2018 (CZ) Praha, Berlinskej model, Volny pad

VOLNY PAD, 2018, videoanimace, 1 min., smy¢ka

Animace vychazi z reédlnych proporci a sméru poh rolet ve vyloze galerie. Roleta stoupéa po dobu 60-ti sekund

vzhdru, prostor je postupné osvétlovan. V okamziku dosazeni vrcholu roleta pada volnym padem doll jako gilo-
tina na hlavy stind navstévnikl galerie. Prostor se zatemni. V okamZiku dopadu se roleta za¢ind znovu otevirat.
Repetitivni cyklus pomalého rlstu a rychlého padu odkrajuje jednotlivé minuty plynouciho ¢asu. FREE FALL, 2018, videoanimation, 1 min., loop




2018 (CZ) Praha, Berlinskej model, Volny pad

VOLNY PAD, 2018, videoanimace, 1 min., smy¢ka

Animace vychazi z reélnych proporci a sméru pohybu rolet ve vyloze galerie. Roleta stoupa po dobu 60-ti sekund
vzhlru, prostor je postupné osvétlovan. V okamziku dosazeni vrcholu roleta padé volnym padem doll jako gilo-
tina na hlavy stind navstévnikd galerie. Prostor se zatemni. V okamziku dopadu se roleta zacind znovu otevirat.
Repetitivni cyklus pomalého ristu a rychlého padu odkrajuje jednotlivé minuty plynouciho ¢asu. FREE FALL, 2018, videoanimation, 1 min., loop



2018 (CZ) Praha, Berlinskej model, Volny pad

VOLNY PAD, 2018, videoanimace, 1 min., smy¢ka

Animace vychazi z reélnych proporci a sméru pohybu rolet ve vyloze galerie. Roleta stoupa po dobu 60-ti sekund
vzhdru, prostor je postupné osvétlovan. V okamziku dosazeni vrcholu roleta pada volnym padem dolt jako gilo-
tina na hlavy stind navstévnik( galerie. Prostor se zatemni. V okamziku dopadu se roleta zac¢ind znovu otevirat.
Repetitivni cyklus pomalého ristu a rychlého padu odkrajuje jednotlivé minuty plynouciho ¢asu. FREE FALL, 2018, videoanimation, 1 min., loop




VOLNY PAD, 2018, videoanimace, 1 min., smy&ka

Animace vychazi z realnych proporci a sméru pohybu rolet ve vyloze galerie. Roleta stoupa po dobu 60-ti sekund
vzhdru, prostor je postupné osvétlovan. V okamziku dosazeni vrcholu roleta pada volnym padem dolt jako gilo-
tina na hlavy stind navstévnikd galerie. Prostor se zatemni. V okamZiku dopadu se roleta za¢ind znovu otevirat.
Repetitivni cyklus pomalého ristu a rychlého padu odkrajuje jednotlivé minuty plynouciho ¢asu.

FREE FALL, 2018, videoanimation, 1 min., loop

o
©
o
>
5
o
>
©
o
<}
5
)
>
1]
3
=
53
0
©
<
©
o
o
N
o
)
=
)
N




2018 (CZ) Praha, Berlinskej model, Volny pad

VOLNY PAD, 2018, videoanimace, 1 min., smy¢ka

Animace vychazi z reélnych proporci a sméru pohybu rolet ve vyloze galerie. Roleta stoupa po dobu 60-ti sekund
vzhdru, prostor je postupné osvétlovan. V okamziku dosazeni vrcholu roleta pada volnym padem doll jako gilo-
tina na hlavy stind navstévnikl galerie. Prostor se zatemni. V okamZiku dopadu se roleta za¢ind znovu otevirat.
Repetitivni cyklus pomalého rlstu a rychlého padu odkrajuje jednotlivé minuty plynouciho ¢asu. FREE FALL, 2018, videoanimation, 1 min., loop




2018 (CZ) Praha, Berlinskej model, Volny pad

VOLNY PAD, 2018, videoanimace, 1 min., smy¢ka

Animace vychazi z reédlnych proporci a sméru poh rolet ve vyloze galerie. Roleta stoupéa po dobu 60-ti sekund

vzhdru, prostor je postupné osvétlovan. V okamziku dosazeni vrcholu roleta pada volnym padem doll jako gilo-
tina na hlavy stind navstévnikl galerie. Prostor se zatemni. V okamZiku dopadu se roleta za¢ind znovu otevirat.
Repetitivni cyklus pomalého rlstu a rychlého padu odkrajuje jednotlivé minuty plynouciho ¢asu. FREE FALL, 2018, videoanimation, 1 min., loop




2018 (CZ) Praha, Berlinskej model, Volny pad

VOLNY PAD, 2018, videoanimace, 1 min., smy¢ka

Animace vychazi z reélnych proporci a sméru pohybu rolet ve vyloze galerie. Roleta stoupa po dobu 60-ti sekund
vzhdru, prostor je postupné osvétlovan. V okamziku dosazeni vrcholu roleta pada volnym padem dolt jako gilo-
tina na hlavy stind navstévnik( galerie. Prostor se zatemni. V okamziku dopadu se roleta zac¢ind znovu otevirat.
Repetitivni cyklus pomalého ristu a rychlého padu odkrajuje jednotlivé minuty plynouciho ¢asu. FREE FALL, 2018, videoanimation, 1 min., loop




VOLNY PAD, 2018, videoanimace, 1 min., smy&ka

Animace vychazi z realnych proporci a sméru pohybu rolet ve vyloze galerie. Roleta stoupa po dobu 60-ti sekund
vzhdru, prostor je postupné osvétlovan. V okamziku dosazeni vrcholu roleta pada volnym padem dolt jako gilo-
tina na hlavy stind navstévnikd galerie. Prostor se zatemni. V okamZiku dopadu se roleta za¢ind znovu otevirat.
Repetitivni cyklus pomalého ristu a rychlého padu odkrajuje jednotlivé minuty plynouciho ¢asu.

FREE FALL, 2018, videoanimation, 1 min., loop
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NUZE, A JSME ZAS U TOHO, 2018, kresba modrym popisovaem, papir A4, 500 ks

Struktura standardniho linkovaného papiru je prekryta stejnou linkovanou strukturou oto¢enou o 90 stupnu, pfi
zachovani pravidla, Ze svislé linky vzdy vynechavaji jeden horizontalni fadek. Vznikne tak textura cihlové zdi. Zed
je architektonicky prvek definujici ¢i omezujici prazdny prostor, podobné jako linky na papife. Zaplfiovani stranek
kresbou se zase bliZi pracovnimu postupu stavéni zdi kladenim cihel na sebe. Prazdny linkovany papir je zapinén/
zazdén. Zed je stale hojné uzivanym néstrojem feseni socioekonomickych &i zahrani¢népolitickych vztahd.
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WELL, HERE WE ARE AGAIN, 2018, drawing with blue pen, A4 office paper, 500 pieces

The structure of a standard lined piece of paper is covered with the same lined structure, but turned by 90 degre-
es, while maintaining the principle that vertical lines always skip one horizontal line. Thus, the texture of a brick
wall is formed. A wall is an architectural element that defines or limits empty space: just as the lines on a piece
of paper. Filling the page with drawings brings us once again closer to the process of building a wall by placing
bricks on top of one another. Empty, lined paper is full/walled up. Walls are still a widely used tool when resolving
socio-economic or foreign policy relationships.



NUZE, A JSME ZAS U TOHO, 2018, kresba modrym popisovaem, papir A4, 500 ks

Struktura standardniho linkovaného papiru je prekryta stejnou linkovanou strukturou oto¢enou o 90 stupnu, pfi
zachovani pravidla, Ze svislé linky vzdy vynechavaji jeden horizontalni fadek. Vznikne tak textura cihlové zdi. Zed
je architektonicky prvek definujici ¢i omezujici prazdny prostor, podobné jako linky na papife. Zaplfiovani stranek
kresbou se zase bliZi pracovnimu postupu stavéni zdi kladenim cihel na sebe. Prazdny linkovany papir je zapinén/
zazdén. Zed je stale hojné uzivanym néstrojem feseni socioekonomickych &i zahrani¢népolitickych vztahd.

2018 (CZ) Brno, Fait Gallery, A ted kone¢né obratme list

WELL, HERE WE ARE AGAIN, 2018, drawing with blue pen, A4 office paper, 500 pieces

The structure of a standard lined piece of paper is covered with the same lined structure, but turned by 90 degre-
es, while maintaining the principle that vertical lines always skip one horizontal line. Thus, the texture of a brick
wall is formed. A wall is an architectural element that defines or limits empty space: just as the lines on a piece
of paper. Filling the page with drawings brings us once again closer to the process of building a wall by placing
bricks on top of one another. Empty, lined paper is full/walled up. Walls are still a widely used tool when resolving
socio-economic or foreign policy relationships.



NUZE, A JSME ZAS U TOHO, 2018, kresba modrym popisovaéem, papir A4, 500 ks

Struktura standardniho linkovaného papiru je prekryta stejnou linkovanou strukturou oto¢enou o 90 stupnu, pfi
zachovani pravidla, Ze svislé linky vzdy vynechavaji jeden horizontalni fadek. Vznikne tak textura cihlové zdi. Zed
je architektonicky prvek definujici ¢i omezujici prazdny prostor, podobné jako linky na papife. Zapliiovani stranek
kresbou se zase bliZi pracovnimu postupu stavéni zdi kladenim cihel na sebe. Prazdny linkovany papir je zapinén/
zazdén. Zed je stale hojné uzivanym néstrojem feseni socioekonomickych &i zahrani¢népolitickych vztahd.

WELL, HERE WE ARE AGAIN, 2018, drawing with blue pen, A4 office paper, 500 pieces

The structure of a standard lined piece of paper is covered with the same lined structure, but turned by 90 degre-
es, while maintaining the principle that vertical lines always skip one horizontal line. Thus, the texture of a brick
wall is formed. A wall is an architectural element that defines or limits empty space: just as the lines on a piece
of paper. Filling the page with drawings brings us once again closer to the process of building a wall by placing
bricks on top of one another. Empty, lined paper is full/walled up. Walls are still a widely used tool when resolving
socio-economic or foreign policy relationships.



_"“-_"_-'W___I\p.__ _ _ _
_.""-"‘='-.1-__ —._.__________
e
———
L3 -_-_-_"‘——.“_‘_
S
|
——
- = ‘-_-__I
———Ll
. | e
e
I . I
e =2 T _— - —_— w
——— _——__:_--l_ o— = = "
|
o Sy
- ——— b
= e =
i —
| e
- -—. = ‘ -
L e
gl
ey g -
H__—-vf"‘""rl r = r/
o —

NUZE, A JSME ZAS U TOHO, 2018, kresba modrym popisovaéem, papir A4, 500 ks

Struktura standardniho linkovaného papiru je prekryta stejnou linkovanou strukturou oto¢enou o 90 stupnu, pfi
zachovani pravidla, Ze svislé linky vzdy vynechavaji jeden horizontalni fadek. Vznikne tak textura cihlové zdi. Zed
je architektonicky prvek definujici ¢i omezujici prazdny prostor, podobné jako linky na papife. Zaplfovani stranek
kresbou se zase blizi pracovnimu postupu stavéni zdi kladenim cihel na sebe. Prazdny linkovany papir je zapIinén/
zazdén. Zed je stéle hojné uzivanym nastrojem feseni socioekonomickych ¢&i zahrani¢népolitickych vztahd.

WELL, HERE WE ARE AGAIN, 2018, drawing with blue pen, A4 office paper, 500 pieces

The structure of a standard lined piece of paper is covered with the same lined structure, but turned by 90 degre-
es, while maintaining the principle that vertical lines always skip one horizontal line. Thus, the texture of a brick
wall is formed. A wall is an architectural element that defines or limits empty space: just as the lines on a piece
of paper. Filling the page with drawings brings us once again closer to the process of building a wall by placing
bricks on top of one another. Empty, lined paper is full/walled up. Walls are still a widely used tool when resolving
socio-economic or foreign policy relationships.
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Struktura standardniho linkovaného papiru je prekryta stejnou linkovanou strukturou oto¢enou o 90 stupnu, pfi
zachovani pravidla, Ze svislé linky vZdy vynechavaji jeden horizontélni radek. Vznikne tak textura cihlové zdi. Zed
je architektonicky prvek definujici ¢i omezujici prazdny prostor, podobné jako linky na papife. Zapliiovani stranek
kresbou se zase blizi pracovnimu postupu stavéni zdi kladenim cihel na sebe. Prazdny linkovany papir je zapIinén/
zazdén. Zed je stéle hojné uzivanym nastrojem feseni socioekonomickych ¢&i zahrani¢népolitickych vztahd.
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WELL, HERE WE ARE AGAIN, 2018, drawing with blue pen, A4 office paper, 500 pieces

The structure of a standard lined piece of paper is covered with the same lined structure, but turned by 90 degre-
es, while maintaining the principle that vertical lines always skip one horizontal line. Thus, the texture of a brick
wall is formed. A wall is an architectural element that defines or limits empty space: just as the lines on a piece
of paper. Filling the page with drawings brings us once again closer to the process of building a wall by placing
bricks on top of one another. Empty, lined paper is full/walled up. Walls are still a widely used tool when resolving
socio-economic or foreign policy relationships.



WELL, HERE WE ARE AGAIN, 2018, drawing with blue pen, A4 office paper, 500 pieces

NUZE, A JSME ZAS U TOHO, 2018, kresba modrym popisovaéem, papir A4, 500 ks

The structure of a standard lined piece of paper is covered with the same lined structure, but turned by 90 degre-

Struktura standardniho linkovaného papiru je prekryta stejnou linkovanou strukturou oto¢enou o 90 stuprid, pfi es, while maintaining the principle that vertical lines always skip one horizontal line. Thus, the texture of a brick

zachovani pravidla, Ze svislé linky vZdy vynechévaji jeden horizontalni fadek. Vznikne tak textura cihlové zdi. Zed wall is formed. A wall is an architectural element that defines or limits empty space: just as the lines on a piece

je architektonicky prvek definujici ¢i omezujici prazdny prostor, podobné jako linky na papife. Zaplriovani stranek of paper. Filling the page with drawings brings us once again closer to the process of building a wall by placing
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socio-economic or foreign policy relationships.

zazdén. Zed je stale hojné uzivanym néstrojem reseni socioekonomickych ¢i zahrani¢népolitickych vztaha.
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NUZE, A JSME ZAS U TOHO, 2018, kresba modrym popisovaéem, papir A4, 500 ks

Struktura standardniho linkovaného papiru je prekryta stejnou linkovanou strukturou oto¢enou o 90 stupnu, pfi
zachovani pravidla, Ze svislé linky vZdy vynechavaji jeden horizontélni radek. Vznikne tak textura cihlové zdi. Zed
je architektonicky prvek definujici ¢i omezujici prazdny prostor, podobné jako linky na papife. Zapliiovani stranek
kresbou se zase blizi pracovnimu postupu stavéni zdi kladenim cihel na sebe. Prazdny linkovany papir je zapIinén/
zazdén. Zed je stéle hojné uzivanym nastrojem feseni socioekonomickych ¢&i zahrani¢népolitickych vztahd.

P
p o
"'y |
—

- 1 1 |

WELL, HERE WE ARE AGAIN, 2018, drawing with blue pen, A4 office paper, 500 pieces

The structure of a standard lined piece of paper is covered with the same lined structure, but turned by 90 degre-
es, while maintaining the principle that vertical lines always skip one horizontal line. Thus, the texture of a brick
wall is formed. A wall is an architectural element that defines or limits empty space: just as the lines on a piece
of paper. Filling the page with drawings brings us once again closer to the process of building a wall by placing
bricks on top of one another. Empty, lined paper is full/walled up. Walls are still a widely used tool when resolving
socio-economic or foreign policy relationships.



INDEX, 2017, barevna fotografie, 80 x 180 cm, 80 x 144 cm, 80 x 60 cm

Sérii tvori sedm fotografii, které byly vyfotografovany podle jiz existujici dokumentace vystav v galerii Drdova. Od
kazdého ze sedmi fotograft, ktery v minulosti v tomto prostoru vytvarel dokumentaci, byla vybrana jedna foto-
grafie, kterou tentyz fotograf znovu vyfotografoval, tentokrat v8ak v prézdné galerii. Na novych fotografiich tedy
chybi umélecké dila, kterd byla ptivodné hlavnim motivem z&béru. Kompozice, osvétleni i barevna tonalita jsou
komponovany tak, aby se maximalné blizily pdvodnimu predobrazu. Pozadi, jako architektonicky prostor, ale i jako
institucionalni zazemi, stejné jako povaha a vyznam fotografické dokumentace v instituci uméni, vidéné objektivy
umélcu/fotografl, se stavaji namétem fotografii.

Fotografové: Hynek Alt, Tereza Havlinkova, Vaclav Kopecky, Martin Polak, Ondfej Polak, Toméas Soucek, Jifi Thyn
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2017 (CZ) Praha, Lucie Drc

INDEX, 2017, colour photograph, 80 x 180 cm, 80 x 144 cm, 80 x 60 cm

The seven photographs in the series were taken on the basis of an already existing documentation of exhibitions
in Drdové gallery. By each of the seven photographers who documented seven different exhibitions in this space
one photograph was selected. The same photographer made identical picture again, this time in an empty gallery
space. In the new photographs the artworks, dominant in the original pictures, are missing. The composition, light
and colour tonality are maximally similar to that of the model image. The background — the architectural space
as well as the institutional infrastructure — and the character and significance of the photographic documentation
within the institution of art, as seen through the cameras of artists/photographers, become the subject of the
photographs.

The photographers: Hynek Alt, Tereza Havlinkova, Véclav Kopecky, Martin Polak, Ondrej Polak, Tomas Soucek,
Jifi Thyn



INDEX, 2017, barevna fotografie, 80 x 180 cm, 80 x 144 cm, 80 x 60 cm

Sérii tvori sedm fotografii, které byly vyfotografovany podle jiz existujici dokumentace vystav v galerii Drdova. Od
kazdého ze sedmi fotograft, ktery v minulosti v tomto prostoru vytvarel dokumentaci, byla vybrana jedna foto-
grafie, kterou tentyz fotograf znovu vyfotografoval, tentokrat vSak v prazdné galerii. Na novych fotografiich tedy
chybi umélecké dila, kterd byla ptivodné hlavnim motivem z&béru. Kompozice, osvétleni i barevna tonalita jsou
komponovany tak, aby se maximalné blizily pdvodnimu predobrazu. Pozadi, jako architektonicky prostor, ale i jako
institucionalni zdzemi, stejné jako povaha a vyznam fotografické dokumentace v instituci uméni, vidéné objektivy
umélcu/fotografl, se stavaji namétem fotografii.

Fotografové: Hynek Alt, Tereza Havlinkova, Vaclav Kopecky, Martin Polak, Ondfej Polak, Toméas Soucek, Jifi Thyn
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INDEX, 2017, colour photograph, 80 x 180 cm, 80 x 144 cm, 80 x 60 cm

The seven photographs in the series were taken on the basis of an already existing documentation of exhibitions
in Drdové gallery. By each of the seven photographers who documented seven different exhibitions in this space
one photograph was selected. The same photographer made identical picture again, this time in an empty gallery
space. In the new photographs the artworks, dominant in the original pictures, are missing. The composition, light
and colour tonality are maximally similar to that of the model image. The background — the architectural space
as well as the institutional infrastructure — and the character and significance of the photographic documentation
within the institution of art, as seen through the cameras of artists/photographers, become the subject of the
photographs.

The photographers: Hynek Alt, Tereza Havlinkova, Véclav Kopecky, Martin Polak, Ondrej Polak, Tomas Soucek,
Jifi Thyn
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INDEX, 2017, barevna fotografie, 80 x 180 cm, 80 x 144 cm, 80 x 60 cm

Sérii tvori sedm fotografii, které byly vyfotografovany podle jiz existujici dokumentace vystav v galerii Drdova. Od
kazdého ze sedmi fotograft, ktery v minulosti v tomto prostoru vytvarel dokumentaci, byla vybrana jedna foto-
grafie, kterou tentyz fotograf znovu vyfotografoval, tentokrat vSak v prazdné galerii. Na novych fotografiich tedy
chybi umélecké dila, kterd byla ptivodné hlavnim motivem z&béru. Kompozice, osvétleni i barevna tonalita jsou
komponovany tak, aby se maximalné blizily pdvodnimu predobrazu. Pozadi, jako architektonicky prostor, ale i jako
institucionalni zazemi, stejné jako povaha a vyznam fotografické dokumentace v instituci uméni, vidéné objektivy
umélcu/fotografl, se stavaji namétem fotografii.

Fotografové: Hynek Alt, Tereza Havlinkova, Vaclav Kopecky, Martin Polak, Ondfej Polak, Toméas Soucek, Jifi Thyn

INDEX, 2017, colour photograph, 80 x 180 cm, 80 x 144 cm, 80 x 60 cm

The seven photographs in the series were taken on the basis of an already existing documentation of exhibitions
in Drdové gallery. By each of the seven photographers who documented seven different exhibitions in this space
one photograph was selected. The same photographer made identical picture again, this time in an empty gallery
space. In the new photographs the artworks, dominant in the original pictures, are missing. The composition, light
and colour tonality are maximally similar to that of the model image. The background — the architectural space
as well as the institutional infrastructure — and the character and significance of the photographic documentation
within the institution of art, as seen through the cameras of artists/photographers, become the subject of the
photographs.

The photographers: Hynek Alt, Tereza Havlinkova, Véclav Kopecky, Martin Poldk, Ondrej Poldk, Tomas Soucek,
Jifi Thyn
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Sérii tvori sedm fotografii, které byly vyfotografovany podle jiz existujici dokumentace vystav v galerii Drdova. Od
kazdého ze sedmi fotograft, ktery v minulosti v tomto prostoru vytvarel dokumentaci, byla vybrana jedna foto-
grafie, kterou tentyz fotograf znovu vyfotografoval, tentokrat vSak v prazdné galerii. Na novych fotografiich tedy
chybi umélecké dila, kterd byla ptivodné hlavnim motivem z&béru. Kompozice, osvétleni i barevna tonalita jsou
komponovany tak, aby se maximalné blizily pdvodnimu predobrazu. Pozadi, jako architektonicky prostor, ale i jako
institucionalni zdzemi, stejné jako povaha a vyznam fotografické dokumentace v instituci uméni, vidéné objektivy
umélcu/fotografl, se stavaji namétem fotografii.

Fotografové: Hynek Alt, Tereza Havlinkova, Vaclav Kopecky, Martin Polak, Ondfej Polak, Toméas Soucek, Jifi Thyn
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INDEX, 2017, colour photograph, 80 x 180 cm, 80 x 144 cm, 80 x 60 cm

The seven photographs in the series were taken on the basis of an already existing documentation of exhibitions
in Drdové gallery. By each of the seven photographers who documented seven different exhibitions in this space
one photograph was selected. The same photographer made identical picture again, this time in an empty gallery
space. In the new photographs the artworks, dominant in the original pictures, are missing. The composition, light
and colour tonality are maximally similar to that of the model image. The background — the architectural space
as well as the institutional infrastructure — and the character and significance of the photographic documentation
within the institution of art, as seen through the cameras of artists/photographers, become the subject of the
photographs.

The photographers: Hynek Alt, Tereza Havlinkova, Véclav Kopecky, Martin Polak, Ondrej Polak, Tomas Soucek,
Jifi Thyn
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kazdého ze sedmi fotograft, ktery v minulosti v tomto prostoru vytvarel dokumentaci, byla vybrana jedna foto-
grafie, kterou tentyz fotograf znovu vyfotografoval, tentokrat v8ak v prézdné galerii. Na novych fotografiich tedy
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INDEX, 2017, colour photograph, 80 x 180 cm, 80 x 144 cm, 80 x 60 cm

The seven photographs in the series were taken on the basis of an already existing documentation of exhibitions
in Drdové gallery. By each of the seven photographers who documented seven different exhibitions in this space
one photograph was selected. The same photographer made identical picture again, this time in an empty gallery
space. In the new photographs the artworks, dominant in the original pictures, are missing. The composition, light
and colour tonality are maximally similar to that of the model image. The background — the architectural space
as well as the institutional infrastructure — and the character and significance of the photographic documentation
within the institution of art, as seen through the cameras of artists/photographers, become the subject of the
photographs.

The photographers: Hynek Alt, Tereza Havlinkova, Véclav Kopecky, Martin Polak, Ondrej Polak, Tomas Soucek,
Jifi Thyn



INDEX, 2017, barevna fotografie, 80 x 180 cm, 80 x 144 cm, 80 x 60 cm

Sérii tvori sedm fotografii, které byly vyfotografovany podle jiz existujici dokumentace vystav v galerii Drdova. Od
kazdého ze sedmi fotograft, ktery v minulosti v tomto prostoru vytvarel dokumentaci, byla vybrana jedna foto-
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WINDOWS, 2017, ¢tyrkanélova video instalace, smycka

Instalace je tvorena fadou ¢tyf animaci, v nichzZ se stfida pouze ¢erné a bila plocha. Lampy projektorl se prakticky
jen zapinaji a vypinaji. Rychlost a vertikalni smér pohybu animaci jsou identické jako rychlost a smér otevirani/
zavirani oken obytného prostoru ve vile Tugendhat. Velikost oken projekci ve standardnim digitadlnim formatu 4:3
zhruba odpovida formatu redlnych oken domu. Vila Tugendhat z roku 1930 od Ludwiga Miese van der Rohe je zde
chépéna jako symbol vysokého ekonomického (byt stale nedosazitelného) standardu bydleni zdpadni spole¢nosti.
Okna se ndhodné oteviraji a zaviraji, vpoustéji svétlo do prostoru, nebo jeho vstupu zamezuji. Lze je chapat jako
hranice mentalné i geograficky uzavirajici se spolecnosti.
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WINDOWS, 2017, four-channel video installation, loop

The installation consists of four animations. In each of them just black and white colour alternate. In the projec-
tors, the lamps basically just switch on and off. The pace and the vertical orientation of the movement in the
animations is the same as that of the opening and closing windows in Villa Tugendhat. The standard digital 4:3
format of the windows in the projections is approximately identical to the format of the real windows in the
house. Villa Tugendhat, built in 1930 by Mies van der Rohe, is perceived here a symbol of the high economic
standard of housing in the Western society (although for most people still unattainable). The windows open and
close in random order, letting the light into the space or preventing it from entering. They can be interpreted as
borders of a society that shuts itself off, both mentally and geographically.
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PRIPADOVA STUDIE, 2016, kresba modrou propiskou, papir A4, 100 ks

Kazda kresba je tvofena pouze jedinou linkou délici plochu papiru na dvé ¢asti. Pozice ¢ary na papife je ur¢ena
strukturou standardniho ¢tverec¢kovaného papiru, kteréa je rozloZzena na jednotlivé jeji elementy. Kazdéa z &ar je vidy
na svém misté, které ji ve struktufe nalezi a je pouzita jen jednou. Série tedy obsahuje stejné mnozstvi kreseb,
jako je pocet horizontalnich a vertikalnich linek na standardnim ¢tverec¢kovaném papite forméatu A4. Poradi kreseb
v instalaci je ndhodné. Racionalisticka struktura (svéta) je dekonstruovana.

2016 (CZ) Liberec, Oblastni gad

CASE STUDY, 2016, drawing by blue ballpoint pen, paper A4 format, 100 pcs

Each drawing consists of only one line, dividing the paper surface into two parts. The position of the line on the
paper is determined by the structure of the standard squared paper, decomposed into individual elements. Each
line is in its proper position in the structure and each is used only once. The number of drawings in the series
thus equals to the quantity of the horizontal and vertical lines on one standard squared paper, A4 format. The
order of drawings in the installation is random. The rationalist structure (of the world) has been deconstructed.
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CASE STUDY, 2016, drawing by blue ballpoint pen, paper A4 format, 100 pcs

Each drawing consists of only one line, dividing the paper surface into two parts. The position of the line on the
paper is determined by the structure of the standard squared paper, decomposed into individual elements. Each
line is in its proper position in the structure and each is used only once. The number of drawings in the series
thus equals to the quantity of the horizontal and vertical lines on one standard squared paper, A4 format. The
order of drawings in the installation is random. The rationalist structure (of the world) has been deconstructed.
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CASE STUDY, 2016, drawing by blue ballpoint pen, paper A4 format, 100 pcs

Each drawing consists of only one line, dividing the paper surface into two parts. The position of the line on the
paper is determined by the structure of the standard squared paper, decomposed into individual elements. Each
line is in its proper position in the structure and each is used only once. The number of drawings in the series
thus equals to the quantity of the horizontal and vertical lines on one standard squared paper, A4 format. The
order of drawings in the installation is random. The rationalist structure (of the world) has been deconstructed.
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— (Times Bold), 15. 2. 2014 — 15. 5. 2016, 853 x 150 cm, kresba modrou propiskou, karton

Tématem kresby je kresba samotna — systematické zaplfiovani plochy pokladanim jednotlivych ¢ar tésné vedle sebe.
Pro vznik kresby bylo potfeba mnoho mésict intenzivni prace. Na konci tohoto procesu je vSak pouze monochromni

plocha. Kresba, ktera nic nezobrazuje. Rukopis je v rdmci moznosti maximalné potlacen. Jako kresebny material slouzi
modra propiska — nejobycejnéjsi kancelarsky nastroj. Format kresby je odvozen od pomérl stran pomlcky standardniho
fontu Times Bold. Krat$i strana (svisla) je zvétSena na Sitku role standardné vyrabéného kartonu, tj. 150 cm, delsi stra-
na je pak zvétSena ve stejném poméru, tj. 853 cm. PouZitym materidlem a zvolenym tvarem se kresba do jisté miry
stavé jednoznakovym textem, zvétSenym grafémem, pomlckou, typografickym znaménkem oznadujicim pozastaveni,
odml&eni se. Textovy vyznam znaku pomlcky pak pfimo koresponduje s extrémni ¢asovou naro¢nosti vzniku kresby.
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2016 (CZ) Praha, Karlin Studios, —

— (Times Bold), 15. 2. 2014 — 15. 5. 2016, 853 x 150 cm, drawing by blue pen, cardboard

The drawing deals with the theme of drawing itself; a systematic filling in of a surface by placing individual lines
tightly next to each other. The drawing requires many months of intensive work, yet at the end of the process,
there is but a monochromatic surface; a drawing which depicts nothing. Handwriting style is maximally suppressed
within the bounds of possibility. The drawing is made by a blue pen; the most ordinary office tool. The format of the
drawing is derived from the ratio of the sides of a dash of the standard font Times Bold. The shorter (vertical) side is
enlarged to the width of a role of standardized cardboard, i.e. 150 cm; the longer side is enlarged in the same ratio,
i.e. 8563 cm. By means of the employed material and selected shape, the drawing, to a certain degree, becomes a
text consisting of a single character; an extended grapheme; a dash; a typographic mark meaning a pause, a silence.
The textual meaning of the character of a dash directly corresponds to the extreme temporal effort necessary for
the creation of the drawing.
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— (Times Bold), 15. 2. 2014 — 15. 5. 2016, 853 x 150 cm, kresba modrou propiskou, karton

Tématem kresby je kresba samotna — systematické zaplfiovani plochy pokladanim jednotlivych Car t&sné vedle sebe.
Pro vznik kresby bylo potfeba mnoho mésict intenzivni prace. Na konci tohoto procesu je v§ak pouze monochromni

plocha. Kresba, ktera nic nezobrazuje. Rukopis je v rdmci moznosti maximalné potlacen. Jako kresebny material slouzi
modra propiska — nejobycejn&jsi kancelarsky nastroj. Formét kresby je odvozen od pomérl stran pomlcky standardniho
fontu Times Bold. Kratsi strana (svisld) je zvétSena na $itku role standardné vyrabéného kartonu, tj. 150 cm, delSi stra-
na je pak zvétSena ve stejném pomeéruy, tj. 853 cm. Pouzitym materialem a zvolenym tvarem se kresba do jisté miry
stavé jednoznakovym textem, zvétSenym grafémem, pomlckou, typografickym znaménkem oznadujicim pozastaveni,
odml&eni se. Textovy vyznam znaku pomlcky pak pfimo koresponduje s extrémni ¢asovou naro¢nosti vzniku kresby.
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— (Times Bold), 15. 2. 2014 — 15. 5. 2016, 853 x 150 cm, drawing by blue pen, cardboard

The drawing deals with the theme of drawing itself; a systematic filling in of a surface by placing individual lines
tightly next to each other. The drawing requires many months of intensive work, yet at the end of the process,
there is but a monochromatic surface; a drawing which depicts nothing. Handwriting style is maximally suppressed
within the bounds of possibility. The drawing is made by a blue pen; the most ordinary office tool. The format of the
drawing is derived from the ratio of the sides of a dash of the standard font Times Bold. The shorter (vertical) side is
enlarged to the width of a role of standardized cardboard, i.e. 150 cm; the longer side is enlarged in the same ratio,
i.e. 8563 cm. By means of the employed material and selected shape, the drawing, to a certain degree, becomes a
text consisting of a single character; an extended grapheme; a dash; a typographic mark meaning a pause, a silence.
The textual meaning of the character of a dash directly corresponds to the extreme temporal effort necessary for
the creation of the drawing.
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The textual meaning of the character of a dash directly corresponds to the extreme temporal effort necessary for
the creation of the drawing.
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fontu Times Bold. Krat$i strana (svisla) je zvétSena na Sitku role standardné vyrabéného kartonu, tj. 150 cm, delsi stra-
na je pak zvétSena ve stejném poméru, tj. 853 cm. PouZitym materidlem a zvolenym tvarem se kresba do jisté miry
stava jednoznakovym textem, zvétSenym grafémem, pomickou, typografickym znaménkem oznacujicim pozastaveni,
odml¢eni se. Textovy vyznam znaku pomicky pak pfimo koresponduje s extrémni ¢asovou naro¢nosti vzniku kresby.

2016 (CZ) Praha, Karlin Studios, —

— (Times Bold), 15. 2. 2014 — 15. 5. 2016, 853 x 150 cm, drawing by blue pen, cardboard

The drawing deals with the theme of drawing itself; a systematic filling in of a surface by placing individual lines
tightly next to each other. The drawing requires many months of intensive work, yet at the end of the process,
there is but a monochromatic surface; a drawing which depicts nothing. Handwriting style is maximally suppressed
within the bounds of possibility. The drawing is made by a blue pen; the most ordinary office tool. The format of the
drawing is derived from the ratio of the sides of a dash of the standard font Times Bold. The shorter (vertical) side is
enlarged to the width of a role of standardized cardboard, i.e. 150 cm; the longer side is enlarged in the same ratio,
i.e. 853 cm. By means of the employed material and selected shape, the drawing, to a certain degree, becomes a
text consisting of a single character; an extended grapheme; a dash; a typographic mark meaning a pause, a silence.
The textual meaning of the character of a dash directly corresponds to the extreme temporal effort necessary for
the creation of the drawing.
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within the bounds of possibility. The drawing is made by a blue pen; the most ordinary office tool. The format of the
drawing is derived from the ratio of the sides of a dash of the standard font Times Bold. The shorter (vertical) side is
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The textual meaning of the character of a dash directly corresponds to the extreme temporal effort necessary for
the creation of the drawing.




— (Times Bold), 15. 2. 2014 — 15. 5. 2016, 853 x 150 cm, kresba modrou propiskou, karton

Tématem kresby je kresba samotna — systematické zaplfiovani plochy pokladanim jednotlivych ¢ar tésné vedle sebe.
Pro vznik kresby bylo potfeba mnoho mésict intenzivni prace. Na konci tohoto procesu je v8ak pouze monochromni

plocha. Kresba, ktera nic nezobrazuje. Rukopis je v rdmci moznosti maximalné potlacen. Jako kresebny material slouzi
modré propiska — nejoby&ejnéjsi kancelarsky nastroj. Format kresby je odvozen od pomérl stran pomic¢ky standardniho
fontu Times Bold. Krat$i strana (svisla) je zvétSena na Sitku role standardné vyrabéného kartonu, tj. 150 cm, delsi stra-
na je pak zvétSena ve stejném poméru, tj. 853 cm. PouZitym materidlem a zvolenym tvarem se kresba do jisté miry
stava jednoznakovym textem, zvétSenym grafémem, pomickou, typografickym znaménkem oznacujicim pozastaveni,
odml¢eni se. Textovy vyznam znaku pomicky pak pfimo koresponduje s extrémni ¢asovou naro¢nosti vzniku kresby.

2016 (CZ) Praha, Karlin Studios, —

— (Times Bold), 15. 2. 2014 — 15. 5. 2016, 853 x 150 cm, drawing by blue pen, cardboard

The drawing deals with the theme of drawing itself; a systematic filling in of a surface by placing individual lines
tightly next to each other. The drawing requires many months of intensive work, yet at the end of the process,
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— (Times Bold), 15. 2. 2014 — 15. 5. 2016, 853 x 150 cm, drawing by blue pen, cardboard

The drawing deals with the theme of drawing itself; a systematic filling in of a surface by placing individual lines
tightly next to each other. The drawing requires many months of intensive work, yet at the end of the process,
there is but a monochromatic surface; a drawing which depicts nothing. Handwriting style is maximally suppressed
within the bounds of possibility. The drawing is made by a blue pen; the most ordinary office tool. The format of the
drawing is derived from the ratio of the sides of a dash of the standard font Times Bold. The shorter (vertical) side is
enlarged to the width of a role of standardized cardboard, i.e. 150 cm; the longer side is enlarged in the same ratio,
i.e. 853 cm. By means of the employed material and selected shape, the drawing, to a certain degree, becomes a
text consisting of a single character; an extended grapheme; a dash; a typographic mark meaning a pause, a silence.
The textual meaning of the character of a dash directly corresponds to the extreme temporal effort necessary for
the creation of the drawing.
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na je pak zvétSena ve stejném poméru, tj. 853 cm. PouZitym materidlem a zvolenym tvarem se kresba do jisté miry
stava jednoznakovym textem, zvétSenym grafémem, pomickou, typografickym znaménkem oznacujicim pozastaveni,
odml¢eni se. Textovy vyznam znaku pomicky pak pfimo koresponduje s extrémni ¢asovou naro¢nosti vzniku kresby.
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— (Times Bold), 15. 2. 2014 — 15. 5. 2016, 853 x 150 cm, drawing by blue pen, cardboard

The drawing deals with the theme of drawing itself; a systematic filling in of a surface by placing individual lines
tightly next to each other. The drawing requires many months of intensive work, yet at the end of the process,
there is but a monochromatic surface; a drawing which depicts nothing. Handwriting style is maximally suppressed
within the bounds of possibility. The drawing is made by a blue pen; the most ordinary office tool. The format of the
drawing is derived from the ratio of the sides of a dash of the standard font Times Bold. The shorter (vertical) side is
enlarged to the width of a role of standardized cardboard, i.e. 150 cm; the longer side is enlarged in the same ratio,
i.e. 853 cm. By means of the employed material and selected shape, the drawing, to a certain degree, becomes a
text consisting of a single character; an extended grapheme; a dash; a typographic mark meaning a pause, a silence.
The textual meaning of the character of a dash directly corresponds to the extreme temporal effort necessary for
the creation of the drawing.




Forma nésleduje normu, 2016, kresba modrou propiskou, kancelarsky papir A4, 250 ks

Série kreseb vychazi z myslenky Ze vyluénym a ddslednym uplatnénim horizontaly a vertikaly v architektufe a uméni
Ize vytvorit styl, jenz neguje individualno ve prospéch kolektivismu (Oskar Schlemmer o Theo van Doesburgovi, 1922).
Kresby samotné vznikly na pldorysu ¢tvercového rastru standardniho ¢tverec¢kovaného papiru prakticky jen vynecha-
nim nékterych ¢ar sité. Cilem bylo vytvorit kresby morfologicky na pomezi architektury a formulare. Bylo pouZito celé
baleni kanceléfskych papird A4 a modra propiska jako nejobycejnéjsi kancelarsky nastroj.

7-52016 (CZ) Praha, Fotograf Gallery, Nové pojeti pokroku

Form follows the norm, 2016, drawing by blue ballpoint pen, A4 office paper, 250 sheets

The drawing series is based on the idea that by way of an exclusive and consistent application of horizontals and
verticals in architecture one can produce a style that negates individuality and fosters collectivism (Oskar Schlemmer
on Theo van Doesburg, 1922). The drawings were guided by the standard squared paper grid virtually just by
omitting some of the lines of the grid. The aim was to produce drawings morphologically between architecture
and an administrative form. One package of A4 size office paper and a blue ballpoint pen, the most common
office instrument, were used.



Forma nésleduje normu, 2016, kresba modrou propiskou, kancelarsky papir A4, 250 ks

Série kreseb vychazi z myslenky ze vyluénym a dlslednym uplatnénim horizontély a vertikaly v architekture a uméni
Ize vytvorit styl, jenz neguje individualno ve prospéch kolektivismu (Oskar Schlemmer o Theo van Doesburgovi, 1922).
Kresby samotné vznikly na pldorysu ¢tvercového rastru standardniho ¢tvereckovaného papiru prakticky jen vynechéa-
nim nékterych ¢ar sité. Cilem bylo vytvorit kresby morfologicky na pomezi architektury a formulére. Bylo pouzito celé
baleni kancelarskych papirti A4 a modréa propiska jako nejobycejnéjsi kancelarsky nastroj.

Form follows the norm, 2016, drawing by blue ballpoint pen, A4 office paper, 250 sheets

The drawing series is based on the idea that by way of an exclusive and consistent application of horizontals and
verticals in architecture one can produce a style that negates individuality and fosters collectivism (Oskar Schlemmer
on Theo van Doesburg, 1922). The drawings were guided by the standard squared paper grid virtually just by
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The drawing series is based on the idea that by way of an exclusive and consistent application of horizontals and
verticals in architecture one can produce a style that negates individuality and fosters collectivism (Oskar Schlemmer
on Theo van Doesburg, 1922). The drawings were guided by the standard squared paper grid virtually just by
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office instrument, were used.



Forma néasleduje normu, 2016, kresba modrou propiskou, kancelarsky papir A4, 250 ks

Série kreseb vychazi z myslenky Ze vyluénym a ddslednym uplatnénim horizontaly a vertikaly v architektufe a uméni
Ize vytvorit styl, jenz neguje individualno ve prospéch kolektivismu (Oskar Schlemmer o Theo van Doesburgovi, 1922).
Kresby samotné vznikly na pldorysu ¢tvercového rastru standardniho ¢tverec¢kovaného papiru prakticky jen vynecha-
nim nékterych ¢ar sité. Cilem bylo vytvorit kresby morfologicky na pomezi architektury a formulare. Bylo pouZito celé
baleni kanceléfskych papirtd A4 a modra propiska jako nejobycejnéjsi kancelarsky nastroj.

otograf Gallery, Nové pojeti pokroku

Form follows the norm, 2016, drawing by blue ballpoint pen, A4 office paper, 250 sheets

The drawing series is based on the idea that by way of an exclusive and consistent application of horizontals and
verticals in architecture one can produce a style that negates individuality and fosters collectivism (Oskar Schlemmer
on Theo van Doesburg, 1922). The drawings were guided by the standard squared paper grid virtually just by
omitting some of the lines of the grid. The aim was to produce drawings morphologically between architecture
and an administrative form. One package of A4 size office paper and a blue ballpoint pen, the most common
office instrument, were used.









Ll

= - | . | f — .

kA4 d:
i

ﬁ 4

junge menschen kommt, 2016, viajka, digitalni tisk junge menschen kommt, 2016, flag, digital print



junge menschen kommt, 2016, vlajka, digitalni tisk

junge menschen kommt, 2016, flag, digital print



junge menschen kommt, 2016, vlajka, digitalni tisk

junge menschen kommt, 2016, flag, digital print




Brana harmonie, 2015, objekt, 3D tisk, 210 x 297 x 55 mm

Balik prazdnych bilych kancelarskych papirti A4 po 500 ks byl naskenovan 3D skenerem a poté vytistén na 3D tiskarné.
Vznikl tak objekt vérné kopirujici svoji predlohu 1:1, jak jen to technologie umoZiiuje. Abstraktni geometricky kvadr je
soucasné hyperrealisticka kopie skute¢nosti (v podstaté 3D fotografie). Kancelarsky papir jako zékladni material do tis-
karny, ktery slouZi jako podloZka/médium k potisténi, je nyni sém vytistén. Médium se stava obsahem. Blok prazdnych
papirl, které uz nemohou byt nikdy zaplnény, prazdnota je v objektu metaforicky zafixovana. Pojmem "Brana harmonie"
je oznaCovan pomér stran formatu A4.

2015 (CZ) Praha, Galerie MeetFactory, Objektonomie: Ekonomie objektu

Gate of Harmony, 2015, object, 3D printing, 210 x 297 x 55 mm

A package of blank white office paper A4 (500 pcs) was scanned by a 3D scanner and then printed on a 3D printer.
The result is an object faithfully replicating its template in 1:1 ratio as closely as the technology permits. The abstract
geometric block is at the same time a hyperrealistic copy of reality (basically a 3D photo). The office paper as the basic
material for the printer, which serves as a support / medium for printing, is now printed itself. The medium becomes
content. Block of blank white papers that can never be filled, the emptiness metaphorically fixed in the object. The
term "Gate of harmony" (also Golden ratio or Golden section) designates the aspect ratio of the A4 format.
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term "Gate of harmony" (also Golden ratio or Golden section) designates the aspect ratio of the A4 format.
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papird, které uz nemohou byt nikdy zaplnény, prazdnota je v objektu metaforicky zafixovana. Pojmem "Brana harmonie"
je oznaCovan pomér stran formatu A4.

2015 (CZ) Praha, Galerie MeetFactory, Objektonomie: Ekonomie objektu

Gate of Harmony, 2015, object, 3D printing, 210 x 297 x 55 mm

A package of blank white office paper A4 (500 pcs) was scanned by a 3D scanner and then printed on a 3D printer.
The result is an object faithfully replicating its template in 1:1 ratio as closely as the technology permits. The abstract
geometric block is at the same time a hyperrealistic copy of reality (basically a 3D photo). The office paper as the basic
material for the printer, which serves as a support / medium for printing, is now printed itself. The medium becomes
content. Block of blank white papers that can never be filled, the emptiness metaphorically fixed in the object. The
term "Gate of harmony" (also Golden ratio or Golden section) designates the aspect ratio of the A4 format.



Brana harmonie, 2015, objekt, 3D tisk, 210 x 297 x 55 mm

Balik prazdnych bilych kancelarskych papirt A4 po 500 ks byl naskenovan 3D skenerem a poté vytistén na 3D tiskarné.
Vznikl tak objekt vérné kopirujici svoji predlohu 1:1, jak jen to technologie umoziiuje. Abstraktni geometricky kvadr je
soucasné hyperrealisticka kopie skute¢nosti (v podstaté 3D fotografie). Kancelarsky papir jako zékladni material do tis-
karny, ktery slouZi jako podloZka/médium k potisténi, je nyni sém vytistén. Médium se stava obsahem. Blok prazdnych
papird, které uz nemohou byt nikdy zaplnény, prazdnota je v objektu metaforicky zafixovana. Pojmem "Brana harmonie"
je oznaCovan pomér stran formatu A4.

Gate of Harmony, 2015, object, 3D printing, 210 x 297 x 55 mm

A package of blank white office paper A4 (500 pcs) was scanned by a 3D scanner and then printed on a 3D printer.
The result is an object faithfully replicating its template in 1:1 ratio as closely as the technology permits. The abstract
geometric block is at the same time a hyperrealistic copy of reality (basically a 3D photo). The office paper as the basic
material for the printer, which serves as a support / medium for printing, is now printed itself. The medium becomes
content. Block of blank white papers that can never be filled, the emptiness metaphorically fixed in the object. The
term "Gate of harmony" (also Golden ratio or Golden section) designates the aspect ratio of the A4 format.




J_!:'!é

Fragment, 2015, kresba modrou propiskou, xerox, kancelarsky papir A3, 74 ks

Zdrojem pro sérii kreseb se stal instruktazni a fotomontazni cyklus ¢eského avantgardniho architekta, teoretika a malife
Jifiho Krohy (1893-1974) Sociologicky fragment bydleni z roku 1932. Cyklus byl diagnézou netspésného kapitalistic-
kého reseni bytové otazky ve 30. letech a progndzou lepsiho socialistického zittka. Kroha byl jednim ze stoupenct tzv.
védeckého funkcionalismu. Pravé diagramy, kresebna schémata a grafy mély u divak( umocnit exaktnost a objektivitu
védeckych tvrzeni, ackoliv v tomto pripadé esteticka plsobivost zastifiovala funkci a apelativni hodnotu sociéiné kri-
tického dila. Cyklus byl v 70. letech zpracovan do knizni podoby (Sociologicky fragment bydleni, (Brno 1973). VSechny
reprodukce fotomontaznich tabuli z této knihy byly oxeroxovany na papiry formétu A3. Jednotlivé listy byly posléze
ruéné nalinkovany tak, aby byl vysledek co mozna nejméné rozeznatelny od standardnich predtisténych &tverecko-
vanych papirt. Kresebnym materidlem se stala modré propiska, nejbéznéjsi kancelédrsky nastroj. Papiry jsou dvakrat
zaplnény, znovu pouZity. Z podstaty prazdna utilitdrni struktura ¢tvere¢kovaného papiru nabizi hypotetické budouci zapl-
néni, prepsani pvodni obrazové informace. Ctvercova sit muze byt v kontextu obrazové informace vnimana jako jiny
uzite€ny nastroj - pomdcka k prenosu (zvétSovani) obrazl, pripadné jako racionalistickd mrizka ,,inzenyr( lidskych dusi”.
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Fragment, 2015, drawing in blue ballpoint pen, xerox, A3 office paper, 74 pieces

The series of drawings is based on the instructional and photomontage series of Czech avant-garde architect, theo-
rist and painter Jifi Kroha (1893-1974) The Sociological Housing Fragment from 1932. The series made a diagnosis
of the unsuccessful capitalist solution of the housing question of the 1930s and a prognosis of a better socialist
tomorrow. Kroha was one of the adherents of “scientific functionalism”. The diagrams, hand-drawn charts and gra-
phs were to amplify the exactness and objectivity of scientific claims, although in this case the aesthetic impression
overshadowed the function and appeal value of the socially critical work. In the 1970s, the series was published in
book form (Sociologicky fragment bydleni, Brno, 1973). All the reproductions of the photomontage panels were
xeroxed on A3 size paper. The individual sheets were subsequently manually lined so that the result is as little reco-
gnizable from standard pre-printed squared paper as possible. The drawing material was a blue ballpoint pen, the
most usual office tool. The papers are filled twice; they are reused. The utilitarian structure of squared paper which
is empty in its essence offers the possibility of future filling, rewriting the original visual information. In the context
of an image, the squared network can be perceived as another useful tool; a tool for the transfer (enlargement) of
images, or a rationalist grid of the “engineers of the human soul”.
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2016 (CZ) Praha, Fotograf Gallery, Nové pojeti pokroku

Fragment, 2015, kresba modrou propiskou, xerox, kancelarsky papir A3, 74 ks

Zdrojem pro sérii kreseb se stal instruktazni a fotomontazni cyklus ¢eského avantgardniho architekta, teoretika a malite
Jittho Krohy (1893-1974) Sociologicky fragment bydleni z roku 1932. Cyklus byl diagnézou neuspésného kapitalistic-
kého feSeni bytové otazky ve 30. letech a progndzou lepsiho socialistického zittka. Kroha byl jednim ze stoupenct tzv.
védeckého funkcionalismu. Pravé diagramy, kresebna schémata a grafy mély u divakd umocnit exaktnost a objektivitu
védeckych tvrzeni, ackoliv v tomto pfipadé esteticka plsobivost zastinovala funkci a apelativni hodnotu socialné kri-
tického dila. Cyklus byl v 70. letech zpracovén do knizni podoby (Sociologicky fragment bydleni, (Brno 1973). VSechny
reprodukce fotomontaznich tabuli z této knihy byly oxeroxovéany na papiry forméatu A3. Jednotlivé listy byly posléze
ruéné nalinkovény tak, aby byl vysledek co mozna nejméné rozeznatelny od standardnich predtisténych ¢tverecko-
vanych papirG. Kresebnym materidlem se stala modra propiska, nejo&znéjsi kancelarsky néstroj. Papiry jsou dvakrat
zapInény, znovu pouZity. Z podstaty préazdna utilitarni struktura ¢tverec¢kovaného papiru nabizi hypotetické budouci zapl-
néni, prepsani pvodni obrazové informace. Ctvercova sit miZe byt v kontextu obrazové informace vnimana jako jiny
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uziteény néastroj - pomdcka k prenosu (zvétSovani) obrazd, pfipadné jako racionalistickd mrizka ,,inZzenyr( lidskych dusi”.

Fragment, 2015, drawing in blue ballpoint pen, xerox, A3 office paper, 74 pieces

The series of drawings is based on the instructional and photomontage series of Czech avant-garde architect, theo-
rist and painter Jifi Kroha (1893-1974) The Sociological Housing Fragment from 1932. The series made a diagnosis
of the unsuccessful capitalist solution of the housing question of the 1930s and a prognosis of a better socialist
tomorrow. Kroha was one of the adherents of “scientific functionalism”. The diagrams, hand-drawn charts and gra-
phs were to amplify the exactness and objectivity of scientific claims, although in this case the aesthetic impression
overshadowed the function and appeal value of the socially critical work. In the 1970s, the series was published in
book form (Sociologicky fragment bydleni, Brno, 1973). All the reproductions of the photomontage panels were
xeroxed on A3 size paper. The individual sheets were subsequently manually lined so that the result is as little reco-
gnizable from standard pre-printed squared paper as possible. The drawing material was a blue ballpoint pen, the
most usual office tool. The papers are filled twice; they are reused. The utilitarian structure of squared paper which
is empty in its essence offers the possibility of future filling, rewriting the original visual information. In the context
of an image, the squared network can be perceived as another useful tool; a tool for the transfer (enlargement) of
images, or a rationalist grid of the “engineers of the human soul".
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Fragment, 2015, kresba modrou propiskou, xerox, kancelarsky papir A3, 74 ks

Zdrojem pro sérii kreseb se stal instruktazni a fotomontazni cyklus ¢eského avantgardniho architekta, teoretika a malite
Jittho Krohy (1893-1974) Sociologicky fragment bydleni z roku 1932. Cyklus byl diagnézou neuspésného kapitalistic-
kého feSeni bytové otazky ve 30. letech a progndzou lepsiho socialistického zittka. Kroha byl jednim ze stoupenct tzv.
védeckého funkcionalismu. Pravé diagramy, kresebna schémata a grafy mély u divakd umocnit exaktnost a objektivitu
védeckych tvrzeni, ackoliv v tomto pfipadé esteticka plsobivost zastinovala funkci a apelativni hodnotu socialné kri-
tického dila. Cyklus byl v 70. letech zpracovén do knizni podoby (Sociologicky fragment bydleni, (Brno 1973). VSechny
reprodukce fotomontaznich tabuli z této knihy byly oxeroxovéany na papiry forméatu A3. Jednotlivé listy byly posléze
ruéné nalinkovény tak, aby byl vysledek co mozna nejméné rozeznatelny od standardnich predtisténych ¢tverecko-
vanych papirG. Kresebnym materidlem se stala modra propiska, nejo&znéjsi kancelarsky néstroj. Papiry jsou dvakrat
zapInény, znovu pouZity. Z podstaty préazdna utilitarni struktura ¢tverec¢kovaného papiru nabizi hypotetické budouci zapl-
néni, prepsani pvodni obrazové informace. Ctvercova sit miZe byt v kontextu obrazové informace vnimana jako jiny
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uziteény néastroj - pomdcka k prenosu (zvétSovani) obrazd, pfipadné jako racionalistickd mrizka ,,inZzenyr( lidskych dusi”.

Fragment, 2015, drawing in blue ballpoint pen, xerox, A3 office paper, 74 pieces

The series of drawings is based on the instructional and photomontage series of Czech avant-garde architect, theo-
rist and painter Jifi Kroha (1893-1974) The Sociological Housing Fragment from 1932. The series made a diagnosis
of the unsuccessful capitalist solution of the housing question of the 1930s and a prognosis of a better socialist
tomorrow. Kroha was one of the adherents of “scientific functionalism”. The diagrams, hand-drawn charts and gra-
phs were to amplify the exactness and objectivity of scientific claims, although in this case the aesthetic impression
overshadowed the function and appeal value of the socially critical work. In the 1970s, the series was published in
book form (Sociologicky fragment bydleni, Brno, 1973). All the reproductions of the photomontage panels were
xeroxed on A3 size paper. The individual sheets were subsequently manually lined so that the result is as little reco-
gnizable from standard pre-printed squared paper as possible. The drawing material was a blue ballpoint pen, the
most usual office tool. The papers are filled twice; they are reused. The utilitarian structure of squared paper which
is empty in its essence offers the possibility of future filling, rewriting the original visual information. In the context
of an image, the squared network can be perceived as another useful tool; a tool for the transfer (enlargement) of
images, or a rationalist grid of the “engineers of the human soul".
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Fragment, 2015, kresba modrou propiskou, xerox, kancelarsky papir A3, 74 ks

Zdrojem pro sérii kreseb se stal instruktazni a fotomontazni cyklus ¢eského avantgardniho architekta, teoretika a malite
Jittho Krohy (1893-1974) Sociologicky fragment bydleni z roku 1932. Cyklus byl diagnézou neuspésného kapitalistic-
kého feSeni bytové otazky ve 30. letech a progndzou lepsiho socialistického zittka. Kroha byl jednim ze stoupenct tzv.
védeckého funkcionalismu. Pravé diagramy, kresebna schémata a grafy mély u divakd umocnit exaktnost a objektivitu
védeckych tvrzeni, ackoliv v tomto pfipadé esteticka plsobivost zastinovala funkci a apelativni hodnotu socialné kri-
tického dila. Cyklus byl v 70. letech zpracovén do knizni podoby (Sociologicky fragment bydleni, (Brno 1973). VSechny
reprodukce fotomontaznich tabuli z této knihy byly oxeroxovéany na papiry forméatu A3. Jednotlivé listy byly posléze
ruéné nalinkovény tak, aby byl vysledek co mozna nejméné rozeznatelny od standardnich predtisténych ¢tverecko-
vanych papirG. Kresebnym materidlem se stala modra propiska, nejo&znéjsi kancelarsky néstroj. Papiry jsou dvakrat
zapInény, znovu pouZity. Z podstaty préazdna utilitarni struktura ¢tverec¢kovaného papiru nabizi hypotetické budouci zapl-
néni, prepsani pvodni obrazové informace. Ctvercova sit miZe byt v kontextu obrazové informace vnimana jako jiny
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uziteény néastroj - pomdcka k prenosu (zvétSovani) obrazd, pfipadné jako racionalistickd mrizka ,,inZzenyr( lidskych dusi”.
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Fragment, 2015, drawing in blue ballpoint pen, xerox, A3 office paper, 74 pieces

The series of drawings is based on the instructional and photomontage series of Czech avant-garde architect, theo-
rist and painter Jifi Kroha (1893-1974) The Sociological Housing Fragment from 1932. The series made a diagnosis
of the unsuccessful capitalist solution of the housing question of the 1930s and a prognosis of a better socialist
tomorrow. Kroha was one of the adherents of “scientific functionalism”. The diagrams, hand-drawn charts and gra-
phs were to amplify the exactness and objectivity of scientific claims, although in this case the aesthetic impression
overshadowed the function and appeal value of the socially critical work. In the 1970s, the series was published in
book form (Sociologicky fragment bydleni, Brno, 1973). All the reproductions of the photomontage panels were
xeroxed on A3 size paper. The individual sheets were subsequently manually lined so that the result is as little reco-
gnizable from standard pre-printed squared paper as possible. The drawing material was a blue ballpoint pen, the
most usual office tool. The papers are filled twice; they are reused. The utilitarian structure of squared paper which
is empty in its essence offers the possibility of future filling, rewriting the original visual information. In the context
of an image, the squared network can be perceived as another useful tool; a tool for the transfer (enlargement) of
images, or a rationalist grid of the “engineers of the human soul".
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Fragment, 2015, kresba modrou propiskou, xerox, kancelarsky papir A3, 74 ks

Zdrojem pro sérii kreseb se stal instruktazni a fotomontazni cyklus ¢eského avantgardniho architekta, teoretika a malite
Jittho Krohy (1893-1974) Sociologicky fragment bydleni z roku 1932. Cyklus byl diagnézou neuspésného kapitalistic-
kého feSeni bytové otazky ve 30. letech a progndzou lepsiho socialistického zittka. Kroha byl jednim ze stoupenct tzv.
védeckého funkcionalismu. Pravé diagramy, kresebna schémata a grafy mély u divakd umocnit exaktnost a objektivitu
védeckych tvrzeni, ackoliv v tomto pfipadé esteticka plsobivost zastinovala funkci a apelativni hodnotu socialné kri-
tického dila. Cyklus byl v 70. letech zpracovén do knizni podoby (Sociologicky fragment bydleni, (Brno 1973). VSechny
reprodukce fotomontaznich tabuli z této knihy byly oxeroxovéany na papiry forméatu A3. Jednotlivé listy byly posléze
ruéné nalinkovény tak, aby byl vysledek co mozna nejméné rozeznatelny od standardnich predtisténych ¢tverecko-
vanych papirG. Kresebnym materidlem se stala modra propiska, nejo&znéjsi kancelarsky néstroj. Papiry jsou dvakrat
zapInény, znovu pouZity. Z podstaty préazdna utilitarni struktura ¢tverec¢kovaného papiru nabizi hypotetické budouci zapl-
néni, prepsani pvodni obrazové informace. Ctvercova sit miZe byt v kontextu obrazové informace vnimana jako jiny
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uziteény néastroj - pomdcka k prenosu (zvétSovani) obrazd, pfipadné jako racionalistickd mrizka ,,inZzenyr( lidskych dusi”.

Fragment, 2015, drawing in blue ballpoint pen, xerox, A3 office paper, 74 pieces

The series of drawings is based on the instructional and photomontage series of Czech avant-garde architect, theo-
rist and painter Jifi Kroha (1893-1974) The Sociological Housing Fragment from 1932. The series made a diagnosis
of the unsuccessful capitalist solution of the housing question of the 1930s and a prognosis of a better socialist
tomorrow. Kroha was one of the adherents of “scientific functionalism”. The diagrams, hand-drawn charts and gra-
phs were to amplify the exactness and objectivity of scientific claims, although in this case the aesthetic impression
overshadowed the function and appeal value of the socially critical work. In the 1970s, the series was published in
book form (Sociologicky fragment bydleni, Brno, 1973). All the reproductions of the photomontage panels were
xeroxed on A3 size paper. The individual sheets were subsequently manually lined so that the result is as little reco-
gnizable from standard pre-printed squared paper as possible. The drawing material was a blue ballpoint pen, the
most usual office tool. The papers are filled twice; they are reused. The utilitarian structure of squared paper which
is empty in its essence offers the possibility of future filling, rewriting the original visual information. In the context
of an image, the squared network can be perceived as another useful tool; a tool for the transfer (enlargement) of
images, or a rationalist grid of the “engineers of the human soul".
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Fragment, 2015, kresba modrou propiskou, xerox, kancelarsky papir A3, 74 ks

Zdrojem pro sérii kreseb se stal instruktazni a fotomontazni cyklus ¢eského avantgardniho architekta, teoretika a malite
Jittho Krohy (1893-1974) Sociologicky fragment bydleni z roku 1932. Cyklus byl diagnézou neuspésného kapitalistic-
kého feSeni bytové otazky ve 30. letech a progndzou lepsiho socialistického zittka. Kroha byl jednim ze stoupenct tzv.
védeckého funkcionalismu. Pravé diagramy, kresebna schémata a grafy mély u divakd umocnit exaktnost a objektivitu
védeckych tvrzeni, ackoliv v tomto pfipadé esteticka plsobivost zastinovala funkci a apelativni hodnotu socialné kri-
tického dila. Cyklus byl v 70. letech zpracovén do knizni podoby (Sociologicky fragment bydleni, (Brno 1973). VSechny
reprodukce fotomontaznich tabuli z této knihy byly oxeroxovéany na papiry forméatu A3. Jednotlivé listy byly posléze
ruéné nalinkovény tak, aby byl vysledek co mozna nejméné rozeznatelny od standardnich predtisténych ¢tverecko-
vanych papirG. Kresebnym materidlem se stala modra propiska, nejo&znéjsi kancelarsky néstroj. Papiry jsou dvakrat
zapInény, znovu pouZity. Z podstaty préazdna utilitarni struktura ¢tverec¢kovaného papiru nabizi hypotetické budouci zapl-
néni, prepsani pvodni obrazové informace. Ctvercova sit miZe byt v kontextu obrazové informace vnimana jako jiny
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Fragment, 2015, drawing in blue ballpoint pen, xerox, A3 office paper, 74 pieces

The series of drawings is based on the instructional and photomontage series of Czech avant-garde architect, theo-
rist and painter Jifi Kroha (1893-1974) The Sociological Housing Fragment from 1932. The series made a diagnosis
of the unsuccessful capitalist solution of the housing question of the 1930s and a prognosis of a better socialist
tomorrow. Kroha was one of the adherents of “scientific functionalism”. The diagrams, hand-drawn charts and gra-
phs were to amplify the exactness and objectivity of scientific claims, although in this case the aesthetic impression
overshadowed the function and appeal value of the socially critical work. In the 1970s, the series was published in
book form (Sociologicky fragment bydleni, Brno, 1973). All the reproductions of the photomontage panels were
xeroxed on A3 size paper. The individual sheets were subsequently manually lined so that the result is as little reco-
gnizable from standard pre-printed squared paper as possible. The drawing material was a blue ballpoint pen, the
most usual office tool. The papers are filled twice; they are reused. The utilitarian structure of squared paper which
is empty in its essence offers the possibility of future filling, rewriting the original visual information. In the context
of an image, the squared network can be perceived as another useful tool; a tool for the transfer (enlargement) of
images, or a rationalist grid of the “engineers of the human soul".
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