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Predmluva
Rostislav Kostial

L~Smyslem mé prace nikdy nebylo niéit,
ale vzdy vytvaret, stavét mosty, protoze
musime zit v nadéji, Zze se lidstvo spoji

a ze ¢im lépe si budeme rozumét, tim
snazSi to bude.” Témito slovy naSeho
slavného malife, jehoz osud kratce zaval
i do naseho krasného mésta, bych uved|
svoji tvodni fe¢ do katalogu mikulovskeé-
ho vytvarného sympozia. Vybral jsem
citat Alfonse Muchy proto, ze v téchto
slovech vidim symbol a smys| mikulovské
"dilny". Laska k umé&ni a tvofivost stavi
mosty mezi lidmi a v naSem pfipadé se
da hovofit i o mostech mezi generacemi.
Vzdyt Mikulovské vytvarné sympozium
"dilna" ma za sebou jiz neuvéritelnych
28 let. Zde si dovolim pouzit druhy citat

£
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Alfonse Muchy: ,Laska je pramen, ktery
prekazkami vyrlsta.” Ano, "dilna" to
nemeéla v Mikulové vzdy lehké, ale pravé
laska k uméni, tahnouci se Mikulovem

od nepaméti, vzdy vSechny prekaz-

ky pfekonala. V&fim, ze tak jako dnes
vzpominame na Alfonse Muchu, velikdna
vytvarného uméni, budou pfisti generace
vzpominat na mnohé umélce, jiz zane-
chali v naSem muzami polibeném mésté
svou stopu. Pral bych si, aby tak jako
laska k uméni vzdy pfekonala vSechny
prekazky na osmadvacetileté cesté miku-
lovského vytvarného sympozia, se nasel

i v pristich letech v Mikulové dostatek
osvicenych zastupitell, ktefi by jedinecny
projekt, jenz zveda kulturni hodnotu més-
ta pod Palavou na predni pficky v nasi
zemi, nadale rozvijeli.




DILNA 2021

uvoDp

Pohled na 28. dilnu
Adam Vrbka

LetoSni roénik mikulovského vytvarného
sympozia byl pro mé osobné naprosto
jedinecny; predstavoval totiz zménu, a to
jak v pripravé jednotlivych ro¢nikd, tak

v samotném uvazovani Uc¢astnikd letoSni
"dilny".

Na podatku byl osloven profesor Jifi
Cernicky, vynikajici umélec, ktery byl
v nasi sbirce nepravem opomenut. Profe-
sor Cernicky zvolil tym sloZeny ze samych
zen. DGvodem jeho zaméfeni na nézné
pohlavi byla citelna nevyvazenost Sanci na
Ceské umélecké scéng, ale také nedosta-
teéné zastoupeni zajimavych a jedinec¢-
nych umélkyn ve shirce mikulovského
vytvarného sympozia. Skupina autorek
byla realizac¢nim tymem citlivé doplnéna
o hosta a asistentku produkce.

Jiti Cernicky se ve vybéru nespletl.
Predstavil tym pfesahujici ¢eskou kotlinu,
ktery byl schopen v pribé&hu jednoho
letniho mésice vytvofit celou sérii nesmir-
né zajimavych praci a svymi individualnimi
pfistupy a postupy mysleni obohatit nejen
ob&any mésta Mikulova. Autorky a teore-
ticka ro¢niku pfinesly do prostoru zamec-
kych ateliér( zavan Gerstvych myslenek,
neokoukanych nazoru i nekonvenénich
pristupt a tento jejich pFinos se projevil
nejen v kvalité jimi vytvofenych dél, ale
také na celkové instalaci, doplnéné v po-
sledni ¢asti o dila kuratora ro¢niku.

StéZejni mySlenka vystavy — proménit
jednotlivé ateliéry v pomysiné cely — doSla

svého naplnéni. Kazdy ateliér dosahl své
individualni podoby, a to véetné spoled-
ného prostoru, v némz se jedine¢nym
zpUsobem odrazila ,instalaéni“ mysSlenka
teoreti¢ky roéniku a také potomku ucast-
nikd.

Specifi¢nost pfinosu osmadvacatého
ro¢niku "dilny" vnimam také v kvalitni
spolupraci mezi realizaénim tymem,
autory, pracovniky regionalniho muzea
a obCany mésta, ktera se jisté v nasle-
dujicich ro€nicich této neopakovatelné
akce jesté rozSifi. Za vasi ochotu a nad-
hled vam velice dékuiji!

Jak jsem jiz uvedl, v osobni roviné pro
mé letosSni ro¢nik pfedstavoval zejména
zménu. Zmeénu, ktera vznikla jako da-
sledek jednotlivych diskusi, konfrontaci
a dialektickych rozhovord. Zménu, kterou
mUze prinést pouze sympozium v ptvod-
nim slova smyslu.
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Vybér autorek pro Mikulovské vytvarné
sympozium "dilna" 2021 reaguje na le-
tity stav umé&leckého provozu v Ceské
republice. Jde o problém nevyvazenosti
rdstu umeéleckych kariér Zen a muzd.
Tato disproporce se tyka obsazovani zen
na vystavach, jejich pfitomnost ve sbirko-
vych akvizicich, reflexe umélecké kritiky,
ale i jejich nedostateé&ného zastoupeni
v ramci pfibéhu dé&jin uméni.

Kofeny této asymetrie sahaji hluboko

do historie a tato vystava ji reflektuje.
Umeélkyné Casto prochazeji obdobim, kdy
svoji umeéleckou kariéru s laskou pfizpU-
sobuji rodiné a pédi o déti; doCasné se
tedy museji své kariéry vzdat a vaéi mu-
z0m se ocitaji v nevyhodé. Preruseni Ci
naruSeni kontaktu s uméleckym svétem
byva pro Zeny vétSinou fatalni. Nezfidka
konc¢i ztratou viry ve vlastni tvlréi schop-
nosti, rezignaci na budovani profesio-
nalni drahy nebo obtiznym navazovanim
na predchozi Uspéchy v okamziku, kdy

DILNA 2021 uvoD

uméleckou scénu uz ovladaji muzi. Ma-
tefstvi se navic prekryva s dobou, kdy ma
kterykoli tvliréi jedinec nejvétsi potencial,
ma odvahu experimentovat a riskovat.

Nutno rovnéz zminit, Ze i u téch umél-
kyn, které se svobodné rozhoduji déti
nemit, v naSi spole¢nosti stéle preziva
predsudek, ze jim neni vlastni umélecky
talent. Tato vystava by toto klisé méla
rozbit. Reflexe prozitku svéta z Zzen-
ské perspektivy totiz pfinasi do umeéni
jedine¢na témata, specifické souvislosti,
odliSnou povahu umélecké préace, jinou
citlivost, tajemstvi i originalni vize, které
se v dilech muzd neobjevuji - a rozhod-
né& nejde jen o rodinu &i matefstvi. Zeny
ve své umélecké praci oteviraji jiny po-
hled na spole¢nost a svét jako celek.

Kdo je tedy ona divka pfipominajici
Medusu ze starofecké mytologie, ktera je
leitmotivem této vystavy? Kdo je Gorgo-
na s velkyma oc¢ima, kteryma proméni
v kdmen kazdého, kdo se na ni zadiva?
Jeji osud byl prokletim za znasilnéni.

Tato odvéka kolosalni nespravedlinost se
u této vystavy scvrkla na jakési echo. Ano,
velké oci zlstaly za tlustymi skly, ta v§ak
misto slabosti a handicapu asociuji zen-
skou rebelii a silu: jsou vyrazem vzdélani
a intelektu. A jak je to s nebezpe&nymi
hady, jez se proménili v rafinovany Zensky
uces ukryvajici v natd€kach ostré jehly?
Neskryvaji injekce souc¢asnou povahu
jedu &ihajiciho v postindustrialni spole¢-
nosti takrka vdude?

10—11



Sedm
Martina Pachmanova

Sedm vyraznych zenskych uméleckych
osobnosti riznych generaci, odliSnych
umeéleckych pfistupl a rozmanitych zZivot-
nich a profesnich zkuSenosti. Prace, které
tyto prevazné intermedialné orientované
umélkyné v ramci 28. ro¢niku Miku-
lovského vytvarného sympozia "dilna"
realizovaly, ale maji néco spole¢ného.
Je to zajem o genius loci mista — zajem
o jeho kulturni, politickou i intimni historii
a soucasnost, o jeho zivé i mrtvé, znamé
i bezejmenné protagonist(k)y a jejich
dramatické, mytizované anebo zcela
obycejné pfibéhy, a v neposledni fadé
0 jeho osobitou vizualni podobu. To se
tyka jak ztraty a znovunalezeni domova
¢i ozivovani pretrhanych rodinnych pout,
tak tematizace a parafrazovani zivého
odkazu pamatek a rituall a ideovych i
mocenskych koncepci, které jsou s nimi
spjaty. (Tento dialog s minulosti je zvlasté
markantni s ohledem na renesan&né-
-barokni podobu mikulovského zamku
a na mistni rozsahlé sbirky uméleckych
a historickych artefaktl nejrazné;jsi
provenience — obraz(, knih, odév(, textilii,
keramiky, paleontologickych nalezu, foto-
grafii, liturgickych predméta.)

Vysledné projekty v8ak spojila také
potfeba rehabilitovat rukodélnou tradici
a s ni i haptickou a télesnou zkuSenost Ci
objevovat nové postupy na hranici umeéni
a védeckého experimentu, které aktivizuji
mnohasmyslové vnimani a nabouravaiji

DILNA 2021 uvoD

dualitu mysl-télo, stejné jako hierarchii
uméleckych zanru, technik a disciplin,
Gasto vychazejici z genderovych pred-
sudku a stereotypu. Jak ukazala vysledna
vystava, projekty sedmi umélkyii z Ceské
republiky, Slovenska a Francie byly v ne-
posledni fadé usouvztaznény uchopenim
zameckého prostoru nikoli jako tradiéni
galerie, ale spiSe jako zitého a zivého
environmentu, jako jevisté i hledisté, jako
misto déni a horizontalni komunikace
mezi sebou i s divaky.

Nejmarkantné&;jsi byl tento ,jevistni
efekt” vinstalaci Julie Béna, ktera na roz-
dil od ostatnich umélkyn nevystavova-
la v prostoru vlastniho ateliéru, nybrz
intervenovala do vicero mistnosti, chodeb
¢i na zamecké schodisté. Inspirovana
poezii, divadlem, pohadkami, mytologii
i popularni kulturou a misici obrazotvor-
nost a poetiku s angazovanosti a politikou,
Julie ve své praci skrze nalezené stejné
jako FemesIné vytvorené rekvizity (mari-
onety, masky, obludné& naddimenzované
fragmenty lidskych organ() zinscenovala
podivuhodné - krasné, ale také znepoko-
jujici a mrazivé — ,predstaveni®.

Kontrast mezi esteticky vytfibenou for-
mou a dramatickym obsahem byl pfiznac-
ny rovn&z pro projekt Michaely Cernické.
Odkryvanim vrstev omitek mikulovského
zamku se tato umeélkyné a restauratorka
v jedné osobé jala ozivovat pamét mista
a udély téch, kdo s nim byli spojeni. Se

svym smyslem pro minuciézni detaily
skrze retuSované fotografie a psané texty
odvypravéla strastiplny pfibéh lidi, ktefi
byli — a nadale jsou - v disledku svych
postoju, své ,jinakosti“, ale také pfirod-
nich katastrof vyhanéni ze svych domovu.
Jestli Michaela Cernicka zachycovala
topografii odsunu, exilu a vyhnanstvi, kte-
ré pred vice nez 70 lety postihly mnoho
némecky mluvicich obyvatel jizni Moravy,
Emd&ke Vargova se obrétila k topografii
mista skrze zapomenuté pribéhy téch,
kdo v ddvné nebo nedavné minulosti
prochazeli zameckymi prostorami. Jeji
instalace sestavena z otisk( nalezenych
fragmentl zamecké budovy do ru¢né vy-
robeného papiru a vrstev alobalu, kterou
doplnily nenapadné textové intervence,
se vyznacovala meditativni atmosférou,
ale i humorem a nadsézkou. Autorgin
vizualné stfidmy, ale hapticky opulentni
cyklus Dojemnych setu regionalnich po-
hledovych konstrukci osciloval na pomezi
viditeIného a neviditelného, hmatatelné-
ho a unikajiciho a vé&ného a pomijivého
a pro vnimavého divaka zaroven oteviral

celou fadu otazek tykajicich se zenské
identity a zenské préace.

Dotek, ktery zprostfedkovava télesnéj-
8i zazitky nez zrak, byl kli¢ovy rovnéz pro
objekty Klary Cermakové, ptipominajici
ostatky lidskych tél, archeologické vyko-
pavky, stejné jako protetické pomucky.
Jeji kvazimuzealni expozice, jiz si béhem
vernisaze navstévnici mohli dokonce
osahat, na jedné strané odhalila kfeh-
kou hranici mezi pfirozenym a umélym,
mezi télem a technologii ¢i mezi uménim
a védou a na strané druhé nenapadnym
zpUsobem ,odpocitavala“ ¢as a hodnotu
lidské prace.

Lidska prace - to neni jen produkce,
zpusob obzivy a radost, ale také prekari-
zace a zneuziti, v minulosti spjaté tfeba
s vyrobou cukru: s luxusni a kolonialni
komoditou, ktera je 1é¢€iva, lahodna, kras-
na a v sou€asné dobe i stigmatizovana.
Zdena Kole¢kova béhem sympozia pra-
covala s tradiénim receptem pro vyrobu
cukrovych lebek ze zadpadnich kolonii
a Mexika, aby parafrazovala opulentni
barokni tvaroslovi mikulovského zdmku
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a zaroven demaskovala zneklidnujici
souvislosti vyroby jedné z nejvyhledava-
néjSich potravinarskych prisad. Sladké
objekty, které byly pfeneseny i do média
fotografie, pfitom autorka védome vydala
napospas neuprosnému toku ¢asu a na-
slednému rozpadu.

Kfehké a doGasné mohou byt pred-
méty, stejné jako vztahy a pojmy. ,Co,
kde a kdo je domov?* je otazka, ktera
rezonovala ve fotografickém cyklu Marie
Tomanové, ktera se sympozia v lété
2021 Ucastnila jako host. Mariiny navraty
zpoza oceanu do rodného Mikulova jsou
nékdy obtézkany pocity vykorenéni i
neporozumeéni. Jeji neokazalé, v jistém
ohledu obyc¢ejné, avSak hluboce empa-
tické dokumentarni a portrétni fotografie
v8ak ozfejmuji minulost jeji i jeji rodiny,
zprostredkovavaji laskyplna pouta skryta
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v banalité vSednodennosti a vtiskavaji
tak samotnému pojmu ,domov* vyznamy

Radu otazek pred divaka v neposledni
fadé kladla i nejmladSi G¢astnice a také
asistentka sympozia Adéla Strnadova.
Jestli v dilech ostatnich G¢astnic hralo
velkou roli multisensorické poznani, které
podkopava svrchovanost oka, Adéla
zUstala zraku ,vérna“. Ve svych obrazech
ohledavala hranice mezi skuteénosti
a iluzi a zvédaveé se ptala, zda se mGzeme
sami sebe uvidét v o¢ich druhych a co
tato vymeéna pohledi - at s lidmi, nebo se
zvifaty — znamena. Suverénnim a soucas-
nym malifskym jazykem ozivila ,velaz-
quezovskou” tradici barokniho portrétu
(v kontextu mikulovského zamku a sbirek
Slechtickych podobizen je to gesto vice
nez pfiznacné). Jeji portréty jsou vSak spi-
$e metafory obrazovych zahad a jinotaj(
nezli doslovnym realismem.

Katalog nedokéze kompletné zachytit
v§e, co se béhem sympozia odehréalo
v ateliérech na zamku, pfi spole¢enskych
udalostech v Mikulové nebo pfi cyklistic-
kych a péSich vyletech po Palavé. Diky
rozhovordm a dokumentarnim fotografiim
vSak alesporn ¢aste¢né ukazuje vyznam
komunikace a dialogu mezi uéastnicemi,
pracovni nasazeni i komunitni atmosféru
mikulovské "dilny". Kazdy rozhovor je uve-
den ,mottem"” (&i ,statementem®), které
si umélkyné zvolily jiz pro vstupni prostor
vystavy na mikulovském zamku, a také
portrétnimi fotografiemi Marie Toma-
nové. Jako empaticka portrétistka, ktera
dokaze proniknout pod povrch lidské
tvare, Marie zachytila sedm uméleckych
osobnosti véetné sebe samé a vystave -
stejné jako katalogu - tak vtiskla vyrazné
osobni charakter.

14—15
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KATALOG CATALOGUE

PrirGstky do sbirky sou¢asného
umeéni mésta Mikulova

Additions to the Collection
of Contemporary Art in Mikulov
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Michaela Cernicka
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Dokumentéarni sondy Il — O(d)pusténi, damska bldza,
text fixou, 90 x 160 cm

Documentary Probes Il - Abandonment/Forgiveness,

awoman'’s blouse, text in felt pen 20—21




- Michaela Cernicka

Dokumentarni sondy Il — O(d)pusténi, stratigrafické sondy

e zdi, fotografie, text tuzkou, 4 x 125 cm

Documentary Probes Il - Abandonment/Forgiveness,

stratigraphic probes in the wall, photograph, text in pencil 22—23
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Dokumentarni sondy Il - O(d)pusténi, stratigrafické sondy | | Dokumentarni sondy Il - O(d)pusténi, modifikovana
ve zdi, fotografie, text tuzkou, 5 x 58 cm ! | restauratorska retu$ na fotografii, 20 x 24 cm
Documentary Probes Ill - Abandonment/Forgiveness, l Documentary Probes Ill - Abandonment/Forgiveness,
stratigraphic probes in the wall, photograph, text in pencil | photograph modified with “restoration” retouch 24—25




Michaela Cernicka

ﬁ\dy Il - O(d)pusténi, stratigrafické sondy
text tuzkou, 4 x 92 cm
obes Il - Abandonment/Forgiveness,
bes in the wall, photograph, text in pencil
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Klara Cermakova

Ruce (a jiné produkty prace), Objekt 26/38, dievo, 5 x 6,5 x 2 cm
Hands (and other products of labour), Object 26/38, wood

Ruce (a jiné produkty prace), Objekt 24/38, tvrzena polyuretanovéa péna, 5,5 x 6 x 2,56 cm
Hands (and other products of labour), Object 24/38, hardened polyurethane foam

Ruce (a jiné produkty prace), Objekt 25/38, dievo, 5,5 x 4 x 2,5 cm
Hands (and other products of labour), Object 25/38, wood

Klara Cermakova

Ruce (a jiné produkty prace), Objekt 23/38, tvrzena
polyuretanové péna, 15 x 3,5 x 2,56 cm

Hands (and other products of labour), Object 23/38,
hardened polyurethane foam

34—35



Klara Cermakova

Triptych / Ruce (a jiné produkty prace), kopirovaci pastelky
na pauzovacim papiru, 100 x 80, 50 x 50, 100 x 80 cm
Triptych / Hands (and other products of labour), copy pastels
on tracing paper 36—37




Julie Béna
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A King, a Scarecrow or Jester, instalace z keramiky,

textilie a sena, rozméry variabilni
ceramic, fabric, hay installation, dimensions variable 38—39







Zdena Koleckova

Sladké stiny davnych ¢as, digitalni fotografie, plexisklo, 58 x 87 cm
Sweet Shadows of Ancient Times, digital photography, Plexiglas 42—43




Zdena Koleckova

Sladké stiny davnych ¢asu, digitalni fotografie, plexisklo, 87 x 58 cm
Sweet Shadows of Ancient Times, digital photography, Plexiglas

Zdena Koleckova

44—45
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Adéla Strnadova Adéla Strnadova
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Bez nazvu, olej na platné, 45 x 40 cm Bez nazvu, olej na platné, 160 x 145 cm
Untitled, oil on canvas Untitled, oil on canvas 48—49




Emd&ke Vargova

Emd&bke Vargova

Dojemny set regionalnej pohladovej kons§trukcie: Dojemny set regionalnej pohladovej konstrukcie: Dojemny set regionalnej pohladovej kons§trukcie: Dojemny set regionalnej pohladovej konstrukcie:
Jé a ejhla, ruéni papir, kombinovana technika, VY-HLAD-KAVA-NIE, rugni papir, kombinovana Jé a ejhla, ru¢ni papir, kombinovana technika, Jé a ejhla, ruéni papir, kombinovana technika,

153 x92 cm technika, 153 x 92 cm 153 x92 cm 1563 x 92 cm

A Touching Set of Regional Visual Constructions: A Touching Set of Regional Visual Constructions: A Touching Set of Regional Visual Constructions: A Touching Set of Regional Visual Constructions:
Lo and Behold, handmade paper, mixed media VY-HLAD-KAVA-NIE, handmade paper, mixed media Lo and Behold, handmade paper, mixed media Lo and Behold, handmade paper, mixed media
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Dojemny set regionalnej pohladovej konstrukcie: No a ¢o ja?
ruéni papir, vlasy, kombinovana technika, 92 x 153 cm
A Touching Set of Regional Visual Constructions: Well What

About Me?, handmade paper, hair, mixed media 50—51







Marie Tomanova

Mezi nami | (Mama), fotograficka série, 24 x 36 cm
Between Us | (Mom), photography series 56—57



Marie Tomanova

Mezi nami | (J4), fotograficka série, 36 x 24 cm
Between Us | (Me), photography series




Marie Tomanova Marie Tomanova

Mezi nami Il (Mama), fotograficka série, 24 x 36 cm
Between Us Il (Mom), photography series 60—61




Marie Tomanova Marie Tomanova

Mezi nami Il (J4), fotograficka série, 24 x 36 cm
Between Us Il (Me), photography series 62—63







Jiti Cernicky Jiti Cernicky

Andreas Garsky - Nha Trang, Wolfgang Tillmans - Deer Hirsch,
kombinovana technika, 100 x 130 cm kombinovana technika, 53 x 63 cm
mixed media mixed media 66—67
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Aglaia Konrad - Carrara,
kombinovana technika, 90 x 120 cm
mixed media 68—69
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Michaela Cernicka
okno
cesta

zastaveni
horizont smérovani
ticho ¢asu

utrzky odkryvani

linie vzpominek
stratigrafie dokumentu
fotografie znejasnéni

Martina Pachmanova: Cim pro tebe bylo
pét tydnd prace v Mikulové s ohledem
na tvoji dosavadni praci specifickych?

Michaela Cernicka: Pfedevsim prostorem
pro samu sebe. Bylo to nejen fyzicky pro-
stor ve formé nadherného ateliéru s vy-
hledem do daleka, prostor, ktery pfimo
urcil obsah mé zdejsi prace, ale zaroven

i prostor mentalni. Vytrzeni z béznych
zajetych koleji prace doma, zintenziv-
néni, zvnitfnéni vlastnich tvardich avah,
zaostreni na téma, vétSi soustfedénost...
Zkratka klid na praci.

MP: Plvodné jsi restauratorka, a i kdyz
ses kratce této profesi vénovala, nakonec
té to pfitahlo k volnému uméni. Jak ale
dokazuji tvé projekty z poslednich let
v&etné toho mikulovského, restauratorské
techniky a postupy prece jen v tvé volné

tvorbé vyrazneé rezonuji. Jak vnimas tuto
vazbu mezi - feknéme trochu zjednodu-
S§ené — uménim sluzebnym a autonom-
nim?

MC: A& se prvoradé citim jako vizual-

ni umélkyng, restaurovani se vlastné

s mnoha krat8imi ¢i delSimi prfestavkami
vénuju stale. V prabéhu let kontinualné
tvofim — a obdobi vlastni tvorby se u mé
stfidaji s obdobimi restaurovani. Nékteré
z dalSich ucastnic letoSniho sympozia
se mimo vlastni tvorbu vénuji pedago-
gické ¢innosti, ja to s restauratorstvim
vnimam podobné. Nedokazu se nicméné
paralelné v jednom €ase zabyvat obojim;
z hlediska zadouci koncentrace na praci
nelze dopoledne restaurovat a odpo-
ledne tvofit, to je pro mé mozné velmi
vyjime&né, rozhodné ne dlouhodobé.
Proto si ¢as délim. Je ale pravdou, Ze
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v poslednich letech se daleko intenzivnéji
vénuju volnému umeni. Letitad zkuSenost
s restaurovanim se tak postupné vedrala

i do mé vlastni tvorby. Pocituju to jako vel-
mi obohacujici a jednoznaéné rozSifujici
moznosti umeéni.

MP: Tvoje Dokumentarni sondy v prosto-
ru jednoho ze zameckych ateliérd maji
dveé vrstvy - jedna je materialni, druha
pamétova. Nakonec se ale obé setkavaiji:
seSkrabavani omitky a hledani skrytych
natérd, Stukd nebo zdiva je vlastné také
formou navratu do minulosti, stejné jako
rozpominani a hledani zasunutych nebo
vytlaGovanych udalosti a vzpominek

z nasi paméti. Pro¢ se vraci§ hmatem

i mysli do minulosti?

MC: Moje prvni zkusenost s odkryvanim
minulosti se odehrala v jednom nenapad-
ném vesnickém kosteliku v Cechach. Byla
jsem tehdy studentka a v ramci praxe
ateliéru restaurovani jsem se i s ostat-
nimi podilela na odkryvani pivodnich
gotickych fresek. Nikdo dopfedu presné
nevédél, co konkrétné najdeme. Kostel
byl vybileny, ze stropu na nas shlizely ne-
umeéle vyvedené postavy Krista a dalSich
svatych, ponékud lidové ladéné mallvky
tak z po&atku 20. stoleti. A pak zaCnete
na zdi poklepavat kladivkem, kousek

po kousku opatrné Skrabete skalpelem,
vrstvy vapennych natérd ¢i novych omitek
se sypou a vy najdete cip plasté, pak &isi
ruc€icku, pak napis... To, co bylo po staleti
skryté, vyplouva na povrch. Ten kostel byl
nakonec plny fresek, dnes je zrestauro-
vany. Tento z&kladni pocit ,osvobozeni*
nécéeho zastfeného, potladeného &i
zapomenutého mam stéle v sobé a v cyk-
lech Dokumentarnich sond mu davam
prichod. A nemusi jit samoziejmé jen

o pfijemné vzpominani, podobné jako
nyni v Mikulové. Rikam si, Ze vypusténi té
¢i oné vizualné pojaté informace na po-
vrch, na o6i lidem, miize dané téma zpfi-
tomnit. Takto odkryté déje snad divaka vic
nuti k zamysleni, jsou neodbytné&;jsi, snad
mohou i zménit Uhel pohledu.

Samotna stratigrafie, tedy odkryvani

po jednotlivych Gasové posloupnych
vrstvach je v pripadé Dokumentarnich
sond podfizena tématu. Na sténach
mikulovského zamku sméruji k oknu, ven
na horizont krajiny, jejiz viditelny fragment
je pfimo mistem, kam kdysi povale¢ny
pochod mifFil. | proto tohle téma.
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MP: Dokumentarni sondy nesou dvoj-
znacny titul O(d)pusténi. Odkazuji jednak
prave k exilu, a jednak k aktu prominuti

- ostatné pojem ,,odpusténi“ doslovné
znamena ,nechat jit“. Mohla bys v souvis-
losti se svym projektem tuto ambivalenci
vysvétlit?

MC: Ja jsem si naprosto védoma kontro-
verze, ktera dodnes téma povaleénych
odsunt provazi. Méla jsem nicméné
silnou potiebu se k této etapé déjin
vyjadrit. Stravila jsem tu nékolik tydn(

a to téma se pfihlasilo samo. Pozorovala
jsem krajinu z druhého patra zamku. To
vidite opravdu daleko, do Rakouska, kam
tehdy odchazejici lidé smérovali. Na dni
otevienych ateliér( v pribéhu sympozia
mi dokonce nékolik lidi samo od sebe
ukazovalo z okna konkrétni mista: ,Vite,
tudy $li..." nebo: ,Podivejte, tady ten pa-
horek je uz na rakouské strané a oni tam
pak jesté dlouho po valce chodili a di-
vali se sem k nam, domu, na své byvalé
usedlosti, domy...“ Jsem daleka soudit,
uvédomuiju si, Zze ¢lovék s dnesni histo-
rickou zkusenosti nemuze pIné zhodnotit
a prozit tehdejsi situaci, nevime, jak by se
pod tihou valky, prozitého strachu a ztrat
blizkych kdo z nas zachoval. Ale stalo se,
co se stalo. Poopravovat historii v né¢im
zajmu evidentné dlouhodobé nikomu
neprospiva. Proto bylo namisté zminit

i moznost odpusténi. Uvédomit si kfivdy
spachané na jedné i druhé strang, a€ obé
ty kfivdy maji asi neporovnatelny rozsah.
Alespon se o to pokusit.
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MP: V tvé instalaci hraji dUlezitou roli
nejen fotografie a sondy do omitky, ale
rovnéz linie narativni a textova. Pfibéh
zijici pamétnice jsi nékolik dni trpélivé
prepisovala kolem celého ateliéru a jeho
Cast se nasledné otiskla i do vystavené-
ho Gtrzku damské bldzky. Popisovanym
dramatlim spojenym s jihomoravskym
odsunem vlastné divak uvnitf instalace
nemuze uniknout, jako by byl sam jed-
nim z jeho Gc¢astnikd. Co té vedlo k tomu,
Ze ses nespolehla jen na obrazové sdéle-
ni a sahla jsi i po oralni historii?

MC: Chté&la jsem v8echny t¥i zakladni
artefakty, tedy sondy, bl{izu a obraz, své
instalace linearné i obsahové propojit,
vytvorit jeden celek, takovy ,kruh® uda-
losti. Mam rada pfib&hy, konkrétni pro-
zitky véas jako divaka pfece zaujmou vic
nez jen méné osobni faktografie. Sondy
jsou podle mé tou vice ,faktografickou*
soucasti. Vypravéni sedmileté hol&icky
v podani ji samé po letech coby prezivsi
pamétnice spada paradoxné také do fak-
tografie, zaroven je ale doplnéno mno-
ha velmi autentickymi emocemi. Tato
osobni rovina mi pfipadala jako idealni
protnuti minulosti a sougasnosti. K textu
jsem nepfidala ani ¢arku. Jen jsem ho
pfepsala na zed a vystavila, chtéla jsem
tak dat prostor nééemu ryze autonom-
nimu, nezatizenému mym umeéleckym
zameérem.

MP: Jak jsi prvotné vnimala svou ucast
na sympoziu, kterého se zt¢astnily pou-
ze Zeny a které Jifi Cernicky coby kurator
vyslovné pojal jako odpovéd na mistni
nerovné genderové podminky profesni-
ho rlistu a uplatnéni? A jak tuto zkuse-
nost hodnoti§ zpétng?

MC: Jitiho volba mé& nadchla. PIn&
souznim s myS$lenkou potfeby daleko
SirSiho uplatnéni zen nejen v uméleckém
prostredi, ale v celé spole¢nosti. Chapu,
Ze staleti urcitych socialné-spole¢en-
skymi konvencemi ovlivnénych zvyklosti
nelze zménit radikalné ze dne na den.
Zména bude jisté probihat postupné, ale
rezignovat na usili o narovnani podminek
pro zeny by bylo chybou, protoze plné
uplatnéni vSech ¢lentd spoleénosti, nejen
jedné poloviny, nese pro vSechny daleko
SirSi potencial. Byla jsem pfekvapena,

ze napfiklad od zalozeni mikulovského
sympozia bylo z celkového po&tu zu-
Gastnénych umélcl pouze 25 procent
zen. UrGité je dobfre, Zze nas roénik tento
nepomér alespor trochu narovnal. PU-
vodné jsem dokonce planovala zohled-
nit béhem svého mikulovského pobytu

nékterd podobna témata - trochu jsem,

i s pomoci jednoho zdejSiho pamétnika,
patrala v historii vzdélavani zen v mistnim
piaristickém gymnaziu. Pfestoze gymna-
zium zde pUlsobilo jiz od roku 1631, prvni
Geské gymnazistky maturovaly az po dru-
hé svétové valce! Dnes uz je nastésti
samoziejmé situace na Skolach diamet-
ralné odliSna. Jen je jeSté potreba zlepsit
podminky pro uplatnéni Zzen po absoluto-
riu. Skloubit svou profesi a rodinu je pro
zeny stale mnohem t&ZzS§i. | zpétné tedy
hodnotim slozeni letoSniho sympozia
velmi pozitivné. Doufam, Zze jsme trochu
pootevreli dalsi dvere.
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Klara Cermakova

#survival #adaptation #fusion #entanglement
#economyofthebody #instincttechnology
#think-present #tools #wilderness #meterial
#conditiona-lityofpossibilities #organism #machine

Martina Pachmanova: Pfed rokem jsi
kongila studium na umprum v dobé tvrdé-
ho lockdownu, dalSi rok jsi v dasledku
covidu tvofila v podobné izolovanych
podminkach. Jak jsi po té dlouhé dobé
prozivala praci na mikulovském sympo-
ziu, tedy v prosttedi, které neni postavené
na samotarské praci, ale ma vyrazné
komunitni atmosféru?

Klara Cermakova: Pokud mam byt upfim-
n4, bylo pro mé skvélé viibec néjaké mis-
to pro svou prasnou praci mit. Za moz-
nost ziskat alespor na malou chvilku svij
prostor jsem proto moc vdééna. To, ze
jsem &as od ¢asu nékoho v rozlehlych
prostorach mikulovského zamku potkala,
bylo skvélé.

MP: Ve své diplomové praci jsi tematizo-
vala lidskou ruku - jako pracovni nastroj,
ale i jako produkt prace. V Mikulové ses
k tomuto motivu, ktery mimo jiné ukazuje
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na stale vétsi odcizeni ¢lovéka svému télu,
vratila. Prog je pro tebe stéle zivy, co té
na ném fascinuje anebo znepokojuje?

KC: ProtoZe lidské t&lo je v mych ogich
stale tim nejdokonalejSim strojem. Zajima
mé&, jak mechanické objekty ¢asto pfipo-
minaji vic a vic ty pfirodni. Déleni mezi
strojem a organismem se borti. A nejde
jen o strojové principy, které v zasadé
simuluji mozek, ale taky tfeba nanod&ipy
implantované pod lidskou k{zi. Toto téma
mé zajima i jako disledek mé soucasné -
nejisté a prekarizované — pozice. VSichni
citime, ze jsme vtazeni do nekoneéného
pohybu sméfujiciho ke stale vyssi pro-
duktivité. Z profese vizualniho umélce si
proto kladu otazku: jak je prace umélce
zavisla na proméné nastroje? Tematicky
tak vychazim z vlastni uméleckofemesiné
¢innosti a snazim se na ni sebekriticky
nahlizet. Leitmotivem mé prace se proto
stava odcizeni se vlastnimu télu, vlastni
pfirozenosti a sobéstaénosti skrze umé-
lecké nastroje, které proSly technologic-
kou evoluci. Kdyz fikam, ze nastroj zpro-
stfedkovava odcizeni, vyplati se premyslet
o tom, jak interaktivni rozhrani splynula

s nasSim svétem i s naSim télem. Jednim

z Ucell technologie prece je, ze mate
zapomenout na jeji existenci.

133

MP: Pouzivala jsi tvrzeny polyuretan, ale
také vrbové drevo. Co té vede k symbio-
ze pramyslové vyrabéného a pfirodniho
materialu?

KC: Tvrzenou pé&nu, ale i vrbové dievo
jsem ziskala ekonomikou daru. Sama

si material nekupuju, a kdyz ano, tak
poskrovnu. Vyuzivam predevsim zbytkovy
a odpadni material, protoze je dostupny

V"

a staci ho jen vypatrat. Jeho ,trackovani“
je dllezitou soucasti mé prace.

MP: Pro instalaci svych objektt jsi vyuzila
inventar mikulovského zamku, a sice pro-
sklené muzejni vitriny z padeséatych let
minulého stoleti. Nakonec se tedy tvoje
objekty, které plsobi jako archeologické
nalezy a zaroven evokuji svét science
fiction, proménily tak trochu v muzejni ex-
ponaty. Tento heterotopicky charakter in-
stalace jsi umochnila i papirovymi popisky
pfivazanymi pfimo na vystavené objekty.
Vezmeme-li v Uvahu, ze v mikulovském
zamku jsou také expozice regionalniho
muzea, asociace s mnohymi muzejnicky-
mi postupy je docela napadna. Jak tuto
vazbu vnimas?
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KC: Lze to vnimat i tak, Ze objekty jsou
ulozeny na neobvyklém misté. Pro mé
bylo stézejni, Zze se ,rakve*, jak jsem jim
zacala fikat, daly otevrit a splfiovaly svou
technickou funkci, vlastné byly nena-
hraditelné i pfi vernisazi. Lidé si mohli
objekty z inventare libovolné brat do rukou
a detailngji si je fyzicky ohmatat a prohléd-
nout. Toto gesto otevienych vitrin bylo
dllezité, i kdyz bylo proveditelné jen pfi
otevfeni vystavy za mé pfitomnosti. Slo mi
o narusdeni klasickych muzejnich postup(
ve vystavovani. Tim mam na mysli tichou
kontemplaci nebo zakaz dotykani se ex-
ponatu. Jako by do téchto matérii-objektt
byly otisknuty lidské formy nebo pozUs-
tatky moderni spole¢nosti. Lidé tak byli
podniceni k dotyku ,sci-fi“ objektd a snad
i diky kontextu prastaré kulturni krajiny
jizni Moravy - Palavy - se snazili z mych
predmétll vycist cosi o ¢lovéku zijicim

na podatku 21. stoleti. Popisky na objek-
tech pak nenesou nazvy, ale disledné
spocitany Cas, ktery jsem k jejich vyrobé
potfebovala. Vyuzivdm tedy nékteré mu-
zejni strategie, ale svym vlastnim uprave-
nym zpUsobem. To mi umoZzriuje smérovat
pozornost k tématlm, ktera mi pfijdou

MP: Béhem péti tydnl jsi i hodné kres-
lila, ale az na nékolik velkoformatovych
pastelkovych kreseb na pauzaku jsi prace
na papife nevystavila. Jakou roli tyto
kresby, které divak nevidél a mozna nikdy
neuvidi, hraji v procesu tvé prace?

KC: Kresba je pro mé nejupfimné;jsi
forma vyjadreni. Zaroverni to je nejrych-
lejsi zpUsob utfidéni myslenek. Zde jsou
kresby vypustény, protoze jsem se naplno
soustfedila na instalaci objektl a ,rakvi®.
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Slozity prostor zamku jsem proto radéji vy-
uzila k rozmérnéjsi instalaci s uplatnénim
mistnich vystavnich artefaktu.

MP: Jiti Cernicky letos na sympozium
pozval pouze umélkynég, ve svém kurator-
ském textu dokonce vyslovné mluvi o tom,
ze jednim z popud( k tomuto gestu je pre-
trvavajici znevyhodnéni Zzen na umélecké
scéng, a to zvlast s ohledem na matefstvi.
Tebe se ale na rozdil od vétSiny udastnic
sympozia prave slozité skloubeni prace

a rodiny netyka. Pfesto me zajima, jestli jsi
néjakou formu znevyhodnéni nebo nerov-
nosti sama nékdy zazila.

KC: To je t&7ka otazka. Z osobni roviny
jsem si jiz prohloubila pocity nedlezitosti
a bezvyznamnosti své existence. Zaro-
vei nevim, zda se mohu vibec vyjadfo-
vat ke znevyhodnéni zen v uméleckém
provozu; zatim totiz ani pofadné nevim,
jak tento provoz funguje. Mam za sebou
pouze par prvnich zkuSenosti, takze

k tomu, abych méla odpovéd nebo nazor
na tuto otazku, bude tfeba jesté dalSich
pfilezitosti, budu ji mit ale stale na paméti.
V osobni roviné pak samoziejmeé vnimam,
ze nejsme Sampiony dlouhodobé strate-
gie rovného pfistupu jako tfeba na Islan-
du. Pro mé osobné odpovéd na otazku
znevyhodnéni spiSe asociuje problema-
tiku prezentace skrze digitalni prostredi.
A to neni tolik podminéno genderem.
Tuto nerovnost vnimam kvali tlaku na di-
lezitost sebeprezentace na nezdravych
socialnich sitich typu Instagram ¢&i Face-
book, jez jsou novodobym trzistém nejen
s uménim.
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Julie Béna

... 1anceni a hrani uz ji unavuje.”

Polovina zapadajiciho mésice uz je pry¢,
stejné tak polovina procitajiciho dne.

Zvuk posledniho kola dozniva - potichu
na pisku a hlasité na kameni.

Rekl jsem razi: ,Kratka noc odchazi
v blaboleni, radovankach a viné.”

Alfred Tennyson, Maud, 1. ¢ast
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Martina Pachmanova: Narodila jste se
ve Francii, studovala v Amsterdamu,
vystavovala po celém svété a nyni zijete
a ugite v Ceskeé republice. Co, kde nebo
kdo je vas ,domov*“?

Julie Béna: Domov je tam, kde je laska.
Odesla jsem z Francie za svym manzelem
do Ceskeé republiky; manzel je Cech a Zije
v Praze. Nepfipada mi, Zze jsem se néceho
vzdala - spi$§ to byl okamzik v mém zivoté,
kdy to bylo mozné. V Ceské republice
jsem se jesté vice usadila, kdyz se nam
narodila dcera. Pokud chcete mit moz-
nost pracovat, musite zit tam, kde je Skol-
ka. Nyni zde sidli v§ichni tvirci, s kterymi
spolupracuiji, takze z toho mam velkou
radost. Jsou to lidé, které miluji a obdivuiji.
Také ucim na FavVU v Brng, v ateliéru per-
formance, coz samoziejmé pouto jesté
vice utuzuje a rozsifuje realnost pfitom-
nosti na realnost jednani.

MP: Pracovala jste nékdy na néjakém his-
torickém mistég, které ma tak silny genius
loci jako zamek Mikulov? A s takovym
mistem? Jaké vyzvy pro vas takovy dialog
s historii pfinasi?

JB: Jsem zvykla pracovat s prostory a ves-
kerad moje praxe je zalozena na kontextu.
Historie, dialog a misto jsou tfi prvky,
kterymi se zabyvam neustale, takze ani
Mikulov mé nevyved| z miry...

MP: V mnoha pfedchozich projektech
jste spolupracovala s dalSimi umélci

z riznych uméleckych oborU. Pobyt v Mi-
kulové je mimo jiné zaloZzen na konceptu
budovani komunity, tento rok pfevazné
zenské; avSak finalni vystavena dila jsou
samostatnymi vstupy, odehravajicimi se
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prevazné v samostatnych uméleckych
ateliérech. Vy jste jedin4, ktera takfikajic
~expandovala“ za zdi svého ateliéru a vy-
tvorila tak dialog s cizimi dily i s jedine¢-
nym prostfedim zamku. Co vas k tomuto
kroku pfimélo?

JB: Musim fict, Ze jsem byla docela
prekvapena, protoze jsem ocekavala
potencialni komunitu pfekracujici gene-
race, ale v podstaté jsem nic takového
nezaznamenala, ani vali nebo my$lenku
to zrealizovat. Nicméné to asi bude i kv(li
mneé - jezdila jsem jen na vikendy, pro-
toZe jsme s manzelem pracovali v Praze
a dcera byla pres tyden ve 8kolce. Nepo-
chopila jsem, co znamena zamér ,,spolu-
prace*, kdyz mikulovska tradice obvykle
vychazi z konceptu, kdy ,jeden pracuje

a vystavuje ve své galerii“. Zdalo se mi to
jako pravy opak toho, co si kladla za cil
tato akce, ale ostatni U¢astnici to vnimali
jinak. A pokud je rozhodnuti kolektivni,
nejdu proti nému. Nicméné za sebe jsem
se snazila neexpandovat, ale potencialné
své dilo vetknout do dialogu. Nevim, jestli
se to podafilo, ale aspon jsem to zkusila.

MP: VaSe prace je obvykle velmi komplex-
ni, co se ty¢e materiall, technik, médii

a prostoru, ale také s ohledem na vase
télo a va$ hlas. | kdyz ve vasi instalaci

na sympoziu jsou také smichany rizné
materialy, z velké ¢éasti je zaloZzena na ke-
ramickych objektech. Pro¢ jste si vybrala
tento dotykovy a ,,zemity“ material?
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JB: Upfimné fe€eno, tento material jsem
si vybrala samozrejmé proto, ze se mi libi,
ale také proto, abych se vesla do stanove-
ného rozpoctu a Gasu. Keramika je levna
a jsem schopna s ni pracovat sama.

MP: Soucasti vasi instalace byly kera-
mické o&ni bulvy docela monstréznich
rozmeérd, které ,ziraly" na divaky. Kdyz
jsme mluvili o tomto prvku, zminila jste
inspiraci Toyen, jejiz velka retrospektivni
vystava nedavno probéhla ve ValdStejn-
ské jizdarné v Praze. Co vas na préaci
Toyen tak pfitahuje?

JB: Ach! Toyen je milostny pfib&h. Abych
fekla pravdu, a stydim se za to, pozna-

la jsem ji, az kdyz jsem pfed osmi lety
pfijela do Prahy. Prvni, kdo mi o ni fekl, byl
Than Hussein Clark, ktery byl v té dobé
na rezidenci v galerii Futura - centru
souCasného uméni v Praze. Michal No-
votny, mdj manzel, mi rok poté nabidl jeji
monografie, kdyz mé vidél shromazdovat
vS8echny fotografie jeji prace, které jsem
mohla najit na internetu, do slozky Toyen
na mém pracovnim stole. Od té doby se
monografie pro mé staly jakymisi ,livre de
chevet", oblibenymi knihami, které jsem
peclivé studovala a otevirala alespori
jednou tydné. Takze Toyen mam urditym
zplUsobem ve svych odich a zcela jisté

ve svém srdci. Nékteré prvky, jako jsou
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napftiklad pasy, se objevuji v mém dile.
Kdyz jsem letos navstivila vystavu Toyen
v Narodni galerii v Praze, vidéla jsem
exponaty v realu a kresby meé opravdu
uchvatily; udélala jsem si spoustu ,vizu-
alnich* poznamek a péar dni poté jsem za-
Gala pladnovat dilo, ke kterému mé Toyen
pfimo inspirovala — o¢ni bulvy.

MP: Casto si vybirate velmi poetické
nazvy. Jedna ¢ast vasi instalace se nazyva
Kral, straSak nebo Sasek. Kdo jsou tito
pohadkovi ,herci“? A do jaké miry je vaSe
instalace autobiograficka?

JB: Vzhledem k tomu, Ze jsem na vytvarné
Skole, jsou pro mé nazvy velmi dllezi-

té a zcela jisté na né mél vliv Francois
Morellet. Nazev a slova mohou umélecké
dilo zménit a nechat ho vystoupit do po-
predi.

Co se ty¢e mé prace, vzdy vypravim
pfibéhy. Pfib&hy maji své postavy. A tyto
postavy mohou byt také jakymisi ,avata-
ry“ nebo alter egy. Sagek je jednim z nich
a ano, na podlaze je i kousek mé - rozlo-
zené, s velkym nosem a dlouhymi hnédy-
mi vlasy.

MP: JiFi Cernicky explicitné uved|, Zze dU-
vodem, pro¢ pozval na sympozium pouze
umeélkyné Zeny, je jejich nerovné postave-
ni na mistni umélecké scéné. Jak se jako
Zena - a navic pGvodem cizinka - citite,
kdyZ pracujete v Ceské republice?

JB: Jifi ma naprostou pravdu. Jesté bych
dodala, Ze Zeny jsou na rliznych Urovnich
v nerovném postaveni ve vétSiné zemi

a spolednosti na celém svét&. Ceska
republika nebo Francie — zadna neni lepsi
ani horsi, obé& maji velky prostor pro zlep-

Seni. Onehdy jsem poslouchala chlapika
v radiu, jak fika: ,Ano, ale ve srovnani

s Afghanistanem to jesté porad neni tak
Spatné.” V takové chvili bych mu fekla:
,UrGité, je lepsi pfijit o prst nez o nohu,
ale akceptovatelny rozhodné neni zadny
z téchto pripadl.”

Co se tyée mé osoby, myslim, ze v Ceské
republice bych se nemohla citit vice jako
znevyhodnéné Zena a cizinka, nez tomu
bylo v roce 2019. S Markétou Magidovou
jsme vyhraly pozici vedouciho ateliéru
intermedialni konfrontace na umprum,
ale navzdory vysledkim vybérového fize-
ni rektor Skoly Jindfich Vybiral prodlouzil
smlouvu Jifimu Davidovi a po roce pfijal
opét dva muze. Dokonce jsem napsala
nékolik dopist o této dvojité marginaliza-
Ci...

MP: Existuje stary mytus, ze byt matkou
znemoziuje praci — alesporn béhem
prvnich let po narozeni ditéte. Vly jste se
nikdy nevzdala umélecké kariéry a vase
Ctyfleta dcera s vami stravila néjaky ¢as
v Mikuloveé, kdyz jste pracovala na svém
projektu; nékteré keramické objekty
dokonce vyrobila ona. Jak jste se s touto
dvojroli vyrovnala nebo stale vyrovnava-
te? A jaky vliv ma matefstvi na vasi praci?

JB: Abych byla upfimn4, bylo to tvrdé.
A nevim, jestli bych totéz udélalai s dru-
hym ditétem.

Koneéna otazka ale neni, jak jsem to
zvladla ja, protoze umélci pracuji neusta-
le, ale je to otazka na spolecnost a insti-
tuce; jich je tfeba se ptat, co délaji, aby
vzaly v Gvahu umélce s détmi, a pfesnégji
fedeno, jak reflektuji pfitomnost déti

v zivoté umélkyn. Myslim si, Zze pro nikoho
neni snadné byt matkou, nejen pro umél-
kyné.

Pokud jde o Mikulov, otadzka pfitomnosti
ditéte se resila, uz kdyz mé Jifi na sympo-
zium pozval. Jelikoz jsem matka, obvykle
se nehlasim na zadné pobytové akce,
protoze na nich neni poskytnuta péce

0 déti. Ja osobné s dcerkou pracovat
nemohu. Jak jsem uz uvedla, jezdili jsme
s manzelem pouze na vikendy. A byl to
pro nas dobry rytmus, velmi intenzivni,
ale pékny. V té dobé jsem spolupracovala
s ostatnimi umélci na zamku. Moje dcera
Gala se mnou délala keramiku - hlavné
proto, ze chtéla byt s maminkou - a ja
potfebovala zaméstnat jeji ruce. Také

se tro8ku toulala a navstévovala ostatni
umelce.

Co se ty¢e mé prace, pfitomnost mé
dcery je na ni stale vice patrna. Tim, jak
roste, je to uz mnohem jednodussi nez
dfiv. Myslim, ze takhle je to u meé &asto:

s vécmi se vyrovnavam, nékdy je to tézke,
ale kdyZz mam ¢as je stravit a zpétné po-
chopit, pak - kdyz tento duSevni proces
probéhne - je mozné, aby samostatné
existovaly a zily i v mé praci.
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Zdena Koleckova

Sladké stiny davnych ¢asu, z néhy, z cukru,
v podobé preslazené arabesky, jako ,kuchyrnské"

efemérni ,baroko"...

Martina Pachmanova: Co pro tebe pétity-
denni setrvani na jednom misté z tvlrci-
ho pohledu znamenalo?

Zdena Kolec¢kova: Jirkova pozvanka

k Gc¢asti na mikulovském sympoziu pro
mé byla velkym a milym prekvapenim, di-
vodem, pro¢ se ve fazi pfiprav dlouhodo-
bé soustredit na konkrétni téma, i vyzvou,
jak se dopracovat k souladu mezi zpUso-
bem svého pfemysleni o uméni, ttmatem
sympozia a o¢ekavanimi divaka. Za léta
své existence se "dilna" bezesporu stala
respektovanou uméleckou udalosti letni
sezony, ale ja vnimam jeji dllezitost

i v setkanich s baje¢nymi lokalnimi patrio-
ty a patriotkami a v moznosti doslovného
vnoreni se do mistniho prostredi.
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Po covidovém bez€asi znamenala Ucast
na sympoziu také moznost opétovného
szivani se s chovanim, které pro nas
byvalo bézné a kterému jsme doCasné
odvykli. Potfebou diskutovat s druhymi,
hledat instalaéni kompromisy a nachazet
nova tvarci pratelstvi jsme se proklestili
az k verniséazi a tu jsme si uzili ndramné!

MP: Sladké stiny davnych ¢astl — nazev
tvého projektu stejné jako jeho vizualné

opulentni podoba evokuji skoro nostal-
gickou atmosféru, ale za krasnou fasaddou
se skryvaji pohnuté pfibéhy, které maiji

i své politické souvislosti. O ¢em a o kom
ty prib&hy pojednévaji?

ZK: Dech berouci mikulovskéd minulost
mé privedla k mySlence jakési polyfonni
instalace, ktera je tak trochu barokné
rozvétvena a sklada se z dil¢ich myslen-
kovych stfipkll. Na pozadi kreseb inspiro-
vanych motivy historickych uméleckych
dél pfitomnych na mikulovském zamku
jsem rozehréla instalaci slozenou z cuk-
rové hmoty a muzejnich sklenénych vitrin
sestavenych do tvaru evokujiciho krystal
cukru. Sladké stiny nas konfrontuji s ne-
jednoznacénou reflexi davné minulosti,
respektive s nepfipravenosti ¢elit i jejim
temnym strankam a zaroven vytvareji ce-
lou fadu ,fantomovych” vyklad( - cukrové
objekty jsou zvlastni, pfipominaji arche-
ologické nalezy v muzejnich expozicich,
tak trochu napodobuji tvaroslovi barok-
nich kamennych vaz i vaz porcelanovych.
Trpyti se, mali¢ko se rozpadaji, podle
popisku umisténého v mistnosti, pfipad-
né na zakladé rozhodnuti objekt i oliznout
se da zjistit, ze jsou sladké. Jsou lakavé,
alabastrové bélavé, a presto trochu
nepatfiéné. Pouziti cukru pro mé predsta-
vovalo jasnou a srozumitelnou paralelu
se zmifiovanou opulentnosti baroknich
forem. Pozdni baroko a rokoko pro nas
byvaji t&¢mi ,pocukrovanymi®, ,Slehacko-
vymi* epochami a ja jsem se zamyslela
nad tim, pro¢ a jak k tomu doslo. Poté, co
se Evropané vypravili ,objevit* Ameriku,
privezli zpatky tftinovy cukr. Zatimco
drancovali ptvodni kultury obyvatel ,no-
vého kontinentu®, cukr se za¢al zabydlo-
vat v Iékarnach a cukienkach nejvyssich
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spolecenskych vrstev. Pro zhotoveni
svych objektl jsem proto zvolila cukrovou
masu vychazejici z mexické tradice oslav
Dne mrtvych, kdy si spojitost s predky

i ndvaznost na davné, v disledku aktivit
kolonialistll vymizelé FiSe stfedoamerické
narody tradi¢né pfipominaji darec¢ky v po-
dobé vymodelovanych cukrovych lebek.
Ve druhém kroku jsem potom tyto objekty
nainstalovala na historicky empirovy
mobiliaf do prostoru Napoleonova salonu
mikulovského zamku. Dé&jiny evropského
cukrovarnictvi jsou totiz s timto politikem
provazany naprosto klicovym zplsobem.
A zase byly za jeho usilim dobyvacéné pla-
ny, celni bariéry, namofrni blokady a vidiny
velkych ziska.

MP: Pro projekt sestavajici z objektu,
kreseb a fotografii jsi jednou pouzila
pfimér ,kuchyriské baroko". Mohla bys ho
vysvétlit?

ZK: Opravdu potouchle mé bavi spojovat
»nizké" s ,vysokym?*. Asi bychom se s od-
stupem vice nez tficeti let, které uplynuly
od dob jednostranného vymyvani mozku
a dehonestujicich interpretaci ,tmar-
ského baroka*, mohli shodnout na jedi-
necnosti barokni imaginace, vizionarské
transcendence i dualité barokni krasy,
které tvori zaklad naseho kulturniho dé-
dictvi. Neprestavam byt fascinovana jeho
intenzitou, komplexitou prozitku, jedine¢-
nym propojenim racionality a pec¢livym

a uvazenim nakladanim s emocemi...
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Na druhé strané jsem si védoma i toho,
ze by jeho unikatni odkaz nemohl vznik-
nout bez kumulace bohatstvi a ze vznika-
jici neudrzitelna nerovnovaha nakonec
pfivedla spoleénost druhé poloviny

18. stoleti k francouzské revoluci, k po-
tfebé absolutniho vymezeni viéi starym
poradkdam, k industrializaci, ke vzniku
moderni spoleénosti. Tehdy jsme ziskali
individualni hledisko, pravo na ,rozum

a cit", ale ztratili bezmeznou sounalezi-
tost s odvékym svétabéhem.

No a mé napadlo tu fascinujici neodbyt-
nost jednosmérného toku velkych obec-
nych déjin propojit s intimitou né&eho
malého, nedllezitého, nevyznamného,
néceho, co se odehrava mimo repre-
zentativni kulisy oficialnich historickych
udalosti. Tedy proto ta kuchyné. Proto
cukrafina zalozena na receptech cukro-
vych hmot a cukrovych polev.

MP: Ve starsich projektech jsi péstovala
a sbirala byliny, pekla podle starych re-
ceptd, vafila Gaje, zavafovala marmelady,
tvdj tvaréi proces je tedy Gasto Castecné
spjaty s kuchyriskymi ritudly a Castec¢né
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s chemickymi experimenty. Mohla bys po-
psat postup, jakym jsi ze sypkych krystalki
cukru formovala pevné so$né tvary?

ZK: Béhem jarnich mésict jsem prostu-
dovala radu odkaz( na aktivity lektort
workshopl, ktefi se na jihu Spojenych stat(
a v Mexiku zabyvaji tradiénimi postupy
vytvareni cukrovych lebek. Tito ,,sugar-skull
artists” se v zdsadé specializuji na dvé
varianty premény krystalkd do podoby
kompaktni tvrdé hmoty. Jedna vychazi

z pouziti hlinénych forem, do nichz se lije
nasyceny cukrovy rozvar, ktery se ve formé
nechava ¢astecné vychladit, a to do chvi-
le, kdy se po obvodu formy ve tvaru lebky
vytvofi tenka krustiCka cukru. Tato varianta
pro mé byla nepouziteln4, a to z dlvodu,

Ze jsem si pfedsevzala, Zze vysledné objek-
ty budu sestavovat z rlizné tvarovanych
segment(l. Navic mé lakalo akcentovat
strukturu cukrové hmoty tak, aby evokovala
dojem drahého exkluzivniho materialu -
tedy s nadsazkou nééeho mezi slonovinou
a mramorem. A tak jsem porovnavala tutori-
aly druhé vétve ,sugar-skull* umélcq, ktera
se ukazala byt tou spravnou volbou. Kazdy
cukr se trochu odliSuje ve svém slozeni

a strukture. Musela jsem tedy vybalancovat
pomér mezi lepkavéjSimi a sypkymi slozka-
mi cukrové smési, kterou jsem doplfiovala
suSenymi bilky a rostlinnymi Skrobovymi
pojidly. Vlastné se tedy jednalo o trochu
sofistikovangjsi variantu klasické perni¢-
kové polevy. Tuto smés jsem vmadkéavala
do jednorazovych kelimkd a misek urce-
nych pro gastronomii, z jejichz odlitk(l jsem
komponovala vysledné tvary. Jednorazovost
nadobi pro mé byla dalSim z podstatnych
vychodisek. | kdyz jsou klasické plastikové
nadoby postupné nahrazovany kelimky

a miskami z organickych materiald, zG-
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stavaji symbolem naSi rozpinavosti. Pro
vyrobni Uéely se nyni sice zpracovava
vylisovana vladknina cukrové tftiny, ktera
dfive byvala odpadni surovinou, popfipa-
dé krmivem. Nicméné otazkou, kterou si
v tomto ohledu kladu, je, zda si uvédomu-
jeme rizika spojena s koncentraci vyroby
i tohoto, na prvni pohled ekologicky
vstficného produktu. Dominantni pfiklon
k jedinému typu suroviny, z niz se vyra-
béji podobné recyklaty, totiz opét - tak
jako v ptipadé klasické produkce plastd
- nastartuje pfedevsim konkrétni vyrobni
odvétvi kdesi daleko v Cing.

MP: Cukrové objekty jsou ve své bélostné
dokonalosti potravou pro o¢i, ale jsou
také velice haptické a nutné Gtocii na jiné
smysly — na ¢ich a chut. Jakou roli pro
tebe hraje tento multisensoricky zazitek?

ZK: Obrovskou. Kromé tebou zminénych
podcitkd zahrnuji do konceptd svych

dél ob&as i zvuk, popfipadé znejasnuji
hranice mezi senzorickym a racionalnim
vyhodnocenim takové instalace. Snazim
se kumulovat tyto podnéty tak, aby se
nékteré vazaly ke konkrétni ¢asti instala-
ce, zatimco jiné vychazely z prostorovych
dispozic galerie nebo z celkové koncepce
vystavy a aby se tyto vzruchy vzajemné
dopliiovaly. Vlastné mi jde o to, aby se
navstévnik dobral k vlastni osobité inter-
pretaci zalozené na predeslé zkuSenosti
a védomostech. Nabizim tak aktivaci
vzpominkové stopy, kterou méa kazdy

Z nas jinak nastavenou. Ta principialné
vychazi z roz§ifovani obzorl, seznamo-
vani se s né¢im neznamym, ale poveé-
domym, zasutym ve vlastnich vzpomin-
kach. Ty spoje vzniklé b&éhem davnych
zkuSenosti totiz nevyhasinaji. Jen pokud
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je nepouzivame, spi. Nevime o nich. Ale
v pfipadé iniciovaného nebo i ndhodného
podnétu okamzité naskodi — jako kdyz
zalije§ suchy mech a on se zazelena.

MP: Nevadi ti, Ze se cukrové objekty dost
mozna ¢asem rozpadnou?

ZK: Pfipada mi vzru8uijici, ze nevim, jak
jejich ,pfibéh* dopadne. V tuto chvili

se mohu opfit pouze o svou zkuSenost

s originalni cukrovou lebkou, kterou jsem
si kdysi privezla z mexického kulturniho
centra v Chicagu, a o tvrzeni lektor zmi-
riovanych on-line kurzd. Mexicka cukrova
lebka se nam doma sice pred lety ztratila
nékde v propadlisti déjin, predtim ale bez
vétsi uhony tvofila nékolik let vyzdobu
naseho pokoje. Uznadvam, dekorace je to
pomérné bizarni, zejména proto, ze sou-
Gasti tradice obdarovavani je v mexickém
pojeti i to, Ze cukrovou polevou napiSete
na Celo lebky jméno obdarovaného.
Pokud tato cukrova hmota zUstava v su-
chém prostredi, spiS ¢asem jesté tvrdne,
kameni. Zato pfi zvlhnuti se vSe rychle
rozpada a rozmér efemérnosti je potom
ihned g&itelny. To se mi libi. Navic je hmota
recyklovatelna. Po promiseni s troSkou
vody se da znovu tvarovat. Vedle toho
v8ak objekty degraduiji také tim, ze z nich
pribézné odpadavaji drobné krystalky,
které na tmavém pozadi vypadaji jako
hvézdny prach. | tyto drobeéky pro mé
maji svou silnou symbolickou vypovédni
hodnotu. Plivodné byly soudasti tvaru, ale
po odroleni se staly neviditelnymi margi-
naliemi, které snadno odfouknes.

MP: Byva$ &asto vniman4 jako koncep-
tualisticka umélkyné, ¢asto pracujes
s fotografii a videem. Je ale evidentni, Zze

koncepéni mysleni a zajem o technicky
obraz v tvém pfipadé v zadném ohledu
nevylu€uje rukodélnou praci, ktera vyza-
duje trpélivost a také minuciozni tech-
niku. Soucasti Sladkych stinli davnych
¢asu jsou nejen digitalni tisky a cukrové
objekty, ale i nékolik opulentnich kreseb
na japonském morusSovém papiru, které
zpodobnuji barokni vyzdobu mikulovské-
ho zamku. Co mUze dnes tradi¢ni médi-
um, jako je kresba, do uméni pfinaset?
A co znamena pro tebe?

ZK: Pro mé je dulezity jakykoli druh
pfimého dotyku, spoje mezi konecky
prstd jemnymi impulsy vytvarejicimi linku,
dechem, tlukotem srdce a tim druhym
koncem, o kterém porad nejsem Upiné
presvéd&end, jak ho pojmenovat... Mozna
mozkové drahy, vzruchy a odezva v moz-
kovém centru? Ja porad véfim v Prousta,
na autonomii umeéleckého dila, které exis-
tuje uz predtim, nez si jeho tvlrce sedne
k papiru a rozmysli se, co chce nakresilit.
Spolu s nim pfemyslim o transu, o trans-
cendentnim zazitku, pfi kterém se ¢lovék

stava privilegovanym prostfednikem,
ktery kresbu, obraz, sochu nebo objekt
pfivadi na svét. Kresleni a malovani je pro
me obfad. Nejintimnéjsi chvile ze v§ech
moznych druht intimit. Naudila jsem se
své napady zadrzovat v hlavé, ukladat si
je v mozku jako ,rozpracované®, vracet
se k platnu nebo k papiru az ve chvili, kdy
uz to je mozné. Pferyvanost a nepravidel-
nost této ¢innosti ve mné vyhnaly do ex-
trému pocit trémy, az uzkosti, se kterymi
zaCinam kazdou novou véc, ale na druhé
strané také vytrénovaly schopnost po-
meérné rychlého a snadného preklopeni
do zvlastniho stavu védomi, ve kterém
jen nasledujes své instinkty, nevnimas
¢as, pocit zizné nebo hladu. Jen jsi hnan
k bodu, ve kterém ziskavas pocit, ze
muze$ kresbu opustit. Sice to obvykle
mivam tak, ze od ni odchazim s pocitem
frustrace z nedokonalosti , pfepisu” toho
plGvodniho planu, ale vzdy v takové chvili
poméaha vyspat se do druhého dne a vra-
tit se s Cistou hlavou k fazi doladovani

a zpresnovani. Treba jednou nakreslim
néco poradného.

88—89



Adéla Strnadova
Obrazy, které nenamalujes, nikdy
nevzniknou

Martina Pachmanova: Na letoSnim sym-
poziu jsi byla angazovana jako technicka
asistentka, ale celou dobu jsi také pilné
malovala. Navic jsi byla — coz v historii
mikulovské "dilny" neni viibec obvyklé -
jedina malifka. Jak vnimas toto prastaré,
ale jak se ukazuje stale zivé a proménlivé
médium v kontextu sou¢asného uméni?

Adéla Strnadova: Malbu vnimam jako
pfirozenou soucast soudobého uméni.
MUzeme pracovat klasickymi technikami
malby, jako je tfeba tempera a olej, ale za-
rovenl nam tu vznikly nové techniky, jako
je napfiklad akryl nebo airbrush. Takze se
da tvrdit, ze malba je prastaré médium,
které se ale s dobou inovuje.

MP: Pouzivas viibec kromé malby a kres-
by jesté jina média?

AS: Mimo malbu a kresbu se okrajové
zajimam o instantni fotografii, pfesnéji
minéno o polaroid a portrétni fotografii

z analogového fotoautomatu. Tedy o'typ
fotografii, kde existuje pouze jeden origi=
nal, ktery se neda duplikovat, tak jako je
to u malby.

DILNA 2021 ROZHOVORY » PICT S.46-49 138

MP: Opakované se v myS$lenkach vracim
k tvému lapidarnimu autorskému vyro-
ku ,obrazy, které nenamalujes, nikdy
nevzniknou®. Na prvni pohled vcelku
banalni tvrzeni, vlastné takovy truismus,
nese s sebou ale mnohozna&né vyznamy
a vyzvy. Na jedné strané ho ¢tu jako apel
k tvlréimu aktu a na strané druhé mé to
nuti pfemyslet pravé o téch nenamalova-
nych obrazech jako o mentalnich obra-
zech, které existuji pouze v nasi mysli,

a jsou tedy prchavé a proménlivé. Mohla
bys tu vétu ze své perspektivy vysvétlit?

AS: Jednou jsem &etla kratkou Gvahu

od Marka Véachy. Popisoval v ni rozdil
mezi védatory a umélci. ,Kdyby Darwin
nevymyslel svoji teorii evoluce, nékdo by
na to pfiSel pozdgji. Ale kdyby zde nebyl
Dvorak, Novosvétska by nevznikla.“ Vzala
jsem si tuto Gvahu k srdci. Vnimam ji jako
vnitfni vyzvu i jako motivaci, kdyz se mi
zrovna nedafi.

MP: Tvoje vystavené obrazy nemaiji zadné
nazvy. Stoji za tim tvoje presvéddeni, ze
text zbyte€né odvadi pozornost od optic-
kého prozitku divaka?

AS: Jsem spi$ intuitivni malirka. Myslim,
Ze mé témata nejsou t6zka k pochopeni.
Popisek je tak trochu racionalni predmét,
ktery mozna miZe nabourat spontannost
projevu.

MP: Jsi hlavné portrétistka - na sympo-
ziu ti trpélivé sedélo modelem mistni
dévcéatko a dva vipeti. Co té vedlo k této
volbé? A podle jakého kli¢e si své modely
vétsinou vybiras?

AS: Vétsinou jsou to lidé z mého bliz-
kého okoli. R&da na portrétech pracuju
delSi dobu. Nejedna se o jednorazovou
akci. Kdyz uz si nékoho vyberu, tak s nim
pracuju rok a vic. Bavi mé byt s ¢lové-
kem sama a poznavat ho. Casto ptisobi
na modely takové sezeni, pfi kterém
maluju, jako terapie. Model si odpoc¢ine,
uvolni se a ja se kolikrat dozvim zajimavé
véci b&éhem konverzace, ktera u procesu
portrétovani probiha. To se, doufam, poté
projevuje na vznikajicim obraze.

Dé&ti nejsou mym obvyklym tématem,

ale na sympozium jsem si vybrala mistni
hol&i¢ku, se kterou se zname déle. Kdyz
ji bylo asi Sest let, pfiSla s velkolepym
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planem, Zze se chce ode mé nechat
portrétovat. To mé naprosto fascinovalo,
ta drzost, se kterou to podala. Kdyz jsem
na to pfistoupila, dokazala mé i prekvapit
svymi détskymi nadzory na umeéni a mé ta
spoluprace velmi tésila. Nakonec mé do-
jala, kdyz fekla, ze je to nejkrasné;jsi den
v jejim détském zivot&, protoze ji portrétu-
je doopravdicky malit. Ve vysledku z toho
vznikly b&éhem dvou let n&jaké skici a dva
obrazy. Letos se tato mlada sle¢na mimo
jiné hodila i do mého zameckého kon-
ceptu odkazujiciho na velasquezovskou
tradici. Bylo pro mé zajimavé pozorovat,
jak se za ten rok rychle posunula dal, jak
to u déti v tomto veéku asi byva. Doplrio-
vali ji dva jeji psi, ktefi pfesné zapadali
do mého zdmeckého puzzle. Vipet - co
jiného si pfedstavit, kdyz se fekne dvorni
uSlechtily pes.

MP: Do jaké miry t& v tvych obrazech
inspirovala portrétni galerie na mikulov-
ském zamku?

AS: Musim se pfiznat, ze mé obrazy pfili$
nezaujaly. Jde spi$ o primérné portréty,

které nejdou pfilis do hloubky.

MP: Tvoje obrazy Ize oznadit za realistic-
ké, ale je v nich cosi tajemného. Zavésy
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nebo zrcadla odhaluji ,jiné" prostory —

i proto mi stale tanou na mysl Velazquezo-
vy Dvorni ddmy - oble€eny jednooky pes
plsobi komicky i monstrozné...

AS: Ano, Velazquez mi byl velkou inspira-
ci, na kralovském dvore Zil a s portrétova-
nymi se velmi dobre znal. To je dllezité

i pro mé. Mlada sle€na a psi nejsou
obkresleni z asopisu, ale jsou to realné
subjekty, ke kterym mam hlubSi vztah.
Portrét tak na jedné strané zachycuje
osobnost konkrétniho ¢lovéka, na dru-
hé strané je komponovan divadelné. To
vytvari uréité napéti, vzbuzuje emoce.
Obraz by nemél nechévat divaka jen tak
odejit.

MP: Mikulovské sympozium mé vyrazné
komunitni charakter, vyhovovalo ti to?

A mysli§, ze tato zkuSenost néjak ovlivni
tvou dalsi praci?

AS: Na mikulovském sympoziu jsem byla
jako doma. Navstévovala jsem ho pravi-
delné v minulosti a mam taky par pratel

z predchozich ro¢nikd. Bavila mé ma
funkce asistentky, snazila jsem se propojit
pozvané umélkyné s okolim, coz se snad
povedlo. TakZze ano, komunitni charakter
mi je blizky, o tom ma sympozium byt.
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Emd&ke Vargova

Par vzhladnych slov. Pohlad ten vyhlad!

Perina beznosti! Hladny po slove sklor hlavu a vzhliadni
na vzorku z regionalnej konstrukcie.

Vyhladkaj si ju od podlahy! Rutina hladko zastrie
nemoznost. Mam prehlad o komentaroch k udivu!

Martina Pachmanova: Po rozpadu Ces-
koslovenska jsi dlouhou dobu v Cesku
nevystavovala. Jisty zlom nastal az pred
dvéma lety — nejprve jsi méla samostat-
nou vystavu v prazském centru soucas-
ného umeéni Futura, pak ses Uc¢astnila
skupinové vystavy Retina v humpolecké
Osmicce. Jak vnimas svij — s nadsazkou
fe¢eno — comeback na ¢eskou scénu?
Jsi zde stéle jesté tak trochu doma, ane-
bo uz cizinkou?

Emd&ke Vargova: Ja som sa nikdy v Ce-
chach necitila ako cudzinka, to ob&as
skér doma, kedZze doma mam narocnej-
Sie oCakavania... Nuz ale s vystavovanim
je to tak, ze Cechy st uz predsa len
cudzina, a hoci mi to mdze vadit, je to
narocnejsi proces. Ja nemam ziadneho
galeristu a spolieham sa skor na priaz-
nivé okolnosti a priatelstva, na fakt, ze
uz som ako umelkyna po tolkych rokoch
rozpoznatelna, na zvedavych znalcoy,
[udi s dostatocnou sebadbverou, ktori
sa neboja pracovat aj s menej frekvento-
vanym materiadlom. Nedopracovala som
sa ani k webovej strdnke a kym ju dam
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dokopy, uz bude G¢innejsia ina siet. Nie
ze by som to nepovazovala za nutnost,
ale nevychadza mi to zatial. Kazdopad-
ne je pre mna vzdy sviatok, ak sa mi
podari dostat sa do zahranic¢ia. Hlavne
po tych 12 rokoch, ¢o som bola dobro-
volne v kuse doma, lebo sa mi postastilo
vychovavat dieta, najkrajSie dielo, aké sa
vbbec da vytvorit. Je vSak samozrejme

s ohladom na pracu jednoduchsie, ak
roztvori svoju narug, pusti vas zo zovretia
a necha vas inSpirovat sa a nadychnut sa
uz aj samostatne.

MP: V Mikulové jsi nékolik tydnd tvofila
pfimo na misté. Do jaké miry se lokalita,
kde pracujes, a jeji kultura, historie nebo
jazyk obtiskuji do tvé prace?

EV: Vacésinou tak, ze si uvedomim tuto
skutoénost, a bud'ju vyuzijem, alebo od-
mietnem. Zalezi na okolnostiach. Medzi
také tu patril aj fakt, Ze prace ostavaju

na mieste okolo pol roka, ¢asovo to ne-
mohol byt velmi naro¢ny projekt, a tak mi
najmenej ,bolestivé" pripadalo pracovat
s danym priestorom, kedZe sa nerada

139-141

vzdavam svojich veci okamzite. Takto
vytvorené dielo som mohla kfudne pre-
nechat miestu. V Mikulove mna najviac
oslovila krajina a reliéfy zamku.

MP: Hlavni série tvych praci, které vznikly
v Mikulové, se jmenuje Dojemny set regi-
onalni pohledové konstrukce. V bizarnim
nézvu citim smés humoru i vdZné minéné
reflexe tvych osobnich prozitkd a poditkd
z ateliéru, z néhoz ses pét tydna divala
do plvabné jihomoravské krajiny. Mohla
bys ten titul rozkliGovat?

s

EV: Pravdu povediac, nikdy som nedala
Ziadnej svojej praci taky dlhy nazov. Bola
som dost dojata celou atmosférou tohoto
pobytu, ludmi, ktori boli na mna nezvyklo
dobri, az som sa hanbila. Pohladové kon-
Strukcie su reliéfy a set tvoria rézne druhy
toho istého, hoci v nie€om odliSného. To
sa nemusi priamo vztahovat len na pohla-
dy dole a na podlahy, ktoré ma zaujali, ale
aj na pocity. Tak som to spojila dokopy.

A kedZe sila pocitov sa dobre odlahduje,
a hlavne zna8a humorom, tak som si ne-
odpustila ani takuto oblibenu vsuvku.

MP: Text a jazyk jsou pro tebe obecné
velice dllezité. S jazykem si pohravas

v nazvech iv samotnych dilech - ostatné
i tv(j ,dojemny set" ma poetické a hravé
podtituly. Co pro tebe jako vizualni umél-
kyni znamené nepfima verbalni komu-
nikace s divakem skrze ti§téné, rukou
psané, nebo tfeba niti ¢i vlasem vySivané
texty, které ozvlastnuji povrchy tvych
kiehkych zavésnych obrazo-objektd?
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EV: Texty sa v mojich pracach objavili
posledné dva tri roky dozadu. Najprv len
ponachadzané odkazy, ktoré som zacle-
nila do celku, ale momentalne pracujem
na takej novej ,kolekcii, ktora ma ¢o
docinenia s verbalnou komunikaciou,
respektive s jej nemoznostami, a tak
trocha viacej pracujem aj pomimo tohoto
projektu s vlastnym pisanym textom ¢i
zbieranim materialu tohto typu. Nemam
zatial vytvoreny nejaky Specialny nazor,
¢o to pre mna znamena, kedZe text sa

u mna objavuje situaéne a na tomto poli
sa uz hemzi obrovskéa kopa dost dobrych
autorov. Preto som trocha opatrna hlavne
kvoli obmedzeniam, ktoré si uvedomujem,
ze by ma lahko dobehli. Uvidim, ¢o bude
dalej...

MP: Na sympoziu jsi hodné pracovala
s ruc¢nim papirem. Co té vedlo k volbé
tohoto materialu?

EV: Ruénému papieru som sa venovala
eSte v minulom storoéi nejaky ten régik.
Pre dielriu som si pripravila tri projekty,
ktoré by sa dali na sympoziu spracovat.
Sama nie som velmi ,,sympozialny"* typ

a mala som nejaké obavy ohladom toho,
ze nieo musim a mam na to len tolko

a tolko €asu atd. Jeden z tych projektov
bol aj stbor otiskov z podlah, kedZze som
s tym mala uz skusenosti. Nechcela som
prilis riskovat, Ze sa mi projekt nepoda-

ri dokongit. Interiér zamku bol idealny

a sama som bola zvedava, ¢o z toho vznik-
ne. Popri papierovej hmote som siahla aj
po inych dostupnych, miestnych materi-
aloch, ktoré som eSte nepouzivala. Je to
akysi druh zaznamenania momentu - nie
skrze fotografiu, ale pomocou krehkého
odliatku, ktory ma hmatatelny reliéf a za-
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chytava nielen vrasnenie povrchu, ale aj
stopy po ludoch, rany, prach a podobne.

MP: Gré tvé sympozialni instalace byly
prave tyto fragmenty mikulovského zamku
obtisknuté do papiru nebo do jinych tvar-
nych material( — nalezena rohozka, par-
kety na podlaze tvého ateliéru, dldzdéni
na zameckém schodisti. Vlastné teprve ex
post mé napadlo, Ze jsou to vesmeés otisky
mist, po nichz se chodi a Slape, ktera jsou
neustale vystavena tize nasich tél, drsnym
a necistym podrazkam, $piné, zkratka ze
jsi otodgila svou i divakovu pozornost smeé-
rem dold, od véci ,vy§Sich" k tomu nejpo-

EV: Presne preto, ¢o si uz sama sformu-
lovala v otazke. Aby sa navyk pozorovat

a hladat nie¢o zaujimavé a prekvapivé
presunul do inej ako horizontalnej polohy.
Mam rada aj menej vzne$ené hodnoty

Gi oby&ajné veci. Papier je velmi fahky
material, ktory vdaka oprostenej fareb-
nosti a svetlu, tiefiu a neumytému prachu
¢i Spine dokaze vykreslit reliéf materialu,
zvyraznit a zaroven zjednodusit pohlad

na povrch, v ktorom sa vlastne zakliesfiuje
minulost. Okrem toho evokuje krehkost,
nestalost a popri tom navadza na opatrné
zaobchadzanie, ¢o mi vyhovuje. Samotny
vyber rastrov je tiez uz naplneny infor-
maciami, ktoré vznikli nejakou skisenos-
tou. Niektoré povrchy vznikali vyslovene
zahladzanim, hladkanim povrchu, a kedze
je tam spojitost s hfadenim ako takym, tak
som tie ,odliatky“ - okrem jednej - nain-
Stalovala do vySky o¢i, aby sa vyrovnali
vyhladu z okna ateliéru, z ktorého vidiet
celé to nddherné udolie. Tuto fascinaciu
krajinou som chcela zvyraznit zamerne
»heschopnym” textom, ktory sa vo chvili

takéhoto citového vzruSenia zmoze tak
akurat na blabot.

MP: Zastarime je$té u materiald, které
pouzivas. Kromeé papirmase jsi ve svém
sympozialnim projektu pracovala také

s papirovymi ubrousky, hlinikovou folii,
kuchynskymi houbi¢kami nebo patentka-
mi. Nezastupitelna je také prace s jehlou
a niti. Co té pfitahuje na praci s lacinymi
a b&zné dostupnymi materialy a funk&ni-
mi pfedméty, které navic odkazuji k tra-
diéni zenské ¢innosti a také znevazované
a neplacené Zzenské praci vdomacnosti?

EV: Lacné materialy dokazu spravit uzas-
nu sluzbu, ak sa ich post zmeni. Nevyho-
dou, alebo skér danostou, s ktorou ratam,
je doCasnost tychto materiélov a to, ze
ich kvalita je uspbsobena tomuto faktu.
Teda asponi tie, ktoré si vyberam ja. Vysi-
vanie je archetypalne vyslovene spojené
s krasou, uzitocnostou a zenou. Nitky
vytréajuce z plochy sa nukaju k Zzmolka-
niu, ako najstarSi podpis anonymnej zeny.
Ostatné produkty st modernejSim vari-
antom kazdodennosti, obéas mam pocit,
Ze s nimi zaginam aj kon&im den... Nikdy
som ich nevnimala ako moznost, az v Mi-
kulove, v mojej do¢asnej novej ,kuchyni*
ma napadlo ich pouzit. Zdalo sa mi to ako
dobré spojenie medzi neschopnostou
vyjadrit sa verbalne v spojitosti s potla-
¢enou senzibilitou a znehodnocovanou
lacnostou, ¢o sa zrazu ocitne v Uplne
inom kontexte. Taky nehodny vystavny
exemplar ozvlasthovany sentimentalnym
prejavom z pocitu prezivaného. Prijatie aj
takychto roli mi pripomina pocit odliSnos-
ti a jedine¢nosti, ktord mi bola ako Zzene
pridelena. Nemusim sa hrat s tankami

a so zbranou, radSej utriem podlahu.

MP: Dotykdme-li se tohoto tématu, ne-
mohu se nezeptat, jak jsi vnimala pozva-
ni na sympozium, kterého se — poprvé

v jeho historii — zG&astnily pouze Zzeny?

EV: Pozvanie na toto sympézium bolo pre
mna Uzasnou prilezitostou nielen k tvor-
be, ale taktiez k stretavaniu sa so zna-
mymi i neznamymi, teraz uz vSeobecne
priatelmi. MézZem sa k tomu vyjadrit len

a len pozitivne a zazila som neuveritelne
krasny ¢as. Pozvat na sympézium len
samé vytvarni¢ky neznamené krok k ig-
norancii muzov, ale prilezitost vyrovnat
skdre. Asi to aj celé trocha zjednodusilo
komunikaciu medzi nami a ukazalo sa,
ze aj zeny dokazu tvorit kvalitné umenie.
Okrem toho musim pripomienkovat aj ty-
picky pomaly odburavany deficit Zzenské-
ho umenia a jeho poziciu v umeleckom
svete. Nezda sa mi byt vyhrou pre nikoho,
ked sa vychova a rodenie deti u vytvar-
ni¢ok vSeobecne hodnoti ako nie¢o
neprospe$né. Ano, je toho dost, 8o by ma
malo robit ,silnejSou”, lenze neviem, ¢i sa
neprehlbuje priepast medzi neochotou
nie¢o menit z jednej strany a nutnostou

k prezitiu to spravit z tej druhej. Napriek
tomu som optimistka, lebo vidim, ze to
»hie" otvara aj nejaky priestor schopnosti-
am sa preburavat dopredu.
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Marie Tomanova

Matka—-dcera. Tento posvatny vztah obnasi niterny druh
pouta, které vas spojuje. Vytvari neviditelny svét, ktery
existuje pouze mezi témito dvéma osobami. To jsem chtéla
zachytit a uchovat v paméti jako cenny poklad. Tento
projekt vznikal ve spolupraci s moji matkou. Jsme do sebe
navzajem hluboce vtisknuty, témér jako stin ¢i odraz jedna
druhé. Neseme uplné stejné jméno, presto mame jiné
Zivoty a sny. Na jednom konci je moje matka, na druhém ja
—a mezi ndmi je nas svét.

Martina Pachmanova: Ugastnila ses uz
loriského roéniku mikulovského sympo-
zia, ale kvlli pandemii jsi z USA prices-
tovat nemohla a na dalku vystavovala
fotografie, které vznikaly za ocednem.
Teprve letos jsi mohla pracovat pfimo

na misté, komunikovat s ostatnimi, a napl-
nit tak vlastné smysl samotného sympo-
zia. Na rozdil od ostatnich uc€astnic ses
ale v Mikulové narodila a dlouhou dobu
tu i zila. Jaké bylo pracovat v misté svého
détstvi, dospivani a rané dospélosti?

Marie Tomanova: Zu&astnit se sympozia
a mit moznost v Mikulové mésic inten-
zivné pracovat pro meé byla skvéla pfile-
zitost. Bylo to vlastné poprvé, co jsem

v rodném mésteé stravila tolik ¢asu od své-
ho odjezdu pred deseti lety. Navraty
domu jsou pro mé pocitové velmi silnym
a rozporuplnym zazitkem. Intenzivné
jsem zdokumentovala svij prvni navrat
domu na Vanoce 2018 a Novy rok 2019
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v sérii It Was Once My Universe, a tak
vice nez mésic¢ni pobyt v Mikulové v l1été
2021 vidim jako volné pokragovani tohoto
projektu. Tentokrat jsem se ale ponofila
hloubgji a zaméfila se na téma vztahu
matky a dcery. Tedy v naSem pfipadé

Slo prevazné o znovuvybudovani pouta
po osmi letech odlouéeni, o uchopeni

a pozorovani matéiny i svoji vlastni identi-
ty, spole¢nych tuzeb, strachd, oGekavani
a nahrazeni onoho ztraceného ¢asu.

MP: TvUj fotograficky cyklus je vyrazné
osobni. Nejde jen o to, Ze jsi béhem néko-
lika tydnl fotografovala prostiedi své ro-
diny, at uz to byly véci, lidé, anebo doméci
zvifata, ale do procesu jsi zapojila pravé
svou maminku. Mluvis§ dokonce o kolabo-
rativnim projektu. Jak se v této roli tvoje
maminka citila a mohla bys vysvétlit, jak
tato spoluprace probihala?

MT: Byl to proces budovani davéry

na obou stranach a radost ze spole¢né
tvorby, coz ve zkratce popisuje, pro¢ je
pro mé tento projekt nenahraditelny a di-
lezity. Jelikoz vétSinou tvofim v USA, vétsi
¢ast moji rodiny neméla moc predstavu

o tom, jak probiha cely proces od vypra-
covani tématu projektu, prvnich stisku
spousté fotoaparatu, pres vybér fotek az
po samotnou pfipravu vysledné vystavy.
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Myslim, Zze mama na za¢atku nebyla moc
nadSena3, ze bude fotografovana, ale skrz
denni ritudly a denni foceni jsme na$ly
spole¢ny rytmus a napojeni. Bylo Uzasné
pozorovat stale intenzivnéjsi zapoje-

ni z jeji strany a fakt, Zze spolu poprvé
muzeme tvofit na Uplné jiné arovni. Tak
se zrodila touha plné zachytit nejen maj
pohled jako fotografky, ale také pohled
moji mamy, ktery je nakonec v tomto dile
zasadni.

A tak rovnéz vznikl koncept fotografické
instalace, specificky koncipované pro
prostory zdmku Mikulov, zachycujici dva
svéty a také dvé rovhomérné rozdélené
role. Kazda z nas udélala vyb&r osmnacti
fotografii, které byly vystaveny ve &ty-
fech vitrinach hlavni zamecké chodby.
Na jejich protilehlych koncich visely dva
velké portréty — zvétSené polaroidy. Prvni
z nich, s ndzvem Marie Tomanova (2021),
je mym autoportrétem a druhy zachycuje
moji mamu, se kterou sdilim stejné jméno
- jen pfijmeni je s dlouhym ,4“ - Marie
Tomanova (2021). V prostoru tak vznikl
dialog dokumentujici jeji stejné jako muj
pohled na domoy, rodinu, vztah, misto,
pamét a identitu.

MP: Fotograficky cyklus World Between

Us je intimni, ¢i8i z n&j nejen laska, ale
také dlveéra a souznéni, a to navzdory
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tomu, ze té od tvé rodiny vétsinu roku déli
vzdalenost Sesti a pUl tisice kilometrd.

O vztahu matka—-dcera, ktery je pro néj kli-
C¢ovy, ses dokonce vyjadfila jako o poutu
posvatném...

MT: Pro mé je tento projekt o otevienosti,
introspektivé a intimité. Povazuji to téma
za natolik osobni a niterné, ze to asi ani

vost a ryzost.

MP: Objektem svého fotoaparatu jsi ale
byla i ty — autoportrét je ostatné zanrem,
ktery t& doprovazi od pocéatku tvé tvargi
prace. Co té na ném fascinuje, a to zvlast
v dobé, kterou by bez nadsazky bylo
mozné oznadit za ,selfie éru” a kdy se
autoportréty vyprazdiuji az na samou
hranici banality?

MT: Autoportrét pro mé byl dalezZitou
etapou ve formovani vlastniho i umeé-
leckého ja. Byl to vlastné prvni cyklus,
kterému jsem se vénovala, kdyz jsem
zadala v Americe fotit. Byl zasadni hned
v nékolika aspektech. Zaprvé jsem méla
poprvé absolutni kontrolu nad celym pro-
cesem, a také nad prezentaci vlastniho
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téla, vlastniho ja. Rozhodovala jsem, jak
bude fotografie vypadat z pozice za ob-
jektivem i pfed nim. Byl to skveély krok, jak
si osvojit fotograficky proces, ktery byl
pro mé tenkrat zcela novy. Zaroven pro
mé autoportréty predstavovaly dulezity
nastroj, jak uchopit svoji vlastni roli a mis-
to v americké krajing, jak se zaclenit jako
cizinec, imigrant. Byla to cesta za vlast-
nim uvédomeénim, Zze tam patfim.

MP: Jak uz jsi uvedla, World Between Us
jsi ¢astecné instalovala do vestavénych
vitrin, pavodniho muzejniho mobiliare.
Fotografie tak vlastné byly ,,adjustované”
hned nadvakrat - vlastnimi ramy a vedle
toho i dfevénym ramovanim prosklenych
vitrin. Ovlivnilo to pro tebe vyznéni celého
souboru? A jakou vahu obecné prisuzu-
jes pravé adjustaci a instalaci pfi vystavo-
vani svych fotografii?

MT: Instalace do &tyf dfevénych vitrin byl
zameérny a cileny krok. Stejné tak pro mé
bylo dllezité, Ze masivni sklenéné dvere
vitrin z(istaly oteviené jako pozvanka

do svéta na fotografiich uvnitf. Vitriny, kte-
ré se vazou k historii zamku, jsem pone-
chala v plivodnim stavu a rozhodla jsem
se koncepéné pracovat s jejich desitky let
starym pozadim, na jeho zaZloutlé barvé
ulpivaly zbytky starého nestrzeného papi-
ru. Ten reprezentuje fragmenty minulosti
a vyznamne tak rezonuje s vystavenym fo-
tografickym zaznamem, paméti a obecné
s plynutim Gasu.

MP: Ugastnicemi letodniho sympozia byly
poprvé v jeho historii pouze zeny. V préaci
nékterych z nich rezonuji rlizna femini-
sticka témata a nabouravaji se tradi¢ni
genderové modely, coz se tyka i tebe.
Jakou mas jako zena zkuSenost s umeé-
leckou scénou, a to tfeba i ve srovnani

s minulosti nebo se severoamerickym
prostfedim?

MT: Z mého pohledu by bylo idealni,
kdyby uz se nemusely délat vystavy typu
~pouze zeny", které pak vétSinou dosta-
nou feministickou nalepku, a jsou kvuli
tomu &asti populace brany tfeba i méné
zavazné. Za me by bylo idealni, kdyby
rovnopravnost mezi gendery byla natolik
pfirozené vyrovnana, Zze to uz nemusime
cilené Skatulkovat.

Bohuzel to tak ale stale neni a moje draha
umeélkyné byla hodné ovlivhéna gende-
rovou zkuSenosti. Velmi negativni bylo
definujici obdobi na vysoké Skole, kde se
sexismus a hodnoceni vykonu na zdkladé
genderu bralo jako béznéa - vlastné ,pfiro-
zend" — véc. Celé studium malby na FavVU
jsem méla pocit, ze byla chyba ve mné.

Po dokon&eni magisterského studia tak
ve mné prevazoval pocit, ze sen z mladi
o kreativni kariéfe nikdy nezrealizuji; od-
jela jsem proto do USA jako au-pair. Prvni
rok jsem se velmi aktivné vénovala psani
denikd. Kdyz jsem se druhym rokem
prestéhovala do New Yorku a navstivila
vystavu Francesky Woodman, uchvatily
me jak jeji fotografie, tak hlavné jeji deni-
kové zapisy, které byly soucasti vystavy.
V ten moment jsem se rozhodla, ze bych
chtéla zkusit fotit, a prihlasila jsem se

na vecerni hodiny fotografie na School of
Visual Arts na Manhattanu. Aniz bych to
na zaCatku tusila, nasla jsem si tak novou
cestu k umeéni, k sobé samé, k tvor-

bé, kterd mé nasledné plné uchvatila.

A nejzadsadnéjSim momentem byl pravé
pristup kantort na americké skole, jejich
pozitivni a konstruktivni kritika a respekt
nehledé na gender. Byl to ur€ity moment
osvobozeni — uvédomeéni si, ze béhem
studia malby v Cesku nebyl problém

ve mné, ale ve vedeni ateliéru. ZkuSenost
v USA pro mé byla transformativni: znovu
zazehla touhu k tvofeni a davny sen

o cesté umélkyné.
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Jiti Cernicky

Martina Pachmanova: Kuratorovat vy-
stavu je néco jiného nez byt kuratorem
sympozia, kde véci vznikaji spontanné,
pod vlivem mista a ¢astec¢né i pod tlakem
omezeného Casu. Prinesla ti zkuSenost

z mikulovského sympozia néco neoce-
kavaného, prfekvapivého — néco, co bys
mohl zarogit i v dal8i praci?

Jiri Cernicky: Abych pravdu fekl, tak mi
nepfinesla nic, co bych neoc¢ekaval.
Prekvapilo-li mé néco, bylo to chovani lidi,
které jsem predtim moc neznal, a to jak

z pozitivniho, tak ¢asteéné i negativniho
hlediska, ale i to se vlastné dalo oekavat.
Co se tyka mé kuratorské zkuSenosti, byla
tentokrat trochu jina nez obvykle. Od za-
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¢atku jsem sice Sel po tématu, ale jak

to dopadne, jsem moc nevédél, protoze
dila v priibéhu sympozia teprve vznikala.
Ja se ale ni¢eho neobéaval, protoze jsem
zvolil autorky, které jsou natolik kvalitni,
ze to vlastné nemohlo Spatné dopadnout.
A pak jsem mél takeé tebe, a to je n&jaka
deviza...

MP: Tvoje rozhodnuti pozvat do Mikulo-
va vyhradné umélkyné nebylo pfijimano
ze v8ech stran pouze souhlasng, i kdyz
jasné poukazalo na nerovnosti prezivajici
na ¢eské umélecké scéné — na vystavach,
v galerijnich a muzejnich akvizicich...
Nejde ale jen o pocty, ale nékdy i o odlis-
ny pfistup k uméni. Vnimas - tfeba pravé
prizmatem praci, které v 1été 2021 vznikly
v ramci sympozialni "dilny" — v umélecké
tvorbé Zzen néco specifického?

JC: Ja si pravé myslim, ze krom toho, ze
zeny samozrejmeé jsou — nebo mohou byt
- na poli uméni stejné kvalitni jako muzi,
vysledky jejich prace v podstaté moc od-

li8né od muzd byt nemusi. Myslim si do-
konce, Ze si tu odliSnost ¢asto spiSe jako
divaci do jejich prace promitame. Kdyby-
chom pfedem nevédéli, jestli je autorem
zena, nebo muz, byli bychom prekvapeni,
jak se mylime. Tfeba tradovanou citlivost
Zen vnimam jako velmi relativni. To je ale
na hlubsi debatu. Kdyz namaluje krajinu
Zena a muz, pozname, ¢i je ktery obraz?
Samoziejmé je néco jiného, kdyz umél-
kyné pfimo reflektuji genderové vztahy

a svym dilem se vyjadfuji k postaveni zen
ve spoleénosti. Tam muze byt pohled
odlisny.

MP: Prace, které jsi vystavil v Mikulové,
jsou v jistém ohledu parafrazemi jiz exis-
tujicich fotografii. Kromé& Roye Ardena,
Wolfganga Tillmanse a Andrease Gur-
ského v nich odkazuje$ i na dilo Svédské
fotografky Anniky von Hausswolff a Raku-
Sanky Aglaiy Konrad. Mohl bys vysvétlit
zékladni koncepci téchto autorskych
remakeU a techniku, jiz jsi pracoval?

JC: V8echny ty fotografie jsou postavené
na technické dokonalosti a enigmatickém
efektu. Kdyz se kouknes tfeba na Gurské-
ho v muzeu, padnes na zadek pred tim
dokonalym provedenim. Ja prosté testuju
1o, co se stane, kdyz estetiku onéch dél
zménim na néco obycejného, na co
jsme zvykli v bézném Zivoté. Skoro kazdy
ma rad takové to hrabani v anonymnich
fotografickych archivech v bazaru nebo
v antikvariaté, kde jsou fotky pramérné,
zastupné, ale presto chytaji za srdce. Slo
mi tedy o to, zda tuto estetickou zménu
fotky onéch hvézd vydrzi a o kolik se
zmeni jejich vyznam, poetika, tajemstvi,
sugesce atd. Gursky to, myslim, docela
dobre ustal. Interpretace jeho dila z obfi

» PICT S. 64-69 143

¢inské tovarny pUsobi spise jako fotka ne-
znamého sovétského autora, ktery ve va-
leéném stavu za obléhani Stalingradu foti
vyrobni tovarni halu na tanky T-34, a navic
pfirozené nema moc dobry aparat. A uvé-
domme si, jak stary by takovy snimek byl,
a také jak vzacny. Opravdu tam skoro vse
ze sily vypovédi plvodni fotky zUstalo, ale
samoziejmé v obménéné podobé. Vznika
zde tedy i novy pfib&h - kromé alternativ-
ni situace na snimku je to také neoceka-
vany pfibéh déjin fotografie.

MP: Dg&jiny uméni se stale prevazné pisi
a vypraveéji skrze osobnosti muzského
pohlavi — k muzskym vzor(im se ¢asto
odvolavaji nejen umélci, ale i umélky-

né, ¢imz se mnohé vynikajici umélkyné
nedavné Ci starSi historie znovu dostavaji
mimo zorny Uhel. Nechame-li stranou
zminiované dve fotografky, o jejichz praci
ses oprel v cyklu vystaveném na mikulov-
ském zamku, které umeélkyné - at zivé, Ci
zesnulé — pro tvaj tvaréi vyvoj hrély roli?

JC: Je jich strasné moc - napriklad
Rebecca Horn, Sarah Sze, Valie Export,
Adriena Simotova, Kiki Smith, Louise
Bourgeois, Magdalena Jetelova... Ale je
jich daleko vic.
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10. 7. Slavnostni zahajeni "dilny", zamek
Official Opening of the "dilna’, chateau courtyard
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17.7. Hudebni vystoupeni En.Dru, soucast akce Narody Podyji
The concert by En.Dru, part of the event Nations of the Dyje Basin

21.7. Autorské ¢teni Evy Turnové, Galerie Konvent
DILNA 2021 PRACE A AKCE / WORKS & EVENTS Authors’ Reading, Galerry Konvent 108—109
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24.7. Den otevienych ateliérl a malovani s détmi, ateliéry na zamku
Open Studios Day and Painting with Children, chateau studios
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31. 7. Divadelni pfedstaveni RAUT,
divadlo Geisslers Hofcomoedianten, zamek
Theatricals RAUT, Theatre Geisslers
Hofcomoedianten, Chateau

e
LA

31.7. Swingovy vecer, Galerie Zavodny
Swing evening, Gallery Zavodny
112—113



7. 8. Slavnostni ukonéeni a vernisaz "dilny", zamek
Official Closing and Exhibition Launch of "dilna’, chateau
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JULIE BENA
* 1982, Pariz

Studium

2003-2007 Villa Arson, Nice,
Francie

2006 Gerrit Rietveld Academie,
Amsterdam, Nizozemsko

Samostatné vystavy

(vybér)

2021 Villa Arson, Nice

2020 VIk, princezna a vojacek,
Polansky Gallery Praha

2020 Les Lévres Rouges,
Kunstverein Bielefeld,
Némecko

2020 Sasek a smrt, Kunstraum,
Londyn, Spojené kralovstvi

2019 Anna a Sasek ve Window of
Opportunity, Jeu de Paume,
Pafiz, Francie

2019 Anna a Sasek, CAPC -
Musée d’art contemporain,
Bordeaux, Francie

2019 Amparo Museum, Puebla,
Mexico

2018 Genesis, Polansky Gallery
Brno

2018 DISORDER, BOZAR, Bru-
ssels, Belgie

2017 CAC Passerelle, Brest,
Francie

Skupinové vystavy

(vybeér)

2019 Protocinema, Istanbul,
Turecko

2019 | want to know now, C arte
C, Madrid, Spanélsko

2018 A Cris Ouverts, Biennale de
Rennes, Rennes, Francie

2018 Recto/verso. Fondati-
on Louis Vuitton, Pafiz,
Francie

2018 Rose and the Wheels of
Fortune, 1646, Haag, Nizo-
zemsko

2016 Camera of Wonders (Re-
print), Kadist Art Founda-
tion, Pafriz, Francie, San
Francisco, USA

2018 CONDO, Chapter NY, New
York, USA

Julie Béna nastudovala fadu
predstaveni, mimo jiné v Centre
Pompidou v Paf¥izi, ICA v Londy-
né, Palais de Tokyo v Pafrizi nebo
v ramci festivalu Performa v New
Yorku, USA

Rezidence

2018 Projekt INI, Praha

2017 Moly Sabata, Sablons,
Francie

2016 Rupert, Vilnius, LotySsko

2015 ISCP, New York, USA

2014 Futura, Praha

2012 Fonderie Darling, Montreal,
Kanada

Ocenéni
2018 Prix AWARE, nominace
v zenské kategorii

v

KLARA CERMAKOVA
*1992, Kladno

Studium

od 2019 doposud Vysoka Skola
uméleckoprimyslova v Pra-
ze, ateliér socharstvi

2016-2020 Vysoka skola umé-
leckoprimyslova v Praze,
ateliér malby

2014-2016 Vysoka Skola umé-
leckopriimyslova v Praze,
ateliér ilustrace a grafiky

2012-2014 VysSi odborna Skola
grafickd, Praha

2008-2012 Stfedni umeélecko-
primyslova kola, Praha

Samostatné vystavy

2019 Living Tent, Galerie FaVvU,
Brno

2019 Teeth, Fakulta uméni a de-
signu UJEP, Galerie Rampa,
Usti nad Labem

Skupinové vystavy

2021 4+4 dny v pohybu - Reality
Do You Need Me?, nova
strasnicka Skola, Praha

2019 Comunite Pasta Fresca,
Kulturni a femeslIné cent-
rum Znak, Praha

2019 VDIFF, D4m uméni mésta
Brna, dim pant z Kunstatu,
Brno

2019 4+4 dny v pohybu — Ne-
vSechno, Desfoursky palac,
Praha

2019 Adaptace na budoucnost,
Galerie Fotopub, Lublar

2019 Ruce (a jiné produkty pra-
ce), vystava diplomovych
praci, Vysoka Skola umélec-
kopriimyslova v Praze

2018 Vyro&ni vystava UMPRUM,
Umeéleckopramyslové
museum v Praze

2018 Quiet Chamber, Noisy
Heart, HoleSovicka Sachta,
Praha

Rezidence

2021 Egon Schiele Art Centrum,
Cesky Krumlov

2021 Ceské centrum Bukurest

2019 Budapest Gallery, Buda-
pest
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MICHAELA CERNICKA
*1970, Praha

Studium
1990-1997 Akademie vytvarnych
uméni v Praze

Samostatné vystavy

2018 Dokumentarni sondy, gale-
rie Via art, Praha

2013 Velké pradlo, galerie
Budoart, Praha (s Jifim
Cernickym)

Skupinové vystavy

(vybér)

2019 Retina, 8mi¢ka, Humpolec

2019 Penetrace, Pragovka, Praha

2018 Join The Dots / Combining
Distances (Imago Mundi),
Gallerie delle Prigioni,
Terst, Italie

2016 4+4 dny v pohybu, Praha

2016 Librairie Blaizot, Pariz,
Francie

2000 Pribéh/Story, galerie Roxy,
Praha

1997 Rlzni spolu, Chodovska
tvrz, Praha

JIRI CERNICKY
* 1966, Usti nad Labem

Studium

1993-1997 Akademie vytvarnych
umeéni v Praze

1990-1993 Vysoka skola umé-
leckoprimyslova, Praha

Samostatné vystavy

2019 Obrazoborec, Galéria J. Ko-
niarka, Trnava

2019 Nobody Redable (Nikdo
¢itelny), CCC muzeum
uméni, Peking, Cina

2019 Jiti Cernicky, Galerie Mas-
na, Slavonice

2018 Salm Modern #1: MozZnosti
dialogu / Dimensions of
Dialogue / Mdglichkeiten
des, NGP, Praha

DILNA 2021 KDO JE KDO

2018 S drakem v zadech, Galerie
Futura, Praha

2018 Spiritisticka Science, Gale-
ria Arsenat, Biatystok,
Polsko

2018 Voliéra pro Aircraft, Muzej
moderne i suvremene um-
jetnosti Rijeka, Chorvatsko

2014 Minimalné intenzivné&;si,
Galerie mésta Blanska ABS,
Muzeum Jed(y)nygo obiektu
Torun, Polsko

2008 ABS Video, Space Gallery,
Cleveland, USA

2007 ABS Video, Galerie Futura,
Praha

2007 You, Artsdepot Gallery,
Londyn, Velké Britanie
(s Terezou Severovou)

Skupinové vystavy

(vybeér)

2019 Boudnik a Fraser Brockle-
hust: Pillow Talk, Moravska
galerie v Brné

2018 Pohled z V4, Art Thema
Gallery, Brusel, Belgie

2018 Prodlouzena malba -
soucasna prazska malba,
Galerija Baéva, Zahreb,
Chorvatsko

2014 Reélny minimalismus,

O zidli, Bienale fotografie
a souGasného umeéni Liege
2014, Belgie

2013 Arts under Influences,

La Maison Rouge, Pafiz,
Francie

2012 AVIFF Cannes, Francie

2012 AVIFF Mezinarodni filmovy
festival v Marrakesi, Maroko

2012 AVIFF South Africa -
Grahamstown — National
Arts Festival, Jihoafricka
republika

2010 To, co chybi, GUM Studio,
Carrara, Italie

2010 Minimal Difference, White
Box Gallery, New York,
USA

2010 Format of Transformations
89-09, MUSA - Museum
auf Abruf, Viden, Rakousko

2010 A Part of No-Part, Paralle-
lisms between Then and
Now, Chelsea Art Museum,
New York, USA

2009 Czech Photography of the
20th Century, Kunst- und
Ausstellungshalle der Bun-
desrepublik Deutschland,
Bonn, Némecko

2009 Hell of Things, Kronika
Gallery, Bytom, Polsko

2008 Performance Nobody
Readable (Nikdo ¢gitelny),
zenbuddhisticky chram
v Cchang-échunu, Cina

2008 Social Dialogue, Motoren-
halle, Drazdany, Némecko

2008 Place in the Heart, Arsenal
Gallery, Bialystok, Polsko

2008 What do you do for
a living?, <rotor>, Graz,
Rakousko

2008 Rebus sic stantibus, Aboa
Vetus a Ars Nova Museum,
Turku, Finsko

2008 Central Europe Revisited,
Schloss Esterhazy, Eisen-
stadt, Rakousko

2008 Loophole to the Universe,
Divus Unit 30, Londyn,
Velka Britanie

2007 Art & Criticism, ICA, Duna-
ujvaros, Madarsko Demoli-
tion, The Israeli Center for
Digital Art, Holon, Izrael

2007 Micro-Narratives, 48. Octo-
ber Salon, Bélehrad, Srbsko

2007 Fragment.cz, Castello di
Rivara, Italie

2007 Close Encounters of the
Third Kind, Urania National
Movie Theater, Budapest,
Madarsko

ZDENA KOLECKOVA
*1969, Usti nad Labem

Studium

1993-1996 Vysoka Skola ume-
leckoprimyslova v Praze,
ateliér intermedialni tvorby

1988-1994 PF UJEP Usti nad
Labem, katedra vytvarné
vychovy a katedra historie

Samostatné vystavy

(vybeér)

2020 V kGzi Robinsona, galerie
Topi¢lv salon, Praha

2020 Molekuly vzpominek, Gale-
rie Sypka, Valasské Mezifici

2019 Messenger urbannich kras,
Galéria Schemnitz, Banska
Stiavnica

2018 All the things that are white
are not milk, Museum of
Modern and Contemporary
Art Rijeka, Chorvatsko

2018 Podivna botanika a jiné
pribéhy, Galerie hlavniho
mésta Prahy

2017 Metafyzika ztraty, Galerie
Klatovy/Klenova

2016 Prach v mezerach, Kunstha-
lle / Hala umenia KoSice
(s Michaelou Thelenovou)

Skupinové vystavy

(vybér)

2021 Sugar. Industrial Heritage
and Collonialism, <rotor>
association for contempora-
ry art, Graz, Rakousko

2019 Moc bezmocnych, Kunstha-
lle Bratislava

2019 Zemé - soucasny proud
zivota, Galerie Emila Filly,
Usti nad Labem

2018 Moznosti dialogu, Narodni
galerie Praha, Salmovsky
palac

2017 Nechte to Zemi, Dim uméni
Usti nad Labem

2017 In Their Eyes..., Museum of
Modern and Contemporary
Art Rijeka, Chorvatsko

2016 In Their Eyes..., Kunsthalle
West Eurocenter Lana,
Merano, Italie

2016 Uhlem, Stétcem, skalpelem,
Muzeum uméni Olomouc

2016 Nevratny posun, Dim umé-
ni mésta Brna, ddm Panu
z Kuns$tatu, Brno

2015 Suppressed History and
Contaminated Places,
<rotor> association for
contemporary art, Graz,
Rakousko

2015 Modes of Democracy, Fran-
zensfeste Fortezza, Italie

2015 Breaking Out of the Dile-
mma, <rotor> association
for contemporary art, Graz,
Rakousko

2014 On Generation and Corrup-
tion, BWA Contemporary Art
Gallery Katowice, Polsko

2014 Nékdy v sukni — uméni 90.
let, Moravska galerie Brno
a Galerie hlavniho mésta
Prahy

MARTINA PACHMANOVA
*1970, Praha

Studium

1998-2003 doktorské studium,
Ustav pro dé&jiny uméni FF
UK, obor dgjiny umeéni

1988-1993 magisterské studium,
Ustav pro dé&jiny uméni FF
UK, obor dé&jiny uméni

Kuratorované vystavy

(vybér)

2021 Civilizovana Zena: Ideal
i paradox prvorepublikové
vizualni kultury, Moravska
galerie v Brné (s Katerinou
Svatornovou)

2021 Erika Bornova: Silenstvi je
straz noci, Galerie hlavniho
meésta Prahy

2017 Jolana Havelkova: Citliva
data, Ateliér Josefa Sudka,
Praha

2016 Katerina Vincourova: Kdy-
koli si feknes, Fait Gallery,
Brno

2016 Erika Bornova: Posedlost,
Galerie Vaclava Spaly, Praha

2016 Hana Autengruberova-
-Jedli¢kova (1888-1970),
Méstské muzeum Antonina
Sovy, Pacov

2015 Obrazové pribéhy Milady
MareSové, Méstska galerie
Litomysl

2014 Katefina Vincourova: Zpa-
méti, Galerie Vaclava Spaly,
Praha

2013 Stepanka Stein / Salim Issa:
Sampidni, Galerie Vaclava
Spaly, Praha

2013 Zdena Fibichova (1933-
1991), Museum Kampa,
Praha

2013 Vlasta Vostrebalova-Fis-
cherova (1898-1963). Mezi
socialnim uménim a magic-
kym realismem, Moravska
galerie v Brné (s Michalou
Frank Barnovou)

2011 Madame Gali: Expresionis-
tické dilo Marie Galimberti-
-Provazkové (1880-1951),
Zapadoceské galerie
v Plzni

2011 Pavel Barika: O fotografii,
Galerie Vaclava Spaly, Praha

2011 Stépanka Simlova: Miluji t&,
ale..., Ateliér Josefa Sudka,
Praha

2008 Milada MareSova (1901-
1987): Malitka nové vécnos-
ti, Moravska galerie v Brné
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2009 Téla, jazyky, instituce
(soucast vystavy Forma-
ty transformace: Sedm
pohledd na novou ¢eskou
a slovenskou identitu),
DGam uméni Brno (repriza
2010 MUSA, Viden)

2008 Behind the Velvet Curtain:
Seven Women Artists
from the Czech Republic,
Katzen Art Center, Ameri-
can University Museum,
Washington, DC, USA

2005 Cultural Domestication —
Instinctual Desire, Univer-
sity of Toledo, Ohio, USA
(s Debrou Debrisovou)

Autorské publikace

(vybér)

Civilizovana zena: Ideal i para-
dox prvorepublikové vizualni
kultury (Praha: UMPRUM 2021);
Ex-pozice: O vystavovani mu-
zejnich sbirek uméni, designu

a architektury (Praha: UMPRUM
2018); Milena Dopitova: Even
the Same is Different / | stejné
je jiné (Praha: AVU 2017); Jak
odlesk mésice v jezete: Ceska
teorie a kritika uméni v gendero-
vych souvislostech, 1865-1945
(s Libusi Heczkovou a Petrem
Samalem, Praha: Academia
2014); Z Prahy az do Buenos
Aires: ,Zenské uméni* a mezi-
narodni reprezentace meziva-
leéného Ceskoslovenska (Praha:
UMPRUM 2014); Zrozeni
umelkyné z pény limonady: Gen-
derové kontexty ¢eské moderni
teorie a kritiky uméni (Praha:
UMPRUM 2013); Neviditelna
zena: Antologie sou¢asného
amerického mysleni o feminis-
mu, déjinach a vizualité (Praha:
One Woman Press 2002); Ne-
znama uzemi ¢eského moder-
niho uméni: Pod lupou genderu
(Praha: Argo 2004); Vérnost

v pohybu: Hovory o feminismu,
déjinach a vizualité (Praha: One
Woman Press 2001)

DILNA 2021 KDO JE KDO

ADELA STRNADOVA
*1999, Olomouc

Studium

od 2019 doposud Akademie
vytvarnych uméni v Praze,
ateliér grafiky 2 prof. Vladi-
mira Kokolii

2015-2019 VOSUP a SUPS, obor
design nabytku a interiéru,
Praha

Kolektivni vystavy

2019 pop-up kolektivni vystava
SUPS v Pragovce, Praha

2018 pouliéni vystava v ramci
festivalu La Strada, Mikulov

Realizace
2019 a 2021 grafické rfeseni obal-
ky literdrniho ¢asopisu Plav

MARIE TOMANOVA
*1984, Valtice

Studia

2007-2010 Malba, Fakulta vytvar-
nych uméni, VUT, Brno

2004-2007 Vytvarna vychova a vi-
zudlni tvorba, Pedagogicka
fakulta, MU Brno

Samostatné vystavy

2021 It Was Once My Universe,
kuratorka Sonia Voss, Jimei
x Arles, Xiamen, Cina

2021 Finding Magic Together,
kurator David C. Terry, C24
Gallery, New York, USA

2021 It Was Once My Universe,
Louis Roederer Discovery
Award 2021, kuratorka Sonia
Voss, Rencontres d'Arles,
Arles, Francie

2021 Streit - Tomanova: Poetic of
Place, kuratoti Veronika Srek
Bromova a Thomas Beach-
del, Galerie Kabinet Chaos,
Stitéz, Ceska republika
(s Jindfichem Streitem)

2020 Live For The Weather, kura-
tor Thomas Beachdel, Euro-
pean Month of Photography,
Tschechisches Zentrum
Berlin, Berlin, Némecko

2021 It Was Once My Universe,
Galerie 35 m?, kuratofi
Thomas Beachdel a Fran-
tisek Fekete, Praha, Ceska
republika

2019 YOUNG AMERICAN, kurator
Thomas Beachdel, Pragov-
ka Gallery, Praha, Ceska
republika

2021 Like A Dream, kurator Tho-
mas Beachdel, SO1 Gallery,
Tokio, Japonsko

2021 American Dream, Site-
-specific instalace, OSMOS
Station, Stamford, USA

2021 New York Calling: A Mini
Retrospective, EEP Berlin,
Berlin, Némecko

2021 YOUNG AMERICAN, Aca-
demia Film Olomouc 2019,
Olomouc, Ceska republika

2018 YOUNG AMERICAN, Space
Place Gallery, Nizhny Tagil,
Rusko

2018 YOUNG AMERICAN, kurator
Thomas Beachdel, Czech
Center New York, New York,
USA

Skupinové vystavy

(vybér)

2021 Tender, kurator Michal Nano-
ru, Czech Centre London,
Londyn, Anglie

2020 On the Inside: Portraiture
Through Photography,
kurator David C. Terry, C24
Gallery,

2020 New York, USA

2019 FIGURAMA, 220 let AVU,
Kampus Hybernska, Pra-
ha, Ceska republika

2018 Currents, kuratorka Bar-
bara Zucker, A.l.R. Gallery,
New York, USA

2017 NSFW: Female Gaze,
kurétorky Lissa Rivera
a Marina Garcia-Vasquez,
Museum of Sex,

2017 New York, USA

2017 Black Mirror, SPRING/
BREAK Art Show, New
York, USA

2017 Baby, | Like It Raw: Post-
-Eastern Bloc Photography
and Video, Czech Center
New York, New York, USA

Monografie

NEW YORK NEW YORK, autor

a uvod Thomas Beachdel, pred-
mluva Kim Gordon (Berlin: Hatje
Cantz 2021)

YOUNG AMERICAN, editor

a esej Thomas Beachdel,
prfedmluva Ryan McGinley
(New York: Paradigm Publishing
2019)

EMOKE VARGOVA
* 1965, Dunajskéa Streda

Studia

1984-1991 Vysoka Skola vy-
tvarnych umeni Bratislava,
ateliér malby Rudolfa Filu

1980-1984 Stredna Skola
umeleckého priemyslu,
Bratislava

Samostatné vystavy

2020 Prazdny riadok, At Home
Gallery, Samorin

2019 Eméke Vargova: E:V:, Futu-
ra Center for Contempora-
ry Art, Praha

2018 Premium Line, GMB, Mir-
bachov palac, Bratislava

2017 Pertu No. 12: Emese
Bencur, Eméke Vargova,
Galéria Nové Zamky

2016 Vargova, Emé&ke: 265
objati, Nitrianska Galéria,
Nitra

2012 Podujem padat sneh,
Galéria 19, Bratislava

2011 Sendvi¢, At Home Galery,
Samorin

2011 Istoty, Galéria Cypriana
Majernika, Bratislava

2003 Mario Sinnhofer - Eméke
Vargova, OK Centrum fir
Gegenwartskunst, Linz

2003 Modra, 8ed4, oranzova,
GMB, Mirbachov palac,
Bratislava (s Peterem
Ondrusekem, Patrikem
Kovacovskym)

2002 DS - 952AG, Galerie U Bi-
1ého jednorozce, Klatovy

2001 Moje! Mine!, GMB, Mirba-
chov Palac, Bratislava

2000 Em&ke Vargova, Jan
Ambrlz, At Home Gallery,
Samorin

Skupinové vystavy

(vybér)

2019 Retina: Moznosti malby
(1989-2019), 8smicka —
z6éna pro uméni, Humpo-
lec

2018 Orient, Kim?, Contempora-
ry Art Center Riga

2017 Ako doma/Like at Home:
Modelova situéacia slo-
venského socharstva 20.
a 21. storocia, Kunsthalle
Bratislava

2015 Rekonstrukcie / Work in
progress, SNG, Bratislava

2014 Dve krajiny, SNG, Esterha-
zyho palac, Bratislava

2013 Zero years in der Slovakei
1999-2011, Freies Muse-
um Berlin, Berlin

2012 Osem, Slovensky institat
v Moskve

2011 Nulté roky od priestoru
po Beskyda, Slovenské vy-
tvarné umenie 1999-2011,
Dom umenia Bratislava

2011 Sesty novy Zlinsky salon
2011, Zlin

2010 Malba po malbe, SNG,
Bratislava

2008 Uncut version / Positions
in Paiting, Ernst Mizeum,
Budapest

2008 1960-2000 / Soucasné
slovenské vytvarné umeéni
a esti hosté, GHMP, diim
U Zlatého prstenu, Praha

2007 GPS Unknown Scene,
Ernst Mlzeum, Budapest

2006 4 + jeden, Galéria Sloven-
ského institutu, Praha

2006 Autopoesis, SNG, Brati-
slava

2005 Prievan v su¢asnej sloven-
skej malbe 2000-2005,
GHMP, Praha

2004 Check Slovakia!, Neue Ber-
liner Kunstverein, Berlin

2003 Valenéné sfeéry I., Galéria
Jana Koniarka, Trnava

2002 Her Story, Her Body, Her
Memory, galerie La Serre,
Saint Etienne

2001 New Connection — Nové
spojenie, The World Finan-
cial Center - Courtyard
Gallery, New York
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RESUME

| pres stale trvajici celosvétovou
koronavirovou pandemii pfivital
letos v 1été Mikulov nové ucast-
niky Mikulovského vytvarného
sympozia "dilna". Tento, 28.
ro¢nik byl specificky a jedine¢ny
— kurator Jifi Cernicky predstavil
tym sloZeny ze samych Zen.
Dlvodem tohoto zdméru byla
nevyvazenost zastoupeni zen
umélkyn na nejen ¢eské umeé-
lecké scéné, ale i nedostatec¢né
zenskeé zastoupeni ve shirce
umeéleckych dél Mikulovského
vytvarného sympozia "dilna".

Uéast na letnim sympoziu
prijaly Klara Cermakova, Micha-
ela Cernicka, Zdena Kolegkova,
z Francie prijela vytvarnice
Julie Béna, ze Slovenska Eméke
Vargova. Hostem byla fotografka
Marie Tomanova, mikulovska ro-
dacka, ktera Zije a pracuje v New
Yorku, umélecky tym doplnila
na pozici technické asistentky
Adéla Strnadova. Teoreti¢kou
ro¢niku byla Martina Pachma-
nova.

Autorky spole¢né s teoretic-
kou ro¢niku pfinesly do prosto-
ru zameckych ateliérd zavan
cerstvych myslenek, neokouka-
nych nazort a nekonvenénich
ptistupl a tento jejich pfinos
se projevil nejen v kvalité jimi
vytvorenych dél, ale také na kva-
lité celkové instalace, doplnéné
v posledni ¢asti o dila kuratora
roéniku.

Letos$ni, 28. ro¢nik se uskutec-
nil od 10. ervence do 7. srpna
a poradateli sympozia bylo stejné
jako v letech predchozich mésto
Mikulov a Regionalni muzeum
v Mikulové.

Slavnostni zahajeni "dilny" pro-
bé&hlo 10. Eervence na zamec-
kém nadvofi, kde mély umélkyné

DILNA 2021

spole&né s kuratorem pfilezitost
prezentovat navstévnikim svou
dosavadni tvorbu. V pribé&hu
vecera zahralo mikulovské
hudebni seskupeni Jazz Petit Q
a poté se hosté bavili u hu-
debni produkce Iva Pospisila.
VSichni méli zarover moznost si
naposledy projit vystavu umélce
Juliuse Reichela, ktery bude
kuratorem néasledujiciho, 29.
ro¢niku Mikulovského vytvarné-
ho sympozia "dilna".

Jiz tradiéné v ramci sympozia
probéhla fada doprovodnych
akei. V den otevienych ateliérd,
ktery se stal jiz tradici, se mohli
navstévnici zamku a Mikulovsti
seznamit s pracovnimi postupy
kuratora a umélkyn, zhlédnout
dila uz vytvorena i ta, na kte-
rych v8ichni pravé pracovali,

a protoze byl i tentokrat spojen
s odpolednim malovanim

s détmi, mohli si mali navstév-
nici vyzkouset michani barev
a malovani na velky format.

S malovanim jim pomahali ti
nejpovolané;si.

Kazdoro¢ni nedilnou sougasti
sympozia je také hudba a ani
tento rok tomu nebylo jinak.

Ve spolupraci s organizatory
tradiéniho Festivalu narodd
Podyji se mohla Sirokéa verejnost
pobavit u hudebniho vystoupeni
En.Dru.

Ve spolupraci s mistnimi ga-
leriemi probéhlo autorské ¢teni
Evy Turnové v Galerii Konvent
a v Galerii Zavodny se hosté
mohli zaposlouchat do swin-
gového rytmu. Rovnéz pfiznivci
divadla nepfisli zkratka, pro né
bylo pfipraveno predstaveni
divadla Geisslers Hofcomo-
edianten s ndzvem Raut.

Umeélecka dila vytvorena
na sympoziu byla Siroké verej-
nosti predstavena na vernisazi
7. srpna. Slavnostni ukonéeni
28. roéniku navstévnikim zpes-
tfila moédni prehlidka znacky

Pecka Venduly Pucharové Kra-
maroveé a vystoupeni hudebnich
skupin Rosen Trio a Kfidla.

Vystava dél 28. ro¢niku dilny
byla na mikulovském zdmku pro
verejnost oteviena do 31. fijna.

29. roénik Mikulovského
vytvarného sympozia "dilna" se
bude konat od 9. ¢ervence do 6.
srpna 2022.

PODEKOVANI

Mésto Mikulov, Regionalni mu-
zeum v Mikulové a poradni sbor
MVS "dilna" timto zdvorile dékuji
institucim, firmam a véem, kdo
se svou pomoci zaslouzili

o zdarny pribéh letosniho
ro¢niku sympozia, jsou to Petra
EliaSova, Marie Dohnalov3,
Marek a Monika Lipovi, Tomas
Grabéc, Jan Grbav¢éic, Daniel
Kamenar, Oto Palan, Miroslav
Polivka, Franti§ek a Katefina Si-
lovi, Marcela Simankova, Adam
Vrbka, Vitézslav Vrbka, Bendy
Bau, Galerie Konvent, Galerie
Zavodny, Narody Podyji, RAP,
spol. s.r. 0., Vino Silova, Vino
Marcincéak, Vino Lipa Mikulov,
Vinarstvi BaldZzovi Dolni Duna-
jovice, Vinarstvi Turold, Travel
Free a pravdépodobné mnozi
dalSi, na néz jsme nechténé
zapomnéli.

Uskute€néni letoSniho ro¢ni-
ku dilny bylo finanéné podpofre-
no Ministerstvem kultury Ceské
republiky a Jihomoravskym
krajem.

Klara Cermakova

49"

Marting Fochmanovd
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Michaela Cernicka
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Defekt zakouti intimity, sondaz, kresba tuzkou a kladivkem, 210 x 80 cm
Defect of the Secluded Spot of Intimacy, probe, pencil and hammer drawing

OSTATNI DILA VYTVORENA NA MVS 2021 / OTHER WORKS
CREATED DURING MAS 2021

Klara Cermakova

Ruce (a jiné produkty prace), objekty z pény a vrby, variabilni rozméry
Hands (and other products of labour), objects of foam and willow,
dimensions variable 132—133



Julie Béna Julie Béna

Masks, keramika, variabilni rozméry
ceramic, dimensions variable

Books, instalace, variabilni rozméry
installation, variable dimensions

Balls and balls and balls? Eyes!, keramika, instalace, variabilni rozméry
ceramic, installation, dimensions variable

OSTATNI DILA VYTVORENA NA MVS 2021 / OTHER WORKS
CREATED DURING MAS 2021 134—135




Julie Béna Zdena Koleckova

Dancers, textilie, provaz, instalace, variabilni rozméry
fabric, rope, installation, dimensions variable

Sladké stiny davnych ¢asl, pastel na papife, 70 x 140 cm, 140 x 70 cm
Sweet Shadows of Ancient Times, dry pastel on paper

OSTATNI DILA VYTVORENA NA MVS 2021 / OTHER WORKS
CREATED DURING MAS 2021 136—137




Adéla Strnadova

Bez nazvu, olej na platné, 40 x 45 cm
Untitled, oil on canvas

Bez nazvu, olej na platng, 40 x 45 cm
Untitled, oil on canvas Untitled, oil on canvas

OSTATNI DILA VYTVORENA NA MVS 2021 / OTHER WORKS
CREATED DURING MAS 2021

Emd&ke Vargova

. Bisibgiai A JA
SIISE ISR JA,

Poznamkovy set, kombinované technika, variabilni rozméry
Note Set, mixed media, dimensions variable

138—139



Emd&bke Vargova

Dojemny set regionalnej pohladovej konstrukcie: ONA &i ANO,
lepené servitky, knofliky, cvocky, 1563 x 92 cm

A Touching Set of Regional Visual Constructions: ONA or ANO,
glued serviettes, buttons, press-studs

OSTATNI DILA VYTVORENA NA MVS 2021 / OTHER WORKS
CREATED DURING MAS 2021

Emd&ke Vargova

Dojemny set regionalnej pohladove;j
kons&trukcie: Mikulovské palladium, lepeny
alobal, 92 x 153 cm

A Touching Set of Regional Visual
Constructions: Mikulov Palladium, glued
aluminium foil

Dojemny set regionéalnej pohladovej
konstrukcie: Jéjéjéjé, ruény papier, vysivka,
jehly, grafit, 92 x 1563 cm

A Touching Set of Regional Visual

embroidery, needles, graphite
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Marie Tomanova

Jiti Cernicky
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Marie Tomanova, fotografie, 110 x 95 cm Marie Tomanov4, fotografie, 110 x 95 cm

Annika von Hausswolff — Back to nature,
Untitled, photography Untitled, photography kombinované technika, 45 x 65 cm
mixed media

Roy Arden — Terminal City #10,
OSTATNI DiLA VYTVORENA NA MVS 2021 / OTHER WORKS kombinovana technika, 32,5 x 40,6 cm
CREATED DURING MAS 2021 mixed media
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Mat&j Kilian ,Magmor* Cernicky

Stalkefri, série fotografii, instalace, rizné rozméry
Stalkers, series of photography, dimensions variable

OSTATNI DILA VYTVORENA NA MVS 2021 / OTHER WORKS
CREATED DURING MAS 2021

Klara Alexandra Cernicka
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Naslednost Medusy, kresby na zdi
The Succession Of The Medusa, drawings on the wall
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FOREWORD
ROSTISLAV KOSTIAL

“The purpose of my work was
never to destroy but always to
create, to construct bridges,
because we must live in the
hope that humankind will draw
together and that the better we
understand each another the
easier this will become.”

| have chosen to open my
introduction to the Mikulov Art
Symposium catalogue with these
words from one of our famous
painters, whose destiny brought
him to our beautiful town for
a short while. | chose this quota-
tion from Alfons Mucha because
| see a symbol and the purpose
of "dilna" in these words. Love for
art and creativity builds bridges
between people and, in our case,
between generations. After all,
the Mikulov "dilna" now has an
incredible 28 years behind it.
| would like to make use of anoth-
er quotation from Mucha here -
“Love is a spring that thrives in
the face of obstacles.” Yes, our
"dilna" has not always had an
easy time of it in Mikulov, but love
for art, going back to time im-
memorial in Mikulov, has always
overcome all obstacles. | am sure
that just as we remember Mucha
today as a giant of art, future
generations will also remember
the many artists who have left
their mark on our muse-kissed
town. It is my wish that, just as
love for art has always overcome
all obstacles on the twenty-eight-
-year journey taken by “dilna”,
there will enough enlightened
town representatives in Mikulov
in the years to come who will
continue to develop this unique
project that elevates the cultural
value of this town beneath Palava
to the summits in our country.

INTRODUCTION

A VIEW OF
THE 28TH "DILNA"
ADAM VRBKA

This year’s Mikulov Art Sym-
posium was absolutely unique
for me personally because it
represented a change in how
the individual years of the event
are prepared and in the thinking
of those taking part in this
year's "dilna".

First we reached out to Pro-
fessor Jifi Cernicky, an excellent
artist who had been unjustly
neglected in our collection.
Professor Cernicky selected
a team comprised exclusively
of women. The reason for his
focus on the fairer sex was the
appreciable imbalance of oppor-
tunities on the Czech art scene
and the inadequate representa-
tion of interesting and unique
female artists in the Mikulov
Art Symposium collection. The
project team supplemented this
group of female artists extreme-
ly sensitively with a guest and
a production assistant.

Jiti Cernicky made no mistake
with his choice. He put together
a team that proved capable of
creating a large number of im-
mensely interesting works during
the course of a single summer
month and of enriching the lives
of the people of Mikulov and visi-
tors to the town with its distinc-
tive and individual approaches.

The artists and the theoreti-
cian for this year's event brought
a flurry of fresh ideas, original
opinions and unconventional ap-
proaches to the chateau studios,
and this was clearly expressed
in the quality of the works they
produced and the quality of the
installation as a whole, sup-
plemented in its final section by
the works of the curator of this
year's event.

The principal idea behind
the exhibition was to turn the
individual studios into imaginary
cells. Each studio took on its
own individual form, including
the social space in which the
installation concept of the theo-
retician of this year’s event and
the offspring of its participants
was reflected in no small way.

| also see the uniqueness of
the twenty-eighth year of our
"dilna" in the standard of co-
-operation between the project
team, the artists, the staff of the
Regional Museum and the peo-
ple of the town - co-operation
that is sure to grow still further
in the following years of this
unrepeatable event. | would like
to give my great thanks for your
willingness and perspective!

For me, personally, this
year's symposium represented
change. A change that arose as
the result of individual discus-
sions, confrontations and dialec-
tic conversations. A change that
can result only from a sympo-
sium in the original sense of the
word.

THE DIOPTRE OF THE
MEDUSA
JIRI CERNICKY

The selection of female artists
for the Mikulov Art Symposium
2021 is a response to the age-
-old situation in the art business
in the Czech Republic and the
imbalance in the growth of the
artistic careers of women and
men. This disproportion applies
to the representation of women
at exhibitions, their presence

in collection acquisitions, their
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reflection in art criticism and
their inadequate representation
in the story of the history of art.
The roots of this asymmetry
stretch back deep into history
and are reflected in this exhibi-
tion. Female artists often go
through a time when they are
forced to adapt their artistic
careers lovingly to their family
and childcare; they have to give
up their careers temporarily
and therefore find themselves
at a disadvantage compared
to men. Interrupting or break-
ing off their contact with the
art world is usually extremely
damaging for women. It often
ends in a loss of their belief in
their own creative ability, a res-
ignation of their professional
pathway or great difficulty in
following up from their previous
successes at a time at which
the art scene is controlled by
men. Motherhood overlaps,
moreover, with the time in the
life of any creative individual
that is characterised by the
greatest potential, when they
have the courage to experiment
and take risks. It must also be
said that female artists who
make a voluntary decision not to
have children still face the con-
tinuing prejudice in our society
that believes that women do not
have artistic talent. This exhibi-
tion should shatter this cliché.
The reflection of a woman's per-
spective on her experience of
the world brings unique topics,
specific contexts, artistic works
of a different nature, a different
sensitivity, and mysterious and
original visions to the world
of art that do not appear in
the works of men - and this
certainly does not mean just the
family or motherhood. In their
artistic work, women open up
a different viewpoint on society
and the world as a whole.

DILNA 2021 INTRODUCTION

Who, then, is this girl reminis-
cent of Medusa in ancient Greek
mythology who is the leitmotif of
this exhibition? Who is the Gor-
gon with the large eyes that turn
anyone who looks into them to
stone? Her fate was a curse for
being raped. This age-long and
colossal injustice has shrunk
to a mere echo at this exhibi-
tion. Yes, the large eyes have
remained behind thick glass,
though in place of weakness
and handicap they are associ-
ated with female rebellion and
strength: they are an expression
of education and intellect. And
what of those dangerous snakes
that were transformed into
refined woman's hair concealing
sharp needles in its curls? Do
they not hide injections of the
current nature of the poison lurk-
ing practically everywhere in our
post-industrial society?

SEVEN
MARTINA PACHMANOVA

Seven distinctive female artistic
personalities of various genera-
tions, differing artistic approach-
es and diverse professional

and personal experiences. The
works produced by these artists
with a predominantly intermedia
orientation at the 28th Mikulov
Art Symposium "dilna" have,
nevertheless, something in com-
mon — an interest in the genius
loci of the place, an interest in
its cultural, political and intimate
history and present day, in its
living and its dead, in its famous
and nameless protagonists and
their dramatic, mythicised and
entirely ordinary stories and, not

least, in its idiosyncratic visual
form. This relates both to the
loss and rediscovery of home or
the restoration of broken family
bonds, and to the paraphrasing
of the living legacy of monu-
ments and rituals and the idea
and power concepts with which
they are associated. This dia-
logue with the past is particu-
larly pronounced in view of the
Renaissance-Baroque appear-
ance of Mikulov Chateau and
the extensive local collections of
artistic and historical artefacts of
many and various provenance —
pictures, books, pieces of cloth-
ing, textiles, ceramics, palaeon-
tological findings, photographs
and liturgical objects.

The resultant projects com-
bined the necessity of rehabili-
tating the tradition of handcraft
with the haptic and bodily expe-
rience and of discovering new
approaches on the dividing line
between art and scientific exper-
iment that activate multisensory
perception and break down the
mind-body duality as well as the
hierarchy of artistic genres, tech-
niques and disciplines based
so often on gender prejudices
and stereotypes. As the final
exhibition proved, the projects
by seven female artists from the
Czech Republic, Slovakia and
France were correlated by an
approach to the chateau not as
a traditional gallery, but rather as
a lived and living environment,
as a stage and an auditorium, as
avenue, and as horizontal com-
munication between itself and
its viewers.

This “stage” effect was most
pronounced in the installation by
Julie Béna who, unlike the other
artists, did not exhibit in her own
studio, but interceded in a num-
ber of rooms and corridors and
the chateau staircase. Inspired
by poetry, theatre, fairy tales, my-

thology and popular culture, and
blending fantasy and poetry with
engagement and the political,
Julie staged a remarkable and
beautiful, though disturbing and
spine-chilling, “performance” in
her work through the medium of
found and crafted props (mari-
onettes, masks, monstrously
oversized fragments of human
organs).

The contrast between an
aesthetically refined form and
dramatic content was also
characteristic of the projects
by Michaela Cernicka. By
uncovering layers of plaster at
Mikulov Chateau, this artist and
restorer revived the memory of
the place and the destinies of
those associated with it. With
her sense for minute details, she
used retouched photographs
and written texts to narrate the
harrowing story of people who
were — and remain — driven from
their homes as the result of their
beliefs, their “otherness” and
natural disasters.

If Michaela Cernicka captured
the topography of the displace-
ment, exile and expatriation that
affected many German-speaking
inhabitants of southern Moravia
more than seventy years ago,
then Emd&ke Vargova turned her
attention to the topography of
the place through forgotten sto-
ries of those who have passed
through the chateau both in the
distant past and more recently.
Her installation comprised of im-
prints of found fragments of the
chateau building on handmade
paper and layers of aluminium
foil, complemented by unobtru-
sive textual interventions, was
characterised by a meditative
atmosphere, as well as humour
and hyperbole. The artist’s visu-
ally sparse, but haptically
opulent cycle of Touching Sets
of Regional Visual Constructions

oscillated on the boundary be-
tween the visible and the invis-
ible, the tangible and the illusive,
the material and the ephemeral,
while also raising a great number
of questions for the perceptive
viewer about a woman'’s identity
and women's work.

Touch, which mediates more
corporeal experiences than
the sight, was also critical to
the objects produced by Klara
Cermakova, reminiscent of
the remains of human bodies,
archaeological excavations and
prosthetic aids. Her quasi-
-museum exhibition, which
visitors could even touch dur-
ing the opening, on one hand
revealed the delicate dividing
line between the natural and
the artificial, between the body
and technology, or between art
and science, while on the other
hand “counting down” time and
the value of human work in an
unobtrusive manner.

Human work is not merely pro-
duction, a way of making a living,
a pleasure, but also precarious-
ness and abuse, associated in
the past with the production of
sugar — with a luxurious colonial
commodity that is healing, deli-
cious, beautiful and currently
also stigmatised. During the
symposium, Zdena Kole¢kova
worked with a traditional recipe
for the production of sugar skulls
in the western colonies and
Mexico in order to paraphrase
the opulent Baroque morphol-
ogy of Mikulov Chateau and
unmask the disturbing contexts
of the production of one of the
most sought-after food ingre-
dients. The artist, meanwhile,
consciously surrendered her
sweet objects, which were also
transferred to the medium of
photography, to the inexorable
passage of time and eventual
disintegration.

Objects can be as fragile and
temporary as relationships and
concepts. “What, where and who
is my home?” is a question that
resounds in the cycle of photo-
graphs by Marie Tomanova, who
took part in the symposium in
the summer of 2021 as a guest.
Marie’'s homecomings to her
native Mikulov from the other
side of the ocean are sometimes
burdened with feelings of uproot-
ing and misunderstanding. Her
unpretentious, even ordinary, yet
profoundly empathetic documen-
tary and portrait photography,
however, clarifies the past of her
and her family, mediates tender
bonds concealed in the banality
of everyday life and imprints the
very word “home” with meanings
that are unsentimental, though
all the more authentic for that.

Adéla Strnadova, the young-
est participant and symposium
assistant, also presented the
viewer with a number of ques-
tions. If multisensory perception
that undermines the supremacy
of the eye played a large role in
the works of the other partici-
pants, Adéla remained “faith-
ful” to sight. She examined the
boundaries between truth and
illusion in her pictures, and
asked inquisitively whether we
can see ourselves in the eyes
of others, and what this shift of
viewpoint — whether with people
or animals — means. She revived
the “Velazquez” tradition of the
Baroque portrait with a master-
ful and contemporary language
of painting (this gesture is more
than apposite in the context of
Mikulov Chateau and its collec-
tions of aristocratic portraits).
Her portraits are, however, more
like metaphors of pictorial mys-
teries and allegories than literal
realism.

This catalogue cannot record
everything that happened at the
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symposium in the studios at

the chateau, at social events in
Mikulov or during cycling and
walking tours of Palava. Thanks
to interviews and documentary
photographs, however, it can
give at least an indication of

the importance of communica-
tion and dialogue between the
participants, as well as their
commitment to the work and the
community atmosphere of the
Mikulov "dilna". All the interviews
are introduced by “mottos” or
“statements” chosen by the
artists for the entry space to the
exhibition at Mikulov Chateau,
as well as portrait photographs
by Marie Tomanova who, as an
empathetic portraitist, manages
to get beneath the surface of
the human face. Marie captured
seven artistic personalities,
including herself, and imprinted
a profoundly personal charac-
ter onto the exhibition and this
catalogue.

DILNA 2021 INTERVIEWS

MICHAELA CERNICKA

window
path

cessation
direction horizon
the silence of time

fragments of discovery
lines of memories

the stratigraphy of a
document

photography of obscurity

Martina Pachmanové: What was
special for you about your five
weeks working in Mikulov with
a view to your previous work?

Michaela Cernicka: First and
foremost, the space for myself.
Not just the physical space in
the form of a wonderful studio
with a distant view, a space that
directly determined the content
of my work here, but also the
mental space. Being torn from the
everyday rut of working at home,
the intensification and internali-
sation of my own creative ideas,
the focus on the topic, greater
concentration... In short, the
peace and quiet to get on with
my work.

MP: You are originally a restorer,
and although you worked as one
for a short time you were drawn

in the end to free art. As your pro-
jects in recent years show, includ-
ing your project in Mikulov, resto-
ration techniques and methods
still have a significant resonance
in your free work. How do you see
this connection between - to put
it simply - the art of restoration
and autonomous art?
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MC: Although | feel first and
foremost like a visual artist, | have
always done restoration work, with
many intervals long and short here
and there. | have worked continu-
ally over the course of the years,
and | alternate between periods

of my own work and periods of
restoration. Some of the other
participants in this year's sympo-
sium are also involved in teaching,
in addition to their own work, and

| see the way | do restoration in

a similar way. | cannot, however,
do both at the same time in paral-
lel; the concentration demanded
means | can’t work on restoration
in the morning and then do my
own creative work in the after-
noon. It might work in exceptional
circumstances, but certainly not
long term, which is why | divide my
time. It is true, however, that | have
devoted myself far more inten-
sively to free art in recent years.
My many years of experience with
restoration have gradually found
their way into my own work. It
feels very enriching and simply
expands the possibilities of art.

MP: Your Documentary Probes in
one of the chateau studios have
two layers — one material, the
second relating to memory. They
finally come together: scraping off
the plaster and searching for hid-
den paintwork, stucco or masonry
is itself a kind of journey back

into the past, just like remember-
ing and searching for hidden or
suppressed events and memories.
Why do you return to the past in
touch and thought?

MC: My first experience with “un-
covering” the past took place at an
unassuming little village church

in Bohemia. | was still a student
then, and | took part with the other
students in uncovering original
Gothic frescos during my work
experience with the restoration

studio. No one knew in advance
exactly what we would find.

The church was whitewashed,
crudely rendered figures of
Christ and the saints looked
down on us from the ceiling -
slightly folksy little paintings from
the beginning of the 20th cen-
tury. And then you start to tap on
the walls with a hammer, scrape
piece by piece carefully with

a scalpel, layers of lime paint-
work or new plaster come away
and you find the tip of a robe

or someone’s hand, then an
inscription... What has been hid-
den for centuries comes to the
surface. In the end, the church
was full of frescos, which have
now been restored. | still have
this basic feeling inside me of
“liberating” something obscured,
suppressed and forgotten, and

| give it free rein in my series

of Documentary Probes. And

of course they needn't just be
pleasant memories, like they are
now in Mikulov. | like to say that
“releasing” one piece of visual
information or another onto the
surface, revealed to the sight of
people, may provide a visualisa-
tion of the given subject. Events
revealed in this way perhaps
force the viewer to think more,
they are more insistent, and can
change your perspective... The
stratigraphy itself (i.e. uncovering
individual sequential layers) is
subordinate to the subject in

the case of these Documentary
Probes. On the walls of Mikulov
Chateau, they head towards the
window, outside, to the horizon
of a landscape whose visible
fragment is the exact place
where the post-war death march
was once headed. And that is
where the subject comes from.

MP: Your documentary probes
bear the ambiguous title Aban-
donment/Forgiveness. They refer

on one hand to exile and on the
other to the act of forgiveness.
Could you explain this ambiva-
lence in regard to your project?

MC: | am totally aware of the
controversy that accompanies
the topic of the post-war dis-
placements today. Nevertheless,
| had a great need to express
myself about this time in history.
| spent several weeks here and
the topic presented itself natural-
ly. | observed the landscape from
the second floor of the chateau.
You really can see a long way, as
far as Austria, where the people
leaving were headed at that time.
At the Open Studios Day during
the symposium, a number of
people, unbidden by me, pointed
to specific places from the win-
dow... “You know, they passed
by here..." or “Look, that hill

here is on the Austrian side, and
they still used to go there long
after the war and look over here,
towards home, at their former
settlements, houses...” | do not
want to judge. | am aware that
someone with today’s historical
experience cannot fully evalu-
ate or experience the situation
at that time. We do not know
how any one of us would have
behaved under the weight of the
war, the fear they felt, the loss of
loved-ones. But what happened,
happened. It is evidently to no
one's long-term benefit to alter
history in anyone’s interest, so it
was also appropriate to mention
the possibility of forgiveness. To
realise the injustices committed
on one side and the other, even if
these injustices are probably of
an incomparable magnitude. Itis
worth a try at least.

MP: An important role in your
installation is played not just by
photographs and probes into the
plaster, but also by lines of narra-

tive and text. You spent a patient
few days copying the story of

a living eyewitness around the
entire studio, and part of it was
then printed on an exhibited
scrap of a woman's blouse.
Viewers cannot escape the
described dramas inside the
installation connected with the
South Moravian displacement,
as if they were themselves part
of it... What led you to not relying
merely on the pictorial message,
but using oral history as well?

MC: | wanted to connect all
three of the basic artefacts

(the probes, the blouse and the
image) in my installation both
linearly and in terms of content,
to create a single whole, a kind
of “circle” of events. | like stories.
Specific experiences are more
engrossing for the viewer than
just a less personal factography.
The probes are, in my opinion,
the more “factographic” part.
Paradoxically, the story of

a seven-year-old girl that she
related herself years later as

a surviving eyewitness falls into
the category of factography,
though it is also accompanied
by a great many extremely
authentic emotions. | thought
this personal level would be the
ideal intersection between the
past and the present. | didn’t
add so much as a comma to
the text. | just copied it onto the
wall and exhibited it. | wanted to
give space to something purely
autonomous, unencumbered by
my own artistic objective.

MP: How did you initially see
your participation at a sympo-
sium that was reserved exclu-
sively for women and that Jirka
explicitly conceived as curator as
a response to gender inequali-
ties relating to professional
growth and opportunity in this
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country? And how do you assess
this experience in retrospect?

MC: | was enthusiastic about
Jifi's choice. | agree completely
with the necessity of far greater
opportunities for women, not
justin the art world but in
society as a whole. | understand
that centuries of social and
societal conventions cannot

be changed radically from one
day to the next. Change will
certainly be gradual, but it would
be a mistake to abandon our
efforts to make conditions for
women more equal, because
opportunities for all members of
society, and not just one half, will
result in a far greater potential
for everyone. | was surprised,
for example, that only 25 %

of all the artists taking part in
Mikulov since the symposium
began have been women. It is
undoubtedly a good thing that
this year’s event has gone at
least some way towards redress-
ing this imbalance. Originally

| even planned on working on
some similar themes during my
time spent in Mikulov - | inves-
tigated the history of education
for women at the local Piarist
grammar school with the help of
a local eyewitness. Although the
grammar school here has been
open since 1631, the first female
Czech pupils didn’t graduate
until after World War Il! The situ-
ation in our schools is obviously
diametrically different today,

but we still need to improve job
opportunities for women after
they complete their studies. It is
becoming increasingly difficult
for women to reconcile their pro-
fessional life with their family life.
So | would, in retrospect, give

a very positive evaluation to the
composition of this year’s sym-
posium. | hope we have opened
another door a little wider...

DILNA 2021 INTERVIEWS

KLARA CERMAKOVA

#survival
#adaptation

#fusion
#entanglement
#economyofthebody
#instincttechnology
#thinkpresent
#tools

#wilderness
#material
#conditionalityof
possibilities
#organism
#machine

Martina Pachmanova: You fin-
ished your studies at UMPRUM
(The Academy of Arts, Archi-
tecture and Design in Prague)
ayear ago at the time of strict
lockdown, and worked for the
next year in similarly isolated
conditions as a result of Covid.
What was your experience of
working at the Mikulov Sympo-
sium after such a long time, in an
environment that is not based on
solitary work, but has a distinctly
communal atmosphere?

Klara Cermakova: If I'm honest,

it was great for me just to have
somewhere to get on with my
dusty work, and | am very grate-
ful for the opportunity to have
had the space, at least for a little
while. It was great to meet some-
one from time to time in the vast
expanses of Mikulov Chateau.

MP: The topic of your thesis
was the human hand - both

as a working instrument and
as the product of labour. You
returned to this motif, which
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demonstrates the ever greater
estrangement of people from
their own bodies, in Mikulov.
Why is this still something that
interests you? What fascinates
you or disturbs you about it?

KC: Because the human body is
still the most perfect machine
in my eyes. I'm interested in

the way in which mechani-

cal objects are often coming

to resemble natural objects
more and more. The division
between machine and organism
is crumbling. And this doesn’t
just mean mechanical princi-
ples that essentially simulate
the brain, but also things like
nanochips implanted beneath
the human skin. This topic also
interests me as a result of my
current — uncertain and precari-
ous - position. We all feel how
we're being driven towards ever
increasing productivity, and
from the profession of a visual
artist | therefore ask myself

the question how is the work

of an artist dependent on the
transformation of the tool. | find
subject matter in my own artis-
tic and craft work and try to take
a self-critical look at it. The leit-
motif of my work is becoming
our estrangement from our own
bodies, our own naturalness
and self-sufficiency, through
the medium of artistic tools that
have themselves undergone
technological evolution. When

| say that the tool mediates es-
trangement, it is worth thinking
about how interactive interfaces
have merged with our world
and with our bodies. One of

the functions of technology is,
after all, that you forget about its
existence.

MP: You used hardened polyu-
rethane and willow wood. What
leads you to the symbiosis of

artificial industrially produced
material and natural material?

KC: | obtained foam board and
willow wood through the gift
economy. | don't buy materials
myself, and if | do then spar-
ingly. | mostly use left-over and
waste material because it is
affordable and all you have to do
is hunt for it. Tracking it down is
an important part of my work.

MP: You used fixtures at Miku-
lov Chateau, glazed museum
display cases from the nineteen
fifties, for the installation of
your objects. In the end, your
objects, which give the impres-
sion of archaeological findings
while also evoking the world of
science fiction, seemed to have
been transformed into museum
exhibits. You heightened this
heterotopic character of the
installation with paper labels
tied directly to the exhibited
objects. If we consider the fact
that there are also permanent
exhibitions of the Regional Mu-
seum at Mikulov Chateau, then
the association with a great
many museum procedures is
really rather inventive. How do
you see this connection?

KC: You can also see it in the
fact that these objects are
housed in an unusual place. It
was crucial for me that these
“coffins” (as | began calling
them) could be opened and
fulfilled a technical function.
They also played an essential
role at the opening. Visitors
could take the objects in their
hands as they liked and touch
and examine them physically
in detail. This gesture of open
display cases was important,
even if it was only possible at
the opening of an exhibition in
my presence. For me, it meant

disrupting the traditional mu-
seum approaches to exhibiting.
What | mean is quiet contempla-
tion and the fact that you're not
allowed to touch the exhibits.

It's as if human forms or the rem-
nants of modern society were
imprinted onto these materials/
objects. People were, in this way,
incited to touch “sci-fi” objects
and (perhaps due to the context
of the ancient cultural landscape
of South Moravia and Palava)
tried to read something about
man living at the beginning of
the 21st century from my ob-
jects. The labels on the objects
don't carry titles, but the strictly
calculated time | needed for
their production. So it is true that
| make use of certain museum
strategies, but in my own altered
way. This makes it possible to
shift attention onto topics that

| find more important than the
title of the work itself.

MP: You also drew a lot over

the course of the five weeks,
though you didn’t exhibit any

of your work on paper with the
exception of a few large pastel
drawings on tracing paper. What
role do these drawings, which
the viewer didn't get to see and
maybe never will see, play in the
process of your work?

KC: For me, drawing is the most
sincere form of expression. It is
also the fastest way of sorting
ideas. | left my drawings out
because | was fully concentrated
on the installation of my objects
and “coffins”, so | decided it
would be better to take advan-
tage of the complex space at the
chateau for a large installation
making use of local exhibition
artefacts.

MP: Jiti Cernicky invited only
female artists to this year's sym-

posium. He even speaks explic-
itly in his text as curator about
one of the instigations for this
“gesture” being the continuing
discrimination against women
on the art scene, particularly
with a view to motherhood. Un-
like most of the other sympo-
sium participants, however, you
are not faced with the compli-
cated challenge of reconcil-

ing work and family. | would,
nevertheless, be interested

to know whether you have

ever experienced any form of
discrimination or inequality
yourself.

KC: That's a difficult question.
On the personal level, | already
have a deep feeling of the
unimportance and insignifi-
cance of my own existence. At
the same time, | don't know if

| can express any opinion about
discrimination against women
in the art world - | still don’t
have much of an idea about
how the art world even works.

I think | will need more experi-
ence before | have an answer
or an opinion about that — | will
keep it in mind though... On the
personal level, then of course

| can see that we aren’t cham-
pioning any long-term strategy
of equal treatment like they are
in Iceland, for example. For me
personally, the answer to the
question of discrimination has
more to do with presentation

in the digital environment. And
that's not so conditional on gen-
der. | feel this inequality in the
pressure of the importance of
self-presentation on “unhealthy”
social networks such as Insta-
gram or Facebook which are

a modern marketplace, and not
just for art.
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JULIE BENA

“... She is weary of dance and play.”
Now half to the setting moon are gone,

And half to the rising day;

Low on the sand and loud on the stone
The last wheel echoes away.

| said to the rose, “the brief night goes
In babble and revel and wine.”

Alfred Tennyson, Maud, part |

Martina Pachmanova: You
were born in France, studied in
Amsterdam, exhibited all over
the world, and now you live and
teach in the Czech Repubilic.
What, where, or perhaps who is
your “home”?

Julie Béna: Home is where love
is. | quit France to live with my
husband in the Czech Repub-
lic, he is Czech and based in
Prague. | didn't feel it as abnega-
tion, but more as a moment in
my life when this was possible.

| settled more definitely in the
Czech Republic with the birth of
our daughter. You also live where
the daycare is, if you want to be
able to work. Now all the people
| work with are based here,

so | also feel really bound by
that. They are people | love and
admire. | am also now teaching
at FAVU in Brno, at the studio of
performance, which of course
makes the bond even stronger
and extends the realness of
presence to realness of action.

MP: Have you ever worked in
(and with) any historical site that
has such a strong genius loci as
Mikulov Chateau? And what kind
of challenges does such a dia-
logue with history bring for you?

DILNA 2021 INTERVIEWS

JB: | am used to working with
spaces and all my practice

is based on context. History,
dialogue and site are three ele-
ments | am constantly dealing
with, so | was not so destabilised
in Mikulov either...

MP: In many previous projects
you have collaborated with other
artists from different artistic
fields. The Mikulov residency
is, among other things, founded
on the concept of building

a community, this year mostly

a women’s community, but the
final exhibited works are indi-
vidual entries situated predomi-
nantly in the individual artists’
studios. You are the only one
who “expanded”, so to speak,
beyond the walls of your studio,
and thereby created a dialogue
with the works of others and
with the unique environment of
the chateau. What made you to
take this step?

JB: | must say | was quite sur-
prised, because | was expecting
a potential community across
the generations, though | didn't
really see that, rather the will or
the idea of making it happen.
Meanwhile, | am also prob-

ably responsible for it, as | was
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commuting only for the week-
ends because of my husband

and | worked in Prague, and our
daughter was at preschool during
the week. However, | did not un-
derstand the intention of “collabo-
ration” when the Mikulov tradition
is usually based on the concept
of artists “working and exhibiting
in their own studios”. It seemed to
me totally the opposite of the goal
of this event, but it was perceived
differently by other participants.
And if the decision is collective

| won't go against it. Nevertheless,
for my part, | tried potentially to
entangle the works in dialogue.

| don't know if this was a success,
but at least | gave it a try.

MP: Your work is usually very com-
plex in terms of materials, tech-
niques, media and space, though
also with regard to your own body
and your voice. But even though
your symposium installation also
mixes various materials, it is based
largely on ceramic objects. Why
did you choose this tactile and
“earthly” material?

JB: To be honest, | chose this ma-
terial for sure because | like it, but
also to fit into the budget and time.
Ceramics are cheap and | can do
them on my own.

MP: Part of your installation were
ceramic eyeballs in quite mon-
strous dimensions that “gazed”

at the viewers. When we talked
about this element you mentioned
the inspiration of Toyen whose
large retrospective exhibition
recently took place in the Wal-
lenstein Riding Hall in Prague.
What is so appealing for you about
Toyen's work?

JB: Ah! Toyen is a love story. To

be frank (and shameful), | didn't
know her before arriving in Prague
eight years ago. The first person

who told me about her was Than
Hussein Clark (who was at that
time on a residency at Futura,
the Centre for contemporary art
in Prague. Michal Novotny, my
husband, offered me her mono-
graphs a year later after seeing
me collect all the images of her
work | could find on the internet
on my desktop in my file TOYEN.
Since then, the monographs
became a kind of livre de chevet
that | studied closely and opened
at least once a week. So Toyen is
in my eyes in a way, and surely in
my heart. Some elements such as
the belts appear in my laces...
When | saw Toyen's show at the
National Gallery in Prague this
year, | saw the pieces in real

life and was really mesmerised
by the drawings; | took a lot of
“visual” notes, and a few days
later | started to plan a work
directly inspired by her — by the
eyeballs.

MP: You often choose very
poetic titles. One part of your
installation is called A King,

a Scarecrow or a Jester. Who

are these fairy-tale-like “actors”?
And to what extent is your instal-
lation autobiographical?

JB: Since | went to fine art school,
| have really been into “titles”
primarily, surely influenced by
Francois Morellet. The title, the
words, can switch a piece and
make it emerge.

Regarding my work, | am always
telling stories. And these stories
are populated by characters.
These characters can also be
some kind of “avatars” or alter
egos. The Jester is one of them,
and yes, there is a bit of myself
on the floor (disarticulated, with
a big nose and long brown hair).

MP: Jifi Cernicky explicitly em-
phasised that the reason why he

invited only women artists to

the symposium is their unequal
position on the local art scene.
How do you feel as a woman -
and, what's more, a “foreigner” —
working in the Czech Republic?

JB: Jifi is totally right. | would
add that women are, at different
levels, in unequal positions in
most countries and societies
worldwide. The Czech Repub-
lic or France are not better or
worse, there is still a lot to do

in both places. The other day,

| was listening to a guy on the
radio saying “yes, but it’s still not
so bad compared to Afghani-
stan”. At such a moment | would
say “for sure, better to lose

a finger than a leg, but still we
should question both”.

For my part, | think | couldn’t
feel more like a woman and a
foreigner in the Czech Republic
than | did back in 2019. With
Markéta Magidova, we won the
position of the head of the Stu-
dio of Intermedia Confrontation
at UMPRUM but, despite the
results of the selection proce-
dure, the Rector of the school,
Jindrich Vybiral, extended Jiri
David's contract, and one year
later hired — again — two male
artists. | even wrote some letters
about this double marginalisa-
tion...

MP: There is an old myth that
being a mother makes it impos-
sible to work, at least during the
first years after the baby is born.
You never gave up an artistic
career and your four-year-old
daughter spent some time with
you in Mikulov while you were
working on your project. She
even produced some ceramic
objects herself. How did (or still
do) you cope with this double
role? And what impact does
motherhood have on your work?

JB: To be honest, it was hard-
core, ahahah. And | don't know
if | would do the same with

a second kid.

But in the end the question is not
to know how did | do it, since our
artistic condition of life equals
working constantly, but to ques-
tion the society, the institutions,
the residencies about what they
are doing to take into considera-
tion artists with children and,
more precisely, how do they
reflect the presence of children
in women artists’ lives. Yet | do
not think it is easy for anybody to
be a mother, not just for women
artists.

As for Mikulov, the question
about the presence of my

child was raised already when
Jifi invited me to take partin

the symposium. Since | am

a mother, | usually don't apply to
any residencies because they
provide no care for children. | am
personally not able to work with
my daughter. As | already said,
my husband and | came only for
the weekends for this reason.
And it was a good rhythm for us,
very intense, but nice. During
that time | worked with the other
artists in the chateau. Gala, my
daughter, was doing ceramics
with me, mainly because she
wanted to stay with her mother,
and | needed to occupy her
hands. She was also slightly
wandering in and out and visit-
ing the other artists...

Regarding my work, the pres-
ence of my daughter is more and
more visible. As she grows it is
much easier than it was before.

| think it is often like that for me;
| cope with things, sometimes
it's hard, but when | have time

to digest and retrospectively
understand them, then - after
this mental process — they can
exist independently and live in
my work.

1564—155



ZDENA KOLECKOVA

Sweet shadows of ancient
times, of tenderness, of
sugar, in the shape of
over-sweetened arabe-
sques, like an ephemeral
“culinary baroque”...

Martina Pachmanovéa: What
did five weeks in a single place
mean to you from the creative
perspective?

Zdena Kolec¢kova: Jirka's invita-
tion to take part in the Mikulov
symposium was a great and
pleasant surprise for me,

a reason for a long-term focus
on a specific subject at the
preparatory stage, and a chal-
lenge to find a harmony between
the way in which | think about
art, the symposium topic and the
expectations of viewers. Over
the years, "dilna" has undoubt-
edly become a respected artistic
event in the summer season,
though | also see its importance
as lying in meeting up with
wonderful local patriots of both
sexes and the opportunity of
immersing yourself in the local
environment.

After the timeless continuum

of Covid, taking part in a sym-
posium also meant a chance to
reacquaint ourselves with the
kind of behaviour that used to
be normal and which we have
become temporarily unaccus-
tomed to. The need to talk to
other people, seek installation
compromises and find new crea-
tive friendships carried us all

the way through to the opening,
which we enjoyed enormously!

MP: Sweet Shadows of Ancient
Times - both the title of your
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project and the opulent visual
form it takes evoke an almost
nostalgic atmosphere, though
troubled stories that also have

a political context hide behind
the beautiful “fagade”. What and
who are these stories about?

ZK: Mikulov’s breath-taking

past led me to the idea of some
kind of polyphonic installation
that has somewhat Baroque
ramifications and is comprised
of individual fragments of ideas.
Against the backdrop of draw-
ings inspired by motifs of histori-
cal works of art at Mikulov Cha-
teau, | played with an installation
composed of sugary matter and
glazed museum display cases
arranged into a shape evoking

a sugar crystal. Sweet Shadows
confronts us with an ambiguous
reflection of the ancient past or
an unpreparedness to confront
its darker aspects, while also
creating a whole series of “phan-
tom” interpretations — sugary ob-
jects are strange, reminiscent of
archaeological findings in a mu-
seum, a little like the morphology
of Baroque stone vases and por-
celain vases... They glitter, they
crumble a little, the captions on
display in the room (or our deci-
sion to lick the object) tell us that
they are sweet... They are tempt-
ing, alabaster white, but just

a little inappropriate. The use of
sugar represented for me a clear
and comprehensible parallel
with the opulent Baroque forms
mentioned. The Late Baroque
and the Rococo are, for us, the
“sugar-coated” and “whipped-
-cream” epochs, and | sat down
and thought about why this is
and how it came about. After
Europeans set out to “discover”
America, they brought cane
sugar back with them. While
they were plundering the original
culture of the people of the “New
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Continent”, sugar began to find
a home in the pharmacies and
sugar bowls of the highest levels
of society. This is why | chose
to make my objects from sugar
mass from the Mexican tradition
of the “Dias de los Muertos”
holidays, when the connection
with ancestors and a continuity
with the ancient empires of the
Central American nations that
have disappeared as a result

of the activities of the colonists
are traditionally commemorated
with gifts in the form of mod-
elled sugar skulls. The next step
was to install these objects in
historical Empire furnishings in
the Napoleon Salon at Mikulov
Chateau. The history of the
European sugar trade is abso-
lutely crucially interlinked with
this politician, to say nothing of
his plans of conquest, customs
barriers, naval blockades and
visions of enormous profits...

MP: You once used the analogy
of “culinary baroque” for your
project comprised of objects,
drawings and photographs.
Could you explain this?

ZK: | really like combining the
“low” with the “high” in a tongue-
-in-cheek way. Now that more
than thirty years have passed
since the times of one-party
brainwashing and the dispar-
aging interpretation of the
“obscurantist Baroque”, | think
we can agree on the uniqueness
of the Baroque imagination, the
visionary transcendence and the
duality of the Baroque beauty
that forms the foundation of our
cultural heritage. | never cease
to be fascinated by its intensity,
its complexity of experience, its
unique combination of rationality
and the careful and considered
treatment of emotions... on the
other hand, | am aware of the

fact that its unique legacy could
never have come about without
the accumulation of wealth and
that the resulting unsustainable
imbalance finally brought society
in the second half of the 18th
century to the French Revolu-
tion, the necessity of an abso-
lute break with the old orders,
industrialisation, and the creation
of modern society. We gained an
individual perspective, the right
to “sense and sensibility”, but

we lost the boundless sense of
belonging to the age-old course
of the world.

So it occurred to me to connect
that fascinating persistence of
the one-way flow of our “great
shared history” with the intimacy
of something “small”, “unim-
portant” and “insignificant” that
takes place away from the repre-
sentative backdrop of official his-
torical events. Hence the kitchen.
Hence the “confectionary” based
on recipes for sugar masses and
sugar coatings.

MP: In previous projects, you
have grown and collected herbs,
baked from old recipes, made
teas, made jam. Your working
process is often connected in
part with culinary rituals and in
part with chemical experiments.
Could you describe the process
by which you made firm sculptur-
al shapes from crystals of sugar?

ZK: Over the summer months,

| studied a number of links to
tutors of workshops in the south
of the United States and Mexico
involving traditional methods

of making sugar skulls. These
sugar-skull artists essentially spe-
cialise in two ways of transform-
ing crystals into hard compact
matter. One is based on the use
of clay moulds into which a satu-
rated sugar solution is poured
and allowed to cool in the mould

until a thin crust of sugar forms
in the shape of a skull. | couldn’t
use this method because | had
resolved to assemble my result-
ing objects from segments

of various shapes. | was also
attracted to the idea of empha-
sising the structure of the sugar
material to make it evoke the
impression of an expensive and
exclusive material — with a little
exaggeration, something like
ivory or marble. So | compared
tutorials by the second branch
of sugar-skull artists, and that
proved to be the right choice.
Each sugar is slightly different

in its composition and structure,
so | had to balance the ratio be-
tween the stickier and the more
free-flowing components of the
sugar mixture, to which | added
dried egg whites and vegetable
starch binders. It was actually

a slightly more sophisticated ver-
sion of traditional gingerbread ic-
ing. | squeezed this mixture into
disposal cups and dishes for the
catering trade and assembled
the resultant shapes from their
castings. The disposable nature
of the cups and dishes was
another essential starting point
for me. They remain a symbol of
our expansionism, even though
traditional plastic is gradually
being replaced with cups and
dishes made of organic materi-
als. Extruded sugar cane fibres,
which used to be a waste mate-
rial or animal feed, are now pro-
cessed for production purposes.
Nevertheless, the question | ask
myself in this regard is whether
we realise the risks associated
with the concentration of pro-
duction of what is at first glance
an ecologically-friendly product.
Any predominating shift towards
a single type of raw material
from which recyclates of this
kind are made is again - as in the
case of traditional plastic pro-

duction - the starting point for
a specific branch of production
somewhere far away in China...

MP: Sugary objects are a feast
for the eyes in their alabaster
perfection, though they are also
highly haptic and logically mount
an assault on other senses - on
the sense of smell and taste.
What role does this multisensory
experience play for you?

ZK: An enormous role. In addi-
tion to the sensations you have
mentioned, | sometimes include
sound among the concepts of
my works, or obscure the bound-
aries between the sensory and
the rational evaluation of such
an installation. | try to cumulate
these stimuli in such a way that
some are linked to a specific part
of the installation, while others
come from the spatial disposi-
tion of the gallery or the overall
concept of the exhibition so that
they mutually complement one
another. The important thing for
me is for visitors to find their own
personal interpretation based on
their previous experience and
knowledge. | offer the activa-
tion of trace memories that are
different in each one of us. This
is based principally in expanding
horizons, becoming acquainted
with something unknown but
familiar, tucked away in our own
memories. These connections
made during bygone experi-
ences are never extinguished.
They merely sleep if we do not
use them. We are unaware of
them. But they immediately
spring up when an initiated or
random stimulus occurs - like
when you water dry moss and it
turns green.

MP: Aren’t you bothered that

your sugary objects are likely to
disintegrate in time?
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ZK: | find it exciting that | don't
know how their “story” will turn
out. All | have to go on now is
my experience with the original
sugar skull | brought back from
the Mexican cultural centre in
Chicago long ago and the things
the tutors of the on-line courses
have said. Our Mexican sugar
mask may have got lost at home
years ago somewhere in the
abyss of history, but it had deco-
rated our room for a number

of years without coming to any
great damage. | admit it's a rath-
er bizarre decoration, particu-
larly when you consider that part
of the giving tradition in Mexico
is that you write the name of the
person you are giving it to on the
forehead of the skull in sugar
icing. If this sugary material is
kept in a dry environment, it will
probably harden over the course
of time. If it gets wet, however,
everything quickly falls apart and
the dimension of ephemerality
is immediately evident... | like
that. The material is, moreover,
recyclable. It can be reshaped

if you mix it with a little water.
These objects also become
degraded by small crystals fall-
ing off them continually, which
looks like star dust against a dark
background. Even these crumbs
have a strong symbolic value to
me. They were originally part of
a shape, but have crumbled to
become invisible specks that are
easily blown away.

MP: You are often seen as a con-
ceptual artist, you often work
with photographs and video. But
it is clear that conceptual think-
ing and an interest in the techni-
cal image do not, in your case,
preclude the kind of handcraft
that demands patience and me-
ticulous technique. Your Sweet
Shadows of Ancient Times are
not just digital prints and sugary
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objects, but also a number of op-
ulent drawings on Japanese silk
paper that imitate the Baroque
decoration of Mikulov Chateau.
What can a traditional medium
like drawing bring to art today?
And what does it mean to you?

ZK: Any kind of direct touch is
important to me — connections
between the fingertips, soft
impulses creating a link, breath-
ing, the beat of the heart, and the
other side, which | am still not
entirely sure what to call... Maybe
pathways in the brain, stimuli and
responses in the brain centre?

| still believe in Proust, in the
autonomy of the work of art that
exists before its creator sits down
at the paper and thinks what she
wants to draw. Along with this,

| think about trance, about tran-
scendental experience, during
which you become a privileged
intermediary that brings the
drawing/picture/sculpture/ob-
ject into the world. Drawing and
painting are a ceremony for me.
The most intimate moment of all
possible kinds of intimacy. | have
learned to keep my ideas in my
head, to store them unfinished in
my brain, not to return to the can-
vas or paper until the moment
when they become possible. The
intermittent nature and irregular-
ity of this activity drove me to an
extreme feeling of fear, anxiety
even, when | began every new
thing. On the other hand, this has
trained in me an ability to tip into
a peculiar state of conscious-
ness relatively quickly and easily
in which you just follow your
instincts and do not perceive
time or the feeling of thirst or
hunger. You are just driven to

a point where you get the feeling
that you can leave the drawing.
It's true, | generally leave it with

a sense of frustration about the
imperfection of the “reworking”

of my original plan, but at that
moment it always helps to sleep
until the next day and come back
to the stage of fine-tuning and
refinement with a clear head.
Maybe one day I'll draw some-
thing decent.

ADELA STRNADOVA

The pictures you don't
paint never come to life

Martina Pachmanové: You were
engaged at this year’s symposi-
um as technical assistant, but you
were also hard at work painting
the whole time. You were also -
unusually in the history of the
Mikulov "dilna" - the only painter
at the symposium. How do you
see this ancient, but still vibrant
and ever-changing medium in the
context of contemporary art?

Adéla Strnadova: | see painting
as a natural part of contemporary
art. We can work with traditional
painting techniques, such as
tempera and oil, but we also have
new techniques such as acrylics
or airbrushing at our disposal.
You could also say that painting
is an ancient medium that keeps
innovating with the times.

MP: Do you use any other media
apart from painting and drawing?

AS: In addition to painting and
drawing, | also have a peripheral
interest in instant photography, or
in Polaroid and portrait photog-
raphy from an analogue photo
booth to be more precise. This

is a kind of photography that has
just one original that cannot be

duplicated, so it's something like
painting.

MP: | keep thinking back to your
succinct statement that “the pic-
tures you don't paint never come
to life". At first glance a rather
banal statement, something of

a truism, but it contains ambigu-
ous meanings and challenges.
On one hand | read it as an ap-
peal to the creative act, while on
the other hand it makes me think
about those unpainted pictures
as mental pictures that exist only
in our minds and that are there-
fore fleeting and changeable.
Could you explain this sentence
from your perspective?

AS: | once read a short piece by
Marek Vacha in which he de-
scribed the difference between
scientists and artists. “If Darwin
hadn’t thought up his theory

of evolution, it would have oc-
curred to someone else later.
But if there were no Dvorak,
then there would be no New
World Symphony.” | took this
idea to heart. | see itas an inner
challenge and motivation when
things aren’t working out for me.

MP: Your exhibited pictures
don't have any titles. Does
your belief that text needlessly
draws attention away from the
viewer'’s optical experience lie
behind this?

AS: I'm more of an intuitive
painter. | don't think the subjects
| paint are difficult to under-
stand. A caption tends to be
something a bit more rational
that might spoil the spontaneity
of expression.

MP: You are mainly a portrait-
ist. A local girl and two whip-
pets sat for you patiently at the
symposium. What led you to this
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choice? And what is your choice
of models generally based on?

AS: They are generally people

| know quite well. | like to work
on portraits for quite a long

time. It's not a one-off act. When

| choose someone, then | work
with them for a year or more. | like
being alone with the person and
getting to know them. Sitting for
me is often like therapy for my
models. The model gets to rest
and relax, and | often find out
interesting things during our con-
versation while | am painting their
portrait. | hope this is expressed
in the finished picture.

Children are not my usual
subject, but | picked a local girl

| have known for a while for

the symposium. When she was
about six she came up with the
magnificent plan that she wanted
me to paint her portrait. | found

it absolutely fascinating, the
impudence with which she said
it. When | agreed, she surprised
me with her opinions about art
and the whole thing was very
enjoyable. It was very moving

in the end when she told me it
had been the most beautiful day
of her young life because a real
painter was painting her portrait.
Over two years, this resulted in
some sketches and two pictures.
This year, this young lady suited
my concept at the chateau refer-
encing the Velazquez tradition. It
was interesting for me to observe
how quickly she had changed in
that year, as is probably the case
with children of that age. She was
joined by her two dogs who fitted
in with my chateau puzzle per-
fectly. What else do you imagine
apart from a whippet when you
say thoroughbred court dog...

MP: To what extent were your
pictures inspired by the portrait
gallery at Mikulov Chateau?

AS: | have to admit that | wasn't
particularly impressed by the
pictures. They're mostly medio-
cre portraits that don't go far
beneath the surface.

MP: Your pictures could be said
to be realistic, though there

is also something mysterious
about them. Drapes or mir-

rors revealing “other” spaces
(which is why | keep thinking of
Velazquez's Las Meninas), the
dressed one-eyed dog is both
comical and monstrous...

AS: Yes, Velazquez was a great
inspiration to me. He lived at
the royal court and knew the
people in his portraits very well.
That is also important to me.
The young girl and the dogs
aren't copied from a magazine,
but are real subjects that | have
a deeper relationship with. On
one hand, the portrait captures
the personality of a specific
person, on the other it is “theat-
rically” composed. This creates
a certain tension and arouses
emotions. A picture shouldn't
just let the viewer walk away.

MP: There is a strong commu-
nity character to the Mikulov
Symposium. Did that suit you?
And do you think this experi-
ence will have an influence on
your work in the future?

AS: | felt at home at the Mikulov
Symposium. | have visited

it regularly in the past and

a couple of my friends have
taken part in previous years.

| enjoyed the job of assistant,

| tried to connect the invited
artists with the outside world,
and | think | succeeded. So
yes, I'm comfortable with its
community character, and

| think that's what a symposium
should be like.
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EMOKE VARGOVA

A few attractive words.
Look at the view! Quilt
of familiarity! Hungry
for the word, bow your
head and look up at
the pattern of regional
construction. Caress it
off the floor! The routine
smoothly obscures the
impossibility. | have

an overview of the
comments to astonish!

Martina Pachmanova: You did
not exhibit in the Czech Republic
for a long time after the breakup
of Czechoslovakia. A certain
turning-point occurred about
two years ago - first you had

a solo exhibition at the Futura
Centre for Contemporary Art in
Prague, and then you took part
in the group exhibition Retina at
the 8smicka in Humpolec. How
do you see your “comeback” on
the Czech scene? Do you still
feel at home here, or have you
become a foreigner?

Emd&ke Vargova: | have never
felt like a foreigner in the Czech
Republic, sometimes more like
at home because my expecta-
tions are higher at home... As far
as exhibiting is concerned, then
the Czech Republic is a foreign
country. | might not like it, but
it's a more difficult process.

| don’t have an art dealer and
have to rely on favourable
circumstances and friendships,
on the fact that | am identifiable
as an artist after all these years,
on curious experts, people with
enough self-confidence that they
aren't afraid to work with less
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well-known material. | haven't
even got as far as a website, and
by the time | do put one together
some other network will have
become more effective. Not that
| don’t consider it a necessity,
but it hasn't worked out for me
yet. In any case, it is always a hol-
iday for me if | manage to get
abroad. Particularly after those
twelve years straight that | spent
voluntarily at home as | had the
pleasure of bringing up a child,
the most beautiful work that can
ever be created. It is simpler,
though, from the perspective

of work, when it opens its arms
wide, releases you from its grip
and lets you find inspiration and
breathe for yourself.

MP: You worked right here in
Mikulov for a number of weeks.
To what extent does the place
you are working and its culture,
history or language imprint
themselves on your work?

EV: | generally realise the fact,
and then | either take advantage
of it or reject it. It depends on the
circumstances. This includes
the fact that the work stays in
place for around six months. It
couldn't have been a project
that demands a lot of time, so
the least “painful” thing seemed
to be to work with the given
space, because | don't like to let
go of my things at once. | could
easily leave a work created like
that here. In Mikulov | was most
taken with the landscape and
reliefs of the chateau.

MP: Your main series of works
produced in Mikulov is called

A Touching Set of Regional
Visual Constructions. | feel in
this bizarre title a mixture of
humour and a serious reflection
of your personal experiences
(and feelings) in the studio from
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which you looked out over the
charming South Moravian land-
scape for five weeks. Could you
“decode” this title?

EV: To tell the truth, | have never
given any of my works such

a long title. | was quite touched
by the whole atmosphere of my
stay here, the people who were
so unusually good to me that

| felt embarrassed. The visual
constructions are reliefs and
the set is comprised of various
kinds of something that is both
the same and yet different in
some way. This doesn’t have

to mean specifically just the
views downwards and onto the
floors that caught my attention,
but my feelings as well. | just
connected it together. And
since the power of feelings can
be lightened and suffered more
easily with humour, | couldn’t
resist it.

MP: Text and language are
extremely important to you in
general. You play with language
in your titles and in your works
themselves - in any case, your
“touching set” has poetic and
playful subtitles. What does
indirect verbal communication
with the viewer using printed

or handwritten texts, or even
texts embroidered with a thread
or a hair that add something
special to the surfaces of your
delicate pictorial objects, mean
to you as a visual artist?

EV: Texts have been appear-

ing in my work for the last two
or three years. Initially just
references | incorporated into
the whole, though | am now
working on a new “collection”
that has something to do with
verbal communication, or rather
the impossibility of it, so | am
working a bit more with my own

written text or collecting material
of this kind outside this project.

| haven't developed any particu-
lar opinion about what it means
to me yet, as text appears in my
work situationally and the field
is swarming with an enormous
number of good artists, so | am
a little careful, particularly in
view of the limitations that | am
aware could easily catch up with
me. I'll see what comes next...

MP: You worked a great deal
with handmade paper at the
symposium. What led you to
choose this material?

EV: | worked with handmade
paper for a year or so in the last
century. | prepared three pro-
jects for the "dilna" that | could
work on during the symposium.

| am not really the “symposium”
type and | had some concerns
about the fact that | would have
to produce something and would
only have so much time to do it...
One of these projects was a set
of imprints from floors, as that is
something | already have some
experience with. | didn't want to
risk not managing to finish the
project. The interior of the cha-
teau was ideal and | was myself
curious to see what would come
of it. As well as paper, | also
reached for other available, local,
materials that | hadn’t used be-
fore. This is a kind of recording
the moment, not using photogra-
phy, but using a delicate casting
that has a tangible relief and
captures not just the wrinkles of
the surface, but also traces of
people, dents, dust and so on.

MP: The “core” of your sympo-
sium installation were these
fragments of Mikulov Chateau
imprinted onto paper or other
plastic materials — a rug you
found, the parquet floor in

your studio, the paving on the
chateau staircase. It was only
afterwards that it occurred to
me that these are all imprints of
places that people walk on and
that are continually exposed to
the weight of our bodies, rough
and dirty soles, dirt... In short,
that you turned your attention
and the attention of the viewer
downwards, from “higher” mat-
ters to the most mundane. What
led you to that?

EV: Just what you said in your
question. To shift the habit

of observing and looking for
“something interesting” and sur-
prising to a position other than
the horizontal. | like less grand
values and ordinary things.
Paper is an extremely light
material that can, thanks to its
freedom from colour and thanks
to light, shadow and unwashed
dust or dirt, depict the relief of

a material, highlight and simplify
at the same time our view of

a surface in which the past is
trapped. It also evokes fragili-

ty and impermanence, while
encouraging careful treatment,
and that suits me. The choice of
the matrices themselves is also
full of information that originated
in some experience. | installed
these “castings” — apart from
one — at eyelevel to balance the
view from the window of the stu-
dio from which you can see the
whole of the magnificent valley.

| wanted to highlight this fascina-
tion with the landscape with

a deliberately “incompetent”
text that is nothing but drivel at
a moment of such emotional
excitement.

MP: Let’s talk about the materi-
als you use. In addition to papier-
-maché, you also worked with
paper napkins, aluminium foil,
kitchen sponges and press-studs

in your symposium project. Work
with needle and thread also
plays an essential role. What at-
tracts you to working with cheap
and readily available materials
and functional objects that are
also associated with traditional
women'’s activities and dispar-
aged (and unpaid) women’s work
in the home?

EV: Cheap materials can be
amazingly useful if you change
the role they play. The disadvan-
tage, or rather the innate nature,
| count on is the transitory nature
of these materials, or at least the
materials | chose, and the fact
that their quality is adapted to
this. Embroidery is an archetypal
activity that is explicitly con-
nected with beauty, usefulness
and woman. Other products are
a more modern variant on the
everyday routine, sometimes

| get the feeling that the day
begins and ends with them...

| never saw them as an oppor-
tunity until | got to Mikulov and
it occurred to me to use them

in my new “kitchen”. It seemed
like a good link between the in-
ability to express oneself verbally
and suppressed sensibility and
devalued cheapness that sud-
denly finds itself in a completely
different context. Something like
an unworthy exhibit endowed
with a sentimental expression of
the feeling of the used. Taking
on such a role reminds me of the
feeling of difference and unique-
ness that was assigned to me

as awoman. | don't have to play
with tanks and guns... I'd rather
wash the floor.

MP: As we're touching on this
topic, | can't fail to ask how you
saw your invitation to a sympo-
sium whose participants are —
for the first time in its history —all
women.
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EV: My invitation to this sympo-
sium was a wonderful oppor-
tunity for me, not just for the
work, but also to meet up with
familiar and unfamiliar people,
now all my friends. | have noth-
ing but positive things to say,
and | experienced an incredibly
beautiful time here. Inviting only
female artists to a symposium
doesn't mean ignoring men,
but a chance to level the score.
| think it also facilitated commu-
nication among us a little, and
showed that women can also
create art of a high standard.

| must also comment on the
typical deficit that applies to
women's art and its position in
the art world, which is being
slowly overcome. | don't think
anyone wins if female artists
giving birth and raising children
is seen as something unbenefi-
cial. Yes, there's a lot that | think
could make me “stronger”, but
I'm not sure whether the chasm
between the unwillingness to
change anything on one side
and the necessity of survival on
the other isn't deepening. | am,
however, an optimist, because

| see a space opening up for the
ability to break things down in
advance.
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MARIE TOMANOVA

Mother-daughter. It's

a sacred relationship,

a special kind of bond
that holds you together.
An invisible world that
exists only between the
two of you. | wanted to
capture it, memorize it,
savor it forever. This is
a collaborative project
about and with my mom.
We are both deeply
imprinted onto one
another, almost as a
shadow or reflection of
each other. We bear the
exact same name, yet
have different lives and
dreams. My mom is at
one end, | am at the other,
and this is the world
between us.

Martina Pachmanova: You took
part in last year's Mikulov Sym-
posium, but you were unable to
travel from the USA due to the
pandemic and exhibited photo-
graphs taken on the other side of
the ocean. It was only this year
that you were able to work on
the spot, communicate with the
others and fulfil the purpose of
the symposium. Unlike the other
participants, however, you were
born in Mikulov and lived here
for a long time. What was it like
to work in the place where you
spent your childhood, adoles-
cence and early adulthood?

Marie Tomanova: Taking part
in the symposium and getting
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the chance to spend a month
working hard in Mikulov was

a wonderful opportunity for
me. It was actually the first time
| have spent so much time in
my home town since | left ten
years ago. Homecomings are

a very strong and contradictory
emotional experience for me.

| documented my first home-
coming for Christmas 2018 and
New Year 2019 in the series It
Was Once My Universe, and

| see the month or more | spent
in Mikulov in the summer of
2021 as a loose continuation

of the same project. This time

| submersed myself deeper and
focused on the relationship
between mother and daughter.
In our case, this mostly meant
rebuilding the bonds between
us after eight years of separa-
tion, capturing and observing my
mother’s identity and my own,
our shared desires, fears and
expectations, and making up for
all that lost time.

MP: Your series of photographs
is distinctly personal. Not just
because you photographed your
family environment - objects,
people and pets - over the
course of a number of weeks,
but also because you engaged
your mother in this process. You
even speak of a collaborative
project. How did your mother
feel in this role, and could you
explain how this co-operation
took place?

MT: It was a process of build-
ing trust on both sides and the
joy of working together, which
explains in short why this project
is so profound and important to
me. Since | usually work in the
USA, most of my family didn’t
have much of an idea about

how the whole process works,
from elaborating the subject

of the project, the first time

| press the shutter release, the
selection of photos, right up

to the preparation of the final
exhibition. | don't think Mom
was very keen to be photo-
graphed at the beginning, but
we found a joint rhythm and

a connection through our daily
rituals and daily shooting. It was
amazing to see the increasing
engagement on her part and
the fact that we could create
something together for the first
time on a completely different
level. That was where the desire
was born to capture not just my
view as a photographer, but my
mother’s view as well, which is,
in the end, fundamental to this
work.

And that'’s also how the concept
was born for a photographic
installation, conceived specifi-
cally for the spaces at Mikulov
Chateau, capturing two worlds
and two equally divided roles.
Each of us made a selection of
eighteen photographs that were
exhibited in four display cases
in the main chateau corridor.
Two large portraits - enlarged
Polaroids - hung at the opposite
ends of the corridor. The first,
entitled Marie Tomanova (2021),
is my self-portrait, and the
second captures my mother,
with whom | share the same
name, though in her case the
surname has a long “a4” - Marie
Tomanova (2021). This created
a dialogue in the space docu-
menting her view and my view
of home, family, relationships,
place, memory and identity.

MP: The series of photographs
World Between Us is intimate
and exudes not just love, but
also trust and harmony, this in
spite of the fact that you and
your family are divided for most
of the year by a distance of six

and a half thousand kilometers.
You have even said that the
mother-daughter relationship,
which is crucial to this series of
photographs, is a sacred bond...

MT: For me, this project is about
openness, introspection and
intimacy. | consider it a topic so
personal and intrinsic that there
is probably no way it couldn’t
exude sincerity and genuine-
ness.

MP: You were, however, also the
object viewed by your camera -
the self-portrait is, in any case,

a genre that has accompanied
you since the beginning of your
creative work. What fascinates
you about it, particularly in an
age that could, without the
slightest exaggeration, be called
the “selfie era”, when self-
-portraits have reached the very
limits of banality?

MT: The self-portrait was an im-
portant stage for me in shaping
the artist and the person | am.
My first series when | began
taking photographs in America
were actually self-portraits. This
was fundamental in a number
of respects. First, | had absolute
control over the whole process
for the first time, and control
over the presentation of my own
body, my own self. | decided
how the photograph would look
from a position both in front

of and behind the lens. It was

a great step on the path to mas-
tering the photographic pro-
cess, which was entirely new

to me at that time. Self-portraits
were also an important tool for
me in seizing my own place and
role in the American landscape,
of integrating as a foreigner

and an immigrant. It was a path
towards my own realization that
| belonged there.

MP: As you have already said,
you installed World Between Us
in part in built-in display cases -
original museum furnishings.
The photographs were actually
“adjusted” twice — once by their
own frames and then again

by the wooden framing of the
glazed display cases. Did this af-
fect the impression made by the
set of photographs as a whole?
And how important do you think
arrangement and installation is
in general when you are exhibit-
ing your photographs?

MT: The installation in four
wooden display cases was

a deliberate and calculated step.
It was just as important to me
that the massive glass doors of
the display cases remained open
as an invitation to the world of
photographs inside. | left the
display cases, which are bound
up with the history of the cha-
teau, in their original state and
decided to work conceptually
with the decades-old backing of
the cases. Scraps of old paper
clung to their yellowed color,
representing fragments of the
past and resounding strongly
with the exhibited photographic
record, with memory, and with
the passage of time in general.

MP: All the participants in this
year’'s symposium were women
for the first time in its history.
Various feminist topics resonate
in the work of some of these
artists and they break down
traditional gender models. The
same can also be said of you.
What experience have you had,
as a women, with the art scene
in the past or in America, for
example?

MT: From my perspective, the

best thing would be if we didn’t
have to hold exhibitions of the
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“women-only” type any more.
They are generally labelled
feminist and are taken less seri-
ously by part of the population
as a result. As far as | am con-
cerned, the best thing would be
if equality between the sexes
was so natural that we wouldn't
have to put it into pigeonholes.
Unfortunately, that is still not the
case, and my path as an artist
has been greatly influenced by
my gender experiences. The
defining period at university,
where sexism and gender-
-based assessment was taken
as an ordinary — even “natural” -
thing, was extremely negative.
During my entire time study-
ing painting at the Faculty of
Fine Arts | had the feeling that
the problem was in me. After

| finished my master’s degree,
the predominating feeling | had
was that my childhood dream
of a creative career would never
come true, so | left for the USA
as an au-pair. | spent a lot of the
first year writing in my diary.
When | moved to New York

the second year and visited
Francesca Woodman's exhibi-
tion, | was mesmerized both

by her photographs and, most
importantly, by her diary entries
which were part of the exhibi-
tion. At that moment, | decided
that | would like to try photog-
raphy, and | applied to take
evening classes at the School
of Visual Arts in Manhattan.
Without even realizing it at the
beginning, | had found a new
path to art, to myself, that then
completely overwhelmed me.
And the most fundamental
thing was the approach taken
by the teachers at the school in
America, their positive and con-
structive criticism and respect,
regardless of gender. It was

a certain moment of liberation -
the realization that the problem
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during my studies of painting

in the Czech Republic had not
been in me, but in the leadership
of the studio. My experience in
the USA was transformational
for me and rekindled the desire
to create and my old dream of
becoming an artist.

JIRi CERNICKY

Martina Pachmanova: Curating
an exhibition is rather different
to curating a symposium where
things happen spontaneously
under the influence of the place
and, in part, under the pressure
of limited time. Was there any-
thing unexpected or surprising
about your experience at the Mi-
kulov Symposium - something
that you might capitalise on in
your work in the future?

Jiri Cernicky: To tell the truth,

it didn’t bring anything that

I wouldn't have expected. If any-
thing surprised me, it was the
behaviour of people | didn't know
very well before, in both a posi-
tive and, to some extent, a nega-
tive way, but you could say that
even that is to be expected. As
far as my experience as cura-
tor is concerned, it was a little
different from usual this time.

| did pursue a certain topic from
the beginning, but | didn't have
much idea how it would turn
out because the works were not
produced until the symposium
was under way. | wasn't worried,
though, because | chose artists
who are so good that there was
no way it could have turned out
badly. And | also had you, which
is quite an asset...
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MP: Your decision to invite only
female artists to Mikulov was
not met with universal approval,
even though it clearly pointed to
the continuing inequality on the
Czech art scene - at exhibitions
and in gallery and museum
acquisitions... This is not just
about numbers, though, but
sometimes also about a dif-
ferent approach to art. Do you
see something specific in the
artistic work of women, perhaps
through the prism of the works
produced at our symposium
"dilna" in the summer of 20217

JC: Apart from the fact that
women obviously are, or can

be, just as good as men in the
arts, | also think that the results
of their work need not neces-
sarily be very different to men...

| even think that we often project
this difference onto their work
ourselves as viewers. If we did
not know in advance whether
the artist was a woman or a man,
then we would be surprised

how wrong we are. For example,
| see the supposed sensitivity of
women as being highly relative.
But that is a matter for a deeper
debate. When a woman and

a man paint a landscape, do we
know which painting is which? It
is, of course, something different
if a female artist directly reflects
gender relations and comments
on the position of women in so-
ciety in her work. The viewpoint
may be different in that case.

MP: The work you exhibited in
Mikulov is, in a certain sense,

a paraphrase of photographs
that already exist. In addition to
Roy Arden, Wolfgang Tillmans
and Andreas Gursky, you also
refer to works by the Swed-

ish photographer Annika von
Hausswolff and the Austrian
Aglaia Konrad. Could you explain

the basic concept behind these
“remakes” and the technique
you worked with?

JC: All these photographs are
based on technical perfection
and enigmatic effect. When you
look at Gursky, for example, in

a museum, you are astounded
by the technical execution. | am
merely testing what would hap-
pen if | changed the aesthetics
of these works into something
ordinary, something we are
used to in our everyday lives.
Almost everyone likes to dig
around in boxes of anonymous
photographs in a second-hand
shop, where the photos are
rather mediocre but still tug at
the heartstrings. | was interested
to see whether the photos by
these star photographers would
survive this aesthetic alteration
and how much it would change
their meaning, poetry, mystery,
suggestion, etc. | think Gur-

sky came out pretty well. The
interpretation of his work from
a giant Chinese factory rather
gives the impression of a photo
by an unknown Soviet author
photographing a factory produc-
tion hall making T34 tanks with
a camera of no great quality
during the siege of Stalingrad.

And let's not forget how old and
how precious such an image
would be. Truly almost all the
narrative strength of the original
photograph remained, though
in altered form of course. A new
story is also born here - in addi-
tion to the alternative situation
in the image, there is also an
unexpected story of the history
of photography.

MP: The history of art is still
written and narrated largely by
the male sex — artists both male
and female refer frequently to
male role models, and many
excellent female artists from
distant and more recent times
are pushed out of the field of
view. Apart from the two female
photographers whose work
you referenced in your series
of photographs exhibited at
Mikulov Chateau, which female
artists - living or dead - have
played a role in your creative
development?

JC: There are a great many of
them - for example Rebecca
Horn, Sarah Sze, Valie Export,
Adriena Simotova, Kiki Smith,
Louise Bourgeois, Magdalena
Jetelova... And many more
besides.

164—165



WHO IS WHO

JULIE BENA
*1982, Paris

Studies

2003-2007 Villa Arson, Nice,
France

2006 Gerrit Rietveld Academie,
Amsterdam

Solo exhibitions

(selection)

2021 Villa Arson, Nice

2020 The wolf, the princess and
the little soldier, Polansky
Gallery, Prague

2020 Les Leéevres Rouges, Kun-
stverein Bielefeld

2020 The Jester and Death,
Kunstraum, London

2019 Anna and the Jester in
Window of Opportunity, Jeu
de Paume, Paris

2019 Anna and the Jester,
CAPC - Musée d’art con-
temporain, Bordeaux

2019 Amparo Museum, Puebla,
Mexico

2018 Genesis, Polansky Gallery,
Brno

2017 CAC Passerelle, Brest,
France

Group exhibitions

(selection)

2019 Protocinema, Istanbul,
Turkey

2019 | want to know now, C arte
C, Madrid, Spain

2018 A Cris Ouverts, Biennale de
Rennes, Rennes, France

2018 Recto/verso. Fondation
Louis Vuitton, Paris, France

2018 Rose and the Wheels of
Fortune, 1646, Haag, Neth-
erlands

2016 Camera of Wonders (Re-
print), Kadist Art Founda-
tion, Paris, France
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2018 CONDO, Chapter NY, New
York, USA

Béna has staged numerous
performances at, for example,
the Centre Pompidou, Paris, ICA,
London, Palais de Tokyo, Paris
and Performa NY, USA

Residences

2018 Projekt INI, Prague

2017 Moly Sabata, Sablons,
France

2016 Rupert, Vilnius, Latvia

2015 ISCP, New York, USA

2014 Futura, Prague

2012 Fonderie Darling, Montreal,
Canada

Awards
2018 Prix AWARE Prize for
Women Artists, nomination

KLARA CERMAKOVA
*1992, Kladno

Studies

2019-present The Academy
of Arts, Architecture and
Design in Prague, Sculpture
Studio

2016-2020 The Academy of Arts,
Architecture and Design in
Prague, Painting Studio

2014-2016 The Academy of Arts,
Architecture and Design
in Prague, lllustration and
Graphics Studio

2012-2014 Hellichova Higher Vo-
cational College of Graphic
Design

2008-2012 The Secondary
College of Applied Arts in
Zizkovo Namésti

Solo exhibitions

2019 Living Tent, Galerie FaVu,
Brno

2019 Teeth, The Faculty of Art
and Design at Jan Evange-
lista Purkyné University,
Galerie Rampa, Usti n. L.

Group exhibitions

2021 4+4 Days in Motion - RE-
ALITY DO YOU NEED ME?,
The New Strasnice School,
Prague

2019 Comunite Pasta Fresca,
ZNAK culture and craft
centre, Prague

2019 VDIFF, Brno House of Arts,
The House of the Lords of
Kunstat, Brno

2019 4+4 Days in Motion - NOT
EVERYTHING, Desfours
Palace, Prague

2019 Adaptation to the Future,
Galerie Fotopub, Ljubljana

2019 Hands (and other products
of labour), exhibition of
theses, UMPRUM, Prague

2018 Annual UMPRUM Exhibi-
tion, The Museum of Deco-
rative Arts in Prague

2018 QUIET CHAMBER, NOISY
HEART, HoleSovicka
Sachta, Prague

Residences

2021 Egon Schiele Art Centrum,
Cesky Krumlov

2021 Czech Centre, Bucharest

2019 Budapest Gallery, Buda-
pest

MICHAELA CERNICKA
*1970, Prague

Studies
1990-1997 The Academy of Fine
Arts in Prague

Solo exhibitions

2018 Documentary Probes,
Galerie Via Art, Prague

2013 Big Laundry (with Jifi
Cernicky), Galerie Budoart,
Prague

Group exhibitions

(selection)

2019 Retina, 8mi¢ka, Humpolec

2019 Penetration, Pragovka,
Prague

2018 Joint the Dots — Combining
Distances (Imago Mundi),
Trieste

2016 4+4 Days in Motion, Prague

2016 Librairie Blaizot, Paris,
France

2000 Story, Galerie ROXY, Prague

1997 Different Together, Cho-
dovska Tvrz, Prague

JIRI CERNICKY
* 1966, Usti nad Labem

Studies

1993-1997 The Academy of Fine
Arts, Prague

1990-1993 The Academy of Arts,
Architecture and Design,
Prague

Solo exhibitions

2019 Iconoclast, Galerie J. Koni-
arka, Trnava, Slovakia

2019 Nobody Readable, CCC art
museum, Beijing, China

2019 Jifi Cernicky, Galerie Masna,
Slavonice

2018 Salm Modern #1: Dimen-
sions of Dialogue

2018 With a Dragon at My Back,
Galerie Futura, Prague

2018 Spiritual Science, Galeria
Arsenat, Biatystok, Poland

2018 Aviary for Aircraft, Museum
of Modern and Contempo-
rary Art, Rijeka, Croatia

2014 Minimally More Intensive,
Blansko Town Gallery
ABS, Muzeum Jed(y)nygo
Obiektu, Torun, Poland

2008 ABS Video, Space Gallery,
Cleveland, USA

2007 ABS Video, Galerie Futura,
Praha You, Artsdepot Gal-
lery, London, Great Britain
(with Tereza Severova)

Group exhibitions

(selection)

2019 Boudnik and Fraser Brock-
lehurst: Pillow Talk, The
Moravian Gallery, Brno

2018 View from V4, Art Thema
Gallery, Brussels, Belgium

2018 Protracted Painting — con-
temporary Prague painting,
Galerija Baéva, Zagreb,
Croatia

2014 Real Minimalism, About
a Chair, Liege 2014 Bien-
nial of Photography and
Contemporary Art, Belgium

2013 Arts Under Influences,
La Maison Rouge, Paris,
France

2012 AVIFF Cannes, France,
AVIFF International Film
Festival in Marrakesh,
Morocco

2012 AVIFF South Africa — Gra-
hamstown - National Arts
Festival, Republic of South
Africa

2010 What is Missing, GUM
Studio, Carrara, ltaly

2010 Minimal Difference, White
Box Gallery, New York,
USA

2010 Format of Transformations
89-09, MUSA Museum auf
Abruf, Vienna, Austria

2010 A Part of No-Part, Parallel-
isms between Then and
Now, Chelsea Art Museum,
New York, USA

2009 Czech Photography of the
20th Century, Kunst- und
Ausstellungshalle der Bun-
desrepublik Deutschland,
Bonn, Germany

2009 Hell of Things, Kronika Gal-
lery, Bytom, Poland

2008 Performance — Nobody
Readable, Zen Buddhist
Temple in Changchun,
China

2008 Social Dialogue, Motoren-
halle, Dresden, Germany

2008 Place in the Heart, Arsenal
Gallery, Bialystok, Poland

2008 What Do You Do for a Liv-
ing?, <rotor>, Graz, Austria

2008 Rebus sic stantibus, Aboa
Vetus a Ars Nova Museum,
Turku, Finland

2008 Central Europe Revisited,
Schloss Esterhazy, Eisen-
stadt, Austria

2008 Loophole to the Universe,
Divus Unit 30, London,
Great Britain

2007 Art & Criticism, ICA, Dunau-
jvaros, Hungary Demolition,
The Israeli Centre for Digital
Art, Holon, Israel

2007 Micro-Narratives, 48th
October Salon, Belgrade,
Serbia, Fragment.cz, Cas-
tello Di Rivara, Italy

2007 Close Encounters of the
Third Kind, Urania National
Movie Theatre, Budapest,
Hungary

ZDENA KOLECKOVA
*1969, Usti nad Labem

Studies

1988-1994 Faculty of Education,
University of Jan Evangelista
Purkyn& in Usti nad Labem,
Department of Art and
Department of History

1993-1996 Academy of Arts,
Architecture and Design
in Prague, Department of
Intermedia Art

Solo exhibitions

(selection)

2020 In the Shoes of Robinson,
Galerie Topi¢uv Salon,
Prague

2020 Molecules of Memories,
Galerie Sypka, Valasské
Mezifici

2019 Messenger of Urban Beau-
ties, Galéria Schemnitz,
Banska Stiavnica, Slovakia

2018 All the Things That Are
White Are Not Milk,
Museum of Modern and
Contemporary Art, Rijeka,
Croatia

2018 Strange Botany and Other
Stories, Prague City Gallery,
Prague
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2017 The Metaphysics of Loss,
Galerie Klatovy / Klenova

2016 Dust in the Spaces, Kun-
sthalle / KosSice Art Hall,
Slovakia (with Michaela
Thelenova)

Group exhibitions

(selection)

2021 Sugar. Industrial Heritage
and Colonialism, <rotor> as-
sociation for contemporary
art, Graz, Austria

2019 The Power of the Power-
less, Kunsthalle, Bratislava,
Slovakia

2019 The Earth — Contemporary
Current of Life, Galerie
Emila Filly, Usti nad Labem

2018 Possibilities of Dialogue,
National Gallery — Salm
Palace, Prague

2017 Leave It to the Earth, House
of Art, Usti nad Labem

2017 In Their Eyes..., Museum of
Modern and Contemporary
Art, Rijeka, Croatia

2016 In Their Eyes..., Kunsthalle
Eurocenter Lana / Merano,
Italy

2016 Charcoal, Brush, Scalpel,
Olomouc Museum of Art

2016 Irreversible Shift, Brno
House of Arts, The House of
the Lords of Kunstét, Brno

2015 Suppressed History and
Contaminated Places, <ro-
tor> association for contem-
porary art, Graz, Austria

2015 Modes of Democracy, Fran-
zensfeste Fortezza, Italy

2015 Breaking Out of the Di-
lemma, <rotor> association
for contemporary art, Graz,
Austria

2014 On Generation and Corrup-
tion, BWA Contemporary Art
Gallery, Katowice, Poland

2014 Sometime in a Skirt, Art of
the 1990s, The Moravian
Gallery in Brno; Prague
City Gallery, House at the
Golden Ring, Prague
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MARTINA PACHMANOVA
*1970, Praha

Studies

1998-2003 History of art, doc-
toral studies, Department
of Art History, Faculty of
Arts, Charles University,
Prague

1988-1993 History of art, mas-
ter's studies, Department of
Art History, Faculty of Arts,
Charles University, Prague

Curated exhibitions

(selection)

2021 Civilised Woman: The
Ideal and the Paradox of the
Visual Culture of the First
Republic, The Moravian Gal-
lery in Brno (with Katefina
Svatorova)

2021 Erika Bornova, Madness
is the Guard of the Night,
Prague City Gallery

2017 Jolana Havelkov4, Sensitive
Data, Josef Sudek Studio,
Prague

2016 Katerina Vincourova, When-
ever You Say, FAIT Gallery,
Brno

2016 Erika Bornova, Obses-
sion, Vaclav Spala Gallery,
Prague

2016 Hana Autengruberova-
-Jedlickova (1888-1970),
Antonin Sova Municipal
Museum, Pacov

2015 Milada MareSova's lllustrat-
ed Stories, Litomys| Town
Gallery

2014 Katefina Vincourova, By
Memory, Vaclav Spala Gal-
lery, Prague

2013 Stepanka Stein - Salim Issa,
Champions, Vaclav Spala
Gallery, Prague

2013 Zdena Fibichova (1933-
1991), Museum Kampa,
Prague

2013 Vlasta Vostrebalova
Fischerova (1898-1963),
Between Social Art and

Magical Realism, The
Moravian Gallery in Brno
(with Michala Frank Bar-
nova)

2011 Madame Gali: The Expres-
sionist Work of Marie
Galimberti-Provazkova
(1880-1951), The West
Bohemian Gallery in Plzer

2011 Pavel Barika, About
Photography, Vaclav Spala
Gallery, Prague

2011 St&panka Simlova, | Love
You, But..., Josef Sudek
Studio, Prague

2008 Milada Maresova (1901-
1987): Painter of New
Materiality, The Moravian
Gallery in Brno

2009 Bodies, Languages, Institu-
tions (part of the exhibition
Formats of Transformation:
Seven Views on the New
Czech and Slovak Identity),
Brno House of Arts (reprise
2010 MUSA, Vienna)

2008 Behind the Velvet Curtain:
Seven Women Artists from
the Czech Republic, Katzen
Art Center, American Uni-
versity Museum, Washing-
ton, D.C.

2005 Cultural Domestication —
Instinctual Desire, Univer-
sity of Toledo, Ohio (with
Debra Debris)

Original publications

(selection)

Civilised Woman: The Ideal and
the Paradox of the Visual Culture
of the First Republic (Prague:
UMPRUM 2021)

Ex-position: The Exhibiting of
Museum Collections of Art, De-
sign and Architecture (Prague:
UMPRUM 2018)

Milena Dopitova: Even the Same
is Different (Prague: AVU 2017)
Like a Reflection of the Moon in
a Lake: Czech Art Theory and
Criticism in Gender Contexts,
1865-1945 (with Libuse Hecz-

kova and Petr Samal, Prague:
Academia 2014)

From Prague to Buenos Aires:
“Women'’s Art” and the Interna-
tional Representation of Inter-
-war Czechoslovakia (Prague:
UMPRUM 2014)

The Birth of an Artist from Lem-
onade Foam: Gender Contexts

in Modern Czech Art Theory and
Criticism (Prague: UMPRUM
2013)

Invisible Woman: An Anthology of
Contemporary American Thought
about Feminism, History and
Visuality (Prague: One Woman
Press 2002)

Unknown Areas of Czech Modern
Art: Under the Magnifying Glass
of Gender (Prague: Argo 2004)
Fidelity in Motion: Conversations
about Feminism, History and
Visuality (Prague: One Woman
Press 2001)

ADELA STRNADOVA
*1999, Olomouc

Studies

2019-present The Academy of
Fine Arts in Prague, Print-
making Studio Il, Professor
Vladimir Kokolia

2015-2019 The Higher Voca-
tional College of Applied
Arts and Secondary College
of Applied Arts in Prague,
study field Furniture and
Interior Design

Group exhibitions

2019 collective pop-up exhibition
of the Secondary College
of Applied Arts at Pragovka,
Prague

2018 street exhibition at the La
Strada festival, Mikulov

Realisations

2019 and 2021 graphic design
of the cover for the literary
magazine PLAV

MARIE TOMANOVA
*1984, Valtice

Studies

2007-2010 Painting, Faculty of
Fine Arts, VUT Brno, Czech
Republic

2004-2007 Studio Art, Masaryk
University Brno, Czech
Republic

Solo Exhibitions

2021 It Was Once My Universe,
Curated by Sonia Voss,
Jimei x Arles, Xiamen,
China

2021 Finding Magic Together,
Curated by David C. Terry,
C24 Gallery, New York,
USA

2021 It Was Once My Universe,
Louis Roederer Discovery
Award 2021, Curated by
Sonia Voss, Rencontres
d’Arles, Arles, France

2021 Streit - Tomanova: Poetic
of Place, Curated by Ve-
ronika Srek Bromova and
Thomas Beachdel, Galerie
Kabinet Chaos, Stritéz,
Czech Republic (with
Jindfich Streit)

2020 Live For The Weather, Cu-
rated by Thomas Beachdel,
European Month of Pho-
tography, Tschechisches
Zentrum Berlin, Berlin,
Germany

2020 It Was Once My Universe,
Galerie 35 m?, Curated
by Thomas Beachdel and
FrantiSek Fekete, Prague,
Czech Republic

2019 YOUNG AMERICAN, Cu-
rated by Thomas Beachdel,
Pragovka Gallery, Prague,
Czech Republic

2019 Like A Dream, Curated by
Thomas Beachdel, SO1
Gallery, Tokyo, Japan

2019 American Dream, Site-spe-
cific Installation, OSMOS
Station, Stamford, USA

2019 New York Calling: A Mini
Retrospective, EEP Berlin,
Berlin, Germany

2019 YOUNG AMERICAN, Aca-
demia Film Olomouc 2019,
Olomouc, Czech Republic

2018 YOUNG AMERICAN, Space
Place Gallery, Nizhny Tagil,
Russia

2018 YOUNG AMERICAN, Cu-
rated by Thomas Beachdel,
Czech Center New York,
New York, USA

Group Exhibitions

(selection)

2021 Tender, Curated by Michal
Nanoru, Czech Centre
London, London

2020 On the Inside: Portraiture
Through Photography, Cu-
rated by David C. Terry, C24
Gallery, New York, USA

2019 FIGURAMA, 220 Years
of Academy of Fine Arts,
Kampus Hybernska,
Prague, Czech Republic

2018 Currents, Curated by Bar-
bara Zucker, A.l.R. Gallery,
New York, USA

2017 NSFW: Female Gaze, Cu-
rated by Lissa Rivera and
Marina Garcia-Vasquez,
Museum of Sex, New York,
USA

2017 Baby, | Like It Raw: Post-
-Eastern Bloc Photography
and Video, Czech Center
New York, New York, USA

Monographs

2021 NEW YORK NEW YORK,
author & introduction
by Thomas Beachdel,
foreword by Kim Gordon,
Published by Hatje Cantz
Verlag, Berlin, Germany

2019 YOUNG AMERICAN,
edited & essay by Thomas
Beachdel, introduction by
Ryan McGinley, Published
by Paradigm Publishing,
New York, USA
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EMOKE VARGOVA
*1965, Dunajska Streda

Studies

1984-1991 The Academy of Fine
Arts and Design, Bratislava,
painting, Rudolf Fila studio

1980-1984 Secondary Col-
lege of the Art Industry,
Bratislava

Solo exhibitions

2020 Empty Line, At Home Gal-
lery, Samorin, Slovakia

2019 Emdéke Vargova: E:V;,
Futura - Centre for Contem-
porary Art, Prague

2018 Premium Line, GMB, Mir-
bach Palace, Bratislava

2017 Pertu No.12: Emese Benclr,
Emdke Vargova, Galéria
Nové Zamky

2016 VARGOVA, Eméke: 265
Hugs, The Nitra Gallery,
Nitra

2012 | Hear the Snow Falling,
Galéria 19, Bratislava

2011 Sandwich, At Home Gallery,
Samorin, Slovakia

2011 Certainties, Galéria Cypria-
na Majernika, Bratislava

2003 Mario Sinnhofer — Eméke
Vargova, OK Centre for
Contemporary Art, Linz

2003 Blue, Grey, Orange (with
Peter Ondrusek, Patrik

DILNA 2021 WHO IS WHO

Kovacovsky), GMB, Mirbach
Palace, Bratislava

2002 DS - 952AG, White Unicorn
Gallery, Klatovy

2001 Moje! Mine!, GMB, Mirbach
Palace, Bratislava

2000 Em&ke Vargova, Jan
Ambriz, At Home Gallery,
Samorin, Slovakia

Group exhibitions

(selection)

2019 Retina: Possibilities of Paint-
ing (1989-2019), 8smicka —
art zone, Humpolec

2018 Orient, Kim?, Contemporary
Art Centre, Riga

2017 Like Home: model situation
for Slovak sculpture of the
20th and 21st centuries,
Kunsthalle Bratislava

2015 Reconstruction / Work in
Progress, SNG, Bratislava

2014 Two Landscapes, SNG - Es-
terhazy Palace, Bratislava

2013 Zero Years in Slovakia
1999-2011, Freies Museum
Berlin, Berlin

2012 OSEM, Slovak Institute in
Moscow, Moscow

2011 Zero Years from the Space
to the Beskids, Slovak Art
1999-2011, House of Arts,
Bratislava

2011 The Sixth New Zlin Salon
2011, Zlin

2010 Painting after Painting,
SNG, Bratislava

2008 Stories and Phenomena,
Slovak Art of the 20th Cen-
tury Il, GMB, Bratislava

2008 Uncut Version / Positions
in Painting, Ernst Museum,
Budapest

2008 1960-2000 / Contempo-
rary Slovak Art and Czech
Guests, Prague City Gallery,
House at the Gold Ring,
Prague

2007 GPS Unknown Scene, Ernst
Museum, Budapest

2006 4+0ONE, Gallery of the Slo-
vak Institute, Prague

2006 Autopoesis, SNG, Bratislava

2005 A Draught in Contemporary
Slovak Painting 2000-2005,
Prague City Gallery, Prague

2004 Check Slovakia!, Neue Ber-
liner Kunstverein, Berlin

2003 Bride, Synagogue - Cen-
tre of Contemporary Art,
Trnava

2003 Valence Spheres |, Galéria
Jana Koniarka, Trnava,
Slovakia

2002 Her Story, Her Body, Her
Memory, Galerie La Serre,
Saint-Etienne

2001 New Connection, The
World Financial Centre —
Courtyard Gallery, New
York

SUMMARY

A new group of participants in
the MAS "dilna" was welcomed to
Mikulov this summer in spite of
the continuing global coronavirus
pandemic. This 28th year of the
event was special and unique -
curator Jifi Cernicky presented

a team comprised exclusively

of women. The reason for this
step was the imbalance in the
representation of female artists
on the Czech art scene and the
inadequate female representation
in the collection of works of art
produced at the MAS "dilna".

Invitations to our summer sym-
posium were accepted by Klara
Cermakova, Michaela Cernicka
and Zdena Kole¢kova, while artist
Julie Béna came from France and
Emdke Vargova from Slovakia.
The symposium guest was
photographer Marie Tomanova,
who was born in Mikulov though
lives and works in New York, and
the artistic team was completed
by technical assistant Adéla
Strnadova. The theoretician for
this year’s event was Martina
Pachmanova.

The artists and theoretician
brought a blast of fresh ideas,
original opinions and unconven-
tional approaches to the chateau
studios, and this was reflected
both in the quality of the works
they produced and in the quality
of the overall installation, whose
final section was comprised
of works by the curator of this
year’s event.

This year’s 28th symposium
took place from 10 July to 7 Au-
gust and was held, as in previous
years, by the Town of Mikulov and
the Regional Museum in Mikulov.

The ceremonial opening of
the "dilna" took place on 10 July

in the chateau courtyard, where
the artists and curator had

the opportunity of presenting
their previous work to visitors.
Mikulov’'s own Jazz Petit Q played
during the course of the even-
ing, after which the guests were
entertained by a musical produc-
tion by Ivo PospiSil. Everyone also
had a last chance to take a look at
the exhibition by the artist Julius
Reichel, who is to be curator for
the next 29th MAS "dilna".

A number of accompanying
events were held during the sym-
posium, as has become tradition-
al. On Open Studios Day, visitors
to the chateau and the people of
Mikulov could acquaint them-
selves with the working methods
of the curator and the artists and
take a look at the works they had
already produced and those they
were still working on. And since
this was again associated with
afternoon painting with children,
our small visitors got the chance
of trying out mixing paints and
painting on a grand scale. They
were helped in their painting by
the most highly qualified people
possible - the artists.

Music is also an integral part
of the symposium every year
and this year was no exception.
The public was entertained by
a performance by En.Dru held in
co-operation with the organisers
of the traditional Nations of the
Dyje Basin Festival.

Local galleries also got in-
volved, with an author’s reading
by Eva Turnova at Galerie Konvent
and guests getting the chance
to enjoy the rhythms of swing
at Galerie Zavodny. Devotees of
the theatre also got what they
were looking for at the theatre
performance Raut prepared by
Geisslers Hofcomoedianten.

The works of art produced
at the symposium were pre-
sented to the general public at

an opening on 7 August. The
closing ceremony for the 28th
year of the symposium offered
visitors a fashion show with
designer Vendula Pucharova
Kramé&rovéa's brand Pecka and
music from the groups Rosen
Trio and Kridla.

The exhibition of works from
the 28th "dilna" was open to the
public at Mikulov Chateau until
31 October.

The 29th Mikulov Art Sympo-
sium "dilna" is to take place from
9 July to 6 August 2022.

ACKNOWLEDGEMENTS

The Town of Mikulov, the
Regional Museum in Mikulov
and the Advisory Board for

the MAS “dilna” would like to
give their polite thanks to all

the people, companies and
institutions whose assistance
helped ensure the success of
this year’s symposium; they are:
Petra EliaSova, Marie Dohnalova,
Marek and Monika Lipa, Tomas
Grabéc, Jan Grbavdic, Daniel
Kamenar, Oto Palan, Miroslav
Polivka, FrantiSek and Katefina
Sila, Marcela Simankova, Adam
Vrbka, Vitézslav Vrbka, Bendy
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vice, Vinarstvi Turold, Travel Free
and, in all probability, a great
many others we have unwittingly
forgotten.
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of Culture of the Czech Republic
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