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ISO 216, 2014, instalace, bily provazek ISO 216, 2014, installation, white string

Instalace byla vytvorena nataZzenim bilého provazku mezi sténami galerie tak, Ze tvofi pravidelnou obdélnikovou sit. White string was stretched between the gallery’s walls to form a rectangular net. Each mesh of the net has the
Velikost kazdého oka sité obdélnikového tvaru odpovidé velikosti standardniho formatu kancelarského papiru A4 defi- standard office paper size, defined by the international norm ISO 216 (A4). The plane is divided into the identical
novaného normou ISO 216. Jednotlivé provazky rozdéluji vymezenou plochu na stejné velkéd oka standardizovaného meshes of “standard” void and the “administrative” net does not allow the viewer to enter the larger part of the
prézdna. Vznikla jakasi administrativni sit, kterd neumozriuje divakovi vstoupit do vétsi ¢asti galerie. gallery space.




ISO 216, 2014, instalace, bily provazek

Instalace byla vytvorena natazenim bilého provazku mezi sténami galerie tak, Ze tvori pravidelnou obdélnikovou sit.
Velikost kazdého oka sité obdélnikového tvaru odpovida velikosti standardniho forméatu kancelarského papiru A4 defi-
novaného normou ISO 216. Jednotlivé provazky rozdéluji vymezenou plochu na stejné velkd oka standardizovaného
prazdna. Vznikla jakasi administrativni sit, kterd neumozniuje divakovi vstoupit do vétsi ¢asti galerie.
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ISO 216, 2014, installation, white string

White string was stretched between the gallery’s walls to form a rectangular net. Each mesh of the net has the
standard office paper size, defined by the international norm ISO 216 (A4). The plane is divided into the identical
meshes of “standard” void and the “administrative” net does not allow the viewer to enter the larger part of the
gallery space.




ISO 216, 2014, instalace, bily provazek

Instalace byla vytvorena natazenim bilého provazku mezi sténami galerie tak, Ze tvori pravidelnou obdélnikovou sit.
Velikost kazdého oka sité obdélnikového tvaru odpovida velikosti standardniho forméatu kancelarského papiru A4 defi-
novaného normou ISO 216. Jednotlivé provazky rozdéluji vymezenou plochu na stejné velkd oka standardizovaného
prazdna. Vznikla jakdsi administrativni sit, kterd neumoziiuje divakovi vstoupit do vétsi ¢asti galerie.

id Between Realities

ISO 216, 2014, installation, white string

White string was stretched between the gallery’s walls to form a rectangular net. Each mesh of the net has the
standard office paper size, defined by the international norm ISO 216 (A4). The plane is divided into the identical
meshes of “standard” void and the “administrative” net does not allow the viewer to enter the larger part of the
gallery space.



Truth and the Void Between Realities
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ISO 216, 2014, instalace, bily provazek

Instalace byla vytvorena natazenim bilého provazku mezi sténami galerie tak, Ze tvori pravidelnou obdélnikovou sit.
Velikost kazdého oka sité obdélnikového tvaru odpovida velikosti standardniho forméatu kancelarského papiru A4 defi-
novaného normou ISO 216. Jednotlivé provazky rozdéluji vymezenou plochu na stejné velkd oka standardizovaného
prazdna. Vznikla jakasi administrativni sit, kterd neumozniuje divakovi vstoupit do vétsi ¢asti galerie.

ISO 216, 2014, installation, white string

White string was stretched between the gallery’s walls to form a rectangular net. Each mesh of the net has the
standard office paper size, defined by the international norm ISO 216 (A4). The plane is divided into the identical
meshes of “standard” void and the “administrative” net does not allow the viewer to enter the larger part of the
gallery space.



ISO 216, 2014, instalace, bily provazek

Instalace byla vytvorena natazenim bilého provazku mezi sténami galerie tak, Ze tvori pravidelnou obdélnikovou sit.
Velikost kazdého oka sité obdélnikového tvaru odpovidé velikosti standardniho formatu kancelarského papiru A4 defi-
novaného normou ISO 216. Jednotlivé provazky rozdéluji vymezenou plochu na stejné velkd oka standardizovaného
prazdna. Vznikla jakdsi administrativni sit, kterd neumoziiuje divakovi vstoupit do vétsi ¢asti galerie.

2014 (P) Lisabon, Baginski, Galeria/Projectos, Truth and the Void Between Realities

ISO 216, 2014, installation, white string

White string was stretched between the gallery’s walls to form a rectangular net. Each mesh of the net has the
standard office paper size, defined by the international norm ISO 216 (A4). The plane is divided into the identical
meshes of “standard” void and the “administrative” net does not allow the viewer to enter the larger part of the
gallery space.
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Instalace byla vytvofena natazenim bilého provazku mezi sténami galerie tak, Ze tvori pravidelnou obdéInikovou sit. White string was stretched between the gallery’s walls to form a rectangular net. Each mesh of the net has the

Velikost kazdého oka sité obdélnikového tvaru odpovidé velikosti standardniho forméatu kancelarského papiru A4 defi- standard office paper size, defined by the international norm ISO 216 (A4). The plane is divided into the identical
novaného normou ISO 216. Jednotlivé provazky rozdéluji vymezenou plochu na stejné velkd oka standardizovaného meshes of “standard” void and the “administrative” net does not allow the viewer to enter the larger part of the
prézdna. Vznikla jakasi administrativni sit, kterd neumozniuje divakovi vstoupit do vétsi ¢asti galerie. gallery space.
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PRACI SAMOCINNYCH STROJU K VOLNEMU CASU, KE KULTURE HMOTNE | DUSEVNI, K LIDSKEMU ZDOKONA-
LENI, OZDRAVENI, UKLIDNENI, ZVNITRNENI A OPROSTENI V OSVOBOZENE, ZACHRANENE, OBNOVENE A NOVE
VYTVARENE PRIRODE RENATURALIZOVANYCH KRAJIN, 2013, HD video, 16:9, 3 min. 10 s., smycka

Nazev videa i symbolické pouZiti obrazovych motivd jsou citaci diagramu, ktery zakoncuje obrazovou pfilohu teoretické
prace eského avantgardniho architekta Ladislava Zaka Obytnd krajina (Praha 1947). Pvodni diagram je nakresleny,
jednotlivé piktogramy zastupuiji stroj (kolo od vozu), osvétu (kniha), prirodu (strom) a opro$téni (Diogenlv sud), a dopro-

vazi jej text, ktery poslouZil pro nazev videa. VSechny klipy, parafrazujici plvodni piktogramy, byly stazeny z komeréni
imagebanky. Nenaplnéné avantgardni myslenka nového pojeti pokroku je reinterpretovéana formou pohyblivého hype-
restetizovaného digitélniho obrazu.

2013, Liberec, Galerie Die Aktualitat des Schénen, Praci samodinnych stroji k volnému &asu...

THROUGH USE OF AUTOMATED MACHINES WE GAIN FREE TIME, CULTURE - BOTH MATERIAL AND SPIRITUAL,
HUMAN SELF-IMPROVEMENT, HEALTH, CALM, INNER LIFE AND LIBERATED, RENEWED AND NEWLY-CREATED
NATURE IN RENATURALIZED LANDSCAPES, 2013, HD video, 16:9, 3 min 10 s, loop

The title of the video and the pictorial motifs quote the diagram that closes the pictorial part of the theoretical book
Obytné krajina (The Inhabitable Landscape, Prague 1947) by the Czech avant-garde architect Ladislav Zak. The ori-
ginal diagram is a drawing where the individual pictographs stand for machine (a wagon wheel), public education
(a book), nature (a tree) and liberation (the Diogenes’ cask) and it is accompanied by the text used as the title of
the video. Each of the four video clips paraphrasing the original pictographs was downloaded from the commercial
image bank. The unfulfilled new avant-garde concept of progress is reintepreted in the form of the hyper-aestheti-
cized digital moving image.
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WEST, 2013, nesvitici neon, sklenéna trubice bez neonového plynu, cca 100 x 30 cm WEST, 2013, lightless neon, glass tube without neon gas, approx 100 x 30 cm



pzig, Spinnerei Leipzig, Werkschauhalle, Skok! Tales of (y)our City

WEST, 2013, nesvitici neon, sklenéna trubice bez neonového plynu, cca 100 x 30 cm WEST, 2013, lightless neon, glass tube without neon gas, approx 100 x 30 cm
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WEST, 2013, nesvitici neon, sklenéna trubice bez neonového plynu, cca 100 x 30 cm WEST, 20183, lightless neon, glass tube without neon gas, approx 100 x 30 cm
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SPOLECENSKY MODEL, 2013, instalace, 48 ks rliznych pouZitych Zidli

Site specific instalace byla vytvorena sestavenim 48 kusU rdznych pouzitych Zidli do tfech soustfednych kruh(.
Usporadani instalace odpovida ptdorysu sidlisté Rundling v némeckém Lipsku, postaveném v roce 1932 v duchu
avantgardnich myslenek funkcionalismu. Pro instalaci byly pouzity pouze zidle z lokélnich zdrojt, vétSinou z posled-
nich dekad. Zidle je zde pouZita jak zékladni symbol bydleni, individualita jednotlivych design(i je pak v pfimém kon-
trastu k prisné geometrické strukture jejich rozestavéni, potazmo k racionalité modernistické architektury.
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SOCIAL MODEL, 2013, installation, 48 different used chairs

The site specific installation consists of 48 different used chairs arranged in three circles. The pattern corresponds
to the ground plan of the Rundling housing estate in Leipzig, Germany, built in 1932 in the spirit of the avant-garde
ideas of functionalism. For the installation chairs from the local sources were used, largely from the several last
decades. Chair is understood here as a fundamental symbol of housing; the individual design of each chair contrasts
with the severe geomerical structure of their arrangement as well as with the rationality of modernist architecture.



SPOLECENSKY MODEL, 2013, instalace, 48 ks rliznych pouitych Zidli

Site specific instalace byla vytvorena sestavenim 48 kusU rdznych pouzitych Zidli do tfech soustfednych kruh(.

Usporadani instalace odpovida ptdorysu sidlisté Rundling v némeckém Lipsku, postaveném v roce 1932 v duchu
avantgardnich myslenek funkcionalismu. Pro instalaci byly pouzity pouze zidle z lokélnich zdrojt, vétSinou z posled-
nich dekad. Zidle je zde pouZita jak zékladni symbol bydleni, individualita jednotlivych design(i je pak v pfimém kon-
trastu k prisné geometrické strukture jejich rozestavéni, potaZzmo k racionalité modernistické architektury.

2013, Leipzig, Spinnerei Leipzig, Werkschauhalle, Skok

SOCIAL MODEL, 2013, installation, 48 different used chairs

The site specific installation consists of 48 different used chairs arranged in three circles. The pattern corresponds
to the ground plan of the Rundling housing estate in Leipzig, Germany, built in 1932 in the spirit of the avant-garde
ideas of functionalism. For the installation chairs from the local sources were used, largely from the several last
decades. Chair is understood here as a fundamental symbol of housing; the individual design of each chair contrasts
with the severe geomerical structure of their arrangement as well as with the rationality of modernist architecture.




SPOLECENSKY MODEL, 2013, instalace, 48 ks rliznych pouitych Zidli

Site specific instalace byla vytvorena sestavenim 48 kusU rdznych pouzitych Zidli do tfech soustfednych kruh(.

Pladorys instalace odpovida pldorysu sidlisté Rundling v némeckém Lipsku. Sidli$té bylo postaveno v roce 1932
v duchu avantgardnich myslenek funkcionalismu. Pro instalaci byly pouZity pouze Zidle z lokalnich zdrojd, vétSinou
z poslednich dekad. Zidle je zde z&kladnim symbolem bydleni. Individualita designt je pak v pfimém kontrastu k
racionalni strukture avantgardni architektury.
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2013, Leipzig, Spinnerei Leipzig, Werk

SOCIAL MODEL, 2013, installation, 48 different used chairs

The site specific installation consists of 48 different used chairs arranged in three circles. The pattern corresponds
to the ground plan of the Rundling housing estate in Leipzig, Germany, built in 1932 in the spirit of the avant-garde
ideas of functionalism. For the installation chairs from the local sources were used, largely from the several last
decades. Chair is understood here as a fundamental symbol of housing; the individual design of each chair contrasts
with the severe geomerical structure of their arrangement as well as with the rationality of modernist architecture.
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SPOLECENSKY MODEL, 2013, instalace, 48 ks rliznych pouZitych Zidli SOCIAL MODEL, 2013, installation, 48 different used chairs

Site specific instalace byla vytvorena sestavenim 48 kusU rdznych pouzitych zidli do tfech soustfednych kruhl. The site specific installation consists of 48 different used chairs arranged in three circles. The pattern corresponds

Pldorys instalace odpovida pldorysu sidlisté Rundling v némeckém Lipsku. Sidli§té bylo postaveno v roce 1932 to the ground plan of the Rundling housing estate in Leipzig, Germany, built in 1932 in the spirit of the avant-garde
v duchu avantgardnich myslenek funkcionalismu. Pro instalaci byly pouZity pouze zidle z lokalnich zdrojl, vétSinou ideas of functionalism. For the installation chairs from the local sources were used, largely from the several last
z poslednich dekad. Zidle je zde z&kladnim symbolem bydleni. Individualita designt je pak v pfimém kontrastu k decades. Chair is understood here as a fundamental symbol of housing; the individual design of each chair contrasts
racionalni strukture avantgardni architektury. with the severe geomerical structure of their arrangement as well as with the rationality of modernist architecture.
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SPOLECENSKY MODEL, 2013, instalace, 48 ks rliznych pouZitych Zidli

Site specific instalace byla vytvorena sestavenim 48 kusU rdznych pouzitych Zidli do tfech soustfednych kruh(.

Pladorys instalace odpovida pldorysu sidlisté Rundling v némeckém Lipsku. Sidli$té bylo postaveno v roce 1932
v duchu avantgardnich myslenek funkcionalismu. Pro instalaci byly pouZity pouze Zidle z lokalnich zdrojd, vétSinou
z poslednich dekad. Zidle je zde z&kladnim symbolem bydleni. Individualita designt je pak v pfimém kontrastu k
racionalni strukture avantgardni architektury.

Spinnerei Leipzig, Werkschauhalle, Skok!:

2013, Leipzig,

SOCIAL MODEL, 2013, installation, 48 different used chairs

The site specific installation consists of 48 different used chairs arranged in three circles. The pattern corresponds
to the ground plan of the Rundling housing estate in Leipzig, Germany, built in 1932 in the spirit of the avant-garde
ideas of functionalism. For the installation chairs from the local sources were used, largely from the several last
decades. Chair is understood here as a fundamental symbol of housing; the individual design of each chair contrasts
with the severe geomerical structure of their arrangement as well as with the rationality of modernist architecture.
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MYSLENKY MODERNICH SOCHARU, 2013, xerox, kresba modrou propiskou, kancelarsky papir, format A4, 302 ks

V8echny stranky knihy Myslenky modernich sochaft (Praha 1971) byly oxeroxovany na papiry forméatu A4.
Jednotlivé listy byly posléze ru¢né nalinkovény tak, aby vysledek byl co mozna nejméné rozeznatelny od standard-

nich predtisténych linkovanych papirQ. Jiz jednou zaplnénéa plocha papiru dostala novy ,,f4d". Na pozadi linkovaného
papiru zlstavaji bloky textu a ilustrace z knihy. Papiry jsou dvakrat zaplnény, znovu pouzity, linky v8ak presto zlstavaji
fakticky préazdné. Utilitarni struktura linkovaného papiru se dostdva do modernistického kontextu obsahu knihy na
pozadi. Prazdné tfadky nabizeji hypotetické budouci zaplnéni, prepsani plvodniho textu. Kresebnym materidlem se
stala modra propiska, nejobycejné;si kancelarsky nastroj.

2014, Estonia, Tallinn, Vaal gallery, Tracing The Memory

THE THOUGHTS OF MODERN SCULPTORS, 2013, photocopy, blue ball-pen drawing, office paper, format A4, 302 pieces

All pages of the book Myslenky modernich sochaft (The Thoughts of Modern Sculptors, Prague 1971) were photo-
copied on A4 sheets. The individual sheets were then lined by hand with the objective to approximate the standard
preprinted sheets. The already filled space was organized in a new ,order”. The texts and illustrations from the
book remain in the background. The sheets are filled twice, reused, yet in fact the lines remain empty. The utilitarian
structure of the lined paper enters into the modernist context of the book content in the background. The empty
lines offer themselves for the hypothetical future completion, rewriting of the original text. The drawing uses blue
ball-pen, the most ordinary office tool.




i
.-..-._..-;-u _ -._,n-.,-- qu-—.. ,—-'

P =

MYSLENKY MODERNICH SOCHARU, 2013, xerox, kresba modrou propiskou, kancelarsky papir, format A4, 302 ks

V8echny stranky knihy Myslenky modernich sochaft (Praha 1971) byly oxeroxovany na papiry forméatu A4.
Jednotlivé listy byly posléze ruéné nalinkovany tak, aby vysledek byl co mozné nejméné rozeznatelny od standard-
nich predtisténych linkovanych papird. Jiz jednou zapinéna plocha papiru dostala novy ,fad”. Na pozadi linkovaného
papiru zlstavaji bloky textu a ilustrace z knihy. Papiry jsou dvakrét zapInény, znovu pouzity, linky v8ak presto zlstavaji
fakticky prazdné. Utilitarni struktura linkovaného papiru se dostava do modernistického kontextu obsahu knihy na
pozadi. Prazdné fadky nabizeji hypotetické budouci zaplnéni, pfepsani ptivodniho textu. Kresebnym materidlem se
stala modra propiska, nejobycejné;si kancelarsky nastroj.

>
>
o
€
Q
=
(4]
ey
'_
(o2}
iy
o
©
c
'_
o3
2
o
©
o
©
©
>
e
=
©
'—
o)
=
[e]
9o
1]
w
<
=
[=)
N

THE THOUGHTS OF MODERN SCULPTORS, 2013, photocopy, blue ball-pen drawing, office paper, format A4, 302 pieces

All pages of the book Myslenky modernich sochati (The Thoughts of Modern Sculptors, Prague 1971) were photo-
copied on A4 sheets. The individual sheets were then lined by hand with the objective to approximate the standard
preprinted sheets. The already filled space was organized in a new ,order”. The texts and illustrations from the
book remain in the background. The sheets are filled twice, reused, yet in fact the lines remain empty. The utilitarian
structure of the lined paper enters into the modernist context of the book content in the background. The empty
lines offer themselves for the hypothetical future completion, rewriting of the original text. The drawing uses blue
ball-pen, the most ordinary office tool.
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V8echny stranky knihy Myslenky modernich sochaft (Praha 1971) byly oxeroxovany na papiry forméatu A4.
Jednotlivé listy byly posléze ruéné nalinkovany tak, aby vysledek byl co mozné nejméné rozeznatelny od standard-
nich predtisténych linkovanych papird. Jiz jednou zapInéna plocha papiru dostala novy ,fad"”. Na pozadi linkovaného
papiru zstavaji bloky textu a ilustrace z knihy. Papiry jsou dvakrét zapinény, znovu pouzity, linky v8ak presto zlstavaji
fakticky prazdné. Utilitarni struktura linkovaného papiru se dostava do modernistického kontextu obsahu knihy na
pozadi. Prazdné fadky nabizeji hypotetické budouci zaplnéni, pfepsani ptivodniho textu. Kresebnym materidlem se
stala modra propiska, nejobycejnéjsi kancelarsky nastroj.
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All pages of the book Myslenky modernich sochatl (The Thoughts of Modern Sculptors, Prague 1971) were photo-
copied on A4 sheets. The individual sheets were then lined by hand with the objective to approximate the standard
preprinted sheets. The already filled space was organized in a new ,order”. The texts and illustrations from the
book remain in the background. The sheets are filled twice, reused, yet in fact the lines remain empty. The utilitarian
structure of the lined paper enters into the modernist context of the book content in the background. The empty
lines offer themselves for the hypothetical future completion, rewriting of the original text. The drawing uses blue
ball-pen, the most ordinary office tool.
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V8echny stranky knihy Myslenky modernich sochaft (Praha 1971) byly oxeroxovany na papiry forméatu A4.
Jednotlivé listy byly posléze ru¢né nalinkovény tak, aby vysledek byl co mozna nejméné rozeznatelny od standard-
nich predtisténych linkovanych papirQ. Jiz jednou zaplnénéa plocha papiru dostala novy ,,f4d". Na pozadi linkovaného
papiru zlstavaji bloky textu a ilustrace z knihy. Papiry jsou dvakrat zaplnény, znovu pouzity, linky v8ak presto zlstavaji
fakticky préazdné. Utilitarni struktura linkovaného papiru se dostdva do modernistického kontextu obsahu knihy na
pozadi. Prazdné tfadky nabizeji hypotetické budouci zaplnéni, prepsani plvodniho textu. Kresebnym materidlem se
stala modra propiska, nejobycejné;si kancelarsky nastroj.
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THE THOUGHTS OF MODERN SCULPTORS, 2013, photocopy, blue ball-pen drawing, office paper, format A4, 302 pieces

All pages of the book Myslenky modernich sochaft (The Thoughts of Modern Sculptors, Prague 1971) were photo-
copied on A4 sheets. The individual sheets were then lined by hand with the objective to approximate the standard
preprinted sheets. The already filled space was organized in a new ,order”. The texts and illustrations from the
book remain in the background. The sheets are filled twice, reused, yet in fact the lines remain empty. The utilitarian
structure of the lined paper enters into the modernist context of the book content in the background. The empty
lines offer themselves for the hypothetical future completion, rewriting of the original text. The drawing uses blue
ball-pen, the most ordinary office tool.
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V8echny stranky knihy Myslenky modernich sochaft (Praha 1971) byly oxeroxovany na papiry forméatu A4.
Jednotlivé listy byly posléze ru¢né nalinkovény tak, aby vysledek byl co mozna nejméné rozeznatelny od standard-
nich predtisténych linkovanych papirQ. Jiz jednou zaplnénéa plocha papiru dostala novy ,,f4d". Na pozadi linkovaného
papiru zlstavaji bloky textu a ilustrace z knihy. Papiry jsou dvakrat zaplnény, znovu pouzity, linky v8ak presto zlstavaji
fakticky préazdné. Utilitarni struktura linkovaného papiru se dostdva do modernistického kontextu obsahu knihy na
pozadi. Prazdné tfadky nabizeji hypotetické budouci zaplnéni, prepsani plvodniho textu. Kresebnym materidlem se
stala modra propiska, nejobycejné;si kancelarsky nastroj.
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THE THOUGHTS OF MODERN SCULPTORS, 2013, photocopy, blue ball-pen drawing, office paper, format A4, 302 pieces

All pages of the book Myslenky modernich sochaft (The Thoughts of Modern Sculptors, Prague 1971) were photo-
copied on A4 sheets. The individual sheets were then lined by hand with the objective to approximate the standard
preprinted sheets. The already filled space was organized in a new ,order”. The texts and illustrations from the
book remain in the background. The sheets are filled twice, reused, yet in fact the lines remain empty. The utilitarian
structure of the lined paper enters into the modernist context of the book content in the background. The empty
lines offer themselves for the hypothetical future completion, rewriting of the original text. The drawing uses blue
ball-pen, the most ordinary office tool.
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MYSLENKY MODERNICH SOCHARU, 2013, xerox, kresba modrou propiskou, kancelarsky papir, format A4, 302 ks

V8echny stranky knihy Myslenky modernich sochaft (Praha 1971) byly oxeroxovany na papiry forméatu A4.
Jednotlivé listy byly posléze ru¢né nalinkovény tak, aby vysledek byl co mozna nejméné rozeznatelny od standard-
nich predtisténych linkovanych papirQ. Jiz jednou zaplnénéa plocha papiru dostala novy ,,f4d". Na pozadi linkovaného
papiru zlstavaji bloky textu a ilustrace z knihy. Papiry jsou dvakrat zaplnény, znovu pouzity, linky v8ak presto zlstavaji
fakticky préazdné. Utilitarni struktura linkovaného papiru se dostdva do modernistického kontextu obsahu knihy na
pozadi. Prazdné tfadky nabizeji hypotetické budouci zaplnéni, prepsani plvodniho textu. Kresebnym materidlem se
stala modra propiska, nejobycejné;si kancelarsky nastroj.
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All pages of the book Myslenky modernich sochaft (The Thoughts of Modern Sculptors, Prague 1971) were photo-
copied on A4 sheets. The individual sheets were then lined by hand with the objective to approximate the standard
preprinted sheets. The already filled space was organized in a new ,order”. The texts and illustrations from the
book remain in the background. The sheets are filled twice, reused, yet in fact the lines remain empty. The utilitarian
structure of the lined paper enters into the modernist context of the book content in the background. The empty
lines offer themselves for the hypothetical future completion, rewriting of the original text. The drawing uses blue
ball-pen, the most ordinary office tool.
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MYSLENKY MODERNICH SOCHARU, 2013, xerox, kresba modrou propiskou, kancelarsky papir, format A4, 302 ks

V8echny stranky knihy Myslenky modernich sochaft (Praha 1971) byly oxeroxovany na papiry forméatu A4.
Jednotlivé listy byly posléze ruéné nalinkovany tak, aby vysledek byl co mozné nejméné rozeznatelny od standard-
nich predtisténych linkovanych papird. Jiz jednou zapinéna plocha papiru dostala novy ,fad”. Na pozadi linkovaného
papiru zlstavaji bloky textu a ilustrace z knihy. Papiry jsou dvakrét zapInény, znovu pouzity, linky v8ak presto zlstavaji
fakticky prazdné. Utilitarni struktura linkovaného papiru se dostava do modernistického kontextu obsahu knihy na
pozadi. Prazdné fadky nabizeji hypotetické budouci zaplnéni, pfepsani ptivodniho textu. Kresebnym materidlem se
stala modra propiska, nejobycejnégjsi kancelarsky nastroj.
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THE THOUGHTS OF MODERN SCULPTORS, 2013, photocopy, blue ball-pen drawing, office paper, format A4, 302 pieces

All pages of the book Myslenky modernich sochati (The Thoughts of Modern Sculptors, Prague 1971) were photo-
copied on A4 sheets. The individual sheets were then lined by hand with the objective to approximate the standard
preprinted sheets. The already filled space was organized in a new ,order”. The texts and illustrations from the
book remain in the background. The sheets are filled twice, reused, yet in fact the lines remain empty. The utilitarian
structure of the lined paper enters into the modernist context of the book content in the background. The empty
lines offer themselves for the hypothetical future completion, rewriting of the original text. The drawing uses blue
ball-pen, the most ordinary office tool.
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MYSLENKY MODERNICH SOCHARU, 2013, xerox, kresba modrou propiskou, kancelarsky papir, format A4, 302 ks

V8echny stranky knihy Myslenky modernich sochaft (Praha 1971) byly oxeroxovany na papiry forméatu A4.
Jednotlivé listy byly posléze ru¢né nalinkovény tak, aby vysledek byl co mozna nejméné rozeznatelny od standard-
nich predtisténych linkovanych papirQ. Jiz jednou zaplnénéa plocha papiru dostala novy ,,f4d". Na pozadi linkovaného
papiru zlstavaji bloky textu a ilustrace z knihy. Papiry jsou dvakrat zaplnény, znovu pouzity, linky v8ak presto zlstavaji
fakticky préazdné. Utilitarni struktura linkovaného papiru se dostdva do modernistického kontextu obsahu knihy na
pozadi. Prazdné tfadky nabizeji hypotetické budouci zaplnéni, prepsani plvodniho textu. Kresebnym materidlem se
stala modra propiska, nejobycejné;si kancelarsky nastroj.
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THE THOUGHTS OF MODERN SCULPTORS, 2013, photocopy, blue ball-pen drawing, office paper, format A4, 302 pieces

All pages of the book Myslenky modernich sochaft (The Thoughts of Modern Sculptors, Prague 1971) were photo-
copied on A4 sheets. The individual sheets were then lined by hand with the objective to approximate the standard
preprinted sheets. The already filled space was organized in a new ,order”. The texts and illustrations from the
book remain in the background. The sheets are filled twice, reused, yet in fact the lines remain empty. The utilitarian
structure of the lined paper enters into the modernist context of the book content in the background. The empty
lines offer themselves for the hypothetical future completion, rewriting of the original text. The drawing uses blue
ball-pen, the most ordinary office tool.
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V8echny stranky knihy Myslenky modernich sochaft (Praha 1971) byly oxeroxovany na papiry forméatu A4.
Jednotlivé listy byly posléze ru¢né nalinkovény tak, aby vysledek byl co mozna nejméné rozeznatelny od standard-
nich predtisténych linkovanych papirQ. Jiz jednou zaplnénéa plocha papiru dostala novy ,,f4d". Na pozadi linkovaného
papiru zlstavaji bloky textu a ilustrace z knihy. Papiry jsou dvakrat zaplnény, znovu pouzity, linky v8ak presto zlstavaji
fakticky préazdné. Utilitarni struktura linkovaného papiru se dostdva do modernistického kontextu obsahu knihy na
pozadi. Prazdné tfadky nabizeji hypotetické budouci zaplnéni, prepsani plvodniho textu. Kresebnym materidlem se
stala modra propiska, nejobycejné;si kancelarsky nastroj.
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THE THOUGHTS OF MODERN SCULPTORS, 2013, photocopy, blue ball-pen drawing, office paper, format A4, 302 pieces

All pages of the book Myslenky modernich sochaft (The Thoughts of Modern Sculptors, Prague 1971) were photo-
copied on A4 sheets. The individual sheets were then lined by hand with the objective to approximate the standard
preprinted sheets. The already filled space was organized in a new ,order”. The texts and illustrations from the
book remain in the background. The sheets are filled twice, reused, yet in fact the lines remain empty. The utilitarian
structure of the lined paper enters into the modernist context of the book content in the background. The empty
lines offer themselves for the hypothetical future completion, rewriting of the original text. The drawing uses blue
ball-pen, the most ordinary office tool.
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MYSLENKY MODERNICH SOCHARU, 2013, xerox, kresba modrou propiskou, kancelaFsky papir, format A4, 302 ks

V8echny stranky knihy Mys$lenky modernich sochafl (Praha 1971) byly oxeroxovany na papiry formétu A4.
Jednotlivé listy byly posléze ruéné nalinkovany tak, aby vysledek byl co mozné nejméné rozeznatelny od standard-

nich predtisténych linkovanych papird. Jiz jednou zapInéna plocha papiru dostala novy ,,fad"”. Na pozadi linkovaného
papiru zUstévaji bloky textu a ilustrace z knihy. Papiry jsou dvakrat zaplnény, znovu poutzity, linky v8ak pfesto zlstavajf
fakticky prazdné. Utilitarni struktura linkovaného papiru se dostava do modernistického kontextu obsahu knihy na
pozadi. Prézdné radky nabizeji hypotetické budouci zaplnéni, pfepsani ptvodniho textu. Kresebnym materidlem se

stala modra propiska, nejobycejnégjsi kancelarsky nastroj.
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THE THOUGHTS OF MODERN SCULPTORS, 2013, photocopy, blue ball-pen drawing, office paper, format A4, 302 pieces

All pages of the book Myslenky modernich sochati (The Thoughts of Modern Sculptors, Prague 1971) were photo-
copied on A4 sheets. The individual sheets were then lined by hand with the objective to approximate the standard
preprinted sheets. The already filled space was organized in a new ,order”. The texts and illustrations from the
book remain in the background. The sheets are filled twice, reused, yet in fact the lines remain empty. The utilitarian
structure of the lined paper enters into the modernist context of the book content in the background. The empty
lines offer themselves for the hypothetical future completion, rewriting of the original text. The drawing uses blue

ball-pen, the most ordinary office tool.
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MYSLENKY MODERNICH SOCHARU, 2013, xerox, kresba modrou propiskou, kancelarsky papir, format A4, 302 ks

V8echny stranky knihy Myslenky modernich sochaft (Praha 1971) byly oxeroxovany na papiry forméatu A4.
Jednotlivé listy byly posléze ru¢né nalinkovény tak, aby vysledek byl co mozna nejméné rozeznatelny od standard-
nich predtisténych linkovanych papirQ. Jiz jednou zaplnénéa plocha papiru dostala novy ,,f4d". Na pozadi linkovaného
papiru zUstavaji bloky textu a ilustrace z knihy. Papiry jsou dvakrat zapInény, znovu pouzity, linky vSak presto zUstavaji
fakticky préazdné. Utilitarni struktura linkovaného papiru se dostdva do modernistického kontextu obsahu knihy na

pozadi. Prazdné fadky nabizeji hypotetické budouci zaplnéni, pfepsani pivodniho textu. Kresebnym materidlem se
stala modra propiska, nejobycejné;si kancelarsky nastroj.

THE THOUGHTS OF MODERN SCULPTORS, 2013, photocopy, blue ball-pen drawing, office paper, format A4, 302 pieces

All pages of the book Myslenky modernich sochaft (The Thoughts of Modern Sculptors, Prague 1971) were photo-
copied on A4 sheets. The individual sheets were then lined by hand with the objective to approximate the standard
preprinted sheets. The already filled space was organized in a new ,order”. The texts and illustrations from the
book remain in the background. The sheets are filled twice, reused, yet in fact the lines remain empty. The utilitarian
structure of the lined paper enters into the modernist context of the book content in the background. The empty

lines offer themselves for the hypothetical future completion, rewriting of the original text. The drawing uses blue
ball-pen, the most ordinary office tool.
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MYSLENKY MODERNICH SOCHARU, 2013, xerox, kresba modrou propiskou, kancelarsky papir, format A4, 302 ks

V8echny stranky knihy Myslenky modernich sochaft (Praha 1971) byly oxeroxovany na papiry forméatu A4.
Jednotlivé listy byly posléze ruéné nalinkovany tak, aby vysledek byl co mozné nejméné rozeznatelny od standard-
nich predtisténych linkovanych papird. Jiz jednou zapInéna plocha papiru dostala novy ,fad"”. Na pozadi linkovaného
papiru zlstavaji bloky textu a ilustrace z knihy. Papiry jsou dvakrét zapInény, znovu pouzity, linky v8ak presto zlstavaji
fakticky prazdné. Utilitarni struktura linkovaného papiru se dostava do modernistického kontextu obsahu knihy na
pozadi. Prazdné fadky nabizeji hypotetické budouci zaplnéni, pfepsani pivodniho textu. Kresebnym materidlem se
stala modra propiska, nejobycejné;si kancelarsky nastroj.

c

@©

LSS

——

— [}

o

w

(=

-

°

©

(O]

©

o =D <

;_w,:_:u = =02 R
nw E | 3 E

- r:._q.'E'g

S - — 2 o= L

o B = @ -

- woE E—.—:g':"Et

gé’ﬂr. Sie= gt

aEEL oG S S

THE THOUGHTS OF MODERN SCULPTORS, 2013, photocopy, blue ball-pen drawing, office paper, format A4, 302 pieces

All pages of the book Myslenky modernich sochaft (The Thoughts of Modern Sculptors, Prague 1971) were photo-
copied on A4 sheets. The individual sheets were then lined by hand with the objective to approximate the standard
preprinted sheets. The already filled space was organized in a new ,order”. The texts and illustrations from the
book remain in the background. The sheets are filled twice, reused, yet in fact the lines remain empty. The utilitarian
structure of the lined paper enters into the modernist context of the book content in the background. The empty
lines offer themselves for the hypothetical future completion, rewriting of the original text. The drawing uses blue
ball-pen, the most ordinary office tool.
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A PROPOS, JESTE NECO, 2013, nast&nna kresba, oby&ejna tuzka

V8echny stény galerie byly rozdéleny vodorovnymi a svislymi ¢arami na identickd obdélnikova pole formatu
standardniho kancelafského papiru A4. Kresebnym materidlem byla obyéejnd tuzka. Stény galerie zUstaly
vymalovany standardni bilou barvou na stény, vdechna pole narysované geometrické sité z(stavaji prazdna. Prazdny
prostor byl rozdélen, strukturovan na standardizované sektory. V8echny stény jsou pokryty kresbou, pfesto zlstavaji
prazdné. Do jisté miry definuji sumu kreseb v galerii nepfitomnych.

A PROPOS, | HAVE SOMETHING MORE TO SAY, 2013, wall-drawing, pencil

All gallery walls were divided by the horizontal and vertical lines into the identical rectangular fields of the standard
A4 format. The material was ordinary pencil. The walls remain paitend by the standard white wall paint, all the lined
fields remain empty. The empty space was divided, structured into standard sectors. The walls are covered with
the drawing yet remain empty. In some measure, they define the amount of the absent drawings.



A PROPOS, JESTE NECO, 2013, nast&nna kresba, oby&ejna tuzka

V8echny stény galerie byly rozdéleny vodorovnymi a svislymi ¢arami na identickd obdélnikova pole formatu
standardniho kancelafského papiru A4. Kresebnym materidlem byla obyéejnd tuzka. Stény galerie zUstaly
vymalovény standardni bilou barvou na stény, vSechna pole narysované geometrické sité zlstavaji prazdna. Prazdny
prostor byl rozdélen, strukturovan na standardizované sektory. VSechny stény jsou pokryty kresbou, presto zlstavaji
prazdné. Do jisté miry definuji sumu kreseb v galerii nepfitomnych.

A PROPOS, | HAVE SOMETHING MORE TO SAY, 2013, wall-drawing, pencil

All gallery walls were divided by the horizontal and vertical lines into the identical rectangular fields of the standard
A4 format. The material was ordinary pencil. The walls remain paitend by the standard white wall paint, all the lined
fields remain empty. The empty space was divided, structured into standard sectors. The walls are covered with
the drawing yet remain empty. In some measure, they define the amount of the absent drawings.



A PROPOS, JESTE NECO, 2013, nasténné kresba, oby&ejna tuzka

A PROPOS, | HAVE SOMETHING MORE TO SAY, 2013, wall-drawing, pencil
V8echny stény galerie byly rozdéleny vodorovnymi a svislymi ¢arami na identickd obdélnikovd pole formétu

standardniho kanceldfského papiru A4. Kresebnym materidlem byla obycCejnd tuzka. Stény galerie zlstaly All gallery walls were divided by the horizontal and vertical lines into the identical rectangular fields of the standard
vymalovény standardni bilou barvou na stény, vSechna pole narysované geometrické sité zlstavaji prazdna. Prazdny A4 format. The material was ordinary pencil. The walls remain paitend by the standard white wall paint, all the lined
prostor byl rozdélen, strukturovén na standardizované sektory. VSechny stény jsou pokryty kresbou, pfesto zlstavaji fields remain empty. The empty space was divided, structured into standard sectors. The walls are covered with
prézdné. Do jisté miry definuji sumu kreseb v galerii nepfitomnych. the drawing yet remain empty. In some measure, they define the amount of the absent drawings.




A PROPOS, JESTE NECO, 2013, nasténné kresba, oby&ejna tuzka

A PROPOS, | HAVE SOMETHING MORE TO SAY, 2013, wall-drawing, pencil
V8echny stény galerie byly rozdéleny vodorovnymi a svislymi ¢arami na identickd obdélnikovd pole formétu

standardniho kanceldfského papiru A4. Kresebnym materidlem byla obycCejnd tuzka. Stény galerie zlstaly All gallery walls were divided by the horizontal and vertical lines into the identical rectangular fields of the standard
vymalovény standardni bilou barvou na stény, vSechna pole narysované geometrické sité zlstavaji prazdna. Prazdny A4 format. The material was ordinary pencil. The walls remain paitend by the standard white wall paint, all the lined
prostor byl rozdélen, strukturovén na standardizované sektory. VSechny stény jsou pokryty kresbou, pfesto zlstavaji fields remain empty. The empty space was divided, structured into standard sectors. The walls are covered with
prézdné. Do jisté miry definuji sumu kreseb v galerii nepfitomnych. the drawing yet remain empty. In some measure, they define the amount of the absent drawings.




BEZ NAZVU, 2013, dfevény objekt, 33,5 x 200 x 4 cm WITHOUT TITLE, 2013, wooden object, 33,5 x 200 x 4 cm

Drevény zebrik byl vyroben tak, aby prazdny prostor mezi jeho jednotlivymi pfickami odpovidal presné forméatu The empty space between the rungs of the wooden ladder exactly corresponds to the standard A4 office paper. It
standardniho kancelafského papiru A4. Vznikl tedy fetézenim standardizovaného prazdna. creates a chain of the standardized emptiness.
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JAK JSEM JIZ DRIVE PODOTKLA, 2012-13, kresba modrou propiskou na kancelatském papiru A4, 500 ks

VSechny listy baliku bilych kancelarskych papirt byly ruéné nalinkovény tak, aby vysledek byl co mozna nejméné
rozeznatelny od standardnich predtisténych ¢tvereckovanych papird. Poté byly vSechny Ctverecky sité Uhlopric¢né
prodkrtnuty daléi &tveredkovanou siti. Ctveredkovany papir miizeme stéle vnimat jako prazdny, &tveredky jsou jen
utilitdrni strukturou determinujici zplsob pfipadného pfistiho zapinéni. Prekrytim dalsi ¢tvereckovanou siti v Uhlu
45 ° doslo k faktickému proskrtnuti prazdného prostoru kazdého ze ¢tvereckd, a tim i ke znehodnoceni utilitdrnosti
pavodni sité, kterou uz neni mozné déle zapliovat. Teprve ted je papir opravdu prazdny. Exaktni fad je narusen
lidskym faktorem: ackoliv jsou véechny kresby stejné, kazda je svymi drobnymi nepfesnostmi original. Kresebnym
materidlem se stala modré propiska, nejobycejnéjsi kancelafsky néstroj. Kresby byly instalovany v prostoru tak,
aby Ctvereckované struktura kazdé z nich navazovala na ostatni. Stavaji se tedy jedinou ¢asoprostorovou kresbou,
vypliujici prostor galerie, otevienou geometrickou strukturou, které teoreticky mize pokracovat do nekonecna.

aha, Drdova Gallery, Jak jsem jiZ dfive podotkla
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AS | ADDED BEFORE, 2012-13, drawing by blue pen on A4 office paper, 500 sheets

All of the sheets in the pack of office paper have been manually lined so that the result is as little distinguishable
from standard printed squared paper as possible. Subsequently, all of the squares in the grid have been crossed
out diagonally by another square grid. The squared paper can still be perceived as empty, as the squares are a mere
utilitarian structure determining the way of their possible further filling. However, by covering them by another
square grid in the angle of 45°, the empty space of each of the squares has been factually crossed out, and thus the
utilitarian value of the original grid, which cannot be filled in anymore, has been destroyed. Only now is the paper
really empty. The exact order has been disturbed by the human factor; although all of the drawings are identical,
each of them represents an original due to its little imperfections. The blue pen, the most ordinary office tool, has
become the drawing material. The drawings have been installed in space so that the square structure of each of
them continues that of the others. In this way, they have become a single spatiotemporal drawing taking up the
space of the gallery; an open geometric structure which can theoretically continue ad infinitum.
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JAK JSEM JIZ DRIVE PODOTKLA, 2012-13, kresba modrou propiskou na kancelatském papiru A4, 500 ks

VSechny listy baliku bilych kancelarskych papirt byly ruéné nalinkovény tak, aby vysledek byl co mozna nejméné
rozeznatelny od standardnich predtisténych ¢tvereckovanych papird. Poté byly vSechny Ctverecky sité Uhlopric¢né
prodkrtnuty daléi &tveredkovanou siti. Ctveredkovany papir miizeme stéle vnimat jako prazdny, &tveredky jsou jen
utilitdrni strukturou determinujici zplsob pfipadného pfistiho zapinéni. Prekrytim dalsi ¢tvereckovanou siti v Uhlu
45 ° doslo k faktickému proskrtnuti prazdného prostoru kazdého ze ¢tvereckd, a tim i ke znehodnoceni utilitdrnosti
puvodni sité, kterou uz neni mozné dale zapliovat. Teprve ted je papir opravdu prézdny. Exaktni fad je narusen
lidskym faktorem: ackoliv jsou véechny kresby stejné, kazda je svymi drobnymi nepfesnostmi original. Kresebnym
materidlem se stala modré propiska, nejobycejnéjsi kancelafsky néstroj. Kresby byly instalovany v prostoru tak,
aby Ctvereckované struktura kazdé z nich navazovala na ostatni. Stavaji se tedy jedinou ¢asoprostorovou kresbou,
vypliujici prostor galerie, otevienou geometrickou strukturou, které teoreticky mize pokracovat do nekonecna.
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AS | ADDED BEFORE, 2012-13, drawing by blue pen on A4 office paper, 500 sheets

All of the sheets in the pack of office paper have been manually lined so that the result is as little distinguishable
from standard printed squared paper as possible. Subsequently, all of the squares in the grid have been crossed
out diagonally by another square grid. The squared paper can still be perceived as empty, as the squares are a mere
utilitarian structure determining the way of their possible further filling. However, by covering them by another
square grid in the angle of 45°, the empty space of each of the squares has been factually crossed out, and thus the
utilitarian value of the original grid, which cannot be filled in anymore, has been destroyed. Only now is the paper
really empty. The exact order has been disturbed by the human factor; although all of the drawings are identical,
each of them represents an original due to its little imperfections. The blue pen, the most ordinary office tool, has
become the drawing material. The drawings have been installed in space so that the square structure of each of
them continues that of the others. In this way, they have become a single spatiotemporal drawing taking up the
space of the gallery; an open geometric structure which can theoretically continue ad infinitum.
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JAK JSEM JIZ DRIVE PODOTKLA, 2012-13, kresba modrou propiskou na kancelafském papiru A4, 500 ks

V8echny listy baliku bilych kanceldrskych papirt byly ruéné nalinkovany tak, aby vysledek byl co mozna nejméné
rozeznatelny od standardnich predtisténych ¢tvereckovanych papirl. Poté byly vSechny &tverecky sité Uhlopficné
prodkrtnuty dalsi &tveredkovanou siti. Ctveredkovany papir miZeme stale vnimat jako prazdny, &tverecky jsou jen
utilitdrni strukturou determinujici zplsob pfipadného pfistiho zapinéni. Prekrytim dalsi ¢tvereckovanou siti v Uhlu
45 ° doslo k faktickému proskrtnuti prazdného prostoru kazdého ze ¢tvereckd, a tim i ke znehodnoceni utilitarnosti
pavodni sité, kterou uz neni mozné déle zapliovat. Teprve ted je papir opravdu prazdny. Exaktni fad je narusen
lidskym faktorem: ackoliv jsou véechny kresby stejné, kazda je svymi drobnymi nepfesnostmi original. Kresebnym
materidlem se stala modra propiska, nejobycejnégjsi kancelarsky nastroj. Kresby byly instalovany v prostoru tak,
aby Ctvereckovana struktura kazdé z nich navazovala na ostatni. Stavaji se tedy jedinou ¢asoprostorovou kresbou,
vypliiujici prostor galerie, otevienou geometrickou strukturou, kterd teoreticky mize pokracovat do nekonecna.
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AS | ADDED BEFORE, 2012-13, drawing by blue pen on A4 office paper, 500 sheets

All of the sheets in the pack of office paper have been manually lined so that the result is as little distinguishable
from standard printed squared paper as possible. Subsequently, all of the squares in the grid have been crossed
out diagonally by another square grid. The squared paper can still be perceived as empty, as the squares are a mere
utilitarian structure determining the way of their possible further filling. However, by covering them by another
square grid in the angle of 45°, the empty space of each of the squares has been factually crossed out, and thus the
utilitarian value of the original grid, which cannot be filled in anymore, has been destroyed. Only now is the paper
really empty. The exact order has been disturbed by the human factor; although all of the drawings are identical,
each of them represents an original due to its little imperfections. The blue pen, the most ordinary office tool, has
become the drawing material. The drawings have been installed in space so that the square structure of each of
them continues that of the others. In this way, they have become a single spatiotemporal drawing taking up the
space of the gallery; an open geometric structure which can theoretically continue ad infinitum.
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JAK JSEM JIZ DRIVE PODOTKLA, 2012-13, kresba modrou propiskou na kancelafském papiru A4, 500 ks

V8echny listy baliku bilych kancelarskych papirt byly ruéné nalinkovany tak, aby vysledek byl co mozna nejméné
rozeznatelny od standardnich predtisténych ¢tvereckovanych papirl. Poté byly vSechny &tverecky sité uhlopficné
prodkrtnuty dal$i &tveredkovanou siti. Ctveredkovany papir miZeme stale vnimat jako prazdny, &tverecky jsou jen
utilitdrni strukturou determinujici zpUsob pfipadného pfistiho zapinéni. Prekrytim dalsi ¢tvereckovanou siti v Uhlu
45 ° doslo k faktickému proskrtnuti prazdného prostoru kazdého ze ¢tvereckd, a tim i ke znehodnoceni utilitarnosti
pavodni sité, kterou uz neni mozné déle zapliovat. Teprve ted je papir opravdu prazdny. Exaktni fad je narusen
lidskym faktorem: ackoliv jsou véechny kresby stejné, kazda je svymi drobnymi nepfesnostmi original. Kresebnym
materidlem se stala modra propiska, nejobycejnégjsi kanceldrsky nastroj. Kresby byly instalovany v prostoru tak,
aby Ctvereckovana struktura kazdé z nich navazovala na ostatni. Stavaji se tedy jedinou ¢asoprostorovou kresbou,
vypliiujici prostor galerie, otevienou geometrickou strukturou, kterd teoreticky mize pokracovat do nekonecna.

AS | ADDED BEFORE, 2012-13, drawing by blue pen on A4 office paper, 500 sheets

All of the sheets in the pack of office paper have been manually lined so that the result is as little distinguishable
from standard printed squared paper as possible. Subsequently, all of the squares in the grid have been crossed
out diagonally by another square grid. The squared paper can still be perceived as empty, as the squares are a mere
utilitarian structure determining the way of their possible further filling. However, by covering them by another
square grid in the angle of 45°, the empty space of each of the squares has been factually crossed out, and thus the
utilitarian value of the original grid, which cannot be filled in anymore, has been destroyed. Only now is the paper
really empty. The exact order has been disturbed by the human factor; although all of the drawings are identical,
each of them represents an original due to its little imperfections. The blue pen, the most ordinary office tool, has
become the drawing material. The drawings have been installed in space so that the square structure of each of
them continues that of the others. In this way, they have become a single spatiotemporal drawing taking up the
space of the gallery; an open geometric structure which can theoretically continue ad infinitum.




JAK JSEM JIZ DRIVE PODOTKLA, 2012-13, kresba modrou propiskou na kancelafském papiru A4, 500 ks

V8echny listy baliku bilych kanceldrskych papirt byly ruéné nalinkovany tak, aby vysledek byl co mozna nejméné
rozeznatelny od standardnich predtisténych ¢tvereckovanych papirl. Poté byly vSechny &tverecky sité Uhlopficné
prodkrtnuty dalsi &tveredkovanou siti. Ctveredkovany papir miZeme stale vnimat jako prazdny, &tverecky jsou jen
utilitdrni strukturou determinujici zplsob pfipadného pfistiho zapinéni. Prekrytim dalsi ¢tvereckovanou siti v Uhlu
45 ° doslo k faktickému proskrtnuti prazdného prostoru kazdého ze ¢tvereckd, a tim i ke znehodnoceni utilitarnosti
pavodni sité, kterou uz neni mozné déale zaplfiovat. Teprve ted je papir opravdu prézdny. Exaktni f&d je narusen
lidskym faktorem: ackoliv jsou véechny kresby stejné, kazda je svymi drobnymi nepfesnostmi original. Kresebnym
materidlem se stala modra propiska, nejobycejnégjsi kancelarsky nastroj. Kresby byly instalovany v prostoru tak,
aby Ctvereckovana struktura kazdé z nich navazovala na ostatni. Stavaji se tedy jedinou ¢asoprostorovou kresbou,
vypliiujici prostor galerie, otevienou geometrickou strukturou, kterd teoreticky mize pokracovat do nekonecna.

1
AS | ADDED BEFORE, 2012-13, drawing by blue pen on A4 office paper, 500 sheets

All of the sheets in the pack of office paper have been manually lined so that the result is as little distinguishable
from standard printed squared paper as possible. Subsequently, all of the squares in the grid have been crossed
out diagonally by another square grid. The squared paper can still be perceived as empty, as the squares are a mere
utilitarian structure determining the way of their possible further filling. However, by covering them by another
square grid in the angle of 45°, the empty space of each of the squares has been factually crossed out, and thus the
utilitarian value of the original grid, which cannot be filled in anymore, has been destroyed. Only now is the paper
really empty. The exact order has been disturbed by the human factor; although all of the drawings are identical,
each of them represents an original due to its little imperfections. The blue pen, the most ordinary office tool, has
become the drawing material. The drawings have been installed in space so that the square structure of each of
them continues that of the others. In this way, they have become a single spatiotemporal drawing taking up the
space of the gallery; an open geometric structure which can theoretically continue ad infinitum.
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JAK JSEM JIZ DRIVE PODOTKLA, 2012-13, kresba modrou propiskou na kancelarském papiru A4, 500 ks

V8echny listy baliku bilych kancelarskych papirt byly ruéné nalinkovany tak, aby vysledek byl co mozna nejméné
rozeznatelny od standardnich predtisténych ¢tvereckovanych papird. Poté byly v8echny Ctverecky sité Uhlopficné
prodkrtnuty daléi &tveredkovanou siti. Ctveredkovany papir miizeme stéle vnimat jako prazdny, &tveredky jsou jen
utilitarni strukturou determinujici zplsob pripadného pfistiho zaplnéni. Prekrytim dalsi ¢tvere¢kovanou siti v Uhlu
45 ° doslo k faktickému proskrtnuti prazdného prostoru kazdého ze ¢tvereckd, a tim i ke znehodnoceni utilitdrnosti
plvodni sité, kterou uz neni mozné dale zaplfiovat. Teprve ted je papir opravdu prazdny. Exaktni fad je narusen
lidskym faktorem: ackoliv jsou v8echny kresby stejné, kazda je svymi drobnymi nepresnostmi original. Kresebnym
materidlem se stala modré propiska, nejobycejnéjsi kancelafsky néstroj. Kresby byly instalovany v prostoru tak,
aby Ctvereckované struktura kazdé z nich navazovala na ostatni. Stavaji se tedy jedinou ¢asoprostorovou kresbou,
vypliujici prostor galerie, otevienou geometrickou strukturou, kterd teoreticky muize pokracovat do nekonecna.
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2013, Praha, Drdova Gallery, Jak'jsem jiz dfive podotkla

AS | ADDED BEFORE, 2012-13, drawing by blue pen on A4 office paper, 500 sheets

All of the sheets in the pack of office paper have been manually lined so that the result is as little distinguishable
from standard printed squared paper as possible. Subsequently, all of the squares in the grid have been crossed
out diagonally by another square grid. The squared paper can still be perceived as empty, as the squares are a mere
utilitarian structure determining the way of their possible further filling. However, by covering them by another
square grid in the angle of 45°, the empty space of each of the squares has been factually crossed out, and thus the
utilitarian value of the original grid, which cannot be filled in anymore, has been destroyed. Only now is the paper
really empty. The exact order has been disturbed by the human factor; although all of the drawings are identical,
each of them represents an original due to its little imperfections. The blue pen, the most ordinary office tool, has
become the drawing material. The drawings have been installed in space so that the square structure of each of
them continues that of the others. In this way, they have become a single spatiotemporal drawing taking up the
space of the gallery; an open geometric structure which can theoretically continue ad infinitum.



JAK JSEM JIZ DRIVE PODOTKLA, 2012-13, kresba modrou propiskou na kancelarském papiru A4, 500 ks

VSechny listy baliku bilych kancelarskych papirt byly ruéné nalinkovény tak, aby vysledek byl co mozna nejméné
rozeznatelny od standardnich predtisténych ¢tvereckovanych papird. Poté byly vSechny Ctverecky sité Uhlopric¢né
proskrtnuty dalsi &tveregkovanou siti. Ctvereckovany papir miizeme stale vnimat jako prazdny, tvere&ky jsou jen
utilitarni strukturou determinujici zptsob pfipadného pfistiho zaplnéni. Prekrytim dals$i ¢tvereckovanou siti v Uhlu
45 ° doslo k faktickému proskrtnuti prazdného prostoru kazdého ze ¢tvereckd, a tim i ke znehodnoceni utilitdrnosti
plvodni sité, kterou uz neni mozné dale zaplhovat. Teprve ted je papir opravdu prazdny. Exaktni fad je narusen
lidskym faktorem: ackoliv jsou v8echny kresby stejné, kazda je svymi drobnymi nepresnostmi original. Kresebnym
materidlem se stala modré propiska, nejobycejnéjsi kancelafsky néstroj. Kresby byly instalovany v prostoru tak,
aby Ctvereckovana struktura kazdé z nich navazovala na ostatni. Stavaji se tedy jedinou ¢asoprostorovou kresbou,
vypliujici prostor galerie, otevienou geometrickou strukturou, které teoreticky mize pokracovat do nekonecna.
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AS | ADDED BEFORE, 2012-13, drawing by blue pen on A4 office paper, 500 sheets

All of the sheets in the pack of office paper have been manually lined so that the result is as little distinguishable
from standard printed squared paper as possible. Subsequently, all of the squares in the grid have been crossed
out diagonally by another square grid. The squared paper can still be perceived as empty, as the squares are a mere
utilitarian structure determining the way of their possible further filling. However, by covering them by another
square grid in the angle of 45°, the empty space of each of the squares has been factually crossed out, and thus the
utilitarian value of the original grid, which cannot be filled in anymore, has been destroyed. Only now is the paper
really empty. The exact order has been disturbed by the human factor; although all of the drawings are identical,
each of them represents an original due to its little imperfections. The blue pen, the most ordinary office tool, has
become the drawing material. The drawings have been installed in space so that the square structure of each of
them continues that of the others. In this way, they have become a single spatiotemporal drawing taking up the
space of the gallery; an open geometric structure which can theoretically continue ad infinitum.
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013, Usti nad Labem, Galerie Emila Filly, Minimalni trvanlivost

16 STUPNU, 2012, DVD, 2 min. 41 s., loop

Animace obsahuje postupnou &iselnou fadu 161 &islic od 27,0 do 43,0. Ciselné hodnoty odpovidajici teplotam Celsiovy
stupnice, které snese lidské télo, pficenz pfi pocatecni i zavéreéné hodnoté nastava smrt. Jednotlivé Cislice jsou
v animaci fazeny v sekundovém intervalu v ndhodném, nechronologickém poradi, kazda &islice je v8ak pouZita jen
jednou.




2013, Usti nad Labem, Galerie Emila Filly, Minimalni trvanlivost

16 STUPNU, 2012, DVD, 2 min. 41 s., loop

Animace obsahuje postupnou &iselnou fadu 161 &islic od 27,0 do 43,0. Ciselné hodnoty odpovidajici teplotam Celsiovy

stupnice, které snese lidské télo, pficenz pfi pocatecni i zavéreéné hodnoté nastava smrt. Jednotlivé Cislice jsou
v animaci fazeny v sekundovém intervalu v ndhodném, nechronologickém poradi, kazda &islice je v8ak pouZita jen
jednou.




video frames

16 STUPNU, 2012, DVD, 2 min. 41 s., loop

Animace obsahuje postupnou &iselnou fadu 161 &islic od 27,0 do 43,0. Ciselné hodnoty odpovidajici teplotam Celsiovy
stupnice, které snese lidské télo, pficenz pfi pocatecni i zavéreéné hodnoté nastava smrt. Jednotlivé Cislice jsou
v animaci fazeny v sekundovém intervalu v ndhodném, nechronologickém pofadi, kazda &islice je v8ak pouZita jen
jednou.




JINE POKOJE, JINE HLASY, 2011, kresba modrou propiskou na papiru formatu A4 a Letter, 2x 500 ks, 2 psaci stoly

V8echny listy dvou baleni bilého kancelarského papiru byly ruéné nalinkovany tak, aby byl vysledek co nejméné rozeznatelny od
standardnich predtisténych ¢tvereckovanych papirt. Prvni baleni obsahuje papiry nejobvyklejsiho evropského formatu A4, druhé papiry
nejbéznéjsiho amerického forméatu Letter. Pro format A4 byla pouzita tvereCkovand miizka bézné v evropském prostredi, pro format
Letter mrizka bézné uzivana v prostifedi americkém. Forméty i mrizky tedy vychazeji z méfitek uzivanych v téchto dvou geografickych
prostorech. Nalinkovanim dostal Cisty papir sv(j fad. PrestoZe byla plocha papiru zapinéna, mdzeme ji stale vnimat jako prazdnou, jako
tabulku, ktera jen determinuje zpUsob pfipadného pfistiho zaplnéni, jako usporédani prézdného prostoru, organizaci v nejobecngjsim
slova smyslu. Exaktni fad je narusen lidskym faktorem: ackoliv jsou v8echny kresby stejné, kazda je svymi drobnymi nepresnostmi
originél. Kresebnym materidlem se stala modré propiska, nejobycejnéjsi kancelarsky nastroj. Vysledek je nesrovnatelné pracnéjsi verzi
(napodobeninou) bézného utilitarniho materialu.
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OTHER ROOMS, OTHER VOICES, 2011, blue ballpoint pen drawing, office paper A4 a Letter, 2x 500 pcs, 2 tables

All sheets of two packages of white office paper were lined by hand so that the result would be nearly impossible to distinguish from
standard pre-printed squared papers. The first package contains the most common european paper format A4, the second package
contains the most usual american paper format Letter. For the A4 format was used common european squared structure and for the
Letter format common american squared structure. Formats and structures are derived from measures used in these two geographical
spaces. Blank paper received an order of its own. Although the paper area was filled up we can still perceive it as empty, as a table,
that only determines the way of a possible filling up in the future, as an arrangement of empty space, organization in the most general
sense of the word. The exact order is disturbed by the human factor: although all drawings are identical, each is an original in its
minute imperfections. The drawing medium is a blue ballpoint pen, the most ordinary office utensil. The result is an incomparably more
laborious version (imitation) of a common utilitarian material.
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2011, kresby modrou propiskou, papir, 150 x 170 cm, série 9 ks

Tématem kreseb je kresba samotna — systematické zaplfiovani kruhové plochy pokladanim jednotlivych Car t&sné
vedle sebe. Pro vznik kazdé kresby bylo potfeba mnoho hodin intenzivni prace. Na konci tohoto procesu vsak je pouze
monochromni plocha. Kresba, kterd nic nezobrazuje. Rukopis je v rdmci moznosti maximalné potlacen. Jako kresebny
materiél poslouzila modra propiska — nejoby&ejnéjsi kancelarsky nastroj. PouzZitym materidlem a zvolenym tvarem se
kresby do jisté miry stavaji textem. Kruhovy tvar je mozné vnimat jako hodné zvétSeny nejdrobnéjsi grafém — tecku,
typografické znaménko zakoncujici vétu.
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2011, drawing with blue ballpoint pen, paper, 150 x 170 cm, series of 9 pcs

The theme of the drawings is drawing itself - the systematic filling of a round surface with individual lines drawn closely
together. Each drawing was the result of hours of intensive work. And yet, all that remains at the end of this process
is a monochromatic surface. A drawing that depicts nothing at all. The hand of the artist is suppressed as much as
possible. A blue ballpoint pen, the most mundane office supply, served as the drawing medium. To a certain extent,
the drawings become texts as a result of the material and the form chosen by the artist. The round shape can be
seen as the smallest grapheme - a full stop, a typographical mark completing a sentence - blown up greatly in size.
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KDE JE MNOHO SVETLA, JE SILNY STIN, 2011, neonova trubice, 110 x 28 cm

Neonovy népis Kde je mnoho svétla, je silny stin vznikl jako site specific instalace pro jednu ze sekci velké mezina-
rodni prehlidky Prague Biennale 5, ktera byla situovana v temném sklepnim prostoru protiatomového krytu ve vys-

kové budové byvalé Microny v Praze. PouZity text je citaci formulace z knihy Ladislava Fukse Vévodkyné a kucharka.
Prevedenim do neonu se text tautologicky vy&erpava. Neon je v podstaté popisem sebe sama, vytvari svétlo, které
zpUsobuje, Ze jim osvétlené predméty vrhaji stin. Pro celkové vyznéni dila byl podstatny kontext umisténi v konkrét-
ni budové, ale téZ v instituci bienale. Neon, zdanlivé popisujici pouze sebe sama, byl tedy i kritickym komentarem
k prehlidce samotné.

WHEN THE LIGHT IS STRONG, THE SHADOW IS DARK, 2011, neon light, 110 x 28 cm

2011, Praha, Microna, Praguebiennale 5
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RADA BYCH TOTIZ | PODOTKLA, ZE..., 2010, kresba modrou propiskou na kancelafském papiru A4, 1050 ks

Listy bileho kancelarského papiru byly rué¢né nalinkovéany tak, aby vysledek byl co mozna nejméné rozeznatelny
od standardnich predti$ténych &tvere¢kovanych papirc. Cisty papir dostal svij fad. PrestoZe byla plocha papiru
zaplnéna, mizeme ji stéle vnimat jako prazdnou, jako tabulku, ktera jen determinuje zpusob pripadného pfistiho
zaplnéni, jako usporadani prézdného prostoru, organizaci v nejobecnégjSim slova smyslu. Exaktni fad je naruSen
lidskym faktorem: ackoliv jsou véechny kresby stejné, kazda je svymi drobnymi nepfesnostmi original. Kresebnym
materidlem se stala modra propiska, nejobycejnégjsi kanceladrsky nastroj. Viysledek je nesrovnatelné pracnéjsi verzi
(napodobeninou) bézného utilitarniho materialu. Kresby byly instalovany v prostoru tak, aby ¢tvereckovana struktura
kazdé z nich navazovala na ostatni. Stavaiji se tak jednou ¢asoprostorovou kresbou, pokryvajici véechny stény galerie,
otevienou geometrickou strukturou, ktera teoreticky muize pokraovat do nekonecna. PfestozZe byly stény galerie

| WOULD ALSO LIKE TO ADD THAT..., 2010, drawing with a blue ballpoint pen on A4 office paper, 1050 pcs

Sheets of white office paper were lined by hand so that the result would be nearly impossible to distinguish from
standard pre-printed squared papers. Blank paper received an order of its own. Although the paper area was filled
up we can still perceive it as empty, as a table, that only determines the way of a possible filling up in the future, as
an arrangement of empty space, organization in the most general sense of the world. The exact order is disturbed
by the human factor: although all drawings are identical, each is an original in its minute imperfections. The drawing
medium is a blue ballpoint pen, the most ordinary office utensil. The result is an incomparably more laborious
version (imitation) of a common utilitarian material. The drawings were installed in the space so that the squared
structure of each would be aligned with the others. Together they become a single space-time drawing covering all
the walls of the gallery with an open geometrical structure that can theoretically continue to infinity. Although the

zaplnény, mizeme je stéle vnimat jako prazdné, jako vizualizaci prézdného prostoru.

gallery walls were filled up we can still perceive them as empty, as a visualization of empty space.



RADA BYCH TOTIZ | PODOTKLA, ZE..., 2010, kresba modrou propiskou na kancelafském papiru A4, 1050 ks

Listy bileho kancelarského papiru byly ru¢né nalinkovéany tak, aby vysledek byl co mozna nejméné rozeznatelny
od standardnich predti$ténych &tvere¢kovanych papirc. Cisty papir dostal svij fad. PrestoZe byla plocha papiru
zaplnéna, mizeme ji stéle vnimat jako prazdnou, jako tabulku, kterd jen determinuje zpusob pripadného pfistiho
zaplnéni, jako usporadani prézdného prostoru, organizaci v nejobecnégjSim slova smyslu. Exaktni fad je naruSen
lidskym faktorem: ackoliv jsou véechny kresby stejné, kazda je svymi drobnymi nepfesnostmi original. Kresebnym
materidlem se stala modréa propiska, nejobycejnégjsi kancelarsky nastroj. Viysledek je nesrovnatelné pracnéjsi verzi
(napodobeninou) bézného utilitarniho materialu. Kresby byly instalovany v prostoru tak, aby ¢tvereckovana struktura
kazdé z nich navazovala na ostatni. Stavaiji se tak jednou ¢asoprostorovou kresbou, pokryvajici véechny stény galerie,
otevienou geometrickou strukturou, ktera teoreticky muize pokraovat do nekonecna. PfestozZe byly stény galerie
zapInény, mizeme je stéle vnimat jako prazdné, jako vizualizaci prézdného prostoru.

| WOULD ALSO LIKE TO ADD THAT..., 2010, drawing with a blue ballpoint pen on A4 office paper, 1050 pcs

Sheets of white office paper were lined by hand so that the result would be nearly impossible to distinguish from
standard pre-printed squared papers. Blank paper received an order of its own. Although the paper area was filled
up we can still perceive it as empty, as a table, that only determines the way of a possible filling up in the future, as
an arrangement of empty space, organization in the most general sense of the world. The exact order is disturbed
by the human factor: although all drawings are identical, each is an original in its minute imperfections. The drawing
medium is a blue ballpoint pen, the most ordinary office utensil. The result is an incomparably more laborious
version (imitation) of a common utilitarian material. The drawings were installed in the space so that the squared
structure of each would be aligned with the others. Together they become a single space-time drawing covering all
the walls of the gallery with an open geometrical structure that can theoretically continue to infinity. Although the
gallery walls were filled up we can still perceive them as empty, as a visualization of empty space.



RADA BYCH TOTIZ | PODOTKLA, ZE..., 2010, kresba modrou propiskou na kancelafském papiru A4, 1050 ks

Listy bileho kancelarského papiru byly rué¢né nalinkovéany tak, aby vysledek byl co mozna nejméné rozeznatelny
od standardnich predti$ténych &tvere¢kovanych papirc. Cisty papir dostal svij fad. PrestoZe byla plocha papiru
zaplnéna, mizeme ji stéle vnimat jako prazdnou, jako tabulku, ktera jen determinuje zpusob pripadného pfistiho
zaplnéni, jako usporadani prézdného prostoru, organizaci v nejobecnégjSim slova smyslu. Exaktni fad je naruSen
lidskym faktorem: ackoliv jsou véechny kresby stejné, kazda je svymi drobnymi nepfesnostmi original. Kresebnym
materidlem se stala modra propiska, nejobycejnégjsi kanceladrsky nastroj. Viysledek je nesrovnatelné pracnéjsi verzi
(napodobeninou) bézného utilitarniho materialu. Kresby byly instalovany v prostoru tak, aby ¢tvereckovana struktura
kazdé z nich navazovala na ostatni. Stavaiji se tak jednou ¢asoprostorovou kresbou, pokryvajici véechny stény galerie,
otevienou geometrickou strukturou, ktera teoreticky muize pokraovat do nekonecna. PfestozZe byly stény galerie
zaplnény, mizeme je stéle vnimat jako prazdné, jako vizualizaci prézdného prostoru.

o
o
=
°
@©
o
©
X~
[J
>
©
S
5)
=
g
c
£
i)
=}
=
o
N

| WOULD ALSO LIKE TO ADD THAT..., 2010, drawing with a blue ballpoint pen on A4 office paper, 1050 pcs

Sheets of white office paper were lined by hand so that the result would be nearly impossible to distinguish from
standard pre-printed squared papers. Blank paper received an order of its own. Although the paper area was filled
up we can still perceive it as empty, as a table, that only determines the way of a possible filling up in the future, as
an arrangement of empty space, organization in the most general sense of the world. The exact order is disturbed
by the human factor: although all drawings are identical, each is an original in its minute imperfections. The drawing
medium is a blue ballpoint pen, the most ordinary office utensil. The result is an incomparably more laborious
version (imitation) of a common utilitarian material. The drawings were installed in the space so that the squared
structure of each would be aligned with the others. Together they become a single space-time drawing covering all
the walls of the gallery with an open geometrical structure that can theoretically continue to infinity. Although the
gallery walls were filled up we can still perceive them as empty, as a visualization of empty space.




RADA BYCH TOTIZ | PODOTKLA, ZE..., 2010, kresba modrou propiskou na kancelafském papiru A4, 1050 ks

Listy bileho kancelarského papiru byly rué¢né nalinkovéany tak, aby vysledek byl co mozna nejméné rozeznatelny
od standardnich predti$ténych &tvere¢kovanych papirc. Cisty papir dostal svij fad. PrestoZe byla plocha papiru
zaplnéna, mizeme ji stéle vnimat jako prazdnou, jako tabulku, ktera jen determinuje zpusob pripadného pfistiho
zaplnéni, jako usporadani prézdného prostoru, organizaci v nejobecnégjSim slova smyslu. Exaktni fad je naruSen
lidskym faktorem: ackoliv jsou véechny kresby stejné, kazda je svymi drobnymi nepfesnostmi original. Kresebnym
materidlem se stala modra propiska, nejobycejnégjsi kanceladrsky nastroj. Viysledek je nesrovnatelné pracnéjsi verzi
(napodobeninou) bézného utilitarniho materialu. Kresby byly instalovany v prostoru tak, aby ¢tvereckovana struktura
kazdé z nich navazovala na ostatni. Stavaiji se tak jednou ¢asoprostorovou kresbou, pokryvajici véechny stény galerie,
otevienou geometrickou strukturou, ktera teoreticky muize pokraovat do nekonecna. PfestozZe byly stény galerie
zaplnény, mizeme je stéle vnimat jako prazdné, jako vizualizaci prézdného prostoru.

| WOULD ALSO LIKE TO ADD THAT..., 2010, drawing with a blue ballpoint pen on A4 office paper, 1050 pcs

Sheets of white office paper were lined by hand so that the result would be nearly impossible to distinguish from
standard pre-printed squared papers. Blank paper received an order of its own. Although the paper area was filled
up we can still perceive it as empty, as a table, that only determines the way of a possible filling up in the future, as
an arrangement of empty space, organization in the most general sense of the world. The exact order is disturbed
by the human factor: although all drawings are identical, each is an original in its minute imperfections. The drawing
medium is a blue ballpoint pen, the most ordinary office utensil. The result is an incomparably more laborious
version (imitation) of a common utilitarian material. The drawings were installed in the space so that the squared
structure of each would be aligned with the others. Together they become a single space-time drawing covering all
the walls of the gallery with an open geometrical structure that can theoretically continue to infinity. Although the
gallery walls were filled up we can still perceive them as empty, as a visualization of empty space.




RADA BYCH TOTIZ | PODOTKLA, ZE..., 2010, kresba modrou propiskou na kancelaiském papiru A4, 1050 ks

Listy bilého kancelarského papiru byly rué¢né nalinkovany tak, aby vysledek byl co mozna nejméné rozeznatelny
od standardnich predtisténych &tveredkovanych papirt. Cisty papir dostal svij tad. PrestoZe byla plocha papiru
zaplnéna, mazeme ji stale vnimat jako prazdnou, jako tabulku, ktera jen determinuje zpUsob pfipadného pristiho
zaplnéni, jako usporadani prazdného prostoru, organizaci v nejobecngjSim slova smyslu. Exaktni fad je naru$en
lidskym faktorem: ackoliv jsou vSechny kresby stejné, kazda je svymi drobnymi nepresnostmi original. Kresebnym
materidlem se stala modra propiska, nejobycejnéjsi kancelarsky néstroj. Vysledek je nesrovnatelné pracnéjsi verzi
(napodobeninou) bézného utilitarniho materialu. Kresby byly instalovany v prostoru tak, aby ¢tvere¢kovana struktura
kazdé z nich navazovala na ostatni. Stavaji se tak jednou ¢asoprostorovou kresbou, pokryvajici vSechny stény galerie,
otevrenou geometrickou strukturou, kterd teoreticky mlze pokracovat do nekonec¢na. Prestoze byly stény galerie
zaplnény, miZeme je stale vnimat jako prédzdné, jako vizualizaci prazdného prostoru.

2010, Brno, Moravska galerie, Prazaklv palac, Atrium, Rada bych totiZ i podotkla, Ze...

| WOULD ALSO LIKE TO ADD THAT..., 2010, drawing with a blue ballpoint pen on A4 office paper, 1050 pcs

Sheets of white office paper were lined by hand so that the result would be nearly impossible to distinguish from
standard pre-printed squared papers. Blank paper received an order of its own. Although the paper area was filled
up we can still perceive it as empty, as a table, that only determines the way of a possible filling up in the future, as
an arrangement of empty space, organization in the most general sense of the world. The exact order is disturbed
by the human factor: although all drawings are identical, each is an original in its minute imperfections. The drawing
medium is a blue ballpoint pen, the most ordinary office utensil. The result is an incomparably more laborious
version (imitation) of a common utilitarian material. The drawings were installed in the space so that the squared
structure of each would be aligned with the others. Together they become a single space-time drawing covering all
the walls of the gallery with an open geometrical structure that can theoretically continue to infinity. Although the
gallery walls were filled up we can still perceive them as empty, as a visualization of empty space.



RADA BYCH TOTIZ | PODOTKLA, ZE..., 2010, kresba modrou propiskou na kancelaiském papiru A4, 1050 ks

Listy bilého kancelarského papiru byly rué¢né nalinkovany tak, aby vysledek byl co mozna nejméné rozeznatelny
od standardnich predtisténych &tveredkovanych papirt. Cisty papir dostal svij tad. PrestoZe byla plocha papiru
zaplnéna, mazeme ji stale vnimat jako prazdnou, jako tabulku, ktera jen determinuje zpUsob pfipadného pristiho
zaplnéni, jako usporadani prazdného prostoru, organizaci v nejobecngjSim slova smyslu. Exaktni fad je naru$en
lidskym faktorem: ackoliv jsou vSechny kresby stejné, kazda je svymi drobnymi nepresnostmi original. Kresebnym
materidlem se stala modra propiska, nejobycejnéjsi kancelarsky néstroj. Vysledek je nesrovnatelné pracnéjsi verzi
(napodobeninou) bézného utilitarniho materialu. Kresby byly instalovany v prostoru tak, aby ¢tvere¢kovana struktura
kazdé z nich navazovala na ostatni. Stavaji se tak jednou ¢asoprostorovou kresbou, pokryvajici vSechny stény galerie,
otevrenou geometrickou strukturou, kterd teoreticky mlze pokracovat do nekonec¢na. Prestoze byly stény galerie
zaplnény, miZeme je stale vnimat jako prédzdné, jako vizualizaci prazdného prostoru.

2010, Brno, Moravska galerie, Prazakliv palac, Atrium, Rada bych totiZ i podotkla, Ze...

| WOULD ALSO LIKE TO ADD THAT..., 2010, drawing with a blue ballpoint pen on A4 office paper, 1050 pcs

Sheets of white office paper were lined by hand so that the result would be nearly impossible to distinguish from
standard pre-printed squared papers. Blank paper received an order of its own. Although the paper area was filled
up we can still perceive it as empty, as a table, that only determines the way of a possible filling up in the future, as
an arrangement of empty space, organization in the most general sense of the world. The exact order is disturbed
by the human factor: although all drawings are identical, each is an original in its minute imperfections. The drawing
medium is a blue ballpoint pen, the most ordinary office utensil. The result is an incomparably more laborious
version (imitation) of a common utilitarian material. The drawings were installed in the space so that the squared
structure of each would be aligned with the others. Together they become a single space-time drawing covering all
the walls of the gallery with an open geometrical structure that can theoretically continue to infinity. Although the
gallery walls were filled up we can still perceive them as empty, as a visualization of empty space.
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RADA BYCH TOTIZ | PODOTKLA, ZE..., 2010, kresba modrou propiskou na kancelafském papiru A4, 1050 ks

Listy bileho kancelarského papiru byly rué¢né nalinkovéany tak, aby vysledek byl co mozna nejméné rozeznatelny
od standardnich predti$ténych &tvere¢kovanych papirc. Cisty papir dostal svij fad. PrestoZe byla plocha papiru
zaplnéna, mizeme ji stéle vnimat jako prazdnou, jako tabulku, ktera jen determinuje zpusob pripadného pfistiho
zaplnéni, jako usporadani prézdného prostoru, organizaci v nejobecnégjSim slova smyslu. Exaktni fad je naruSen
lidskym faktorem: ackoliv jsou véechny kresby stejné, kazda je svymi drobnymi nepfesnostmi original. Kresebnym
materidlem se stala modra propiska, nejobycejnégjsi kanceladrsky nastroj. Viysledek je nesrovnatelné pracnéjsi verzi
(napodobeninou) bézného utilitarniho materialu. Kresby byly instalovany v prostoru tak, aby ¢tvereckovana struktura
kazdé z nich navazovala na ostatni. Stavaiji se tak jednou ¢asoprostorovou kresbou, pokryvajici véechny stény galerie,
otevienou geometrickou strukturou, ktera teoreticky muize pokraovat do nekonecna. PfestozZe byly stény galerie
zaplnény, mizeme je stéle vnimat jako prazdné, jako vizualizaci prézdného prostoru.

| WOULD ALSO LIKE TO ADD THAT..., 2010, drawing with a blue ballpoint pen on A4 office paper, 1050 pcs

Sheets of white office paper were lined by hand so that the result would be nearly impossible to distinguish from
standard pre-printed squared papers. Blank paper received an order of its own. Although the paper area was filled
up we can still perceive it as empty, as a table, that only determines the way of a possible filling up in the future, as
an arrangement of empty space, organization in the most general sense of the world. The exact order is disturbed
by the human factor: although all drawings are identical, each is an original in its minute imperfections. The drawing
medium is a blue ballpoint pen, the most ordinary office utensil. The result is an incomparably more laborious
version (imitation) of a common utilitarian material. The drawings were installed in the space so that the squared
structure of each would be aligned with the others. Together they become a single space-time drawing covering all
the walls of the gallery with an open geometrical structure that can theoretically continue to infinity. Although the
gallery walls were filled up we can still perceive them as empty, as a visualization of empty space.




RADA BYCH TOTIZ | PODOTKLA, ZE..., 2010, kresba modrou propiskou na kancelaiském papiru A4, 1050 ks

Listy bilého kancelarského papiru byly rué¢né nalinkovany tak, aby vysledek byl co mozna nejméné rozeznatelny
od standardnich predtisténych &tveredkovanych papirt. Cisty papir dostal svij tad. PrestoZe byla plocha papiru
zaplnéna, muZeme ji stale vnimat jako prazdnou, jako tabulku, kterd jen determinuje zplsob pfipadného pfistiho
zaplnéni, jako usporadani prazdného prostoru, organizaci v nejobecné&jSim slova smyslu. Exaktni Fad je narusen
lidskym faktorem: ackoliv jsou vSechny kresby stejné, kazda je svymi drobnymi nepresnostmi original. Kresebnym
materidlem se stala modra propiska, nejobycejnéjsi kancelarsky néstroj. Vysledek je nesrovnatelné pracnéjsi verzi
(napodobeninou) bézného utilitarniho materialu. Kresby byly instalovany v prostoru tak, aby ¢tvere¢kovana struktura
kazdé z nich navazovala na ostatni. Stavaji se tak jednou ¢asoprostorovou kresbou, pokryvajici vSechny stény galerie,
otevfenou geometrickou strukturou, kterd teoreticky mize pokracovat do nekoneéna. Prestoze byly stény galerie
zaplnény, mdzeme je stéale vnimat jako prazdné, jako vizualizaci prazdného prostoru.

| WOULD ALSO LIKE TO ADD THAT..., 2010, drawing with a blue ballpoint pen on A4 office paper, 1050 pcs

Sheets of white office paper were lined by hand so that the result would be nearly impossible to distinguish from
standard pre-printed squared papers. Blank paper received an order of its own. Although the paper area was filled
up we can still perceive it as empty, as a table, that only determines the way of a possible filling up in the future, as
an arrangement of empty space, organization in the most general sense of the world. The exact order is disturbed
by the human factor: although all drawings are identical, each is an original in its minute imperfections. The drawing
medium is a blue ballpoint pen, the most ordinary office utensil. The result is an incomparably more laborious
version (imitation) of a common utilitarian material. The drawings were installed in the space so that the squared
structure of each would be aligned with the others. Together they become a single space-time drawing covering all
the walls of the gallery with an open geometrical structure that can theoretically continue to infinity. Although the
gallery walls were filled up we can still perceive them as empty, as a visualization of empty space.
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RADA BYCH TOTIZ | PODOTKLA, ZE..., 2010, kresba modrou propiskou na kancelaiském papiru A4, 1050 ks

Listy bilého kancelafského papiru byly ru¢né nalinkovany tak, aby vysledek byl co mozna nejméné rozeznatelny
od standardnich predtisténych &tveredkovanych papirt. Cisty papir dostal svij tad. PrestoZe byla plocha papiru
zaplnéna, muZeme ji stale vnimat jako prazdnou, jako tabulku, kterd jen determinuje zplsob pfipadného pfistiho
zaplnéni, jako usporadani prazdného prostoru, organizaci v nejobecné&jSim slova smyslu. Exaktni Fad je narusen
lidskym faktorem: ackoliv jsou véechny kresby stejné, kazda je svymi drobnymi nepfesnostmi original. Kresebnym
materidlem se stala modra propiska, nejobycejnéjsi kancelarsky néstroj. Vysledek je nesrovnatelné pracnéjsi verzi
(napodobeninou) bézného utilitarniho materialu. Kresby byly instalovany v prostoru tak, aby ¢tvere¢kovana struktura
kazdé z nich navazovala na ostatni. Stavaji se tak jednou ¢asoprostorovou kresbou, pokryvajici vSechny stény galerie,
otevienou geometrickou strukturou, kterd teoreticky muze pokracovat do nekonecéna. Prestoze byly stény galerie
zaplnény, mizeme je stale vnimat jako prézdné, jako vizualizaci prazdného prostoru.

dravska galerie, Prazaklv palac, Atrium,

2010, Brno,

| WOULD ALSO LIKE TO ADD THAT..., 2010, drawing with a blue ballpoint pen on A4 office paper

Sheets of white office paper were lined by hand so that the result would be nearly impossible to distinguish from
standard pre-printed squared papers. Blank paper received an order of its own. Although the paper area was filled
up we can still perceive it as empty, as a table, that only determines the way of a possible filling up in the future, as
an arrangement of empty space, organization in the most general sense of the world. The exact order is disturbed
by the human factor: although all drawings are identical, each is an original in its minute imperfections. The drawing
medium is a blue ballpoint pen, the most ordinary office utensil. The result is an incomparably more laborious
version (imitation) of a common utilitarian material. The drawings were installed in the space so that the squared
structure of each would be aligned with the others. Together they become a single space-time drawing covering all
the walls of the gallery with an open geometrical structure that can theoretically continue to infinity. Although the
gallery walls were filled up we can still perceive them as empty, as a visualization of empty space.
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ONE MORE TIME, 2010, DVD, 35 min., smycka ONE MORE TIME, 2010, DVD, 35 min., loop

Hraci kostkou bylo hdzeno tak dlouho, dokud se nevycerpaly vdechny moznosti, které kostka nabizi (tj. Cislice 1, 2, Dice it gets thrown so long to exhaust all the possibilities offered by a cube (numbers 1, 2, 3, 4, 5, 6). Video contains
3, 4, 5, 6). Video obsahuje 28 verzi téZe hry. Princip je stéle stejny, vyCerpani vSech moznosti. Délka jednotlivych 28 versions of the same game. The principle is still the same, exhausting of all possibilities. The length of each
verzi je rlznd, je dana ndhodou. Kazda verze je pouZzita jen jednou. version is different, given by the chance. Each version is used only once.
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ONE MORE TIME, 2010, DVD, 35 min., smycka ONE MORE TIME, 2010, DVD, 35 min., loop

Hraci kostkou bylo hdzeno tak dlouho, dokud se nevycerpaly vdechny moznosti, které kostka nabizi (tj. Cislice 1, 2, Dice it gets thrown so long to exhaust all the possibilities offered by a cube (numbers 1, 2, 3, 4, 5, 6). Video contains
3, 4, 5, 6). Video obsahuje 28 verzi téZe hry. Princip je stéle stejny, vyCerpani vSech moznosti. Délka jednotlivych 28 versions of the same game. The principle is still the same, exhausting of all possibilities. The length of each
verzi je rlznd, je dana ndhodou. Kazda verze je pouZzita jen jednou. version is different, given by the chance. Each version is used only once.



2010, Praha, Galerie Entrance, Sebrané tuvahy
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ONE MORE TIME, 2010, DVD, 35 min., smy&ka ONE MORE TIME, 2010, DVD, 35 min., loop

Hraci kostkou bylo hdzeno tak dlouho, dokud se nevycerpaly vdechny moznosti, které kostka nabizi (tj. Cislice 1, 2, Dice it gets thrown so long to exhaust all the possibilities offered by a cube (numbers 1, 2, 3, 4, 5, 6). Video contains
3, 4, 5, 6). Video obsahuje 28 verzi téZe hry. Princip je stéle stejny, vyCerpani vSech moznosti. Délka jednotlivych 28 versions of the same game. The principle is still the same, exhausting of all possibilities. The length of each
verzi je rlznd, je dana ndhodou. Kazda verze je pouZzita jen jednou. version is different, given by the chance. Each version is used only once.
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ONE MORE TIME, 2010, DVD, 35 min., smycka ONE MORE TIME, 2010, DVD, 35 min., loop

Hraci kostkou bylo hdzeno tak dlouho, dokud se nevycerpaly vdechny moznosti, které kostka nabizi (tj. Cislice 1, 2, Dice it gets thrown so long to exhaust all the possibilities offered by a cube (numbers 1, 2, 3, 4, 5, 6). Video contains
3, 4, 5, 6). Video obsahuje 28 verzi téZe hry. Princip je stéle stejny, vyCerpani vSech moznosti. Délka jednotlivych 28 versions of the same game. The principle is still the same, exhausting of all possibilities. The length of each
verzi je rlznd, je dana ndhodou. Kazda verze je pouZzita jen jednou. version is different, given by the chance. Each version is used only once.



video frames

ONE MORE TIME, 2010, DVD, 35 min., smycka

Hraci kostkou bylo hazeno tak dlouho, dokud se nevycerpaly vSechny moZnosti, které kostka nabizi (tj. &islice 1, 2,
3, 4, b, 6). Video obsahuje 28 verzi téze hry. Princip je stéle stejny, vy&erpani vSech moznosti. Délka jednotlivych
verzi je rlznd, je dana ndhodou. Kazda verze je pouZzita jen jednou.

ONE MORE TIME, 2010, DVD, 35 min., loop

Dice it gets thrown so long to exhaust all the possibilities offered by a cube (numbers 1, 2, 3, 4, 5, 6). Video contains
28 versions of the same game. The principle is still the same, exhausting of all possibilities. The length of each
version is different, given by the chance. Each version is used only once.



MUZEME ZTRATIT VSECHNO, JEN NE CAS, 2009-10, kresba modrou propiskou, kancelarsky papir A4, 6x500 ks

VSechny listy baliku bilych kancelarskych papirt byly ruéné nalinkovény tak, aby vysledek byl co mozna nejméné
rozeznatelny od standardnich predti$ténych linkovanych papir(i. Cista plocha papiru dostala svdj "Fad". Kresebnym
materidlem se stala modra propiska, nejobycejnéjsi kancelafsky nastroj. K nalinkovani jednoho baliku papirt bylo
potreba nékolik desitek hodin intenzivni systematické prace. Vysledek je mnohem pracnégjsi verzi (napodobeninou)
bézného utilitdrniho materidlu. Zapliiuje linkovand struktura pdvodné prazdny papir, nebo jen prazdné radky
zpritomnuji nepfitomnost textu...?
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WE CAN LOSE EVERYTHING BUT NOT TIME, 2009-10, blue ballpoint pen drawing, office paper A4, 6x500 pcs

All sheets from packages of white office paper were manually linked so that the chance to distinguish them from
the standard preprinted lined paper is minimal. Bright papers have received "order". The most common office tool;
a blue ballpoint pen, became the drawing material. Days of intensive work were needed to create one package of
paper. The result is an extremely laborious version (imitation) of standard utilitarian material. Does the lined structure
fill initially blank paper or is the absence of text made present by the empt}1 lines...?



MUZEME ZTRATIT VSECHNO, JEN NE CAS, 2009-10, kresba modrou propiskou, kancelarsky papir A4, 6x500 ks

VSechny listy baliku bilych kancelarskych papirt byly ruéné nalinkovény tak, aby vysledek byl co mozna nejméné
rozeznatelny od standardnich predti$ténych linkovanych papir(i. Cista plocha papiru dostala svdj "Fad". Kresebnym
materidlem se stala modra propiska, nejobycejnéjsi kancelafsky nastroj. K nalinkovani jednoho baliku papirt bylo
potreba nékolik desitek hodin intenzivni systematické prace. Vysledek je mnohem pracnégjsi verzi (napodobeninou)
bézného utilitdrniho materidlu. Zapliiuje linkovand struktura pdvodné prazdny papir, nebo jen prazdné radky
zpritomnuji nepfitomnost textu...?
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WE CAN LOSE EVERYTHING BUT NOT TIME, 2009-10, blue ballpoint pen drawing, office paper A4, 6x500 pcs

All sheets from packages of white office paper were manually linked so that the chance to distinguish them from
the standard preprinted lined paper is minimal. Bright papers have received "order". The most common office tool;
a blue ballpoint pen, became the drawing material. Days of intensive work were needed to create one package of
paper. The result is an extremely laborious version (imitation) of standard utilitarian material. Does the lined structure
fill initially blank paper or is the absence of text made present by the empt}1 lines...?



MUZEME ZTRATIT VSECHNO, JEN NE CAS, 2009-10, kresba modrou propiskou, kancelarsky papir A4, 6x500 ks

V8echny listy baliku bilych kancelarskych papirl byly ruéné nalinkovany tak, aby vysledek byl co mozna nejméné
rozeznatelny od standardnich predtisténych linkovanych papir(i. Cista plocha papiru dostala svij "fad". Kresebnym
materidlem se stala modra propiska, nejobyc¢ejnéjsi kancelarsky néastroj. K nalinkovani jednoho baliku papird bylo
potifeba nékolik desitek hodin intenzivni systematické prace. Vysledek je mnohem pracnéjsi verzi (napodobeninou)
bé&zného utilitdrniho materiédlu. Zapliiuje linkovana struktura plvodné prazdny papir, nebo jen prédzdné radky

zpfitomnuji nepfitomnost textu...?
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WE CAN LOSE EVERYTHING BUT NOT TIME, 2009-10, blue ballpoint pen drawing, office paper A4, 6x500 pcs

All sheets from packages of white office paper were manually linked so that the chance to distinguish them from
the standard preprinted lined paper is minimal. Bright papers have received "order". The most common office tool;
a blue ballpoint pen, became the drawing material. Days of intensive work were needed to create one package of
paper. The result is an extremely laborious version (imitation) of standard utilitarian material. Does the lined structure
fill initially blank paper or is the absence of text made present by the empt}1 lines...?



2011, (A) Krems, Galerie Stadtpark, The Same, The Similar

MUZEME ZTRATIT VSECHNO, JEN NE CAS, 2009-10, kresba modrou propiskou, kancelarsky papir A4, 6x500 ks

WE CAN LOSE EVERYTHING BUT NOT TIME, 2009-10, blue ballpoint pen drawing, office paper A4, 6x500 pcs
VSechny listy baliku bilych kancelarskych papirt byly ruéné nalinkovény tak, aby vysledek byl co mozna nejméné
rozeznatelny od standardnich predti$ténych linkovanych papirti. Cista plocha papiru dostala svij "Fad". Kresebnym  All sheets from packages of white office paper were manually linked so that the chance to distinguish them from

materidlem se stala modré propiska, nejobycejnéjsi kancelafsky néstroj. K nalinkovani jednoho baliku papirli bylo the standard preprinted lined paper is minimal. Bright papers have received "order". The most common office tool;
potfeba nékolik desitek hodin intenzivni systematické prace. Vysledek je mnohem pracnéjsi verzi (napodobeninou) a blue ballpoint pen, became the drawing material. Days of intensive work were needed to create one package of
bézného utilitdrniho materidlu. Zapliiuje linkovand struktura plvodné prazdny papir, nebo jen prézdné fadky paper. The result is an extremely laborious version (imitation) of standard utilitarian material. Does the lined structure
zpritomnuji nepfitomnost textu...? fill initially blank paper or is the absence of text made present by the empt}1 lines...?



MUZEME ZTRATIT VSECHNO, JEN NE CAS, 2009-10, kresba modrou propiskou, kancelarsky papir A4, 6x500 ks

V8echny listy baliku bilych kancelarskych papirt byly ruéné nalinkovany tak, aby vysledek byl co mozna nejméné
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WE CAN LOSE EVERYTHING BUT NOT TIME, 2009-10, blue ballpoint pen drawing, office paper A4, 6x500 pcs

All sheets from packages of white office paper were manually linked so that the chance to distinguish them from
the standard preprinted lined paper is minimal. Bright papers have received "order". The most common office tool,
a blue ballpoint pen, became the drawing material. Days of intensive work were needed to create one package of
paper. The result is an extremely laborious version (imitation) of standard utilitarian material. Does the lined structure
fill initially blank paper or is the absence of text made present by the empt}1 lines...?












SOMEWHERE OVER THE RAINBOW SKIES ARE BLUE, 2010, animace, 7 dni 18 hodin 24 minut 48,64 sekundy,
smycka, zvuk: Michal Maridnek, realizace: Pavel Krisek

Animace se sklada ze stejného poctu policek, jako je pocet barev definovatelnych v RGB spektru, tj. 16 777 216.
Kazdému policku animace je pfifazena jedna barva RGB spektra. RGB spektrum je tedy v animaci obsaZeno

celé. Barvy jsou sefazeny od hodnot nulovych (RO, GO, BO) do hodnot absolutnich (R255, G255, B255), od ¢erné
do bilé. Jednotlivé odstiny jsou fazeny v poradi R G B, od cervené pres zelenou k modré, s tim, Ze vSechny
hodnoty pfibyvaji postupné od nulovych hodnot k absolutnim. Animace pracuje se standardnim poctem polic¢ek
video formatu (25 policek za sekundu). Spektrum barev / ,myslitelnych moznosti” se vycerpéa za 7 dni 18 hodin
24 minut 48,64 sekundy. Autorem zvukové stopy je Michal Marianek.

2010, Praha, Galerie MeetFactory, Cinetactics

SOMEWHERE OVER THE RAINBOW SKIES ARE BLUE, 2010, animation, 7 days 18 hours 24 minutes
48,64 seconds, loop, sound: Michal Marianek, realization: Pavel Krigek

Animation is composed of an equal number of fields, such as the number of definable in the RGB color spectrum,
ie, 16 777 216. Each box is assigned an animation RGB color spectrum. RGB Spectrum is included in the animation
throughout. Colors are ranked from zero values (RO, GO, BO) in absolute values (R255, G255, B255), from black to
white. Individual shades are ranked in order of RGB, from red through green to blue, with the fact that all values
accruing gradually from zero to absolute values. Animation works with standard video format, the number of fields
(25 frames per second). The spectrum of colors / "conceivable options" runs out in 7 days 18 hours 24 minutes 48.64
seconds. The author of the audio track is Michal Maridnek.
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ADAPTACE, 2009, modry taf 200 x 150 cm, hlinikova ty¢

V digitalnich technologiich modré barva symbolizuje prazdno. Stejné jako bild barva v
souvislosti s papirem. Bil& vlajka mé svdj symbolicky vyznam. Modry podklad zndme z viajky
Evropské unie. Kam se ale podély hvézdy? Schovaly se?

ADAPTATION, 2009, blue taf 200 x 150 cm, aluminum pole

In digital technology blue color symbolizes the void. Just as the white color in the context of
the paper. White flag has its symbolic meaning. We know blue background from the flag of
the European Union. What happend with the stars? Hid?

009, Paris, Cargo, Instituce / Infikace



ONE NEVER CAN TELL, 2009, 12 paintings, acrylics on canvas

ONE NEVER CAN TELL, 2009, 12 obrazt, akryl na platné

Obrazy byly namalovany barvou vzniklou smichanim v8ech tub z bézné dostupnych sad akrylovych barev. Na jedno
platno byla pouZita vzdy jen jedna sada. Formaty jednotlivych obrazl jsou odvozeny od formatl krabi¢ek zminénych
sad, byly zvétSeny ve stejném poméru tak, aby barva ze sady stacila k pokryti plochy platna. Byly pouzity rlizné
sady barev od rdznych vyrobcl. KaZzdy obraz je opatfen opisem textu z baleni, které bylo pro jeho vyrobu pouZito.
Koneény odstin je prakticky prfeduréen vyrobcem. Vysledkem je ,nebarva”, ve které se misi a zarover navzajem
stiraji vSechny obsazené barvy/informace.

Van Gogh 8, Acrylic Colours, Talens, 85x130 cm; Louvre 12, Acrilic Studio, Lefranc & Bourgeois, 55x125 cm; High Viscosity 8, Studio Acrylics, Pébéo,
75x130 cm, Acrylic 10, Acrylic Colours, Koh-i-noor Hardmuth, 65x135 cm, Galeria 6, Flow Formula Acrylic, Winsor & Newton, 85x130 cm, Basics 6, Acrylic
Color Set, Liquitex, 556x95 cm;, Louvre 24, Acrylic Studio, Lefranc & Bourgeois, 110x125 cm; Fine Acrylic 10, Artist's Acrylic Color, Lefranc & Bourgeois,
80x185 cm; Marie's, 18 Acrylic Colour, Shanghai SIIC Marie Painting Materials CO., LTD., 70x175 cm; Starter Set 10, Studio Acrylics High Viscosity, Pébéo,
90x160 cm; Collection Set 20, Studio Acrylics High Viscosity, Pébéo, 140x160 cm, Basics 24, Acrylic Color Set, Liquitex, 125x200 cm

The colour used on the pictures was produced by mixing colours from all tubes of sets of acrylics colours readily
available. For each painting there was exactly one set of colours used. Format of each of the painting is derived
from format of the box of the set used for the painting. The dimensions of each box are scaled up so that the whole
surface of canvas can be covered by exactly one set of colours. Different sets from different producers were used.
Each painting is provided by a text that is copy pasted from the box of colours that was used for the particular
painting. That way the final hue is practically predetermined by the producer. The result is a "no-colour" in which all
entry colours/information mutually fuse as well as neutralize and diminish each other.
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90x160 cm; Collection Set 20, Studio Acrylics High Viscosity, Pébéo, 140x160 cm, Basics 24, Acrylic Color Set, Liquitex, 125x200 cm
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2010, Brno, DGm uméni,

ONE NEVER CAN TELL, 2009, 12 paintings, acrylics on canvas

The colour used on the pictures was produced by mixing colours from all tubes of sets of acrylics colours readily
available. For each painting there was exactly one set of colours used. Format of each of the painting is derived
from format of the box of the set used for the painting. The dimensions of each box are scaled up so that the whole
surface of canvas can be covered by exactly one set of colours. Different sets from different producers were used.
Each painting is provided by a text that is copy pasted from the box of colours that was used for the particular
painting. That way the final hue is practically predetermined by the producer. The result is a "no-colour" in which all
entry colours/information mutually fuse as well as neutralize and diminish each other.
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sady barev od rdznych vyrobcl. KaZzdy obraz je opatfen opisem textu z baleni, které bylo pro jeho vyrobu pouZito.
Koneény odstin je prakticky prfeduréen vyrobcem. Vysledkem je ,nebarva”, ve které se misi a zarover navzajem
stiraji vSechny obsazené barvy/informace.
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from format of the box of the set used for the painting. The dimensions of each box are scaled up so that the whole
surface of canvas can be covered by exactly one set of colours. Different sets from different producers were used.
Each painting is provided by a text that is copy pasted from the box of colours that was used for the particular
painting. That way the final hue is practically predetermined by the producer. The result is a "no-colour" in which all
entry colours/information mutually fuse as well as neutralize and diminish each other.
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JAKO BY NIC, 2009, DVD, 57 min. 36 s., smy¢ka

Video (animace) obsahuje postupnou &iselnou fadu 86 400 &islic.Cislice jdou za sebou v Sedesatkové soustavé, jaka
se pouziva pro méfeni ¢asu. Jedna Cislice odpovida jednomu poli¢ku videa. Na displeji jedna &islice reprezentuje

jednu vtefinu, v redlném &ase vSak jen jednu pétadvacetinu vtefiny. Délka videa je ohrani¢ena délkou jednoho dne
odpogitaného displejem. 24 hodin v tomto pfipadé prob&hne za 57 minut a 36 vtefin realného &asu. Cislice jsou
bilé na ¢erném pozadi, evokuji design displeju. Velikost Cisel je déna Sitkou/forméatem videa. Jako zvukové stopa
byly pouZity prvni tfi tony skladby skupiny Tindersticks, tony se stale opakuji v pomalém rytmu, ktery je protikladem
zrychleni obrazu.

2009, Ceské Budg&jovice, Dim uméni, Until The Morning Comes

AS IF NOTHING HAD HAPPENED, 2009, DVD, 57 min. 36 s., loop

The videoa (animation) contains a progressive row of 86 400 numerals. The numbers are in a sixty mode set such
as are used to measure/record time. One number represents one frame of the video. On the display one number
represents one second, in real time however only one twentyfifth of a second. The length of the video is marked
out by the length of a single day as counted down by the display. In this case 24 hours takes place over the course
of 57 minutes and 36 seconds in real time. The numbers are white on a black background, evoking the design of
displays. The size of the numbers are given by the width/format of the video. Three notes of a composition by the
group Tinderstics were used as a soundtrack, slowly repeating in a slow rhythm, acting as a antithesis of the sped
up image.
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out by the length of a single day as counted down by the display. In this case 24 hours takes place over the course
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A TOU NOCI NEVIDIM ANI JEDINOU HVEZDU, 2009, DVD, 8 min., smycka THAT NIGHT | DON'T SEE A SINGLE STAR, 2009, DVD, 8 min., loop

Video obsahuje 23 rliznych pocetnich operaci. Jednotlivé operace jsou ¢asoveé fazeny za sebou od jednodussich ke The video contains 23 different arithmetical operations. The individual operations are ranked starting from simple
slozitéjsim. Kazda operace je vypoditdvana kalkulatorem jen jednou. Pres odlisnost pocetnich postupl je vysledek ones to more complex. Each operation is calculated only once. Despite the differences of arithmetical procedures
v8ech operaci stale stejny. Nula. the result of all operations is always identical. Zero.
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slozitéjsim. Kazda operace je vypoditdvana kalkulatorem jen jednou. Pres odlisnost pocetnich postupl je vysledek ones to more complex. Each operation is calculated only once. Despite the differences of arithmetical procedures
v8ech operaci stale stejny. Nula. the result of all operations is always identical. Zero.



SOMETIMES IT HURTS, 2007-8, 3 knihy (400 stran), kresba propiskou, 3x DVD

Tématem kreseb je kresba samotna. Systematické zapliiovanitadku linkovaného bloku. Kresba pfibyvala chronologicky
od levého horniho rohu prvni stranky k pravému dolnimu rohu stranky posledni. Kresebnym materidlem se stala
modra propiska a kancelafsky linkovany blok. Kresba je doplnéna videem, ruce prolistuji cely blok od prvni stranky k
posledni. ,,Smysluplnost” listovani blokem s identickymi strankami neni nepodobna procesu vzniku kresby samotné.
Prvni kresba je tvorena systematicky fazenymi svislymi ¢arkami v prostoru mezi predtisténymi radky v cca 1Tmm
rozestupech. Na jednom fadku je cca 200 ¢éarek, na strance cca 5 800, v celém bloku cca 2 320 000. K vytvoreni
kresby bylo potfeba cca 200 hodin intenzivni préace. Druhéd kresba je tvofena vodorovnymi ¢arami protinajicimi
prostor mezi predtist&nymi radky, pokud mozno uprostied. Cary jsou kresleny podle ruky. Prakticky se jedna o jednu
linku rozdélenou na 11 600 ¢asti. Jedna ¢ast je dlouhé cca 21 cm, na jedné strance cca 6,09 m, v celém bloku cca
2,436 km. K vytvoreni kresby bylo potfeba cca 40 hodin intenzivni prace. Treti kresba je tvorfena vodorovnymi ¢arami
protinajicimi prostor mezi predtisténymi radky, pokud moZno uprostted. Cary jsou rysovany podle pravitka. Prakticky
se jednd o jednu linku rozdélenou na 11 600 ¢&sti. Jedna ¢ast je dlouha cca 21 cm, na jedné strance cca 6,09 m, v
celém bloku cca 2,436 km. K vytvoreni kresby bylo potfeba cca 40 hodin intenzivni prace.

2010, Brno, Galerie Kabinet, Till the Blue Skies Drive the Dark Clouds Far Away

SOMETIMES IT HURTS, 2007-8, 3 books (400 pages), drawing by blue ballpen, 3 x DVD

The subject matter of the drawings is drawing per se: A systematic filling in the vertical line spacing of the lined
notebook. The drawing grew chronologically starting from the upper left corner of the first page to the bottom right
corner of the last page. A blue ballpoint pen and an office lined notebook were the drawing material. The drawing
is completed by a video where hands are listing through the whole notebook form first page to the last one. The
.Meaningfulness”of flipping through the notebook with identical pages is not dissimilar to the process of creating the
drawing itself. The first drawing is created by systematically covering the vertical spacing between the pre-printed lines
within sparing approx. 1 mm. There are approx. 200 drawn lines in one row, approx. 5 800 on one page and approx.
2 320 000 in the whole notebook. Around 200 hours of intensive work was needed to create the whole drawing. The
second drawing is created by horizontal strokes crossing the space between the pre-printed lines of the notebook, if
possible in the middle. The lines were drawn freehand. In fact there is only one line parted into 11 600 parts. One part
of the line is 21 cm long, on one page there is approx. 6,09 m and 2,436 km in the whole notebook. Approx. 40 hours of
intensive work was needed to create the whole drawing. The second drawing is created by horizontal strokes crossing
the space between the pre-printed lines of the notebook, if possible in the middle. The lines were outlined by the ruler. In
fact there is only one line parted into 11 600 parts. One part of the line is 21 cm long, on one page there is approx. 6,09
m and 2,436 km in the whole notebook. Approx. 40 hours of intensive work was needed to create the whole drawing.




SOMETIMES IT HURTS, 2007-8, 3 knihy (400 stran), kresba propiskou, 3x DVD

Tématem kreseb je kresba samotna. Systematické zapliiovanitadku linkovaného bloku. Kresba pfibyvala chronologicky
od levého horniho rohu prvni stranky k pravému dolnimu rohu stranky posledni. Kresebnym materidlem se stala
modra propiska a kancelafsky linkovany blok. Kresba je doplnéna videem, ruce prolistuji cely blok od prvni stranky k
posledni. ,,Smysluplnost” listovani blokem s identickymi strankami neni nepodobna procesu vzniku kresby samotné.
Prvni kresba je tvorena systematicky fazenymi svislymi ¢arkami v prostoru mezi predtisténymi radky v cca 1Tmm
rozestupech. Na jednom fadku je cca 200 ¢éarek, na strance cca 5 800, v celém bloku cca 2 320 000. K vytvoreni
kresby bylo potfeba cca 200 hodin intenzivni préace. Druhéd kresba je tvofena vodorovnymi ¢arami protinajicimi
prostor mezi predtist&nymi radky, pokud mozno uprostied. Cary jsou kresleny podle ruky. Prakticky se jedna o jednu
linku rozdélenou na 11 600 ¢asti. Jedna ¢ast je dlouhé cca 21 cm, na jedné strance cca 6,09 m, v celém bloku cca
2,436 km. K vytvoreni kresby bylo potfeba cca 40 hodin intenzivni prace. Treti kresba je tvorfena vodorovnymi ¢arami
protinajicimi prostor mezi predtisténymi radky, pokud moZno uprostted. Cary jsou rysovany podle pravitka. Prakticky
se jednd o jednu linku rozdélenou na 11 600 ¢&sti. Jedna ¢ast je dlouha cca 21 cm, na jedné strance cca 6,09 m, v
celém bloku cca 2,436 km. K vytvoreni kresby bylo potfeba cca 40 hodin intenzivni prace.

2010, Brno, Galerie Kabinet, Till the Blue Skies Drive the Dark Clouds Far Away

SOMETIMES IT HURTS, 2007-8, 3 books (400 pages), drawing by blue ballpen, 3 x DVD

The subject matter of the drawings is drawing per se: A systematic filling in the vertical line spacing of the lined
notebook. The drawing grew chronologically starting from the upper left corner of the first page to the bottom right
corner of the last page. A blue ballpoint pen and an office lined notebook were the drawing material. The drawing
is completed by a video where hands are listing through the whole notebook form first page to the last one. The
.Meaningfulness”of flipping through the notebook with identical pages is not dissimilar to the process of creating the
drawing itself. The first drawing is created by systematically covering the vertical spacing between the pre-printed lines
within sparing approx. 1 mm. There are approx. 200 drawn lines in one row, approx. 5 800 on one page and approx.
2 320 000 in the whole notebook. Around 200 hours of intensive work was needed to create the whole drawing. The
second drawing is created by horizontal strokes crossing the space between the pre-printed lines of the notebook, if
possible in the middle. The lines were drawn freehand. In fact there is only one line parted into 11 600 parts. One part
of the line is 21 cm long, on one page there is approx. 6,09 m and 2,436 km in the whole notebook. Approx. 40 hours of
intensive work was needed to create the whole drawing. The second drawing is created by horizontal strokes crossing
the space between the pre-printed lines of the notebook, if possible in the middle. The lines were outlined by the ruler. In
fact there is only one line parted into 11 600 parts. One part of the line is 21 cm long, on one page there is approx. 6,09
m and 2,436 km in the whole notebook. Approx. 40 hours of intensive work was needed to create the whole drawing.




SOMETIMES IT HURTS, 2007-8, 3 knihy (400 stran), kresba propiskou, 3x DVD

Tématem kreseb je kresba samotna. Systematické zaplriovanitadku linkovaného bloku. Kresba pfibyvala chronologicky
od levého horniho rohu prvni stranky k pravému dolnimu rohu stranky posledni. Kresebnym materidlem se stala
modra propiska a kancelafsky linkovany blok. Kresba je doplnéna videem, ruce prolistuji cely blok od prvni stranky k
posledni. ,,Smysluplnost” listovani blokem s identickymi strankami neni nepodobna procesu vzniku kresby samotné.
Prvni kresba je tvorena systematicky fazenymi svislymi ¢arkami v prostoru mezi predtisténymi radky v cca 1Tmm
rozestupech. Na jednom fadku je cca 200 ¢éarek, na strance cca 5 800, v celém bloku cca 2 320 000. K vytvoreni
kresby bylo potfeba cca 200 hodin intenzivni préace. Druhéd kresba je tvofena vodorovnymi ¢arami protinajicimi
prostor mezi predtist&nymi radky, pokud mozno uprostied. Cary jsou kresleny podle ruky. Prakticky se jedna o jednu
linku rozdélenou na 11 600 ¢asti. Jedna ¢ast je dlouhé cca 21 cm, na jedné strance cca 6,09 m, v celém bloku cca
2,436 km. K vytvoreni kresby bylo potfeba cca 40 hodin intenzivni prace. Treti kresba je tvorfena vodorovnymi ¢arami
protinajicimi prostor mezi predtisténymi radky, pokud mozno uprostted. Cary jsou rysovany podle pravitka. Prakticky
se jednd o jednu linku rozdélenou na 11 600 ¢&sti. Jedna ¢ast je dlouha cca 21 cm, na jedné strance cca 6,09 m, v
celém bloku cca 2,436 km. K vytvoreni kresby bylo potfeba cca 40 hodin intenzivni prace.
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SOMETIMES IT HURTS, 2007-8, 3 books (400 pages), drawing by blue ballpen, 3 x DVD

The subject matter of the drawings is drawing per se: A systematic filling in the vertical line spacing of the lined
notebook. The drawing grew chronologically starting from the upper left corner of the first page to the bottom right
corner of the last page. A blue ballpoint pen and an office lined notebook were the drawing material. The drawing
is completed by a video where hands are listing through the whole notebook form first page to the last one. The
.Meaningfulness”of flipping through the notebook with identical pages is not dissimilar to the process of creating the
drawing itself. The first drawing is created by systematically covering the vertical spacing between the pre-printed lines
within sparing approx. 1 mm. There are approx. 200 drawn lines in one row, approx. 5 800 on one page and approx.
2 320 000 in the whole notebook. Around 200 hours of intensive work was needed to create the whole drawing. The
second drawing is created by horizontal strokes crossing the space between the pre-printed lines of the notebook, if
possible in the middle. The lines were drawn freehand. In fact there is only one line parted into 11 600 parts. One part
of the line is 21 cm long, on one page there is approx. 6,09 m and 2,436 km in the whole notebook. Approx. 40 hours of
intensive work was needed to create the whole drawing. The second drawing is created by horizontal strokes crossing
the space between the pre-printed lines of the notebook, if possible in the middle. The lines were outlined by the ruler. In
fact there is only one line parted into 11 600 parts. One part of the line is 21 cm long, on one page there is approx. 6,09
m and 2,436 km in the whole notebook. Approx. 40 hours of intensive work was needed to create the whole drawing.
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video frames

SOMETIMES IT HURTS, 2007-8, 3 knihy (400 stran), kresba propiskou, 3x DVD

Tématem kreseb je kresba samotna. Systematické zaplnovanitadkl linkovaného bloku. Kresba pfibyvala chronologicky
od levého horniho rohu prvni stranky k pravému dolnimu rohu stranky posledni. Kresebnym materidlem se stala
modra propiska a kancelarsky linkovany blok. Kresba je doplné&na videem, ruce prolistuji cely blok od prvni stranky k
posledni. ,Smysluplnost” listovani blokem s identickymi strankami neni nepodobna procesu vzniku kresby samotné.
Prvni kresba je tvorena systematicky fazenymi svislymi ¢arkami v prostoru mezi predtisténymi radky v cca 1Tmm
rozestupech. Na jednom fadku je cca 200 Carek, na strance cca 5 800, v celém bloku cca 2 320 000. K vytvoreni
kresby bylo potfeba cca 200 hodin intenzivni prace. Druh& kresba je tvofena vodorovnymi ¢arami protinajicimi
prostor mezi predtisténymi fadky, pokud moZno uprostied. Cary jsou kresleny podle ruky. Prakticky se jedné o jednu
linku rozdélenou na 11 600 ¢asti. Jedna ¢ast je dlouhé cca 21 cm, na jedné strance cca 6,09 m, v celém bloku cca
2,436 km. K vytvoreni kresby bylo potfeba cca 40 hodin intenzivni prace. Treti kresba je tvorfena vodorovnymi ¢arami
protinajicimi prostor mezi predtisténymi fadky, pokud mozno uprostfed. Cary jsou rysovany podle pravitka. Prakticky
se jednd o jednu linku rozdélenou na 11 600 ¢&sti. Jedna ¢ast je dlouha cca 21 cm, na jedné strance cca 6,09 m, v
celém bloku cca 2,436 km. K vytvoreni kresby bylo potfeba cca 40 hodin intenzivni prace.

SOMETIMES IT HURTS, 2007-8, 3 books (400 pages), drawing by blue ballpen, 3 x DVD

The subject matter of the drawings is drawing per se: A systematic filling in the vertical line spacing of the lined
notebook. The drawing grew chronologically starting from the upper left corner of the first page to the bottom right
corner of the last page. A blue ballpoint pen and an office lined notebook were the drawing material. The drawing
is completed by a video where hands are listing through the whole notebook form first page to the last one. The
Meaningfulness”of flipping through the notebook with identical pages is not dissimilar to the process of creating the
drawing itself. The first drawing is created by systematically covering the vertical spacing between the pre-printed lines
within sparing approx. 1 mm. There are approx. 200 drawn lines in one row, approx. 5 800 on one page and approx.
2 320 000 in the whole notebook. Around 200 hours of intensive work was needed to create the whole drawing. The
second drawing is created by horizontal strokes crossing the space between the pre-printed lines of the notebook, if
possible in the middle. The lines were drawn freehand. In fact there is only one line parted into 11 600 parts. One part
of the line is 21 ¢cm long, on one page there is approx. 6,09 m and 2,436 km in the whole notebook. Approx. 40 hours of
intensive work was needed to create the whole drawing. The second drawing is created by horizontal strokes crossing
the space between the pre-printed lines of the notebook, if possible in the middle. The lines were outlined by the ruler. In
fact there is only one line parted into 11 600 parts. One part of the line is 21 cm long, on one page there is approx. 6,09
m and 2,436 km in the whole notebook. Approx. 40 hours of intensive work was needed to create the whole drawing.



SAG MIR, WO DIE BLUMEN SIND (REKNI KDE TY KYTKY JSOU), 2008, DVD, 15 min., smy¢ka

Video (slide show) obsahuje 22 446 rizné modrych obrazku. Kazdy obrézek odpovida jednomu poli¢ku videa. Kazdy je
definovéan jinym odstinem modré barvy RGB spektra a je pouzit jen jednou. Jednotlivé odstiny se lisi vzdy o jeden bod.
Systém vybéru odstint z RGB spektra byl zvolen tak, aby pfi co nejvétSim poctu rdznych odstint byl rozdil od zakladni
modré barvy (R0, GO, B255) co nejmensi. Obrazky maji pfifazeny ¢iselny kdd odpovidajicibarevnémuslozeni, jejich poradi
pak sleduje tuto ¢iselnou fadu. Jako zvukova stopa byl pouzit efekt napodobujici zvuk zastaveného videoprehravace.
Cilem bylo vytvorit na pohled statické/prazdné video (blue screen) obsahujici vSak obrovské mnozstvi ,informaci”.

o, Jak se zachovat, kdyzZ t& pozvou

SAG MIR, WO DIE BLUMEN SIND (WHERE HAVE ALL THE FLOWERS GONE), 2008, DVD, 15 min., loop

This video (slide show) contains 22 446 images of various hues of blue. Each image represents one frame of video. Each
image is defined by a different hue of RGB blue and is used only once. Each hue differs by one point. The system for
selecting RGB colour hues was set up so that with the highest possible number of different hues the difference from
the basic blue hue (R0, GO, B255) was the smallest possible. Each image is allocated a number according to its colour
composition, the sequence is then governed by these numbers. The soundtrack used is an effect enulating the sound
of a videorecorder in stop mode. The aim was to crate what at first glance appears to be a static/empty video (blue
screen) but contains a huge amount of "information".



SAG MIR, WO DIE BLUMEN SIND (REKNI KDE TY KYTKY JSOU), 2008, DVD, 15 min., smy¢ka

Video (slide show) obsahuje 22 446 rtizné modrych obrazkd. Kazdy obrézek odpovida jednomu poli¢ku videa. Kazdy je
definovan jinym odstinem modré barvy RGB spektra a je pouzit jen jednou. Jednotlivé odstiny se lisi vzdy o jeden bod.
Systém vybéru odstint z RGB spektra byl zvolen tak, aby pfi co nejvétsim podctu rlznych odstinl byl rozdil od zakladni
modré barvy (R0, GO, B255) co nejmensi. Obrazky maji pfifazeny ¢iselny kdd odpovidajicibarevnémuslozeni, jejich poradi
pak sleduje tuto ¢iselnou fadu. Jako zvukové stopa byl pouzit efekt napodobujici zvuk zastaveného videoprehravace.
Cilem bylo vytvorit na pohled statické/prazdné video (blue screen) obsahujici vSak obrovské mnozstvi ,informaci”.

SAG MIR, WO DIE BLUMEN SIND (WHERE HAVE ALL THE FLOWERS GONE), 2008, DVD, 15 min., loop

This video (slide show) contains 22 446 images of various hues of blue. Each image represents one frame of video. Each
image is defined by a different hue of RGB blue and is used only once. Each hue differs by one point. The system for
selecting RGB colour hues was set up so that with the highest possible number of different hues the difference from
the basic blue hue (R0, GO, B255) was the smallest possible. Each image is allocated a number according to its colour
composition, the sequence is then governed by these numbers. The soundtrack used is an effect enulating the sound
of a videorecorder in stop mode. The aim was to crate what at first glance appears to be a static/empty video (blue
screen) but contains a huge amount of "information".
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SAG MIR, WO DIE BLUMEN SIND (REKNI KDE TY KYTKY JSOU), 2008, DVD, 15 min., smy¢ka

Video (slide show) obsahuje 22 446 rizn& modrych obréazkl. Kazdy obrazek odpovida jednomu poli¢ku videa. Kazdy je
definovan jinym odstinem modré barvy RGB spektra a je pouzit jen jednou. Jednotlivé odstiny se lisi vzdy o jeden bod.
Systém vybéru odstint z RGB spektra byl zvolen tak, aby pfi co nejvétsim podctu rlznych odstinl byl rozdil od zakladni
modré barvy (R0, GO, B255) co nejmensi. Obrazky maji pfifazeny ¢iselny kdd odpovidajicibarevnémuslozeni, jejich poradi
pak sleduje tuto ¢iselnou fadu. Jako zvukova stopa byl pouZit efekt napodobuijici zvuk zastaveného videoprehravace.
Cilem bylo vytvorit na pohled statické/prazdné video (blue screen) obsahujici vSak obrovské mnoZstvi ,informaci”.
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SAG MIR, WO DIE BLUMEN SIND (WHERE HAVE ALL THE FLOWERS GONE), 2008, DVD, 15 min., loop

This video (slide show) contains 22 446 images of various hues of blue. Each image represents one frame of video. Each
image is defined by a different hue of RGB blue and is used only once. Each hue differs by one point. The system for
selecting RGB colour hues was set up so that with the highest possible number of different hues the difference from
the basic blue hue (R0, GO, B255) was the smallest possible. Each image is allocated a number according to its colour
composition, the sequence is then governed by these numbers. The soundtrack used is an effect enulating the sound
of a videorecorder in stop mode. The aim was to crate what at first glance appears to be a static/empty video (blue
screen) but contains a huge amount of "information".
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SAG MIR, WO DIE BLUMEN SIND (REKNI KDE TY KYTKY JSOU), 2008, DVD, 15 min., smy¢ka

Video (slide show) obsahuje 22 446 rizn& modrych obréazkl. Kazdy obrazek odpovida jednomu polic¢ku videa. Kazdy je
definovan jinym odstinem modré barvy RGB spektra a je pouzit jen jednou. Jednotlivé odstiny se lisi vzdy o jeden bod.
Systém vybéru odstint z RGB spektra byl zvolen tak, aby pfi co nejvétsim podctu riznych odstint byl rozdil od zakladni
modré barvy (R0, GO, B255) co nejmensi. Obrazky maji pfifazeny ¢iselny kdd odpovidajicibarevnémuslozeni, jejich poradi
pak sleduje tuto ¢iselnou fadu. Jako zvukova stopa byl pouZit efekt napodobuijici zvuk zastaveného videoprehravace.
Cilem bylo vytvorit na pohled statické/prazdné video (blue screen) obsahujici vSak obrovské mnoZstvi ,informaci”.

SAG MIR, WO DIE BLUMEN SIND (WHERE HAVE ALL THE FLOWERS GONE), 2008, DVD, 15 min., loop

This video (slide show) contains 22 446 images of various hues of blue. Each image represents one frame of video. Each
image is defined by a different hue of RGB blue and is used only once. Each hue differs by one point. The system for
selecting RGB colour hues was set up so that with the highest possible number of different hues the difference from
the basic blue hue (R0, GO, B255) was the smallest possible. Each image is allocated a number according to its colour
composition, the sequence is then governed by these numbers. The soundtrack used is an effect enulating the sound
of a videorecorder in stop mode. The aim was to crate what at first glance appears to be a static/empty video (blue
screen) but contains a huge amount of "information".



BRNO, 2008, neonova trubice, 350 x 105 mm

Neon Brno vznikl v roce 2008 prevazné z osobnich dlvodd. Jméno moravské metropole je zde zpracovano jako

neonovy napis, ktery svou materialitou mize odkazovat k funkcionalistické tradici Brna, kdy se neon stal vyznamnou
soucasti architektury odpovidajici étosu modernity. Svitici napis Ize vnimat jako logotyp (marketingovou znacku) Gi
zé&fici hvézdu. Dalsi vrstvou této prace je odkaz na silnou brnénskou konceptuélni uméleckou scénu, jejiz tvorba
je zalozena na formalni redukci a praci s textem. Dilo je svého druhu poctou danému geografickému a kulturnimu
teritoriu, zdmeérné vsak v komornim formatu.

2011, Zlin, Krajska galerie vytvarného uméni, VI. Novy zlinsky salon

BRNO, 2008, neon light, 350 x 105 mm

Neon Brno was founded in 2008 mainly for personal reasons. The name of the Moravian metropolis is treated here
as a neon sign, which by its materiality may refer to the functionalist tradition of Brno, when neon became an impor-
tant part of architecture corresponding to the ethos of modernity. A glowing sign can be perceived as a logotype
(marketing brand) or a shining star. Another layer of this work is a reference to a strong Brno conceptual art scene
whose creation is based on formal reduction and work with text. The work is a tribute to a given geographical and
cultural territory, but deliberately in a chamber format.




BRNO, 2008, neonova trubice, 350 x 105 mm

Neon Brno vznikl v roce 2008 prevazné z osobnich divodd. Jméno moravské metropole je zde zpracovéano jako

neonovy napis, ktery svou materialitou mize odkazovat k funkcionalistické tradici Brna, kdy se neon stal vyznamnou
soucasti architektury odpovidajici étosu modernity. Svitici napis Ize vnimat jako logotyp (marketingovou znacku) Gi
zé&fici hvézdu. Dalsi vrstvou této prace je odkaz na silnou brnénskou konceptuélni uméleckou scénu, jejiz tvorba
je zalozena na formalni redukci a praci s textem. Dilo je svého druhu poctou danému geografickému a kulturnimu
teritoriu, zdmeérné vsak v komornim formatu.

2011, Zlin, Krajska galerie vytvarného uméni, VI. Novy zlinsky salon

BRNO, 2008, neon light, 350 x 105 mm

Neon Brno was founded in 2008 mainly for personal reasons. The name of the Moravian metropolis is treated here
as a neon sign, which by its materiality may refer to the functionalist tradition of Brno, when neon became an impor-
tant part of architecture corresponding to the ethos of modernity. A glowing sign can be perceived as a logotype
(marketing brand) or a shining star. Another layer of this work is a reference to a strong Brno conceptual art scene
whose creation is based on formal reduction and work with text. The work is a tribute to a given geographical and
cultural territory, but deliberately in a chamber format.




