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Nejista sezona An Uncertain Season

Pro tradi¢ni socharskou vystavu v prostorach Zamku
Troja jsme tentokrat zvolili vybér dél z nasSich sbirek,
ktery by mél zcela ¢i metaforicky tematizovat nejen
nejistotu, ale i pocity ohrozeni, balancovani mezi
riznymi moznostmi, nestabilitu - a to v nejriznéjSich
kontextech. Zprvu se zdalo, ze k tomuto zaméru
nebudeme mit dost materialu, ale prekvapiveé jde

o0 motiv pomeérné blizky uvazovani mnoha umélct
ruznych generaci. Rozhodli jsme se jit timto smérem
jednak z divodu, ktery je nasnadé a ktery nas
pronasleduje déle nez rok bez toho, ze by prichazel
néjaky zarucCeny zlom smeérujici ke konci kritické
pandemicke situace. Chtéli jsme uSetrit umélce, ktery
by zde investoval své sily do monografické vystavy,
zklamani z toho, Ze by nakonec nebyla pristupna
verejnosti. Naskytla se nam tak po dlouhé dobé
prilezitost zahledét se do obsahu nasi kolekce pod
dosud nevyzkouSenym uhlem.

Nejistotami a urcitou bezvychodnosti jsme
zmitani od loniského jara. Tento stav ale prozivame
s riznou intenzitou v pribéhu Zivota mnohokrat
a za rtiznych okolnosti. V uméni se proto objevuji
odkazy k nému stejné tak prirozené€ a nevyhnutelné.
Nékdy je to velice niterné prozivana a traumatizujici
zkuSenost, ktera prostoupi vysledné dilo, jindy je
to otdzka obecnéjsi uvahy o smyslu a povaze naSi
existence Ci projev hledani duchovni harmonie nebo
viry. Je priznacné, ze se toto téma objevuje zejména
ve vyhrocenych spoleCenskych situacich (napfr.
tzv. osmiCkové roky), ale také v traumatizujicich
letech normalizace ¢i porevolucni deziluze.
Predkladame urcity vzorek nazora, které jsou
svazany jak s osudovymi spoleCenskymi pohyby,
tak také s osobnimi dilematy jednotlivych autorti
¢i obojim zaroven.



Nejista sezona An Uncertain Season

For the traditional sculpture exhibition at the Troja
Chéateau, we have this time chosen a selection of
works from our collections which should fully or
metaphorically thematize not only uncertainty but
also feelings of danger, balancing between different
possibilities, instability - all in various contexts.

At first it seemed that we would not have enough
material to realize this ambition but, surprisingly,

it is a motif relatively close to the thinking of many
artists of different generations. We decided to go in
this direction partly for a reason that is obvious and
which has haunted us for more than a year, without
any guaranteed turning point to indicate the end

of our critical pandemic situation. We wanted to
spare artists the disappointment of investing their
energy in a monographic exhibition here that would
eventually not be open to the public. This gave us
the opportunity, after a long period of time, to look
at the content of our collections from a certain,

as yet untested, angle.

We have been wracked by uncertainties and
a degree of hopelessness since last spring. However,
we have to experience this condition during our lives
many times, with varying intensity and under various
circumstances. References to it therefore appear in art
just as naturally and inevitably. Sometimes it is a very
inward and traumatising experience that permeates
the final work, other times, it is a more general
reflection on the meaning and nature of our existence
or a manifestation of the search for spiritual harmony
or faith. It is characteristic that this topic appears in
acute social situations (e.g. in the so-called “magic
8 years” - years ending with the number 8 in modern
Czech history), but also in the traumatizing years of
normalization or post-revolutionary disillusionment.
We present a particular sample of views, which are
connected both with fateful social movements and
with the personal dilemmas of each of the artists,
or both at the same time.



Vystavujici Artists

Karel Nepras
Stanislav Kolibal
Vladimir Janousek
Jitka Svobodova
Karel Malich
Radoslav Kratina
Pavla Scerankova
Matéj Smetana
Petr Lysacek

Jifi Beranek

AleS Vesely
Jaroslav Réna
Jind¥ich Wielgus
Hana Wichterlova
FrantiSek Hodonsky
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SalHall: 1 Nejista sezona An Uncertain Season
Karel Nepras (1932-2002)

Prepadeni krélikérny / The Ambush of a Rabbit Hutch, 1968-1970
kombinovana technika / mixed media, 180 x 248 x 70 cm
GHMP P-1526, ziskano / acquired in 2016

Karel Nepra$, vyznamna osobnost generace 60. let, patii k autor@im,
ktet'i nikdy neSetfili ironii a Cernym humorem. V tomto piipadé jde

o mnohovrstevnaté dilo, které vzniklo jako fada dalSich autorovych
praci nejspis velice spontanné. Poté, co se zucastnil Mezindrodniho
sympozia prostorovych forem v Ostravé, kde vznikla legendarni
Rodina pfipravenad k odjezdu (1969) reagujici na ndstup normalizace,
vénoval svou pozornost liting, se kterou se sblizil natolik, Ze ji uz nikdy
neprestal pouzivat. Znamenala pro néj piechod od draténych Cervenych
figur ke kompaktnéjSimu materidlu, ktery v§ak povaZzoval za prili$
staticky a lapidarni, a tak se rozhodl prostiednictvim pirevod, klik

a retézli sochy rozpohybovat (ve Spalové galerii se odehrala v roce 1969
vystava Racte tocit, kde dominovaly prace s integrovanymi pievody

a navstévnici byli vyzvani k jejich pouZzivani). Zaroveni pro néj zlistalo
silnym a aktudlnim téma dialogu, kter¢ si pienesl z pfedchozi éry
autora kresleného humoru i do plastické tvorby. V letech po vpadu
Loratrskych® vojsk, kdy nemohl vystavovat, nabralo toto téma horky

a rozporuplny vyznam, nebot otevieny dialog byl znemoznén a jeho
podoby byly spiSe tragicke, v lepSim pripadé tragikomickeé. To vyjadiuji
v bohaté mite vSechny prace, ve kterych jsou litinové siluety hlav
LZprevodovany* - bud vzajemné, nebo jsou ovladany zvenci klikou.
Nepras$ tu narazi na zptsoby mentalniho natlaku, kterému jsme byli
vystaveni a z kterého témer nebylo tniku, protoZe klec, ve které jsme
mohli prezivat, byla drive ¢i pozdé&ji podrobena kontrole.

Karel Nepra$, an important figure in the generation of the 1960s, is an
artist who never held back on irony and black humour. In this case,
it is a multi-layered work which, like many other works by the artist,
was probably created in a very spontaneous way. After participating in
the International Symposium on Spatial Forms in Ostrava, where the
legendary Family Ready to Leave (1969) was made in response to the
onset of normalization, he focused on the use of cast iron, which he
became so attached to that he never stopped using it. For him, it meant
a transition from red wire figures to a more compact material which,
however, he considered too static and laconic, so he decided to make the
sculptures move, using gears, cranks and chains (an exhibition called
Please turn! took place in the Vaclav Spéla Gallery in 1969, dominated
by works with integrated gears, which visitors were invited to use). At
the same time, the theme of dialogue, which he retained from his time
as a cartoonist, remained strong and topical for him, and he carried it
over into his sculptural works. In the years after the invasion of the
“brotherly” troops, when he was not allowed to exhibit his works, this
topic took on a bitter and contradictory significance as open dialogue
was prevented and its forms were rather tragic, at best tragicomic.
This is abundantly expressed in all the works in which cast-iron head
silhouettes are “geared” - either connecting to each other or they are
controlled from the outside using a crank. In this way, Nepra$ refers to
the modes of mental pressure to which we used to be exposed and from
which there was almost no escape, because the cage in which we could
survive was sooner or later subjected to inspection.
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Sal Hall: 2 Nejista sezona An Uncertain Season
Stanislav Kolibal (1925)

Vratka poloha / Shaky Position, 1968
kov / metal, 119 x 115 x 10 cm
GHMP P-1363, ziskano / acquired in 1988

Stanislav Kolibal, jeden z nejvyznamnéjSich Ceskoslovenskych
neoavantgardnich umeélct 60. let, svym dilem také vstoupil do
kontextu svétového moderniho socharstvi 20. stoleti. Kolibalovo dilo
Vratkd poloha v sobé zadrzuje rozli¢né ¢asy. Bud zachycuje okamzZik
tésné pred sesunutim horni poloviny a jejim padem (a tim zmareni
rovnovahy), anebo stav, kdy obé poloviny symbioticky levituji jedna
na druhé a predstavuji tak zvratovy moment, u néjz si jesté nejsme
jisti, jakou trajektorii se vydava. At tak ¢i onak, mame pied sebou
umeélecke dilo, jehoZ autor se celozivotné priznava, ze hlavnim
motivem jeho prace je moment lability, a to prave jeji casovosti. Neni
v tomto pripadé rovnéz nedulezité, Ze dilo je natieno ¢ernou barvou
a je zhotoveno z kovu, a co vic, datovano je rokem 1968. VSechny tyto
kvality vndaSeji do Kolibalovy plastiky chladné vlastnosti politické
nejistoty, a preneseng i jakési ivahy o stavu, v némz se nachazime
nyni. V jaké fazi probihajici krize se nachdzime? Jsme v néjakém
zlomu, nebo uZ jsme za hrani¢nim bodem a padame?

Stanislav Kolibal, one of the most important Czechoslovak neo-avant-
garde artists of the 1960s, also entered the context of global modern
sculpture of the 20" century with his work. Kolibal’s work Shaky
Position encompasses various times. It either captures the moment
just before the upper half slides off and falls (and thus destroys the
balance), or a state in which the two halves symbiotically levitate
on each other and thus represent a turning point whose trajectory
is as yet unclear to us. Either way, we see before us a work of art
by a creator who has stated all his life that the main motive of his
work is the moment of lability, precisely, its temporality. It is also
not without relevance in this case that the work is painted black and
made of metal, and what is more, dated 1968. All these features bring
to Kolibal’s sculpture the cold properties of political uncertainty, and,
figuratively speaking, a kind of reflection on the state we are in now.
What stage of the current crisis are we in? Are we at a turning point,
or are we already beyond the tipping point and falling?
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SalHall: 3 Nejista sezona An Uncertain Season
Vladimir Janous$ek (1922-1986)

Skrtnutim pera / With the Stroke of a Pen, 1986
drevo, zelezo, v. / wood, iron, h. 193 cm
GHMP P-1485, ziskédno / acquired in 1988

Pro Janouskovu sochai'skou tvorbu je klicové zaujeti figuralni
tématikou, kterou ani pti zna¢né radikalizaci formy nikdy neopustil.
Svij charakteristicky umélecky vyraz nachazi Janous$ek kolem
poloviny Sedesatych let, kdy vstupuje do ¢eskych dé&jin jako sochat
pouzivajici nové tvirci pristupy. Nejprve své plastiky svatuje,

a pak montuje za pouziti plechu, Sroubd, matek, provazk i tahel.
Pracuje s vrstvenymi, rizné spojovanymi a ¢aste¢né pohyblivymi
elementy z odliSnych materiald. Zaujeti pohybem je zfejmé zejména
od sedmdesatych let, kdy vytvaii sochy-reliéfy, jejichZ ¢asti se daji
nastavovat do variabilnich poloh. I pti pouZiti novych technik ziistava
ve stredu sochatrova zajmu figura, at stylizovan4, ¢i transformovana
do podoby zvlastnich strojovych mechanismu. Jakési netiprosné
otacivé ,kolo osudu®, jehoz je ¢loveék tvlircem i obéti, predstavuje
také ¢erné zbarvena plastika ze sbirek GHMP Skrtnutim pera (1986).
Ndazev sochy je zfejmym odkazem k represim tehdejsiho politického
systému, kdy se Janou$ek sam stal pro svlij nekompromisni postoj
v obdobi normalizace nezadoucim a jako takovy byl nucen stahnout
se z vefejného Zivota a it v dstrani. Skrtnutim pera tak reflektuje,
obdobneé jako cela fada dalSich JanouSkovych dél, tizivou dobovou
atmosféru a soucasné autor(iv osobni piibéh.

Of key importance in Janous$ek’s sculptural work is his interest in
figural topics, which he never abandoned, even with a considerable
radicalization of form. Janous$ek finds his characteristic artistic
expression around the mid-1960s when he enters Czech history
as a sculptor using new creative approaches. He first welded his
sculptures and then assembled them using sheet metal, bolts, nuts,
strings and rods. He worked with layered, variously connected and
partially moving elements made of various materials. His fascination
with movement was evident especially from the 1970s when he
created sculptures-reliefs, parts of which could be adjusted to variable
positions. Even with the use of these new techniques, the figure
remains the focus of the sculptor’s interest, whether stylized or
transformed into the form of special machine mechanisms. A kind
of relentless revolving “wheel of destiny”, of which man is both
the creator and the victim, is also represented by a black-coloured
sculpture from the collections of the GHMP called With the Stroke
of a Pen (1986). The title of the statue is an obvious reference to the
repressive political system of the time, when Janous$ek himself
became undesirable because of his uncompromising stance during
the period of normalization and as such was forced to withdraw from
public life and live in seclusion. With the Stroke of a Pen thus reflects,
similarly to a number of Janou$ek’s other works, the oppressive
period atmosphere as well as the author’s personal story.
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SalHall: 4 Nejista sezona An Uncertain Season
Jitka Svobodova (1941)

Oherni Il / Fire Il, 1989
drét, textil, barva, v. / wire, textile, colour, h. 200 cm
GHMP P-1392, ziskdno / acquired in 1991

Brzy po ukonceni akademického studia malifstvi na prelomu
Sedesatych a sedmdesatych let se hlavnim polem ptisobnosti Jitky
Svobodové stala kresba. Inspiraci se ji staly nejvSednéjsi detaily
kazdodenni reality: potrubi nebo leSeni, kominy, pozdéji nadobi
nebo také prirodni motivy jako ohen, mraky ¢i kout. Minimalnimi
prostiedky opro$tuje své Casto az bandlni naméty od specifickych
kvalit - zGistava esence, dotykajici se jejich neuchopitelné filosofické
podstaty. Od poloviny sedmdesatych let se médium kresby zac¢ina
prolinat s tvorbou objektt. I ty jsou vSak kresebné: velmi subtilni,
abstrahované, z kfehkych material(i jako draty a papir.

Objekt s nazvem Oheri II (1989) velmi dobi‘e charakterizuje vSechny
zminéné kvality. Jeho konstrukce je vytvorena ze subtilniho dratu
obaleného tenkou vrstvou latky. Ta je kolorovana jasnymi barvami,
coz je prvek, ktery jednoznac¢né odliSuje autorc¢iny objekty od
obvykle monochromnich kreseb. Zlistava efemérnost zdznamu
prirodniho procesu a abstraktni povaha nehmotné piedstavy ¢i
dojmu z néj. Ackoliv na po¢atku piechodu k tomuto sensitivnéjsimu
médiu staly divody spiSe existen¢ni, ne ndhodou bezprostredné
korespondovaly se vSeobecnou tendenci k dematerializaci umeéni,
ktera na prelomu Sedesatych a sedmdesatych let, s nastupem
performance a konceptudlniho umeéni i pod vlivem vyvoje politické
situace, znacné silila.

Soon after graduating from academic study of painting at the turn
of the 1960s and 1970s, drawing became the main field of activity for
Jitka Svobodova. She was inspired by the most common details of
everyday reality: pipes and scaffolding, chimneys, later on, crockery,
or even natural motifs such as fire, clouds or smoke. With minimal
means, she rids her often even banal topics of their specific qualities
- what remains is the essence, their incomprehensible philosophical
substance. From the mid-1970s, the medium of drawing began to
overlap with the creation of objects. However, they also suggest
drawing: very subtle, abstracted, made of fragile materials such
as wire and paper.
The object called Fire II (1989) very well characterizes all of the above-
mentioned qualities. Its structure is made of fine wire wrapped in
a thin layer of fabric. It is brightly coloured, which is an element
that clearly distinguishes the artist’s objects from the usually
monochrome drawings. The ephemerality of the recording of the
natural process and the abstract nature of the intangible idea or
impression of it remain. Although the reasons for the start of the
transition to this more sensitive medium were rather existential, they
did coincide directly with the general tendency to dematerialize art,
which grew considerably stronger at the turn of the 1960s and 1970s
with the advent of performance and conceptual art, and also under
the influence of the political developments.
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Za stolem / At the Table, 1985
pastel na papire / pastel on paper, 100,3 x 73,5 cm
GHMP K-2452, ziskano / acquired 1985

Proudici energie ve slysitelném prostoru

Flowing Energy in Audible Space, 1984

pastel na papire / pastel on paper, 100,2 x 73,5 cm
GHMP K-2454, ziskédno / acquired 1985
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SalHall: 4 Nejista sezona An Uncertain Season
Karel Malich (1924-2019)

Karel Malich byl malifem, kreslifem, sochatem a grafikem,

ale predevsim kultovni osobnosti Ceské umélecké scény. Vynikal
mimotadnou citlivosti, moralni i uméleckou integritou, ale také
svéraznou duchovni filozofii. Od po¢atku Sedesatych let se Malichova
pltivodné figurativni tvorba obratila k ¢isté abstrakci prevazné
geometrickych soch a reliéfti, aby se pak béhem sedmdesatych

let vratila obloukem zpét k pozorovani skute¢nosti. Tentokrat

v8ak prostiednictvim autentickych vizi, zaznamenavanych

z bezprostiedni blizkosti - z pohledu autora do vlastni hlavy, kde

se v zablescich odrazi cely vesmir.

Rozhodujicim okamzikem byl zaZitek vnitiniho prozieni, kdy jeho praci
nadale predurcuji jeho vnitfni duchovni hnuti, ktera vrcholi vidénim
zdrojti vesmirné energie a svétla v sobé samém. Zaznamy obraz(i

této subjektivni reality jsou zpravidla symbolicky ohrani¢ené ovalem,
naznacujicim pfirozeny segment fyzickym okem vidéného svéta,

a stavaji se presnym otiskem autorova vnitfniho pohledu v urcitém
nepatrném okamziku. Vyjev pak znazornuje napiiklad jen cast
autorovy ruky a urcité nejasné ohraniCené ¢4asti okolnich véci a postav
(napt. M4 ruka podpirajici hlavu a tii za stolem, 1980). Karel Malich sva
vidéni zaznamendva ve stovkach variant dvéma rtiznymi zptisoby

- v barevnych pastelovych kresbach a v draténych prostorovych
objektech. Kresby jsou zaloZeny na mySlence jednoty jedince a vesmiru.
Na hluboké harmonii, kterou mtiZeme hledat jen sami v sob€. V Gstrani,
které ndm dne$ni doba, plna paradoxt, nabizi.

Karel Malich was a painter, draughtsman, sculptor and graphic artist,
but above all a cult figure of the Czech art scene. He was known for his
extraordinary sensitivity and moral and artistic integrity but also for
his distinctive spiritual philosophy. From the beginning of the 1960s,
Malich’s originally figurative work turned to the pure abstraction of
predominantly geometric sculptures and reliefs, only to return to the
observation of reality during the 1970s. This time, however, it was
reality seen through authentic visions, recorded from close proximity
- from the point of view of the artist looking into his own head,
where the whole universe is reflected in flashes.
The decisive moment was the experience of inner enlightenment when
his work was still predetermined by the spiritual workings of his mind,
which culminated in his seeing the sources of cosmic energy and light
within himself. The recordings of images of this subjective reality are
usually symbolically delimited by an oval, indicating a natural segment
of the world as seen through the physical eye, and become an exact
imprint of the artist’s inner view at a specific moment. The image
shows, for example, only a part of the artist’s hand and certain vaguely
demarcated parts of the surrounding things and figures (e.g. My Hand
Supporting My Head and Three at the Table, 1980). Karel Malich records
his visions in hundreds of variants and in two different ways - in
colourful pastel drawings and in spatial wire objects. The drawings
are based on the idea of the unity of the individual and the universe,
on a deep harmony that we can only look for in ourselves. In the
seclusion that we are offered in today’s paradox-laden times.

17






SalHall: 5 Nejista sezona An Uncertain Season
Radoslav Kratina (1928-1999)

Variabilni kiivky / Viariable Curves, 1979
hlinik / aluminium, 100 x 24 x 24 cm
GHMP P-1349, ziskdno / acquired in 1988

Tycové formace / Rod Formation, 1983
hlinik / aluminium, 275 x 20 x 20 cm
GHMP P-1348, ziskdno / acquired in 1988

Rém s formou /L/ / Frame with a Form /L/, 1984
hlinik / aluminium, 22 x 22 x10 cm
GHMP P-1350, ziskdno / acquired in 1988

Mrizka s formou /L/ / Grid with a Form /L/, 1985
chrom, mosaz / chrome, brass, 22 x 22 x 10 cm
GHMP P-1351, ziskdno / acquired in 1988

Dilo Radka Kratiny, jednoho ze zakladajicich ¢len(i Klubu konkretist,
je zaloZeno na principu stfetu dvou protikladnych vlastnosti. Na jedné
strané jsou plastiky zhotoveny z chladného kovu ¢isté primyslovym
zplsobem, ¢imz jsou zbaveny jakéhokoli prvku autorské rukodélnosti,
na strané€ druhé svou stavbou umoznuji ménit podobu ¢i strukturu.
Vybér Kratinovych dél respektuje logiku vy$e popsanych fenoménti

a zaroven i kontrast métitka lidského téla (Tycova formace), absolutni
podrizeni hierarchizaci vnitinich elementti (Rdm s formou /L/)

¢i zviditelnéni mnozstvi tvarovych formaci odehravajicich se uvniti
rastru ¢i miizky (MriZka s formou /L/). Kontrasty Kratinovych dél
nam vpusténim cizi invence do raciondlnich struktur pfipominaji,

Ze vztahové sité soucasné spole¢nosti uz davno nejsou formovany
Cisté raciondlné, ale naopak je tieba jim propujcit lidsky pohled.

The work of Radek Kratina, one of the founding members of the
Club of Concretists, is based on the principle of the clash of two
opposing characteristics. On the one hand, the sculptures are made
of cold metal in a purely industrial way that deprives them of any
element of the artist’s craftsmanship, on the other hand, their
construction allows them to change their form or structure. The
selection of Kratina’s works respects the logic of the above-described
phenomena and, at the same time, the contrast of the scale of the
human body (Rod Formation), the absolute subordination to the
hierarchization of internal elements (Frame with a Form /L/) and the
visibility of a number of shape formations taking place inside a raster
or grid (Grid with a Form /L/). The contrasts of Kratina’s works, by
introducing extraneous invention to rational structures, remind
us that the relational networks of contemporary society are no
longer formed purely rationally, but, on the contrary, must be given
a human perspective.
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SalHall: 6 Nejista sezona An Uncertain Season
Pavla Scerankova

Up! #1, 2007
video, délka / length 8 s.
GHMP F-0722/001, ziskdno / acquired in 2015

Up! #1, 2007
kombinovana technika, drevo, d. / mixed media, wood, I. 150 cm
GHMP F-0722/002, ziskédno / acquired in 2015

Sochy Pavly Scerankové maji ¢asto performativni charakter a jsou
zaloZeny na interakci autorky ¢i divaka se samotnym dilem.
Odehravaji se v ¢ase, béhem néhoz se socha aktivuje a rozvine svijj
akeni potencial. Nékdy mize akce trvat 8 vtetin, jako v pripadé ve
videu predstavené sochy Up/, kterd se pod tlakem sklada, aby se vzdy
zase svou vlastni silou zdvihla. Jindy trva jeji priabéh nékolik tydnd,
jako v instalaci Planetarni systém (GHMP, 2013), kde navstévnici

a kustodky po dobu vystavy pletli $aly z obtich klubek - planet. Tyto
performance, v nichZ dochdzi k osobnimu setkani ¢lovéka a sochy,
mohou byt natoeny na video, ¢imz vznika ,video-socha“ Nékdy socha
funguje jako objekt k obyvani nebo k pohybovani (Jedu, 2009; Jdi
pryc¢ - vrat se, 2009), ¢asto je v§ak performativni funkce jen naznacena,
a realizovana muze byt v nasich piredstavach: raketa odleti do
vesmiru (Sedm vterin, 2013). Podstatou téchto interakci jsou ve vétsiné
pripadu fyzikalni ¢i kinetické principy objektt ¢i instalaci - jsou to
objekty urcené k mechanickému pohybu nebo k deformaci. Objekty
Pavly Scerankové tak dobte koresponduji se sou¢asnymi neuro-
filosofickymi teoriemi ,,vtéleného poznani®, podle kterych hlubokému
porozuméni vzdy piedchazi fyzicky proZitek. Tato zjisténi se zdaji byt
extrémné dualezita v dobé, kdy nam vétSinu viemu zprostredkovavaji
digitalni média a skute¢nost mohou deformovat.

Pavla Scerankova’s sculptures are often of a performative nature and
are based on the interactions of the artist or the viewer with the work
itself. They take place in the period of time during which the statue
is activated and develops its action potential. Sometimes the action
can take eight seconds, as in the case of the sculpture Up! presented
in the video, which folds under the pressure of having to always
raise itself using its own force. At other times, its course lasts several
weeks, as in the installation Planetary System (GHMP, 2013) where
visitors and female gallery attendants knitted scarves from giant balls
of wool - planets - during the exhibition. A video can be recorded of
these performances in which the personal encounter of a person and
a sculpture takes place, thus creating a “video sculpture”. Sometimes
a statue works as an object to be inhabited or set in motion (I Go, 2009;
Go Away - Come Back, 2009), but often the performative function is
only indicated and can be realized in our imagination: the rocket flies
into space (Seven Seconds, 2013). The essence of these interactions
is in most cases the physical or kinetic principles of the objects and
installations - they are objects intended for mechanical movement
or distortion. In this way, Pavla Scerankova’s objects correspond
well with contemporary neuro-philosophical theories of “embodied
cognition” according to which deep understanding is always
preceded by physical experience. These findings seem to be extremely
important at a time when most of our perceptions are mediated by
digital media which can distort reality.
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Matéj Smetana

Navod 4: Zapad slunce / Instruction 4: Sunset, 2009
video, délka / video, length 7.30 min
GHMP F-0904/004, ziskédno / acquired in 2020

Matéj Smetana vytvari hraveé instalace, komiksy a videa, ale nevyhyba
se ani vaznym spolecenskym a politickym témattim. U zrodu jeho dél
stoji otazka ,,co by se stalo, kdyby..?”, a nasleduje stanoveni pravidel
jako pfi spoleCenské hte. Tyto podminky pak stanovi jednoduché,
jasné postupy a omezeni, v€etné zapocteni prvku ndhodnych
okolnosti, charakteristického i pro laboratorni praci. Néktera dila tak
navozuji dojem pseudovédeckého, tedy uméleckého vyzkumu, a jejich
forma byva zaloZena na préci s organickymi materidly, napiiklad
rostlinami, nebo s objekty pripominajicimi fyzikalni ptistroje, ovsem
vzdy s nddechem kutilstvi a recese. Téma svéta jako velké laboratofe,
v niz kazdy sam i vSichni dohromady hledame navod, jak dal Zit

a zachovat sebe i planetu. Navod 1ze najit jedinym kliknutim mysi
nespocet. Ale feknéme si upfimné - fungoval uz nékdy néjaky?

Nebo je ¢as spoléhat na vlastni intuici?

Série Navody, do niZ patii i Zapad Slunce, patii k typickym ,,postuptim”,
kdy se umélec bud pokousi urcity objekt vyrobit sam (Myslim, Ze
tento objekt neni mozné vyrobit, 2010), nebo podava pouze navod pro
divaka. V sérii animaci Navody, inspirované instruktaznimi videi

s doprovodnou ,elevator music®, nabizi konkrétni rady, jak si tato
umélecka dila podomacku vyrobit. Soucasti série, a také sbirky GHMP,
jsou ddle videa Krystal, Trilobit a Vesmir.

Matéj Smetana creates playful installations, comic books and videos,
but also does not avoid serious social and political topics. At the birth
of his works is the question “what would happen if..?”, followed by
the establishment of rules, as in a social game. These conditions
set out simple, clear procedures and limitations, including the
incorporation of an element of random circumstance, characteristic
of laboratory work. Some works thus give an impression of pseudo-
scientific, i.e. artistic research, and their form is based on work
with organic materials, such as plants, or with objects resembling
physical devices, but always with a touch of the DIY spirit and
practical joking. The theme is the world as a large laboratory in which
each of us independently and all of us together seek instructions
on how to continue to live and preserve ourselves and the planet.
Countless instructions can be found with a single click of the mouse.
But let’s be honest - have any of them ever worked? Or is it time to
rely on one’s own intuition?
The series Instructions, which also includes Sunset, is one of the
typical “procedures” whereby the artist either tries to make an object
himself (I Think It Is not Possible to Make this Object, 2010), or only
provides instructions to the viewer. In the series of animations
Instructions, inspired by instructional videos with accompanying
“elevator music”, he offers specific advice on how to make these
works of art at home. The series, as well as the GHMP collection, also
includes the videos A Crystal, A Trilobite and The Universe.
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Petr Lysacek (1961)

Rozcesti/ A Crossroads, 1992
svarované Zelezo / welded iron 450 x 450 cm
GHMP P-1410, ziskdno / acquired in 1993

Plivodem ostravsky umélec Petr Lysacek, se volné pohybuje na
ostravskeé i prazské scéné. Za studii byl soucdsti prazské skupiny
Pondéli (1989-1993), organizoval v Ostravé kontroverzni akéni festival
Malamut a stal se také jednou z vyraznych postav generace 90. let

z okruhu praZzské galerie MXM. Jeho dilo, at uz objekty, obrazy nebo
instalace, zpochybriuje formy i obsahy a ke skute¢nosti se stavi
skepticky a ironicky, aZ na vyjimky (Co s nimi. Portréty ¢eskych
filozoftl, 2007) pak také s odleh¢ujicim odstupem a sebeironii.

Ve svych obrazovych i objektovych koladZich témét vzdy pracuje

s nalezenymi prvky - tzv. ,ready-mades”, tak jako naptiklad i v dile
Rozcesti, jehoZ soucdsti je klasicka détska sedacka firmy Thonet.
Sedacka je postavena na kolejnice, které se rozbihaji do tfi stran,
takZe pohyb dopredu se zdd nemozny. Autor sam své dilo komentuje
takto: ,My dospéli jsme otupeni systémem, spoustu véci uz nefeSime.
JenZe déti to maji jinak. To, co my bychom uZ davno nechali, protoZe
to vnimame jako nereSitelné a zbytecné, je pro déti fascinujici a fesi
to jednoduse a bez problémt. Nam se jevi, Ze takhle dal pokracovat
nelze, ale dité se nezastavi a jede dal.” Motiv Rozcesti i hravy pristup
Petra Lysacka jsou pro dneSni dobu mimoradné inspirativni. Pokud
nekdy lidstvo stdlo na rozcesti a nevidé€lo cestu vpied, je to pravé dnes.
Kreativni feSeni jsou ta jedind moZna.

Originally an Ostrava artist, Petr Lysa¢ek moves freely in both the
Ostrava and Prague art scenes. During his studies, he was part of
the Prague group Pondéli (1989-1993), he organized the controversial
Malamut Performance Meeting in Ostrava and also became one of
the prominent figures of the 1990s generation in the circle of the
Prague-based MXM gallery. His work, whether objects, paintings or
installations, questions forms and contents and is sceptical and ironic
about reality, with a few exceptions (What Shall We Do With Them.
Portraits of Czech Philosophers, 2007), and also possesses breathing
space and self-irony. In his pictorial and object collages, he almost
always works with found elements - so-called “ready-mades”, such as,
for example, in the work A Crossroads, part of which is a traditional
child’s seat made by the Thonet company. The seat is put on rails that
diverge in three directions, so moving forward seems impossible.
The author himself comments on his work as follows: “We adults
are dulled by the system; we don’t deal with a lot of things anymore.
But a child’s approach is different. What we would have left long ago,
because we perceive it as unsolvable and unnecessary, is fascinating
for children and they deal with it easily and without problems. It
seems to us that it is impossible to continue like this, but a child does
not stop and goes on.” The crossroads motif and Petr Lysacek’s playful
approach are extraordinarily inspiring for today. If ever humanity
stood at a crossroads and did not see the way forward, it is today.
Creative solutions are the only ones that are possible.
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Obét / The Sacrifice, 1989
drevo / wood, 178 x 219 cm
GHMP P-1381, ziskano / acquired in 1990
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Jifi Beranek (1945-2021)

Autor pattil ke znamému sdruZeni 12/15, které bylo nejsilnéji aktivni
na prelomu osmdesatych a devadesatych let. Studoval u Vincence
Makovského, jehoz plasticky repertodr zjevné rezonuje i v dile, které
jsme vybrali pro tuto prilezitost. Prace Jiriho Beranka mela Siroky
zabér od figurdlnich a figurativnich dél aZ po instalace a land art.
Charakteristickym materialem pro n€j bylo di'evo, se kterym pracoval
tradi¢nimi i experimentalnimi a procesudlnimi metodami. Po studiu
byl kratce vyznavacem radikdlni exprese a dievo zpracovaval
motorovou pilou, tak jak jsme to mohli pozorovat u némeckych Neue
Wilde (G. Baselitz, M. Lupertz, A. R. Penck aj.). DlileZitou etapou byl
obrat k monumentalnim dilim v krajiné, ktera pattila ve své dobé

k nejvyraznéj$im poc¢intim v této oblasti. Casto pouzival tesarské
postupy bez findlnich tprav dfeva a zdsahy dlat, seker a pily zlistavaly
zcela ztetelné. V mnoha piipadech se v téchto dilech ocital na pomezi
sochy a architektury. Polychromie, kterou ¢as od ¢asu pouZzival,
evokovala ritudlni status téchto objekti.

Obét svym zplisobem stoji na hranici mezi objekty a figurativnimi
dily. Lze v ni vypozorovat jak rustikalni, femeslny pfistup k materialu,
tak odezvu barokni tradice, kterou Cas od Casu také ve svém dile

s tictou pripomnél. Obét je datovana revolu¢nim rokem 1989, a to jisté
neni nahoda. V této zlomové dobé reaguje na celé predchozi obdobi,
kdy byl soucasti nonkonformni scény, pro své postoje byl odsunut

do astrani a cely jeho profesni Zivot byl podkopan pocity nejistoty

a frustraci z reZimniho utlaku.

The author belonged to the well-known association 12/15, which
was most strongly active at the turn of the eighties and nineties.
He studied with Vincenc Makovsky, whose sculpting repertoire
also clearly resonates in the work we chose for this occasion. Jit'i
Beranek’s work was wide-ranging: from figural and figurative works
to installations and land art. His characteristic material was wood,
with which he worked using traditional as well as experimental and
procedural methods. After graduation, he briefly believed in radical
expression and processed wood with a chainsaw, as could be seen
in the German Neue Wilde (G. Baselitz, M. Lupertz, A. R. Penck, and
others). An important stage was his turn to monumental works
in nature, which was one of the most significant achievements in
this area at the time. He often used carpentry techniques without
finishing the wood, and the interventions of chisels, axes and saws
remained quite clear. In many of these works, he found himself on the
border between sculpture and architecture. He used polychromy from
time to time to evoke the ritual status of these objects.
In a way, The Sacrifice stands on the border between objects and
figurative works. It is possible to find in it both a rustic, craft
approach to the material and also an echo of the Baroque tradition
which, from time to time, he also mentioned in his work with respect.
The Sacrifice was made in the revolutionary year of 1989, which is
certainly no coincidence. During this turning point era, he reacts
to the entire previous period, when he was part of the dissident
scene, relegated to the sidelines because of his attitudes, and his
entire professional life was undermined by feelings of insecurity and
frustration with the regime’s oppression.
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Ales Vesely (1935-2015)

Enigma Il / Enigma Il, 1963-1964
kombinovana technika, v. / mixed media, h. 208 cm
GHMP P- 0646, ziskano / acquired in 1968

Ale$ Vesely byl v mladi jednim z autorti vystavujicich na legendéarnich
neoficidlnich Konfrontacich. Dnes je jeho tvorba Siroce respektovana
nejen u nas, ale i v zahranici, kde jako jeden z mala realizoval

fadu monumentdalnich dél. Jeho tvorba z Sedesatych let patii

k nejosobité&jsim redakcim informelu. Enigma II navazuje na obsahlou
sérii podobné strukturovanych reliéfa z nalezenych materialt, ve
kterych prevazuje kovovy odpad a staré dievo ¢i preklizky. Zahada,
tajemstvi, hadanka jsou zakladni vyznamy pojmu, ktery aZ obsedantné
pouzival Ale§ Vesely pro desitky svych praci. Mizeme v tom spatiovat
jeho setrvalou snahu orientovat se v labyrintu vlastnich proZitka

a zkuSenosti, které jej od détstvi prondsledovaly. Celd jeho rodina byla
Zidovského ptivodu, prosla perzekucemi béhem némecké okupace

a vétSina rozvétveného pribuzenstva holocaust nepiezila. Tryzen

a ohroZeni jsou pak ¢astymi tématy jeho praci i béhem sedmdesatych
let, kdy po zkuSenosti s hutnim a nerezovym materidlem na Sympoziu
prostorovych forem v Ostravé v roce 1967 sva dila prevazné svatuje,
dominuji v nich ostré bodce a hrany vyhrzné expanduji do prostoru
tak, jak je zname z jeho nejznaméjsiho dila Kaddis - Modlitba za
zemrelého (1967). Enigma je v jeho podani tajemna hrozba, ktera
dlouhodobé neopousti jeho predstavivost.

In his youth, Ale§ Vesely was one of the artists exhibiting at the
legendary unofficial Confrontations. Today, his work is widely
respected not only in our country, but also abroad, where he was one
of the few to execute a number of monumental works. His work from
the 1960s represents one of the most distinctive interpretations of
Art Informel. Enigma II follows up on an extensive series of similarly
structured reliefs from ready-made materials, in which scrap metal
and old wood or plywood predominate. AleS Vesely almost obsessively
used terms meaning a mystery, a secret or a riddle for dozens of

his works. We can see in this his constant effort to orient himself in
the maze of experiences that haunted him from his childhood. His
entire family was of Jewish descent, it was persecuted during the
German occupation, and most of his extended family did not survive
the Holocaust. Torment and threat are frequent themes of his work
during the 1970s when, after his experience with metallurgical and
stainless steel material at the Symposium of Spatial Forms in Ostrava
in 1967, he mainly welded his works; they are dominated by sharp
spikes and edges, threateningly expanding into space, as is known
from his most famous work, Kaddish - Prayer for the Dead (1967).

In his presentation, the enigma is a mysterious threat that does not
leave his imagination for a long time.
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Jaroslav Réna (1957)

Kostel / The Church, 2008
bronz / bronze, 85 x 36,7 x 86 cm
GHMP P-1538, ziskano / acquired in 2017

Jaroslav Rona vesel do povédomi kulturni vefejnosti jako
spoluzakladatel nejvyznamnéjSiho uméleckého sdruzeni
osmdesatych let, skupiny Tvrdohlavych. Celkovym charakterem své
tvorby (zaloZené na praci s archetypy a mytologiemi) se Réna fadi

k vyznamnym piedstavitelim ceské postmoderny. Pres kvantitativné
umeéleckého usili sochat'stvi. Rona je také autorem fady plisobivych
realizaci do vetejného prostoru (Pomnik Franze Kafky v Praze, 2003
nebo Jezdecky pomnik Markrabéte JoSta v Brng, 2015).

Kostel (2008), v jehoz tvaroslovi se misi prvky asocia¢né vazané

k tradi¢nimu kfestanskému svatostanku a technicistni morfologie,
se radi ke skupiné industrialnich plastik z poslednich let

(Tovarna, 2017; Archiv, 2017 a Ministerstvo, 2016), které charakterizuje
zaméieni na orwellovské vize a kafkovska traumata ze ztraty smyslu
véci a absurdity svéta. Kostel zaroven tematicky navazuje na Ronovy
architektony z devadesatych let, nevelké plastiky vdzané k mésttim

a mistim inspirované stavbami labyrintt, pevnosti a riiznych
ritualnich staveb, jez ma GHMP rovnéz ve svych sbirkach (Ritudlni
stavba, 1992, Aréna, 1996).

Jaroslav Rona became known to the cultural public as a co-founder
of the most important artistic association of the 1980s, the Tvrdohlavi
group. The overall nature of his work (based on work with archetypes
and mythologies) makes Rona one of the important representatives
of Czech postmodernism. Despite his distinctive and quantitatively
extensive painting, sculpture remains the focus of his artistic efforts.
Rona is also the author of a number of impressive works in public
space (the Franz Kafka Monument in Prague, 2003 or the Equestrian
Statue of Margrave Jos$t in Brno, 2015).
The Church (2008), whose shapes mix elements associated with the
traditional Christian sanctuary and technical forms, is one of the
group of industrial sculptures from recent years (A Factory, 2017,
An Archive, 2017 and The Ministry, 2016), which characterizes his
focus on Orwellian visions and Kafkaesque traumas due to the loss
of meaning of things and the absurdity of the world. The Church also
thematically follows up on Rona’s “architectons” from the 1990s, small
sculptures related to cities and places, inspired by the construction of
labyrinths, fortresses and various ritual buildings, which the GHMP
also has in its collections (Ritual Building, 1992, Arena, 1996).
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Jind¥ich Wielgus (1910-1998)

Pieta / Pieta, 1942-1944
drevo, polychromované / polychromed wood, 56 x 100 x 50 cm
GHMP P-0180, ziskédno / acquired in 1960

Jindfich Wielgus, sochat pochazejici z Karviné, se po valce zacal
profilovat jako autor vénujici se tématu tézké prace, piiznacné praci
hornik(. Béhem druhé svétové valky se vSak tlakem okolnosti vénoval
biblickym témattim, jako by chtél exponovat viru samotnou, avsak
nikoli ve smyslu prisluSnosti nalezejici k cirkvim, ale jako symbol viry
napriklad v brzky konec valky. Podobn¢ jako Wielgus se vystavenim
biblického tématu snazime exponovat viru v lepsi budoucnost,

kterou jsme v sou¢asnosti bud uZ prestali - pod tlakem vyhliZeni
hmatatelného horizontu konce pandemie - upln€ vnimat, nebo se nam
smrskla do roviny pouhého praktického zaobstaravani.

Jindtich Wielgus, a sculptor from Karving, began to profile himself
after the war as an artist focusing on the topic of hard manual work,
typically the work of miners. During World War II, however, he
focused on biblical themes, under the pressure of the situation at
that time, as if to show faith itself, however, not in terms of church
affiliation but as a symbol of faith in, for example, an early end to the
war. Like Wielgus, by manifesting the biblical theme, we are trying to
show a belief in a better future, which we have now either completely
ceased to perceive (distracted by the tangible horizon of the end of
the pandemic) - or it has shrunk to the level of a merely practical
procurement of life necessities.
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Torzo s vazou — Mater'stvi / Torso with a Vase — Maternity, 1928
patinované drevo, v. / patinated wood, h. 52 cm
GHMP P- 1449, ziskano / acquired in 1996

Jadro / Core, 1976
drevo / wood, 40 x 25 x 25 cm
GHMP P-1355, ziskdno / acquired in 1988
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Hana Wichterlova (1903-1990)

Hana Wichterlova pattila spolecné s V. Makovskym, B. Stefanem

a J. Wagnerem k vyjimec¢né socharské generaci, ktera se v povalecnych
letech vyprofilovala v ateliéru Jana Stursy. V letech 1926-1930 pobyvala
v Parizi, kde na ni zaptisobilo dilo Constantina Brancusiho svym
esencialismem. Po navratu domti vrcholi jeji usili o synteticky plasticky
tvar klicovou skulpturou Pupen z roku 1932, ktera svym konkrétnim
vegetabilnim ndmétem predznamenala obdobné zaméfené prace

z Sedesatych a sedmdesatych let.

Torzo s vazou je viibec prvnim dilem, v némz projevila sv{ij zdjem

o elementarni formy. Je zjevné inspirovano Brancusim, av§ak zarover
predznamenava tvaroslovi a smysl jejich dalSich praci. Z organického
tvaru torza pripominajiciho Zenskou postavu se vychyluje vejcity objem,
naruSeny ve spodni ¢asti ostrym zarezem. Byva interpretovano jako
socha matky s ditétem v naruci. KliCovy je zde vzajemny vztah dvou
téles vzeslych z jednoho objemu. Ovoid je sevieny a chranény vnéjSim
tvarem jako plod v 1tin€ matky.

V dobé druhého uméleckého obdobi Wichterlové vznikaji plastiky
abstraktnich forem, které maji vychodisko v piirodnim namétu, jako
Pecka (1964) nebo Lusk (1967-1968). Radi se k nim také Jddro (1976)

ze sbirek GHMP inspirované motivem pukajiciho kaStanu. Vnéjsi

plast Jadra provedeného z jilmu a tvarové opét piipominajiciho ovoid

je na trech mistech porusen a odhaluje svij plny stied. Vyjadiuje
panteistickou predstavu sochatky o svrchovanosti ptirodniho principu.
Tato prace je posledni dokon¢enou plastikou Wichterlové a uzavira
sochatsky vyvoj zahdjeny ve druhé poloviné dvacatych let.

Along with V. Makovsky, B. Stefan and J. Wagner, Hana Wichterlova
belonged to the exceptional generation of sculptors which emerged
from the studio of Jan Stursa in the post-war years. From 1926 to 1930,
she lived in Paris where she was impressed by the essentialist work of
Constantin Brancusi. On returning to Czechoslovakia, her pursuit of
a synthetic plastic form culminated in her key sculpture The Bud from
1932, which, with its specific vegetal theme, foreshadowed similarly
focused works from the 1960s and 1970s.
Torso with a Vase is the very first work in which she showed an
interest in elementary forms. She was clearly inspired by Brancusi but,
at the same time, she foreshadowed the shapes and meaning of her
subsequent works. From the organic shape of the torso, resembling
a female figure, an ovoid volume deviates, distorted at the bottom by
a sharp cut. It is often interpreted as a statue of a mother with a child
in her arms. What is of key importance here is the mutual relationship
of the two solids arising from one volume. The ovoid is clenched and
protected by the outer shape like a fetus in the mother’s womb.
During Wichterlova’s second artistic period, she made sculptures of
abstract forms which have their basis in a natural theme, such as The
Kernel (1964) or The Pod (1967-1968). They also include The Core (1976)
from the GHMP collections, inspired by the motif of a chestnut bursting
open. The outer shell of The Core, made of elm wood and resembling,
once again, the shape of an ovoid, is broken in three places and reveals
its full central shape. It expresses the sculptor’s pantheistic idea of
the sovereignty of the natural principle. Wichterlova’s sculptural
development, which began in the late 1920s, concludes in this work,
the last sculpture she completed.
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FrantiSek Hodonsky (1945)

Krajina / Landscape, 1987
drevo / wood, d./1.100 cm, v. / h.25 cm
GHMP P-1389, ziskano / acquired in 1991

FrantiSek Hodonsky, malif a grafik, se celozivotné vénuje
tématu krajiny a ptirody. V souCasném svéte je toto téma zcela
krucidlni, chceme-li jako lidstvo piezit v takové formé, ve které
jesté dosud zijeme. Na prahu ekologické katastrofy musime
prestat krajinu vnimat jako politicky nastroj uplatiiovani moci
geologickych materialti. Nejenze kazdoro¢né rapidné ubyva Zivé
prirody, ale skrze pozlistatkova uzemi prostiednictvim jejich
kapitalizace nové ustanovujeme mocenské poméry. S velkou
nadsazkou snad lze fict, Ze soucasna krize vyvolana pandemii
zasahla nas svét v nejchoulostivéjSim bodé, kde se vyjevuje jeho
nerovnost a potencionalita nasi svobody, a sice v mobilité lidi, zbozi
a kapitdlu. Lze tak pravdépodobné i fici, Ze tato krize je jakymsi
symbolem trestu z nerovnomérného nadbytku. Vratme se tedy
k ptivodni krajiné, ktera je bezzajmova a je polem Cisté radosti,
tak jako pro Hodonského.

Painter and graphic artist FrantiSek Hodonsky has been working
on the topic of landscape and nature all his life. In today’s world, this
topic is absolutely crucial if we, as humanity, want to survive in the
form in which we still live. On the threshold of an environmental
disaster, we must stop perceiving the landscape as a political tool for
exercising power through the colonisation of territories where there
are mines and deposits, for example of geological materials. Not only
is living nature disappearing rapidly every year but, through our
capitalization of the last remaining territories, we newly establish
conditions of power. It is perhaps possible to say, maybe overstating,
that the current crisis caused by the pandemic has hit our world at
its most delicate point, where its inequality and the potential of our
freedom are manifested, namely in the mobility of people, goods and
capital. Thus, it is probably possible to say that this crisis is a kind of
symbolic punishment for uneven affluence. So, let’s go back to the
original landscape, which is entirely disinterested and a field of pure
joy, the way Hodonsky viewed it.
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