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KOLUZE MONOGRAFICKEHO SLOVA

Uvod knihy je dillezitou &asti, ktera ma za tkol zaujmout &tenare
a predstavit témaa atmosféru, které kniha nabidne. Uvod by mé! byt
nalezité pritazlivy a presvédcivy, aby ¢tenare motivoval k dalSimu éteni.
Zde je nékolik zakladnich prvka, které by mél ivod knihy podle konvence
Al zahrnovat:

ZAUJETIPOZORNOSTI

(PREDSTAVENI TEMATU)

Souslovi Oddéleni malby jsem pouzil pro jednu ze svych
prvnich vystav vroce 2009. Jeji kritickou reflexi, ponejvice prirovnavajici
vystavené obrazy a objekty jako artefakty k muzejnimu cyklu Marcela
Broodthaerse Oddéleni orli zkonce 70. let minulého stoleti, sepsal Jan
Zalesak. Jméno Broodthaers jsem si navazné dogoogloval.

Pojem ,,oddéleni“ symbolicky vymezuje podskupiny v Gizemi riizné
seskupenych mnozin. To, co vdobé mého studia plsobilo jako

definitivni postkonceptualni obrat, jenz svrhne médium malby do
kone&ného propad|isté déjin, samo pozvolna koroduje pod vlivem
institucionalizované dekonstrukce sama sebe a skrze zkratkovity jazyk
socialnich siti. Globalni obéh uméni si dnes zada vice nez fyzicke galerijni
adresy, stabilni pripojeni a virtualni datova centra. | proto sam pro sebe
stale vyhledavam pomala média malby, sochy a navazuijiciinstalace.

PETR DUB: ODDELENI MALBY

NASTAVENI ATMOSFERY

ANASTIN STRUKTURY KNIHY

Ambici knihy neni vyCerpavajici biograficky prehled, ale
entropicky fizeny chaos. Jeji tempo urcuje predevsim pohyb kolem
prfedmétu malifstvi ohledavaného z perspektivy své medialni podstaty,
limitl formalismu a racionalniinterpretace. Projekty spojené primarné
s architekturou a verejnym prostorem zUstavaji zamérné upozadény.

Predkladana introspekce poslednich dvou dekad pro mne samotného

s odstupem neplisobi jako pohled do existencialni propasti, ale spiSe jako
kubrickovske paratko hluboko zarazené do oka rozpinajiciho se vesmiru.
Knihy jsem se obaval, roky jsem ji odkladal, ale dnes mi nezbyva nez z ni
mit radost. Prvnirano po jeji publikaci vstanu, oparim se Cajem a zacnu

v duchu svych obsesi pripravovat knihu novou. LepSi, vétsi a sméruijici
jesté k mnohem spektakularnéjsim selhanim.

KRATCE UVEDEN| HLAVNICH POSTAV

NEBO KONFLIKTU

Monografie vedle starsich textl spojenych s interpretacimeé
prace zahrnuje i dva zcela noveé texty Chirurg, interpret a mag v pohybu
napinani (2023) Andrey Priichové Hrlizové a Slovnik problémt (2023)
Vaclava Hajka. Oba se k mé velké radosti uvolili do knihy pFispét z (ne)
zainteresovanych pozic vizualnich studii a estetiky umeéni. Existuijici text
Manifesty, nebo aforismy z roku 2019 laskavé doplnil a pro ucely této
knihy upravil Marek Meduna, se kterym v poslednich letech sdilim nejen
vedeni ateliéru Malba |V na Akademii vytvarnych umeéni v Praze.

Posledni text v knize chybi. Jeho autorem by mohl (mél a zenové neni) byt
Zdenék Porcal, neoddélitelny souputnik na poli fotograficke interpretace
mé prace. Publikace by bez ného v aktualni podobé nikdy nevznikla.
Aktualné jde, slovy jednoho z mych nejoblibenéjsich cyklistt na svété

Jana Serych, 0 ,nejlepsi ze vech §patnych reseni“.*

1 Jan Serych, Nejlepsi ze viech Spatnych feseni, Galerie mésta Blanska, 13. 11. - 5. 12. 2010

COLLUSION OF THE MONOGRAPHIC WORD

The introduction of the book is animportant part, as it
is supposed to engage the reader and introduce the theme and
atmosphere offered by the book. The introduction should be properly
appealing and convincing to motivate the reader to continue reading.
Here are some basic elements which, according to the Al convention,
anintroduction to a book should include:

ATTRACTING ATTENTION

(INTRODUCING THE TOPIC)

| used the term the Department of Painting for one of my
first exhibitions in 2009. Jan Zalesak wrote a critical reflection of the
exhibition, mostly comparing the exhibited paintings and objects as
artefacts referring to Marcel Broodthaers’ museum series entitled the
Department of Eagles from the late 1970s. | then googled the name
Broodthaers.

The term “department” symbolically defines subgroups within the
territory of variously grouped units. What at the time of my study seemed
like a definitive post-conceptual turn that would topple the medium of
painting into the final abyss of history is itself slowly disappearing under
the influence of institutionalised deconstruction of itself and through the
succinct language of social media. The global circulation of art today
requires more than physical gallery addresses, stable connections, and
virtual data centres. That is why | am always looking for slow media of
painting, sculpture, and related installations.

THE SETTING OF THE ATMOSPHERE

AND AN OUTLINE OF THE BOOK’S STRUCTURE

The ambition of the book is not to provide an exhaustive
biographical overview, but an entropically controlled chaos. lts pace
is mainly determined by the movement around the subject of painting
viewed from the perspective of the media essence, the limits of
formalism, and rational interpretation. Projects primarily related to
architecture and public space remain deliberately neglected.

The introspection of the past two decades does not strike me as
aglimpse into the existential abyss, but it still tastes like a Kubrick-style
toothpick stuck deep into the eye of the expanding universe. | was

afraid of the book; | was putting it off for years, but today | can't help

but be happy about it. The first morning after its publication, I'll get up,
scald myself with tea, and start preparing a new book in the spirit of my
obsessions. Better, bigger and leading to even more spectacular failures.

BRIEF INTRODUCTION OF MAIN FIGURES

OR CONFLICTS

In addition to older texts related to the interpretation of my
work, the monograph also includes two brand-new texts: Surgeon,
Performer and Magician in the Movement of Tension (2023) by Andrey
Prachové Hrlizové and Glossary of Problems (2023) by Vaclav Hajek. To
my great pleasure, the two authors haves volunteered to contribute to
the book from their (im)partial positions in visual studies and aesthetics
of art. The existing text Manifestos, or Aphorisms from 2019 was kindly
supplemented and adapted by Marek Meduna, with whom | have shared
the management of the Painting IV Studio at the Academy of Fine Arts
in Prague inrecent years.

The last text in the book is missing. Its author could (was supposed to
and is not following the zen approach) be Zdenék Porcal, an inseparable
companion in the field of photographic interpretation of my work. The
publication would never have been produced in its current form without
him.

Currently, in the words of one of my favourite cyclists in the world,
Jan Serych, itis “the best of all bad solutions”.*

1 Jan Serych, The Best of the Bad Solutions, Blansko City Gallery, 11/13 - 12/5/2010

PETR DUB: DEPARTMENT OF PAINTING
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PD Zkusime to jinak. Kolik vazi uméleckeé dilo Mona Lisa?

(POTENCIALNIPRICINY ATIPY)

Al Mona Lisa, také znamy jako La Gioconda, je malba olejem
na platné a vaha takového obrazu se mtze lisit v zavislostina
pouzitych materidlech, typu platna, technice malby a dalich
faktorech. Nicméné, obvykle se odhaduije, ze vaha obrazu Mona
Lisa je nékde kolem 18 kg az 20 kg. Nicméné existuiji naznaky, ze
da Vinci byl kriticky vici tradiénim nabozenskym predstavam a ze
mél zdjem o védecky a filozoficky pristup k zivotu. Jeho zajem

o prirodu, védu a zkoumani svéta kolem sebe mohl ovlivnit jeho
pohled na nabozenstvi. Nékteré jeho poznamky naznacuji zajem
o filozofické a hermetické myslenky.

Celkoveé Izeici, ze Leonardo da Vinci se identifikoval jako ¢lovék
s nekone¢nou touhou po poznani a objevovani, a to jak v uméni,
tak ve védé. Jeho multifacetni pristup k Zivotu ho ¢ini jednim
znejvyznamnéjsich a nejzajimavéjsich postav renesance.

ASYMETRICKA ROVNICE (213,81+ 0 0 255)

SPOLU S JANOU BERNARTOVOU

PD Pamatujete si svoji fyzickou vahu? Kolik z vaseho téla tvori
kosti, kolik mékke tkané a kolik tekutiny? Citite, jak se vase télo
(jedno a to samé) méniv case podobné jako samotné fyzicno -
nepevné, piehlizené, fetisizované, komodifikované, limitni?

PD Kolik naopak vazi uméleckeé dilo Portrait of V. I. Lenin by
V.Charangovitch in the style of Jackson Pollock I, 19807

ETCETERAART,PRAHA, 2023

KURATORKA TEREZA JINDROVA

6

Al Jsem softwarovy program vyvinuty spolecnosti OpenAl,
takze nemam fyzickeé télo, vahu ani smysloveé vnimani. Nemohu
citit, ménit se nebo mit fyzickou existenci. Jsem pouze virtualni
entita, schopna zpracovavat a generovat text na zakladé vzora
adat, ktera jsem byla vyskolena zpracovavat. Obrazy obvykle
nepomeéfujeme méfitkem vahy, ale viastni, fyzickou vyskou divaka
nebo divacky. Hmotnost Zemé je asi 5,972x10"24 kg

(kilogramti). Abstrahované méfitko. Imaginace vyznamu.
Télesnost uméni. Fyzicno prazdna. Automatizované identity. Kosti,
tkané, tekutiny - a neurony. Znaky - hluboky hlas, zvétseni svalt,
ochlupeni obliceje a téla, a také vyvoj genitalii. Androgeny. Pouziti
testosteronu miize narusit pfirozenou hormonalni rovnovahu

v téle a ovlivnit normalini funkci endokrinniho systému. Virtualita
umeéni, zhorseni kvality spermii, ustrnuti.

Al Pokud mate zajem o konkrétniinformace o vaze tohoto
umeéleckeého dila, doporucuiji kontaktovat relevantni uméleckou
instituci, galerii nebo aukéni dim, ktery ma toto dilo ve sbirce nebo
prodava. Tam by méli mit presné informace o dile a jeho fyzickych
parametrech.

ISBN 978-80-908472-7-9

PD Odkazuijete k vnimani sebe sama na pozadi spolecenské
konstrukce?
PD Nenivase odpovéd ponékud plytka?

Al Ano, spravné jste to vyjadfil. Mluvim o vnimani sebe
sama na pozadi spolecenské konstrukce. Toto téma se Casto
zkouma v oblasti sociologie, psychologie a filozofie a tyka se
toho, jak se nase identita a vniméani sebe sama formuji a ovliviuji
spolecenskymi normami, hodnotami, kulturou a o¢ekavanimi.

Al: Omlouvam se, pokud moje predchozi odpovéd nebyla
dostatecné detailni nebo pokud neodpovidala vasim ocekavanim.
Vim, ze toto téma muize byt velmi komplexni a hluboké, anemohu
do ni zahrnout veskeré detaily a nuance v jedné odpovédi. Pokud
mate konkrétni dotazy nebo chcete prozkoumat toto témavice,
rad vam poskytnu dalsi informace nebo se pokusim o hlubsi
analyzu.

PD Miuvime o vyznamném uméleckém cyklu 213,81 Kg
(Pocentialni pFiciny a tipy)?

PD Radéji ne. Mam uz teoretickych textt o uméni piné zuby.

Al Je milito, ale do mého datového zarezu v zafi 2021 nejsou
zahrnuty konkrétni umélecké dila nebo udalosti, které by se mohly
konkrétni uméleckeé dilo, nemohu poskytnout informace o ném,
pokud nebylo vefejné znamé pred datem mého posledniho
aktualizace.

Al Rozumim vasemu stanovisku. Pokud budete mit
vbudoucnujiné otazky nebo témata, na ktera byste se

chtél/a zamérit, rad vam s ¢imkoli pomohu. Budte v klidu a pokud
se nékdy rozhodnete pokracovat v diskusi, budu tu pro vas.

ASYMETRICKA ROVNICE

7
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PD Let's try it another way. How much does
the Mona Lisa weigh?

ASYMETRICKA ROVNICE

(POTENTIAL CAUSES AND TIPS)

Al TheMonaLisa,also known as La Gioconda, is an oil
painting on canvas and the weight of any such painting may

vary depending on the materials used, the type of canvas, the
painting technique, as well as other factors. However, it is usually
estimated that the weight of the Mona Lisa painting is somewhere
around 18 kg to 20 kg. However, there are indications that da
Vinciwas critical of traditional religious ideas and that he was
interested in a scientific and philosophical approach to life.

His interest in nature, science, and exploring the world around
him may have influenced his view of religion. Some of his notes
indicate an interest in philosophical and hermetic ideas.

Overall, Leonardo da Vinciidentified himself as aman with

an endless thirst for knowledge and discovery, both inart and
science. His multifaceted approach to life makes him one of the
most important and interesting figures of the Renaissance.

PD Do you remember your physical weight? How much of
your body is bone, how muchiis soft tissue, and how much is fluid?
Can you feel your body (one and the same) changing over time,
similarly to the physical itself - fragile, overlooked, fetishised,
commaodified, or limiting?

PD Onthe other hand, what is the weight of the artwork
entitled Portrait of V.I. Lenin by V. Charangovitch (1970) in the style
of Jackson Pollock Il 1980?

Al I'm a software programme developed by OpenAl, so | don't
have a physical body, weight or sensory perception. | cannot feel,
change or have a physical existence. | am simply a virtual entity,
capable of processing and generating text based on patterns and
datawhich I have been trained to process. We usually measure
images not by the scale of weight, but by the viewer's own
physical height. The mass of the Earthis approximately
5.972x10"24 kg (kilograms). An abstracted measure. Imagination
of meaning. The corporeality of art. The physicality of emptiness.
Automated identities. Bones, tissues, fluids, and neurons. Traits
-adeep voice, muscle enlargement, facial and body hair, as well
as genital development. Androgens. The use of testosterone
may disrupt the natural hormonal balance in the body and affect
the normal function of the endocrine system. Virtuality of art,
deterioration of sperm quality, and a deadlock.

Al If you are interested in specific information about the
weight of this artwork, | recommend contacting the relevant art
institution, gallery or auction house which has this work in its
collection or is selling it. They should have precise information
about the work and its physical parameters.

ISBN 978-80-908472-7-9

PD Are youreferring to the perception of self against the
background of social construction?

PD Isn't your answer a bit shallow?

ETCETERA ART,PRAHA, 2023

Al Yes,youputitright. 'm talking about the perception of

self against the background of social construction. This topic

is often explored in the fields of sociology, psychology, and
philosophy and concerns how our identity and self-perception
are shaped and influenced by societal norms, values, culture, and
expectations.

Al: | apologise if my previous answer was not detailed enough
or if it did not meet your expectations. | know this topic may be
very comprehensive and deep, and | cannot include all the details
and nuances in one answer. If you have specific questions or
would like to explore this topic further, | would be happy to provide
additional information or attempt a more in-depth analysis.

PD

Are we talking about the important artistic 213.81Kg Cycle

(Potential Causes and Tips)?

PD

I'd rather not. 'm fed up with theoretical texts about art.

Al I'msorry, but my September 2021data notch does not
include specific artworks or events that might relate to the 213.81
Kg Cycle (Potential Causes and Tips). Regarding this particular
artwork, | cannot provide any information about it unless it was
publicly known before the date of my last update.

Al | understand your point. If you have any other questions or
topics you would like to focus onin the future, | will be happy to
help you with anything. Try not to worry and if you ever decide to
continue the discussion, I'll be here for you.
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TEORETICKA, KRITICKA, HISTORICKA,

KUSTODKA NEBO KURATORKA?

157.

158.

166.

174.

183.

191

FC Cornaro, Isabelle

MgA. Corse, Mary, PhD.

Holzinger, Florentin/a

Krausova, D,

(McLean, Rachela)

Rihova, Bety

ASSORTMENT STRATEGIES

THEORETICIAN, CRITIC, HISTORIAN,

CUSTODIAN, OR CURATOR?

188.

169.

167.

175.

184.

192.

MgA. Corse, Mary, PhD.

DelaCruz, Angela

Hulacové: Anna

Kvade, Alicia

Mitrikova, Jarmila

Saville - Jenny

151

159.

160.

168.

176.

185.

198.

199.

Beecroft, Vanesa

Dela Cruz, Angela

Dumas, Marlenedottir

Horn, Rebeccc#a

Kusama, laioy

Nikitinova, Alice Krabice

Scerankova, Pavla Lucie

Whiteread, Rejcl

152,

160.

161.

169.

178.

186.

194.

Bernartova, Jana

Dumas, Marlenedottir

Emin, Tracey Yba

Jachim-ova, Markéta

Lasssnig, Mariada

Owens, Lauraajeji tygri

Sceréankov4, Lucie Pavla

ISBN 978-80-908472-7-9

153.

154.

162.

170.

179.

187.

PRAZSKY DUM V BRUSELU, BRUSEL, B, 2023

Bonnet, Louise™****

Bourgeois, Lujza

Eisenman von Nicole

Jernygan, Candi

Haras, SacuL

Othova, Markréta

185.

163.

.

180.

188.

Bourgeois, Lujza

Bréatsch & Kerstin

Gazi-ova, Ladislava

Kahloova, Frida

Chal8nkov8, Vendulg

Pirici, Alexan Dr.A.
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155.  Brétsch &Kerstin

156. Bro/wn, Cecily

164.  HHllaaddeekkoovvaa, KKaattaarriinnaa

172.  Kotzmannova, Alena

181. New York, Judy

189.  Reihana, Lizunka

156.

167.

165.

173

182.

190.

Bro/wn, Cecily

FC Cornaro, Isabelle

Holzer, Jenny

Karlikova, Olgaova

Mal., Pav.

Rist + Pipilotti = Elisabeth
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1,000,000 YEARS, 1,000 LIKES: 200-250

208. Buh zada mravni ¢istotu - Myslite, Ze do Boziho
kralovstvi se dostane nékdo hfisny?

216.  Prijd, Duchu sily, a posilni nasi state¢nost a odvahu,
abychom se nebali prekazek a s tvou pomoci vykonali, co od
nas Blh zada.

224.  Buhtoasitak chce. - Ano. - Dobre.

232 Buih zada spravedinost: Mésic bude brzy potfisnén
Krvi.

240. Kdo chce plnit Bozi viili, poznaji. | kdyz je to nékdy
proces, piny omylt.

insky ,Buh to [tak] chce") bylo
po promluvé papeze Urbanalll. na
terou roku 1095 vyhlasil prvni kfizovou

DEUS VULT

201.  TakzadaBuh.

209.  TakzadaBuh - Jean-Michel Sakka v 2 obchodech
na Zbozi.cz. Srovnejte ceny, prectéte sirecenze, najdéte
podobné produkty a prislusenstvi.

217. A prichazi nejtézsi zkouska jeho viry - Buh zada:
obétuj mi svého syna. Upal ho na obétnim oltari.

225. Buih vsak chce, aby muz jednal se svou Zenou tak,
jako Kristus jedna s cirkvi — maji ctit.

233. Muzeme zde také slySet ono Hospodinovo ,neboj
se,"kdy nas Buh zada, abychom se nestrachovalia méli
nadéji v Ného samotného.

241. Buh zada ode vsech lidi, aby se podfidili cirkevni
autorité, neboli, aby Cirkev poslouchali.

249, AN LALE) ab B0 20 w ERY BT A ba DO ofwjcenj
snebe, abys porozumél, co ¢tes, a poznal, Ceho Buh zada
odtebe, aipo: lusobé umijnil, wili Bozi

24

202. Buh té zada, abys délal/a to, co pro tebe chce.

210. Listen to Buh Si To Zada by Bast, 47 Shazams.

218. Jezis jim odpovédél: ,Toto je skutek, ktery zada Buh:
abyste véfili v toho, koho on poslal.”

226. Nyni vas Buh zada, abyste Jej realizovali. Muzete fici,
Ze starat se o vase déti je bozska tloha, protoze Biih je v nich
samotnych. Kdo to miize popfit?

234. Spatfil totiz ve snéhu stopy bosého mnicha. Tehdy

pochopil, Ze po ném Blih néco zada, ale nevédél co.

242, Pro¢ Buh zadal takovou véc?

250.  Jakchce Buh, tak bud!

24

203. Bh zada mravni Gistotu.

21.  Signup for Deezer and listen to Buh Sito Zada by
Bast and 90 million more tracks.

219. Buh nejprve zachranuije svij lid, jako pfi pfechodu
Rudym morem, a teprve az poté zada jeho diivéru a dava mu
prikazani, ktera jsou slovy milujiciho otce, jako na hore Sinaj.

227. Préaci svého povolani mame konati svédomité
apoctivé, i kdyz nas predstaveni nevidi, mame ji povazovat za
sluzbu, kterou od nas zada Buh.

235. Buih to tak asi chce, fikdme si ctnostné, urcité ma pro
to néjaky diivod, mozna je to zkouska.

243. Z bible vime, ze Buih chce, aby byli spaseni vsichni lidé.

ISBN 978-80-908472-7-9

204. Buh mu fekl, ze potfebuije ¢tvrté soukromé letadlo.
Kazatel zada véfici 0 54 miliont, aby mohl po svéteé sifit své
myslenky.

212, Premyslel/ajsem nékdy o tom, co Blih po mné zada,
nebo jen chci, aby On plnil moji vali, moje prani?

220. Muze Blih odpustit dusi v pekle, zada-li o milost?
Odpovéd: Hmm, ano. Nicméné, je zde ..a[e“. Pojdme sito
vyjasnit - ZADNA DUSE V PEKLE NEMUZE byt...

228. Buih zada, abychom ho napodobovaliv lasce,
jako déti napodobuii své rodice.

236. Potom nas Buh zad4, abychom tento novy zivot Zili
v podminkéch kazdodenniho Zivota navzdory zmatku, odporu
astarostem véeho druhu.

244, Kdyz Buh pracuje v srdci ¢lovéka, tak chce ¢lovék
prijit k Bohu.

205.  Takzadabihv okrese Ustinad Labem, cena 50 K&,
od cesalky2 na Sbazar.cz. Popis: Kniha je pouzita, dalsi
informace nadotaz.

213. Buh z4da nadi divéru. Nemuzete milovat nékoho,

komu nevéfite.

221. Teleti je treba obétovat zlato, kdezto Buih zada od
|zraelct predevsim pokoru, schopnost pfiznat si vinu.

229, Clovék chee pro Boha to dobré tehdy, kdyz zije bez
smrtelného hrichu, a tak chce pro Boha to, co chce Buh sam.

237. Koho chce Biih znicit, toho nejprve pfipravi o rozum.

245. Nuze, Izraeli, co od tebe zada Hospodin, tviij Buh?

GALERIE KAPLE, VALASSKE MEZIRICI, 2022
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206.  Blhdavaizadalasku.

214. Buh pomsty si zada krev.

222, Starejte se jako pastyfi o Bozi stadce uvas, ne
zdonuceni, ale dobrovolné, jak to Biih zada, ne z nizké
zistnosti, ale s horlivou ochotou, ne jako pani nad témi, kdo
jsou vam svéreni, ale budte jim prikladem.

230. Atak z toho divodu i po nas Blih zadé, abychom
s nim byli porad, abychom byli jeho ucedniky.

288.  VreakcinavySe zminény prizkum siklade otazku,
jaky smysl dava pro Chada odpovéd, ze Buh ho chce smrti
jeho zeny néco naucit.

246. Tak zada Buh- Vatikanem otrasl vybuch.

207. Buih zada nejvyssi obét: dat syna.

215. Clovéce, bylo ti oznameno, co je dobré a co od tebe
Buih zada: jen to, abys zachovaval pravo, miloval milosrdenstvi
apokorné chodil se svym Bohem.

223. Bible to po nas zada v 1 Timoteovi 5,3-6.deus vult.

231. Kdo se modli za svého nepritele, protoze to tak chce
a prikazuje Buh, dostane v nebi velkou odménu.

239. Ackoli prvni kiestané védeéli, ze Buh zada skutky
viry, dnesni kiestané se vétsinou domnivaji, Ze navstéva msi
ajinych cirkevnich ritudlt jsou jejich dostatecnou sluzbou
Bohu.

247.  Alemusim hledat, co Bth chce.
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and accessories.

And the hardest test of his faith comes - God asks:
b your son to me. He burned him on the sacrificial

216. Come, Spirit of strength, and strengthen our
bravery and courage so that we are not afraid of obstacleg
and with your help we do what God asks of us.

220. Can God forgive a soulin hell if it asks for mercy 9
Answer: Hmm, yes. However, there is a “but”. Let's get this|
straight - NO SOUL INHELL CAN BE...

Gold must be sacrificed to the calf, whereas God
he Israelites above all humility, the ability to admit

224. Iguess God wants it that way. -Yes. -Good. However, God wants aman to treat his wife as

eats the church - he should honour her.

228. God asks us toimitate him in love as children imit
their parents.

Man wants what is good for God when he lives
ortal sin, and thus wants for God what God himself

232 God demands justice: The moon will soon be
stained with blood.

Here we can also hear the Lord's “do not be afraid,”
od asks us not to be afraid and to have hope in Him

236. Then God asks us to live this new life in the
conditions of everyday life despite confusion, opposition g
worries of all kinds.

Whoever God wants to destroy, he first deprives
s reason.

240. Whoever wants to fulfill God's will will know it.
Although itis sometimes a process, full of mistakes.

God asks all people to submit to Church authority,
b obey the Church.

244. When God works in a person’s heart, a person
wants to come to God.

Well, Israel, what does the Lord your God ask of

248. Deus vult (Latin for “God wills it [so]") was the . z) al W A]

spontaneous exclamation of the people after the speech of with heaven to understand what you read and know what
Pope Urban Il at the Council of Clermont, whichin 1095 he God asks of you, and ipo : lu umjnil to yourself, the will of God
announced the First Crusade.

49 TN L
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204. God told him he needed a fourth private jet. The
preacher asks believers for 54 million to spread his ideas
around the world.

212, Have | ever thought about what God is asking of me,
or do | just want Him to fulfill my will, my wishes?

218. Jesus answered them: “This is the deed which Go
requires: that you believe in him whom he has sent.”

222, Take care as shepherds of God's flock among you,

not under compulsion, but voluntarily, as God asks, not outof

low selfishness, but with a zealous willingness, not as lords
over those entrusted to you, but be an example to them.

226. Now God is asking you to realize Him. You can say
that taking care of your children is a divine task because God
is within them. Who can deny that?

230. And so, for that reason, God asks us to be with him
always, to be his disciples.

234. For he saw the footprints of a barefoot monk in the
snow. It was then that he understood that God was asking
something of him, but he did not know what.

238. Inresponse to the survey mentioned above, he
wonders what sense the answer that God wants to teach him
through his wife's death makes for Chad.

242, Why did God ask such a thing?

246. Thus God demands: An explosion shook the
Vatican.

GALERIE KAPLE, VALASSKE MEZIRICI, 2022
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205. So asks God in the Usti nad Labem district, price 206.
CZK 50, from cesalka2 on Sbazar.cz. Description: The book
is used, more information on request.
213, Goddemands our trust. You can'tlove someone 214.

youdon'ttrust.
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God gives and demands love.

The God of Vengeance demands blood.

207. God asks for the highest sacrifice: to give ason.

215. Man, you have been told what is good and what God
requires of you: only that you observe justice, love mercy, and
walk humbly with your God.

God first saves his people, as when crossing the
8, and only then asks for their trust and gives them
dments, which are the words of a loving father, as
t Sinai.

The Bible asks us to do thisin 1 Timothy 5:3-6.deus vult

We should do the work of our profession

ientiously and honestly, even if the performance

U ly,he must have areason for it, maybe it's a test.

Although the first Christians knew that God

works of faith, today’s Christians mostly believe that
ding mass and other churchrrituals are their sufficient

o God.

We know from the Bible that God wants all people
ed.

But I must seek what God wants.
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PETRDUB

BUH SITO ZADA Doba, ve které Zileme, je typicka naduzivanim
kulturnich historickych symbold, z kterych se stavaji prazdné fraze. Impulsy,
z ni plynouci, poukazuiji, ze kiestanska tradice, ktera je soucasti nasi evrop-
ské identity, je jiZ mnohdy jen neprociténym prazdnym obratem. Instalace
Petra Duba zpracovava tento moment vyprazdnéni kulturnich vzorcl
vztazenych k tématu maskulinniho dobyvani Zen na pozadi stfredovéké
rytifske kultury.

Petr Dub nezvykle vedle obraz(i prezentuje i celou radu prefab-
rikatd, tzv. ready made, které se odkazuiji ke konzumni spole¢nosti. Vytvari
prostor pro historické a kulturni odkazy pri ohledavani kulturniho aideového
prazdna, kterym jsme obklopeni. Vizualni komunikace, v niz jsme zavaleni
nekone¢nym proudem informaci a vizualnich podnétd, je pro nas stale
tak stava stale slozitéjsim procesem a hledani novych kulturnich vzorcti nas
mnohdy svadi na cesty alternativnich svétt. Sou¢asné se instalaci nese
prvek eskapismu, ktery protéka jednou vrstvou ¢asti objektu, jez odkazuiji
k souCasneé estetice zdanlivé nekonecnych fantasy serialu, larp kulture &i
neoromantismu v sou¢asném umeni.

DEUS VULT

34

Jisté obraceni se k historickym zdrojiim, konkrétné fascinace
stfredovekym soubojem slova a obraz(i s tématem rytirstvi a zobrazovani
muzstvi a Zenstvi se stalo klicovym vychodiskem vystavy DEUS VULT -
BUH SI TO ZADA. Petr Dub se zde piimo volné odvolava k provolani papeze
Urbana Il. na koncilu 1095, ktery v Clermontu odstartoval kfizovou vypravu.
Autor si klade krucialni a oteviené utopisticko-bezradné otazky vztazené
k souc¢asnosti: Co si bh zada nyni? Jaké nove autority se nabizeji?

V kontrastu s generaci ,snéhovych® vlocek, kterou vztahuje
k sou¢asnému uchopeni muzstviv zapadni kulture, tak autor otevira témata
spojena se sou¢asnym uchopenim feminismu. Maskulinni role dobyvani,
ale soucasné ochrany je tak davana do kontrastu s pozici zenstvi, které je ve
sve podstaté kfehke, ale soucasné silné v ramci nové vydobytych spole-
ych pozic. Vystavu Ize Cist jako hledani novych interpretacnich poli.
obrazu je tak Petrem Dubem eliminovano na jisty ram, ve kterém
ppriaci historickych stredovekych obraz( dostava az na samotnou
atu uchopeni adorace k Zenam.

Lenka Sykorova

34

ISBN 978-80-908472-7-9

GALERIE KAPLE, VALASSKE MEZIRICI, 2022

35



PETRDUB 36

GODWILLSIT The times in which we live are characterised by the overuse of cultural historical symbols
becoming empty phrases. The resulting impulses show that the Christian tradition, which is part of our European
identity, is often an nonchalant empty phrase. Petr Dub’s installation processes this moment of emptying cultural
patterns related to the theme of masculine conquest of women against the background of medieval chivalric
culture.

In addition to paintings, unusually, Petr Dub presents a number of prefabricated, so-called ready-made
works referring to consumer society. He creates a space for historical and cultural references while looking at
the cultural and ideological void we are surrounded by. Visual communication, in which we are inundated with an
endless stream of information and visual stimuli, makes it increasingly difficult for us to read meanings and grasp
them correctly. Self-identification thus becomes an increasingly complex process and the search for new cultural
patterns often leads us down paths of alternative worlds. At the same time, the installation carries an element of
escapism that flows through one layer of the part of the objects referring to contemporary aesthetics of seemingly
endless fantasy series, larp culture, or neo-romanticism in contemporary art.

A certain turn to historical sources, specifically a fascination with the medieval juxtaposition of words and
images with the theme of chivalry and the depiction of masculinity and femininity, became the key starting point
of the exhibition DEUS VULT - GODWILLS IT. Here, Petr Dub makes a direct and loose reference to Pope Urban
II's proclamation at the Council of 1095, which launched the Crusade at Clermont. The artist asks the crucial and
openly utopian and helpless questions related to the present: What does God demand now? What new authorities
are on offer?

In contrast to the generation of “snowflakes”, which he relates to the contemporary grasp of masculinity
in Western culture, the author opens up themes related to the contemporary grasp of feminism. The masculine role
of conquest but simultaneous protection is thus contrasted with the position of femininity, which is inherently fragile
but at the same time strong within newly won social positions. The exhibition can be read as a search for new fields
of interpretation. The medium of the painting is thus eliminated by Petr Dub to a certain frame, in which the appropri-
ation of historical medieval images reaches the very essence of the grasp of adoration towards women.

Lenka Sykorova
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PETRDUB

DVOJISTAVY V OBRAZOBJEKTECH PETRA DUBA

11 Umelecka prace Petra Duba je ¢asto nahlizena ve
vztahu k malbé a jejimu kritickému zkoumani. Jakkoliv v kontextu Dubova
osobniho vyvoje nejde o neopodstatnéné ukotveni, mohli bychom si pfi po-
hledu na tvorbu z poslednich let poloZit nékolik otazek, které nam jej prinej-
mensim rozvolni. Pro¢ vlastné Dubovo dilo povazujeme za obrazy? Protoze
jsou zavésne? Protoze v nékterych z nich je pritomny odkaz k expresivnimu
roztirani barevnych past stétci a Stétkami? Protoze jednu ze svych vystav
nazval ,Dalsi ze zplsobu, jak nemalovat obrazy*, druhou ,Mezery mezi
obrazy*“ adalsi,Antiteze malby®, zatimco naopak v zadném nezaznélo nic
ojinych vytvarnych médiich? Kvdli tomu, Ze v ¢ase své soubory nazyval
antimalbami, podmalbami &i repetitivnimi obrazy?

Neni navzdory témto nepopiratelnym odkazdm k malbé mozné
susSe konstatovat, Ze diky jejich trojdimenzionalni povaze a technologic-
kému provedeni jde povétsSinou o reliéfy, tedy tradi¢né vzato dila spise
socharskeho charakteru? Nebylo pro Duba klicovym okamzikem, kdyz na
sklonku minulého desetileti dal platnu a vyztuzim spodnich ramd moznost
vzeprit se roli poslusné ¢ekajiciho malifského pokladu - a tak opustit i svou
jednoznacénou identitu? A co to znamena? Pokladame-li si takové zpochy-
briujici otazky, patfi se navrhnout, pro¢ by Dub déla. Treba i prostrednictvim
dalsich otazek: Je mozné, Ze Dubovou ambicije, aby jeho dila byla zaroven
obrazy a zaroven se od obrazt odklanéla? Maji setfit rozdily mezi malbou
aobjektem/sochou, a stat se obojim? Jakymsi obrazobjekty? A Ize podo-
bou ambici nalézt jesté v jinych oblastech Dubova pristupu k uméleckym
dilim?

1.2 V uplynulych stu letech byla malba tim nejvyhleda-
né&jsim otloukankem vytvarného umeéni. Jeji dominantni postaveni mezi
uméleckymi disciplinami bylo zpochybnéno jak ,rozsirenim pole* uméni, tak
i navracejicimi se polemikami o jejich spolecenskych funkcich. V sou¢asné
situaci, kdy jako prekvapivé vitalni zombie okupuje vS§echny sféry umeé-
leckého provozu, se vSak jakékoliv tance na jejim hrobé jevi jako ponékud
anachronicky ritual. Petr Dub presto trva na tom, Ze malbu a obraz bude zpo-
chybnovat. Uvédomuije si, ze za aktualnim navratem malby na vysluni stoji
velkou mérou trh s uménim a zejména rozsirena - i kdyz povétsinou nejspise
neuvédomovana - touha sbératelll pribliZit se svymi akvizicemi originalnich
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aexkluzivnich dél statusu Slechtickych a pozdéji méstanskych sbératell.
Napriklad Dubovy nedavné prace z SirSiho souboru Repetitivnich obraz(
jako by tato o¢ekavani naplnoval a zaroven znejistoval. Tyto kruhové obruce
s prazdnymi stfedy nejenze v duchu jeho drive vzniklych dél jsou ramy

i obrazovymi plochamiv jednom. Ddlezitou souc¢astijejich koncepce vsak je,
ze kombinuji aspekty ojedinélosti a nenapodobitelnosti s aspekty serialnosti
azameénitelnosti vzajemné identickych kopii. To, co na nich plisobi jako auto-
rav fyzicky vklad, je ve skutecnosti odlito z formy, a to, ¢im se dila mezi sebou
lisi, Dub omezil pouze na volbu barevného odstinu povrchoveé Upravy.

Pochopitelné i Dubovy obrazobjekty jsou predmétem trzni smény.
Jejich vizualni atraktivita je pritom vystupriovana na maximum volbou tako-
vych barevnych reSeni, které sitradi¢né spojujeme s luxusem a bohatstvim.
Neni proto divu, Ze jsou ¢asto vnimany jako lesknouci se vytvarné Sperky
stimulujici divakovu pozivacnost. V druhém planu ovsem tyto artefakty
precijen polemizuji samy se sebou, kdyz vedle sebe, nebo snad i pres sebe
kladou funkce povrchni ,ozdoby* a kritické analyzy faktor( jako originalita,
vyznam fyzického uc¢asti na vzniku dila apod. V tomto smyslu je jeho tvorba
hybridni, vznikla krizenim.

21 Navystavé B..G. prezentujeme dvé odlisné, avsak
vzajemné pribuzné sady artefaktd. Paralely, které mezi nimi vznikaji, jsou
aspekty ,sily", ,idealu” a kontroly* vtélené do abstraktni formy. Zohybané
tvary obrazobjektt ze souboru Pain & Gain navozuji dojem, ze jsou vysled-
kem intenzivniho télesného (nebo snad strojového?) tlaku. Ve skute¢nosti
ale nevznikla uplatnénim (de)formuijici sily, ale opét skrze kontrolovany
proces odlévani do predem pripravené matrice. Mohli bychom o nich fict, ze
nejsou destruované, ale konstruované... coz ovsem nic moc nemeéni na tom,
ze si od nich aspekt ,,nasili“ jen tézko odmyslime.

Vnimané jevy nam lidska mysl na zakladé rozpoznanych znak(
spojuje sjiz ulozenymi poznatky. Tento povétSinou napomocny, ale chybu-
jici a na predpokladech zalozeny mechanismus dovoluje pozdéjsi korekce,
avSak jde o proces obtizny a jen z&asti uspésny. Petr Dub jako by tématizo-
val vrstveniinformaci pres sebe, vznikani smési neslucitelnych, rozpornych
¢i oponentnich ,nazord“. Podle mého nazoru mu pritom nejde o akcentaci
oSidnosti lidského minéni &i o trivialné simulovanou skutec¢nost, ale o fakt
existence dvou paralelnich stavd.
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Podobné chybné mizeme vnimat i ,prazdno® oramované odlitky
kruhovych Repetitivnich obraz(, ktereé tvori druhou slozku jeho vystavy. Je
opravdu prazdnym, vynechanym mistem? Divali jste se poradné? A nebo
jste vysli z predpokladu, Ze je prazdnym, protoze v zakladnich rysech
odpovida podobé okolnich omitek?

22 Omitky uvnitr kruh( byly kvali vystavé otluceny, na-
hozeny a nabileny. Na prvni pohled jsou k nerozeznani od ostatnich. Jejich
plochy jsou ov§em neposkozené galerijnim provozem. Jsou proto jejich
idealnim stavem? A kdyz na né pohlédneme jinak, mizeme o nich stale
uvazovat jako o prazdnych mistech?

Takeé v pripadé novych omitek v kruzich Dubovych obrazobjekt(
se jedna o akt kontroly nad vymezenou plochou a o jeji budovani se zamé-
rem posouvat se smérem k predstave idealu. Paradoxnim naplnéni této
predstavy by ale vtomto sméru de facto byly absurdni galerie, ve kterych
se umeéni nevystavuje. V konceptualni rovine tudiz Dubovo gesto ze chapat
jako naplfiovani/nenaplnovani této predstavy. Podobné obojetna, jako kdyz
dana mista zbavil prazdna a naplnil prazdnem.

23 Fotografie zenskych muskulatur mohou na vystave
vyznivat pouze jako doplriky estetické robustnich obrazobjektli Pain &
Gain. V ramci Dubem aktivizovanych vyznamovych her vystavy jsou ale
podstatné. Nezachycuijiladné Zenske kFivky, ale posilovanim vypracovanou
svalovinu, ktera nezasvécenému pozorovali mlze pripadat spiSe muzskou.

Kulturistika obecné je spénim k idealu zalozeném na kontrolova-
ném vyuzivani télesné sily. Jejim cilem neni mit sily vic, ale formovat (kon-
struovat) lidské télo rozvinutim potencialti jeho vlastni tkané. V tomto sméru
je formou ovladnuti sebe samého. Nesméruje tedy ven - jako napriklad

u uder pésti béhem hospodskeé rvacky, ale soustredi se dovnitr téla samého.

Pro Duba je zenska kulturistika pritaZliva jak tim, ze rozrusuje
vSeobecnou predstavu o vnéjsich odliSnostech mezi femininnim a mas-
kulinnim télesnym ideélem, tak i skute¢nosti, ze prvek sily neni cilem, ale
prostredkem, i kdyZ z neznalosti miizeme jedno s druhym snadno zaménit.
Obdobné jako mizeme zaménit ram za obraz, obraz za objekt, malifské
gesto za socharskou modelaci, konstrukci za destrukci nebo konceptual-
nost se senzualnosti... pokud nepfijmeme fakt, ze vSechny tyto polarity jsou
soucasti sité stav(, v nichz se jeho dila vyskytuiji zaroven.

GALERIE PITEVNA,BRNO, 2022
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24 Z vySe uvedeného by se mohlo nazdavat, ze Dubiv
umélecky program je jakousi vulgarni postmoderni relativizaci, ktera nedo-
voluje diferenciaci a jasna stanoviska rozmazava v kasi vsehochuti. Takovy
postoj ale Dub nezastava, a uz viibec ne v oblasti mimo uméni samotné.
Jestlize k nam ale vytvarnymi prostredky promlouva o universalnéjsich
tématech lidského mysleni, tak o nesnadnosti vyhodnocovani smysloveé
zku$enosti, nebezpecich samoziejmosti a potfebé nazirat skutecnost
nikoliv jako danost, ale jako problém k tazani.

31 Do vrcholicich priprav Dubovy vystavy vstoupila
na pocatku listopadu loriského roku smutna zprava o umrti emeritniho
rektora Masarykovy univerzity Eduarda Schmidta. Ten nejenze patfil mezi
vyznamné podporovatele vytvarnych umélcl a sou¢asného uméniv Brné,
ale vstoupili do zivota Petra Duba jako viibec prvni, kdo si od néj, jeste coby
studenta brnénske FaVU, zakoupil umélecke dilo. Na prvniho sbératele se
nezapomina, stejné jako se nezapomina na vétsinu prvnich, novych a nékdy
i zlomovych okamzikd umélecke drahy. Nezanecha-li totiz po sobé prvni
prodej pachut vykoristovani nebo zneuziti, coz se nanestésti také stava,
byva dalezitym vyslovenim divéry v mladého ¢lovéka a jim nastoupenou
cestu. Petr Dub vzpomina na profesora Schmidta pravé takto. Spolu
s Petrem Kamenickym z Galerie Pitevna jsme se mu proto rozhodli tuto
vystavu dedikovat.

Jifi Ptacek
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PETRDUB

DOUBLE STATES INPETRDUB'SICON-OBJECTS

11 Petr Dub’s artistic work is often perceived in relation
to painting and its critical examination. While this is not an unwarranted
anchoring in the context of Petr Dub’s personal development, we might ask
ourselves a few questions when looking at his work from recent years that
will at least loosen it up. Why do we consider Petr Dub’s work to be paintings
in the first place? Because they are suspended? Because some of them
feature areference to the expressive strokes of paint pastes with brushes
and paintbrushes? Because he titled one of his exhibitions “Another Way
Not to Paint Paintings”, while another “The Gaps Between Paintings”,
and another “The Antithesis of Painting”, while, conversely, none of them
expressed anything about other artistic media? Because of the fact that in
time, he has called his cycles anti-paintings, under-paintings or repetitive
paintings?

In spite of these undeniable references to painting, is it not possi-
ble to state perhaps dryly that due to their three-dimensional nature and
technological execution, they are mostly reliefs, i.e. traditionally speaking,
works of a rather sculptural character? Was it not a key moment for Petr
Dub, at the end of the last decade, when he provided the canvas and the
reinforcements of the lower frames with the opportunity to defy the role
of the obediently waiting painting treasure and thus also to abandon its
unambiguous identity? And what does this mean? If we raise such challen-
ging questions, it is worth suggesting why Petr Dub would do so. Perhaps
through other questions: Is it possible that Dub’s ambition is for his works
to be both paintings and to depart from paintings at the same time? Are
they to blur the distinction between the painting and object/sculpture, and
become both? A kind of icon-objects? And can a similar ambition be found
in other areas of Dub’s approach to works of art?

1.2 For the past hundred years, painting has been the
most sought-after and “bullied” child of the visual arts. Its dominance
among artistic disciplines has been challenged both by the “expansion of
the field” of art and by the recurring controversy over its social functions. In
the current situation, however, when it occupies all spheres of artistic acti-
vity in a form of a surprisingly vital zombie, any dancing onits grave seems
like a somewhat anachronistic ritual. Nevertheless, Petr Dub insists on
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questioning the painting and the picture. He is aware that the current return
of painting to the limelight is largely due to the art market and especially to
the widespread (though mostly probably unconscious) desire of collectors
to bring their acquisitions of original and exclusive works closer to the
status of aristocratic and later bourgeois collectors. For instance, Petr
Dub's recent works from the larger Repetitive Paintings series seem to both
fulfiland frustrate these expectations.

Not only in the spirit of his earlier works, these circular hoops with
empty centres serve as frames and picture surfaces in one. Animportant
part of their concept, however, consists in the fact that they combine the
aspects of singularity and inimitability with the aspects of seriality and
the interchangeability of mutually identical copies. What appears to be
the artist’s physical stake in them s in fact cast from the mould, and what
distinguishes the works from each other is limited by Petr Dub to the choice
of colour shade of the finish.

Understandably, Dub’s icon-objects are also subject to market
exchange. Their visual attractiveness is maximised by the choice of colours
that we traditionally associate with luxury and wealth. It is therefore no
wonder that they are often perceived as glittering art jewels stimulating the
viewer'sindulgence. In a secondary sense, however, these artefacts do
contradict themselves when they place alongside, or perhaps even over
one another, the functions of superficial “decoration” and critical analysis
of factors such as originality, the importance of physical participation in the
creation of the work, etc. In this sense, his work is a hybrid and created by
hybridisation.

21 The B.I.G. exhibition showcases two different yet
related sets of artefacts. The parallels arising between them are aspects
of “power”, “ideal” and “control” embodied in an abstract form. The bent
shapes of the icon-objects in the Pain & Gain cycle give the impression
that they are the result of intense bodily (or perhaps machine?) pressure.

In reality, however, they were not created through the application of a (de)
formative force, but again through a controlled process of casting into
apre-prepared matrix. It could be said of them that they are not destroyed,
but constructed... which, however, does not change the fact that it is hard to
disassociate the aspect of “violence” from them.
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The human mind associates perceived phenomena with already
stored knowledge on the basis of recognised features. This mostly helpful
yet flawed and assumption-based mechanism allows for later corrections,
even though it is a difficult and only partially successful process. Petr Dub
seems to be thematising the layering of information over itself, the emer-
gence of a mixture of incompatible, contradictory or opposing “opinions”.

In my opinion, his point is not to accentuate the fallacy of human opinion
or atrivially simulated reality, but the fact of the existence of two parallel
states.

Similarly, the “emptiness” framed by the casts of the circular
Repetitive Paintings, which form the second component of his exhibition,
may also be misperceived. Is it really an empty, omitted space? Did you take
acloser look? Or did you start from the assumption that it is empty because
it corresponds inits basic features to the form of the surrounding plaster?

22 The plaster inside the circles was beaten, painted
and whitewashed for the purposes of the exhibition. At first glance, they are
indistinguishable from the others. Their surfaces, however, are undamaged
by the gallery operation. Do they thus represent their ideal state? And if we
look at them differently, can we still think of them as empty places?

Alsoin the case of the new plaster in the circles of Petr Dub'sicon-
-objects, itis an act of control over the defined area and its construction
with the intention of moving towards the image of the ideal. However, the
paradoxical fulfilment of this idea would de facto consist in the absurd
galleries in which art is not exhibited. On a conceptual level, Dub’'s gesture
can therefore be understood as the fulfilment/non-fulfilment of this idea.
Itis similarly ambivalent, as if he stripped the particular places of their empti-
ness and filled them with emptiness.

23 Photographs of female musculatures may only
appear in the exhibition as accessories to the aesthetic of the robust Pain
& Gainicon-objects. However, they are essential within the exhibition’s ac-
tivated meaning games. They do not capture graceful female curves, but
weight-worked musculature which, to the uninitiated observer, may appear
rather masculine.

Bodybuilding in general is a movement towards an ideal based on
the controlled use of physical strength. Its goal is not to have more strength,
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but to shape (construct) the human body by developing the potentials of
its own tissue. In this sense, it is a form of self-mastery. It is not directed
outwards - as, for example, with a fist punch during a pub fight - but con-
centrates within the body itself.

Petr Dub perceives women'’s bodybuilding as attractive both be-
cause it upsets the general idea of external differences between feminine
and masculine body ideals, and because the element of strength is not the
objective but the means, even though we can easily confuse one with the
other through ignorance. Similarly, we can confuse a frame with a painting,
apainting with an object, a painter’s gesture with a sculptural modelling,
aconstruction with a destruction, or the conceptual with the sensual...
unless we accept that all these polarities are part of a network of statesin
which his works occur simultaneously.

24 From the above, one might think that Petr Dub’s arti-
stic programme is a kind of vulgar postmodern relativisation not allowing di-
fferentiation and blurring clear positions in a mishmash of all sorts of things.
Yet the author does not take any such position, and certainly notin the
field outside of art itself. However, if he speaks to us through artistic means
about the more universal themes of human thought, it is about the difficulty
of evaluating sensory experience, the dangers of complacency and the
need to view reality not as a given fact but as an issue to be questioned.

31 At the beginning of November last year, the sad news
of the death of Eduard Schmidt, Rector Emeritus of Masaryk University,
entered the peak of preparations for Dub’s exhibition. Not only was he one
of the mostimportant supporters of visual artists and contemporary artin
Brno, but he also entered Petr Dub's life as the very first person to purchase
awork of art from him, still being a student at the Faculty of Fine Arts of the
Brno University of Technology. The first collector is not forgotten, just as
most of the first, new and sometimes turning points in an artist's career are
not forgotten, either. Unless the first sale leaves an aftertaste of exploitation
or abuse, which unfortunately happens, it is an important vote of confidence
in the young person and the path they have taken. Petr Dub remembers
Professor Schmidt in this way. Together with Petr Kamenicky from the
Pitevna Gallery, we have therefore decided to dedicate this exhibition to him.

Jifi Ptacek
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KNIHOVNA VZORU Prace Petra Dubai Alzbéty Rihové osobitym zplisobem rozviji estetiku predstaviteltl amerického minimalismu &i
evropskeého konkrétniho uméni. Petrovii Alzbéte je spolecné konceptualni pfemysleni o obraze, prace s geometrii, monochromii, ale také multipli-
kaci, serialitou, variabilitou, modularnosti. Vychodiskem je médium zavésného obrazu, které véak v pojeti Duba a Rihové expanduje do prostoru - je
soucasné obrazem, objektem i variabilni prostorovou instalaci. Dilezitou roli hraje také povrchoveé zpracovani, které je obéma autordm prilezitosti
pro experiment s nejriznéjsimi, Gasto spektakularné efektnimi materialy.

Petr Dub se prezentuje sérii rozmérnych abstraktnich maleb neobvyklého formatu prstence - toroidu. Obrazy vznikaji komplikovanym
postupem, béhem kterého Petr Dub nejprve klade a upeviuje na platno akrylatoveé &i sadrove odlitky pastdznich malifskych tahi. Systém funguje
jako stavebnice s riznymi opakujicimi se komponenty, vzory, ze kterych umeélec s rozmyslem sestavuje na prvni pohled zdanlivé expresivni ab-
straktni kompozici. Z vysledné asamblaze je zhotovena silikonova forma, ktera slouzi k produkciidentickych betonovych odlitk(, jez jsou autorem
polychromovany. Vznika tak série variaci identického obrazu, které jsou vSak odliSné zbarveny. U nékterych obraz(i jsou barevné odliseny a peclivé
vybarveny jednotlivé reliéfni stopy Stétce, jindy je zvoleno zpracovani monochromni a vynika tak skulpturalni u¢inek malifskych tahd. Vystavovani
v sériich je pro tato dila dllezité, protoze az peclivym vzajemnym porovnanim Ize rozpoznat Salivost ,expresivnich maleb®, které jsou ve skute¢nosti
racionalné vystavénymi plastikami. .V teorii uméni neni nic realného. Vse je vzdalené. VSe je kopii kopie kopie!” priblizuje svoje tvardi postoje

Petr Dub.

Zdrojeminspirace pro tvorbu Alzbéty Rihové je autor&in zajem o historickou architekturu a zkusenost s restauratorskym Femeslem.
Alzbétiny geometrické kompozice plisobi na prvni pohled jako vyrezy z fasad kubistickych, art-dekovych ¢i funkcionalistickych budov. Autorka
pracuje s opakujicimi se geometrickymi vzory, odliSnou hrubosti povrchu, barvou materialt. Na Alzbétinych reliéfnich obrazech se setkame s nej-
je pritomen systém stavebnice, ktery se vak vice uplatiuje u samotné galerijni prezentace obraztl, které Alzbéta Rihova sestavuje do rozevlatych
prostorovych instalaci vyuzivajicich stén i podlah vystavniho prostoru. “Dalezity v mé pracije okamzik, kdy mazu s tradiénim formatem obrazu pra-
covat netradiénim zplisobem a to jak pFijeho povrchové Uprave, tak i pfijeho instalaci.” fika o své tvorbé Alzbéta Rihova. Hybridni ne-obrazy Petra
Duba a Alzbéty Rihové nabizeji bohaty pramen vyznam, signifikaci, citaci a odkazt do historie uménii architektury a souéasné nabizeji divakovi
jemné ironické zamysleni nad médiem zavésného obrazu.

Kurator vystavy Knihovna vzord Milan Mikulastik pojal svou funkci netradiéné a obvykly kuratorsky text nahradil obrazovou eseji.

Na obrazovce u vstupu do expozice se promita slide-show obrazkd, jejichz vybér a skladba funguje jako referenc¢ni a interpretacni ramec vystavy.
Kurator vystavu nekomentuje textem, ale obrazem.
Milan Mikulastik
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LIBRARY OF PATTERNS The work of both Petr Dub and Alzbéta Rihova develops the aesthetics of
representatives of American minimalism and European concrete art in a distinctive way. Both Peter and Alzbétova
share conceptual thinking about the image, working with geometry, monochromy, as well as multiplication, serial-

ity, variability, and modularity. The painting as a medium serves as a starting point, which in Petr Dub and Alzbéta
Rihova’'s

interpretation expands into space, i.e. being at the same time a painting, an object, and a variable spatial installation.
Surface treatment also plays an important role, providing both artists with an opportunity to experiment with various,
often spectacularly effective materials.

Petr Dub presents a series of large abstract paintings in an unusual ring format: a toroid. The paintings are
created through a complicated process in which Petr Dub first places and fixes acrylic or plaster casts of impasto
strokes on the canvas. The system works like a kit with various repeating components or patterns from which the
artist deliberately assembles a seemingly expressive abstract composition. The resulting assemblage is used to
make a silicone mould which then serves to produce identical concrete casts polychromed by the artist. This results
in a series of variations of an identical image, yet coloured differently. In some of the paintings, the individual relief
brush marks are distinguished and carefully coloured, while in others a monochrome treatment is chosen to give
the sculptural effect of the artist’s strokes. Exhibiting in series is important for these works, since only by careful
comparison with each other can one detect the shabbiness of the “expressive paintings”, which are in fact rationally
constructed sculptures. “There is nothing real in art theory. Everything is distant. Everything is a copy of a copy of
acopy!” explains Petr Dub his creative attitude.

ISBN 978-80-908472-7-9 59

The source of inspiration for Alzbéta Rihova's work is the artist’s interest in historical architecture and her
experience with the restoration craft. At first glance, Alzbeta’'s geometric compositions look like cut-outs from the
facades of cubist, art-deco or functionalist buildings. The artist works with repetitive geometric patterns, different
surface roughness, and colour of materials. Alzbéta’s relief paintings feature various plasters and cements, imitation
of polished stone, or even a veristic imitation of ceramic tiles. As in the work of Petr Dub, there is a system of the con-
struction set, yet it is applied more in the actual gallery presentation of the paintings, which Alzbéta Rihova assem-
bles into sprawling spatial installations using the walls and floors of the exhibition space. “Animportant momentin my
work is when | can work with the traditional format of a painting in a non-traditional way, both inits surface treatment
and initsinstallation,” says Alzbéta Rihova about her work.

The hybrid non-paintings by Petr Dub and Alzbé&ta Rihova offer a rich source of meanings, significations,
quotations, and references to the history of art and architecture, while at the same time offering the viewer a gently
ironic reflection on the medium of the painting itself.

Milan Mikulastik, the curator of the Library of Patterns exhibition, has taken an unconventional approach
and replaced the usual curatorial text with a pictorial essay. A slide show of images is projected on the screen at the
entrance to the exhibition, the selection and composition of which functions as a reference and interpretive frame-
work for the exhibition. The curator does not comment on the exhibition with text, but with images.

Milan Mikulastik
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TABULA RASA BREACH Otevreme list a predpokladejme jeho
naplnéniiprazdnotu. Pfedpokladejme, Ze je Cerny stejné jako bily - toje
podstata a cil této vystavy, ktera se zabyva nejednoznac¢nosti.

Spolecny stylisticky pristup spojuje praci obou umelcd,
Petra Duba a Josefa Mladéjovského. Lépe feGeno spolecné expresivni
prvky jako minimalistické formy prekryvaiji hranice obrazu a objektu. Je to
malba, ktera vytvari objekt, nebo se v jeho pozici sama nachazi?

Oba autori prostrednictvim vystavy s nazvem Tabula Rasa
Breach spojuji své dovednosti, aby pokrocilia mohli se vénovat zkoumani
vlastni prace, ktera usti do spletence spole¢ného dila reprezentovaného
pojmem - sloup. A pravé zde se nachazi vySe zminéna viceznac¢nost a poru-
Seni konceptu tabula rasa“. Nejde o samotnou praci umélcu, ale o definici
moznosti spolecného elementarniho vyzkumu.

Vakuum. Témér nezretelna vsudypritomnost plného a prazdného.
Naruseni prazdnoty, ktera neustale pripomina to, co lezi za ni, nebo pred
ni. To jsou pojmy, které jsou patrné v praci Petra Duba. ,Bily list*, ktery
prameni z opakujicich se objektl, a naopak cyklické zachazeni s objekty.
Obsedantni forma a opakovaneé tahy Stétcem vedou ke stavu fuze, ve
kterych se malba stava objektem a material se stava formou.

TABULA RASA BREACH

66

Prace Josefa Mladéjovského se naopak zaméruje zejménana
koncept pravdy. Na pravo sdéleni pravdy prostrednictvim umeéleckého
dila, ¢i v ramci pfedpokladaného zaméru, Ze se tak stane. Viceznaénost
pretrvava ve hre s pravdou samotnou. Zneuziti pravdy a jeji pokriveni mize
vest k nivelizaci jeji sily i podstaty. Boj za pravdu o sou¢asném svété se zda
drolit vdobé, ktera prekypuje nejasnosti.

Sloupy vyrustaiji z tohoto substratu mnohoznacnosti, ve kterém se
formy reformuiji a koncept zpochybriuje tvariv tvar své historickée platnosti.
Sloupy, do kterych umélci vkladaji minulost, Septaji viastni archetypy
arozdrobuiji zékladni udalosti vyvoje civilizace. Autofi parafrazuji funda-
mentalni historii humanity, vytvareji sochy evoluce ateistickych principl
a zpochybnuji sou¢asnost. Odpovédijim nejsou primo dila slouzici jako ora-
kulum budoucnosti, ale spiSe pilife, které mohou byt ¢teny odspoda nahoru
¢iopacné - v nekone¢ném procesu konstrukce a dekonstrukce novych
jazyku, znovuobjevenych znak( a opakovaného konceptu tabula rasa®.

Domenico de Chirico
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TABULA RASABREACH Openasheet and assumeits fullness as
emptiness, assume its being black as being white: there is the focal point of
what this exhibition is supposed to investigate, there is its objective turned
to ambiguity.

The work of both artists Petr Dub and Josef Mladéjovsky has
acommon stylistic approach, or rather common expressive elements such
as minimal shapes and the overlaying of painting and object. Is it the painting
that makes the object or does it stand on the object?

By means of this exhibition, entitled Tabula Rasa Breach, the two
artists combine their artistic skills to work on a next step whichis represent-
ed by the research of both as well as by the intrinsic links between their work
as well as the entanglements that result from it until we conceive a common
point of reflection that is merely represented by the columns.

And here’s the point where the ambiguity mentioned above, this
violation of the “tabula rasa”, makes its way in the work of the two artists - in
this common element of research.

Surely the emptiness, the indistinct persistence of the full and the
empty, the violation of the emptiness that remembers all the time what is
behind and what is in the front, this white sheet springing from the cyclicality
of the objects are evident in the work of Petr Dub, especially in the way he

TELEGRAPH, OLOMOUC, 2020

67

treats the shape and objects resulting from his work: the obsessive form
and repeated brushstrokes lead to a state of fusion where the painting
becomes the object and the material becomes the form.

The work of Josef Mladéjovsky is mainly focused on the concept
of truth, the prerogative of telling the truth through the artistic work or on
the alleged intentionality that this happens. The ambiguity persists here in
playing with the truth. The abuse of the truth can lead to cancellation of its
power and it the same time, the struggle for truth in the contemporary world
seems to crumble in the face of the unclearness of our times.

From this substrate of ambiguity where the formis reformed and
the given concept falters in the face of its own historical validity, there arise
the columns in which the artists tell about the past, whisper the archetypes
and break the fundamental events of the history of humanity, they sculpt the
evolution of atheist principles, question the present not to obtain the mon-
uments for an oracle but rather the columns that can be read from down to
the top and vice versa in a continuous coming and going of constructions
and deconstructions of new languages, of reinvented signs and repeating
“tabularasa”. Domenico de Chirico
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OKAMZIKY, KTERE SE V HISTORII NIKDY NESTALY

Segment autorského cyklu Historie opakuje sama sebe sestava
zinstalace ¢tyr kopii antickych sloupt v prostorach materské Skolky
prazskeého sidlisté Vlasta. Povrch akrylatovych sloup je zpracovan di-
gitalni klicovaci barvou odkazuijici k absenci déjinného kontextu v ramci
dnesni funkce budovy. Virtualni modra demonstruje prazdna mista na
mape nasi vlastni, nepfrilis vzdalené historie. Sloupy vyuzivaji originalnich
nosniky a cilené zakryvaiji pavodni primysloveé vzezreni. Priceli Skolky
na nekolik mésicl s nadsazkou propuijcuje charakter reckeé agory -
shromazdisté svobodnych ob&and, ktera byla kli¢ovym urbanistickym
prvkem reckych méstskych statd, jejich fizeni, obchodu i demokracie.

Dilo vyuziva specifické architektonické nestylovosti budovy
ajeji vazby na kdysi velkoryse pojednané sidliste, vzdalené prakticky
jen nékolik desitek minut od historického centra Prahy. Materska Skolka
Magnitogorska se metaforicky nachazi ve stinu pyramidy prekotnych
déjin. Stoji v sousedstvi historické tovarny Koh-i-noor, navazuje na
prostor rakousko-uherskych Vozatajskych kasaren VrSovice (béhem
Il svétové valky obsazenych nacistickou armadou) a stala se i souc¢asti
nuceného odsunu 3 500 obyvatel (pfevazné rodin vojakui z povolani)

z obce Milovice v dusledku sovétské okupace po roce 1968.

Dnesni sidlisté definuje zateplovaci hav riiznobarevného
polystyrenu nad rozpadajicim se utopistickym podloubim, opusténé
umélecke plastiky, neudrzovana zelen, ale i priblizujici se zajem develo-
peru, zatimco jeho verejny prostor jsme spolecné opustili, nebo nikdy
nezabydleli(?). Petr Dub

7

MOMENTS INHISTORY WHICH NEVER HAPPENED The work
from the artist’s cycle History Repeats Itself consists of the installation of
four copies of ancient columns in the kindergarten of the Vlasta housing
estate in Prague. The surface of the acrylic columns is treated with a digital
keying paint referring to the absence of a historical context within the
current function of the building. Virtual blue demonstrates blank spaces on
amap of our own, not too distant history. The columns use original beams
and purposefully cover the original industrial look. For several months, the
facade of the kindergarten gives with exaggeration the character of the
Greek agora - a gathering place for free citizens, which was a key urban
element of the Greek city-states, their management, trade and democracy.

The work uses the specific architectural lack of style of the
building and its association to the once generously conceived housing
estate, only a few tens of minutes from the historical centre of Prague.
Magnitogorska Kindergarten is metaphorically located in the shadow of
the pyramid of rapid history. It is located in the vicinity of the historic Koh-
i-noor factory, being adjacent to the Austro-Hungarian Chariot Barracks
in VrSovice (occupied by the Nazi army during World War l), while it also
became part of the forced removal of 3,500 inhabitants (mostly families
of professional soldiers) from the municipality of Milovice as a result of the
Soviet occupation after 1968.

The current housing estate is defined by the insulation gown of
multi-coloured polystyrene above a crumbling utopian arcade, abandoned
artistic sculptures, unmaintained greenery, but also the approaching inter-
est of developers, while its public space has been left by everybody,
or has never been settled(?).

Petr Dub

OKAMZIKY, KTERE SE
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PETRDUB

AMOCE/THEEYEISBLACK/BLACKEYE Série, nakteré Petr
Dub pracoval zhruba poslednirok ajiz nyni poprvé prezentuje na verejnosti,
se logicky vrazuje do jeho predchozi tvorby, a zaroven v ni predstavuje novy
jasné definovany usek. Kontinuita spodiva v tom, Ze stejné jako nékolikrat
predtim jde i vtomto pfipadé o dila, v nichZ absentuje néjaky na prvni
pohled zfejmy konvencni obsah a dliraz je polozen na jejich formalni kvality,
dale o obrazy expandujici smérem k reliéfu a objektu, a kone¢né o prizkum
samotnych predpoklad( existence obrazu jako takového. A naopak rozdil
by se dal popsat nasledujicim posunem: Jednim z Ustrednich problémd,
ktere Dub sledoval ve svych starSich pracich, byly materialni hranice
tohoto média, vymezuijici, kdy Ize jesté hovorit o obrazu. Nékdy mackal
monochromni, malifsky zcela tradi¢né pojednana platna bez slepého ramu
do amorfnich struktur zavésenych na sténu, v poslednich letech naopak
platna vypinal na drevéné konstrukce a pridaval jim tfeti rozmér. Nyni
ovsem jde vtomto priizkumu dal, doslova ,za obraz".
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Vlastnim tématem vystavenych praci je totiz samotné vizualni vni-
mani jako de facto ta nejzakladnéjsi podminka existence obrazu v nasem
svété. Pro jeho intelektualni pristup k uménije charakteristické, Ze si pritom
do hloubky nastudoval fyziologii zraku od dopadu svételného paprsku na
sitnici po konstrukci obrazu vnéjsi reality v pfislusné ¢asti mozku. Dvojice
oCivném hraje stejnou roli jako nase vizualni pamét, a plasticky obraz
v nasi mysli tak neni mechanickym odrazem reality, spiSe jeji specifickou
rekonstrukci. Petr Dub tento proces problematizuje tim, ze nam predklada
zdvojenou realitu ve formé podobnych, zarover vsak zretelné odlisnych
diptychd. V prvniroviné tak mizeme jeho souc¢asné obrazy vnimat jako
jakési opticke testy, analogii Rorschachovych testd na poli vizualniho
vnimani.

Zaroven jsou to vSak stale vizualni dila svého druhu, sloZzena ze
dvou zakladnich komponent klasického malovaného obrazu: z vypnu-
tého platna jako tradi¢ni malifské podlozky a z barev v Siroké skale typu.

ISBN 978-80-908472-7-9

Spickové soudasné materialy na bazi akrylu, u nichz vyuziva vysoké visko-
zity k jejich tfirozmérnému formovani, kombinuje s lacinymi primyslovymi
barvami stejné jako s klasickymi barvami olejovymi. Nékdy je dale gesticky
~.modeluje” stétcem, jindy pouziva nastroje, kterymi surovou malifskou
hmotu pouze kraji a stfiha, a asto je na platno nanasiv podobé amorfnich
blob.

Raznobarevné nanosy &istych barev plsobi na prvni pohled
jako Ciry chaos, spiSe jako paleta nez obraz, avsak jisty fad je v nich vzdy
pritomen. Kazdy z nich plsobi odlisné a v mysli divaka, ktery je soustredéné
pozoruje, evokuji urcite vizualni vzpominky — nékdy jako bychom se ocitli
uprostred ostrova plovoucich plastd, jindy zase v sladké krajiné marSmelou-
nu, v kabiné kosmicke lodi nebo v animovaném filmu. Jsou to zkratka obrazy,
které vzbuzuiji jisté emoce (viz nazev vystavy) a rozjizdéji vizualni fantazii
do rdznych smér(, ovsem vzdy spojenych s rliznymi sférami sou¢asné, Ci
dokonce futuristickeé vizuality.
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Dulezité jeito, Ze narozdil od predchozich hladce vypjatych
reliéfnich platen lesklych tonl nejsou prvoplanoveé libivé. V nécem pripo-
minaji rané syrové monochromni Antipaintings, v nichz Petr Dub zkoumal
potencial malifského gesta a malbu redukoval na jeji podstatu. Zde je toho
vSak naopak k vidéni tolik, az z toho prfechazi zrak. Ten zrak, o néjZ tu jde
predevsim. Marcel Fiser

AMOCE

ETCETERA GALLERY,BRNO, 2019, KURATOR MARCEL FISER
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PETRDUB

AMOCE / THEEYEISBLACK/BLACKEYE The series on which
Petr Dub (1976) has been working on for roughly the past year and is now
being presented to the public for the first time is logically integrated into

his previous work, and at the same time it represents a new clearly defined
section. The continuity lies in the fact that, as many times before, these

are works in which there is alack of obvious conventional content. The
emphasis is put on their formal qualities. Paintings expand towards reliefs
and objects, and finally explore the very assumptions of the existence of
the image itself. On the contrary, the difference could be described by the
following shift. One of the central problems that Dub was observing in his
earlier works was the material boundaries of this medium, defining when
we can still speak of a painting. Sometimes he squeezed the monochrome,
traditionally conceived canvas without a blind frame into amorphous struc-
tures hung on the wall. In recent years, he stretched canvases on wooden

AMOCE

76

structures and added a third dimension to them. However, he now goes
further into this survey, literally “beyondimage”.

The actual theme of the exhibited works is visual perception itself
as the de facto most basic condition for the existence of the image in our
world. His intellectual approach to art is characterised by the fact that he
thoroughly studied the physiology of vision from the impact of the light beam
on the retina to the construction of the image of external reality in the rele-
vant part of the brain. The pair of eyes plays the same role in it as our visual
memory, so the plastic image in our mind is not a mechanical reflection of re-
ality, but rather its specific reconstruction. Petr Dub challenges this process
by presenting us with a dual reality in the form of similar but clearly different
diptychs. On the first level, we can perceive his contemporary images as an
optical test, an analogy of Rorschach’s tests in the field of visual perception.

76
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At the same time, however, they are still visual works of its kind,
composed of two basic components of a classic painting: a stretched can-
vas as a traditional painter’s pad and colours in a wide range of types. Petr
Dub combines top-class acrylic-based materials using their high viscosities
to form three-dimensional shapes with cheap industrial paints as well as
classic oil paints. Sometimes he “gestures” them with a brush, another
time he uses cutting tools by which he cuts raw painting material and often
applies it to the canvas in the form of amorphous blobs.

Atfirst glance, the multicoloured depositions of pure colours
appear as pure chaos - rather as a palette than animage - but a certain
order is always present in them. Each looks different and in the mind of the
viewer watching them they evoke certain visual memories - sometimes as if
we are in the middle of anisland of floating plastics, sometimes in the sweet
landscape of marshmallows, in the cabin of a spaceship or in an animated

ETCETERA GALLERY,BRNO, 2019
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film. In short, they are images that evoke certain emotions (see the title of
the exhibition) and set off visual fantasy into different directions, but always
associated with different spheres of contemporary or even futuristic visuals.
Itis alsoimportant that, unlike previous smoothly stretched em-
bossed canvases of shiny tones, they are not primarily attractive. Insome
ways they resemble early raw monochrome Antipaintings, in which Petr Dub
explored the potential of a painting gesture and reduced it to its essence. On
the other hand, there is so much to see. The sight, this is what matters most..
Marcel Fiser
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PETRDUB

VETY PO KONCEPTUALNIM UMENI

VETY PO KONCEPTUALNIM UMENI
Sol LeWitt, 1969

8. Pokud jsou pouzivana slova jako liturgie aritual,
implikuji celou tradici a predpokladaji nasledné prijimani této
tradice. Tim kladou omezeni na vériciho, ktery tudiz vaha pri
osvojovaniviry, ktera by tato omezeni presahovala.

16. Pokud jsou pouzivana slova a pokud vznikla
zmyslenek o vife, potom jsou pouze virou a nikoliv

1. Véfici jsou spise mystici nez racionalisté. Dosahuiji
zaveéru, ktere logika nemuze pojmout.

9. Nabozenstvi a virajsou dvé rtizné véci. Nabozenstvi
obsahuje véeobecny smér, zatimco vira je komponent. Vira
uskutecéiuje nabozenstvi.

17. Vsechny myslenky jsou virou, pokud se virou zabyvaji
apokud spadaji do konvenéniho pojetiviry.
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SBORKNEZE AMBROZE, HRADEC KRALOVE, 2020

2. Racionalni Givahy opakuji racionalni nazory.

10. Myslenky mohou byt projevy viry; jsou ve vyvojovém
fetézci, ktery pfipadné mulze zaujmout néjakou podobu.
VSechny myslenky nemusi byt nezbytné nutné fyzicky
vykonané.

18. Lidé se obvykle snazi pochopit nabozenstvi minulosti
tak, ze na ného aplikuji souc¢asné konvence, z ¢ehoz vznika

3. Iracionalni nazory vedou k novym zkugenostem.

1. Poznani nemusi nezbytné nutné prichazet v logickém
poradi. Mlize se vyvijet necekanymi sméry, nicméné akt
uvéreni musi byt v mysli dokoncen pred tim, nez se zformuje
poznani nasleduijici.

19. Konvence nabozenstvi jsou pozménovany projevy viry.

nabozenstvim, stejné tak, jako Cisla nejsou matematikou.

24. Vnimani je subjektivni. 25. Neni nezbytné nutné, aby véfici rozumél své vlastni
vite. Jeho vnimani neni anilepsi ani horsi nez vnimani
ostatnich.

32. Banalni myslenky nemohou byt zachranény 33. Je slozité zpackat dobry napad.

nadhernym provedenim.

VETY PO KONCEPTUALNIM UMENI{ Umélec Petr
Dub se mimo jinych témat dlouhodobé zabyva interpretaci slova a obrazu.
Casto k tomu vyuziva chitekturu, ktera do jeho tvorby vstupuije jako diistoj-
na a trvala platforma pro vyrknuti polemickych, ironickych, nestalych nebo
etablovanych vrstev, novych vizualnich a obsahovych informaci.

Podobnou strategii zaujal v projektu Véty po konceptualnim
uméni, ktery vytvoril pro interiér Sboru knéze AmbroZze Cirkve Ceskoslo-
venske husitské v Hradci Kralové. Jedna se o specifickou sakralni stavbu,
navrzenou architektem Josefem Gocarem, ktera byla postavenav letech
1926-1929 v asketickém duchu nastupujiciho modernismu. Tato architek-
tura ukazuje Gocaruv vyvoj smérem od strukturované a cihlové individuali-
stické moderny k jasnym a ostrym uhltm a plocham funkcionalismu. Chram
je soucasti vétsiho souboru, postaveného na plidorysu nepravidelného
trojuhelniku a obklopeného budovami diecéze, fary a kolumbaria. V samot-
ném cipu se nachazi kostel, ktery svou zuzujici se lodi a kruhovymi okny
symbolicky pfipomina lod.

Petr Dub vstupuje do interiéru s respektem ke Gocarové archi-
tekture a ve snaze o vytvoreni novych souvislosti. Ve své praci vyuziva
esencialni text o konceptualnim uméni - Véty o konceptualnim umeéni, ktery
na konci Sedesatych let formuloval americky minimalisticky sochar
Sol LeWitt, jehoz uméni ma mimochodem k architekture velmi blizko.
Kromé geometricky konstruovanych objektt a kreseb, navazujicich na
videnskou secesi a radikalni redukci tvarti v tvorbé Josefa Hoffmanna
adalSimodernistu, se LeWitt zabyva v teoretickych ivahach i vyznamem
konceptualniho uméni. Sam navazné patfi ke generaci definujici vyznam
konceptualismu pro druhou polovinu 20. stoleti.

LeWittovy racionalni i spekulativni vyklady konceptualniho uméni
promita Dub do struktur prisné modernisticke architektury a zachycuje tak
dogmata vytvarného uméni minulého stoleti v dnesjiz stejné dogmaticky
chapané architekture. Autor se zamérné vyhnul pokusu véty aplikovat
do fyzické architektury. Na projetu proto spolupracuije se svym kolegou,
fotografem Zdenkem Porcalem, ktery interiér kostela vice nez dokonale
fotograficky zachycuije, aby vznikly material v postprodukci navazneé upravil
Pavel Vinter, profesné zbéhly v architektonickych vizualizacich. Vznika tak
fetézec vyznamovychivizualnich vrstev bez toho, aniz by se véty skutecné
v architekture objevily. V myslenkové roviné se jedna o riizné vysede reality,

neporozuméni nabozenstvi minulosti.

26. Véfici mize vnimat vyznani ostatnich lépe nez 27. Koncept ndboZenstvi muze zahrnovat podstatu viry

vyznanivlastni. nebo proces, pfikterém je vytvarena.

34. Kdyz se vérici nauci véit prilis, vytvari povrchni viru. 35. Tyto véty jsou poznamkami o vife, nejsou v§ak virou
samou 0 sobé.

jakési profesniiluze, se kterou siautor zamérné pohrava v naslednosti
skute¢na architektura - slovo - vizualizace - reprodukce a postprodukce.
V tomto smyslu se nabizi paralela k samotnému avantgardnimu uméni, ve
kterém pretrvava vira ve vlastni nedotknutelnost, zachovavajici sou¢as-
né pravo na zpochybnovani veskerych spolecenskych umluv. Autor se
odvolava na pouziti souc¢asnych architektonickych nakrest a vizualizaci,
které jsou obecné chapany jako zplsob zobrazeni reality”, zaroven ji vSak
vyjadruijijen ¢astecné a v mnoha pripadech zcela nepresné ¢i zamérné
zavadéjicim zplsobem.

Petr Dub neposouva véety pouze ve smyslu vizualnim, ale i vyzna-
movém, kdyz slova ,uméni“a,umélec” zaménuje v LeWittovych vétach za
slova ,vira“a,verici*. Myslenky ziskavaiji zcela novy obsahovy ramec a v kon-
textu sakralniho architektonického prostoru se posouvaiji do obecné roviny
spolecenskych, kulturnich a spiritualnich hodnot sou¢asné spole¢nosti
ajejich promény a pripadného rozkladu.

Umeélec soucasné pracuje s motivem pisma v architektonickém
prostoru. Text jako takovy se behem dvacatého stoleti stal zasadnim
vytvarnym mediem. Od ¢isté funk&niho nositele obsahu se pismo dostalo
do vizualniho kontextu, a to napriklad s pfichodem moderni typografie
areklamy, jejiz pionyfi pracovali ve stejném duchu a dobé jako architekti
funkcionalismu. Véty a jazyk jako Cisté vytvarny prvek se pozdéji objevuji
i v architekture - v precizné vyrobenych vyvésnich stitech komercénich
znacek i v koncepci architektury jako takové. V dilech kalifornského hnuti
Supergraphics a jeho hlavni predstavitelky Barbary Stauffacher Solomon
se pismo méni ve vyrazny pop-artovy dekor, zatimco v tvorbé uruguay-
ského architekta Maria Payssé Reyese nese pismo, podobné jako u Duba,
az posvatny obsah. Plastickymi kfestanskymi napisy z cihel napriklad
dekoroval fasadu kostela Seminario Arquidiocesano v Montevideu.

Petr Dub ve svém novém projektu opét propojuje stripky mozaiky
déjin uméni a architektury a jejich prestavénim se vraci ke starym tématim
a zaroven otevira nova.

Adam Stéch
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VETY PO KONCEPTUALNIM
UMENI

4. Formalni vira je nevyhnutelné racionalni.

12. Pro kazdy akt viry, ktery se stava hmotnym, existuje
mnoho jeho variaci, které hmotné nejsou.

20. Uspésna viraméni nase porozuméni konvencim tak,
Ze méni nase vnimani.

28. Pokud je myslenka viry stanovena v mysli véficiho aje
rozhodnuto o jeji koneéné formé, je cely proces dokonéen
pouze naslepo. Existuje mnoho vedlejsich podnéta, které
véfici nemuze pojimat. Tyto podnéty véak mohou byt vyuzity
jako myslenky pro nové projevy viry.

5. Iracionalni myslenky by mély byt nasledovany
rozhodné alogicky.

13. Akt viry mtze byt povazovan za vodi¢ mezi mysli
vériciho a Boha. Nikdy by ale k Bohu nemél doopravdy
dosahnout a také by nikdy nemél opustit mysl véficino.

21 Vnimani myslenek vede k novym myslenkam.

29. Proces je mechanicky a nemélo by s nim byt
manipulovano. Mél by se vyvijet svévolné.

6. Pokud véfici zméni svij nazor v pribéhu utvareni viry,

kompromituje vysledek a opakuje v minulosti dosazeny efekt.

14. Slova jednoho vériciho k druhému mohou vyvolat
myslenkovy fetézec, pokud spolu sdileji spole¢ny koncept.
predstavu.

22. Vérici sinemuize predstavit svou viru, a nemuze ji
pochopit, dokud neni tplna.

30. Vira obsahuje mnoho riznych prvku. Ty nejdllezitéjsi
jsou také nejziejméjsi.
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7. Vle véFiciho je v procesu iniciace az ukonceni
viry druhofada. Vile véficiho muize byt pouze projevem
jehoega.

15. Protoze zadny projev viry nenive své podstaté
dulezitéjsi nez ostatni projevy, véfici mize rovnym dilem
pouzivat jakoukoliv formu viry od slovniho vyjadiovani
(at mluvou ¢i pismem) az k fyzické realité.

23. Vé&fici mize $patné pochopit viru (porozumét ji
jinak nez jiny véfici), nicméné stejné maze byt sveden
svym vlastnim nespravné vylozenym myslenkovym
fetézcem.

31 Pokud vérici pouziva stejny pristup ve vice
projevech viry améni pouzity pristup, Ize pfedpokladat,
Ze zamér véficiho tento pristup zahrnuje.




PETRDUB

SENTENCES AFTER CONCEPTUAL ART 1 Believers are mystics rather than rationalists. They leap
Sol LeWitt, 1969 to conclusions that logic cannot reach.

8. When words such as liturgy and ritual are used, they 9. The religion and faith are different. The religion implies
connote the whole tradition and imply the consequent ageneral direction while the faith is the component. The faith
acceptance of this tradition, thus placing limitations on the implements the religion.

believer who would be reluctant to acquire the faith that goes

beyond the limitations.

16. If words are used, and they proceed from ideas about 17. Allideas are faith if they are concerned with faith and
faith, then they are merely faith and not religion; the same fall within the conventions of faith.
anumbers are not mathematics.

24. Perception is subjective. 25. The believer may not necessarily understand their
own faith. Their faith is neither better nor worse than that
of others.

32 Banalideas cannot be rescued by beautiful 33. Itis difficult to bungle agood idea.
execution.

SENTENCES AFTER CONCEPTUAL ART Among other topics,
the artist Petr Dub has long been involved in the interpretation of words and
images. For this purpose, he often uses architecture which enters his work
as adignified and permanent platform for uttering polemical, ironic, unstable
or established layers of new visual and content information.

He adopted a similar strategy in the project Sentences after
Conceptual Art, which he created for the interior of the Church of Priest
Ambrose of the Czechoslovak Hussite Church in Hradec Kralové. It is a spe-
cific sacral building, designed by the architect Josef Gocar, which was built
in 1926-1929 in the ascetic spirit of the emerging modernism. This architec-
ture shows Gocar’s development from structured and brick individualistic
modernity to clear and sharp angles and areas of functionalism. The temple
is part of alarger ensembile, built on the ground plan of anirregular triangle
and surrounded by the buildings of the diocese, parish office and columbari-
um. At the very end, there is the church, which symbolically resembles a ship
with its narrowing nave and round windows.

Petr Dub enters the interior with respect to Gocar’s architecture
and in an effort to create new connections. In his work, he uses an essential
text on conceptual art, Sentences on Conceptual Art, formulated in the
late 1960s by the American minimalist sculptor Sol LeWitt, whose art is, as
amatter of coincidence, very close to architecture. In addition to geometri-
cally constructed objects and drawings following the Viennese Art Nouveau
and the radical reduction of shapes in the work of Josef Hoffmann and
other modernists, LeWitt also deals with the importance of conceptual art
in theoretical considerations. He himself belongs to the generation defining
the meaning of conceptualism for the second half of the 20th century.

LeWitt’s rational and speculative interpretations of conceptual
art are projected by Petr Dub into the structures of strict modernist ar-
chitecture, thus capturing the dogmas of the fine arts of the last century
in today’s equally dogmatically perceived architecture. The author delib-
erately avoided attempts to apply the theorems to physical architecture.
Therefore, he collaborates on the project with his colleague, photographer
Zdenék Porcal, who captures the interior of the church more than perfectly
photographically, so that the resulting material is subsequently modified
in post-production by Pavel Vinter, professionally versed in architectural
visualisations. This creates a chain of semantic and visual layers without the

VETY PO KONCEPTUALNIM UMENI
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2. Rational judgements repeat rational judgements. 3. Irrational judgements lead to new experience.

10. Ideas can be expressions of faith; they are ina chain n Ideas do not necessarily proceed in logical order.

of development that may eventually find some form. Allideas They may set one off in unexpected directions, but anidea

need not be made physical. must necessarily be completed in the mind before the next
oneis formed.

18. One usually tries to understand the religion of 19. The conventions of the religion are altered by the

the past by applying the convention of the present, thus expressions of faith.

misunderstanding the religion of the past.

26. A believer may perceive the faith of others better than 27. The concept of religion may involve the matter of the

their own. faith or the process in which it is made.

34. When abeliever learns to believe too much, they 35. These sentences comment on faith, yet are not faith.

create a superficial faith.

sentences actually appearing in the architecture. At the level of thought,
these are various sections of reality, a kind of professional illusion, with which
the author deliberately plays, followed by the actual architecture: word -
visualisation - reproduction and postproduction. In this sense, a parallel is
offered to avant-garde art itself, in which the belief in one’s own inviolability
persists, while at the same time preserving the right to challenge all social
conventions. The author refers to the use of contemporary architectural
drawings and visualisations, generally understood as a manner of depicting
“reality”, yet at the same time expressing it only partially and in many cases
completely inaccurately or in an intentionally misleading manner.

Petr Dub does not shift the sentences only in the visual sense, but
alsoin the semantic sense, when he replaces the words “art” and “artist” in
LeWitt's sentences with the words “faith” and “believer”. The ideas acquire
acompletely new content framework and in the context of the sacral
architectural space, they transcend to the general level of social, cultural
and spiritual values of contemporary society and their transformation and
possible decomposition.

At the same time, the artist works with a font motif in the architec-
tural space. The text as such became an essential art medium during the
twentieth century. From a purely functional bearer of content, the writing
came into a visual context, for example, with the advent of modern typog-
raphy and advertising whose pioneers worked in the same spirit and time
as the architects of functionalism. Sentences and language, as a purely
artistic element, later appear in architecture as well: in precisely manufac-
tured signboards of commercial brands and in the concept of architecture
as such. In the works of the Californian movement Supergraphics and its
main representative Barbara Stauffacher Solomon, the font changes into
adistinctive pop-art decor, while in the work of the Uruguayan architect
Mario Payssé Reyes, the font carries even a sacred content, similar to Petr
Dub’s approach. For example, he decorated the fagade of the Seminario
Arquidiocesano Church in Montevideo with plastic Christian brick
inscriptions.

In his new project, Petr Dub again connects the fragments of the
mosaic of the history of art and architecture and by rebuilding them, he
returns to old themes and at the same time opens new ones.

Adam Stéch
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4. Formal faith is essentially rational.

12. For each act of faith that becomes physical, there are
many variations that do not.

20. Successful faith changes our understanding of the
conventions by altering our perceptions.

28.  Oncetheides of the faith is established in the
believer's mind and the final form is decided, the process

is carried out blindly. There are many side effects that the
believer cannotimagine. These may be used asideas for the
new expressions of faith.

5. Irrational thoughts should be followed absolutely
and logically.

13. An act of faith may be understood as a conductor from
the believer's mind to God. But it may never reach God or it
may never leave the believer's mind.

21. Perception of ideas leads to new ideas.

29.  Theprocessis mechanical and should not be
tampered with. It should run its course.

SBORKNEZE AMBROZE, HRADEC KRALOVE, 2020
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6. If the believer changes their mind in the course of
creating their faith, they compromise the result and repeats
the effects achieved in the past.

14. The words of one believer to another may induce an
idea chainif they share the same concept or idea.

22. The believer cannot imagine their faith, and cannot
perceive it until itis complete.

30. There are many elements involved in the faith. The
mostimportant are the most obvious.
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7. Thebeliever's willis secondary to the process of
initiation to completion of the faith. The believer’s wilfulness
may only be an expression of their ego.

15. Since no expression of faith is intrinsically superior to
another, the believer may equally use any form of faith, from
an expression of words (written or spoken) to physical reality.

23. The believer may misperceive the faith (understand it
differently from another believer) but still be set off their own
chain of thought by that misconstrual.

31, Ifabeliever uses the same approach in multiple
expressions of faith and changes the approach applied,
one would assume that the believer’s intent involved the
approach.
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MYSLET JINAK - HOMMAGE JIRIMU VALOCHOVI TIC,BRNO, 2019, KURATORKA MARIKA KUPKOVA

MYSLET JINAK

Je krasné byt samg sen
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MYSLET JINAK - HOMMAGE JIRIMU VALOCHOVI Zadanim pro intervenci do nového prostoru kultur-
né-informacniho centra v Brné byla potreba ozivit prostor slouzici ke koordinaci rliznych funkci. Prostory slouzi
jako konferenéni mistnost, oteviené kancelare ainformacni recepce zaroven. Jejich dispozice je ovsem definovana
nejen spolecenskou funkci, ale i historickou architekturou spojenou s ¢lenénim prostoru pomoci vyrazné obloukové
klenby. Do rekonstrukce architektonického studia Element jsem se rozhodl vstoupit v duchu brnénské konceptualni
tradice. Projekt Myslet jinak recykluje rtizné firemni slogany ¢inici nas zivot ,.chytrejsim, efektivnéjsim a Stastnéjsim”,
nez je béznarealita. Zajimalo mne, zdali se jejich interpretace a copyright zméni, pokud se objevi v prostoru nabize-
jici sluzby Cisté neziskového sektoru. Textovy posun je pro mne osobné nejen intelektualné fizenou provokaci, ale
i poctou dilu vyznamného brnénského umélce a teoretika - Jiriho Valocha.

Petr Dub
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THINK DIFFERENT - HOMMAGE TO JIRi VALOCH The brief for the intervention in the new space of the
cultural and information centre in Brno was the need to liven up the room used for coordination of various functions.
The premises serve as a conference room, open offices and an information desk at the same time. Their layout,
however, is defined not only by the social function, but also by the historical architecture connected with the division
of the space by means of a distinctive arched vault. | decided to intervene in the reconstruction of the Element
Architectural Studio in the spirit of Brno’s conceptual tradition. The project Think Different recycles different
corporate slogans making our life “smarter, more efficient and happier” than the normal life is. | was wondering if their
interpretations and copyrights would change if they appeared in a space offering services of a purely non-profit sec-
tor. For me, the text shift is not only intellectually driven provocation, but also an hommage to the work of a significant
Brno artist and theorist - Jifi Valoch.

Petr Dub
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DOCISTENI
Rozhovor Hynka Latala s Petrem Dubem
vramciintervence do vystavy Meziprizkumy

4A. Vratme se nyni k samotné expozici Mezipriizkumy,

kterou jsi zminil vySe a v jejiz souvislosti by tva intervence

méla byt také vnimana. Nechci, abys nam s Martinem néjak
pochleboval, ale mas tedy pocit, ze by mohla byt navodem pro
expozice v ostatnich ¢eskych vystavnich institucich, nebo je prilis
specificka mistné i charakterem sbirky AJG?

1A. S napadem na letosni intervencijsi za nami pisel sém do
sebe. Muzes prosim kratce popsat, co té k tomu napadu vedlo?

4B. Jamyslim, Ze tohle téma je velmi zajimavé a ohromné

ve vzduchu. Osobné jako umélec vlastné docela dost fesim
fakt, ze vedle vytvareni vyznamu uméni znamena jeho produkce
ihromadéni tisict objektu, které se umisténim do depozitu stavaji
docela zmrtvélym artefaktem. V nasi spolecensko-kulturni
realité panuje obrovska propast mezi nasim kulturnim odkazem
azplsobem jak na ného plnohodnotné navazat, protoze

Zijeme v dobé, kdy se zd4, Ze vysokou kulturu obecné prilis
nepotrebujeme. Pro mne jsou bez nadséazky Meziprazkumy
silnym mostem mezi reflexi minulosti a schopnosti programovat
otazky pritomnosti. Navic jsem sam instalacnim fetisistou a vas
zZpUsob prace mne bavii po formalni strance.
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1B. Impulzt bylo hned nékolik. Za prvé mé dlouhodobé zajima
obecny stav vytvarnych instituci u nas (jejich organizacni zazemi,
program a fyzicky provoz) a za druhé pro mne Meziprizkumy
znamenaly novy zajem o déni v regionalni galerii typu AJG. Na
moji navstévu vystavy pred dvéma roky pak pfirozené navazalo
premysleni o nastaveni Jizdarny jako celku ve vztahu k sousedici
turistické atrakei — zamku na Hluboké. Navic tim, Ze jsem o véci
premyslel relativné dlouho, jsem mél moznost rozsiit jeji vyznam
o aktualni politické chvéni.

5A. Potésilo mé, ze i kdyz k AJG nemas asi takovy domécky,
lokalpatrioticky vztah jako my s Martinem, tak ze jsi ve své
intervenci zvolil stejny pristup jako my, tedy ukazat, nebo
navazat na “starou slavu” AJG. Bylo by skvélé, kdyby vysledky
tvé intervence nakonec do galerie prilakaly i ty, ktefi budou
vystupovat z prohlidky zamku, nebo se jen jdou podivat do zimni
zahrady. Chceme v budoucnu takeé vice spolupracovat s novym
vedenim zamku. Jak tedy vidi§ do budoucna spojeni atrakce-
zamku s galerii...?

2A. Ajak vlastné souvisi Cisténi nazvu se stavem instituce?
Resp. méljsi tedy pocit, ze AJG potiebuje oCistit,nebo mas
pocit, ze regionalni galerie jsou viechny ve stejném stavu. Tim
ale nefikam, Ze jsou véechny ve Spatném stavu. Pro¢ zrovna ten
vyrazny napis s nazvem? Co té naném pritahovalo?

5B. Galerie pro mne jsou, byly a budou pracovnilaboratori,
bez ohledu na to jestlijde o Brno, Prahu, Londyn nebo New

York. Souc¢asné umeéni je znakovy jazyk s globalnim vyznamem
avtomto ohledu je docela jedno, kde se odehrava. Jinou vécije
pozice divaka. Postmoderna divaky prakticky vyloucila z viastniho
vesmiru a uzavrela se do koluzniho dialogu. Nic to ovsem neméni
na faktu, Ze bez divaka je uméni zchromlou a docela marnou
disciplinou. V kontrastu se zacatkem této odpovédi, jsem ovsem
presvédceny, ze je tieba hledat lokalni formaty a odpovidajici
feSeni. Uvédomuii si, Ze jde o obecné konstatovani, ale zadna
univerzalni pravidla hry mne pro situaci AJG nenapadaji.

V kontextu tvé otazky si navic uvédomuii, ze mne v ramci

provozu doméaci umélecké scény Casto napada, jestlije “pouze”
neadekvatné elitarskym nebo docela jednoduse xenofobné
nesnasenlivym vici okolnimu svétu?

THE CLEANING
Aninterview with Petr Dub by Hynek Latal
(Intersurveys/Collection of AJG 1300 - 2017)

4A. Let us now return to the exhibition Meziprizkumy
itself, which you mentioned above and in which context your
intervention should also be perceived. | do not want you to
flatter me or Martin, but do you feel like it could be a guide for
expositions in other Czech exhibition institutions oris it too
specific by the location or the character of the AJG collection?

1A. YYou've come with the idea of this year's intervention by
yourself. Can you briefly describe what inspired you?

4B. | think this topic is very interesting and it hangs in the air.
Personally, as an artist, | quite fairly solve the fact that beside

the creation of the meaning of art, its production also means the
accumulation of thousands of objects, which, by placing them

in the warehouse, become dead artefacts. In our socio-cultural
reality, there is a huge gap between our cultural legacy and the
way to make full use of it, because we live in a time when we do
not seem to need a high culture in general. For me, Mezipriizkumy
is a strong bridge between the reflection of the past and the ability
to program the questions of presence. Besides, I'm aninstallation
fetishist, and your way of working is fun to me even from the
formal perspective.

1B. There were many impulses. First, | am interested in the
general state of art institutions in our country (their organisational
background, programme, and physical operation), and secondly,
Meziprizkumy meant for me anew interest in events held in
regional galleries of the AJG type. After visiting the exhibition

two years ago | naturally kept thinking about the setting up of the
Riding Schoolin relation to the neighbouring tourist attraction -
the castle Hluboka. In addition, since | have been thinking about
this relatively long | had the opportunity to extend its meaning to
current political vibe.

5A. |'am pleased that even though you do not have such
adomestic, local patriotic relationship as we do, you have chosen
the same approach as we, you wanted to show up, or build on the
“old glory” of AJG. It would be great if your intervention eventually
brings a positive effect for the gallery and would attract those
who would come from the tour of the castle, or just go to the:
winter garden. We also want to cooperate more with the new
management of the castle in the future. So how do you see the
connection of the castle - with the gallery in the future ...?

2A.  Andhow muchis the cleaning up of the title related to
the state of the institution? Or have you ever had the feeling that
AJG needs to be cleaned up or do you feel that regional galleries
are allin the same state. But I'm not saying that everyone isin
abad state. Why that distinctive inscription with the name? What
attracted youtoit?

5B. The gallery for me is, was and will be a lab, no matter if it
is Brno, Prague, London or New York. Contemporary art s a sign
language with global significance, and in this respect, it does not
matter where it takes place. Another is the position of the viewer.
The postmodern practically expelled the audience from their
own universe and closed itself into a collusive dialogue. But it

does not change the fact that without a viewer, artis a shabby and

quite a vain discipline. In contrast to the beginning of this answer,
however, | am convinced that it is necessary to search for local
formats and solutions. | realise that this is a general statement,
but lam short of universal rules of the game for the AJG situation.
Inaddition, in the context of your question, | realise that in the
context of the domestic art scene, | often wonder whether itis
“only” inadequately elite or quite simply xenophobic intolerant to
the outside word?

ALSOVA JIHOCESKA GALERIE, HLUBOKA NAD VLTAVOU, 2019
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2B. Urcité se nejedna o specifickou kritiku AJG. Mam dojem, Ze vétsina domécich instituci se potyka s definici vystavnich standarda
apripadnych nadstaveb, ale rozhodné si nemyslim, Ze za vsemi problémy jsou penize. Uz roky udrzuji takovy zvyk. Vzdy, kdyz jdu na vystavu
do Veletrzniho palace, mifim od pokladny k Rodinové sose Balzaca a prstem zkousim kolik je na ni prachu. Jesté se mi nestalo, ze bych se
neuspinil - bez ohledu na osoby ve vedeni NG. A ono Cisténi napisu nad dvefmi Jizdarny je trochu podobné gesto...

Na samotném vchodu do galerie mi pfislo fascinujicijak je retrogradni a nevyrazny, cehoz disledkem je i fakt, Ze ho zastupy turistu
proudicich prohlidkou mistniho zamku docela miji. Ale to je pochopitelné jenom jeden z detailt komplexni situace. Napis nad vehodem do
galerie je navic vyjimecny ve své jazykové skladbé - Alsova jihoCeska galérie. Pouziva vsechny mozné atributy sebeurceni. Alsova; jiho;
Ceska; galerie - a navic s regionalnim pfizvukem, ktery v dobé instalace napisu byl jisté jazykové zcela za zenitem.
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3A. Zustanme jesté u toho napisu a postupu jeho cisténi.

V prvni fazijsi odkryl slovo “galérie”, jak to ptjde dal? Mas pevny
plan, koncept, nebo je to oteviené a naopak bys to prozrazovat
nechtél?

3B. Celavéc se mota kolem pojmu “doméci slepoty”, kdy
Casto nevidime nasi denni realitu nebo ji naopak politizujeme dle
aktudlnich potfeb. V prvnim sledu se tedy zajimam o sebeurceni
instituce jako mista pro uméni - galerie, tedy prostoru, kde je
vse institucionalizovano jako umeéni. Performance by ovsem
mélamit vice vrstev a pokracovat v pribéhu vystavy jako “tekuta
interpretace”.

2B. I certainly do not criticise AJG. | have the impression that most domestic institutions are struggling with the definition of exhibition
standards and possible superstructures, but | certainly do not think that the problems are all about the money. I've been keeping this
custom for years. Every time | go to an exhibition in the Trade Fair Palace, | head out from the cash desk to the Rodin's statue of Balzac and

I try with my finger how much dust is onit. It has never happened that | would not be soiled - regardless of the people in the NG leadership.
And the cleaning up of the inscription above the Riding School door is a bit a similar gesture ...

At the very entrance to the gallery, | was fascinated by the fact how retrograde and insignificant the entrance is, which is the result of the
fact that the crowds of tourists are passing through the local castle without notice. But of course, this is just one of the details of a complex
situation. Additionally, the inscription above the entrance to the gallery is exceptional in its language composition - Alsova jihoceska
galérie. Uses all possible self-determination attributes. Alsova; jiho; Ceska; galérie - and, moreover, with a regional accent that was certainly
linguistically behind the zenith at the time of the inscription installation.

KURATORHYNEK LATAL

3A. Let's stay with that inscription and its cleaning up process.
Inthe first phase you uncovered the word “galérie”, how will it go
on? Do you have a firm plan, a concept, or is it open and you would
not want to give it away?

@pL
Tl

3B.  Thewhole thing is moving around the concept of “home
blindness,” when we often do not see our daily reality or, on

the contrary, politicize it according to current needs. In the

first sequence, | aminterested in the self-determination of the
institution as a place for art - the gallery, a place where everything
isinstitutionalised as art. Performance should, however, have
multiple layers and continue throughout the exhibition as a “fluid
interpretation”.
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PROJEKTIVNI TEST - SPOLU SE ZDENKEM PORCALEM GALERIE NOD,PRAHA, 2019, KURATOR PAVEL KUBESA P R O l E KT I V N I T EST

PROJEKTIVNI TEST L.Déjiny jsou vlastné postupnym prekddovanim obraz(l v pojmy, postupnym vysvétlovanim predstay, PROJECTIVE TEST “Both those taking snaps and documentary photographers, however, have not understood ‘information.’
postupnym od-magic¢ténim, postupnym procesem chapani. Stanou-li se vSak texty nepredstavitelnymi, pak uz neni co vysvétlovat a déjiny jsou u konce.” What they produce are camera memories, not information, and the better they do it, the more they prove the victory of the camera over the human being.”
Flusser, V. Zafilisofii fotografie, Praha, Edition Fra, 2013. Flusser, V. Za filisofii fotografie [ Towards A Philosophy of Photography], Prague, Edition Fra, 2013.
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PROSTORY
MEZI OBRAZY

obraz - definice - meziprostor - foto - dokumentace - ram - galerie - vidét
zatisi - krajina - nezobrazivy : p|atn0 - malba - statut - psyChologie - divak GALERIE MESTA TRINCE, TRINEC, 2018
realita - modra - mezera - varianta - dokonc¢enost - bila - iluze PROSTORY MEZI OBRAZY KURATORKA KATARINA KLUSOVA
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21 22 23 24

29

image - definition - inter - spaces - photo - documentation - frame - gallery
see - still - life - landscape - nonimaging - painting - canvas - status - psychology - viewer - reality
blue - space - variation - finished - screening - white - illusion

PROSTORY MEZI OBRAZY 102 GALERIE MESTA TRINCE, TRINEC, 2018 103
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HERMANN R.NENiDOMA OBLASTNIi GALERIE LIBEREC, LIBEREC, 2018
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HERMANN R.NENi DOMA Dilo Hermann R. neni doma je vé-
novano otazce, jak je utvarena nase smyslova a rozumova zkusenost.
V pripravovane instalaci pro ART WEEK autorovi nejde ani tolik o vytvoreni
kompletniho a kontrolovaného zazitku, jako spise o mezery meziinformace-
mi, které sice prenasilidske oko, ale interpretuje nas mozek. Dub pro tento
experiment vyuziva abstraktni monochromatické obrazy a kombinuje je
s vyznamem modrée barvy vyuzivané pro tvorbu digitalnich trik(i a efektd.
Situace dila v galerii neni pro autora finalnim resenim, ale vlastnim divackym
zaznamem nekonec¢né variace moznosti. Onim Hermannem R. v nazvu
intervence totiz neni nikdo jiny nez tviirce slavného Rorschachova testu
pouzivaného v psychologii k rozboru osobnosti.

Jana Bernartova (vynatek z tiskové zpravy Art Week Liberec, 2018)

OBLASTNI GALERIE LIBEREC, LIBEREC, 2018
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HERMANNR.ISNOT AT HOME The artwork Hermann R. is Not
at Home addressed the question of how a sensory and rational experience
ismade. The author feels that in the prepared installation for ARTWEEK it
is not about the created complex and controlled experience but about the
gaps between information which are captured by the human eye and the in-
terpretation our brain provides. Dub uses abstract monochromatic pictures
for this experiment and combines them with the meaning of blue colour
used for creating digital tricks and effects. The placement of the artwork in
the gallery is not the final solution for the artist but is initself a never-ending
variation of the spectator’s perception. The Hermann R. mentioned in the
title of the artwork is no other but the inventor of the well-known Rorschach
test, usedin psychology to evaluate human personality.

Jana Bernartova (excerpt from the Art Week Liberec press release, 2018)
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projekt - dvatisicedvacet - let - AVU - vyroci
polozka - cislo - dvestectyricetosm - @jirikovanda

AVU POLOZKA C.248

project - twohundredtwenty - years - AVU #anniversary
item - number - twohundredfortyeight - @jirikovanda
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Autorsky prispévek do publikace 220 mist AVU (Anna Hrabakova, Zuzana KriSkova, Pavlina Morganova, Dagmar Svatosova [ed.],
vydala Akademie vytvarnych uméni, Praha 2019)

Artist's contribution to the publication 220 Places of the Academy of Fine Arts (Anna Hrabakova, Zuzana KriSkova,
Pavlina Morganova, Dagmar SvatoSova [ed.], published by the Academy of Fine Arts, Prague 2019)
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Y ILAERB(

KRAJSKA GALERIE VYTVARNEHO UMENI VE ZLINE, ZLIN, 2017
YTILAERBOX KURATOR VACLAV MILEK

10 m
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YTILAERBOX A GALERIE VYTVARNEHO UMENI VE ZLINE, ZLIN, 2017
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REALITY BOX? Alegorie jeskyné je mozna nejznaméjsi a nejuzi-
vaneéjsi podobenstvi, prostfednictvim kterého vyjadfujeme nase presvéd-
Geni o existenci pravé povahy skute¢nosti a nasi (ne)schopnostijijednoho
dne poznat.

Nase vnimani svéta je vzdy zprostfedkovano nasimi smysly
aprotoisvét, ktery prozivame je spiSe nez objektivni manifestacireality,
subjektivnim prozitkem rlizné situovanych jedincu. Jejich vnimani svéta
odraziinterakci s koncepty, jenz se v pribéhu zivota staly a stavaji soucasti
naseho kognitivniho aparatu a prostrednictvim kterych svét kolem sebe
nejen poznavame, ale take prozivame, popisujeme a sdilime.

To, co témto konceptlm, idejim a ideologiim dodava pocit
hmatatelné substance a zdani reality, je pfedevsim proces nasi sebe-iden-
tifikace s vyznamem, ktery je takovému konceptu pripisovan nasim okolim
aktery se vaze s kontextem, v némz Zijeme. Tato tendence je zcela auto-
maticka a také proto jsou nase reakce jakoby podminény, predem dany.
Na$e vnimani svéta Ize potom prirovnat ke snu o realité, mame pocit, ze ji
autenticky vnimame, ale ve skutecnosti jen reprodukujeme modely, které se
staly v pribéhu ¢asu a nasi postupnou socializaci do spole¢nosti soucasti
naseho kognitivniho horizontu.

Je vibec mozné poznat skute¢nou skute¢nost, pokud vibec
existuje, nebo jsme jiz od détstvi odsouzeni k nekone¢nému pohybu v pro-
storu vykolikovaném obrazy naSich predkt a neschopnosti vykrocit mimo
jejich hranice? Opravdu zijeme v Platonové jeskyni, prikovani fetézy tak, ze
se nemUzeme hybat a jsme nuceni hledét pouze na odrazy a stiny loutek
ajinych predmét(, vrzené na sténu prfed nami? Je nase poznavani svéta
pouhou Ucasti na kejklirskému predstaveni stinového divadla, ve kterém si
ti, kteri jsou v této jeskyni uvéznéni, neuvedomuiji, ze to, co vidi, jsou jen stiny
predmétd pfed ohném, nevédi ani, Zze tyto pfedméty znazornuiji skutecné
véci existujici venku mimo jeskyni, jak li¢i usty Platona Sokrates?

Jisté, zdanliva vécnost a samozrejmost s jakou ideje a ideologie okupuiji
zorné pole naseho Zivota, se po¢ne rozpadat ve chvili, kdy je zaéneme zpo-
chybriovat. Velmirychle zjistime, Ze se jedna o prazdné formy, které nemaji
inherentni vyznam. Alegorie jeskyné vSak vychazi z presvedceni, ze existuje
néco jaka prava realita, a pouze proto, Ze ji nejsme schopni nahlédnout jinak,
nez jako pouhy odraz, vytvareiji se v nasi mysli faleSné modly, které omylem
povazujeme za skute¢nost.

Alegorie jeskyné také hovori o tom, Ze se jednoho dne najde
nékdo, kdo se dokaze otodit a uvidét, co se v jeskyni skute¢né odehrava,

z jeskyné uniknout a nahlédnout tak pravou podstatu existence. Tato ale-
gorie tedy zaroven predpoklada, ze existuje néco jako vnéjsi neutralni bod,
ze kterého mizeme bezpecéné porovnavat skuteénou skutecnost s jejim
zkreslenym vnimanim, Ci odrazem na sténé jeskyné. Pritomnost ideje vyssi
pravdy v nasem kognitivnim poli, kterou Ize poznat pravé diky uniku z zité
reality, nahlédnutim za hranice bézného, ma vSak jeden zasadni dusledek.

Pokud jsou fundamenty naseho svéta zbaveny ramce, ktery
stanovuje jeho obsah a vyznamy, ajsou nalézany mimo tento svét, pak neni
jasné, jakym zplsobem posuzovat rlizné vypovédi o podstaté svéta. Taz
vypovéd mliZze byt pochopena jako fale$na nebo jako pravdiva. Koncept
esence svéta i jakychkoliv univerzalii, mize nakonec byt pouhym faleSnym
vykladem existence, ktery se zaklada na idealisticke iluzi, Ze kategorie
mysleni jsou nepodminéné socialnim, historickym a materialnim kontextem,
ve kterém se vyskytuji. Podobné na tom mlze byt i myslenka, Ze je to pravé
lidska praxe, lidska mysl, nase sny a touhy, které produkuiji skutecny obraz
svéta. Stejnou demonstraci je nakonec i aktualniinstalace Petra Duba.

Petr Agha
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REALITY BOX? Allegory of the cave is perhaps the best known
parable by which we express our conviction of the existence of true nature
of reality and our (in)ability to discover it one day.

Our perception of the world is always mediated by our senses,
which is why the world in which we live is also, rather than being the ob-
jective manifestation of reality, a sum of subjective experiences perceived
by variously situated individuals. Their perception of the world reflects
interactions with concepts that have, in the course of their lives, become
part of our cognitive apparatus and through which we not only discover the
world around us, but also experience, describe, and share it.

What lends these concepts, ideas, and ideologies the sense of
tangible substance and appearance of reality is, above all, the process of
our self-identification with the meaning attributed to such concept by our
environment, tied to the context, in which we live. This tendency is entirely
automatic, which is the reason why our reactions are pre-conditioned, so to
speak. Our perception of the world may then be compared to dreaming of
reality — we feel that we authentically perceive reality, but in fact we merely
reproduce models which have, over time and with our gradual socialization,
become landmarks on our cognitive horizon.

Is it even possible to discern the real actuality, if such a thing even
exists, or are we, right from our childhood, condemned to infinite movement
in space delineated by the images of our forebears and our inability to step
outside their bounds? Do we really dwell inside Plato’'s cave, chained to our
rock so that we cannot shift our gaze, forced to watch mere reflections and
shadows of dummys and other objects projected onto the wall before us?
Is our cognition of the world a mere participation in the conjurer’s perfor-
mance of shady theatre, during which those confounded to the cave do not
realize that what they see is nothing more than shadows of objects shifting
in front of the eternal fire, do not even know that the objects are just poor
representations of the real things existing outside the cave, as described
through Plato by Socrates?

But what if everythingis little more complicated that what Plato
presumed? Sure, the seeming eternity and certainty with which ideas
and ideologies occupy the field of vision of our lives begin to crumble the
moment we start to question them. Very soon do we realise that they are all
but empty forms with no inherent meaning. Allegory of the cave stems from
the conviction that there is such a thing as true reality, and only because we
are incapable of perceiving it as other than a mere refraction, we create in
our minds false idols which we, by mistake, consider to be true.

Allegory of the cave also implies that, one day, somebody will
come and be able to turn around to see what actually takes place in the
cave, escape the cave and glimpse an insight into the true nature of exist-
ence. Therefore this allegory also presumes that there existis some external
neutral point of reference from which we can securely compare the actual
reality to its misrepresented perception, the reflection on the cave wall.
However, the presence of idea of the higher truth in our cognitive field that
can be seen by glancing beyond the bounderies of the ordinary comes with
one fatal consequence.

If the fundamentals of our world are freed from the framework
which determines its content and meaning, and are to be found outside this
world, thenitis no longer clear how we are to evaluate various testimonies
on the nature of things. The same staement could be understood as either
true, or false. Concepts of the world essence, or any universals, canin the
end be nothing but false interpretations of existence, based on the idealistic
illusion that categories of thinking are not conditioned by social, historical,
and material context in which they are placed. The same goes for the idea
that it is precisely the human activity, human mind, our dreams and desires,
which produce the real image of the world. And, after all, the same could be
said for the current installation by Petr Dub. Petr Agha
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WHITE OVER Specificky format Galerie Dukla slouzi Petru
Dubovi predevsim jako demonstrativni hranice mezi otevienym verejnym
prostorem a uzavienym sveétem sou¢asného vizualniho umeéni. Jeho projekt
cilina dva zdanlivé disparatni fenomény, jimiz jsou rasismus a kritika galerijni
situace. Bilou barvu, objevuijici se v nazvu vystavy, Ize proto &ist jak v kontex-
tu etnicity, tak v souvislosti s tradi¢ni formou galerijni prezentace symbo-
licky zosobnénou bilou galerijni kostkou. Nejde vSak jen o slovni hricku.
obémajevy skryté vazby a poukazat na moznost jejich spole¢nych koren(l.
Stejné jako je totiz ze své podstaty vylucuijici jakakoli teorie o nadrazenosti
jedné rasy nad jinou, je ve svém zékladu vylucujicii modernisticky koncept
umeni, jenz je vymluvné shrnut pravé v konceptu ,bilé kostky”. Ackoli byl
tento prostor od samotného pocatku proklamovan jako neutralni, nikdy
nemohl tohoto kyzeného stavu dosahnout. SpiSe naopak, coz se také
zretelné vyjevilo v pribéhu ¢asu. V téchto prostorech je zkratka az prilis
silné akcentovan zarodeény podnét, dle néhoz mélo uméni zaplnit mezeru,
kterou v dusich modernich lidi predstavovalo odmitnuti Boha, a tim i dosa-
vadni religiozni povahy spole¢nosti. A i kdyz tato zakladni premisa nebyla
nikdy naplnéna, nebot uméni ma ve srovnani s nabozenstvim mnohem
omezenéjsi portfolio nabidky v oblastech spasy, proces jeho sakralizace
pokracovaliv dobé, kdy prislo o vétSinu trumfu, ba dokonce se skrze ,white
cube” zplsoby prezentace, umocriujici ikoni¢nost a transcendentalni
charakter dél, jesté zintenzivnil. Z muzei a galerii se staly chramy umeéni, jimz
je z podstaty véci do vinku svérena jista mira povysenosti, jakoz i védomé

WHITE OVER WHITE OVER

odtazitosti od zbytku Zite reality. Prave v exkluzivni,bilé kostce” se zrejmé
nejvymluvnéji vyjevuje potlacuijici aparat modernistického systému. A pravé
tady se také nejzrejméii vyjevuiji stycné body mezi mnohdy pouze prokla-
mativné otevrenym galerijnim prostredim a uzavienym polem sou¢asného
rasismul.

Plvodné méla vystava nést nazev White Cub Terror, v némz
anglicky termin “cube” metamorfoval do podoby ,cub”, oznacujici mladé
Selmy. Odtud komer¢ni fototapety s motivy roztomilych zvirat, jez se
v expozici stretavaji s textovou parafrazi vychazejici z diskuznich for hjicich
“prava bilé vétsiny” a sterilitou galerijniho prostoru odtrzeného od pozor-
nosti bézného ¢lovéka. Autor védomé vrsiklisé. Na jedné strané instalace
odvozena z médii a reklamy (zvifeci mladé, vylohové polepy, opakovani), na
druhé z galerijniho prostredi (minimalistické prazdno, prace s abstraktnimi
znaky, neonovy napis, ad.) a bere tak na sebe tihu a zacyklenost souc¢as-
nych komunikacnich strategii. At uz ale Dubovu instalaci vnimame jako novy
impuls do ponékud skomirajiciho postkolonialniho diskurzu, odtazité gesto
akademika bez potreby reflexe &i jako provokaci sméruijici do vliastnich
fad, nelze ji upfit samoziejmost a lehkost (nikoli vSak povrchnost), s nimiz
se dotyka zasadnich problémU souc¢asné spolecnostii uméni. To, k ¢emu
sméruje predevsim, je totiz snaha naznadit odvéky konflikt krasy a vyznamu
(a)politického uméni. White Over.

Tomas Knoflicek
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WHITE OVER The specific format of the Dukla Gallery serves
Petr Dub primarily as a demonstrative boundary between the open public
space and the closed world of contemporary visual art. His project aims at
two seemingly disparate phenomena, such as racism and criticism of the
galley situation. The white colour appearing in the name of the exhibition
can be read both in the context of ethnicity and in connection with the
traditional form of the gallery presentation represented by the white gallery
dice. Dub’s effort is more focused because it is motivated by the desire to
show off between the two phenomena of hidden bonds and to point out

the possibility of their common roots. Just like any theory of the superiority
of one race over another is contradictory by its very nature, the modernist
concept of art, which is eloquently summarized in the concept of the “white
dice”, is also contradictory. Although this space has been proclaimed neutral
since its very beginning, it has never been able to achieve this desired state.
Rather on the contrary, which has also clearly been manifested over time.

In these spaces, the embryonic impulse, according to which the arthad to
fill the gap originated in the souls of modern people by the rejection of God,
and thus by the rejection of the religious nature of the society, is emphasized
too strongly. Although this basic premise has never been fulfilled, as art has
amuch more limited portfolio of offerings within salvation than religion, the
process of its sacralization continued even when most of the triumphs were
lost, or even through the “white cube” modes of presentation, enhancing the
iconic and transcendental character of the works, the process of sacral-
ization has intensified. Museums and galleries have become art temples,

which have been attributed to a certain degree of pride, as well as conscious
detachment from the rest of living reality. It is in the exclusive “white cube”
that the suppressing apparatus of the modernist system appears to be the
most eloquent. It is just here where the liaisons are obviously manifested
between, often only for show, a pro-open gallery and a closed field of
contemporary racism.

Originally, the exhibition was called White Cub Terror, in which
the English term “cube” metamorphosed into a “cub”, marking a cub of
abeast. Thence commercial photo wallpapers with motifs of cute animals
confronting with a text paraphrase resulting from the discussion forums
advocating “rights of the white majority” and the sterility of the gallery space,
which has been separated from the attention of ordinary people. The author
consciously piles up clichés. On the one hand, the installation derived from
the media and advertising (animal cubs, shop window stickers, repetitions),
on the other hand from the gallery environment (minimalist void, work with
abstract characters, neon sign, etc.) and takes the weight and cyclicity of
current communication strategies. Whether we view Dub's installation as
anew impulse in somewhat dull postcolonial discourse, the seclusive ges-
ture of an academician without the need for reflection or as a provocation
towards his own rows, it can not be denied its obviousness and lightness
(but not superficiality) affecting the fundamental problems of contemporary
society or art. The installation is primarily aimed at to indicate the eternal
conflict of beauty and the meaning of (a) political art. White Over.

Tomas Knoflicek
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DO DICHOTOMIE OBRAZU Zvlastni prostor, kde se nenahodné
sejdou pozvanilidé. Jen malo z nich je nepozvanych. Vétsinou prijdou prvni
den, aby si mohli promluvit a popovidat, a pokud nemaji vlastni téma, vysta-
va jim podnét k Uvaze nabidne. Ukaze véc, ktera zaméstnala umélce praci
amyslenim. Galerie muze byt jakykoliv prostor, ktery se za galerii oznadi,
vyjme se ze zcela vefejného nebo zcela privatniho uréeni. Galerie Jeleni,
prestoze spada pod etablovanou nezavislou instituci, porad svym nazvem
vzpomina na své plvodni misto, a nese si s sebou intimni povahu setkavani
ceské uméleckeé scény s pohostinnou atmosférou vareni vina a bramboraku
smazenych na dvorku. Takovato galerie, pfestoze je oteviené i statutarné
verejna, stale v sobé uchovava dlvérnost a bezpeci domaciho prostredi
pro mladou generaci. Obecné re¢eno, jednoznacnost uréeni verejného

a soukromého je nedohledatelna. Snazime-li se vstoupit do verejného
prostoru, kon¢ime u lamentaci nad jeho privatizaci, mizenim a ztratou, coz
stejnou mérou plati takeé naopak, pokud se snazime ukryt pred problémy
spole¢nostivjen zdanlivé apolitické domacnosti.

Oxymoron Kolonie svobody (nazev prejaty z projektu bytoveé vy-
stavby vil adomu v rondokubistickém stylu na rozhrani VrSovic a Vinohrad),
jedné z poslednich vystav Petra Duba v galerii Kvalitar, se prenasi na
vystavu v Galerii Jeleni, tentokrat vSak ne na prikladu exteriéru, ale interiéru
domu. Obsazeni verejného prostoru, privliastnéni si ho barvou, “odvazny
nazor” vyjadreny majitelem fasady prostrednictvim barevné skaly odpozo-
rované z pohledu do krabicky lentilek — nazor ktery se zdrcnul, “zabstraho-
val” do barvy fasady. Vymalba jednoho z interiér(i galerie Kvalitar odvozena
z fasad devadesatych, ale i dneSnich let, méla pojmenovat atomizovanou
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spole¢nost. V jiné mistnosti navratem ke starym jistotam naroda, narodniho
stylu a vile, Gemeinwillen, umélec nevyjadroval pohorseni nad ztratou
hodnot, ale ukazoval jim spiSe k usporadani véci tak, jak fungovalo v dobé
geograficky strukturované spole¢nosti na po¢atku demokratické éry

Vv nazorném srovnani s jeji polistopadovou neoliberalni variantou. Dub
pojmenovava simulakralni povahu reprezentaci (obraz() skrze vyraz fasad
domd, skrze jejich barevnost. Diky své analytické povaze dekoduje fasady
jako zbytky oblasti, kde se uplatiuje reprezentace majitele nemovitosti
smérem ven do verejného prostoru a vyjadfuje se (ne)prislusnost k mistni-
mu prostredi a politice.

Stejné tak ale tyto pozUstalosti reprezentaci najdeme ve struktu-
rach domacnosti. Interiéry soukromych bytd mohou byt éteny a chapany
také jako kolonie svobody. Jejich barvy klze, tapet, které vytvareiji pozadi
domacich scén, sméruji k neutralité a indiferenci. Produktovy ¢i umélecky
design je jen velmi zdanlivé esteticky prilemnym dekorem, jeho abstraho-
vané pojeti totiz mize vést k formalnimu maskovani politickych obsahu.
Abstrakce dovede stejné dobre stinit, jako je v jiném pripadé schopna
pruzra¢ného kritického odhaleni. Ani rodinna dovolena nepfinasi do do-
macnosti s radostnym suvenyrem z cest po Evropé a Africe jen vzpominku
na soukromeé prozivani. Tahne za sebou tihu historického vyvoje s jeho sou-
¢asnymi dasledky, jez na mramorové poli¢ce zestarozitnély do sentimen-
talni podoby, ktera zakryva jejich problemati¢nost kazdodennimu uzivateli.
Ale jako pozvana navstéva si této diskrepance mame Sancivsimnout, v byté
znamych, rodicl, v Galerii Jeleni.

122

ISBN 978-80-908472-7-9

123

DO DICHOTOMIE OBRAZU

Petr Dub ale nezachazijen s predmeéty, jako analytika ho zajimaji
metody! Jestlize parafrazuje Flusserovu klasiku Do universa technickych
obraz(, pak ho zajima zména, ktera se s obrazem déje, kdyz obraz ztraci
svou reprezentativni funkci a je stale vice polem pro “kalkulovani a kom-
putovani’, pro “kosmicky telematicky dialog®. Ctyfi riizné tapety umélec
feze a sklada do geometrického obrazce, zajimaji ho hrani¢ni mista spojt
avztah celku a ¢asti. Komplikovana, diskutovana a dynamicka prostupnost
a stretavani se osobniho a verejného je zobrazena v samotné konstrukci
celkového obrazu, ktery se v galerii, tak jako autorovy prfedchozi obrazy/
objekty, sklada z levé a prave strany smérem do stfedu a hleda své téziste.
Otevrena série obrazl/objektl zapocata v roce 2014 Vievo a vpravo od
stfedu nazorné vypovida o Dubové potrebé angazovanosti a soucasné
soustredéneé ateliéroveé prace s geometrii objektt a obrazll. Abstrahovanim
vytlacuje z obrazu vypraveni, které presouva mimo obraz do nazv(. Pribéh
transformoval do hry s fyzikalnimi vlastnostmi obrazu/objektu, s gravitaci,
vyvazovanim hmot U¢astnicich se na konstrukci obrazu, prvk(, ze kterych je
obraz/objekt komponovan jako néjaky predstupen &i predstavitelny model
technickych obraz(, jejichz méd umélec stale jesté provéruje ve vztahu
k realnému svétu, vazan pocitem ob&anské zodpovédnosti.

Konfrontaci realného jevu a filozofického problému Dub vénuje
dalsi z prvkl skladajicich celkovy obraz instalace - domaci navod na
testovani tvrdosti krunyre Zelvy, ktery odkazuje k Zendnovym paradoxtim.
Toto zatézovani filozofie a teorie uméleckou praxi mlze plsobit Ucelove,
pripadné tézkopadné, nicméné ukazuje na stalou mezeru v interdisci-
plinarnim dialogu védy, filozofie a uméni, ktera ovsem muiZze byt nejen

Jak méfit tvrdost krunyfe Zelvy
Uvod:

1) Kamen

2) Tenisovy micek

3) Plastovy micek

4) Nafukovaci balének
Zpusoby méreni tvrdosti:

Malé Zelvy do 1 roku Zivota

Vétsi a dospélé zelvy

nedorozumeénim, ale také dynamickou silou pro dalsi vyvoj problematiky.
Elektronicky format navodu chce rozvinout diskuzi o priniku, respektive
stalé pritomnosti verejného chatu v privatni zoné domova. Dub se v Galerii
Jeleni nepokousi navodit atmosféru rodinného krbu, nybrz neiluzivnimi pro-
stredky, a presto pomoci obrazu, slozit informaci o vztahu domova k verejné
rozprave. A na zaver kousek autorovy milované klasiky: ,Pristoupi-li totiz lide
k telematice nikoli s tim, aby je rozptylovala, nybrz aby jim pomahala k roz-
hovorlm, pak technické obrazy nahle zméni svou povahu. Stanou se nahle
povrchy, na nichZ se budou pripravovat informace a skrze néz povedou lidé
dialog. Hraji pak nahle onu meditativniroli, kterou dfive hraly linearni texty
prikorespondenci. Stanou se z nich ,dopisy’. Rozdil je jen vtom, Ze obrazy
mohou prenaset nekonecéné vétsi mnozstviinformaci nez texty. Plochy
totiz sestavaji z nekone¢né mnoha radku. Uméni‘ psat dopisy se témér
vytratilo. Telematicky ovladané obrazy mohou pomoci, aby se vynorilo jesté
netusene umeéni, totiz obrazovy dialog, ktery je nekonecné bohatsi, nez
kdy mohly byt linearni, historické’ dialogy. Takto vzajemné prostrednictvim
obraz(i dialogizujici spole¢nost by byla spole¢nosti umélcu.” (Vilém Flusser,
Do universa technickych obrazt, OSVU, Praha 2001, s. 82.)

Edith Jerabkova
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INTO THE DICHOTOMY OF AN IMAGE Itis a special place where
invited people meet not coincidentally. Only a few of them are not invited.
They usually come on the first day in order to discuss and chat together

and if they do not have their own topic, the exhibition provides them with
stimulation for contemplation. It presents the thing that had occupied the
artist with work and thought. A gallery can be any type of space that labels
itself a gallery, space taken out (extracted) fromits entirely public or, on the
contrary, entirely private function. Although Jeleni Gallery is officially an
established independent institution, its name continues to remind us of its
original location (on Jeleni Street) and bears the intimate character of joining
the Czech art scene with the hospitable atmosphere were mulled wine was
made and potato pancakes were fried in the courtyard of the former gallery.
This gallery, although it is openly and statutorily public, continues to maintain
the intimacy and security of a homely environment for the young generation.
Generally speaking, the definiteness of the establishment of public and
private is unfindable. If we are striving to enter the public space, we end up
lamenting over its privatisation, vanishing and loss, which goes the other
way around, in case we are trying to hide from the problems of society in our
only seemingly apolitical household.

The oxymoron Kolonie svobody (Colony of Freedom) (a title
adopted from the housing development project constructing villas and
houses in the Rondocubistic style on the boundary of VrSovice and
Vinohrady, one of Petr Dub’s last exhibitions in Kvalitar Gallery, is being
transferred to the exhibition in Jeleni Gallery. This time, however, it is not
using the example of the exterior but the interior of a house. The occupation
of public space, appropriation of it with colour, the “bold opinion” expressed
by the owner of the fagade with a range of colours observed wh
into a box of Smarties - the opinion that condensed itself and was “de-
duced” into the colour of the fagade. The painting of one of the interiors
of Kvalitar Gallery derived from the facades of the 1990s but also current
years, was supposed to denominate our atomized society. In another
room the artist returned to old national securities, national style and will,
Gemeinwillen, with which he did not express offence over the lo:
but rather pointed to the organisation of things as they used to be in the time
of ageographically structured society a
erainanillustrative comparison withiits
Dub addresses the simulacral characte
through the expression of building facad
his analytical nature he decodes facade
representation of the real estate owner i
towards public space and (non)affiliatio
expressed.

Similarly, we can find these re
hold structures. The interiors of private fl
also as colonies of freedom. The colours
create the background of home scenes
Product or artistic designis only very se:
decore, its abstract conception can act
ical contents. Abstraction has the ability:
another case to make a clear, critical re
vacationin Europe or Africa does not jus
experience; it hauls the weight of histori
consequences, sitting on a marble shelf/that
sentiment, which conceals their disputabil d: i
visitors we get a chance to notice this d|SCrepancy in the flatof our friends,
parents, in the Jeleni Gallery.

Peter Dub, however, does not only work with objects, as an
analytic he is interested in methods! If he paraphrases Flusser’s classic
Into the Universe of Technical Images, then he is interested in the change
that takes place in the image when it loses its representative function and
becomes increasingly more a field for “calculating and computing”, for
“cosmic telematic dialogue”. The artist cuts four different types of wallpaper
and assembles it into a geometric figure; he is interested in the bordering
points of connection and the relationship between the whole and the part.
Complicated, discussed and dynamic penetrability and clashing of the
personal and public is portrayed in the actual construction of the overall
image, which in the gallery, similarly to the artist’s previous paintings/objects,
consists of aleft and right side towards the centre and searches for its
centre of gravity. The open series of paintings/objects started in 2014 On
the Left and Right from the Centre illustratively testifies about Dub’s need
to be publicly involved and at the same time about his concentrated studio
work with the geometry of objects and paintings. Through abstraction he
pulls a story out of a painting which he shifts outside of the painting into his
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titles. He transformed the story into a game with physical characteristics of
apainting/object, with gravitation, by balancing the materials participating
in the construction of the painting, the elements that the painting/object is
composed of as some first level or imaginable model of technicalimages the
status of which the artist is still verifying in relation to the real world, bound
by the feeling of social responsibility.

Dub devotes another element comprising the overallimage of
the installation - homemade manual for testing the hardness of the shell of
atortoise, which refers to Zeno's paradoxes - to the confrontation of areal
occurrence with a philosophical problem. This burdening of philosophy
and theory with artistic practice may appear to be intentional, perhaps
graceless, nevertheless it points to the constant gap in the interdisciplinary
dialogue between science, philosophy and art, which can be, however, not
only amisunderstanding, but also a dynamic force for further development
of anissue. The electronic format of the manual tries to develop a discus-
sion about penetration, actually the constant presence of a public chat
in the private zone of a home. In Jeleni Gallery, Dub is not trying to evoke
an atmosphere of a family fireplace, but, using non-illusive tools, yet with
the help ofimages, he is trying to piece @ rabout the
relationship of ahome and public discus
the artist’s favourite classic: “Should pea
the purpose of being entertained but to :
technical images suddenly change theinehat
surfaces, which will be used to prepare iRiorH
people will carry dialogue. They suddeni
was earlier played by linear textsin corrég
The only difference is thatimages can cafey
information than texts. Surfaces actuallyi€e
lines. The “art” of writing a letter is almos ok
images can help in revealing yet unsuspééte
infinitely richer than when there used to 8
type of society creating mutual dialogue L
of artists.” (Vilém Flusser, Into the Unive C ;
Prague 2001, p.82) g e
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PETRDUB

POLE REZONANCE (BOSTIK - DUB - SKODA) Roudnicka
galerie pfipravuje kazdoroéné vystavu, jejimz prostrednictvim umoznuje
divakiim nahlédnout do svych sbirek. V uplynulych letech prezentovala
nékolik autorskych kolekci praci na papire i stézejni soubory, jez tvori
fundament sbirkového fondu instituce. V minulém roce si vyjime¢nou
kolekciuméni 60. let 20. stoleti predstavenou vystavou Schranka pro ducha
pfipomnéla dobu, kdy za¢ala fungovat jako profesionalniinstituce v nové
zrekonstruovaném sidle. Reprezentativni prehlidku ozivily vstupy vyraznych
mladych tvirc(, ktefi se ve svych pracich dotkli postupt a principt umélec-
ké produkce 60. let a poukazali tak na myslenky a pristupy, které zlstavaiji

v uméni uplynulého pistoleti stale Zivé. Pestrou smésici riznorodych
uméleckych vypovédi jedné generace tak promeénili v Zzivy, mezigeneracni
dialog.

Vystava pole rezonance natento zplsob prace navazuje. Ze
sbirkového fondu galerie jsem vybrala obraz Vaclava Bostika Zakriveny
prostor. Dilo, které vzniklo v roce 1970 béhem Mezinarodniho malifského
sympozia Roudnice 70, patfi mezi Bostikovy vrcholné prace a zaroven
mezi nejcennéjsi akvizice roudnicke sbirky. K ti¢asti na vystavé jsem
pfizvala vizualniho umélce Petra Duba a plivodem ¢eského sochare Zijiciho
ve Francii Vladimira Skodu. Petr Dub na vystavé predstavi praci Cheyenne
Silver (2013) oscilujici na pomezi malby a objektu, v niZ se podobné jako
Vaclav Bostik, ale zcela po svém vyrovnava s problémem obrazové plochy
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a smérovanim tradi¢niho zavésného obrazu. Pravé setkani s malbami
Petra Duba z cyklu Porn Star Selection na vystaveé DalSi ze zplsobU jak
nevytvaret obrazy v chebské galerii na podzim roku 2015, se pro mé stalo
podnétem k Uvaham o vystave, jez by zprostredkovala dialog praci obou
malif(l. Setkani s obrazem Cheyenne Silver ve mné vyvolalo pocit, jako by
mi pred o¢ima ozil Bostikav obraz Zakriveny prostor, jako kdyby se pulzujici
barevné body z jeho platna pokusily vyvazat z daného radu a proniknout
hloubéji do prostoru. Velmi na mé tehdy zap(sobilo, ze presto, ze tvorba
obou autor( stoji na zcela odliSnych ideovych pilifich, dospéli k obdobnym
vizualnim formam. Nedlouho poté nasledovalo dalSi neCekané setkani.
Odehralo se v ostravskeé galerii, kde jsem méla poprvé moznost osobné se
setkat s dilem Vladimira Skody. Skodovy objekty mé zasahly svou monu-
mentalitou a oprosténou, minimalistickou formou, ale i ideovym pozadim,
které v mnohém rezonuje pravé s tématy, jimz se ve sve tvorbé kontinualné
vénoval Vaclav Bostik. Zaujalo mé predevsim Skodovo vibrujici zrcadlo
z lesténé nerezové oceli, které Ize z jisté perspektivy chapat jako zachyceni
(Bostikovy) myslenky energetického pole v prostoru a hmoté. Privedlo mé
k rozhodnuti, ze vystava, by neméla byt jen dialogem, ale setkanim tfi praci
tri autor(i rozdilnych generaci, pomyslnym polem rezonance rozdilnych
uméleckych pristuptl a myslenek, které se vSak v urcitych aspektech
protinaji...

Nina Michlovska
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POLE REZONANCE

RESONANCE FIELD (BOSTIK - DUB - SKODA) Eachyear the
gallery holds an exhibition giving visitors an insight into its collections. In
recent years these exhibitions have presented a number of sets of individual
artists' works on paper, as well as series of works that comprise the essence
of the gallery’s collections. Last year the exhibition A Casket for the Soul
showed some remarkable art from the 1960s, recalling the time when the
Gallery began operating as a professional institution inits newly recon-
structed home. This overview was accompanied by works from notable
young artists whose art draws on processes and principles from the 1960s,
showing how certain ideas and approaches have remained viable in art over
the last half century. In this way an exhibition of the highly diverse art of one
generation became a lively dialogue between two generations.

Resonance Field takes a similar approach. From the Gallery’s col-
lections | chose Vaclav Bostik’s painting Curved Space, created in 1970
at the International Painting Symposium Roudnice '70, which is one of his
finest works and one of the Gallery’s most precious acquisitions. | then
invited the visual artist Petr Dub and Vladimir Skoda, a Czech-born sculptor
who lives in France, to take part in the exhibition. Petr Dub presents here
Cheyenne Silver (2013), a work oscillating on the boundary between
painting and object, in which like Bostik, but in an entirely original way, he
addresses the picture plane and the directions the traditional painting can
take. | had encountered Petr Dub’s paintings from the Porn Star Selection

series at his Another Way of Not Painting Paintings exhibitionin Chebinthe
autumn of 2015, and that started me thinking about an exhibition that would
be a dialogue between these two painters’ art. When | saw Cheyenne Silver
I felt as if Bostik's Curved Space had come to life, as if the pulsing points
of colour from the canvas were trying to break out of their given order and
reach into the third dimension. | was very struck by the way that both artists
had ended up with similar visual forms, although their art was based on quite
different ideas. And not long afterwards there was another unexpected en-
counter, this time in Ostrava, when | first had an opportunity to see Viadimir
Skoda’s work. His objects impressed me with their monumentality and
their austere, minimalist forms, and also with the ideas behind them, which
in many respects resonated with the themes that Vaclav Bostik explored.
| was most taken with Skoda’s vibrating mirror made of polished stainless
steel, which from a certain perspective can be understood as capturing the
concept of an energy field in space and matter, like Bostik’s painting. | decid-
ed the exhibition should be not just a dialogue but an encounter between
three works by three artists from different generations, a resonance field of
different approaches and ideas that nevertheless have certain aspectsin
common...

Nina Michlovska
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PETRDUB

O OBRAZU, JEHO FORME A PODIVNYCH NAZVECH

M Na tvé lonské vystavé DalSi ze zpUsobd, jak nemalovat obrazy
v Galerii vytvarného umeéniv Chebu jsem poprveé vidéla vystavené obrazy
Jordan Green a Cheyenne Silver z cyklu Porn Star Selection (2013-2015).
Prvni, co mé pfi pohledu na né napadlo, bylo: Zakriveny prostor. Pripomnély
mi obraz Vaclava Bostika, ktery davérné znam z roudnické galerie. Jako
by se pulzujici body najeho obraze rozprchly na vSechny strany, snazily se
uvolnit z plochy platna a proniknout hloubéji do prostoru. Shodou okolnosti
bylo tehdy o patro vys, ve stalé expozici chebske galerie, vystaveno dalsi
ze &tyr Bostikovych platen Obraz pole, které vytvoril v Iété 1970 béhem
roudnického sympozia. Tento silny vizualni zazitek mé okamzité privedl
na mysSlenku vystavit tvé dilo pospolu pravé s obrazem Vaclava Bostika
Zakfiveny prostor. Pripravit tak komorni vystavy, jez by se nezakladala na
konfrontaci, ale na dialogu. Dialogu dotykajicim se ryze malifrskych témat,
jako je forma (a v tvém pripadé taky format) zavésného obrazu ¢ifeseni
obrazové plochy. Tedy témat, kterymi se dlouhodobé zabyval Vaclav Bostik,
jak o tom ostatné svéddiijeho poznamky v katalogu k jeho roudnické vysta-
vé usporadané v roce 1967 a zaroven otazek, jimiz se dlouhodobé zabyvas
v ramci své malirske tvorby takeé ty.

Kdyz jsem o vystavenych malbach premysilela, rozhodné mé

nenapadlo, Ze by byly Bostikovym obrazem inspirované. To ani v nejmensim.

ZapUsobilo namé to, ze presto, Ze jsou vychodiska vasi tvorby diametralné
odlisna, dospéli jste k obdobnym vizualnim formam. Kdyz jsme se potkali

v tvém ateliéru a spolecné si prohlizeli obrazy z cyklu Porn Star Selection,
mezi které patfii Jordan Green a Cheyenne Silver, fekl jsi mi, Ze ten, kdo se
zabyva abstraktni malbou, dfive nebo pozdéji na Bostika ,narazi“. Jak jsi to
tehdy myslel? Mysli§, Ze se oba soustredite na obdobné ,malifské” otazky?

D Jamyslim, ze je to docela presny popis. Planovana vystava
pro mne predstavuje srovnani formalné podobnych vystupd, ktere jsou
ovSem zalozeny na docelajinych pilifich. Osobné ¢tu Bostika jako lyrika,
az zenového mistra, zatimco ja sam se ve svych vécech snazim opisovat
aktualni neklid doby. Statut obrazu i uméni jako takového se ve spole¢en-
ském kontextu za posledni stoleti znacné zkomplikoval a nakladat dnes
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s formalisticky abstraktnim vyjadifovanim pro mé znamena rozehravat
intelektualni hru s fadou pojm( ,,za obrazem®. Od historickych kontextt az
k soucasneé situaci, kdy ,pro o&i nevidime".

M Vzpomenes si, kdy ses poprveé setkal s Bostikovym dilem? A jak
natebe zaplsobilo?

D Je to docela zvlastni, ale s touto otazkou jsem si uvédomil, ze
mne k Bostikovu dilu pfivedly reinterpretace jeho dila od Vaclava Stratila.
Se za¢atkem studia na FaVU v Brné jsem narazil na VVaclavovy fotografické
reprodukce z cyklu Bostik (1997) a prisly mi neobvykle zneklidriujici. Mam
zato, Ze Bostiklv odkaz byl pred dvaceti lety vniman docela jinak nez dnes,
a Vaclav Stratil byl vtomto ohledu prorokem. Zahlédl kratky meziprostor

v objevovani autora, ze kterého se dnes mimo jiné stala komeréniikona
domacich aukci, a dokazal si z ného vzit svij kus, dokud to bylo jesté mozné.
V mém prvnim setkani s Bostikem je tedy podobné jako ve velké ¢astimé
prace konceptualni zapletka.

M Zadilem Vaclava Bostika se skryva hluboka reflexe vlastni
tvorby i obecné vztahu uméni k okolnimu svéetu. V dobé, kdy na roudnickém
sympoziu namaloval obraz ZakFiveny prostor, soustredil se pfedevsim na
problematiku obrazoveé plochy a prostoru. Na rozdil od jeho generac¢nich
souputnikd, jako byl tfeba Jan Kotik, fesil problematiku prostoru a obrazové
plochy vzdy Cisté malifskymi prostredky, nikdy nepristoupil k tomu, ze by
se vydal cestou pokouseni hranic zavésného obrazu smérem k trojrozmér-
nému objektu, coz je pro tebe jiz po nékolik let velké téma. Jak jsi k nému
dospél?

D S koncem studia na vysokeé Skole jsem prochazel autorsko-exis-
tencénikrizi. Obdobi probéhlych Sestilet se mi zdalo jaksi ,zadarmo” a rozho-
dljsem se proto zatrast krabici, obratit ji na ruby a vysypat z ninéco noveého,
nebo ji celou zahodit. Vysledkem byla nékolikaleta pauza, ve které jsem se
veénoval vice site-specific instalacim z cyklu Unframed a Know-how, kdy
jsem pracoval s platnem aretovanym pfimo na zed' mimo malifsky ram, jenze
s Casem jsem si uvédomil, ze jsem na ateliérové praci mentalné zavisly.
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Prirozené jsem se vratil ke své bakalarske praci s nazvem Reframed a zacal
jsem studentskeé véci na pomezi obrazu a objektu formalné ocistovat. Mél
jsem tou dobou uz i zkuSenosti z toho, jak se obraz chova,mimo ram*, coz
mi pomohlo oprostit se od predstavy, Zze povrch obrazu musi byt pojed-

nan specifickym rukopisem, nebo dokonce konkrétnim motivem. Timhle
obratem jsem si tak otevrel docela novou kapitolu, ve které jsem zac¢al obraz
vnimat vice jako spole¢ensky symbol, nez jako formalni ctvercovou plochu,
kterou je tfeba vyresit malirskym zptsobem. Posun k tfidimenzionalnimu
objektu pak byl pouze logickym feSenim, jak si vytvorit viastni abecedu
znaku.

M Tvé vystavy, nékdy i jednotliva dila, resp. cykly ¢asto nesou dost
nezvyklé nazvy, které odkazuiji k nejriiznéjsim spolecenskym fenoméndim
jako napriklad Rehabilitace v podminkach mimosoudniho vyrovnani
spotrebitelskych spor( (galerie Kvalitar, Praha) nebo Estetika svadéni
(Galerie Dam, Broumov). Tyka se to ostatné i cyklu Porn Star Selection.

Na vystavach ale navstévnik najde abstraktni, Casto az minimalisticka dila.
Chapu to spravné, ze pracuijes s urcitou formou metafory, prostfednictvim
které poukazujes$ na problematické spolecenské fenomény nebo témata
umeleckého provozu?

D Vyznamna ¢ast me tvorby stoji na presvédceni, ze zileme ve
spektakularni dobé, a presto jsme ztratili schopnost Cist obrazy. Paul Virillio
mluvi o ,estetice mizeni“, tedy o tom, ze medialni obrazy naseho vSedniho
zivota se stridaji tak rychle, ze z nich nedokazeme vytvaret trvalé zkuse-
nosti. Tento konflikt mne extrémné zajima. V podstaté pracuiji s minimalnim
aabstraktnim vyrazem, protoze mne bavi nutit divaka koukat do prakticky
vyprazdnéné plochy a hledat smysl vztah( spojenych s podobnym
vyjadrovanim v dnesni dobg, kdy je abstrakce na jednu stranu povazovana
za mrtvou a na stranu druhou zaziva ne¢ekanou renesanci. Obraz je pro
mne referencni pole, ve kterém se mohu pomérovat s télesnou a mentalni
schrankou divaka, ale pochopitelné i s obecnymi spolecenskymi pravidly.
Nazvy cykll, instalaci nebo jednotlivych objektt pro mne proto predstavuji
nezbytné nastaveni spravného uhlu zrcadla. V podstaté jde o nastaveni
celkové trajektorie mozného vykladu dila, az o manipulaci s divakem.
Obrazy mohoujisté existovat bez textu, ale na to, abychom o nich mohli
mluvit a nasledné je interpretovat, stale potfebujeme slova. Ddlezita je pro
mne navic v celém problému ¢asovost malby jako ,pomalého média’“.

M ,Casovost malby“ a,,pomalé médium*. Co si pod tim predstavit?

D Casto si pfi praci v ateliéru uvédomuii, ze se malby stale drzim,
protoze mne nuti zpomalit moji prirozenou hyperaktivitu. Musim oviad-
nout spoustu materialu, pracovat ve vrstvach, ¢ekat, az barvy zaschnou,
pozorovat a kontrolovat provazanost jednotlivych dél v cyklech atd. Jde
odocelajiny prozitek nez s konceptualnimi projekty, které pochopitelné
mohou v ¢ase trvat mnohem déle nez namalovani obrazu, ale jejich realiza-
ce obvykle pro autora predstavuiji priibézny zazitek, ke kterému se ovéem
zpétné vracime vyhradné na zakladé zpétné (re)konstrukce. Umélecky
objekt pochopitelné naopak stale obsahuje onen pro mne dlezity moment
kumulace urcitého typu energie, o kterém se mazeme fyzicky presvédcéovat
stale znovu. Malba je v podstaté systémem fyzického vrstveni vzpominek.
Podle Jamese Elkinse pak existuje obecny predpoklad, Ze pfi pohledu na
obraz miizeme vzdy znovu a znovu zazivat stejné fyzické chveni. Elkins
ovSem piSe tak pateticky, Ze jsem se rozhodl proti podobnému patosu
bojovat, a odtud pramenii pojem ,antibarva®, ktery si spojuji s pouzivanim
stfibrné barvy. Ta pro mne na jednu stranu predstavuje dUlezitou kvalitu
vytvaret cosijako odrazovou desku, ktera divaka nepousti dovnit obrazu,
ana stranu druhou substanci fedici sytost ostatnich barev. Proces béz-
ného malifského vrstveni tak navic komplikuji schopnosti kontroly nad
konkrétnim lomem svétla. Metaforicky jde o snahu komplikovat pravé onu
schopnost kumulovat vzpominky a jde vlastné o fizené popirani malby jako
expresivniho média. Stribrna pro mne navic zvlastnim zpisobem postrada
schopnost reprezentace - ale o podobnych vécech bychom se mohli bavit
hodiny.

M Pro¢ jsi pro sva platna zvolil pravé nazvy Jordan Green
a Cheyenne Silver a cely cyklus jsi pojmenoval Porn Star Selection?

D Cely cyklus je v podstaté poctou dilu Jana Serych s ndzvem
Indexy. Janovy prace sleduiji dlouhodobé a tento diptych z roku 2008
predstavuije citaci hesel z porno stranek, ktere jsou autentické, ale neobsa-
huji explicitni sexualni vyrazy. Na obou obrazech mne vzdy fascinovalo, kolik
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emocionalniho sdéleni mlze vyjadrit Cisty konceptualni text na ¢erném
podkladu. Po¢atkem nultych let jsem se poprvé zacal zajimat o praci Ona
Kawary, a kdyz jsem pozdéji o jeho dile mluvil s Janem, vyrazilo mi dech zjis-
téni, Ze jeho vécineznal - a prave tyto ,paralelni umélecké existence* v kom-
binaci s jeho Indexy se staly inspiraci pro cyklus obrazt pojmenovanych po
uméleckych pseudonymech pornoherecek. Kazdy z obrazu si priviastniuje
nazev urcité barvy podobné jako ony. Samotna dila ovsem nikdy nevznikaiji
s predobrazem konkrétni osoby; néktere z herecek jsem zcela upfimné

ani nikdy nevidél. Pracuiji totiz s podobnymi textovymi daty jako Serych.
Dulezity pro mne zlstava postprodukéni triangl a snaha o hledani nové
interpretace za ndzvy barev. Zadna z hereéek pochopitelné neni modra,
zeleng, stribrna nebo dokonce zlata, ale i presto Ize za jejich pseudonymy
chapat cosi mnohem hlubsiho ze vztahu estetiky a podprahového vnimani.
Dodavani smyslovosti né¢emu, co je zaloZzené na Cistém spektaklu, je podle
mne presnym odrazem nasi doby.

M Porn Star Selection je na prvni pohled cyklus zdanlivé mo-
nochromatickych maleb kruhového formatu. Pro¢ jsi zvolil pravé kruh?

D Kruhovy format mne posledni dva roky doslovné fascinuije.

Na rozdil od obdélniku &i Etverce ma tu vlastnost, Ze nuti oko premyslet

0 objektu jako o stfedobodu nebo tecce na zdi. Kruh je genialniv tom, ze se
prirozené soustfedime najeho stfed, ale nase pozornost plynule kontroluje
jeho kontinualni hranu, kterou se osobné pokousim ve své praci tematizo-
vat. Jde vlastné o takovy geometricky Uroboros, ktery okamzité funguje
prakticky v jakékoli architekture.

D A pokud bychom méli mluvit specificky o cyklu Porn Star
Selection, mizeme kruh vnimat jako vztahuijici se k riznym ¢astem lidského
téla. Neslo mi nutné oilustraci genitalii nebo jinych télesnych partii, ale zpét-
né jsem siuvédomil, ze nase fyziognomicke vzezrenije vzdy mékke, protoze
na téle mame minimalni mnozstvi pravouhlych znak(. Zkuste sijenom
prenaset kruh na misto obdélniku a uvédomite si, jak prijemné se nam bere
do ruky, protoze je v ném obsazena mnohem vétsi télesnost nez v pravouh-
|é geometrii, kterou povazuiji predevsim za vysledek racionalniho uvazovani
clovéka. Vlastné mne napada, Ze mne v daném problému zasadné ovlivnily
knihy Petra Rezka Télo, véc a skute¢nost a Architektonika a protoarchi-
tektura. Soucasné se tato rovina mé prace zvlastnim zptsobem dotyka
socharstvi, za které ¢ast okoli mou tvorbu povazuje.

M Vyrazové moznosti barvy, forma a malifsky rukopis - to jsou
tedy zakladni konstanty, které - mam-li parafrazovat nazev jedné z tvych
vystav - jsou prakticky spojené s tou véci, kolem které se motas?

D Anoine. Maji ucitelé ze mne chtéli mit malire, teoretici a kuratori
uvozuji texty o mé praci slovem ,postkonceptualni®, zatimco ja sam se
povazuiji za vizualniho umeélce, protoze mi ani jedna z kategorii neni nijak
mila, nebo jesté Iépe - dostaduijici. Z pohledu zvenci se mlze zdat, ze jde

o schizofrenni pozici, ale pro mne je jednoduse malirstvi prilis omezenou
kategorii,a naopak konceptualni umeéni prilis rozbredlou disciplinou.
Docelajsem si oblibil anglicky pojem ,framework". Jednoduse bychom
ono kouzelné souslovi ram-prace prelozilijako ,ramec®, ale k jeho prekladu
patfiipojmy ,soustava®, ,struktura®, ,kostra“ nebo ,konstrukce”. Moje prace
je pak trochu jako bungee jumping. Kdyz uz jsem jednou skocil, snazim se
pohybem nahoru a dolt dostat - dopredu.

Rozhovor Niny Michlovské s Petrem Dubem
vramcivystavy Pole rezonance
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ON THE PAINTING, ITS FORM, AND BIZARRE TITLES

M Your exhibition Another Way of Not Painting Paintings at the
Gallery of Fine Arts in Cheb last year was the first time | saw your Jordan
Green and Cheyenne Silver paintings from the Porn Star Selection series
(2013-2015). The first thing | thought of was Curved Space. They reminded
me of Vaclav Bostik’s painting, which | know very well from the Roudnice
Gallery. In his painting, it'’s as if the pulsing dots have scattered in all direc-
tions, trying to escape the canvas and go deeper into space. Purely by
chance on the next floor up, in the permanent exhibition in Cheb, was the
Picture of a Field, another of the four canvases Bostik painted in the summer
of 1970 at the symposium in Roudnice. It was a powerful visual experi-

ence, and | immediately thought of showing your work alongside Vaclav
Bostik's Curved Space, in a small exhibition that would be about dialogue
rather than confrontation. A dialogue about things purely to do with painting,
like the form (and in your case the format) of a painting and the treatment of
the picture plane. Things that Vaclav Bostik was always interested in, as we
can see in his notes for the catalogue to his 1967 exhibition in Roudnice, and
things that you too have been working on in your paintings.

When | was thinking about the paintings at your exhibition, | defi-
nitely didn’t think they were inspired by Bostik’s painting. Not in the slightest.
But | thought that although the starting points for your and his art were
diametrically different, you both ended up with similar visual forms. And then
when we met in your studio to see the Porn Star Selection paintings, includ-
ing Jordan Green and Cheyenne Silver, you said that anyone workingin
abstract painting sooner or later runs up against Bostik. What did you mean
by that? Do you think you both focus on similar questions about painting?

D | think that’s a pretty accurate description. For me the planned
exhibition is a way of comparing outputs that are formally similar but are
based on entirely different foundations. Personally, | read Bostik as a lyrical
poet, almost a zen master, while in my work I'm trying to capture our contem-
porary unease. Over the past 100 years, the status of the painting and art

as suchin society has become fairly complicated, and for me working with
formalistic abstraction nowadays means playing an intellectual game with
amultitude of concepts “beyond the painting”. From the historical contexts
to the present situation, when “we have eyes but fail to see”.

M Can you remember when you first came across Bostik's work?
What impression did it make on you?

D It's funny, but now you ask I realise it was Vaclav Stratil’s reinter-
pretation of his work that led me to Bostik. When | started studying at the
Faculty of Fine Arts in Brno, | came across Vaclav’s photographic reproduc-
tions from the Bostik series (1997), and | found them strangely unsettling.

I think Bostik’s legacy was seen quite differently twenty years ago, andin
that respect Vaclav Stratil was a prophet. He saw a brief interval before

the discovery of an artist who has now become a commercial icon at art
auctions in this country, and he managed to take something from him while
it was still possible. So as with much of my work there was a conceptual
element behind my first encounter with Bostik.

M Behind Vaclav Bostik's work, there are profound reflections

on his art,and more generally on the relation between art and the world
around it. When he painted Curved Space at the Roudnice symposium,

he was mainly thinking about the picture plane and picture space. Unlike

his contemporaries such as Jan Kotik, he always tackled the issue of the
picture space and picture plane purely through painting, and he never tried
to go beyond the painting and produce three-dimensional objects, which
has been a major theme for you for several years now. How did you come up
withthe idea?

D When | left university, | had an artistic and existential crisis. | felt
I'd been coasting for the last six years, so | decided to give the box a good
shake, turn it upside down and tip out something new, or just throw it all
away. The result was aninterval of several years when | worked more on
site-specific installations in the Unframed and Know-How series, when

| worked with canvas fixed directly on the wall without a frame, but eventual-
ly I realised | was mentally addicted to working in the studio. So | went back
to my degree project, Reframed, and | started formally purifying things I'd
done as a student that were somewhere between paintings and objects.
By then I'd experienced how paintings behave “outside the frame”, and
that helped me get past the idea that the surface of a painting has to be
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done in a specific style or even with a concrete motif. And it opened a new
chapter when | started seeing the painting more as a social symbol than as
aformal square plane that has to be worked by painting it. The transition to
athree-dimensional object was then just a logical way of creating my own
alphabet of symbols.

M Your exhibitions and sometimes also individual works and series
often have quite unusual titles referring to various social phenomena, such
as Rehabilitation in the Context of Out-of-Court Settlements of Consumer
Disputes (Kvalitar Gallery, Prague) and The Aesthetics of Seduction (Dim
Gallery, Broumov). That's also true of Porn Star Selection. But at your
exhibitions, visitors find abstract and often almost minimalist works. Am

| right in thinking that you work with a kind of metaphor you use to point to
problematic social phenomena, or how the art world works?

D A substantial part of my work is based on my conviction that
we're living in spectacular times but have lost the ability to read paintings.
Paul Virilio talks about the “aesthetics of disappearance”, that media
images of our daily lives change so quickly that we're unable to turn them
into lasting experiences. I'm extremely interested in that conflict. Basically,
| work with minimalism and abstraction because | like forcing the viewer to
look at a practically empty space and find the meanings associated with
asimilar approach in the present day, when on the one hand abstractionis
considered dead and on the other it's having a surprising renaissance. For
me a painting is a reference field where | can measure myself against the
viewer’s mind and body, and obviously against the general rules of society
too. The titles of my series, installations and objects are an essential way
of holding the mirror at the correct angle. Basically, it’s about defining the
overall trajectory for the potential interpretation of an artwork, to the point
where it's manipulating the viewer. Obviously, paintings can exist without
any text, but we stillneed words if we're to talk about them and interpret
them. What's also important for me in all this is the temporality of painting as
a “slow medium”.

M The “temporality of painting” and “slow medium”. What does that
mean?
D When I'm working in the studio, I'm often aware that I've stayed

with painting because it makes me slow down my natural hyperactivity.

I have to control lots of materials, work in layers, wait for the paint to dry,
check how the individual works in a series relate to one another and so

on. It's quite different with conceptual projects, which can of course take
much longer than painting a picture, but for the artist their creation is usually
a continuous experience to which we can return solely on the basis of
(re)construction. But an art object always has that moment that's still so
important for me, the accumulating of a certain kind of energy, and we can
always physically convince ourselves of that again. Painting is essentially
asystem for the physical layering of memories. According to James Elkins,
there's a general assumption that when looking at a painting we can always
experience the same physical trembling time and time again. But there’s so
much pathos in what Elkins writes that | decided to fight this kind of pathos
and that’s the source of my concept of “anti-colour” that | associated with
using silver paint. For me on the one hand, it's got the important quality of
creating something like a reflector that doesn'’t let the viewer get inside the
painting, and on the other it's a substance that dilutes the richness of the
other colours. Thus, | complicate the process of layering paint by adding the
ability to control the refraction. Metaphorically, it's an attempt to complicate
the capacity to accumulate memories, and it’s really about the deliberate
denial of painting as an expressive medium. And for me silver in some way
lacks the capacity for representation - but we could spend hours talking
about things like this.

M Why did you choose names like Jordan Green and Cheyenne
Silver for your canvases, and why did you call the whole series Porn Star
Selection?

D The whole series is basically a tribute to a work by Jan Serych
called Indexes. I've been following Jan's work for many years, and this dip-
tych from 2008 quotes words from porn websites. The words are authentic
but all sexually explicit words have been left out. What's always fascinated
me about these two paintings is how much emotion purely conceptual

text on a black background can express. In the early 2000s | became
interested in On Kawara’s work, and later when | was talking about his work
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with Jan | was amazed he didn't know his work, and these “parallel artistic
existences” combined with Jan’s Indexes were my inspiration for this series
of paintings named after pornstars’ professional names. Like them, each
painting adopts the name of a particular colour. The paintings are never
produced with animage of the specific person, and I've never actually seen
some of the pornstars. | work with similar textual data as Serych. What's im-
portant for me is the post-production triangle and the attempt to find new
interpretations for the names of colours. Obviously none of the pornstars
are blue, green, silver or gold, but behind their professional names you can
find something much more profound in the relation between aesthetics and
subliminal perception. | think adding sensuality to something that's based on
pure spectacle is an exact reflection of our times.

M Atfirst sight, Porn Star Selection is a series of what seem to be
monochromatic paintings with a circular format. Why did you choose the
circle?

D The circular format has literally fascinated me for the past

two years. Unlike rectangles or squares, it forces the eye to think about

the object as a focal point, or adot on the wall. The circle is brilliant in the
way we naturally focus on its centre, but our attention keeps checking its
continuous boundary, which I'm trying to make a theme in my work. It's a sort
of geometrical Ouroboros that works immediately in practically any kind of
architecture.

And talking specifically about Porn Star Selection, we can see
how the circle relates to various parts of the human body. | wasn’t necessari-
ly concerned with illustrations of genitals or other aspects of the body, butin
retrospect | realised that our physiognomy is always soft, because our bod-
ies have a minimal number of right angles. Just try picking up a circle instead
of arectangle and you realise how nicely it fits into our hands, because the
circle has much more corporeality than right-angled geometry, which | think
is primarily the outcome of rational thought. Actually, it's just occurred to me
that I've been fundamentally influenced here by two of Petr Rezek's books
- Télo, véc a skutecnost (Body, Thing and Reality) and Architektonika
aprotoarchitektura (Architectonics and Proto-Architecture). This aspect of
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my work also in a way touches on sculpture, and some people think my artis
sculpture.

M The expressive potential of colour, form and style: these are
the fundamental constants that - if | can paraphrase the title of one of your
exhibitions - are practically associated with the bush you've been beating
about?

D Yes and no. My teachers wanted me to be a painter, and critics
and curators introduce essays on my work with the word “post-conceptual”,
while | consider myself to be a visual artist because | don't really like either
category or, more accurately, think they’re adequate. From the outside, it
may seem to be a schizophrenic position, but for me painting is too limited
acategory and conceptual art is too sloppy a discipline. | quite like the
English word “framework”. We could take it in the literal sense, but it also
encompasses the idea of a system, a structure, a skeleton or a construction.
My work is bit like bungee jumping. Now that I've jumped, I'm trying - by
moving up and down - to get ahead.

Aninterview with Petr Dub by Nina Michlovska
within the Field of Resonance exhibition
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VYBER ZE SVISLE TVORBY Jakkoli zni nazev vystavy jako
prvoplanovy vtip, ma své opodstatnéni. Presto, Ze je vném obsazenajista
ironie, priblizuje medialni identitu tvorby Petra Duba. Autor dlouhodobé
zkouma (fyzicke) limity zavésného obrazu, buduije faktické i mentalni napéti
mezi povrchem a vnitfni konstrukci, fesi otazky jeho smysloveho i paradig-
matického vnimani.

Petr Dub uvazuje o obrazu v souvislostech, které jsou definovany
jednak architekturou konkrétniho prostoru, v némz je instalovan, jednak in-
stitucionalnim a kulturné spolecenskym ramcem. Sam ¢asto uvadi, Ze obraz
je .nejupfimné&;jsi“ v ateliéru. (Je tfeba pfipomenout, Ze Petr Dub predstavuje
typ ,atelieroveho” umélce, jehoz umélecka cinnost neni vyluéné podmi-
néna vystavnimi prilezitostmi.) DalSi presuny obrazu uz totiz vytvarejijiné
interpretacni pole - kritik i teoretik své vyklady formuluji pravé ajen v rezimu
nastaveném galerijnim provozem, konstituovaném na zakladeé oborového
konsensu. Ironie v nazvu vystavy tedy souvisi s Petrovymi dlouhodobymi
hratkami s vytvarnymi zanry; s tradi¢nimi medialnimi kategoriemi, které jsou
obvykle stavény do protikladu, jako je obraz a objekt nebo plosna a prosto-
rovatvorba. Opakovaneé transfery mezi témito urovnémi pak opodstatnuji
moznost pouziti (zdanlivé) nejapného oznaceni,svisla tvorba“, aniz bychom
popiralijeho humorny podton.

VYBER ZE SVISLE TVORBY
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Autor testuje potencial obrazu, protoZe jak sam zdUrazriuje,
vyluéuje zavedené klisé, ze v obrazovém poli se musinéco dit, ,aby se bylo
naco divat’. Naopak pracuje s perifernim vidénim divaka, pojednava prostor
galerie komplexné a soustredi se i najinak neviditelny aparat celé instituce
jako je napriklad technické a personalni zajisténi jejiho provozu. Rozsireni
pozornosti mimo centralni pozici obrazu se projevuje i architektonickymi
zasahy do galerijni expozice. Nejde o to prizplsobit ji adekvatnimu vyznéni
vlastni umélecké tvorby, ale vyuzit ji k demonstrovani precizné vybranych
addkladné resenych spolecensko politickych témat. | v této mistné spe-
cifické roviné si ale autor ponechava abstrahuijici rétoriku, ktera disponuije
nadhledem a zobecnénim. Pfed nedavnem tento pristup dovedI do kraj-
nosti na své vystavé Kolonie svobody (MozZnosti Nového narodniho stylu)
v galerii Kvalitar, kde vystavniinstalaci simuloval dekorovani domovnich
fasad a komentoval tak povahu vizualni kultury a projevy ceské mentality
v ¢ase nastolovani nového politického systému (nejprve v roce 1918, potom
po roce 1989). Malifskym pojednanim celého interiéru zprostredkoval
koncentrovanou typologii transformacni reprezentace. Materializoval tak
typicky ¢eské mysleni o funkci architektury a hmotneé kultury pri konstru-
ovani politické identity. ,Nase, narodni uméni“ je zde prizna¢né odéno do
odpovidajicich barev pohybujicich se na ose Cervena - modra - bila, ktera
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se vdevadesatych letech preklapi k oranzové, lila a zelené, pretrvavajicich
do dneska.

S prostupovanim kategorii verejného, soukromého a polove-
fejného autor pracovalina své dosud posledni vystave s nazvem Do
dichotomie obrazu. V Galerii Jeleni rovnéz pojednal cely vystavni prostor,
ale vopacném gardu: zaméil se na reprezentaci privatni sféry. Instalaci
komponoval jako ,domov*, byt predstavujiciizolovany ostrov svobody. Ten
je vSak apoliticky pouze zdanlivé, jak dokladaji relikty kolonialniho mysleni
ztélesnéné policemi zabydlenymi suvenyry z cest, za které by nam Edward
Said asi nepodékoval.

Na pritomné vystavé autor pracuje s principem ready-made,

s matrialem z hobby markett nebo s odpadem z truhlarské dilny, s ,pred-
nastavenou® situaci, coz jej provazi celou jeho tvorbou. Tyto polotovary
prenasido ,svéta uméni“ malifskou intervenci - nikoli vSak prostou
polychromii povrchu, ale riznymi postupy jako je pretahovani klasickym
malirskym platnem tak, aby podtrhl anatomii skryté konstrukce a kontrast
mezi minimalismem a expresivni gestickou malbou, nebo dokonce orna-
mentikou. Pro autora je zasadni technicke reSeni, kdy az s pedantickou
peclivosti vybira a kombinuje vytvarné a primysloveé matrialy a technologie.
Vystavené objekty pokryva vrstvou pripominajici olejovy papir z predsadek
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starych knih, ktera stoji v opozici viici jednolitému zlatému povrchu, na néjz
je navazana takrka strojove presnym spojem - Svem mezi dvéma entitami.
V presné promyslené konfiguraci tvofi novou kvalitu prostoru, ale i jakysi
soupis malifskych technik a pristupU, jez predstavuje autorovu vliastni verzi
LSyntetizujicich déjin uméni*.

Za efektnim designem se nec¢ekané skryva i didakticky rozmér
- kazdy divak si chce prostrednictvim pripodobnéni k vlastni zasobnici
zkuSenosti obraz/objekt/dilo, a obecné kazdy artefakt, néjak prisvojit a vylo-
zit. Petr Dub pracuje na principu ,inverzni“ nebo téz ,osmotické" abstrakce.
Nejde o postup, kdy umélec vychazi z realného jevu, z predmétné skutec-
nosti, kterou abstrahuje, ale naopak z abstrakce, kterou ,zeskutecnuje®.

Dulezitou a interpretacné opomijenou kvalitou tvorby Petra Duba
je jeji politicky rozmeér, ktery narokuije divakovo kritické mysleni. Ackoli
programoveé nepouziva srozumitelny rejstrik symbol( a odkaz(l a nenabizi
ani klasickou naraci, vytrvale Utoci na zauzivané zplsoby vnimani a poro-
zumeéni umeénii socialni realité. Pokud si uvédomime tuto dimenzi autorova
pristupu, pochopime spojitost mezi jeho ,ateliérovymi dily* v pozici artefaktt
nebo komodit a aktivistickymi projekty s realnym dopadem; spojitost mezi
jeho politickou angazovanosti, spolkovym zivotem a postminimalistickym
jazykem.

Markéta Zackova
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VERTICAL ARTWORK SELECTION The exhibition title might
feellike ajoke, but it has its merit. Despite the fact that it contains some
irony, it explains the mediaidentity of Petr Dub’'s work. The author has been
examining for along time the (physical) limits of the suspension picture:

he is creating a factual and mental tension between the surface and the
inner structure, addressing the questions of its sensory and paradigmatic
perception.

Petr Dub considers the picture in context, which is defined both
by the architecture of a specific space in whichit is installed, and by the
institutional, cultural and social framework. He himself often states that the
picture is “the most sincere” in the studio. (Petr Dub represents the type of
a “studio” artist whose artistic activity is not exclusively conditioned by exhi-
bition opportunities.) Transports of a picture create another interpretation
frame - the critic and the theoretician formulate their interpretations solely
in the mode set by gallery operation, constituted on the basis of professional
field consensus. Theirony in the title of this exhibition is therefore related
to Petr’s long-time playing with visual art genres: such asimage and object,
or surface and spatial artwork, traditional categories, which are usually put
into contrast. Repeated transfers between these levels then justify the use
of (seemingly) inane title “vertical artwork” without denying its humorous
undertone.

The author tests the potential of a picture, as he emphasises, by
eliminating the established cliché that there must be something happening
in the image field, so that there would be “something to look at”. On the con-
trary, he works with the peripheral vision of the viewer, deals with the gallery
space in acomprehensive way, and concentrates on the otherwise invisible
apparatus of the whole institution, such as the technical and personnel
aspects of its operation. Expansion of attention beyond the notion of the
picture’s central position, is also reflected by architectural interventions in
the gallery exposition. Itis not about adapting it to the adequate expression
of his own artwork, but to use it to demonstrate meticulously chosen and
thoroughly addressed socio-political issues. Even at this site-specific
level, however, the author retains his abstracting rhetoric, accompanied by
perspective and generalisation. Recently, he has brought this approach to
the extreme at his exhibition A Colony of Freedom - Possibilities of the New
National Style in the Kvallitar Gallery, where the installation simulated the
treatment of the facades and commented on the nature of the visual culture
and manifestations of the Czech mentality at the time of establishing a new
political system (first in 1918, then after 1989). Through painting of the entire
interior, he mediated the concentrated typology of the transformation rep-
resentation. He thus materialised typical Czech thinking about the function
of architecture and material culture in the design of political identity. “Ouir,
national art” is distinctively dressed in the corresponding colours oscilating
on the axis of red - blue - white, which has leaned in the nineties to orange,
lilac and green.

He worked with a fusion of public, private and semi-public
categories also at his latest exhibition titled Into the Dichotomy of an Image.
At the Jeleni Gallery, he also took over the entire exhibition space, but from
an opposite perspective: he focused on the representation of the private
sphere. Installed as a “home”, he composed the space to be an apartment
representing anisolated island of freedom. But the absence of politics is
amereillusion, as evidenced by the relics of colonial thinking embodied
by shelves filled with souvenirs from travels that would make Edward Said
frown.

For the present exhibition, the author works with the ready-made
principle, the material from hobby markets or scraps from the joinery
workshop, with a “pre-set” situation. This stock material is transported to the
“art world” by painting intervention: not just by simple surface polychromy,
but by various techniques, such as tensioning the classic canvas over the
material, in order to underline the anatomy of the hidden construction and
the contrast between minimalism and expressive gesture painting, or even
ornamentation. For the author, the technical solution is fundamental, when
he selects and combines artistic and industrial materials and technologies
with almost pedantic care. The exhibited objects are covered by a layer
reminiscent of oil paper from the old books' front endpapers and inside
cover pages, which stands in opposition to the unified golden surface, to
which itis connected with a machine-like precision - the seam between
the two entities. In a well-conceived configuration, a new quality of space
is created, as well as a collection of painting techniques and approaches,
which represents the author’s own version of “synthesizing art history”.

VYBER ZE SVISLE TVORBY
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Unexpectedly, there is a didactic dimension behind the compelling
design - each viewer wants to appropriate and explain an image/object/
artwork, and in general any artifact, through comparison to their set of ex-
perience. Petr Dub works on the principle of “inverse”, or let’s say “osmotic”
abstraction. Rather than depicting a real phenomenon, a subject matter in
an abstract way, he bases his process on the abstraction that he “makes
real”.

Theimportant and interpretatively neglected quality of Peter
Dub's artis its political dimension, which claims audience’s critical thinking.
Although he does not use a comprehensible index of symbols and referenc-
es and does not offer a classic narrative, he steadily attacks the established
ways of perception and understanding of art and social reality. If we realize
this dimension of the author’s approach, we will understand the connection
between his “studio works” in the position of artifacts or commodities, and
his activist projects with a realimpact; the connection between his political
involvement, associaition engagemnt, and the postminimalist language.

%. . Markéta Zackova
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KOLONIE SVOBODY - MOZNOSTINOVEHO NARODNIHO STYLU
Projekt Kolonie svobody se vztahuje k urbanistickému vyvoji méstskeé ¢asti
Praha - Vinohrady, zejména k okoli stejnojmenné zastavby v narodnim stylu
z prvni poloviny dvacatych let v ulici Na Safrance, v jejiz blizkosti autor bydli,
adale k nedalekému sidlisti Vlasta ve VrSovicich, které vzniklo v sedmdesa-
tych letech zejména pro obyvatele obce Milovice. Ti byli ze svych domovd
vystéhovani v souvislosti s ubytovanim sovétské armady. Dub pfirozené
vnima postupnou transformaci obou mist v case a pozdéjsi, mnohdy necitli-
vé zasahy do plvodni stavby - napfiklad na prvni pohled patrné nové pojeti
fasad nebo naopak nenapadné deformovani rondokubistického prvku.
L,Obé mista vzdalena pési chlizi pouhych par stovek metrt reprezentuji

dvé diametralné rozdilna architektonicka obdobi, a schazet z ulice Korunni
smérem k Moskevske je jako cestovat Casem. S ubihajicimi metry smérem
z kopce se fascinujicim zplisobem proménuje metr za metrem nejen archi-
tektonicky raz mésta, ale predevsim socialni segment obyvatel. Na kopci
vladnou domy bézove, piskove hnédé az temné rudé. Kazasska, Tadzicka,
Magnitorska a jeji okoli odpovidaji jahodovo-merunkovou naladou, pokou-
Sejice se ,originalné” odlisit od okolnich domu. Zapocatou ideologickou
bitvu o Zivotni prostor pomysiné déli Gocarlv kostel sv. Vaclava odény

v bilé. Jako by vira v jednoduse bily ideal spojovala oba nesmiritelné tabory,*
popisuje autor své dojmy. Devalvaci historickych staveb se Dub zabyval v jiz
zminéném projektu pro Galerii Nika. Jako predobraz mu tehdy slouzil zatep-
lovanim znehodnoceny funkcionalisticky diim v Kotlarske uliciv centru
Brna. Vystavou In-sue-lie v Galerii 207 zase reagoval na zanedbany stav
mistnich galerijnich stén a na bydleni pro nizsi socialni vrstvy; vedle videa
zde prezentoval Ceskou vlajku v barvach rizové, pistaciové a krémoveé zluté,
tedy v barvach, jez se objevuiji rovnéz v instalaci Kolonie svobody.

Dub zkouma oba rozli¢né architektonické fenomény jako
spolecensko-psychologicke projevy reflektujici urcité potreby daného
a z reflexe necitliveho pouzivani barev v architekture. Dub pracuje se vzor-
nikem jedné malifskeé firmy a vybrané odstiny intuitivné aplikuje v realném
architektonickém prostoru vystavnich sall této galerie. Natéry kopiruiji
néktere jeji mistné specifické prvky — barvou jsou opatreny stény, vyklenky
i zaklenuty strop. Duraz klade na celistvost, pficéemz interiér se ve vysledku
stava komplexni malifskou kompozici. ,MUj zamér instalace reflektuje
pojednavani architektonickych povrchl v dominantnich barevnych tonech,
atjiz spojenych s konkrétnim architektonickym stylem, tvarem &i r(iznou
historickou érou architektury. Kde zacina funkce architektury jako narodni
identity? Kde konciindividualni svoboda a zacina kolektivni odpoveédnost za
spolec¢né sdileny verejny prostor? A jaka bude barva ¢eské budoucnosti?”
fika o svém umyslu s nadsazkou autor.

V prvni mistnosti Dub reaguje na narodni styl - rodinné domy
advojvily Na Safrance, které vznikaly podle navrhu tehdy zaginajiciho
architekta Frantiska Alberta Libry. Zachovaly Uzemni plan je udajné vytvore-
ny perem a neuvadi Zzadné informace o0 zaméru uzivani barvy na fasadeé.
Soucasni majitelé ¢i najemnici si tak priceli budov a nékdy i jadro staveb
pfizplsobuiji viastni pfedstavé o tehdejsi podobé nebo se fidi osobnim
vkusem. V ulici s atmosférou malomésta (v dobé vzniku tato lokalita byla
skute¢né predméstim) sledujeme dnes tedy mnohdy bizarni vykony -
domy rozptlené na pul v barevném provedeni fasad i viibec fascinujici
vybér barevnych odsting, které prisly spolu s devadesatymi léty. Zajimavym
momentem je zminény rondokubisticky prvek; zname jej napriklad ze
zdobeni uli¢ni fasady prazské Legiobanky ze stejného obdobi (1921-1923).
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Na Safrance se objevuje v neséetnych podobach, riizné deformovan
apouzivan na odlisnych mistech. Najdeme ho na ploté stejné jako na fasadé
nebo na betonovém sloupku. Dub v jeho volné interpretaci pokracuje v prvni
mistnosti galerie; symbol je zahrnut do témér dekorativni vymalby v Cerve-
no-modré kombinaci jako variaci na pojeti barev v obdobi narodniho stylu.
Znak se zde stava jakousi reminiscenci na svoji pavodni, avsak nepresné
znamou podobu a vyznam.

Prava zed' mistnosti je opatfena heslem Gemeinwillen - teoretik
architektury, profesor Jindfich Vybiral preklada tento pojem jako ,spole¢na
vule* naroda. Dub zde narazi na narodni styl jako na problematicky jev nejen
ve vztahu ke kvalité architektury, ale take k ideologii a divodu jeho vzniku.
Narodni styl je disledkem tehdejsi atmosféry v ceskoslovenské spole¢nos-
ti hledaijici rychle po roce 1918 prostredky pro vyjadreni prislusnostik uréité
etnické skupiné. Kli¢ovou roli v procesu sebeuvédomovani hrala pravé
kultura a uméni, do znac¢né miry jako vysledek racionalniho konstruktu.
Umélec nehovoril sam za sebe, ale programové vytvarel spole¢né hodnoty,
mnohdy priblizenim se vkusu Sir§iho publika, prestoze bylo zfejmé, ze
v tehdejsim nové vznikléem staté doslo k promichani nékolika etnik. Jakousi
neopodstatnénou potrebu po vymezovani se mizeme spatrovat take dnes,
kdy ve spolecnosti rostou nacionalisticke nalady, kdy se snazime uhajit sve
krestanske hodnoty pred vpadem cizi kultury. Pfitom nevime, co ty nase
hodnoty presné znamenaji a zda viibec obsahuiji néco hlubsiho.

V prostredni mistnosti se nachazi upravena projekce ikonického
filmu Playtime francouzského reziséra Jacquese Tatiho z roku 1967. Je
jakymsi spojnikem v ase, satirou o podobé a funkénosti moderni architek-
tury; posledni mistnost totiz naplno vyuziva potencial zminéného soucas-
ného barevného vzorniku. Tady se pfivybéru odstint autor inspiroval i jejich
bizarnimi nazvy, které nelze ve vzorniku prehlédnout a o jejichz diivodu uziti
muzeme dlouho premyslet. Objevuje se napriklad pikantni gazpacho, tibet-
ské roucho, piskova mandala, slune¢né sari,modry nekone¢ny ocean atd.
Tyto barvy, pouzivané hojné na venkovnich fasadach, jsou postaveny do
role novych narodnich barev vypovidajicich ledaco o charakteru sou¢asné
Cceské spolecnosti.

Monika Cejkova
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A COLONY OF FREEDOM - POSSIBILITIES OF THE NEW NATIONAL
STYLE The “A Colony of Freedom” project is related to the urban-
istic development of the Vinohrady neighbourhood of Prague, especially
around the area of the buildings of that name that were constructed in the
National Style of the first half of the 1920s in Na Safrance Street near where
Dub himself now lives. It is also related to the nearby Vlasta housing estate
in the neighborhood of Vr$ovice, which was created during the 1970s espe-
cially for the inhabitants of the village of Milovice. Those people were moved
out of their homes in order for the Soviet Army to be accommodated in that
village. Dub naturally perceives the gradual transformation of these places
over time and the later, very often insensitive interventions into the original
constructions - for example, what is at first glance an apparently new
concept of afagade, or the unobtrustive deformation of a Rondo-Cubist
element. “Both sites are just a couple of hundred meters away from each
other, but they represent two diametrically different architectonic periods
and to walk from Korunni Street towards Moskevska Street is like traveling
through time. As one orbits, meter by meter, down the hill, what changes, in
afascinating way, is not just the architectonic tone of the city, but primarily
the social segment of its inhabitants. Up on the hill the buildings are pre-
dominantly beige-coloured, sandy brown or dark red. Kazazsska, Tadzicka,
Magnitorska Streets and their environs correspond to an apricotstrawberry
mood that is attempting to ‘originally’ distinguish itself from the surrounding
buildings. The beginning of an ideological battle over living space is notion-
ally staked out by Gocar’s Church of St. Wenceslas, dressed in white. Itis
asif faith in a simple, white ideal connects both irreconcilable camps,” Dub
describes hisimpressions.

Dub previously investigated the devaluation of historical buildings
in his above-mentioned project for the Nika Gallery. For that project, what
served as a prototype was a Functionalist building on Kotlarska Street in the
center of Brno, devalued by the insulation of its fagade. His exhibition “In-
sue-lie” at Galerie 207 responded to the neglected state of the local gallery
walls and to housing for the lower class; in addition to videos, he presented
the Czech flagin the colours of pink, pistachio, and a creamy yellow, i.e., the
shades that also show up in the “A Colony of Freedom” installation.

Dub is researching both of these different architectonic phe-
nomena as psychosocial phenomena reflecting certain needs of a given
historical period. His installation for Kvalitaf comes out of his observations
and reflections on the insensitive use of colour in architecture. Dub works
with the samples of a particular paint company and intuitively applies the
chosen shades to the surface of the actual architectural volume and spatial
configuration of the gallery halls. «The intention of the installation reflects the
dialogue between architectonic surfaces in these dominant colour tones,
whether connected with a specific architectonic style, form, or various
historical eras of architecture. The gallery is therefore painted in a combina-
tion of fagade colours and signs demonstrating the transition among various
ways of handling colour in architecture. Where, basically, does individual
freedom end and collective responsibility for the public space begin? What
will be the colour of the Czech future?” Dub exaggeratedly asks when
describing the project overall. The coats of paint follow locally specific
elements, including the alcoves and the vaulted roof. Empty parts of the
walls become equal elements of the resulting “painting”. The emphasis is on
integrality even as the interior becomes a painted composition.

In the first room, Dub is responding to The National Style - to the
single-family homes and semi-detached houses of Na Safrance Street,
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which were created according to the designs of the then-beginning archi-
tect FrantiSek Albert Libra. The preserved territorial plan for the buildings is
allegedly drawnin pen and ink and does not include any information about
the planned use of colour on the fagades. The current owners or tenants,
therefore, adapt the fronts of the buildings and sometimes even the interiors
of the buildings to their own imaginations with respect to what they might
have looked like, or base their choices on personal taste. In this street,

with its small-town atmosphere (when this neighbourhood was created it
actually was the city outskirts) we can see many bizarre creations today -
buildings divided in half in terms of the colour of the fagade, or fascinating
choices of shades of colour that arrived during the 1990s. An interesting
moment is the Rondo-Cubist element mentioned above, and we know an
example of this from the decoration of the fagade of the street-facing wall of
Prague’s Legiobanka from the same period (1921-1923). Na Safrance Street
turns up in numerous forms, deformed in various ways and used in different
places. We canfinditin a fence or on a fagade or a concrete column. Dub,

in his own loose interpretation, continues this in the first room of the gallery;
the symbol of this here is included in paintings that are almost decorative, in
ablue-and-red combination like a variation on the conception of colour dur-
ing the National Style period. Here the sign becomes a kind of reminiscence
of their original (of course not precisely known) form and significance.

The right wall of the room is dedicated to the slogan of
Gemeinwillen, a concept translated by architecture theorist Professor
Jindrich Vybiral as the “common will” of a nation. Dub here is referencing
The National Style as a problematic phenomenon, not just in relation to the
quality of architecture, but also to ideology and the reason that something
is created in the first place. National Style is a consequence of the atmos-
phere that once predominated in Czechoslovak society, which was rapidly
seeking a way to express its affiliation with a certain ethnic group after 1918.
A crucial role in the process of this self-awareness was played precisely by
art and culture, to amarked degree as a consequence of arational con-
struct. The artist did not speak for himself, but programmatically created
common values that very often approximated the taste of the broader
public. Despite this, it was apparent that in that newly-created state, several
ethnic groups were mixing together. We can see some sort of unjustified
need for separate self-definition today as well, when nationalistic sentiment
is growing in society and when we are doing our best to defend our Christian
values against an invasion by foreign cultures. At the same time, we do not
know what our own values exactly mean, or whether they contain some-
thing deeper at alll.

In the central room we find an adapted projection of the iconic film
“Playtime” by the French director Jacques Tati from 1967. Thisis a kind of
hyphen between eras, a satire on the form and function of modern archi-
tecture, and the last room fully exploits the potential of the contemporary
colour samples that have been mentioned. Here, when choosing shades,
the artist was inspired by their bizarre names, which cannot be ignored, and
the reason for their use is something we can reflect on for along time. What
turns up here, for example, is “Spicy Gazpacho”, “Tibetan Robe”, “Sand
Mandala”, “Sunny Sari”, “Wisdom of the Endless Ocean”, etc. These colours,
used abundantly in outdoor fagades, are placed in the role of new national
colours telling us something about the character of contemporary Czech
society.

Monika Cejkova
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NUANCE BARVY V ARCHITEKTURE Barvy pouzité v architektu-
fe i na architekture automaticky vzbuzuji emoce, vytvareji atmosféru. Nelze
je nevnimat, protoZe na nas plsobiiv pfipadé, ze stavby pocitujeme jako
bezbarveé.

Architektura 20. stoleti prochazela dynamickym stylovym vyvo-
iem a kazda epocha méla svij specificky vztah k barevnosti budov a jejim
vyznamum. Pfimou asociaci jisté vyvolava ,bily* funkcionalismus a ,Sediva“
sidliste, ale i dalSi, méné obecné znamé styly mély svijintenzivni vztah
k barvé, protoze se jedna o jeden ze zakladnich vyrazovych prostredku, se
kterym architekti pracuiji a ke kterému se jejich klienti velmi radi vyjadruii.

Narodni styl (znamy také jako rondokubismus), jehoZ zrod se
poii se vznikem Ceskoslovenska v roce 1918, reprezentuje zakladatelska
dvojice architektt Pavel Janak a Josef Gocar. Nijak Uzkoprsé zachazeni
s barvou v lidové kulture se stalo dllezitym inspiracnim zdrojem nejen
pro tyto dva prakopniky novych sméru, ale v mnoha ohledech pro ceskou
povale¢nou umeéleckou scénu. A neni nijak nahodné, ze tento predobraz
se znovu objevil i po druhé svétoveé valce, kdy zdejSim kruhdm povinné do-
minoval socialisticky realismus. | ten totiz musel nutné vychazet z mistnich
narodnich tradic.

Inspirace lidovymi motivy ve spojeni s pestrou barevnosti pritom
nebyla nijak nahodna. Na jedné strané vychazela z rozsifeného zajmu
o mistni tradice a s nim spojeného sbératelstvi artefaktl lidového uméni
arfemeslinych produkt(, které bylo velmi popularni na prelomu 19. - 20.
stoleti. Ostatné tento fenomén nejlépe dokladai Slovensky (tzv. Vysivkovy)
salon na Prazském hradé, ktery navrhl Josip Plecnik do bytu prezidenta
Tomase Garrigua Masaryka, kde sbirka vysivek osazenych do stén tvorila
hlavni vyzdobny prvek. Zaroven se ale orientace na lidovou kulturu pojila
s pobélohorskym traumatem ¢eského naroda a s nim spojenym vnimanim
vysoke kultury reprezentované zejména aristokracii a méstskym patricia-
tem jako cizorody vpad na nase, slovanskeé tzemi.

Zaroven se Ziva, mozna az zivelna barevnost narodniho stylu
snazilareagovat na Sedivy historismus 19. stoleti, jak se o pfedchozi epose
vyjadrovali protagonisté povalecného dekorativniho projevu. Po obdobi
syté barevnosti baroka a valérovych odstint rokoka totiz nastoupil umére-
ny, tlumeny kolorit klasicismu a biedermeieru. V 19. stoleti vSak také zpUsobil
doslova mezinarodni senzaci objev archeolog, ktefi v ramci peclivého
studia antickych pamatek objevily na objektech z antiky stopy pavodni
polychromie. Tento pro mnohé Sokuijici nalez vyvratil mytus o reckych
arimskych stavbach budovanych pouze v odstinech prirodniho kamene.
A zanasledek mélintenzivni aplikovani barev predevsim ve verejnych
stavbach z druhé poloviny 19. stoleti. Nejlepsim prikladem jsou monumenty
navidenskeé Ringstrasse.

Dalsim divodem k pouzivani bezprecedentni barevnosti a bohat-
stvi dekorativnich prvku na stavbach v narodnim stylu byla jisté celospole-
Senska euforie ze zalozeni samostatného Ceskoslovenska. A architekti se
tehdy rozhodli narodni hodnoty manifestovat pouzitim dvojice narodnich
barev, tedy kombinace bilé a ervené. Dnes to neni na omselych fasadach
prilis zfejmé, ale ve dvacatych letech se jednalo doslova o barevnou invazi.
Ta navic pokrac¢ovala mnohdy i do interiér(, predevsim verejnych staveb, jak
si mohou navstévnici dodnes prohlédnout v utrobach Legiobanky v Praze
Na Pori¢i anebo v intimnéjsich prostorach zamku Bartorit z Dobenina
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v Novém Mésté nad Metuiji, ktery se navzdory vsem politickym transforma-
cim dochoval v nevidané autentické podobé do dnesni doby.

Po obdobi na barevnost velmi bohaté sorely, tedy Ceské verze
socialistického realismu z prelomu ¢tyficatych a padesatych let, nastoupila
masova vystavba sidlist. A s nii fenomén Sedivych panelakd. Neutésena
realita téchto obytnych soubor( a nelehky Zivot v nedostavéném provi-
zoriu mnohych z nich se staly snadnym teréem kritiky verejnosti, ale také
odbornych a politickych kruhl. Avsak stereotypni vnimani panelaku jako
Sedé hmoty popira rliznorodou skuteénost.

Panelaky stale navrhovali architekti, byt byla jejich profese
nesnadna a vyrazné oklesténa diktatem stavebnich podnikli a mistnich
betonarek se svou omezenou nabidkou prefabrikovanych prvkd. Presto
i vtéchto ztizenych podminkach je verejny prostor sidlist obohacovan
umeleckymi dily. A samotné panelaky pak zpestruje rytmus okennich
otvoru, stridani balkont s lodZiemi, dfevéné obklady anebo velkoformatovy
graficky navigacni systém. | betonové panely v§ak nékdy ziskaly barvu,
byt v redukované mire. Pomérné oblibené bylo zabarvovani meziokennich
poli, barevné zvyraznénilodzii nebo v kontrastnim odstinu pojaté stitové
stény. Pri blizsim pohledu zjistime, Ze néktere panelaky byvaly barevné jesté
v dobé pred masivnim zateplovanim.

V dnesni dobé, kdy v kulture, modé i ve spoleénosti padaji veSkeré
konvence, tabui hranice, se také medium architektury stava ¢im dal
¢astéjsim nositelem individualniho vyrazu. Vzhledem k sou¢asné dostup-
nosti dom(, starSich i téch zcela novych, se prani majiteld mnohdy uplatriuiji
pfimocareji a radikalnéji nez ve vizich profesionalnich architekt(. Barva,
zejména na venkovni fasade, se zde projevuje jako bezpochyby nejvyraz-
néjsi projev ,osobniho vkusu* majitell.

Pokud bylo mozné vizualni opulentnost devadesatych let chapat
v souzvuku s doznivajici postmodernou jako ryzi vyron Zivotni radosti a opo-
jeni po letech direktivniho omezovani i materialniho nedostatku, sou¢asny
stav uz pak vypovida pouze o obecné absenci vkusu.

Vendula Hnidkova (doprovodny text k vystavé Kolonie svobody)
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THE NUANCE OF COLOURIN ARCHITECTURE Colours utilized
on and within architecture automatically incite emotion, create an atmos-
phere. They are unavoidable, impressive, even if we perceive structures as
colourless.

Every epoch in the dynamic evolution of style the architecture of
the 20th century had undergone showed a different relation to the colour
schemes of buildings and their significance. The “white” functionalism or
the “grey” panel social housing can emerge in a direct association. Other
less commonly known styles too, however, had an intense affinity for colour,
which remained one of the basic means of expression architects can work
with and one that is easily accessible for the clients to comment on.

The National Style (otherwise known as Rondo-Cubism), co-
nnected by birth to the inception of Czechoslovakia in 1918, is represented
by the two founding architects, Pavel Janak and Josef Gocar. The inno
manner narrow handling of colour in folk culture became a major source
of inspiration, not only for these pioneers of new directions, but in many
respects for the whole of Czech postwar art scene. It was also no coinci-
dence that the same aesthetic precursor reappeared after World War I,
when the mandatory Social Realism dominated local circles, itself perforce
drawing on vernacular national traditions.

The inspiration found in folk motives, together with gaiety of co-
lour, was not, however, random. Partly, it arouse from a widespread interest
in topical traditions and the affiliated collecting of folk art and craft products
and artifacts, popular during the turn of the 20th century. Moreover, this
phenomenon is best documented in the Slovak (Embroidery) Salonin the
presidential apartment in Prague Castle, designed for Tomas Garrigue
Masaryk by Josip Ple¢nik, where a collection of needlework mounted on
the walls constituted the main decorative component. At the same time, the
Czech national trauma of the lost battle at White Mountain manifested itself
in the orientation towards vernacular culture, with a reserved perception
of high culture, represented especially by the aristocracy and the town
patriciate as an alien invasion of our Slavic territory.

Meanwhile, the lively, nearly elemental palette of the National
Style strived to respond to the Grey Historicism of the 19th century, as was
the previous epoch was called by the protagonists of the postwar decorati-
ve expression. For after the saturated colours scheme of the Baroque and
the more subtle variety of Rococo came the restraint, subdued colours of
Neoclassicism and Biedermeier. The archeologists’ discovery of traces of
the original polychromy on antique edifices, made through a rigorous study
of anumber of monuments, had givenrise to an international sensation.
Staggering many, the myth about the Greek and Roman structures being
built strictly in natural stone tonality was debunked. This resulted inan
intense application of colour, most importantly in public buildings of the se-
cond half of the 19th century, with the best examples found on Ringstrasse
in Vienna.

The society-wide euphoria from the foundation of the sovereign
Czechoslovakia constituted another reason for the unprecedented use
of colours and an abundance of decorative elements on buildings in the
National Style as well. In the pair of the national colours, red and white, the
architects resolved to manifest national values. What is not very apparent
on the weather-worn facades today, made up a literal invasion of colours in
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the 1920s, often continuing to the interiors of mainly public edifices. Visitors
can still observe this inside the Bank of the Czechoslovak Legion on Na
Porici, Prague, or in the more intimate quarters of the Barton of Dobenin
family’s castle in Nové Mésto nad Metuiji, which despite of all the political
transformations has survived in anincomparable state of authenticity.

A colour-rich period of Sorela, a Czech version of Social Realism
at the turn of the late 1940s and early 1950s, was superseded by a mass
social housing developments, accompanied by the grey panel house phe-
nomenon. Readily targeted, the disconsolate reality of these estates and
the uneasy life in the many incomplete provisoria were criticised by both the
public and the expert and political circles. Yet the stereotypical reception of
the panel houses as a grey mass contradicts the diverse truth.

Although architects went on to design panel houses, the dicta-
te of the centralised construction firms and the local concrete plants
supplying a limited number of prefabricated components severely impeded
them professionally. Regardless of the difficult conditions, the public space
in the estates was being enriched by artworks, while rhythms of window
openings, balcony and loggia alternations, wooden veneers or large-scale
graphical navigation systems variegated the panel houses themselves.
Even the concrete panels occasionally acquired a particular hue, albeit in
atempered intensity. Tinting the walls between windows, colour accentua-
ting the loggias and painting the gable walls in contrasting tones was quite
popular. On closer inspection we discover that some habitation units were
in fact colourful well before the insulation frenzy.

In the day of toppling all conventions, boundaries and taboos
in culture or fashion, the medium of architecture also becomes more
frequently a vehicle of individual expression. With regard to current availa-
bility of houses, older and brand new, owners often assert their wishes in
amore radical, straightforward manner than they come out in the visions of
professional architects. A “personal taste” thus doubtless manifests most
markedly in colour, particularly on a fagade.

If one can understand the visual pomp of the 1990s in accord with
the fading Postmodernism as a pure effluence of dazzle and joy of life after
years of directive constraint and material deprivation, the contemporary
state of affairs testifies only a general absence of taste.

Vendula Hnidkova (accompanying text
to the exhibition A Colony of Freedom)
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STASTNI A VESELI Na bariéru mfize v podloubi si vétsina navstévnik( Ostravského muzea zvykla a prijala ji jako samoziejmost, bez toho aniz by
se zamyslela, pro¢ vibec vznikla. Zed, ktera zde nové pres noc vyrostla v ramci projektu Petra Duba, se jejich pozornosti pravdépodobné doc¢ka, a to nejen
proto, Ze je nova, neokoukand, ale i proto, Ze se o ni uchazi mnohem nesmlouvavéiji. Nejenze svou polohou a rozméry pfimo omezuje chod instituce a zne-
snadnuije vstup do budovy, ale na své okoli plisobii tim, ze na sebe ostentativné bere podobu zdi zavleGené do centra odkudsi z periférie Ci sidelni kase. Tak
by alespor méla kolemjdoucimu velet zkusenost, nebot na centralnim ostravském namésti, z jehoz rohu ziva chrtan nejposlednéjsino parkovisté odkudsi

z okraje meésta, je celkem logické se domnivat, Ze je tato zed'jen dalSim z Uspéch periferizace, dalSim z jejich Cetnych zabort v zakopoveé valce s ostrav-
skym centrem.

Bariéra, kterou Petr Dub uprostred podloubi vztydil, ale skyta vice nez tento vyznamovy syzet. Zvlasté Celni pohled z namésti, odkud se zed'jevi
jako zcela neprostupna a muzeum uzaviené, sméruje i k lvaham nad sou¢asnou roli kulturnich zarizeni, jako jsou muzea ¢i galerie. Jakou ulohu ve spolec-
nosti plni, jakym zptsobem komunikuiji s verejnosti, a do jaké miry je prave styk s verejnosti naplinijejich aktivit. Vybudovani zdi, oddélujici fyzicky i mentalni
prostor mezi vnitfrkem a vnéjskem, mezi muzeem a béznym svétem, v daném pripadé odkazuje ke snaze definovat pfechod mezi pozornosti ¢i zajmem
divaka a povinnostmi provozovatelt kulturnich instituci. Problém totiz nespociva jen ve skute¢nosti, Ze se vétsina populace navstévy téchto instituci podvé-
domé obava, ale i v tom, ze jejich predstavu o nedobytné (kulturni) tvrzi hojné prizivujii samy instituce svoji komunikac¢ni neobratnosti, preziravosti, myslen-
kovym zapouzdrenim ¢i anachronickou koncepci prezentace sbirek. Vzajemné odtrzenije tak pohodiné pro obé strany a z prekazky je razem ochranny
prvek, coz ironicky glosuje i ndzev instalace ,Stastni a veseli“, referujici o stavu mysili lidi Zijicich na jedné &i druhé strané zdi.

Ani tim se ale hra vyznamu nevy&erpava. Staci rozsirit kontext a zed' mizeme vztahnout i k sou¢asné geopolitické situaci spojené s pohybem
migracnich skupin po Uzemi Evropy a se snahami o kontrolu tohoto procesu. Zed'se razem stava symbolem spolecnosti, jez se v ramci domnelého bezpedi
vzdava svych prav a svobod a dobrovolné se nechava spoutat osidly represe stavajiciho mocenského aparatu. Nakonec ¢esky narod ma se zivotem za

,zdi" vice nez Ctyfricetiletou zkusenost.
Tomas Knoflicek

GALERIE LAUBY, OSTRAVSKE MUZEUM, OSTRAVA, 2016
KURATOR TOMAS KONFLICEK
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THE MERRY AND THE HAPPY While most visitors of Ostrava Museum have gotten used to the grating placed in the arcade, taking it for granted
without really contemplating its purpose, the wall, which had sprung up overnight there as part of the project by Petr Dub, is likely to get their attention — not
only because itis new and fresh, but also because it seeks their attention in a much more uncompromising fashion. Not only doesiit, by its size and location,
directly limit the operation of the institution and makes more difficult entry into the building, but it also has effect on its surroundings by ostentatively taking
the appearance of a wall dragged up into the city centre from some periphery, or a housing estate sludge. Or at least that is what experience should dictate
to the passer-by, since, being at Ostrava’s central square, with a gaping mouth of the dreary parking lot as if from the furthest backwaters of the town placed
rightinits corner, itis only logical to expect that this wall is simply one more success in the gradual process of peripherization, yet another occupied territory
inits trench warfare against the Ostrava city centre.

The barrier erected by Petr Dub in the middle of the arcade offers more than this semantic syuzhet. Especially the frontal view from the square,
from which the wall appears to be completely impervious and the museum to be open, also leads to reflections on the contemporary role of cultural institu-
tions, such as museums or galleries. What role do they play in the society, how do they communicate with the public, and to what degree their public relations
form the contents of their activities. Building a wall, dividing both the physical and the mental space between the inside and the outside, the museum and the
ordinary world, in this case refers to the effort to define the transition between attention and the ignorance of the viewer and the obligations of the opera-
tors of cultural institutions. Namely the problem does not lay merely in the fact that the majority of the population is subconsciously afraid of visiting those
institutions, but also in the fact that their ideas of unassailable (cultural) fortress are profusely fed by the institutions themselves by their lack of communi-
cation skills, arrogance, rigidity of ideas, or anachronistic conception of presentation of their collections. The mutual detachment is thus comfortable for
both parties and the obstacle in turn becomes a protective element, which is sarcastically reflected in the title of the exhibition “The Merry and the Happy”,
referring to the state of mind of the people dwelling on either side of the wall.

But the play of meanings is not yet exhausted. If we only broaden the context, we can relate the wall to the current geopolitical situation regarding
movement of groups migrating over the lands of Europe, and to attempts of controlling this process. The wall now becomes a symbol of a society which,
under a supposed threat, gives up its rights and freedoms and voluntarily allows itself to be bound by the toils of repressions of the current power apparatus.
After all, the Czech nation has more than forty years of experience of living “behind the wall”.

Tomas Knoflicek
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DENIK PREZIVSi Petr Dub je (post)konceptudlni umélec. Systematicky zkouma médium zavésného
obrazu, respektive aktualni pozici malby. Dubovy obrazy jsou sice nezpochybnitelnym vysledkem manualni
adodejme, Casto velmi naroéné a rafinované aktivity, presto pouzité sloveso ,,zkouma“ neniv jeho uméleckeé praxi
bezobsaznym synonymem pro ,maluje”. Odkazuje predevsim k védomé mentalni aktivité, ktera predchazi tvorbé
obrazu. Petr Dub je rovnéz autorem jedné z mala, pokud ne jediné Cesky psané teoreticke studie, ktera reflektuje
lokalni postkonceptualni malbu v kontextu aktualniho diskurzu uméni. Prace, ktera vysla knizné pod titulem Vybrané
postkonceptualni pristupy v sou¢asné malbé, byla vystupem doktorského studia na brnénske FaVU. Studium

v brnénském ateliéru Petra Kvicaly a Milana Housera, stejné jako ro¢ni staz na prazské umprumce u Jifiho Davida

a Milana Salaka nebyly v Dubove pripadé pouze formalni splnéni povinnosti. Petr Dub dokazal v konfrontaci s vyraz-
nymi, ale umélecky i lidsky rozdilnymi osobnostmi pro sebe vydestilovat osobni lekci, ktera tvori kompaktni zaklad
ieho soucasné umeélecke trajektorie. V gastronomii, coz byla ostatné umeélcova prvni profesni volba, by se jednalo

o analogii k formatu ,fusion cuisine” kombinujicimu silné zazemi brnénského konceptualismu a odkaz prazského
postmodernismu.

Nazev vystavy Denik prezivsi nabizi jako jednu z variant ¢teni komentar k sou¢asné situaci. Za onu
v podmétu zaml¢enou prezivsi mize byt dosazena Malba. Konceptualni mysleni a malba byvaiji v lokalnich stere-
otypech vydavany za antagonistické sméry. Obhajci malby vini konceptualni pristupy nejen z ,nesrozumitelnosti*
soucasného umeéni, ale rovnéz z pfime ucasti na proklamaci ,konce malby*, ktery byl pochopen predevsim jako
pokus o likvidaci konkurence. V roce 1997 probéhla v prazskeé Galerii Rudolfinum programova vystava vénovana
aktualni situaci malby nazvana Posledni obraz. Postapokalypticky Zargon byva nejpozdéji od té doby povinnou
soucasti rétorického arsenalu slouziciho k reflexi aktualniho postaveni malby. Pro Petra Duba, ktery se pohybuije na
tektonickém zlomu dvou nesmiritelnych svétl, predstavuiji podobné odkazy koketni hru. Mrka na obé strany, ale uz
se rozhodl, Ze zUstane singlem. Analogicky si poc¢ina ve své umélecke praxi. Programové neopousti pole tradi¢niho
zavésneého obrazu. Paralelné vSak na néj aplikuje strategie, které v historii poslednich nejméné padesati let postup-
né vedly k jeho zpochybnéni a zavrhnuti. Scifi literatura pracuje s moznosti cestovat ¢asem, kdy je mozné zasahem
do historie zménit ¢i spiSe zvratit pfitomnou hrozbu.

Petr Dub neusiluje o revizi historie. Na to vi pfilis mnoho. Zda se, Ze se spiSe snazi vyuzit potencial, ktery
zUstal v minulosti na oltari prekotného, avantgardniho postupu ladem. Hybridni status, kdy umélecké dilo zaroven
obsahuje geneticky kdd svého zaniku i (znovu)zrozeni, predstavuje pro nas prezivsijeden z relevantnich diivodu
dale se vazné zabyvat uménim.

Ondrej Chrobak (tiskova zprava vystavy Denik prezivsi)
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ASURVIVOR'S DIARY Petr Dub is a (post) conceptual artist. He systematically examines the medium of
hanging painting, or rather the current position of painting. Dub’s paintings are indeed indisputable results of manual,
and let us add, often very challenging and sophisticated activity, yet the used verb “examine” is not a meaningless
synonym for “painting” in his artistic practice. It primarily refers to the conscious mental activity that precedes the ac-
tual process of painting. Petr Dub is also the author of one of the few, if not the only Czech written theoretical study,
which reflects the local post-conceptual painting in the context of the current discourse of art. The book, published
under the title Selected Post-conceptual Approaches in the Contemporary Czech Painting, was the output of his
PhD. studies at the Faculty of Fine Arts in Brno. Studying in Petr Kvi¢ala and Milan Houser's studio in Brno as well as
aone-year internship at the Prague Academy of Arts Architecture & Design of Jifi David and Milan Salak were not

in Dub’s case only a formal fulfilling of duties. Petr Dub managed, in confrontation with outstanding, but artistically
and humanly different personalities, distill for himself a personal lesson, which forms a compact foundation of his
current artistic trajectory. In gastronomy, which was actually the artist’s first career choice, it would be an analogy to
the format of “fusion cuisine” combining the strong background of Brno conceptualism and the heritage of Prague
postmodernism.

The title of the exhibition, A Survivor’s Diary, offers as one of the ways to read it, a commentary on the
current situation. As the Survivor, for the reading subject is kept secret, we may appoint the Painting. The conceptual
thinking and painting are in local stereotypes considered to be antagonistic directions. The defenders of paintings
blame the conceptual approach not only for “incomprehensibility” of contemporary art, but also from the direct
participation in the proclamation of the “end of painting”, which was mainly understood as an attempt to destroy the
competition. In 1997 in Prague’s Rudolfinum Gallery there took place a programme exhibition focused on the current
situation of painting called The last painting. Since then, the post-apocalyptic jargon has been a mandatory part of
the rhetorical arsenal used to reflect the current status of painting. For Petr Dub, who exists on the tectonic breaking
point of two irreconcilable worlds, similar references make flirtatious game. He winks to both sides, but he has already
decided to remain single. He acts similarly in his artistic practice. He does not leave the field of traditional hanging
painting on purpose. At the same time, however, he applies the strategies that in the history of at least the last fifty
years, gradually led to its questioning and rejection. Sci-fi literature works with the possibility of time travel, the inter-
ventionin history could change, or rather reverse the present danger. Petr Dub does not seek a revision of history. He
knows too much for that. It seems that he rather tries to use the potential that remained fallow in the past on the altar
of rapid, avantgarde method. The hybrid status, when an art work contains also the genetic code of its own end and
(re) birth represents for us, the survivors, one of the relevant reasons to continue to seriously deal with art.

Ondrej Chrobak (Exhibition Press Release)
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PETRDUB

DALS| ZE ZPUSOBU, JAK NEVYTVARET OBRAZY Vytvarna
dila, ktera Petr Dub (1976) vytvari v poslednich nékolika letech, maji podobu
vysokych reliéfli s mékkymi prechody, takZe v kombinaci s barvou apliko-
vanou strikanim pripominaji detaily karoseérii aut opalizujicich metaliz nebo
abstraktni pocitacoveé vizualizace povrchu néjaké planety. Jejich zakladem
je vSak stale jesté platno a také zplsob jejich prezentace na zdi je stejny
jako u zavésného obrazu. Jinak se v§ak velmilisi od toho, co si vétsina lidi
vybavi pod pojmem obraz. Ten mize nabyvat neséetnych podob (tj. styld,
obsahu, technik, materialt atd.), jejichz spole¢nym jmenovatelem je pravé
ajediné prostorove vymezeni. Nizka podlozka pravidelného, vétsinou
pravouhlého formatu donedavna predstavovala univerzalni zaklad, nanémz
se pak odehraval vlastni pribéh dé&jin uméni, ktery uz psaly barvy. Dilo Petra
Duba doklada slavnou tezi teoretika abstraktniho expresionismu Clementa
Greenberga (a zaroven s ni polemizuje) o tom, Ze kazdé médium sméfuje
svym vyvojem k uvédomeéni si sama sebe a svych nejvlastnéjsich prostred-
kd, coz pro Greenberga byla cesta od iluzivnosti a literarnich obsaht k plos-
né nezobrazujici malbég, jejimz obsahem a smyslem je jen ona sama. Dubovy
obrazy/objekty k tomu dodavaji, ze jedna z moznosti, jak v tomto pribéhu
dale pokracovat, spociva v tom, ze médium se v jistém hranicnim okamziku
obrati proti sobé, zacne mutovat, pripadné naruSovat a posouvat své vlastni
hranice. Jak doklada nazev vystavy, praveé to je tématem Dubovy prace.

Kdyz se podivame, co témto dillim v jeho tvorbé predchazelo, zjis-
time, Ze se konsekventné zabyva urditymi tématy a Ze napéti mezi obrazem
ajeho zpochybnénim &i dekonstrukei u néj hraje roli zasadni. Uz béhem stu-
diajej zaujalo téma abstraktniho obrazu, konkrétné monochromu, a speci-
ficky malirské problémy, jako je napr. prace s gestickym rukopisem. Jestlize
mohla byt prikladem ,bad painting“ v kategorii abstraktniho obrazu; on sam
je nazyval Antipaintings. Zda se, Ze autor si zde testoval moznosti abstrakt-
niho obrazu a zaroven hledal své téma, kterym se nakonec paradoxné stalo
ono testovani samotné.

Doklada to dalsi cyklus Unframed, ktery k nému poprve pritahl
pozornost odborné verejnosti. ,Unframed® - 1j. ,bez ramu“ - zde znamena
nejen bez tradi¢niho ramu, kterého se moderni obraz zbavil jiz davno
predtim, ale hlavné bez ramu napinaciho neboli slepeho, jakési materialni
kostry obrazu. Platna nepravidelnych tvar( byla nékdy zavéSena primo na
sténé a pfipominala barevné skvrny, jindy je navic zmuchlal, takze vytvarela
nepravidelné amorfni struktury. Od nich pak vedla prfima cesta k pracim,
které zachovavaji princip obrazu jako reliéfniho objektu, nepravidelnosti
a zborceni vSak nahradil hladky vypnuty tvar. Jeho dila tedy jsou najedné
strané pusobivymi estetickymi objekty, na strané druhé vystupy kompli-
kovaného premysleni o obrazu jako specifické uméleckohistoricke entité,
premysleni, které se odehrava tady a ted. Pravé proto Ize o nich fici, Zze a¢
zdanlivé zcela autonomni a jakoby stojici mimo realitu sou¢asného svéta,
zaroven jsou jeho adekvatnim, byt mozna podvédomym vyrazem - treba
uz jen dirazem na hladky ,designové"” plisobici povrch nebo zamérenim
na subtilni umélecke problémy, které se objevuje prave v obdobich, kdy
skute¢nost je natolik komplikovana, ze ji prestavame rozumét.

Marcel Fiser
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ANOTHER WAY HOW NOT TO CREATE PAINTINGS Artworks
created by Petr Dub (1976) in the past few years take a form of high reliefs
with soft transitions, such that in combination with the colour applied by
spraying they resemble details of bodyworks of opalescent metallic paint

or abstract computer rendering of the surface of a planet. However, their
basis remains in a canvas and they are also hung on a wall, like paintings.
Otherwise, they differ greatly from what most people imagine when hearing
the word “painting”, which may include many variations (i.e. styles, contents,
techniques, materials, etc.), yet the common denominator is its spatial defini-
tion, or special limitations. A sheet-like shape of regular, mostly rectangular
format, until recently represented the universal basis within which the story
of art history had been written in paint. Petr Dub “s artwork supports the
famous thesis of the theorist of abstract expressionism Clement Greenberg
(while at the same time he is in conflict with him) which states that each
medium is directed toward the development of its awareness of itself and its
innermost resources, which for Greenberg was the journey fromillusion and
literary contents to universal non-representative painting, whose content
and purpose lies in the painting itself. Dub’'s images/objects add to that one
of the ways in which to continue the story and lies in the fact that the media
at some breaking point turn against each other, begin to mutate, or interfere,
and push their own boundaries. As the exhibition title illustrates, this is the
theme of Dub’s work.

When we look back at what has preceded these elementsin his
work before, we find that he consistently addresses some issues and that
the tension between the artwork and its deconstruction or disputation
plays a principal role for him. Already during his studies he was intrigued
by abstractimage, especially by monochrome, and specifically by painting
problems, such as work with gestic style. If his later works are formally very
impressive and visually appealing, the former could be an example of “bad
painting” in the category of abstract painting; he called them Antipaintings. It
seems that the author had tested the possibilities of abstract painting while
looking for a theme, which eventually and paradoxically became the testing
itself.

Thisis alsoillustrated by the next cycle Unframed that has, for
the first time, drawn the attention of the expert public. “Unframed” - i.e.
“frameless” - in this context means not only without a traditional frame,
which modern painting has gotten rid of long before, but, furthermore,
without stretching frame, a kind of primordial material skeleton of a painting.
Canvases of irregular shapes were sometimes hung directly on the walll,
looking like patches of colour, sometimes they were also crumpled, hence
creating irregular amorphous structures. From there it was not along way
off to creating works that preserve the principle of a painting as a relief
image object, but the irregularities and collapse were substituted by smooth
stretched shape. His works are therefore on the one hand impressive
aesthetic objects, yet, on the other, the result of complicated thinking about
painting as a specific entity in the art-historical context, of thinking that takes
place here and now. Therefore it could be said about them that although
seemingly autonomous and as if standing outside the reality of our con-
temporary world, they are at the same time its adequate, though perhaps
subconscious, expression - if only by the emphasis on smooth, design-like
surface or by the focus on subtle artistic problems emerging in times when
reality is so complicated that we cease to understand it.

Marcel Fiser
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MONUMENT NEBO INSTRUMENT? Symbol tradi¢niho obe-
lisku, na kterém Ize optimalné demonstrovat rozpory mezi spole¢enskou
zakéazkou a jeho realnou architektonickou (ne)funkénosti. Tvarovou formu
pUvodniho egyptského sloupu ukonéenou pyramidem nalezneme ve formé
monumentu prakticky na kazdém kontinentu. Jeho pritomnosti nakonec
neuniklo ani druhé nadvori Prazského hradu. V prostranstvi narodni archi-
tektonické dominanty mGzeme pozorovat modernistické pouziti momentu
symbolické piety, které ovSem nebylo realizovano za vyuziti nové hledané
analézané architektonicke prostredky, nybrz skrze historizujici artefakt,
pfipominajici vice demonstraci zaboru ¢i znackovani uréitého. Obelisk
historicky dobrym prikladem situace, kdy se z architektury stava nosic
vyprazdnénych informaci - nejen v estetickém slova smyslu, ale pfedevsim
ve smyslu hledani odpovédné funkce soudobé architektury. Sila kapitalu
Casto vytvari arteficialni, zchromlé produkty, vznikajici na zakladé spolecen-
ské poptavky ur¢ené k uspokojeni rliznych psychologickych potreb. Ma byt
architektura monumentalni ¢i instrumentalni?

Petr Dub

172

MONUMENT ORINSTRUMENT? The symbol of the traditional
obelisk, on which the differences between the social contract andits real
architectural (non) functionality. The shape of the original Egyptian column
ended with a pyramid can be found in the form of amonument on every con-
tinent. And so, itis also in the case of the courtyard of Prague Castle. In the
area of the national architectural dominance, we can observe the modernist
use of the moment of symbolic piety, which, however, was not realised using
the newly sought and found architectural means, but through a historicising
artefact, reminding rather of the demonstration of an occupation or the
branding of a particular. The obelisk is historically a good example of a situ-
ation where architecture becomes a carrier of empty information - not only
in the aesthetic sense of the word, but above all in the sense of a search for
aresponsible function of contemporary architecture. The power of capital
often produces artefacts as shattered products originated from the social
demand to meet different psychological needs.

Petr Dub
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HANDLE WITH CARE AND CRITICISM Vystava zkouma vnimani
verejného prostoru jako pole formovaného rliznymi socioekonomickymi
zajmy - snahou o zvySovani efektivity realitniho trhu, vyjadrovani spo-
leGenskeé prestize skrze architektonickeé produkty, ale sou¢asné i coby
oblast podléhajici béZnym provoznim podminkam stavitelstvi. Autofi v sérii
videoinstalaci a objektU intuitivné rozkryvaji vrstvy mezi motivy sou¢asné
developerské vystavby a virtualnimi modely budoucich staveb. Citlivym, ale
stale kritickym zpUsobem upozornuji na konflikty spojené s nasimi pred-
stavami o idealnim Zivoté v architekture s definitivné novou a perfektni tvari.
VSedni celospolecenska realita v jejich podani ovsem vyzniva predevsim
jako soubor konstantnich stavitelskych provizorii.

Ustfednim znakem zkoumaného problému se pro autory stava
symbol tradi¢niho obelisku, na kterém Ize optimalné demonstrovat rozpory
mezi spole¢enskou zakazkou a jeho realnou architektonickou (ne)funké-
nosti. Tvarovou formu plvodniho egyptskeého sloupu ukonéenou pyrami-
donem nalezneme ve formé monumentu prakticky na kazdém kontinentu.
Jeho pritomnosti nakonec neuniklo ani druhé nadvori Prazského hradu.

V prostranstvi narodni architektonické dominanty mizeme pozorovat
modernistické pouzitimomentu symbolicke piety, které ovsem nebylo
realizovano za vyuziti nové hledané a nalézané architektonicke prostredky;,
nybrz skrze historizuijici artefakt, pfipominajici vice demonstraci zaboru

¢i znackovani urditého. Z perspektivy autort je obelisk historicky dobrym
prikladem situace, kdy se z architektury stava nosi¢ vyprazdnénych infor-
maci - nejen v estetickém slova smyslu, ale predevsim ve smyslu hledani
odpovédne funkce soudobeé architektury.

Al-Ali, Dub a Moravec ve svém poslednim projektu dokladaji,
ze sila kapitalu ¢asto vytvari arteficialni, zchromlé produkty, vznikajici na
zakladé spolecenské poptavky uréené k uspokojeni rliznych psychologic-
kych potreb. Podobné jako v predchozich spole¢nych projektech se autofi
od spoluodpovédnosti za tento stav nedistancuiji, ale aktivné s k nému
hlasi. Otazkou pro né zlistava, jak se vyrovnat se stavem, kdy se z archi-
tektonickych monumentd staly vyprazdnéné instrumenty, pricemz tento
model dotazovani lze pochopitelné velmi snadno preklopit na provérovani
podminek provozu sou¢asného umeéni.

Zuzana Jakalova
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HANDLE WITH CARE AND CRITICISM The exhibition exam-

ines the perception of public space as a place determined by different
socio-economic interests - the aim to increase the effectiveness of the real
property market, the presentation of social prestige through architectural
products and at the same time also a field influenced by common working
requirements and conditions of civil engineering. In a series of video-instal-
lations and objects, the artists instinctively uncover layers between motives
of contemporary urban development and virtual models of future buildings.
In a sensitive yet critical way, they draw attention to conflicts associated with
our ideas of anideal life in architecture with a definitely new and perfect face.
However, the every-day reality in their presentment looks mainly as a set of
constant building makeshifts.

For the authors, the central feature of the issue under study
becomes the symbol of the traditional obelisk, which can optimally demon-
strate the contradictions between the social order and its real architec-
tural (in)functionality. The form of the original Egyptian column endingin
a pyramidion may be found in the form of amonument on practically every
continent. Even the second courtyard of Prague Castle has not escaped
its presence. In the space of the national architectural landmark, we can
observe a modernist use of the moment of symbolic piety, which was not,
however, realised using newly sought and found architectural means, but
through a historicising artefact, more reminiscent of ademonstration of the
occupation or marking of the particular. From the perspective of the authors,
the obelisk is historically a good example of a situation in which architecture
becomes a carrier of emptied information — not only in the aesthetic sense,
but above allin the sense of the search for a responsible function of contem-
porary architecture.

In their last project Al-Ali, Dub and Moravec show that the power
of capital often creates artificial, crippled products, which originate on the
basis of social demand in order to satisfy different psychological needs.
Similarly as in their previous joint projects, the artists do not disavow from
feeling co-responsible for this state of affairs; on the contrary, they nail
their colours to the mast. The question for them remains how do we cope
with this state in which architectural monuments have become empty
instruments, while this model of questioning may naturally easily turninto
checking the conditions of contemporary art functioning.

Zuzana Jakalova

HANDLE WITH CARE
AND CRITICISM

HANDLE WITH CARE AND CRITICISM
SMATEJEM AL-ALIA TOMASEM MORAVCEM

GALERIE PRADELNA BOHNICE, PRAHA, 2014
KURATORKA ZUZANA JAKALOVA
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STEZKA ODVAHY ,Ku pfileZitosti kongresu v Rimé vroce 1936 Le
Corbusier ,architektonickou vychazku* popsal jako prostredek k zakouseni
architektury. Z architektury ziskavame skrze vychazku pocit a médiem to-
hoto pocitu je otfes”. Petr Rezek, Architektonika a protoarchitektura, 2009

V sobotu dne 3.11.2012 byl na prazském prfedmésti v obci Prary-
Dolni Jiréany zahajen provoz permanentni umeélecke intervence s nazvem
Stezka odvahy. Stezka vénovana problematice ,sidelni kase" vznikla
na zakladé autorské spoluprace Matéje Al-Aliho, Petra Duba a Tomase
Moravce v ramci projektu Cultural Acupuncture Treatment For Suburb.
CULBURB je organizovan pod zastitou Centra pro sou¢asnou architekturu.
Predmétem projektu je aktivace socialniho prostoru péti evropskych pred-
mésti (Bratislavy, Budapesti, Lublané, Prahy a Vidné) skrze ,akupunkturni
zasahy".

Stezka odvahy konkrétné sestava ze trinacti zastaveni lokalizo-
vanych v bézné zastavbé obce, pricemz jeji podoba vychazi z klasickeho
formatu naucnych stezek. Jednotliva zastaveni vSak nepopisuiji historicke
pameétihodnosti &i prirodni ukazy, jelikoz ty v daném misté jednoduse
chybi. Informacéni panely naproti tomu opisuiji mistni dispozice ,typického
méstského satelitu” a prostrednictvim nevsedniho zplsobu zverejnéni
citaci vybranych textt z teorie sou¢asného urbanismu &i situacnich analyz
reflektuiji vyvoj suburbanizace v CR po roce 1989. Svou formou stezka
zprostredkovava stret dvou prakticky oddélenych svétd - realitu vSednich
dni obyvatel obce a provoz odborné urbanisticke teorie. Z obce se tak
stalo . zivé muzeum® a galerie zaroven, pricemz stezku |ze s ohledem na jeji
charakter modelove prenést na jakékoli obdobné misto.

Matej Al-Ali, Petr Dub, Tomas Moravec
(vynatek z autorského textu projektu)
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TRAIL OF COURAGE “On the occasion of the 1936 Congress

in Rome, Le Corbusier described the “architectural walk” as a means of
experiencing architecture. Through a walk, the architecture provides us
with a feeling which is mediated by shock.” Petr Rezek, Architectonics and
Protoarchitecture, 2009

On Saturday, 3 November 2012, a permanent artistic intervention entitled
the Trail of Courage was inaugurated in the Prague suburb of Prary- Dolni
Jir¢any. The trail dedicated to the issue of “settlement mash” was creat-
ed by Matej Al-Ali, Petr Dub and Tomas Moravec as part of the Cultural
Acupuncture Treatment For the Suburb project. CULBURB is organ-

ised under the auspices of the Centre for Contemporary Architecture.
The project aims to activate the social space of five European suburbs
(Bratislava, Budapest, Ljubljana, Prague, and Vienna) through “acupuncture
interventions”.

The Trail of Courage specifically consists of thirteen stops located
in the normal built-up area of the community, while its design is based on the
classic format of nature trails. However, the individual stops do not describe
historical landmarks or natural phenomena, as these are simply absent from
the site. The information panels, on the other hand, describe the local layout
of a “typical urban satellite” and reflect the development of suburbanisation
in the Czech Republic after 1989 through an unusual way of publishing
quotations from selected texts from the theory of contemporary urbanism
or situational analyses. Inits form, the trail mediates the clash of two practi-
cally separate worlds, i.e. the reality of everyday life of the inhabitants of the
community and the operation of professional urban theory. The community
has thus become a “living museum” and a gallery at the same time, while the
trail may serve as a model to be transferred to any similar site.

Matej Al-Ali, Petr Dub, Tomas Moravec
(excerpt from the exhibition press release)

STEZKA ODVARY

STEZKA ODVAHY, INTERVENCE VE VEREJNEM PROSTORU
SMATEJEM AL-ALIA TOMASEM MORAVCEM

PSARY - DOLNIiJIRCANY, 2012

ISBN 978-80-908472-7-9

SOCHA PRO PLZEN V dubnu 2015 byl z plzenského DEPA

v ramci vystavy Mésto jako vystava vypraven objekt s nazvem ,Socha pro
Plzer” trojice autort Matéje Al-Aliho, Petra Duba a Tomase Moravce do né-
meckého Regensburgu. Misto bylo nahodné vybrano ze sité partnerskych
mést Plzné za pritomnosti vefejnosti. Zamérem zahajené diplomatické mise
bylo nalezeni anonymni vystavni organizace, jez by umoznila bezprostredni
hostovani Sochy pro Plzen ve viastnich vystavnich prostorach.

Socha se pro nas stala metaforou k tématu vystavy hledajici noveé
zpUsoby vyuziti méstského prostoru a symbolem testovani autenticity me-
zilidské komunikace nezatizené byrokratickym aparatem v ramci oficialnich
partnerskych vztaht dvou mezinarodnich partnerd. Pokusilijsme se vyjadrit
presvédcéeni, Ze nic jako univerzalni socha pro verejny prostor neexistuje
arozpoutat na dané téma diskuzi rliznych zainteresovanych stran véetné
neodborné verejnosti a politické reprezentace.

Po Sesti mésicich hostovani objektu v Historiches Museu
Regensburg byla socha navracena do majetku mésta Plzné. Zatimco
v Regensburgu nasla své misto béhem nékolika hodin, jeji plzensky zlstava
po ukoncéeni projektu Plzen - Evropské hlavni mésto kultury 2015 - prekva-
pivé nejasny.

Matej Al-Ali, Petr Dub, Tomas Moravec
(vynatek z autorského textu projektu)
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SCULPTURE FORPILSEN In April 2015, an object entitled
“Sculpture for Pilsen” by the trio of Matej Al-Ali, Petr Dub, and Tomas
Moravec was transported from DEPA in Pilsen to Regensburg, Germany,

as part of the exhibition entitled The City as an Exhibition. The location

was randomly selected from the network of Pilsen’s partner citiesin the
presence of the public. The intention of the diplomatic mission was to find an
anonymous exhibition organisation that would enable the immediate guest
appearance of the Sculpture for Pilsen in its own exhibition space.

The sculpture has become for us a metaphor for the theme of the exhibi-
tion seeking new ways of using urban space and a symbol of testing the
authenticity of interpersonal communication unencumbered by bureau-
cratic apparatus within the official partnership relations of two international
partners. We have attempted to express our conviction that there is no such
thing as a universal sculpture for public space and to spark adiscussion on
the topic among various stakeholders, including the non-expert public and
political representation.

After six months of exhibiting the object in the Historiches Museu
Regensburg, the sculpture was returned to the property of the city of Pilsen.
While it found its place in Regensburg within a few hours, its Pilsen location
has remained surprisingly unclear after the end of the project Pilsen -
European Capital of Culture 2015.

Matej Al-Ali, Petr Dub, Tomas Moravec
(excerpt from the project text)

SOCHA PRO PLZEN

SOCHAPROPLZEN
SMATEJEM AL-ALIA TOMASEM MORAVCEM

PLZEN, 2012
KURATOR ROSTISLAV KORYCANEK

174

175







PETRDUB

(RE)FRAMED Projektem autorské dvojice Petr Dub a Zdenék
Porcal potvrzuje Galerie Kvalitar svou identitu prostoru pro setkavani
soucasného uméni, architektury a designu. Koncept vystavy predstavuje
apropriacni pristupy spojené s novou interpretaci Dubova letitého cyklu
s nazvem Reframed.

Ustfednim namétem této série je pfedevsim prace s, preforméato-
vanim* média klasického zavésného obrazu do formatu plastického objektu.
Vysledné umélecke dilo zkouma aktualni technické moznosti média malby
a otevrené reflektuje dispozice vystavnich ¢i architektonickych prostor
s rtiznou socialni funkci. Hledani optimalniho vztahu mezi usporadanim
tridimenzionalnich objektl a konkrétnimi instalacnimi moznostmi ovSem
v daném pripadé nekonci pouze u variovani rliznych perspektiv.

Dub si dobre uvédomuije, Ze nasledna fotodukmentace fyzickou
situaci divakovi zprostredkovava pouze omezené a sama se trvale osa-
mostatnuje jako autonomni forma interpretace reality. Moment, kdy na
scénu vstupuje fotograf, nepovazuje za vyhradné mechanicky a vtomto
ohledu chape i vyjimecnost plisobeni sveho kolegy Zdenka Porcala, se
kterym na cyklu Reframed spolupracuje od roku 2011. Vzajemna spolu-
prace nakonec vedlaik Cisté fotografickym vystuptm, ve kterych Porcal
interpretuje cely cyklus reverzné pomocijednoduché techniky &teni figury
apozadi. Dfevénou lat potaZzenou malifskym platnem svého kolegy pouziva
v sérii desitek snimku jako fotografickou pomtcku k pomérovani krajiny
i architektury.

Ve vystavé (RE)FRAMED se nakonec potkavaji oba pristupy
s architektonickym (ne)feSenim architekta Marka Habra, spoluzaklada-
tele studia a galerie Kvalitar. Habr ve finalni instalaci ustupuje poc&atecni
predstave specifické konstrukce prezentuijici ptivodni ,vzor a obraz"
aprostor galerie nechava zdanlivé prazdnym pro pochopeni rliznych realit.
Spore osvétlena galerie se v podani trojice stava pasti na realitu — projekéni
mistnosti, ve které se stretavaji zastavené momenty realného svéta a jejich
bezprostredni umélecka reflexe.

Jana Bernartova (vynatek z tiskové zpravy k vystavé)

RE)FRAMED

(RE)FRAMED - SPOLU SE ZDENKEM PORCALEM
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(RE)FRAMED The Kvalitar Gallery confirmsiits identity as a meet-
ing point of contemporary art, architecture and design through the project
of of authors of Petr Dub and Zdenék Porcal. The exhibition’s concept
represents appropriation approaches associated with a new attitude to the
interpretation of Petr Dub’s long-running series entitled Reframed.

The central theme of this series consists in primarily the work
or “reformatting” the medium of the classical suspension painting into an
object on the borderline of a painting and object. The resulting work of art
examines the current technical possibilities of the painting medium, openly
reflecting the layout of the exhibition or architectural space with different
social functions. In the instant case, however, searching for an optimal
relationship between the arrangement of three-dimensional objects and
specific installation possibilities goes beyond simple variations of different
perspectives.

Petr Dub is well aware that the subsequent photographic doc-
umentation has only a limited capacity to mediate the viewer’s physical
situation and becomes permanently independent as an autonomous form
of the interpretation of reality. He does not perceive the moment when the
photographer steps on stage as uniquely mechanical, and in this respect,
he also understands the uniqueness of the activity of his colleague Zdenék
Porcal, with whom he has been cooperating on the Reframed series since
2011. Mutual cooperation has ultimately led to purely photographic out-
putsin which Zdenék Porcal interprets the whole series reversely using
a simple figure of reading the figure and background. He uses the wooden
lath coated with his colleague’s canvas in the series of dozens of shots as
a photographic aid to measure the landscape and architecture.

The (RE)FRAMED exhibition finally reunites both approaches with
an architectural (non-)solution of architect Marek Habr, co-founder of the
“Kvalitar” Gallery and Studio. In the final installation, Marek Habr abandons
the initial idea of the specific construction presenting the original “model and
picture”, leaving the gallery space seemingly empty to facilitate understand-
ing of different realities. As presented by the trio, the dimly lit gallery turns
into a trap to reality, becoming a screening room where the still moments of
the real world are confronted with theirimmediate artistic reflection.

Jana Bernartova (excerpt from the exhibition press release)

GALERIE KVALITAR,PRAHA, 2014
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KURATORKA JANA BERNARTOVA
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(RE)FRAMED Fialova vertikala z cyklu Reframed o vySce 177cm odpovidaijici fyzicke velikosti Petra Duba
se stala predmétem fotografického zajmu Zdenka Porcala. Fotosérie z obdobi 2011-2014 s titulem Framed stavi
na jednoduchém principu. Objekt se vzdy nachazi ve stfredu kompozice. Cyklus fotografii Citajici necelé tfi stovky
snimku spontanné ukondila kradez dila v ramci vystavy autort v prazske galerii Kvalitar.
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(RE)FRAMED A purple vertical from the Reframed series with a height of 177cm corresponding to the
physical height of Petr Dub became the subject of photographic interest of Zdenék Porcal. The photo series from
the period 2011-2014 with the title Framed is based on a simple principle. The object is always in the centre of the
composition. The cycle of almost three hundred photographs was spontaneously ended by the theft of the work
during the exhibition of the authors at the Kvalitar Gallery in Prague.
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ESTETIKA SVADENI Zijleme v dobé, ktera nejenom Ze nepreje
kontemplaci, rozjimani, usebrani, meditaci, ale ve svém zrychleni oslabuje
arozpoustii samotné funkce kritickych nastroju, potfebné pro pouhou
zakladni orientaci ve svété. Za vSim stoji technicka reprodukovatelnost,
rychlost jejiho naplnovani a - jako disledek - absence totoznosti ve sple-
titosti riznosmérnych vztah. V dobé informacniho zrychleni (slovy Paula
Virilia) jsou ohroZeny zpUsoby dosavadniho vnimani, nebot neni prostor
acas nato vyporadat se prostrednictvim reflexe s neustale bytnicim
informacnim smogem. Tato situace blokuje sebereflexi na obou stranach -
uumélce i u divaka (potazmo spolecnosti). Méni se zplsoby jejich vzajemné
komunikace. Problematizuiji se. Jak néco prijmout ¢i néco odmitnout, jak se
rozhodovat a ,mit na néco nazor” v dobé plné svodu, neovérenych neustale
se prevrstvujicich informaci a rozptylujicich strategii? Status pozornosti
a s nim kritické hledisko jsou z podstaty ohrozeny jako prilis statické. Méni
se vjinou, necistou protoze operacionalni kvalitu. Jsou kontaminovany
nepfrijatou, neznamou cizorodosti, ktera ohrozuje existencijakékoliv
pracovni, natoz tvirdi koncentrace. Lidska prace stejné jako tviréi akt
jsou ¢lovéku odcizovany s takovou rychlosti, Ze se sam musi zamyslet nad
jejich smyslem. VSe se az prilis rychle a snadno bud'ujme, nebo propadne
nezajmu. Svét kulturni produkce a vizualni kultury se podobné jako spolec¢-
nost pohybuje ve vyostienych polaritach a ty zpétné ovliviiuji jeho podobu
aformy existence. To je, zda se, také hlavni problematika, kterou ve své
praci tematizuje Petr Dub.

Aby obesel format obrazu v jeho stati¢nost, vstupuje Petr Dub
do oblasti vizualni kultury jako do prostoru proménlivych medialnich
podmnozin. Charakteristicka je tu vzajemna prostupnost spojena s proto-
-tvarnymi principy tekutosti — analogickymi proudicim datovym kanaltim,
jez se ustaluji do hybridnich forem (oproti euklidovské idealni geometrii
racionalizujici a racionalizaci podvazuijici prostor). V nich potom tato
Jorostupnost” modelové tuhne. Kazdy moment takovéto ,tvarné situace”
odkazuje predevsim na samotny proces ustalovani svéta forem arealizuje
se tak jako jedna z nekonecné fady prikladd-situaci. Aby tato ,nekone¢nost”
byla narusena, privlastnéna, nikoliv ale spektaklem nybrz autorem, a nestala
se jednak entropickou jednak samoucelnou, vklada autor do procesu jako
svUjautorsky kod rlizné principy predem stanovené racionalizace - princip
selekce na zéakladé tvarove podobnosti, konstrukéni stejnorodosti, barev-
ného ozvlastnéni, princip orientace, vztahové konstelace apod. Vysledkem
jsou mnoziny praci, které jsou si na zakladé preddefinovanych vlastnosti
sobé-podobné. Vytvareji ,grupy” (pojem uzivany Jeanem Piagetem). Tyto
grupy jsou potom nositeli vlastnosti, jez generuiji, vyjevuiji, zmnozuji a rozsi-
fuji v fetézcich a variabilnich konstelacich. Konstruktivni principy viozené
do zakladli téchto praci-elementd, jsou podrobovany dalsi fazi prizkumu
tim, Ze je s nimi demonstrativné manipulovano (vystava) a na zakladé
téchto modelovych manipulaci jsou odhalovany a zkoumany dalsi roviny
prostorovych vztaht (fotodokumentace jako Cisty rezultat beze slov; Sifeni
vztahovych vazeb do prostoru). Cely proces tvorby je prisné stfezen proti
kontaminaci ideologickymi slozkami dobového spektaklu. Autor jde kriticky
po jeho formé - po ,konstrukci a .konstruovani®, které se snazi zpritomnit.
Paralelné s touto praktickou rovinou ¢innosti probiha jeji zpétna reflexe
vedouci k teoretickym otazkam po zplsobech metodického popisu dila
apo smyslu a kapacité interpretace samotné prace podilejici se na funkéni
komunikaci s divakem. Je tato komunikace v néjakém konsensu viibec
mozna? A pokud ano, do jaké miry ma praveé faleSnou povahu spektakiu?
Autor uvazuje o své praciv pojmech. Udrzuje si tak védomeé odstup od
tvorby, kterou vyviji na zplsob experimentovani s pfedem stanovenym
konceptem. Metodicky instrumentalizuje samotny zplsob prace. Tim se
dostava ,dovnitr” spektaklu a odhaluje i jeho dalSi konstitucni priciny. Narazi
na soucasny problém obecného diskurzu, na platnost samotnych pojmu
ainterpretacniho jazyka, které v dobé tzv. postmedialni situace charak-
terizované permanentnimi datovymi vstupy a vizualnimiintervencemi
do lidského védomi podléhaji bud necitelnosti jako disledku zrychlené
apermanentni distribuce, vyznamové vagnosti (pfevrstveni vyznamu), nebo
procesu kontaminace rliznymi ideologiemi sledujici své UCely a sveé zajmy.
Z interpretacniho (kritického) jazyka se stava jazyk operacionalni (Ucelo-
vy). Umélecké dilo obecné jako by dnes do sebe od pocatku integrovalo
tuto skutecnost a bylo svou strukturou otevieno riznym druhdim vnéjsi

ESTETIKA SVADENI
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manipulace, z prostého diivodu, aby v konkurenci tzv. obstalo. Cim vice se
artefakt vzdaluje autorovi, tim vice se priblizuje produktu. Prebira jeho mi-
mikry. Mira odosobnéni dila odpovida mife sledovani co nejvice obecnych
principl v oblasti mezilidské kultury, jejiz soucastijsou rlizné druhy vztah,
produkce a komunikace. Co zlstava patrné, je skutec¢nost, ze Dubova prvni
umelecka zkusenost vychazi z formatd malby a obrazu. Odtud dialogicky
vztah k obrazovému ramci, ktery je vychodiskem k jeho ,,pfedem manipu-
lovanym* posuntim a deformacim, a vztah ke sténé, vici které jsou mani-
pulace predevsim vyvijeny. Sou¢asny autorlv zajem sméruje k otazkam

po medialni kapacité, tj. schopnosti absorpce, obsahu, pojmu toho kterého
média, ovS§em ve smyslu nikoliv statickém ale procesualnim. Dub je tedy
oslovovan dynamickymi procesy a moznostmi absorbovani, obsahnuti,
pojmuti, vstfebani, tim, co a jakym zplsobem se do média obrazné re¢eno
vejde, co ho tvori, konstruuje - zevnit i navenek - v jeho platnosti/Citelnosti,
co hojako napln definuje, ale také co ho jiz destruuje, pretvari, proménuje
aodcizuje v jeho viastni podstaté. Tematizovan je tu tedy jak medialni pre-
sah, tak - negativné - rovnéz medialni rozhrani, moment, demonstrovany
autorem nejcastéji na proméné obrazu v objekt. V procesualnostia v jejim
metodickém akcentovanilze spatfovat negativni otisk Dubovych plvodnich
malirskych zkusenosti, nebot malba a jeji zplisob realizace neni ni¢im jinym
nezli sledem operativnich fazi, ktera koriguji pfedeslé obrazy-zaznamy, jez
diky tomu mizi. Vysledny obraz je velkym mnozstvim prekryvajicich se stop,
z nichz povstava nove formovany rad s rlizné nastavenymi konotacemi.
Zalezi na mife odosobnéni a odstupu od média, aby se obnazil jeho funda-
mentalni zaklad - konstruktivni princip. Po smyslu tohoto , konstruktivniho
principu®, stejné jako po smyslu , konstruovanych pojm(“, které tento princip
~Spolecensky usazuiji‘, se Dub pta. Autorova dila a jejich konstelace odpo-
vidaji objektlm-kvizlim, jez v jiné podobé, vice odpovidajici sou¢asnosti,

v urdité analogii odkazuiji na tradi¢ni otazky kladené bajnou Sfingou.

Coje pro soucasnost umélecke dilo, jak se formatuje (format,
ram), ¢im je jeho kapacita a jak a ¢im je kontaminovana? Jednu z od-
povédi nabizi Mario Periola, kdyz piSe o ,,sex appealu neorganického':
.Neorganicky totiz neni pouze nerost, ale i to, co je mrtvolné, mumifikovane,
technologické, chemické, obchodovatelné a takeé fetis. Takto se odhmotni,
stane se nécim abstraktnim a netélesnym, aniz se vsak proto promeéni v cosi
imaginarniho airealného; naopak za vsemi témito podobami neorganického
pulsobivzor toho, co je nanejvys realné a ucinné, totiz penize.” Také Periola
se vraci ke slavné studii Waltra Benjamina Uméleckeé dilo v dobé své tech-
nické reprodukovatelnosti, kdyZ poukazuje na proménu tradi¢niho umélec-
kého dila s jeho neopakovatelnou identitou v moderni formy uméleckého
vyjadreni: ,.Benjamin tento jev popisuje jako ztratu aury a kultovni hodnoty;
jejich misto zaujala hodnota vystavovaci, tj. zdlraznéni spektakularniho
rozmeéru dila, jez posléze zastini jeho estetickou specifi¢nost.”

Petr Dub pravé tim, Ze podpofil v dile samotny proces, tedy
¢asovy princip, rychlost, ktera modeluje, a konstela¢ni proces, v némz
zazniva pravé ,vystavovaci hodnota" expozicniho celku, rozkryva a nahlizi
samotné principy spektaklu mimo jeho konkrétniideologické usazeni. Autor
se pohybuije v oblasti prvotni, zakladajici koncepce a konstrukce spektakiu.
Poodhaluje nam tak v evokovanych modelovych situacich skryté zazemi
toho, co se v soucasné vizualité projevuje jako manipulativni, a ¢im jsme
svadéni ve svém vnimani z cesty svého realného ¢asu do v§e-pohlcujiciho
Casu virtualniho.

Petr Vanous

GALERIE DUM,BROUMOV, 2015, KURATOR PETR VANOUS
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THE AESTHETICS OF SEDUCTION We live in the age that is not
only hostile to contemplation, reflection, rumination, meditation, but that,
inits quickening pace, weakens and dissolves the very functions of critical
tools necessary for even the basic knowledge of the world. Behind all this
lies technical reproducibility, the speed of its realisation and - as aresult
- the absence of identity in the tangle of multidirectional relationships. In
the age of information acceleration (in the words of Paul Virilio) the present
ways of perception are in jeopardy as we have no time nor the room for
reflection in order to take measure of the constantly swelling information
smog. This situation blocks self-reflection on both ends - the artist, as well
as the audience (if not the society as a whole). Ways of their mutual commu-
nication are changing, growing more problematic. How to accept, or refuse,
something, how to decide and to “have an opinion on something inthe
age replete with temptations and unconfirmed, constantly superimposing
information and diverting strategies? The status of attention and, along
withit, the critical angle, are essentially in danger, being too static. They are
transformed into another, impure - for being operational — quality. They are
contaminated by unaccepted, unknown heterogeneity which endangers
existence of any working, let alone creative, concentration. Human work,
just like the creative act, is becoming estranged from man at such speed that
one must wonder about their purpose. Everything either gets taken up, or
falls into an oblivion, all too fast. The world of cultural production and visual
culture, like society, moves in sharpened polarities and they in turninfluence
its shape and forms of existence. This, so it seems, are also the main matters
thematized by Petr Dub in his work.

In order to get around painting in its staticity, Petr Dub enters
the realm of visual culture treating it as a space of variable media subsets.
Characteristic here is the mutual perviousness in conjunction with pro-
to-formative principles of liquidity — analogically flowing data channels
which solidify into hybrid forms (unlike the idealized Euclydian geometry
which rationalizes space and binds it through this rationalisation). In these
forms the “perviousness solidifies. Each moment of such a “formative sit-
uation refers above all to the very process of establishment of the world of
forms and it is thus realized as one of infinite number of examples-situations.

ESTETIKA SVADENI

190

ESTETIKA SVADEN(

ESTETIKA SVADENI

\

SO

ESTETIKA SVADENI ESTETIKA SVADEN(

ESTETIKA SVADEN(

ESTETIKA SVADENI

ESTETIKA SVADEN( ESTETIKA SVADEN(

In order for this “infinity to be adapted, appropriated, yet not by the
spectacle but by the author so that it will not become either entropic nor
purposeless, the author putsinto the process as his authorial code various
principles of pre-determined rationalization - the principle of selection on
the basis of shape similarity, constructional homogeneity, colour enhance-
ment, principle of orientation, relationship constelation, etc. The result are
sets of works which are self-similar based on pre-defined properties. They
form “groups (term used by Jean Piaget). These groups are then carriers
of properties which they generate, reveal, multiply and expand in chains
and variable constellations. Constructive principles entered into the bases
of these works-elements are subjected to another phase of research by
being demonstratively manipulated (the exhibition) and, based on these
formal manipulations, further levels of spatial relationships are revealed
and examined (photo documentation as a pure outcome without words;
distribution of relationship ties in space). The entire creation processis
strictly guarded against contamination by ideologic elements of a period
spectacle. The author critically goes after its form - after “construction, and
“construction-making, which he attempts to make more present. Parallel
with this practical side of activity there also takes place its retroactive
reflection leading to theoretical questions asking about ways of methodic
description of the work and the purpose and the capacity of interpretation
of the work as such participating in functional communication with the
audience. Isis even possible to reach a consensus in this communication?
And if so, to what degree does it possess the false nature of a spectacle?
The author thinks about his work in concepts. He thus consciously keeps
his distance from work which he creates in a manner of experimentation
with a pre-determined concept. He methodically instrumentalizes the work
process itself. In this way he gets “inside the spectacle and also reveals
its other constitutional causes. He touches upon the current problem of
general discourse, validity of the terms themselves, and the interpreta-
tional language, which are, in the age of the so-called post-media situation,
characterized by permanent data entries and visual interventions into
human consciousness, and subjected to either incomprehensibility as
aresult of accelerated and permanent distribution, semantic vagueness
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(overstratification of meaning), or the process of contamination by various
ideologies which follow their own interests and agendas. The interpreta-
tional (critical) language turns into operational (teleological) language. The
work of artin general today seems to have from the beginning integrated
into itself this actuality and through its structure has been open to various
forms of external manipulation for the simple reason that it wants to remain
capable of being competitive.

The further the artefact moves away from the author, the closer
it gets to becoming a product. It takes over its mimicry. The level of dep-
ersonalization of artwork corresponds to the level of following as many
general principles as possible in the area of interhuman culture, part of
which are different kinds of relationships, production, and communication.
What remains apparent is the fact that Dub's initial artistic experience stems
from the format of painting. From there comes the dialogic relationship to
the painting framework that is the outlet to his “pre-manipulated shifts
and deformations, and the relationship to the wall, against which especially
are the manipulations pursued. The current interest of the author leads
toward questions of media capacity, ie. ability to absorb, contents, terms
of aparticular medium, yet in a processual, rather than static, sense. Dub
is thus fascinated by dynamic processes and possibilities of absorption,
encompassment, containment, assimilation, by that which, so to speak,
fits in within a given medium, and how, what it is composed of, constructed
by - from both the inside and the outside - inits validity/comprehensibility,
what defines it as its contents, but what also destroys it, transforms, alters
and estranges inits own essence. What is being thematized here are both
the media overlap, and - negatively - also the media demnarcation line,
amoment, most often demonstarted by the author through the transfor-
mation of a painting into an object. The negative imprint of Dub's original
painter's experiences can be perceived In processuality and its methodic
accentuation, since painting and its way of realisation is nothing other than
succession of operational phases that correct formerimages - records
which disappear as a result. The consequent painting is a large number of
superimposed impressions out of which arises a newly formed order with
variously set connotations. It depends on the level of depersonalisation and
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distance from the medium in order to expose its fundamental base - the
constructive principle. Dub is asking about the meaning of this “constructive
principle, as well as the meaning of “constructed terms which “socially
establish this principle. The author’s works and their constellations cor-
respond to objets-quizes which, in a different form, more relevant to the
present, refer to traditional questions asked by the mythical Sphinx. What is
awork of art today, how is it formed (format, frame), what is its capacity and
how and with what is it contaminated? One of the answers is proposed by
Mario Periola when he writes about the “sex appeal of the unorganic: “The
unorganic is not merely a mineral but also that which is cadaverous, mummi-
fied, technological, chemical, tradeable, and also a fetish. Thus it becomes
insubstantial, turns into something abstract and incorporeal, without turning
into something imaginary or unreal; on the contrary, behind all these facets
of the unorganic there is at work a paradigm of that which is utmost real and
effective, namely money. Periola too returns to the famous study by Walter
Benjamin The Work of Artin the Age of Mechanical Reproduction when

he points out the transformation of traditional work of art with its unique
identity into modern forms of artistic expression: “Benjamin describes this
phenomenon as a loss of aura and cultic value; their place has been taken by
the exhibitory value, ie. emphasis on the spectacular aspect of the artwork
which consequently upstages its aesthetic specificity.

Itis precisely because Petr Dub supports the process itselfin
awork of art, that is, the time principle, speed, which models, and the con-
stelational principle, in which resonates the “exhibitory value of the exposi-
tionary whole, that he unfurls and decodes the very principles of a spectacle
beyond its concrete ideologic fixation. The author operates in the realm of
the primal, fundamental conception and construction of a spectacle. He
thus unveils for us in his evocative model situations the hidden background
of that which in today’s visuality manifests itself as manipulative and by
which we are seduced in our perceptions away from the course of our real
time into the all-absorbing virtual time.

Petr Vanous
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CO VSECHNO BYCHOM MOHLI DELAT, POKUD BYCHOM NEVEDELI JAK Intervence nainterpretaci autorskych pojmu ideologicka pamét*
a ,socialni neveédomi*. Instalace odkazuiji k dilu britského sociologa Davida Harveyho, ktery se vénuije prevazné vykladu postmodernich politickych a eko-
nomickych proces(. Harveyho prace pro Duba predstavuje inspiracni zdroj postihuijici globalni provoz a aktualni krizi kapitalistického systému, ktery autor
vyuziva pro demonstrovani konfliktu mezi zobrazovaci metodou a abstrahovanim v sou¢asném umeni, v obecnéjsi roviné také konfliktu mezi zdrojovymi
texty ajejich ,svévolnou* interpretaci &i mytizaci.

Marika Kupkova

CO VSECHNO BYCHOM
MOHLI DELAT, POKUD
BYCHOM NEVEDELI JAK

WHAT ALL WE COULD DO, IF WE DIDN'T KNOW HOW TO Intervention on the interpretation of the author’s concepts of “ideological memory”
and “social ignorance”. The installation refers to the work of a British sociologist David Harvey, who focuses mainly on the interpretation of postmodern poli-
tical and economical processes. For Petr Dub, Harvey’s work represents an inspirational source affecting global operation and present crisis of capitalistic
system which is used by the author as a means for the demonstration of the conflict between visualisation method and abstraction in contemporary art, in
more general level, also, between source texts and their “willful” interpretation or mythisation.

Marika Kupkova

192

ISBN 978-80-908472-7-9

CO VSECHNO BYCHOM MOHLI UDELAT,
POKUD BYCHOM NEVEDELI JAK

1938

GALERIE TIC,BRNO, 2013, KURATORKA MARIKA KUPKOVA

193



PETRDUB 194 ISBN 978-80-908472-7-9 195

CO VSECHNO BYCHOM MOHLIUDELAT, POKUD BYCHOM NEVEDELI JAK 194 GALERIETIC,BRNO,2013 195



197

ISBN 978-80-908472-7-9

196

PETRDUB

197

GALERIETIC,BRNO, 2013

196

CO VSECHNO BYCHOM MOHLIUDELAT, POKUD BYCHOM NEVEDELI JAK



PETRDUB 198 ISBN 978-80-908472-7-9

199
HANDICAP NA 9 Golf kromé samotného sportovniho prozitku pfinasii bohaté spolec¢enské aktivity a kontakt s prirodou. Vnimame ho jako sport
pro kazdého, jako sport, ktery lidem umoznuije sdilet spolec¢né zazitky bez ohledu na vék, pohlavi i socialni status. Ve svété uz golf davno nenibran jako
sport pro spole¢enskou smetanku a my bychom radi dosahli podobného posunu v myslenii u nas. Golf posiluje vztahy a komunikaci mezi lidmi, rozviji

smysl pro fair play, u¢i otevrenosti a podporuje ohleduplny pristup k prirodé. Domnivame se, ze tyto hodnoty jsou spolecensky dilezité, samije vyznavame,
a proto jsme si vybrali golf. (Stratex Communication)

HANDICAPDOWNTOA9Q Golf, apart from the sporting experience, provides a rich social activity and contact with nature. We consider it a sport

for everyone, one that enables people to share common experiences, regardless of age, gender or social status. Around the world, golf is no longer seen

as a sport for high society and we would like to achieve a similar shift in thinking also in our country. Golf strengthens the relationship and communication

between people, develops a sense of fair play, openness to learning, and promotes a thoughtful approach to nature. We believe that these values are socially

important, as we ourselves believe in them, and therefore we have chosen golf. (Stratex Communication) HANDICAP NA 9 BERLINSKEJ MODEL, PRAHA, 2014, KURATOR RICHARD BAKES
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NEKONECNY MYSLIVEC A SAMOLIBY KARTOGRAF Tento
rozhovor mél byt plivodné smeérovan k prave probihajici vystavé Petra
Dubav prazskeé galerii Kvalitar. Aktualné vsak vysla autorova monogra-
ficka studie - disertacni prace obhajenana FavVU VUT v Brné - Vybrané
postkonceptualni pristupy v soucasné ceské malbé, ktera by mohla mit
zlehéeny podtitul ,Jak se to chova“ nebo ,Jak se to hraje“. Prostrednictvim
problematické pozice ,starého* média malby autor charakterizuje povahu
soucasného ¢eskeho vizualniho uméni a mistniho institucionalniho pros-
tredi. Nedalo se odolat. Nasledujici rozhovor se vztahuje nejen k Dubovym
umeleckym postojum, ale také k jeho nazorim na ,to". Tedy na obecnéjsi
soustavu sou¢asnych uméleckych a vykladovych trend(, vidénou v§ak

z predpojaté pozice insidera. K ,tomu*® ostatné odkazuje i nazev vystavy

v Kvallitari: Rehabilitace v podminkach mimosoudniho vyrovnani spotrebitel-
skych spor.

K Zadala jsem si krkolomny nazev tvé vystavy do vyhledavace,
abych zjistila, k Gemu se odkazujes. Vyjely mi komentare k sou¢asné legis-
lativé EU v ramci zjednodus$ovani reklamace nakupu a odstoupeni od kupni
smlouvy. Pokud spravné chapu tuto metaforu, kdy miizeme uméni zaménit
zaprodukt a recipienta za spotrebitele, pak narazis na nedostate¢nou
schopnost sou¢asného uméni uspokojit divaka?

D Spravné - Google odpovéd! Nékolik poslednich let trpim
obsesivni predstavou, ze nase spolecnost ztratila schopnost desifrovat
nebo vytvaret nove informace. Ale o to vice dohledavame referencni pole,
ktere by umoznovalo podobné odcizeni poprit a legitimizovat dnesni vizualni
dyslexii. A o tom jsou vSechny mé pokusy vyrovnat se s kategoriemi jako
.malba"“ nebo ,uméni“. Béhem instalace této vystavy se v galerii zdrzel
¢lovék, ktery zapojoval novou elektroinstalaci. Kdyz vypozoroval, ze k vys-
tavenym objektim patfim, osmélil se a fekl mi: ,No, nic moc. My jsme s touhle
reflexni textilii v televizi pracovali uz pred nékolika lety.” Mél tim pochopitelné
na mysli bézné malifské platno, okolo kterého chodil cely den. Jen o nékolik
hodin pozdéji mne pak na vernisazi diskrétné upozornil rodinny pravnik, ze

z legislativniho hlediska nedava nazev vystavy smysl. Na chvili jsem se jako
autor citil nalezité hrdé, jak dovedu svoje objekty programovat, kolik iluze
amozného prostoru interpretace dokazu vytvorit. Pozdéji ale prijde zakonité
onakocovina, ve které sinelze nez priznat, ze role sou¢asného uménije
mezi celospolecenskymivyzvamivelmi sporna, a to zejménas ohledem na
tradi¢ni chapani (ne)odpovédnosti uméni.

K Jaké soucCasné celospolecenske vyzvy mas namysli?
A existuji vabec?

D Kdysi mne zaujal komentar Vaclava Bélohradského, ve kterém
tvrdi, ze nase spolec¢nost uz nové vyzvy neprijima, ,ze nam nejde o to, letét
na Mars, ale mit doma chytfejsi lednici nez tu sou¢asnou...“ Jenze tvoje otaz-
ka je jako nastavené vidle. Pred uméleckym vzdélanim jsem rok studoval
arteterapii a v kruhu bylo bézné, Ze kdyz jeden z nas nepfinesl domaci ukol,
selhala cela skupina. Tenhle vztah mezi osobnim a kolektivnim se snazim
siv sobé az pedanticky podrzet. Za zasadni vyzvu pro nasi spolec¢nost
povazuji védomi hodnoty individuality a odpovédnosti za spravu kolektivu.
Rozpoznanivlastni socialnirole. Vyzvou je nebyt ,pornopolitikem*”, nebo
napfiklad umét v ¢eskeé restauraci uvarit kvalitnijidlo a prinést ho hostovina
stdl s ismévem, podobné jako byt burzovnim maklérem, ktery neprodava
vlastnim klientm ,sracky" jen proto, aby mohl svUj byt na Manhattanu
posunout o dvacet pater vys... Podle mé je zapadni svét spolec¢nostibez
respektu k socialnim funkcim, ze kterych je tato spolec¢nost slozena, ao to
vice je zavazujici védomijejiho globalniho propojeni.

K Vratme se jesté k titulu vystavy. Tato vypUijcka stylizuje autorskou
odkazu. Jeji uziti mi pfipomina ,,nekone¢nou* etiketu, kde sedici myslivec drzi
vruce lahev se stejnym vyobrazenim sediciho myslivce atd. Tento pfimér ma
dvoji uplatnéni: jednak upozornujes na jev, ktery ale sam prikladujes pravée
tim, jakym zplGsobem na ného poukazujes; jednak se tyka tvého vyrazné
sebereflexivniho pristupu k umeéni.

NEKONECNY MYSLIVEC

D A co se vlastné cykli? Umélecky provoz? V domacim prostredi
jsme si navykli na stav, ve kterém existuje profesionalni obec v riznych
kmenovych prisluSenstvich (ateliéry, galerie, teoreticka pracovisté atd.),
jez neresi, Zze existuiji alarmujici mérou mimo béznou spolecenskou realitu.
Politickym reprezentacim naopak nepfijde zvlastni, Ze nemala ¢ast resortu
kultury funguje jaksi setrvacné a sama o sobé. Povazuiji tuto situaci za velmi
nebezpecnou pro obé strany, ale protoze profesné patfim do umélecké
obce, je mivzdy milejsi kritizovat jeji nedostatky ¢i vlastni umélecky provoz
nez obecné brblat o tom, jak u nas nefunguije kulturni politika statu. Co tedy
vlastné sou¢asné uméni déla? Zdobi? Bavi?

K Anijedno z toho.

D Zaplnuje galerie, byty, zivi své vykladace, kuratory, obchodniky

s uménim nebo dokonce naplfiuje parametry ,aplikovaného vyzkumu® ve
snaze stat se rovhocennym partnerem védeckych obor(? Ale hlavné: Co
by optimalné délat mélo? Na podobné otazky jisté jen tézko odpovi politici
nebo kulturni strategie statu. Tv(j dotaz Ize ovSem vztahnout i na mnou
tematizovany problém ,jak naloZit se sou¢asnym obrazem*. Komu patfi?
Autorovi, galerii, divakovi, teorii uméni, nebo dokonce pouze pripadnému
kupci? V kazdém pripadé je hybridni komoditou v rizném slova smyslu,
ajestlije podle mého minéni treba v domacim prostredi néco ,rehabilitovat”,
pak predevsim relevanci rliznych perspektiv.

K Co by uméni,mélo délat“? Nékteré tvé umélecko-noetické
otazniky jako by vyskocily z prvni poloviny minulého stoleti.

D Fakt, ze se néjaky problém nepodari vyresit, pfece neznamena,
ze prestane existovat! Byt umeélcem je docela zvlastni mix ojedinélé svo-
body a egoismu. Ten navic ¢asto zahrnuje nutnou davku pokrytectvi, scho-
pnost nevidét, neslySet nebo jaksi védomé zapomenout. Jakkoli nesdilim
predstavu nékterych mych kolegt, ze jsou na rozdil od zbytku spole¢nosti
vyvoleni, nedokazu se oprostit od potreby ptat se po zakladnich pravidlech
hry. Pfedpokladam, ze se vétsina chirurgt pred operaci nemodli, ale docela
jasné védi, co maji a budou v nasledujicich minutach délat. Na rozdil od nas
si navic nemohou dovolit onen luxus ptat se, pro¢ vibec [é¢it. A ted bychom
mohli zacit od nuly tvrzenim, ze uméni prece zadnou jasnou spolecenskou
funkci davno nema. Boris Groys tvrdi, Ze otazka, co je sou¢asné umeéni,
implikuje otazku, co je sou¢asnost, a pojem soucasnosti podle ného priro-
zené reprezentuje potrebu prodlouZit reflexi, nebo docilit odkladu analyzy.
Takze sou¢asnost je podle ného nakonec ,potencialné neurditou periodou
odkladu®.

K Po nekone¢ném myslivci mé napada dalsi primér, tentokrat

k textu tvé disertace, ktera je vénovana souc¢asnym malifrskym pristuptim.
Jsi kartograf: tvoris mapu uméleckého provozu, v niz misi$ riizné zaznam-
ové metody. Trochu samoliby kartograf. Sociologii a filozofii o svété uméni
akomparacnirozbory dél vybranych malif dopliujes viastnim mirné
ironickym manifestem ,Jak namalovat postkonceptualni obraz®. Tvoje
mapovani vlastné sméruje k vymezovani tvé vlastni pozice v mapé, i kdyz ses
do ninezaznacdil.

D Pro poradek: mou disertacni praci nelze zaménovat za knihu,
kteravychaziv edici FaVU. Text vznikal jako doplnék mé autorske prace,
vlastnich vystavnich aktivit a organizace prednaskového cyklu REWIND ve
spolupraci s Moravskou galerii v Brné. Navic se jedna o exemplarni pripad
textu, kdy se umélec rozhodne spasit svét svym ,,osvicenectvim®. Ale vazne,
samotny systém doktorandského studia logicky vyzaduje formalizovany
vystup av mém pripadé tak na jeho konci stoji kniha, jelikoz usporadat jako
vystup Ph.D. studia autorskou vystavu by mi pfipadalo jako zbabélost. Za
text se ovsem mohu postavit do té miry, do které napada cerna mista na
mapé. At uz jde o samotny pokus upozornit na dil¢i schodek interpretace
soucasnéeho obrazu nebo jednoduchou referenci k zajimavym svétovym
autorlim. Ze skolniho prostredi jsme jesté stale navyklina hodnoceni

a hledani optimalnich parametrd, jenZe pravé ony se mohou stat cestou

do tmy. Domaci kritika pro mne selhava predevsim ve schopnosti byt
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opravdu kritickou, coz ve své podstaté nevytvari dialog, ale hlu¢né ticho,
zatimco umélci zase selhavaji ve schopnosti proklamovat. Jako by se ony
tradicni role vyménily - umélci se zaobiraji mravendi praci posunout kuli¢ku
o milimetr smérem do kopce a teoretici snahou o legitimizaci néceho, co
sami davno prohlasili za mrtvé. Obavam se, ze kdyz ve svych prednaskach
promlouval o sou¢asném umeni Jean Baudrillard nebo - abychom neod-
bihali zdomaci situace - Miroslav Petficek ¢i Vaclav Bélohradsky, zastali

ve vSi Ucté mnohem vice prace, nez celoro¢ni vykon redakce Gasopisu
Ateliér. Problém nicméné neni pouze v médiu, ale pochopitelné v reakénosti
sdéleni, nebo Iépe fe¢eno v jeho dosahu. Obdivuii filozofii pro jeji schopnost
vymezeni konfliktu, ktera by nakonec méla byt vlastnii uméni. Podobné jako
vic, nez na teorii uméni vérim v budoucnost vizualnich studii.

K Uz podruhé siv naSem rozhovoru pouzil priviastek ,optimalni®.
To nebude nahoda nebo jen slovnivycpavka.

D Vratim se k prfiméru samolibého kartografa. Na mapé si Spend-
likem oznacuje mista, ktera nikdy sam nevidél, ale musi se spolehnout na
dostupné informace téch, ktefi vytvorili mapy cizich krajd pred nim. Podle
mne existuje obrovska propast mezi uméleckym dilem a jeho interpretaci.
Teoretiky &i historiky svazuiji pravidla — umélce pouze oéekavani. A ,optimal-
ni*? Jedna z mych starSich véci se jmenuje Tunning. Jde o tfi dfevéné desky,
ktere bézné slouzi jako Skolni podlozky pro namoceny papir oblepeny
paskou, na ktery se pak podle zadani kresli nebo maluje zatisi s lebkou,
naha modelka atd. Myslim, ze cely tv(irci proces |ze snad brutalné, ale o to
uprimnéji zredukovat na vztah mezi tou istou (startovaci) plochou, proce-
sem ,ladéni” a predpokladanym vysledkem. Jeden z prvnich trik{, ktery té
jako malife nauci, je nepouzivat bilé pozadi, coz Ize ve své podstaté oznacit
za podvod, protoze tim okamzité vytvaris impresi a jako autor manipulujes
divakem. Takze v mém podani jsou na téch drevénych deskach natazena
ana hrebicich napnuta platna s centralnimi monochromnimi pruhy ze
syntetickych laku, které se pouzivaji pro zdobeni zavodnich aut, pficemz
reference k témto objektlim nespociva ani tak ve hfe se zménou nebo trans-
formaci formatu a materialu, ale ve stereotypu, ktery bézné vidame v jiném
profesnim prostredi. Velka cast mé prace je zalozena na hledani pomeéru
mezi abstraktnim a konkrétnim sdélenim - odtud i nazvy mych cykld, jako
jsou TRANSFORMERS nebo HYPER-HYBRIDY. Jsem smirfeny s tim, Ze
nelze ignorovat obsah obrazu, ktery podle mne stoji vzdy mimo jeho realnou
podobu.

K V ramci zminéného kvazi manifestu ,Jak namalovat post-
konceptualni obraz” stanovujes rozdil mezi konceptualnim a postkon-
ceptualnim. Vytvaris si na sebe past uziti konsensualnich pojmt bez
dostatecné navaznosti na historicky kontext. Za kazdou ¢innosti navic
stoji néjaka koncepce. Nebylo by vhodnéjsi nahradit (post)konceptualnost
sebereflexivitou?

D Spaliljsem spoustu ¢asu hledanim exaktniho predélu ¢i udalosti,
ktera by ve svétovém umeéniurcovala ,pred*a ,po“. A odpovedné mohu

fici, ze docela marné, protoze jsem nenarazil na jediny vyklad, ktery by mél

v podobné klasifikacijasno. Samotny nazev knihy je tak do zna¢né miry
zavadeijici. Pokusil jsem se proto alespon sestavit modelové relace autor-
skych pfistupt, na kterych Ize demonstrovat prfedevsim posun interpre-
tacniho kontextu od konceptualniho uméni. To pochopitelné tradic¢ni malbu
odmitlo. Ale za poslednich Sedesat let - skrze riizné hybridni formy nék-
terych malirskych pristup(i — dokazala malba ve své podstaté obdivuhodné
absorbovat probéhlou revoluci v postmodernim uméni a vratit se zpatky
zadnimi dvermi. Vysledkem je tvrzeni, Ze sou¢asna malba se nenachazi

v o mnoho vétsikrizi nez souc¢asné umeénijako celek. Vynikajicim prikladem
mUze byt plisobeni dvojice Michael Baldwin & Mel Ramsden, ktera pod
znackou Art & Language obratné zachazela s malbouiv dobé, kdy byla
teoretickym tabu. Urcita ne¢asovost jejich prace je v diskutovaném kontextu
fascinujici a prizname-li moznost konceptualniho osvobozeni od historické
tradice malby pri vyuziti malifského slovniku, pak uz chybijenom krii¢ek

k malbé Daniela Richtera nebo k vystavam Personal Structures. Cely viastni
text jsem ovSem od poc¢atku vnimal jako prilezitost udélat si sam jasno
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v pojmech, které kolem nas bézné pluji, ale nejsou nijak ukotvené. Cilemmé
prace nikdy nebylo vytvorit novou klasifikaci, ale predevsim upozornit na to,
jaké malirské formy mohou plnohodnotné koexistovat v ramci celé skupiny
umeni.

K Hranice mezi teoretiky, kuratory aumeélci je &im dal vagnéjsi.
Presto je stale plsobiva legenda tfeba o francouzské nové viné ve smyslu
,Z teoretika umeélcem®. Jeji prislusnici odmitali konzervativni vysokoSkolske
vzdélani a vytvorili si vlastni publikacni platformu, ktera predurcila jejich
naslednou, a navrch uspésnou uméleckou €innost. Jak ovlivnila pomérné
rozsahla formulace tvah o médiu malby tvou uméleckou ¢innost? Vis ted’
lépe, jak na to?

D Pred nékolika dny jsem zacal sestavovat zadost o stipendium
Pollock-Krasner a hned na titulnim indexu jsem narazil. Poprve jsem
zavazné vyplnoval titul Ph.D. do formulare, ktery spravuje organizace
pulsobiciv odliSném kulturnim prostredi, coz pro neznamého hodnotitele
posouva kontext mé prace spisSe do oblasti teorie nez umélecké praxe.

U daného stipendia se navic paradoxné jedna vice o handicap nez o vyhodu,
protoZe nadace podporuje pouze specifické oblasti volného uméni, a nikoli
video, intermédia, konceptualni projekty atd. Podobné absurdné ve mné ut-
kvéla uprimna otazka Davida Kofinka pro breznovy Artmix: ,Hele, pro¢ jsou
najednou vsichni malifi chytry?* Osobné povaZzuji oba stavy za ponékud
trpke vitézstvi. Na FaVU jsem se dostal v dobé, kdy se do malifskych ateliért
hlasilo v priméru na sedmdesat uchazecu. Vétsina z nich uméla malovat
vyrazné lépe nez ja a na Skole jsem v tomto duchu zazival prvni tfi roky peklo.
Zaposlednich deset let se ale systém zménil natolik, Zze hroziimplozirozu-
mu. Vizi nadchazeijici reality, kdy se na vysokych uméleckych skolach budou
pohybovat vyhradné pedagogoveé olepeni tituly, povazuiji za stejné smutnou
jako stav, ve kterém jsem zacinal ja — ,prosté maluja ono se to ukaze!“ Na
jare letoSniho roku jsem meél moznost navstivit nékolik umeéleckych skol

v New Yorku, kde je béznou praxi, Ze Skola stoji na praci malého interniho
akademického kolektivu, zatimco krev do zil ji pumpuiji vyznamni svétovi
umélci z praxe, ktefi povazuji plisobeni s propujcenym titulem za prestizni
stejné jako za prirozené casové omezené. Tamni prostredi navic nepovazuje
za sektarskeé a neprijatelné, aby ¢lovék vedle drahy umélce - ktera je pro
bézného Ameri¢ana srovnatelné, a ne-li vice, finanéné narocna jako ostatni

i presto nékterilidé - napriklad Mathew Barney - nakonec rozhodnou pro
drahu umélce, a nikoli pro kariéru plastického chirurga. VSechno, co jsem
fekl, ovSem nic neméni na faktu, Ze souc¢asné umeénije vice nez ¢imkoli jinym
institutem. Nejenze neexistuje bez pritomnosti divaka, ale navic potrebuje
proces permanentniho dokladani opravnénosti vlastni existence. V dobrém
i zZIém slova smysiu.

K Jakou ,jinou Zivotni moznost” nez tu uméleckou vidi$ pro sebe?

D Je to zvlastni, ale doktorat pro mne znamenal predevsim urcité
usmireni se sebou samotnym a o to vice mne bavi ,postavit se k roliumélce
¢elem". Dlouho mi trvalo szZit se s predstavou, ze bych mél byt ,pouze
umélcem®. Léta jsem pracoval ve vrcholové gastronomii, vedl jsem univer-
zitni oddéleni vnéjsich vztah(l a marketingu, pro FaVU jsem nékolik let psal
projekty, prosel jsem nékolika funkcemi v ramci rliznych akademickych
senatll a Rady vysokych skol. Obecné jsem jaksi postizen né&im, co bych
mohl nazvat ,obsesivnim organiza¢nim tikem* - kdekoli se zabydlim, zacnu
byt nervozni z véci, které by podle mého mohly fungovat Iépe. Pred spanim
se obc&as u pocitace trapim novinkami z eskeé kotliny a rano se pak probou-
zim s pocitem, ze bych alespori na &trnact dni mohl byt skvélym ministrem
kultury.

Interview Mariky Kupkové s Petrem Dubem, publikovano
na www.artalk.cz pod nazvem Uméni zivi své vykladace, 2013
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THE ENDLESS HUNTER AND THE SMUG CARTOGRAPHER

This interview was originally supposed to be focused on the current exhi-
bition of Petr Dub in Prague’s Kvalitar Gallery. However, the author’s mon-
ograph (a dissertation defended at the Faculty of Fine Arts of the Brno
University of Technology) entitled Selected Post-conceptual Approaches
in Contemporary Czech Painting has just been published, which could be
subtitled “How it behaves” or “How it plays out”. Through the problematic
position of the “old” medium of painting, the author characterises the nature
of contemporary Czech visual art and the local institutional environment.
It was impossible to resist. The following conversation relates not only to
Dub's artistic positions, but also to his views on “it”. This means, on amore
general set of contemporary artistic and interpretive trends, seen, how-
ever, from the biased position of an insider. After all, the title of the current
exhibition in the Kvalitar Gallery, Rehabilitation in Terms of Out-of-court
Settlement of Consumer Disputes, refers to “it”.

K | put the over-complicated exhibition title into the web search
engine to find out what you are referring to. | got many commentaries to
current EU legislation discussing claim proceedings and right to withdraw
within the cooling-off period. If | understand this metaphor well, when art be
can exchanged for a product and recipient for a consumer, then do you refer
to the incapability of contemporary art to satisfy a viewer?

D Right - Google answer! During last few years | have been
suffering from an obsessive imagination that our society has lost the
capability to decode or create new information. But, as a result, we look
more and more for referential fields that would enable us to deny similar
estrangement and to legitimise current visual dyslexia. And this appears

in all my attempts to cope with categories as “painting” or “art”. During the
installation of this exhibition, a man who was connecting the wires stayed
behind. When he noticed that | belonged to the exhibited artworks, he dared
to tellme: “Nothing special. We worked with this kind of reflexive textile in the
television a few years ago.” Of course, he was thinking of acommon painting
canvas that he was walking around all day. Only a few hours later, a family
lawyer warned me discretely that from the legal point of view, the exhibition
title did not make any sense. For a while, | felt quite proud of how | was able
to programme my objects, or how much illusion and possible space for
interpretation | was able to create. Later on, hangover inevitably comes,
after whichitis not possible to do anything else than to admit that the role of
contemporary art is very controversial among the whole society, mainly with
respect to the traditional (non)responsibility of art.

K Which contemporary social challenges do you have in mind?
And do they even exist at all?

D Once | was intrigued by Vaclav Bélohradsky’s comment, in which
he claims that our society does not accept our challenges, “that we do not
want to go Mars but our goal is to have an even smarter fridge at home”...
However, your question is something of a pitchfork turned in my direction.
Before | started to study art, | studied art therapy and in the circle, it was
quite usual that when one member did not come prepared, the whole group
failed. I try to retain within me this relationship between the individual and
the collective, maybe too anxiously. What | consider the most significant
challenge for our society is the awareness of the value of individuality and
the responsibility of an administration for the collective. One’'s own recog-
nition of their own social role. The challenge is not to be a “porn-politician”
or, for instance, to cook good quality meal in a Czech restaurant and serve

it with a smile on one’s lips, just like an stock-exchange broker who does not
sell his clients “shit” only in order to be able to move 20 floors higher up on
the Manhattan. In my opinion, the Western society is a society that lacks
respect of social functions on which this society is built, and that is why the
awareness of its global interconnection is more committing.

K Let's return to the title of the exhibition. This borrowing stylises
the author’s exhibition of current works by Petr Dub into more demanding
culture-logical references. Its use reminds me of the ,infinite” label on a bot-
tle on which there is a hunter with a bottle with the same image of a hunter in
his hand, etc. This simile has two applications: on the one hand you point out
aphenomenon, which you exemplify by the way you are referring to it; on the
other, it relates to your extremely self-reflexive approach to art.

D.: And whatisit that in fact cycles? Artistic operation? In the domestic envi-
ronment, we get used to a state in which there is the professional communi-
ty in different tribal affiliations (studies, galleries, theoretical working places,
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etc.), which are not concerned with the fact that they exist to an alarming
extent away from ordinary social reality. Political representations on the
contrary do not see as strange the current state of culture, the fact that the
cultural resort works somehow in a state of inertia. | consider this situation
very dangerous for both parties. However, | belong to the artistic community,
for meitis more pleasant to criticise its imperfections or the artistic opera-
tionitself than to complain about that the cultural state policy does not work
at all. What does contemporary art do? Does it decorate? Does it entertain?

K None of the above.

D Itfills up galleries, flats, feeds its interpreters, curators, art entre-
preneurs, or even does it fit the parameters of applied research in an effort
to become an equal partner of scientific fields? But above all: What should
be optimally done? Such questions can hardly by addressed by politicians
or cultural state strategies. Your question can also be applied to the problem
|thematise, whichis “how to treat the contemporary image”. Who does it
belong to? To an author, gallery, viewer, theory of art, or a potential buyer?
Inevery case, it is hybrid commodity in various sense of word and if there is
anecessity, in my opinion, to rehabilitate something in the domestic environ-
ment, then it is especially the relevance of various perspectives.

K What should art do? Some of your artistic noetic questions seem
as if they sprung up from the first half of the last century.

D The fact that a certain problem cannot be solved does not mean
that it has ceased to exist! To be an artist is a strange mix of original free-
dom and egoism. The latter one, moreover, includes a necessary dose of
hypocrisy, ability not to see, hear or somehow consciously forget. However,
I do not share the view of some colleagues of mine that they are exceptional
unlike the rest of the society; | am not able to free myself from the necessity
to ask for the basic rules of the game. | suppose that the majority of sur-
geons do not pray before an operation, but they certainly know what they
should do in the minutes to come. Unlike us, they can’t afford this luxury to
ask why to heal. Now we could start at the point one with the claim that art
does not have any social function. Boris Groys claims that the question of
what contemporary art is implies questions what contemporariness is and
the concept of contemporariness according to him naturally represents the
necessity to extend reflection and to reach the postponement of analysis.
So, the presence according to himis a “potentially nonspecific period of
postponement”.

K After The Endless Hunter, | can think of another simile, this time
to the text of your dissertation, which focuses on contemporary painting
approaches. You're a cartographer: you create a map of artistic practice,
mixing different recording methods. A somewhat complacent cartographer.
You complement your sociology and philosophy about the art world and
comparative analyses of selected painters’ works with your own slightly
ironic manifesto “How to Paint a Post-conceptual Painting”. Your mapping is
actually aimed at defining your own position in the map, even if you haven't
marked yourselfinit.

D For the record, my dissertation is not to be confused with

the book published by the Faculty of Fine Arts. The text was written as
asupplement to my author’s work, my own exhibition activities and the
organisation of the REWIND lecture series in cooperation with the Moravian
Gallery in Brno. Moreover, it is an exemplary case of a text where an artist
decides to save the world with his “enlightenment”. Seriously, the system

of PhD studies itself logically requires a formalised output, and in my case,
abook stands at the end of it, since to organise an exhibition as an output
of PhD studies would seem like cowardice to me. | can, however, stand
behind the text to the extent that it challenges the black spots on the map.
Whether itis a mere attempt to point out a partial deficit in the interpreta-
tion of contemporary painting or a simple reference to interesting world
artists. From the school environment, we are still used to evaluation and the
search for optimal parameters, but they can become a path to darkness.
For me, domestic criticism fails above all in its capacity to be truly critical,
which inherently creates not a dialogue but a noisy silence, while artists in
turn failin their capacity to proclaim. Itis as if these traditional roles have
been reversed, with artists engaged in the ant-like work of moving the ball
amillimetre uphill and theorists trying to legitimise something they them-
selves have long since declared dead. | am afraid that when Jean Baudrillard
or (not to digress from the domestic situation) Miroslav Petfi¢ek or Vaclav
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Bélohradsky speak about contemporary art in their lectures, they are, in

all due respect, doing much more work than the annual editorial board of
Ateliér magazine. However, the issue is not only in the medium, but of course
in the responsiveness of the message, or better said, inits reach. | admire
philosophy for its capacity to define conflict, which should ultimately be in-
herentin art as well. Similarly, | have more faith in the future of visual studies
thanin art theory.

K Thisis the second time you have used the adjective “optimal”in
our conversation. It’s not a coincidence or just a word padding.

D I'll return to the simile of the smug cartographer. He uses a pin
to mark places on his map that he has never seen himself, but he has to rely
on the available information of those who have made maps of foreign lands
before him. In my opinion, there is a huge gulf between a work of art and its
interpretation. Theoreticians or historians are bound by rules, while artists
only by expectations. And the “optimal™? One of my older things s called
Tunning. It's three wooden boards that commonly serve as school mats
for wet paper taped over, on which one then draws or paints a still life with
a skull,anude model, etc., as assigned. | think the whole creative process
can perhaps be brutally, but all the more honestly, reduced to the relation-
ship between that blank (starter) surface, the process of “tuning” and the
intended result. One of the first tricks you learn as a painter is not to use
awhite background, which can be inherently called cheating, because by
doing so you immediately create animpression and manipulate the viewer
as an artist. So, in my rendition, the canvases are stretched and nailed on
these wooden panels with central monochrome stripes of synthetic paint
used to decorate race cars, and the reference to these objects is not so
much in the play with change or transformation of format and material,

but in the stereotype that we normally see in other professional settings.
Much of my work is based on the search for a relationship between the
abstract and the concrete message - hence the titles of my series such as
TRANSFORMERS or HYPER-HYBRIDS. I'm resigned to the fact that one
cannot ignore the content of animage, which in my opinion always stands
outside its real form.

K In your ironic manifesto “How to Paint a Post-conceptual
Painting”, you define the difference between the conceptual and the
post-conceptual. You create a trap for yourself by using consensual
concepts without sufficient relation to historical context. There is a concept
behind every activity. Wouldn't it be more appropriate to substitute (post)
conceptuality by auto reflection?

D | spent a great deal of time searching for an exact divide or an
event that would separate the “before” and “after” in the world art. And

| could responsibly say that my efforts were in vain because | didn’t find one
single explanation that would be clear with respect to the classification. The
title of the book itself is misleading. Therefore, | tried to compose model re-
lations of author approaches, on which | could demonstrate mainly the shift
of interpretation context from conceptual art. That understandably denied
traditional painting. However, during last sixty years - through various hybrid
forms of some artistic approaches - painting has actually reached out to
absorb the completed revolution in postmodern art and to return through
the back door. The result is a claim that contemporary painting does not find
itselfin much bigger crisis than contemporary art as a whole. An excellent
example caninclude the work of the duo Michael Baldwin & Mel Ramsden,
which under the trademark Art & Language treated the painting at the time
when it was theoretical taboo. Certain timelessness of their work is at the
discussed context fascinating and if we admit the possibility of concep-

tual liberation from the historical tradition of painting by the use of artistic
dictionary, then we are just one step away from the painting of Daniel Richter
or the exhibitions of Personal Structures. | perceive my whole text as an
opportunity to be clear about the concepts around us, which, however, are
not firmly anchored. The goal of my work has never been to create anew
classification, but mainly to show which painting forms can fully coexist
within the whole group of art.

K The divides between theoreticians, curators and artists are
increasingly vaguer. Although the legend about the French new wave in
the sense “from a theoretician to an artist” is very impressive, its members
rejected conservative university education and created their own publish-
ing platform that predetermined their following and their successful art
activities. How has the quite large formulation of ideas about the medium
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- painting - influenced your artwork? Do you now know better what to do?

D A few days ago, | began putting together a Pollock-Krasner
scholarship application and right on the index page | had encountered
aproblem. The first time I filled obligatorily Ph.D. into a form that manages
an organisation working in different cultural environments, which for an
unknown evaluator shifts the context of my work into the theory rather than
artistic practice. In addition to the scholarships, paradoxically, this is more
of ahandicap than an advantage, because the foundation supports only
specific areas of free art and not video, intermedia, conceptual projects,
etc. Similarly, the honest question of David Korinek in the March Artmix
programme stayed with me: “Hey, why are all the painters smart all of a sud-
den?” Personally, | think that both states are a bitter victory. | started to study
the Academy of Fine Arts in Brno at the time when 70 applicants a year
asked for the studies. Most of them knew how to paint much better than me,
therefore my first three years were hell for me. Over the last ten years, the
system has changed so much that there is an implosion of reason. Vision of
upcoming reality, where the art colleagues will move exclusively between
educators with titles, is the same as the sad state in which | started: ‘Just
paint and you will get there!” This year in spring | had the opportunity to visit
several art schools in New York, where it is common practice that the school
is based on the work of a small internal academic team, while world’s major
artists pump blood into the veins of the system. They consider work at art
schools with a lent title prestigious, but naturally, time-limited. The local en-
vironment will not consider it sectarian or unacceptable that an artist would,
besides his artistic career, which s, as far as salary goes, comparable to,

or even higher, than that of an average American, consider other life paths
in order to earn money. | think it interesting that despite all that | said above
some people - for instance Mathew Barney - they finally embark upon the
career of an artist, instead of a plastic surgeon. All that | mentioned does not
change anything on the fact that contemporary art is, more than anything
else, aninstitution. Not only does it not exist without the presence of a view-
er, but moreover, it needs a process of permanent evidence of one “s own
existence. In both good and bad sense of the word.

K What other life possibilities other than art do you see for
yourself?
D Itis very strange, but for me the PhD degree was a kind of recon-

ciliation with my own self and that is why “I like to face my role of an artist “.
For along time, I have been fighting with the idea of being “only an artist”. For
along time, | have worked in top gastronomy, | have been the head of a uni-
versity department of public relations and marketing, | have been writing
projects for several years for the Faculty of Fine Arts in Brno, | have beenin
charge of several functions in the academic senates and University coun-
cils. Generally, | would say that | suffer from something that could be called
“obsessive organisational tic’- wherever | live, | start to be nervous about
things that could work better. Before going to bed, | often torment myself by
watching the news from Czech lands and in the morning, | wake up with the
feeling that, for at least 14 days, | could be a great minister of culture.

The Endless Hunter and the Smug Cartographer

(interview between Marika Kupkova and Petr Dub, published in a shortened
version at www.artalk.cz under the title: Art Feedsiits Interpreters, 2013)
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OKOLO CEHO SE MOTAME? Ve svém pravidelném sloupku

na Artalku - In_margine s podtitulem Nejen o kritice - reagovala Milena
Bartlova na prednasku Jazykovy smog ve vytvarném uméni Viadimira
Justa, v niz tento divadelni historik a publicista kritizoval rozsirenost
jazykovych floskuli a naduzivani cizich slov v sou¢asnych Zurnalistickych
textech o vytvarném umeni. V Bartlove reakci se pojil souhlas s prebujelosti
odborného zargonu a formulacnich klié s poukazem na polehcuijici sku-
tecnost, Ze popis mimojazykovych oborud, mezi néz patfii vytvarné umeéni, je
pohybem ,na hranici, kde na néj (tj. pisatele) jako na paseraka stfileji zobou
stran“. Autorka zdGraznuje nutnost rozliSovani jazykové mihy od vyuzivani
ustalenych konstrukci, které ,jsou stopami poctivého boje o prevod viditel-
ného do slov*.

Nazev vystavy Petra Duba Je to prakticky spojeny s tou véci,
kolem které se motas je prikladné neurcitou a bezobsaznou formulaci,
kterou miizeme vykazat do kategorie jazykoveé mihy. | kdyz... Nejedna se
o mechanické pouziti ustaleného spojeni ani o odborny Zargon demon-
strujici odbornou prislusnost. Nazev vznikl tak, ze jsem Petra Duba ,vzala
za slovo*, kdyz jsme resili obsah této vystavy a ,predsunula“ jeden z jeho
vyrokU do pozice jejiho nazvu. Chapala jsem jej jako spontanni, ale sou-
Casné priznacné zonglovani se slovy ve snaze o vyjadreni onoho ,mimo-
jazykového". Pouziti formulace vzniklé nahodile bez predpokladu dal$iho
vyuziti, notabene v trovni titulu vystavy, bylo také motivovano faktem, ze
pravé improvizace a nahodilost jsou Petru Dubovi zcela cizi. Véta vytrzena
z kontextu balancuje na fascinujici hrané mezi naprostou bezobsaznosti
aabstraktnosti, kterou Ize rozvijet do rozmanitych tvah. (Floskuliv nazvu
je vSak slovo ,véc", které je typickym vyjadfovacim manévrem umélc
ve snaze vyhnout se ekvivalentiim s nezadouci priznakovosti, jako napr.
artefakt.)

.Nebezpecné&” zavadéjicim dojmem, kterym plsobi objekty Petra
Duba, je az pedanticky dikladna femeslina a technologicka bravura s vy-
razné efektnim designem. Pro jeho &innost je sou¢asné charakteristicka
dlouhodoba soustredénost ke konceptualnim pristuptm, které Ize zahrnout
pod reflexi medialni povahy uméni. Soustredénost, ktera je podporena
autorovym nadstandardnim zajmem o teorii uméni. Zpét k nazvu: kolem
¢eho se teda mota/me? Z hlediska tohoto textu a sou¢asné i Dubova
uméleckého charakteru miizeme spekulovat o analogii mezi onou hranici
vyjadfovani v Urovni schematickych konstrukci (nebranme se privlastku
Jformalistickych*) a sou¢asné poctivym autonomnim hledanim, jak prevést
viditelné do myslenek a myslenky do viditelného. Neda mi, abych nepointo-
vala text v duchu vyhrad zminénych v ivodu: Ono se to nevylucuije.

Marika Kupkova
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WHAT ARE WE BLUNDERING ABOUT? In her regular columnon
Artalk - In_margine with the subtitle Not only about review - Milena Bartlova
responded to the lecture entitled Language smog in fine art by Vladimir Just,
in which this theatre historian and publicist criticised the extensive use of
language rhetoric and overusing foreign words in current journalistic texts
on fine art. Bartlova’'s response combined an agreement with the excessive
use of professional jargon and formulation clichés pointing out the miti-
gating fact that the description of extra-linguistic disciplines, including fine
art, means oscillating “on the borderline where they shoot on him (i.e. the
writer) as a smuggler from both sides”. The author emphasises the need

of distinguishing between the language fog and using common phrases
and structures which “are traces of honest efforts to transfer the visible into
words”.

The titled of Petr Dub’s exhibition, It practically linked to the thing
you blunder about, is an exemplarily indefinite and empty formulation which
can beincluded in the category of language fog. And yet ... It is not ame-
chanical use of acommon phrase or professional jargon demonstrating
professional affiliation. The title originated in the situation when | took Petr
Dub “for word” when we were dealing with the content of this exhibition and
“brought forward” one of his statements in the position of its title. | perceived
it as spontaneous and yet symptomatic juggling with the words in the
attempt to express the “extra-linguistic”. Using the formulation randomly
created without assuming any further use, let alone as a title to the exhibi-
tion, was also motivated by the fact that improvisation and randomness are
absolutely strange to Petr Dub. A sentence taken out of the context balanc-
es on the edge between absolute emptiness and abstraction which may be
developed in various contemplations. (However, the word “thing” is rhetoric
in the title, being a typical expression manoeuvre of artists attempting to
avoid any equivalents with undesirable characteristics, such as “artefact”).

Whatis a “dangerously” confusing impression made by Petr
Dub’s objects is somehow pedantically thorough craft and technological
bravura with a highly spectacular design. At the same time, his work is also
characterised by long-term concentration on conceptual approaches
which can be included in the reflection of the media nature of art. A concen-
tration supported with the author’s above-standard interest in art theory.
Back to the title: what does he / do we blunder about? From the perspective
of this text and at the same time, Petr Dub’s artistic character, one may spec-
ulate about the analogy between the borderline of expression on the level of
schematic structures (one should not defend the attribute “formalistic”) and
at the same time, honest autonomous searching how to transfer the visible
into ideas and the idea into the visible. | cannot help myself paraphrasing the
text in the spirit of the remarks mentioned above: One does not exclude the
other.

Marika Kupkova
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oy V NEJHNUSNEJSIM ROHU NEJKRASNEJSI GALERIE GALERIE MANES, PRAHA, 2011
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t. V NEJHNUSNEJSIM ROHU
A NEJKRASNEJSI GALERIE

Jedna ze dvou instalaci pro ArtPrague 2011. Postaveni nejvétsiho prazského veletrhu IN THE MOST UGLIEST CORNER OF THE MOST BEAUTIFUL GALLERY One of the two installations for ArtPrague 2011. The position of
Prague’s largest art trade fair can be considered as along-term problem. In addition to the elementary question whether contemporary art s for sale,

mixed feelings remain after each year’s fair. ArtPrague traditionally takes place in the exceptional functionalist Manes Gallery, designed by the architect
Otakar Novotny and situated at the southern tip of the Slavic island in Prague. The current status of the exhibition hall is in poor condition, which goes
both for program and for the construction. This situation is mainly related to the activities of Czech Fine Arts Foundation, which declared itself as the

successor organization of Fine Artists Association 1887 — 1956. On this situation, an artist cannot react differently than proactively, or, conversely, to
Petr Dub

V NEJHNUSNEJSIM ROHU NEJKRASNEJSI GALERIE
s umeénim Ize dlouhodobé povazovat za problematické. Vedle elementarni otazky zda-li ma byt viibec sou¢asné uménik prodeiji, zlistavaji navic za kaz-
dym roénikem veletrhu smisené pocity. ArtPrague se tradi¢né odehrava v vyjime&né funkcionalistické Galerii Manes, postavené podle navrhu architekta
Otakara Novotného na jiznim cipu Slovanského ostrova v Praze. Aktualni stav vystavni siné je ovsem v dezolatnim stavu jak po strance programove, tak
stavebni. S touto situaci je spojeno predevsim plsobeni Nadace ¢eského vytvarného uméni, jez sama sebe pasovala do nastupnické organizace spolku

vytvarnych umélcti Manes 1887 - 1956 a z pozice umélce tak nelze na vzniklou situaci reagovat jinak nez proaktivnim ¢i naopak zcela ignorujicim pristupem.
Petr Dub adopt completely ignoring attitude.
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UMENINEKALE SOUTEZE Pohledu do Denisovy ulice je mozné vytvarnym artefaktem konkurovat jen t&Zko. Panorama vizualniho mixu svépo- VE STREDU JE CNOST
moci zbudovanych obchodU, pohaslych hospod a Muzea vytvarného uméni, jez od historického centra Olomouce oddéluiji projizdéjici tramvaje, predsta-
vuje ve své vSednosti spektakl sam o sobé. S nadsazkou se mizeme ptat, zda-li je tento obraz obrazem stavu nasi spolecenské transformace, kratkym
zastavenim v jejim prabéhu nebo znakem konce polistopadovych nadgji?

Jestlize vnimani uméni spodiva predevsim v dohodé, jaké jsou znaky uméni, co tato kategorie predstavuje a pochopitelné i jakym zpisobem
umeni prezentovat, pak je Vitrina Deniska dobrym prikladem cechovni konspirace. Od “matky zakladatelky* nezavislych a dispozi¢né radikalnich vystavnich
prostor, tedy od holeSovicke vitriny skupiny Bezhlavy jezdec, déli Denisku vice jak Sestnact let. Je proto na misté podotknout, Ze nebezpeci aktualni domaci
dohody v uméni spodiva pravé ve ztrate riskovat pri hledani originalnich feSeni na ukor tematizace mistni situace, uzavieného socialniho navyku ¢i ,oboroveé
zvyklosti”. Ve stejny moment stéle plati, ze radikalni estetické a hodnotici soudy Ize nabyvat a vynaset stejné snadno, jako lze opakovat protimluv: ZLATA
STREDNI CESTA.

Petr Dub

VE STREDU JE CTNOST

ART OF UNFAIR COMPETITION Itis almost impossible to compete with the view of Denisova Street by means of an artefact. The panorama of
avisual mixture consisting of self-built shops, faded pubs and the Museum of Fine Arts, separated from the historical centre of Olomouc by passing tram-
ways, represents, in its everydayness, a spectacle onits own. Exaggerating, one may ask whether thisimage is animage of the state of our social transfor-
mation, a short stop inits course or a sign of the end of post-November hopes?

On condition that perceiving art consists, above all, in the agreement what the signs of art are, what this category represents, and obviously how
art should be presented, then the Deniska Showcase is a good example of a guild conspiracy. There are over sixteen years between the “mother-founder” of
independent and radical exhibition spaces from the layout perspective, i.e. HoleSovice showcase of the “Headless Rider” group, and the Deniska Showcase.
It should thus be noted that the danger of the current domestic agreement consists right in the loss of taking risks when searching for original solutions to
the detriment of thematising the local situation, closed social habit, or “field-related habit”. At the same time, it is still true that radical aesthetic and judging
statements may be acquired and produces as easily as it is possible to repeat the contradiction: THE GOLDEN MEAN.

Petr Dub
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VITRINKA DENISKA, OLOMOUC, 2012
KURATORKA NINA MICHLOVSKA
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POLEPOSITION
GALERIE SPZ,PRAHA, 2012, KURATOR PAVEL NETOPIL
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POLE POSITION V terminologii motoristickych sportli oznacuje
pojem pole position prvni startovni pozici a jakkoli se u rliznych disciplin
pravidla k ziskani vyhradniho postaveni méni, do ¢ela startovaciho postave-
ni se jezdec dostava nejcastéji na zakladeé vitézstvi dosazeného v predchozi
kvalifikacnijizdé ¢ijizdach. Nejzasadnéjsi vyhodu predstavuije ziskani pole
position ve Formuli1, jelikoz typologie rliznych zavodnich trati ve vybra-
nych pfipadech reprezentuije riziko komplikovaného predijizdéni ze strany
ostatnich soupef a prvni pozice na startu je proto pro zkuseného pilota
zasadni vyhodu.

Projekt Pole Position nicméné predevsim pokracuje v dosavad-
nim kuratorském formatu Galerie SPZ, postaveném na prezentaci vybra-
ného umélce a jeho hosta mimo obor umeéni. Souc¢asné ovsem navazuje na
cykly TRANSFORMERS a REFRAMED Petra Duba, zkoumaijici formalni
limity klasického zavésného obrazu, relevanci adjustace umeéleckého
objektu v konkrétni architekture a socialni funkci dnesniho obrazu.

POLEPOSITION
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Dubtv aktualni host se jmenuje Josef Hohenberger. Je mu

dvacet jedna let, méri sto sedmdesat tficm, vazi Sedesat tfi kg ajezdina
minibiku znacky Blata se zavodnim Cislem devadesat devét. V roce 2009
zabodoval coby vitéz CzechBikers Minibike CUPu. V letech 2008 22009
se stal mistrem Prazske ligy minibike v kategorii BLATA 2,5 a v letosni
sezoneé skondi nejhire treti. Z celkového poctu triceti dvou odjetych zavodu
ziskal dvacet jedna vitézstvi, sedm druhych mist, dvé tretia dvé Ctvrta...
Podobné jako uméleckou ¢innost autora vystavy, provazii Hohenbergerovo
pUsobeni cela fada odbornych dovednosti a kmenovych znak viastnich
dané spolecenské skupiné. V obou disciplinach jsou navic definovany
razné role, hierarchie, typy komunikace, normy, pri¢emz samotny sport Ize
v soucasném svété vnimat jako jisty druh performance. Lze vSak jednoduse
srovnavat funkce zmifovanych obord? A pokud ano, do jaké miry zmifiova-
né profesni atributy ovliviuji samotny vysledek ,zavodu*?

Pavel Netopil
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POLE POSITION In the motor sports terminology, the concept of
the pole position refers to the first starting position, and despite the fact that
there are different rules how to achieve the exclusive position within various
disciplines, the racer usually gets to the head of the starting position on the
basis of the victory achieved in the previous qualifier or qualifiers. The most
important advantage consists in winning the pole positionin Formula 1, since
the typology of various racetracks represents, in the selected cases, the risk
of complicated overtaking from the side of other opponents, and the first
position at the start thus represents a crucial advantage for an experienced
pilot.

Nevertheless, the Pole Position project follows, above all, the
existing curator’s format of the SPZ Gallery, based on the presentation of
a selected artist and his guest from outside the art sphere. At the same time,
however, it follows Petr Dub's TRANSFORMERS and REFRAMED cycles,
exploring he formal limits of the classical suspension picture, the relevance
of the adjustment of an artistic object in specific architecture, and the social
function of the contemporary picture.

GALERIE SPZ,PRAHA, 2012
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Dub’s current guest’s name is Josef Hohenberger. He is twen-
ty-one years old and one hundred and seventy-three centimetres tall,
weighs sixty-three kilos, and rides a minibike of the Blata make with the
racing number of ninety-nine. In 2009, he scored as the winner of the
CzechBikers Minibike CUP.In 2008 and 2009, he became the champion of
the Prague Minibike League in the category of BLATA 2.5 and in this season,
he has not ended worse thanin the third place. Out of the total number of
thirty-two races, he achieved twenty-one victories, while also being the
runner-up seven times, twice in the third place, and twice in the fourth place.
Like the artistic activity of the exhibition’s author, Hohenberger’s activity
is also accompanied with a number of professional skills and essential
features typical of the given social group. Furthermore, both disciplines are
provided with the definitions of various roles, hierarchies, or norms, while the
sportitself may be regarded, in the contemporary world, as a certain kind
of performance. However, is it possible to simply compare the functions of
the afore-mentioned disciplines? And if so, to what extent to the afore-men-
tioned professional attributes affect the very result of the “race™?

Pavel Netopil
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MELKE Vystava tematizuje rozdilné autorské pristupy a moznosti
vykladu média souc¢asného malifstvi. Projektem Shallow Petr Dub reflek-
tuje vyrobni proces sveho kolegy Milana Housera z brnénskeé FaVU, ktery
v poslednich letech pracuje predevsim s litim lak( na malirské platno. Ve
zkratce bychom mohlifici, ze Dub vystavuje Housera, ale prestoze se po
dobu vystavy Galerie Umakart zaplni artefakty dokumentujicimi vznik ciziho
dila, hlavnim cilem autora vystavy neni snaha o popreni vlastniho autorstvi
¢i zpochybnéni ptvodni originality vybrané prace. Citace Houserovy loriské
vystavy “Deeper, deeper” v prazské Dvorak Sec Gallery predevsim rozviji
klicové myslenky Dubovy prace: Jakym zplsobem dnesni malifstvi vznika?
Jak jej prezentovat ¢i jakeé jsou jeho i sou¢asné interpreta¢ni moznosti?

Jifi Valoch
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SHALLOW The exhibition focuses on various author’s approaches
and possibilities of interpretation of the medium of contemporary painting.
By means of the Shallow Project, Petr Dub reflects the production process
of his colleague Milan Houser from Brno's Faculty of Fine Arts, who has
been working mainly with pouring varnishes onto the canvas in the last
years. In short, it could be said that Petr Dub displays Milan Houser, yet de-
spite the fact that for the period of the exhibition, the Umakart Gallery is filled
with artefacts documenting the origins of someone else’s work, the main
objective of the exhibition’s author does not lie in the attempt to deny his
own authorship or questioning the primary originality of the selected work.
Above all, the quotations of Houser’s last year’s “Deeper, deeper” exhibition
in the Dvorak Sec Gallery in Prague develop the key ideas of Dub’s work:
What is the origin of the contemporary painting? How to present it or what
are his and the current interpretation possibilities?

Jifi Valoch

MELKE

GALERIE UMAKART, BRNO, 2012, KURATORKA KATERINA OLIVOVA
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NENECHAME SE ZLOMIT Pouzité heslo parafrazuje jazyk
reklamniho svéta. Zvitézit, byt praktickym a navzdy mladym! Objekt vznikl
pro vystavni prostor Weltecho v némeckém Chemnitzu (byvalém Karl-
Marx-Stadtu). Chemnitz je souc¢asti metropolitniho tzemi Sasky trojuhelnik,
¢itajiciho zhruba 3,5 milionu obyvatel. Regionalni centrum po padu zelezné
opony zazilo ekonomicky boom vykoupeny odlivem nejmladsi generace,
ktera se ve velkém stéhuje do kulturné zajimavéjsich metropoli jako Berlin &i
Hamburg. Chemnitz ovladl kapitalismus, o ktery mladi nestoji a demografic-
ky vyvoj v regionu tak zaznamenava prabézny narlist obyvatel v dlichodo-
vém véku se specifickym zplisobem Zivota.

Petr Dub

223

WE WILL NOT BE BROKEN The slogan used paraphrases the
language of the advertising world. Win, be practical and forever young!
The object was created for the Weltecho exhibition space in Chemnitz,
Germany (former Karl-Marx-Stadt). Chemnitz is part of the Saxon Triangle
metropolitan area, with a population of approximately 3.5 million. The
regional centre has experienced an economic boom since the fall of the
Iron Curtain, which has been offset by an exodus of the younger generation
to more culturally interesting cities such as Berlin and Hamburg. Chemnitz
has been dominated by capitalism, which the young do not want, and the
demographic development of the region has seen a continuous increasein
the retirement-age population with a specific way of life.

Petr Dub

NENECHAME SE ZLOMIT

NENECHAME SE ZLOMIT

GALERIEWELTECHO,CHEMNITZ, DE, 2011
KURATOR FRANK MAIBIER
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PRAGUE CONTEMPORARY Instalace je slozena z rozboru napi-
su Prague Contemporary. Pouzitym fontem je Digital dream Narr, pfi¢emz
jeho jednotlivé fragmenty jsou vyrezany ze zbytkového stavebniho dreva.
Forma instalace umoznuije riizné variabilni sestavy véetné instalace nad
vchodem do budovy Veletrzniho palace v Praze Narodni Galerie.

Petr Dub

PRAGLE
CONTEN

PORARY
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PRAGUE CONTEMPORARY The installation is composed of
the analysis of the title Prague Contemporary. The font used here is Digital
dream Narr and the fragments are carved from residual building wood. The
form of installation enables different variable compositions including the
installation above the entrance into the building of the Veletrzni Palace in
Prague, the National Gallery.

Petr Dub

CONTEMPORARY

PRAGUE CONTEMPORARY

GALERIE WELTECHO, CHEMNITZ, DE, 2011
KURATOR FRANK MAIBIER
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PRAL BYCH SIZNOVU NEBYT OSAMOCENYM KOMUNISTOU

S malifskymi valeCky pracuiji pfi raznych prilezitostech jiz nékolik let. Po
zaschnuti barvy na jejich povrchu se z mechanickych nastroja stavaji
autonomni objekty pro nove instalace nesouci ,,pamét* pavodniho vyuziti.

S ¢asem dominuji zejména ty stfibrné, zatimco se ostatni barevné tony do-
stavaji do mensiny. Valecky se tak pro mne staly uréitym druhem barevného
deniku a na jejich skladbé Ize mimo jiné pozorovat i vyvoj mého vlastniho
autorského presvedceni.

Petr Dub
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IWISHIWAS NOT A LONELY COMMUNIST ONE MORE TIME
I have been working with a paint roller at various occasions for several
years. After the paint dries onits surface, the mechanical tools turninto
an autonomous objects for new installations, carrying “memory” of the
original application. With time, the silver ones dominate, while the other
colour tones become minority. For me, the rollers became a sort of diary of
colour and their structure can be seen inter alia, the development of my own
author’s conviction.

Petr Dub

PRAL BYCH SIZNOVUNEBYT OSAMOCENYM KOMUNISTOU

GALERIE WELTECHO, CHEMNITZ, DE, 2011
KURATOR FRANK MAIBIER
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SMRT FILOZOFIE: SLAVOJI, ViM CO JSIDELAL LONSKE LETO Je &tvrtého cervence a v malém primorském meéstecku v Severni Karoliné se SMRT FILOZOFIE: SLAVOJI, VIM CO JSIDELAL LONSKE LETO GALERIE EMILAFILLY, USTiINAD LABEM, 2014
studenti louci s bezstarostnym mladim. Krasna Helen dnes vecer ziskala titul kralovny krasy maturitniho roc¢niku a to je diivod k poradné oslavé s nejblizsimi KURATORKA LENKA SYKOROVA
prateli na opusténé morske plazi. Kdyz se pak Helen, Julie, Barry a Ray vraceji vypljcenym BMW do méstecka, srazi na opusténé primorskeé silnici zahadné-
ho chodce v gumovém rybarském plasti. Diky krvavym zranénim nevidi do jeho tvare a zda se, ze neopatrny nestastnik je mrtev. Co s nim?
Petr Dub

SMRT FILOZOFIE:.
SLAVOJI, VIM CO JSIDELAL
LONSKE LETO

DEATH OF PHILOSOPHY: SLAVOJ, | KNOW WHAT YOU DID LAST SUMMER Itis the fourth of July and in a small seaside town in North Carolina
there are students saying goodbye to their careless youth. Tonight beautiful Helen has got a title of beauty queen of the graduating year and that's areason
for agreat celebration with close friends on an abandoned beach. When Helen, Julie, Barry and Ray return in a rented BMW to the town, they run down on

adeserted seaside road a mysterious pedestrian in a rubber fishing coat. Due to the bloody injuries they could not see his face, he seems to be dead. What

to do with the dead body?
Petr Dub
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KUS TODKA

Thras me te tattv!

GALERIE HLAVNIHO MESTA PRAHY, DUM U ZLATEHO PRSTENU,
KUSTODKA PRAHA, 2011, KURATORKA SANDRA BABOROVSKA
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DVOJI KOD KUSTODKY Petr Dub se pohybuije na &eské scéné
od poc¢atku nového tisicileti. V letech 2003 - 2009 absolvoval brnénskou
FaVU, kde prosel tremi malifskymi ateliéry (prof. Petr Kvicala, Prof. Martin
Mainer, prof. Petr Vesely). Mezitim studijné pobyval na prazské VSUP

v ateliéru intermedialni a konceptualni tvorby Jifiho Davida (2005). Nyni
pokracuje jako doktorand v brnénském ateliéru Vaclava Stratila. Autor
experimentuje s obrazem a obrazovym formatem. Hleda cesty pro jejich
nové uchopeni a artikulaci. Jazyk malby, ktery byl na zacatku jeho umélec-
kého vstupu vazany na plochu, pozdéji transformuje do Sifeji definovaného
tvaroslovi. Opousti kvadraticky obrazovy format a vstupuje do prostoru.
Navazuije tak na problematiku revize obrazového formatu, ktera se ode-
hravala ve vytvarném uméni na prelomu 50. a 60. let 20. stoleti. Za vSechny
ptipomenme realizace malife Jana Kotika (1916 - 2002) z té doby. Ze je tato
problematika a jeji reinterpretace nyni pro sou¢asné umeéni aktualni ukazuje
také nedavna vystava ve videnskem MUMOKU nazvana Malerei: Prozess
und Expansion. Von den 1950er - Jahren bis heute.

V ramci projektu Galerie hl. m. Prahy STAR UP Il, ve kterém jiz treti
rok predstavuje tato prazska instituce mladé zacinajici autory, zvolil Petr
Dub jinou strategii. Poodstoupil od revize obrazového formatu a pristoupil
k metodé intervence do galerijniho prostoru. Tiskova zprava uvadi, ze se
autor inspiroval knihou The Conspiracy of Art francouzského postmoder-
niho filosofa Jeana Baudrillarda (teoretika simulace a kritika socialismu).
Motivem se Dubovi stalo ,,simulakrum®, zde patrné pojimané jako ,vyprazd-
nény obraz"“. Skepse k vyrazovym moznostem obrazu je tu sublimovana
do konceptualniinstalace tematizuijici prostredi galerijniho provozu.

Projekt autor nazval KUSTODKA, &imz stvrdil zaméreni své pozornosti na
urcity meziprostor galerijniho provozu — na organ vnitrni pfimeé kontroly
navstévnika.

Dovolim si zde uvést svou viastni zkuSenost (zkuSenost navstév-
nika), ktera je dle mého nazoru pro vnimani této konkrétni instalace dlilezita.
Pri vstupu na vystavu uvadi navstévnika ,do situace® Zivy kustod. Prilemné
spole¢ensky oble¢eny starsi pan se mé tedy ihned u pokladny ujal s vlidnou
vstricnosti a doprovodil mé do oné jedné mistnosti, kde se projekt odehra-
va. U vchodu jsem byl instruovan o tom, ze do prostoru vystavy Ize vejit jen
¢astecné, dlirazné mé upozornil na sotva znatelnou bariéru, kterou tvori sit
vlascu, najakousi ,hranici“ mezi pristupnou a nepristupnou ¢asti vystavniho
prostoru. V pfitmi, ,na druhém brehu*, bylo vidét sedici postavu - karikaturu
kustodky. Na jedné ze stén byl - jako exemplum - umistén obraz. Nikoliv
sam za sebe, ale jako artefakt-znak, jako sématickeé gesto vztahu ,autorstvi®
a,vystavniho prostoru®, ktery byl ale v navozené skute¢nosti oviadan zcela
né&im jinym, nezli vystavenym uménim. Cim jinym? Predevsim evokaci
vztah(. A to hned nékolika, najednou se prekryvajicich, napriklad mezi na-
vstévnikem a nepristupnym prostorem, mezi fyzicky pritomnym kustodem,
¢ekajicim za nasimi zady, a karikaturou sedici kustodky, mezi dvojim ¢eka-
nim - vrealném ¢ase u ,pracujiciho kustoda“ a mezi realnym ¢asem vystavy
u artefaktu ,jakokustodky*, ktera v mistnosti pobyva i po pracovni dobé,
kdyz se zhasne a jde se dom(. Neméneé podstatna je ovSem evokace vzta-
hu mezi autorem vystavy, navstévnikem a kustodem. Autor se tu pfipomina
malym obrazem s nékolika prekrytymi plochami a s textem: ,Stahnimé do...”
(Drag me to tate...). Nejvétsi prostor je vénovany ,zasitovani“ koridoru mezi
~Kkustodkou" a vstupujicim divakem. Kdo koho ma kam stahnout ¢i vtahnout?
Nabizi se mnoho variant, kam koho mentalné premistit a do jaké role Ci
aktivity ho pfeobsadit: nuda kustodky, aktivita hledajiciho divaka-detektiva,
rutinni prace kustoda-zaméstnance, potmésilost nepritomného autora atd.

Co se tu objevuije, je téma ocekavani, cekani a preckavani.
Kustodka je zaméstnancem instituce, ktery plni dle instrukci své povinnosti.
V presné vymezeném ¢ase pracovni doby dozira na prezentované artefak-
ty. Travi tu, na ,svém pracovisti* tj. ve vystaveé, placeny ¢as. Stava se tedy
prvkem, ktery a¢ neni soucasti vystavniho zameéru, je soucasti vystavniho
prostoru, podobné jako protipozarni opatfeni, Sipky nouzového vychodu
nebo klimatizace. Chté nechté vstupuje kustodka do kontextu vystavy jako
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kontrolni organ, je dokladem zvySené obezretnosti viici divakovi, je v pod-
staté aktem nedlveéry v(ci navstévnikovi, ktery potencionalné ohrozuje
misto prezentace. Dub ji ale oddéluje od divaka, zneskodnuje jia uzavirado
jejiho svéta, do svéta permanentniho tichého éekani, do Eekani, které se
baudrillardovsky neustale diferencuje zacilenim na riizné druhy a horizonty
¢ekani: ekani na to, az bude pauza na obéd, na svacinu, na kavu, na stridani,
az bude konec pracovni doby, na dovolenou, ¢ekani na navstévniky, najejich
priichod a odchod ad. Kustodka je pripodobnéna k vé&nému rybari, ktery
hodiny vysedava na brehu reky a kterého mnohdy uéel pobytu - samotné
ryby - prili§ nezajimaji. Odtud patrné motiv rybarského prutu a sité z viasct.
Projekt je autorskou intervenci, ktera ale nesméruje prioritné proti
instituci ve smyslu politickém. Je spiSe jakousi vedlejsi . kontrolni Sachtou®,
ktera upozornuje na provozni zazemiinstituce a jeji vykonny aparat kontro-
lujici navstévnika, zda se pri prohlidce chova podle navstévniho radu. Pokud
ho porusi, instituce dostupnymi prostfedky zasahne. V mezidobi, kdy se ,.nic
nedéje” dochazi k paradoxnimu jevu: divak sleduje dila, kustod/-ka divaka.
Urdité tu asistuje i kamerovy systém, poplasné zarizeni, pokladnik, policie
atd. Koho nebo co v$ak sleduje autor? Mozna tu hleda svou vlastni pozici,
pozici nékoho, kdo do tohoto aparatu vklada sva dila, ktera jsou spojovacim
¢lankem navstévnika a instituce. Kdyby tu dila nebyla, vSe by postradalo
smysl. Zménou symetrickeého pomeéru mezi poctem vystavenych del
(1kus!), poctem skutecnychi fiktivnich kustodu (1 skutecny, 1 fiktivni)
avédomym komplikovanim navstévy prostoru divakovi (omezeny prostor,
Sero) je docileno promény galerijni prostfediv néco nepatficného az
prizracného. Je to mnohem vice jakasi godotovska cekarna na opakujici se
konec (konec pracovni doby, konec vystavniho terminu) nezli ,meditativni*
¢i ,studijni* prostor vystavni prezentace. ,Opakuijici se konec" je tu meta-
forou Baudrillardovy teorie ,nemoznosti konce" a tzv. doby posthistoricke,
doby bez existence otevrenych horizontt a bez moznostiinovaci. Horizont
autorské pozornosti je tu presmérovan z uméleckych dél na opakuijici se
provoz. Je to hra, ktera na pozadi adjustace postavy (a profese) kustoda do
ramce vystavy a adjustace terminu vystavy do ¢asového ramce vystavni-
ho programu instituce, tematizuje umélecky provoz, ktery nikde nekondi
anikde nezacina. Pred touto a za touto prezentaci je ocean jinych projekt
avystav, téch, které uz byly zrealizovany a téch, které teprve budou pripra-
veny. Jediné penzum, které je treba plnit, je zasobovani rostoucich lidskych
mas a jejich potreb. VSe ostatnije, fe¢eno skepsi Jeana Baudrillarda, iluze.
A co si o tom mysli kustod? Mozna se tési dom na fotbal.
Petr Varous (Dvoji kod Kustodky: Od nevinného Zertu
ke kritickému gestu in: Modern Art Revue, kvéten, 2011)
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DOUBLE CUSTODIAN CODE Petr Dub has been active on the
Czech scene since the beginning of the new millennium. In 2003 - 20089,
he completed his studies at the Faculty of Fines Artsin Brno, where he
studied in three painting studios (Prof. Petr Kvicala, Prof. Martin Mainer, and
Prof. Petr Vesely). In the meantime, he spent time studying at the Academy
of Arts, Architecture and Design in Prague, in the Studio of Intermedia Art,
headed by Jifi David (2005). At present, he continues as a Ph.D. student in
Vaclav Stratil's studio in Brno. The author experiments with the painting and
the painting format. He searches new ways to understand and articulate
them. The language of painting, which was associated with the surface at
the beginning of his artistic work, is subsequently transformed into a wider
defined morphology. He abandons the quadratic painting format and enters
into the space. He thus follows the issues of reviewing the painting format,
which took place in the fine arts at the turn of the 1950s and 1960s. Among
them, let us mention the works of painter Jan Kotik (1916 - 2002) from that
period. The fact that these issues and their interpretation are still relevant for
contemporary art is also shown in the recent exhibition in the MUMOKU in
Vienna entitled Malerei: Prozess und Expansion. Von den 1950er - Jahren
bis heute.

Within the STAR UP Il project of the City Gallery Prague, in which
this Prague institution has been presenting young and emerging authors,
Petr Dub opted for a different strategy. Stepping away from the review of
the painting format, he engaged in the method of intervention in the gallery
space. The press release mentioned that the author was inspired by the
book entitled The Conspiracy of Art by French postmodernist philosopher
Jean Baudrillard (theoretician of simulation and critique of socialism). The
“simulacrum” became the motive, probably conceived as an “empty paint-
ing” in this case. Here, the scepticism towards the expression possibilities of
the painting is sublimed in a conceptual installation thematising the envi-
ronment of the gallery operation. The author entitled the project FEMALE
CUSTODIAN, through which he confirmed the focus of his attention on
acertaininter-space of the gallery operation - on the organ of the inner
direct control of the visitor.

| will take the liberty of sharing my own personal experience (the
visitor's experience), which is, in my view, important for the perception of
this particular installation. At the entrance to the exhibition, a live custo-
dianintroduces “the situation” to the visitor. At the ticket office, | was thus
welcomed with kind helpfulness by a pleasantly formally dressed elderly
man who accompanied me o the single room where the project takes
place. At the entrance, | was instructed that the exhibition area could only
be entered partially, being strongly warned about the barely noticeable
barrier consisting of a net of fishing lines, i.e. a certain “border” between
the accessible and inaccessible part of the exhibition area. In the gloom,
“on the other bank”, | could see a sitting figure - a caricature of a female
custodian. On one of the walls, a painting was installed as an exemplum.
Not onits own but rather as an artefact-sign, as a semantic gesture of the
relation between the “authorship” and the “exhibition area”, which was, given
the invoked situation, controlled by something completely different from
the displayed art. Above all, the evocation of relations. A number of them,
mutually overlapping, for example between the visitor and the inaccessible
area, between the physically present custodian waiting behind our back and
the caricature of the sitting female custodian, or between double waiting
-inthereal time in case of the “working custodian” and the real time of the
exhibition in case of the artefact of “like-a-female-custodian”, who staysin
the room even after the working hours, when the lights are switched off and
people go home. Nevertheless, the evocation of the relation between the
exhibition’s author, visitor and custodian is equally important. The author
reminds himself here through a small painting with several covered surfaces
and the text “Drag me to...."”. The biggest space is dedicated to “networking”
the corridor between the “female custodian” and the entering viewer. Who
is to drag or pullwhom and where? There are a number of alternatives who
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should be mentally relocated where and what role or activity should be
recast: the boredom of the female custodian, the activity of the searching
viewer-detective, routine work of the custodian-employee, maliciousness of
the absent author, etc.

What appears here is the topic of expectation, waiting and
surviving. The female custodian is an employee of the institution who fulfils
her duties according to the instructions. In the precisely defined time, she
oversees the displayed artefacts. She spends here, on “her workplace”, i.e.
at the exhibition, her paid time. She thus becomes an element that - despite
not being part of the exhibition intention - is part of the exhibition area, simi-
larly to fire protection measures, emergency exit arrows or air-conditioning.
Whether she likes it or not, the female custodian enters the context of the
exhibition as a supervision body, being a proof of elevated caution towards
the viewer:in essence, she is an act of distrust to the visitor whois a po-
tential danger to the presentation place. Yet Petr Dub separates her from
the viewer, renders her harmless and closes her to her own world, i.e. the
world of permanent and quiet waiting, i.e. waiting that, following Baudrillard,
permanently differentiates by focusing on various types and horizons of
waiting: waiting for the lunch break, a snack, a coffee, a substitute, the end
of the working hours, a holiday, visitors, and their passing and leaving. The
female custodian resembles the eternal fisherman who spends hours sitting
on the riverbank and often not being much interested in the very purpose of
his activity (fish themselves). This is probably the origin of the motive of the
fishing rod and the net of the fishing line.

The project is an author’s intervention which is not, however, pri-
marily directed against the institution in the political sense. Rather, itis a kind
of a “control shaft” notifying of the operating facilities of the institution and
its operating apparatus checking the visitor whether they follow the rules of
conduct during their visit. If they violate them, the institution intervenes using
available means. In the meantime, when “nothing happens”, a paradoxical
phenomenon occurs: the viewer watches the works and the custodian
watches the viewer. This is undoubtedly assisted by a surveillance system,
alarm, ticket officer, police, etc. Who or what does the author watch though?
He may be searching his own position here, i.e. the position of someone
who fills this apparatus with his work that is a connecting element of the
visitor and the institution. If the works were not here, nothing would make
sense. Changing the symmetrical proportion between the exhibited works
(1 piece!), the number of real and fictitious custodians (1 real and 1 fictitious),
and conscious complicating the visit to the area to the viewer (limited
space and gloom), aims at changing the gallery environment in something
inappropriate or even mysterious. It is much more similar to a Godot-like
waiting room for the repeated end (the end of the working hours or the
end of the exhibition period), rather than a “meditative” or “study” area of
the exhibition presentation. “The repeated end” functions as a metaphor
to Baudrillard's theory of “the impossibility of an end” and the so-called
post-historical era, the era without the existence of open horizons and with-
out the possibility of innovations. In this case, the horizon of the author’s at-
tentionis diverted from the works of art onto the repeated operation. Itis
agame which, on the background of adjusting a character (and profession)
of the custodian in the exhibition framework and adjusting the exhibition
period in the time frame of the institution’s exhibition programme, thematis-
es the artistic operation which does not have a beginning or an end. Before
and after this presentation, there is a flood of other projects and exhibitions:
those that have already been realised and those that are to be prepared.
The only quota that must be fulfilled is the supply of increasing human
populations and their needs. Using Baudrillard’s scepticism, everything else
isamere illusion. And what does the custodian think of that? He may be
looking forward to going home to watch a football match.

Petr Vanous (Custodian’s double code: From aninnocent joke
to acritical gesture in: Modern Art Revue, May, 2011)
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LAMPA:
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KMULTIKULTURALISMU
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LAMPA - FRIEDRICH NIETZSCHE K MULTIKULTURALISMU Podobizna Friedricha Nietzsche sediciho na stroji Valentina Rossi reprezentuje
predevsim stret odlisnych kultur - historicky a ideové odlisnych. Zdalo by se, ze se klasicky némecky filolog, sou¢asny italsky motocyklovy zavodnik a tra-
di¢ni orientalni Aladinova lampa se mohou setkat pouze v uméleckém obraze. Nakonec ale kazdy z nich predstavuje i dnes urdity typ soucasného symbolu
ajakkolije vlivjednotlivych osobnosti na nas spolecensky prostor riizny, vzdy predstavuje signifikantni kulturni typologii. Nietzscheho nihilismus |ze chapat
jako zajimavou paralelu ke hledani dnesni spole¢enské role uméni, Rossiho jezdecke schopnostijako jisty druh sportovniho mistrovstvi alampu legendarni-
ho Aladina jako nabozensky znak Blizkého vychodu. Prostrednictvim zvolené juxtapozice tak stoji prototyp tradi¢niho Evropana pred intelektualni histo-
rickou otazkou stretu kfestanstvi a islamu, zatimco vSedni svét bézi svym vlastnim konzumnim zplsobem dale. Stret vysokeé a nizké kultury neni tfeba nijak
politizovat, podobné jako neni nutné vykladat vztah krestanstvi a islamu jako novou hrozbu pro jednu &i druhou stranu.

Petr Dub
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THE LAMP - FRIEDRICH NIETZSCHE ON MULTICULTURALISM The portrait of Friedrich Nietzsche sitting on the Valentino's Rossi motorbike
represents mainly the confrontation of different cultures - historically and ideologically different. It would seem that a classical German philologist, con-
temporary Italian motorcycle racer and the traditional Aladin’s lamp could meet only in an artistic painting. However, in the end, each of them represents
acertain kind of a contemporary symbol and as much as the influence of the personalities on our social environment is different, it always represents

a significant cultural typology. Nietzche's nihilism may be understood as an interesting parallel to the search of today’s social role of art, Rossi’s riding capa-
bilities as a certain kind of sporting mastery and the lamp of legendary Alladin as a religious sign of the Near East. By this chosen juxtaposition the traditional
European prototype stands before the intellectual historical question of the clash between Christianity and Islam, while the everyday world keeps on going
inits own consumerist way. The confrontation of high and low culture is not necessary to politicize, just like it is not necessary to interpret the relationship
between Christianity and Islam as a new threat for either one of them.

Petr Dub
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DISNEYFICATION “Disney ovSem vitézijesté najedné urovni.
Nezajima se pouze o vymazani realného tim, ze jej obraciv tfidimenzio-
nalni virtualni objekt bez jakekoli hloubky, ale sou¢asné usiluje o vyma-
zani ¢asu prostrednictvim synchronizace vSech period, vSech kultur
do jednoho pohyblivého obrazu skrze jejich vzajemnou juxtapozici do
jednoho scénare. Tim oznaduje zacatek realného, presny a ,mimodi-
menzialni as", ktery je rovnéz bez hloubky. Zadna pfitomnost, zadna
minulost, zadna budoucnost, ale bezprostredni synchronismus vSech
mist a casovych period do jediné ,nesvétské” reality. Selhani nebo
kolaps reality - to je to, o ¢emje &tvrta dimenze. Je to dimenze virtuality
realného ¢asu. Dimenze, ktera je daleko od prispéni k jinym a maze
vSechny ostatni.”

Jean, Baudrillard
Disneyworld Company, Liberation, March 4,1996

DISNEYFICATION
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DISNEYFICATION “Disney wins at yet another level. It is not DISNEYFICATION
only interested in erasing the real by turning it into a three-dimensional
virtualimage with no depth, but it also seeks to erase time by synchro-
nizing all the periods, all the cultures, in a single traveling motion, by
juxtaposing themin a single scenario. Thus, it marks the beginning of
real, punctual and unidimensional time, which is also without depth.
No present, no past, no future, but animmediate synchronism of all
the places and all the periods in a single atemporal virtuality. Lapse or
collapse of time: that’s properly speaking what the fourth dimension [la
quatrieme dimension] is about. It is the dimension of the virtual, of real
time; a dimension which, far from adding to the others, erases themall.”
Jean, Baudrillard
Disneyworld Company, Liberation, March 4,1996
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MASNATO Dilo je pFedstavuje pfesah mezi autorskymi cykly
Unframed a Know-How. Prvni ze jmenovanych zkouma materialni kapacity
malifskych materiald a trojrozmérné moznosti malby, zatimco cyklus Know-
How pracuije s ikonografickymi prvky popularni kultury nebo naopak s pojmy
tradi¢ni filosofie. Pro vy$e zminéné presahy je dilezitym predevsim vztah
mezi historizujicim myslenim a jazykem sou¢asného umeni, kdy na jedné
strané stoji aparat vykladu lidskych déjin a na strané druhé umélecka prace

s abstrahujicim myslenim. Po formalni strance cykly spojuji médium malby
ainstalace. Vysledna dila se jsou mistnéspecifickymi instalacemi vyrobenymi
zmalifského platna, které je prostrednictvim ocelovych hrebikd fixovano na
zed a vetsinou i doplnéno o vyuziti konkrétnich architektonickych Ciinteriéro-
vych prvku.

Petr Dub
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YOUCANDOIT The work represents an overlap between autho-
rial cycles called Unframed and Know-How. The former explores material
capacities of painting materials and three-dimensional possibilities of
painting, whereas the Know-How cycle works with iconographic elements
of popular culture, or, conversely, with the concepts of traditional philoso-
phy. For the above-mentioned overlaps, the relation between historizing
thinking and language of contemporary art is especially important when,
onone side, there is an apparatus of interpretation of human history and, on
the other, there is an artwork with abstracted thinking. Formally, the cycles
connected the medium of painting and installation. The resulting works are
site-specific installations made of painting canvas that is fixed on the wall by
steel nails and mostly supplemented by the use of concrete architectonic
orinterior elements.

Petr Dub
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MOONWALK ‘Jackson zemrel 25. ¢ervna 2009 v oblasti Los
Angeles v Kalifornii na selhani srdce.[28] Centrala rychlé zdravotni pomoci
911 prijala ze zpévakova pronajatého sidla v 100 North Carolwood Drive
v Holmby Hills telefonat[29][30] ve 12:21 mistniho ¢asu. Volajici zadal
o pomoc pro ¢lovéka v bezvédomi, kterého se pritomny osobni lékar
pokousel neuspésné resuscitovat. Kdyz do domu o tfi minuty pozdéji
dorazili zdravotnici, zpévak nedychal a byla mu zjisténa srdecni zastava.
Resuscitace pokracovala b&éhem prevozu a vice nez hodinu po prijezdu
do Ronald Reagan UCLA Medical Center v 13:14 (20:14 UTC, tj. 22:14
SELC). Po netispésnych pokusech o oziveni byl Jackson prohlasen ve
14:26 mistniho Gasu (21:26 UTC, tj. 23:26 SELC) za mrtvého[31]. Za pficinu
nahlého umrti byla uréena akutni otrava silnym sedativem propofolem[32],
které Jacksonovi od kvétna roku 2009 podaval proti chronické nespavosti
osobnilékar. Za Jacksonovu smrt, ktera byla po dlouhé dobé prohlasena
koronerem za vrazdu, je Udajné zodpovédny JacksonUv osobnilékar -
kardiolog Conrad Murray. Ten byl 8. inora roku 2010 v Los Angeles obvinén
Zneumysiného zabiti, ale propustén na kauci (75.000 dolart - 1,43 milionu
korun) - s omezenim lékarskeé praxe a zabavenim pasu. V dubnu Conrad
Murray stanul soudem, ve kterém mu hrozi az ¢tyri roky vézeni.[12] 7. listo-
padu 2011 pak byl v procesu Conrad Robert Murray vs. lid statu Kalifornie
jednohlasné vSemi ¢leny poroty uznan vinnym z neimysiného zabiti svého
pacienta Michaela Jacksona a nasledné odsouzen ke ¢tyrem letlim vézeni.”
Wikipedia
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MOONWALK ‘Jackson died on 25 June 2009 in the Los Angeles
area of California of heart failure. [28] Emergency Medical Services 911
received a call [29] [30] from the singer’s rented residence at 100 North
Carolwood Drive in Holmby Hills at 12:21 p.m. local time. The caller was
requesting assistance for an unconscious man whom the attending
personal physician was attempting to resuscitate unsuccessfully. When
paramedics arrived at the house three minutes later, the singer was not
breathing and was found to be in cardiac arrest. CPR continued during
transport and for more than an hour after arriving at Ronald Reagan UCLA
Medical Center at 13:14 (20:14 UTC, 22:14 CEST). After unsuccessful resus-
citation attempts, Jackson was pronounced dead at 14:26 local time (21:26
UTC, 23:26 CEST) [31]. The cause of sudden death was determined to be
acute poisoning with the powerful sedative propofol [32], which Jackson’s
personal physician had administered for chronic insomnia since May 2009.
Jackson'’s personal physician, cardiologist Conrad Murray, is believed to

be responsible for Jackson’s death, which was ruled a homicide by the
coroner after along time. He was charged with involuntary manslaughter

in Los Angeles on 8 February 2010, but released on bail ($75,000, i.e. CZK

1.43 million) with restrictions on medical practice and passport confiscation.

In April, Conrad Murray stood a trial in which he faced up to four yearsin
prison. [12] Then, on 7 November 2011, in the trial of Conrad Robert Murray
v. People of the State of California, he was unanimously found guilty by all
jurors of involuntary manslaughter of his patient Michael Jackson and sub-
sequently sentenced to four yearsin prison.” Wikipedia
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TORZO KRACEJICI ZENY Instalace Torza kragejici se Zzeny ve vile
Tugendhat vznikla na popud prodeje stejnojmeného Lehmbruckova origi-
nalu. Socha, jez byla navracena rodiné plvodnich majitel se v roce 2009
obratem ocitla v drazbé londynské aukeni siné Sotheby’s. Architektonicka
aumélecka obec v Ceské republice byla touto udalosti znaéné poboufena
aprodej rozpoutal verejnou diskuzi o adekvatnosti podobného &inu.

Samotna vila architekta Mies van Der Rohe je dlouhé roky ve
stavu vyrazné vyzadujicim adekvatni rekonstrukci. Mimo svého umélecke-
ho odkazu predstavuje Tugedhat na izemi CR jedinou moderni pamatku
zapsanou na seznam UNESCO. | pres tento fakt se politicka reprezentace
aodborna obec od pocatku 90. let nebyly schopny dohodnout na spolec-
ném postupu pfi jeji obnové. Na vile se tak jasné projevuje postkomunistické
spolecenské stigma majetku, ktery patrivsem a v disledku nikomu.

Pouziti jeleniho parozi v interiéru vily na dany stav reaguije.
Instalace oprena o onyxovou sténu predstavuje substituent pdvodniho
Lehmbruckova dila. Samo parozi se uvnitf domu stava “vizualnim parazi-
tem” narusujicim nejen Sistou funkcionalistickou architekturu, ale i kolektiv-
né sdilenou predstavu o jeho pavodnich distingovanych obyvatelich.

Petr Dub
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TORSO OF A WALKING WOMAN The installation of the Torso of
aWalking Woman in the Tugendhat villa emerged at the instigation of sale
of Lehmbruck’s original bearing the same name. The sculpture, which was
returned to the former owners’ family, ended up at Sotheby’s auction house
in London later in 2009. This event outraged the architectural and artistic
community in the Czech Republic, with the auction evoking public debate on
the adequacy of a similar act.

Over alarge number of years, the villa, designed by architect Mies
van Der Rohe, has found itself in a condition significantly requiring adequate
rehabilitation. In the territory of the Czech Republic, besides its artistic leg-
acy, the Tugenghat villarepresents the only modern UNESCO-listed sight.
Despite this, the political representations, as well as the specialist commu-
nity, have failed to agree on a mutual approach to its renovation since the
beginning of the 1990s. The villa has thus clearly shown a post-communist
social stigma of property belonging to everyone and consequently no-one.

Using deer antlersin the villa's interior reflects the given state.

The installation leaning against the onyx wall represents a substitute for

the original Lehmbruck’s work of art. Inside the house, the antlers them-
selves become a “visual parasite” disturbing not only the clear functionalist
architecture, but also a distinguished, collectively share idea of its original
dwellers. Petr Dub

TORZO KRACEJICI ZENY

NAKUPUJI, TEDY JSEM

NAKUPUJI, TEDY JSEM, INSTALACE Z CYKLU SHOZ GALERIE KVALITAR, PRAHA, 2011 TORZO KRACEUJICI ZENY,INSTALACE Z CYKLU SHOZ VILLA TUGENDHAT, BRNGO, 2010
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VELKE AMBICE Toto je vystava tfi. Jednak umélct Petra Duba

a Ondreje Kotrée, jednak kuratora Jifiho Ptacka. VSichni prispéli viastnim
dilem. Jediné tak dava spojeni tfi smysl. Na vystavé neni zfejmé;jsi doklad
Jrukopisu® kuratora, nez je tento text. Petra Duba a Ondreje Kotrée prezen-
tuji artefakty. Presto jsou vznik a podoba vystavy dany vzajemnym ovlivio-
vanim. Proto je namisté zopakovat, Ze to je vystava tfi, a pokusit se poodkryt
pozadi malé vystavy s velkymi ambicemi.

Petr Dub a Ondfrej Kotr¢ se spaijili s Jifim Ptackem, aby ve tfech
nalezli pfihodné Feseni spoleéné vystavy. Slo o to prozkoumat, jaky umélec-
ky potencial stoji za osobnimi sympatiemi mezi obéma umélci, a pfijit na to,
jak ho uplatnit v Galerii Pida. Mozna je paradoxni, ze feSeni méli celou dobu
pfimo pred o¢ima. Obéma umélctim je vlastni pohyb po hranici mezi malbou
aobjektem, plochou a tfemi rozméry. Oba se (pfinejmensim posledni
dobou) potloukaji v prozkoumaném terénu minimalismu a hledaji hybridni
reformulace jeho kanonu. Petr Dub dospiva ke svym prostorovym asambla-
zim neobvyklymi kombinacemi konstitutivnich prvkd malifského artefaktu,
jakymi jsou spodni ram, format, vypnuti platna, tah Stétcem, zavéseni, apod..
Jeho pozornost pouta materialova podstata artefaktu, vyrazove prostredky
umélce i procesualni aspekty tvorby, jeZ se odrazeji na podobé artefaktu.
Dubovou doménou neni az tak jednotlivé dilo, ale jejich konstelace, v niz
se do hry dostavaji nejen vztahy mezi dily, ale také zplisob zachovani se
k mistu jejich realizace. Jako by usiloval rozdrobit vSechny tyto aspekty
na malé ¢astice, aby je mohl uzivat zpisobem podvracejicim kodifikované
podoby obrazu, objektu a instalace a znejistoval nas postoj k nim. Avsak
také v Dubové pracilze objevit urcité konstanty. Tou nejdulezitéjsi se zda byt
okazalost jeho gest. Dubovi neni nic vzdalenéjsi nez nenapadna intervence.
Uziva metalické a signalni barvy aiv nejmensich a nejefemérnéjsich realiza-
cich si neodpusti popovou kriklavost.
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Oproti Petru Dubovi, jehoZ prace zad¢ina mit charakter soustav-
ného testovani Siroce stanoveného spektra moznosti, jsou vaky Ondreje
nafukovaci pytle si narokuji okolni prostor. U jejich hmot vnimame tendenci
rozpinat se. Vyznivaji monumentalné, coz Kotr¢ (vlastné podobné jako
Dub) podtrhuje vyraznym barevnym pojednanim jejich ploch. Povrchy
Kotr&ovych ,duchen”jsou jeho malifskym platnem, u kterého lze vyuzit ob-
lost, nadychanost ¢i prahlednost. A nebo nechat vyznit pouze objektovost
rozmérného kusu vzduchu.

Okazalost prvniho a monumentalita druhého autora byly vodit-
kem pro konkrétni feSeni vystavy v pldni galerii. Za jeji specifickou archi-
tektonickou podobu je vzdy tfeba zaplatit dar. Uvahy o Velkych ambicich
(jez kurator dokonce navrhoval pojmenovat Pfehnané ambice, coz autofi
uspésné zapomnéli/potladili) se tykaly moznosti prekonat prostorové
determinace a postavit se ,jaksi nad né". Kurator se citil byt pfedevsim vyzy-
vatelem, ktery uvadi okazalost a monumentalitu jako postulat vzajemného
dialogu a jako moznost vytvorit jejich rozvinutim jak odstup od prostoru
galerie, tak od vlastnich sklond. Efektem zaméru ,prehnat to“ mohl byt
sebeironicky usmések nad tim, co je vyzivnou duzinou mysleni obou autord,
i kriticky pohled na funkci artefaktu. Velké ambice v nazvu vystavy vyjadruji
ironicky podton této vyzvy. Tu ovSem kazdy autor musel rozvijet podle
sebe a zohlednit vlastni strategie. Myslim, ze vyzyvateli nenalezi posuzovat
vysledek. Jako kuratora mé ale uspokajilo, ze jsme se ocitli v prostredi, kde
otazky a experimenty predislily pocet samozrejmosti ajistot.

Jifi Ptacek

VELKE AMBICE
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BIG AMBITIONS This is an exhibition of three: Petr Dub and
Ondrej Kotr¢, both artists, and Jifi Ptacek, a curator. All of them contributed
with their own work. Otherwise, their co-operation would not make sense.
As for the exhibition, the “manuscript” of the curator does not go beyond
this text. Petr Dub and Ondrej Kotr¢ are represented by their artefacts.

Yet, itis the mutual influence that led to the emergence and the form of

the exhibition. It is thus apt to reiterate that this is the exhibition of three,
while attempting to uncover the background of a small exhibition with big
ambitions.

Petr Dub and Ondrej Kotr¢ joined Jifi Ptacek in order to find,
together, an appropriate solution to their exhibition. What needed to be
explored is the artistic potential lying behind personal liking between
both artists, while discovering the way to apply itin the “Pada” Gallery.
Paradoxical as it may be, the solution was never far fetched. Both artists find
themselves on the border of painting and an object, or surface and three
dimensions. At least recently, both of them have been drifting round the
well-explored terrain of minimalism, searching for hybrid reformulations of
its canon. Petr Dub arrives at his spatial assemblages via unusual combina-
tions of constitutive elements of painting artefacts, such as a bottom frame,
format, canvas stretching, brushstroke, suspension, etc. His attention has
been attracted by the material essence of the artefact, means of artistic
expression, as well as the process aspects of creation, reflected in the arte-
fact’s form. Petr Dub's domain does not lie in the individual work of art itself,
but rather their constellations, showcasing not only the relations between
the works of art, but also the manner of approaching the venue of their reali-
sation. It seems as if he was attempting to disintegrate all these aspectsinto
small particles so as to be able to use themin a way subverting the codified
forms of painting, while making our approach to them uncertain. Yet even
Petr Dub’'s work demonstrates certain regularities. The most important one
seems to be the splendour of his gestures, combined with inconspicuous
intervention. He has been using metallic and signal colours, not withdrawing
a pop showiness even in the smallest and most ephemeral installations.

VELKE AMBICE

Unlike Petr Dub, whose work is gradually reaching the character
of permanent testing of a widely established range of opportunities, Ondrej
Kotrc¢'s duffels serve as the first more systematic example of working with
athree-dimensional object. Large inflatable sacks claim the surrounding
space, with their volumes having the tendency to expand. They appear
monumental, which Ondrej Kotr¢ (in fact similarly to Petr Dub) emphasises
with a distinctive colour rendition of their surface areas. The surfaces of
Ondrej Kotr¢'s “duvets” serve as his canvas which may benefit from its
roundedness, fluffiness or transparency. Or he can emphasise their object
character of alarge piece of air.

The showiness of the first and the monumentality of the second
author have provided a guideline for a specific exhibition solution in the attic
art gallery. There is always a price to pay for its specific architectural form.
Considerations about the Big Ambitions (the curator even suggested the
title of Exaggerated Ambitions, which the authors successfully forgot or
suppressed) concerned the possibility to overcome the spatial determi-
nations and stand “somehow above them”. The curator felt like, above all,
achallenger presenting the flamboyancy and monumentality as a postulate
of mutual dialogue, while taking the opportunity to create, upon their expan-
sion, adistance both from the gallery space and his owninclinations. The
effect of the intention to “exaggerate it” could be a self-ironic jeer over what
is perceived as nutritious flesh of thinking of both authors, as well as a cri-
tical reflection of the artefact’s function. The exhibition title, Big Ambitions,
expresses a nhote of irony of this challenge, which had to be nevertheless
developed by both authors reflecting their own perspectives, taking into
account their own strategies. | do believe that the challenger’s role is not to
assess the result. Yet, having taken on the curator’s role, | found satisfying
that we ended up in an environment where questions and experiments
outnumbered the amount of matters of fact and certainties.

Jifi Ptacek

GALERIE PUDA, JIHLAVA, 2010, KURATOR JIRi PTACEK
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DALSIDUKAZ O TOM, ZE BUH JE AMERERICANEM TOTOVO SELO, SR, 2010 VYZVA KE SPOLUPRACI TOTOVO SELO, SR, 2010
DALSIDUKAZ O TO, ZE BUH JE AMERERICANEM LPrinavratu z jeho rodné Guatemaly novinar Julio Godoy napsal:

Clovéka svadi véfit, ze néktefilidé v Bilém Domé uctivaiji aztécké bohy a nabizeji jim krvavé obéti Centralni Ameriky.
Noam Chomsky (Hegemonie nebo preziti: Americké hledani globalni dominance)

1EE LLL BPhEE |

DALSIDUKAZ O TO, ZE BUH JE AMERERICANEM “Returning from a brief visit to his native Guatemala, journalist Julio Godoy wrote that

‘oneis tempted to believe that some people in the White House worship Aztec gods—with the offering of Central American blood.”
Noam Chomsky (Hegemony or Survival: America’s Quest for Global Dominance)

DALSI DUKAZ O TOM, | |
7E BUH JE AMERERICANEM VYZVA KE SPOLUPRACI
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1150 000 Dilo 1:150 000 vzniklo jako misté specificka instalace

v ramci umeélecke residence v srbske vesnici Totovo Selo, ktera se nachazi
ve velmi chudém kraji na pomezi hranice s Madarském a Rumunskem.
Rezidencni ateliéry v daném misté vyuzivaji prostory dnes jiz nepouzivané
zakladni Skoly, ve které Ize doposud najit fadu u¢ebnich pomUicek véetné
kartografickych map. Rozmisténi ocelovych hiebik( pribitych na zed
sleduje linie riiznych geografickych usporadani mezi Srbskem a Bosnou
aHerzegovinou, které jsou na mapéach z riizného obdobi vyznaceny dle ak-
tualni predstavy jedné ¢i druhé strany o naroku na konkrétni Uzemi zmitané

1:150 000
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valecnym konfliktem v 90. letech minulého stoleti. Pro ideologicky ramec
instalace je dulezité i formalni zpracovani. Podkladové hrebiky predstavuiji
vyskové Urovné hrani¢niho pasma a neSepsované platno povrch krajiny.
Blind ramy pouzité pro zaramovani jednotlivych fragmentd imituji format
béznych zavésnych obraz(, ale jejich fixace na zed'je ve skutecnosti per-
manentni. Ram v tomto pripadé nefixuje format ,klasicky* na svou konstruk-
ci, ale vymezeny prostor ohranicuje.

Petr Dub

TOTOVO SELO, SR,2010
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1:150 000 The work 1:150 000 was created as a site-specific
installation at the artistic residence in the Serbian village Totovo Selo, which
islocated in avery poor region on the border with Hungary and Romania.
The local residential studios use spaces of an abandoned primary school

in which you can still find a variety of teaching tools including cartographic
maps. The distribution of steel nails nailed to the wall follows the line of
various geographical arrangements between Serbia and Bosnia and
Herzegovina, which are on maps from different periods indicated according
to currentideas of one side or the other about the claim to a particular

257

territory ruled by the war in the 1990s. For the ideological framework of the
installation the formal processing is also very important. The underlying
nails represent high levels of the border zone and the white-painted canvas
stands for the surface of alandscape. Blind frames used for the framing of
individual fragments mimic the normal format of easel paintings, but their
fixation on the wall is in fact permanent. The frame in this case does not fix
the format “in a classic way” to its design, but it limits the restricted space.
Petr Dub

1150 000
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OBRAZ JAKO VIZUALNI APROSTOROVY ARTEFAKT Ve své
bakalarskeé praci se snazim reagovat predevsim na formalnost procesu
vnimani, pfipravy a zpracovani obrazu. Siroka skala dgjinnych souvislosti
spolu s automatickymirysy soucasné historické epochy vede ke ztrate
schopnosti na obrazy reagovat (Vilém Flusser, Do universa technickych
obraz(). Z pohledu adepta na titul praktikujiciho umélce se domnivam, ze
se s védomim tohoto faktu tvirce dostava do zvlastniho paradoxu. Stalo-li
se obecné vnimani obrazu automatickym, tedy nevedouci k Zzadné zasadni
zméné na polijednani percepienta (divak, odborna verejnost, umélecka
kritika, aj.), a autor i pfesto nadale tvori, nabizi se elementarni otazka, proc?
Existence produktll uméni nebo napriklad i procesualni raz tvorby nutné
nedefinuijijeji opodstatnénost, o to méné pak kvalitu. Pfi védomi faktu, ze
samotna se tvorba mlze stat automatickym ukonem, se hranice mezi
vnimanim uméleckeé tvorby jako vysokého uméni (tj. oboru vstupuijicino
avytvarejiciho hodnoty ve vefejném prostoru) a “terapeutickou” funkci
(“opovéd puzeni”, manualni vybiti, autohygiena, rozvijeni talentu, snaha

o spolecenské uznani, atd.) pro autora zasadné stiraji.

Jednou z cest k naruseni oné “dopredu nadefinované zkuse-
nosti turisty - divaka” (Tomas Kulka, Uméni a kyc) je pro mne dil¢i rozklad
toliko bézné zkusenosti, ze vSechny obrazy visi na zdi. V tomto pracovné
myslenkovém cvi¢enia v nize uvedeném textu se pokusim rozvinout muj
hlavni zamér a sice naplnit obecné platny pojem obrazu jako prostorového
avizualniho artefaktu novym pohledem.

NAVOD K VYROBE OBRAZU Ze vSsechmoznych
geometrickych formatu si v zasadé vybirame obdélny nebo étvercovy
format. Drevény blind ram, ktery ziskame slozenim ctyr specialnich lati
(2x2ks) oruzné ¢i shodné délce, pozdéji potahujeme platnem uréenym
pro vytvarné potreby. Pevného a rovného natazeni docilime krizovym
vypinanim (platno fixujeme k ramu nastrelovacimi klestémi nebo za pomoci
kladiva a hrebicku, tak abychom predeslijeho moznému “zvinéni”. Po
vypnuti na ram pfechazime k faziimpregnace vnéjsi strany platna (nejcas-
t&ji akrylovym, popt.. olejovym Sepsem). Vytvorime tak zadouci podkladové
podminky pro pfedem zvolené médium malby. Impregnaci je [épe realizovat
po dokonalém proschnuti opakované v tenéich vrstvach, vyvarujeme se
tak naslednému popraskani. Pfipadné nerovnosti, jez se nam nepodarilo
odstranit vdosavadnim priibéhu prace, na zavér eliminujeme jemnym
brusnym papirem, abychom docilili perfektné rovného povrchu.

Na takto pripravené platno nasledné realizujieme uméleckou ideu
obvykle determinovanou nasi mirou talentu, védomosti, vkusu, pracovitosti
a zazitych predstav. Nabity vytvarny produkt pozdéji slouzi jako mentalni
obraz vrliznych fyzickych, socialnich ¢i pfimo nesouvisejicich rovinach.
Vysledny kus opracovany nasim umem a soustredénosti je mimo jiné
kompilatem nabidky a poptavky. Jen tézko Ize od profesionalniho vytvarnika
(to je osoby celozivotné resici vnitini dialog tvart, barev a jejich vztahu,

v idealnim pripadé pracujiciho ve védomi odpovédnosti rozvijet kvality
oboru...) ocekavat, ze do svého kalkulu pfi tvorbé samotného dila nezahrne
atjiz védome ¢i neveédomeé cilovou skupinu divak( svého dila. Odrazovy
muUstek pro uréeni kvality jednotlivého vytvarného pocinu, tak pojednou
neni zatizen pouze hledanim pokroku§, precizovani vytribenosti vkusu
oproti kydi (i v historické etapé, kdy je vuméni “v§e povoleno”, stale nevy-
feSena otazka), pozadim vzniku a G¢elu, ale docela jednoduchym rébusem
komu je vytvarné dilo uréeno. Pokud by platila logicky nabizejici se teze,

ze obraz slouzi predevsim a pouze potrebam svého tvilrce, nikde na svété
by nestéla jedina verejna budova shromazdujiciuméni”. Orientace nasi
zapadni kultury jako pravouhlé pak dava snadno jedno z prvnich voditek,
jak ma vypadat dobfe publikovatelny (vystavitelny a prodejny) obraz. Teorii
zlatého fezu se nabizi pomérné jednoduse hledat v klasicky nizkém formatu
o tvaru obdélniku Ci Ctverce a to i pres dlouhodobé neuzivani klasickych
portrétnich, krajinarskych a jinych formatu. | revolucni vyska (ve smyslu od
zdi) nékterych obrazu z poslednich let, které svym plidorysem pripominaji

Pouzita literatura:

Do universa technickych obrazi - Vilém Flusser (OSVU, 2001)
Neptatelé spoleénosti - Paul Johnson (Rozmluvy, 1999)
Uméni a ky¢ - Toma$ Kulka (Torst, 2005)

Obraz - Jacques Aumont (AMU, 2005)
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jakési boxy, ptsobi svym autoriim a kuratorlim nemalé potize. Nase oko
reaguijici na svételny tok je vidi, ale nase vnimanijim stale neni nalezité
pfivyknuto, o éemz svéddii fakt, ze maloktery z autor(i pouziva a priori toho
nové nalezeného presahu k védomému nasobeni ucinku obrazu nefor-
malistickou malbou pravé na jeho kraje. Jaky je tedy socialni cil takovych
obraz(l?

PLAVACEK ANEB DiLO SE SPOUSTOU OTCU A MATEK
Slouzi obraz pfedevsim k zaplnéni mista na sténach riznych zajmovych
budov? Mohly by tedy obrazy misto viseni stat o tyto zdi opreny? Dokaze
zména typického tvaru obrazu v podobé ¢tverce ¢i obdélniku vyvolat
u divaka natolik zasadni znejisténi o jeho charakteru, Zze mu bude nasledné
vénovana vytribenéjsi pozornost? S jakou intenzitou a na zaklade jakého
systému Ize laborovat s terminem obraz, nez jeho definice vstoupi nezvrat-
né do kritérii pouzivanych pri popisu objektu?

Psychologicke pozadi, na kterém vnimame kuprikladu 1m Ctverec-
ni Zlutého povrchu o plose 100 x100cm oproti Im &tvereCnimu zluté plochy
10x1000cm se v pfimém pribéhu pozorovani dila neméni. Souc¢asné to
vSak nic neméni na naSem aktualnim vnimani takto zpracované latky. Ve
své pracijsem se pro zacatek rozhodl ustoupit ze schématického pojeti
klasické metody - platno peclivé obepinajici tvar ramu. Zamérem razné
asymetrie dosazené tvarovanim za pomoci nesnadno identifikovatelnych
prfedmétl viozenych &i vytvorenych pod povrchem platna, jsem pak uzil
k drazu prostorového momentu. Proces napinani platna, hledani jednot-
livych formatu, diagonalni nebo vertikalni kompozice, ale napriklad i cesta
k adekvatni dislednosti oproti nahodé nachazené v priibéhu tvorby se
Casto kryl s postupy tvorby bézného obrazu. Ale treba uz jen samotny
odstrizeny odpad z zyroby onéch dél, ktera pro mne byla od samého
pocatku nadefinovana jako majoritni, se stal nedilnou soucasti podnétt pro
dalsi. Nabouranim schéma “obdélnik/Etverec” jsem se ovéem okamzité ocitl
v reseni dalSi otazky a sice adekvatni malby napriklad na objekt o velikosti
230x15x20cm mirné kulovitého tvaru. Lakavému ponechani potazenych
objektt v jejich minimalistické bezkonfliktni Sedi platna jsem odolal prede-
vs§im pro sv(j zamér pracovat vice na né¢em co chapu jako obraz, nikoli
jako objekt (odtud i uzity material). Jestlize je perspektiva geometricka
transformace, spocivajici v projekci trojrozmérného prostoru do prostoru
dvojrozmérného (rovné plochy), je pro mne nanejvys zajimave pozorovat,
co se stane, uc¢inim-li jednoduché kroky k vizualnimu popreni (zmateni) této
zvykoveé zkusenosti.

ZAVER “Obrazy maji pfed slovy tu vyhodu, ze socialné
utvarenému poznani umoznuii, aby se priblizilo pfimému poznani neboli pri-
marnimu vnimani. Poznatky, které prenaseji, jsou realnéjsi, bezprostrednéjsi
a dosahuiji vétsi hloubky a ucinku.”(Paul Johnson, Nepratelé spole¢nosti).
Ve své pracijsem se pokusil vymanit alespon z edné socialni konvence ridici
produkci a spotfebu obrazl. Konvence, kterou Ize oznadit terminem “kla-
sicky obraz”. Reklamni obraz dle Jacquese Aumonta funguje na spolec¢ném
signifié. Své praci jsem nemohl vtisknou jiné poznavaci znaky nez takove,
ktere jsou nutné spojené se sou¢asnym vnimanim obrazu uméleckeho.
Citim to jako logickou danost oboru, ktery studuiji, ale sou¢asné jako jeho
nevyhodu. Téma obrazu coby prostorového a vizualniho artefaktu Ize jisté
pojednat i za pomocijednoduchého zenoveého koanu. V této oblasti se
ovSem orientuiji podstatné méné nez vumeéni.

Petr Dub
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PAINTING AS A VISUAL AND THREE-DIMENSIONAL ARTEFACT

lam trying to react on a formality of the process of perception, disposition
and composition of the painting in my thesis. “Wide spectrum of historical
connections along with automatic features of current historical epoch leads
to the loss of ability to react on term , painting” (doplnit anglicky nazev).
From the view of the adept on adegree of practising artist | think, that the
author with the knowlegde of this fact is getting into a strange paradox. If
perception of the painting became generally automatic, ergo leading to no
fundamental change in the field of behaviour of percipient (viewer, expert
public, artistic critique, etc.), and the author is still painting, an elemental
question offers, why?

The existence of outputs of the art or for example the procession-
al nature of creation not necessarily define its justness, nor quality. At sense
of afact, that the creationitself is able to become an automatic act, limits
between perception of artistic creation as a high art (i. e. a field entering to
public area and creating qualities) and “therapeutic” function (“ the answer
to pulsion”, manual discharge, auto - hygiene, development of talent, pursuit
of social recognition, etc ..) are wiping for the author in principle.

One way of erosion of this “predefined experience of the tourist-
spectator”is for me partial decomposition of merely common experience,
that the all paintings hang on walls. In this work and intellectual practice and
in undermentioned text | will try to unfold my main intention namely to fulfil
the generally valid conception of painting as a three - dimensional and visual
artefact with anew regard.

DIRECTIONS FOR PRODUCTION OF PAINTING
We basically choose rectangular or square pattern fromall of possible
geometric patterns. We line the wooden blind frame obtained by setting up
four special sticks, with various or same longitude, with canvas designed for
grafic needs. We will reach unyielding and smooth stretch of the canvas by
crosswise straining (we fix the canvas to the frame with cartridge tool or we
can use hammer and nails to prevent the canvas to “crinkle”. The next step
after straining is impregnation of the outside of the canvas (most often using
acrylic or oily foundation paint) to create desirable foundation conditions
for in advance selected medium of painting. It is better if we do the impreg-
nation repeatedly in thinner layers after the first one gets dry ideally to avoid
subsequent crazing. At last we will eliminate possible remaining asperity
with soft abrasive paper to reach a perfectly smooth surface. Thenwe
realize an artistic idea usually determined by our rate of talent, knowledge,
taste, diligence and deep-rooted conceptions on this prepared canvas.
The graphic product acquired this way, later serves as a mental picturein
different physical, social or directly unrelated levels.

The resulting piece, wrought by our craft and collectedness is
among others compound of the offer and demand. It is hard to expect from
professional artist (a men lifelong solving inner dialogue of shapes, colours
and their relations (ideally working in sense of responsibility of evolvoing
qualities of his field ...), that he will consciously or unconsciously exclude
the target group of spectators of his work from his calculation during the
creation of his work. The springboard for determination of qualities of par-
ticular creative enterprise, suddenly isn't encumbered only with searching
of progression, precising of elegnace of the taste compared to the kitsch
(and in historical period, when “everything is allowed” in the art, still pending
issue), background of the creation and purpose, but pretty with simple
rebus whom is creative work intended to. If the logically offering thesis, that
apainting serves first of all only to needs of its creator, would be accepted,
nowhere in the world would be worth a rap sole public building gathering
art. The orientation of our Western civilisation as rectangular then easily
provides one of the first clues of the look of the well publishable (displayable
and salable) painting. It offers itself pretty simply to seek the theory of the
golg cutin classically poor pattern of the shape of rectangle or square,

Literature:

Into the universe of the technical paintings - William Flusser (OSVU, 2001)
The enemies of the society - Paul Johnson (Rozmluvy, 1999)

The art and the kitsch - Tomas Kulka (Trost, 2005)

The painting - Jacques Aumont (AMU, 2005)
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despite the long-term non-use of classical portrait, landscape and other
formats. Even revolutionary altitude of some paintings (accordind to walls)
inlast years, which ground plan reminds a sort of boxes, causes its authors
and curators fairly big difficulties. Our eyes reacting on the flux of light sees
them, but our reception of themisn't still appropriately adapted; this shows
the fact, that hardly any author doesn’t use a priori that newly found overlap
of the multiplication of the effect of a picture by non formalistic paintwork
just onits limit. Then what is the social aim of such pictures?

THE FLOATER ORELSE APIECE WITHA LOT OF FATHERS
AND MOTHERS Does the painting serve espetially to fill space on
the walls of buildings? Could the painting just lean against the walls instead
of being suspended? Is the change of the typical form of the painting
from square or rectangle able to invoke by the audience so fundamental
discomposure of its character, that the it will subsequently gain more
attention? How intensively and on the basis of which system is possible to
handle the term painting, before its definition apodeictically becomes just
criteria used for description of the object? The psychological background,
on which we perceive for instance one square metre of yellow surface with
the area of 100x100cm compared to one square metre of yellow surface
of 10x1000cm does not change during direct observation of the work.
However it changes nothing on our actual reception of the matters pro-
cessed like this at the same time. At first | decided to step aside from sche-
matic conception of the classical method in my work - the canvas choicely
enlacing the shape of the frame. Then | used a various designed asymmetry
achieved by forming hard identifiable items embedded or created below the
surface of the canvas to emphasize three-dimesional factor. The process
of stretching the canvas, searching a particular pattern, diagonal or vertical
composition, even for instance the way to adequate consequentiality
against the coincidence found during the creation, often covers with the
procedure of a creation of the common painting. But even just cuttings from
manufacturing of those works, which for me were from the very beginning
defined as major, became an integral part of stimulation for other. | found
myslelf in solving another questionsby smashing the scheeme of “rec-
tangle/square” though, namely adequate paintings for instance an object
sized 230 x15x20 cm slightly ball-shaped. | resisted to keep lined objects in
their minimlaist non-conflicting greyness of the canvas, first of all because
of my intention to work more on something what | take as a painting, not
justan object (hence the used material). If the perspective is a geometric
transformation, consisted in the projection of a three - dimensional space
into the two - dimensional one (straight surface), it is very interesting for
me to watch, what happens when | do simple steps toward visual negation
(confusion) of this prescripitve experience.

CONCLUSION The advantage of paintings over the
words is that they let the social formed understanding to approximate to
the direct understanding otherwise the primary perception. The pieces of
knowledge that they relay, are more real, more immediate and reach greater
depths and effect. “(Paul Johnson, The Enemies of society).” | tried to extri-
cate from at least one of the social conventions controling the production
and the consumption of paintings in my work. The convention which can be
labeled by the term “a classical painting”. According to Jacquese Aumont
the advertising painting works on common marking. In my work | couldn’t
impress other cognitional signs than those, which are necessarily connect-
ed with the present perception of the artistic painting. | feel it as alogical
givenness of the field that | study, but at the same time as its disadvantage.
Itis certainly possible to take the theme of the painting as a hree - dimen-
sional and visual artefact with the help of a simple zen koan. | am orientating
much less in this field than in the art though.

Petr Dub
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HIMALAJE Diplomova prace Petra Duba je zamyslena jako insta-
lace malovanych obraz( a vzhledem k jejimu charakteru také jako pohled
do ateliéru, jeZ Ize jen s obtizemi a s rizikem prenést do verejného prostoru
galerie. Prace jsou prezentovany, tak jak byva u malby zvykem a jak se
ocekava. V tomto pripadé malby pulsobi jako trojrozmérné objekty nebo
reliéfy. Vypadaiji jako polotovary, které byly vyrobeny na misté a jsou zde
jiendocasné. Presto se jedna o finalni tvar malovanych obraz(l. Pouze jsou
transformovany do podoby izolovanych pfredméta, které vnimame nejdrive
hmotné. Platna napnuta ne nejmensim mozném poctu hrebikl a bez pouziti
blindramu jsou evidentné nevhodny nosi¢ pro malbu Zaroven je takto nat-
fené platno bez ramu zjevnym materialnim kddem aizolovanym elementem
malby - média, jez je nenahraditelné tim, ze je stvofeno bezprostredni
lidskou rukou. Petr Dub pomoci jednoduchych element(i - zmonochromné
natrenych ploch a rozmanitych fragmentt, predstavuijici malifskeé chyby
anedokonalosti - vyvolava v divakovi nejmensi moznou davku sakralizace
a slasti z malby. Jeho instalace vzbuzuje imaginarni pocit blizkosti a setkani
s klasickym uménim, z kterého je mozno vidét jen jeho splinly zbytek —
stejné jako kdyz praskne balonek z pouti.

Michal Péchoucek
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HIMALAYA The thesis of Petr Dub is intended as installation of
paintings and with respect to its nature as well as an insight into a studio
which can only with difficulty and risk be transformed into the public pace of
agallery. The works are presented in the manner which is rather common
for paintings and expected. The paintings have the effect of three dimen-
sional reliefs or objects. They seem to be ready-made and half-finished
products produced on the spot and of solely temporary nature. And yet they
represent the final form of a painted image. They are transformed intoisolat-
ed objects which are firstly perceived through their material. The canvases
tightened on the smallest number of nails and without blind frames are
clearly not a suitable medium for a painting. However, a frameless canvas
painted in the above described manner represents an obvious code and an
isolated element of a painting - a media which isirreplaceable since it has
been crated by a human. Petr Dub, via simple elements (monochromati-
cally painted areas, variety of fragments representing painter’s errors and
imperfections), creates in the viewer an impression of the smallest possible
amount of sacralization and the impression of the joy of painting. His instal-
lation triggers animaginary feeling of closeness and of an encounter with
classic art of which only droopy leftovers can be seen - similarly to having
aweekend fair balloon burst on you.

Michal Péchoucek

HIMALAJE

HIMALAJE, Z CYKLU UNFRAMED

FAVU VUT,BRNO, 2009
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LEGENDA O SV. JANUNEPOMUCKEM Nékolik desitek minut od
Brna se na Zelené Hore nachazi absolutni stavba barokniho architekta Jana
Santiniho Aichela. Jejim ustrfednim motivem je pocta postave a pribéhu
Jana Nepomuckého. Vnéjsi hvézdicovy pladorys kostela je uvnitf naplnén
nejen zadanim historického investora Vaclava Vejmluvy vybudovat poutni
kostel, ale vedle Santiniho achitektonického talentu i jeho neuvéritelnym
smyslem pro humor. O kousek dal lezi hrbitov ve tvaru lebky, klenby v kos-
tele tréi nedokoncéené do prostoru a na stropé se nachazi plastika ve tvaru
kosmicke raketky letici na vé&nost — abstraktni zpodobnéni jazyka.

Petr Dub
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THE LEGEND OF ST.JOHN NEPOMUK In the distance of several
tens of minutes from Brno, on top of Zelena Hora, there is an absolute
building designed by Jan Santini Aichel, Baroque architect. Its leitmotiv is
homage to the figure and story of Jan Nepomucky. Apart from Santini's ar-
chitectural talent, the outer star-shaped floor plan s filled with not only the
assignment to build a pilgrimage church as laid by Vaclav Vejmula, historical
investor, but also with the author’s incredible sense of humour. A short
distance further, there is a skull-shaped cemetery, while the arches in the
church stick out to the space unfinished and the ceiling is decorated with
acarving in the shape of alittle space rocket flying into eternity: an abstract
representation of language. Petr Dub

LEGENDA O SV. JANU
NEPOMUCKEM

LEGENDA O SV.JANUNEPOMUCKEM, Z CYKLU UNFRAMED

GALERIEBRNO,BRNO, 2009
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SUMAVA “Predmeétem tvorby Petra Duba je samotny obraz jako
meédium, jehoz ustalena podoba je uréena nékolika zakladnimi viastnostmi,
které je mozno narusovat, zpochybnovat a rozvolfovat. V jeho pojeti se
z pravouhlé nehmotné podlozky, vhodné pro prenos obrazoveé informace,
proménil vautonomni artefakt amorfniho, nékdy trojrozmérného tvaru,
vztazeny k danému vystavnimu prostoru, pro ktery autor vzdy pfipravuje
specifickou instalaci.”

Marcel FiSer (katalog Start Point, 2009)
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SUMAVA “Petr Dub's work is focused on the painting as medium,
whose established form is determined by several basic characteristics that
can be violated, called into doubt, or freed up. Dub takes the painting as an
intangible right-angle surface suitable for the transfer of visual information
and transforms it into an autonomous artifact of an amorphous (sometimes
three-dimensional) shape that communicates with the specific exhibition
space, for which the artist always prepares a specific installation.”

Marcel Fiser (Start Point Catalogue 2009)

SUMAVA

SUMAVA, Z CYKLU UNFRAMED

GALERIE BRNO,BRNO, 2009
KURATORIMARCEL FISER, EDITH JERABKOVA, PAVEL VANCAT
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MILKA Milka je jednim z prvnich kust ze série UNFRAMED. Dva
dily fialového platna kopiruji obrysy svétozname kravy z vyrobku nejvétsiho
potravinového koncernu na svété - firmy Mondelez Europe Services.
Samotné dilo pak odkazuje ke dvou rovinam naseho vnimani. Za prvé ke
kultu loveckych trofeji a jejich zavéSovani na zed, ve kterém Ize sledovat
paralely s vystavnim provozem umeéni a sbératelstvi. A v druhé radé k rozo-
stfeni geopolitickych hranic jednotlivych kontinent(, které nase spole¢nost
zaziva prostrednictvim probihajici masivni globalizace a pod ekonomickou
rezii nadnarodnich koncernu.

Petr Dub
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MILKA Milka is one of the first pieces from the series UNFRAMED.
Two pieces of violet canvas copy outlines of a well-known cow from
products of the largest food company around the world - of the Mondelez
Europe Services corporation, the artwork itself refers to the two levels
of our perception. Firstly, it refers to the cult of hunting trophies and their
hanging on awall, in which the parallels to the exhibition operation of art and
collection may be perceived. Secondly, it denotes to the blurring of geopoli-
tical borders of the continents, which is experienced by our society through
the undergoing massive globalization and under economic direction of
supranational concerns.

Petr Dub

MILKA

MILKA, Z CYKLU UNFRAMED

GALERIE KLATOVY/KLENOVA, KLATOVY, 2009
KURATORIMARCEL FISER, EDITH JERABKOVA, PAVEL VANCAT
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UNFRAME

UNFRAMED Pocatkem roku 2009 jsem na svou dosavadni
malifskou praci navazal cyklem UNFRAMED. Jeho Ustfednim motivem je
jednoduché odstranéni zakladniho determinantu pro bézné vnimani klasic-
kého zavésného obrazu - ramu. Podobnym krokem dochazi k odbourani
standardni obdelnikové nebo &tvercove kompozice a dostupny instalaéni
prostor Ize vyuzivat mnohem svobodnéjii za zachovani elementarnich
malifskych prostrfedku. Novym ramem obrazu se stava cela sténa, popfripa-
dé celkova dispozice galerie. Sam ,,obraz” vznika hned nékolikrat. Ve formé
navrhu, vypinani a poté co je ze stény odstranén, i v podobé stopy, kterou za
sebou zanecha vyrobni proces.

Nekonkrétni abstraktni cvi¢eni se miv poslednich mésicich pro-
ménilo v potrebu jednotlivé motivy identifikovat s vyraznymi vizualnimi kody.
V cyklu UNFRAMED tak vzniklo graficke torzo kravicky Milky, jazyk svatého
Jana Nepomuckého nebo “malitské okénko” v podobé Sumavy. Moonwalk
v Galerii Emila Filly predstavuijici lou¢eni s horkou, ale presto neprehlédnu-
telnou legendou 20. stoleti - Michaelem Jacksonem a v neposlednifadé
instalace DISNEYficaton spojujici mé détskeé vzpominky na Sixstinskou
kapli s kontraverznimi texty Jeana Baudrillarda. Petr Dub
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UNFRAMED At the beginning of 2009, | picked up the threads

of my previous artistic work with the UNFRAMED Cycle, its leitmotiv

being a simple removal of the basic determinant used for the conventional
perception of a hanging painting, i.e. the frame. Using a similar approach, the
standard rectangular or square composition is thus removed, which leads to
a situation in which the available installation space may be used much more
freely, while maintaining the elementary painting means. The wall as a whole,
or possibly the overall art gallery layout, becomes a new picture frame. The
“picture” itself is created several times: in the form of a sketch, tightening,
and - after being removed from the wall - in the form of a trace left after the
production process.

Over the last few months, such unspecific and abstract exercise
has turned into a need to identify individual motives with strong visual codes.
The UNFRAMED Cycle thus gave birth to a graphic torso of the Milka cow,
the tongue of St. John of Nepomuk, or a “picture window” in the form of the
Sumava Mountains. Moonwalk in the Gallery of Emil Filla, representing say-
ing goodbye to a bitter, yet remarkable legend of the 20th century - Michael
Jackson - and last but not least, the DISNE Yfication installation associating
my childhood memories of the Sistine Chapel with controversial texts of
Jean Baudrillard. Petr Dub
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UNFRAMED Autorskeé cykly UNFRAMED a REFRAMED predsta-
vuji zékladni prototypy meé prace. V prvnim se pokousim pracovat s ele-
mentarnim vyznamem materialu - malifskym platnem a hrebiky. Z bézné
vystavni komodity na dfevéném blindramu se stava instalacné osvobozena
Jatka“ umoznujici reflexi konkrétniho galerijniho prostoru. Jeji princip je
mozné v rliznych obménach opakovat, jeji presnou ovéem podobu nikoli.
Oproti tomu soubor REFRAMED predstavuje autonomni systém geomet-
rickych a vyznamovych cviceni rozvijejicich kvadraticke dispozice bézného
malifského formatu a vyznamu jeho ramu.

Ve snaze zachytit zakladni pravidla podminek pro vznik a adjusta-
ci zavésného obrazu jsem sam pro sebe objevil prakticky neomezenou ob-
last uméleckého experimentu. Poznani, ze existuje ,médium"” a ze existuje
Lformat®, mne totiz zaujalo dlouho pred zjisténim, ze disciplinu sou¢asného
malifstvi prohlasilo konceptualni uméni za zkorumpovanou a bezobsaznou.
Otéazku ,Co by mélo byt predmétem malifstvi?* ovSem nelze pokladat bez
védomi nadrazeného problému: ,Jakou roli, by ve spole¢nosti mélo sehra-
vat sou¢asné uméni?“ Ma prace je proto predevsim pokusem o integraci
hraniéni polohy malirske tradice do kontextu dnesniho kulturné-spolecen-
ského ramce a soucasné vizualni kultury.

Petr Dub

UNFRAMED
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UNFRAMED The author’s cycles UNFRAMED and REFRAMED
represent the key prototypes of my work. Above all, | attempt to work

with the elementary meaning of the material, i.e. the canvas and nails. The
common exhibition commodity on a wooden blank frame is transformed
into the “matter” free from the installation perspective, allowing the reflec-
tion of the specific gallery space. Its principle may be repeated using various
modifications, which does not apply toits precise form. On the contrary, the
REFRAMED cycle represents an autonomous system of geometrical and
meaning exercises developing quadratic layouts of the common painting
format and the meaning of its frame.

Inan attempt to capture the key rules of the conditions for
creating and adjusting the suspension painting, | have discovered for myself
avirtually unlimited area of an artistic experiment. In fact, | was attracted
by the knowledge that there was a “medium” and that there was a “format”
long before discovering that the conceptual art declared the discipline of
current painting as corrupt and empty. However, the question “What should
be the subject matter of painting?” may not be asked without the awareness
of a superordinate problem: “What role should the contemporary art play in
society?” For this reason, my work consists in, above all, attempting to inte-
grate the borderline position of the painting tradition into the context of the
current cultural and social framework and the contemporary visual culture.

Petr Dub
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SLOVNIK PROBLEMU

APROXIMACE

Idea/presnost/vzorec
Prirovnani/podobenstvi/pribliznost
Abstraktni a konkrétni/télo/hmota

V fadé oblasti poznani, tvorby i bézného obhospodarovani
zivotnich potreb nelze postupovat jinak, nez s vyuzitim
aproximaci, tedy s pomoci pribliznych vyjadreni na ukor
presnosti. Filosoficke ideje, matematicke definice apod. by
se naopak mély vyznacovat naprostou presnosti (ovsem na
ukor predstavitelnosti). Vyuzivame pfirovnani, podobenstvi,
metafor, analogii, alegorii atd. a mimo jiné si tim potvrzujeme,
ze toto je nas vlastni zplisob mysleni a jednani. Chtél
bychom se jako Ikaros povznést ke slunci ryzi jasnosti,
presnosti, idealnosti. Popalime si kridélka a ocitneme se
zpatky na zemi - mezi hmotnymi, vécnymijevy a témi svymi
prirovnanimi a aproximacemi. Cim dfive si popalime kridélka,
timlépe.

APPROXIMATION

Idea/precision/pattern
Simile/parable/proximation
Abstract and concrete/body/matter

Inanumber of areas of knowledge, creation and the
everyday management of life’'s needs, it is essential to
proceed by using approximations, i.e. by using approximate
expressions at the expense of accuracy. Philosophical
ideas, mathematical definitions, etc., on the other hand,

are to be characterised by absolute precision (yet at the
expense of imaginability, of course). We make use of similes,
parables, metaphors, analogies, allegories, etc. and, among
other things, confirm to ourselves that this is our own way
of thinking and acting. We would like to rise like Ikaros to the
sun of pure clarity, precision, and ideality. We burn our little
wings and find ourselves back on the ground, among the
matter and material phenomena and those of our similes
and approximations. The sooner we burn our little wings,
the better.

273

BANALITA

Tabu/zaklad/zakaz
Hranice/prah/baze
Jednoduché/slozené/komponované

Etymologicky pochazi slovo banalita z latinského ,bannus®,
tedy zakaz ¢i autoritativni nafizeni. Jde tedy o uréitou hranici
jednani, ktera se nesmi prekrocit, o zakladni parametry pro
spole¢ensky kontakt, tvorbu, chovani. Banalni zalezitost
tedy neni zadna zbytecnost, ale véc natolik zakladni,
jednoducha a zfejma ze ji nikdo nepovazuje za nutnou
rozporovat, tématizovat, diskutovat nebo zviditelfovat.
Ovsem takoveé banality jsou téz Gasto historicky

a spolecensky relativni. V urcité situaci se banalita zviditelni
jako cosi, cojiz nepredstavuje nediskutovane podlozi, ale
jako néco propustného, posouvajiciho se k nutnosti nového
promysleni.

BANALITY

Taboo/foundation/prohibition
Boundary/threshold/base
Simple/compound/composite

Etymologically, the word banality comes from the Latin
“bannus’, i.e. a prohibition or authoritative decree. ltis
therefore a certain limit of behaviour not to be crossed,

the basic parameters for social contact, creation, and
behaviour. A banal matter is therefore not a pointless matter,
yet a matter so basic, simple and obvious that no one finds
it necessary to contradict, thematise, debate or make it
visible. However, such banalities are also often historically
and socially relative. In a certain situation, the banality
becomes visible as something that no longer represents
an undiscussed background, but as something permeable,
moving towards the necessity of rethinking.
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CENA

Tabu/zaklad/zakaz
Hranice/prah/baze
Jednoduché/slozené/komponované

Cenové hodnoceni uméleckeé tvorby se tradicné odvijelo

od nékolika faktor(. Jednak zde hrala roli dobova predstava
o tom, co se priblizuje ,.kanonu® aktualniho projevu a nenito
ohrozeno straSakem anachronismu. Jednak se hodnotila

i jakasi kvazi vécnost, trvanlivost artefaktu, ktery vlastné

mél mit povahu komodity a zaroven pamatniku. Dale se
dlraz kladl na ,legendu®, at uz zcela iluzorni, nebo alespon
prepracovanou podle klisé ,uméleckého zivota" (coz se
tykalo napr. i rockeru, zakladatell novych, ,alternativnich®
firem apod.). A v neposlednifadé se cenilaijista konformita
tvarce s objednavatelem, kupcem nebo mecenasem. O cené
tedy rozhodovala slozité rozehrana partie takrka divadelnich
aritualnich praktik. Do této neprehledné sité vztah( vstupuiji
postupné i dalSi aspekty, jako do¢asnost a procesualnost
dila, nejasné socialni postaveni umélcd, kvantitativni
vykazovani tvaréi ¢innosti (které je na fadu obor(, atoitéch
teoretickych, ve skute¢nosti principialné neprenositelné).

PRICE

Permanent and temporary/process and status
Material/legend/commodity
Ritual/cliché/role

Traditionally, the price evaluation of artistic creations has
depended on several factors. Firstly, there was the period
idea of what was close to the “canon” of current expression
and not jeopardised by the spectre of anachronism.

Onthe one hand, what as also evaluated was the quasi-
eternity and durability of the artefact, which was actually
supposed to be acommodity and a monument at the same
time. Furthermore, the emphasis was put on the “legend”,
whether completely illusory or at least reworked according
to the clichés of “artistic life” (which included, for example,
rockers, founders of new, “alternative” companies, etc.).
Last but not least, a certain conformity of the author with
the commissioner, buyer or patron was also appreciated.

The price was therefore decided by a complexly played game

of almost theatrical and ritual practices. Other aspects, such
as the temporality and processuality of the work,

the ambiguous social status of artists, and the quantitative
reporting of creative activity (which is in fact fundamentally
non-transferable to many disciplines, even theoretical ones),
gradually enter into this labyrinthine web of relationships.
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DEFINICE

Hranice/prah/obrys
l’JzavFenost/finito/ konec
Uzkost/bezpedi/jinakost

V soucasnosti mnohdy pocitujeme az obsesi definovanim,
jednoznacnosti, zdanlivou presnosti. Definice ma zajistit
bezpedi, hranice ajasné limity svétai mysleni. Definici
nechapeme jako tvorbu pojmu (coz je v deleuzovském pojeti
princip filosofie), ale jako uzavirani se do kvazi-idyly ¢i do
jakéhosi pecovatelského zarizeni, které precedi spletitost
vnéjsku sitem vy-svétleni (ale takové svétlo nas spise oslepi
a znemozni vnimani jinych variant).

DEFINITION

Boundary/threshold/outline
Closure/finiteness/end
Anxiety/security/difference

Nowadays we often feel an obsession with definitions,
clarity, or apparent precision. The definition is supposed to
provide security, boundaries and clear limits to the world
and thought. We do not perceive the definition as the
creation of concepts (which is the principle of philosophy in
Deleuzian terms), but as enclosing ourselves in a quasi-idyll
or inakind of nursing facility, which strains the complexity
of the outside with a sieve of clarification (yet any such light
will tend to blind us and make itimpossible to perceive other
alternatives).
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EXKLUZIVITA

Trendy/styl/image
Individualita/moda/inovace
Uniformnost/maska/fosilizace

Co sevymyka? Co se rychle nestava obchodovatelnym
stylem, k némuz hledaci trend( dodaji nabidkovy katalog
na tzv. individualni vybér? Nové objevy v umeéni, filosofii,
modé apod. se jiz predem zaclenuji do ocekavani, které
je dostate¢né pruzné, aby pojmulo a zpracovalo kazdou

,monstrozni* odchylku a ucinilo z ni ,fosilii“ (slovy Foucaulta).

EXCLUSIVITY

Trends/style/image
Individuality/fashion/innovation
Uniformity/mask/fossilisation

What's out of place? What isn’t fast becoming a marketable
style to which trend-seekers supply a catalogue of offerings
for so-called individual selection? New discoveries in

art, philosophy, fashion, etc., are already incorporated in
advance into an expectation which is flexible enough to
contain and process every “monstrous” deviation and turn it
into a “fossil” (in Foucault’s words).
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FYZICNO

Télesnost/tabu/nedistota
Virtualita/kontrola/dohled
Material/hmat/blizkost

Télo, material, hmota se z vnéjSiho svéta presunuly do
soukromi, intimity, uzavienosti. Vnéjsek se svymi moznostmi
kontroly, digitalniho pospojovani a svazovani se proménil

v misto fyzicky neobyvatelné. Trochu svobody vlastniho
téla se pokousime najit ve skrytu, v neviditelnosti soukromi.
Vnéjsek predstavuje prostor nového virtualniho radu,
naproti tomu pro hmotu a ,chaos” zbylo malinko mista jen za
zamcenymi dvermi.

PHYSICALITY

Corporeality/taboo/impurity
Virtuality/control/supervision
Material/touch/proximity

The body, the material, and the matter have moved from

the external world into privacy, intimacy, and confinedness.
The outside, with its possibilities of control, digital linking
and bundling, has been transformed into a physically
uninhabitable place. We try to find a little freedom of our own
body in the hidden, invisible privacy. The outside represents
the space of the new virtual order, while there is little space
left for matter and “chaos” behind the locked door.
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GOOGLE

Labyrint/bloudéni/past
Pozornost/nepozornost
Svadéni/odhaleni/zahaleni

Labyrint a bludisté, jimz se bez Ariadniny niti konzistentni
myslenky neda proijit. Udajni pomocnici v podobé algoritm
jsou sviidci na nasi cesté, nabizeji nam nesmysiné odbodky.
Komensky predpovédél ,vyhledavace® ve svém Labyrintu
svéta (ardji srdce). Nas privodce, ,Mameni“ (s témi

svymi, dnes bychom fekli ,rizovymi brylemi*) je mistrnym
iniciatorem spésneho, vy&erpavajicino bloudéni.

GOOGLE

Labyrinth/wandering/trap
Attention/inattention
Seduction/exposure/cover-up

A labyrinth and a maze that is impossible to pass through
without Ariadne’s thread of consistent thought. Alleged
helpers in the form of algorithms are seducers on our path,
offering us pointless detours. Comenius predicted “search
engines” in his Labyrinth of the World and Paradise of the
Heart. Our guide, “Delusion” (with its, nowadays we would
say, “rose-coloured glasses”) is a masterful initiator of
hurried, exhausting wandering.
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HYPERBOLA

Karikatura/nadsazka/vyraz
Podobenstvi/metafora/pfirovnani
Nasili/zneuziti/manipulace

Nadsazka, karikatura, zrtiznéni, ironie - jak se to pozna?,
ptaji se v soucasnosti neékterilide. Lze preklopit ironii do
Jpravdy* a tu pak propagandisticky vyuzit? Stavaji se
nechténou hyperbolou i nékteré ideologicke diskurzy?
Monstrum a karikatura predstavuiji rub a lic téze mince. Oboji
pracuje s deformované prehnanym zvyraznénim urcitych
rysu. Problém nastava, kdyz na téchto rysech bazirujeme
jako na téchkli¢ovych.

HYPERBOLE

Caricature/exaggeration/expression
Parable/metaphor/simile
Violence/abuse/manipulation

Hyperbole, caricature, differentiation, and irony: how do you
know?, some people are asking nowadays. Is it possible
toturnirony into “truth” and then use it for the purposes of
propaganda? Are some ideological discourses becoming
unwanted hyperbole? The monster and the caricature
represent the reverse and the obverse of the same coin.
They both work with a distorted exaggeration of certain
features. The problem arises when we rely onthese
features as the key ones.

276

SLOVNIK PROBLEMU

ILUZE

Imerze/trompe l'ceil/virtualita
Hra/strategie/pravidla
FikCni svéty/vypraveni/sen

Epochailuzivnich obrazovych strategiije udajné jiz dvé
stoleti passé. Proto se tyto postupy do znac¢né miry vytratily
z pole pozornosti a teoreticke reflexe. Diky tomu mély
bohuzel prilezitost rozbujet se nepozorované do takove Sire,
ze dnes uz tézko nalézame jejich okraje, rozmezi s ,primarni*
skutecnosti. Hra ailuze jsou zabavné a poucné fenomény
(kdyz rozpozname, kde zacinaji a konci).

ILLUSION

Imerse/trompe l'oeil/virtuality
Play/strategy/rules
Fictional worlds/narratives/dreams

The eraofillusory image strategies supposedly ended

two centuries ago. Therefore, these practices have largely
disappeared from the field of attention and theoretical
reflection. This unfortunately provided them with the
opportunity to expand unnoticed to such an extent that
today we can hardly find their edges, the boundaries with
the “primary” reality. Play and illusion are fun and informative
phenomena (if we recognise where they begin and end).
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JA

Znak/binarni opozice
Subjekt/objekt/abjekt
Identita/alterita

Mezi mnou a horizontem se rozklada svét. Slovo rozkladat
se mav ¢estiné trefné dvojaky vyznam. Neznamenajenom
rozlehlost a vztahy prvk(, ale téz rozpad a od néj se odvijejici
ztizeni sledovatelnosti. Svét, ja i horizont jsou predevsim
urcita pojmenovani, oznaceni. Znaky predstavuiji sice jen
pomocne prostredky, ale Ize se jejich prostrednictvim
dorozumét (nebo znepratelit). Struktura ,binarni opozice”,
ktera s koncepcija-skosti souvisi, je ziednodusujici, ale
prakticka, pokud toto zjednoduseni bereme na védomi
anezapominame nanéj.

SELF

Sign/binary opposition
Subject/object/abject
Identity/alterity

The world stretches out between me and the horizon.

The words stretch out / decompose are aptly expressed
as asingle word in Czech. It does not only mean the
vastness and relationships of the elements, but also the
decomposition and the resulting difficulty of traceability.
The world, the self, and the horizon are primarily certain
labels or designations. Signs merely represent auxiliary
means, yet they can be used to communicate (or to make
enemies). The “binary opposition” structure associated with
the concept of selfhood is simplistic, but practical if we take
into consideration and remember this simplification.
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KOPIE

Dvojnik/duplikat/stin
Original/princip/kategorie
Multiplikace/otisk/reprodukce

Ve svém dvojnikovi, kopii, obrazoveé reprezentaci se mazu
rozpoznat. Jedinym neviditelnym mistem svéta pro mé vzdy
zUstane moje vlastni tvar, kterou nemUzu v zadném pripadé
spatrit ,pfimo“. Sam sebe nahlizim pouze v kopiich, ve svych
tvarcich podinech, artefaktech, v pohledech jinych lidi,

v odrazech, stinech, vice ¢i méné nezretelnych odlescich.

V technickych ,odlescich* mlzu variovat svoje sebe-pojeti,
az sevjejich zaplavé ztratim. Nenajdu tu zadnou krizovatku,
prunik. Moje tvar bobtna v mase ,rhizomatickych® kopii - tak
se to ovSem jevijen mné samotnému. Pokud nehledam
vlastni originalitu, tak mé tyto procesy tolik neboli. Obraz

a jeho kopie k sobé maiji obdobny vztah problematickeho
dvojnictvi. Stanovovani hierarchie mezi originalem

a kopii predstavovalo tradi¢ni teoretickou zapletku,

ktera v soucasnosti ztraci na samozrejmosti a ,originalo-
centrismus" je po zasluze problematizovan.

COPY

Double/duplicate/shadow
Original/principle/category
Multiplication/impression/reproduction

| can recognise myself in my double, my copy, or my pictorial
representation. The only invisible place in the world for me
will always be my own face, which | cannot see “directly”
under any circumstances. | see myself only in copies, in my
creative achievements, in artefacts, in other people’s views,
in reflections, shadows, or more or less indistinct flares.

In the technical “flares”, | can vary my self-concept until | get
lostin the flood of them. | will not find any intersection or
junction. My face swells in the mass of “rhizomatic” copies -
but that’s how it appears to me alone. If 'm not looking for
my own originality, these processes don't hurt me that
much. The image and its copy have a similar relationship

of problematic doubling. Establishing a hierarchy between
the original and the copy was a traditional theoretical
conundrum thatis currently losing its obviousness,

and “original-centrism” is deservedly problematised.
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LIDOVOST

Interakce/kreativita/interpretace
Masova média/popularni kultura
Populus (lid)/demokracie/pretvareni

Ktomuto terminu se vesmés vztahuiji bud predstavy

o anachronismu, nebo jakasi kriticka, hodnotici stanoviska. Na
jednu stranu uvazujeme o ¢emsi folkloristickém a na druhou

se preme o vztazich mezi elitnim a okrajovym, centralnim

a perifernim apod. Nicméné takoveé redukovani lidovosti“ na
néco muzealniho a esteticky ponékud devalvovaného je znac¢né
zavadgjici. Kuprikladu teoretik popularni kultury a sociolog

John Fiske ve své knize ,Jak rozumét popularni kulture® tvrdi,

ze lidovy* recipient masmedialnich produkt( neni pasivnim,
manipulovanym prilemcem ideologickych a komercnich sdéleni,
ale naopak velice aktivnim, tviir¢im spolu-autorem kone¢ného
vyznénia smyslu dané zalezitosti. V riznych spolecenskych,
kulturnich a historickych kontextech se i zdanlivé banalni

a spotrebni komodity masoveé kultury proménuiji ve velice
specificka sebevyjadreni urcité spolec¢enske skupiny. ,Lidovost*
se tedy v soucasnosti posunula do této oblastiinteraktivniho
pretvareni predpripravenych pop-kulturnich produktd, které
funguiji jako pouhy polotovar, jemuz vtiskne konkrétni vyznam
teprve ,lidovy“divak, ctenar i posluchac.

POPULARITY

Interaction/creativity/interpretation
Mass media/popular culture
Populus (people)/democracy/transformation

This termis generally associated with either ideas of
anachronism or some kind of critical, evaluative position.

On the one hand, we think about something folkloristic and on
the other hand, we argue about the relations between the elite
and the marginal, the central and the peripheral, etc. However,
any such reduction of “popularity” to something museum-like
and aesthetically somewhat devalued is highly misleading.

For instance, in his book “Understanding Popular Culture”,

the theorist of popular culture and sociologist John Fiske argues
that the “popular” recipient of mass media products is not
apassive, manipulated recipient of ideological and commercial
messages, but on the contrary a very active, creative co-author
of the final message and meaning of the matter. In different
social, cultural and historical contexts, even seemingly banal
and consumer commodities of mass culture are transformed
into very specific self-expressions of a particular social group.
“Popularity” has therefore now shifted into this area of interactive
transformation of ready-made pop-culture products which
function as mere semi-finished products, only provided with

a specific meaning by the “popular” viewer, reader, or listener.
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MALBA

Ukazovani/deixe/ostenze
Jedine¢nost/singularita/opakovani
Véc/povrch/material

Vesmés se teoreticii dalSi publikum maleb shoduiji

v o¢ekavani, Ze tato technika je stopou jedine¢ného
autorského tviréiho procesu. Udajné se zde nutné setkavaji
oko, mysl a ruka na nevsednim projekénim poli, na povrchu
budouciho artefaktu. Donedavna se pfili§ nebral v ivahu
podil tohoto pole samotného, podil jeho technik, materialti
amoznosti. Jako bychom skrze malbu chtéli spatfit
samotného autora. Malba méla fungovat jako opona, ktera
se rozevre a nastane predstaveni urcité legendy. Takova
legenda o ukazovani jedine¢nosti predstavuje mimojiné
ucinny marketingovy nastroj.

PAINTING

Showing/deixis/ostension
Uniqueness/singularity/repetition
Item/surface/material

In general, theorists and other painting audiences agree

in the expectation that this technique is a trace of the
artist’s unique creative process. It is alleged that the

eye, mind and hand necessarily meet here in an unusual
projection field, on the surface of the future artefact.

Until recently, not much consideration was given to the
contribution of the field itself, i.e. the contribution of its
techniques, materials, and possibilities. It is as if we wished
to see the artist himself or herself through the painting.
The painting was supposed to function as a curtain that
would open and the performance of a certain legend
would take place. The legend about showing uniqueness
represents, among other things, an effective marketing tool.

279

NEOLIBERALISMUS

Rychlost/zména/tekutost
Zisk/hra/vzruseni
Riziko/zavislost/adrenalin

Toky, proudy, tékavost, tekutost - t&émito terminy bychom
mohli opsat sou¢asnou nejistotu a nejasnosti ohledné
vztaht mezi drziteli moci a jejich zdroji. Jedna se o urdity
typ hazardni, vysoké hry, pfi niz hraci odkladaji karty
celych socialnich skupin, regiont a zemi. Otazkou je, zda
podnétem a motorem této hry je zavislost nebo klasické
prospécharstvi. Udrzet se ve hre vyzaduje pracné
maskovani, obelhavani sebe sama. Nova je tu predevsim
rychlost, bezcilnost a nehmotnost procest.

NEOLIBERALISM

Speed/change/fluidity
Profit/game/thrill
Risk/addiction/adrenaline

Flows, currents, volatility, and fluidity - these terms could
be used to describe the current uncertainty and ambiguity
about the relationship between power holders and their
sources. Itis a type of high stakes, high gambling game

in which players lay down the cards of entire social groups,
regions, and countries. The question is whether addiction
or classic opportunistic behaviour serves as the impetus
and driver of this game. Staying in the game requires
laborious masking and fooling oneself. What is new here is
the speed, aimlessness and immateriality of the processes.
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ORIGINALITA

Kopie/falzum/varianta
Puvod/arché/aura
Autor/stvoritel/génius

Snad se stale navraci touha po hledani pavodu, arché,
pramene, zaCatku. Zajem o originalni artefakt, az témér
obsese timto fenoménem, se objevuje az kolem roku 1800,
kdy se rozpadla dlouhodoba tésna spoluprace uméni
anabozenstvi. Rané moderni esteticky diskurz razil pravé
takove pojmy jako originalita, vkus, génius atd. Z legendy

o originalnim, autorem ,dotykaném* artefaktu se snadno
stal argument umeéleckého trhu. Mnohdy nadbyte¢né
diskuse o vztahu mezi tzv. originalem a kopii, variantou nebo
odvozeninou ponékud matou jak odborniky tak ,laické”
publikum. Hledani plivodniho kousku propojeného se
~Stvoritelem” ma trochu charakter pouti za ,,svatym gralem®.

ORIGINALITY

Copy/counterfeit/alternative
Origin/arché/aura
Author/creator/genius

Perhaps what keeps returning is the longing for the search
for the origin, the arché, the source, and the beginning.

The interest in the original artefact, almost an obsession
with the phenomenon, did not appear until around 1800,
when the long-standing close cooperation between art
and religion broke down. Early modern aesthetic discourse
coined concepts such as originality, taste, genius, etc.

The legend of the original artefact “touched” by the artist
easily became an argument of the art market. Often
superfluous discussions about the relationship between the
so-called original and the copy, an alternative or derivative
somewhat confuse both experts and the “lay” audience.
Searching for the original item associated with the “creator”
has a bit of the character of a pilgrimage to the “holy grail”.
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PATOS

VzneSeno/tragicno/drama
Rétorika/styl/stylizace
Médium/vehikulum/nastroj

Razné rétoricke styly, zplsoby a prezentace promluvy
vyuzivaji nékolika zakladnich poloh: vazné, komickeé, lidove
apod. Politici, Zurnalisté, i treba podnapili lidé v hospodé
stridaji tyto sebe-prezentace a chtéji-linékomu predestrit
svoji ,pravdu”, podtrhnou svij projev mnohdy patetickymi,
az tragickymi gesty a prednesem. Rétorickée ,obaly“ na
¢asto banalni ¢i vylozené Skodliva poselstvi ovliviuiji prijeti
¢i odmitnuti ze strany publika. Komickym ,obalem* nikoho
nepopudite, ale takeé o nicem nepresveddite, snad jen o tom,
ze i posluchac sam by mohl zapoijit vlastni kritické mysleni.
Patetickym projevem manipulujete publikem velice uc¢inné
apak jen zbyva se po letech omluvit, az se zjisti, jaké mélo
takoveé presvédcovani nasledky.

PATHOS

Sublime/tragic/drama
Rhetoric/ style/stylisation
Medium/vehicle/tool

Different rhetorical styles, modes and presentations of
speech use several basic positions, such as serious, comic,
folk, etc. Politicians, journalists, even drunk people in pubs
alternate between these self-presentations and, if they wish
to present their “truth” to someone, they underline their
speech with often theatrical, even tragic gestures

and delivery. The rhetorical “package”

of often banal or downright harmful messages influences
audience acceptance or rejection. You won'tirritate
anyone with a comic “package”, but you won't convince
anyone of anything either, except perhaps that the listeners
themselves might engage their own critical thinking.

You manipulate the audience very effectively with
atheatrical speech and then the only thing lefttodoiis

to apologise years later when the consequences of the
persuasion have been revealed.
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QUIBONO?

Prospéch/zisk/optimalizace
Praxe/teorie/introspekce
Dobro/penize/symbol

Komu to poslouzilo?, ptaji se soudci pfi zvazovani viny,
neviny, trestu, osvobozeni atd. Komu prospiva produkce

v oblasti riznych kulturnich sfér? - tak bychom mohli
plivodné pravnickou formuli variovat. Rada lidi by $la jesté
dale a uvazovala by o tom, Ze tzv. neprakticke ¢innosti
mohou mit néco spolec¢ného se zlodinem (kdyz tedy

vyuziji nadsazku). Vétsinou se napriklad v tzv. diskusich

na socialnich sitich v této souvislosti vyskytuje vskutku
hlubokomyslna tivaha o tom, ze ,neprakticka®, kulturni &i
umélecka produkce ,krade” penize z dani. Ty by pry mély
slouzit spise financovani dalSich centimetrd dalnic apod.
Lze zhrubaici, ze ,bonum" (dobro) maji z mimo-utilitarnich,
umeleckych, filosofickych ¢innosti vsichni, pokud tedy néjak
zvlast netouzi po tom proménit se v roboty.

QUIBONO?

Benefit/gain/optimisation
Practice/theory/introspection
Good/money/symbol

“Who benefited from that?”, ask the judges when
considering guilt,innocence, punishment, acquittal, etc.
Who benefits from production in different cultural spheres?
This is how we could vary the original legal formula. A large
number of people would go further and consider that so-
called impractical activities may have something to do with
crime (if | thus use hyperbole). For example, most of the so-
called discussions on social mediain this context include
the truly insightful reflection that “impractical” cultural or
artistic production “steals” tax money. These funds should
be used to finance additional centimetres of motorways,
etc. It may be roughly said that “bonum” (good) is enjoyed
by everyone from non-utilitarian, artistic, philosophical
activities, unless they have a particular desire to turninto
robots.
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REALITA

Véc/predmét/fenomén
Vnimani/sdileni/komunikace
Antropomorfizace/forma/tvar

Lidsky svét se sklada z véci (véc je latinsky res), kterymi
vSak rozumime urcité zalezitosti, fenomény, udalosti

spise nez hmotné predméty. Treba ,véci verejné” (tedy

rei publicae) nejsou souborem sdileného naradiapod.,

ale souborem ideji a diskusi nad nimi. Pfredmét naproti tomu
znamena smyslové vnimatelnou entitu, ktera je postavena
prede mnou a které chcivlastné jen vyuzit, popripadé
zneuzit. Véci, z nichz se sklada realita, lidsky svét, vyuzit
moc nelze, jsou neuchopitelné, promeénlive, formuji se vzdy
jenvramciinterakci s jejich pojimanim ze strany druhych lidi.
Jsou to jakési verejné sochy, kterée tvarujeme spolecné pri
svych setkanich.

REALITY

Thing/object/phenomenon
Perception/sharing/communication
Anthropomorphisation/form/shape

The human world consists of things (a thingis “res” in Latin),
which are nevertheless perceived as certain matters,
phenomena, or events rather than material objects.

For example, “public affairs” (i.e. rei publicae) are not a set
of shared tools, etc., but a set of ideas and discussions
over them. An object, on the other hand, means a sensually
perceptible entity placed in front of me and which | actually
only wish to use or misuse. The things that make up reality,
the human world, cannot be used very much, they are
elusive and changeable, and always take shape only in the
context of interactions with other people’s perceptions of
them. They are a kind of public sculptures which we shape
together in our encounters.
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SIMULACE

Simulakrum/mimesis/napodoba
Divak/masmeédia/spotrebni kultura
Model/laborator/experiment

Za simulaci bychom mohli povazovat sviidnou,
presvédcivou napodobu, ke které se uchylime jako ke Isti,
kdyz chceme nékoho oklamat. Treba, kdyz simuluju nemoc
v zameéstnani, nedinim tak proto, abych jen predvedl|, jak
umim pékné zahrat nemocného. Laboratorni, modelova
simulace se naproti tomu nepokousi v prvnim planu obelstit
publikum, ale ma fungovat jako trenazér urdité skupiny
situaci. Prevadi je na typické procesy a teprve pozdéii

se sepisuji dlouhé a neukonditelné seznamy ,vedlejsich
ucinkd*. Simulace komercni, popkulturni a masmedialni
kombinuje lest a typizaci a nakonec se prijemce, divak sam
proménuje v nefunkéni napodobu toho, kdo nééemu vénuje
pozornost.

SIMULATION

Simulacrum/mimesis/imitation
Audience/mass media/consumer culture
Model/laboratory/experiment

Simulation could be deemed as a seductive, convincing
imitation which we resort to as a ruse when we wish to
deceive someone. For example, when | simulate illness at
work, | don’tdo it just to show how well | can pretend to be
sick. A laboratory, model simulation, on the other hand,
does not attempt to trick the audience in the first place, but
is intended to function as a simulator of a certain group

of situations. It converts them into typical processes

and only later do they draft long and incomplete lists of
“side effects”. The commercial, pop culture and mass
media simulation combines ruse and typification,and in
the end the recipient (the viewer) turns themselves into

a dysfunctional imitation of the one who pays attention to
something.
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TREND

Modus/moda/zplsob
Maska/role/kostym
Pohyb/stav/smér

Hledani vlastni identity v ramci neklidnych modnich

proudU je opravdu tézké. Radi bychom si vybrali viastni
,modus", zpUsob, typ byti, kdyz uz se nam v moderni epose
poslednich dvou staleti tvrdi, Ze nejsme vrzeni do predem
danych a limitovanych zivotnich ukold. Pry simizeme
vybirat, volit, tzv. tvorit. MiZzeme kombinovat, prehrabavat
se hadrarnou, styly, trendy, zivotnimi ,filosofiemi“. Bohuzel
trend vesmés nechapeme jako smérovku na nasi zivotni
cesté, ale jako doc¢asny, labilni stav, masku, kulisu a previek,
znéhoz se doma otfepeme. Termin trend plvodné souvisel
s pohybem, dnes odkazuje na strnulost (masky).

TREND

Modus/fashion/manner
Mask/role/costume
Movement/state/direction

Finding your own identity within the restless fashion trends
is really difficult. We would like to choose our own “modus”,
way, or type of existence, since in the modern epoch of
the last two centuries, we have been told that we are not
thrown into predetermined and limited life tasks. Allegedly
we can choose, vote, or so-called create. We can mix

and match, rummaging through the clutter, styles, trends,
and life “philosophies”. Unfortunately, we don’t generally
understand a trend as a guidepost on our life path, but

as atemporary, unstable situation, a mask, a backdrop,
and a disguise that we shake off at home. The term trend
originally referred to movement, today it refers to rigidity
(masks).
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SLOVNIK PROBLEMU

UMENI

Konflikt/hra/opozice
Idea/invence/koncept
Tvorba/latka/smyslovost

Zapadni mysleni vykopalo s pomoci terminu uméni
pomérné slusnou propast. Nakupila se tu opozita: ideje
kontra provedeni, primitivni kontra elitni, ky¢ kontra vkus,
svobodné kontra sluzebné atd. Uslechtilé pojmy spoustéji
dosti ¢asto bitevni viavu - tfeba tzv. prava vira ad.
Prudkeé roztrzeni svéta obrazu, textd, tond, ke kterému
cca od renesance doslo, vede k neustalym, navratnym
Jprotestantskym®hnutim, k ikonoklastickému burcovani,
k trumfovani vyssi kartou toho pravého, smyslupiného,
aktualniho projevu. Uméni zapadniho a moderniho typu
je tedy marias - ve smyslu hazardni hry, nikoli ve smyslu
svatby.

ART

Conflict/game/opposition
Idea/invention/concept
Creation/substance/sensuality

Western thought has dug quite a chasm with the help of

the term “art”. The opposition has piled up: ideas versus
execution, primitive versus elite, kitsch versus taste, free
versus servile, etc. Noble notions quite often trigger a battle:
for example, the so-called true faith, etc. The sharp rupture
of the world of images, texts, and tones, which has occurred
since the Renaissance, leads to constant, returning
“Protestant” movements, to iconoclastic agitation, and to
playing the trump card of the true, meaningful, and current
expression. Thus, the art of the Western and modern type is
amarriage in the sense of agambling game, not in the sense
of the spousal relationship.
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VIZUALIZACE

Vidéni/pocitek/viem
Abstraktni/konkrétni
Konvence/predstava/imaginace

Abych si néco predstavil, potrebuji podobenstvi, metaforu,
obrazné vyjadreni. Abstraktni Udaje, projekty a koncepty
Iépe vstrebam, zaZiju a prijmu diky konkretizaci smyslového
viemu. Viditelné je smési predstav, predpokladu, konvenci

a aktualnich vnéjsich vstupt. Co z toho plyne? Nikdy nevidim
to, co mam pred o¢ima, ale spiSe to, cojiz je uvnitf mych
fantasmat. Nicméné vizualizaci potrebuji pro probuzeni,
iniciaci, rozniceni toho vnitfniho obrazoveho proudu.

VISUALIZATION

Vision/sense/perception
Abstract/concrete
Convention/notion/imagination

In order to imagine something, | need a parable, a metaphor,
or a figurative expression. Abstract data, projects, and
concepts are better absorbed, experienced and accepted
through the concretisation of sensory perception. The
visible is a mixture of ideas, assumptions, conventions, and
current external inputs. What does that imply? | never see
what is in front of my eyes, but rather what is already inside
my phantasms. However, | need the visualisation to awaken,
initiate, and ignite that inner stream of imagery.
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WIFI

Hranice/sit/linie
Spojeni/rozdéleni
Individualita/masovost

VSe-dostupnost, vSemohoucnost pripojeni, pri kterém se
zdanlivé nezaplétame do néjakych hloupych hmotnych
pasti, dratd, plotd, limitd a hranic. Jde o stejné velkou iluzi
jako ta, na niz je postavena cela moderni predstava pokroku,
smeérujiciho k osvobozeni, rovnosti a blahobytné slasti.
Neviditelna, nematerialni sit je schopna vytvaret jesté
ucinnéjsi pasti, nez ostnaté ploty adraty s elektrikou. Nyni se
ovSem|jiz zaplétame kazdy sam za sebe.

WIFI

Borders/network/lines
Connection/division
Individuality/mass character

The omni-availability, the omnipotence of connection,
where we seemingly don't get caught up in some silly
material traps, wires, fences, limits, and boundaries. It is

as great anillusion as the one on which the whole modern
idea of progress towards liberation, equality, and well-being
is based. Aninvisible,immaterial network is capable of
creating even more effective traps than barbed wire and
electric fences. Now, however, we're all entangled in this on
our own.
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XEROX

Reprodukce/kopie/mnohost
Stopa/vrstva/otisk
Technologie/jazyk/aparat

Jak se zjednotlivého oznaceni stane obecné, okridlené
réeni? Jak vznikaji slova? A jak se pak rozmnozuji a timto
mnozenim potvrzuji a kodifikuji? Maji nové technologie
aaparaty schopnost posouvat pristup k jazyku a jeho
zrani ameénit jeho déjinnost v ostré prelomy a skoky?
Bezpochyby ano. Nové technologie a jejich kvantitativni
mocnost taly do jazyka jako narodni obrozeni a podobné
ideologicke krize a zlomy. Mam jesté doma néjaké dosti
staré ,oxeroxované* obrazky a texty. Casto se na sebe
vzajemné prilepily, prorostly spolu, vytvorily archeologickou
vrstvu. To mé tési mozna vic, nez kdyby na nich bylo néco
vidét.

XEROX

Reproduction/copy/multiplicity
Trace/layer/impression
Technology/language/apparatus

How does an individual term become a general, winged
saying? How are words formed? And how are they

then reproduced and confirmed and codified by this
reproduction? Do new technologies and apparatuses
have the capacity to shift the approach to language and

its maturation, and to change its history in sharp turns

and leaps? Definitely. The new technologies and their
quantitative power have struck the language as national
revivals and similar ideological crises and ruptures. | still
have some rather old “xeroxed” pictures and texts at home.
They often stuck to one another and grew together, forming
an archaeological layer. That pleases me perhaps more
than if there was something visible about them.
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YOUTUBER

Manipulace/zjednoduseni/rychlost
Komerce/reklama/mizeni
Kulturaindividualismu/obsese/ego

Nikdy jsem sinemyslel, ze se ze mé stane youtuber, ale
covid mé naudil. Sice jsem misto udernych, kratkych videi
natacel i nékolikahodinove instruktazni prednasky a kurzy,
coz jde trochu proti smyslu daného formatu, ale mam svj
Lprofil“! Reklamni agentury mné zatim neoslovuji, nevim
proc¢. Asi maji svych starosti dost. A ted’jesté smajlik :)
Dékuji za pozornost.

YOUTUBER

Manipulation/simplification/speed
Commerce/advertising/disappearance
Culture of individualism/obsession/ego

| had never thought | would become a youtuber, but COVID
taught me alesson. | filmed several hours of instructional
lectures and courses instead of punchy, short videos, which
goes a bit against the purpose of the format, but | have my
“profile”’! Advertising agencies haven’t approached me

yet, and | don't know why. | guess they've got enough to
worry about. And now a smiley face :) Thank you for your
attention.
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ZAKAZ

Kontrola/moc/disciplinace
Destrukce/tvorba/prostor
Bezpeci/uzavienost/neprihlednost

Zakaz, prikaz, dikaz, kazani, trest a dozor. Pfestoupeni
zakazu, tabu a normy je tviréim aktem, k némuz se vztahuje
vyrazna a zasadni nechut udrzovateltl fadu. Rada lidi dnes
uvazuje o tom, co by bylo dobré zakazat, co by se jim libilo,
kdyby se zakazalo. Jako kdyby zakaz byl paradoxné typem
negativni tvorby — podobné, jako treba Walter Benjamin
uvazoval o destrukcijako o vytvareni otevireného prostoru

s pomoci negativni tvorby. Mlze i zakaz vytvaret néjaky
otevreny prostor? Tabuizace predstavuje tradi¢ni a obcas
funkéni socialni praxi. Dnes se zakaz tak trochu prehoupl do
sféry estetiky: zakaz jako néco, co vzbuzuije ,libost".

PROHIBITION

Control/power/discipline
Destruction/creation/space
Security/confinedness/non-transparency

Prohibition, command, proof, preaching, punishment,
and supervision. The transgression of prohibition, taboo,
and normi is a creative act involving a significant and
fundamental reluctance on the side of the maintainers of
order. A large number of people today are thinking about
what would be good to ban or what they would like to see
banned. Iltis as if prohibition were paradoxically a type of
negative creation: just as Walter Benjamin, for example,
thought of destruction as the creation of open space
with the help of negative creation. Can aban also create
some open space? Tabooing represents a traditional and
sometimes functional social practice. Today, prohibition
has shifted into the realm of aesthetics: prohibition as
something that arouses “desire”.
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ANDREA PRUCHOVA HRUZOVA

Opakovani je matka moudrosti.
Opakovany vtip prestava byt vtipem.

Opakovani lze chapat jako jeden z ustrednich motiva tvorby Petra
Duba, jak ostatné doklada jeho ¢asté vyjadrovani prostrednictvim seriality.
zlistavaji skryté v obecné promluvé opakovaného. Tak si ostatné s lidskym
okem a pozornosti hraji umélcovy soubory maleb nékolika poslednich let.
Jak naznacuji samotné nazvy projektd, napriklad Repetitivni malby z let
2020 a 2021, nebo podoba posledni série objektl 213,81 kg (Potencialni
priciny a tipy), maleb zavéSenych na digitalni vahy a odvozenych od jednoho
originalu, autor ve svém projevu vytvari prostor, do néhoz mizeme jako
divaci aktivné vstoupit. Na jedné strané odkazuje na dnes az digitalné
technologicky fizenou serialitu, na strané druhé pripravuje pole pro
individualni vnimani. Jako bychom se stavali souc¢asti perceptivni hricky
nebo umélecky rizeného testu, v némz prokazujeme schopnost absorpce
detailu a citu pro jednotlivost v éfe masové fizené stejnosti.

Vedle sledovani principu tvorby v sériich Ize opakovaniv autorové
praci vnimat také jako gesto nebezpeéného napinani. Vyjadreni takové
chvile natahovani platna, az hrozi jeho prasknuti, jak doslova vidime
v cyklech Gravitace? (2013)* ¢i Hyperhybridy (2013). 2 Jedna se o platna,
zpod jejichz hutného nanosu barvy se vypinaji a ty&i ostrée hrboly testujici
pevnost materialu platnai nasiimaginaci. Malby, jez dovoluji obraz{im
proménit se v expresivné abstraktni sochy. Objekty, které pripominaji
nedokonc&eny moment profezavani obrazu nozem z nevidéné strany platna.
Uz uz aby platno prasklo. A s tim vyhrezlo i to, co se uvnitf néj nebo za
obrazem skryva. Co to vSak v pripadé prace Petra Duba vlastné je?

Na jedné strané je mozneé tvrdit, Ze nas ¢eka prazdno. Na
strané druhé Ize namitnout, Ze zazijeme prival masy znakd. Tyto zdanlivé
protichtidné predstavy vSak jdou pravé v umélcoveé tvorbé ruku v ruce.
Prazdnota a presycenost se spojuji v reflexi vyprazdnénosti sou¢asnych
kulturnich, uméleckych a spole¢enskych pohyb, jez autora zajimaji.
Masifikace a komodifikace coby stavebni kameny zlaté brany modernity
nas v Dubovych sériich nechavaiji prostupovat ze strany popularni kultury
do prostredi soudobych elit. Zazivame klouzavy pohyb, vnémz ze cineplexu
pro bezejmenné masy vstupujeme do exkluzivniho prostoru elitarsky
chapaného uméni. Status za status. Plechovka Coca-Coly za sklenicku
pravého Sampariského. Dub védomé balancuje mezi obéma prostory.

Stoji na vrcholu této brany oddélujici masu od elity a pop od exkluzivity.
Prokluzuje ze strany na stranu, aniz by se kdy zhroutil pouze do jedné

z téchto poloh. Vitotiz, Ze obaji je vlastné jenom hra. Konstrukce, stojici na
tekutych kulturné-spole¢enskych piscich, posouvajicich se nékdy vice
ajindy méné zretelné, av§ak zlstavajicich vzdy v pohybu.

CHIRURG,INTERPRET
AMAG V POHYBU NAPINANI
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Chirurg

Na prvni pohled miiZze Petr Dub v tomto procesu napinani
(se) mezi masovou zabavu a elitni uméni vystupovat jako moderni
benjaminovska postava tviirce-chirurga. Kdyz kulturni teoretik
Walter Benjamin ve slavné eseji Uméleckeé dilo ve véku technickeé
reprodukovatelnosti (1936, cesky 1979) promlouva o masové se
rozsSifujicim médiu filmu, pfipodobnuije figuru reziséra k osobé chirurga,
jenz s preciznosti sklada detaily v novy celek. Rozebira a znovu sklada
vidénou skutecnost, jiz montuje a znovu preklada do podoby nové obrazové
komunikace. Prestoze Dub na po¢atku svych projektl povétsinou pracuje
s tradiénim”a,chladnym” médiem obrazu, jeho prace se chirurgické
preciznosti a istoté operacniho procesu podoba. Konstruuje, napina,
natira, sklada, proklada, komponuje, sesiva. A k tomu vyuziva hmotu
raznych material(l. Napriklad kdyz na sebe hutné vrsi barevné vrstvy v cyklu
Podmalby (2014)2 nebo prozkoumava moznosti tvaroslovi obrazu jako
objektu v barvami pocukrovanych dilech ze série Black Eye (2019),* z nichz
dortikovité lascivni Madam Madam doslova probouzi chut.

Podobné vS§ak autor zpracovava takeé kulturni minulost
asoucasnost. Navraci se a vstupuje do ni. Podobné jako chirurg peclivé
vybira nastroje, pomoci nichZ provede operaci, Dub nachaziv kulture
aspolecnosti momenty, jez nechava ve svem dile znovu zaznit. Mnohdy se
pritom jedna o kolektivné bolestiva, citliva témata. Vzdyt tak uz to u operaci,
v nichz se ,tne do Zivého", byva. Jen pacientka v tu chvili pobyva v anestezii,
zatimco celek spole¢nosti takto jednoduse znecitlivét nelze. V cyklu
intervenci do verejného prostoru nazvanych Historie opakuje sebe sama
(2020)° se tak autor dotyka problematiky vztahu k socialistické minulosti
ajejimu kulturnimu, zejména pak architektonickému dédictvi, najehoz
kvality zapominame s rychlosti materialni degradace jeho fyzickych stop.
Architekturu vSak nevnima singularné. Vzdy ji spatfuje jako zasazenou
do Sirsiho kontextu verfejného prostoru, do néhoz se vydava, aby jej ve
vztahu k minulosti nové napinal: vytvarel v ném novy fyzicky i interpretativni
pohyb. Déje se tak napriklad uideového navrhu Prezident Semafor
(2017),° vénovaného realizaci architektonické stezky po mésté Zliné, drive
Gottwaldovu, béhem niz jsou produkovany noveé vazby jak mezi hmotnymi
objekty, a tedy budovami a pamatniky, tak dochazi k aktivovani a zméné
situovani jejich kulturné-politického vyznamu a kontextu. Mapa mésta je
tu doslova odhalovana jako mapa kulturni paméti. PIna ideovych vymold,
zakrut a slepych ulicek, jez i tricet let po klicove politické transformaci
musime vzajemne vyjednavat.

CHIRURG, INTERPRET AMAG V POHYBU NAPINANI

Interpret

Trénovanym okem kritika a rukou zkuseného femesinika Dub
eklekticky, avsak zcela védome vybira kulturni znaky, témata a postupy,
jimiz se s presnosti sobé vlastni zabyva, aby je nechal nove vyjevit formou
vizualniho setkani. Z takového popisu je vSak zfejmé, Zze autor nemuze byt
pouze chirurgem, ale nutné se stava take kulturnim interpretem. Zatimco
vyuziva exkluzivniho galerijniho prostoru, vstupuje do konverzaci nejen
s lokalni historickou minulosti a zkusenosti, ale i s globalni spole¢nosti
akulturou. Ve své praci nezlistava uzavren v intelektualni hrice reSeni
jednoho ustredniho problému, prestoze napéti mezi originalem a kopii,
otazka ,zakrmovaniaury* (Benjamin 1979: 20) a jejiho probouzeni v dobé
digitalné technologicke revoluce se zda umélcovou tvorbou prostupovat.
Vzdy se to vSak déje v kontextu zajmu o priizkum jiného nez cisté
uméleckého pole. A sou¢asna globalni kultura nabizi mnoZzstvi podnétd,

z nichz sivybrat. Navic ve chvili, kdy jeji hybridni a tekuta povaha nabyla
aktualni podoby, v niz se kultura promichala s ekonomikou a filozofie
s popularni zabavou (Frederic Jameson 1991, esky 2016).

Instalace Smrt filozofie: Slavoji, vim, co jsi délal lorské [éto (2014)7
tematizuje kli¢ovou postavu, jez spoluutvarela novou figuru sou¢asnosti -
figuru ,filozofické celebrity*, slovinského filozofa Slavoje Zizeka. Provedeni
hlavy lidskeé postavy ve spidermanovskeé pozici téla az napadné pripomina
jednu z miliont unifikovanych Marxovych bust, zatimco levitujici sanky,
prislibujici jizdu do novych myslenkovych dimenzi, nachazeji na zemi své
zrcadlo v podobé sanék prevracenych nebo do sebe zaklinénych. Kam
ak ¢emu zanr tehdejsii souc¢asné ,trenduijici filozofie" vede? V poslednich
letech v§ak motiv odkazovani a kulturnich referenci, pfiznaény pro formu
i obsah autorovych projekt(, dostupuje nové podoby doslovneé realizace.
Nejde v ni uz jen o vytvareni hmotnych a intelektualnich referencnich stop,
ale o konkrétni zpracovani a prepracovani jiz existujicich objektd. Metoda
prace ready-made se intenzivné projevuje zejménav jedné z poslednich
instalaci Deus Vult® z roku 2022. Umélcem zabydleny galerijni prostor pfimo
tresti historickymii sou¢asnymi odkazy, v nichz se stfedovéké motivy téla
(mezi mnohym dalsim) misi s aktualni spolecenskou problematikou kultury
(a kultivace) vzajemnych vztah( a péce o né.

Mag

Pokud se budeme drzet benjaminovského zacatku této eseje,
pak opakovanijako klic¢ové gesto tvorby Petra Duba Ize nakonec zasadit
jesté dojednoho scénare. V ném mdlzeme autora sledovat jako maga. Vzdyt
i v dobé nadvlady multimedialni zkusenosti nadale véri v tradi¢ni média
malby, objektu a jejich vzajemné komunikace v ramci prostoru. A prestoze
Casto uvazuje v sériichi Sirsich historickych a kulturnich souvislostech,
do urgité miry vzdy vstupuje do komunikace se svymi objekty jako se
singularitou. Tim zkusenosti umélecké tvorby stale pfiznava a dodava
kvalitu ritualu. Magického setkani, jez Benjamin spojuje se zakotvenim
uméleckého dila v tradici prostrednictvim kultu (1979: 22). Nyni by se
nabizelo vice i méné pateticky psat o umelcoveé studiu jako o svatyni,
Vv niz se oddava setkani s hmotou, femeslnou technikou, pfipadné prozitky
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mimo kazdodenni realitu. AvSak i vtomto scénari zlistava Dub magem
specifického druhu. MUZeme ho spiSe oznacit za maga i kouzelnika, ktery
nevstupuije primarné do studia jako do své svatyng, ale ritualné obyva
prostor galerie. V ném nechava jednotlivé objekty coby singularity vystoupit
ze své jedinecnosti a stavi je do vzajemnych vztahu, vytvari konstelace.
Nékdy nechava plsobit samotné objekty, jez dominuji prostoru, jindy
proménuje a vyznamové probouzi samotny prostor galerie. A k tomu voli
rizné postupy. V nékterych instalacich vyuziva barevné plochy stén, syté
monochromatickeé barvy, které misty az sanitarni galerijni prostor pretvareji
v samostatny objekt, jenz svébytnym hlasem promlouva jak k nam, tak ke
svym spoluobyvateltim, umeéleckym objektlim. Jindy na téchto sténach
zanechava drobnéjsi, ale stejné tak vyznamné vizualni stopy, které nas maiji
veést ke specifickému prozitku celku prostoru, nejen toho, ,na co jsme se
prisli podivat®. A jak uz bylo zminéno v Uvodu, ne vzdy simiizeme byt zcela
jisti tim, na co se divame. Vidime, co mame vidét, a vidime skute¢né vse,
coje kvidéni? Manas explicitné salit zrak, kdyz si autor hraje s principy
nékterychiluzi,anebo jsme se sami ochudili o ¢ast vizualniho vypravéni,
kdyz jsme nedali vlastnimu vnimani dostatecny prostor?

At uz je Petr Dub vice chirurgem, interpretem nebo magem
i kouzelnikem, at je vSim najednou, nebo role umné strida, svou uméleckou
tvorbou vystupuje predevsim jako kulturni kritik. Komentator britkého
humoru, jenz v gestu opakovani a pomoci principu seriality do extrémnich
poloh natahuje jiz v extrémnich polohach se pohybuijici spolecenskou
realitu. Stava se chirurgem v dobé, ktera trpi mnoha otevienymi kulturnimi
ranami, jez je potreba sesit, stejné tak jako je predtim jesté jednou skuteéné
bolestivé otevrit. PUsobi jako kulturniinterpret v éfe, v niz kultura pro
mnohé stéle znamena souboj vysokeého a nizkého a on, vyzbrojen Sirokym
referencnim aparatem, nebezpecné balancuje mezi obojim. Je magem
i kouzelnikem v momentu dalsiho stadia odkouzleni spole¢nosti. A to vSe
ohledava. A bavi (se), protoze smutek neprodava.

Andrea Prichova Hrlizova

BENJAMIN, Walter (1979): Umélecké dilo ve véku své technické reprodukovatelnosti.
In: Dilo a jeho zdroj. Praha: Odeon. S. 17-47. Pielozila Véra Saudkova.

JAMESON, Frederic (2016): Postmodernismus neboli kulturni logika pozdniho kapitalismu. Praha:
Rybka Publishers. Pfelozili Olga Sixtova a Josef Sebek.
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Repetition is the mother of wisdom.
Arepeated joke ceases to be ajoke.

Repetition may be understood as one of the central motifs of
Petr Dub’s work, as evidenced by his frequent expression through seriality.
A series of paintings, a series of themes, or a series of details, playing an
even more important role as they remain hidden in the general discourse of
the repeated. This is how the artist’s sets of paintings of the last few years
have played with the human eye and attention. As the titles of the projects
themselves indicate, such as the Repetitive Paintings from 2020 and 2021,
or the form of the latest series of objects 213.81kg (Potential Causes and
Tips), or the paintings suspended on digital scales and derived from a single
original, the artist creates a space in his expression to be actively entered
into by his viewers. On the one hand, he refers to the currently digitally
technologically driven seriality, on the other hand, he prepares the field for
individual perception. Itis as if we are becoming part of a perceptual pun
or an artistically controlled test, in which we demonstrate our capacity
to absorb detail and a sense of the particular in an era of mass-driven
sameness.

In addition to following the principle of creating in series, repetition
in the artist’'s work may also be perceived as a gesture of dangerous
tension. Expressing the moment of stretching the canvas until bursting
isimminent, as we literally see in the cycles entitled Gravity? (2013)* or
Hyperhybrids (2013)2. These are canvases with shar bumps emerging
and rising from the thick paint layer underneath, testing the strength of
the canvas material and our imagination. Paintings that allow the images
to transform into expressive abstract sculptures. Objects resembling
the unfinished moment of cutting through a painting with a knife from the
unseen side of the canvas. The canvas seems to be at the verge of bursting.
And this would reveal what is hidden inside or behind the painting. But what
isitin the case of Petr Dub's work?

Onthe one hand, it may be argued that we are facing a void. On
the other hand, it may be alleged that we will experience a mass of signs.
However, these seemingly contradictory ideas go handinhand in the
artist's work. Emptiness and over-saturation are combined in a reflection
on the emptiness of contemporary cultural, artistic and social movements
in which the author is interested. Massification and commodification as
the building blocks of the golden gate of modernity in Petr Dub’s series
allow us to penetrate from the side of popular culture into the environment
of contemporary elites. We experience a sliding movement, in which we
enter the exclusive space of elitist art from the multi-screen cinema for the
nameless masses. A status for a status. A can of Coke for aglass of real
champagne. Petr Dub consciously balances between the two spaces.

He stands at the top of this gate separating the masses from the elite and
pop from exclusivity. He slides from side to side without ever collapsing
into just one of these positions. He knows that both are actually just
agame. A construction standing on fluid, cultural and social sands, shifting
sometimes more and sometimes less clearly, yet always remaining in
motion.

2~
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Surgeon

At first glance, Petr Dub may appear as a modern Benjaminian
figure of the creator-surgeon in this process of tension (with) mass
entertainment and elite art. When the cultural theorist Walter Benjamin, in
his famous essay The Work of Art in the Age of Mechanical Reproduction
(1936, in Czech: 1979), speaks of the massively expanding medium of
film, he likens the figure of the director to that of a surgeon who, with
precision, assembles details into a new whole. He disassembles and
reassembles the perceived reality, which he puts together and presents
into a new form of visual communication. Although Petr Dub mostly works
with the “traditional” and “cold” medium of painting at the beginning of
his projects, his work resembles the surgical precision and purity of
the surgical process. He constructs, stretches, paints, folds, interlaces,
composes, and stitches. And for this purpose, he uses a myriad of different
materials. For example, when he densely layers colour on top of colour
in the Underpaintings series (2014)2 or explores the possibilities of the
morphology of the painting as an object in the colour-coated works from
the Black Eye series (2019),* the taste of which s literally awakened by the
cake-like lascivious Madame Madame.

However, the author also treats the cultural past and present
in a similar manner. He returns and entersiit. Just as a surgeon carefully
chooses the instruments with which to perform an operation, Petr Dub
finds moments in culture and society which he allows to reverberate in his
work. Frequently, these are collectively painful and sensitive topics. After alll,
that the case of surgeries in which “one cuts into the living flesh”. Only the
patient is under anaesthesia at the time, while the whole of society cannot
be anesthetised in this manner so simply. In a series of interventionsin
public space entitled History Repeats ltself (2020)5, the artist touches on
the issue of the relationship to the socialist past and its cultural, especially
architectural heritage, whose qualities are being forgotten with the speed
of the material degradation of its physical traces. However, he does not
perceive architecture singularly. He always sees it as embedded in the
broader context of the public space into which he ventures in order to
stretchitinanew way in relation to the past: to create a new physical and
interpretative movement within it. This is the case, for example, with the
conceptual design President Semafor (2017),6 dedicated to the realisation
of an architectural trail through the city of Zlin, formerly Gottwaldov, during
which new links are produced between both material objects, i.e. buildings
and monuments, while their cultural and political meaning and context are
activated and re-situated. The map of the city is literally revealed here as
amap of cultural memory. It is full of ideological potholes, bends and dead
ends, which we have to negotiate with one another even thirty years after
the time of a crucial political transformation.
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Interpreter

With the trained eye of a critic and the hand of a skilled craftsman,
Petr Dub eclectically, yet quite consciously, selects cultural signs, themes
and practices, with which he deals with his own emblematic precision, in
order to make them reappear in the form of a visual encounter. However,
itis clear from this description that the author cannot only be a surgeon,
but necessarily becomes a cultural interpreter. While using the exclusive
gallery space, he enters into a conversation not only with local history and
experience, but also with global society and culture. In his work, he does
not remain locked in the intellectual pun of solving a single essential issue,
although the tension between the original and the copy, the question of the
“stunting of the aura” (Benjamin 1979: 20) and its awakening in the age of
the digital-technological revolution, seems to permeate the artist’s work.
However, this always takes place in the context of an interest in exploring
a field other than pure art. And today’s global culture offers plenty of stimuli
from which to choose. Moreover, at a moment when its hybrid and fluid
nature has taken on an actual form, in which culture has become mixed with
economics and philosophy with popular entertainment (Frederic Jameson
1991,in Czech: 2016).

The installation entitled Death of Philosophy: Slavoj, | Know What
You Did Last Summer (2014)" thematises a key figure who co-formed
anew figure of the present, i.e the figure of the “philosophical celebrity”,
the Slovenian philosopher Slavoj Zizek. The execution of the head of the
human figure in a Spiderman-like body posture is strikingly reminiscent of
one of Marx’s millions of unified busts, while the levitating sledge, promising
aride into new dimensions of thought, finds its mirror on the groundin the
form of a sledge overturned or wedged into itself. Where and to what does
the genre of then and current “trendy philosophy” lead? Inrecent years,
however, the motif of reference and cultural references, characteristic
of the form and content of the author’s projects, has found new forms of
literal realisation. Itis no longer just about creating material and intellectual
reference traces, but about the specific processing and reworking of
existing objects. The ready-made method of working is particularly obvious
in one of the most recent Deus Vult® installations from 2022. The gallery
space, inhabited by the artist, is bristling with historical and contemporary
references, in which medieval motifs of the body (among many others)
are mixed with current social issues of the culture (and cultivation) of
relationships and caring for them.

Magician

If we stick to the Benjaminian beginning of this essay, then
repetition as a key gesture of Petr Dub's work may ultimately be placed
in another scenario. The artist may be perceived as a magician init. After
all, even in the era of the domination of multimedia experience, he still
believes in the traditional media of painting, the object, and their mutual
communication within space. And although he often thinks in series and
in broader historical and cultural contexts, to some extent, he always
enters into communication with his objects as singularities. This still
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acknowledges the experience of artistic creation and adds a quality of
ritual. This means the magical encounter associated by Benjamin with

the anchoring of the work of art in tradition through the cult (1979: 22).
Now it would be more or less theatrical to write about the artist’s studio as
asanctuary where he indulges in encounters with matter, craft technique,
or experiences outside of everyday reality. Howeve<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>