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Stred sveta
jenajeho konci

,0 pozemstane, 6 poutnice, fekni, kam vede tvd cesta?
Uchovej muj obraz v srdci svém a ve své mysli, a tak kazdy tvdj krok bude naplnén.”
(bozi muka na ndvsi v Sovoluskdch; anonymni pieklad z némciny)

Ranni mlhy se rozplynuly a nastal krdsny podzimni den. Louky se rozmysleji, jestli zGstanou pokryté pavucinou
pfizemnich mrazik{, nebo se pod tthou sluneénich paprskl ohfeji natolik, Ze se z nich za¢nou odparovat inten-
zivni v(iné starnouci trdvy a stdle jeSté barevného, ale jiZ tlejiciho Llisti. Ptaci za¢inaji zpivat. Z dalky jsou slySet
hlasy. To se pomalu k altdnu na ndvsi priblizuji zatim roztrousené skupinky sousedd.

Abyste se mezi né mohli nendpadné vmisit, musite napfed dojet do Ustf nad Labem a potom se od Labského
Gdolf vydat pres panelovd sidlidté za Gbo&i kopetl Ceského stiedohoff, kde uz nic nenasvédZuje tomu, Ze hranice
mésta leZi takika na dosah. Mala vesnice, zaloZend jiz ve stifedovéku, jen trochu pochroumand udalostmi 20.
stoleti, dosud zlistava ve své novou-tvdr-hledajici podobé osamocend mezi opusténymi sady, zpustlymi meze-
mi a zarostlymi polnimi cestami.

Zjitfend citlivost a schopnost vnimat okoli v SirSich souvislostech se staly charakteristickymi vliastnostmi
osobnostniho profilu Michaely Thelenové (1969), které dlouhodobé promita i do své tvorby. V jednoté Zivotni-
ho stylu i uméleckého gesta, které jim je podminéno, primarné vychdazi z minulosti, tradic rodinnych rituald

i poti'eby historické kontinuity zabezpecené mezigeneraénim predavanim zkusenostf ¢i z hledani souladu mezi
pfirodnimi a Zivotnimi cykly.

Na konci svéta, v severoCeskych Sovoluskach, se tak ocita v dobrovolné klauzufe mezi dosud plné nevyjasné-
nou, krok za krokem objevovanou minulosti, a jejimi pfitomnymi dGsledky. Historickd pamét mista spojend

s pavodnim némeckym obyvatelstvem a spolu s ni také soucasnost, kterd se snazi na pretrhané souvislosti
alespori ¢aste¢né navazovat, se v jejich dilech vztahuji k touze zaclenit se do kolobéhu Zivota, zakusit pocit
zadostiu¢inéni z dobre vykonané prdce, i k védomi, Ze véci kolem nds se déji v souladu s tim, jak je to pfirozené.



RANA TVORBA

Michaela Thelenovd vstoupila na ¢eskou uméleckou scénu v prvni poloviné devadesdtych Llet 20. stoleti.
PrestozZe se narodila a vyrlstala v Chomutové, od doby studii na katedre vytvarné vychovy Pedagogické fakulty
Univerzity Jana Evangelisty Purkyné Zije a pracuje v Usti nad Labem ¢&i v jeho bezprostFednim okoli. Pod vlivem
mistnich pedagogt, zejména Jaroslava Prasila (1946) a Jiftho Bartlrika (1946), se formovalo jeji smérovanf

k neokonceptudlni autorské pozici oscilujici v po¢atcich mezi uzitim tradi¢nich vyrazovych prostredkd, kres-

by nebo grafiky a postupné predevsim fotografie. Zatimco v pfipadé soubézné se etablujictho fotografického
diskurzu generacnich souputnik( aktivnich na prazské scéné devadesatych let, mezi néz patfi napriklad dvojice
Jasansky & Polak (1965 respektive 1966) nebo Markéta Othova (1968), se jednalo o rozvijeni femesla v duchu
klasické ¢ernobilé technologie vyristajici z tradic prazské Filmové fakulty Akademie muzickych umént, v pii-
padé Michaely Thelenové nebo olomouckého Michala Kalhouse (1967) doSlo k postmoderné artikulovanému
zapojeni strategie dokumentarniho amatérismu. Akcentovani takové fotografické produkce predznamenalo
dobovy fenomén, ktery odhalil potencidl rozvolnéného zplsobu nakladani s tradi¢nimi formami technické
vizuality zrozené jesté v dobé nadvlady analogového média a déle transformované v souvislosti s pozvolnym
ndstupem digitdlnich technologif. Cesta, po niz se tito prikopnici femeslné nedokonalého fotografického
obrazu v poloviné devadesatych let vydali, iniciovala zasadni obohacenf paradigmatu ¢eské umélecké scény na
prahu nového tisiciletf, at uz se jednalo o tendence smérujici k tzv. nefotografii postulované Pavlem Vanc¢atem
na samém jeho poc¢atku nebo reflexi amatérské, rodinné ¢i archivni fotografie preferované nastupujici generacf
nejmladsich tvarcel jeho druhé dekady.

V podminkdach limitovanych technologickych moznosti se tak v pripadé Michaely Thelenové pdvodni vlastni
nebo apropriovany fotograficky zaznam promeénoval takika brutdlnim zdsahem zaloZzenym na rozostreni,
rozzrnéni, pozdéji pixelizaci, stfihdni, sklddanf ¢i prekreslovani v umélecké dilo nového typu: fotografii-obraz,
fotografii-objekt nebo fotografickou instalaci. Tyto metody autorka predstavila jiz v rdmci neoficialni samo-
statné vystavy Kruh (1992) usporddané v Mosté v jednom z tamnich rockovych klub( nebo na skupinovém
vystoupeni Soukromd anamnéza v kostele sv. Vojtécha v Usti nad Labem (instalace Jizva, 1996) a priibézné je
rozvijela také dalsimi neortodoxnimi pristupy, které ovsem vzdy primdrné pred technologickym perfekcionalis-
mem uprednostiiovaly bezprostiedni tvari prozitek.

Specifickd transdisciplinarita vyuzivana Michaelou Thelenovou v pripadé fotografie ovSem pfirozené nava-
zovala na $irsi generac¢ni a také mistné sdileny tvaréi koncept charakteristicky pro tzv. Gsteckou scénu. Tento
dynamicky se rozvijejici okruh autor(l na po¢atku devadesatych let 20. stoleti diisledné akcentoval propojovant
uméleckych technologif, odstup od jejich klasického uziti i stfidani a vzajemné dopliiovani zanr(, coz do jisté
miry plsobilo progresivnéji a v napojeni na mezinarodnf trendy aktudlnéji neZ soudobd prazskd umélecka
produkce. Zaroveri se vyjadiovaci modus jeho prislusnikd vyrazné priklanél k socialné akcentované tematice
bezesporu ovlivnéné proZitkem rozporuplné existence uprostied podkrusnohorské industridlni aglomerace za-
tizené povale¢nym vykorenénim, totalitni vSeobecnou exploataci i socidlni dezintegraci devadesatych let. Jadro
této neformdlni, aviak zvendi viditeln& odLli§né skupiny tvorili Jifi Cernicky (1996), Jitka Géringovd (1969), Martin
Kolar (1969), Zdena Koleckova (1969), Pavel Kopfiva (1968) a samozi'ejmé Michaela Thelenovd. Néktef{ z nich
pozdéji sva Ustecka studia nedokondili a presli na prazské skoly — predevsim Vysokou $kolu uméleckoprimy-
slovou —, kde se sezndamili s dalSimi kolegy Zijicimi v severoteském regionu, jiz s aktivitami Gsteckého okruhu
podprahové konvenovali (Daniel Hanzlik, 1970; Pavel Mrkus, 1970).

0d pocatku jejich tvlir¢ich snah se rovnéz darilo tuto ¢innost odborné artikulovat, systematicky prezentovat

a zapojovat do narodniho kontextu. Kli¢ovou roli v tomto postupném prosazovani sehrély dva dilezité faktory —
regiondalni prostredi presahujici vystavnf program mistni Galerie Emila Filly kuratorsky koncipovany jiz od roku
1992 Michalem Kole¢kem a formovani uméleckého akademického pracovisté zalozeného v roce 1993, dnesnf
Fakulty uméni a designu Univerzity Jana Evangelisty Purkyné, jez navdzala na tradice zmiriované katedry vy-
tvarné vychovy. A pravé na toto ucilisté Michaela Thelenova v poloviné devadesétych let po absolutoriu studia
vytvarné vychovy nastoupila v pozici odborného asistenta ateliéru Fotografie vedeného Pavlem Barikou (1940).
Prvni oficidlni skupinova i samostatna vystoupeni zminénych autorl se zaroveri postupné dostdvala do hledac-
ku soudobé umélecké kritiky, zejména Josefa Hlavacka, Ludvika Hlavacka, Very Jirousové, Marka Pokorného

a Jiftho Valocha. Konkrétné tvorba Michaely Thelenové byla zéhy zahrnovana do reprezentativnich prehlidek
soudobého uméni, mezi kterymi lze napfiklad zminit Biendle mladého uméni ZVON (1996 a znovu 2002),
Snizeny rozpocet (1998), Girls, Girls, Girls (1999), Finalisté Ceny Jindficha Chalupeckého (2003), Ceskd
fotografie 20. stoleti (2005), Formdty transformace 89-09 (2009), Zaédtek stoleti. Ceské uméni prvniho
desetileti 21. stoleti (2012), Ze stfedu ven — Uméni regionti 1985-2010 (2014) atd.

PRELOM MILENIA

Doba na hrané milenia znamenala pro Michaelu Thelenovou dlleZity Zivotni predél, ktery byl spojen s dét-
stvim jeji dcery a budovanim nového domova v suburbanni visce Sovolusky. Prvotné romantické impulzy,

které privedly na venkov celou fadu mladych lidi v severoceském pohranici, souvisely s jejich snahou vratit
devastované, aviak monumentalni, skryté krasné krajiné jeji plvodni tvar. Pribézna rekonstrukce venkovského
staveni, kachny chované v rybni¢ku na navsi i pordzka s ldskou péstovanych koz se staly v podobé stfipkd
kazdodennosti dilezitymi motivy autoréinych fotografii stejné, jako otisky pritomnosti nejblizsich osob a detaily
jejich tél, oblibeného obleceni nebo zachyceni pro né typickych gest. Vedle fragmentace vyjevu se Michaela
Thelenova uz od raného obdobi své tvorby upinala k peélivému konstruovanf obrazové kompozice napriklad
neobvyklym smérovanim objektivu fotoaparatu, ktery tak suploval tGhel pohledu hrdiny vypravéného mikro-
pribéhu. Doslova se tedy divala o¢ima své dcery a zaroveri vzpominala na vlastni détstvi v cyklu nazvaném
Oblékani (1996) nebo z pozice starostlivé matky z bezprostredni blizkosti a bez predpoklddaného odstupu
mapovala jeji fyzické promény v souboru Sladkobolné (2002).

Na prvni pohled by se mohlo zdat, Ze pravé odhalena intimita rodinného souZiti se v tomto obdobi stala leit-
motivem jeji prace, ovSem toto tvrzeni by bylo zjednodusujici. Prostfednictvim vySe popsanych motiv( se totiz
autorka odpovédné nofila do vnitiniho rozjimani, v némz se opakované taze po smyslu svého kondni, hlubsim
presahu byti, dopadu na prostredi, které vlastnimi aktivitami rekonfiguruje, ale i po minulosti a budoucnosti
mista, v némz tvory. V souvislosti s témito extenzemi rodinnych namétd, vyjevl porizenych v bezprostrednim
okoli bydlisté nebo detaill béZznych aktivit se tak posunula smérem k celostnimu uchopeni problém( sou-
visejicich s civilizaénimi rémci prelomu tisicileti. Existencidlni a pfedevsim environmentalni tény rezonovaly

v cyklu diptychd Satelit (2002-2003), v nichZ jedna polovina fotografickych dvojic zachycuje satelitni zabéry
signifikantnich detail’ povrchu Zemé a druhd zase jejich imitaci ve formé makrosnimkd domacich asamblazi
modelovanych skrumdzi segment( détskych stavebnic, vlny, chomackd vaty ¢ masa. Prostrednictvim takto
pffmocarého spojeni Michaela Thelenova vznési otazky tykajici se toho, zda domov reprezentuje spis rovina
aranzovanych zabérd vizudlnich hri¢ek nebo vesmirné snimky, obsahujici jaksi mimodék také skute¢né sidelni
celky. Odpovédi, ktera se nabizi, potom mdZze byt zjisténi, Ze nase Zivoty determinuji jak mikro- tak makromé-
fitka, kterd jsou navic soucdsti globalnich paradigmat. Prevzaty, tedy apropriovany motiv satelitniho snimku
se v dile Michaely Thelenové stal predzvésti dlisledkd dalsiho technologického vyvoje a upozorfioval na ztratu
naseho soukromi systematicky naruSovaného napfiklad expanzi sluZeb internetovych vyhleddvacd. V dobé, kdy
Michaela Thelenovd projekt zpracovdvala, byly satelitni snimky politicky a mocensky kontrolovany stdty, které
zarfizeni potiebna k jejich produkci vlastnily. Presto jiz v sobé obsahuje problematiku spojenou s privatizaci
téchto sluzeb a naslednym vsudypfitomnym narusovanim socidlni a individudln existence rdznymi komeréni-
mi subjekty.

Vedle fenoménu satelitnich navigaci a postupné determinace nasi existence internetem se v této periodé
Michaela Thelenova zabyvala téz obecnym rozvojem komunikaénich siti. Témata, kterd reflektovala, pfirozené
konvenovala s bouflivou expanzi digitalnich technologii, konkrétné se zptsobem zpracovani obrazovych dat, je-
jich aplikaci na webové rozhrani a oblasti digitalniho tisku. Tyto podnéty razantné akcelerovaly jak obsahovou,
tak i produkénf rovinu autorciny tvorby a vedly — opét ve spojeni s intimitou rurdlniho Zivota — k neocekava-
nym, sofistikované humornym, nékdy az ironickym ¢i metaforickym spojenim. Aspekty venkovského, prevazné
patriarchalniho klimatu a virtualniho svéta digitdlnich technologii umélkyné uplatnila napfiklad v sérii snimkd
zaznamendvajicich esemesky odkazuijici k Liturgickému textu a transcendentdlnimu proZitku (Legenda, 2001)

¢i cyklech krajin dynamizovanych fiktivnimi windowsovskymi $ablonami nebo microsoftovymi okny napl-
nénymi lidovou poezii (Message, 2004—-2005; Krajiny, 2005). Nové postupy pouzité lokdlni svétoobéankou
Michaelou Thelenovou tak svéraznou formou odkazovaly k jejimu Zivotu zakofenénému v malické vesnicce
zpUsobem, kterym se snazi co nejvice pribliZit horizontu predchdazejicich generaci, a to s plnym védomim, Ze to
vlastné zmnoha dlvod( viibec neni mozné.

Explicitné se potom vyhranény priklon Michaely Thelenové k environmentalnimu mysleni prosadil v ramci
dlouhodobého projektu velkoformatovych digitalnich tisk( nazvaného Krajinky (2006-2007), v némz moni-
torovala degeneraci krajiny situované na samou hranu méstské aglomerace. Na jedné strané zaznamenala
Gstup nezastavénych ploch, zaplevelovani jejich plvodnich pozic nevzhlednou rezidenéni vystavbou a postupné
propojovani kdysi venkovského prostredi s méstskym jadrem, na strané druhé si v§imala vyhasindnf spole¢en-
skych funkef prostorové naddimenzovanych budov pozvolna upadajictho prilehlého panelového sidlisté. Jaksi
mimodek se tak v perspektivé prace Michaely Thelenové projevila absolutni transformace preferenci obyvatel
mésta v oblasti Zivotniho stylu a bydleni i Gtlum z&jmu o uchopeni socidlniho prostoru, jimiz je jejich existence
z v&tsi ¢i mensi miry predestinovana.



ZRALE OHLEDNUTI

Na prelomu prvniho a druhého desetileti 21. stoleti se potom s odstupem ve tvorbé Michaely Thelenové
znovu objevuje motiv rodi¢ovstvi a dospivani jeji dcery abstrahovany do podoby vztahovych variaci rodinnych
pout nebo alegorie postaveni Zeny ve spolecnosti. Posledni ze zmifiovanych okruhd reprezentuje autor¢ino
introspektivni rozjimani nad plynulou proménou historického rdmce a nad¢asového Gdélu Zeny, stejné jako
nejednoznacnou, avsak o to upfimné;jsi polemiku nad zarazenim a vykladem jejiho dila prizmatem feministic-
kych & presnéji genderovyich teorif. V souboru lakonicky nazvaném Uvahy manzZelky (2008) se divak setkavé
s divéim pdvabem pecovatelského gesta — s gracii pohyb( rukou, které zasivaji, urovnavaji, sklddaji ¢i utiraji, —
konfrontovanym s archaickymi texty didakticky zpravujicimi pfislusnice Zenského pokoleni o tom, co tfeba
ucinit k absolutni spokojenosti svého manzela. Lyricky nézné, jakoby mlZznym zavojem zastrené zabéry vytvareji
kompaktni ramec pribéhu o cyklickém predavdni Zivotnich zkusenosti a skryté dlivérnosti mezi matkou a dce-
rou. Iniciaéni ritudly jsou potom v cyklu AZ se vrdtis domii z prdce, bude krdsné uklizeno... (2010) vystiidany
hyperbolickou zkratkou parodujici beznadéjnou apatii naplno vytizené Zzeny spojenou s nikdy nekon¢icimi,
rutinné provadénymi, nedoceriovanymi, bez groteskni nadsdzky takrka neviditelnymi, avSak v domacnosti
nepostradatelnymi pracovnimi Gkony.

S ohledem na setrvalé, misty aZ obsesivni hledani adekvatniho vyrazového pole, a také v souladu s jeji touhou
a vnitfnim odhodlanim pouZit ve svych projektech nové technologie, bylo jen otdzkou ¢asu, kdy se Michaela
Thelenovd rozhodne vyjadrovat se téz prostrednictvim videoinstalaci. | v nich, podobné jako u celé rady jejich
fotografif, véak s formdtem tekutého média pracuje navysost experimentdlnim zplsobem, ktery relativizuje

a Casto doslova témér stird rozdily mezi technickym obrazem statickym a dynamickym. Pozorovatel téchto
filma tak byva zamérné ponechan napospas vlastnim dohaddm o charakteru prezentovaného dila, pfi¢emz
mu autorka napomaha desSifrovat jeho podstatu formou podprahové audiovizudlni ndpovédy. Stoupajici dym

v nehnuté snimaném krajinném motivu nebo hukot neviditelnych, aviak slySitelnych aut prejizdéjicich po
délnici, ktera je soucasti bukolické scény okraje divokého lesa se tak stavaji jedingm prostrednikem déje po-
stavenym do juxtapozice k nad¢asové monumentalité prirody (Predlické Bel Canto, 2012; Bily Sum pro Krdsny
Les, 2014). Rozpolcenost krajiny — rozkro¢ené mezi svéty romantické minulosti a postindustridlni pfitomnosti —
koneckonc( predstavuje dalsi ze zdkladnich vychodisek, jehoZ se tvorba Michaely Thelenové opakované dotyka.
Krajina krasnd nebo témér krasng, trochu ¢i vice, az fatalné poznamenand lidskou ¢innosti je vSak v jejich
dilech vyjevovana vzdy s pokorou, ladskou a citem pro porozumént.

V poslednich letech formulovand témata vSak v ddsledku opét vyrlstaji ze Sirsiho ramce, ktery je spoluurco-
van latentnf a stéle nutkavéjsi potfebou redefinovat konkrétni ¢asoprostor dané lokality. Sousedstvi autor¢ina
venkovského stavent, celd vesnice — jeji minulost i pfitomnost — a vybrané okolni scenerie se tak prostrednic-
tvim hledacku kamery stavaji pozadim, na némz jsou rozehrdny Zivotni pfibéhy Michaely Thelenové a jeji rodiny
(Na konci svéta, 2014). Ale préavé ono pouhé pozadi je tim, co umélkyni bytostné zajima, doslova fascinuje

a také determinuje jeji altruistické chovant.

Odvedle zni zvuk tahaci harmoniky. Rodina Michaely Thelenové naviji na Spejle réize z barevného krepového
papiru a chysta kostymy na dalsi ro¢nik Sovoluskych divadelnich slavnosti. Dcera o tom se svymi kamarady
zivé diskutuje na socialnich sitich, zatimco rodice rozesilaji esemesky sousedim, aby se dohromady ujistili,

v kolik hodin se mohou sejit. Na stole leZi fotoaparat pfipraveny zachytit ddlezité momenty a vyprodukovat
obrazova data pro webové stranky. Mozna budou tyto snimky Michaelu Thelenovou inspirovat ke vzniku dalSich
umeéleckych dél, nejspis vSak zlstanou ilustraci pratelského setkani, milou vzpominkou, talismanem pro $tésti.

Michal Kolecek & Zdena KoleCkovd

10

The center of the world
ISat an end

“O terrestrials, o pilgrims, pray tell, where do your paths lead?
Keep my image in your hearts and minds and your every step will be fulfilled.”
(wayside shrine on the village green in Sovolusky; anonymous translation from German)

The shroud of morning mist dissipates to reveal a beautiful autumn day. The meadows have yet to decide
whether to remain covered in a web of frost along the ground or to embrace the rays of warm sunlight and
begin steaming with the intense smell of aging grass and leaves yet green but starting to molder. The birds
begin to sing. From a distance, voices are audible. Scattered groups of neighbors slowly approach the gazebo
on the green.

To unobtrusively mingle among the villagers, one would first have to go to Ustf nad Labem and then pass
through the housing estates on the hillsides of the Central Bohemian Uplands until there are no longer any
hints that the city's edge lies within reach. A small village dating back to the Middle Ages and only slightly
troubled by the events of the 20" century remains somewhat isolated, seeking its new identity among the
abandoned orchards, desolate tracts of fallow land and overgrown dirt roads through the fields.

The hallmarks of Michaela Thelenovd's work have long been an extreme sensitivity and ability to perceive her
surroundings within broader contexts. Her art is consistent with her lifestyle, with sensibilities primarily based
on the past, the tradition of family rituals and the need for historical continuity, ensured by experiences passed
down from generation to generation, and the search for harmony in the cycles of nature and life.

At the end of the world in North Bohemian Sovolusky, she finds herself in voluntary seclusion, facing a past yet
to be fully explained which is being uncovered step by step, as well as the consequences of this past on the pre-
sent. The historical memory of a place associated with the original German inhabitants along with present-day
attempts to at least partially reference this broken continuity is reflected in her work as the desire to become
part of the cycle of life, to experience satisfaction in work well done and the knowledge that things around us
happen in accordance with natural harmony.
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EARLY WORK

Michaela Thelenovd (1969) appeared on the Czech art scene in the early 1990s. Despite being born and growing
up in Chomotoy, since studying at the Department of Art Education of the Teaching Faculty of Jan Evangelista
Purkyné University she has Lived and worked in Usti nad Labem or its immediate vicinity. Under the influence
of an older generation of educators, especially Jaroslav Prasil (1946) and Jifi Barttriek (1946), she developed

a neo-conceptual stance initially oscillating between the use of traditional media such as drawing and graph-
ics and eventually focusing on photography. While the photographic discourse of her peers in Prague during
the nineties, including the creative duo of Jasansky & Poldk (1965 and 1966 respectively) and Markéta Othova
(1968), developed along the traditional lines of the classic black and white technology of Prague's Film Faculty
of the Academy of Performing Arts (FAMU), the work of Michaela Thelenova and Michal Kalhous (1967) in
Olomouc was a postmodern articulation of documentary amateurism.

Their approach foreshadowed the period trend of handling traditional forms of visual expression more freely,

a shift which occurred at a time when analog media was still dominant and continued with the gradual onset
of digital technologies. The path taken by these pioneers of the imperfectly crafted photographic image in the
mid-nineties significantly enriched the paradigm of the Czech art scene at the turn of the millennium. Consider
the non-photography postulated by Pavel Vancat shortly thereafter or the amateur, family and archive pho-
tography preferred by the youngest generation of artists today.

Given limited technological possibilities, the original or appropriated photographs of Michaela Thelenovd were
“brutally” transformed, blurred, made grainy, and later pixilated, cropped, assembled or re-drawn into a new
type of art work: the photo-picture, photo-object or photo installation. These methods were introduced by the
artist as early as her unofficial solo exhibition Kruh (Circle) (1992) which was held in a rock club in Most or the
group exhibition Private Case History held in St. Adalbert Church in Usti nad Labem featuring her installation
Scar (1996). She continued to develop other unorthodox approaches which instead of technological perfection
always primarily emphasized the immediacy of the creative experience.

The specific integration of disciplines used by Michaela Thelenovd in her photography naturally tied in to the
broader creative concept shared by her local peers and the Usti scene. In the early nineties this dynamically
developing enclave of artists placed a heavy emphasis on combining art technologies and maintaining distance
from classical approaches. The substitution and complementary use of genres was to a certain degree more
progressive and in tune with international trends at that time than the art coming out of Prague.

At the same time, the mode of expression in Usti was strongly inclined towards social themes. This was
undoubtedly influenced by the contradictions of living in an industrial agglomeration below the Krusny
Mountains, a place of post-war upheaval, general exploitation under the communists, and social disintegration
during the nineties. The core of this informal collective which was so visibly different to outsiders consisted of
Jiri Cernicky (1996), Jitka Géringova (1969), Martin Kolar (1969), Zdena Kole¢kova (1969), Pavel Kopfiva (1968)
and of course Michaela Thelenovd. Some of those mentioned never finished their studies in Ustf, instead trans-
ferring to universities in Prague — especially the Academy of Arts, Architecture and Design — where they met
other colleagues living in North Bohemia whose work happened to correspond on some level to that of the Ustf
circle (Daniel Hanzlik, 1970; Pavel Mrkus, 1970).

From the beginning of their creative efforts, they were also successful in professionally articulating their activi-
ty, systematically presenting it and placing it within the national context. A key role in this gradual success was
played by two important factors — a regional context buoyed by the exhibition program of the Emil Filla Gallery
(guided by curator Michal Kolecek since 1992), and the establishment of an academic art institution in 1993,
today the Faculty of Art and Design of the Jan Evangelista Purkyné University, which carries on the tradition

of the department of art education mentioned above. It is precisely here in the mid-nineties after graduating
that Michaela Thelenovd became a professional assistant to Pavel Barika in his photography studio. The first
official group and solo exhibitions of these local artists also caught the eye of contemporary art critics such

as Josef Hlavacek, Ludvik Hlavacek, Véra Jirousovd, Marek Pokorny and Jifi Valoch. In particular, the work of
Michaela Thelenovd was soon included in representative showcases of contemporary art including the ZVON
Biennial of Young Art (1996 and again in 2002), Reduced Budget (1998), Girls, Girls, Girls (1999), Finalists
for the Jindfich Chalupecky Prize (2003), Czech Photographers of the 20" Century (2005), Formats of
Transformation 89-09 (2009), Beginning of a Century. Czech Art during the First Decade of the 21°t Century
(2012), From the Center Out — Regional Art from 1985-2010 (2014) etc.

12

TURN OF THE MILLENNIUM

The turn of the millennium marked an important new chapter in the life of Michaela Thelenovd. Her daughter
was a young child and she was building a new home in the village of Sovolusky on the outskirts of the city.
The mostly romantic impulses which led a great many young people to the North Bohemian border region
were associated with a desire to return the devastated yet monumental landscape to its original beauty. The
ongoing renovation of a village dwelling, a duck pond by the village green, the slaughter of goats raised with
love, these fragments of everyday life became important themes for the artist's photography, along with traces
left by her loved ones, details of their bodies, their favorite clothing, or typical gestures which they made. In
addition to fragmented tableaus, early on in her work Michaela Thelenovd employed carefully constructed
visual compositions, for example aiming the camera lens in an unusual direction to augment the perspective of
the hero of the “micro-story” being told. She literally looks through the eyes of her daughter and at the same
time reminisced about her own childhood in the cycle titled Clothing (1996), or without any distance whatso-
ever presents the immediate perspective of a caring mother as she maps the physical changes of her daugh-
ter's body in Sweet Sorrow (2002).

At first glance it may seem that the leitmotif of her work at this time became unveiling the intimacy of her
family life, but this would be too simple a claim. Through the motifs described above, the artist responsibly
delves into inner contemplation repeatedly questioning the meaning of her actions, the deeper implications of
being, the impact on the environment being reconfigured by her actions, and the past and future of the place in
which she creates. In conjunction with the extension of family themes and scenes captured from right around
her village or the details of everyday activities, she has moved towards a more comprehensive engagement of
questions related with civilization at the turn of the millennium. Existential and especially environmental tones
resonate through her cycle of diptychs Satellite (2002—2003), in which one half of the paired photographs
depict satellite images of detailed features of the Earth's surface while the other half imitate these forms using
close-ups of assemblages made of household items such as children's building blocks, wool, cotton balls or
meat. Through this direct juxtaposition, Thelenova raises the question of whether home is better represented
by the arrangement of these items into visual puns or by space-based images which also happen to depict

our actual home. Responses elicited by the work include the realization that our lives are determined on both
the micro and macro scales, which are moreover part of global paradigms. The appropriated satellite im-

ages in Thelenovd's work are a harbinger of the consequences of further technological development, namely
the systematic loss of privacy due to the expansion of internet browser services. At the time when Michaela
Thelenova was working on this project, satellite images were controlled by the countries which owned the sat-
ellite systems. Yet, the work was already raising the issue of privatization of these services and the subsequent
omnipresence of various commercial subjects infringing upon our social and individual existence.

Aside from the phenomenon of satellite navigation and the increasing impact of the Internet on our lives, in
this period Thelenova also examines the general development of communication networks. These themes
naturally converged upon the rapid expansion of digital technologies, specifically the manner of processing
visual data, its application through the web, and digital print. These considerations markedly changed both

the content and the production process of the artist's work and led — again in conjunction with the intimacy of
rural Life — to unanticipated, sophisticatedly humorous, and sometimes even ironic or metaphoric articulations.
Aspects of the rural and primarily patriarchal climate and the virtual world of digital technology were em-
ployed by the artist in a series of shots capturing SMS messages referring to liturgical text and transcendental
experience (Legend, 2001) or in cycles of landscapes with the added dynamic element of fake Windows tem-
plates or Microsoft windows featuring folk poetry (Message, 2004—2005; Landscapes, 2005). New approaches
used by local world citizen Michaela Thelenova and a distinct style referenced her life rooted in a small village
in a manner which attempts to come as close as possible to the horizon of preceding generations, with the full
awareness that for many reasons this is not at all possible.

Thelenovd's pronounced tendency towards environmentalism became explicitly clear in a long-running project
of large-format digital prints titled Landscapes (2006-2007), in which she observed the transformation of the
countryside situated on the very edge of the urban agglomeration. On the one hand she recorded the disap-
pearance of undeveloped land as areas became infested with unattractive residential construction and the
rural landscape was gradually joined to the urban core. On the other, she noted the declining use of the over-
sized cultural centers decaying on the edges of housing estates. Her work thus captures the absolute transfor-
mation of the preferences of city dwellers in terms of Llifestyle and housing, and the decreased interest in taking
hold of public social space, making the question of its existence more or less a foregone conclusion.

13



MATURE HINDSIGHT

Ten years into the new millennium, the theme of family reappears in Thelenovd's work, specifically the ado-
lescence of her daughter abstracted into commentary on family relationships or allegories on the position of
women in society. The latter represents the artist's introspective meditations on the steady transformation of
the historical framework and timeless Lot of women, as well as the ambiguous but all the more sincere polem-
ics over the classification and interpretation of her work through the prism of feminism and gender theory.
In the collection laconically titled Thoughts for a Wife (2008), the viewer is presented with the gestures of

a female caretaker — the graceful movements of hands which stitch and mend, straighten, store and wipe —
which are then paired with archaic texts instructing members of the fairer sex what they must do to ensure
the absolute satisfaction of their husband. Lyrically tender, it is as if a misty veil of hidden perspective creates
a compact framework for the cyclical passing of life experiences and intimacy between a mother and daugh-
ter. In the cycle When you return home from work, it will all be nicely tidied up (2010), initiation rituals give
way to hyperbolic parodies of the hopeless apathy of women absolutely overworked with the never-ending,
routinely performed, underappreciated, nearly invisible, yet indispensable work around the house.

Considering the persistent and at times obsessive search for adequate means of expression, and also in line
with her determination and internal resolve to use new technologies in her projects, it was only a matter of
time before Michaela Thelenovda decided to also express herself through video installations. Even here, as with
many of her photographs, she works with this fluid medium in a highly experimental manner which relativizes
and blurs the differences between static and dynamic technical images. Observers of these films are deliber-
ately Left to their own conjectures as to the nature of the work presented, while the artist helps them decipher
its essence by providing subliminal audio-visual hints. Wisps of smoke in an otherwise static shot of a land-
scape motif or the sound of cars on a highway somewhere unseen are part of the bucolic scene near the wild
woods and the sole conveyors of action in juxtaposition to the timeless monumentality of the natural scenery
(Predlické Bel Canto, 2012; White Noise for Krdasny Les, 2014). The split personality of the landscape — alter-
nating between the world of the romantic past and the post-industrial present — ultimately represents another
salient theme repeatedly explored in Thelenovd's work. This beautiful or nearly beautiful landscape, more or
less tainted by human activity, even fatally at times, is always presented in her work with humility, love and

a sense of understanding.

In recent years, formulated themes have again sprung from a broader framework determined by the latent and
ever pressing need to redefine the specific time space of the given locality. Through the camera viewfinder the
rustic dwelling, neighbors, the entire village — its past and present —and select scenic surroundings all become
the background against which the life story of Michaela Thelenova and her family is played out (At the End of
the World, 2014). But it is precisely this mere background that rivets the artist's attention, fascinates and also
determines her altruistic behavior.

Next door an accordion is playing. Thelenovd's family is stringing together crepe paper roses and readying
their costumes for the annual Sovolusky Theater Celebration. Her daughter is chatting away about it with
friends on social media, while she and her husband are texting the neighbors to figure out what time to get
together. On the table is a camera, ready to capture important moments and produce visual content for the
webpage. Perhaps her snapshots will inspire yet more works of art, although most Likely they will just be a re-
minder of a friendly gathering, a dear memory, a talisman for good luck.

Michal Kolecek & Zdena Kolec¢kovd

14



Kruh / Circle

1992, instalace, kresby, fotografie / installation, drawing, photography

Variabilni instalace Kruh je tvorena fotografiemi

a kresbami, které nahliZeji princip kruhu ve viech
moznych rovindch (cyklus lidského Zivota, pffrodnf
jevy a tvary, rostliny, lidské télo, vesmir, pohyb atd.).

Circle is a variable installation consisting of photo-
graphs and drawings which examine the principle of
the circle in all possible planes (the cycle of human
life, natural phenomena and forms, plants, the hu-
man body, the universe, movement etc.).
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18 Kruh / Circle, 1992, instalace, kresby, fotografie / installation, drawing, photography 19
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20 Kruh / Circle, 1992, instalace, kresby, fotografie / installation, drawing, photography 21



Autoportrét / Self-portrait

1994, ¢ernobila fotografie / black & white photography, 23,5x15 cm

Nékolik autoportrétl plsobi velmi podobné, ovsem
je z'ejmé, Ze kazdd fotografie je néjakym zplisobem
upravend, byl do ni proveden zdsah, ktery jemné

a ¢asto velmi nendpadné pozménil plvodnf identitu.
Tento zdsah je navic zcela neprofesiondlni a je pro-
veden tuzkou, ovSem snazi se plisobit co nejvérnéji.
Fotografie vznikly v roce 1994 a prvni verze programu
Adobe Photoshop pro opera¢ni systém Microsoft
Windows byla vydana v roce 1996.

Several self-portraits appear very similar, although
it is obvious that each photograph has been altered
in some way to subtly change the original identity.

These alterations are even fairly unprofessional and
done in pencil, although they do attempt to look as
realistic as possible. The photographs were taken in
1994 while the first version of the Adobe Photoshop
program for Microsoft Windows came out in 1996.
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24 Autoportrét / Self-portrait, 1994, ¢ernobilé fotografie / black & white photography, 23,5x15 cm




26 Autoportrét / Self-portrait, 1994, ¢ernobilé fotografie / black & white photography, 23,5x15 cm




Oblékani / Clothing

1996, barevna fotografie / color photography, 70x100 cm

Velkoformadtové fotografie predstavuji pohled ditéte,
které je oblékdno matkou. Je to pohled vzhlru smé-
rem k otvoru Saticek, pohled, ktery se denné opakuje
a doprovazi velice intimni a snad aZ ritudlni proces
mezi matkou a ditétem. Dité oddané vztahuje své
ruce a matka trpélivé obléka. Navic naddimenzovany
fotograficky obraz jiz nenf jen prihledem skrze ¢ast
oblecen, ale stdva se pomyslnym prdchodem nékam
ddle, symbolem smérovani nebo prerodu.

Large-format photographs representing the view of
a child being dressed by her mother. It is the view
Llooking up towards the opening of dresses, a view
which is repeated daily and accompanied by a very
intimate and even ritual process between mother and
child. The child submissively stretches her arms up
and the mother patiently dresses. Moreover, the over-
sized photographic image is no longer just a window
through a piece of clothing, but an imaginary window
leading somewhere further, a symbol of direction

or rebirth.
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30 Oblékdni / Clothing, 1996, barevna fotografie / color photography, 70x100 cm



32 Oblékdni / Clothing, 1996, barevna fotografie / color photography, 70x100 cm 33



Jizva / Scar

1996, fotograficka instalace / photo installation, 400 cm

Fotograficka instalace vychazi z detailu jizvey mé tehdy ~ This photo installation is based on a close-up of my
dvouleté dcery. Jizva konkrétniho, navic blizkého ¢lo- daughter's scar when she was two years old. The scar
véka se pro mne stala jakymsi symbolem individualni-  of a specific person, moreover one who was close to
ho utrpeni, které jsem namnozila a timto zplisobem se  me, became a kind of symbol of individual suffering
pokusila do ur¢ité miry zobecnit. Instalace respektova- ~ which | reproduced and to a certain degree attempted
la sakralni prostor, aviak neméla primarné reflektovat  to generalize in this manner. The installation re-
Kristovo utrpent. spected sacred space, but was not primarily intended
to reflect Christ's suffering.
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36 Jizva / Scar, 1996, fotograficka instalace / photo installation, 400 cm 37



38 Jizva / Scar, 1996, fotografickd instalace / photo installation, 400 cm 39



Saticky / Dresses

1996, textil, sadra / textiles, plaster, vySka cca 40 cm / height roughly 40 cm; ¢ernobila
fotografie, pauzovaci papir / black & white photography, tracing paper, 40x60 cm

Objekty i fotografie se Gzce dotykaji lidské paméti,
matnych vzpominek na détstvi, jsou zdznamem toho,
co bylo a jiz neni. Sadrové Saticky jsou kiehkou sko-
rapkou po téle, které vyrostlo, stavaji se paméti, vzpo-
minkou na nékoho, kdo uZ je fyzicky zcela jingm
¢lovekem. Cernobilé fotografie jsou pokryty nékolika
listy présvitného pauzovaciho papiru, jenz symbolicky
predstavuje vrstvy ¢asu a postupného zapominanf ¢&i
opétovného vybavovani si zasutych momentd.

Objects and photographs are closely related to
human memory, the foggy recollections of child-
hood, they are a record of what was and is no longer.
Plaster dresses are the fragile shells of a body which
has grown, become a memory of someone who is
physically an entirely different person. Black and
white photographs are covered by several layers of
tracing paper, symbolically representing layers of
time and the gradual forgetting or sudden recollec-
tion of bygone moments.
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Satitky / Dresses, 1996, textil, sadra / textiles, plaster, vy$ka cca 40 cm / height roughly 40 cm




44 Saticky / Dresses, 1996, Gernobild fotografie, pauzovaci papir / black & white photography, tracing paper, 40x60 cm 45



Zazivam vzdy velmi zvlastni, nepffjemny a obavami
naplnény pocit, kdyZ pozoruji détskou ruku, ktera si
hraje s détskou hrac¢kou v podobé zbrané, kdyZ mit{
tou krdsnou barevnou pistolkou na néco nebo na
nékoho. V tu chvili je to pro dité hra. Co asi v dany

moment proziva?

Hracky / Toys

na fotografie / color photography, 30x45 cm

I always experience a very strange and unpleasant
feeling full of dread when | see a child's hand holding
a toy weapon, some beautifully colored pistol aimed
at something or someone. At that particular mo-
ment, it may seem Llike a game but what is the child
experiencing?
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Hracky / Toys, 1997, barevnd fotografie / color photography, 30x45 cm
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Hracky / Toys, 1997, barevnd fotografie / color photography, 30x45 cm
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Jedna se o vyrezy ze starych fotografii, vyiezy nohou
a rukou s uréitymi gesty, ktera pouze naznacuji danou
situaci. Zdrojem jsou staré Skolni fotografie z rodin-
ného archivu, které zachycuji také napriklad moji
prababi¢ku nebo babicku. Divdak ma pred sebou roze-
hranou situaci, ale neni mu predestien celek, takze
jeho vyklady a predstavy se postupné konstruuji na
z&kladé jistého schématu. Dalsim pritomnym prvkem
je urcita hra mezi fotografem a fotografovanym, jisty
ndznak manipulace.

grafa / By Photographer

pldtné / print on canvas, 20x 12 cm; projekt ve vefejném prostoru /
project in public space, Public District, Usti nad Labem

These are cutouts from old photographs, cutouts

of legs and arms with certain gestures indicating
particular situations. The photographs are school pic-
tures taken from the family albums and some of them
depict also my great-grandmother and grandmother.
The viewer is presented with part of a situation which
must be interpreted and gradually constructed based
on a certain schematic. Another element present is
the game between the photographer and the subject,
certain hints of manipulation.
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54 U fotografa / By Photographer, 1999, tisk na platné / print on canvas, 20x12 cm 55



U fotografa / By Photographer, 1999, projekt ve vefejném prostoru / project in public space,
56 Public District, Ustf nad Labem 57



Své détstvi jsem prozZila v severoteském Chomutové.
V té dobé jsem nejprve nechapala, pro¢ ¢ast chomu-
tovského hrbitova tvorf opusténé hroby se zbytky né-
meckych napisd. AZ z povidani s babitkou jsem se
dozvédéla o povale¢ném déni v Chomutové a pocho-
pila to, co mi ma détskd mysl tehdy umozriovala.

0d té doby jsem navstivila v oblasti severoteského
regionu mnoho hfbitovd a malych venkovskych hrbi-
tlvkd a Casto se mi v té souvislosti vybavila vzpomin-
ka na rodné mésto a na kladenf si otdzek, které od té
doby samozi'ejmé nalezly mnoho (¢asto bolestnych)
odpovédi. Soubor fotografii Hroby zobrazuje torza
hrobd sudetskych hrbitovd. Nenf jiz z'ejmé, kdo je
zde pochovén, nékdy je hrob tak nenapadny, Ze jeho
pfftomnost jen tusime.

- Hroby / Graves

lack & white photography, 30x45 cm

I spent my childhood in the North Bohemian city of
Chomutov. At that time, | didn't understand why part
of the Chomutov cemetery had abandoned graves
with the remnants of German gravestones. It was
only after talking with my grandmother that | learned
about what had happened after the war in Chomutoy,
at least as far as my child's mind allowed me to un-
derstand. Since then, | have visited many cemeteries
and small rural graveyards in the North Bohemian
region and often this has reminded me of my native
city and the questions | had asked, which of course
have since then been answered in many (often pain-
ful) ways. This collection of photographs shows the
torsos of graves in Sudeten cemeteries. It is no longer
clear who is buried here, sometimes a grave is so
inconspicuous that we are hardly sure it is even there.
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60 Hroby / Graves, 2000, ¢ernobila fotografie / black & white photography, 30x45 cm




62 Hroby / Graves, 2000, ¢ernobila fotografie / black & white photography, 30x45 cm 63
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Text prvni staroslovénské legendy o svatém Vaclavu
jsem prepsala formou SMS zprdv. Tento v podstaté
nesmyslny proces je konfrontaci sdéleni plvodni-

ho historického textu a souc¢asnych komunikaénich
technologii, konfrontacf linedrniho textu s obrazem
technickym. Historicky a duchovné vyznamny text se
stava soucasti béZzné pouzivané masové komunikace
pomoci mobilniho telefonu a vstupuje do sou¢asnosti
s jistou naléhavosti svych sdélent.

s A

-

genda / Legend

01, digitalni tisk / digital print, 20x28 cm

The text of the first old Slavonic legend of

St. Wenceslas has been rewritten in the form of an
SMS message. This essentially absurd process is

a confrontation between the message of an original
historical text and contemporary communication
technology, a confrontation between linear text and
technical image. The historical and spiritually signifi-
cant text becomes part of commonly used mass com-
munication through a mobile telephone and enters
the present with a sense of urgency for its message.
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Legenda / Legend, 2001, digitalnf tisk / digital print, 20x28 cm
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68 Legenda / Legend, 2001, digitalnf tisk / digital print, 20x 28 cm 69



Cedulky s odévni znackou, kterymi demonstrujeme
skute€nost, Ze nosime pravé to konkrétni znatkové
oblecenti, nebo vyjadiujeme prislusnost k urcité soci-
alnf skuping, jsem nahradila informacemi prozrazuji-
cimi naSe bolestna traumata a problémy.

ashion

graphy, 25x45 cm

Labels of clothing brands which demonstrate the fact
that we wear a specific brand of clothing or express
our membership in a certain social group have been
replaced with information divulging painful personal
trauma and problems.
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New Fashion, 2001, ¢ernobila fotografie / black & white photography, 25x45 cm
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74 New Fashion, 2001, ¢ernobila fotografie / black & white photography, 25x45 cm 75



V/ roce 1996 nase rodina zakoupila byvaly sudetsky
statek nedaleko Ustf nad Labem. Prestoze jsem v Ustf
nad Labem Zila jiZ od roku 1987, pfesun na vesnici
pro mne znamenal (mimo jiné) zatatek objevovan{
okolnich vesnic a vSech zapadlych pfihrani¢nich
koutd. Z&roveri jsem v dané dobé jezdila za svymi
rodi¢i do Chomutova a absolvovala cestu nehostinnou
krajinou kolem severoeské hnédouhelné panve. Na
svych putovanich jsem ¢asto vidala siluety Zen — pro-
stitutek postavajicich na kraji silnice a ¢ekajicich na
svého zdkaznika. Zacala jsem si Zeny fotit jako tichy
pozorovatel, z ddlky, teleobjektivem. Nechtéla jsem
ovsem vytvdret néjaky kriticky dokument zabyvajici
se problematikou prostituce. Zajimaly mne Zeny jako
bytosti, které maji své rodice, déti a partnery a diky
souhre okolnostf ve svém Zivoté délaji to, co délaji.

Zeny / Women

2001, digitalni tisk / digital print, 150 x55 cm

In 1996 our family bought a former Sudeten farm-
house not far from Usti nad Labem. Even though

| had lived in Usti nad Labem since 1987, the move

to the village meant the beginning of discovery for
me of the surrounding villages and all the out-of-
the-way places along the border. At that time, | also
often visited my parents in Chomutov, making the trip
through the inhospitable landscape around the North
Bohemian brown coal basin. On my travels | often
saw the silhouettes of women — prostitutes stand-

ing on the edge of the road and waiting for a cus-
tomer. | began to photograph the women as a silent
observer, from a distance with a telephoto lens. It
was not my desire to create some kind of critical
document dealing with the problem of prostitution.

| was interested in the women as beings, who have
their own parents, children and partners, and who,
because of the particular circumstances in their lives,
do what they do.
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Zeny / Women, 2001, digitalnT tisk / digital print, 15055 cm
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80 Zeny / Women, 2001, digitalnT tisk / digital print, 15055 cm 81



O nevinnosti / Of Innocence

2001/2002, barevna fotografie / color photography, 30x85 cm

V mé fotografické tvorbé se prolinaji dvé linie, které
se ovSem vzdjemné nevylucuji, naopak spolu velice
(zce souviseji. Prvni rovina je spiSe osobni a intimnf,
je jistou soukromou vypovédi transformovanou do
obecnéjsich vyznama a souvislosti. Ve druhé roviné
se pro mne konkrétn{ zaZitek nebo zkuSenost stava
konitosti. Tyto momenty se stfetavaji pravé v souboru
O nevinnosti.

There are two themes in my photographic work which
of course are not mutually exclusive, to the contrary
they are very closely related. The first dimension is
rather personal and intimate, it is a certain private re-
sponse transformed into more general meanings and
contexts. The second is when a particular experience
becomes an opportunity for me to name and decipher
universal laws. It is precisely these moments which
collide in the collection Of Innocence.
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84 0 nevinnosti / Of Innocence, 2001/2002, barevna fotografie / color photography, 3085 cm 85
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Hoax

2002, digitalni tisk / digital print, 38100 cm

Soubor digitdlnich tisk(l Hoax si pohrava s prostredim
internetu a zaroven s kazdodennf Lidskou realitou.
Hoax je termfnem pro tzv. ,poplasnou” zpréavu, jejimz
cilem je oklamat uZivatele. Tato zprava $ifi mylnou
nebo smyslenou informaci a prindsi pouze informaéni
zmateni. Propojila jsem fotograficky obraz s texty,
které se skute¢né objevuji jako pfedméty hoaxovych
zprav. Vzniklo tedy spojeni fotografie a textu, ktery
relativizuje jeji obsah. Podvédomé se tak vytvareji
nové souvislosti, vyvstavaji pochyby a otazky. Cyklus
digitdlnich tisk( Hoax se dotyka divéryhodnosti
obsahu volné ifenych zprav a zdroveri je vyuZiva ke
zpochybnéni nasich kaZzdodennich jistot a presvédce-

ni. Vérime tomu, co vidime? Vérime tomu, co ¢teme?
VE&fime tomu, co Zijeme?

This collection of digital prints plays with the en-
vironment of the Internet as well as with everyday
human reality. A hoax is @ humorous or malicious
deception, a false alarm which spreads misinforma-
tion and brings about nothing but confusion. Here,

| have combined images with texts taken from actual
hoaxes. This combination relativizes the content of
the photographs. Subconsciously, new contexts are
created leading to doubts and questions. The Hoax
cycle of digital prints addresses the content credibility
of widely circulated reports and also challenges our
everyday certainties and convictions. Do we believe
what we see? Do we believe what we read? Do we
believe what we experience?
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Pomoci rliznych atribut( typickych pro urcité ddobf
lidského Zivota se snazim postihnout toto obdobi
,Sladkobolného" prerodu ditéte v dospivajictho ¢lové-
ka. Inspiraci je mi moje dcera a vSe, co ji obklopuje.

/ Sweet Sorrow

fotografie / color photography, 30x45 cm

By using certain attributes typical for certain periods
of human life, | attempt to capture that time of "sweet
sorrow" when childhood gives way to adolescence.
Here, | was inspired by my daughter and everything
around her.
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Sladkobolné / Sweet Sorrow, 2002, barevna fotografie / color photography, 30x45 cm
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Cyklus predstavuje celkem osm diptych(. Kazdy
diptych je tvofen origindlnim satelitnim snimkem
stazenym z internetu a ddle jakousi ,podomdacku”

vyrobenou a zamérné naivni imitacf tohoto originalu.

V prvnim pldnu jsou vnimany dva podobné zabéry
vedle sebe, postupné jsou pak dekddovany rozdily

a objevena jasnd a pfimocara hra s realitou: Socha
svobody z détskych hracich kostek, Aljaska ze syro-
vého masa a niti, Etna z umélé kozesiny a vaty atd.
Makrosvét a mikrosvét se stietdvd, snimek porizeny
z druZice a fotografie, kterd vznikla doma v kuchyni,
s sebou nesou zddnlivé rovnocennou informaci. Pres
jistou Gsmeévnost a laciny vtip, podporeny zplsobem
a formou, jak byly ,doméci” satelity zkonstruova-

ny, dostavuje se ur¢ité napétf a nejistota. Naivni

hra s dokonalou technologif navozuje pochybnosti

z médil. Co je skutecnost a co je fikce? Kde je hranice
pravdivosti a rovnéz tolerance k jejimu racionalnimu
vnimdni? Cyklus digitdlnich tisk( Satelit se s jemnou
a vtipnou nadsazkou dotykd nasi ddvéry ve fotogra-
fické médium a jeho schopnosti manipulovat nasimi
predstavami o skute¢nosti.

Satelit / Satellite

a fotografie / color photography, 30x81 cm

This cycle presents a total of eight diptychs. Each
diptych consists of a satellite image downloaded from
the Internet and a "homemade" and intentionally
naive imitation of the original. In the first diptych, the
two shots are relatively similar. As the cycle progress-
es however, differences arise and we clearly begin to
see a game being played with reality: the Statue of
Liberty built from children's building blocks, Alaska
made of raw meat and yarn, Mt. Aetna made of faux
fur and cotton etc. The macro and the micro worlds
collide, an image taken from a satellite and a photo-
graph taken at home in the kitchen present seemingly
equally valuable information. In spite of the cheap
humor and laughable way in which the "homemade”
satellite images are constructed, a certain tension
and uncertainty is introduced. The naive game with
powerful technology brings about some doubts about
the truthfulness of our interpretation of information
received from the media. What is reality and what is
fiction? Where is the boundary of truth and also toler-
ance for its rational perception? Satellite uses subtle
and humorous exaggeration to address our faith in
the photographic medium and its ability to manipu-
late our concepts of reality.
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102 Satelit / Satellite, 2002/2003, barevnd fotografie / color photography, 30x81 cm 103



104 Satelit / Satellite, 2002/2003, barevna fotografie / color photography, 30x81 ¢cm




Tricka reflektuji obdobf, kdy jsou déti fascinovany
oblecenim s rdiznymi napisy, pricemz mnohdy ani
netusi, co texty znamenaji. Sledovala jsem u své dcery
a jejich spoluzacek, jak jsou schopné zcela nezdmér-
né poskladat, co je na tricku a na privésku, jakym
zplisobem nevédomky propojuji novodobé slogany

a napisy s tradiénimi symboly. Symbol srdce se ocita
nad n&pisem Devil, Panenka Marie je v sousedstvi
Kid's Club Girl.

Tricka / T-shirts

2003, digitalni tisk / digital print, 59x42 cm

T-shirts reflects a period where children are fascinat-
ed by clothing printed with various inscriptions, while
they oftentimes have no idea what the words mean.

| have seen how my daughter and her classmates are
capable of unintentionally juxtaposing their pendants
with T-shirt inscriptions, unwittingly combining con-
temporary slogans with traditional symbols. A heart
is found over the inscription "Devil’, the Virgin Mary is
right next to "Kid's Club Girl".
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110 Tritka / T-shirts, 2003, digitalni tisk / digital print, 59x 42 cm 111



Message

2004/2005, digitalni tisk na banner / digital print on banner, 70x100 cm

VSichni uzivatelé internetu privykli na pfitomnost
dialogovych oken, kterd ohlasuji problémy &i chyby,
upozorfiuji na komplikace nebo varuji ped nebezpe-
¢im. Pokusila jsem se tento stereotyp narusit jemnym,
poetickym zasahem, kdyZ jsem do téchto dialogovych
oken vsadila Uryvky ze stfedovéké milostné poezie.
Vzniklo tak neotekdvané spojeni chladné, presné
technologie s néznym, lyrickym textem.

All Internet users have become accustomed to dia-
logue windows which report problems or errors, point
out complications or warn against danger. | have
attempted to shake up this stereotype with a subtle,
poetic intervention by placing excerpts from medieval
love poems into these dialogue windows. The result is
the unexpected union of cold, precise technology and
tender, lyrical text.
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114  Message, 2004/2005, digitalni tisk na banner / digital print on banner, 70x100 cm
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Krajiny / Landscapes

Cyklus Krajiny s nadsazkou koketuje s krajinarskou
fotografii. Tedy motivem fotografie je skute¢né krajina,
ovSem ne krajina vyfotografovana pfimo, ale snimek
krajiny na monitoru poc¢itace, snimek krajiny zapojeny
do webové stranky. Ja jakozto ,fotograf-krajinar” tedy
uskute¢nim tento proces: 1. vyfotografuji redlnou kra-
jinu digitdlnim fotoaparatem, 2. pfenesu zdznam do
pocitace a upravim ho, 3. vytvorfim webovou stranku,
do které vsadim snimek, 4. naprogramuji stranku
(otevieni prislusného okna po nactenf stranky), preve-
du fotografii do prostfedi internetu, 5. opét prefoto-
grafuji tuto strdnku pffmo z monitoru a prevedu tedy
internetovou formu zpét do fotografie. Zajima mne
krkolomnd a v podstaté nesmyslné hra s rlznymi
technologiemi a jejich rovnéZ nesmyslna aplikace,
kdy se ztracf jejich praktické vyuZiti a jsou upotrebeny
ke zcela jinym Gcellm, neZ byly pvodné vytvoreny.
Vznikd tak Gsmévné zmatenf néceho zcela technicky
dokonalého a presného. Notoricky zndmé internetové
,0kno", které je za normalnf situace zdrojem néjaké
informace, povysuji na nepostradatelnou souc¢ast
webové stranky — nyni uz krajiny. A tak se neotevird
,0kno", ale ,mésic", ,mrak" nebo ,jezero".

2005, digitalni tisk / digital print, 40x60 cm

The Landscapes cycle hyperbolically flirts with
landscape photography. Landscapes are actually the
photographic motif, but not the landscapes photo-
graphed directly, landscapes on a computer moni-
tor, landscape photographed from on a website. As
a "landscape photographer” | carry out the following
process: 1. | photograph a real landscape with a digi-
tal camerg, 2. | transfer the image to a computer and
alter it, 3. | create a website where | place the image,
4. | program the page so that the particular window
opens when the page loads, putting the photograph
on the Internet, 5. | photograph this page directly
from the monitor, converting the Internet form of
the image back into photography. I'm interested in
playing with various technologies in complicated and
essentially meaningless ways, and applying these
technologies in absurd manners which have little to
do with the practical purposes for which they were
originally created. This results in the humorous
confusion of something which is technically perfect
and precise. We are all quite familiar with internet
“windows", normally the source of information and
indispensable components of websites, but now
landscapes. Instead of a "window" opening, you get
the moon, or a cloud, or a lake.
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O svobodé / About Freedom

2005/2006, barevna fotografie / color photography, 18,5x24 cm

Predstava o svobodé je velice individudlni a jeji hra- The concept of freedom is a very individual thing with
nice velmi tenkd. Pokou$im se toto naznadit obra- vague boundaries. | attempt to imply this with images
zem, ktery je zastavenym okamzikem nebo m(Ze byt which are frozen moments in time, perhaps the be-
pocatkem prib&hu v nasi mysli. Tim, Ze jen naznacuji, ~ ginning of a story in our minds. By merely hinting at
vnasim neklid, obavy, tuseni. Upracovand, Spinava things, there is unease, apprehension and foreboding.
ruka na saténovém spodnim pradle, opustény ki, A dirty work-worn hand on satin undergarments, an
prazdnd obrazovka zafici do tmy, snih potfisnény abandoned horse, a blank screen glowing in the dark-
krvi... Uvédomuji si, Ze interpretaénf §if'e je v tomto ness, snow splattered with blood... | realize that the
pripadé opravdu Sirokd. interpretational breadth in this case is truly broad.
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126 O svobodé / About Freedom, 2005/2006, barevna fotografie / color photography, 18,5x24 cm




128 0 svobodé / About Freedom, 2005/2006, barevna fotografie / color photography, 18,5x24 cm 129



Geist und Schonheit

2006, digitalni tisk / digital print, 140x100 cm

Soubor digitalnich tisk( Geist und Schénheit primoca-
f'e Cerpd z estetiky némeckych propagandistickych
¢asopisU tricatych let dvacdtého stoleti oslavujicich
dokonalost lidského téla a krasu ducha. Forma
zlstavd jakoby zachovdna, avsak primarni ideolo-
gicky smysl je jemné karikovan. Spojeni vizualné
posunutého obsahu ptvodniho fotografického obrazu
s dobovym heslem nabizf §iroké mozZnosti interpre-
tace. | pres lehkou nadsazku a vtip ovSem z(stava
urcité nad¢asové znepokojeni. Podstatnou roli zde
hraje i fakt, Ze Ziji v byvalé némecké vesnici a snimky
byly pofizovany v prostfedi obyvaném pred druhou
svétovou valkou Némoci.

Geist und Schénheit directly draws from the esthetic
of German propaganda magazines from the 1930s
celebrating the perfection of the human body and the
beauty of spirit. The form is essentially preserved, but
the primary ideological sense is subtly caricatured.
The combination of the visually-shifted content of the
original photographic image with the period slogan
offers a wide range of interpretation. Despite the
slight exaggeration and humor, there remains a cer-
tain timeless disconcertedness. A major role here is
also played by the fact that | Live in a former German
village and the photos were taken in an environment
populated by Germans before the Second World War.
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132 Geist und Schonheit, 2006, digitalni tisk / digital print, 140x100 cm 133



134 Geist und Schonheit, 2006, digitalni tisk / digital print, 140x100 cm 135



Ziji se svou rodinou v malé vesnici nad Ustim nad
Labem a témér kazdy den, jiz osmnact let sjizdim

z kopcll dolt do Gdoli. Pozoruji mésto a jeho vyrazné
i pomalé a nendpadné zmény. Monitoruji mésto jako
celek a zaroveri sleduji jeho konkrétni mensi ¢sti.
Zajima mne: mésto jako sou¢dst krajiny, mésto jako
organismus, pamét a struktura mésta, zmény krajiny,
proces lidské intervence do krajiny. V souvislosti s lo-
kalitou severnich Cech se dale soustFeduji na otazky
koexistence industridlnich aglomeraci a obytnych
¢tvrti, zmény krajiny vlivem prdmyslovych aktivit,
rozvoj novych piiméstskych oblasti (satelitnich mést),

propojeni téchto satelitnich mést s plivodni zastavbou.

I Live with my family in a small village above Ustf nad
Labem and nearly every day for the past eighteen
years | have gone down the hill into the valley. | have
observed the city and all its changes, some major,
some slow and some inconspicuous. | monitor the
city as a whole and also its different neighborhoods.
I'am interested in the city as a part of the landscape,
as an organism, the memory and structure of the city,
the changes in the landscape, the process of human
intervention in the landscape. With respect to our lo-
cation in North Bohemia, | also focus on questions of
co-existence between industrial agglomerations and
residential neighborhoods, changes in the landscape
due to industrial activities, the development of new
suburban areas (satellite cities), and the integration
of these new satellite cities with the historical center.
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138 Krajinky / Landscapes, 2006/2007, tisk na banner / digital print on banner, 100x133 cm 139



140 Krajinky / Landscapes, 2006/2007, tisk na banner / digital print on banner, 100x133 cm




Na chvili..

./ For a While...

2007, projekt ve vefejném prostoru / project in public space, Artwall, Praha / Prague

Zabyvdm se mechanismem manipulace a ovladani,
ktery funguje v nasi mysli jako podvédomy proces.
Manipulovat, nebo byt manipulovan (nékym, né¢im),
touha a potreba ovladat a ovladnout je soucdsti
naseho myslenf a jedndni. Pokousim se zachytit pravé
ten moment, kdy pomalu a neuvédoméle dochazi ke
ztraté svobody a k posunu hranic nasi tolerance. Pfi
rozhodovani o podobé fotografického obrazu vytrha-
vam ur¢itd vizudlni sdéleni z pdvodniho obsahového
kontextu tak, Ze si sice ponechévaji vztah k pdvodni-
mu obrazu a jeho tématu, ale pritom svou neurgitosti
nabizeji dostatek prostoru pro individudlni vyklad.

Here | explore the mechanisms of manipulation and
control which work in our mind as a subconscious
process. To manipulate or be manipulated (by some-
one or something) and the desire and need to control
and dominate is part of our thinking and behavior.

| attempt to capture the very moment when freedom
is lost, however slowly and unconsciously, and the
boundaries of our tolerance shifted. When making
decisions about the form of the photographic image,

| take the visual message out of its original context by
leaving its association to the original image, yet pro-
viding enough ambiguity for individual interpretation.
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146 Na chvili... / For a While..., 2007, projekt ve verejném prostoru / project in public space, Artwall, Praha / Prague 147



In Frieden

2008, barevna fotografie / color photography, 20x15 cm

Néhrobky ze hibitovil z okoli Ustf nad Labem jsou The gravestones from cemeteries near Usti nad

jiz témér necitelné. Napéti a znejisténi se dostavi ve Labem are nearly illegible. Tension and uncertainty
chvili, kdy si uvédomime, Ze vlastné nejsme schop- arise when we realize that we are actually unable
ni presné urcit, v jakém jazyce byl text do kamene to clearly determine which language is engraved in
vytesan. the stone.
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150  In Frieden, 2008, barevna fotografie / color photography, 20x15 cm




152 In Frieden, 2008, barevna fotografie / color photography, 20x15 cm 153



Uvahy manzelky /
Thoughts for a Wife

V roce 1979 jsem na pldé starého domu, ktery koupil
m0j stryc, nasla malou nendpadnou modlitebni
kniZzku z konce devatendctého stoleti. Bylo mi deset
let a Ceskoslovensko prochazelo procesem normali-
zace. V té dobé pro mne tato knize¢ka predstavovala
cosi magického a zapovézeného a inkoustem vepsana
jména jejich majiteld i jejich déti (s daty narozeni

a umrti) byla pro mne zdrojem premitani a predstav
o Zivoté ,nezndmych lidi". Procitala jsem si modlitby
vyhrazené pro dané prileZitosti a Gvahy uréené ditéti,
manZelce ¢i manZelovi a pfedstavovala jsem si ,je",
jak listuji v kniZce a pred¢itaji si texty. Knize¢ka pak
zlistala zastréena v knihovné a jen pfi stéhovani ¢i
Gklidu, kdy se mi dostala do ruky, jsem z ni letmo
preCetla pdr stranek a zase ji vrétila zpét. A stejné tak
v roce 2008, témér tficet rokd od tajemného ndlezu,
jsem otevrela kapitolu Uvahy manzelky. Po téch
mnoha letech pro mne nabyl text novych dimenzi.
Rady manZelce, jak se ma chovat, co smi a nesmy, jaky
ma byt jeji vztah k manZelovi, zajisté mohou plsobit
Gsmévné a nékterou Zenu mohou dokonce popudit. J&
vSak mezi radky nachdzim néhu a kfehkost manzel-
ského souZiti a rdda se necham poucit.

2008, digitalni tisk / digital print, 60x30 cm

In 1979, | found a small inconspicuous prayer book
from the late nineteenth century in the attic of an

old house purchased by my uncle. | was ten years

old and Czechoslovakia was undergoing the pro-
cess of “normalization”. At the time, this little book
represented something magical and forbidden to

me, and the names written in ink of the owners and
their children (with dates of birth and death) led me
to think and reflect upon the lives of these “unknown
people”. | read the prayers for particular occasions
and the advice for children, wives and husbands and
I imagined "them" leafing through the book and read-
ing the texts. Eventually, the book ended up relegated
to a bookcase, where | only picked it up when moving
or cleaning up. At times Llike these | might read a few
pages and then put it back. Such was the case in
2008, nearly thirty years after my secret discovery,
when | opened to the chapter Thoughts for a Wife.
After all these years, the text took on a new dimen-
sion for me. The advice on how a wife should behave,
what she should and shouldn't do, what her relation-
ship with her husband should be Llike, could certainly
seem laughable and even offensive to some women.
However, between the lines | find the tenderness and
fragility of married life and am glad to learn.
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Také velkou chybou manzelky jest,
kdyz pod zdminkou vétsi slabosti
rodu svého lenosti se odevzddvd,
k upevnéni a rozsifeni spolecného
blahobytu ni¢im prispéti nechce a
o kazdou potiebu a o kazdé
pohodli jen manzela starati se
nechdvd. Ndlezi-li muzi vydéldvati,
ndlezi Zené zachovavati.To diti se
miiZe jen tenkrdt, kdyz sama také
bdi a pecuje, a ne pohodiné kazdé
prdci se vyhyba.

156

Uvahy manzelky / Thoughts for a Wife, 2008, digitalni tisk / digital print, 60x30 cm

Udél mi ducha pravidelnosti a
pofdadku, abych hodiny své
moudie rozdélila, tak pro vie ¢asu
najdu. Posilituj mne k tomu
upominkou, ze nepozornost a
zmatek v domdcnosti se sdm
o0 sobé nelibi, kdeito porddku-
milovnost se stdvdn poZehnd-
nim. Udél mi k viemu i smysl pro
cistotu a udrzuj mne v ni stale
setrvalou, abych nikdy oku
manzela svého méné péce neuka-
zovala, nez oku cizému.
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Nechat chyby své nikdy tim neom-
louvdm, Ze jen “slabou Zenou”
jsem. Slabsi jest pouze télo mé,
duse md viak md jako duse
muzova rozum, a mohutnost
uvazovdni, ku pozndni a k plenéni
svych nedokonalosti.

Vdécné prosim tedy o potfebny
ndhled a o silu, abych p¥ivlastnila
si budoucné to, co by s to bylo pro
vidy slechetného muze na mne
upoutati, a vieho odporného vidy
se vystithati. Md-li se manzel
mnohych chyb varovati, do
kterych dle podstaty bytosti své
sndze upadd, md i neméné
manzelka na mnohé ohled brati,
co by vdznost tedy i lasku k ni
zmenditi, v ndsledku toho pak
spolecnou spokojenost obou nutné
podkopati mohlo. Co toto jest, chci
prisné uvaziti, abychom spojenymi
silami tim sndze cile spolecného
stésti dosahli.
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Az se vratis domu z prace, bude
krasné uklizeno... / When you
return home from work, it will

all be nicely tidied up...

Zajimd mne prizkum a definice domdcich systémda

a schémat, princip jejich vytvareni a hra s jejich ur¢i-
tou absurditou. Zaroveri mne fascinuji riizné domact
jevy a Ukazy, které ve své nendpadnosti ¢asto pro-
chdzeji nasimi domovy nezpozorovany. Inspiruji mne
redlné momenty a situace, které s jemnou nadsézkou
rekonstruuji, zveli€uji, pfehdnim a dovadim k hrani-
cim perfekcionismu, nebo naopak dokumentuji kon-
krétni okamZik poznamenany davkou jisté podivnosti
¢i kazdodenniho zazraku. V obou pfipadech balancuji
na hranici redlnosti a konstrukce.

2010, digitdlni tisk / digital print, 90x 60 cm

I'm interested in exploring the systems and patterns
of households, examining how they are created and
defined, and playing with the absurdity of it all. I'm
also fascinated by various household phenomena
which are inconspicuous and often pass unobserved.
I am inspired by real moments and situations which
I reconstruct with subtle hyperbole, exaggerate and
refine to the limits of perfectionism, or to the contrary
document a specific moment marked by something
strange or miraculous. In both cases, | find myself
balanced between reality and invention.
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Predlické Bel Canto |, Predlické
Bel Canto Il / Bel Canto
Predlice |, Bel Canto Predlice |l

Ranni krajina je zbarvend do réZova a k obloze stoupd
dym. Chvilemi je mirnéjsi, pak opét zintenzivni. Zpév
ptakl se prolind se Sumy a zvuky mésta a celd atmo-
sféra dlouhého a monoténniho videa je kombinaci
vpravdé romantické podivané s dominantou Ceského
stredohorf MileSovkou a zlovéstného tuseni néceho,
co neni vidét. Dym se pozvolna pohybuje obrazem,
ale to, Ze nevime, kdo a co je jeho plivodcem, je
prinejmensim zneklidrujici. Dole, uprostfed mésta
Usti nad Labem se rozprostird chemi¢ka na plose cca
520 tisic m2.

2012, video, 11 min, 9 min

The landscape at dawn is bathed in pink light and
smoke rises to the sky. At times it lessens, then
intensifies. Birdsongs blend in with the murmur

and sounds of the city and the entire atmosphere

of the long and monotonous video is a combination
of the truly romantic vista of The Central Bohemian
Uplands and MileSovka peak and the sinister forebod-
ing of something unseen. The smoke slowly wafts

in and out of the image, but the fact that we don't
know who or what is causing it is at the very least
unsettling. Below, in the middLe of the City of Ustf
nad Labem, a chemical plant spreads over an area of
roughly 520,000 m2.
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To se snadno rekne /

t's Easy to Say

2012, projekt ve vefejném prostoru / project in public space, Fotograf Festival,

UFednf deska, verejnd deska, vyvésni tabule a dalsf

podobna pojmenovani oznacuji velmi specifické misto,

jehoz cilem je informovat, sdélit zpravu ¢i oznament,
a to samozfejmé oficidlnim jazykem. PokouSim se na-
rusit stereotyp ocekavaného prijmu informace a vkla-
dam do tohoto prostoru fotografii zachycujici osobni
sdéleni psané rukou konkrétniho ¢lovéka. Kratkd
spojeni slov v sobé skryvaji néco velmi soukromého

a snad i bolestného. Nékdo, koho osobné nezndame,
nam nechavd vzkaz: Je to moje vina, Je mi to moc Lito,
Udélam to pro tebe. Konfrontace verejné desky a in-
timni vypovédi zneklidriuje svoji uréitou necekanosti
a také primosti. Obsah vét pfipomind situace, které
dlvérné zname, a vyvolavé asociace spojené s nasi
individualni zkuSenosti.

Praha / Prague

Official bulletin boards and public announcement
kiosks are special places intended to provide infor-
mation, release reports and make announcements,
naturally in official language. Here, | attempt to break
down the stereotypical expectations of one reading
such postings by placing photographs in these spaces
which present personal messages, handwritten by
some individual. The few words convey something
very personal and perhaps even painful. Someone
we do not know personally has left us a message:

It's my fault, I'm very sorry, I'll do it for you. There is
an unsettling clash here between the public bulletin
board and the unexpected and direct messages. The
sentences could be talking about the most intimate
details of our own lives, our own experiences.
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Vesnice Krasny Les (dffve Schonwald) leZi témér na
samotné hranici s Némeckem. V roce 1930 zde jeSté
stdlo Ctyri sta osmdesdt devét dom(. Nynf je to néco
kolem padesdti. Za poslednim domem vede smérem
k hranici jesté nékolik kilometr( Gzka silnice, podél

které jsou stale Citelné obvodové zdi pavodnich dom.

Pak uZ nasleduji hluboké lesy, protinané monumen-
tdlnimi sloupy ddlnice, a velice zvlas$tni atmosféra.
Prestoze prochézite romantickymi misty a mate pocit,
Ze jste zcela mimo civilizaci, doprovazi vas monoténni
zvuk dalnice. Tento zvuk odkazuje k tzv. bilému Sumu,
signdlu s rovnomeérnou vykonovou spektralnf hus-
totou, vyuZivanému pro prekryti dalsich zvukd, a to
za rliznym Géelem a cilem.

sny Les /
rasny Les

2014, video, 9 min

The village of Krdsny Les (previously Schénwald)

is right on the border with Germany. In 1930, there
were still four hundred and eighty nine homes here.
Now there are around fifty. After the last house in the
village, a narrow road winds a few kilometers to the
border. Still visible along this road are the outer walls
of the original houses. Beyond them are deep woods
with a very strange atmosphere, disturbed only by
the highway. Even though you walk through romantic
places and feel Like you are far from civilization, you
are accompanied by the monotonous sound of the
highway. It refers to the so called white noise, a signal
with uniform spectral density used to cover up other
sounds for various purposes and goals.
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Na konci svéta /

At the End of the World

2014, digitalni tisk / digital print, 100x 200 cm

0d druhé poloviny devadesatych Llet Ziji se svym
muzem a dcerou v domé v sudetskych Sovoluskach.
Od pocatku jsem méla potiebu ziskat informace

o historii mista alespori z materidld Usteckého ar-
chivu, pozdéji pak diky ¢lovéku, ktery zde jesté prozil
détstvi a po vélce byl s celou rodinou odsunut do
Némecka. Celych deset let jsme spolu byli v kontaktu
a ja jsem se mohla dozvidat o vécech, které v archivu
najit nelze. Snazim se pochopit misto, které je mym
domovem, vyrovnat se s jeho minulostf a stat se jeho
soucastf. Casto premitdm o lidech, kteff v nagem
domé Zili, jak proZivali v kazdodennim plynuti ¢asu
podobné situace, jako ja dnes.

Since the mid-nineties | have lived with my hus-
band and daughter in a house in Sovolusky in the
Sudetenland. From the moment we moved there,

| wanted to find out more about the history of the
place. | first went to the archive in Ustf, and then
later found a person who had grown up here and was
deported to Germany with his entire family after the
war. We stayed in contact for ten years and | was able
to find out things you can't find in the archive. | am
trying to understand the place which is my home,
come to terms with its past, and become part of it.

| often wonder about the people who lived in our
house, how they experienced similar situations like
me, in the daily passage of time.
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Na konci svéta / At the End of the World, 2014, digitalni tisk / digital print, 100x 200 cm

Vychdzim z vesnice. V jabloniové aleji potkdvim sousedku, kterd se prdavé vraci domu. Pole je ¢erstvé posecené a voni. Je letni odpoledne, z ddlky se bliZzi boutka
a pred ndmi se otevird vzrusujici pohled na Kru$né hory v mracich. Chvili si poviddme. V okamziku, kdy se ozyvd prvni hrom, se louc¢ime.

Vysla z vesnice. V jablonové aleji potkala sousedku, kterd se pravé vracela domu. Pole bylo ¢erstvé posec¢ené a vonélo. Bylo letni odpoledne, z ddlky se blizila bouika
a pfed nimi se oteviral vzrusujici pohled na Krusné hory v mracich. Chvili si povidaly. V okamziku, kdy se ozval prvni hrom, se rozlou¢ily.
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Divam se z okna a pozoruji mlZny opar, jak postupné zaplavuje celou vesnici. Podobny pohled se opakuje kazdy rok v tomto obdobi a je predzvésti prichdzejiciho
podzimu. Na dohled zlistdvd uz jen plot, cestu a domy je mozné tusit jen v ndznacich. Na konci vesnice §tékd pes, jinak je naprosté ticho, které mlha jesté umocnuje. V lesich za vesnici trhdam jefabiny. Jejich viiné a chut je nepopsatelnd. Kosik s jefabinami stavim na stlil na nasi zahradé a Zddam dceru, aby jednotlivé plody
Pocifuji stesk, zcela bez konkrétniho diivodu. Pfedstavuji si, kolik Zen se stejné jako ja divalo z toho samého okna na siluety domi svych sousedd. otrhala do misy. Uvédomuji si, jak krdsné je pozorovat ruce mladé divky a napadd mne, zda zistane tento okamzik ukotven v paméti mé dcery stejné tak, jako v moji.

Divala se z okna a pozorovala mlzny opar, jak postupné zaplavuje celou vesnici. Podobny pohled se opakoval kazdy rok v tomto obdobi a byl pfedzvésti prichdzejiciho V lesich za vesnici natrhala jefabiny. Jejich viiné a chuf byla nepopsatelnd. Ko§ik s jefabinami postavila na stiil na jejich zahradé a pozddala dceru, aby jednotlivé plody
podzimu. Na dohled ztistal uz jen plot, cestu a domy bylo mozné tusit jen v ndaznacich. Na konci vesnice se rozstékal pes, jinak bylo naprosté ticho, které mlha jesté umocnila. otrhala do misy. Uvédomila si, jak krdsné je pozorovat ruce mladé divky a napadlo ji, zda zistane tento okamzik ukotven v paméti jeji dcery stejné tak, jako v jeji.
Pocitila stesk, zcela bez konkrétniho divodu. Predstavovala si, kolik Zen se stejné jako ona divalo z toho samého okna na siluety domt svych sousedd.
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Mij muz dnes brzy rdno vstdvd, jesté za tmy. Roztdpi v kamnech a pfipravuje kdvu i pro mne. Sly§im bouchnuti venkovnich dvefi a vidim oknem, jak vychdzi
na zahradu. Vzduch je vlhky a od hor zaéind vdt chladny vitr. Zahradu, kterou m4d tak rdd, je tfeba pfipravit na zimu. Divdm se, jak peclivé obchdzi ovocné stromy.

Jeji muz brzy rdno vstal, jesté za tmy. Roztopil v kamnech a pfipravil kdvu i pro ni. SlySela bouchnuti venkovnich dveii a vidéla oknem, jak vySel na zahradu.
Vzduch byl vlhky a od hor zacal vat chladny vitr. Zahradu, kterou mél tak rad, bylo treba ptipravit na zimu. Divala se, jak peclivé obchdzi ovocné stromy.

Na konci svéta / At the End of the World, 2014, digitalni tisk / digital print, 100x 200 cm
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2012

It's Easy to Say. Fotograf Festival. Off Limits (photography in
public space). Prague, Czech Republic

2010

When you return home from work, it will all be nicely tidied
up... Hunt Kastner Gallery Prague, Czech Republic

2009

Poster campaign for project Land of Human Rights. Graz,
Austria

Thoughts for a Wife. Fiducia Gallery Ostrava, Czech Republic
2008

Me and the Others. Nitra Gallery Nitra, Slovakia

2007

Born There, Living Here. Czech Centre Dresden, Germany (with
Zdena Kole¢kova)

For a While... Project for Artwall. Centre for Contemporary Arts
Prague, Czech Republic

Biography

2006

About Freedom. Hunt Kastner Gallery Prague, Czech Republic
2005

ProjektRoom. Futura Gallery Prague, Czech Republic
Landscapes. Josef Sudek Studio Prague, Czech Republic
Project for Billboart Gallery Europe. Usti nad Labem, Czech
Republic

Message. Spejchar Gallery Chomutov, Czech Republic
2003

Weekend. Klatovy / Klenovd Gallery, Gallery at the White
Unicorn Klatovy, Czech Republic

Hoax. The Brno House of Arts, The House of the Lords of
Kunstat Brno, Czech Republic

2002

Emil Filla Gallery Usti nad Labem, Czech Republic
Jidelna Gallery Ceska Lipa, Czech Republic

G4 Gallery Cheb, Czech Republic

Chapel of st. Isidor Kovary, Czech Republic

2001

New Fashion. G 99 Gallery Brno, Czech Republic
Telecom Gallery Louny, Czech Republic

1999

People. Caffé Dessert Brno, Czech Republic

1998

Suterén Gallery Ustf nad Labem, Czech Republic

1996

Clothing. Gallery at the Good Shepherd Brno, Czech Republic
Mald vystavni sifi Gallery Liberec, Czech Republic

1994

Emil Filla Gallery Ustf nad Labem, Czech Republic

1993

Diploma Work. SKS Gallery Chomutov, Czech Republic
1992

Suterén Gallery Ustf nad Labem, Czech Republic

SELECTED GROUP EXHIBITIONS

2014

In a Skirt — Sometimes. Art of the 1990s. Moravian Gallery
in Brno, Czech Republic; Prague City Gallery, Czech
Republic

Modes of Democracy. DOX — Centre for Contemporary Art
Prague, Czech Republic

Intimate Interaction. Gallery of City Ostrava, Czech Republic
From the Center Out — Regional Art from 1985-2010. West
Bohemian Gallery Plzen, Czech Republic

The Intimate Circle in Contemporary Czech Photography.
Olomouc Museum of Art, Czech Republic

2013

The Beginning of the Century. First Decade of the 21st Century.
Gallery of Art Ostrava, Czech Republic

Their Photos. 1. patro Gallery Prague, Czech Republic
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2012

There is Nothing There. Czech Center New York, USA

The Beginning of the Century. First Decade of the 21st Century.
West Bohemian Gallery Plzef, Czech Republic

Passing Memories. Art Workshop Lazareti Dubrovnik, Croatia
University of Predlice. Exhibition of Faculty of Art and Design,
Jan Evangelista Purkyné University in Usti nad Labem.
National Gallery, Collection of Modern and Contemporary Art
Prague, Czech Republic

Parallel History. GASK — The Gallery of the Central Bohemian
Region Kutnd Hora, Czech Republic

RI Ceska narodnf identita v sou¢asném vytvarném uméni,
AAAD Gallery Prague, Czech Republic

2011

Crazycurators Biennale Ill. CK Zamek Poznan, Poland;
Approach Art Association Pécs, Hungary

Prague Biennale 5 / Prague Biennale Photo 2. Microna Praha,
Czech Republic

Hidden Publics. Skuc Gallery Ljubljana, Slovenia

Ry, mi¢, klic. Emil Filla Gallery Ustf nad Labem, Czech
Republic

Parallel History. North Bohemia Gallery of Fine Art Litoméfice,
Czech Republic

Domaci prace. Exhibition of Studio of Digital Media of Faculty
of Art and Design, Jan Evangelista Purkyné University in Usti
nad Labem. Aula Gallery FFA BUT Brno, Czech Republic

2010

Formats of Transformation 89—09. Museum auf Abruf — MUSA
Vienna, Austria

Hidden Publics. Kunsthalle Palazzo Liestal bei Basel,
Switzerland; < rotor > association for contemporary art Graz,
Austria

Crazycurators Biennale Ill. House of Arts Bratislava, Slovakia
Inter-view. Nitra Gallery Nitra, Slovakia

100 Years of The Brno House of Arts. The Brno House of Arts,
(99 Gallery Brno, Czech Republic

Making Worlds. Emil Filla Gallery Ustf nad Labem, Czech
Republic

2009

Behind the Velvet Curtain. Katzen Art Center Washington DC,
USA

On the Tectonics of History. ISCP New York, USA

Formats of Transformation 89—09. The Brno House of Arts;
The House of the Lords of Kunstat Brno, Czech Republic
Something of Myself: 23 self-portraits. Hunt Kastner Gallery
Prague, Czech Republic

Photomonth (Aktualizacja). Bunkier Sztuki Krakow, Poland
Via Lucis 1989-2009. Central European House of Photography,
Bratislava, Slovakia

Rebus sic stantibus. Emil Filla Gallery Usti nad Labem, Czech
Republic

Velmi kfehké vztahy. Emil Filla Gallery Usti nad Labem, Czech
Republic; (A)VOID Gallery Prague, Czech Republic

2008

Rebus sic stantibus. Aboa Vetus & Ars Nova Museum Turku,
Finlandia

Image, Communication, Style, Function, Concept. Exhibition of
Faculty of Art and Design, Jan Evangelista Purkyné University
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in Usti nad Labem. National Gallery, Collection of Modern and
Contemporary Art Prague, Czech Republic

Viennafair (with Hunt Kastner Gallery). MessezentrumWienNeu
Vienna, Austria

NADA Art Fair 2008 Miami (with Hunt Kastner Gallery). Florida, USA
Zptitomnénf V. Biennial Dolni Kounice. Monastery Rosa Coeli
Dolni Kounice, Czech Republic

2007

On Tectonics of History. Wyspa Institute of Art Gdarisk, Poland
Hot Destination / Marginal Destiny IV. Emil Filla Gallery Usti
nad Labem, Czech Republic; Motorenhalle Gallery Dresden,
Germany

Gross Domestic Product. Prague City Gallery, Czech Republic;
Mars Gallery Moscow, Russia

Intercity Berlin-Prague. Galerie Alte Schule-Kulturzentrum
Adlershof Berlin, Germany

Viennafair (with Hunt Kastner Gallery). MessezentrumWienNeu
Vienna, Austria

2006

Luftschutz. Exit Gallery Peje, Kosovo

Innenansicht Prag 06. Kunst Raum Niederoesterreich Vienna,
Austria

On Tectonics of History. Emil Filla Gallery Usti nad Labem,
Czech Republic

HumOrg —Human Organism. Gallery of Critics Prague, Czech
Republic

Zpfitomnén V. Biennial Dolni Kounice. Monastery Rosa Coeli
Dolni Kounice, Czech Republic

2005

Supermarket Sztuki. 1st Biennial of Young European Art.
Tolerate Me. Warsaw, Poland

Beauty Free Shop. Prague, Czech Republic

Czech Photography of the 20th Century. Prague City Gallery,
Czech Republic

Entermultimediale 2. Festival of Art and New Technologies.
Prague, Czech Republic

Intercity Berlin-Prague. Manes Gallery Prague, Czech Republic
Sirsi proud. City Gallery Plzeri, Czech Republic

2004

E 55. Raskolnikow Gallery Dresden, Germany

Armory Show. New York, USA

2+18, 10 Years of Studio of Photography of Faculty of Art and
Design, Jan Evangelista Purkyné University in Usti nad Labem.
City Museum Usti nad Labem, Czech Republic

2003

Finalists of Jindrich Chalupecky Award. Futura Gallery Prague,
Czech Republic

The Youngest. National Gallery, Collection of Modern and
Contemporary Art Prague, Czech Republic

IN OUT. Festival of Digital Image. Prague, Czech Republic;
Budapest, Hungary

Gute Fahrt fur... Goethe Institut Prague, Czech Republic

2002

4th Biennial of Young Artists Zvon. Prague City Gallery, Czech
Republic

Icing. Vaclav Spéla Gallery Prague, Czech Republic

Short Message Strategy. Sternberk Gallery Sternberk, Czech
Republic

[Llumination. City Gallery Plzen, Czech Republic

2001

Icing. Institute of Contemporary Art Dunadjvdros, Hungary
Plumb to Axis II. House of Art Opava, Czech Republic

It Is Maybe Here. Sypka Gallery Vikov, Czech Republic
Experimental Landscape. Mald vystavni sifi Gallery Liberec,
Czech Republic

2000

Melancholy. Moravian Gallery in Brno, Czech Republic

Girls Show 2000. Peripherial 4 lasi, Romania; Art Expo Gallery
Bucharest, Romania; Emil Filla Gallery Usti nad Labem, Czech
Republic

1990's Continue. City Museum Ustf nad Labem, Czech Republic
1999

Girls, Girls, Girls. MXM Gallery Prague, Czech Republic

Public District. Public spaces in Ustf nad Labem, Czech
Republic

Ostrava-Usti. 761 Gallery Ostrava, Czech Republic

2nd New ZLin Salon. State Gallery Zlin, Czech Republic
Fillovka Open. Emil Filla Gallery Usti nad Labem, Czech
Republic

1998

Reduced Budget. Médnes Gallery Prague, Czech Republic
Black & Blue. Art Workshop Lazareti-Kovacka 3 Gallery
Dubrovnik, Croatia

1997

North. Vaclav Spala Gallery Prague, Czech Republic

1st Zlin Salon of the Young. State Gallery ZLlin, Czech Republic
Usti Is not So Far. Sypka Gallery Vikov, Czech Republic

1996

2nd Biennial of Young Artists Zvon. Prague City Gallery, Czech
Republic

Private Anamnesis. Regional Gallery Liberec, Czech Republic;
St. Adalbert's Church Usti nad Labem, Czech Republic

1994

Identification in the Space and Time. M. A. Bazovsky Gallery
Trencin, Slovakia

1993

Disturbed Ballance. Citadela Gallery Prague, Czech Republic;
Emil Filla Gallery Ustf nad Labem, Czech Republic

COLLECTIONS

Center for Contemporary Arts Prague
Futura Gallery Prague

Klatovy / Klenové Gallery Klatovy
Moravian Gallery in Brno

Museum of Decorative Arts Prague
National Gallery Prague

NOMINATE
2003
Nomination of Jindfich Chalupecky's Award
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Dékuji mnohokrdt mému manZzelovi, mé dceff, I would like to express my sincere thanks to my
mamince, tatinkovi i manZelovym rodicim, husband, my daughter, my mum, my dad, as well as
manZeldm Kole¢kovym, mym blizkym, prdteldm to my husband'’s parents, Mr. and Mrs. Kole¢ek, my
a sousedum. close people, friends, and neighbours.
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