytvareji ostrovy bezpeci pro
zvitata a ohroZené rostliny.

Analyza historickych snimkd nam muze odhalit,

Ze mista, kolem kterych jezdime autem, nebo

na kolech a nepovazovali jsme je nikdy za zajimavé,
nebo dulezité, byla kdysi peélivé a uvazlivé vybrana
k vybudovani strategické obranné pevnosti.

Na obrazku je vidét provizorni fort €.VIIl a aktualni
podoba mista z roku 2023.

Satelitni snimek zemni pevnstky v obci Kfelov,

po navrzené Upravé. Obvod pevnosti je vysazen
ovocnymi stromy, které rodi jak pro obyvatele obce,
tak pro kolemjdouci a zvifata. Hlavni plocha je vracena
do stavu louky, ¢im vznika “bezpeény ostrov” pro
zvitata a lidi mezi rozlehlymi poli a méstem. PevnUstka
se tak opravdu stava soucasti pfirody a jeji vzpominka
pfitom zUstava zachovana.

Looking at the geomorphological map of Olomouc,

it is impossible not to notice the trace left by the ring

of forts. They are thus included among the hills, valleys
and other features of this locality that have been
created by natural influences. The forts thus seem to
suggest, as if in exaggeration, their aspiration to blend
in with this natural character. This tendency can also be
seen from a human perspective, where the overgrown
forts seem to protect nature from the city and create
islands of safety for animals and endangered plants.

An analysis of historical images can reveal that
places we drive or cycle past and never thought of
as interesting or important were once carefully and
judiciously chosen to build a strategic defensive
fortress. The picture shows the temporary Fort VIII
and the actual site as it appeared in 2023.

Satellite image of the earthen sanctuary in the village
of Krelov, after the proposed modification. The
perimeter of the fort is planted with fruit trees, which
bear fruit for the inhabitants of the village, as well as
for passers-by and animals. The main area is returned
to meadow status, creating a ,,safe island“ for animals
and people between the vast fields and the town.

In this way, the fortress truly becomes part of nature
while its memory is preserved.




PUTOVNICEK
Kristof Krebs
Kniha / Book

Putovniek je mala kniha zamyslena jako maly
cestovni denik, ktery si hodite do ledvinky, ba-
tohu, nebo kapsy a vyberete se spolu na pro-
zkoumavani kras okoli Olomouce.

Tento Putovni¢ek je prvnim vydanim
z Sesti, kazdé vydani bude prochazet jinou
¢ast Olomoucké periferie a prozkoumavat ji-
na zakouti. Néjaka si budou podobna napfi¢
v§emi oblastmi, a néjaka mista budou velmi
specificka pro oblast, ve které je najdeme.

Jak putovnicek pouzivame?

Putovni¢ek nefunguje jako klasicky pravod-
ce ve stylu Lonely Planet, ktery nam prozradi,
kde se jaka véc nachazi a jak se k ni presné
dostaneme. Naopak, systém putovnicku je
zalozeny na hre.

Jednotlivd mista mame zakreslena
na sektorové mapé velmi schematickym zpu-
sobem. Nevime, ktera mista jsou ktera, a kde
presné se nachazeji.

Nasledné pak najdeme medailonky pro
jednotlivd mista. Zde jedinou vizualni po-
muckou, zdali jsme na spravném misté, je
rozlusténi velmi primitivni skicy, ktera je ale
nakreslena pouze z jednoho Uhlu pohledu
avjednom ro¢nim obdobi. TakZze misto na ski-
ce muze vypadat jinak v zimé& nez v lété, kdy
byla zachycena. Mozné je i to, Ze si ani neu-
védomime, Ze jsme na tom spravném miste.

Z kazdého mista nas pak k dalSim nave-
dou pouze jednoduché pisemné instrukce
ve formé ,jit tisic krok( na sever®.

Zamérem této formy je, aby lidé vysli ze
svych domovu a objevili krasu v prochazeni
svého nejblizsiho okoli a znovuobjevovani
v8ech véci, které se v ném nachazi. Cilem
neni objevit mista vyty€ena v Putovnicku, ale
v pribéhu hledani t&chto mist objevit i sva je-
dine€na zakouti, ktera nikdo jiny nezna.
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Wandering diary
Kristof Krebs
Kniha / Book

Wanderer is a small book intended as a small
travel diary that you can throw in your kidney,
backpack or pocket and go exploring the beauty
of the Olomouc area together.

This Wanderer is the first edition of six, each
edition will explore a different part of Olomouc's
periphery and explore different corners. Some
will be similar across the board, and some plac-
es will be very specific to the area in which they
are found.

How do we use the wanderer?

The Wanderer doesn‘t work like a classic Lone-
ly Planet-style guidebook that tells us exactly
where a thing is and how to get to it. Instead, the
wanderer system is based on a game.

We have individual places plotted on a sec-
tor map in a very schematic way. We don‘t know
which places are which, and where exactly they
are.

Then we find the medallions for each place.
Here, the only visual clue as to whether we are
in the right place is deciphering a very primi-
tive sketch, but it is only drawn from one point
of view and in one season. So the place in the
sketch may look different in winter than in sum-
mer when it was captured. It is also possible that
we may not even realise that we are in the right
place.

From each location, we are then guided to
the next only by simple written instructions in
the form of ,,go a thousand paces north“.

The intention of this form is for people to
come out of their homes and discover the beau-
ty in exploring their immediate surroundings
and rediscovering all the things that are there.
The goal is not to discover the places set out
in the Wanderer, but in the process of finding
these places, to discover their own unique cor-
ners that no one else knows.

Na okraji / Mezi méstem a krajinou

Mapa Olomouce a okoli

Skica sochy svatéhoa
Vyhlidkové misto

a
b
c

Map of Olomouc and its surroundings
Sketch of the statue of the saint
Sightseeing place



NOVA MORAVA POD OLOMOUCI
Vit Gregora a Barbora Kurkova
video

V ramci zimniho semestru jsme se vénovali
Upravam feky Moravy a krajiny v jejim blizkém
okoli. Cilem prace bylo dat prostor pfiroze-
nym fluvidlnim procestim a vytvoreni pfirodé
i Clovéku privétivéjsiho prostoru pro budouci
rozvoj. Sou¢asné jsme se snazili o vétsi zata-
zeni pfirody do mésta a napojeni vesnic na
jihu k Fece, ktera je pro né tak blizka. Desetiki-
lometrovy usek na jihu Olomouce se tak stal
hodnotnym mokradnim biotopem dostupnym
rozmanité skupiné zivocicht i lidem ze Siro-
kého okoli.

stopaz: 5:36

autor: Vit Gregora, Barbora Kurkova
ilustrace, graficky design: Vit Gregora,
Barbora Kurkova

hraji, mluvi: Anna Theimerova, lvo Theimer
kamera: Vit Gregora

stfih, editace: Vit Gregora a Barbora Kurkova
zvuk, pouzitd hudba: Olexy - Mountain road

V ramci nasi prace upravujeme stavajici vodni toky,
nové intervence. Pfikladem muze byt vytvofeni nového
Ficniho ramene u dnesniho kojeneckého Ustavu nebo
napojeni slepého ramene na okraji Olomouce zpét

k hlavnimu toku. Nové lesy a louky dotvafi luzni krajinu
cesty nové a upravujeme cesty stavajici, které
zpristupniuji fiéni krajinu lidem.

NEW MORAVA UNDER OLOMOUC
Vit Gregora a Barbora Kurkova
video

During the winter semester we focused on the
Morava River and the landscape in its vicinity.
The aim of the work was to give space to natural
fluvial processes and to create a more nature
and human friendly space for future develop-
ment. At the same time we tried to make nature
more involved in the city and to connect the vill-
ages in the south to the river, which is so close
to them. A ten-kilometre stretch in the south of
Olomouc has thus become a valuable wetland
habitat accessible to a diverse group of animals
and people from the wider area.

footage: 5:36

koncept: Vit Gregora, Barbora Kurkova
illustration, graphic design: Vit Gregora,
Barbora Kurkova

cast: Anna Theimerova, Ivo Theimer
camera: Vit Gregora

editing, cut: Vit Gregora a Barbora Kurkova
sound, music: Olexy - Mountain road

Our work involves modifying existing watercourses, referring
to their former form and creating new interventions.
Examples include the creation of a new watercourse at the
current nursing home or the connection of a dead-end river
on the outskirts of Olomouc back to the main stream. New
forests and meadows complete the floodplain landscape
and extend the safe zone of the river. We are adding new
paths and modifying existing paths to make the riverscape
more accessible to people.




kolaz feSené oblasti u vesnice Charvaty collage of the area near the village of Charvaty

kolaz z nadhledu feSené oblasti u vesnice collage from the perspective of the area near
Charvaty the village of Charvaty




Obrazoschopnost architektury je enorm-
ni a ma presto své limity. Tradi¢ni integraci
uméni a femeslnosti do architektury obohati
nové experimenty. Hleda se integrace uméni
od Uplné prvnich krokd navrhovani, prvnich
skic a kolazi. Projekty jsou vysledkem spo-
luprace mezi studenty Skoly architektury
Miroslava Sika a umélci AVU Praha v zimnim
semestru 2023/24.

Zadani pro vytvarniky a architekty je
zpfesnéno trojici pojma monument - docu-
ment - mockument. Pohybuji se na rozhrani
mezi pfechranénym centrem a nechranénym
okrajem. Ochranné pasmo rezervace neni za-
rukou zdravé tkané mésta. Vagni, nevyuzity
a nenaplnény terén nachézeji studenti pod
vedenim Miroslava Sika pfimo pod svicnem.
Experimentem se stava fizena integrace umeé-
ni do architektury. Vznika od pocatku v pfimé
kooperaci umélce a vytvarnika.

Skola sama chape architekturu trogku
jinak. Vizi neni ani ikonicka, ani minimalis-
ticka forma. Nové splyne se starym okolim,
konvenéni a vzité prvky tvaruji staronové la-
déni. Projekt reaguje na misto navrhu, na je-
ho barvy, styly a sochafinu. Zvolena tfi mista
Olomouce lezi na hranici mezi historickym
jadrem a expanazi liberalniho pokroku a his-
torismu 19.stoleti. Nejsou jednolita, jejich ur-
banni kontext ma vice architektonickych stop,
noblesnich a trivialnich, i rlizné stupné zasta-
ralosti. Kazdému mistu je pfifazen specificky
program méstskych sluzeb s troSku nezvyk-
lym charakterem.

Prvni misto je vozovna tramvaji v Kozelus-
ské ulici, ktera ma nezvyklou geometrii a dva
kontexty. Na svahu stoji velké reprezentativni
palazzi, Muzeum uméni Olomouc a $épkova
pfistavba. Pod svahem jsou nizké obytné blo-
ky, zbytky hradeb a zdrzenliva pfedvale¢na
architektura. Nad vozovnou vznikne centrum

»Exhibition & Fun®, misto umélecké, designer-
ské a femeslné kreativity, misto produkce, in-
formace, expozice, komerce i Skoleni.

Druhym mistem je vefejny aredl Flora
ve Smetanovych sadech a jeho technic-
ké zazemi. Novy krajinarsky projekt by mél
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The imaginative power of architecture is enor-
mous and yet has its limits. The traditional
integration of art and craftsmanship into archi-
tecture will be enriched by new experiments.
The integration of art is sought from the very
first steps of design, the first sketches and coll-
ages. The projects are the result of a collaborati-
on between students of the Miroslav Sik School
of Architecture and artists from AVU Prague in
the winter semester 2023/24.

The assignment for artists and architects
is refined by the trio of the terms monument-
document-mockument. They move at the in-
terface between the overprotected centre and
the unprotected edge. A preservation zone is
no guarantee of a healthy urban fabric. Vague,
unused and unfilled terrain is found by students
under the guidance of Miroslav Sik right under
the sanctuary. The experiment becomes a con-
trolled integration of art into architecture. It is
created from the beginning in direct cooperati-
on between artist and designer.

The School itself already understands ar-
chitecture a little differently. The vision is ne-
ither an iconic nor a minimalist form. The new
merges with the old surroundings, conventional
and familiar elements shape the old tuning. The
project responds to the site of the design, to its
colours, styles and sculpture. The three sites
chosen for Olomouc lie on the border between
the historic core and the 19th century expansi-
on of liberal progress and historicism. They are
not homogeneous, their urban context has mul-
tiple architectural traces, both refined and tri-
vial, and varying degrees of obsolescence. Each
place is assigned a specific program of urban
services with a somewhat unusual character.

The first site is the tram depot in KozelusSska
Street, which has an unusual geometry and two
contexts. On the slope there is a large represen-
tative palazzi, the Olomouc Museum of Art and
Sépka’s extension. Below the slope are low resi-
dential blocks, remnants of walls and restrained
pre-war architecture. Above the carriage house
will be the “Exhibition & Fun” centre, a place of
artistic, design and craft creativity, a place of
production, information, exhibition, commerce

Olomouc as Arts and Architecture




vychazet z historickych stop parku, které se
daji na misté vystopovat. Vystavisté se trans-
formuje do ,Arts & Crafts“ a slouzi odborné
i SirSi verejnosti celoro¢né a kazdodenné i mi-
mo festivaly, vystavy a zavody.

Soukromy pozemek Domovina jako tre-
ti misto se tdhne podél ramene Mlynského
potoka a ulice Domovina. Skrz husté stromy
na brezich potoka je vidét nakupni Galerii
Santovka. Na pozemku uz stoji silna sochafi-
na, vysokeé silo s vilou na stfeSe a pétipatrovy
obytny diim na Polské ulici. Jako nahrada in-
dustrialnich fragment( se projektuje centrum

,Health & Wellness*, ve kterém se spoji doktor-
sky dim s posilovnou.
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and training.

The second site is the Flora public area in
Smetana Sady and its technical facilities. The
new landscape project should be based on the
historical traces of the park that can be traced
on the site. The fairgrounds are being transfor-
med into an “Arts & Crafts” and serve the pro-
fessional and wider public all year round and
on a daily basis outside of festivals, exhibitions
and competitions.

The privately owned Homeland as the third
site stretches along the Mill Creek arm and Ho-
meland Street. The Shantovka Shopping Galle-
ry can be seen through the dense trees on the
banks of the creek. The site already has a strong
sculpture, a tall silo with a villa on the roof, and
a five-story apartment building on Polska Street.
A“Health & Wellness” centre is being designed
to replace the industrial fragments, combining
a doctor’s house with a gym.

Olomouc jako arts and architecture

VEJDI, PROJDI,ANEBO SE POSAD
Architektonické reseni: Viktorie Majeborova
Umélecka intervence: Aneta Ptackova

Koupim krélika, pohladim pava. Ohfeju se
u ohné s kafem... Pak vybéhnu na hradbu
a obklopena kortenem pokracuji parkem me-
zi korunami stroma.

Kolaz starého a nového. Ani uvnitf a ven-
ku. Polo uzavfeny, polo otevieny areél. Pro-
storova hra hmot, ktera nabizi navstévnikovi
kompromis mezi kompaktnimi budovami pa-
vilona a divo¢inou pfilehlého parku.

Navrhuiji viceucelovy areal, dal§i mozné
ohnisko parku Flora, které slouzi pro organi-
zaci kulturnich akci, trha, nabizi najemni pro-
stor pro malé vyrobce ¢i studia. Pfedevsim je
to ale verejné prostranstvi. kde muze Siroka
vefejnost libovolné travit svij Cas.

Monochromatické cihelné prostredi vy-
tvari univerzalni kulisy pro pohyb i setrvani na-
v§tévnikd parku. Komponuji k sobé pomérné
lapidarni tvary. do arealu umistuji velké aty-
pické prvky na sezeni. Kde jsou schody. tam si
¢lovék automaticky sedne. Kde je oher5, tam
se ohfeje. Do masy cihelné hradby umistuji
vyklenky, které opét slouzi jako misto pro po-
sezeni, ale predevsim maji nabidnout prodej-
ni kapacitu pro trhovce.

Pracovat s cihlou jsem se rozhodla hned
z nékolika dlivodu. Cihla je material méstu
dobfe znamy, proto mi cihelny areal v kon-
textu Olomouce dava smysl. Jelikoz jsem se
rozhodla zbourat €ast stavajicich budov. navr-
huji re-use plivod-nich cihel a dalsich prvku.
V neposledni fadé se feSené Gzemi nachazi
na hranici historického mésta. tedy v blizkosti
mista, kudy dfive prochazely hradby. Bavi mé
myslenka. navratit cihelnou masu opét na své
puvodni misto, av§ak s naprosto odliSnym
ucelem.

Urbanismus

Definuji feSené uzemi tak, aby pro mne
bylo uchopitelné. ale také z majetkoprav-
nich parcelnich divodu. Urbanisticky se
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Walk in, walk in, or sit down
Architectural design: Viktorie Majeborova
Artistic intervention: Aneta Ptackova

Buy a rabbit, pet a peacock. Warm myself by the
fire with coffee... Then | run up the wall and, sur-
rounded by corten, | continue through the park
among the treetops.

A collage of old and new. Neither inside
nor outside. Half enclosed, half open grounds.
A spatial play of masses that offers the visitor
a compromise between the compact buildings
of the pavilions and the wilderness of the adja-
cent park.

| propose a multi-purpose complex, anoth-
er possible focal point of Flora Park, used for the
organization of cultural events, markets, offer-
ing rental space for small producers or studios.
Above all, it is a public space where the public
can spend their time freely.

The monochromatic brick environment cre-
ates a versatile backdrop for visitors to move
and stay in the park. | compose relatively lap-
idary shapes together. | place large, atypical
elements in the area for seating. Where there
are stairs, one sits down automatically. Where
there's an oher5, you warm up. | place niches in
the mass of the brick wall, which again serve as
a place to sit, but above all are intended to offer
sales capacity for the market.

| chose to work with brick for several rea-
sons. Brick is a material well known to the city,
so the brick area makes sense to me in the con-
text of Olomouc. Since | decided to demolish
some of the existing buildings, | propose to
re-use the original bricks and other elements.
Finally, the project area is located on the bor-
der of the historic city. | mean, close to where
the walls used to be. | like the idea. to return the
brick mass to its original location again, but with
a completely different purpose.

Urbanism

| define the area under consideration in a way
that is graspable for me. but also for land-use
reasons. Urbanistically, | try to be transparent
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snazim v feSeném Uzemi chovat transpa-
rentné. Nelogicky umisténé objekty bouram.
Mezi zachovanou zastavbu se pfipojuji novou
prostorovou kompozici, ktera je i pres polou-
zavieny amfiteatr volné prichozi a vzdusna.
Kolem stavajiciho pavilonu B nechavam vol-
ny prichod. ktery se napojuje na kolmou ulici
Ustici z prilehlé obytné zastavby, Cely areél je
volné prichozi. Vytvafim prihledy a priicho-
dy ven, aby se navstévnik neztratil v cihelném
obklopeni.

Stavajici dim uprostied Gzemi s nevsed-
nim vyrazem nakonec nechavam netknuty.
Vnimam ale jeho potencial a kvalitu, a tak se
mu snazim navrzenym arealem dat distojné&j-
Si pozici v kontextu Gzemi.

Lavka

V sou¢asném stavu prochazi parkem Flora
lavka. Jeji kvalita spociva v umoznéni cesty
korunami strom. a také propojuje pavilon
A s parkem. Bohuzel ale vnimam, Zze nema
jasny cil. Navrhem se napojuji na slepé ra-
meno lavky stavajici a proplétam ji korunami
stromU az do srdce nového cihelného arealu.
Snazim se tim podpofit jeji souc¢asné nenapl-
nény potencidl. zpfistupnit Iépe Gzemi i ve vy-
soké urovni, a také dat lavce novy dustojny
nastupni bod.

Integrace uméni

Koupim krélika. pozdravim pava. Ohfeju se
u ohné s kafem... Pak projdu tunelovou gale-
rii a pokracuji parkem Hora. Vedou mé kmeny
stromu, které obcas vystfidaji masivni balvany.
Obc¢as maiji svou panenskou podobu, ob&as
se proméni v abstraktni sochu.

Socha jako sloup. Sloup jako socha.

Kdyz prochazite parkem Flora, ob&as vas
uprostied stromU pfekvapi néjaka socha.
Chtély jsme tento motiv podpofit a do parku
umistit dalSi sou¢asné uméni. Jelikoz do Uze-
mi navrhujeme lavku. nabizi se FeSeni umistit
sochy pfimo pod ni. Dat plastikam dvoji funkci.
a to nejen estetickou. ale také nosnou. Chce-
me se tim vyhnout nevyuzitého mista pod
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in the area under consideration. | demolish il-
logically placed buildings. | join the preserved
buildings with a new spatial composition that is
free-flowing and airy despite the semi-enclosed
amphitheatre. Around the existing Pavilion B
| leave a free passage. which connects to the
perpendicular street coming from the adjacent
residential development, The whole area is free
passage. I'm creating vistas and passageways
to the outside so that the visitor doesn‘t get lost
in the brick surroundings.

The existing house in the middle of the area
with its unusual expression is left intact in the
end. However, | see its potential and quality, so
| am trying to give it a more dignified position
in the context of the area with the proposed site.

Footbridge

In its current state, a footbridge passes through
Flora Park. Its quality lies in allowing a path
through the treetops. It also connects Pavilion
A to the park. Unfortunately, | perceive that it
does not have a clear goal. The design connects
to the blind arm of the existing footbridge and
weaves it through the treetops into the heart of
the new brick area. In doing so, | am trying to
support its simultaneously unfulfilled potential,
to make the area more accessible even at high
level, and to give the footbridge a new dignified
entry point.

Integration of art

Buy a rabbit. I'll say hello to the peacock. I‘ll
warm myself by the fire with coffee... Then Il
walk through the tunnel gallery and continue
through the Hora Park. | am guided by tree
trunks that are occasionally replaced by mas-
sive boulders. Sometimes they have their pris-
tine form, sometimes they turn into an abstract
sculpture.

A statue like a column. Column as statue.

When you walk through Flora Park, sometimes
you are surprised by a statue in the middle
of the trees. We wanted to support this motif
and put more art in the park at the same time.
Since we are proposing a footbridge to the
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lavkou, ale naopak do uzemi vnést prvky vy-
jime&ného charakteru. které vnasi atmosféru
do Uzemi parku a vytvafri tak galerii bez po-
¢atku a konce.

Konstrukce

Monochromaticky areal koldzuje staré a nové.
Ve vétsiné pripadu se jedna o kombinaci re-u-
se cihel s novou konstrukci.

Amfiteatr je feSen jako kombinace nos-
nych betonovych podpérnych zdi, na které
jsou kladeny prefabrikované schodnicové
prvky oblozené cihelnou dlazbou. Obdobné
je tomu u zbylych cihelnych ,hradeb*, zde
jsou v8ak nosné zdi zdéné. Hradebni zdi jsou
od konstrukce amfiteatru dilatacné oddéleny.
Kortenové zabradli je pfipevnéno chemicky-
mi kotvami do betonové stropni desky. Me-
zi cihelnou dlazbou jsou schované kotvici
plechy kortenu, ale také lob pro odvod vody
z lavky.

Nastupni schodisté na hradbu a lavku je
dilatacné oddéleny samostatny prvek z pre-
fabrikovaného betonu. V ¢asti amfiteatru je
konstrukce navrzena bez hydroizolace, za-
zemi letni scény v hradbach je pak izolova-
no proti srazkam penetrovanymi asfaltovymi
pasy kladenymi na stropni betonovou desku
pod cihelnou dlazbou.

Linearni budova podél ulice Zarnonhofo-
va jo zachovanym rekonstruovanym objektem
ze stavajici stavby v feSeném Gzemi. Ponecha-
vam jeji zdéné ¢asti a ocelové prihrady. Zbyla
mista vyzdivam re-use cihlami. Pfihrady jsou
téz zazdény, ¢imz od sebe oddéluji jednotlivé
najemni prostory.

Pro osvétleni v parku jsou pouzity repa-
sované lampy z plvodniho areélu, dale pak
liniové svétlo ulozené v drazce kortenového
zabradli na hradbéach a lavce.

RE_USE

Kolaz starého a nového. Z puvodni zastavby
zachovavam industrialni budovu, jejichz hmo-
ta je orientovana podél ulice Zarnenhofova.
Zbylé objekty v FeSeném Gzemi bouram, av§ak
za predpokladu re-use cihel.
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area. the solution is to place the sculptures
directly underneath it. To give the sculptures
a double function, not only aesthetic. but also,
a load-bearing function. We want to avoid the
unused space under the footbridge. but on the
contrary. to bring elements of an exceptional
character into the area. which bring atmosphere
into the park area and thus create a gallery with-
out beginning or end.

Design

The monochromatic area collages old and new.
In most cases it is a combination of re-used
bricks with new construction.

The amphitheatre is designed as a combi-
nation of load-bearing concrete retaining walls,
on which prefabricated staircase elements clad
in brick are laid. This is like the other brick ‘walls’,
but here the load-bearing walls are brick. The
castle walls are separated from the amphithe-
atre structure by expansion joints. The corten
railings are fixed with chemical anchors to the
concrete ceiling slab. Between the brick paving
are hidden the anchor plates of the corten, but
also the lob for the drainage of the footbridge.

The staircase to the wall and footbridge is
a separate element made of precast concrete.
In the amphitheatre section, the structure is
designed without waterproofing, while the
background of the summer stage in the walls
is insulated against precipitation by penetrated
asphalt strips laid on the concrete slab under
the brick paving.

The linear building along Zarnonhof Street is
a preserved reconstruction of an existing build-
ing in the area. Its brick parts and steel trusses
are retained. | am re-bricking the remaining are-
as.The trusses are also bricked up, thus separat-
ing the individual spaces from each other.

For lighting in the park, reclaimed lamps
from the original site are used, as well as linear
light stored in the groove of the corten railings
on the walls and footbridge.

RE_USE

A collage of old and new. From the original de-
velopment | retain the industrial building, the
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Ze vSech zachovanych i bouranych ob-
jektl zachovavam pavodni lampy, které shle-
davam vizualné velmi zabavné a uchovavaji
ve své podobé puvodni atmosféru arealu.

Béhem analyzy mista jsem v feSeném
uzemi nasla mnoho dalSiho materialu, jako
jsou napfiklad masivni kamenné kostky. Ty
v navrhu vyuzivam jako ,stolky* ve vyklencich.

V posledni fadé pocitam s re-use dlazeb.
Bohuzel se v feS§eném Uzemi nachazi prevaz-
né asfaltovy povrch, avSak opét se na pozem-
ku nachazi velka nevyuzita zasoba dlazebnich
kostek.

Jelikoz nezndme podrobné informace
o stavajici zastavbé, Ize jen polemizovat nad
pfesnym mnozstvim re-use cihel. V pfipadé
nedostatku materialu pocitdm s dokoupenim
novych cihel z druha ruky, kterych Ize na inter-
netu dohledat mnoho.
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mass of which is oriented under Zarnenhof
Street. | demolish the remaining buildings in the
area under consideration, but assuming the re-
use of bricks.

Of all the preserved and demolished build-
ings, | retain the original lamps, which | find vis-
ually very entertaining and preserve the original
atmosphere of the area in their form.

During the site analysis | found a lot of other
material in the area under consideration, such
as massive stone blocks. | use these in the de-
sign as ,tables’in the niches.

In the last row | count with the re-use of
paving. Unfortunately, the solution area is pre-
dominantly tarmac surface, but again there is
a large unused supply of paving stones on the
site.

As we do not know the details of the exist-
ing development, one can only speculate over
the exact amount of re-use bricks. In the event
of a shortage of material, | envisage buying
new bricks second hand, of which many can be
traced on the internet.

Olomouc jako arts and architecture
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HEALTH&FITNESS DOMOVINA OLOMOUC
Architektonické reSeni: Barbora Vyborova
Umélecka intervence: Ondrej Pliva

Na rozhrani historického jadra Olomouce a vi-
lové ¢tvrti se ty¢i dominanta sila, které pro-
zrazuje néco z industrialni historie mista, kdy
zde staval mlyn a v okoli tovarny. Na vertikalu
navrh reaguje podlouhlym domem podél uli-
ce, ktery doplnuje socharsky silny slepenec
na narozi. V protivaze k hmotnému silu dava
dum na odiv subtilitu svého skeletu. Uli¢ni fa-
sada dvoupodlazniho domku je zachovéana
jako torzo, nové se tak prekryva se starym. Da-
le se konstrukce propléta s pfirodou, pfitom-
nou kromé okoli také ve dvorku a vnitfnich
atriich. S tou se atraktivné doplniuji cervené
tény navrhu. Ortogonalita fasady je zjemné-
na integrovanym uménim Ondreje Plivy, které
je jako pavucinka pnouci se po ocelové kon-
strukci balkonk(. Budova ma jeden spolecny
vstup s recepci, dale se vnitfni usporadani
rozdéluje do dvou funkci - fitness a lIékaf-
ského centra, které disponuji kazdé vlastnim
schodistém. Jak fitness, tak Iékafské centrum
maiji ke schodisti pfilehly pfevySeny prostor,
kolem kterého se dale soustfeduji jednotlivé
mistnosti.

Historie a stavajici stav

Parcela se nachazi v té€sné blizkosti historické-
ho centra Olomouce, plsobi vsak dojmem pe-
riferie. Dfive zde staval mlyn a na néj napojeny
pramysl. Z této industrialni minulosti dnes z-
stalo silo jako vyrazna pohledova dominanta
a nahon mlynského potoka, ktery v§ak v sou-
¢asné dobé neni nijak vyuzivan. Bfehy potoka
jsou skrytym mistem s velkym potencialem
k rozvinuti pfirodniho a rekreaéniho charak-
teru. K silu pfiléhaji objemy byvalé €istirny,
¢inzovniho domu, dvoupodlazni budovy a pfi-
zemniho autoservisu. Na druhé strané brehu,
kde dfive stavaly tovarny, vyrostlo v posled-
nich letech nakupni centrum Santovka. Ta sice
zabira plochu podobné vétsi nez bézny blok
v okoli, mésto vSak dobre obsluhuje. Misto ma
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HEALTH&FITNESS DOMOVINA OLOMOUC
Architectural design: Barbora Vyborova
Artistic interventions: Ondrej Pliva

On the border between the historical centre
of Olomouc and the residential area, there is
a dominant silo that reveals something of the
industrial history of the place, when there was
a mill and factories in the vicinity. The design re-
sponds to the vertical with an elongated house
along the street, complemented by a sculptural-
ly strong adobe on the corner. In contrast to the
material silo, the house exposes the subtlety of
its skeleton. The street fagade of the two-storey
house is retained as a torso, the new overlap-
ping the old. Furthermore, the structure is in-
tertwined with nature, present not only in the
surroundings but also in the courtyard and the
interior atriums. The red tones of the design
complement this attractively. The orthogonal-
ity of the facade is softened by the integrated
art of Ondfej Pliva, which is like a spider’s web
trailing over the steel structure of the balconies.
The building has one common entrance with
a reception, and the internal layout is further
divided into two functions - a fithess and medi-
cal centre, each with its own staircase. Both the
fitness and medical centres have an elevated
area adjacent to the staircase, around which the
individual rooms are further concentrated.

History and current state

The site is near the historic centre of Olomouc
but gives the impression of being on the periph-
ery. Previously there was a mill here and industry
was connected to it. Today, the silo remains as
a prominent landmark from this industrial past,
as well as the mill stream embankment, which
is currently not used in any way. The banks of
the brook are a hidden place with great poten-
tial for developing its natural and recreational
character. Adjacent to the silo are the volumes
of a former dry cleaners, an apartment building,
a two-storey building and a ground floor garage.
On the other side of the bank, where factories
used to stand, the shopping centre Santovka
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také dobré napojeni na méstskou hromadnou
dopravu, samotna ulice Domovina vSak do-
pravou neni zatizena a jeji vétsi ¢ast je vedena
jako jednosmeérna.

Urbanismus a krajinarské reseni

K silné pohledové dominanté sila na narozi
se dim pfipojuje v protazeni jiznim smérem
podél ulice Domovina, dopliiuje kompozi-
ci srostlice objektl a vytvafi tak hranu ulice.
Ulice je ve zklidnéném rezimu, dlazba silni-
ce a chodniku je srovnana do jedné arovné
a rozliSena pouze druhem dlazby, je navrzen
pruh a mobilaf pro cyklodopravu. Parkovani
pro zaméstnance je zajisténo v podzemnich
garazich, v ulici je nékolik mist K+R. Skrze
verejné prostupny dvorek nachazejici se
za torzem staré zdi je vstup do objektu a také
prichod k Mlynskému potoku, jehoz zuréeni
je mozné zaslechnout i na ulici. Koryto potoka
je rozvolnéné a vznika tak pfijemné rekreacni
misto u vody pfimo v centru mésta, stejné ja-
ko pfirodné kvalitni prostiedi pro riiznoroda
vodni spole€enstva. Podél vody je také navr-
Zena pési stezka, ktera vede od Bezruc¢ovych
sadu aZ po usti nahonu zpét do Mlynského
potoka, a propojuje jiz existujici useky. Sta-
vajici stromy jsou v maximalni mozné mire
zachovany a doplnény novymi.

Konstrukce

Z hlediska nosné konstrukce se jedna o téz-
ky drevény skelet z lepeného dreva, usazeny
na jednom podzemnim podlazi provedeném
ze zelezobetonu v technologii bilé vany. Pou-
Zit je zadkladni modul o rozméru 3,4 m. Stropni
konstrukce je feSena pomoci panel( lignatur
tloustky 200 mm z dfevénych desek a s duti-
nami integrujicimi instalaéni rozvody, vrstvy
zlepSujici protipozarni odolnost, zvukovou
neprlizvuénost, v pfipadé stfechy i tepelnou
izolaci. Motivaci k pouziti dfeva jako hlavniho
konstrukéniho materialu byla udrzitelnost ce-
Iého navrhu. Fasada je provedena jako obvo-
dovy plast, v némuz je navic pfisazena lehka
ocelova konstrukce balkénka.
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has grown up in recent years. Although this oc-
cupies an area similarly larger than the normal
block in the area, it serves the town well. The
site is also well connected to public transport,
but Domovina Street itself is not congested with
traffic and most of it is one-way.

Urban design and landscaping

The house joins the strong visual dominance of
the silo on the corner in extending southwards
along Domovina Street, complementing the
composition of the building envelope and creat-
ing a street edge. The street is in a calmed mode,
the pavement of the road and the sidewalk are
aligned to one level and differentiated only by
the type of pavement, a lane and mobile for bi-
cycle traffic is proposed. Parking for employees
is provided in underground garages, and there
are several K+R spaces in the street. Through
the publicly accessible courtyard located be-
hind the torso of the old wall, there is an en-
trance to the building and also a passage to the
Mlynsky Brook, whose gurgling can be heard on
the street. The creek bed is loosened, creating
a pleasant recreational spot by the water right in
the centre of the town, as well as a natural quali-
ty environment for diverse aquatic communities.
A pedestrian trail is proposed along the water
that run from Bezru¢ Orchards to the mouth of
the reservoir back to Mill Creek, connecting ex-
isting sections. Existing trees are retained as far
as possible and supplemented with new ones.

Construction

In terms of the supporting structure, it is a heavy
timber frame of glulam, set on one underground
storey made of reinforced concrete in white tub
technology. A basic module of 3.4m is used. The
ceiling structure is designed with 200 mm thick
lignatura panels made of wooden boards and
with cavities integrating installation ducts, lay-
ers improving fire resistance, soundproofing
and, in the case of the roof, thermal insulation.
The motivation for using wood as the main con-
struction material was the sustainability of the
whole design. The facade is designed as an en-
velope, with the addition of a lightweight steel
structure for the balconies.
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Vozovna arts & crafts
Architektonické feseni: Michal Safranek
Umélecka intervence: Lukas Prochazka

Sprievodna sprava

Navrh sa zaobera moznostou transformécie
pozemku DPMO situovaného za severnou
hranicou historického centra mesta Olo-
mouc. Zadanie pocita so zachovanim funk-
cie vozovne elektri€iek v prizemi, nad ktorou
ma vzniknut arts & crafts centrum. Sa to dva
domy v jednom! Hlavnym aspektom zada-
nia je priechodnost, bezbariérové napojenie
na existujlcu situaciu a prepojenie arealu
s mestskou Struktarou bez toho, aby bola na-
rusena jej historicka hodnota.

Situacia

Zmienovana parcela dnes sluzi ako odstavné
kolajisko DPMO.V suc¢asnosti sa jedna o oplo-
tenu odstavnu plochu bez zastreSenia s ka-
pacitou 15 vozov. V tesnej blizkosti zadanej
parcely sa nachadza Mdzeum umeni mesta
Olomouc, nova budova SEFO a fragmenty Fer-
dinandskych hradieb. Elektricky sa z kapacit-
nych dévodov dostali na parcelu v 70. rokoch
20. storocia. V minulosti sa v§ak na tomto po-
zemku nachadzal blok kozeluzskych domoyv,
pre ktoré boli typické tmavé vysoké krovy,
ktoré slazili na suSenie usne. Domy remesel-
nikov sa v tej dobe nachadzali na samotnom
okraji mesta, za hradbami, tak aby svojim ne-
prijemnym zapachom a dymom spojenym
s produkciou koze nerusili Zivot obyvatelov.
ESte pocas prvej republiky sa tu nachadzalo
8 kozeluzskych domov. Po naslednej moder-
nizacii tohto priemyslu doslo k ich presunu
do priemyselnych zavodov a domy v Kozeluz-
skej ulici zacali chatrat. Po druhej svetovej boli
tieto domy v niekolkych vinach asanované.

Hmotové rieSenie / Architektira

Objem novo navrhovaného objektu re-
Spektuje liniu historickej parceléacie v Koze-
luzskej ulici. Objekt je hmotovo rozdeleny
do 2 Casti, ktoré si medzi sebou spojené
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Tram depot arts & crafts
Architectural design: Michal Safranek
Artistic intervention: Lukas Prochazka

Accompanying Report

The proposal deals with the possibility of trans-
formation of the DPMO site located behind the
northern boundary of the historic centre of
Olomouc. The brief envisages the preservation
of the tram depot function on the ground floor,
above which an arts & crafts centre is to be built.
It's two houses in one!l The main aspects of the
assignment are permeability, barrier-free co-
nnection to the existing situation and connec-
tion of the site to the urban structure without
compromising its historical value.

Situation

The plot in question is today used as a DPMO
staging yard. It is currently a fenced parking
area without roofing with a capacity of 15 wa-
gons. Near to the parcel in question are the
Olomouc Museum of Art, the new SEFO buil-
ding and fragments of the Ferdinand walls. The
trams reached the plot in the 1970s for capacity
reasons. In the past, however, the site was oc-
cupied by a block of tanneries, characterised by
dark, high roof trusses used for drying leather.
At that time, the craftsmen's houses were loca-
ted on the very outskirts of the town, behind the
walls, so that the unpleasant smell and smoke
associated with the production of leather did
not disturb the life of the inhabitants. As late as
the First Republic, there were still 8 tanneries
here. After the subsequent modernisation of the
industry, they were moved to industrial plants
and the houses in Kozeluzska Street began to
deteriorate. After the Second World War, these
houses were demolished in several vineyards.

Material Solution / Architecture

The bulk of the newly proposed building re-
spects the line of the historic parcelling in Koze-
luzska Street. The building is materially divided
into 2 parts, which are connected to each other
by a communication ambit. It is accessible by
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komunikaénym ambitom. Ten je pristupny
tocitymi schodiskami z ulice ako aj schodis-
kom a vytahom situovanym v hlavnej budove.
V prvej Casti v prizemi sa nachadza vozov-
na s tromi kolajami a celkovou kapacitou 8
vozov. Nad kvadrovou hmotou vozovne sa
nachéadza 6 atypickych striech, ktorych vy-
raz a hmota vychadza prave z kozeluzskych
domov. V tychto priestoroch su situované
jednotlivé dielne a vystavny priestor — white
box. Druha c¢ast objektu je tvorena osemu-
holnikovym objektom, ktory v prizemi slazi
ako multifunkény sal s moznostou otvorenia
do okolitého priestranstva. Kvéli podlahe tvo-
renej rastrom Ix1 m praktikdblov sa priestor
vyznacuje velkou variabilitou. Nad salom je
umiesteny druhy vystavny priestor black box.
Objem nevyuziva cell plochu parcely a je
priechodny skrz na skrz. Vo vychodnom bode
vznika trzné namestie do ktorého sa orientuje
sal a zastreSenie pre trhovy predaj.V rdmci re-
-use zachovavam domy umiestnené za gotic-
kymi hradbami, ktoré slGzia ako bezbariérova
spojka medzi SEFOm a projektom vozovne.

Materialita / KonStrukcia

Kons§trukény systém vozovne je tvoreny ze-
lezobeténovym skeletom, ktory je vyplneny
hlinikovymi oknami s drevenymi lamelovyr-
ni okenicami. Konstrukcia strechy je tvore-
na drevenymi lepenymi nosnikmi. Drevena
konsStrukcia je navrhnuta z dreva z ¢eskych
lesov, ¢im sa minimalizuje environmentalna
zataz a uhlikova stopa spojena s dopravou.
Obvodovy plast tvori zavesena lahka sklene-
na fasada, ktora je z juznej strany vybavena
polohovatelnym tieniacim systémom z dre-
venych lamiel. Strecha objektu je oplastena
vinitymi cementovlaknitymi doskami v tma-
vej farbe. Vdaka priaznivej orientacii vo¢i
svetovym stranam je cela strecha pokryta
fotovoltaickymi panelmi s pohladovou kvali-
tou. Konstrukcia ambitu je tvorend morenymi
tmavymi drevenymi stipmi a prievlakmi ktoré
su votknuté do beténovej konstrukcie. Ose-
muholnikovy objekt je cely koncipovany ako
drevostavba, oplastena cementovlaknitymi
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spiral staircases from the street as well as by
a staircase and an elevator located in the main
building. In the first part on the ground floor the-
re is a depot with three tracks and a total capa-
city of 8 carriages. Above the blocky mass of the
carriage house there are 6 atypical roofs, whose
expression and mass are based on the tanne-
ries. In these spaces are located the individual
workshops and the exhibition space - white box.
The second part of the building consists of an
octagonal building, which on the ground floor
serves as a multifunctional hall with the possi-
bility of opening to the surrounding space. Due
to the floor made up of a grid of Ix1 m practicals,
the space is characterized by great variability.
Above the hall there is a second black box exhi-
bition space. The volume does not use the entire
surface of the plot and is permeable through and
through. At the eastern point, a market square is
created into which the hall and the canopy for
market sales are oriented. The re-use retains the
houses located behind the gothic walls, which
serve as an accessible link between SEFOm and
the carriage house project.

Materiality / Construction

The structural system of the carriage house
consists of a reinforced concrete skeleton that
is infilled with aluminium windows with wood
slatted shutters. The roof structure is formed by
wooden glued beams. The timber structure is
designed with timber from Czech forests, mi-
nimizing the environmental burden and carbon
footprint associated with transportation. The
perimeter cladding consists of a suspended li-
ghtweight glass fagade, which is equipped with
a positionable shading system made of wooden
slats on the south side. The roof of the building
is sheathed with dark-coloured corrugated
cement fibreboards. Due to the favourable ori-
entation towards the cardinal points, the entire
roof is covered with photovoltaic panels with
a view quality. The structure of the amphitheat-
re is made up of stained dark wooden columns
and lintels which are woven into the concrete
structure. The octagonal building is entirely
conceived as a wooden structure, sheathed
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doskami. Prizemie je zasklené posuvnymi
dverami, ktoré umoznuju vyliatie interiérové-
ho priestoru salu do exteriéru. Skladba objek-
tu je nasledne rozvedena v technickom reze.

Krajinarska architektuara

Navrh sa snazi chovat s reSpektom ku go-
tickym hradbam a pocita s ich restauraciou.
Pozdiz hradieb sa odkope terén a pripravi sa
podlozie pre zahony s intenzivnou zelenou,
do ktorych pramenia zatravnené kapilare,
ktoré vznikli v ramci spoluprace s umelcom.
Tie sa rozprestieraju po celej parcele. Vo vy-
chodnej €asti pozemku umiestriujem tri sub-
tilne brezy. Odvodnenie celej plochy strechy
objektu je zvedené priznanymi opakovymi
zvodmi na fasade. Voda je akumulovana
v podzemnych retenénych néadraziach, na-
sledne je Cistena a pouzivana v ramci objek-
tu. Cast vody je znovu pouzita ako Seda voda
na splachovanie wc, alebo na zavlahu zelene
v pracovnom dvore. Nadbytoéna dazdova vo-
da je vsakovana na pozemku.

Umelecka intervencia

Ustrednym motivom architektonického navr-
hu a umeleckej intervencie sa stala voda a jej
lokalna histéria v meste Olomouc. Historicky
sa voda nachadzala okolo hradieb a vytvarala
ochrannu vrstvu okolo opevnenia. Si¢asné
depo sa nachadza tesne za hradbami, tam,
kde v minulosti boli z mestskej ¢asti vytlaco-
vané budovy a remesl4, ktoré vytvarali zapach
alebo dym. Jeden z tychto remeselnikov bol
aj kozeluh, ktory pre svoju pracu potreboval
vysoké streSné priestory, kde sa susili usne.
Architektonicky navrh je inSpirovany touto
formou, zato obsah je aktualizovany do pot-
rieb 21. storocia.

Pre umelecké doplnenie stavby sme vy-
chéadzali zo spodnych véd a prudov, ktoré sa
stali vychodiskom a konceptom uvazovania.
Hlavna intervencia je umiestnena v nadvori
medzi budovou a hradbami. Prva vrstva
predstavuje vodu, ktora je skryta pred lud-
skym okom a je iba pomyselna. Druha vrst-
va, nadvéazujluca na prvd, je tvorena rozbitou
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with cement fibre boards. The ground floor is
glazed with sliding doors that allow the interior
space of the hall to spill out into the exterior. The
composition of the building is subsequently de-
veloped in the technical section.

Landscape Architecture

The design seeks to be respectful of the Gothic
walls and envisages their restoration. Along the
ramparts, the ground will be excavated, and
the ground will be prepared for beds of inten-
sive greenery, into which the grassed capilla-
ries, created in collaboration with the artist, will
spring. These extend across the entire plot. In
the eastern part of the plot, | place three subtle
birch trees. Drainage across the entire roof area
of the building is diverted by acknowledged
repetitive downspouts on the facade. Water is
stored in underground retention basins, then
treated and used within the property. Part of
the water is reused as grey water for flushing
toilets or for irrigation of the greenery in the
working yard. Excess rainwater is harvested on
the property.

Artistic Intervention

Water and its local history in the city of Olomouc
became the central motif of the architectural
design and artistic intervention. Historically,
water was located around the walls and formed
a protective layer around the fortifications. The
current depot is located just outside the walls,
where in the past buildings and crafts were
pushed out of the city district, creating smells
or smoke. One of these craftsmen was a tanner,
who needed high roof spaces for his work, whe-
re the leather was dried. The architectural de-
sign is inspired by this form, but the content is
updated to the needs of the 21st century.

For the artistic addition to the building, we
took the groundwater and streams as a starting
point and a concept to think about. The main
intervention is in the courtyard between the
building and the walls. The first layer represents
water that is hidden from the human eye and is
only imaginary. The second layer, building on
the first, is made up of broken pavement and
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dlazbou a v nej vsadenymi zivotom — tra-
vou a rastlinami, ktoré su najviac viditelné
v mestskej krajine. Tretia vrstva tvori energia
— svetlo — blesky, javy, ktoré si nehmotné, ale
predsa viditelné. VSetky tri vrstvy vychadza-
ju z rovnakého tvaru, avSak kazda ma inu
mierku, bezrozmerny fraktal, ktory sa zac¢ina
v individualnej mozgovej synapse, prestupu-
je cez ohromnu silu a hukot bleskov a kon¢éi
v monumente rie€nych delt, ktoré sa vlievaju
do oceéanu.

Okrem spominanej intervencie su suc¢as-
tou aj svietidla umiestnené v podhlade korido-
ru z uli€nej strany. Tvar je odvodeny od zberu
vody do tkaniny, ktora sa pod jej vahou pre-
pada. Stotoznitelna situacia na budove tvori
moment, ktory ¢loveka méze vytrhnut z kaz-
dodennej rutiny pri prechode mestom. Voda
v svietidle funguje ako SoSovka a prenasa LED
diédy na zem, vytvarajuc svetelnu hru.
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the life embedded in it - grass and plants that
are most visible in the urban landscape. The
third layer is made up of energy - light - light-
ning, phenomena that are intangible, yet visible.
All three layers are based on the same shape,
but each has a different scale, a dimensionless
fractal that begins at the individual brain synap-
se, permeates through the overwhelming power
and roar of lightning, and ends in the monument
of river deltas that flow into the ocean.

In addition to the intervention, luminaries
placed in the soffit of the corridor from the
street side are also included. The shape is de-
rived from the collection of water into a fabric
that collapses under its weight. The identifiab-
le situation on the building creates a moment
that can take one out of the daily routine when
passing through the city. The water in the lan-
tern acts as a lens and transfers the LEDs to the
ground, creating a play of light.

Olomouc as Arts and Architecture
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Adam Albert je vizualni umélec, uéitel a vyz-
kumnik. Po studiu historie (Univerzita Karoli
Gaspara) na a kulturni antropologie (Univer-
zita Léranda E6tvose) v Budapesti se vénoval
grafice na budapestské Madarské univerzité
vytvarnych uméni, kde absolvoval také dok-
torsky program. Od roku 2011 zde vyucuje,
v roce 2015 se habilitoval - je docentem a ve-
doucim katedry umélecké anatomie, kresby
a geometrie a feditelem Vys$si odborné skoly
uméni a teorie uméni. Jeho dila jsou soucasti
sbirek Muzea vytvarnych uméni - Madarské
narodni galerie (Budapest), Ludwigova mu-
zea - Muzea souc¢asného uméni (Budapest),
Centra moderniho a sou¢asného uméni MO-
DEM (Debrecin) a Domu uméni (Veszprém).
Albert angazuje rizna média, ¢asto vyuziva
tradi¢ni rukodélné techniky, pracuje s materia-
lem ze soukromych i institucionalnich archiv.
Zamysli se nad rlznymi aspekty prostiedkl
a metod kulturniho pfenosu, tj. produkce
znalosti, s pfihlédnutim k jejich ménicim se
modalitdm v historickém c¢ase a geografic-
kém prostoru. S tim spojené socio-politické
otazky neprimo resi a zkouma prostrednict-

vim estetiky a v ramci uméleckych dél. Este-
tika a femeslIna dovednost mu slouzi k jejich
akcentaci.

Octavian Esanu se zabyva déjinami uméni,
uméleckou kritikou, vystavnictvim a umélec-
kou administrativou. Je drzitelem doktoratu
v oboru dé&jin sou¢asného umeéni a vizualnich
studii Duke University. V poloviné 90. let byl
zakladajicim feditelem a prvnim ,kurato-
rem“ Sorosova centra sou¢asného umeéni
v Kisinévé (Moldavie), v roce 2012 inicioval
zalozZeni galerie uméni Americké univerzity
v Bejratu (AUB), kde plsobi dodnes. Dnes je
docentem na tamé&jsi katedfe uméni a déjin
umeéni, vyucuje obecné dé&jiny uméni, déjiny
vystav a metodologii. Odborné se vénoval
ateliérovému umeéni, pozdné socialistickému
agitpropu a socialisticko-realistické reprezen-
taci, kapitalistickému designu a interiérové
architekture. S oblibou kombinuje teoreticky
a prakticky pfristup, své zkuSenosti vyuziva pfi

Adam Albert is a visual artist, teacher and re-
searcher. After studying history (Karoli Gaspar
University) and cultural anthropology (Lérand
E6tvos University) in Budapest, he studied
graphic arts at the Hungarian University of Fine
Arts in Budapest, where he also completed his
PhD. He has been teaching there since 2011,
habilitated in 2015 - he is a docent and head
of the Department of Artistic Anatomy, Drawing
and Geometry of Art, and the director of the Ad-
vanced College of Art and Art Theory. His works
are included in the collections of the Museum
of Fine Arts — Hungarian National Gallery (Bu-
dapest), the Ludwig Museum - Museum of Con-
temporary Art (Budapest), the MODEM - Centre
for Modern and Contemporary Art (Debrecen),
and the House of Arts (Veszprém). Albert works
in a variety of media, often using forgotten
handcraft techniques, typically with material
from private and institutional archives. In his ar-
tistic approach, he reflects on various aspects
of the means and methods of cultural transmis-
sion, i.e., knowledge production, considering
their changing modalities over historical time
and geographical space. These socio-political
questions are indirectly addressed and explored
through aesthetics and works of art. Aesthetics
and craftsmanship serve to accentuate them.

Octavian Esanu considers art history, art criti-
cism, exhibition-making and art administration
as part of his artistic practice. He has researched
on studio arts, late socialist agitprop and social-
ist realist representation, capitalist design and
interior architecture, and a Ph.D. in contempo-
rary art history and visual studies from Duke
University (2009). In the mid-1990s he was the
founding director and the first curator of the
Soros Center for Contemporary Art, Chisinau
(Moldova), and since 2012 he has been the
founding director/curator of the American Uni-
versity of Beirut (AUB) Art Galleries. Today he is
an associate professor in the Department of Art
and Art History at the American University of
Beirut, where he teaches courses in art history,
histories of exhibitions, and methods, practices,
and theories of art and its modes of display. His
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studiu zasadnich promén a prechod( odehra-
vajicich se v navaznosti na globalni procesy
modernizace a neoliberalizace. Od roku 2011
je clenem mezinarodniho redakéniho kolekti-
vu Casopisu ARTMargins Print-an MIT Press.

Nikolaus Gansterer studoval na Univerzité uzi-
tého umeéni ve Vidni, postakademické studium
absolvoval na Akademii Jana van Eycka v nizo-
zemském Maastrichtu. Je spoluzakladatelem
Institutu pro transakusticky vyzkum a v so-
uCasné dobé hostujicim profesorem na Uni-
verzité uzitého uméni ve Vidni. Gansterer je
autorem knihy Drawing a Hypothesis - Figu-
res of Thought (2011) o ontologii vizualizace
tvarl a vyvoji diagramatické perspektivy a je-
jim vyuziti v sou¢asném umeéni, védeé a teorii.
Je spoluautorem knihy Choreo-graphic Figu-
res: Deviations from the Line, (2017) vénova-
né komplexnimu charakteru performativnich
a télesnych konfiguraci. Jeho umélecka praxe
je zalozena na transmedialnim pfistupu, pod-
lozeném konceptualnim diskurzem v kontex-
tu performativni vizualizace a kartografickych
reprezentaci. Zamérfuje se na mapovani pro-
cesl pomijivosti rozvijenim experimentalnich
zplsobl zapisu a prekladu. Prostfednictvim
dusledné rekombinace metod a oblasti zkou-
ma spojeni a rozdéleni, zpochybnuje pomysiny
prah mezi pfirodou a kulturou, uménim a filo-
zofii, rozvijeji imanentni struktury kontingence.

Barbora Kundracikova je historicka uméni
a kuratorka. Je vedouci sbirek moderniho
umeéni v Muzeu uméni Olomouc - Stfedoe-
vropském féru (SEFO). Od roku 2021 plsobi
také jako odborna asistentka na Katedre déjin
uméni Univerzity Palackého v Olomouci, kde
vyucuje dé&jiny uméni 20. a 21. stoleti a vede
dlouhodoby vyzkumny projekt vénovany vy-
zkumu fotoalb. Spolupracuje s Centrem pro
vyzkum fotografie Ustavu dé&jin uméni AV CR
v Praze a pusobi jako kuratorka na volné noze.
Mezi oblasti jejiho zajmu patfi evropské vy-
tvarné umeéni 20. a 21. stoleti, technické repre-
zentace, metodologie dé&jin uméni a analytické
pristupy k estetice.
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research activities, which combine theoretical
and practical work, revolve around the study of
major transformation/transition of art following
the global processes of modernization and ne-
oliberalization. Since 2011 he has been part of
the international editorial collective of ARTMar-
gins Print - an MIT Press journal.

Nikolaus Gansterer studied Transmedia art at
the University of Applied Arts in Vienna and
completed his post-academic studies at the Jan
van Eyck Academy in Maastricht in The Nether-
lands. He is cofounder of the Institute for Transa-
coustic Research and currently guest professor
at University of Applied Arts in Vienna. Gansterer
is author of the book Drawing a Hypothesis -
Figures of Thought, (2011) on the ontology of
shapes of visualizations and the development
of the diagrammatic perspective and its use in
contemporary art, science and theory and he is
co-author of the book Choreo-graphic Figures:
Deviations from the Line, (2017) on the com-
plex character of performative and embodied
configurations. Nikolaus Gansterer‘s practice is
grounded in a trans-medial approach, under-
pinned by conceptual discourse in the context
of performative visualisation and cartographic
representations. He focuses on mapping pro-
cesses of transience by developing experimen-
tal modes of notation and translation. Through
a consequent recombination of methods and
settings from various fields, he explores lines of
connection and division, questioning the imag-
inary threshold between nature and culture, art
and philosophy unfolding theirimmanent struc-
tures of contingency.

Barbora Kundracikova is an art historian and
curator. She is the head of the modern art col-
lections at the Museum of Art Olomouc - Central
European Forum (SEFO). Since 2021 she has also
been an assistant professor at the Department
of Art History at Palacky University in Olomouc,
where she teaches 20th and 21st century art
history and leads a long-term research project
dedicated to photo album research. She coop-
erates with the Research Centre of Photography
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Jako kuratorka pripravila projekty Fas-
cinace realitou. Hyperrealismus v ¢eském
malifstvi (2017), Post.print. Sbirka moderni
a soucasné grafiky Muzea uméni Olomouc
(2019), Trienale sou¢asného stfedoevropské-
ho uméni SEFO 2021, Domov a svét (2021)
a mnoho dalSich. Jako autorka se podilela
na fadé publikaci, mimo jiné Nové realismy:
Moderni realistické pfistupy na ¢eskosloven-
ské scéné (1918-1945) ¢i monografiich vy-
tvarnych umélct (Petr Vesely, Vaclav Cigler,
Zdenék Trs, Jifi Lindovsky, Lenka FaluSiova,
Bedfich Dlouhy, Martin Velisek, Martin Ja-
necky aj.). Je spolueditorkou ¢asopisu Uméni
3/2022,vénovaného vztahu fotografie a védy.

Noor Mertens je muzikolozka a historic¢ka
uméni. Vystudovala dé&jiny uméni na Univer-
zité v Utrechtu. Odborné se vénovala mij. Si-
tuacionistické internacionale. Plisobila jako
kuratorka v fadé instituci v Nizozemi a Némec-
ku, mimo jiné v Casco, Museum Boijmans Van
Beuningen a Kunstverein Langenhagen. Je au-
torkou rady vystav, mj, Usporadala vystavy jako
She is the Future - An Exhibition ignited by
Baroness Elsa von Freytag-Lorinhoven (2018),
Christopher Knowles - These Are The Days
(2020) a Why hasn‘t everything disappeared
yet? (spole¢né s Joélle Tuerlinckx, Alexandrou
Bircken, Chantal Akerman, Silvii Bachli a Laure
Prouvot) ad. Od roku 2019 pusobi jako feditel-
ka Kunstmuseum Bochum. Ve funkci feditelky
Muzea uméni v Bochumi je od roku 2019.

Martina Mertova je histori¢ka architektury. Vy-
studovala déjiny uméni na Univerzité Palac-
kého v Olomouci. V teorii i praxi se zamérfuje
na déjiny architektury 20. a 21. stoleti. V minu-
losti pracovala jako pamatkarka se specializa-
ci na ochranu pamatek moderni architektury.
V letech 2012-2014 a znovu od roku 2019
pracuje jako kuratorka sbirky architektury
Muzea uméni Olomouc. V poslednich letech
pfipravila pro MUO vystavy o ¢eské ucasti
na svétovych vystavach EXPO, o Vile Haj ne-
bo sbirkovou vystavu Architektura v procesu.
PiSe texty o starSi i sou¢asné architekture. Je
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at the Institute of Art History of the CAS in Prague
and works as a freelance curator. Her areas of
interest include 20th and 21st century Europe-
an visual art, technical representations, art his-
tory methodology and analytical approaches
to aesthetics. As a curator, she has developed
the projects Fascination with Reality. Hyperre-
alism in Czech Painting (2017), Post.print. Col-
lection of Modern and Contemporary Prints of
the Olomouc Museum of Art (2019), Triennial
of Central European Contemporary Art SEFO
2021, Home and Abroad (2021) and many oth-
ers. As an author she has contributed to several
publications, including New Realisms: Modern
Realist Approaches on the Czechoslovak Scene
(1918-1945) and monographs of visual artists
(Petr Vesely, Vaclav Cigler, Zdenék Trs, Jifi Lind-
ovsky, Lenka FaluSiovd, Bedfich Dlouhy, Martin
Velisek, Martin Janecky etc.). She is co-editor of
the magazine Uméni 3/2022, dedicated to the
relationship between photography and science.

Noor Mertens is a musicologist and art histo-
rian. She studied art history at the University of
Utrecht. Her professional interests include the
Situationist International. She has worked as
a curator at a number of institutions in the Neth-
erlands and Germany, including Casco, Museum
Boijmans Van Beuningen and Kunstverein Lan-
genhagen. She has organized exhibitions such
as She is the Future - An Exhibition ignited by
Baroness Elsa von Freytag-Lorinhoven (2018),
Christopher Knowles - These Are The Days
(2020) and Why hasn‘t everything disappeared
yet? (together with Joélle Tuerlinckx, Alexandra
Bircken, Chantal Akerman, Silvia Bachli and Lau-
re Prouvot) ad. Since 2019 she has been the di-
rector of Kunstmuseum Bochum. She has been
the director of the Kunstmuseum Bochum since
20109.

Martina Mertova is an historian of architecture.
She studied art history at Palacky University in
Olomouc. In theory and practice she focuses on
the history of 20th and 21st century architecture.
In the past she worked as a conservationist spe-
cializing in the preservation of monuments of
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spoluautorkou knih Slavné vily Olomouckého
kraje, SIAL - sdruzeni inzenyru a architekt(
Liberec, NAPREJ!, Ceska sportovni architek-
tura 1567-2012, Panelaci, Kroméfiz. Historické
mésto a jeho pamatky, ,Sumperak”, Bilance/
Umeéni ve vefejném prostoru Olomouce 1945-

1989 a dalsi.

Monika Mitasova je teoreti¢ka architektury.
Absolvovala studium architektury na Sloven-
ské technické univerzité v Bratislavé. Pred-
nasela teorii a déjiny architektury 20. stoleti
na STU, Technické univerzité v Liberci a Skole
architektury Emila Prikryla prazské Akade-
mie vytvarnych uméni. Nyni pfednasi na Ka-
tedre teorie a déjin architektury Trnavskej
univerzity. V letech 1995-1996 a 2009-2010
byla stipendistkou Fulbrightovy komise SK,
pusobila na Skole architektury UCLA v Los
Angeles a Columbia University v New Yorku.
V letech 2003-2004 pusobila v Centru pro te-
oreticka studia UK a AV CR v Praze. Publikuje
v architektonickych ¢asopisech, je editorkou
knih Oxymorén a pleonasmus. Texty kritické
a projektivni teorie architektury, Oxymorén
a pleonasmus Il. Rozhovory o kritické a pro-
jektivni teorii architektury ad. Spole¢né s Jifim
Sevéikem editovala antologii Ceska a sloven-
ska architektura 1971-2011. V letech 2002,
2008 a 2016 byla kuratorkou/komisarkou vy-
stavy Ceské a Slovenské republiky na Bienale
architektury v Benatkach. Pfednasi na Katedre
teorie a dé&jin architektury FF Trnavskej univer-
zity v Trnave.

Vera Mlechevska absolvovala déjiny uméni
na Narodni akademii vytvarnych uméni v Sofii
a program CuratorLab na Konstfack University
ve Stockholmu. Od roku 2014 je doktorand-
kou Bulharské akademie véd. Pfipravila Fadu
skupinovych i samostatnych vystav, mj. Still
life and Lifestyle, Lubomirov/ Angus-Hughes
(2016), Modern Architecture Works (s Inou
Mertens, 2013), All | can do is art, Ceska
centra (2013), The End and Beyond, CCA Art
Today (2010), Handle with care, UniCredit
Studio (2010) ad. Je prispévatelkou Phantom
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modern architecture. In 2012-2014 and again
since 2019 she works as a curator of the archi-
tecture collection of the Olomouc Museum of
Art.In recent years, she has prepared exhibitions
for the MUO on the Czech participation in the
World EXPO exhibitions, on Villa Haj and the col-
lection exhibition Architecture in Process. She
writes texts on older and contemporary archi-
tecture. She is co-author of the books Famous
Villas of the Olomouc Region, SIAL - Association
of Engineers and Architects Liberec, NAPREJ!,
Czech Sports Architecture 1567-2012, Panelaci,
Kromériz. Historical Town and its Monuments,
Sumperak, Bilance/ Art in the Public Space of
Olomouc 1945-1989 and others.

Monika Mitasova, theoretician of architecture,
graduated in architecture from the Slovak Tech-
nical University in Bratislava. She has lectured
on the theory and history of 20th century archi-
tecture at STU, Technical University in Liberec
and the Emil Pfikryl School of Architecture at the
Academy of Fine Arts in Prague. Now she lec-
tures at the Department of Theory and History of
Architecture at Trnava University. In 1995-1996
and 2009-2010 she was a Fulbright scholar at
the Schools of Architecture at UCLA in Los An-
geles and Columbia University in New York. In
2003-2004 she worked at the Centre for Theo-
retical Studies of the Charles University and the
Academy of Sciences in Prague. She has pub-
lished in architectural journals and is the editor
of the books Oxymoron and Pleonasm. Texts on
Critical and Projective Theory of Architecture,
Oxymoron and Pleonasm Il. Conversations on
Critical and Projective Theory of Architecture.
Together with Jifi Sevéik she is the editor of the
anthology Czech and Slovak Architecture 1971-
2011.1n 2002, 2008 and 2016 she was the cura-
tor/commissioner of the exhibition in the Czech
and Slovak pavilion at the Venice Architecture
Biennale.

Vera Mlechevska graduated in National acad-
emy of Fine Arts, Art History department, Sofia
and CuratorLab program, Konstfack University
Stockholm. Since 2014 she is Phd candidate

Prispévatelé

magazine New York, Art in Bulgaria, Kultura,
Altera, Lik, Fotoart ad. Jako autorka vytvari
hybridni akce, pfi nichz kombinuje kurator-
ské zkusenosti a performativni praxi, rozviji
koncept prednasky-performance: Kulturni
novinky, Gavazov a jeho doba (s Dimitarem
Sopovem) a prezentaéni format pro umélce
15 minut slavy (Open arts foundation). Od roku
2016 je hostujici lektorkou na katedre fotogra-
fie Akademie pro divadlo a film v Sofii. Byla
¢lenka sboru Documenty 14 (Atény).

llona Németh studovala na Madarské univer-
zité uméni a designu a na Madarské univerzité
vytvarnych uméni v Budapesti. Patfi k pore-
voluéni generaci umélct a umélkyn, jejichz
tvorba je pfimo spojena s prostorem stredni
Evropy a jejim vyvojem pred i po roce 1989.
Je obvykle fazena do kontextu post-feminis-
tického a angazovaného uméni. Je tvirkyni
site-specific a ,context-sensitive” instalaci
v galeriich i ve vefejném prostoru. V roce 2001
realizovala s Jifim Surtivkou projekt pro Ces-
koslovensky pavilon na Benatském bienale.
Od roku 2018 dodnes vede umélecko-vyz-
kumny projekt Eastern Sugar. V roce 2022 se
zucastnila Documenta 15 v Kasselu, zastou-
pena byla na Grafickém Biennale v Lublani.
Na Vysoké Skole vytvarnych uméniv Bratislavé
vedla Ateliér IN, nyni pusobi jako profesorka
na tamé&jsi Fakulté architektury Slovenské
technické univerzity, kde spoluzaklada studijni
program Uméni ve vefejném prostoru.

Tobias Putrih je vizualni umélec, absol-
vent Akademie vytvarnych uméni a desig-
nu v Lublani, a Kunstakademie Dusseldorf.
Jadrem jeho umélecké praxe je rozhra-
ni mezi konkrétnim, ¢lovékem utvarenym
prostfedim a jeho myslenkovymi simulace-
mi. Pfehodnocuje vefejné prostory a objekty
definované nejriiznéjsimi koncepty architek-
tury a designu. Rada Putrihovych projektt je
kolaborativnich, koncipovanych ve spolupraci
s architekty, filmafri, designéry, historiky uméni
a pocitacovymi programatory. Dila se stavaji
navrhy, maketami nebo ¢&isté konceptualnimi
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at Bulgarian Academy of science. She curated
many group and solo shows - Still life and Life-
style, Lubomirov/ Angus-Hughes (2016), Modern
Architecture Works (with Ina Mertens, 2013), All
| can do is art, Czech Centers (2013), The End
and Beyond, CCA Art Today (2010), Handle with
care, UniCredit Studio (2010) etc. She also con-
tributed to various publication - Phantom mag-
azine New York, Art in Bulgaria, Kultura, Altera,
Lik, Fotoart etc. Vera Mlechevska creates hybrid
events that combine curatorial experience and
performative practice as lecture-performances:
The cultural news, Gavazov and his times (with
Dimitar Shopov) and the presentational format
for artists 15 minutes of fame (Open arts founda-
tion). She is guest lector in Photography depart-
ment of Academy for Theatr and cinema in Sofia
since 2016 and she was also a chorus member
of Documenta 14 (Athens).

llona Németh studie at the Hungarian University
of Arts and Design and The Hungarian Universi-
ty of Fine Arts in Budapest. She belongs to the
post-revolutionary generation of artists whose
work is directly linked to the space of Central
Europe and its development before and after
1989. Németh’s work is usually classified as
post-feminist and engaged art. She has created
site-specific and “context-sensitive” installations
in galleries and public spaces. In 2001 she real-
ised a project with Jifi SurlGivka for the Czech-
oslovak Pavilion at the Venice Biennale. From
2018 to the present day she has been leading
the art-research project Eastern Sugar. In 2022
she exhibited at the Documenta fifteen in Kassel
and at the Graphic Biennale in Ljubljana. At the
Academy of Fine Arts in Bratislava, she headed
the IN Studio, and now she is a professor at the
Faculty of Architecture at the Slovak Technical
University in Bratislava, where she co-founded
the Art in the Public Space study programme.

Tobias Putrih is a visual artist, a graduate of the
Academy of Fine Arts and Design in Ljubljana
and the Kunstakademie Diisseldorf. The core of
Tobias Putrih’s artistic practice is the interface
between the concrete, man-made environment
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modely. Do¢asna prostiedi jsou konstruovana
z papiru, lepenky, preklizky nebo svétla. V roce
2007 Putrih reprezentoval Slovinsko na biena-
le v Benatkach. Jeho dila byla prezentovana
samostatnymi vystavami napf. v Museum Bo-
ijmans Van Beunigen v Rotterdamu, MIT List
Center v Cambridge, Centre Pompidou v PafFizi
a Muzeu moderniho uméni v Lublani.

Ardalan SadeghiKivi, absolvent Technolo-
gického institutu v Massachusetts a Fakulty
vytvarnych uméni Teheranské univerzity, jako
umélec, designér a pocitacovy programator
zkouma a testuje porozuméni vypocetni tech-
nice zakotvené v pfedmétech a interakcich
kazdodenniho zZivota. Jeho jedine¢ny pohled
na to, jak vypocetni technika zkresluje a ma-
nipuluje nase smysly a presvédceni, je hlav-
nim principem jeho zdanlivé jednoduchych,
ale velmi propracovanych a komplexnich
uméleckych dél. SadeghiKivi vyucuje na MIT
a jeho tvorba zahrnuje nejriiznéjsi kontexty,
od uméleckych vystav po publikace a archi-
tektonické intervence.

Mechtild Widrich je profesorkou d&jin umé-
ni, teorie a kritiky na Chicagském institutu.
Zabyva se studiem déjin uméni ve vefejném
prostoru, zejména monumenta, aktivismu,
performativnich a participativnich praktik
a teorie verejné sféry. Widrich je autorkou
knih Performative Monuments (2014) a Mo-
numental Cares (2023). Je (spolu)editorkou
publikaci Future Anterior, Ex Situ: On Moving
Monuments (2020), Participation in Art and
Architecture (2015, paperback 2022), Ugline-
ss: The Non-Beautiful in Art and Theory (2013,
paperback 2015), Krzysztof Wodiczko, A 9/11
Memorial (2009). S Andrejem Popem prelo-
Zila knihu Karla Rosenkranze Asthetik des
Hasslichen [1853; Estetika osklivosti] (2015,
paperback 2017). Widrich ziskal je nositelkou
stipendii Fulbrightovy nadace, Centra Chi-
cagské univerzity v Hongkongu, CCA Singa-
pur / Narodni technické univerzity, Narodni
galerie ve Washingtonu, Svycarské narodni
védecké nadace a Institutu Maxe Plancka
v Berliné. V minulosti pusobila na ETH Curych
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and its mental simulations. He reconsiders
public spaces and objects defined by various
concepts of architecture and design. Many of
Putrih’s projects are collaborative, conceived in
collaboration with architects, filmmakers, de-
signers, art historians and computer program-
mers. The works become designs, maquettes or
purely conceptual models. Temporary environ-
ments are constructed from paper, cardboard,
plywood or light. In 2007 Putrih represented
Slovenia at the Venice Biennale. His works have
been presented in solo exhibitions at the Mu-
seum Boijmans Van Beunigen in Rotterdam, the
MIT List Center in Cambridge, the Centre Pom-
pidou in Paris and the Museum of Modern Art
in Ljubljana.

Ardalan SadeghiKivi, a graduate of the Massa-
chusetts Institute of Technology and the Facul-
ty of Fine Arts at Tehran University, as an artist,
designer, and computer programmer, probes
and tests understanding of the computation
embedded in everyday objects and interactions.
His unique take on how computing distorts and
manipulates our senses and beliefs is a guid-
ing principle of his seemingly simple but highly
elaborate and complex artworks. Programmed
rocks, sound manipulated to influence out-
comes, and nonsensical nanoscale objects are
just a few strategies entangling imagination and
computing, where technology is so deeply em-
bedded into a matter that it becomes almost in-
visible. SadeghiKivi teaches at MIT, and his work
spans diverse contexts, from art exhibitions to
publishing and architectural interventions.

Mechtild Widrich is a professor of art history,
theory, and criticism at the Institute of Chica-
go. She researches and writes on art in pub-
lic space, in particular monuments, activism,
performative and participatory practices, and
the theory of the public sphere. Widrich is the
author of Performative Monuments (2014)
and Monumental Cares (2023). She is the (co)
editor of Future Anterior, Ex Situ: On Moving
Monuments (2020), Participation in Art and Ar-
chitecture (2015, paperback 2022), Ugliness:
The Non-Beautiful in Art and Theory (2013,

Prispévatelé

a univerzitach ve Vidni, Curychu a Basileji. Je
¢&lenkou akademického poradniho sboru Zi-
dovského muzea ve Vidni a hlavni €lenkou vy-
zkumné iniciativy Agorakademi na Ecole des
Hautes Etudes en Sciences Sociales v PafiZi,
programu a vyzkumného centra Performan-
ce and Public Space na London Metropolitan
University.

Julia Lerch Zajaczkowska studovala kul-
turologii a méstsky design na univerzitach
v Lineburgu a Hamburku. Spolu s Roge-
rem M. Buergelem a Sophii Prinz se podi-
lela na nékolikaleté vystavé ,,Mobilni svéty“
iniciované Museum fir Kunst und Gewer-
be v Hamburku, kterd mimo jiné zkoumala
zpusoby vystavovani a kontextualizace sbirek
ve spojeni s umélci, aktivisty a odborniky. Je
spoluzakladatelkou experimentalniho festi-
valového formatu HALLO: Festspiele a podili
se na jeho edukacni i vystavni ¢innosti. Piso-
bi jako kuratorka Kunstmuseum Bochum.
Lerch-Zajgczkowska se zajima o inovace kla-
sickych institucionalnich praxi, vytvareni no-
vych formatl a prostor spoluprace. Zaméfuje
se na vytvareni estetickych, experimentalnich
prostorovych zazitku, transdisciplinarni spolu-
praci a mezinarodni vyménu.
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paperback 2015), Krzysztof Wodiczko, A 9/11
Memorial (2009), and translator (with Andrei
Pop) of Karl Rosenkranz, Asthetik des Hassli-
chen [1853; Aesthetics of Ugliness] (2015, pa-
perback 2017). Widrich has received fellowships
from the Fulbright Foundation, the University of
Chicago Hong Kong Center, the CCA Singapore
/ National Technical University, the National Gal-
lery in Washington D.C., the Swiss National Sci-
ence Foundation, and the Max Planck Institute
in Berlin, and has previously held positions at
ETH Zurich and the Universities of Vienna, Zu-
rich, and Basel. She is on the academic advisory
board of the Jewish Museum Vienna and a core
research member of the Agorakademi Initiative
at the Ecole des Hautes Etudes en Sciences So-
ciales in Paris and the Performance and Public
Space program and Research Center at London
Metropolitan University.

Julia Lerch Zajaczkowska studied cultural
studies and urban design at the Universities of
Lineburg and Hamburg. Together with Roger
M. Buergel and Sophie Prinz, she participated
in the multi-year exhibition Mobile Worlds initi-
ated by the Museum fiir Kunst und Gewerbe in
Hamburg, which, among other things, explored
ways of displaying and contextualizing collec-
tions in conjunction with artists, activists and
experts. She co-founded the experimental fes-
tival format HALLO: Festspiele and is involved in
its educational and exhibition activities. She is
currently curator of the Kunstmuseum Bochum.
Lerch-Zajgczkowska is interested in innovating
classical institutional practices, creating new
formats and collaborative spaces. She focuses
on the creation of aesthetic, experimental spatial
experiences, transdisciplinary collaboration and
international exchange.
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