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n a recent conversation with one of the artists invited to be

in this exhibition, the dialog focused on probing questions

regarding the essential nature of video art and how best to

present it.

Among the questions raised were:

* How can or does video art influence our perception as
spectators!?

* How can or does it document and reflect on events in the
recent or distant past?

* How can or does it move our consciousness through its
inherent power?

* How can or does it build a different world no less real or

fictitious than the one we live in?

VIDEOCRACY was the title chosen for this exhibition
because it summed up and materialized all the concerns and
conclusions. It perfectly represented the medium’s democratic
approach, as well as its intrinsic power to engage, indoctrinate

or manipulate audience perception.

As discussed by renowned 1970s British video artist, David
Hall, “...Throughout the seventies video (or television) art
did not attract the attention it probably deserved, and that
was to be expected in Britain. But contrary to suggestions in

some accounts there was no overt desire by most of its few

KURATORKA Micaela Giovannotti

V nedavném rozhovoru s jednim z umélcli pozvanych k Gcasti

na této vystavé jsme se v naSem dialogu zamérili na zkoumavé

otazky tykajici se zakladni podstaty videoartu a toho, jak jej

nejlépe prezentovat.

Kromeé jinych vyvstaly nasledujici otazky:

* Jak mlze videoart ovlivnit, ¢i jak ovliviiuje nase vnimani v roli
divaka?

* Jakym zpGsobem miize dokumentovat a reflektovat, ¢i doku-
mentuije a reflektuje udalosti v blizké ¢i vzdalené minulosti?
*Jak mulze pohnout, ¢i jiz pohybuje nasim védomim

prostirednictvim své vlastni moci?
* Jak mlze vytvaret, &i jiz vytvari jiny svét, ktery neni o nic

méné realny ani fiktivni nez ten, v némz Zijeme?

Pro tuto vystavu byl vybran nazev VIDEOKRACIE (VID-
EOCRACY), protoze shrnuje a ztélesiuje veskeré otazky
i zavéry, které jsme ucinili. Dokonale reprezentuje demokrat-
icky pristup videa stejné jako jeho vnitfni silu zaujmout i in-

doktrinovat divaka a manipulovat s jeho vnimanim.

Jak napsal znamy britsky videoumélec David Hall v 70.
letech minulého stoleti: ,,...po celou dobu sedmdesatych let
nepfitahovalo uméni pracujici s videem (¢ televizi) tako-
vou pozornost, jakou si pravdépodobné zasluhovalo, coz se

v Britanii dalo ocekavat. Ale na rozdil od naznak{ v nékterych

artists to aspire to the commercial art gallery scene. More
importantly they sought a wider audience - aplace in the

broader cultural context...” |.

Video projects can be immediately appreciated and absorbed
by a wide audience that hasn’t any specific expertise or filter.
It was therefore an interesting challenge to construct an
exhibition of this sort for the diverse and versatile audience

of a festival; one that bears the title 'Forms of Engagement’.

Viewers, unaware, are becoming increasingly ‘trained,
a consequence of widespread technology pervading the
most mundane experiences of everyday life via computers,
TV, billboards, cell phones, etc. This visual discourse forges
perceptions; perceptions that are as notable for having been
bombarded by what has been seen and shown as they are
for what has been left out. Profoundly — often subliminally -

seduced, viewers absorb and partake in it all.

However, this constant exposure to the mass media and
especially video broadcasting can make the audience addicted
and thus increasingly inured to it, somehow unable to discern
and decide; and, at its most extreme, numbed and disabled from
the ability to even take notice. The step from spectator video

democracy to spectator video dictatorship is very short.

Sigalit Landau, Ragnar Kjartansson and Amparo Sard interpret
time and endurance through compelling performances on
video that redefine traditional approaches to both media.
Landau and Kjartansson’s bare bodies become protagonists
on pictorial backdrops of the native and familiar landscapes
of, respectively, Israel’s Dead Sea and the green lands of
Iceland. In Sigalit Landau’s DeadSee, her body is attached

to a circular string of watermelons and unfolds with them

pramenech zpracovavajicich tuto dobu neméla vétsina z toho
mala umélct, ktefi se timto médiem zabyvali, zjevnou touhu
proniknout na scénu komer¢nich galerii. Dilezitéjsi je, Ze hle-

dali $irsi publikum — misto v SirSim kulturnim kontextu...“ |

Videoprojekty mohoubytbezprostiedné ohodnocenya vsti‘ebany
Sirokym publikem, které nemusi mit specifické odborné znalosti
¢i vytifibeny smysl pro kulturu. Proto bylo zajimavou vyzvou ses-
tavit vystavu tohoto typu pro riiznorodé a vSestranné navstévniky

festivalu, jehoz titul zni ,,Formy angaZovanosti‘.

Aniz by sitoho byli védomi, stavaji se divacistale vice ,,vyskolenymi®,
coz je dopadem vSeobecného rozsiieni technologii, které pros-
tupuji i ty nejpozemstéjsi kazdodenni zkusenosti prostrednictvim
pocitacl, televize, billboardd, mobilnich telefond atd. Tato vizualni
rozmluva vyvolava viemy: viemy, jez vznikaji nejen kvili zahlcov-
ani vizualnim obsahem, ale i tim, co z néj bylo vynechano. Divaci
jsou dlimysIiné — a casto podprahové — svadéni; vSe vstiebavaji

a do vseho jsou zapojovani.

Divaci se vSak mohou v dasledku nepretrzitého vystaveni
masovym médiim a videoprodukci stat zavislymi, a tudiz
i stale vice navyklymi na vizualni obsahy, ¢imz jaksi ztraceji
schopnost rozliSovat a usuzovat; v krajnim pripadé jsou pak
znecitlivéli a nezpUsobili vnimat. Krok od divacké demokracie

k videodiktature je velmi maly.

Sigalit Landau, Ragnar Kjartansson a Amparo Sard interpre-
tuji ¢as atrvani podmanivymi performancemi zachycenymi
na videu, kterymi redefinuji tradi¢ni pristupy k obéma témto
uméleckym prostfedkdm. Naha téla Landau a Kjartanssona
se na obrazovém pozadi jejich rodnych a jim dobie znamych
krajin Mrtvého mofre v Izraeli a zelenych krajd Islandu (v tom-

to poradi) stavaji hlavnimi postavami svych dél. Télo Sigalit



slowly and peacefully on asurface of water, creating
a palpable, stilled tension. Water, the element that brings
life and cleanses, also takes center stage in Amparo Sard’s
series of performative actions. In Second Mistake, the artist
struggles with the primal element while trapped inside
a water tank, struggling to find her way out. In a nightmarish
metaphor of the female womb, water becomes a symbol of
entrapment and death. In Satan is Real, Ragnar Kjartansson
sets a surreal and grotesque mood, detaching himself from
the bucolic landscape of Iceland while singing and playing his
guitar with his body buried halfway into the ground, creating
a perfect theatre of the absurd segment. The absurdity of
contemporary life is also explored in a mysterious way in
Domenico Mangano’s The Pine Float. Here, in a Pirandellian
fashion, an old man searches and digs through ground that is
familiar and unwelcoming at the same time. The man is the
artist’s father who is genuinely loyal to his profound roots
and almost unaware of his son’s lens scrutinizing him and the
world that has now become distant to him.

The power of the camera is clearly revealed in Adrian
Paci’s Centro di Permanenza Temporanea, where the lens
lingers on a queue of people futilely waiting on an airport
runway, hoping for an imminent departure that never
takes place. The image disclosed in the last frames of the
video is the most iconic and poignant, soliciting reflection
on broadcasting editing and ethical choices. Equally iconic
and dramatic is Regina Jose Galindo’s Confession, wherein
the tenuous figure of the artist is immersed by a menacing
predator, her head under water. Evoking the water-
boarding torture technique predating the Inquisition, the
artist comments on the current situation of women in
her native Guatemala, as well as on the state of human
rights both there and globally, as highlighted by the post-

September || Guantanamo Bay scandal.

Landau je v dile DeadSee pripoutano ke spiralovitému shluku
melound, které propojuje provaz. Pomalu a mirumilovné tuto
spiralu na vodni hladiné rozevira, ¢imz vytvari zi'etelné, ovsem
ztiSené napéti. Voda, latka, ktera pFinasi Zivot a ocistuje, hraje
Ustiedni roli také v sérii performativnich akci Ampary Sard.
V praci Second Mistake (Druha chyba) umélkyné s touto
prvotni latkou zapasi — je uvéznéna uvnitf nadrie s vodou
a snazi se nalézt cestu ven. V této désivé metafore Zenské
délohy se voda stava symbolem chyceni v pasti a smrti. Rag-
nar Kjartansson ve svém dile Satan is Real (Satan je skute¢ny)
vytvari surrealni a groteskni naladu — vymezuje se vici krajiné
islandského venkova zpévem a hrou na kytaru, jeho télo je
pritom z poloviny zahrabano do zemé, ¢imz vznika dokonala
scéna absurdniho divadla. Absurdita soudobého Zivota je taju-
plnym zplGsobem prozkoumavana také v dile Domenica Man-
gana s nazvem The Pine Float. Prace v pirandellovském duchu
sleduje starého muze, ktery cosi hleda prohrabavajic hlinu,
jiZ sice zna, ale presto je vici nému nehostinna. Tim muzem
je umélciv otec, upfimné vérny svym hlubokym korentim,
a témér si neuvédomuje, Ze ho sleduje objektiv kamery jeho
syna a takika si neviima okolniho svéta, ktery se mu vzdalil.

Moc videokamery jasné odkryva také dilo Adriana Paciho s naz-
vem Centro di Permanenza Temporanea. Objektiv kamery zde
z(stava zaméren na frontu lidi marné ocekavajicich na rozjezdové
draze letisté brzky odlet, ke kterému vsak nikdy nedojde. V pos-
lednich okamZicich videa se ukazuje ikonicky a dojimavy obraz,
jenz se dozaduje zamysleni nad problematikou editovani mater-
ialu zverejiiovaného médii a nad etickymi rozhodnutimi s tim
spojenymi. Stejné ikonicka a dramaticka je i prace Reginy Jose
Galindo s nazvem Confession (Zpovéd)), v niz je drobna postava
umélkyné potopena do vody hrozivym dravcem, i jeji hlava mizi
pod vodou. Umélkyné zde evokuje mucici metodu ,,waterboard-
ing“ (simulované topeni) pouzivanou jiz v dobach inkvizice a ko-

mentuje tak soucasnou situaci Zen v jeji rodné zemi Guatamale

Alex McQuilkin’s Joan of Arc also touches on the historical
condition of women. In a split screen video the artist pairs
herself with segments from the 1928 film La Passion de
Jeanne D’Arc, where an inspiring Maria Falconetti burns at
the stake with her head shaved. Similarly, McQuilkin repents
her femininity, getting rid of her long hair in sympathy with
the unfortunate destiny of the former’s protagonist.

Tackling stereotypes about identity, gender and racism,
Winter in America bears the same title as Gil Scott-Heron’s
early 1970s tough-talking jazz-rock song. This collaboration
between artists Hank Willis Thomas and Kambui Olujimi
is based on the events leading up to the murder of Songha
Thomas Willis on February 2, 2000. Using stop-motion
animation, children’s action figure toys reveal themselves to
be as sinister and violent as the tragic narrative they portray.
Race and identity are also commented on in Tamy Ben-Tor’s
bittersweet theatrical masquerade where the artist finds
her way to the stage in disguise impersonating Holocaust
obsessed characters. In Gewald, for instance, she ironically
and dramatically depicts a woman in Ukrainian national dress
singing an incomprehensible lyric subtitled with Primo Levi’s
Holocaust memoir, If This Is A Man.

Wooloo Productions and its brainchild, Wooloo.org, question
issues of national identity and contemporary social structure,
utilizing various forms of political engagement and professional
collaborative undertakings. Through the web based artistic
platform of Wooloo.org, Wooloo Productions launched an
open call for international artists to submit videos on the
theme of Rebranding Acts and to participate in the exhibition
taking place in Prague, thus opening the dialogue to a wider
audience and acting as a democratic messenger in the global
art world. To even further echo the curatorial collaboration,
Wooloo Productions presents a strategic political campaign

with the title Defending denmark. The intentional lower case

i nyné&jsi stav lidskych prav v taméjSim i celosvétovém méritku, na
ktery upozornil napiiklad skandal ve véznici v Guantanamo Bay
nasledujici po Utocich z |1. zai 2001.

Alex McQuilkin se ve své praci Joan of Arc (Johanka z Arku)
rovnéz dotyka historického postaveni Zen. Umélkyné na
rozdélené obrazovce paruje zabéry vlastni osoby s nastiihanymi
sekvencemi z filmu La Passion de Jeanne D‘Arc z roku 1928,
ve kterém je sugestivné pusobici herecka Maria Falconetti
s oholenou hlavou upalovana na kalu. McQuilkin vyjadfuje
sympatie k nestastnému osudu protagonistky a v projevu lito-
sti nad vlastni Zenskosti si kajicné ufizne své dlouhé vlasy.
Video Winter in America (Zima v Americe), které nese stejny
nazev jako drsna jazz-rockova piseri Gila Scott-Herona z pocatku
70. let minulého stoleti, se vyporadava se stereotypy identity,
pohlavi a rasy. Tato spoluprace Hanka Willise Thomase a Kam-
bui Olujimiho vychazi z udélosti predchazejicich vrazdé Songhy
Thomase Willise dne 2. tnora 2000. Pomoci stop-motion ani-
mace zde oZivaji akéni détské hracky, které se ukazuiji byt stejné
zlovéstnymi a nasilnymi jako tragicky pribéh, jejz vypodobriuji.
Sladkobolna teatralni maskarada Tamy Ben-Tor také komentuje
otazky rasy a identity. Umélkyné se zde objevuje na divadelnim
podiu v prevlecich postav posedlych holocaustem. Napriklad
v Casti s nazvem Gewald ironicky a dramaticky znazornuje Zenu
v ukrajinském narodnim kroji, ktera zpiva nesrozumitelnou piseri
otitulkovanou textem z knihy Prima Leviho o Zivoté ve vyhlazo-
vacim tabore s nazvem If This Is A Man (Je-li toto ¢lovék).
Wooloo Productions a jejich duchovni dité Wooloo.org
zpochybriuji otazky narodni identity a soudobého struk-
turovani spoleénosti riznymiformami politické angazovanosti
a participa¢nimi projekty na poli souc¢asného uméni. Wooloo
Productions prostifednictvim webové platformy Wooloo.
org vydaly otevieny apel mifeny na umélce z celého svéta
s tim, aby prihlasili sva videa do projektu Rebranding Acts

(Akty rebrandingu) a zapojili se také do prazské vystavy Vid-



spelling doesn’t refer to the specific nation but rather signifies
the general notion of increasingly non-specific cultural and

political identity in contemporary life.

A few special projects (included in the Special Projects section
of the catalogue — editor’s note) individually embody particular
aspects of the time-based experience: sound and light.

In Stefano Cagol’'s Unsecret Signals, both elements are
exploited to communicate messages in Morse code from the
top of Prague’s Petfin Tower. Reverting the idiosyncratic
function of a communication tower that through signals
broadcasts information deciphered by the recipient, here the
artist utilizes sound and light to transmit a codified message
that probably won’t be understood by the recipients. Akin
to a modern Tower of Babel, miscommunication and chaos
overwhelm the audience.

Utilizing light and acronyms as means of communication,
Daniel Hanzlik comments on the obsolescence of the spoken
word that has been heavily and rapidly replaced by electronic
mail correspondence and text messaging, creating in effect
a new alphabet. His installation ICUAW (I See You Anywhere)
encapsulates this visual and sensory language through neon
lights and geometric shades.

The dome of the lItalian Cultural Institute houses Martin
Kocourek’s site-specific light installation that illuminates the
highest and most visible portion of the historical building,
functioning as both an advertising post for the entirety of
the exhibition and as a commentary on the brilliant cultural
tradition of the city of Prague.

A
Micaela Giovannotti }

David Hall, Diverse Practices: A Critical Reader on British Video Art,
ed. Julia Knight, pub. Arts Council of England and John Libbey, 1996

eokracie. Tim chtéji otevfit jimi nastartovany dialog Sir§imu
publiku a fungovat jako posel demokracie v globalizovaném
svété soucasného uméni. Wooloo Productions tento
kuratorsky zamér dale posiluji prezentaci své strategické
kampané Defending denmark (Obrana danska). Druhé slovo
V nazvu je zamérné napsano s malym podate¢nim pismenem,
protoze cilem neni odkazovat na konkrétni statni Gtvar, ale
upozornit na mizejici specifi¢nost kulturni a politické iden-

tity v dnesnim Zivoté.

Kazdy z nékolika specidlnich projektl (Poznamka editora:
tyto projekty jsou blize popsany v sekci Specidlni projekty)
individualné ztélesriuje dva konkrétni aspekty prozivani casu:
zvuk a svétlo.

Projekt Unsecret Signals (Ne-tajné signaly) Stefana Cagola
vyuZiva oba tyto prvky pfi vysilani zprav Morseovou abecedou
z Petfinské televizni véZe. Prace se vraci k idiosynkratické funk-
ci komunikaéni véze, ktera prostrednictvim signald vysila infor-
mace nasledné rozsifrované prijemcem, a pouziva zvuk a svétlo
k Sireni kodované zpravy, jez ziejmé prijemci pochopena neb-
ude. Projekt plsobi jako moderni Babylonska véz, kde zmatena
komunikace a chaos ovladaji publikum.

Daniel Hanzlik pouziva svétlo a akronymy jako komunikaéni
prosti‘edky a komentuje zastaralost mluveného slova, masové
a prekotné nahrazeného elektronickou postou a textovymi
zpravami, pricemz vlastné vytvari novou abecedu. Instalace
ICUAW (I See You Anywhere — Vidim té kdekoli) vystihuje
tento vizualni a senzoricky jazyk pomoci neonovych svétel
a geometrickych rolet.

V dému ltalského kulturniho institutu bude umisténa mistné
specifickd svételna instalace Martina Kocourka, ktera osvétli
nejvyssi a nejviditelnéjsi ¢ast historické budovy a bude plsobit
jednak jako svételné upozornéni na vystavu po celou dobu jejiho

trvani, jednak jako komentar k oslnivé kulturni tradici Prahy.



TAMY BEN-TOR — ISRAEL
*1975

My characters are embodiments of non-existing entities.

Sometimes they mirror my mind’s demons and sometimes
| watch them unfold before me. | find it necessary to escape
into another universe in which | am not myself and language
isn’t used to deliver information. Nationalities and races are
embodied in language and people’s identities are revealed
through speech. The characters | portray are not real.
However they are specific. | don’t speak about politics; | use
them to invoke feeling just as | speak in different languages in

order to reach a nonsensical outcome.

Tamy Ben-Tor, 2008

Moje postavy jsou ztélesnénim neexistujicich entit.

Nékdy odrazeji démony v mé mysli, nékdy je pozoruji, jak se
pfedem mnou vyjevuji. Mam potiebu unikat do jiného vesmi-
ru, ve kterém nejsem sama sebou a kde k dodavani informaci
neslouzi jazyk. Narodnosti a rasy jsou ztélesnény v jazyce a i'e¢
odhaluje identity lidi. Postavy, které vykresluji, nejsou skutecné.
Jsou ovSem specifické. Nemluvim o politice; pouzivam je k vy-
volavani pocitu, podobné jako mluvim rlznymi jazyky, abych

dosla k nesmysInému vysledku.

Tamy Ben-Tor, 2008

gewald
2007 | DVD | 8 min 53 sec | Edition of 5
courtesy of Zach Feuer Gallery, New York




RAGNAR KJARTANSSON — ICELAND
*1976

Ragnar Kjartansson grew up with the theatre, a place that had
a decisive influence on him. When still just a young boy, he was
able to peek backstage and even set foot on the stage itself.
What in fact influenced him was not experimental, avant-garde
theatre, but the stages of Iceland, both big and small, where
theatre still communicates nostalgia and life’s less celebrated
stories are told. [...] In artistic terms, says Ragnar Kjartansson,
he is strongly influenced by the performances and videos of
the 1970s that investigated the limits of the physical realm. For
this purpose, he repeatedly employs an element familiar from
the worlds of cinema and music: the loop. In Kjartansson’s
case, however, the loop is not predefined technical trickery,
but is in fact created live. This live element and the constantly
recurring physical imagery have a grotesque character and
place other demands on the viewer than a video loop would.
[...] Ragnar Kjartansson is a musician, actor and an artist. As
for his motivation, he says: “Art is for me like the Blues: | use
it to purify my soul. Maybe I’'m a romantic on a hungry pursuit
for the ultimate art kick.” This is what distinguishes him: one
who loves the show element, constantly slipping into new
roles, changing his identities and realities, will basically always
remain authentic. Wherever Kjartansson is at any one time, is
also where his stage is. (Christian Schon, The Great Unrest,
A Prior Magazine #12, January 2006)

Ragnar Kjartansson vyrastal u divadla, coz ho zasadnim
zplisobem ovlivnilo. Jesté jako chlapec mohl nahlédnout
do jeho zakulisi a dokonce vkrocit na pédium. Neovlivnilo
ho pritom experimentalni, avantgardni divadlo, ale inscen-
ace malych i velkych islandskych scénach, kde divadlo stale
jesté pouziva nostalgii jako komunikaéni prostredek a vypravi
méné znamé pribéhy lidského Zivota. [...] Ragnar Kjartansson
rika, Ze z uméleckého hlediska je silné ovlivnén performance-
mi a videi ze 70. let minulého stoleti, které zkoumaly hranice
fyzického svéta. Z tohoto dlvodu opakované pouziva prvek
znamy z oblasti filmu i hudby: smy¢ku. V pFipadé Kjartanssona
viak smycka neni pfedem definovanym technickym trikem, ale
vznika vlastné na Zivo. Tento Zivy prvek a neustale se opakuijici
zZivelné obrazy maji groteskni charakter a na divaka kladou jiné
pozadavky nez video ve smycce. [...] Ragnar Kjartansson je
hudebnik, herec a umélec. Ke své motivaci fika: ,,Uméni je pro
mé jako blues: pouzivam jej k procisténi své duse. Mozna jsem
romantik hladové hledajici nejvétsi umélecky zazitek.“ To ho
odliSuje: ten, kdo miluje prvek show a neustile sklouzava do
novych roli, méni své identity a reality, vlastné vzdy zlstane
autenticky. Kdekoli se Kjartansson v urcitou dobu nachazi,
tam je také jeho pédium. (Christian Schon, The Great Unrest,
A Prior Magazine #12, January 2006)

satan is real
2007 | Video DVD | 10 min

courtesy Galerie Adler, Frankfurt am Main and i8 gallery, Reykjavik




SIGALIT LANDAU — ISRAEL
*1969

Sigalit Landau’s art is a form of aesthetic empathy with the
essence of human structures and their dynamism. It is an
art of embodiment, or better yet, imbodiment — in a direct
sense by employing her own body, and in a figurative sense by
thematizing the body that which is not available/accessible.

“l explore displacement in sculpture and installation; in the way
that | use materials, ready-mades, places and stories, in the
way | perform with and towards them. | attempt to personally
understand social and psychological sub + meta structures,
physically (via architecture and my body) and politically (via
true narratives).” Sigalit Landau

In DeadSee (2005), a cord of two hundred and fifty meters
penetrates five hundred water melons forming a six meter
spiral raft in the saturated salt waters of the Dead Sea. The
spiral turns as a whirlpool reversed from its normal direction.
| am floating locked inside the spiral layers between the centre
and the periphery of the sweet raft. | am reaching out against
the direction of the turning raft towards a small area in the
spiral where the fruit is wounded, red and exposed like myself
to the sting of the salt. The salt solution of the Dead Sea
enables everything to float on its illusive surface. The spiral
gradually becomes a thin green line abandoning the viewer.
The film was shot in mid August 2004 in the area of Sdom,

south of Masada.

Umeéni Sigalit Landau je formou estetické empatie s esenci lid-
skych struktur a jejich dynamismu. Je to druh uméni zaméreny na
ztélesniovani, ¢i jesté Iépe vtélestiovani — v primém slova smyslu
pouzivanim vlastniho téla a v prFeneseném slova smyslu temati-
zovanim téla jakozto nééeho, co neni dostupné/pristupné.
»Zkoumam posuny v soSe ainstalaci, v tom, jak pouzivam
materialy, ready-made, mista a pribéhy, jak s nimi nakladam
a jak se k nim stavim v performanci. Snazim se osobné po-
chopit socialni a psychologické pod + meta struktury, fyz-
icky (prostfednictvim architektury a mého téla) a politicky
(prostirednictvim skuteénych narativ().“ Sigalit Landau

V dile DeadSee (2005) je 500 vodnich melounti protnuto 250
metrd dlouhym lanem; celek vytvari Sestimetrovou spiralu
v saturované slané vodé Mrtvého more. Spirala se otadi jako vir
rotujici proti svému prirozenému sméru. Vznasim se uzavi‘ena
ve vrstvach spiraly mezi stfedem a okrajem sladkého plavidla.
Natahuji ruku ve sméru proti otaceni spiraly na misto, kde je
ovoce ranéné, rudé a vystavené palcivému doteku slané vody
stejné jako ja. Slany roztok Mrtvého more umoziiuje, aby se
vie vznaselo na jeho iluzornim povrchu. Ze spiraly se postupné
stava tenka zelena linka, ktera opousti obzor divaka.

Film byl natocen uprosti‘ed srpna 2004 v oblasti Sdomu, jizné

od Nasady.

deadsee

2005 | one channel video installation | Colour, Dolby Sound | | Imin 39 sec

courtesy Galerie Anita Beckers, Frankfurt




DOMENICO MANGANO — ITALY
*1976

As a procedural way of research, Domenico Mangano uses
live recordings of lived experiences that he translates into
video images and photographs, most of which are presented in
sequential series. His research combines - without distinction
- social and private issues, distant contexts and nearby places,
unknown people and people with whom the artist has close
relationships, revealing a disenchanted look upon a reality
made out of an ordinary exceptionality. The main characters
of his works are the outsiders and the anti-heroes with their
own bulky load of truth, and at the same time, of absolute
poetry. Whether he lingers to analyse the customs familiar
to him of the people from Southern Italy, or he wanders
observing the wandering existence of barbarians and non-
Europeans who live on the fringes of society, Mangano’s
candour and amused irony lead him to reassemble everyday
life into surreal landscapes loaded with lyricism that reveal the
identity of place and the belonging to a story.

Similarly, his recent foray into painting is at once hysterical
and thoughtful. The works are laugh-out-loud funny and also
scathing. Mangano may bite the hand that feeds him, but he’ll

do it with a smile.

domenicomangano@gmail.com

Domenico Mangano pouziva Zivé zaiznamy prozitych zkuSenosti
jako prvky proceduralni metody umélecké reserse. Nasledné
je preklada do videa a fotografii, které vétsinou prezentuje
v sekvenénich sériich. Jeho vyzkum bez rozdilu kombinuje
otazky spolecenské isoukromé, vzdalené kontexty i blizka
mista, neznamé lidi i osoby, ke kterym ma blizky vztah, ¢imz
prozrazuje svlj roz¢arovany pohled na realitu vytvarenou
vSedni vyjimeénosti. Hlavnimi postavami jeho praci jsou
outsidefi a antihrdinové, ktefi se vyznacuji vlastnimi objem-
nymi bi'emeny pravdy, ale zarover i absolutni poezie. At uz
pobyva v jizni Italii, aby analyzoval zvyklosti lidi, jez dobfe
zn3, anebo pFi toulkach zvédavé pozoruje potulnou existenci
barbarl a ne-Evropand, ktefi Ziji na okraji spole¢nosti, Manga-
nova upfimnost a pobavena ironie ho privadi k znovuposk-
ladani kazdodenniho Zivota do surredlnych krajin plnych
lyri¢nosti, odkryvajicich identitu mista a nalezitost k pribéhu.
Jeho nedavny zilet do oblasti malby je zaroven nepficetné
legracni i zahloubany. Dila jsou natolik komicka, Ze nuti k hla-
sitému smichu, soucasné jsou viak kousavé jedovata. Mangano

sice kouse do ruky, ktera ho krmi, ale ¢ini tak s Gsmévem.

domenicomangano@gmail.com

the pine float
2007 | Mini DV transferred to dvd PAL / NTSC | 6 min 34 sec
courtesy Magazzino D’arte Moderna, Roma




ALEX MCQUILKIN — US
*1980

Set against a particularly ethereal and haunting section of
Richard Einhorn’s oratorio Voices of Light, McQuilkin’s mix
of old and new footage into a two-channel projection is skillful
and sensitive, with an acutely honed rhythm of contrapuntal
movements, blackouts and cuts. Throughout, the artist sits in
front of the camera chopping off her hair [...] until it’s as close
to the skull as Falconetti’s when she’s tied to the stake. Once
McQuilkin has finished cutting, the wall behind her subtly
lightens from pearl gray to eggshell white, and she changes
out of a gray tee shirt, with the letters “O.K.” emblazoned
on the front, into a white top reminiscent of the sackcloth
that Joan wears to her death. The sequences jump back and
forth in time, with the length of both women’s hair in constant
flux. The movie ends with McQuilkin settling down to begin
cutting her below-the-shoulder, dark blond tresses in the left
channel while a close-up of her shaven head stares directly
at the viewer on the right. This sounds all very French-film-
literate, and it is. But to watch McQuilkin finish off her buzz-
cut as a straw broom from the 1928 movie sweeps Joan’s hair
off the stone floor is to have the rug pulled out from under
you by its emotional immediacy and ineffable sadness. For all
of its heady conceptual underpinnings, an effect this strong
can only be worked out in the gut.

(Thomas Micchelli, Alex McQuilkin: Joan of Arc, The Brooklyn
Rail, December 14, 2007)

Alex McQuilkin dovedné a citlivé smichala archivni a nové
zabéry a vytvorila tak dvoukanalovou projekci s hudebnim pod-
kresem zvlasté éterické a okouzlujici pasaze oratoria Richarda
Einhorna Hlasy svétla. Jeji dilo ma presné vybrouseny rytmus
kontrapunktnich vét, predélG a stfihG. Umélkyné po celou
dobu sedi pfed kamerou a ustfihava si vlasy, [...] aZz se nakonec
oholi tak, Ze vypada jako herecka Maria Falconetti v pasazi jiz
zminéného filmu, kde je pfivazana ke kadlu. Kdyz se McQuilkin
prestane holit, zed’ za ni se jemné zesvétli [...], previékne se
z Sedého tricka s napisem ,,OK* do bilého vrsku z latky podo-
bné pytloving, do niz je odéna Johanka v poslednich okamzicich
svého Zivota. Pfitom dochazi k neustidlému stiidani zabérd
v Case, délka vlasi obou Zen se neustale méni. Film kondi tim,
Ze se McQuilkin v levém kanalu pravé chysta ostfihat si tmavé
blond vlasy sahajici pod ramena, zatimco vpravo smérem k di-
vakovi zblizka tréi jeji oholena hlava. To vSe zavani odkazem
francouzskych filmd — a ten zde jisté je pritomen. Ale pohled
na McQuilkin pfi dokoncovani jejiho kratkého jezka ve ste-
jné chvili, kdy slaméné kos$té odmeta vlasy Johanky z filmové
verze z roku 1928, vés zasko¢i svou citovou bezprostirednosti
a nevyslovnym smutkem. Pres veskera opojna konceptualni vy-
chodiska muze takto silny efekt vychazet pouze ze Zaludku.
(Thomas Micchelli, Alex McQuilkin: Joan of Arc, The Brook-
lyn Rail, December 14, 2007)

joan of arc
2007 | DVD-R Video | 5 min 35 sec
courtesy Galerie Adler, Frankfurt




ADRIAN PACI — ALBANIA /ITALY
*1969

The title of the work refers to the camps in Italy that detain
illegal immigrants. Paci’s video reveals the plight of those
displaced by war, poverty or inequality, the futile attempts to
attain a destination they desire and ultimately the entrapping
reality of a life caught between deportation and conflict. In
doing so, Paci comments on the cruelty and even absurdity
of our socio-political status, to expose how identity is

determined by an evolving global reality.

The video’s setting is an airport runway, where a large
number of men and women are first seen approaching and
then gathering on a mobile stairway, which appears to be
attached to an airplane. But as the camera focuses in on the
stairs and the crowd of ascending people and then slowly
pans back, it is apparent that there is no waiting plane just

a stairway to nowhere.

Nazev tohoto dila odkazuje na tabory v Itilii, kde jsou drzeni
nelegalni pristéhovalci. Paciho video odkryva utrapy téch, které
z jejich domovi vyhnala valka, chudoba ¢i nerovnopravnost, je-
jich marné pokusy dostat se do vytouZené destinace a nakonec
i svazujici skutecnost Zivota zachyceného mezi deportaci a kon-
fliktem. Paci tak komentuje krutost iabsurditu spolecensko-
politického statusu, aby odhalil, jakym zplsobem je urcovéana

identita v ramci neustale se rozvijejici globalni reality.

Video je situovano na pristavaci drahu letisté, kde je nejprve
vidét priblizujici se velky podet muzd a Zen, ktefi se pak se
shromazd'uji na posuvném schodisti, jez vytvari dojem, Ze
je pristaveno k letadlu. Kdyz ale kamera najizdi na schody
a skupinu vzhlru vystupujicich lidi a nasledné zase pomalu
vyjizdi a prejizdi do strany, ukazuje se, Ze Zadné letadlo tu

neceka — je zde pouze schodisté vedouci nikam.

centro di permanenza temporanea
2007 | single channel video installation
courtesy Smith-Stewart, New York




AMPARO SARD — SPAIN
*1973

Amparo Sard’s artistic research is positioned in various fields
of fine arts, from photography to videoart, from pinhole
drawings to installations.

Sard’s pinhole drawings present mysterious scenes of
drowning women and monstrous flies, made pinprick by
pinprick in smooth white paper.

“Drowning”, and/or “Water”, are also recurrent subjects in
her video works: in With the Water to the Neck, the viewer
sees the artist with her head in an aquarium which is slowly

flooded with water.

Amparo Sard provadi uméleckd zkoumani v ridznych
uméleckych oborech, od fotografie k videoartu, od kreseb
vypichovanych $pendlikem az po instalace.

V jejich dirkovanych dilech se objevuji zahadné scény
tonoucich Zen a nestvlirné mouchy vytvarené otvor po otvoru
ze Spendlikovych direk v hladkém bilém papire.

,» Tonuti“, respektive ,,voda“, jsou opakujicimi se tématy i v je-
jich videich: ve videu S vodou az po krk (With the Water to
the Neck) vidi divak umélkyni az po hlavu v akvariu, které se

pomalu napliiuje vodou.

second mistake
2008 | Video on DVD | Loop, Sound, Colour | 5 min || sec
courtesy Smith-Stewart, New York




HANK WILLIS THOMAS AND KAMBUI OLUJIMI — US
Kambui Olujimi * 1976 / Hank Willis Thomas * 1976

WINTER IN AMERICA is a collaboration between Hank
Willis Thomas and Kambui Olujimi based on the events leading
up to the murder of Songha Thomas Willis on February 2,
2000 outside Club Evolutions in Philadelphia, PA. The story
is derived from an interview with Todd Rose, the main eye-
witness to the crime, and notes taken by Leslie Willis, the
victim’s mother, during the ensuing murder trial. The stop-
motion film technique is employed to animate the G.l. Joe
action figures the artists once used to create similar narratives
in during childhood. The packaging for the action figures
reads, “for children ages 5+.” Among the many elements the
artists intend to highlight with this project is the breeding of
a culture of violent thoughts for young boys who are invited

to author violent scenarios before they can even read.

Hank Willis Thomas and Kambui Olujimi

Prace ZIMA V AMERICE (WINTER IN AMERICA) vznikla
jako spoluprace Hanka Willise Thomase a Kambui Olujimiho
a vychazi z udalosti spojenych s vrazdou Songhy Thomase
Willise, ktera byla spachana 2. unora 2000 pied klubem Club
Evolutions ve Philadelphii v americkém staté Pennsylvania.
Pribéh cerpa z rozhovoru s Toddem Rosem, hlavnim ocitym
svédkem zlo¢inu, a z poznamek zapsanych Leslie Willisovou,
matkou obéti, béhem nasledného soudniho liceni. Umélci
vyuzili techniku stop-motion animace, kterou rozpohybovali
akéni hracky ze série G.l. Joe, s nimiz kdysi jako déti vytvareli
podobné pribéhy. Na obalu téchto hraéek je napsano ,,vhodné
pro déti ve véku 5+“. Umélci se v tomto projektu vedle mno-
ha dalsich prvkid snazi poukazat na rozristani kultury nasil-
nych myslenek u chlapct, ktefi jsou podnécovani k napliiovani

nasilnych scénari jesté drive, nez vilbec dokazi ¢ist.

Hank Willis Thomas and Kambui Olujimi

gun over songha

2005 | light-jet print from the Winter in America series | 76,2 cm%60,96 cm

courtesy Smith-Stewart, New York




WOOLOO PRODUCTIONS — DENMARK

In September 2006 - exactly one year after the publishing
of the now infamous Muhammad caricatures by the Danish
newspaper Jyllands Posten - Wooloo Productions launched
an international campaign to rebrand the country of Denmark.
With actions such as the promotion of Danish caricatures in
Morocco and an |8-month intervention within the extreme-
right Danish People’s Party, it is the declared aim of the
DEFENDING DENMARK campaign to investigate the ongoing

crisis experienced by traditional nation states.

Utilizing tactical media strategies to enter the center of public
debate, the DEFENDING DENMARK campaign explores
questions of cultural identity in atime where national
belonging is becoming an increasingly discussed topic in
political debates throughout the world. A strong rise in new
forms of xenophobia, fueled by the media and capitalized
upon by populist political parties is not only the reality
in contemporary Denmark but also in the Czech Republic
among many other countries. To engage with this situation,
Wooloo Productions will travel to Prague and apply a range

of live rebranding acts during TINA B.

Micaela Giovannotti

V zari 2006 — presné jeden rok po publikaci dnes neslavné
proslulych karikatur Mohameda danskymi novinami Jyllands
Posten — zahdjily Wooloo Productions mezinarodni kampari
za Ulelem vytvoreni nového obrazu — re-brandingu — Dan-
ska. Deklarovanym cilem projektu DEFENDING DENMARK
(OBRANA DANSKA), mezi jeho? akce patfila naptiklad pod-
pora Sifeni karikatur Déanska v Maroku ¢&i 18mési¢ni inter-
vence v ultrapravicové Danish People’s Party (Danské lidové
strané), je zkoumat neustavajici krizi, ktera zasahla tradi¢ni

statni Gtvary.

Kampann DEFENDING DENMARK pouziva taktické medialni
strategie k pronikani do stifedu verejné diskuze a zkouma
otazky kulturni identity v dobé, kdy se narodni prislusnost
stava stale vice diskutovanym tématem v politickych debatach
na celém svété. Vyrazny narist novych forem xenofobie,
pohanény sdélovacimi prosti‘edky a vyuzivany populistickymi
politickymi stranami, je realitou nejen v souc¢asném Dansku,
ale také v Ceské republice a mnoha dalsich zemich. Aby se
v této otazce dale angaZovaly, piijedou Wooloo Productions
do Prahy a budou zde béhem festivalu TINA B. realizovat
radu Zivych rebrandigovych akci.

Micaela Giovannotti
defending denmark

200X | campaign poster
courtesy of the artists




NOC JE POLEDNE



CURATED BY Rosanna Musumeci

Light is the medium to see, to conceive, the form of any
object. Objects, however, are perceived by subjects, and
that makes the whole difference. By definition, the subject
looks at objects from his/her perspective, and perspectives
are unavoidably plural: from my, his/her, their, point of view,
objects multiply, light undergoes endless manipulations to
become my, his/her, their, light.

Thus, light unveils subjectively, whatever it tells is a personal
truth. This variability, indeed, this arbitrariness, is a universal
feature of human perception, of all individual and collective
experience: it occurs, for example, in politics, usually with
highly dramatic, or even tragic, outcomes. In this connection,
the 40th Anniversary of the Prague Spring, which the third
edition of TINA B. is pleased to commemorate, was the duel
of light and darkness, the noon of the quest for freedom
vainly opposed to the triumph of the night, to the invaders’
truth. When transferred to the art realm, however, light falls
in rather different hands, and confrontation and oppression
give way to the opposite: darkness or noon share now much
the same function, as both become languages, communication
codes, whereby the free artist invites, or provokes, the
freedom of thought, and action, of a free public.

This does not detract from the fact that the languages of
the Contemporary are manifold, and peremptory as well as

exclusive. As such, they can be confusing, a tower of Babel

KURATORKA Rosanna Musumeci

Svétlo je médium, které umozriuje vidét — a vlastné i vytvaret
- formu kazdého objektu. Objekty jsou vSak vnimany subjekty,
av tom je jadro véci. Subjekt prirozené pozoruje objekty ze
svého pohledu, a pohledi je vidy nevyhnutelné vice nez jen
jeden — objekty jsou pozorovany z mého, jeholjejiho, jejich
pohledu; pocet objektll narlstd, svétlo prochazi nekoneénymi
manipulacemi, aby se stalo mym, jehol/jejim, jejich svétlem.
Svétlo tedy odhaluje subjektivnim zplsobem, vidy prozrazuje
osobni pravdu. Proménlivost, ¢ snad libovdle, je univerzal-
nim znakem lidského vnimani, veskeré individualni i kolektivni
zkuSenosti - vyskytuje se napriklad v politice, vétSinou s velmi
dramatickymi, ¢i dokonce tragickymi nasledky. V této sou-
vislosti bylo Prazské jaro, jehoz Ctyficaté vyroci by letos rad
pripomnél i festival TINA B., soubojem svétla a tmy - poled-
ni hledani svobody marné celilo noci, ktera zvitézila, a s ni
i pravda okupantl. Kdyz vSak svétlo preneseme do oblasti
uméni, pada do zcela jinych rukou, a konfrontace a utlak us-
tupuji svému opaku: tma i poledne zde sdileji viceméné ste-
jnou funkci, stavaji se jazyky, komunika¢nimi kédy, kterymi
svobodny umélec vyzyva ¢i provokuje svobodné publikum ke
svobodnému mysleni a ¢innosti.

To nic neubira na skutecnosti, Ze jazyky souc¢asného uméni jsou
mnohotvarné; zaroven jsou ale rozkazovacné a chovaji se vylu¢né.
Mohou proto mast jako Babylonska véz, ve které je komunikace

odsouzena k zaniku, protoze se z prehlceni snadno stava pouhym

whereby communication is doomed because its overload easily
slips into mere noise. Alternatively, however, Contemporary
Art could be conceptualized as a library, an artists’ library within
which anyone might be able to choose the subject, the object,
the light, the freedom, the truth, he or she were to prefer.
Darkness is noon is such a library, whose twenty topics-artists
allow for research according (or not) to the individual guidelines
given in the following pages. At any rate, the public’s research will
end with its own choice, or with an ordering of preferences; but
whatever this choice, the range is indisputably large. The medium
of all visual representation spreads into an endless variation of
perception experiences. While one artist’s light takes a mystical
aura, the other(s) will stress a scientific, or rational, pattern. Light
sometimes unveils, sometimes it is used to hide, or to shadow. Itis
nightlight or daylight, white, black, polychromatic. There is natural
light, of course, but also artificial, though not overwhelmingly so,
. In a given work, it creates, defines, or otherwise singles out,
spaces; elsewhere, it is the light of memory, light-in-time, with
a psychological, or a chronological twist (or both). And light may
document, and does often document, though some artist prefers
its power to engender virtual illusions; but illusions, or reality,
will vary quite drastically according to the underlying attitude:
from irony to serenity, apprehension, anguish, socio-political
engagement; from an intimist approach to the collectivization of
vision; from absolute silence, to tenuous whisperings, to standard
sound, to pandemonium..., light is always there to give shape
to all, as well as to its opposite. In short, we are back to the
section’s title, Darkness is Noon, two worlds apart designed by
a single architect. With this, tensions are not totally ruled out,
light is properly a chance and a risk as well; but the self-aware
artist knows how to expose both with appropriate aesthetic
complexion and due moral rigour.

A

Rosanna Musumeci }

hlukem. Soucasné uméni Ize také konceptualizovat jako knihovnu,
knihovnu umélcd, ze které muze kdokoli dle vlastniho uvazeni vy-
brat néjaké téma, objekt, svétlo, svobodu, pravdu.

Tma je poledne je takovou knihovnou s dvaceti tématy-umélci,
s jejiz pomoci lze provadét resersi, ktera muze, ale nemusi
nasledovat navody nabizené na nasledujicich strankach. Vyzkum
provedeny ¢leny verejnosti kazdopadné vyusti v jejich vlastni
nazor ¢i usporadani knihovny dle vlastnich preferenci: at uz daji
prednost ¢emukoli, moznosti jsou nepopiratelné velké. Médi-
um vizualniho znazornéni nabizi nekoneéné variace vjemovych
zazitk(. Zatimco u jednoho umélce ma svétlo mystickou auru,
dal$i zdlraziuje (& zdaraziiuji) jeho védecky, jinymi slovy ra-
cionalni charakter. Svétlo nékdy odhaluje, jindy je pouzito
k zahaleni, ke stinéni. Nachazime zde svétlo nocni, denni, bilé,
cerné, polychromatické. Je zde samoziejmé svétlo prirozené,
ale také svétlo umélé, i kdyz ne pFili§ ¢asto. V nékterych dilech
svétlo vytvari, vymezuje ¢i jinak vycleriuje prostory; v jinych
jde o svétlo paméti, svétlo zachycené v case, které vytvari
psychologickou ¢&i chronologickou zapletku. Svétlo také mize
byt — a Casto skutecné je — prostfedkem pro dokumentaci,
ackoli nékteri umélci radéji vyuzivaji jeho silu ke ztvarnéni vir-
tudlnich prostort a iluzi; ovsem iluze - nebo skute¢nost — se
mohou celkem drasticky liSit podle zaujatého postoje, ktery
mUZe byt zaloZeny na ironii ¢i vyrovnanosti, zlych predtuchach,
skli¢enosti, spolecensko-politické angaZzovanosti; mlize vychazet
z intimistického pristupu ke kolektivizaci vnimani, z absolutniho
ticha, slabého Sepotu, bézného zvuku anebo z viavy..., svétlo je
vzdy pfitomno, aby vSe tvarovalo, a to véetné svého protikladu.
Tim se vracim k nazvu této sekce Tma je poledne, ktery spo-
juje dva oddélené svéty navriené jedinym architektem. Tento
fakt vSak zcela nevylucuje napéti, svétlo je ve skutecnosti nejen
prileZitosti, ale také rizikem; uvédomély umélec vi, jak se ma vy-
rovnat s obojim pomoci nalezitého estetického razu a patfi¢né

moralni prisnosti.



CARLO BERNARDINI — ITALY
*1966

Conceptually, this work involves a perceptual transformation
of space, occupying a dimension between sculpture and
architecture. The aim is to attain an area of mental light, both
incorporeal andvisible, that will drastically change the structural
and functional correlations of areal world environment.
Through the action of light, a drawing materializes within
a given space and the viewers effectively enter the work,
whose shape changes according to their visual perspective, as
well as their movements.

Optical fibre allows light to mould our perceptions, to
permeate our ability to look at the outside world, thus
inducing a drastic metamorphosis: light can break down
the borders of spaces and replace one space with another;
whether delimited, or not, by walls, or surfaces, spaces will
expand, and entirely new spaces may emerge, if light is present

and performs its wonders.

Z konceptualniho hlediska se tato prace, ktera se pohybuje na
pomezi mezi sochaiskym a architektonickym objektem, zao-
bira percepcni transformaci prostoru. Zamérem je dosahnout
vymezeni oblasti mentalniho svétla, soucasné nehmotného
i viditelného, ktera drasticky pozméni strukturalni a funkéni
proménné realného prostriedi. Pisobenim svétla se v prosto-
ru zhmotnuje kresba, umélecké dilo, do kterého navstévni-
ci vstupuji a jehoz tvary se méni podle vizudlni perspektivy
a také podle jejich pohyb.

Opticka vldkna umoziiuji svétlu, aby tvarovalo nase vnimani,
prostupovalo nasi schopnost nahliZzet na vnéjsi svét a tim zpQ-
sobovalo drastickou proménu: svétlo dokaze znicit ohraniceni
prostorli a vyménit jeden prostor za druhy; paklize je pritom-
no svétlo a plsobi své divy, prostory se budou rozpinat i
dokonce vznikat, at uz jsou anebo nejsou vymezeny zdmi ¢i

plochami.

permeable space
2008 | light installation
courtesy of the artist




FLAVIA BIGI — ITALY
*1965

The seven cubic forms allude to the unavoidable dogmatism
of as many religions — all secluded within their pretension
to unchangeable perfection. As the archetypes of certainty,
religions contrast with constitutive human insecurity and
wavering, and this contrast is stressed by the black polished
plexiglass: it cannot retain any image, nor admits any
transformation - their proclaimed universality notwithstanding,
religious beliefs are either non-negotiable or corrupted.
Inside, each cube makes explicitits categorical exclusiveness.
The absolute black surface is stigmatized, and breached,
by a single symbol, and an interplay of truth and illusion
steps in; getting in touch with one’s own spirituality
entails the effect of magic - the faithful takes on the shape
of the symbol he or she identifies with, even though the
whole may be no more than the consequence of physical
mechanisms (absorption, transmission, reflection) that
govern the impact of light on matter.

Beyond that, a more basic ambiguity persists: the human/
divine relationship is codified and transmitted through all
social contexts; but spirituality is perhaps nowhere else than
within man, much like the self-projection revealed by natural

(not artificial) light within the black cubes.

Kazdy ze sedmi krychlovych objekti je narazkou na nevyhnu-
telny dogmatismus jednoho nabozenstvi — vSechna se drzi v ha-
jemstvi svého predstirani neménné dokonalosti. NabozZenstvi
jsou jakoZto archetypy jistoty v rozporu s konstitutivni lid-
skou nejistotou ¢i vahavosti a tento rozpor je zde zdlraznén
cernym nalesténym plexisklem, které nedokaze uchovat zad-
ny obraz, ani neumoziiuje Zddnou proménu - navzdory jejich
prohlasené univerzalité jsou nabozenska presvédceni bud'to
nezpochybnitelna, anebo zkorumpovana.

Uvniti* kazdé krychle se nachazi jednoznaéné vyjadreni jeji ka-
tegorické vylu¢nosti. Absolutnost ¢erného povrchu je stigma-
tizovana a narusena symbolem a rozpoutava se hra mezi prav-
dou a iluzi; priblizeni se vlastni duchovnosti vyzaduje zazracny
efekt: vérici prijima tvar symbolu, se kterym se ztotozruje,
ackoli celek nemusi byt ni¢im vic nez nasledkem fyzikalnich
mechanismd (pohlceni, prenosu, odrazu), které ridi dopad
svétla na hmotu.

Mimo to zde setrvava jesté zakladnéjsi dvojznacnost: vztah mezi
lidskym a bozskym je kodifikovan a prenaSen ve viech spole-
¢enskych kontextech; ale duchovnost zi‘ejmé neni nikde jinde
nez v ¢lovéku, podobné jako proces sebeprojekce odhalovany

prirodnim (nikoli umélym) svétlem v ¢ernych krychlich.

pay attention
2008 | installation with video projection
courtesy of the artist




FIODOR BONAVIRI — ITALY
*1981

In this work, an unusual medium, X-ray scans, is combined
with one of the most usual (painting) to compose images that
need the support of light to become readable. The installation
takes us through an aesthetical philosophy or a philosophical
aesthetics, if you prefer: x-rays are taken when a pathological
condition is suspected, and most of the ones shown are in
fact from sick patients. This is the starting point of the artist’s
inquiry into the body’s self-destructive, and self-regenerative,
processes. What is philosophical here, or at any rate worth
some philosophical elaboration, is the contradiction that feeds
life, i.e. its basic interdependence with death, and perhaps the
very dependence of life and health on sickness and death.
This is both a scientific, literary, and poetic topic, and the
author selects it precisely because it is in tune with his own
knowledge in these fields; but once they become artworks,
x-rays undergo a drastic semantic and visual alteration: the
assemblage of sombre organic contours, bright oil colours,
and back-lit x-ray scans short-circuits both reasoning and

emotions, resulting in a surprising cold beauty.

Nevsedni médium — rentgenové snimky — se zde spojuje s jed-
nim z nejbéznéjsich (s malbou) p¥i vytvareni obrazl, které
ke své citelnosti vyZaduiji svétlo. Instalace nas provadi estetic-
kou filozofii, anebo filozofickou estetikou, chcete-li: rentgeny
se provadéji v pripadé, Ze existuje podezieni patologického
stavu, a vétSina z rentgend pouZzitych pro dilo opravdu byla
porizena u nemocnych pacientil. Toto je vychodiskem umél-
cova zkoumani sebedestruktivnich i regeneracnich télesnych
procest. Filozofickou otazkou, ¢i alespoi otazkou, ktera si
zaslouzi filozofické rozpracovani, je zde protiklad, ktery Zivi
Zivot, tj. jeho zakladni zavislost na smrti, a mozna i samotna
zavislosti zdravi a Zivota na nemoci a smrti. Jde zaroven o vé-
decké, literarni i poetické téma a autor se jim zabyva pravé
proto, Ze je v souladu s jeho vlastnimi znalostmi v téchto ob-
lastech; ve chvili, kdy se rentgenové snimky stavaji umélecky-
mi dily, v§ak dochazi k drastické sémantické a vizualni promé-
né: spojeni chmurnych organickych obrysu, jasnych olejovych
barev a rentgenovych snimkl osvétlenych zezadu zkracuje jak
rozumné uvazovani, tak emoce, a vysledkem je prekvapivé

studena krasa.

hopeful x-ray — apoptosis series
200X | site specific installation
courtesy of the artist
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CARMEN CARDILLO — ITALY
*1975

A minus B: every place has its material and emotional life; but
who may say with certainty that they can actually see what is
really in front of them? Learning is no longer straightforward,
it has turned into an induced experience.

A stands for B: much of the process of vision escapes us,
there is a hiatus between the subject and his (or her) world.
Whatever one does is mediated by tools and devices, by
power-consuming machines. This common experience is
epitomized by a company that distributes fuel: photographed
and further elaborated by digital processing, it is displayed
as a sort of manifesto. The sequence is arranged according
to the juxtaposed letters of a new alphabet that compounds
market economy terms. What is implied is the unavoidable
priority of technical language over and above the perceptual

content of the images concerned.

A minus B: kazdé misto ma sviij materialni i citovy Zivot, ale
kdo dokaze bezpecné Fict, ze opravdu vidi to, co se nachazi
pired nim? Uceni jiz neni jednoduché, stala se z néj induko-
vana zkusenost.

A misto B: velka ¢ast procesu vidéni nam unika, mezi subjek-
tem a jeho svétem je mezera; vSe, co délame, je zprostiredko-
vané nastroji a stroji, které konzumuiji energii. Tato spole¢na
zkuSenost je zde ztélesnéna podnikem, ktery rozvadi palivo:
prostiednictvim fotografii a nasledného digitalniho zpracovani
je prostredi této firmy vystaveno jako jakysi manifest. Pora-
di snimkd je sestaveno podle pismen nové abecedy, ktera je
slozena z terminG trzniho hospodarstvi. Vysledek naznacuje
nevyhnutelnou prioritu technického jazyka pred percepcnim

obsahem danych snimka.

a-b manifesto
2007 | video projection
courtesy of the artist




TIZIANA CONTINO — ITALY
*1979

Since one of the properties of art is to engender a change
of perspective, this work chooses to alter, and indeed to
reverse, the most cherished popular taboo: that miracles
are unrepeatable events. The artist shows how they may be
scientifically reproduced - a thixotropic substance (in this
case ketchup) makes it possible to emphasize the glamorous
side of morbid media shows such as the weeping Virgin Mary
(Vergine Maria), or the revelations of Pio of Pietrelcina (Padre
Pio). The procedure is borderline since science and magic
are called on simultaneously and stress is thus placed on the
artwork’s ability to show how two parallel worlds may go
hand in hand.

In this project, light is antithetic to vision, as the latter is
activated by darkness. The image appears and disappears
as the light source is repeatedly turned on and off by an
automated switch. Far from illuminating and allowing us to
see, light blinds us. So it is up to the viewers: lose your way
in the dogmatic brightness of whichever faith (be it scientific,
religious, political), or wait for the twilight to perceive the

deepest layers of the real.

JelikoZz jednou ze schopnosti, které jsou vlastni uméni, je
podnécovat zménu perspektivy, dala si tato prace za cil
pozménit — ¢i dokonce zvratit — nejvice uctivané popularni
tabu: Ze zazraky jsou neopakovatelnymi udalostmi. Umél-
kyné poukazuje na postupy, kterymi lze zazraky védecky
reprodukovat: pomoci tixotropické latky (v tomto pFipadé
kecupu) Ize zdlraznit atraktivni stranky morbidnich medial-
nich show, jako jsou pladici Panna Marie (Vergine Maria) ¢i
zjeveni Otce Pia (Padre Pio). Tato procedura se pohybuje
na hrané, protoze zaroven vyvolava védu i magii, a dlraz je
proto kladen na schopnost uméleckého dila ukazat, jak dva
paralelni svéty mohou jit ruku v ruce.

V tomto projektu zaujima svétlo protikladnou polohu k vi-
déni, nebot druhé jmenované je aktivovano tmou. Obraz
se objevuje a opét mizi v sérii automaticky ovladanych
rozsvéceni a zhasinani. Misto aby svétlo umoziiovalo vidét
a ukazovalo, oslepuje. TakZe je to divacich: bud'to se ztrati
v dogmatické zafi té ¢i oné viry (at uz je védecka, nabozen-
ska ¢i politicka), anebo pockaji na Sero, aby mohli vnimat ty

nejhlubsi vrstvy skutecnosti.

ex-stasis — tissotropica
2008 | lightbox on wall
courtesy of the artist




EMANUELE COSTANZO — ITALY
*1974

The video juxtaposes micro and macro reality, a combination
that the artist believes may simultaneously affect both the
natural world and the symbolic (i.e. artificial) world of the
human individual and social life. A post-bucolic Aeolian park
(besieged by an imposing army of generators) alternates with
close-up shots of the broken mechanisms of some of the most
commonly used electric household appliances. The underlying
aim is twofold: the artist explores induced movement as an
energy generating device and watches its measurement, i.e.
the technique to control the distribution of energy. Images
and sequential shots waver between contrasting detachments
and a more fluid narration, both being kept together by the
unifying force of the chosen soundtrack. An estranged reality
thus takes shape, whereby the public is captured into the
oddest perceptual experience: involvement and perturbation

coexist uneasily as well as being revealing.

Video dava dohromady mikroskopickou a makroskopickou
rovinu skutecnosti, ¢imz vznika kombinace, ktera podle umél-
ce mize zaroven ovlivnit jak pfirodni svét, tak symbolicky
(tj. umély) individualni i spoleéensky Zivot ¢lovéka. Zabéry
post-venkovské krajiny vétrné farmy (oblezené impozantni
armadou generatord) alternuje s blizkymi zabéry rozbitych
mechanismi nékterych z nejbéznéji uzivanych domacich elek-
trickych spotiebi¢l. Skryva se za tim dvoji zamér: umélec
zkouma indukovany pohyb jakoZto zplsob generovani ener-
gie a soucasné pozoruje jeho méreni, tj. techniku ovladani
distribuce energie. Pofizené snimky a sekvenéni zabéry stii-
daji kontrastni odstup a plynulejsi vypravéni, oboji vSak drzi
v celku jednotici sila zvoleného soundtracku. Dochazi tak ke
ztvarnéni odcizené skutecnosti, ve které je publikum chycené
v prapodivném vjemovém zaZitku: zapojovani i rozrusovani

neklidné existuji vedle sebe a zaroveri cosi prozrazuiji.

air 3 metre/second
2006-7 | video projection
courtesy of the artist




GIULIANA CUNEAZ — ITALY
*1959

Photosynthesis is a video installation that suggests the circulation
of cells, which transmit signals or ‘messages’ to and from the
cell body, through electrochemical and light impulses. [...]
Digital media and computer software enable her to create
rich imagery of fantastical plants and flowers whose structures
metamorphose in a sequence of animations. Giuliana Cunéaz
believes that the shape of a tree or a coral is linked to the
fractal nature of its growth. Her modelling process involves
‘painting’ with spirals and fractals to emulate the geometry
of natural forms, and provides a process of random mutation
enhanced with simulation and virtual reality. Following the
principle of evolution, a myriad of complex genetic variations
can be generated starting from just a simple structure.

Her work relates to nanotechnology, a fascinating new field of
applied science that refers to the manipulation of matter on a
micro scale - one nanometre is equivalent to one billionth of a
metre! It is at this scale that the fundamental principles of the
biological world operate.

Her methodology involves ordering, and distinguishing, while
contemplating, feeling and guessing to arrange and connect
the elements of her virtual organisms. Her use of the current
techniques of digital imagery, combined with an awareness of
the biology of consciousness is part of a significant and growing
new artistic genre. The real and virtual, the natural and fictional,
coexist in Cuneaz’s work, as she enables us to view an otherwise
hidden, submicroscopic world with its own secret life.

James Putnam

Fotosyntéza je videoinstalace, ktera naznacuje cirkulaci bunék
prenasejicich signaly ¢i ,,zpravy* do ostatnich casti téla elek-
trochemickymi a svételnymi impulzy. [...]

Pomoci digitalnich médii a softwaru vytvari bohaté obrazy, pripo-
minajicich fantaskni rostliny a kvétiny. Giuliana Cunéaz se domni-
va, Ze tvar stromu nebo koralu vychazi z fraktalni povahy ristu.
Animace modeluje ,,malovanim* spiral a fraktalli, ¢imz napodobu-
je geometrii prirodnich forem. Pridava procesy ndhodné mutace
zvyraznéné simulaci a virtualni realitou. Dokaze tak vygenerovat
nescetné sloZité genetické variace z jedné jednoduché struktury.

Tato prace se vztahuje k nanotechnologii, fascinujicimu nové-
mu odvétvi aplikované védy, které se zabyva manipulaci hmo-
ty na mikroskopické Urovni — jeden nanometr se rovna jedné
miliardtiné metru! V tomto méritku se odehravaji zakladni
principy biologického svéta.

Jeji metodologie je zaloZena na uspoiadavani a rozliSovani a
soucasné na rozjimani, citéni a odhadovani smérujicimu k po-
skladani a propojeni soucasti jejich virtualnich organismd. Jeji
zplsob uzivani soucasnych nastroji digitalni animace v kombi-
naci se znalostmi z oboru biologie védomi je soucasti vyznam-
ného a vzrustajiciho uméleckého Zanru. V jeji praci vedle sebe
existuji prvky skutecné a virtualni, prirodni a fiktivni. Umoziiu-
je nam tak nahlédnout do jinak skrytého submikroskopického
svéta s jeho vlastnim tajnym Zivotem.
James Putnam photosynthesis
2008 | video projection
Courtesy of Gallery Gagliardi Art System, Turin, Italy




MARTINA DELLA VALLE — ITALY
*1981

This installation may be considered a development of a project
the artist has been pursuing since 2006.

It started as photographic research conducted in five European
metropolises, the results of which have been exhibited in
Milan, Paris and Thessaloniki. Topically, the project is about
the survival of the past and the changes that have modified,
and will sooner or later erase, it. Extinct buildings, once
inhabited units, are observed with precision to detect the
traces of disappeared private lives and of forgotten stories.
Traces surface through the dismembered walls, and their
recovered tales, their evanescent imprints, are reproduced
in new spaces with full size b&w photographic wallpaper. The
work is a tribute to continuity and change, past memories and
present reality, but with an unexpected twist: both processes
cannot be thought of independently of each other, and might

perhaps amount to much the same thing.

Tuto instalaci Ize vnimat jako rozvinuti projektu, kterym se
umélkyné zabyva jiz od roku 2006.

Prace zacala jako fotograficky vyzkum uskutec¢nény v péti ev-
ropskych metropolich. Jeho vysledky byly vystaveny v Milang,
Parizi a Thessaloniki. Projekt je aktudlni v tom, Ze se zabyva
otazkou pretrvani minulosti a zménami, které ji upravuji a dri-
ve ¢i pozdéji vymazou. Zaniklé budovy, kdysi obydlené jed-
notky, jsou s pFesnosti pozorovany ve snaze nalézt zbytky po
zmizelych soukromych Zivotech a zapomenutych pribézich.
Stopy se vynofuji z rozervanych zdi a ozivuji jejich pFibéhy, pr-
chavé otisky, které jsou reprodukovany v novych prostorach
v podobé fotografickych tapet v méritku jedna ku jedné. Je to
pocta kontinuité i zmé&nam, vzpominkam z minulosti i soucas-
né realité, ovSem s necekanym zvratem: o téchto procesech
nelze uvaZovat oddélené, a je mozné, Ze v obou pripadech se

vlastné jedna o jedno a totéz.

urban impression, prague project
2008 | wallpaper installation
courtesy of the artist
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ALBERTO FINOCCHIARO — ITALY
*1979

This video-installation is a voyeuristic insight on the
massification and trivialisation of human behaviour engendered
by an endless quantity of images. Though often frightening and
horrible, the images are fuelled by a bulimic visual curiosity
that defies comparison with past attitudes and behaviour.
A minimal luminescence within deepest darkness suffices to
activate viewers’ attention, driving them toward new visions
and unprecedented aesthetic reflections. Does exterior
perfection engender inner emptiness, a metamorphosis of
the self into nothing more than a disposable mannequin? The
metamorphosis springs from the light source, seducing the
observers and capturing their attention.

The installation allows for the active involvement of viewers,
making them part and parcel of the work itself - an analytical
group session takes place in which individuals lay themselves
bare, watched attentively by the others present, who in turn

step into the very same experience.

Tato videoinstalace je voyeuristickym nahlédnutim na vzris-
tajici masovost a banalizovani lidského chovani v podobé ne-
koneéného sledu obrazi. Ackoli jsou tyto obrazy ¢asto désivé
a nahanéji hrdzu, jsou nicméné plozené az ,bulimistickou®
vizualni zvédavosti, kterd v dosavadnich postojich a chovani
nema srovnani. Minimalni luminiscence v nejhlubsi tmé sta-
¢i k tomu, aby byla aktivovana pozornost divaka, pohanéjici
ho k novym vizim a bezprecedentni estetické reflexi. Vytva-
i vnéjSi dokonalost vnitini prazdnotu, prfeménu lidského ja
v pouhou figurinu na jedno pouziti? Tato proména vznika pl-
sobenim svételného zdroje, ktery svadi pozorovatele a zauji-
ma jeho pozornost.

Instalace umoziiuje aktivni zapojeni divakd, ktefi se stavaji
integralni soucasti samotného dila: rozviji se tak analytické
skupinové setkani, pricemz se kazdy jednotlivec odhaluje
a je pozorné sledovan ostatnimi, ktefi poté zazivaji zcela

stejnou zkusenost.

double dream
2008 | video installation
courtesy of the artist




SEMIRA FORTE — ITALY

P

In 24/24h, metropolitan nights are inundated by a myriad
of multicoloured lights — a metaphor for the frantic pace of
nightlife, the uninterrupted extension of human activity ever
since the advent of the industrial and postindustrial eras. An
artificial urban landscape has overthrown the natural darkness
and stillness of people and things, now both moving at the
same speed as during daytime, or even faster. Technological
contamination (though not necessarily pollution) spreads
everywhere and goes hand in hand with the profound change
of both what is perceived and the perceivers. Newly shaped
identities develop, especially around some contemporary night
spots - pubs, discos, rave clubs, erotic nightclubs. Whatever
the inclination, or the transgression involved, what is at stake
is an anthropological mutation, effectively epitomized in this
artwork by the most banal, and the deepest, signifiers: bus
tickets, bar coupons, overly glossy sexshop labels tell much
the same story - through the night, an ever growing number
of people look for, and perhaps in fact succeed in finding,

different, and truer, selves.

1975

V uméleckém dile 24/24h jsou noéni metropole zaplaveny ne-
spoc¢tem mnohobarevnych svétel — jde o metaforu hore¢ného
tempa no¢niho Zivota, nepretrzitého prodluzovani lidské ak-
tivity od doby prichodu primyslového a post-industrialniho
véku. Uméla méstska krajina svrhla pfirozenou tmu a klid lidi
i véci, oboji se nyni pohybuje stejnym, anebo dokonce rychlej-
$im tempem nez ve dne. Technologicka kontaminace (ackoli
ne nutné znecisténi) se Sifi vude a jde ruku v ruce s hlubo-
kou zménou vnimaného i vnimajicich. Vznikaji nové tvarované
identity, zejména kolem nékterych popularnich no¢nich mist
— hospod, diskoték, taneénich ,,rave klubt, erotickych klubd.
Bez ohledu na naklonnosti ¢i Uchylky danych jedinct jde o an-
tropologickou mutaci, ktera je efektné ztélesnéna t&mi nejba-
nalnéjSimi a zarover nejhlubsimi znaky: autobusové jizdenky,
barové kupony, az prilis tipytivé Stitky ze sexshopt vypovidaji
bezmala totéz; v pribéhu noci stile vice lidi hleda, a mozna

dokonce naléza, jiné, a pravdivéjsi ja.

24/24h
2007 | installation
courtesy of Gallery Muratcentoventidue Bari, Italy




CLAUDIA GAMBADORO — ITALY
*1972

The inward and the outward world, the exercising of sensorial
vision and the fields of knowledge it opens up — these are some
of the subjects explored in White Box. Filmed with a static
camera, the video documents a 24 hour performance that
follows these elements to communicate through the rejection
of communication. A single person, a woman, sits in front of
a window with her back to the viewers, while the alternating
day and night light suggest the passage of time, providing the
only dynamic element of the whole iconography. The window
may, or may not, be the reason why the woman is absorbed
in silent contemplation, emphasized by the total absence from
the room of any object, tool, or symbol that might refer to
a social context or role and their unavoidable constraints.
What is left is an unconditioned freedom to pursue her
hopes, wishes, dreams, projected somewhat beyond time and
space. An equivalence of imagination and reality quietly sets
in, emphasising an essentially sensorial scene which aims to
activate the subject’s energy resources. In this unconstrained
reflection, a quest for wisdom takes place, whereby the idea
of a boundary materializes: a boundary congruent with the
subject’s intentional attitude which concerns the need, or the

freedom, to circumscribe the pretensions of the sensible.

Vnitini a vnéjsi svét, procviovani senzorického vnimani a jim
zpristupnéné oblasti védéni — to jsou néktera z témat, jimiz se
zabyva dilo White Box (Bila krabice). Video natoéené static-
kou kamerou je dokumentaci 24hodinové performance, ktera
tato témata sleduje ve snaze komunikovat odmitanim komu-
nikace. Pfed oknem sedi osoba, Zena, otodena zady k publi-
ku, a jedinym dynamickym prvkem celé ikonografie je strida-
ni noéniho a denniho svétla naznadujici plynuti ¢asu. Pohled
z okna je, anebo moina neni, dlivodem, pro¢ je Zena vtaZzena
do tichého rozjimani, jez je zdliraznéno nepritomnosti jaké-
hokoli pfedmétu, nastroje ¢i symbolu, které by v mistnosti
pripominaly spolecensky kontext nebo roli a z nich vyplyvajici
zabrany. Zbyva ji bezpodmine¢na svoboda vénovat se svym
nadéjim, pranim, snm, projektovanym ponékud mimo cas
a prostor. Do hry tiSe vstupuje ekvivalence imaginace a sku-
teénosti, zvyraziujici v zasadé smyslové vidéni usilujici o akti-
vaci energetickych zdroji subjektu. V této neomezené reflexi
probiha hledani moudrosti, v ramci kterého se zhmotriuje
predstava jisté meze: je to hranice soubézini se zamérnym
postojem subjektu, vztahujicim se k potiebé ¢i svobodé ohra-

nicit naroky vnimaného.

white box
2008 | video installation
courtesy of the artist




FLORIAN GROND — AUSTRIA
*1975

A floor projection shows the trajectories of a nonlinear
dynamical system flowing from the centre outwards. The end
points of the trajectories on the circle are represented by
sound entities moving through 8 speakers.

The dynamical system generates a constantly changing
audiovisual cluster. In allusion to Heraclitus’ notion of panta
rhei: We both step and do not step in the same rivers.

We are and are not. This, of course, has little of Aristotelian
logic, indeed it is the very negation of its basic principles;
but what looks unsound to mainstream wisdom, might
well be the best, or at any rate, the right path for the self-
aware artist. Grond’s choice is as radical as it is rigorous,
as epitomized by the fascinating oddness of this work: Hear
and Now invites the audience to enter a space in progress

but without destination.

Projekce na podlahu zobrazuje drahy nelinearniho dynamic-
kého systému s odstiedivym smérovanim. Zakonceni drah na
kruhu jsou reprezentovana zvukovymi entitami pohybujicimi
se 8 reproduktory.

Dynamicky systém vytvari neustile se ménici audiovizualni
shluk. Narazi tak na Hérakleitovu myslenku Panta rhei (Ve
plyne): Vstupujeme i nevstupujeme do stejnych rek.

Jsme a nejsme. Idea ma samoziejmé malo spole¢ného s aris-
totelovskou logikou, je to dokonce absolutni negace jejich za-
kladnich princip; co z hlediska uéeni hlavniho proudu vypada
jako nespravné, by vSak mohlo predstavovat nejlepsi, nebo
alespon spravnou cestu pro sebeuvédomélého umélce. Gron-
dova volba je stejné radikalni jako rigorézni, coz ztélesriuje
fascinujici podivnost této prace: dilo Hear and Now (Slys tady
a ted) zve divaky, aby vstoupili do prostoru, ktery se vyviji, ale

postrada misto urceni.

hear and now
200X | site specific installation: sound-video-projection
courtesy of Factory Art Contemporanea




TEUN HOCKS — NETHERLANDS
*1947

The artist’s peculiar universe feeds the doubt: is this scene
taking place at an almost theatrical and burlesque moment?
The moment at which the being parodies the human by
investigating the latter’s contradictions and uncertainties?!

This work provides a twofold reading of reality, each of
which illustrates the possibility, and even the plausibility, of
taking antinomic attitudes when faced by the same situation.
A displacement (or subjective reversal) and a transference
mediated by a sophisticated objective analysis may intercept
on the same platform, maintaining the entire panoply of art
media at the same level - photography, video and painting are
assembled in such a way that one cannot but lose one’s visual

reference points.

Podivny vesmir tohoto umélce Zivi pochybnost: odehrava se
tato scéna béhem okamziku, ktery je témér teatralni a bur-
leskni? V tom momentu, kdy bytost paroduje ¢lovéka zkou-
manim jeho protikladl a nejistot?

Toto dilo umoziuje dvoji ¢teni skuteénosti, z nichz kazdé
poukazuje na moznost, ¢i dokonce pravdépodobnost, zZe
ve shodné situaci zaujmeme protikladné postoje. Na stej-
né platformé muze dojit k zaméné (& subjektivnimu zvratu)
i k transferenci (premisténi), ktera vychazi ze sofistikované-
ho objektivniho rozboru, coz na jedné Grovni udrzuje celou
paletu uméleckych médii - fotografie, video i malba jsou zde
poskladany takovym zpisobem, Ze ¢lovék nutné ztraci svoje

vizudlni referenéni body.

untitled
2002 | video projection, 25 editions
courtesy of Gallery Patricia Dorfmann Paris, France




LOREDANA LONGO — ITALY
*1967

In the E/MERGE project, several works are being realized
by putting together tens or hundreds of objects of everyday
life. Following the artists’ psychological pathway, objects
are dismembered and reassembled, de- and re-constructed,
according to a pattern that has become an essential feature of
her work. The end product may evoke the morphology of the
original materials and tools, though its irregular and chaotic
structure will rather have the appearance of an artefact made
by an awkward, adult-minded, child. Multi-layered memories
and visions surface, readily involving viewers in much the same
creative invention. Unexpectedly and suddenly, something
happens, and tension builds.

E/MERGE#| consists of achandelier with a three-meter
circumference. Each of its arms is constructed from many
old chandeliers of different shapes and sizes. Having been
dismembered, reality and function are thus rebuilt, and the old/
new object is put to work with a hundred, equally different,
bulbs. An earthquake breaks out, the chandelier starts vibrating
and the bulbs light up: the objects’ precariousness is thus
stressed, and a visual impact follows that is as much confusing,

as it is revealing of a whole universe of subconscious meaning.

V ramci projektu E/MERGE je realizovano nékolik uméleckych
dél skladanim desitek az stovek predmétid kazdodenniho Zivo-
ta. V souladu s psychologickym zamérenim umélkyné spociva
jeji pracovni postup v rozebrani predmétt a jejich opétovném
poskladani do jiné podoby, k dekonstrukci a rekonstrukci
podle vzoru, ktery se stal zdkladnim rysem jeji prace. Finalni
produkt mdze evokovat morfologii pivodnich materiald a na-
strojd, ackoli jeho nepravidelna a chaoticka struktura bude
vypadat spiSe jako artefakt vytvoreny neohrabanym ditétem
s mysli dospélého. Vynofuji se mnohovrstevnaté vzpominky
a vize, které divaky vtahuji do podobné tvardi invence. Nece-
kané a nahle se néco déje a napéti se stupriuje.

Dilo E/MERGE#I spoéiva v lustru s tfimetrovym obvodem.
Kazdé z jeho ramen je poskladano z kusG mnoha starych
lustrd rGznych tvar( a velikosti. Po jejich rozebrani dochazi
k rekonstrukci jejich redlné ulohy a funkce, funkénost staro-
nového objektu zajistuje stovka riznorodych zarovek. Nahle
vypukne zemétreseni, lustr zacne vibrovat a Zarovky se roz-
svécuiji: tim je zvyraznéna vratkost objektl, pricemz nasleduje
vizualni Gcinek, ktery je na jedné strané matouci a na druhé

strané odhaluje cely vesmir podvédomych vyznamd.

assembly#l chandelier
2008 | installation
courtesy of the artist




VALENTINA MEDDA — ITALY
*1975

This work is built with, and around, light; indeed it embodies
all its dimensions. Shifting from a reflected scene - a negated
presence - an empty centre fills the space usually occupied
by an electric bulb (or the sun): it is something that is
perceived through its absence. What counts is not what we
see, but whomever has his/her body (or ego) defined by
these windows-borders; ephemeral, they survive no longer
than a single night.

Here, the basic question is whether anything may be preserved
when individuals cease to be recognized as such and are
reduced to playing an impersonal role. Abstraction - the
artist answers - steps in; bodies, souls, cultures, lose not only
their societal status, but also the concerned subject’s trust.
Communication stops, as the identities that supported it have
been erased; from the empty centre, then, one cannot but

look outside the window, trying to rebuild one’s borders.

V této praci je svétlo Usti'ednim prvkem i motivem; svétlo do-
konce ztélesiuje veskeré jeji tvirci dimenze. Dilo zacind od-
razem, jakousi negovanou pritomnosti. Prazdny stied napliiu-
je prostor, kde by za normalnich okolnosti méla byt Zarovka
(anebo slunce): jde o néco, co vnimame jeho nepritomnosti.
Nejde o to, co vidime, ale o to, ¢i télo (anebo ego) je defino-
vano témito okny-hranicemi; jsou vlastné pomijivé, nepieZziji
déle nez jednu noc.

Zakladni otazkou zde je, jestli mize byt cokoli zachovano,
kdyz jednotlivec prestane byt uznavan jako jednotlivec aje
zredukovan na naplfiovani neosobni role. Do hry vstupuje
abstrakce, odpovida umélec — téla, duse, kultury ztraci nejen
svlj spolecensky statut, ale také dlGvéru dotéeného subjektu.
Komunikace ustava, jelikoz totoznosti téch, ktefi k ni pFispi-
vali, byly vymazany; prazdny stied nas tedy nuti k pohledu za

okno a pokusu o nové vystavéni vlastnich hranic.

contorni
2007 | images on aluminium sheets — installation
courtesy of the artist




FLAVIANO POGGI — ITALY
*1950

Photography is the medium through which the artist aims
to represent emotional states over and above technical
perfection. 23-05-08 mirrors this priority within a sylvan
context and through the magic of an alteration of space and
time: while darkness nullifies the perception of the landscape,
any chronology is hindered by the atemporality of the natural
environment. Attention focuses on a symbiotic, as well as
contrasting, duet: the incredible energy of a bonfire, and a naked
body - a gift, and a dialectic counterpoint, to the Universe.

A dichotomy, or a dissonance, is thus depicted, whose poles
are the most attentively (and morbidly) watched human events
(sickness, death, violence), and the world itself, defined as the
realm of both the natural and the artificial. What stands out
of the artist’s gesture is a cosmic contradiction: the human
thoughts and attitudes playing against the indifferent harmony

that nature reserves to a ‘well-ordered’ world.

Fotografie je médiem, kterym se tento umélec snazi repre-
zentovat citové stavy, pricemz jejich vyznam stavi nad tech-
nickou dokonalost uméleckého ztvarnéni. Tato priorita se
v dile 23-05-08 odrazi v kontextu lesniho prostiedi a v kouzlu
pozménéni prostoru a ¢asu: zatimco tma rusi vnimani krajiny,
jakakoli ¢asova posloupnost je narusena nadc¢asovosti piirod-
niho prostiedi. Pozornost se tak soustiedi na symbiotickou
a také protikladnou dvojici: neuvéritelnou energii taborového
ohné a nahé télo — dar a dialekticky kontrapunkt k Vesmiru.

Dochazi tak k zobrazeni dichotomie ¢i disonance, jejiz pro-
tipdly tvori nejpeclivéji (a nejmorbidnéji) pozorované lidské
udalosti (nemoc, smrt, nasili), stejné jako svét samotny, defi-
novany jako fiSe prirodniho i umélého. Z umélcova gesta vy-
stupuje kosmicky protiklad: lidské myslenky a postoje hrajici
proti netecné harmonii, kterou si pfiroda vyhrazuje pro ,,dob-

I'e usporadany* svét.

23-05-08
2008 | digital photo
courtesy of the artist




GIANFRANCO PULITANO — ITALY
*1978

Symbols convey meaning, but meaning is never universal,
rather it is specific to agiven time, place, culture and
technology. Accordingly, this work is about the visual language
of our globalized world and as such is of course immediately
accessible to the observer. Accessibility, however, may be
deceiving, even when it concerns such trivialised, overused,
objects as emergency sigs. The nature of the artwork,
indeed, is estrangement, the reversal of functional meaning,
and the automatic responses thereby activated; looking
into the illuminated emergency signs, a semantic dissonance
emerges, and the need for reflection, for a self-conscious
answer to a self-conscious stimulus, steps in. What is at
stake is a metaphor for life and death or, more properly, for
salvation and damnation: the standard contours of the running
silhouettes signal a spiritual, not a physical, emergency. To be
sure, the translation of meaning is more ironic than dramatic,
less dramatic, in fact, than the original message. By implication,
one understands that the artist is not trying to overcome the
banality of everyday symbols with philosophical engagement,
or with an intellectualistic criticism. His weapon is a sardonic

smile toward the icons of the contemporary.

Symboly vyjadfuji vyznamy, ale vyznam nikdy neni univer-
zalni, naopak je specificky pro danou dobu, misto, kulturu
a technologii. Tato prace je proto o vizualnim jazyce naSeho
globalizovaného svéta a jako takova je také okamzité pri-
stupna divakovi. Srozumitelnost v§ak muaze klamat i v pri-
padé tak banalizovanych a naduzivanych objektd, jako jsou
zachranné svételné cedule. Klicovym rysem dila je pravé
odcizeni, obraceni funkéniho vyznamu a tim aktivované au-
tomatické odezvy; pri pohledu na nouzova svételna oznaceni
se vynoruje sémanticka disonance a vyvstava potreba reflek-
tovat, sebeuvédoméle reagovat na sebeuvédomély podnét.
Jde o metaforu Zivota a smrti, ¢i presnéji spasy a zatraceni:
standardni obrysy béZicich siluet signalizuji spiritualni, nikoli
fyzickou pohotovost. Vyklad vyznamu je jisté spiSe ironic-
ky, nezli dramaticky, dokonce méné dramaticky nez pdvodni
sdéleni. Neprimo Ize pochopit, Ze umélec se nesnazi pre-
konat banalitu kazdodennich symboli filozofickou angazova-
nosti nebo intelektudlni kritikou. Jeho zbrani je sardonicky

usmév smérem k ikonam soucasnosti.

when you die... bad soul or good soul?
2008 | installation
courtesy of the artist

-
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PAOLA RICCI — ITALY
*1961

In this work, ‘light’ has a twofold meaning: it is something that
shines, brightens; and it is something insubstantial, a material
entity of delicate, almost impalpable texture. The interplay of
these properties produces an effect that has been sought ever
since the beginnings of the history of art. One is compelled to
go back to the basic approaches of those who have tried to
find a way to capture the light/shadow dialectics in painting,
sculpture, photography, video. The intangible, or the ethereal,
has been the permanent quest of legions of artists, including
the most immediate reference points of the artwork Nuvola
(Cloud), namely Calder, or Melotti. No doubt, we are in
the realm of abstraction here, though not an abstraction
of the logical-mathematical variety. Rather the installation
embodies a metaphysical quality, though of an immanent, not
transcendent, leaning. What is at stake is whether the (almost)
immaterial entities (light, ether, air) can conquer - submit to
their logic - the most heavily material environment. Indeed,
this work cannot be seen, perceived, or even imagined, out
of the context within which it is installed, and this context is
always most remote from, and most hostile to, the artist’s
intention; but its appropriation, and its re-definition, are as

unfailing as they are magical.

V této praci ma ,,svétlo* dvoji vyznam: za prvé zafi a rozjas-
nuje, za druhé je nehmotné, je to material s delikatni, témér
neuchopitelnou povahou. Souhra téchto vlastnosti vytvari G¢i-
nek, ktery je vyhledavan od samotnych pocatkd déjin uméni.
Nuti nas vratit se k zakladnim postuplim téch, ktefi se snazi-
li najit cestu k uchopeni dialektiky svétlo/stin v malbé&, sose,
fotografii, videu. NepostiZitelnost, éteri¢nost je predmétem
trvalého patrani velkého poctu umélcd, véetné téch, na které
dilo Nuvola (Oblak) primo odkazuje; jmenovité jde o Caldera
¢i napriklad Melottiho. Bezpochyby se ocitame ve sféie abs-
trakce, nikoli vSak abstrakce logicko-matematického typu. In-
stalace spiSe ztélesnuje metafyzické vlastnosti, oviem se sklo-
nem k imanentni, nikoli transcendentni povaze. Jde o to, jestli

Iy

(témér) nehmotné entity (svétlo, éter, vzduch) dokazi dobyt
rozhodné nemuze byt vidéno, vnimano a dokonce ani konci-
povano mimo kontext, ve kterém je nainstalovano, a tento
kontext je vzdy nejvice vzdalen od zaméru umélce a je vUdi
nému nejvice nepratelsky; jeho prisvojeni a piedefinovani jsou

vsak stejné neochvéjna jako magicka.

nuvola (cloud)

2008 | sculptural installation (hand-knotted steel wires with glass cups)

courtesy of the artist




SAVERIO TODARO — SWITZERLAND
*1970

Power to the People is the on/off switch of all contemporary
domestic tools, be they a TV set, a washing machine, or the
PC. Most appropriately, it of course refers to the switch of
the computer, the epitome of technology and globalisation
— awidespread medium that no one can any longer do
without, whether using it to talk, to love, or while eating. The
artist’s work conveys a basic, and yet subtle, meaning - the
fate of humankind is definitely intertwined with the Internet,
and precisely here the dilemma arises: is what gives us an
unprecedented - and nowadays unavoidable - freedom, really
delivering its promises? Or is there some trade-off involved?
And how difficult is it to accept or even to foresee the
consequences? The artist, of course, has no answers, but plays
with ambiguity, placing his work at a symbolic threshold.

The work is of anthropometric size, a transparent reference to
Leonardo’s Homo Vitruvianus: the on/off (0/1) switch is made
from neon lights, creating a luminous portal that projects the
viewer into virtual space: the realm of the fulfilment of all

wishes, as well as of all questions on the screen of illusions.

Dilo Moc lidem predstavuje spina¢ vSech souc¢asnych domacich
spotiebicu, at uz jde o televizi, pracku ¢i pocitaé. Nejvice jde
samozi‘ejmé o ti'eti jmenovany, jelikoz ztélesruje technologii
a globalizaci — pocitac je vSeobecné rozsifeny prostiedek, bez
kterého se dnes jiz nikdo neobejde pfi mluveni, milovani ani
stravovani. Umélcova prace vyjadiuje jednoduchy, ale zarover
jemny vyznam: osud lidstva je definitivné provazan s interne-
tem, a pravé zde vyvstava dilema. PIni to, co nam poskytuje
mimoradnou — a dnes nevyhnutelnou — svobodu, ve skute¢-
nosti své sliby? Anebo jde o néco za néco! A jak slozité je
prijmout ¢i dokonce predvidat nasledky? Umélec samoziejmé
nema zadnou odpovéd’, pohrava si v§ak s nejednoznaénosti
a poklada svoji praci na pomysliny prah.

Prace je provedena v antropometrické velikosti, ¢imz zietelné
odkazuje na dilo Homo Vitruvianus od Leonarda da Vinciho:
spinac tvofi neonové zarivky vytvarejici svételnou branu, kte-
rou divak vstupuje do virtualniho prostoru: do oblasti, kde se
pIni veskera prani, ale kde se také na obrazovku iluzi kladou

veskeré otazky.

power to the people
2008 | light installation
courtesy of the artist




ZEVS — FRANCE
*1977

At the very moment that matches the city’s eclipse, the artist
redesigns the urban landscape, both in the literal and the
metaphorical sense. Gradually, his furtive messages become
increasingly tenuous, sliding towards invisibility. Realized
with special paint (the same kind that is used by the police to
mark demonstrators), his most recent murals only become
perceptible under a black light source. Fluorescent lines run
down the walls when the street lamps come on, revealing
the city’s scars.

Through his committed intervention, the artist’s performance
proposes a reflection on public space via an orchestrated
mise-en-scéne. Like a genuine urban guerrilla artisan, he gives

shape to an unprecedented sort of absolute freedom.

Umélec zasahuje svym dilem do krajiny mésta, v doslovném
i metaforickém slova smyslu, ve chvili, kdy se mésto nofi
do stinu noci. Jeho kradma sdéleni se postupné stavaji stale
méné zietelnymi, sklouzavaji k neviditelnosti. Jeho posledni
nasténné malby byly vytvoreny pomoci specialni barvy, ktera
je viditelna pouze pod &ernym svételnym zdrojem (jedna se
o tu samou barvu, kterou policie pouziva k oznacovani de-
monstrantt). Svétélkujici pruhy se tdhnou napfi¢ zdmi, kdyz
se rozsviti pouli¢ni osvétleni a odhaluji jizvy mésta.

Umélec svymi angazovanymi intervencemi predklada reflexe
verejného prostoru prostiednictvim instrumentované mise-
en-scéne. Jako genialni Femeslnik méstskych gueril dava umé-

lec tvar jakémusi nevidanému druhu absolutni svobody.

the real style is invisible
2008 | graffiti performance on urban wall
courtesy of Galerie Patricia Dorfmann Paris, France
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A THING OF BEAUTY — KRASA ZUSTAVA

CURATED BY Yukiko Ito

Since ancient times the islands of Japan have grown and
nurtured a unique culture. Over the centuries many gods have
arrived from overseas. In the 19th century Japan’s relative
isolation ended as it opened itself to Europe and America,
with the subsequent arrival of their culture and people.

One of those European arrivals was the Czech architect Jan
Letzel (1880-1925). Letzel helped introduce a new European
style of architecture. It is regrettable that 100 years later no
clear example of his architecture exists in Japan. His works
have all accepted the destiny of destruction caused by natural
disaster, war or other human interventions. Only one of his
buildings still stands and is left as a monument. It is the building
damaged by the A-bomb explosion over Hiroshima.

I have organised the annual international exhibition of
contemporary art for the past 14 years in Hiroshima. It has
taken place to coincide with the anniversary of Hiroshima’s
nuclear disaster and to relate the significance of this event
through the work of present day artists. These artists
participate in TINA B. 2008.

We are exhibiting the art works in Prague. It means that we can
attempt to create a cultural expression from past destruction
and regenerate that which an architect conveyed from the Czech
Republic to Hiroshima 100 years ago. Today, amid the ruins of

what human beings have destroyed, a thing of beauty remains.

Yukiko Ito - Independent Curator

KURATORKA Yukiko Ito

Japonské ostrovy od pradavna péstuji jedine¢nou kulturu
a pecuji o ni. V pribéhu staleti je navstivila celd Fada boht
ze zamofri. V 19. stoleti skoncila relativni izolace Japonska,
kdyz se otevielo Evropé a Americe, nasledné dorazila je-
jich kultura a lidé.

Jednim z nové prichozich Evropant byl ¢esky architekt Jan Let-
zel (1880-1925). Letzel pomahal pri zavadéni nového evrop-
ského architektonického stylu. Je politovanihodné, ze o 100
let pozdéji neexistuje v Japonsku Zadny jasny priklad této ar-
chitektury. VSechny jeho prace musely prijmout osud zniceni,
at uz prirodni katastrofou anebo valkou ¢i jinymi lidskymi
zasahy. Pouze jedna z jeho budov stile stoji a byla ponechana
jako monument. Jde o budovu, ktera byla poskozena pri ex-
plozi atomové bomby nad HiroSimou.

Jiz 14 let organizuji kazdoro¢ni mezinarodni vystavu
soucasného uméni v HiroSimé. Odehrava se v dobé vyroci
jaderné katastrofy v Hiro$imé a jeho snahou je vyli¢it vyznam
této udalosti prostiednictvim praci sou¢asnych umélct. Rada
téchto umélcl se Ucastni festivalu TINA B. 2008.

Nyni umélecka dila vystavujeme v Praze. MGzZeme se pokusit
z minulé zkazy vyvodit kulturni vyjadieni a po 100 letech
obnovit to, co tehdy jeden architekt privezl z Ceské repub-
liky do Hirosimy. V troskach toho, co ¢lovék znicil, dodnes

zUstava krésa.

Yukiko Ito - nezdvisd kurdtorka



BUIPER WARE — JAPAN

As yet we have no constraints in our conception.

Vandalism and creation, and their never-ending motion, may

create something consistent underneath, if anything.

One of our projects shows an accomplished movie, totally
out of focus, repeating over and over again. Not only is it
a “blurred” movie, its form has also been altered into

a continuous abstraction.
Destruction manifests creation. It becomes utterly endless.

As war is diffusing itself into terrorism, the human body
and machines have begun to wage an endless battle against
viruses. We feel the speed,

unbelievably fast, in the world we are living in now...

Abstract worlds and words inspire us - Buiper Ware - and

keep us going.

Doposud nemame zadna omezeni v nasich predstavach.

Vandalstvi a tvoreni a jejich nekonec¢ny pohyb mozna vytvori

cosi konzistentniho pod tim v§im, pokud vilbec néco.

V jednom z naSich projektd promitame profesionalné natoce-
ny film v neustale se opakujici smycce se zcela rozmazanym
obrazem. Nejen Ze je to ,rozmazany* film, také jeho forma se

zmeénila v nepfetrzitou abstrakci.

V destrukci se projevuje tvoreni. Stdva se naprosto ne-

koneénym.

Vilka se rozptyluje do terorismu, lidské télo a stroje
zahdjily vé¢nou valku s viry. Citime tu rychlost,

zavratné vysokou, ve svété, ve kterém dnes Zijeme...

Abstraktni svéty a abstraktni slova nas - Buiper Ware - inspi-

ruji a dodavaji nam silu.

untitled (flame no-1)
2001 | video projection
courtesy of the artists




KOSO HARANAKA — JAPAN

*1957

My intention is to clarify the contents of the telegram which the Mym zamérem je objasnit obsah telegramu, ktery poslal

Mayor of Hiroshima City sent to protest against atomic tests starosta mésta Hiroshima City na protest proti atomovym
by nuclear powers, advocating the abolition and elimination of pokusiim jadernych mocnosti, zasazujic se o zruseni vSech Letler 0009
=l LA APATTS

all nuclear weapons. jadernych zbrani.

gacii,

.-"":}.‘

hiroshima time - letters of protest 593
2008 | video projection
courtesy of the artist



JITSURO MASE — JAPAN

*1964
This work is a computer generated animation representing Tato prace je pocitacova animace predstavujici lidské cho-
human behavior with a cell phone, with a moving cube acting vani s mobilnim telefonem, pohybliva kostka se chova jako
like a living entity. Ziva entita.

m@terials
2008 | livecube (2-D), video on monitor
courtesy of the artist



KOJI MATSUMOTO — JAPAN
*1975

Nature and the city have formed a contrary relation for

a long time.

Nature has existed with no boundaries. The city has existed

as a delimitation of those boundaries.
The city is an aggregate of “architecture”.

Although “building” and “constructing” are not always the same

as “architecture”, all architecture begins with “construction”.

The stream of thought in architecture has shifted; from the
ancient idea of construction (the method = the style) to the

modern idea (the method = denial of the style).

| express this stream in the form of a collage as if the images

had flashed in sequence from the brain.

Vztah mezi prirodou a méstem je jiz dlouho protikladny.

Pfiroda existuje mimo hranice. Mésto existuje vymezenim

hranic.
Mésto je Uhrnem ,architektury®.

Ackoli se pojmy ,vystavba® a ,konstrukce® ne vidy shoduji

s ,,architekturou®, veskera architektura zaéina ,,stavbou*.

Tok mysleni v architektufe se odklonil od staré predstavy
o stavbé (metoda = styl) k modernimu pojeti (metoda = po-

pfeni stylu).

Vyjadruji tento tok formou kolaze, jako kdyby obrazy srsely

z mozku jeden za druhym.

method of construction
2008 | installation
courtesy of the artist




MOUHITORI — JAPAN
*1973 Tamaki Ono / * 1973 Kiyohito Mikami

The city of Onomichi, in which we now live, escaped bombing
during World War |l. Constructed with thin wooden poles,
the pre-war houses appear to be almost “instant houses”.
Because they were built on steep slopes, it is very difficult
to rebuild a house from its foundations. So, inhabitants tend
instead to continuously re-cover old surfaces or upgrade
their televisions, pretending not to notice the decay of the

inner structure.

Injured skin, scabbing, concealing memories.
As time passes, a scab naturally falls off, taking stories along
with it. The “scab” manifests itself in its appearance, which the

collective unconscious requires for the extended moment.

Mésto Onomichi, ve kterém dnes Zijeme, uniklo bombardo-
vani béhem druhé svétové valky. Predvale¢né domy, postave-
né z tenkych dievénych kald, vypadaji témér jako ,instantni
stavby“. Jelikoz byly postaveny na strmych svazich, je velmi
obtizné opravit je od zakladu. Jejich obyvatelé se proto misto
toho snazi nepretrzité obnovovat staré plochy v domech ¢i
vylepSovat své typy televizi, predstirajice, Ze nevnimaji rozklad

vnitini struktury.

Zranéna kuze, strupy, skryvani vzpominek.
Strup s postupem dasu prirozené odpadd, pri¢emz s sebou
odnasi pribéhy. ,,Strup se ukazuje ve své podobé, kterou ko-

lektivni nevédomi potiebuje pro tento prodlouzeny okamzik.

scab
2008 | installation
courtesy of the artist
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TOSHIHIRO NAKANOSAI — JAPAN
* 1964

phantom
2008 | paper works

courtesy of the artist



NOBUKA OTSUKA — JAPAN
*1973

Against a magenta background, two feminine figures, dressed
identically, look back at us; one of them begins to move,
coercing the other into actions which are semi dance-like and
semi-seductive. By the time we notice that one of themis a doll,
questions have arisen in our minds; is the dance a reflection
of outward desire, or is the figure narcissistically looking at
herself? The work blurs the distinction between fantasy and

reality, whilst maintaining an eerie sense of prescience.

Dvé Zenské, shodné obledené postavy se na nas ohlizeji na
purpurovém pozadi; jedna z nich se dava do pohybu, ¢imz
druhou prinucuje k pohybiim, které jsou ¢aste¢né podobné
tanci a ¢aste¢né svidné. Jesté nez si viimneme, Ze jedna z nich
je panenka, vyvstavaji v nasi mysli otazky: je tento tanec od-
razem touhy smérované navenek, nebo tato postava narcisis-
ticky sleduje sebe samou? Tato prace stira rozdil mezi fantazii

a realitou, pri¢emz zachovava tajuplny dojem jasnozfivosti.

lovers
2008 | video on monitor
courtesy of the artist




AKINORI SAKO — JAPAN
*1958

I've imaged and expressed this work because I'd like to give Tuto praci jsem vytvorila a vyjadrila, protoze bych chtéla na-

you fresh scenery. bidnout cerstvou scenérii.

colour of japan
2008 |paper works
courtesy of the artist



MALI SUZUKI — JAPAN
*1959

We wander through the void forest of the symbolic.
How terrific it is that we may suddenly encounter a house

made of sweets and bread.

lIt is seductive and mysterious that we should have lost, or
should have been looking for, the place we call “maternal

place” or “placeless place”.

linside there is a dark, dense, indecipherable almost-labyrinth.
There is nothing but what is “without form”; it is a place of

deathly jouissance, where meaning is distracted.

lIn order to get out of the house, we need a guide in the form of

a new kind of string that will lead us to the world of meanings.

Toulame se prazdnym lesem obraznosti.
Jak skvélé, Ze nahle miZeme narazit na dim z cukrovinek

a chleba.

Je lakavé a zahadné, zZe jsme ztratili ¢i hledali misto, kterému

fikdme “materské misto” anebo “misto bez mista”.

Uvniti je temné, husté, nerozlustitelné skoro-bludisté. Neni
zde nic nez to, co ,,nema formu®; je to misto smrtelné nebez-

pecné rozkose, kde je pozornost odlakana od vyznamd.

Abychom se dostali ven z tohoto domu, potiebujeme vo-
ditko ve formé nového typu provazku, ktery nas dovede

do svéta vyznami.

untitled
2008 | installation
courtesy of the artist




TERUHISA SUZUKI — JAPAN
*1956

grew up in a traditional home made of wood with room divi-
ders called shoji covered with Japanese paper; from my room
one could see the roof; the knots fell out of the old sliding
wooded shutters and many rays of light penetrated throu-
gh them; | awoke in front of the paper, almost a film screen,
daubed with horizontally inverted images from the outside,
which began to move with the floating clouds. They would
then alter the luminous texture of the images in a constant
and capricious game until they disappeared completely, or re-
appeared again; sometimes the images would begin to move
simply when a bird flew by.

| will use a dilapidated house for the installation of a shelter
in the shape of a snail-shell. The shelter is protected by bark
peeled from a dry chestnut tree. The inner surfaces are lined
with Japanese paper, which is waterproof, absorbs light and
adjusts moisture levels. The bark allows light rays to come
through, which project images onto the paper. In the twilight
of the shelter the paper becomes a film screen daubed with
inverted images from the outside which start moving when
the clouds start floating. These then alter the light-texture
of the images in a constant and capricious game, until they

disappear completely and reappear again.

Vyrostl jsem v tradi¢nim direvéném domé s posuvnymi dvermi
zvanymi $6dZi, potazenymi japonskym papirem; z mého po-
koje bylo vidét na stiechu; ze starych drevénych posuvnych
okenic vypadaly suky a prostupovaly jimi spousty svételnych
paprskd; probouzel jsem se pred papirovym, takika filmovym
platnem posetym zrcadlové prevracenymi obrazy zvenci, kte-
ré se davaly do pohybu spolu s plujicimi oblaky. Ty pak v ne-
pretrzité a rozmarné hi'e proménovaly svételnou texturu ob-
razl, dokud Gplné nezmizely nebo se znovu neobjevily; obrazy

se nékdy davaly do pohybu i s pouhym preletem ptaka.

Poutziji polorozpadly diim pro instalaci pristiesku ve tvaru hle-
myzdi ulity. PristfeSek je chranén klrou oloupanou ze seschlé-
ho kastanu. Vnitini plochy jsou potazeny japonskym papirem,
ktery je vodéodolny, pohlcuje svétlo a upravuje vlhkost. Kdra
propousti cetné svételné paprsky, které se promitaji na papir.
V pritmi pristiesku se papir stava filmovym platnem posetym
zrcadlové prrevracenymi obrazy zvendi, které se davaji do po-
hybu s plujicimi oblaky. Ty pak v nepretrzité a rozmarné hie
méni svételnou texturu obrazl, dokud UpIné nezmizi, nebo se

pak znovu neobjevi.

nobi 1994

shelter 2005

dome

2008 | video on monitor
courtesy of the artist




TOMOHIRO UESUGI — JAPAN
*1970

Tuvalu is a small island in the South Pacific.

About 10,000 habitants will lose their homes when global

warming causes a rise in sea level.

While we are dimly aware of this, it steals upon us with

overwhelming slowness.
Who pulled the trigger?
Has the trigger ever existed?

The same time will steal upon tomorrow as well.

Tuvalu je maly ostrov v Jiznim Pacifiku.

Zhruba 10 000 obyvatel prijde o své domovy, az se kviili glo-

balnimu oteplovani zvysi morska hladina.

Tuto zaleZitost vnimame jen matné, plizi se s neuvéritelnou

pomalosti.
Kdo stiskl spoust?
Existovala kdy viibec néjaka spoust?

Stejny ¢as se vplizi také do zitiku.

chapter 0, people of tuvalu
2005 | video projection
courtesy of the artist




VYSOCANSKY SJEZD



ARTISTS Yevgeniy Fiks, llya Budratskis and others
CURATOR Viktor Misiano

At the core of this art project is a reenactment of an actual
historical event: the 14th Congress of the Communist Party of
Czechoslovakia, known as the “Vysocany Congress.” We see
this event as a point of intersection of crucial historical, social,
and political meanings, which can serve as a point of departure

for raising issues that connect the present with events of 1968.

The 4th Congress of the Communist Party of Czechoslovakia
took place over the course of asingle day, on August
22nd, 1968 in the dining hall of the CKD Elektrotechnika
factory in Prague. The congress began under extraordinary
circumstances, on the second day of the invasion of the
Czechoslovak Socialist Republic by the Warsaw Pact armies.
By then, the leaders of the Czechoslovak government and
the Party, such as Alexander Dubéek, Oldrich Cernik, Josef
Smrkovsky and others had been interned in Moscow for
negotiations, which resulted in the signing of the so-called
“Moscow Protocol” on August 26th, and in turn laid ground for
the era of “normalization” in Czechoslovakia. Up until then, all
attempts of the representatives of the USSR and a pro-Soviet
group within the Communist Party of Czechoslovakia (KSC)
to form a “workers and peasants government” in the occupied
country proved to be unsuccessful, confronted by a decisive

opposition of the majority of Czechoslovak leaders.

UMELCI Jevgenij Fiks, llja Budratskis a dal3i
KURATOR Viktor Misiano

Jadrem tohoto uméleckého projektu je rekonstrukce skutecné his-
torické udalosti: XIV. sjezdu Komunistické strany Ceskoslovenska,
znamého jako ,,Vysocansky sjezd“. V této udalosti spatifujeme
prusecik zasadnich historickych, spolecenskych a politickych
vyznamQ, ktery mlze poslouZit jako vychozi bod pro otevieni

otazek spojujicich pritomnost s udalostmi roku 1968.

XIV. sjezd Komunistické strany Ceskoslovenska se odehral
b&hem jednoho dne, 22. srpna 1968, v jidelni hale zavodu CKD
Elektrotechnika v Praze. Sjezd byl zahijen za mimoradnych
podminek, den po vstupu armad statd Varsavské smlouvy do
CSSR. Celni predstavitelé ¢eskoslovenské vlady a Strany, Al-
exander Dubéek, Oldrich Cernik, Josef Smrkovsky a dal3i, byli
v této dobé internovani v Moskvé za Géelem jednani, ktera 26.
srpna vyvrcholila podepsanim tzv. ,moskevského protokolu‘
a nasledné polozila zaklad éFe ,,normalizace* v Ceskoslovensku.
Az do té doby viechny pokusy predstavitelt SSSR a prosovétské
frakce uvnit¥ Komunistické strany Ceskoslovenska ustanovit
v okupované zemi ,,déInicko-rolnickou vladu* selhaly tvari v tvar

rozhodnému odporu vétsi ¢asti ceskoslovenského vedeni.

V podminkach okupace cizimi vojsky, faktického svrzeni
legalné zvolené vlady av situaci vakua legitimni moci

skupina radikalnich reformatortt z vedeni KSC uinila

Under conditions of foreign occupation, de facto overthrow of
the legally elected government, and in a situation of a vacuum
of legitimate power, a group of radical reformers from the
KSC leadership made a decision to convene an emergency,
extraordinary congress of the Party. However, preparations
for the next Party congress, which was supposed to take place
in September 1968 to ratify the process of the rejuvenation of
the Communist Party and confirm the Party’s adherence to
the policy of building “socialism with a human face” (through
accepting a new Party program) began several months prior
to the tragic events of August 2Ist. However, the situation
brought about by the invasion did not leave any choice. Since
early morning of August 22nd delegates started to arrive at
the CKD factory in the industrial Prague district of Vyso&any.
At that point they were delegates of a practically illegal
congress. The atmosphere of the congress was extremely
tense — the possibility of its violent termination by soldiers
of the occupying forces seemed quite real to the delegates.
However, although the agenda of the congress was extremely
condensed and many delegates (especially from Slovakia)
were unable to reach Prague, the congress did take place
and played an extraordinarily important role in the events
of those days. The Vyso¢any Congress reconfirmed support
of the reforms by the overwhelming majority in the Party
as well as their loyalty to the leaders who personified those
reforms -- already taken by then to Moscow, Dubgek, Cernik,
Kriegel, and others were reelected into the leadership, while
the supporters of the invasion such as Indra and Bilak were
expelled. The congress decisively condemned the invasion of
the Warsaw pact armies and called for a symbolic one-hour
strike. However, the main political goal of the congress was
to reconfirm the legitimacy of the reformist leadership and
to prevent the formation of parallel, loyal to the occupants,

centers of power rather than to head a mass resistance.

rozhodnuti svolat mimoradny, vyjimecny sjezd Strany.
Pripravy pristiho sjezdu Strany planovaného na zaii 1968,
ktery mél schvalit proces omlazeni Komunistické strany
a potvrdit jeji vérnost politice budovani ,;socialismu s lid-
skou tvari“ (prijetim nového programu), ovSem zacaly
jiz nékolik mésicG pred tragickymi udalostmi 21. srpna.
Situace zplsobena invazi vSak nedavala na vybranou.
Od ¢asnych rannich hodin 22. srpna se delegati sjizdéli
do zavodt CKD v prazské pramyslové étvrti Vysocany.
V tuto chvili byli delegaty prakticky ilegalniho sjezdu. Sjezd
probihal v krajné napjaté atmosféfe — moznost, Ze bude
nasilné ukoncen vojaky okupacnich vojsk, se delegatim
jevila jako zcela realna. Nicméné i presto, Ze jeho program
byl krajné zhu$tény a mnozi delegati (pfedevsim ze Slov-
enska) nebyli schopni se do Prahy dostat, sjezd probéhl
a sehral v udélostech téchto dnli mimoradné vyznamnou
roli. Na Vysocanském sjezdu prevladajici vétsina ¢lent
Strany znovu potvrdila svou podporu reforem stejné
jako vérnost vid¢im predstavitelim, ktefi tyto reformy
ztélesnovali — v té dobé jiz do Moskvy odvezeni Dubcek,
Cernik, Kriegel a dal3i byli znovu zvoleni do vedeni, za-
timco stoupenci invaze Indra a Bil'ak byli vylouéeni. Sjezd
rozhodné odsoudil vstup armad Varsavské smlouvy a vyz-
val k symbolické hodinové stavce. Hlavnim politickym
cilem sjezdu oviem bylo znovu potvrdit legitimitu reform-
niho vedeni a predejit vzniku soubéinych center moci
loajalnich vic¢i okupantim, spiSe nez se postavit do Cela

masového odporu.

Ackoli na nékolik mésicl v zemi zavladlo obdobi restaurace
»radu®, potlaceni studentskych protestd, vnitrostranickych
Cistek a prechodu k ,normalizaci®, Vysodansky sjezd lze
skute¢né povazovat za ,,oponu“, za bezprostiedni milnik

»prazského jara“.



Although the period of restoration of “order,” suppression of
student protests, purges of opponents inside the Party, and
transition to “normalization” took the new leadership of the
country several months, the Vyso¢any Congress can indeed
be considered a “curtain,” an intermediate milestone of the

“Prague Spring.”

In the art project “Vyso¢any Congress,” consideration of the
legacy of the Vysocany Congress and the “Prague Spring” as
a whole is inseparable from the focus on the site of Vysocany
Congress -- the CKD factory, which used to be one of the
largest industrial production facilities in Central Europe and of
the Socialist bloc. The project focuses on the past and present
of the CKD factory as a case study of interconnections of
historical, social, and political issues of 1968 and post-1968.
The (dis)connection between the grand narrative of the
“Prague Spring” and the micro historical narrative of CKD
as told by the workers becomes a crucial sub-theme of

“Vysocany Congress.”

The “Vysocany Congress” project cannot be called historical
in the pure sense of the word. In the fabric of this free-form
historical reenactment, reading of excerpts from historical
documents is interweaved with interviews with participants of
the Vyso&any Congress and CKD workers recorded on video
as well as by personal statements made in real-time by artists,
activists, and workers. An open discussion with the audience
will conclude the event. We aspire not so much to a correct
reconstruction of the |4th Congress, rather attempting to

read it as a continuing social experience.

This connection/continuity can be expressed in the five items
proposed below for discussion and reconsideration, which

will in turn serve as a structure of the reenactment itself:

V ramci uméleckého projektu ,,Vysocansky sjezd* jsou tvahy
o odkazu Vysocanského sjezdu a celého ,prazského jara‘
neoddélitelné spjaty se zaostienim ohniska pozornosti na
misto konani Vyso&anského sjezdu — na zavody CKD, které
byly ve své dobé jednim z hlavnich stredisek primyslové vyro-
by ve stiredni Evropé a v socialistickému bloku. Zamérenim
na minulost a pfitomnost zivodt CKD projekt po vzoru
pripadovych studii zkouma vzajemné propojeni historickych,
socialnich a politickych otazek roku 1968 a obdobi po roce
1968. (Ne)spojitost mezi velkym pFibéhem ,,prazského jara‘
a mikrohistorii CKD, jak o ni vypravéji d&lnici, se stava zasad-

nim podtématem projektu ,,Vysoc¢ansky sjezd*.

Projekt ,,Vysocansky sjezd“ neni mozné nazvat historickym
v Cistém smyslu slova. V tkanivu této volné historické re-
konstrukce se vzajemné proplétaji Cetba vynatk( z histor-
ickych dokumentd, rozhovory s ucastniky Vysocanského
sjezdu a's délniky CKD zaznamenané na video, jakoz i os-
obni prohlaseni formulovana v realném case umélci, aktivisty
a délniky. Akci zakonci oteviena diskuse s publikem. Neusilu-
jeme ani tak o presnou rekonstrukei XIV. sjezdu, jako spise

o to pokusit se jej Cist jako trvajici socialni zkuSenost.

Tuto spojitost/kontinuitu je mozné vyjadFit v nasleduijicich
péti bodech k diskusi a Uvaze, které zaroven poslouzi jako

struktura samotné rekonstrukce.

I. Historicka pamét. Otazka paméti je pro nas neoddélitelné
spjata s otazkou Subjektu paméti. Narod, trida ¢i kolektiv
nachazeji svlj konkrétni vyraz béhem dnl a hodin rozhodu-
jicich historickych udalosti, jako byly srpnové dny roku 1968
v Praze. Co znamenaly ,,prazské jaro* a jeho program (jehoz
vyjadienim se stala rozhodnuti a duch Vysocanského sjezdu)

ve své dobé a co znamenaji dnes pro studenty, délniky, in-

I. Historical Memory. The question of memory for us
is inseparably connected to the question of the Subject
of memory. Nation, class, collective, find their concrete
expression during days and hours of decisive historical events,
such as the August 1968 days in Prague. What then was the
“Prague Spring” and its programme (which found expression in
the decisions and spirit of the Vysocany Congress) and what is
it today for students, workers, intellectuals, and artists? Who
can be called the main actors of the “Prague Spring”? Who
exactly realizes his/her right to the memory of Prague’s 1968

today and how do they do so?

2. Resistance. The Vysocany Congress was, without doubt,
an open declaration of resistance to the Soviet invasion and
violent termination of socialist reforms in the Czechoslovak
Socialist Republic. Events that followed — a one-hour strike,
street protests, student demonstrations in November 1968,
and finally, Palach’s self-immolation were characterized
by an open demonstration of disgust toward the forced
“normalization.” At the same time, the invasion was commonly
viewed as areality that cannot be changed. The Party
reformers feared “destabilization” and the ghost of the civil
war more than Brezhnev and his henchmen. So was resistance
really possible! And how can the question of resistance to
the new reality of capitalist “normalization” of the present be

approached today?

3. National/International. The support of the reforms and
subsequent mass street protests against the invasion had
a complex and contradictory character, which is reflected
among other things in the present-day views of the events of
the “Prague Spring.” So, was the “Prague Spring” more about
the pathos of defending national sovereignty or defending

social and democratic achievements! How in the context

telektualy a umélce? Koho je mozné oznacit za hlavni aktéry
»prazského jara“? Kdo presné a jak si dnes narokuje pravo na
odkaz Prazskych udalosti roku 1968?

2. Odpor. Vysocansky sjezd byl bezpochyby otevitenym
vyhlaSenim odporu proti sovétské invazi a nasilnému
ukonéeni socialistickych reforem v CSSR. Udalosti, které
nasledovaly — hodinova stavka, protesty v ulicich, student-
ské demonstrace v listopadu 1968 a nakonec Palachovo
sebeobétovani — se vyznacovaly otevienymi projevy ne-
chuti vGci nasilné ,,normalizaci“. Zaroven na invazi bylo
obecné pohlizeno jako na skute¢nost, kterou nelze zménit.
»,Destabilizace® a prizrak obcanské valky désily stranické
reformatory vic nez Breinév ajeho nohsledi. Byl tedy
odpor doopravdy mozny! A jak se da k otazce odporu vidi
nové skuteénosti pritomné kapitalistické ,,normalizace®

pFistupovat dnes?

3. Narodni/Mezinarodni. Podpora reforem a nasledné masové
uliéni protesty proti invazi mély sloZitou a rozpornou povahu,
kterou mimo jiné odrazeji dnesni nazory na udalosti,,prazského
jara“. Co tedy bylo ustiednim motivem ,,prazského jara“ — pa-
tos zachovani si narodni suverenity nebo obrana socialnich
a demokratickych vydobytkd? Jak dnes cist ceskoslovenské
reformy roku 1968 v kontextu dialektiky narodniho a mez-
inarodniho? Mél ¢eskoslovensky projekt ,,socialismu s lidskou

N Y1)

tvaFi* vic z Lenina nebo z Masaryka? A je tento projekt alter-
nativou k projektu narodniho burzoazniho statu, ktery je dnes
napliiovan v sou¢asné Ceské republice stejné jako v dalsich

postkomunistickych zemich?

4. Prace ajeji osud. Jednotné misto Vysocanského sjez-
du a nadeho projektu — zavody CKD — vyvolava dulezité

otazky o osobé pracujici/lho a jejim/jeho misté v projektu



of the national vs. international dialectics can the project
of 1968 Czechoslovak reforms be read today? What did
the Czechoslovak project of “socialism with a human face”
contain more of — Lenin or Masaryk? And is this project an
alternative to the project of national bourgeois state, which is
being realized today in contemporary Czech Republic as well

as in other post-Communist countries?

4. Labor and Its Fate. The site of both the “Vysocany
Congress” and our project — the CKD factory provokes an
important question about a person of labor and his/her place
in the project of the reformed socialism of 1968, about the
fate of workers as a social class in the Czechoslovak Socialist
Republic, today’s Czech Republic, and the contemporary
global world as a whole.

5. Socialism and a Possibility of Alternative. Today’s Czech
Republic as well as other countries of the “New Europe”
remain a site of a heated struggle for the history of the second
half of the 20th Century. The question that society is faced
with today can be phrased as follows: does the communist
era have the right to remain part of national history? It’s clear
that the ruling elite, oriented in the direction of Euro-Atlantic
integration, inconspicuously gives a negative answer to this
question. The “Prague Spring,” as a very short historical period
(2 quality that predefined its nature as invariant), doesn’t fit
in the forced opposition of totalitarianism vs. democratic
capitalism. What'’s the significance of “socialism with a human
face” today? Was it indeed a real social alternative in 1968?

Can it become such an alternative in the future?

Yevgeniy Fiks, llya Budratskis, Viktor Misiano

reformovaného socialismu roku 1968, o osudu dé&lnika
jako spoletenské titidy v CSSR, v dne3ni Ceské republice

a v soucasném globalnim svété jako celku.

5. Socialismus a moznost alternativy. Dnesni Ceska republika
stejné jako dalsi zemé ,,Nové Evropy“ je mistem trvajiciho
vasnivého zapasu o déjiny druhé poloviny 20. stoleti. Otazku,
které dnes spolecnost celi, Ize formulovat takto: ma komuni-
sticka éra pravo zistat soucasti narodnich dé&jin? Je jasné, ze
vladnouci elita orientovana smérem k euro-atlantické integra-
ci potichu dava na tuto otazku zapornou odpovéd. ,,Prazské
jaro“ jako velmi kratké historické obdobi (tato vlastnost
piedurcila jeho celistvou povahu) nezapada do vnucené opo-
zZice totalitarismus vs. demokraticky kapitalismus. Jaky vyznam
ma ,,socialismus s lidskou tvati* pro dnesek? Byl v roce 1968
readlnou socialni alternativou? Mohl by se stat takovouto alter-

nativou v budoucnosti?

Yevgeniy Fiks, llya Budratskis, Viktor Misiano

Alexander Dubéek visiting CKD Elektrotechnika | January 1968
Alexander Dubéek na navitévé zavodu CKD Elektrotechnika | leden

1968
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delegates arriving at CKD Elektrotechika for the 14th Extraordinary Congress of KSC | August 22, 1968 zaméstnanec CKD Elektrotechnika pan Sercl, ktery v zivodé pracoval roku 1968 do roku 1989
delegati mimoiadného XIV. sjezdu KSC prichazeji do CKD Elektrotechnika | 22. srpna 1968 Mr. Sercl, who worked at CKD Elektrotechnika from 1968 until 1989



Jaroslav Sabata, one of the key reformist delegates of the Vyso¢any Congress | in the 1970s he spent several years in prison,
he became a signatory and spokesperson for the human rights petition Charta 77

Jaroslav Sabata, jeden z kli¢ovych reformnich delegati Vysocanského sjezdu | v 70. letech stravil n&kolik let ve vézeni, stal se
signatafem a mluv¢im Charty 77

Vének Silhan, profesor Vysoké dkoly ekonomicke, ktery Fidil Vyso&ansky sjezd
Vének Silhan, a professor at the University of Economics who chaired the Vyso&any Congress



ALTERNATIVNIi REVOLUCE



ALL THAT IS SOLID MELTS INTO AIR —
VSE PEVNE SE ROZPOUSTIi VE VZDUCHU

CURATED by Blanca de la Torre

“To be modern is to be part of a universe in which, as Marx said,
all that is solid melts into air.”

Marshall Bergman. All That Is Solid Melts Into Air: The Experience
of Modernity (1982)

Without wanting to wander into the obsolete, deciduous
discourse of the dichotomy modernism—postmodernism,
| wish to mention that if for any reason | became interested
in American writer and philosopher Marshall Berman and his
ideas about modernity, it was because the absolute lack of self-
criticism of the Po Mods, and the idea that it is impossible to
speak the truth about anything except what they categorically

state, exasperates me.

Absorbing Berman’s ideas about understanding modern
society in an open way, | take the challenge — bragging about
appropriation also characteristic of modern times — to apply
his core ideas to the concept of revolution, understanding
it in a more expansive, ambiguous way. Therefore, all sorts
of political, intellectual, social, and quotidian revolutions
can be seen as part of the same dialectical process, and
creative interplay can be developed among them. This way of
understanding alternative revolutions, such as understanding
modern culture in the past or the present second modern

revolution or hypermodernity — as Lipovetsky would recall

KURATORKA Blanca de la Torre

Byt moderni znamena byt soucasti vesmiru, ve kterém —
reCeno s Marxem — vSe pevné se rozpousti ve vzduchu.” Mar-
shall Berman. Vse pevné se rozpousti ve vzduchu: zkuSenost
Moderny (1982)

Aniz bych méla v umyslu zabfednout do zastaralé, opadavé
rozmluvy o dichotomii modernismu-postmodernismu, chtéla
bych se zminit o tom, Ze jestli existuje néjaky ddvod, proc
mé zaujal americky spisovatel a filozof Marshall Berman a jeho
myslenky o moderné, byla to skutecnost, Ze mé rozciluje ab-
solutni nedostatek sebekritiky ze strany postmodernistd (Po
Mods) a jejich predstava, Ze neni mozné Fici pravdu o ni¢em

kromé toho, co oni sami kategoricky konstatuji.

Mym zamérem je vsti‘ebat Bermanovy myslenky o otevieném
chapani moderni spoleénosti a prijmout vyzvu — vychloubani
se apropriaci je také charakteristickym rysem moderni doby —
aplikovat jeho Ustredni myslenky na koncept revoluce, ktery
pojimam obsirnéji a viceznacnéji, nez tomu obvykle byva.
Vselijaké politické, intelektualni, spolecenské a kazdodenni
revoluce tak mohou byt vnimany jako soucasti stejného diale-
ktického procesu a mohou na sebe vzidjemné pulsobit. Tento
zplsob chapani alternativnich revoluci, stejné jako chapani
moderni kultury v minulosti ¢i sou¢asné druhé moderni rev-

oluce ¢&i hypermodernity — jak by ekl Lipovetsky — dava smysl,

— make sense if we want to find a source of nourishment for
life. At the same time, this drive to live is especially important
if we think about how much social, political, and economic
spheres have changed - the biggest concerns for revolution
today cannot be solved by taking a rifle, jumping into the street
and singing a revolutionary anthem. Instead, revolution can be
viewed as a struggle to make ourselves at home in a constantly
changing world, where no single mode of philosophy can ever
be definitive. This exhibition therefore encompasses a series
of works that could be seen as subverting the classical concept

or behavior of Revolution.

According to historian and social critic Michael Seidman,
consumer society [has] effectively smothered revolution
while integrating hedonism. The following artists exhort
a smooth hedonist feeling in their work while implicitly
injecting a subtle spirit of revolution. In some cases the artists
themselves are the protagonists, such as Ana Prvacki cleaning
public money in a UBS lobby, Eugenio Ampudia spending the
night sleeping at the Prado Museum under Goya’s painting
The Execution of the Rebels of 3rd of May, or Cristina Lucas
questioning and striking Michelangelo’s sculpture of Moses. In
other works, the artists collaborate with common people and
the subversive element is enhanced by music as in Katarina
Dzjelar and Johanna Billing’s videos. Montse Arbelo and Joseba
Franco give their perspective through virtual reality, while the
battle of Brody Condon’s protagonists is against their own
adolescence, revealing their fears about the experimentation
of life. Sometimes the metaphorical character of revolution is
stronger, and the struggle is a horde of flies hovering above
the body of a praying Muslim woman in Jenny Marketou’s
video; or it is ironically played through in PSJM’s advertising-
campaign video of abrand they created and registered.
In Avelino Sala’s work, dogs devour the word CULTURE

paklize chceme najit Zivnou pddu pro Zivot. Tato hnaci Zivotni
sila je zaroven velmi dllezita, zamyslime-li se nad tim, jak moc
se socialni, politické a hospodarské sféry zménily - nejvétsi
revolu¢ni otazky dnes nemohou byt vyreSeny tim, Ze nékdo
do ruky vezme pusku, vybéhne na ulici a zazpiva revolucni
hymnu. Na misto toho Ize vnimat revoluci jako Usili smérujici
k tomu, abychom se citili jako doma ve svété, ktery se neu-
stale méni a ve kterém nemUze byt Zadny filozoficky smér
pokladan za zcela definitivni. Tato vystava proto zahrnuje sérii
praci, které Ize vnimat v tom smyslu, Ze podvraceji klasicky

koncept, ¢i chovani, Revoluce.

Slovy historika a spole¢enského kritika Michaela Seidmana -
konzumni spolec¢nost v podstaté zadusila revoluci, zatimco
integrovala hédonismus. Umélci v této sekci nas nabadaji
k uhlazenému pozitkarstvi a zarover do néj implicitné vnaseji
rafinovany duch revoluce. V nékterych pripadech jsou umélci
samotni protagonisty svych uméleckych dél, napfriklad Ana
Prvacki, ktera Cisti penize ve vestibulu banky USB, Eugenio
Ampudia prespavajici v muzeu Prado pod obrazem Poprava
vzbourenct 3. kvétna 1808, & Cristina Lucas, ktera zpovida
a udefuje Michelangelovu sochu Mojzis. V jinych dilech spo-
lupracuji umélci s obycejnymi lidmi a podvratny prvek je
umocnén hudbou, jako v pripadé videi Katariny Dzjelar a Jo-
hanny Billing. Montse Arbelo a Joseba Franco svij pohled
zprostiedkuji virtudlni realitou, zatimco boj protagonistl
v dile Brodyho Condona je namiren proti vlastnimu dospivani
a odhaluje jejich obavy o experimentalni povaze Zivota. Jinde je
siln€jsi metaforicka povaha revoluce. Ve videu Jenny Marketou
se symbolem zapasu stava mra¢no much poletujici nad télem
modlici se muslimské zeny. Clenové umélecké skupiny PS|M
otazku spolecenského zapasu ironizuji ve svém reklamnim vi-
deu propagujicim obchodni znacku, kterou si sama vytvorili

a zaregistrovali. V praci Avelina Sala jsou hlavnimi postava-



written on the ground with piles of meat, and David Maroto
establishes a performing game that immerses the public in
a tournament over the course of three days. (Editor’s Note:
David Maroto’s work is included in the Special Projects

section of the catalogue).

Somehow the artists are all trapped in their own commitment,
and all of them envision some kind of masked anarchy,
a subversive and courageous resistance. They do not claim
that things will change but instead demonstrate that change
is possible. These alternative revolutionaries, or visionaries,
somehow clear a path, a twist of vision with plenty of freedom,
criticism, and elegant eccentricity. The artists could all be part
of a culture of resistance, irrespective of their actual efficacy

as instruments of revolution.

Further, hesitating to convince the viewer with their personal
statement gives the artists more legitimacy and consistency,
making their work converge in the point where Art is Praxis,
a dimension that can only be achieved by renouncing persuasion
and, as Adorno stated, working not by haranguing but by the

scarcely apprehensible transformation of consciousness.

Therefore, the exhibition is presented as a subtle quotidian
uprising, which might betray a pretentious idealism or
a suspicious naiveté, but probably it’s the best position to take

in these cynical times.

Blanca de la Torre

mi psi, ktefi pozZiraji slovo KULTURA, vyobrazené na zemi
hromadkami masa a dilo Davida Maroto spociva v usporadani
turnajové hry, do které po dobu t#i dnl zapoji festivalové pub-
likum. (Poznamka editora: prace Davida Marota je v katalogu

uvedena v sekci Specialni projekty).

Kazdy umélec v této sekci je urcitym zplisobem v pasti své
vlastni angaZzovanosti a vSichni si pfedstavuje néjaky druh mask-
ované anarchie, podvratného a odvazného odporu. Netvrdi,
Ze se véci zméni, ale misto toho ukazuji, Ze zména je mozna.
Tito alternativni revolucionari, ¢i vizionafi, jaksi odstranuji
prekazky a pozménénim podhledu vytvareji cestu, na které je
dostatek svobody, kritiky a elegantni vystfednosti. Umélci by
vSichni mohli byt soucasti kultury vzdoru, bez ohledu na jejich

skute¢nou ucinnost v roli revoluénich nastroju.

Vahani téchto umélct presvédcovat divaka svymi osobnimi
tvrzenimi jim navic pridava na legitimité a ddslednosti, ¢imz se
jejich prace sblizuji v bodé, kde se z Uméni stava Praxe. Tohoto
rozméru lze dosahnout pouze zireknutim se presvédcovani a,
jak Fekl Adorno, pracovanim nikoli formou kazani, ale témér

nepostizitelnou preménou védomi.

Vystava je proto prezentovana jako rafinované povstani
vSedniho dne, které mozna prozradi namysleny idealismus i
podezielou naivitu, ale ve vsi pravdépodobnosti je nejlepsim

postojem v této cynické dobé.

Blanca de la Torre



ANA PRVACKI — SERBIA /SINGAPORE
*1976

In 2003, Prvacki founded Ananatural Production, an
innovation and lifestyle consultancy that combines
conceptual concerns, contemporary issues and various

methods of communication.

In At the tips of your fingertips (towards a clean money
culture), Ana Prvacki set up a money cleaning service
within the context of a global bank in order to cleanse and
purify banknotes using specially branded wet wipes. Every
day, people stood in line to have their money cleaned
by the artist. As another way of exploring the aesthetics
of consumer goods and following her obsession with
cleanliness, Prvacki provided her clients with money fresh
enough to use as a face wipe, performing the cleaning ritual
with painstaking care, gentleness and tactfulness. Over the
duration of the piece about 4000USD was laundered and

much was learnt about money.

The paradox arises when we ponder about the context: an
UBS lobby, which contaminates the money as soon as it’s

received by its owner.

V roce 2003 zalozZila Ana Prvacki spole¢nost Ananatural
Production, inova¢ni a lifestylovou poradnu, ktera se zabyva
konceptualnimi otazkami, soudobymi problémy a rtznymi

zplsoby komunikace.

V ramci dila At the tips of your fingertips (towards a clean
money culture) - Na $pi¢kach tvych prstd (za &istou penézini
kulturou) - ztidila Ana Prvacki sluzbu na cisténi penéz v kon-
textu globalniho bankovniho domu. Bankovky ocistovala po-
moci specialnich znackovych vlhéenych ubrouskd. Kazdy den
cekali lidé ve fronté, aby jim umélkyné odistila penize. V ramci
zkoumani estetiky spotiebniho zboZi a v navaznosti na svoji
posedlost Cistotou, Prvacki svym klientim vracela penize tak
Cisté a svézi, Ze se daly pouzit jako hygienické ubrousky. Ritual
ocisténi pritom provadéla s horlivou péci, néhou a ohledupl-
nosti. B€hem trvani projektu tak bylo vyprano zhruba 4000

USD a bylo zjisténo mnoho podnétného o penézich.

Paradox vznika ve chvili, kdy se zamyslime nad kontextem:
tim je vestibul banky USB, kde jsou penize kontaminovany ve
chvili, kdy je prebira jejich vlastnik. Akt ¢iSténi proto nabira
dalsi, docasny a takika mysticky rozmér a dilo se ve své ab-

surdité stava ¢inem poetické vzpoury

at the tips of your fingertips (towards a clean money culture)

2007 | one channel video installation, | min 20 sec
courtesy of the artist

Monay
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AVELINO SALA — SPAIN
*1972

Avelina Sala’s focus roams across a wide, yet intense and fertile
territory, defined by a conceptualization of the eminently
autobiographical as a reflection on the contradictions inherent
totheartist’s role in contemporary society, an issue he explores
in his installations. Post Romantic ideas and resistance topics,
the antihero, drama, crisis about contemporary society are
also included in his work.

Sala’s video shows astarving pack of hounds devouring
minced meat piled in lines on the ground that spell the word
CULTURE, symbolically breaking the taboo that prohibits
eating a totemic animal, or setting in motion the archaic
clan ritual of punishing anyone who does so with ceremonial
immolation. The world culture itself can be considered highly
carnal, and the meat gives it the metaphorical dimension of an
edible product. The protagonists, dogs from a kennel, squalid
and orphaned, devour and spew out the bait of culture offered

to them, and by extension to all of us.

Prace Avelina Saly se pohybuje po Sirokém, ale Urodném uze-
mi vymezeném neobydejné autobiografickou konceptualizaci
odrazejici rozpory, které prirozené vychazeji z role umélce
v soucasné spoleénosti. Sala tyto otazky zkouma ve svych in-
stalacich. Jeho prace se dale zabyva postromantickymi myslen-
kami a tématy spojenymi s odporem, antihrdinstvim, drama-
tickym dénim a krizi dnesni spole¢nosti.

Salovo video zobrazuje smecku hladovych pst pozirajicich
hromadky mletého masa, které na zemi vytvareji slovo KUL-
TURA. Dochazi k symbolickému poruseni tabu, jez zakazuje
jist totemova zvirata, ¢i k podniceni archaického klanového
ritualu trestajiciho kohokoli, kdo tabu porusi, obfadnim upa-
lenim. Samotné slovo kultura Ize povazovat za velmi télesné
a maso mu dava metaforicky rozmér jedlého produktu. Pro-
tagonisté videa, Spinavi a opusténi psi z Gtulku, hltaji maso
a davi se navnadou kultury, ktera jim je nabizena — a potaz-

mo vlastné nam viem.

culture
2008 | one channel video installation, 2 min 5 sec
courtesy of the artist and Espacio Liquido Gallery, Gijén, Spain




BRODY CONDON — US
*1974

For over a decade, Brody Condon’s work has focused on the
relationship between fabricated worlds and lived experience.
Condon’s work is notable for its seminal influence on the re-
purposing of existing games or game structures to create
sculpture, performance, and video/software installation.
Extending the software hacking logic learned directly from
on-line subcultures, the work often appropriates and then
modifies historical events, other artworks, and recent
cultural artifacts.

Without Sun is acollection of found performance
documentation from the Internet which creates a 15 minute
pseudo-narrative focused on the exterior surface of the
projection of self into visionary worlds. Named after the
classic Chris Marker video Sans Soleil, the work combines
footage of several individuals on a psychedelic substance. The
clips were posted on YouTube, and Condon montaged them,
overlapping sound and image. In an only-apparent slackness
and deliberately slovenly style, Condon explores the rebellion
of adolescence with its feelings of fake self-security and the

struggle for a sense of clarity.

Prace Brodyho Condona je jiz déle nez deset let zamérena
na vztah mezi vykonstruovanymi svéty a prozitou zkusenosti.
Jeho dila jsou vyzna¢na svym zasadnim vlivem na objevovani
novych zplsobU vyuZiti jiZ existujicich her a hernich struktur,
se kterymi vytvari sochy, performance a video/softwarové in-
stalace. Rozsifuje do jinych oblasti logiku hackerstvi, s niz se
obeznamil pfimo v prostiedi webovych subkultur, a ve svych
pracich si ¢asto privlastfiuje a nasledné modifikuje historické
udalosti, jina umélecka dila a soucasné kulturni artefakty.

Without Sun (Bez slunce) je sbirka obrazovych dokumentaci
nalezenych na internetu, ktera vytvari |5minutovy pseudo-
pribéh zaméreny na vnéjsi povrch sebe-projekce do vizio-
narskych svétd. Tato prace, pojmenovana po klasickém videu
Chrise Markera s nizvem Sans Soleil, kombinuje obrazové
zaznamy chovani nékolika jedincG pod vlivem psychedelické
drogy. Umélec tato videa nalezl na YouTube a vytvoril z nich
sestiih s prekryvajicim se zvukem i obrazem. Stylem, ktery je
jen zdanlivé laxni a zimérné ledabyly, zkouma Condon vzpou-
ru dospivajicich lidi, kterou doprovazeji pocity falesné sebejis-

toty a zapas o srozumitelnost Zivota.

without sun
2008 | one channel video installation, 15 min 27 sec

courtesy of the artist and Virgil the Voldere Gallery, New York




CRISTINA LUCAS — SPAIN
*1973

Cristina Lucas’ work is about how artificial identities are
constructed and how it is possible to undermine the myths
of social conventions such as political borders, languages,
religions and, last but not least, art. The tool used is to simply
take the logic contained in them to the extreme.

When Michelangelo completed his Moses statue, it was so
life-like that he hit it and ordered it to speak. Here, Lucas
goes so far as to tread in the footsteps of the sculpture’s
master in a final attempt to elicit the mystery of creation
from his genius. We see Lucas approaching Michelangelo’s
gigantic figure of Moses, hammer in hand, in search of the
truth with a gesture of rebellion and a certain degree of
arrogance. We don’t know if the sculpture talked, and if
so, what Moses said. Every historian would have lots of
questions that if answered could divulge a great deal. Lucas
assumes the role of a messiah, posing questions, striking
at and even breaking the statue in order to reveal these
secrets to the world. The Renaissance concept of man
as the structure and measure of the universe contrasts
with our current society marked by the representation of
destruction. Lucas takes up this challenge, defying not only

her own myth, but the whole History of Art.

Prace Cristiny Lucas se zabyvd konstruovanim umélych
identit a zpUsoby, jakymi Ize podkopavat myty spoleden-
skych konvenci, jako jsou politické hranice, jazyky, nabo-
Zenstvi a v neposledni fadé uméni. Nastroj, ktery k tomu
pouziva, spociva jednoduse v tom, Ze logiku v nich obsaze-
nou dohani do extrémd.

Kdyz Michelangelo dokoncil svou sochu Mojzise, byla natolik
realisticka, Ze ji udefil a rozkazal ji, aby promluvila. V tomto
dile se Lucas odvazuje nasledovat ve stopach mistra sochare
a udinit posledni pokus o zjisténi zahady tvoreni z jeho genialni
prace. Vidime Lucas, jak prichazi k obrovské sose Mojzise od
Michelangela s kladivem v ruce; hleda pravdu s gestem, které
je vzpurné a vykazuje znamky arogance. Nevime, jestli socha
promluvila a pokud ano, co fekla. Kazdy historik by mél pro
Mojzise spoustu otazek a pokud by promluvil, jeho odpovédi
by jist€é mnohé osvétlily. Lukas si osobuje roli mesiase, pokla-
da otazky, udefi a dokonce rozbije sochu, aby tato tajemstvi
odkryla a zprostredkovala svétu. Renesancni koncept ¢lovéka
jakozto strukturniho prvku a méfitka vesmiru je v rozporu
s nasi dnesni spole¢nosti poznamenanou zobrazovanim niceni.
Lucas prijima tuto vyzvu a vzdoruje nejen svému vlastnimu

mytu, ale celym dé&jindm uméni.

talk
2008 | one channel video installation, 6 min
courtesy of the artist




EUGENIO AMPUDIA — SPAIN
*1958

Ampudia is known not only for his Internet-based projects
and his complex video-installations, but also as an independent
curator. His work critically investigates the idea of the artistic
process itself, questioning the meaning of the artwork and the
classic mechanisms of promotion and interpretation of it.

Where to sleep. Goya is constructed from a minimal gesture:
sleeping inside a museum, an act that is historically understood
as being illegal and subversive. The apparent banality of this daily
gesture conceals a political position and a resistance towards
certain social fictions or conventions. Ampudia thus proposes
a reformulation of our acceptance to live governed by certain
attitudes, employing simplicity and iteration (this work forms
a part of a wider series) to reexamine the way that the individual
relates to public space. By sleeping inside the Prado Museum
and under the painting The Executions Of The Rebels of the
3rd of May by Francisco de Goya, both of which are emblems
of Spain, Ampudia raises questions regarding the construction

of social space and the struggle against conventions.

Eugenio Ampudia je zndmy nejen svymi internetovymi pro-
jekty a komplexnimi videoinstalacemi, ale také jako nezavisly
kurator. Jeho prace kriticky zkoumaji ideu samotného umé-
leckého procesu, zpochybriujice vyznam uméleckého dila
a bézné mechanismy jeho propagace a interpretace.

Prace Where to sleep. Goya. (Kde spat. Goya) je vystavé-
na z minimalistického gesta: spani v muzeu, z ¢inu, ktery je
z historického hlediska vniman jako nelegalni a podvratny.
Zdanliva banalita této kaZdodenni cinnosti skryva politické
stanovisko a odpor vi¢i nékterym spolec¢enskym fikcim ci
konvencim. Ampudia tak navrhuje preformulovani nasi ochoty
Zit pod nadvladou danych postojil a s pouzitim jednoduchosti
a opakovani (dilo je soudasti SirSiho cyklu) pfezkoumava zpl-
sob, jakym jedinec vytvari svlj vztah k verejnému prostoru.
PFespanim v muzeu Prado pod obrazem Poprava vzbourenct
3. kvétna 1808 od Francesca de Goyi — coz jsou dva symboly
Spanélska — vznasi Ampudia otazky tykajici se konstruovani

spoleéenského prostoru a boje proti konvencim.

where to sleep. goya
2008 | one channel video installation, | min 51 sec
courtesy of the artist and Max Estrella Gallery, Madrid, Spain




JENNY MARKETOU — GREECE
*1954

Jenny Marketou’s work has never emerged committed to
a style, rather it builds open communication systems and
social contexts for expression. She is interested in social
networks and modes of production in order to create visual
experiences and new forms of representation, endeavouring
to visualise things that are not in themselves visual.

This video is inspired by Mark Twain’s text The War Prayer,
a highly critical response to the Philippine-American War that
was rejected for being considered sacrilegious. Marketou
establishes a parallelism between the atmosphere then and the
climate created by the unjustified Irag War and the associated
blaze of patriotism. The camera focuses on a Muslim woman
praying, transforming her into an abstract decayed being while
written text from The War Prayer appears and dissolves over
her body. The irony is that the praying is diffused and violated
by the invasion of a domestic housefly, which hovers all over
her body. Anchoring the visual content with the annoying
sound of the fly, and juxtaposing it with text from Twain’s
work, Marketou explores the human being in the familiarity
of the act of her faith, while reducing her to the basic and
primal condition of her existence: that of a victim of poverty,

violence, decay and death.

Prace Jenny Marketou se nikdy nevyvinula jako stylisticky vy-
hranénj, spiSe se zabyva vytvarenim otevienych komunikaé-
nich systéma a spolecenskych kontextli pro umélecké vyjad-
Feni. Zajima se o socialni sité a vyrobni postupy se zamérem
vytvaret vizualni zazitky a nové formy ztvarnéni, pricemz usi-
luje o vizualizaci véci, které samy o sobé& nejsou vizualni.

Toto video je inspirovano textem Valecna motlitba, ktery
napsal Mark Twain jako ostie kritickou reakci na filipinsko-
americkou valku. Text nebyl ve své dobé zverejnén, protoze
byl povazovan za svatokradez. Marketou zaklada paralelismus
mezi tehdejSimi poméry a klimatem vytvofenym neopravné-
nou valkou v Iraku provazenou vzplanutim patriotismu. Ka-
mera sleduje modlici se muslimskou Zenu, ktera se promériuje
v abstraktni, rozkladajici se stvoreni, zatimco se na obrazovce
objevuije text z Vale¢né modlitby a rozpousti se nad jejim té-
lem. Ironicky moment vytvari moucha, ktera vnikne do obrazu
a poletava kolem téla modlici se Zeny, ¢imz rozptyluje a naru-
Suje modlitbu. Zakotvenim vizualniho obsahu otravnym zvu-
kem mouchy a jeho propojenim s Twainovym textem Marke-
tou zkouma lidskou bytost v bézné situaci, kdy vyjadiuje svoji
viru, a redukuje ji na zakladni a prvotni stav jeji existence jako

obéti chudoby, nasili, rozkladu a smrti.

war prayer
2008 | one channel video installation, 4 min

courtesy of the artist and Anita Beckers Gallery, Frankfurt, Germany




JOHANNA BILLING — SWEDEN
*1973

Johanna Billing’s work has consistently shown an engagement
in the functioning of individuals, an engagement that naturally
includes the way a person lives his or her own life in the gap
between individual and collective situations. In the context
of her projects, where the collective often is referred to
as a positive and powerful force, Johanna Billing asks the
participants to act as themselves and thereby contribute
their experiences via a mixture of scenes, both staged and
documentary in form.

Based on a film and live music project, You Don’t Love Me
Yet is a bittersweet convergence between the individual and
the audience whose catalyst is the 1980s pop song, You Don’t
Love Me Yet by Roky Erickson. The project commenced in
October 2002 and more than twenty singers, soloists and bands
have participated. Roky Erickson’s song was covered again
and again and repeated in a wide variety of interpretations,
each reflecting the participants’ own personal style. One
performance was followed by another in what increasingly
came to resemble a tragicomic, manic litany about the social

demands that weigh heavily on people.

Dila Johanny Billing trvale vykazuji znamky jeji angazovanos-
ti v ¢innosti jedincl, angaZovanosti, ktera prirozené zahrnuje
zplisob, jakym lidé Ziji své Zivoty v mezef'e mezi individualnim
a kolektivnim stavem. Ve svych projektech, kde je na spole-
censtvo Casto poukazovano jako na pozitivni a mocnou silu,
Zada Johanna Billing Ucastniky, aby vystupovali sami za sebe
a tim do dila prispéli svymi zkuSenostmi prostiednictvim riz-
nych scén, hranych i dokumentarné zaznamenanych.

Dilo You Don’t Love Me Yet (Je$té mé nemilujes), které
vychazi z filmu a Zivého hudebniho projektu, je sladkobol-
nym sbliZovanim jednotlivce a publika, jehoz katalyzatorem
je stejnojmenna popova pisen Rokyho Eriksona z 80. let mi-
nulého stoleti. Projekt byl zahajen v Fijnu 2002 a zG¢astnilo
se jej vice nez dvacet pévcq, solistd a skupin. Znovu a znovu
byly vytvareny coververze pisné Rokyho Ericksona a opako-
vany v mnoha rlznych interpretacich, z nichz kazda odraze-
la individualni styl jednotlivych Géastnikd. Jedno provedeni
nasledovalo druhé, pri¢emz se vysledek stile vice podobal
tragikomické litanii o spolecenskych pozadavcich, které tak

vyrazné zatézuji kazdého ¢lovéka.

you don’t love me yet
2003 | one channel video installation, 7 min 43 sec
courtesy of the artist and Kavi Gupta Gallery, Chicago, US




KATARINA ZDJELAR — SERBIA/NETHERLANDS
*1979

Katarina Zdjelar is interested in the process of becoming in
all its physically manifest uncertainties — in the attempts to
perfect one’s performance as well as in the production of
a collective out of singular voices.

The artist worked with an amateur choir in Northern
Norway, which she gave the impulse to sing the Beatles
song Revolution. The piece opens up questions concerning
the legacy of the revolutionary events of 1968, but also asks
how one can engage in conversation if the other partner in
dialogue is not interested in taking part and is indifferent
towards a certain subject. The protagonists of the video are
normal people living a bourgeois-like life in a prosperous
western society. In the video, Zdjelar catches them singing
intimately about a revolution they didn’t really participate in,
but, through the mere act of singing they are consciously or
unconsciously being part of it, irrespective of its ideology.
They are reconstructing that fight and turning it into their own
quotidian one, the struggle of the everyday in their modern
lives. In addition, another element of struggle arises, the one of
the hesitations of the protagonists trying to follow the words of

the composition, in which they sometimes get lost.

Katarinu Zdjelar zajima proces stavani se nékym ¢i né¢im, se
vSemi jeho fyzicky se projevujicimi neurcitostmi — at uz ve
snaze zdokonalit vlastni vykon, anebo pfi vytvareni kolektivu
z jedine¢nych hlast.

Umélkyné spolupracovala s amatérskym péveckym sborem
v severnim Norsku, dala mu podnét k nazpivani pisné Revolu-
tion (Revoluce) od skupiny Beatles. Prace otevira problemati-
ku odkazu revolu¢niho déni v roce 1968 a také klade otazku,
jakym zplGsobem lze vést rozhovor, paklize jeden z partnert
v dialogu nema zajem se ho Gcastnit a urcité téma je mu lhos-
tejné. Protagonisté videa jsou normalni lidé Zijici malomés-
tackym Zivotem v prosperujici zapadni spole¢nosti. Zdjelar je
ve videu zachycuje v neformalnich okamzicich b&hem nacvi-
covani a zpévu pisné o revoluci, které se vlastné nezicastnili,
ale védomé c¢i nevédomky se stavaji jeji soucasti jiz tim, Ze
o ni zpivaji, bez ohledu na jeji ideové pozadi. Provadéji rekon-
strukci tehdejsiho zapasu a prrevadéji jej do podoby vlastniho
kazdodenniho boje, do zapasu, ktery se dennodenné odehra-
va v jejich modernich Zivotech. Navic je zde prFitomen jesté
jeden prvek zapasu, patrny v rozpacich protagonist( pfi snaze

sledovat text pisné, ve kterém se obcas ztraceji.

everything is gonna be
2008 | one channel video installation, 3 min 35 sec
courtesy of the artist
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MONTSE ARBELO AND JOSEBA FRANCO — SPAIN
*1966 / * 1956

Montse Arbelo and Joseba Franco consider themselves to
be multidisciplinary nomadic artists taking an international
artistic pathway. Their area of experimentation focuses on the
changes of social paradigms and the continuous reformulation
of an individual as a free person in such a changeable world.
War —violence —is a personal decision by one party exercised
with the objective of dominating the other party. Arbelo and
Franco show how the desire to impose one’s own culture on
everyone else has been a constant element among individuals
and groups. This situation is constantly aggravated by the
different degrees of control over technology and energy
resources. The victims are always victims, and the tyrants are
never innocent. Visitors will not have a single point of view,
they will have to make distinctions and position themselves,
strip themselves of their own identities in order to encounter
“the others”, the thousands of characters who come to life in
the images that surround them. They can’t opt out. They will
go on to form part of this History.

Montse Arbelo a Josebo Franco se povazuji za ko¢ovné mul-
tidisciplinarni umélce na mezinarodni umélecké draze. Jejich
experimenty jsou zaméfeny na zmény v socidlnich paradigma-
tech a na neustdlé preformulovavani jedince jakozto svobod-
né bytosti v tolik proménlivém svété.

Vilka — nasili — je osobnim rozhodnutim jedné strany s cilem
ovladnout druhou stranu. Arbelo a Franco ukazuii, jak se tou-
ha vnutit vlastni kulturu vS§em ostatnim stala trvalym rysem
jednotlivcl i skupin. Tato situace je neustale zhorSovana roz-
dily, které na svété existuji ve vztahu k ovladani technologii
a energetickych zdroji. Obéti jsou vidy obé&tmi a tyrani nikdy
nejsou nevinni. Divaci nebudou mit jeden nazor, budou nuceni
rozliSovat a zaujmout vlastni postoj, oprostit se od vlastnich
identit, aby se mohli setkat s ,,ostatnimi*; s tisici postav, které
oziji v obrazech kolem nich. Nemohou se nezucastnit. Nako-

nec se stanou soucasti téchto déjin.

human-nw
2005 | one channel video installation, 12 min 30 sec
courtesy of the artists




PSJM — SPAIN
Pablo San José Moreno * 1969 / Cynthia Viera Pérez * 1973

PSJM is an artist collective that keeps an eye on the socio-
economic and political events of contemporary society
using the mechanisms characteristic of the culture industry,
creating a sort of simulacra that cross the line between
fiction and reality.

The concept behind MARX® unfolds through the use of many
mediums and disciplines. It consists of creating the brand
MARX® which takes form in a series of promotional objects,
such as products (jeans, t-shirts..), advertising campaign
materials (spot, catalogue...) and the MARX® shop. With the
advertising campaign video presented here, PSJM offer a mock
reflection on the paradoxes in the critique of the current
capitalist system and plunge into concerns of individual identity.
The brand slogan “Do like us, be different” reproduces the
paradoxical message so often seen in the media. Achieve your
individuality - be yourself - by consuming mass produced goods.
This tension between the individual and mass production,
exclusivity and mass industrial output, between the cultural
subjectivity industries and what is technologically objective,
takes material form in MARX® products, which are unique

because of their visible and differentiating serial numbers.

PSJM je umélecky kolektiv, ktery bedlivé sleduje socioekono-
mické, hospodarské a politické udalosti soucasné spole¢nosti
a pouziva mechanismy typické pro kulturni primysl k vytvare-
ni jakychsi napodobenin — simulaker — které prekracuji délici
¢aru mezi fikci a realitou.

Umélecka skupina PSJM rozviji koncept projektu MARX®
mnoha rtiznymi prosti'edky a disciplinami. Projekt spo¢iva v bu-
dovani zna¢ky MARX®, ktera je prezentovana formou rtznych
objektd, jako jsou znackové vyrobky (dziny, tricka...), propa-
gacni materialy spojené s reklamni kampani (spot, katalog...), ¢i
obchod MARX®. V tomto propaga¢nim videu nabizeji umélci
vysmévnou reflexi nad paradoxy, které vznikaji v kritice soucas-
ného kapitalistického systému, a zaroven se poustéji do reseni
otazek spojenych s osobni identitou. Slogan ,,Do like us, be dif-
ferent” (,,Chovejte se jako my, bud'te jini“) vyjadi‘uje paradoxni
osloveni, se kterym se ¢asto setkavame v médiich - dosahnéte
vlastni jedine¢nosti, bud’te sami sebou tim, Ze budete konzumo-
vat hromadné produkované zbozi. Toto napéti mezi jednotliv-
cem a masovou produkci, vyluénosti a hromadnou primyslo-
vou vyrobou, primyslovymi odvétvimi zalozenymi na kulturni
jedine¢nosti a technologickou objektivnosti ziskava materialni
podobu v produktech MARX®, které jsou unikatni, protoze

maji viditelna a odlisujici sériova Cisla.

marx®
2008 | one channel video installation, 2 min 30 sec
courtesy of the artists
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GIOVANNI AGOSTA — ITALY
1961

If art has always been about exchange and openness, akin
to a bright glade where unexpected events take place and
a deeper and more authentic truth may be found, Giovanni
Agosta is entirely in touch with its nature.

In fact with his latest remarkable neon sculptures, the artist
“mirrors” the bond that has always joined man to animal and
has in fact become eternalised, rendering them both an icon.
With the aid of sophisticated technology, Agosta has sought
out a free and funny comparison, creating an artwork that is
aesthetically satisfying for the viewer.

The “bonds-encounters” between the different neon modules
are an abstraction, a common denominator that binds the
structures together and the artwork to the space, the visible to
the invisible, as well as to several worlds between them.

The first image is that of an elegant woman holding a Doberman
Pinscher on a leash, the second a burly man with a Rottweiler.
The animals, the Rottweiler - an archetype of protection and
aggression, power and firmness - and the Doberman - a symbol
of speed, force and attachment, but also of intelligence and
jealousy - light up intermittently and their evanescence is
a sign: these animals, discreet presences in the natural world,
are perhaps better than us - they do not speak but are tangible

examples of affection and fidelity.

Bylo-li uméni vidy otdzkou vymény a otevienosti - svétlou
mytinou uprostied lesa, kde se odehravaji ne¢ekané udalosti

a zjevuji se autenti¢téjsi a hlubsi pravdy — Giovanni Agosta se
napojil presné na jeho podstatu. Agostova nejnovéjsi prace
- pozoruhodné neonové sochy - ,reflektuje” vazbu, ktera
vzdy existovala mezi ¢lovékem a zvifetem a stala se vé¢nym
poutem a ikonou.

Pomoci sofistikované technologie nalezl Agosta svobodné
a vtipné pripodobeni, jez je esteticky uspokojivé a uzplsobené
divakovi. ,,Pouta-setkani mezi riznymi neonovymi moduly
jsou abstrakci, spole¢nym jmenovatelem, ktery spojuje hmot-
né struktury a umélecké dilo s prostorem, viditelné s nevi-
ditelnym, i nékolik svétll mezi nimi.

Prvnim neonovym obrazem je elegantni Zena, ktera na voditku
drzi dobrmana, na druhém je silny muz s rotvajlerem.

Tato zviFata, rotvajler - archetyp ochrany a agrese, moci a tvr-
dosti, a dobrman - symbol rychlosti, sily, oddanosti ¢lovéku,
ale také inteligence a Zarlivosti, se v tomto uméleckém dile
vyjevuji prerusované. Rozsvécovani a zhasinani neont i jejich
mizeni jsou zde znamenim, Ze tato zvifata, rozvazné postavy
v pfirodnim svété, jsou mozna lepsi nez lidé: nemluvi, ale jsou

hmatatelnymi priklady naklonnosti a vérnosti.

uomo rottweiler (tyson strength)
donna dobermann (vlad elegance)
2008 | neon — black light art | 225 %150 cm
courtesy of the artist




IVAN ARGOTE — FRANCE
*1983

| just want to give you money is an intervention that | did
in the Paris metro. | walked into the train, said to everyone
that | wanted to give them money and then | tried to do so.

| recorded the action with a hidden camera.

With this action | wanted to invert the role of those travelling
on the metro who are used to seeing people asking for money
(most of them immigrants); | offered them money as if they
were the ones asking for it. | disrupted a common situation in

order to transform their views.

It is an important part of my art work to go outside and
create situations in public spaces. By interacting with people
in ordinary situations | try to propose new readings of reality.
For me it’s important to test art in a new context and to
propose questions about the social place of art and artists in

contemporary societies.

Ivan Argote

| just want to give you money (Chci vam jen dat penize) je
intervence, kterou jsem uskutecnil v parizském metru. Vesel
jsem do vagénu, ekl jsem cestujicim, Ze jim chci dat penize,

a pak jsem to zkusil. Akci jsem natoil skrytou kamerou.

Chtél jsem obratit roli cestujicich zvyklych na to, Ze je lidé
(vétsSinou pristéhovalci) Zadaji o penize; nabizel jsem jim
penize, jako kdyby to byli oni, kdo o né zada. Narusil jsem

béZnou situaci, abych zménil jejich pohled na svét.

Vyznamnou soucasti mé prace je vychazet ven a vytvaret
situace ve vefejnych prostorach. Interakcemi s lidmi
v obycejnych situacich se snazim navrhovat nova ¢teni real-
ity. Je pro mé duleZité podrobovat uméni zkouskam v novém
kontextu a pokladat otazky o socidlni pozici uméni a umélct

v soucasnych spole¢nostech.

Ivan Argote

i just want to give you money
2007 | video | 2 min
courtesy of the artist




THOMAS DIEGO ARMONIA — XXXXX
*1971

Thomas Diego Armonia, a nonconformist artist who has
exhibited his oil paintings around the world, dedicates
his creativity to the celebration of women of every age or
social condition - young, single, mother, victim of religion or
fashion...Opulent and sumptuous creations, his artworks are

alive, cross-cultural and counter-current.

In this new series of artworks named Urban Flowers, the
artist sends a message to new generations who perceive
urban areas as “Urban Jungles” and try to hide their fears

behind homologating masks.

It seems as if the artist encourages youngsters to appropriate
new symbols for themselves, such as the “flower”, viewed not
as a symbol of fragility but as a sign of “rebirth” ... an eternal

tattoo of our own essence.

“This morning | woke up after another nightmare. I'm scared...
The world is scary and violent... like our ancestor warriors
and Maoris | wanted to protect myself by marking my body
with a frightening tattoo... but | still feel like a flower... and

| cry blood tears...”

Thomas Diego Armonia, nekonformni umélec, ktery své ole-
jomalby vystavoval po celém svété, zasvécuje své tvlrci schop-
nosti velebeni Zen v3ech vékovych skupin a spolecenskych
postaveni - mladym, svobodnym, matkam, obétem nabozenstvi
¢i moédy... Ve své okazalosti a prepychovosti je jeho umélecka

tvorba Ziva, jde napfi¢ kulturami a proti proudu.

V této nové sérii uméleckych dél s nazvem Urban Flowers
(Méstské kvéty) posila umélec vzkaz novym generacim, které
vnimaji méstské ctvrti jako ,,Méstské dzungle® a snazi se skryt

své Uzkosti za homologickymi maskami.

Zda se, jako by umélec daval mladym lidem podnét
k privlastnéni novych symboll, napriklad aby ,kvét* vnimali
nikoli jako symbol kiehkosti, ale jako znak ,znovuzrozeni®...

jako vé¢né tetovani nasi vlastni podstaty.

»Dnes rano jsem se probudil(a) z dal$i noéni mary. Mam
strach... Svét je strasidelny a nasilny... stejné jako nasi bojo-
vni pfedkové a Maurové jsem se chtél(a) ochranit poznacenim
svého téla hrlizu nahanéjicim tetovanim... ale stile se citim

jako kvétina... a placi slzy krve...*

urban flowers no. 7
2008 | oil on canvas | 200%200cm
courtesy of the artist




PAULINE BASTARD — FRANCE
*1982

Values is a series of gilded materials: plastic bags, aluminium
papers and food packaging covered by 24 carat gold.

These elements are common, they surround everyday life. By
adding gold to them, they acquire a new poetic dimension;
trash becomes a precious commodity.

This poetic aspect and the contrast between the cheapest
things and pure value, pure gold, initiate a discussion about
art and value. The use of such an ancient technique on vulgar
objects makes them sacred; it elevates rubbish to icons.

The Values series examines value and speculation in art
through a very simplified action - putting gold on things. The
overvaluation that grants holiness to artworks is materialised

here and becomes a plastic intervention.

Values (Hodnoty) je nazev série pozlacenych predméta - plas-
tovych taSek, kust alobalu a potravinovych obald, které jsou
potaZeny 24karatovym zlatem.

Jde o béiné prvky, které nas obklopuji v kazdodennim Zivoté.
Pridanim zlata ziskavaji novy, poeticky rozmér; z odpadkd se
stavaji drahocennosti.

Tato poetikaa kontrast mezinejménné cennymivécmia nejcistsi
hodnotou, ryzim zlatem, zakladaji diskuzi o uméni a hodnoté.
Pouziti tak prastaré techniky na vulgarnich predmétech jim
dava posvatny rozmér; odpadky povznasi na ikony.

Soubor Values (Hodnoty) naklada s otazkami hodnoty a speku-
lace v uméni velmi zjednoduSenym aktem — pokryvanim véci
zlatem. Nadhodnocovani, které z uméleckych dél ¢ini posvatné

objekty, je zde materializovano a stava se plastickou intervenci.

values
2008 | various materials and 24 carat gold
courtesy of the artist




FILIPPO BORDIGNON, CASA + OFFICINE AUFIOVISIVE —
ITALY

Filippo Bordignon * 1978 / Francesco Spinelli *1978 / Filippo Gianello *1978 / Pietro Scarso * 1972 / Paola Simonetto * 98|

A deaf man improvises a tune which he cannot hear. A woman
lets herself go into the deeply fetishistic investigation and
controversial analysis of her own body by smelling her own
feet. The unleashed guitars of three musicians explore the
autism of a man’s life with bigger-than-life limitations which
are impossible to try and describe verbally. Intuitive Action
is a performance of experimental, improvised, and ultimately
conceptual rock by the Casa, featuring the extraordinary co-
operation of Officine Audiovisive, an art based association that
investigates the causes of hearing impairment and encourages
its associates to approach and be passionate about music and

its limitless variations.

Hluchy muz improvizuje melodii, kterou neslysi. Zena se nofi
do hluboce fetiistického probadavani a kontroverzniho roz-
boru vlastniho téla pric¢ichavanim k vlastnim noham. Uvolnéné
kytary tfi hudebnikl prozkoumavaji autismus Zivota jednoho
muze celiciho nadZivotnim omezenim, ktera nelze popsat
slovy. Intuitive Action (Intuitivni akce) je performance experi-
mentalni, improvizované a konecné i konceptualni rockové
hudby skupiny Casa ve spojeni s pozoruhodnym uméleckym
uskupenim Officine Audiovisive, které zkouma priciny slu-
chovych defektli a povzbuzuje lidi, se kterymi spolupracu-
je, k rdznorodym avasnivym pristupdm k hudbé a jejim

nekoneénym variacim.

intuitive action
200X | performance




ULU BRAUN — GERMANY
*1976

The film Rhabarber Boy (Rhubarb Boy) is set in a fantasy-world
that is related to the archetypal nature of a child and raises
questions about the moral responsibility of virtual content.
The film describes the life of a wild boy, who lives in a forest
without the influence of civilization. He keeps a collage of old
comics in his cottage, trying to understand the colourful and

figurative images of this iconic art form.

Film Rhabarber Boy (Rebarborovy chlapec) se odehrava
ve svété plném fantazie, ktery se vztahuje k archetypalni
podstaté ditéte, a klade otazky o moralni zodpovédnosti
virtudlniho obsahu. Film sleduje Zivot chlapce, ktery Zije
v lese, bez vlivil civilizace. Ve své chaté ma kolaz ze starych
komikst a snazi se pochopit barevné a figurativni obrazy

této ikonické umélecké formy.

rhabarber boy
2007 | HD | 14 min 53 sec
courtesy of the artist




LUCIANO BORDIN CATTELAN — ITALY
*1958

The female object remains the most thrilling mystery faced
throughout history in general, and the sensitive world of art
in particular.

For the artist, the woman is above all a form and symbol of
figurative representation.

The artist attributes aesthetic sentiments to the female figure
and with this in mind Luciano Bordin Cattelan has employed
formal criticism to create an iconographic artwork on the

subject of femininity.

Madonna: my mistress, “my lady”

“

Vogue: “... abible for anyone worshipping at the altar of

luxury, celebrity and style.” (Caroline Weber)

Vogueisalsoa 1990 single by the singer Madonna... something

to amuse the artist...

Zenské télo zlstavad tou nejvice vzruiujici zahadou,
a to jak z hlediska dé&jin obecné, tak z pohledu citlivého
uméleckého svéta.

Zena je pro umélce ve viech dobach predeviim formalni
prvek a symbol figurativniho vyobrazeni.

Umélec pristupuje k Zenskym tvarim s vlastnim estetickym
citénim, a pravé s timto védomim se Luciano Bordin Catte-
lan podrobil formalni kritice pFi tvorbé ikonografického dila

na téma Zenskost.
Madona: Ma vladkyné, ,,ma pani.*

Vogue: ,,...Bible pro kazdého, kdo se modli u oltare luxusu,

slavy a stylu...” (Caroline Weber)

Vogue je rovnéz pisen zpévacky Madonny z roku 1990...

Trocha rozptyleni pro umélce...

madonna
2008 | lightbox
courtesy of the artist
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DONNA CONLON — USA
*1966

In the video Coexistence, nature has the floor in the dialogue.
Filmed in the forest of Panama, the video consists of a parade
of leaf-cutter ants, carrying artificial leaves painted as flags of
different nations and peace signs. The ants carry these flags of
various nations just as neutrally as they carry leaf fragments
and pieces of fruit, reminding us of our own inability to be

neutral and at peace.

My work is a socio-archaeological inquiry into my immediate
surroundings. | collect and accumulate ordinary objects,
images, and repeated actions from my daily life and local
environment, and then use them to reveal the idiosyncrasies
of human nature and the contradictions inherent to our
contemporary lifestyle. The development of my projects
often begins with simply noticing an out-of-context object
or an illogical occurrence. | have used damaged trees and
plants that | have found in the woods, insects that have flown
into my studio, lost shoes, and garbage from the streets
and sidewalks to describe and question human behaviour,
especially the conflicts | observe in our urban, natural, and

social environments.

Donna Conlon

Ve videu Coexistence (Koexistence) dostava hlavni slovo
v dialogu pfiroda. Video natoéené v panamském pralese zo-
brazuje procesi mravenci Atta, ktefi nesou kousky umélych
listd pomalovanych jako vlajky réiznych narodd a mirové sym-
boly. Mravenci nosi vlajky rozli¢nych statd se stejnou nezau-
jatosti, s jakou nosi kousky listl a ovoce, a pripominaji nam

tim nasi vlastni neschopnost byt neutralni a Zit v miru.

Moje price je sociologicko-archeologickym zkoumanim
mého bezprostiredniho okoli. Sbirdm a shromazduji bézné
predméty, obrazy i postupy opakovanych ¢innosti z mého
kazdodenniho Zivota a lokalniho prostiedi, a pak je pouzivam
k odkryvani vystirednosti lidské povahy a protiklad(, které jsou
neodmyslitelnou soucasti naseho soucasného Zivotniho stylu.
Vyvoj mych projektl ¢asto zacina tim, Ze si v§imnu objektu
v nepatii¢ném kontextu nebo pfi nelogickém vyskytu. Pouzila
jsem ponicené stromy a rostliny, které jsem nasla v lesich,
hmyz, ktery vletél do mého ateliéru, ztracené boty a odpadky
z ulic a chodnikli k tomu, abych popsala a provérila lidské
chovani, zejména pak strety, jez pozoruji v nasich méstskych,

prirodnich a spolecenskych prostiedich.

Donna Conlon

coexistence
2003 | video NTSC 4:3 | 5 min 26 sec
courtesy of the artist




CANNON HERSEY — USA
*1977

Since the initiation of the Silk Route around |14 BC,
populations have expanded, faith has spread and conflicts
have grown. Today, the silk route is lined with the largest
concentration of people and emerging markets in the world.
The fabric of global society is woven by trade, religion and
media representation. The Silk Route series exposes the
meeting of religious landmarks and a rapidly changing global
culture. My photographs explore the nameless and faceless in
the shadow of religious and economic growth. My art is about
resolution, compassion and understanding within conflict,

religious difference and trade.

Od doby otevireni Hedvabné cesty okolo roku |14 pred
Kristem narostly lidské populace, rozsifila se vira a rozvinuly
se konflikty. Hedvabna cesta je dnes lemovana nejvétsi kon-
centraci lidi a vznikajicich trhd na svété. Struktura globalni
spolecnosti je utkana obchodem, naboZenstvim a medialni
reprezentaci. Série Hedvabna cesta poukazuje na setkavani
nabozenskych symboll a rychle se ménici globalni kultury.
Mé fotografie zkoumaji to, co je beze jména a bez tvare ve
stinu naboZenského a hospodarského ristu. Mé uméni je
o rozhodnosti, slitovani a porozuméni v prostiredi konfliktu,

nabozenskych rozdili a obchodu.

buddhist apartment project
1998-2008

Silk Route Series | 35 mm panoramic c-print on contemporary Indian Silk in a bronze frame | 10”x24”

courtesy of the artist




KENSUKE KOIKE — XXXX
*1980

The Bremen video summarizes some of Kensuke Koike’s
main approaches to artistic research. One of them is based
on the premise that wonder hides behind everyday reality and
that it can only be perceived through an “oblique” approach
(Saramago) that does not dwell heavily on the object, merely
skimming over it and pressing ahead; a perception that relies
on other than the five senses.

On this premise, Koike builds his symbolist vision of reality, where
men and objects become fragmentary and unstable entities.

The same approach is often applied by the artist to create
an original crossbreeding of Eastern and Western cultures
where popular tradition meets erudition.

Bremen can be considered something of a self portrait inspired
by the well known fairy tale The Bremen Town Musicians by
the Brothers Grimm where the ending is both comical and

disturbing, chaotic and ambiguous.

Alfredo Sigolo

Video s nazvem Bremen shrnuje nékteré z klicovych tvircich
pristupd, které v ramci svého uméleckého zkoumani pouziva
Kensuke Koike. Jeden z nich vychazi z predpokladu, Ze udiv
skryvajici se za kazdodenni realitou mize byt vniman pouze
,neprimym* zplisobem (Saramago), ktery se pfili§ nevénuje
predmétu, pouze sklouzne po jeho povrchu a posune se dal;
jde o vnimani, jez vyZaduje vice nez pét zakladnich smysld.
Na zakladé této premisy buduje Koike svoji symbolistni
predstavu skutecnosti, v niz se lidé i objekty stavaji tlomko-
vitymi a nestabilnimi entitami.

Umélec ¢asto postupuje stejnym zplsobem pFi vytvareni
originalniho k¥izeni vychodnich a zapadnich kultur, ve
kterém se setkava popularni tradice s erudici.

Dilo Bremen Ize povaZzovat za autoportrét inspirovany zna-
mou pohadkou bratfi Grimmu ,,Brémsti muzikanti®, jejiz
konec je na jedné strané komicky, na strané druhé znepoko-

jujici, chaoticky a dvojznacny.

Alfredo Sigolo

bremen
2000 | 9-channel video installation
courtesy of the artist




ERIKA LATINI — ITALY
*1975

In an ironic way, the artist interprets the intersections between
nature and sexuality. Her narratives have the atmosphere of
fables and are characterised by a malicious loss of purity. Her
artworks combine the deeply female art of embroidery and

animal iconography.

“My search begins with memory, the recollections of small
things, the feelings and fragrances of infancy - the naivety that
unavoidably gets lost with growing up. Through figuration
| express spontaneous and immediate signs - sometimes
“deformed”, sometimes “cancelled”, sometimes scribbled - in
order to emphasise distance, elapsed time. Embroidery becomes
a necessity for me, helping me to reflect and articulate myself
with fragments that are more lucid than memories, emerging
reminiscences. Abrupt signs and slow embroidery thus combine

in a compromise that interlaces new forms...”

Erika Latini

Umeélkyné ironickym zplsobem interpretuje vzajemna pro-
tinani prirody a sexuality. Jeji narativy maji naladu bajek
a jejich zakladnim rysem je zaludna ztrata nevinnosti. Jeji

prace kombinuji hluboce Zenské uméni vysivani a zvifeci

ikonografii.

»,Moje patrani vychazi z paméti, ze vzpominek na drobné
véci, z pocitd a vlni détstvi, z naivity, ktera se s dospivanim
nevyhnutelné  vytraci.  Figuraci  artikuluji ~ spontanni
a bezprostifedni znaky - nékdy ,,deformované®, nékdy ,,stor-
nované®, nékdy ,,na¢marané“ — abych zdGraznila vzdalenost,
uplynuly cas. Vysivani se pro mé stava nutnosti, pomaha mi
vyjadiovat se prosti‘ednictvim srozumitelnéjsich fragmentd,
nez jsou vzpominky, vynorujici se reminiscence. Rychly znak
a pomalé vysivani tak nalézaji kompromis v novych, propléta-

jicich se formach...“

Erika Latini

heidi in love
2008 | embroidery on PVC | 180 %180 cm
courtesy of Artsinergy, ltaly
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SAMSON MNISI — LESOTHO
*1971

untitled 11
2007 | Acrylic paint and acrylic resin in a wood and plexi-glass tray on an industrial lightbox | 24”x24”
courtesy of the artist



VERONICA MONTANINOV — ITALY
*1972

Veronica Montanino’s objective is to “stimulate the
abandonment of the vigilant state” characteristic of our
society. In a neo-romantic manner, the artist endeavours to

|n

win over the social ”super-me”, stimulating the emergence of
another space-time dimension in the sleeping state of reason
which multiplies through superimposition as a perceptive
interference, changing the appearance of things.

Montanino’s utopic space is in a joyful and fantastical sense
a modified reality — a colourful and psychedelic pop-universe.
Human forms and punctiform galaxies are the distinctive
keys to her pictorial language. Human presence is nullified
by plastic and expressive values - an iconographical repertory
that ranges from simple everyday gestures to athletes in
motion, as well as reaching back to the artistic iconography
of the past.

A population of shadows, human semblances and logomorphic
syntheses moves fleetingly in an imaginary space, changing
unpredictably, breaking into the space of reality and creating
a universe that is a microcosm made visible by an imaginary
microscope. The psychedelic colours and concentric forms of
plastic chromatic splashes are diffused through the invasion
and saturation of space.

Montanino’s micro-macrocosmic bubble-universe is both
invasive and invaded. The pop-virus of innocence contaminates
the adult seriousness of the world to make the space of reality

playful and disengaged from drama.

Veronica Montanino dava ,,podnéty k opusténi bdélého stavu®,
ktery je typickym rysem nasi spole¢nosti. Novoromanticky-
mi postupy se snaZzi napojit na spoleéenské ,super-ja“ a ve
spicim stavu rozumu stimuluje vynoreni nové ¢asoprostorové
dimenze, ktera se v realité mnozi vrstvenim jako percep¢ni
naruseni a méni podobu véci.
Autor¢in utopicky prostor je radostné a fantaskné pozménénou
skutecnosti, barvitym a psychedelickym popovym vesmirem. Lid-
ské formy a tec¢kovité galaxie jsou osobitymi klici k jejimu obra-
zovému jazyku. Lidska pritomnost je rusena plastickymi a expre-
sivnimi hodnotovymi znaky - ikonografickym repertoarem, ktery
se pohybuje od kazdodennich gest k zdznamim pohybd atletd,
a také se obraci k umélecké ikonografii minulosti.
Osazenstvo stind, lidskych obryst asyntéz slov a tvard
se prchavé pohybuje v imaginarnim prostoru, ten se
nepredvidatelné méni a rozpadd do prostoru skuteénosti.
Jde o vesmir, ktery je mikrokosmem, do né&jz nahlizime im-
aginarnim mikroskopem. Psychedelické barvy a koncentrické
tvary plastickych barevnych cakancid jsou rozptyleny invazi
prostoru a jeho nasycenim.
Mikro-makroskopicky vesmir je zaroven rozpinavy i napadany.
Popovy virus nevinnosti kontaminuje dospélou vaznost svéta
a skuteénost méni na hravy prostor oprostény od dramatick-
ého déni.
50% over
2008 | site-specific installation
courtesy of Artsinergy, Italy




CHRISTIAN RAINER — EU
*1976

This video directed by Christian Rainer lies somewhere
between video art and a music video. Many elements of
his work are present - different universes and natural
environments come together, creating a new interpretation
of the world. Music, lyrics and arrangements are composed

by Christian Rainer-.

Video, jehoz rezisérem je Christian Rainer, se nachazi na
rozhrani videoartu a hudebniho klipu. V dile je pritomno
mnoho prvkd Rainerovy tvorby - do styku zde prichazeji
riizné vesmiry a prirodni prostiedi, pfi¢emz vytvareji novou
interpretaci svéta. Christian Rainer je také autorem hudby,

textd a aranZma.

april woods

2007 | duration: 3 min 10 sec

direction and conception | Christian Rainer
editing | Christian Rainer & Karin Andersen
assistants | Rachele Salvioli, Effe Poli

music | Christian Rainer

production | Christian Rainer & Michele Mariano

courtesy of Traffic Gallery, Bergamo | D-Gallery, Torino | Rebecca Container, Genova




ALFREDO ROMANO — ITALY
*1975

“Under this restless cultural life and cultural convulsions twitching here and there
lies hidden a glorious, innerly healthy, and ago-old power, which naturally only
begins to stir into powerful motion at tremendous moments and then foes on
dreaming once again about a future awakening.”

Nietzsche (translation by lan C. Johnston)

Angelis suis mandavit de te (For he shall give his angels charge
over thee). Alfredo Romano’s art testifies to the kind of deeply
heterogeneous and mutually contradictory identity that tends
to be ascribed to historical downturns, rather than the present
time. Madonnas enclosed in sacred places converse with us
about inner passions, a land stained with the past and memory
moves us to contemplate both our own ephemeral nature
and eternity, and this thin dividing line between life and death,
between the pulse of Eros and Thanatos, the desire to create
and destroy, all this is clearly immortalized in the discoveries
in Arethusa, the burnt clay statuettes, votive offerings of the
cult of Demeter and Persephone that are typical of the Greco-
Roman religious cults in Sicily and Syracuse.

Specifically this artwork refers to the tradition of light, suffice
to recall the icons, the Caravaggio-style drawings, the specific
form of burial of Saint Lucy of Syracuse, the iconography of
the virgin and martyr of Syracuse, the protector of sight, and
last but not least the natural light that is the very essence
of Syracuse. It is an encouragement to take a resolute and
unwavering step to begin the journey with the thought that all

efforts will turn to gold.

,,Pod timto kulturnim Zivotem je ukryta prastard, uZasnd a dokonale zdravd sila,
kterd se hybe vskutku mocné pouze v jedinecnych okamzZicich, aby se pak vrdtila
ke snéni v ocekdvdni budouciho probuzeni.*

Nietsche (volny preklad)

Angelis suis mandavit de te (Porudil svym andélim, aby té
ochrariovali na tvych cestach). Dilo Alfreda Romana vypovida o
hluboce heterogenni a vzajemné si odporujici identité, pricitané
spiSe historickym pokleskim nez podminkam dnesni doby.
Madony uzavifené do svatych mist k nam hovofi o vnitfnich
vasnich, o zemi potfisnéné minulosti a paméti, privadéji clovéka
k myslence vlastni pomijivosti a zaroveri vé¢nosti, a tuto tenkou
délici ¢aru mezi Zivotem a smrti, mezi pulzem Erose a Thana-
tose, touhou tvofit a nicit, velice jasné pripominaji nalezy na
Uzemi Aretusa, votivni sosky z palené hliny odkazujici na kult
Démétér a Kore-Proserpiny, jez jsou typické pro recko-rfimsky
nabozensky kult na Sicilii a v Syrakusach.

Konkrétné se jednda o odkaz na tradici svétla - staci si
vzpomenout na ikony, na kresbu ve stylu Caravaggia, na
specifické pohrbivani svaté Lucie, ikonografii panny a syr-
akuské mucednice, ochrankyné zraku, a v neposledni Fadé na
prirozené svétlo, které je zakladni esenci Syrakus. Je to povz-
buzeni k nastoupeni cesty neménnym a neochvéjnym krokem

s myslenkou, Ze veskeré Usili se proméni ve zlato.




CHRISTOPH RUNNE — GERMANY / CANADA

F XXXX

Throughout history, people have sought human features in
animals, rocks and trees. Whether seeing a face on the moon
or finding faces in the clouds, humans have always searched
for their reflections in nature. Trees, like humans, are upright
and their branches resemble arms, reaching to the sky. Man’s
reflection on his place within nature is timeless, and the
poetic metaphors which trees inspire in art are as relevant in

a contemporary context as they were in antiquity.

Using this seemingly simple premise, the installation explores
aspects of longing, loneliness and introspection. Multiple
screen projections create a sparse virtual “forest” in which
a solitary figure both remains rooted and makes circles,
simultaneously — casting a reflection (in place of a shadow)
as he passes. The cyclical, repetitive movement of the abstract
wanderer loosely implies a passage of time, or a path through
the subconscious, as he searches for his place. An attempt
to give form to such intangible abstractions as longing, is

Iu

evidenced in the visual “staccato” flickering of the trees
caused by the single-frame rhythm of the camera. Rather than
being random, it is consciously reminiscent of Morse-code, or
of typewriter keys, typing out a letter to an unknown party,

in the emptiness.

Po celd staleti hledaji lidé lidské rysy ve zviFatech, kamenech
¢i stromech. At uz jde o tvar rozpoznatelnou na mésici
nebo nachazeni obli¢eji v oblacich, lidé stile patraji po
svych odrazech v prirodé. Stromy jsou vzprimené stejné
jako lidé a jejich vétve se podobaji pazim natahujicim se
k obloze. Reflexe ¢lovéka nad jeho mistem v prirodé jsou
nadcasové, a basnické metafory, které stromy podnécuji
v uméni, jsou stejné relevantni v sou¢asném kontextu, jako

byly ve starovéku.

Na zékladé tohoto zdanlivé prostého vychodiska zkouma
instalace rGzné aspekty touhy, osamélosti a introspekce.
Projekce na nékolika obrazovkach vytvareji ridky virtualni

“

oles“, ve kterém osamocena postava zaroven zlstava
zakofenéna i obchazi v kruzich, pfi¢emz (namisto stinu)
vrhd svdj odraz tam, kudy prochazi. Cyklicky, opakujici
se pohyb abstraktniho poutnika, hledajiciho svoje misto,
volné naznaduje plynuti ¢asu, nebo cestu podvédomim.
Pokus o ztvarnéni natolik nepostizitelné abstrakce, jakou
je touha, doklada vizualni, ,staccatové® tiepotani strom,
zpusobené rytmem kamery snimajici okénko po okénku.
Nejedna se vSak o nahodily sled, ale o rytmus schvalné
pripominajici morseovku, ¢i tlacitka klavesnice v prazdnoté

vytukavajici dopis neznamému adresatovi.




ALEXANDROS YIORKAD]JIS — GREECE
*1981

Between body and mind, spirit and materialism, material and
non-material needs - what attracts attention to this young
Greek artist is the fact that he focuses on ancient issues, the
major questions that humans have always pondered, their
inner conflicts. Yiorkadijis wants to analyse the inner dualism
of human beings. The real protagonist of his research is the
individual with all his/her uncertainties. Yiorkadjis does not —
or at least not yet - wonder about some of the issues related
to our body, such as illness, death, psychological, ethnic or
cultural identity. His conflict is about the senses and the spirit,
about instinct and the mind.

His art is strong, yet at the same time it is fragile and breakable.
His man is made of earth but also of spirit and can go beyond
himself, expanding into the outside realm. Through his mind
he can achieve balance; the thoughts not yet in action can lift

him, because our brain is an independent entity.

Mezi télem a mysli, duchem a materialismem, mezi ma-
terialnimi a nehmotnymi potfebami. Tento mlady fecky
umélec na sebe poutd pozornost tim, Ze se zaméfuje na
prastaré otazky, o kterych lidstvo odjakziva prremyslelo - na
jeho vnitfni rozpory. Yiorkadjis usiluje o rozbor vniténiho
dualismu lidskych bytosti. Skute¢nym protagonistou jeho
vyzkumU je jednotlivec se vSemi svymi nejistotami. Autor
se — alespon prozatim — nezabyva nékterymi otazkami,
ktery se tykaji téla, jako jsou nemoc a smrt &i psychicka,
etnicka a kulturni identita. Jeho konflikt je o smyslech
a duchu, pudu a mysli.

Yiorkadjisovo uméni je silné, ale zarover také ki‘ehké a roz-
bitné. Jeho ¢lovék je vyroben z hliny, ale ma i ducha, dokaze
prekrodit sama sebe a rozvinout se ve vnéjSim svété. Svou
mysli mizZe dosdhnout rovnovahy; myslenky, které se jesté
nepromitly do ¢ind, ho mohou pozvednout, protoze jeho

mozek je nezavisly.

connection
2008 | installation | 170x27.5 x 27.5 cm
courtesy of Artsinergy, Italy
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VZNIKAJICI (S)VETY



INTIMNI ZIVOT GLOBALNI VESNICE



SAMOSTATNE PROJEKTY



STEFANO CAGOL — ITALY

Mass communication and Babylonia.

Fragmented communication and freedom of expression.

Secrecy and disclosure.
Locked and open.

Black and white.

Morse Code and Light.

*1969

Masova komunikace a Babylonie.

Roztristéna komunikace a svoboda vyjadirovani.
Utajovani a odhalovani.

Zavieno a otevi‘eno.

Cerna a bila.

Morseova abeceda a svétlo.

un-secret signals

2008 | einstallation | 7000 W beam | horn speakers | morse code signals | Petfin Tower, Prague

courtesy of Priska C. Juschka Fine Art, New York
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WOOLOO.ORG — DENMARK

REBRANDING ACTS is an investigation into cultural identity
in an age of global migration. Taking its outset in the online art
community WOOLOO.ORG, this participatory project asks
artists everywhere to look closely at the ongoing production
of nationality in their home countries and to examine the
ways in which this public narrative includes certain individuals
and groups - while excluding others.

The REBRANDING ACTS project then encourages artists
to perform and document “rebranding acts” that directly
intervene with the hegemony of this excluding narrative
and present a radical re-thinking of it. In other words, acts
that aims to “rebrand” the national identity in question. The
specific context and method of the rebranding act can take
any possible form but the act must be documented on video
and submitted online to WOOLOO.ORG.

From all the rebranding videos submitted, the most intelligent,
powerful and humorous documentations will be selected
and screened during TINA B. Through these individual,
transnational responses to the widespread nationalistic
upheaval taking place throughout the world, REBRANDING
ACTS aim to offer alternative ways of thinking about whom

we are and how we can live together today.

Projekt REBRANDING ACTS zkouma kulturni identitu ve
véku globalni migrace. Tato participacni akce, jejiz zakladnu
tvofi online umélecké spolecenstvi WOOLOO.ORG, apeluje
na umélce z celého svéta, aby se bliZze zaobirali fenoménem
neustalého produkovani narodni identity ve svych zemich a zk-
oumali, jak dochazi k vylu¢ovani nékterych jedincl a skupin
z tohoto verejného narativu.

Cilem projektu REBRANDING ACTS je dale podnitit umélce
k provedeni a zdokumentovani vlastnich ,,aktd rebrandingu®,
které primym zplsobem zasihnou do hegemonie zminéného
vyluovaciho narativu a predstavi jeho radikalni myslenkové
piehodnoceni. Jinymi slovy se jedna o vytvoreni nového obrazu
- ,rebranding" - dané narodni identity. Specificky kontext a me-
toda ,,rebrandingového aktu“ mohou mit libovolnou formu,
podminkou Ucasti je videozdznam intervence a jeho prihlaseni
do projektu prres webové stranky WOOLOO.ORG.

Ze vsech takto prihlasenych ,rebrandingovych® videi budou
vybrana ta nejinteligentnéjsi, nejplsobivéjsi a nejhumorné;si.
Tento vybér bude prezentovan na festivalu TINA B. Projekt
prosti‘ednictvim téchto individualnich — transnacionalnich - reak-
ci na celosvétoveé rozsiena vzplanuti narodnostnich sentimentt
usiluje o predlozeni alternativnich zpisob( nahlizeni na to, kdo

jsme a jakym zplisobem spolu v dnesni dobé dokazeme Zit.

rebranding acts
2008 | online application image | www.wooloo.org/rebranding
courtesy of the artists (image credit: Marco Ponce)
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CONIGLIO VIOLA /| HER KANICHEN — ITALY
FXXXX

The first Pirate Attack by ConiglioViola took place on
Thursday June 7, 2007 at 6 pm to coincide with the opening
of the 52nd International Biennial Exhibition of Art in Venice.
An enormous Pirate Rabbit, almost 6 metres high, winged like
the Lion of San Marco, with one eye covered with a classic
pirate’s eye patch, crossed the whole Canale della Giudecca
on board a large raft, as far as the Giardini, the official venue
of the Biennale, and from there - at around 6pm - it fired 52
cannon shots at the buildings of the Biennale.

Next a group of rabbit-like pirates disembarked from the
ship onto terra firma to raise the Jolly Roger, with the logo
of alarge “Vitruvian Rabbit” over the gardens, the place
traditionally used to host the flags of all the nations.

The pirate attack on the Biennale in Venice was a highly
spectacular and symbolic operation against the Art System!
In cultures and mythologies all over the world animals perform
aspecial role of mediation between the human and the
transcendental or, in any event, between identity and otherness.
In 2008, ConiglioViola will travel to Prague for the first time
during the TINA B. festival, seeking a target for a potential
new attack on a venerable cultural institution and engaging in
a creative dialogue with the historical City of Prague, steeped
as it is in great art and architecture. The Pirate Rabbit will sail
on the Vltava River, as well as making an important journey

through the city streets.

Prvni Piratsky tutok uméleckého uskupeni ConiglioViola se ode-
hrél ve ¢tvrtek 7. ¢ervna 2007 v 18 hodin pfi prileZitosti zahajeni
52. Mezinarodniho bienale vytvarného uméni v Benatkach. Obri
Piratsky kralik, témér Sest metrd vysoky, okridleny stejné jako
lev ze San Marca, s jednim okem zakrytym klasickou piratskou
paskou na oko, proplul na palubé velkého plavidla celym kanalem
Canale della Giudecca az k zahradam Giardini, oficialnimu mistu
konani biendle, a odtud zhruba v 18 hodin vypalil na jeho bu-
dovy 52 ran z déla. Poté se na pevninu vylodila skupina piratt
podobnych kralikiim, aby vyvésili piratskou vlajku se zkrizenymi
hnaty s logem velkého ,,Vitruvianského kralika“ nad zahradami,
v prostoru, ktery tradi¢né patri vlajkam vSech narodu.

Piratsky utok na Benatské biendle byl velmi okazalou a sym-
bolickou akci proti uméleckému systému!

V kulturach a mytologiich na celém svété zastavaji zvirata
dulezitou roli prostfednika mezi ¢lovékem a transcendental-
nem, ¢i alespoi mezi identitou a jinakosti.

V roce 2008 se ConiglioViola béhem festivalu TINA B. poprvé
vydaji do Prahy, kde budou hledat potencialni cil nového ttoku
na tctyhodnou kulturni instituci a zahaji tvaréi dialog s histor-
ickym méstem Prahou, plnym velkého uméni a architektury.
Piratsky kralik popluje po Vitavé a podnikne vyznamnou cestu

ulicemi mésta.

pirate attack on the venice biennale

2007 | performance | Opening of the 52nd International Biennial Exhibition of Art in Venice




WILLIAM T. HILLMAN — USA
*1954

True as arenaissance man, Hillman trained as a painter,
studied art history, received a MBA, enjoys making music and is
currently creating photography. He studied landscape painting
at Lacoste School of the Arts in France and portraiture at the
Art Student’s League in New York City. Recently, he has been
exploring both traditional and contemporary photographic
methods. His most current series “Epiphany” pushes the

traditional photogram method into the 21st century.

Hillman je vskutku renesanéni osobnost; je vyskolenym
malifem, studoval dé&jiny uméni, ziskal MBA, rad vytvari
hudbu a v soucasné dobé se zabyva fotografii. Studoval kra-
jinomalbu na Lacoste School of the Arts ve Francii a portrét
na Art Student’s League v New York City. V posledni dobé
zkouma jak tradi¢ni, tak soucasné fotografické postupy. Jeho
nejnovéjsi cyklus ,Epifanie® posouva tradi¢ni metodu foto-

gramu do 21. stoleti.

razzmatazz

2008 | photogram | 94 x 77 in (238,8 x 195,6 cm) | unique cibachrome print

courtesy of the artist




DAVID MAROTO — SPAIN / NETHERLANDS
*1976

In David Maroto’s art practice, games occupy a pre-eminent
space. He is especially interested in the notion of the game as
a tool to overcome one’s own subjectivity, which is a major
issue in his work. While playing, this subjectivity is no longer
relevant and the player becomes an element of the game. He/
she is no longer entirely in charge of his/her decisions, but
must act according to a system of rules within the framework
of the game in which he/she is involved.

Disillusion is an artwork in the form of a strategic board game,
meaning that the contents that the artist wants to express
are implicit in the rules and mechanisms of the game, placing
the players in particular situations. Those situations, although
restricted to the limits of the game, are also real experiences.
The game is presented as a generator of meaning through
life experience. The special kind of participation that a game
implies is applied here as a creative method. Disillusion is
a game in which the more you play, the less you want to
play — this may lead to a more than likely abandonment of
the game. Maroto’s work is presented here in the form of
a Disillusion Tournament. Members of the public are free to
join in, participating in a one-day tournament during the TINA
B. 2008 festival.

V umélecké ¢innosti Davida Marota zaujimaji predni misto
hry. Zajima se zejména o predstavu hry jakoZzto nastroje pro
prekonavani vlastni subjektivity, coz je vétSinové téma jeho
prace. PFi hrani hry prestava byt tato subjektivita relevantni
a hraé/ka se stava prvkem hry. Jiz nema plnou kontrolu nad
svymi rozhodnutimi, ale musi jednat podle pravidel v ramci
hry, které se ucastni.

Disillusion (Deziluze) je umélecké dilo ve formé strate-
gické stolni hry, coZz znamena, Ze sdéleni, ktera chce umélec
vyjadFit, jsou obsazena v samotnych pravidlech a mechanis-
mech hry, jeZ hrace dostavaji do urcitych situaci. Tyto situ-
ace, ackoli zlstavaji v mezich hry, jsou zaroven skute¢nymi
Zivotnimi zkuSenostmi. Zvlastni druh Gcasti, ktery prinasi
hra, je zde poutzit jako tviréi metoda. Disillusion (Deziluze)
je hra, jiz chcete hrat tim méné, ¢im déle ji hrajete, tudiz
je vice nez pravdépodobné, ze ji hraci budou chtit prestat
hrat. Marotova prace je zde predstavena formou Disillusion
Tournament (Turnaje deziluze). Verejnost se mize zapojit

Gcasti v jednodennim turnaji béhem festivalu TINA B. 2008.

disillusion
2008 | board game
courtesy of the artist




DANIEL HANZLIK —

CZECH REPUBLIC

*1970

To avoid the spoken word, much of today’s communication is
written, with many acronyms used. This currently widespread
phenomenon of our communication society is a clear
demonstration of today’s fast pace of life. Installation ICUAW,
made up of fluorescent tubes and roller blinds, reflects
precisely this issue. The letters ,|CUAW* are the abbreviation
of the sentence ,,| See You Anywhere*, which is intended to

show the lack of limits, or how limits are constantly crossed.

Wolfgang Donsbach

Mnoho dnesnich komunikaci je vedeno pisemnou formou,
abychom se vyhnuli mluvenému slovu. Pouzivaji se pritom
cetné zkratky. Tento v soucasné dobé rozsifeny jev nasi
komunikaéni spole¢nosti je zietelnym projevem znaéného
tempa dne$niho Zivota. Instalace ICUAW, ktera sestava
z fluorescencnich zarivek a rolet, reflektuje pravé tuto otdz-
ku. Pismena ,|ICUAW* jsou zkratkou véty ,,| See You Any-
where® (Vidim té kdekoli), coz ma poukazat na nedostatek
ohraniéeni v dnes$nim Zivoté, ¢i na to, jak jsou hranice neu-

stale prekracovany.

Wolfgang Donsbach

icuaw
2007 | roller blinds, fluorescent tubes | 160 x 1000 x |5 cm
courtesy of Kunsthale of Dresden Kunstverein




MARTIN KOCOUREK — CZECH REPUBLIC
*1976

In this poetic installation, the artist has locked the moon
behind a closed window.

We are moving on the narrow boundary between imagination
and reality.

The installation magnifies the magical nature of the lItalian
cultural institute in Prague’s Mald Strana quarter - a place

where ancient myths and the present intertwine.

V poetické svételné instalaci autor uzamkl mésic za zavifenym
oknem. Pohybujeme se na Uzké hranici mezi predstavou
a skutecnosti.

Instalace nasobi magi¢nost mista ltalského kulturniho insti-
tutu na Malé Strané, misté, kde se propojuji davné myty se

soucasnosti.

untitled
2008 | light Installation
courtesy of the artist




DARINA ALSTER — CZECH REPUBLIC
*1979

| intend to entirely darken the space of Vernon Projekt win-
dow gallery using black plastic, creating the impression of
trying to hide something that is going on inside. | would like
the overall effect to on the cheap and sleazy side. Inside
the gallery, a luminous object will be installed, consisting of
a three-part neon sign with three overlapping words: Per-
son, Object and Victim.

Mutual relations between the three elements are only alluded
to by material, position and the size of the words.

The sign is made of a three-colour neon tube, a very popular
material for advertising signs. In the city, these neon tubes
are most often used for signs such that say “Herna” (Gam-
bling Hall), “Non Stop” or “Peep Show”. The words use light
to call out into the street, attempting to attract passers-
by with promises of money, entertainment or quick sexual
gratification.

The sign is a metaphor for existential anxiety, which comes
about through the constant assault of advertising appealing to
our greed. Advertisements try to breed turn us into slaves.
To emphasize the coercive nature of the neon sign | have
used erratically flashing light and Czech National colours.

| work with the contrast between the public and intimate,
logical and illogical, rational and emotional.

The content of the neon communication is a philosophical
contemplation of the role of people in contemporary society,

which often seems to resemble dancing around emptiness.

Prostor window galerie hodlam cely zatemnit cernym
igelitem, abych vytvorila dojem pochybné snahy utajit, co
se déje uvniti. Rada bych, aby celkovy dojem vyznél spi§
laciné. Uvnitr galerie bude instalovan svételny objekt. Jedna
se o trojity neonovy napis, v némz se vzajemné piekryvaji tfi
slova: Clovék, Objekt a Obgt.

Vzijemny vztah je naznacen pouze materialem, polohou a ve-
likosti slov.

Ke ztvarnéni napisu je pouZita trojbarevna neonova trubice,
coz je velmi popularni reklamni material. V ulicich mésta jsou
jim nejéastéji vyjadiena slova jako Herna, Non Stop nebo Peep
show. Slova, jez svételné ki¢i do ulice, se snazi privabit kolemj-
douci sliby vydélku, zabavy nebo rychlého ukojeni slasti.

Napis je metaforou pro existencialni tisen, ktera vznika neu-
stalym atakem reklam na nasi chtivost. Reklamy se z nas
pokouseji vypéstovat otroky.

Pro zdlraznéni natlakovosti jsem pouZzila nepravidelné blikani
a Ceské narodni barvy.

Pracuji s kontrastem verejného a intimniho, logiky a nelogiky,
racionality a citu.

Obsahem sdéleni napisu je osobni filozoficka Gvaha o exist-
enci ¢lovéka v dnesni spolecnosti, jez ¢asto pripomina tanec

kolem prazdnoty.

non stop
2008 | site-specific neon light installation
courtesy of the artist
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DARINA ALSTER — CZECH REPUBLIC
*1979

This project is a multimedia installation, which transforms the
21+0 cards of the Tarot Major Arcana into various media such
as sound, video, text, vibration, text message (SMS), photograph,
MMS etc. The result will be presented with the aid of 23 multi-
media mobile phones (one telephone is a communication gate-
way for viewers) integrated into a communication network. Each
mobile will have the name of a card and should communicate
with the viewer, as well as with other phones. The viewers’ role
in the game consists of being able to call or write a text message
to any one of the phones-cards. Dialling will be operated with the
aid of special software, a program for random selection of phone
numbers. The viewer may send a text message question and
shuffle the cards metaphorically by sending the question to the
interface phone. The random function in this mobile will redirect
his or her text message to one randomly selected mobile from
the Tarot System and the viewer will then receive a text message
on his or her phone with the answer of the selected card.

The videos are performative in nature, they do not present a
narrative, instead introducing the character of each card with
emotive content.

The meaning of each of the 21 trumps is as complex as human
personality. It is always multivalent, changing under the influ-
ence of external circumstances or during communication.

A mobile phone is akin to an independent entity, much like a
Tarot Trump. That is why it is my intention to interconnect
these two media (one from the past, the other from the fu-

ture) in this multimedia artwork.

Projekt je multimedialni instalace, ktera prevadi 21+0 arkan
- trumfovych karet tarotu do rdznych médii, jako jsou zvuk,
video, text, vibrace, sms, fotografie, mms atd. Je prezentovana
pomoci 23 mobilnich telefonl (jeden telefon je kontaktni pro
divaky), které tvori komunikaéni sit. Jednotlivé mobily nesou
jména karet a komunikuji s divikem i spolu navzajem. Divak-
ova role ve hie spociva v tom, Ze ma moznost nékteré karté
zavolat nebo napsat sms. Vyzvanéni telefond bude fizeno
specialnim softwarem pomoci programu nahodné volenych
¢isel, takZze bude dochazet k takzvanému ,michani“. Divak
mUzZe pFijit se sms otazkou a pomysIné zamichat karty tim,
Ze svoji otazku odesle na kontaktni telefon. Funkce random
v tomto telefonu pFesméruje sms na jeden ndhodné vybrany
mobil z tarotového systému a divak pak na svlij mobil obdrzi
sms odpovéd’ konkrétni karty.
Videa maji performanéni charakter, nejsou narativni, ale
pocitové zpristupiuji povahu jednotlivych karet.
Vyznam kazdého z 2| trumfd je slozZity jako lidska osobnost.
Vzdy je mnohoznaény, promériuje se vlivem interakce s vnéjsimi
podminkami nebo v komunikaci a spoluptisobeni s okolim.
Mobilni telefon je totiZ jakousi svébytnou entitou, podobné
jako trumf tarotovych karet. Proto chci tato dvé média (jedno
pFichazejici z minulosti, druhé z budoucnosti) ve své multi-
medialni praci spojit.
personal tarot
2008 | mobile telephone installation | version 2.0
courtesy of the artist




PP SEMP — FRANCE / USA

Semp / Patricia Semprez *xxxx

It seems increasingly clear that its time to break the cycle of
empty words, conflicts, fear, and illusions. Interdit d’Eblouir
has taken the theme of 1968-2008 and through the form of
a sacred circle or medicine wheel, broken down the evolution
of a revolutionary shift in human consciousness. The circular
form evokes afeel of sacred space and ritual, a place for
reflection and healing. Many cultures throughout the world
have used circular forms to express the connection between
man and the universe. It is a strong symbol for unity, balance,
and harmony. The wheel in Interdit d’Eblouir is composed of
an inner circle with 28 points and 28 spokes radiating from
it towards an outer circle of 28 points. Audio and projected

video images complete the installation.

PP Semp is the collaborative team of French born artist Semp

and his American wife, Patricia Semprez.

vy

nych slov, stf'etd, strachu a iluzi. Dilo Interdit d’Eblouir (Zakaz
osliiovani) si osvojuje téma 1968-2008 a formou posvatného
kola ¢i lé¢ivého kruhu rozebird vyvoj revoluénich posunt
v lidském védomi. Kruhova forma evokuje pocit posvat-
ného mista a ritudlu, je to misto k rozjimani a hojeni. Mnoho
kultur po celém svété pouzivalo ¢i pouziva kruhové formy
k vyjadreni spojeni mezi ¢lovékem a vesmirem. Kolo v dile
Interdit d’Eblouir se sklada z vnitiniho kruhu s 28 body a 28
paprsky rozbihajicimi se k vnéj§imu kruhu s 28 body. Instalaci

dotvari audionahravka a videoprojekce.

Projekt PP Semp je spolupraci mezi umélcem francouzského

ptivodu Sempem a jeho americkou Zenou Patriciou Semprez.

interdit d’eblouir (‘“‘dazzling prohibited’’)

XXXX | mixed media Installation | created specifically for TINA B. 2008

courtesy of the artist




DAVID TER-OGANJAN — RUSSIA

* XXXX

The slogan as a form for political statements is polemic in its
nature — to affirm it is to deny the other options. It is also the
instrument of power with specific ways of sanctioning and
legitimising in its own sphere of influence. Thus it would be
interesting to know what happens to slogans that functioned
well in their time but are almost impossible to return to today
since their formulations no longer ring true.

The Old Slogans project focuses on the critical interpretation
of this representation of political ideas. The slogans, parts
of which have been scratched off, make sense to a viewer
with at least some prior knowledge about their content. The
artist has provided limited access to the text by deleting only
single letters or syllables, making the reading more difficult
but not impossible.

By using the expression ‘decorations for political events’, the
artist doesn’t intend to display an ironic attitude towards the
pathos of the historical resistance, but merely allows it to
enrich his works formally on two different levels. The first
level is linguistic. The artist makes the linguistic material
resistant, requiring conscious effort on the part of the viewer.
The second level is ideological. Without any intention of
provoking the loss of meaning, the artist inserts the texts of
the slogans into his work only in their ‘protected’ form. The
partial concealing of the slogans is an attempt to reuse them
when the ideas and images of protest are freely convertible.
Yet the wiping out of single letters and whole words with
paint illustrates the very same ‘loss of meaning’.

Alexandra Galkina

Slogan jako forma politického sdéleni ma polemickou povahu
— vyjadreni souhlasu s nim znamena popfeni jinych alterna-
tiv. Zaroveri je slogan ve sféfe svého vlivu nastrojem moci.
Bylo by tedy zajimavé zjistit, co se stane se slogany, které ve
své dobé byly efektivni, ale je téméF nemozné je dnes poutzit,
jelikoz jiz v soucasné situaci neznéji pravdivé.
Projekt Old Slogans (Staré slogany) je zaméfen na kritickou
interpretaci této formy znazornéni politickych myslenek.
PrestoZze jsou casti sloganl preskrtany, divakovi s alesponi
¢aste¢nymi predchozimi védomosti o jejich kontextu davaji
smysl. Necitelnost téchto sloganil je jen zdanliva, umélec
poskytuje omezeny pristup k textu.
Pouzivani vyrazu ,,dekorace pro politické udalosti*“ viak umélec
nemysli jako projev ironického pristupu k patosu historického
odporu. Pouze jej vyuziva k tomu, aby své prace obohatil po
formalni strance, a to ve dvou rovinach. Prvni z nich je lingvisticka.
Umélec cini lingvisticky material, se kterym pracuje, odolnym
VU¢i interpretaci, divaka nuti, aby vyvinul usili k jeho pochopeni.
Druha rovina je ideologickd. Bez umyslu vyprovokovat ztratu
vyznamu vkladd umélec texty do svych praci pouze v jejich
»chranéné* podobg. Casteéné zakryvani sloganti je pokusem o je-
jich znovupoutziti v dobé, kdy jsou myslenky a znazornéni protestu
volné sménitelné. Zahlazeni jednotlivych pismen a celych slov bar-
vami v§ak zaroven prresné ilustruje pravé tuto ,ztratu vyznamu‘.
Alexandra Galkina
old slogans
2008 | textual interventions
courtesy of the artist




