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Tento text je kompilaci z disertaéni prace Protisky Easem a mistem. Remeslo, pomala méda
aindicky ru¢ni drevotisk v kontextu kolaborativniho pfistupu k praci s femeslniky v rozvijejicim
se svété. Petra Valentova, Umprum v Praze, Cervenec 2019.

Podvédomi o remeslech a zajem o né opét
vzrusta. Odvracime se od masové a levné vyrabénych véci
avracime se k tradici a rukodélnosti. Zajimame se o staré
techniky mistni i svétové. Vnimame nutnost zpomalit kon-
zumni cyklus a zamérit se mistné, na komunity kolem nas.
Ve spolec¢nosti se ozyvaji hlasy na podporu remesel, vzni-
kaji nové projekty a spoluprace.

Pocatky pouzivani slova cra-
eft / craft - Femeslo, jak mu rozumime dnes,
dohledal britsky archeolog Alexander Lan-

vianGLANDs, A glands? ve spisech Alfréda Velikého.? Ve své
theorginesnd e, knize mluvi Langlands o uré&itych ztracenych
Meaning of Traditional 3 ~ aw . - -
acr:ansétng: Faber znalos.tech a ?asem odll§n<?m porozumeni
) e Vel by tomu, Jak bylo rem_eslo vrrm_1ano aco z’rvlame-
vietech87122899  Nalo pfed a od dob industrializace. Za klicovou
Krdloveni essor~ povaZuje myslenku Femesla jako angaZova-
ného stavu; zpisobu materialni komunikace
mezi lidmi a s bezprostfednim okolim.* Re-
meslo spojuje s autenticitou a tvorenim ru-
kama (produkty jsou vyrobeny ze surovych
pfirodnich materiali, s laskou), coZ ale nemu-
si nutné vést k fyzickému objektu (za priklad
uvadi craft beers, piva z rukodélnych pivova-
ri, kde se jedna hlavné o Ffemesinou znalost
a dokonalé ovladnuti vyrobnich procesti).5 Pri
mistrovském ovladnuti femesiného ukonu zis-
kavame urcitou ,moc“ a kontrolu nad sebou
a svym okolim. O tuto hlubokou moc a kontrolu
jsme s nastupem industrializace pfrisli a nase
chapani remesel se zjednodusilo na jejich
vnimani jako manualnich procest. Tuto vizi
remesla v opozici k tovarni vyrobé (,sebevé-
domého kontrapunktu®) prifazuje k okamziku,
kdy se jako dominantni vyrobni prostredek

3) Tamtéz, s. 10.

4) Tamtéz,s. 11.

5) Tamtéz, s. 9.
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6) Tamtéz,s. 11-12.

7) Tamtéz,s. 17.

8) BLANCHARD, T.
(ed.). Fashion Craft
Revolution. Fashion
Revolution, 2019, s. 3.

zacaly pouzivat primyslové procesy. Tyto
procesy (industrializaci a zavadéni levnych
vyrobnich metod) popisuje jako ,nadfazenou
moc*. Zavedeniindustrializace nas ochudilo
o hlubSi spojeni s prostredim kolem nas, kte-
rého jsme dosahovali dokonalym ovliadnutim
femeslnych praktik, a postupné vedlo k nasi
yhegramotnosti moci“ (pfisli jsme o védomi, ze
skrze schopnosti, nabyté dokonalym ovlad-
nutim Femesinych technik, mizeme moral-
né a eticky formovat sami sebe).® Historicky
méla femesina dovednost v lidskych Zivotech
mnohem vétsi intelektualni a spiritualni roli;
byla ,,organizacnitezi schopnosti jedince na-
sledovat moralni a dusevni zivot“.”

Je mozné se k témto principim
vratit? Po letech nasi posedlosti vécmi, kdy si
uvédomujeme dopady lidské ¢innosti na pro-
stfedi kolem nas, se dnes, v dobé antropocénu,
obracime k individualnéjSimu, pomalejSimu
a zodpovédnéjsSimu pristupu. Vracime se k fe-
mesliim, tradi¢nim dovednostem a lidskym
pfibéhiim. V pfipadé médy a textilniho prti-
myslu ma znovuobjevovani minulosti néko-
lik podob: od zacinajicich médnich navrhart,
ktefi zaClenuji tradiéni navrhy do své esteti-
Ky, az po zvySeny zajem verejnosti o Ffemesl-
né obory nebo navrat k nim.2 Remesla jsou
neodmyslitelné spojena s lidskym vyvojem;
proto je mame casto konceptualné spojena
s minulosti. MysSlenka, Zze femeslo mtize ve
vztahu k minulosti poukazat na zpUsob Zivo-
ta, ktery s nastupem priamyslové spole¢nosti
mizel, je ale zavadéjici. Remesina dovednost
je trvalym, zakladnim lidskym impulzem, tou-
hou po dobré a kvalitni praci. Ma hlubsi dosah,
nez kvalifikovana manualni prace; zaméruje
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se na intimni propojeni ruky a hlavy. Mistrov-
sky ovladnuta remeslina dovednost je také
vysledkem nekoneéného opakovani ukonu
az do jeho dokonalého zvladnuti. V kazdém
dobrém remesinikovi se odehrava dialog mezi
nauc¢enymi praktikami a myslenim; tento dia-
log se rozviji v ,udrzovacich navycich“,® které
vytvareji dynamiku mezi nalezenim problému
ajejich resenim. VeSkera fremesla jsou zaloze-
na na dlouhodobé vyvinutych dovednostech,
které se Casto predavaji mezigeneracéné.
Narozdil od uménijsou fremesla
lokalni® ukotvena v mistnich komunitach, se
kterymi jsou protkana. Rodi se,,...zdovednos-
pouzivanych k vytvareni nastroju a inspiraci
z mistniho folkloru; zatimco umélci ¢asto ko-
mentuji dobu a kulturu, ve které se nachazeji,
Ffemesla jsou vernakularni, zpracovavaji mist-
ni pribéhy alidova presvédceni“.** Vzhledem
ktomu, Zze 65 % globalni Femesiné aktivity se
odehrava v rozvojovych zemich, ma globali-
zace na toto odvétvi nevratny dopad.*? Pod
jeii tihou mnoho specifickych, dnes margina-
lizovanych remesel zanika. Zprava UNESCO
odhaduje, ze vice nez 200 remesel ze 100
zemi hrozi vyhynuti nebo vyhynula.*® Kon-
tinuitu nékterych fremesinych praktik také
ohrozuji nartistajici ceny materialu, které se
tim dostavaji mimo dosah femesiniku. Ve své
podstateé splnuji Femesla pozadavky udrzitel-
nosti a pomalého Zivotniho stylu. U tradi¢nich
femeslnych technik, které jsou ve svém prin-
cipu lokalni, jsou k jejich vykonu nutné nizké
nebo minimalni naklady. Surové materialy je
pomeérné snadné ziskat. VétSinou se zaroven
jedna o obnovitelné zdroje, jako je drevo, textil,

14) Craftivismus maze
pomoci rozsifeni
povédomi o problému,
vytvorit platformu pro
rozhovory o socialnich
otazkach, zpochybnit
nespravedinost,

stat se nastrojem

pro aktivni, politicky
protest a pomoci pfi
kreativnim FeSeni
konfliktu. CALLAHAN
BAUMSTARK M.;
CARPENTERE. et al.
Craftivism Manifesto,
nedatovano, dostupné
z: http://craftivism.
com/wp-content/
uploads/2017/04/
craftivism-manifesto-
2.0.pdf, vyhledano
1.6.2019.

15) GREER B.,, Knitting
for Good: A Guide to
Creating Personal,
Social, and Political
Change Stitch by
Stitch. Boston:
Trumpeter, 2008;
GREER B. Craftivism:
The Art of Craft and
Activism, Arsenal Pulp
Press, 2014.

hlina a fFemesilnici, bez zatézovani zivotniho
prostredi, mohou vyrobit v podstaté neome-
zené mnozZstvi vyrobkl. Remesla ovéem ohro-
Zuje devalvace tradi¢nich vyrobnich procest
nebo vytrhnuti procesu z kontextu. Pokud si
hire nachazeji misto na trhu nebo se slozitéji
komercializuji, narusuje se jejich kontinuita
a predavani z generace na generaci. Vétsi
viditelnost online mlize zase naopak vést ke
kulturnimu privlastnovani (kulturni apropriaci).
Remesla dokazi také dynamic-
ky reagovat na prostredi kolem sebe a ¢asto
se stavaji vyznamnymi nastroji pri vétsich so-
cialnich a politickych zménach ve spolecnosti,
jako tfeba u Craftivismu,4 jehoz koncept byl
aplikovan pri riznych politickych kampanich.
Termin craftivismus (femesiny aktivismus)
popularizovala umélkyné, aktivistka a autor-
ka Betsy Greer.*® Jedna se o druh aktivismu,
ktery skrze remesiné praktiky propojuje re-
meslo a aktualni socialni pozice a zapojuje je
do spolecenského, performativniho a kritic-
kého diskurzu. Obsahuje v sobé elementy en-
vironmentalismu, antikapitalismu (aktivismu
proti vykoristovatelskym podnikiim, napriklad
manufakturam rychlé médy - sweatshops)
nebo feminismu treti viny za pomoci nastrojt,
které mohou odkazovat na ,,domaci umeéni*.
Silné se identifikuje s treti vinou feminismu.
Remesla ke svému rozvoji potfebuji zpoma-

leni procesl, spolupraci s informovanymi, kvalitnimi desig-
néry a umeélci, ktefi jsou nejenom ochotni experimentovat,
ale zaroven respektuji tradi€ni postupy a do dané komunity
dlouhodobé investuji svij talent, empatii, intelekt a zajem.
Tradice se muiZe velice jednoduse vytratit, méla by se ale
zachovat. Misto toho, aby femesla, ktera ve své podstaté
pozadavek udrzovatelnosti splnovala, mizela, je lepSi vari-
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antou najit zpUsob jejich vyuziti a pomoci je transformovat.
Postupné sili hlas téch, pro které je dllezita udrzitelnost
ekologického systému a jeho rovnovaha, a kteri se pfi vyrobé
Fidi principem, Ze z Zivotniho prostredi by se nemélo vzit vice,
nez se do ného vklada. Remesla jsou propojené systémy, hlu-
boce zakorenéné ve zvycich, usporadani a nékolik generaci
zpét sahajici moudrosti a skupinové znalosti a dovednosti.
Zaroven se tradicni Ffemesla ve vétsiné pripadu nachazeji
ve snadno napadnutelnych oblastech, ¢asto ovlivhénych
kolonialni historii. Materialy, které remesla nékdy pouzivaiji,
v sobé ¢asto obsahuji nasilnou a krvavou historii.

16) Dabu je rezervazni
pasta, pouzivana pfi
barveni indigem. Jedna
se o bahnitou smés,
jejimz zakladem je
mistni, tmava hlina,
hasené vapno, guma,
voda a jemny pSenicny
prasek, ktery se ziskava
z hmyzem napadeného
obili.

17) Chhipa, také
chhippa, chippa,
cheepa, chipi. Tiskar,
femesinik patfici do
tiskarské komunity.
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Ve svych projektech se posled-
nich nékolik let zaméruji na drevotisk a spolu-
praci s rodinnymi tiskarskymi dilnami v indic-
kém Radzasthanu, s modrotiskovymi dilnami
na Moravé a s ¢eskymi formiri ze Dvora Kralové.
Rucnitisk na latku je jednou z nejstarsich me-
tod potisku na textil. K tisku se pouzivaji ruéné
vyrabéné formy ze dfeva, mosaznych plisku
a hiebicki nebo kombinované. U modrotisku
se jedna o negativni tisk rezervazni pastou
anasledné barveniv indigové lazni, v pripadé
indického drevotisku o tisk prirodnimi nebo
chemickymi barvami €i techniku negativni-
ho tisku nazyvanou dabu,® ktera se priblizu-
je nademu modrotisku. Zakladem mé prace
je pochopeni celého fremesiného procesu,
angazovani vSech jeho ucastnikuli a respekt
k intelektualnimu skupinovému vlastnictvi
femeslinych metod, stejné jako védomi slozi-
té kolonialni minulosti, ktera se Indie a jejiho
textilniho pramysilu historicky tyka.

U malych tiskarskych dilen
v indickém Bagru v Radzasthanu zapojuji
skupinu chhipal? - Zen z tiskarské komuni-
ty, se kterymi pfi spoleénych workshopech
vytvarime nové dezény, jez jim ve vysledku

18) Kypa, do zemé
zapusténa kad'

(dfive dfevéna, stale
pouzivana dilnou
Danzingeru v Olesnici
na Moraveé nebo
betonova, pouzivana ve
Straznici), obsahujici
indigovou lazen.

patfi. V pripadé aplikace téchto dezéni do-
stavaji chhipa licen¢ni poplatky a i za praci
béhem workshopli jsou placeny, nebot se
odehravaji v dobé, kdy by jinak pracovaly ve
svych malych dilnach. K etickému zplsobu
prace s femeslniky v rozvijejicim se svété patfi
adekvatni ohodnoceni femesliniku, prahled-
ny dodavatelsky retézec a respekt k aspek-
tim dané kultury. Nové dezény se aplikujina
bavinu ¢i hedvabi a z této metraze vznikaji
ve spolupraci s umélci a designéry modely,
které jsou predstavovany v ramci performa-
tivnich prehlidek v prostorach galerii, muzei
i nezavislych objektu.

P¥i aplikaci moravského modro-
tisku je pro mne dtilezita celistvost procesu
od vzniku novych tiskarskych forem po tisk
abarvenivindigové kypé.*® Ve Dvore Kralové
Ziji posledni dva formifi, Milan Bartos a Jaroslav
Plucha, se kterymi vytvarime nové tiskarské
formy, které se nasledné tisknou v modrotis-
kové dilné ve Straznici. Remesla funguiji jako
ekosystémy a je potreba je chapat v jejich
hloubce i ve vztahu k okoli. Zapojeni formifua
respektuje celistvost Fremesla a pristup, kte-
ry se stale pouziva v rodinnych dilnach v In-
dii. Pri spolupraci s tiskari také mapuiji jejich
praci béhem ¢asosbérného procesu, pfi némz
vznikaji protisky, vlastné protisknuté zazna-
my, které se pres sebe vrstvi. Ty se pak daji
pouzit v interiéru, architekture nebo funguiji
jako samostatna umélecka dila.

Remesla typu ruéniho tisku na latku potre-

buji ke svému rozvoji kontinualnost, empatii a respekt ce-
Iého pracovniho procesu. Za tradi€nimi Ffemesinymi postu-
py jsou konkrétni lidé, komunity s mistnimi zvyky a silnymi
socialnimi vazbami. Lidé se skutecnymi zivoty, které jsou
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ve vysledku velmi podobné tém nasim. Jedna se o velice
kFehky systém, ktery jakékoliv vétsi naruSeni mlize rozdrobit
na prach. Zaroven se ztratou starych femesinych postupu
a procestl ovSem my, lidé, prichazime o néco z nasi historie
a lidskosti. My vSichni miizeme pfi spravhém empatickém
pFistupu femeslim pomoci. Lokalnost, priihlednost, eti-
ka a nase vciténi jsou pro jejich vzkvétani zasadni. Je ¢as
opustit ego a empaticky, v ramci humanniho pristupu, na-
slouchat, snazit se porozumét, iniciovat spolupraci a spo-
lutvorit. Mezioborové spoluprace jsou pro rovnovahu, vyvoj
a vétsi spravedlnost podstatné.

Petra Valentova (1974) vystudovala Akademii vytvarnych uméni v Praze

a Hunter College, CUNY v New Yorku. Dlouhodobé se vénuje spolupraci

s drevotiskovymi dilnami v indickém Radzasthanu a s modrotiskovymi

dilnami na Moravé. Jeji projekty jsou zamérené na mezioborovou
spolupraci a co-design (collaborative design).
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This text is a compilation from the dissertation work Indentations in Time and Place. Craft, Slow
Fashion and Indian Handmade Wood-Block Printing in the Context of a Collaborative Approach to
Work with Craftspeople in the Developing World. Petra Valentova, VSUP in Prague, July 2019.

The awareness of and interest in crafts is
growing again. We are turning away from mass- and cheaply
produced objects and returning to tradition and handicraft.
We are interested in old techniques both locally and globally.
We perceive the necessity of slowing down the consumerist
cycle and focusing locally, on the community around us. In
society, voices are calling for the support of crafts, and new
projects and cooperation are arising.

The beginnings of the use of the
word craeft / craft as we understand it today
were found by British archeologist Alexander

1) LANGLANDS A. Langlands® in the writings on Alfred the Great.?
e ongmeand e In his book, Langlands writes about certain
Crafts, London:Faberlost knowledge® and about our differing un-
and Faber Ltd., 2017. ) .
derstanding of how craft was perceived and
king of the Anglo- what it meant before and from the age of in-
Wescex roma71to dustrialization. He considers as essential the
899 idea of craft as an engaged state; a method of
material communication between people and
theirimmediate surroundings.* Craft connects
with authenticity and creation and with the
hands (products are produced from raw nat-
ural materials and with love), which, however,
doesn’t necessarily lead to a physical object
(as an example he presents craft beers, beer
from handicraft breweries dealing mainly with
knowledge of the craft and perfect control
5)Ibid. p. 9. of the production processes).® With master-
ful control of craft actions we gain a certain

“power” and control over ourselves and our

surroundings. We lost this deep power and

control with the coming of industrialization
and our understanding of craft was simplified
to its perception as manual processes. This

2) Alfred the Great was

3) Ibid. p. 10.
4) Ibid. p. 11.
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6) Ibid. pp. 11-12.

7)Ibid. p. 17.

8) BLANCHARD, T.
(ed.). Fashion Craft
Revolution, Fashion
Revolution, 2019, p. 3.

vision of craft in opposition to factory produc-
tion (“self-confident counterpoint”) is attribut-
ed to the moment when industrial processes

began to be used as the dominant means of

production. These processes (industrializa-
tion and the introduction of cheap production

methods) are described as “superior power”.
The introduction of industrialization deprived

us of a deeper connection to the environment

around us that we had achieved through the

perfect control of craft practices, and grad-
ually led to our “illiteracy of power” (we lost

the awareness that through ability, enhanced

by the perfect control of craft techniques, we

can morally and ethically form ourselves).®

Historically, crafting skills held a much great-
er intellectual and spiritual role; it was an “or-
ganizational thesis of the individual’s ability

to follow a moral and spiritual life”.”

Is it possible to return to these
principles? After years of our obsession with
things, we realize the impact of human ac-
tivity on the environment around us, and so
today, in the Anthropocene period, we turn
to a more individualistic, slower and more
responsible approach. We return to crafts,
traditional skills and people’s stories. In the
case of fashion and the textile industry, the
rediscovery of the past has several forms: from
emerging fashion designers who incorporate
traditional designs into their aesthetics, to a
greater interest of the public in areas of craft
or a return to them.® Crafts are unimaginably
connected with human development; that is
why we conceptually often associate them
with the past. The idea that craft, in its rela-
tionship with the past, can point to a way of life
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9) SENNETT, R. The
Craftsman, Yale:
Yale University Press,
2008, p. 20.

10) Ibid. p. 21.

11) CASTRO, B. T.
(ed.). Fashion Craft
Revolution, Fashion
Revolution, 2019, p. 3.

12)DITTYS.
Globalisation and
its effect on artisan
communities, in:
Tamsin Blanchard
(ed.), Fashion Craft
Revolution, Fashion
Revolution, 2019,
p. 20.

13) Ibid. p. 3.
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that disappeared with the onset of industrial

society, is misleading, however. Skill in craft

is an enduring, essential human impulse, a

desire for the good and good-quality work.
It has a deeper reach than qualified manual

labor; it focuses on the intimate connection

between the hands and the head. Masterfully
exercised craft skill is also a result of endless

repetition of a task until it is perfectly mas-
tered. In every good craftsperson a dialogue

is played out between learned practices and

thinking; this dialogue develops into “main-
tained habits”® that create a dynamic between

discovered problems and their solutions. All

crafts are based on long-term development

of skills that are often handed down from

generation to generation.

Unlike art, crafts are local,°
anchored in the local communities with which
they are interwoven. They are born “...out of
skills of people in an area in which they live,
from local materials used for the creation of
tools and inspiration from local folklore; while
artists often comment on the period and cul-
ture in which they find themselves, crafts are
vernacular, they process local stories and folk
convictions.”** In view of the fact that 65% of
global craft activity takes place in developing
countries, globalization has an irreversible im-
pact on this activity.*?2 Under its burden, many
specific, today marginalized crafts are dis-
appearing. A UNESCO report estimates that
more than 200 crafts from 100 countries are
facing extinction or are already extinct.1® The
continuity of several craft techniques is also
threatened by rising prices of materials that
make them inaccessible to craftspeople. In

14) Craftivism can
help the spread of
awareness of the
problem, create a
platform for discussion
on social questions,
cast doubt on injustice,
become a tool for
active, political protest
and help to creatively
solve conflicts. Mary
Callahan Baumstark,
Ele Carpenter et al.,
Craftivism Manifesto,
undated, accessible
from: http://craftivism.
com/wp-content/
uploads/2017/04/
craftivism-manifesto-
2.0.pdf, accessed
1.6.2019.

15) GREER,B., Knitting
for Good: A Guide to
Creating Personal,
Social, and Political
Change Stitch by
Stitch, Boston:
Trumpeter, 2008;
GREER, B. Craftivism:
The Art of Craft and
Activism. Arsenal Pulp
Press, 2014.

their essence, crafts fulfill the requirements

of sustainability and a slow lifestyle. With tra-
ditional craft techniques that are in principle

local, minimal expenses are necessary for their

production. Raw materials are relatively easy

to obtain. Most of them are at the same time

renewable resources, such as wood, textile,
and clay, and craftspeople are basically able

to create an unlimited number of products

without burdening the environment. Crafts

are obviously threatened by the devaluation of

traditional production processes or process-
es torn out of context. If they find it harder to

find a place on the market or complicated to

commercialize, it disrupts their continuity and

handing down from generation to generation.
Greater visibility online, on the other hand,
may lead to cultural appropriation.

Crafts are also able to react
dynamically to the environment around them
and often become significant tools for larger
social and political changes in society, such
as in Craftivism,** whose concept was applied
during various political campaigns. The term
craftivism (craft activism) was popularized by
the artist, activist and author Betsy Greer.15
It deals with a type of activism that, through
craft practices, connects craft and current
social position and engages it in social, per-
formative and critical discourse. It contains
within it elements of environmentalism, an-
ticapitalism (activism against exploitative
enterprises, for example the manufacturing
of fast fashion - sweatshops) or third wave
feminism using tools that can link to “do-
mestic art”. It strongly identifies with third
wave feminism.
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For its development, craft needs slowed-
-down processes, cooperation with information sharing,
good-quality designers and artists who are not only willing
to experiment, but who also respect traditional procedures
and who invest their talent, empathy, intellect and interest
into a given community. Tradition can very easily be lost,
but it should be preserved. Instead of it disappearing, craft,
which essentially fulfills requirements for sustainability,
needs to find a better variant for its use and be helped to
transform. The voice of those for whom sustainability of the
ecological system and its balance is important is gradually
growing stronger, and they are guided by the principle of
production that no more should be taken from the environ-
ment than what is put back into it. Crafts are connected by
systems, deeply rooted in habits and ordering, and reach
several generations back to wisdom and group knowledge
and skills. At the same time, traditional crafts in most cases
are found in vulnerable areas, often influenced by colonial
history. The materials that crafts sometimes use also often
contain in themselves a violent and bloody history.

In my projects over the last
several years, | have focused on block-wood
printing and cooperation with family printing
workshops in India’s Rajasthan, with blue-prin-
ting workshops in Moravia and with Czech form
makers from DvUr Kralové nad Labem. Hand
printing on fabric is one of the oldest methods
of printing on textile. Handmade wooden for-
ms are used for the printing, along with brass
plates or nails in combination. With blue-prin-
ting one is dealing with negative prints using

6 Dab e receres reserve paste and subsequent dyeing in an
pasteusedindyeing  iNAigo bath. Indian block-wood printing uses
with indigo. Itis a . .

muddy mixture whose  NAtural or chemical dyes or techniques of ne-
Srediima rubser . gative printing called dabu,¢ which are simi-
powderwhich i gaimed lar to our hand-block blueprinting. The basis
g occrested - of my work is understanding the entire craft

102

17) Chhipa, also
chhippa, chippa,
cheepa, chipi. A female
printer, a craftswoman
belonging to a printing
community.

18) A kypa is a basin
embedded in the earth
(formerly wooden, still
used in the Danzinger
workshop in OleSnice
in Moravia, or concrete,
used in Straznice),
containing the indigo
bath.

process, engaging with all its participants and
respecting the intellectual group ownership
of the craft methods, as well as being aware
of the complicated colonial history that con-
cerns India and its textile industry specifically.

In small printing workshops
in India’s Bagru in Rajasthan | engage with
groups of chhipa'’- women in the printing
community with whom we create new de-
signs in group workshops, and which then
later belong to them. In cases of application
of these designs, the chhipa receive licens-
ing fees and they are even paid for their work
during the workshops, because they take
place during the time when they could oth-
erwise be working in their small workshops.
Ethical ways of working with craftspeople in
the developing world include the apprecia-
tion of adequate craftsmanship, a transparent
supply chain and respect for the aspects of
their culture. The new designs are applied to
cotton or silk, and models are created from
this yardage in collaboration with artists and
designers which are presented in performa-
tive shows in gallery spaces, museums and
in independent institutions.

When applying the Moravian
blue-printing, the entirety of the process is
important to me from the creation of a new
printing form to printing and dyeing in the in-
digo bath (called a kypa).*8 In Dvuir Kralové nad
Labem live the last two formers, Milan Bartos
and Jaroslav Plucha, with whom we create new
printing forms, which are subsequently used
for printing in the blueprint workshop in Straz-
nice. Crafts function as ecosystems and need
to be understood in their depth and in relati-
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on to their surroundings. The involvement of
formers respects the integrity of the craft and
the approach still used in family workshops
in India. In collaboration with printers, | also
map their work during the time-lapse process,
in which prints are created, actually prints
that overlap one another. These can then be
used in the interior, architecture or function
as separate works of art.

Crafts like hand printing on fabric require for
their development continuity, empathy and respect for the
entire work process. Behind traditional craft practices are
specific people and communities with local customs and
strong social ties. They are people with real lives that are
ultimately very similar to ours. It is a very fragile system
that can crumble to dust with any major disturbance. At the
same time as we lose old craft practices and processes, of
course, we, humans, lose some of our history and humanity.
We can all help crafts with the right empathetic approach.
Locality, transparency, ethics and our empathy are essential
to their flourishing. It is time to leave the ego and empathi-
cally, in the framework of a humane approach, listen, try to
understand, initiate cooperation and co-create. Interdisci-
plinary cooperation is essential for balance, development
and greater justice.

Petra Valentova (1974) studied at the Academy of Fine Arts in Prague

and Hunter College, CUNY in New York. She has long devoted herself

to cooperation with wood-printing workshops in India’s Rajasthan and

with blue-printing workshops in Moravia. Her projects are focused on
interdisciplinary cooperation and collaborative design.
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(Ne)viditelné vzory
14.3.-25.4.2019

Petra Gupta Valentova,
Kristyna a Marek Mildeovi

Kuratorka:
Silvie Stanicka

Vystava (Ne)viditelné vzory vénovana

tvorbé Kristyny a Marka Mildeovych

a Petry Gupta Valentové predstavuje vybér

Z jejich environmentalnich projektu, které

se snazi aktivné prispivat k obecnému
diskurzu. Mildeovi sleduji fenomén zvlastniho
druhu moderniho ¢lovéka, kterého pojmenovali
Homo Interius, jedince, jenz travi vétsinu
svého zivota v bubliné uvnitr bilé krychle
separovan od vlivu okoli, pasivné, s ryze
interiérovym postojem ke svétu. Petra

Gupta Valentova nedavno zalozila znacku
IM.PRINTED zamérenou na techniku indického
drevotisku a Ceského modrotisku. Autorce
v§ak v zadném pfipadé nejde jen o samotné
vyrobky, ale predevsim o aktivni prispévek

k aktualnimu tématu udrzitelné spoluprace

s femeslniky z tretiho svéta, ktefi by se méli
stavat skute¢nymi vlastniky své prace, nikoliv
jen jejimi dodavateli.

Silvie Stanicka

(In)visible Patterns
14.3.-25.4.2019

Petra Gupta Valentova,
Kristyna and Marek Milde

Curator:
Silvie Stanicka

The exhibition (In)visible Patterns, dedicated to
the work of Kristyna and Marek Milde and Petra
Gupta Valentova, presents a selection of their
environmental projects that attempt to actively
contribute to the general discourse. The Mildes
observe the phenomenon of a strange kind of
modern human, which they have named Homo
Interius, an individual that spends most of its
life in a bubble within a white cube separated
from the influences of its surroundings,
passively, with a purely interior attitude to

the world. Petra Gupta Valentova recently
founded the brand IM.PRINTED focused on the
technique of Indian wood-block printing and
Czech hand-block blueprinting. The products
themselves are in no way the main importance
for the author, but above all it is about

actively contributing to the current theme of
sustainable cooperation with craftspeople from
the third world who should become the actual
owners of their work, not merely its suppliers.

Silvie Stanicka
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Petra Valentova, Hanele Poislova,
Fizi/IM. PRINTED, Studio HrdinG
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Petra Valentova, Protisky, Petra Valentova, Imprints,
modrotisk na kanvasu, blueprint on canvas,
2018-2019, foto Kristyna Opalkova 2018-2019, photo by Kristyna Opalkova







Petra Valentova, Protisky, Petra Valentova ! ;
modrotisk na kanvasu, blueprint on can b \
2018-2019, foto Kristyna Opalkova 2018-2019, photo by Kristyna Opalkova ! 124 —125







Kristyna a Marek Milde, Kristyna a Marek Milde,
Udélej si sam, Do it your self, ; ”
2012, foto Kristyna Opalkova 2012, photo by Kristyna Opalkova s ; 128 —129
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Kristyna a Marek Milde, Kristyna a Marek Milde,
Domov v Domé, Home in a Home,
2016, foto Kristyna Opalkova 2016, photo by Kristyna Opalkova



