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Kuratorsky koncept:

Soucasné vytvarné umeéni je charakteristické stale se prohlubujici koncentraci vlastniho
institucionalniho rdmce a zaroven jistou globalizaci jednotlivych uméleckych postojl a
tvurcich strategii. Ve specifickém post-totalitnim prosttedi stfedni a jihovychodni Evropy jsou
tyto centralizacni procesy vyvaZovany zietelnou socialni a kulturni nestabilitou. Transformace
spoleCenskych systémul je v této souvislosti doprovazena nezdjmem o umélecké projevy,
nedostatky ve sféfe provozu uméni a neziidka také neo-kolonidlnim piistupem globalni scény
k lokalnimu milieu. Omezené finan¢ni zdroje, absence produkéniho zdzemi, nerozvinuty trh

s uméleckymi dily 1 dalsi limity ,,fungovani uméni* Casto orientuji aktivity post-totalitnich
autorl smérem do mezinarodnich umeéleckych center. Poselstvi, se kterym do tohoto
sofistikovaného a ve srovnani s jejich zkuSenostmi tolik odlisného prostiedi ptichazeji, je vSak
neziidka pro internacionalni publikum nesrozumitelné. Uméni od jinud, z periferie se tak
dostava do komunikacni krize a jeho tvirci se ocitaji v jakémsi stavu permanentni kulturni a
rovnéz institucionalni beztize.

Jednou ze strategii jak takovéto transformacni deviaci ¢elit mtiize byt disledna reflexe
bohatstvi estetiky ,,okraje“. Ta je doprovazena silnou socidlni sounélezitosti s danym
prostifedim a ¢asto rovnéz nezbytnymi organiza¢nimi aktivitami suplujicimi absenci
jakéhokoli provozniho a produkéniho ramce sou¢asného uméni. Rada umélci se takto tvaii
v tvar deziluzi vyplyvajici ze zdanlivé neménné hierarchie systémii kulturni reprezentace
pokousi o vytvateni alternativnich tviir¢ich vztahti. Umélecka dila vznikajici na rozhrani
dominance a marginality potom Casto ziskavaji charakter kulturné-socialniho znaku, jehoz
podstatou je vyuzivani principli dokumentace reality a konfrontace reality s artificidlnosti.
Tematizovana realita je pfitom nahlizena komplexné v priseciku specifickych vlastnosti
historickych, spolecenskych, kulturnich i estetickych. Vznika tak esteticky kod, jehoz
zéakladni funkce tkvi ve schopnosti autentické a zaroven tautologické reference



signifikantniho mista a jeho socialniho klimatu. Soustfedéni na ,,jinakost* vlastni pozice
pfitom navazuje na kritiku dominance tzv. zdpadniho svéta a v souvislosti s Derridovym
ndifferdnce také na principy dekonstrukce. Soucasné stiedoevropské a jihovychodoevropské
vytvarné uméni tuto ,,jinakost* ¢asto uplatiluje v procesu oznacovani, pti¢emz v jeho ramci
upiednostituje hybridni modely pseudo-dokumentarismu, fiktivnosti nebo zastupovani.
Vznika tak specificky post-totalitni diskurs estetické nepatiicnosti, vizudlniho znejisténi a
svadéni, ktery je prostoupen kritikou dominance globalizacnich procest, absenci pevného
institucialniho rdmce i vypjatou vyznamovou suplementaritou.

Z hlediska vyjadtovacich prostfedki se diiraz kladeny na pseudo-dokumentarnost ¢i fiktivnost
v soucasném stiedoevropském a jihovychodoevropském umeéni projevuje predevsim
akcentovanim fotografie a také riznych forem video-artu. V této souvislosti je vSak tfeba
upozornit na nové chapani fotografie, které se v technologické roving€ posunulo a rozsitilo
smérem do oblasti médii produkujicich technicky staticky obraz (vedle tradi¢ni fotografie se
jedna o rizné digitalni a poc¢itac¢oveé manipulované tisky). Dtivodl pro tak masivni expanzi
technickych pseudo-dokumentérnich obrazii do prostoru post-totalitniho vytvarného uméni
jisté najdeme celou fadu. Pro uréité zjednoduseni bychom je mohli rozd¢lit na vné&jsi
(reagujici na teoretické 1 institucionalni pohyby v globalnim kontextu souc¢asného vytvarného
umeéni) a vnitini (odrazejici lokalni socialni a kulturni situaci). Zcela zésadni roli v této otdzce
sehrala konfrontace post-totalitniho kulturniho milieu s pozici fotografického média ve
spektru mezindrodni umélecké scény ovlivitované v prvni poloviné 90. let 20. stoleti jesté
velice vyznamné postmodernismem.

Soucasné vizualni uméni ve viru vlivli multikulturni spole¢nosti jenom tézko hleda vypjatou
originalitu. To, co nds na uméni jeste stale zajima, je pfedevsim vzajemnd komunikace a
nedirektivni individualni angazovanost na konkrétnim socialnim prostiedi. Vizualizované a
estetizované individudlni ptibéhy z riznych koutt transformujiciho se post-totalitniho
prostoru bezesporu mohou rozsifit hranice naSeho vnimani. Takové posuny se snad zdaji byt
ponékud nedostatecné, neefektni ¢i dokonce cudné, v konecném disledku ale vzdy piinése;ji
novou a neopakovatelnou zkuSenost.

Jiti Cernicky
Aerodynamicka Krajina / Aerodynamic Landscape, 2008
Aerodynamicky panelak / Aerodynamic Tower Block, 2008

mixed media (pullover)

Spider, 2008
video loop

Kli¢ovym hybatelem uméleckého sméfovani Jitiho Cernického se stal diiraz kladeny na irsi
socio-kulturni aspekty. Jeho tvorba se vyznacuje bohatstvim vyrazovych promén, vypjatych
gest 1 svébytného humoru. Kazdé dilo tohoto autora skryva silny ptibéh v roviné obsahové a
zaroven divakim odhaluje dobrodruzny proces hledani adekvatnich vyjadfovacich strategii.
Chceme-li formulovat urc¢itou jednotici linii usilovani tohoto autora, je zbytné zminit jeho
neutuchajici schopnost témét détského udivu a rovnéz vili po oteviené komunikaci, ¢asto
vyhrocené na ostii noze. Pravé tyto komponenty uméleckého uvazovani Cernickému dovoluj,
pfi jakoby letmém surfovani, odhalovat dominantni proudy na hladiné sou¢asné spolecnosti.
Trpélivé zaznamenavani bandlnich situaci 1ze chapat jako umélcovu opatrnou rekognoskaci
terénu, zabydlovani se v daném socidlnim prostfedi a v neposledni fad¢ také budovani
vicesmérné déjové struktury..



Hubert Czerepok
Nikdy nebudes$ Polikem / You’ll never be a Pole, 2008
neon

Hubert Czerepok se zabyva nejen paranormalnimi jevy, ale také absurdnimi situacemi. Jeho
tvorba velmi Casto pfipomina jakési cover verze — vice ¢i mén¢ piesné opakovani situaci.
Neonovy napis, na kterém stoji Nikdy nebudes Poldkem, je rovnéz takovym dilem. Opakuje se
v ném, véetné pivodniho pravopisu, slogan, ktery se objevil na transparentech na polskych
fotbalovych stadionech a smétoval proti brazilskému hraci Legie VarSava Rogeru
Guerreirovi. Dilo slouZi jako zdznam emociondlniho stavu a nazorové charakteristiky
extremistickych nacionalistickych a neofasistickych skupin. Pfenesenim sloganu do galerie v
rafinované formé neonového népisu dochdzi k urcitému posunu. Umélec nekomentuje
primym zptsobem realitu, s niz se setkal; tato realita hovofi sama za sebe a nevyzaduje zadny
komentaf.

Oskar Dawicki
Misto v srdci / Place in Heart, 2008
instalace

Oskar Dawicki vytvaii obii klec, kterd klaustrofobicky vypliuje galerijni prostor a kterou
tvori stejné ptaci klece vyrabéné v Ciné. Nové, bilé, prazdné a dokonale &isté postradaji
jakékoli znamky zivota. Jsou také chladné; piesné jako nam chladné a tvrdé piipada;ji
konstrukce. Toto dilo Oskara Dawickeho nastoluje otazku tykajici se mezi svobody. MlZe mit
svoboda viibec n¢jaké meze? Dé se n¢jak odstupniovat? Poskytuje ndm obii a prepychova klec
vEtsi svobodu nez klec té€sna a Spinava?

Sejla Kameri¢
Zapad slunce / Sunset, 2008
videosmycka

Varsavské ghetto v plamenech, duben 1943.
Snimek je povazovan za jedinou barevnou fotografii zachycujici varSavské ghetto
v plamenech béhem povstani v roce 1943. Vytvofil ho jako diapozitiv Karol Grabski z Lodze,
ktery se tehdy ve Varsavé skryval.
,Mofe plament zaplavilo domy a dvorky... Nikde zadny vzduch, jen
cerny dusivy dym a spalujici zar salajici z doruda rozzhavenych
zdi, ze Zhnoucich kamennych schodist’.*
Marek Edelman, 2007

V roce 1942 Edelman jako mladeznicky viidce zidovskych odborii (Bund) patfil k
zakladatelim podzemni Zydowskiej Organizacji Bojowej (Zidovské bojové organizace).
Béhem povstani ve varSavském ghettu v dubnu az kvétnu 1943, vedeného hlavnim velitelem
Mordechaiem Anielewiczem, se Edelman stal jednim ze tii podvelitelit ZOB v karta¢nické
oblasti ghetta. Edelman pfezil utisk béhem povstani a likvidaci ghetta a diky pomoci
podzemnich aktivistd Armii Ludowej (Lidové armady) se mu podafilo uprchnout.



Zdena Koleckova
Troji identita / Tripple identity, 2008
mixed media

Na rozkvetlych loukach Jesenicka, kde kdysi Zilo prevazné némecké obyvatelstvo, narazila
Zdena Koleckova na taméjsi botanickou zvlastnost — tchvatnou a pfitom nendpadnou
kvétinu. Na orientac¢nich tabulich blizké nau¢né stezky se docetla, Ze se jedna o unikatni druh
byliny nazyvajici se Violka zluta sudetska. Na zékladé tohoto necekaného zazitku vyhledala
dalsi dva botanické endemity oblasti byvalych Sudet: Zvonek okrouhlolisty sudetsky a
Materidousku nadhernou sudetskou. Naleznuté botanické vzorky celé 1éto kreslila a ukazky
vSech t1i rostlin vylisovala a zalozila do herbare. Kresby na ruénim papite vyrobeném v mistni
manufakture a listy herbare autorka poskladala do prosklenych dfevénych kazet a doplnila
¢eskymi, polskymi, némeckymi a latinskymi popiskami.

Kobas Laksa
Vydal jsem se na pout’ se svou matkou / I went on a pilgrimage with my mom, 2007
video, 22¢30¢¢

Film Vydal jsem se na pout’ se svou matkou je videozaznamem pouti do poutniho mista
Lichen, kterou zorganizovala umélcova matka, jez je aktivistkou ndbozenské skupiny Radio
Maryja. Umélec ukazuje tuto pout’ jako specificky rituél, od néhoz si on sdm udrzuje chladny
odstup; avSak setkani uméleckého svéta s aktivisty Radio Maryja jsou obvykle plna emoci.
Atraktivni na tomto filmu je dualita blizkych vztahti mezi matkou a synem a faktu, Ze svét
poutnikil je zcela nesrovnatelny se svétem umélca.

Eva Mrazikova a Martin Mrazik

Nikdy neodejdu / I'll never leave, 2008

instalace, slide show

Projekt tvoti instalace ve tvaru pracovisté, které by mélo ptsobit, jako by z néj pravé nékdo
odesel. Instalaci dopliuje slide show a zvukovy zaznam. Ve volném sledu se na obrazovce
rychle stiidaji zabéry krajiny, v niz umélci ziji a kterou jsou ovliviiovani. Obrazky jsou ve
skute¢nosti velmi subjektivnim zdznamem tohoto prostoru (vybrané snimky nebyly vzdy
pofizovany s umyslem dokumentovat krajinu, ale mnohem ¢astéji k zaznamenani konkrétni
nalady, cesty, ptibchu, ... pfedev§im osobnich a rodinnych okamzikii). Do rychle se ménici
prezentace zazniva litanie, v nizZ se opakuje jedina véta: ,,Nikdy neodejdu. Nikdy neodejdu.
Nikdy neodejdu. Tato litanie se stava zboznym ptanim, modlitbou, lakonickym stanoviskem,
absurdnim prohlasenim, které kontrastuje s prazdnym mistem za stolem...

Projekt na jedné stran¢ pracuje s realnym prosttedim, které evokuje specificky pocit
(dokumentarni, socialni, retrospektivni), a vizudlnimi a zvukovymi prostfedky se naruSuje
jeho ptivodni forma a pridavaji se k nému dalsi voln¢ interpretované situace. Druha stranka,
zastoupena predevsim zvukovou instalaci mluveného slova, se tyka tématu odchéazeni,
opousténi a vykofenéni — at’ uz jde o rovinu intimnich osobnich vztahi (jako je rozluka, smrt,
odlouceni, zrada) nebo obecnéji o tiroven socidlnich vztahii (odchdzeni a mizeni ve smyslu
socialné-politickych konfliktll). Nejasna promluva jesté umociiuje neurcitost instalace a
neschopnost uvédomit si pravdu, vztah a feSeni véci a situaci, které vSemi zpiisoby vytvareji
velmi konkrétni lidské osudy.



Pavel Mrkus
Umeélec / The Artist, 2006
videosmycka

The Artist — nebo artista — ¢insky varietni umélec je lapen ve vlastni nekone¢né smycce
dokonalého krouZivého pohybu s porcelanovou misou na hlavé€. Je pfi tom uzavien v malém
monitoru jako v kleci pro domaci zvifata. Pivodni snimek pochazi z archivniho filmového
zpravodaje z padesatych let minulého stoleti.

Joanna Rajkowska
Maja Gordon jede do Chorova / Maja Gordon goes to Chorzow, 2006
video, 23¢45°¢¢

Film Joanny Rajkowské nazvany Maja Gordon jede do Chorova je pokusem o zachyceni
vztahti mezi Polaky a Zidy. Maja Gordon jede do Chofova, kde se narodila a odkud odesla s
rodici v roce 1957. Film vSak neni zd&znamem sentimentalni cesty ani se nejedna o dokument
o traumatickém zazitku z vynucené emigrace. Jde o pokus skryt minulost za rousku
pfitomnosti. Maja se pokousi vyrovnat se s Polskem, se svym obrazem Polska a se sebou
samotnou. Svoje vzpominky konfrontuje s realitou a pravée ta je ve skute¢nosti zakladnim
tématem tohoto filmu. Vztah mezi Majou a Joannou, jejich putovani, rozpravy, hadky a
Sprymy ¢ini méné bolestnym nezdar, ktery prameni ze snahy dotknout se nemozného.

Erzen Shkololli
Bila / White, 2005
video, 10¢25¢¢

Ve videu Bila portrétuje Erzen Shkololli starou ddmu ze svého rodného mésta Peje. Vice nez
deset let sledoval zasadni zménu jejiho vnéjSiho vzhledu — na zacatku se tato pani zacala
oblékat do bilych sath a béhem let ,,bélela” stale vice — az ji bil¢ Saty zcela zahalily télo.
Paralelné s touto zménou vnéjSiho vzhledu se stale vice ocitala na okraji spolenosti. Erzen
Shkololli s velkou citlivosti pfistupuje k jejim velmi osobnim ptibéhiim a zazitkim.

Slaven Tolj
Vagni vzpominky na jednu ztracenou fotografii / Vague memories of one lost photo,

2008
fotografie

Performance Vagni vzpominky na jednu ztracenou fotografii pfedvedend pti zahéjeni
Subversive Film Festival, ktery byl vénovan udalostem roku 1968, byla vérnou kopii
performance italského umélce Luigiho Ontaniho Don Quijote de la Mancha z roku 1974, pfi
niz umélec sedél nahy na mechanickém houpacim koni pohybujicim se, jen kdyz jste do n¢;j
vhodili mince, a Cetl si pfi tom Dona Quijota de la Mancha. Kromé ptesného opakovani
Ontaniho performance v sob& Toljovo nové ztvarnéni neslo davku trpké sebeironie plynouci z
popfeni predstavy tzasného umélce — hrdiny.



Curatorial statement:

Contemporary visual art is characterized by ever deepening concentration of its own
institutional frame, and at the same time by certain globalization of individual artistic attitudes
and creative strategies. In the specific post-totalitarian environment of Central and Southeast
Europe, these centralization processes are balanced by distinct social and cultural instability.
Transformation of social systems is in this context accompanied by lack of interest in artistic
expressions, defects in the artistic exchange, and not infrequently, also by a neo-colonialist
approach of the global scene to the local milieu. Limited financial resources, absence of
production background, undeveloped art market and other factors limiting "operation of art",
often direct post-totalitarian authors toward international artistic centres. However, the
message they bring to this sophisticated and in comparison with their experience so different
environment is often incomprehensible for the international audience. Therefore, the art from
elsewhere, from the periphery gets into a communication crises and its authors find
themselves in a kind of cultural and institutional state of weightlessness.

One of the strategies to face this transformation deviation can be a consistent reflection of the
"margin" esthetics riches. It is accompanied with a strong social belonging to the given
environment, and often also with the necessary organizational activities substituting the
absence of any operational and production frame of contemporary art. Face to face the
disillusion arising from the seemingly unchanging hierarchy of the systems of cultural
representation, a number of artists are trying to create alternative creative relations. Artworks
originated on the boundary between dominance and marginality then often attain the character
of a cultural and social sign, the essence of which is applying the tenets of documenting
reality, and the confrontation of reality with artificiality. The reality which becomes a theme
is at the same time viewed in a complex way in the intersection of specific features of historic,
social, cultural, and aesthetic. In this way, an aesthetic code comes into being whose basic
function dwells in the capability of an authentic and at the same time tautological reference of
a place, urban complex and its social climate. The focus on the “otherness*“of one’s own
position at the same time develops the critique of the dominance of the so-called Western
world, and, in the context of Derrida’s “differénce* also the tenets of deconstruction.
Contemporary Central European and Southeast European visual arts often employ this
“otherness* in the process of signifying, giving preference within this framework to hybrid
models of pseudo-documentarism, fiction, or representation. This gives rise to a specific
discourse of aesthetic erroneousness, of visual unsettling and seduction, which is suffused
with the critique of the dominance of globalization and the absence of a firm institutional
framework as well as an intense supplementarity of meaning.

From the point of view of expressional media, the emphasis on the pseudo-documentary
means, or fictitiousness, in contemporary Central European and Southeast European visual art
is particularly accented in photography and in various forms of video art. In this respect,
however, we must draw attention to a new understanding of photography which technological
level has shifted, and which has expanded towards the sphere of the media producing
technical static image (besides traditional photography, there are various digital and
computer-manipulated prints). We may find a whole number of reasons for such a massive
expansion of technical pseudo-documentary images into the sphere of post-totalitarian visual
art. For the sake of a certain simplicity, we could divide these into external (responses to the
theoretical and institutional trends in the global context of contemporary art), and internal
(reflections on the local social and cultural situation) tendencies. Absolutely crucial in this
context is the confrontation of the post-totalitarian cultural milieu with the role of visual



communication technologies within the overall context of the international art scene, which
was itself still heavily influenced by postmodernist impulses during the first half of the 1990s.

The contemporary visual art, adrift in the vortex of influences of a multicultural society, only
with difficulty finds a striking originality. That which in general still draws us to art is above
all a mutual communication and nondirective individual involvement in a specific social
environment. Visualized and aestheticized individual stories from various parts of the
transforming post-totalitarian space can certainly expand the limits of our perception. These
shifts may seem somewhat insufficient, unspectacular, or even chaste, but they always bring
about new and unrepeatable experience.

Jiti Cernicky

Aerodynamicka krajina / Aerodynamic Landscape, 2008
Aerodynamicky panelik / Aerodynamic Tower Block, 2008
mixed media (pullover)

Spider, 2008
Video loop

The urgency of all these projects consists of the unique mix of social perceptiveness, symbolic
visual appropriation, and risomatic narrative nature. Jiti Cernicky models the structure of his
artifacts somewhat unwittingly, calmly outlining the theme and weaving a web of connections
around it. This gives rise to multilayered probes combining semi-documentary principles with
designer forms. The author in fact produces items, graphic signs, or visual messages, which
simulate a practical function in order to enhance the feeling of uncertainty in the process of
their designation. Vigilance vis-a-vis these ambivalent items raises not only questions
connected with the issues of perception and interpretation, but in a certain sense evokes a new
discursive situation occurring at the verge of reality and myth

Hubert Czerepok
Nikdy nebudes$ Polikem / You’ll never be a Pole, 2008
neon

Hubert Czerepok tracks down not only paranormal phenomena but also absurd situations. His
works very often are a kind of cover version — a repetition of things which are more or less
literal. The neon sign which reads You Il never be a Pole is also such a work. It is a repetition,
which retains the original spelling, of a slogan that appeared on banners displayed at Polish
football stadiums and was directed at the Brazilian player of Legia Warszawa Roger
Guerreiro. The work serves as a record of the emotional state and the outlook characteristic of
extremist nationalist and neo-fascist groups. Transferring the slogan into a gallery in the
subtle form of a neon sign results in a certain discrepancy. The artist, in fact, does not
comment on the reality he encountered in a straightforward manner; the reality, however,
speaks for itself and does not require any comment.

Oskar Dawicki
Misto v srdci / Place in Heart, 2008
Installation




Oskar Dawicki builds an enormous cage which claustrophobically fills the room in the gallery
and which is constructed out of identical bird cages made in China. New, white, empty and
impeccably clean, they are devoid of any signs of life. They are also cold; just like laboratory
rooms seem to be cold and callous. Paradoxically, the dead bird in the middle of the
construction seems to be its most alive element. This work by Oskar Dawicki poses a question
about the limits of freedom. Can freedom have any limit at all? Is it gradable? Are we more
free in an enormous and luxurious cage than in a cramped and dirty one?

Sejla Kamerié
Zapad slunce / Sunset, 2008
video loop

The Warsaw Ghetto in flames, April 1943.
Believe to be the only color photograph showing the Warsaw Ghetto in flames
during the 1943 uprising. Made as a transparency by Karol Grabski of Lodz,
who was hiding in Warsaw at the time.
"The sea of flames flooded houses and courtyards... There was no air, only
black, choking smoke and heavy burning heat radiating form the red-hot
walls, from the glowing stone stairs."

Marek Edelman, 2007

In 1942, as a youth leader in the Bund, Edelman was among the founders of

the underground Zydowska Organizacja Bojowa (Jewish Fighting Organization).
In the Warsaw ghetto uprising of April-May 1943, led by head-commander
Mordechai Anielewicz, Edelman became one of the three ZOB sub-commanders in
the brushmaker's area of the ghetto. Edelman survived the uprising's

suppression and the ghetto's liquidation, and managed to escape aided by
underground activists of the Armia Ludowa (People's Army).

Zdena Koleckova
Troji identita / Tripple identity, 2008
mixed media

On the mountain meadows of Jeseniky (a boarder district between Moravia, Silesia and
Poland, inhabited till 1945 mostly by German population, I have founded a botanical rarity —
beatiful and tender flower. On the information tables of the surrounding natural park it was
written its original and unique name: Fiotek zofty sudecki (Viola lutea subsp. sudetica). Until
this time I was searching for another exemples of botanical endemits of former Sudeten area
and I have founded: Dzwonek okrqgtolistny sudecki (Campanula rotundifolia subsp. sudetica) and
Macierzanka nadobna sudecka (Thymus pulcherrimus subsp. sudeticus). 1 was doing a
sketches — couple of drawings — during a whole summer time and together with all three
dried plants put into the wooden boxies accompanied by its German, Czech, Polish and Latin
titles.

Kobas Laksa
Vydal jsem se na pout’ se svou matkou / I went on a pilgrimage with my mom, 2007
Video, 22¢30¢¢



The film 7 went on a pilgrimage with my mom is a video recording of the pilgrimage to Lichen
which was organized by the artist’s mother, who is an activist of a Radio Maryja, a religious
group. The artist shows the pilgrimage as a specific ritual, towards which the artist keeps a
cold distance; however, meetings of the art world together with the activists of Radio Maryja
are usually full of emotions. What is appealing in this film is the duality of close relationships
between mother and son and the fact that the world of pilgrims is so unmatched to the world
of artists.

Eva Mrazikova & Martin Mrazik
Nikdy neodejdu / I'll never leave, 2008
installation, slide show

The project consists of an istallation in a shape of a working place, which should make an
impression that has just been left by someone. The installation is completed by a slideshow
and a soundtrack. There are flashing mode pictures of landscape in free slideshow on the
screen, the landscape in which artists live and are influenced by. In fact, the pictures are very
subjective record of this space (the pictures selected had not always been taken with an
intention to document the landscape, but more likely to note a specific mood, a trip, a story ...
primarily personal and family moments). There is sounded like a litany spoken text into the
flashing slideshow that repeats one sentence: I will never leave. I will never leave. I will
never leave. The litany becomes a wishful thinking, a prayer, a laconic sight, an absurd
establishment that contrasts with a blank space by the table...

On one side, the project works with a real surrounding which evokes a specific feeling
(documentary, social, retrospective) and by means of visual and sound interferences
insecures its original form and adds another free interpreted situations to itself. The other side,
represented mostly by sound installation of spoken word refers to a topic of leaving, going
away and extermination — whether it is a level of intimate personal relationships (as a
separation, a death, a severance, a betrayal) or more general, the level of social relationships
(leavings and disappearances in terms of social-political conflicts). An indefinite speech
exponentiates the indeterminacy of the fixture and the inability to realize the truth, the
relationship and the solution of things and situations which, by all means, are creating very
specific human destinies.

Pavel Mrkus
Umélec / The Artist, 2006
video loop

The Artist - nebo artista - ¢insky varietni umélec je lapen ve vlastni nekonecné smycce
dokonalého krouzivého pohybu s porcelanovou misou na hlavé. Je pfitom uzavien v malém
monitoru jako v kleci pro domadci zvifata. Pivodni snimek pochdzi z archivniho filmového
zpravodaje z padesatych let minulého stoleti.

Joanna Rajkowska
Maja Gordon jede do Chorova / Maja Gordon goes to Chorzow, 2006
video, 2345¢

Joanna Rajkowska’s film entitled Maja Gordon goes to Chorzow is an attempt at presenting
the relations between the Poles and the Jews. Maja Gordon goes to Chorzéw where she was
born and from which she left with her parents in 1957. The film is not, however, a record of a



sentimental journey; nor is it a documentary about the traumatic experience of enforced
emigration. It is an attempt at hiding the past behind the veil of the present. Maja tries to come
to terms with Poland, with her image of Poland and with herself. She confronts her memories
with reality, and it is the latter that is, in fact, the most vital theme of the film. The
relationship between Maja and Joanna, their journey, their conversations, quarrels and antics
make the impression of failure resulting from trying to touch the impossible less vivid.

Erzen Shkololli
Bila / White, 2005
video, 10¢25¢¢

In the video White, Erzen Shkololli portraits an old lady from his hometown Peje. Over more
than ten years he observed the profound change of her public appearance — in the beginning
the lady started to wear white clothes and over the years she became more and more ,,white* —
completely covering her body in white clothes. Parallel to the change of her public
appearance, she left more and more excluded from the society. Highly perceptively Erzen
Shkololli approaches her very personal stories and experiences.

Slaven Tolj
Vagni vzpominky na jednu ztracenou fotografii / Vague memories of one lost photo,

2008
photography

Performed at the opening of The Subversive Film Festival, which payed tribute to the 1968
events, the performance Vague memories of one lost photo literally restaged the Italian artist‘s
Luigi Ontani‘s performance Don Quijote de la Macha from 1974, where he sat naked on a
mechanical rocking horse, which only was moving when coins were inserted into it, reading
Don Quijote de la Mancha. Beyond the literal repetition of Ontani’s performance Tolj‘s
reenactment carried some bitter self-irony alluding to the abandonment of the idea of the
sublime artist — hero.
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Vice informaci o vystavé a doprovodném programu
naleznete na www.gef.cz .

Realizaci projektu Place in Heart v Ceské republice podpotili Ministerstvo kultury Ceské
republiky, Visegradsky fond, mésto Usti nad Labem a Fakulta uméni a designu Univerzity
Jana Evangelisty Purkyné v Usti nad Labem.

Projekt Place in Heart je spolufinancovan fondem Ministra pro kulturu a narodni dédictvi
Polské republiky.

Opening hours of the Emil Filla Gallery:
Tue — Fri 10 am. -1 p.m., 2 p.m. — 6 p.m., Sat 10 a.m. — 2 p.m.
Every Wednesday free admission.

For more informations concerning the exhibition and its following programme, see
www.gef.cz .

The realization of Place in Heart project is supported by the Ministry of Culture of the Czech
Republic, Visegrad Fund, City of Usti nad Labem and Faculty of Art and Design at Jan
Evangelista Purkyné University in Usti nad Labem. Place in Heart project is cofinanced from
the funds of the Polish Minister of Culture and National Heritage.

Vystavni program Galerie Emila Filly Usti nad Labem je v roce 2009 organizovan s laskavou
podporou nasledujicich instituci / The exhibitional programme of Emil Filla Gallery Usti nad
Labem is organized with kindly support by the following institutions: Ministerstvo kultury
Ceské republiky / Ministry of Culture of the Czech Republic, Mésto Usti nad Labem / City of
Usti nad Labem, Fakulta uméni a designu Univerzity Jana Evangelisty Purkyné v Usti nad
Labem / Faculty of Art and Design of Jan Evangelista Purkyn& University in Usti nad Labem.



