Krajina jako
verejne tema

Romana
Vesela
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1) PETRICEK, M. Krajlna Jje ZpUSOb, Jimz se hasemu prozivani

Prostor a Krajina. ~ P - . 1

In: Krajina / Landscape. SVeta otevira porozumeni prostoru.

Praha: Sorosovo

centrum souc¢asného

uméni. 19983, s. 44. . . ~ ~ ~ -~ P Y -
Krajina je souc¢asné nasim prostredim i zakladni

surovinou. Ma svou uzivnou hodnotu, je domovem, pfrirodou,
sdilime ji s jinymi Zivocichy a rostlinami, obhospodarujeme ji

auzivame. Vystava tedy v sobé propojuje prirodni a méstské

prostredi. Na zacatku formovani tématu vystavy stala otaz-
ka: Jaka mUiZe byt spolecenska funkce krajiny v aktualnim

umeéni? Tu se v textu pokusime zodpovédét prostrednictvim

propojeni krajiny a verejného umeéni. Pficemz vychazime

z presvédceni, Ze nase krajina je verejna proto, Ze z prevaz-
né casti patri verejnosti a verejnost je zvykla brat ji za svou,
kromé nékolika velmi malych tzemi se jedna o krajinu kul-
turni i urbanni, je husté obydlena a velmi ¢asto jsou témata

s ni spojena predmétem verejného zajmu. PfFicemz musime

mit na pameéti, Ze prostor verejného umeéni neni prostorem

faktickym, ale siti socialnich vazeb.

Vaclav Cilek se v knize Co se
déje se svétem? vénuje rozdilu mezi zivotem
spojenym s pfirodou a zivotem ve mésté na
zakladé starosti o svét, kdy pro ¢lovéka z ven-
kova je prostfednictvim kontaktu s ptidou
kazdodenni soucasti starost o zemi a ¢lovék

2vizpnikapiola 2 Mésta toto nahrazuje ve€ernimi zpravami.?

knihy CILEK, V. Co se P . . . .

dsje se svetem. Praha: - IMIIFI tim Kk situaci, kdy jsme si okolo sebe vy-

pokoran, 2016. tvofili umélé prostfedi vztaht a hodnot, které
se v soucasné dobé zacina jevit sebedestruk-
tivné. Cilek dokonce jako mozné vychodisko
z této situace zminuje komunitni zahrady, kte-
ré nas navraci k prirozenému vnimani. Setr-
vavani v prirodni krajiné nas uéi prirodnimu,
Ci prirozenému rytmu a temporalité a skrze
toto vnimani se do naseho prozitku dostava
mnohem vice zemé, nez verejnost.

To, co odliSuje krajinu od uzem-
niho celku, mista Ci prostoru je jeji tvarnost.
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Podle Miroslava Petricka je krajina tvarnosti
prostoru: ,,Krajinu vyznacuje predevsim jis-
ty zakladni rytmus... €lenitost... je to prostor
zvyraznény a zviditelnény elementarnimi
zakladnimi liniemi. Jakozto vyraz je ovSem
nelhostejna, nebot krajinou mize byt jen
3) PETRIGEK, M. takovy prostor, ktery jiz neni indiferentni.“3
ncraina/ andscape. Krajina je sou&asti prostoru. ,,Prostor je roz-
centrum soucasncho  MEr dalky a blizkosti, vztahu ,nahofe* a ,dole",
ument-1993:5:4% " ie to rozmér perspektivy a hloubky, objemu
a mista. Reéeno co nejstruénéji: je to dimen-
ze zakladnich vztaht, zakladniho vztahovani,
jemuz rozumim proto, protoze jako télesna
4) Tamtéz. bytost rozumim pohybu a akci.“4 Oproti tomu
verejny prostor pro néj je: ,Verejny prostor
zcela obecné chapat jako misto individual-
nich i kolektivnich artikulaci svéta (pocinaje
télesnym az po zcela abstraktni a formali-
zované) prostrednictvim komunikace. V této
pracovni definici Ize spojit obé dimenze (ve-
rejnost jako socialni kategorii a prostor jako
kategorii ontologickou) zptisobem, ktery je
chape v jejich vzajemném napéti, vzajem-
5) PETRICEK, M. ném podminovani.“® Kdyz tedy budeme vni-
veramemarostors. Mat krajinu jako vefejnou, znamena to, Ze je
contrum seucasneno  Mistem, kde se setkava vefejny Zivot, kultura,
ument 199735 politika a ekonomika.

V uméni je zobrazovani krajiny silnym zanrem
od renesance. Jeji souc¢asné pojeti miiZzeme vsak sledovat
od vstupu postmoderniho mysleni do uméni, tedy od se-
dmdesatych let dvacatého stoleti. Se zkuSenosti s koncep-
tualnim uménim a land artem totiz umélci opousti klasické
objektivni a perspektivni renesancéni pojeti krajiny, spou-
tavaijici ji v celku jednoho obrazu a spojujici se do jednoho
geometrického bodu v naSem oku a zacinaji do ni pfimo
vstupovat, byt jeji soucasti. Krajina chapana jako celek se
svoji hloubkou, objemem a rytmem uz neni prenasena do
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obrazu, ale sama je sou¢asnym uménim umocnovana. Uméni
uz nema schopnost byt objektivni, ale spolu s krajinou pred
nas predklada palcivé vztahy a otazky.

Ve verejném prostoru USA se
spojenim uméni a verejnosti za€ina zabyvat
smeér Public Art a nasledné New Genre Pub-
lic Art. Ten popsala ve své knize Mapping the

eILACY,s.Mapping  Terrain® Susane Lacy”. Lacy se kviili vefejné

the Terrain: New Genre ~ ~ ~ . -~ ~ .

Public Art. Seatle: Bay  POdstaté tohoto smeéru vénuje predevsim po-
Press, 1996. litickym a komerénim zazemim uméleckych

dél a jejich roli ve verejnosti. Zaméruje se na

alternativni teorii déjin uméni a svou pozornost

obraci k socialnim, politickym, aktivistickym,
etnickym a feministickym hnutim a jejich vy-
voji. Neumélecké tendence ve spole¢nosti

nam totiz pomohou Iépe porozumét verejné-
mu umeéni - Public Artu, kde si umélci jiz ne-
kladou otazku co je uméni, ale o ¢em je zZivot.
Public Art je manifestaci tvarcich strategii
a aktivit, které verejnost povazuji za zaklad-
ni objekt zajmu i analyzy a jsou spolecensky
angazované. Aniz bych tedy chtéla tvrdit, ze

se da teorie Public Artu pouzit v naSem pro-
stfedi na téma krajiny obecné, existuji vném

spojujici body, jejichz formulaci se tento obor
dlouhodobé zabyva a pod zornym uhlem kra-
jinarstvi se jevi stale jako problematické. Pri-
¢emz mnoha dila z oblasti ekologie, ochrany
krajiny, komunitnich projekt obnovy krajiny
tam rozhodné patfi.

Déjiny Public Artu jsou v USA neodmyslitel-
né spojeny s nezavislou americkou federalni organizaci
Endowment for the Art (NEA). Méla za cil poskytnout verej-
nosti nejlepsSi uméni mimo zdi muzei a galerii. Umélecké

sbirky se totiz orientuji vice na déjiny uméni, nez na pod-
statu mésta nebo mista. Postupem ¢asu kladla NEA stale

vétsi diraz na zapojovani komunit a reflexi konkrétnich mist

7) Tato kniha vysla

v ¢eském prekladu

s mnohymi dopInénimi
Tatany TravniCkove
Podlesné pod nazvem
Umeéni v ob&anské
spolec¢nosti.
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a v osmdesatych letech dvacatého stoleti Public Art ziskal
socialni funkci, podobné jako design Ci architektura. Mezi
dila spojujici ob¢anské a tvaréi iniciativy vznikla v ramci
téchto vyzev patri napriklad Hog Pasture: Survival Piece od
manzell Harrisonovych, The Great Wall of Los Angeles od

Judy Bacca, ¢i Whispers Susan Lacy.

8) TRAVNICKOVA-
-PODLESNA, T.
Umeéni v obcanské
spolecnosti. Usti nad
Labem: FUD UJEP,
2011, s. 34.

9) Milan Kohout je
performer, zabyvajici se
akEnim a angazovanym
uménim. Pfed emigraci
z Ceskoslovenska

byl vyraznym ¢lenem
druhé kultury, pozdéji
pUsobil predevsim

v Bostonu. Je autorem
knihy Proved' vola
svétem, volem zUstane,
ze které je i tato
parafraze.

New Genre Public Art je ze své
podstaty angazovany, opira se o jiny hodno-
tovy systém, ma ucel a umélec ma etickou
a mravni zodpovédnost. Susane Lacy uvadi,
Ze je velmi dulezité prehodnotit uplatnéni
umeélce v socialnim kontextu. Mimo jiné se
dostava k pro nas velmi dllezitému zavéru:
»Ma-li tedy uméni sehrat jakoukoliv roli v re-
flexi spole¢né sdilené socialni zkuSenosti,
je zapotrebi prehodnotit i pedagogické pri-
stupy.“® Pravé uplatnéni umélce v socialnim
Ci vefejném kontextu, prace s komunitou
a nalézani potencialll mist je pro New Genre
Public Art zasadni.

V soucasné dobé se i umélci
v Cesku pracuijici s krajinou stale vice orientuji
na mistni komunitu a pfinos konkrétnimu mistu.
Vroce 2019 jsme to mohli sledovat napriklad
na vystavé Tvar krajiny v Hrani¢afi v Usti nad
Labem, nebo na Festivalu m3/ Uméni v pro-
storu. Odehraval se v Praze 8 a 9 podél ficky
Rokytky. V sedmdesatych a osmdesatych
letech dvacatého stoleti byla situace samo-
ziejmé zcela jina. | kdyz miZeme v uméni vy-
sledovat spolecné tendence se ,,zapadnim
svétem®, které byly spiSe tusenim, nez inspi-
raci, zajem o prozivani krajiny, spolecnosti
a vytvareni ,verejného umeéni“ byl soucasti
druhé kultury, tedy neoficialniho kulturniho
proudu. Nebyl viadnoucim rezimem tolero-
vany, ale napriklad Milan Kohout® ho nazyva
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10) Tyto tfi akce
zasadné proménily
ceské uméni
osmdesatych let.
Malostranské dvorky
(1980) byly navazany
na vystavni ¢innost
Dejvického divadla

a byly prvni vystavou
neformalniho umeéni
ve vefejném prostoru
v CSR, probéhla na
dvorcich domu od
Loretanské ulice

po Kampu a Klarov,
predstavila na 30 dél
aktualnich umélcu,
ktera castecné
reagovala na misto,
spojujicim motivem
vystavy byl spiSe

jesté genius loci Malé
Strany. Vystava Plasy
1981 byla fotograficka
vystava autor(, ktefi
se v predchazejicich
letech predstavili

na samostatnych
vystavach v Cinohernim
klubu v Praze,
odehravala se v klastere
v Plasich a fotografie
byly nainstalovany

v ,site-specific”
instalaci. Sympozium
Chmelnice-Mutéjovice
(1983) vzniklo na
koncepci Milana
Kozelky, ktery chtél
predstavit Ceskou
variantu land artu

v konkrétni kulturni
krajiné, diky vizualni

i obsahové narocnosti
chmelnice se
prezentovala pouze
site-specific instalace,
coz se v CSR objevilo
poprve.

11) HLAVACEK, L.
Umélecké dilo ve
verejném prostoru.
Praha: Sorosovo
centrum souc¢asného
uméni, 1997,s.7.

nejsvobodnéjsim prostredim, a to predevsim
proto, Ze se lidé v komunistickych zemich ne-
museli starat, kde najdou praci, za co si koupi
jidlo ani kde vezmou penize na doktora. O je-
jich zakladni ,,zivotni“ potreby bylo postarano
statem a neexistovaly problémy ani terminy
jako nezaméstnanost nebo dluhova past. Nic-
meéné neoficialni a nechtény underground se
nemohl rozvijet jako soucast ceské kultury.
Byl jakymsi protestem proti komunismu. Ten
byl silné materialisticky zalozen, a proto je
logické, Ze jeho protest song byl metafyzicky.
Sympozium Mutéjovice, Plasy
1981, nebo napriklad Malostranské dvorky®
jsou projekty, které bezesporu patfi do tradic-
niho pohledu na krajinu, a soucasné bychom
na né, byt trochu provokativné, mohli pouzit
podobné normativni hodnoceni, jaké pouzila
Susane Lacy pro New Genre Public Art. | kdyz
vznikaly na zcela jinych zakladech, jejich so-
cialni funkce byla nenahraditelna. Ato i pres
to, ze Ludvik Hlavacek, ktery tento pojem
i praci Susan Lacy predstavil v Ceské repub-
lice, nevidi v Ceském uméni osmdesatych ani
devadesatych let Zadny ekvivalent a v ivodu
katalogu Umélecké dilo ve verejném prostoru
doufa, Zze bude pojem Public Art ,,provokativhé
inspirovat vznik mistniho kontextu“.1*
Prezentace uméni mimo oficialni galerijni

a vazeb, které umélec svou tvorbou umocnuje. Takto pra-
covala Zorka Saglova, Magdalena Jetelova, Milos Sejn, Kurt
Gebauer, Hugo Demartini, Jifi Valoch ale i napriklad Viadimir
Havlik. Jejich dila jsou citliva, intimni, pokorna a plna pocho-
peni mista, kde se nachazi. Vychazela z konkrétni situace
a z konkrétnich moznosti.

Zasadni zvrat prozila Ceska spolec¢nost i umé-
lecka scéna v roce 1989. Umeéni a jeho instituce se zcela
transformovaly. Vznikaly nové nadace, galerie i Skoly, ale
predevsim se zcela proménilo vSe v téch stavajicich. Ze za-
padni Evropy a USA byl velky zajem o spolupraci a realizovala
se stipendia a tvarci pobyty pro umélce i teoretiky. V institu-
cich se zacaly rozvijet kontakty a reflektovaly se nové trendy,
mezi né patfily napriklad i kuratorské vystavy.

Velky vliv na proménu spolec¢-
nosti, uméni a jeho instituci mél George Soros.

Ten v postkomunistickych zemich otevrel centra

soucasného uméni. Soros jako zak Karla Po-

ppera Véri v otevienou spole¢nost!?a podpo-
spoleénost, kterd ruje jeji rozvoj. Véri také v socialni funkci umeéni.
si uvédomuje svou ~ P ~ . o -
nedokonalost a zaklada SOrosova centra sou¢asného umeéni muzeme
sbnove. "M tedy chapat jako jeho podporu rozvoje otevie-

né spolecnosti v postkomunistickych zemich.

Dlivéra v umeélce a jeho socialni odpovédnost

se tim dostala i do naseho prostredi.

Vystava, ktera se z dnesniho
pohledu jevi jako komplexni predstaveni té-
matu krajiny v ¢eském umeéni prvni poloviny
devadesatych let, vznikla v roce 1993. Byla to

12) Oteviena
spolecnost je

prostory byla dana jednak touhou pfriblizit se divakovi a pri-
rozenému prostredi, ale také a snad i predevSim nemoznosti
vystavovat v galeriich jiné nez oficialni uméni. Toto uméni
nemélo finanéni hodnotu a ani nebylo nijak financovano.
Vznikalo z Cisté potreby tvorby, svobody a s ni spojenym
spole¢enskym i uméleckym diskurzem. Krajina se tak pro
umélce stava materii, uto¢istém i partnerem. Mezi ni a di-
vakem uz nestoji hmotny artefakt, ale celé prostredi vztaht
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13) HLAVACEK, L.

Co znamena krajina

v sou¢asném umeni?.
In: Krajina / Landscape
- katalog vystavy.
Praha: Sorosovo
centrum souc¢asného
umeéni, 1993, s. 5.

prvni velka vystava Sorosova centra soucas-
ného umeéni pod kuratorskym vedenim Ludvika
Hlavacka a Marty Smolikové. Vystava se jme-
novala Krajina? ,Jéma prvni vystavy Krajina
v sou¢asném umeni bylo zvoleno s nadéji, ze
v konfrontaci s historickymi podobami tra-
di¢niho Zanru nové postoje a myslenky jasné
vystoupi do popredi.“*® Vystava prezentovala
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14) Tamtéz.

postoj, jenz se v ceském uméni formoval od

sedmdesatych let dvacatého stoleti. Reagoval

na konceptualni principy a land art. Predsta-
vuje ,,obrat od vSeobecné platné objektivni
skuteénosti (pozn. autora: platné vuméni od

renesance) ke skutecnosti vnitrni, ke ,, krajiné“
individualni duse, ke snim a neopakovatelnym

osudim jedine¢ného clovéka, vytrzeného

z anonymity davu... setkani nitra a vnéjsku.14

Na vystaveé byla predstavena dila Jifiho Cer-
nického, Milana Knizaka, Jifiho Kociho, Petra

Kvi€aly, Jifiho Petrboka, Milana Sejna nebo

Frantiska Skaly. Dila modeluji prostredi a tim

oteviraji otazky o vlastni pritomnosti.

To, co se vSak v ¢eském uméni formovalo

od sedmdesatych let a co z dnesniho pohledu miizeme uz
nazvat tradici, bylo velmi rychle doplnéno o pristup dalsi,
kterému muzeme Fikat udrzitelny.
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Spolu s nadacemi a ,,mecenasi
zacina byt zasadnim finan€énim zdrojem umeéni
grantova politika statu a regiont. Otevira se
tedy naléhava otazka, proc by verejnost méla
financovat umeéni? S nalézanim nelehkych
odpovédi na socialni roli uméni bylo uméni
v disledku grantovych vyzev vmanipulovano
do konkrétnich témat a do krajinarstvi vstupu-
ji terminy jako udrzitelnost, Zivotni prostredi,
ekologie, geopolitika, tézba Ci postindustria-
lizace. Predevsim v devadesatych letech se
setkavame se situaci, kdy jsou umélcim
pfimo zadavana témata tvorby. Protoze onu
viru v otevienou spolec¢nost a nadéjeplnou
budoucnost velmi rychle vystridala touha po
financnim zajisténi a vadci silou spolecnosti
se stava ekonomie. Vznika prostredi, které
prepocitava a neproklamativné kvantifikuje,
abychom ziskali jasné srozumitelné veliciny

15) Obcansko-
-umélecky projekt,
ktery timto zpisobem
pristupuje k otazce
limitu, je More klidu.
Viz http:/moreklidu.cz/

uzitné ¢i finan¢ni hodnoty. Prostredi politiky,
ekonomie i administrativy fungujici na zakladé

pravidel vyrokové pravdy, ktera slouzi k tomu,
aby vse bylo jasné srozumitelné a plnitelné.
Vymluvnym pfikladem toho byla rétorika vzta-
hujici se na prolomeni téZebnich limitl na se-
veru Cech. Pohybovala se v oblasti zisku, pra-
covnich mist a pfirodnich zdroji a obéanska

spolecnost stejné jako uméni nenachazely

dostatecné silné protiargumenty. Projekty,
kterymi se umélci pokouseli podporit aktivi-
stické tendence (napfiklad Uméni pro klima)

pusobily bezbranné a bezzubé. Zakladni pro-
blém je, podle mého nazoru, vtom, Ze uméni
prekrocilo své moznosti. Ob¢anska spole¢nost

i uméni pouzivaji pravdu jako odkrytost, ktera

odkryva pfirozenost véci a jevl a odhaluje to,
za co stoji skutecné zit.*5 Vyrokova pravda se

nikdy nemuiZe potkat na stejné argumentacni
roviné s pravdou jako odkrytosti.

Oteviena spoleénost je spo-
le€nost védoma si své nedokonalosti a svych
chyb a uméni ji vtom mize byt dobrym partne-
rem. NaSe spolecnost stale neméla dostatek
¢asu, Ci viile zamérit se na zpretrhané a kieh-
ké verejné hodnoty. Chapani uméleckého dila
jako souboru vazeb a vztahu, jako tajemstvi,
které nam pfi snaze porozumét mu neustale
vzdoruje a vytvari nova a dalSi poznani, nam
odkryva nejednoznacnost svéta a skutec¢né
hodnoty, za néz stoji zit. ,,Socialni role uméni
se zda mifit k trvalému poukazovani k tomu,
Ze cilem naseho poznani neni svét jako ob-
jektivni laboratorni model védeckych poku-
s, ani konstruktu ekonomickych teorii, Ci
sit administrativnich nafizeni, ani pokfiveny
obraz produkovany politickym nasilim, nybrz
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1o HLAVACEK L. oteviené starostipIné lidské souziti.“*¢ Na
Kritika utopie. in: iy . - ~r =
ZUIDERVAART, L.: rozdil od politiky, ekonomiky a védy pouziva
Umeéni a socialni - -~ . ~ -~ s . .
transformace. Ustinad  jiN€, Nejednoznacné odkryvani pravdy a jeho
Labem: FUD UJEP, . - P . . . - -
2015,5.149. autonomie spociva praveé v jeho jedine¢né
individualité, ktera neni schopna klast néjaké
naroky, ale odkryvat komplexnost lidského
ducha a naseho svéta v prostoru oteviené

17) Hodnoté nejistoty.*” Ale pravé autonomie a jedine¢na

umeéleckého dila pro . - . ~ . - ~r x .

spoleénostsevenuje  iNdividualita uméni, ktera pouziva pravdu jako

Lambert Zuidervaart, o~ u . . . -

ato predevsim odkrytost, muze jakékolivtéma vnimat pouze

v knihach Artin Public . o . . . ~ o o

aAristicTruth. Jeno  JaKo impulz pro svuj vznik. Nijak vSak nemuze

staté vysSly v prekladu . oy = o ~ ~

Ludvika Hlavacka ovlivnit jeho obsah ¢i podobu. | kdyz umélec-

d na Uméni . P ~ .

Beociaini ransformace K@ dila, ktera jsem pro tento text zaradila to

na FUD UJEP v roce ~u - p .

2016. kolonky udrzitelné, nemusi vznikat pouze na
tematické zadani, ale stejné tak mohou byt pro-
jevem ob¢anského postoje umélce, prejimaiji
€i reaguiji na rétoriku ekonomického chapani
svéta a predstavuji krajinu jako néco, s ¢im
muiZzeme nakladat nebo k éemu se mame néjak
chovat. Stejné platnym obcanskym postojem
v§ak mohou byt dila tradiéni, reflektujici da-
nosti konkrétnich mist, s pokorou vytvarejici
a dotvarejici prostor, prejimajici jeho rytmiku
atemporalitu. Prostfednictvim nich chapeme
krajinu v jejim celku a prirozenosti. Takova dila
nam svoji spiritualitou a intimnosti predsta-
vuji krajinu, ktera je nasi souc¢asti. Vypovidaji
o tom, jaka skutecné je a jaké jsou jeji potreby,
mnohem vice, nez upozorinovani na konkrétni
problémy. Krajina jako verejny prostor se nam

tim odkryva ve své prirozenosti.
Vystava Stopy krajiny
Pro vystavu byli vybrani umélci, ktefi se za-

byvaji prozivanim a uzivanim krajiny. Nekladou nam otazky
o udrzitelnosti a zméné klimatu, ale prejimaji danosti kon-
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krétnich mist, vytvari a dotvari prostor, jeho tvarnost, ryt-
miku a temporalitu a podavaji vypovéd o tom, jaka kazda

konkrétni krajina skute€né je a jaky je v ni Zivot. Pfedstavuji
pristup, kdy umélec ve svém dile odkryva pfrirozenost vztahy

pfirodnich a spole¢enskych procestl.

Conrad Armstrong s Viktorem Valaskem pred-
stavi spolecny malirsky projekt Convict. Velkoformatova
platna vznikaji vyhradné v plenéru a spoleénymi silami, kdy
se autori snazi zkoumat konkrétni mista prostrednictvim ab-
strakce, symboliky i zachyceni konkrétnich situaci a prozitku.

V pripadé dila Roberta Casati - Magdy Stano-
vé - Stéphanie Roisin se jedna o prostor Benatek - Turistické
mapy, které se vénuji Benatkam z pohledu chodce. Dilo Be-
natky z pohledu chodce zkouma prostorové struktury bloku
a ostrovil v souc¢asnosti a v sedmnactém stoleti na zakladé
mapy Lodovica Ughi. Trojice autortl zac¢ala na dile pracovat
v ramci staze na benatské akademii.

Iva Kolorenc¢ova zpracovava téma krajiny pro-
strednictvim termochromnich barev na skle. Touto technolo-
gii vytvari obrazy a interaktivni objekty. Krajinomalby sever-
nich Cech reaguiji na okolni teplotu, divakovi se odhali pouze
pri idealnich podminkach, nebo pfi jeho interakci dotykem
¢i dechem. Také na objektech vznika malba pouze interak-
ci - dosednutim divaka.

Marie Vranova predstavi dokumentaci perfor-
manci Les/Mésto (2015, 10 min), Dech (2014, 10min) a Koupel
(2010, 60 min). Jsou zaloZeny na vnitini existenci, kiehkosti
a intimité a pfirozené propojuji vnitrni svét s okolni krajinou.

Romana Vesela (1985) vystudovala obor Kuratorska studia na Fakulté

uméni a designu Univerzity Jana Evangelisty Purkyné v Usti nad

Labem. V letech 2011-2017 plsobila na FUD UJEP a byla reditelkou

kulturni fabriky Armaturka. Od roku 2017 plsobi na FMK UTB ve Zliné

jako vedouci ateliéru Arts Management a §éfkuratorka galerie G18.

Je také galeristkou prostoru Na Kalvarii v Ceském stfedohori. Vénuje

se predevSim moznostem prezentace uméni ve vyznamove zatizeném

prostredi a roli sou¢asného uméni ve spolecnosti. Jeji projekty

jsou zaméreny predevsim na propojovani architektury, umeéni
a identifikaci s mistem.
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Landscape
as a Public Theme

Romana
Vesela




1) PETRICEK M. Landscape is a way through which our expe-
Kramma 1 Laniscape.  Fiencing of the world opens an understanding
Prague: Soros Center

for Contemporary Art.  Of Space.1

1993, p. 44.

The landscape is our environment and basic
raw material at the same time. It has its nourishing capacity,
it is home, nature, we share it with other animals and plants,
we manage it and use it. The exhibition thus combines the
natural and urban environment. At the beginning of creating
the exhibition’s theme, there was the question: What can the
societal value of landscape be in contemporary art? In this
text we try to answer this question by means of combining
landscape and public art. At the same time, we originate
from the belief that our landscape is public because the
majority of it belongs to the public and the public is used to
considering it as its own, besides a few very small areas it
is a cultural or urban landscape, it is densely populated and
very often there are topics connected with it by an object of
public interest. We also must bear in mind that the space of
public art is not a factual space but a network of social ties.

In his book Co se déje se své-
tem? (What Is Happening to the World?), Vaclav

Cilek differentiates lives connected to nature

and lives in the city on the basis of worries

about the world. For example, a person from
the countryside has daily care of the earth by
means of contact with the soil, while a person
2seefirstcharterof  from the city replaces this with the evening
CILEI@ V. Co se déje 2 p . . . . .
sDiEZ?;i:nz.g;ague: news.? Cilek is thus aiming at e? S|tua_t|on
where we have created an artificial environ-
ment around ourselves with relationships and
values that are presently starting to appear
self-destructive. Cilek even mentions com-
munity gardens as a possible way out of this
situation because they return us to a natural
perception. Abiding in the natural environment
teaches us the natural rhythm and temporality

146

and through that perception much more earth
reaches our experience than public.

What distinguishes landscape
from a regional unit, a place, or an area is its
complexion. According to Miroslav Petficek,
landscape is the complexion of space: Land-
scape is distinctive especially in its certain
basic rhythm. ... segmentation ... itis a space
emphasized and made visible by basic, el-
ementary lines; as an expression it certain-
ly is not indifferent, because the landscape
can only be such a space that is already not

3) PETRIGEK, M. in-different.® Landscape is a component of
Ko/ Lamiscabe.  Space. Space is a dimension of distance and
for Gomtamporary A%, Proximity, of the relation “above” and “below”,
1998,p. 45 it is a dimension of perspective and depth, of
volume and space; put as briefly as possible:
it is a dimension of the basic relations, of the
basic relating, which | understand, because |,
as a corporal being, understand motion and
4) Ibid. action.# In contrast, public space for him is:
Public space can be generally understood as a
place of individual and collective articulations
of the world (moving from bodily articulations
up to completely abstract and formalized ones)
by means of communication. In this working
definition, it is possible to bring together both
dimensions (the public as a social category
and space as an ontological category) by in-
terpreting them in such a way that they exist in
5) PETRIGEK, M. mutual tension and reciprocal conditioning.®
verememarostons. If we perceive landscape as public, it means
Prague: Soros Center - T
for Contemporary Art,  that it is a place where public life, culture, pol-
1997 P38 itics and economics meet.
In art, portrayal of the landscape has been a
strong genre since the Renaissance. However, we can observe

its current conception since the arrival of postmodern think-
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ing into art, that is, since the 1970s. Having experience with
conceptual art and land art, artists leave the classical objec-
tive and perspective Renaissance conception of landscape,
which binds it together in one picture and merges into one
geometric point in our eye, and begin to enter it directly, to be
part of it. The landscape, understood as a whole with its own
depth, volume and rhythm, is no longer transmitted to the pic-
ture, but is itself enhanced by contemporary art. Art no longer
has the ability to be objective, but along with the landscape it
presents us with poignant relationships and questions.
Inthe public space of the United
States, the link between art and the public is
beginning to go in the direction of Public Art
and, subsequently, New Genre Public Art. This
e)LACY,S.Mapping IS described in the book Mapping the Terrain®
Public A Seattie-5 by Suzanne Lacy”. Because of the public na-
Press, 1996. . . . . .
ture of this direction, Lacy focuses primarily
7) This book was aps .
publishedinczech  ON the political and commercial background
manyadationsby O works of art and their role in the public. It
Podieananitc esle  focuses on alternative theory of art history
spotnost ¢ and turns its attention to social, political, ac-
tivist, ethnic and feminist movements and their
development. The non-artistic tendencies
in society thus help us to better understand
public art - Public Art, where artists no longer
ask what art is, but what life is about. Public
Art is a manifestation of creative strategies
and activities that consider the public as a
fundamental object of interest and analysis
and are socially involved. So, without want-
ing to claim that the theory of Public Art can
be used in our environment on the subject of
landscape in general, there are connecting
points in them whose formulation this field
has been engaged in for a long time and still
seems problematic from the landscape per-
spective. Meanwhile, many works in the field
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of ecology, landscape protection, community

projects of landscape restoration definitely

belong there.

The history of Public Art in the US is inherently
associated with the independent American federal organiza-
tion National Endowment for the Arts (NEA). Its aim has been
to provide the public with the best art outside the walls of
museums and galleries. Art collections obviously focus more
on the history of art than on the essence of a city or place.
Over time, the NEA put increasing emphasis on communi-
ty engagement and reflection on specific sites and in the
1980s Public Art gained a social function similar to design or
architecture. Works combining civic and creative initiatives
created under these challenges include Hog Pasture: Sur-
vival Piece by Helen and Newton Harrison, The Great Wall of
Los Angeles by Judy Bacca, and Whispers by Suzanne Lacy.

New Genre Public Art, in prin-
ciple, is engaged, rests upon a different val-
ue system, has a purpose, and the artist has
ethical and moral responsibility. Suzanne Lacy
states that it is very important to reevaluate
the purpose of an artist in a social context.

Among other things, it comes to a very impor-

tant conclusion for us: “If art is to play any role

in the reflection of a shared social experience,

it is also necessary to rethink pedagogical

8) TRAVNICKOVA- approaches.”® It is the work of the artist in
bﬁ%ﬁ'\%ﬁs@ the social or public context, working with the
Z%%i{rﬁngg% wWer®  community and finding the potential of plac-
P es that is essential for New Genre Public Art.

Nowadays, artists working with
landscape in the Czech Republic are also in-
creasingly focusing on the local community

and contributing to a specific place. In 2019

we observed this for example at the exhibi-

tion Face of the Landscape in Hraniéar in Usti
nad Labem, or at the m3/Art in Space Festival.
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9) Milan Kohout is

a performer engaged
in action and dedicated
art. Before emigrating
from Czechoslovakia,
he was a prominent
member of the second
culture, later working
mainly in Boston.

He is the author of

the book Proved

vola svétem, volem
zlistane, of which this is
a paraphrase.

10) These three
events fundamentally
transformed Czech

art of the 1980s.
Malostranskeé dvorky
(1980) was linked to
the exhibition activities
of the Dejvice Theater
and was the first
informal exhibition

in the public space

in Czechoslovakia;

it took place in the
courtyards of homes
from Loretanska Street
to Kampa and Klarov,
and presented 30
works of contemporary
artists who were
partially reacting to
the place connected
to the theme of the
exhibition, which was
the genius loci of Mala
Strana. The exhibition
Plasy (1981) was

a photographic
exhibition of authors
who in previous years
presented themselves
at solo exhibitions

at the Drama Club in
Prague. It took place in
the monastery in Plasy
and the photographs
were installed in a site-
-specific installation.
Symposium
Chmelnice-Muté&jovice
(1983) was based

on the concept of
Milan Kozelka, who
wanted to introduce
the Czech variant of
landart in a specific
cultural landscape,
thanks to the visual
and content demands
of the hops garden it
presented only site-
-specific installation,
which appeared in
Czechoslovakia for the
first time.
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Ittook place in Prague 8 and 9 along the Rokyt-
ka River. Of course, in the 1970s and 1980s, it
was quite different. Although we can trace
common tendencies in art with the “Western
world”, which were more of an idea than an
inspiration, interest in experiencing the land-
scape, society and creating “public art” was
part of the second culture, i.e. the unofficial
cultural stream. It was not tolerated by the
ruling regime, but Milan Kohout®, for example,
calls it the most free environment, mainly be-
cause people in communist countries did not
have to worry about where to find work, what
to buy food with, or where to get money for
a doctor. Their basic “life” needs were taken
care of by the state and there were no prob-
lems or deadlines such as unemployment or
debt trap. Nevertheless, the unofficial and
unwanted underground could not develop as
part of Czech culture. It was a kind of protest
against communism. It was strongly material-
istically based and therefore it is logical that
its protest song was metaphysical.
Mutéjovice Symposium, Plasy
1981, or Malostranské dvorky°, for example,
are projects that undoubtedly belong to the
traditional view on the landscape, and at the
same time we could, though perhaps a bit
provocatively, use a similar normative assess-
ment with Suzanne Lacy for New Genre Public
Art. Although they originated on completely
different grounds, their social function was
irreplaceable. And this is even despite the
fact that Ludvik Hlavacek, who introduced
the term and the work of Suzanne Lacy in
the Czech Republic, sees no equivalent in
Czech art of the 1980s or 1990s, and in the

introduction to the catalog “Public Art in the

Public Space” he hopes that the term Public
Umélecké dilo ve Art will “provocatively inspire the creation of
Prague: Soros center @ local context and consequently perhaps the
of Contemporary Art, . . .

1997,p.7. creation of a more appropriate native term”*

The presentation of art outside the official
gallery space was given, on one hand by the desire to get
closer to the viewer and the natural environment, but also,
and perhaps above all, by the inability to exhibit other than
official art in galleries. This art was of no financial value and
was not funded in any way. It arose from the pure need for
creation, freedom and the social and artistic discourse as-
sociated with it. The landscape thus becomes a material, a
refuge and a partner for artists. There is no longer a material
artifact between them and the viewer, but the whole environ-
ment of relationships and ties that the artist enhances with
his work. This was how Zorka Saglova, Magdalena Jetelova,
Milo$ Sejn, Kurt Gebauer, Hugo Demartini, Jifi Valoch and
even, for example, Vladimir Havlik worked. Their works are
sensitive, intimate, humble and full of understanding of the
place where they find themselves. They arose from a con-
crete situation and on concrete possibilities.

Czech society and its art scene experienced
afundamental change in 1989. Art and its institutions were
completely transformed. New foundations, galleries and
schools were established, but above all everything in the
existing ones was completely transformed. There was a
great interest in cooperation from Western Europe and
the USA and scholarships and creative stays for artists
and theorists were realized. Institutions began to develop
contacts and reflected new trends, among which were cu-
ratorial exhibitions, for example.

George Soros had a great in-
fluence on the transformation of society, art
and its institutions. He opened centers for con-
temporary art in post-communist countries.
As a pupil of Karel Popper, Soros believes in

11) HLAVACEK, L.
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12) An open society is
a society that realizes
its imperfection and
founds an institution for
its renewal.

13) HLAVACEK, L.

Co znamena krajina

v sou¢asném umeéni?.
in: Krajina / Landscape
- katalog vystavy.
Prague: Soros Center
for Contemporary Art,
1993, p. 5.

14) Ibid.
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an open society'? and supports its develop-
ment. He also believes in the social function
of art. Soros centers for contemporary art
can therefore be understood as his support
for the development of an open society in
post-communist countries. The trust in the
artist and his social responsibility has thus
been brought into our environment.

The exhibition that from today’s
perspective appears as a complex presenta-
tion of the landscape theme in Czech art in
the first half of the 1990s came about in 1993.
It was the first large exhibition of the Soros
Center for Contemporary Art under the cu-
ratorial leadership of Ludvik Hlavaéek and
Marta Smolikova. The exhibition was called
Landscape? “The topic for the first exhibition
was chosen with the aim of showing some
specific attitudes of contemporary artists in
confrontation with historical forms of a tra-
ditional genre.”*® The exhibition presented
an attitude that had been taking shape in
Czech art from the 1970s. It reacted to the
conceptual principles of land art. It represents
a “turning from the generally valid objective
reality (author’s note: valid in art since the
Renaissance) to the inner one, to the land-
scape of the individual soul, the dreams and
once-only stories of a unique individual taken
out of the anonymous crowd, ... process of
the meeting of the inner and outer worlds.4
Above all, the works of Jifi Cernicky, Milan
Knizak, Jiri Koci, Petr Kvicali, Jifi Petrbok,
Milan Sejn, and FrantiSek Skala were pre-
sented at the exhibition. The works model
the environment and thereby open questions
about actual presence.

This had been forming in Czech art since the

1970s, however, and what we can already call a tradition
from today’s point of view was very quickly complimented
with another approach which today we can call sustainable.

Together with foundations and
“philanthropists”, state and regional poli-
cy grants begin to be an essential financial
resource for art. The urgent question thus
arose: why should the public finance art? In
looking for the complicated answer on the
social role of art, art was manipulated into
specific themes as a result of calls for grants,
and terminology such as sustainability, en-
vironmental ecology, geopolitics, mining,
and post-industrialization entered into the
theme of landscape. Above all in the 1990s,
we encounter the situation where artists are
directly assigned creative themes. Because
the belief in an open society and a hopeful fu-
ture quickly turned into a desire for financial
security the leading power in society became
the economy. An environment arose that re-
calculates and unpretentiously quantifies
so that we could gain a clearly understand-
able magnitude of utility or financial value.
The environment of politics, economy and
administration functioning on the basis of
rules of propositional truth that ensured that
everything would be clearly understandable
and refillable. An elegant example of this was
the rhetoric surrounding the exceeding of
mining limits in North Bohemia. It moved in
the area of profit, jobs and natural resourc-
es and civil society, like art, did not find suf-
ficiently strong counter arguments. Projects
in which artists attempted to support activist
tendencies (for example Art for Climate) were
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15) A citizen-art
project that in this
way approaches the
question of limits is
Move klidu. See
http:/moreklidu.cz/

16) HLAVACEK, L.
Kritika utopie. in:
ZUIDERVAART, L.:
Umeéni a socialni

transformace. Usti nad

Labem: FUD UJEP,
2015, p. 149.

17) Lambert
Zuidervaart devotes
himself to the value
of the work of art for
society, especially in

defenseless and toothless. In my opinion, the
essential problem is that art overstepped its
possibilities. Civil society and art use truth
as unconcealment to uncover the nature of
things and phenomena and reveal what is
actually worth living for.1® Propositional truth
can never meet on the same argumentative
level with truth as unconcealment.

An open society is a society
aware of its imperfections and its mistakes
and art can be a good partner in this. Our so-
ciety still has not had enough time or the will
to focus on broken and fragile public values.
Understanding of a work of art as a set of
bonds and relationships, as a mystery which,
while trying to understand it, constantly defies
us and creates more and newer realizations,
reveals to us the ambiguity of the world and
the real values that are worth living for. “The
social role of art seems to aim at the constant
pointing out that the goal of our realization
is not the world as an objective laboratory
model of scientific experiments, and itisn’ta
construct of economic theory, either, or a net-
work of administrative orders, or a distorted
picture produced by political violence, but it
is an open, caring human coexistence.” ¢ Un-
like politics, economics and science, it uses
other, ambiguous uncovering of truth and its
autonomy rests precisely in its unique indi-
viduality that is not possible to set some de-
mands on, but to uncover the complexity of
the human spirit and our world in a space of

the books Artin Public  Open insecurity.” But it is precisely the auton-

and Artistic Truth. His

essays were translated  OMY and unique individuality of art that uses

by Ludvik Hlavacek

under the title Art and
Social Transformation
at FUD UJEPin 2016.
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truth as unconcealment that perceives any
theme merely as an impulse for its creation.

However, it cannot affect its content or form.
Although the works of art that | have included

in this text are sustainable, they do not have

to arise only on thematic assignments, but

they just as well may reflect the civic attitude

of the artist, adopt or respond to the rheto-
ric of economic understanding of the world

and represent the landscape as something

we can do something with, or that we should

behave towards in a certain way. An equally

valid civic attitude may be traditional works,
however, reflecting the specificity of particular

places, with humility creating and completing

space, adopting its rhythm and temporality.
Through them we understand the landscape

as awhole and its nature. Such works, through

their spirituality and intimacy, represent the

landscape that is part of us. They tell us more

about what it really is and what its needs are,
rather than highlighting specific problems.
The landscape as a public space is thus re-
vealed in its nature.

Traces of Landscape Exhibition

For this exhibition artists were selected who
deal with the experiencing and using of the landscape. They
do not ask us questions about sustainability and climate
change, but they adopt the given nature of specific plac-
es, create and complete space, its complexion, rhythm and
temporality and bear witness to how each specific land-
scape really is and what life is like in it. They represent an
approach where the artist in their work reveals the nature of
relationships of natural and social processes.

Conrad Armstrong and Viktor Valasek repre-
sent the joint painting project Convict. Large-format can-
vases are exclusively created en plein air and through mu-
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tual powers in the authors’ attempt to investigate a specific
place by means of abstraction, symbols and the capturing
of specific situations and experiences.

In another case, the works of Roberto Casa-
ti - Magda Stanova - Stéphanie Roisin deal with the space of
Venice - Tourist maps that focus on Venice from a pedestri-
an’s perspective. Their work A Pedestrian’s Venice explores
the spatial structures of blocks and islands in the present day
and in the seventeenth century on the basis of the maps of
Lodovico Ughi. The trio of authors began their work during
a stay at the Venice Academy.

Iva Kolorenéova treats the theme of the land-
scape through thermochromic colors on glass. This technol-
ogy creates images and interactive objects. The landscape
paintings of North Bohemia react to the ambient temperature,
and reveal themselves to the viewer only in ideal conditions,
or through their interaction by touch or breath. The paintings
on objects also only appear through interaction - the sitting
down of the viewer.

Marie Vranova presents the documentation
of the performances Forest/City (2015, 10 min), Breath (2014,
10min) and Bath (2010, 60 min). They are based on inner ex-
istence, fragility and intimacy and naturally connect the in-
ner world with the surrounding landscape.

Romana Vesela (1985) graduated in Curatorial Studies at FUD UJEP in

director of the Cultural Factory Armaturke, Since 2017 she has worked

at FMC TBU in Zlin as head of Arts Management studio and head curator

of the G18 Gallery. She is also a gallerist of the Na Kalvarii space in the

Central Bohemian Highlands. She mainly focuses on the possibilities

of presenting art in a significance-laden environment and the role of

contemporary art in society. Her projects are focused primarily on linking
architecture, art and identification with place.

156

Stopy v krajiné
24.10.-30.11.2019

Umélci:

Conrad E. Armstrong & Viktor Valasek, Robert
Casati & Magda Stanova & Stéphanie Roisin,
Iva Kolorencova, Marie Vranova

Kuratorka:
Romana Vesela

Vystava Stopy v krajiné reflektuje krajinu

jako verejny prostor, jako misto, které je nasi
soucasti, jehoz tvar dokazeme cist a které
formuje nasi identitu. Abychom dokazali stopy
v krajiné vytvorit, nebo nalézt, musime v ni byt
a snazit se ji porozumét a prave tento vztah
vybrana dila a autori tematizuji.

Traces in the Landscape
24.10.-30.11.2019

Artists:

Conrad E. Armstrong & Viktor Valasek, Roberto
Casati & Magda Stanova & Stéphanie Roisin,
Iva Kolorencova, Marie Vranova

Curator:
Romana Vesela

The exhibition Traces in the Landscape reflects
the countryside as a public space, as a place
that is part of us, whose face we can read and
which forms our identity. In order for us to
create or find footprints in the landscape we
must be in it and try to understand it and it is
precisely that relationship that the selected
works choose as their theme.
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Iva Kolorencova, Anfinity, Iva Kolorencova, Anfinity,

instalace, 250x400 cm, instalation, 250x400 cm,

drevo a termochromni natér, thermochromic paint on wood,

2018, foto Pavel Matousek 2018, photo by Pavel Matousek 158 _159




Iva Kolorenéova, Nad Labem, Iva Kolorenéova, Nad Labem, Iva Koloren¢ova, Nad Labem, Iva Koloren€ova, Nad Labem,

Horizont Il, 32x24cm, Horizon Il, 32x24 cm, Horizont lll, 32x24cm, Horizon Ill, 32x24 cm,

termochromni barva na skle, thermochromic paint on glass, termochromni barva na skle, thermochromic paint on glass,

2018, foto Pavel Matousek 2018, photo by Pavel Matousek 2018, foto Pavel Matousek 2018, photo by Pavel Matousek 160 _161



Conrad Armstrong & Viktor Valasek, 5 {

Barrandov/Josefov/Vsetaty, X andov/Josefo staty,

akryl, sprej auhel na platné, o acrylic, spray paint, and charcoal on canva

170x190 cm, 2018, foto archiv-autora 170x 190 cm, 2018
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Conrad Ar d z & Viktor Valasek,
- CONVICT, Tyn nad Vitavou, akryl, CONVICT, Tyn nad Vitavou, acrylie,
uhel, sprej atuz na platng, 150 x 200 cm, __.gsecharcoal, ink, and spray paint onca
2016-20109, foto archiv autora™" 150x200cm,2016-2019 . &,
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Marie Vranova, Koupel v klajing,
performance, 2010,
foto archiv autora
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Marie Vranova;Bath in landscape,
performance, 2010, 3
photo from author’s archive
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Marie Vranova, Breath, Marie Vranova, Dech,
performance, 2014, performance, 2014,
foto archiv autora photo from author’s archive 172 = 173
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Marie Vranova, Les / mésto, Marie Vranova, Forest / Town,
performance, 2014, performance, 2014,

foto archiv autora photo from author’s archive



