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STREUFLUSSE

MAGNETIC LEAKAGE FLUXES

dilem kuratorek CAPRI Berlin, umélkyn Iny Bierstedt a Bettiny Carl.

-

-

DISPARATNI PROUDY

jsou

PROLOG

Tato mezinarodni skupinova vystava
predstavi 19 umélcu a zatimco vétSina
berlinskych umeélcu se jiz GCastnila
drivéjsich projektt kuratorského
tymu CAPRI, spoluprace s prazskou
kuratorkou Klarou Adamcovou je

na vystavé DISPARATNI PROUDY
novinkou. Tym CAPRI méa navic tu
Cest na vystavé predstavit Svatopluka
Mikytu, Janka Rouse, Pavla Sterece

a Matyase Chocholu. Velmi si cenime
prilezitosti otevrit mezinarodni dialog
mezi riznymi generacemi umelcu,
jejichz Zivotni drahy se poji jak

s byvalym Vychodem, tak Zapadem.
Témér 15 let cti tym CAPRI
kuratorskou zasadu vyhybat se
vymeéné myslenek mezi jednotlivymi
umelci. Snazime se naopak prinaset
vystavy, jezZ jsou reakci na konkrétni
umélecka dila a predstavy, jez nas
inspiruji. CAPRI programoveé nepracuje
s predem stanovenou tématikou.

To byl také nas modus operandi pri
pripravé naseho posledniho projektu
DISPARATNI PROUDY.

»Disparatni proudy jsou vsechny proudy, které
se odchyluji od drahy vytycené Zelezitym
jadrem?

Néazev vystavy odkazuje na elektromagnetické
zarizeni: klubko dratd umisténé dovnitr
transformétoru. Vinutim protéka usmérnovany
elektricky proud a indukéni civka po celou dobu
propousti magnetické sily, které se vytraceji do
okoli - sily, které ovsem maiji zasadni dopad na dané
prostredi. Tento vyjev, jejz jsme si v zjednodusené
podobé vypuijcili z fyziky, volné poukazuje na nékteré
spolec¢né rysy vystavy.

DISPARATNI PROUDY jsou zdmérné netematickym
projektem. Jeho cilem je vytvofit splet asociaci, jez
budou presahovat konkrétni dila. Zdmérem vystavy
je zaroven zdUraznit nelinearni charakter uméleckého
experimentu. Umélecka dila se vyvijeji v zavislosti
na pric¢iné a nasledku, jez nutné neodpovidaji
nasemu béznému chapani logiky. Kazdé umélecké
dilo je ale velkou mérou zavislé na kontextu svého
vzniku — pokud se o ném viibec néco da rict, pak
to, Ze konkrétni dilo vytvorené umélcem muze

byt parafrazovano jako Gsili o transformovani
spolecenskych zazitku.

»(...) UZ je tomu docela dlouho, co
se jednou ze zakladnich funkci uméni stala
stimulace verejné poptavky, a to do takové miry,
ze Uplné uspokojeni touhy musi byt odlozeno do
budoucna (...)"?

V této poznamce citované z kniny Umélecké dilo

v dobé své technické reprodukovatelnosti z roku
1936 Walter Benjamin poukazuje zejména na
rozsirené chapani stroju, které predchazely vynalezu
kinematografie. Pokud uvazujeme o uméni v obecné
roviné a divdme se na soucasnost, Benjaminova
formulace se da vykladat i nasledovné: Hlavni funkci
umeéni je nabizet se — at uz je po ném poptavka ¢i ne.

V otézce nabidky a poptéavky se DISPARATNI PROUDY
rozhodly pro oslavu neefektivnosti. Rozhazovani

a plytvani jsou pocinani, ktera jsou ve stredu Evropy
vSudypritomna. Nicméné tato slova v nas vyvolavaji
Cisté negativni konotace. Jiné kultury maji ritudly, pri
nichz si vychutnéavaji hyreni jako symbol spoleéného
blahobytu a stésti, ale nase spole¢nosti si ceni prava
na hospodarnost: predstirame, Ze nase zuzitkovani
¢asu, prostoru a surovin je prisné Usporné. Umélecké

Yxo ve

dilo se ovsem mUze jen stézi ridit témito zadsadami

Feklad: Bettina Carl
d Michelle Alperin

—ato i ve chvili, kdy se domnivame, Ze se uméni
dostava k verejnosti, vstoupi na trh a podda se jeho
zakonitostem. Umélecké dilo znamena vzdy prili$
mnoho nebo prili§ malo, presahuje nebo nabourava
jakoukoliv o¢ekavanou poptéavku. Presto dopad
uméni nespociva v samotném produktu, ale spise

v procesu jeho vzniku. Jeho hodnota tedy muze
dalece presahnout miru ocenéni nebo nevsimavosti
divakud vuci konkrétnimu predmétu nebo myslence.
Nikdo si nevyzadal Zadnou specialni nabidku, a presto
umélci dal vytvareji zasoby. Doprosuji se pozornosti
vuci svym podivnym nebo naopak naléhavym
myslenkdm a zabiraji skute¢ny prostor a Cas.
Vyzdvihovat na verejnosti nehospodarnost zrejmé
neni nic heroického. Ale umélci si alespon zaslouzi
uznani za to, Ze se snazi jit prikladem v prosazovani
neusporného jednani ve spolec¢nosti, ktera vidi jen
penize.

V tomto smyslu maji DISPARATNI PROUDY ponékud
neskromné cile. Néktera dila prezentovana na této
vystavé pracuji s domnélou kolektivni paméti, jina
se odklanéji od individualnich jistot a vzpominek

— jenom proto, aby je prevedla do obrazl pinych
dvojznaénosti a pochyb. DISPARATNI PROUDY
chtéji nabourat nase chapani dobre znamého

a pripomenout, ze cilem umélce je dospét za hranice
skutecnosti (dfive se tomu fikalo transcendence).
Ke zpUsobum, jak toho dosahnout, patii metody
odklonu, sejiti z cesty, plytvani energii a obcas

i nespravného pochopeni problému. Pokud se chcete
zapojit, dobrovolnici jsou vitani.

" Citace z knihy Rudolfa Kuchlera ,Die
Transformatoren”, Berlin a Heidelberg: 1962, s.58.

2 Citovano podle némeckého vydani: Walter
Benjamin, ,Das Kunstwerk im Zeitalter seiner
technischen Reproduzierbarkeit”, Frankfurt nad
Mohanem: 20086, s.63: “Es ist von jeher eine

der wichtigsten Aufgaben der Kunst gewesen,
eine Nachfrage zu erzeugen, fur deren volle
Befriedigung die Stunde noch nicht gekommen ist.”
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DISPARATNI PROUDY

at the Brno House of Arts is curated by CAPRI Berlin.

PROLOGUE

The group exhibition will include 19
artists mostly based in Berlin and
Prague. While many of the Berliners
have already participated in previous
CAPRI projects, it is a novelty that for
MAGNETIC LEAKAGE FLUXES we are
cooperating with the Prague-based
curator Klara Adamcova. Moreover,
CAPRI is very proud to also present
Svéatopluk Mikyta, Janek Rous, Pavel
Sterec, and Matyas Chochola in the
exhibition. We highly appreciate this
opportunity to initiate an international
dialogue between artists of different
generations who are linked to both the
former East and the former West.

CAPRI Berlin is a project run by artists
Ina Bierstedt and Bettina Carl. For
almost 15 years now, it has been

vital to their curatorial practice to
start from an exchange of thoughts
between artists. Rather than operating
around a preconceived thematic,

we attempt to create exhibitions as

a response to particular artworks and
ideas that inspire us . This was also our
modus operandi while developing our
latest project, MAGNETIC LEAKAGE
FLUXES.

“Magnetic Leakage Fluxes are all fluxes that
deviate from the track determined by the ferrite
core”"

The exhibition’s title refers to an electromagnetic
device: a bunch of cables is placed inside

a transformer. The winding contains and directs
electric current, while all the time the inductor leaks
magnetic forces that keep going astray and end up
having a substantial impact on their environment. This
picture, borrowed from physics and simplified, refers
to some common features of the exhibition.

MAGNETIC LEAKAGE FLUXES is a deliberately
non-thematic project. It aims to create a mesh

of associations reaching beyond the particular
works. At the same time, the exhibition intends

to emphasise the non-linear character of artistic
experimentation. Art pieces evolve in relations of
cause and effect that do not necessarily comply
with our common sense of logic. Nonetheless, any
artwork is largely dependent on the context of its
conception — if anything, the actual work done by
an artist might be paraphrased as an endeavour to
transform societal experiences.

“(...) For some time already, it has
become one of the prime functions of the
arts to stimulate public demand to an extent
that the desire’s full satisfaction has to be
postponed to the future (...).”?

In this remark quoted from “The Work of Art in the
Age of Mechanical Reproduction” of 1936, Walter
Benjamin chiefly referred to the popular viewing
machines that preceded the invention of cinema.
Considering art in general and looking at the present,
Benjamin’s phrase might be adapted as follows: The
prime function of art is to offer itself — whether
there is a demand or not.

Concerning the issues of supply and demand,
MAGNETIC LEAKAGE FLUXES sets out to celebrate
inefficiency. In Central Europe, it is a very common
practice to waste resources on a large scale.
Nevertheless, the idea of squandering evokes plainly
negative connotations for us. Other cultures have
rituals to savour dissipation as a symbol of collective
welfare and good fortune, yet our societies praise
the prerogative of efficiency: we pretend that our
utilisation of time, space, and materials is rigidly
economised.

texts an@la‘cions: Bettina Carl
editing: le Alperin

A work of art, however, can hardly meet these
stipulations — even if we assume that whenever art
meets a public, it will enter the market and submit to
its structures. An artwork is always too much or too
little, exceeding or subverting any expected demand.
Yet the impact of art does not lie in the product
itself, but rather in the process of its formation. Its
value might indeed reach far beyond the spectators’
appreciation or disregard of a specific object or idea.
No one has asked for a special offer, yet the artists
keep bringing in supplies. They solicit attention for
their weird or poignant ideas and they take up real
space and time. Promoting inefficiency in public might
not be heroic. But the very character of artistic work
might qualify artists for serving as role models. They
ought to be credited for endorsing uneconomical
behaviour in a money-minded society.

In that sense, MAGNETIC LEAKAGE FLUXES has
rather immodest aspirations. Many works in the
exhibition draw on the notion of a supposedly
collective memory, while others depart from
individual certitudes and recollections,

only to render images full of ambiguities and doubts.
MAGNETIC LEAKAGE FLUXES wants to unsettle

our familiar assumptions and to remind us that

an artist’s objective is to end up somewhere else

(a process formerly known as transcendence).

The methods of getting there include the practice

of deviating, straying, wasting energies, and
occasionally missing the point. Volunteers are
welcome to join in.

Y Quote from Rudolf Kiichler,’Die Transformatoren”,
Berlin und Heidelberg: 1962, p.58.

2 Quoted after the German edition: Walter
Benjamin,”Das Kunstwerk im Zeitalter seiner
technischen Reproduzierbarkeit”, Frankfurt am
Main: 2006, p.63:

“Es ist von jeher eine der wichtigsten Aufgaben
der Kunst gewesen, eine Nachfrage zu erzeugen,
fur deren volle Befriedigung die Stunde noch nicht
gekommen ist.”
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CAROLINE ACHAINTRE

FRG/F, 1969

Caroline Achaintre si ziskala uznani
zejména diky svym barevnym objektiim
rucné zdobenym chomaci viny a diky
jejich ¢asto az zridné krase. V posled-
nich letech zaujala v tvorbé umélkyné
dulezité misto také keramika a i vysled-
ky této jeji prace maji podobné za-
hadnou atmosféru. Caroline Achaintre
c¢asto doplnuje tvrdy a leskly povrh své
keramiky kuzi, latkou nebo kovem a ve
slovnich hrickach si pohrava s odkazy
na sexualni pomiicky a fetisistické mas-
ky. Na vystavé DISPARATNi PROUDY
Croline Achaintre vystavi dva objekty
nazvané Peres a Whalf. Prestoze tato
jména znéji lehce povédomeé, nebrani
nam priradit je néjaké konkrétni posta-
vé nebo predmétu, ktery opravdu zna-
me. Stejné tak objekty samotné osciluji
mezi ritualnimi kostymy, vybavou sa-
domasochisty a brikolazi vytvorenou
ve Skolce. Chapani Spinavosti v objek-
tech Peres a Whalf spolu s neskodnou
pritazlivosti jejich dekorativni podoby
a struktury mohou vyvolat touhu, stej-
né tak jako odpor. Nakonec zahadna
povaha téchto dél vzdoruje jakémukoliv
pokusu urcit, ¢im vlastneé jsou.

www.carolineachaintre.com

Caroline Achaintre has mainly
acquired renown for her
colourful, hand-tufted wool
objects and their sometimes
monstrous beauty. In

recent years, ceramic has
also become an important
material for the artist, and
the results have a similarly
uncanny air. Caroline
Achaintre often complements
the hard and shiny surface

of ceramic with leather,
fabric or metal, punning and
playing with references to
sex toys and fetish masks.

In STREUFLUESSE, Achaintre
will show two objects

titled “Peres” and “Whalf”.
Although these names sound
vaguely familiar, they won’t
permit any clear assignment
to some character or item we
actually know. Likewise, the
objects themselves oscillate
between ritual costumes,

a sadomasochist’s equipment
and kindergarten bricolage.
“Peres” and “Whalf’s”
perceived filthiness, along
with the innocuous attraction
of their decorative forms

and textures, might trigger
desire as much as disgust.
Ultimately, the pieces’
enigmatic characters resist
any attempt to determine
what they are.
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MICHELLE ALPERIN

USA, 1971

Video Michelle Alperin Work
Suspended [ Pozastavené dilo je
témeér Sestiminutovou studii telefo-
nické konverzace mezi dvéma mla-
dymi Zzenami, vétSinou zabiranymi
zblizka. Na zacatku zazni jen jedna
véta. Pak uz se napjata a zaroven
komicka scéna neméni, pricemz
divak sleduje, jak némy dialog od-
haluje nerovny vztah moci, strachu
a agrese. Umélkyné sama popisuje
»Work Suspended” jako ,,expe-
rimentalni video, které zkouma
povahu vypravéni, zobrazeni a ta-
lentu herce ve vztahu k hereckému
vykonu spocivajicim spiSe v po-
slouchani nez mluveni®.
Desetiminutovy telefonni hovor
mezi dvéma hereckami byl se-
strihan tak, ze akcentuje ty c¢asti,

v nichz herecka posloucha, aniz by
byl ukazan dialog mimo kameru.
Narusenim bézné filmové konven-
ce se dilo snazi odhalit, zda jsou
herecké vykony dostatecné evoka-
tivni na to, aby i bez dialogu udr-
zely dramaticky oblouk.
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Michelle Alperin’s video
piece “Work Suspended” is
an almost six-minute

long study of a telephone
conversation between two
young women, mostly
shot in close-ups. Only
one short sentence is
uttered at the beginning.
Then the tense and also
comic situation does not
change anymore, while the
viewer observes how the
speechless dialogue reveals
an uneven relation of
power, fear and aggression.
The artist herself describes
“Work Suspended” as “an
experimental video that
investigates aspects of
narrative, representation,
and the actor’s craft in
relation to the performance
of listening rather than
speaking.

A ten-minute phone
conversation between

two actresses was edited
mainly emphasizing the
listening parts and without
including off-screen
dialogue. In disrupting

this filmic convention, the
work seeks to discover
whether the performances
are evocative enough to
sustain the dramatic arc of
the conversation without
dialogue.”

www.michellealperin.com

INA BIERSTEDT

DDR (GDR), 1965

V obrazech Iny Bierstedt se jiz po né-
jakou dobu opétovné vraci motiv kra-
jiny, v kombinaci abstraktnich a figura-
tivnich prvki. V poslednich letech, od
té doby, co porizuje soupis uméleckého
odkazu svého otce Wolfganga
Bierstedta (1936-1983), se umélkyné
zaméruje na okolnosti, jez ovlivnuji
umélciv vyvoj. Ina Bierstedt obrati-

la svilij zajem zvlasté k znacné repre-
sivnim metodam na Umeélecké skole
Weissensee v Berliné v obdobi prvnich
nékolika dekad existence Vychodniho
Némecka. Co se tyce otcovy umélecké
pozustalosti ,,nejvice Inu Bierstedt
fascinuji jeho Sanony. Do nich ukladal
vlastni thledné rukopisné poznamky
ke svym jednotlivym pociniim spolu

s fotografiemi z vystav a drobnymi ski-
cami. Ina Bierstedt na tento material
nahlizi jako kuratorka s historickym
odstupem, a presto neni viibec nestran-
na. Navrhuje vstoupit do uméleckého
dialogu s odkazem svého otce. Mezi
jejimi poslednimi dily se stale nachaze-
ji krajiny, nékteré vSak pripominaji
interiéry, v nichz se ozyva prazdnota
vzpominek na néci zivot a rozporu-
plnost spolec¢enské paméti.

www.inabierstedt.de

For some time now, landscape
has been the recurring motif
of Ina Bierstedt’s paintings,
combining abstract and
representational elements.
Since cataloguing the artistic
legacy of her father, Wolfgang
Bierstedt (1936-1983), she has
recently been focusing on the
circumstances prejudicing

an artist’s development.

Ina Bierstedt took a special
interest in the rather
repressive situation at

the East Berlin School of

Art Weissensee, during

the first decades of East
Germany. Concerning her
father’s artistic remains,

Ina Bierstedt has been most
fascinated by his files: there
he collected neatly hand-
written reflections about all
his particular undertakings,
along with photographs

of exhibitions and small
sketches. Viewing this
material from a historical
distance and as a curator,
yet not being detached

at all, Ina Bierstedt also
proposes to enter into an
artistic dialogue with her
father’s legacy. Among her
latest paintings there are

still landscapes, while others
resemble interiors, echoing
the voids of an individual life
recalled and the ambiguities
of a society’s memory.
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BETTINA CARL

FRG, 1968

Instalace vystavena v brnénském Domé
uméni navazuje na cyklus Bettiny Carl
nazvany Den alten Bekannten [ Starym
znamym. Jeji dilo vytvorené primo

pro tento prostor nese podtitul Happy
Knowledge/ Stastné poznani a toéi se
kolem nékolika otazek dosti dalekého
dosahu: Je stésti podniceno poznanim?
Jsou lidé schopni poucit se z historie?
Méli by se ptaci ucit od lidi? Happy
Knowledge sestava z nékolika velkofor-
matovych kreseb uhlem zobrazujicich
ptaci klec vzhiiru nohama, mraky, stiny
a par ptaku. Kresby jsou doplnény né-
kolika vytvory bric-a-brac, latkovymi
zaplatami a tremi kratkymi texty po-
chazejicimi z riiznych zdroji. Jeden
uryvek cituje knihu Jeana Baudrillarda
Agonie des Realen (Merve Berlin: 1978)
(Simulakra a simulace), ktera mluvi o sile
obrazu skryvat prazdnotu, ktera lezi

za nim. Druhou citaci je strofa z basné

T. S. Eliota Gerontion napsané po 1. své-
tové valce, jez je monologem zatrpklého
starce. Autorem tretiho textu je anonym.
Na podlahu pred tyto kresby mezi ostat-
ni drobnosti umélkyné umistila malou
porcelanovou knihu. Na otevrenych
strankach knizky miizeme cist tyto verse:
‘Glad days — sad days / Are all brighter
made / With the Happy Knowledge / That
our friendship will not fade’.
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The installation exhibited at

the Brno House of the Arts
continues Bettina Carl’s series
titled “Den alten Bekannten /
To the old acquaintancies”. Her
site-specific work is subtitled
“Happy Knowledge” and it
revolves around several rather
far-reaching questions: Does
knowledge foster happiness?
Are humans able to learn from
history? Should birds learn from
humans?

“Happy Knowledge” is
comprised of some large format
charcoal drawings depicting an
upside-down birdcage, clouds,
shadows and some birds. The
drawings are accompanied by
a few pieces of bric-a-brac,
patches of fabric and three
short texts taken from different
sources. One passage cites
Jean Baudrillard’s “Agonie

des Realen” (Merve Berlin:
1978) (English “Simulacra

and Simulation”, 1982),
referring to the power of
images to dissimulate the
emptiness behind them. The
second quotation is a stanza
from T. S. Eliot’s post-World
War | poem “Gerontion”, which
is the monologue of a bitter old
man. The author of the third
text is anonymous. On the floor
in front of the drawings, among
other trinkets, the artist has put
a little porcellaine book. The
book’s open page bears the
lines ‘Glad days — sad days /
Are all brighter made / With the
Happy Knowledge / That our
friendship will not fade’.

www.bettinacarl.de

MATYAS CHOCHOLA

CZ, 1986

Instalace Full of Drahokams
evokuje artefakty nalezené na
dné oceanu. Témto artefaktim,
které uz davno ztratily svou
puvodni barevnost a z jejichz
drivéjsiho lesku a slavy zbylo
uz jen torzo, Matyas Chochola
navraci vyraz. Predméty diky
nému ziskavaji novou povrcho-
vou upravu, kterou jim navraci
po dikladnéjsim studiu psychic-
kych jevi i vlastniho vytvarného
rukopisu, jez se v instalaci pro-
pojuji v jeden celek.

Cela instalace je odrazem ja-
kychsi architektonickych kon-
strukci leticich vesmirem, at uz
postavenych pred davnymi véky
na zemi atlantskymi kulturami,
nebo jen jako architektonické
struktury symbolizujicich déje
odehravajici se v krajiné naseho
védomi a podvédomi. Prinaseji
z vesmiru podivné nesrozumitel-
né informace. Mozna spiritualni
odkaz aktualni pro dnesni dobu.

www.matyaschochola.cz

Many elements in the
installation “Full of
Drahokams” look like
artefacts retrieved from the
bottom of the ocean. Only
a remaining plaster torso
seems to testify to these
objects’ past glory, but
Matyas Chochola seems
to bestow new meanings
on these discoveries of
dubious origins. In his
thoughtful restoration
treatments, the artist

has applied his thorough
studies of psychological
phenomena, as well as his
own aesthetics, and thus
created an installation whose
components form a new
ensemble, a whole.
Overall, the installation’s
features and functions
remain widely enigmatic.
Had the Atlantic cultures
built this architectural
device once upon a time
and then launched it into
the cosmos, before it
again landed back here?
Or does this arrangement
merely symbolise motifs
from the landscape of

our consciousness and
subconsciousness? The
“Drahokams” might want
to reveal some strange
information from outer
space, and perhaps they
carry a spiritual message
that could be relevant today.
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DIETMAR FLEISCHER

FRG, 1967

Dranbleiben, to je nazev video-
projekce Dietmara Fleischera
na schodisti brnénského Domu
umeéni. V némciné dranbleiben
znamena vydrzet, nepresta-
vat, zustat v kontaktu a tento
obrat se vzdy pouziva a chape
v pozitivnim smyslu. Ale vytr-
valost neprinasi vzdycky vita-
né vysledky. | presto je vSak
rada ,,nevzdavat se snadno“

v pedagogickych priruckach
nécim, na ¢em se vsichni shod-
nou a o ¢cem se nediskutuje

— stejné jako je naprosta roz-
koS z rozmlaceni véci na kusy
touhou, jez je hluboce zakore-
néna v lidské povaze. V tomto
smyslu muze video Dietmara
Fleischera demonstrovat svo-
bodné herecké vyjadreni na-
prosto prirozeného impulzu

a zaroven potvrdit smyslupl-
nost vychovného principu zalo-
zeného na selském rozumu.
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“Dranbleiben” is

the title of Dietmar
Fleischer’s video piece
projected in the Brno
House of the Arts’
staircase. In German
dranbleiben means to
hold on, to keep going,
to stay in touch and the
term is always used and
understood in a positive
way. But persistence
does not always vyield

a welcome result.

Still, in pedagogic
guidebooks, “not giving
up easily” is advice
agreed on beyond
dispute — just as the
immense pleasure to
smash things is a desire
deeply rooted in the
human character. In
that sense, Dietmar
Fleischer’s video

may demonstrate

the free acting-

out of a completely
natural impulse while
proving at the same
time the worthiness

of a common-sense
educational principle.

www.fleischer-winter.de

ANNA GOLLWITZER

FRG, 1968

“Im Erinnerungshain — nicht still” (,,Na hrbi-
tové - neni klid“ ) je nazev socharské inter-
vence Anny Gollwitzer , kterou na vystave
DISPARATNI PROUDY vytvorila jako reakci na
stavajici projekt Iny Bierstedt a zaroven jako
jakési jeho rozsireni. Anna Gollwitzer ovSem
pristupuje k otazce vzpominky a konzervace
velmi odlisné, pricemz se soustredi spiSe na
proporce prostoru, na perspektivu, vzdale-
nost a blizkost, na ohrani¢eni a objem, tedy
na kategorie odkazujici k fyzické pritomnosti
divaka. Hlavni prvek v jeji instalaci pripomi-
na skrinku obsahujici umélecka dila nékoho
jiného: 18 drevorezi v ¢ervenych ramech od
Wolfganga Bierstedta, jez jsou ilustracemi

k basni Friedricha Schillera Das Lied von der
Glocke [ Piseri o zvonu (1798). V této jedné

z nejdelSich a nejoblibenéjsich némeckych
basni se popisuje naro¢né odlévani zvonu,
oslavuje se remeslna zru¢nost a vyzdvihuji se
obcanské ctnosti. Jsou to vsak pouze okraje
¢ervenych rami, jez jsou jedinou viditelnou
casti Bierstedtovych grafik. Zastava tudiz ote-
viena otazka, jestli Schillertiv a Bierstedtav
»Zvon“ tvori podstatu této instalace, nebo
pouze plni funkci ndhodné vybraného mate-
ridlu pouzitého ke stafazi. Komoda funguje
také jako vykladni sk¥in, po jejimz obvodu

je vystaveno nékolik barevnych tiskt. Dale
pak na okraji instalace umélkyné predstavuje
mobilni pomticky pripominajici trakare a cho-
ditka. Tyto ,,Schrittoptionen / Volby pFistupu“
vybizeji navstévniky, aby si zvolili rizné pozi-

vev

ce a uhly pohledu na skrin stojici uprostred.

www.annagollwitzer.com

“Im Erinnerungshain — nicht
still” (“In the Memorial Grove

— Not Silent”) is the title of
Anna Gollwitzer’s sculptural
intervention in STREUFLUESSE
which she developed as

a response and extension to Ina
Bierstedt’s current project. Anna
Gollwitzer, however, approaches
the issues of remembering and
preservation idiosyncratically,
focusing rather on ratios of
space: perspective, distance
and proximity, enclosure and
containment, are categories
that also refer to the physical
presence of the viewer. The
major element of her installation
resembles a cupboard, and

it actually contains someone
else’s artworks: 18 red-framed
woodprints by Wolfgang
Bierstedt illustrating Friedrich
Schiller’s “Das Lied von der
Glocke / Song of The Bell”
(1798). One of the longest and
most popular German poems,
“Die Glocke” recounts the
elaborate casting of a bell, praises
craftsmanship and upholds

civil virtues. The cupboard
doors also function as display
boards, presenting a selection of
colour prints. Moreover, at the
installation’s periphery, the artist
offers mobility aids recalling sack
barrows and wheeled walkers:
these “Schrittoptionen / Step
Choices” encourage the visitors
to assume various positions and
perspectives in relation to the
central cubicle.
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IRENE HUG

CH, 1965

Kdyz se prochazime kterymkoli més-
tem svéta, obklopuji nas texty, které
vyzaduji nasi pozornost. Napil védo-
mé si zasouvame jejich otravna sdéleni
do koutu své mysli a vime, ze uz jen
samotné mnozstvi jmen, reklam a pfi-
kazti ndm neumozni vzpomenout si na
detaily. Takze jejich naléhani ziistane
vétsinou nevyslyseno. Iréne Hug se
ovSem rozhodla na né reagovat. Ob-
nazuje tyto vyzvy na holé formy a ma-
terialy: typografie na zdech, poutace
nebo nedny se méni v prostredky jejich
vlastnich sdéleni. Podtexty, které vkla-
da do fotografii méstskych lokaci za-
husténych pismem, mohou byt citacemi
z filosofickych texti nebo hesly glosu-
jicimi regionalni ¢i globalni politickou
situaci. Vysledek je jak znepokojujici,
tak velmi zabavny, ob¢as pripominaji-
ci hemzeni mésta ve vyjevech Pietera
Brueghela starsiho. A ackoliv se zda, ze
jeji fotografie méstskych scenérii ¢asto
vyjadruji nevyslovitelné nebo Ze rein-
terpretuji scénu na fotografii, slogany,
jez Iréne Hug maluje na zdi, proménuji
samotny vystavni prostor v kulisy. V br-
nénském Domé umeéni predstavi Iréne
Hug rozmérnou nasténnou malbu vy-
tvorenou konkrétné pro tento galerijni
prostor, jez bude oslovovat navstévniky
primo a mozna nékteré z nich zaskoci.

08

When we stroll through

any city in the world, texts

all around us vie for our
attention. We half-consciously
shuffle their tedious messages
in some recess of our brain,
knowing that the sheer
amount of names, ads, and
orders will help us to forget
the details. So their pleas
remain largely unanswered.
Iréne Hug, however, has
taken on talking back to
them. She strips these
appeals down to mere forms
and materials: typography

on walls, banners or neon
signs, is turned into a vehicle
for her own messages.

Her subtexts inserted into
photographs of densely
lettered urban places may

be quotes from philosophical
texts or catchphrases
addressing the local or

global political situation. The
effect is both disturbing and
very entertaining at once,
resembling at times the
teeming town scenes by Pieter
Brueghel the Elder. While
Hug’s photographs of urban
sites often seem to express
the unspoken, or to reinterpret
the scene in the image, her
slogans painted on walls turn
the very exhibition space into
a setting. At the Brno House
of the Arts, Iréne Hug will
present a large site-specific
mural, directly addressing the
visitors, and maybe catching
some of them off-guard.

www.irenehug.com

SOFIA HULTEN

SE/UK, 1972

Nas obsedantni vztah k vécem a nase
pokusy tyto obsese zvladat jsou téma-
ta, jimiz se Sofia Hultén zabyva ve svych
videoprojekcich, fotografickych cyklech
a skulpturach. Jednim z prikladi umeélci-
nych trpélivych, pedantickych a absurd-
nich experimentd vyuziva starého pra-
delniku, ktery sama oddané zrenovovala
jenom proto, aby presné zreprodukovala
znamky poskozeni, které drive tento kus
nabytku nesl. Sofia Hultén tento proces
nékolikrat zopakovala. V usili negovat
linearitu ¢asu ukazala umélkyné zaklad-
ni hodnoty, jez informuji nas étos o pra-
ci a remesle - presnosti a pili -, aby tak
dospéla na samy pocatek k akumulaci
maximalni miry odcizeni pred konec¢nou
dekompozici objektu.

Podobné a dokonce jesté vice znepoko-
jujici podrazdéni vyvolava i jeji aktualni
cyklus videi pojmenovany Matter is Plastic
in the Face of the Mind/ Hmota je tvarna
tvari tvar mysli, ktery predstavi na vystavé
DISPARATNI PROUDY. Kazdodenni rutina
prace u pocitace se sklada ze sledu jed-
noduchych gest. Ve své roli obycejného
¢lovéka predvadi Sofia Hultén tato ges-
ta s odpovidajici Ihostejnosti. Rad nebo
syntax téchto pohybt byly ovSem dekon-
struovany a znovu poskladany naprosto
nespravnym zptsobem. Mozna je to za-
bavné, nicméné hledime na to se studem:
hriiza z toho, Ze ¢lovék zesili, je mozna ten
nejhorsi strach ze vsech.

www.sofiahulten.de

Our obsessive relationship to
things and our attempts to
manage these obsessions are the
issues Sofia Hultén deals with in
her video pieces, photography
series and sculptures. An
example of the artist’s patient,
pedantic and absurd experiments
involves an old chest of drawers
which she devotedly refurbished,
only to also precisely reproduce
the damage the furniture
formerly bore. Hultén repeated
this procedure several times. In
an effort to negate the linearity
of time, the artist demonstrated
the core values informing our
ethos of work and craftsmanship
- accuracy and diligence - only

to arrive at the very start,
accumulating a maximum of
alienation before the object’s final
decomposition.

A similar, even more disquieting
irritation derives from her
current series of video pieces
titled “Matter is Plastic in the
Face of the Mind”, presented in
STREUFLUESSE. The daily routine
when working at our desktop
comprises a sequence of simple
gestures. Acting as the Everyman
again, Sofia Hultén performs
those gestures with adequate
indifference. The order or syntax
of those movements, however,
has been deconstructed and re-
assembled in a completely wrong
way. This could be funny but we
are watching in shame: the dread
of going insane is maybe the
worst fear of all.
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ANDREAS KOCH

FRG, 1970

Dilo Andrease Kocha se zaméruje na
prostorovou zkusenost naseho bezpro-
stfedniho bydlisté. Jeho videa, fotografie
a instalace s sebou nesou chladnou auru
technické presnosti, a také proto vynikaiji
svym mistrnym provedenim. K tomuto po-
citu dokonalosti stoji mnohé z jeho objek-
ta, jez patri do dosti omselého svéta oby-
¢ejnych domacnosti, v ostrém kontrastu.
Andreas Koch ¢asto tvori fotografie a vi-
dea, ktera ma divak za zaznamy interiér.
Na prvni pohled se tato dila jevi tristné
jednoducha, dokud si ¢lovék neuvédomi,
Ze takova scéna predpoklada naprosto
nemozny lhel pohledu, a tudiz se jedna

o vysoce kultivovany vytvor.

Vystava DISPARATNI PROUDY v brnén-
ském Domé umeéni predstavuje Kochovo
dilo Duschvorhang | Sprchovy zavés v hlav-
nim vystavnim sale. A protoze tento pro-
stor vérné pripomina chramovou lod, ¢lo-
vék by nebyl prekvapen, kdyby vepredu na
zdi uvidél oltar. Na misté ikonostase jsou
v§ak v méritku jedna ku jedné Kochovy
fotografickeé reprodukce starého sprcho-
vého zavésu, jehoz piavodné bila barva do-
stala lehce nazelenaly nadech. Pri pohledu
na tyto fotografie si divak mozna vybavi
obrazy Cistoty, predstavi si mokra téla, jez
zaveés kdysi zakryval, nebo bude premyslet
o vyobrazenich drapérii na starych obra-
zech — mozna si dokonce vyvola v paméti
bila platna Cy Twomblyho. Nakonec ale
tyto fotografie nevypovidaji o nicem vice
nez o kovové konstrukci, ktera je drzi.
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Andreas Koch’s work focuses
on the spatial experience

of our immediate living
environment. His videos,
photographs and installations
have the cool aura of
technical precision, and
indeed they stand out for
their masterly execution.
Strongly contrasting with this
air of perfection, many of his
subjects belong to the rather
shabby world of ordinary
households. Andreas Koch
often creates images and
videos which the viewer takes
for recordings of interiors. At
first sight, these works appear
unnervingly simple, until

one realises that the scene
presupposes a completely
impossible point of view, and
thus is a highly accomplished
invention.

STREUFLUESSE presents
Koch’s “Duschvorhang”, a 1:1
photographic reproduction of
an old shower curtain. These
photographs are presented
like the thing they depict.
While contemplating the
installation, the spectator may
recall notions of cleanliness,
imagine the wet bodies

the curtain once hid, or

think about the realness of
photography.

www.loop-raum.de/index.php?koch

SUSANNE LORENZ

FRG, 1969

V néméiné ma slovo Ubertragung mnoho
vyznamu, od prenosu, nakazy a vysilani

az po prevedeni, a to je jen nékolik z nich.
Suzanne Lorenz cestuje vertikalné déjinami
uméni a zaobira se prenosem tvari, které si
vybrala z historickych kontextii. Své nalezy
pak prestavuje do souc¢asnych objektu,

a tim redefinuje jejich vyznam a funkci. Jeji
exponat na DISPARATNICH PROUDECH
nazvany Mahrische Bank / Moravska lavice
se odviji od jednoho stredovékého obrazu
vystaveného Moravské galerii v Brné:
Suzanne Lorenz si z obrazu vybrala malou
perspektivou pokrivenou lavici a vytvorila
trojrozmérny kus nabytku, pricemz se
snazila zachovat vérnost predloze, jak jen to
bylo mozné. Tento postup muize byt chapan
jako jisté kouzlo obracené naruby: Kolem
roku 1480 anonymni autor vymysilel fiktivni
objekt, ktery slouzi jako maly doplnék
uprostred biblické scény na jeho obraze,

a dnes jeho napad dostal tvar ve skute¢ném
kuse dreva, ktery nam stoji v cesté. Po

péti stech letech své existence ve fiktivnim
chramu se nyni skutecny stil nachazi

v sekularnim kontextu, jenz preci jen vede
k domnénce, Zze exponaty jsou néco jako
posvatné predméty. OvS§em namisto rabin,
ktefi na obraze diskutuji v chramu, jsou to
dnes navstévnici brnénského Domu umeéni,
které se shromazduji kolem tohoto oltare.
A misto dvanactiletého JeziSe na celou

scénu shlizi jen fotografie pivodniho obrazu.

Podékovani Moravské galerii za laskavou
podporu pFi vzniku dila.

www.susanne-lorenz.de

In German, the term Ubertragung
refers to a long list of English
equivalents, ranging from
transfer, contagion and
broadcast, to assignment,
among many others. Vertically
cruising the history of art,
Susanne Lorenz is interested in
the transfer of shapes she has
picked from historic contexts.
Lorenz remodels her findings

into contemporary objects,

thus re-defining their meaning
and their function. Her exhibit

in STREUFLUESSE, titled
“Mahrische Bank” departs from
a medieval painting displayed in
Brno’s Moravian Gallery: Lorenz
chose a small distorted bench
from that picture and constructed
a 3-dimensional furniture, trying
to stay as faithful to her reference
as possible. This procedure might
be seen as some kind of reversed
magic trick: Around 1480, an
anonymous artist invented

a fictional object to serve as

a minor prop within the biblical
scene on his picture, and now his
idea is morphed into a real piece
of wood, standing in our way.
After more than 500 years of its
existence in a fictional temple,
the actual bench now appears

in a secular context that all the
same assumes the exhibits are
quasi sacred objects. However,
instead of the temple’s rabbis
discussing in the painting, today
there are visitors of the Brno
House of the Arts gathering
around the bench. And in place
of 12-year old Jesus, only

a photography of the original
painting oversees the scenario.

We are also thankful to the

Moravian Gallery for kind support
during the origin of the work.
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ALENA MEIER

DDR (GDR), 1972

Histoire de ma vie | Pribéh mého Zivota je in-
stalace, ktera kombinuje ¢ernobilé fotografie

v riznych podobach a z riiznych zdroju. Ve verzi
z roku 2015 je ,,Histoire de ma vie“ stale jesté
kombinaci nékolika nedokoncenych skladacek.
Ve chvili kdy je fragment ve svém rozméru po-
vySen na nemozny celek, davaji prazdna mista
tusit pribéhy, které nikdy nikdo nepovi - ale na
oplatku nabizeji nové vazby. Alena Meier se vy-
dala po stopach Giacoma Casanovy (1725-1798)
do Severnich Cech na zamek Duchcov, kde ten-
to Benatcan stravil posledni roky svého Zivota,
osamély, znudény a frustrovany, zaméstnany
jako knihovnik Hrabéte Valdstejna. Alena Mei-
er byla zklamana klasicistni podobou zamku,
kterou dostal pri renovaci, a tak se uchylila do
nedalekého cisterciackého klastera v Oseku,
jenz je dodnes skvélym prikladem ¢eského ba-
roka. BEhem uméléiny navstévy v roce 2001 zilo
v Oseku jen par mnichi. Klaster slouzil hlavné
jako utulek pro starnouci muze, z nichz vétsina
sem prisla z daleka. Nékteré z fotografii v in-
stalaci Aleny Meier nabizeji pohledy do zahra-
dy klastera, fragmenty barokni architektury

a podzimni vegetace. Ty kombinuje a stavi do
protikladu s utrzky fotografii z jednoho starého
amerického westernového filmu: dostavnik se
prevratil, koné a kovbojové padaji na zem.
Ranéjsi verze ,Histoire de ma vie“ byla vystave-
na v prostorach projektu CAPRI v Berliné v roce
2002 a jeji nejdilezitéjsi cast zabirala celou
podlahu prostoru, pricemz sledovala neobvykly
pudorys galerie. Tato extravagantni asamblaz
vytvorena ve photoshopu, ktera skyta pohled
na bahnité jezero z ptaci perspektivy je nyni
nainstalovana na konstrukci v tistfrednim sale
brnénského Domu uméni pripominajici jevisté.
Odkazuje na zacatky projektu CAPRI a zaroven
poslouzi jako platforma pro panelové diskuse
nebo performance v dobé vystavy.
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“Histoire de ma vie / Story of my Life”
is an installation combining black and
white photographs in various forms
and from different sources. In its 2015
version, “Histoire de ma vie” is still

a mix of several incomplete jigsaw
puzzles. Upgrading the fragment in
proportion to an impossible whole, the
voids are hinting at tales that will not be
told — but in return they allow for new
relations.

On the trail of Giacomo Casanova
(1725 -1798), Alena Meier travelled

to the Northern Bohemian Duchcov
Chateau where the Venetian spent the
last years of his life, lonely, bored and
frustrated, employed as the librarian

of Count Waldstein. Disappointed by
the castle’s classicist renovation, Alena
Meier turned to the nearby Cistercian
monastery of Osek, which has
remained a true example of Bohemian
baroque. During the artist’s visit in 2001,
only a few monks were living at Osek
and it mainly served as a shelter for
elderly men, most of whom had come
there from far away.

Some of Meier’s photographs in

the installation show views of the
monastery’s garden, fragments of
Baroque architecture and autumnal
vegetation. She combines and contrasts
them with fragments of a film still from
an old American western: a wagon has
been turned over, horses and cowboys
tumble and fall.

An earlier version of “Histoire de

ma vie” had been exhibited in

CAPRI’s project space in Berlin in

2002, and its most prominent part
covered the entire floor of the space,
tracing the gallery’s peculiar floor plan.
Showing the aerial view of a muddy
lake, this extravagant Photoshop-
made assemblage is now mounted on
a stage-like construction in the central
hall of the Brno House of the Arts.
Here it recalls CAPRI’s beginnings and
will also serve as a platform for panel
discussions or performances during the
exhibition.

www.alenameier.de

SVATOPLUK MIKYTA

CSSR, 1973

Zajem Svatopluka Mikyty se v po-
sledni dobé presouva od esteti-

ky politické propagandy smérem

k propagac¢nimu primyslu. To, co
zUstava, je hra s odkazem polygrafie
a nespolehlivosti nasi paméti. Casti
interiérového designu, knizni repro-
dukce a jednobarevné podklady pla-
katu vytvareji z jeho instalaci nejisté
prostredi. Na prvni pohled spolu
jednotlivé fragmenty prilis nesou-
visi, barevnosti vSak pripomenou
casoprostorovy CMYKovy vzornik.
Véjir obrazovych vztaht, rozprostre-
ny napFic¢ historii minulého stoleti.
Vystavené Monochromy nazvané
Installation Wand predstavuji roz-
mérné, jednobarevné obdélniky

v drevénych ramech. Nedokonc¢ené
propagacni poutace ze sedmde-
satych let minulého stoleti, poz-
statky tehdejsi tiskarské produkce.
Obrazy, které nemély Cas se vyjevit
a jejich misto navzdy zaujaly syté
barevné podklady. Nikdy se nedo-
zvime, zda to byla snaha zbavit se
politicky nezadoucich motivi, nebo
jen nahla zména vyrobniho planu.
Osudné monochromy nebo bezucel-
né abstrakce.

www.krokusgaleria.sk/en/artist/svatopluk-mikyta

Svéatopluk Mikyta’s interest

has recently shifted from the
aesthetics of political propaganda
to the advertising industry.
What remains is a play on the
legacy of commercial and
propaganda printing and on
the unreliability of our memory.
Svatopluk Mikyta’s installations
are uncertain places. The artist
combines disparate elements,
like reproductions of books and
pieces of furniture, and arranges
them on monochromatic
backgrounds. In this approach,
he also refers to conventions of
interior design. At first glance,
the individual fragments do not
have much connection, although
their chromaticity is reminiscent
of a time-space CMYK-like
colour chart — a fan of pictorial
relationships spread across the
history of the last century.

The Monochromes in this
exhibition are large-scale
monochromatic rectangles

in wooden frames — these
unfinished promotional banners
from the 1970s are remnants of
that era’s printing production.
They are images-to-be that
never manifested themselves,
and whose place was taken by
brightly colourful backgrounds.
We will never know whether
those images fell victim to
political censorship or whether
a sudden change in the
production plan inhibited their
realisation: these artworks are
fraught with historical issues,
yet they could just as well be
abstract images, not alluding to
any external thematic.
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CORA PIANTONI

FRG, 1975

Video Cory Piantoni Musterhaus/
Modelovy domov je dokumentar-
nim projektem, v némz vystupuji
manzelé Zachovalovi. Od roku
1958 zije rodina Zachovalova

v jedné z vil na Babé, v resi-
dencni ¢tvrti na severnim okraji
Prahy. Sidlisté Na Babé posta-
vené v letech 1932 az 1936 bylo
vyznamnym projektem, jehoz
cilem bylo zhmotnit estetické
principy ceskoslovenského funk-
cionalismu, pricemz i vybaveni
interiéru téchto domu bylo na-
vrzeno v prisném souladu s té-
mito novatorskymi myslenkami.
Mnozi obyvatelé prvni genera-
ce museli po némecké okupaci
v breznu 1939 odejit, presto
vSak vétsina domu zustala do-
dnes netknuta a nepozménéna.
Rodinna historie Zachovali se
Uzce poji s jejich domem a odra-
Zi politické zmény v povale¢ném
Ceskoslovensku a dnesni éeské
spolecnosti.

14

Cora Piantoni’s video
“Musterhaus/Model
Home” is a documentary
portrait featuring Mrs.
and Mr. Zachoval. Since
1958, the Zachoval family
has been living in one

of the villas of the Baba
Werkbundsiedlung,

a residential district in

a northern suburb of
Prague. Constructed
between 1932 and 1936,
the Sidlisté Na Babé

was a major project
aiming to materialise

the aesthetic principles
of Czechoslovakian
Functionalism, and the
houses’ interior furnishings
had also been designed
in strict accordance to
these novel ideas. Many
of the first generation

of inhabitants had to

flee after the German
occupation in March
1939, yet most of the
buildings have remained
intact and unaltered to
the present. The Zachoval
family’s history is closely
linked to their home, and
it also echos the political
changes in post-war
Czechoslovakia and the
actual Czech society.

www.piantoni.de

JANEK ROUS

CZ, 1981

Instalace Janka Rouse bez nazvu (Evropa)
se sestava z priblizné ze Sedesati cer-
nobilych fotografii jezdeckych pomnik,
posbiranych z celé Evropy. Na vSech fo-
tografiich byly samotné jezdecké pomniky
vymazany a v jejich charakteristickém,
rozeznatelném prostredi byly ponechany
jen ,bilé stiny“. Sochy, prestoze zbaveny
své kyzené pusobnosti, jsou pritomny

ve svém prostredi jako chybéjici, avSak
stale automaticky vnimané a prijimané
ikony minulosti, jejichz otisk chté nechté
zUstava navéky zapsan v podvédomi
kazdého, kdo misto navstivi.

Instalace je doplnéna modelem Van der
Graafova generatoru, pomoci kterého se
neustale generuje napéti statické elek-
triny a mezi jehoz kopulemi proskoc¢i
kazdych cca 20 sekund silny zablesk. Tyto
zablesky predstavuji urcitou absurdni
metaforu pomijivosti a odkazuji ke stale
aktualnimu fenoménu stavéni jezdeckych
pomnikd vSemoznym hrdintiim minulosti,
jejichz osudy a zasluhy jsou proménlivé
pFijimany a odmitany podle kontextu
dané doby.

Podékovani pani PaedDr. Hané Vitové,
reditelce Zakladni skoly Na Smetance,
Praha 2, za laskavé zapujcéeni modelu Van
der Graaffova generatoru.

www.kvok.info

Janek Rous’s installation
combines approximately 60
black and white photographs
of equestrian monuments he
found all over Europe. In each
photograph, the monument
was erased and instead only

a “white shadow” was left,
framed by its local environment.
Deprived of their originally
intended impressiveness, the
monuments remain present in
their environment as missing.
They are still automatically
perceived and accepted as
icons of the past, whose
imprint, like it or not, leaves

a mark in the subconscious of
every passer-by.

The photographs are
accompanied by a Van de Graaff
generator, an apparatus that
constantly generates a static
electric voltage, accumulating
the charge so that a bright
flash leaps between its domes
every 20 seconds. These flashes
may represent a sort of absurd
metaphor of transience. They
also refer to the still topical
phenomenon of erecting
equestrian monuments to
honour heroes of the past. As
times are changing, however,
the fates and assumed merits
of those horsemen may evoke
either admiration or disdain.

Our thanks to PaeDr. Hana
Vitova, directress of the
Elementary School Na
Smetance, Prague 2, for kindly
lending us a model of the Van
de Graaff generator.
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IVAN SEAL

UK, 1973

Obrazy Ivana Seala jako by uka-
zovaly vzdycky jen jednu véc. V duchu
tradi¢nich zatisi umistuji objekt pred
monochromni pozadi. Trocha stinu po
stranach predmeétu a pod nim musi
stacit na to, aby byly vystavény jed-
noduché prostorové kulisy. V mnoha
pripadech tvofi spodni ¢ast objektu
podstavec, ktery zdlraznuje jejich
tihu a pozici. Toto vSechno vyzyva ke
snadnému ¢teni a opravdu okamzité
uvérime tomu, ze vime, co je zobra-
zovano. Pak se dostaneme do tizkych.
Divame se na néjakou drobnost, nebo
na pomnik stalinistickych rozméra? Co
se zde zobrazuje, pokud viibec néco?
A proc¢ skulpturalni objem, ktery jsme
tak rychle rozpoznali, ztraci najed-
nou svou plasticitu, ¢im blize je stredu
obrazu? Zde, velmi blizko pred nasima
oCima, se zda, ze se domnély objekt
vytraci a stava se pouhym povrchem,
hustou strukturou tahi stétce a skra-
banci, ktera neguje jakoukoliv pred-
stavu hloubky a pripomina platno od
Pollocka, Johnse nebo valecek od
Richtera. Platna lvana Seala vychazeji
z ruznych malirskych tradic, které pred
nas bezostysné stavi jako jasné odka-
zy. Nakonec ale tyto citace vtahnou
divaka zpatky do obrazu samotného.
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Ivan Seal’s paintings seem

to show but one thing at

a time. In the fashion of
traditional still lifes they
place an object in front of

a monochrome background.
A bit of shadow underneath
and at the item’s side must
suffice to construct a simple
spatial setting; in most cases
the lower part of the objects
form a pedestal, emphasising
their weight and position. All
this invites an easy reading,
and indeed, we immediately
believe we know what is
being depicted. But then we
get stuck. Are we looking at
a trinket or at a monument of
Stalinist dimensions? What is
represented, if anything at all?
And why does the sculptural
volume we have so readily
identified lose all its plasticity
towards the picture’s centre?
Here, very close to our eyes,
it seems the alleged object
disappears and becomes

a mere surface: a dense
texture of brush-strokes

and scrapings, negating any
assumption of depth, and
resembling a patch of Pollock,
Johns or squeegee Richter.
Ivan Seal’s canvasses draw
on a variety of painterly
conventions which he
handles like blatantly obvious
signposts. Eventually,
however, these quotations
draw the viewer back into the
painting itself.

www.ivanseal.com

PAVEL STEREC

CZ, 1985

Prace Pavla Sterce nazva-
na Na minulé Zivoty neverim
predstavuje tri velkofor-
matové fotografie koncl
slepych ulicek uvnitr dolu

v Pribyslavi. Tézba zde pro-
bihala ve stredovéku a pra-
ce v dole trvaly s nejvétsi
pravdépodobnosti po dobu
deseti let. V dole se nic ne-
naslo a nejspise slo pouze

o omyl prospektort. Z sach-
ty, ktera méri 130 metru,
vede nékolik slepych odbo-
cek. Fotografie predstavuji
zaznam cesty Pavla Sterce
do pribyslavského dolu, bé-
hem které navstivil vSechny
tri slepé konce a zdokumen-
toval mista, ve kterych po
deseti letech délnici odlozili
naradi a vzdali dlouho trva-
jici a zcela marnou praci.

www.pavelsterec.org

Pavel Sterec’s work,

“I Don’t Believe in Past
Lives,” consists of three
large-format black and
white photographs

of the three tunnel
dead ends leading

off a130-metre long
central mine shaft. For
about 10 years in the
Middle Ages, miners
dug in the depths of
the Pribyslav mine

for silver. However,
nothing was found
there and the desired
silver was probably
just an illusion of the
prospectors. These
photographs document
Pavel Sterec’s visit to
all three dead ends.

In photographing the
places where the
miners finally put down
their tools, giving

up their tedious and
strenuous work, he
recorded the spots
where they were
forced to admit that
their labour had turned
out to be completely
wasted.

17



WOLF VON KRIES

FRG, 1971

Wolf von Kries ve svych instalacich
a experimentech zkouma soudin-
nost prirodnich, tj. fyzickych sil

a lidskych pochybeni, ktera mo-
hou vést k takovym jeviim, jako je
znecisténi vzduchu nebo vynalez
polystyrenu. Na DISPARATNICH
PROUDECH predstavuje Wolf von
Kries ponékud melancholickou
instalaci s nazvem MayDay. Jak
rika sam autor, May Day (1. kvéten)
je Mezinarodnim dnem prace,

ale tento obrat se ¢asto ve svété
pouziva jako poplasné heslo

v radiové komunikaci - vlastné
vzniklo z francouzského venez
maider [ prijd'te mi na pomoc.

V brnénském Domé umeéni pred-
stavuje MayDay videoprojekci
destovych kapek, které padaji do
louzi, a pred timto lehce se pohy-
bujicim obrazem jsou vyskladany
na podlaze konzervy s jidlem.
Vsechny maji stejné datum spotre-
by, a konzervy tak smutné ukazuji
na spolecnou budoucnost ztrace-
nou v minulosti.
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In his installations and
experiments, Wolf

von Kries explores the
coincidences of natural,
i.e. physical forces and
human failures, which
may result in phenomena
like air pollution or the
invention of polystyrene.
In STREUFLUESSE, Wolf
von Kries shows a rather
melancholic installation
titled “MayDay”. As

the artist states “May
Day (1st of May) is the
International Workers’
Day, and the term is also
used internationally as an
emergency code word

in voice procedure radio
communications — it
actually derives from the
French venez m’aider

/ come here and help
me”. At the Brno House
of the Arts, “MayDay”
comprises a video
projection of rain drops
falling into puddles, and
in front of the slightly
moving image there is an
assembly of food cans
on the floor. All bearing
the same expiry date, the
preserves sadly point to
a common future lost in
the past.

www.wolfvonkries.de

ILONA WINTER

FRG, 1961

Uz témér dvacet let tvori
abstraktni malirka llona
Winter a videoumeélec
Dietmar Fleischer tym,
ktery vytvari spolecna
umeélecka dila. Jejich

usili dalo vzniknout
riznym videoprojekcim,
performancim a instalacim
vytvorenym na konkrétnich
mistech. Mezi jejich videi
vycniva ilustrovana prace
1000 Titles [ 1000 nazva.
Mezi jejich performance
se radi i nechvalné znamé
poradenské predstaveni
Don’t call us — we call

you [ Nevolejte nam —

my se vam ozveme, které
vysvétiuje umélcuam, jak by
se méli chovat na dnesnim
globalizovaném trhu

www.fleischer-winter.de

For almost 20 years
now, the abstract
painter llona Winter and
the video artist Dietmar
Fleischer have regularly
teamed up to create
collaborative works of
art. Their endeavours
have generated

various video pieces,
performances and site
specific installations.
Among their video
works, their illustrated
“1000 Titles” stand out.
Their performances
include the infamous
“Don’t call us — we
call you”, a counselling
show explaining how
artists should behave
on the globalised
market-place. At the
Brno House of the

Arts, llona Winter and
Dietmar Fleischer will
surprise the public

with either a brand-
new piece or a classic
sample of their previous
artistic cooperation.
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