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PAVLA SCERANKOVA - Kiehka telekineticka

Jan Zalesak

Premyslel jsem, jak by mél spravné vypadat zacatek
textu, ktery uvadi prvni souborny katalog dila
mladé umélkyné. Kromé vycétu Uspéchu slouziciho
jako dlikaz, Ze je na misté se jeji praci zabyvat, by
takovy Uvod mél obsahovat také néjakou apriorni
taxonomii (moznost fici o nékom, Ze je sochar nebo
ze pracuje s videem, predstavuje vitany zachytny
bod pro laiky i odborniky). Chtél bych se vyhnout
jednomu i druhému. Prece jen vsak neni od véci
zacit panoramatickym zabérem, ktery pojme

v jednom pohledu autorku i jeji dilo. A prvni,

¢eho se nam u textd dostava, je nazev, tak pro¢
nezacit u néj?

Privlastek , krehké“ se na zacatku letosniho roku
objevil v nazvu celoro¢niho kuratorského programu
Martina Mazance v brnénské Galerii mladych.
Spojenim Kfehké kino poukazuje Mazanec na
specifickou situaci, v niz se se svym programem
ocitl. Jiz tak problematicky, jakoby stale provizorni
galerijni prostor, ktery z¢asti slouzi jako priichod ke
kancelarim ve vyssich patrech historické budovy,
kurator dale znejistil posunem k dispozitivu kina.

Bila kostka galerie byla zatemnéna a opatrena
tmavou podlahou, pfibyla nova, posuvna sténa.
Krehkost je v kontextu, ktery Mazanec inicioval,
ekvivalentem prechodnosti, pohybu, zmény,
nejistoty.

V SirSim ramci sou¢asného uméni je tato nejistota
disledkem rozostreni hranic mezi jednotlivymi
médii a s nimi spojenymi formami prezentace.
Krehkost ve smyslu znejisténi ¢i prechodnosti
hranic médii, které jesté nedavno usnadnovaly
zivot pfinejmensim uméleckym kritikim, ale
nepochybné i vétsiné praktikujicich umélc, je
charakteristicka také pro Pavlu Scerankovou. O jeji
praci lze uvazovat prinejmensim v kategoriich sochy,
objektu, videa, performance, animace, instalace.
A co je podstatné, nejsou to kategorie, které by

si v jejim dile konkurovaly nebo néjak jednoduse
lezely vedle sebe v duchu ,ted délam to a pak
zase néco jiného". Pravé naopak - sila prace Pavly
Scerankové je vtom, ze se vyrazoveé prostredky
jednotlivych médii prekryvaji a vzajemné ovliviuji.

U Pavly Scerankové je treba krehkost uvazovat jesté



v jednom vyznamu, a to specificky ve vazbé k roli,
jakou v autorc¢iné praci sehrava (vlastni) télesnost.
Nemam zde na mysli genderové stereotypni poukaz
na kiehkost télesné schranky zeny umelkyné,
kontrastujici s fyzickou silou potfebnou k ovladnuti
socharského materialu. | vtomto pripadé kiehkost
interpretuji pfedevsim jako prechodnost, nestabilitu
¢i vratkost. V pracich Pavly Scerankové jsou objekty
¢asto pfimo konfrontovany s télem, teprve

v kontaktu s nim se davaji do pohybu, toéi se,
kutéleji, skladaji se nebo se rozpadaiji.

Tim se dostavame k telekinezi, drunému klicovému
slovu z nazvu textu. Telekineze je oznacovana

jako schopnost mechanického plisobeni na

okolni svét za pomoci mysli. Typicky si telekinezi
spojujeme s pohybovanim predmeéty, s jejich
levitaci ¢i deformaci. Jednou z popularnich
telekineticek zabydlujicich fikéni svéty je napf.
Jean Grey alias Fénix, hrdinka komiksu X-Men.
Kdyz v milé a kultivované védkyni prevladne jeji
temné a nekontrolovatelné alter ego, véci okolo ni
se zacCinaji vznaset a rotovat. Jeji sila je takova, ze
dokaze své nepratele doslova rozlozit na atomy.

U Jean Grey je telekineze spojena s labilitou.

Cim vétsi energie, tim mensi zaruka, ze mlize byt
kontrolovana. Od krotké levitace mlze byt jen
kracek k vybuchu...

Jistéze tim, co v praci Pavly Scerankové uvadi
predméty do pohybu, neni telekineze. Zdrojem
sily je vzdy nakonec télo a pohyb spousti fyzicka
akce. Ovsem dlivody, pro¢ se véci uvadéji do
pohybu, jsou naprosto vzdalené jakékoli uc¢elnosti.
Spoustécim mechanismem jsou velmi ¢asto
vzpominky a také emoce rodici se z mezilidskych
vztah( - oboje véci kiehké, efemérni, pomijivé
samy o sobé. Kinetické objekty, ,labily” nebo
videosochy,? vSechny se stavaji vyznamové uplné
az v interakci. Cim déle nad tim premyslim, tim vic
se mi zda, zZe to jsou predevsim samotna dila Pavly
Scerankové, ktera jsou nadana telekinezi. Néjakou
zahadnou silou k sobé pritahuji téla. Pohybuiji s nimi
tak, aby odkryla svij jednoduchy mechanicky
program. Pravé bezdécnym pohybem, oto¢enim
klickou, nastoupenim do vratkého karavanu nebo
sehnutim se k perforovanému objektu na podlaze
jako divaci opoustime bezpecnou zénu estetické

1 Jako specificka kombinace objektu a akce zprostfedkovana divakovi ve formatu kratkého videa.

2 Objekt animace. Treti smysl. Krajska galerie vytvarného uméni ve Zling, 29. 9.-15. 11. 2009, vystavuijici: Filip Cenek, Jifi Havlicek, Martin Kohout, Roman Prikryl, Pavla Scerankova,

Petr Strouhal, Jan Sramek, Viktor Taka¢, Martin Vanéat, Vojtéch Vanék a Jan Zalio.
3 Nina Vrbanova, Pavia Scerankova: NAHLAS (doprovodny text ke stejnojmenné vystavé), Bratislava: Galéria Cypriana Majernika, 2011.

distance a riskujeme primy kontakt s onim nutné
nestabilnim, protoze emocemi podlozenym
vyznamovym jadrem.

Animované objekty

Ddvod, pro¢ se mi pri pripravé tohoto textu na
mysl dostalo jméno Martina Mazance, nespocival
pouze v jeho inspirativni praci s pojmem krehkosti,
ale také ve faktu, ze v roce 2009 zaradil praci
Pavly Scerankové do vybéru deseti umélcli na
vystavé Objekt animace. Treti smysl s podtitulem
Principy animace v sou¢asném uméni.2 Vlybérem
zastoupenych umélct a jejich praci kuratofi vystavy
(spolu s Mazancem jeji koncepci pripravovali

Filip Cenek a Jiti Havlicek) poukazali na to, ze

se animace dnes pohybuje v rozsireném poli.
Nemusime ji hledat pouze v oblasti animovaného
filmu, neomezuje se ani na Sirokou oblast
pohyblivého obrazu. Vystava Objekt animace
zkoumala animaci jako princip, jako ,,posuvny
znak", ktery mlze vstupovat do novych souvislosti
v zavislosti na perspektivé mluvéiho (umélce),
ktery s nim zachazi. O animaci v souvislosti

s praci Pavly Scerankové psala pred nedavnem
také Nina Vrbanova: ,,Priblizné od roku 2006 se
Scerankova zacina etablovat na poli autonomni
sochy. V tomto médiu rovnéz vyuziva pohyb

jako centralni vyznamovy i vyrazovy prostredek
koncipovani formy, ovSem jde tu o pohyb fakticky
nepfitomny, rozehrany jen v mysli divaka ¢i v jistém
smyslu opét animovany prostrednictvim vizualizace
jeho kompoziéni zkratky. Povahu a formu jejich dél
Ize vnimat jako vysledek pohybu zevnitf, jakousi
symbolickou animaci rlstu, vzepéti, premény nebo
naopak ustupovani hmoty. "3

Ve svych ranych pracich, ve videosochach,

jako je Sackovani (2004) nebo o néco pozdéjsi
Vystéhovani (2007), pracovala Pavla Scerankova
s nejstarsim principem animace, ktery spociva

v ,,0zivovani* mrtvych predmétd. Télo nebo ruka

vedouci jejich pohyb zlistavaji pokud mozno

skryty a predméty se pohybuji jakoby samy od sebe.
Jinou polohu animace popisuje ve vyse uvedené
citaci Nina Vrbanova, ktera svou Uvahu vztahuje mj.
k praci Dvé faze klepadia (2006).

Jde o objekt, respektive dvojici objekt,
zachycuijicich simultanné tfi faze pohybu
venkovniho susaku na pradlo jakoby rotujiciho
kolem osy tvorené jeho horni spojnici. Skute¢na
animace v tomto pripadé probiha v nasi hlave,

kdyz ,vypliujeme® prazdné prostory mezi tremi
zastavenymi body pohybu. Podobny princip
nachazime také u noveéjsich praci, jako je série
objektll Ano nebo ne (2010). Strepy a ulomky
explodujiciho lustru nebo porcelanovych konvic
jsou ,,zavéseny" v prostoru, zastaveny ve svém
odstredivém pohybu, na jehoz pocatku byl plvodni
neporuseny tvar. K interpretaci se nam zde

nabizi pripominka vyse zminéné nekontrolovane,
destruktivni telekineze. MiZzeme se ptat, co je to
za silu, ktera rozmetava predméty kazdodenniho
uziti. Samotny efekt exploze je ovsem jiz vysledkem
naseho interpretacniho vykonu. MiZeme si snad
celou véc predstavit jednoduse tak, ze Pavla
Scerankova konstruovala vyse zminénée objekty
jako filmove pasy. Ty sice mizeme obdivovat i samy
0 sobé, ale Iépe udélame, pokud si je prehrajeme
na promitacce ve své hlave.

Mentalni vyplhovani prazdnych mist, jak jsme si

je ted' popsali, koresponduje s Uvahou o animaci,
kterou najdeme v prepisu ¢asti e-mailové
korespondence mezi Filipem Cenkem a Martinem
Mazancem v Uvodnim textu ke katalogu zlinske
vystavy. ,,O animaci se ve slovech premysli jako

0 umeéni zachazeni s neviditelnymi mezerami mezi
jednotlivymi obrazovymi policky. Pravé tento prostor
pro praci s chybénim a doplhovanim (ozivovanim)
mé vzdy zajimal,” piSe Filip Cenek.4 | kdyz jsou

u Pavly Scerankové namisto obrazovych policek

ve hfe pevné, socharské hmoty, na principu se
mnoho neméni. ,Prace s chybénim a doplhovanim*
je presné to, o¢ tu bézi. Tento animacni princip

se uplatnuje i tam, kde bychom to na prvni pohled
necekali, napf. v instalaci Hlavo Lam (2009),
inspirované détskym hlavolamem, v némz se drobne

~kosti¢ky" vkladaji do tvarové odpovidajicich otvord.
| kdyz na prvni pohled geometricky strohé objekty
vyrobené ze sadrokartonu détskou hracku v nicem
nepfipominaji, nabizeji zkoumavéjsim divakim
moznost dosahnout podobného uspokojeni, jaké
zaziva malé dité, kdyz se mu podari plastovou
hvézdicku dostat tam, kam patfi. V pripadé Hlavo
Lamu do sebe sice jednotlivé ¢asti nezapadaji
doslova, pfi uréitém uhlu pohledu vSak mensi
objekty presné vyplnuji otvory vyrezané v nejvétsim
objektu, tvoricim ustredni bod instalace. Tady uz
nestaci rozpohybovat si zastaveny obraz ve své
hlavé. Vyznam se nedostavi, dokud se do pohybu
neda sam divak.

Z kombinace obou vyse uvedenych principt pak
vyrusta treti, v mnoha ohledech nejzajimavéjsi

a nesporné nejkieh¢i model animace, s nimz

Pavla Scerankova pracuje. Podobné jako v prvnim
pripadé i tady je animace spojena s interakci

mezi télem a nezivou hmotou. Interakce, at uz ji
demonstruje sama autorka nebo je k ni (nejcasté;ji
neprimo) vyzvan divak v galerii, ma v tomto pripadé
zasadni vliv na tvorbu vyznamu probihajici formou
jakési performativni interpretace - pouze tehdy,
prekro¢ime-li pasivni odstup od objektu a uvedeme-li
jej do pohybu, mize se dostavit vyznam, ktery primarné
vychazi z fenomenalni, smyslove zkusenosti, a teprve
nasledné se mlize usadit v abstraktnéjsich kategoriich
mysleni. Typickou praci zapadajici do této
kategorie je Michacka (2007), objekt vyznacujici
se drazdivou kombinaci krehkosti a oteviené vyzvy
k interakci. Zakladem mechaniky tohoto objektu je
deska upevnéna na ty¢i zaklesnuté ve stojanu, kterou
mUGzeme pomoci klicky uvést do rotacniho pohybu.

Z kazdeé strany desky je upevnéna konstrukce,

ktera se béhem otaceni ,,automaticky” sklada a opét
rozklada (pfi dostate¢né rychlém toceni, které ovsem
hrozi destrukci objektu jako celku, zlistavaji obé
konstrukce ve slozeném, kvadrovitém tvaru). V pozadi
vzniku Michacky je détsky sen, ve kterém malou Paviu
unesl z dédeckovy zahrady cizi pan. Michacka ale
neztraci nic ze své schopnosti nas intenzivné oslovit
ani tehdy, kdyz tento pribéh nezname. Jedna ma
studentka to popsala naprosto presné: ,Michacka je
nestabilni, a kdyz ji rozto¢im, znestabilnim taky.“

4 Martin Mazanec, ,Uvod*, in: Martin Mazanec (ed.), Objekt animace. Treti smysl (katalog vystavy), Zlin: Krajska galerie vytvarného uméni ve Zling, 2009, s. 5-6.



V interakci s objektem se mizeme zcela oteviit jeho
sdéleni, aniz bychom znali plvodni intenci autorky;
nikdo z nas snad neni tak ,,stabilni“ (chtélo by se fici
otrly), aby v ném prozitek kiehkosti predmétu, ktery
uved! do pohybu, neotevrel néktery ze Suplik(, které
si radéji drzime zaviené.

Podobné jako Michacka fungoval také objekt
nazvany Jdu (2009) - z jedné strany otevieny kvadr,
sevieny po stranach kruhovymi deskami jako velka
Spulka - do kterého bylo mozné vstoupit a projit/
projet v ném galerii z jedné strany na druhou.

V ramci vystavni prezentace v Galerii G99 byl
nainstalovan tak, aby do néj slo vstoupit na zacatku
prvni mistnosti a nechat se jim ,,vyplivnout” na
prahu mistnosti druhé, kde pres celou sténu bézelo
video Modelova situace (2009), zaznamenavajici
rotujici pohyb mobilu principialné podobného

vySe zminované Michacce. V zabéru na mihajici

se rliznobarevné desky s vyfezanymi otvory se
zdvojoval rota¢ni pohyb, ktery divak o néco dfive
sam inicioval, kdyz do objektu Jdu nastoupil.

Pro interpretaci obou praci byl ddlezity smyslovy
prozitek. Pfi prlichodu/prdjezdu galerii uvnitf

Jdu divak intenzivné vnimal predevsim vlastni

télo v nezvyklé situaci. Pohyb byl jednosmérny

a vyhled zadny. V momenté, kdy se ,,Spulka“ dala
do pohybu, nebyla uz cesta zpatky. Pohyblivy obraz
promitany ve druhé mistnosti pfitahoval pohled ke
dverim na vzdalené sténé, které presné zapadaly
do otvortl vyfezanych v nékolika rotujicich deskach
snimanych zblizka kamerou. Obé na prvni pohled
velmi rozdilné prace spojovalo zuzeni zorného

pole a rotace a z toho plynouci pocit, hranicici

s nevolnosti. V objektu Jdu se zhmotnovala jakasi
bezlcelna ucelnost primocarého pohybu vpred.
Fyzicky prozitek pohybu uvnitf objektu predstavuje
realnou metaforu toho, co dobfe zname: ponoreni
do kazdodenniho béhu zivota, motivovaného ukoly
a povinnostmi, slovy jako ,mam* a ,,musim®,
ztracime prehled o svété okolo, prochazime
vlastnim Zivotem, aniz bychom jej Zili. Modelova
situace prevrstvovala promitanym obrazem dvere

v opacné sténé mistnosti. V. omamném rota¢nim
pohybu plsobily dvefe jako pevny bod, jako Unikovy
vychod, kterym ale neslo projit. Pokud by obé
prace byly instalovany zvlast, mohli bychom je snad

vnimat predevsim jako atrakci, jako neutralni hru
s percepcénim aparatem divaka. Jejich vzajemna
blizkost si nicméné primo fika o existencialné
ladéné interpretace.

Od kutilstvi k archeologii

Zatim jsem se na praci Pavly Scerankové soustredil
s mozna ponékud spekulativnim odhodlanim
nahlizet ji primarné skrze pojem animace. Odtud
pak vyplynuly poznamky k tématim pohybu,
interakce nebo performativni interpretace. Nyni
bych se chtél alespon kratce zamérit na roli, jakou
v tvorbé Pavly Scerankové sehravaji specifické
materidly.

Pomérné dlouho mezi nimi hraly prim materialy
charakteristické pro , kutilskou estetiku®, ktera

se v ceském uméni zacala objevovat okolo roku
2000 a popularitu si udrzela prakticky celou

prvni dekadu tohoto stoleti. Mezi jeji prikopniky

v nasem prostredi mdZzeme radit Jana Mancusku
nebo Zbynka Baladrana. Prvné jmenovany zacal

v roce 1999 pii tvorbé asamblazi a objektd pouzivat
sololit, provazky, PET lahve nebo tycinky do usi.
Zatimco u Mancusky se jednalo o materialy, které
pres svou obycejnost a neutralnost dokazaly
konotovat blizkost télu a intimitu domaciho prostredi,
Zbynék Baladran se zacal programové zamérovat
na prefabrikaty uréené pro drobné remesliniky

a muze-kutily: drevotfisku, sadrokarton, rizné
latky a hranoly standardizovanych rozmérd. Tuto
,kutilskou®, ,nenapadnou” ¢&i ,lo-fi" estetiku u nas
v nasledujicich letech rozvijeli mj. Dominik Lang,
Marek Meduna, Eva Kotatkova, Jana Kochankova
nebo Dusan Zahoransky.

V letech 2005-2010 mély materialy jako
drevotriska, sololit, preklizka, sadrokarton nebo
polystyren centralni misto takeé v tvorbé Pavly
Scerankové. Davodu, pro¢ ji mohla neutralni,
nenapadna estetika téchto materialt vyhovovat,

je vic. Jednak dobre odpovidaji ,,modelovému

charakteru” rady jejich mobild ¢i kinetickych
objekt(, jez jsou spise predméty k uZiti nez k divani.
Staci se podivat treba na kombinaci materiald ve
videosochach/animovanych architekturach

Up! # 1 (2007) a Up! # 2 (2008), Jdi pryc. Vrat se.
(2009) nebo v jiz nékolikrat zminované Michacce
(2007). Vsechno jsou to jakési zvlastni prototypy,
sestrojené proto, aby byly pouzity. Stejné materialy
jsou pouzity i v modelu babi¢¢ina bytu (Babi¢cin
byt, 2007), ktery nevyzaduje vySe zminény
interaktivni rezim animovani (ozivovani), ale spiSe ten
mentalni.

Na jednu stranu tedy kutilska estetika akcentuje
provizornost a kirehkost objekt(l, na druhou

stranu umoznuje zmensit distanci divaka, ktery by

v pfipadé pouziti exkluzivnéjsich materialt ziejmé
nemél tak silnou tendenci se k diliim vztahovat
nebo na né reagovat. Ve vztahu k divakovi se da
vymezit jesté jeden ddvod pro pouziti nenapadnych
hobby materiald: principialni demokrati¢nost,

ktera je s nimi spojena. Mramor, bronz, hlina,
suroveé drevo, to jsou socharské materialy spojené
s vysokou urovni femesiné umélecké dovednosti.
Nejenze rikaji ,ted mate co do ¢inéni s uménim®,
ale také si zadaji zaujeti specifického (estetického)
postoje. Naopak drevotfiska nebo polystyren

jsou nediskutovatelné spojeny s ucelnosti (a nikoli
s krasou nebo vznesenosti). Jejich pouziti
akcentuje, ze ,jadro" uméleckého vykonu se
nachazi mimo oblast samotného remesla, a mélo by
divaky alespon teoreticky vést k aktivnéjsi roli,

co se tyce hledani vyznamu.5

V lété 2009 stravila Pavla Scerankova nékolik
mésicl na tvlrci rezidenci v Kanadé (Cooperative
Méduse v Quebeku). Zména prostredi

a koncentrovana ateliérova prace vedla k vystuplim,
v nichz dovedla do dusledku principy rozvijené

v nékolika predchozich letech. Pfi podrobnéjsim
pohledu vidime jemné, ale dlezité posuny. Na jare
20089 vzniklo video nazvané Z lasky, pohybujici se
na nejistém pomezi videosochy a animace.

Na zac¢atku vidime jen souvislou vrstvu sadry.
Krehky material naneseny na desce se ale zacne
rychle drolit poté, co s ni nékdo opakované uderi

o pevnou podlozku. Po nékolika uderech na desce

zbude napis tvoreny zbytky sadry: Z LASKY.
Spojeni nejvielejsiho vénovani s destruktivnim
charakterem jeho vzniku je surovou, holou, drsnou
a zaroven néznou a krehkou vypovedi. V Kanadé
vyuzila Scerankova tento princip konstruktivni
destrukce znovu, ale jinak. V Parkovaci smycéce
(2009) snima staticka kamera platformu ze

dreva a kartonu, podivné ¢lenitou, prorezavanou

a perforovanou. Na prvni pohled nestabilni objekt
se zahy zacina trepat a klepat, cuka sebou. Divoké
Svenkovani zac¢ina ménit formu objektu; ¢asti
kartonu pripevnéné na stabilnich hranolech z(istavaiji
vztyCené, zatimco hlavni ¢ast platformy se pod
vlivem gravitace sune doll a postupné se tak zacina
rysovat komplexni struktura, odkazujici, jak vytusime
z nazvu, ke spiralovité rampé parkovaciho domu.

| kdyZ je v pripadé Parkovaci smycky jesté pouzit
»Kutilsky" material, jeho specifinost je potlacena

a dilezita je predevsim proména labilni struktury.
Na konci roku 2009 zacala Pavla Scerankova
pracovat na sérii Navstéva doma (2009-2011).6
Ta je charakterizovana vyraznym odklonem od
material(i, které dosud jeji tvorbé dominovaly. Na
misto kutilstvi nastupuje subjektivni archeologie.
Zajem se posouva smérem k nalezenym objektiim,
které konotuji konkrétni historické obdobi autorcina
détstvi. ,Pefinac”, lampa z oranzového skla,

anteny z radia, ,ruska“ sklenicka... Tady uz neni
reC o materialu, ktery umélec formuje tak, aby
fungoval jako znak. Vybrané predméty urcitou dobu
reprezentuji zkratka proto, Ze byly jeji soucasti, ze
jsou s ni neredukovatelné spojeny. Mohli bychom
fici, Zze tento posun zajmu smérem ke specifickym
~nostalgickym objektlim" je pfedevsim vyrazem
silného doboveho |, historiografického obratu®.”

Af uz na Urovni kuratorskych koncepci velkych
vystavnich projekttl nebo na urovni uméleckych
dél, vSude jsme v poslednich priblizné péti

letech sveédky intenzivniho zajmu o minulost.

A pouzivani autentickych ,, dokumentt* je jednou

z nejucinnéjsich strategii, ktera specificky v regionu
byvalého Vychodu umélcim umoznuje zabyvat se
propletencem otazek tykajicich se osobni paméti

a narodnich déjin, respektive osobni i narodni
identity.

5 Samoziejmé ze to plati jen do ursité miry a od programové anti-estetiky je vzdycky jen kriiéek k nové estetice a nové manyre.

6 Jeji vznik souvisi s Gastéji opakovanymi cestami na Slovensko, mj. béhem pripravy instalace pro vystavu Ceny Oskara Cepana.

7 Tento obrat pfebiram z textu Diethera Roelstraeta, , The Way of the Showel. On the Archeological Imaginary in Art*, e-flux journal, &. 4, 2009,
http://worker0O1.e-flux.com/pdf/article_51.pdf (cit. dne 28. 5. 2012).



Posun smérem nejen k subjektivni archeologii
(ohledavani vlastni paméti), ale také k akcentovani
regionalni specificnosti se ukazuje mj. ve srovnani
projekt(, jez Scerankova pripravila pro vystavy
finalist(l dvou uméleckych cen. V roce 2007
vytvorila Scerankova jako finalistka ceské Ceny
Jindricha Chalupeckého v prostoru Karlin Studios
mistné specifickou instalaci, kterou se jasné
vztahovala k tradici zapadniho uméni, specificky

k dédictvi minimalismu. Kdyz odmyslime vazbu ke
konkrétnimu mistu, mohla takova prace vzniknout
prakticky kdekoli na mapé svétového uméni. Prace
z vySe zminéného souboru Navstéva doma, jimiz
se Scerankova prezentovala o dva roky pozdéji
jako finalistka Ceny Oskara Cepana, byly naproti
tomu nezavislé na konkrétnim galerijnim prostoru,
ale velmi presné situované v daném regionu.
Scerankova dokonce v ramci instalace reagovala na
¢erstvou kauzu instalace kontroverzniho pamatniku
krale Svatopluka na Bratislavském hradé umisténim
ironického komentare - sosky Kral’ starych
Slovakov.

Zavérem

Na sérii Navstéva doma se miizeme divat jako na
dil¢i, nezvyklé ukro¢eni smérem k otazkam narodni
identity a k rozsireni pojmu mista od konkrétniho
fyzického prostoru smérem k prostoru vymezenému
sdilenou kulturou, tradicemi a paméti. | kdyz se

z celku dila Pavly Scerankoveé skute¢né na prvni
pohled vymyka, zlistava s nim spojeno dirazem na
téma paméti a na hledani zplsobl, jak toto bytostné
niterné a efemérni vlastnictvi zhmotnit a otevrit

jej moznostem sdileni. M{iZzeme si jesté jednou
prfipomenout Cenkovu charakteristiku animace jako
prace s chybénim a doplnovanim. Chybéni, zda se,
je samotny predpoklad tviir¢iho aktu, jak na strané
autora, tak na strané adresata. Tam, kde uz vsechno
je, neni co dodat, neni se o ¢em bavit. Mozna, ze
vyhledavanim mist prazdnych, nepojmenovanych
nebo nepojmenovatelnych, jejich transformaci do
podoby objektl, které jde vidét, citit, k nimz se Ize
vztahnout, které Ize animovat vlastni interpretacni
aktivitou nebo bezprostredni fyzickou interakci,
sleduje Pavla Scerankova své vlastni cile.

O vysledky svého hledani se ale déli a déla to tak,
abychom pred nimi ¢i ve vztahu k nim mohli sami
hledat a nachazet.
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own) corporeality in her works. However, | am not
referring to the gender stereotype of the fragile
bodily frame of the female artist in contrast with the
physical strength necessary to handle the sculptor's
material. Here, too, | interpret fragility primarily as
impermanence, instability and shakiness. In Pavla
Scerankova’s works, objects are often directly
confronted with the body; it is only in contact with
the body that they start moving, spinning, rolling,
composing and decomposing.

Thus we arrive at telekinesis, another key word in
the title of the text. Telekinesis denotes the ability of
exerting a mechanical influence on the surrounding
world by means of the mind. Telekinesis is usually
related to the motion of objects, their levitation

or deformation. One of the popular telekinetists
inhabiting the fictional worlds is Jean Grey alias
Phoenix, a protagonist of the X-Men comics. If the
nice and cultured scientist is overwhelmed by her
dark and uncontrollable alter ego, things around
her start levitating and rotating. Her strength is so
enormous that she can literally split her friends to
atoms. In Jean Grey, telekinesis is linked to mental
instability. The bigger the energy, the lesser the
guarantee that it can be controlled. A tame levitation
is only one remove from an explosion...

Of course | am aware that it is not telekinesis that
sets the objects in Pavla Scerankova’'s works

into motion. The source of power is always in the
body and movement is set off by physical action.
However, the reasons for moving these objects are
miles apart from observing any purpose. They are
often triggered by memories and emotions born

in interpersonal relationships; both being fragile,
ephemeral, fleeting things in themselves. Be they
kinetic objects, “labiles” or video sculptures, all

of them can only achieve complete meaning in
interaction. The longer | think about it, the more |
feel that it is the very works by Pavla Scerankova
that have telekinetic powers. By some magic force,
they draw bodies to themselves. They move them
so as to reveal their simple mechanical programme.
It is by an unintended movement, a turning of the
handle, entering a wobbly caravan or bending
down to a perforated object on the floor that we

as spectators leave the safe zone of aesthetic

1 A specific combination of an object and action in the form of a short video.

2 Object Animation. Third Sense. The Regional Gallery of Fine Arts in Zlin, 29.9. - 15.11.2009, represented artists: Filip Cenek, Jifi Havlicek, Martin Kohout, Roman P¥ikryl,

distance, risking direct contact with the core of
meaning which is necessarily instable as it is based
on emotions.

Animated Objects

The reason why the name of Martin Mazanec came
into my mind when conceiving this text is not only
related to his inspirational use of the term of fragility
but also to the fact that he listed Pavla Scerankova
among ten artists whose works were exhibitied at
the 2009 exhibition Object Animation. Third Sense
subtitled Principles of Animation in Contemporary
Art.2 By their selection of the represented artists
and their works, the curators of the exhibition (the
concept was prepared by Filip Cenek and Jiri
Havlicek along with Martin Mazanec) pointed out the
fact that today, the field of animation has expanded.
It is not to be sought in the field of animation film
only; nor is it limited to the vast field of the moving
image. The Object Animation exhibition explored
animation as a principle, as a “shifting sign”

which can enter new contexts depending on the
perspective of the speaker (artist) who employs

it. Nina Vrbanova lately wrote about animation in
relation to Pavla Scerankova’'s works: “Roughly
since 2006, Scerankova has become established
in the field of autonomous sculpture. Within this
medium, too, she employs movement as a principal
means of meaning and expression to conceive

a form, however, the movement is not really present,
ocurring only in the mind of the spectator or, in

a certain sense, being animated by a visualization of
its composition shortcut. The nature and form of her
works can be understood as the result of movement
from within, a symbolical animation of growth,

a surge, a transformation or, on the other hand,

a retreat of matter.“3

In her early works, video sculptures such as
Bagging (2004) and later Moving out (2007),

Pavla Scerankova employed the earliest animation

Pavla Scerankova, Petr Strouhal, Jan Sramek, Viktor Taka¢, Martin Vanéat, Vojtéch Vanék and Jan Zalio.
3 Nina Vrbanova, Pavla Scerankova: ALOUD (text written for an eponymous exhibition), Bratislava: Cyprian Majernik Gallery, 2011.

principle consisting in “reviving” dead objects. The
body or hand directing their movement remain
hidden if possible while the objects seem to

move by themselves. Another level of animation is
described in the above citation by Nina Vrbanova
who related her reflection to the work Two Phases
of a Duster (2006). It is an object, respectively two
objects, simultaneously depicting three phases

of movement of an outdoor clothes dryer rotating
around the axis represented by its upper connecting
line. In this case, animation really occurs in our
heads as we “fill in” the empty spaces between

the three points stopped in movement. A similar
principle can also be found in Scerankova’s later
works, such as the series of objects Either Or
(2010). Shards and fragments of an exploding
chandelier or china teapots are “suspended” in
space, frozen in their centrifugal motion at the
beginning of which there was an unbroken form.
As for interpretation, let us recall the above
mentioned uncontrolled, destructive telekinesis.
One could ask what power it is that blows the
objects of everyday use into pieces. However, the
very effect of the explosion is already a result of our
interpretation process. For a simple understanding
of the whole thing, one could imagine that Pavla
Scerankova constructed these objects as film strips.
They, too, could be admired as such, however,
one is better off if one screens them at the internal
projector in one’s head.

The mental completion of empty spaces

described above corresponds with a reflection on
animation found in a transcript of a part of e-mail
correspondence between Filip Cenek and Martin
Mazanec in the introductory text of the catalogue
of the Zlin exhibition. “To put it in words, animation
is seen as the art of dealing with the invisible gaps
between the individual fields of the images. It is
this very space for working with what is lacking and
with completing (reviving) that has always interested
me,” writes Filip Cenek.4 Although the works by
Pavla Scerankova rather present solid sculptor's
materials than fields of images, the principle still
remains the same. “Working with what is lacking
and with what is to be completed” is exactly what

is in question here. This animation principle is
employed even where one would not expect it at all,
for instance in the installation Brain Teaser (2009),
inspired by a children’s brain teaser where little
“bricks” are to be placed into holes of the same
shape. Although at first glance, the stark geometric
objects made of plasterboard do not remind of a
children’s toy at all, they provide an opportunity

to the rather inquisitive spectators to achieve
satisfaction similar to the one experienced by a

little child who manages to put a star-shaped piece
of plastic where it belongs. Though the individual
parts of Brain Teaser do not fit into each other
completely, when observed from a certain point of
view, the smaller objects fill in the spaces cut out in
the largest object representing the main point of the
installation. However, here it does not suffice to set
the stopped image into motion in one’s head. The
meaning will not become clear unless the spectator
starts moving himself.

Combining the two above mentioned principles,
the third model of animation is in many respects
the most interesting and the most fragile one
employed in Pavla Scerankova’'s works. Similarly

to the first case, here, too, animation is related to
the interaction between the body and inanimate
matter. Whether demonstrated by the artist herself
or performed by the spectators who are (mostly
indirectly) invited to participate, interaction has a
significant influence on the creation of meaning

in the form of a performative interpretation; only

if we overcome our passive distance from the
object and set it into motion can the meaning arise,
being primarily based on the phenomenal, sensual
experience and only later settling in the more
abstract categories of thought. A typical work in this
category, Mixer (2007) is an object characteristic
for its exciting combination of fragility and an open
challenge to interaction. The mechanism of the
object consists of a board fixed on a rod fastened
in a stand which can be set into rotatory motion by
means of a handle. On each side of the board, a
construction is fixed, “automatically” composing and
decomposing during the rotation (in case of a rapid
turning of the handle; which, however, threatens to

4 Martin Mazanec, “Introduction”, in: Martin MAZANEC (ed.), Object Animation. Third Sense (exhibition catalogue), Zlin: The Regional Gallery of Fine Arts in Zlin, 2009, p. 5-6.
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destruct the object as a whole; both constructions
retain the shape of a cuboid without decomposing).
In the background of Mixer, there is a child’s
dream in which little Pavla was kidnapped from her
grandfather's garden by a strange man. However,
Mixer’s ability to make an intensive impression on
us is no lesser even when we do not know the story.
One of my students gave a perfectly apt description
of the object: “[Mixer] is instable; by turning it, I,
too, become instable.” While interacting with the
object, one can become absolutely open to its
message without knowing the original intention of
the artist; none of us being so “stable” (one could
also say insensible) for the experience of the fragility
of the object one has set into motion not to open
one of the drawers we prefer to keep shut.

The object | Am Going (2009) functioned similarly
like Mixer; a cuboid, with one side open and with
circular boards on the sides, reminding of a large
reel; one could enter it and ride from one end

of the gallery to the other. Within the exhibition
presentation in the G99 Gallery, it was installed

so that one could enter it on one end of the room
and be “spat out” on the doorstep of another

room where the video Model Situation (2009)

was screened on the wall, capturing the rotatory
movement of a mobile technically similar to the
above mentioned Mixer. Capturing the flashing
multi-coloured boards with cut-out holes, the scene
doubled the rotatory movement initiated by the
spectator a little while ago as he entered the object
I Am Going.

What was essential for the interpretation of both
works was the sensory experience. While going/
riding through the gallery inside / Am Going, the
spectator would intensely perceive primarily his
own body in an unusual situation. The movement
was one-way and there was no view. Since the
moment the “reel” set into motion, there was no
way back. The moving image projected in the

other room attracted the spectator’s sight to the
door at the opposite wall, precisely fitting the holes
cut out in several rotating boards captured on the
camera in detail. Rather dissimilar at first glance,
the two works shared a narrowed visual field and
rotation, producing a feeling bordering on nausea.

The object | Am Going materialized a certain
purposeless purposefulness of a rectilinear motion
forward. The physical experience of movement
inside the object represents an actual metaphor

of what we know too well; immersed in the daily
routines of our lives, motivated by tasks and duties,
we go through our lives without really living. By
means of the projected image, Model Situation
added multiple layers to the door at the opposite
wall of the room. In contrast with the narcotic
rotatory movement, the door gave the impression
of a solid point, an emergency exit which, however,
one could not enter. If installed separately, the two
works could perhaps be perceived primarily as an
attraction; as a neutral play with the perception
apparatus of the spectator. Nevertheless, their
proximity calls for an interpretation with existential
overtones.

From DIY to Archeology

So far | have been focusing on Pavla Scerankova’s
works with perhaps a rather speculative
determination to perceive them primarily from

the perspective of the term of animation. This
resulted in my observations concerning the
themes of movement, interaction and performative
interpretation. However, now | would like to briefly
focus on the role assumed by specific materials in
Pavla Scerankova’s works.

For quite a long time, her works were dominated
by materials characteristic of the “DIY aesthetic”,
which appeared in Czech art around 2000 and
has maintained its popularity throughout the first
decade of the century. In the Czech environment,
it was pioneered by Jan Mancuska and Zbynék
Baladran. The former started employing hardboard,
strings, plastic bottles and cotton buds as soon as
1999 in his assemblages. While Mancuska used
materials which connoted closeness to the body
and the intimacy of the home environment despite

their common and neutral nature, Zbynék Baladran
started concentrating deliberately on prefabricated
materials for craftsmen and DIY men: chipboard,
plasterboard, various laths and squared logs of
standardized sizes. In the course of the following
years, the “DIY”, “sober” or “lo-fi” aesthetic was
further developed by Dominik Lang, Marek Meduna,
Eva Kotatkova, Jana Kochankova and Dusan
Zahoransky among others.

In 2005-2010, materials such as chipboard,
hardboard, plywood, plasterboard and styrofoam
also took up a central role in the works by Pavla
Scerankova. There are several reasons why the
neutral, sober aesthetic of these materials might
have suited her. For one thing, they correspond
perfectly to the “model character’ of a number of
her mobiles and kinetic objects which represent
objects intended rather for using than just looking.
All one has to do is look at the combination of
materials in her video sculptures / animated
architectures Up!/#1 (2007) and Up!#2 (2008),

Go Away. Come Back (2009) or the repeatedly
mentioned Mixer (2007). All of them represent
some sort of special prototypes which have been
constructed to be used. The same materials are
also employed in the model of her grandmother's
flat (Grandma “s Apartment, 2007) which requires
a rather mental than the above mentioned interactive
mode of animation (reviving).

On one hand, the DIY aesthetic accentuates the
provisional and fragile nature of the objects; on

the other hand, it enables to diminish the distance
of the spectator who, if rather exclusive materials
were used, would probably not have that strong a
tendency to relate or respond to them. In relation
to the spectator, there is one more reason for the
use of common hobby materials; their fundamental
democratic nature. Marble, bronze, clay, raw wood;
all of these are sculpting materials connected with
a high level of artistic craftsmanship. Not only do
they say: “Now you have something to do with art”;
they also require taking a specific (aesthetic) stand.
On the contrary, chipboard and styrofoam are
indisputably connected with usefulness (rather than
beauty or nobility). Their use accentuates the fact

that the “core” of the art performance lies outside
the field of craft and should, at least in theory, lead
the spectators to a more active role as regards the
search for meaning.®

In the summer of 2009, Pavla Scerankova spent
several months at a creative residence programme
in Canada (Cooperative Méduse in Quebec).

The change of environment and concentrated
studio work resulted in works in which she drew
consequences of the principles developed in

the course of the preceding years. Upon a more
detailed look, one can see subtle but important
shifts. In the spring of 2009, she made her video
Out of Love moving along a blurred line between
video sculpture and animation. At the beginning, we
can only see a continuous layer of plaster. However,
the fragile material applied on a board starts
crumbling after somebody starts hitting it on a firm
pad. After several hits, all that remains on the board
is an inscription made of the plaster remnants: OUT
OF LOVE. Combining the warmest of dedications
and the destructive character of its creation, the
work makes a statement that is raw, bare, and
rough yet gentle and fragile. In Canada, Scerankova
has reemployed this principle of constructive
destruction, however, in a different way. In Parking
Loop (2009), a static camera is recording a
platform made of wood and cardboard with a
peculiarly jagged, cut-out and perforated structure.
The wild panning of the camera starts changing the
form of the object; while the parts of the cardboard
fastened on stabile squared logs remain upright,
the main part of the platform starts sliding down
under the influence of gravity, revealing a complex
structure alluding to the spiral-shaped platform of a
parking garage as also suggested by the title.
Although Parking Loop still employs “DIY”

material, its specific role is suppressed and what

is of significance is primarily the transformation

of the labile structure. At the end of 2009, Pavla
Scerankova started working on her series Visit
Home (2009-2011).6 The series is characteristic

of a significant departure from materials which have
dominated her works up to now. DIY is replaced by
subjective archeology. Interest is shifting towards

5 Of course this is only true to a certain degree; the anti-aesthetic programme is always only one remove from a new aesthetic and a new stereotype.
6 |ts creation is linked to frequent visits to Slovakia, also in connection with the preparation of the installation for the exhibition of finalists of the Oskar Cepan Award.
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found objects connoting a concrete historical period
of the artist's childhood. A blanket chest, an orange
glass lamp, radio antennas, a “Russian” glass; here
we are not talking about a material formed by the
artist to function as a sign any longer. The selected
objects represent a certain period of time simply
because they used to be part of it; because they are
irreducibly connected to it. One could say that this
shift of interest towards specific “nostalgic objects”
primarily represents a strong “historiographic

turn”7 of the period. Be it on the level of curatorial
concepts of large exhibition projects or on the level
of artworks, in the course of the last five years one
could witness an intensive interest in the past. The
usage of authentic “documents” is one of the most
effective strategies, specifically for artists from the
region of the former East, enabling them to deal
with the tangle of questions related to personal
memory and national history, or personal and
national identity.

The shift towards subjective archeology (probing
one’s own memory) as well as towards accentuating
regional specificity is apparent also from a
comparison of two projects prepared by Scerankova
for the exhibitions of finalists of two art awards.

In 2007, Scerankova as finalist of the Jindrich
Chalupecky Award (Czech Republic) created a
locally specific installation in Prague’s Karlin Studios
which clearly related to the tradition of western

art, specifically to the heritage of minimalism.
Leaving the relation to the concrete venue out of
consideration, such a work could have been made
anywhere on the map of global art. On the contrary,
the works from the above mentioned series Visit
Home, presented by Scerankova as finalist of the
Oskar Cepan Award (Slovak Republic) two years
later, were independent from the concrete gallery
but situated precisely in the given region. In her
installation, Scerankova even reacted to the fresh
case of the installation of a controversial memorial
of King Svéatopluk at the Bratislava Castle by means
of an ironic commentary; a statuette of the King of
Old Slovaks.

In Conclusion

The series Visit Home can be considered a partial,
unusual step towards questions of national identity
as well as towards an extension of the term of

place from a concrete physical space towards a
space delimited by a shared culture, traditions

and memory. Although it seems to defy the whole
of Pavla Scerankova’s works at first glance, it still
remains linked to it by its emphasis on the theme of
memory and of looking for ways how to materialize
this substantially internal and ephemeral possession
and how to open it to new possibilities of sharing.
Let us recall Cenek’s characterization of animation
as working with lacking and completing things.
Lacking, or so it seems, is the very prerequisite of
the act of creation, both on the part of the artist and
the recipient. Where there is everything, there is
nothing to add, nothing to talk about. It is perhaps
by searching for places that are empty, nameless
or unnameable, by transforming them into the

form of objects that can be seen, felt, related to,
that can be animated by one’s own interpretation
activity or immediate physical interaction, that Pavla
Scerankova follows aims of her own. However, she
does share the results of her search so that we, too,
can search and find while facing them or relating to
them.

7 | have borrowed this term from the text by Dieter Roelstraete, “The Way of the Showel. On the Archeological Imaginary in Art“, e-flux journal, No. 4, 2009,
http://worker01.e-flux.com/pdf/article_51.pdf (cit. May 28, 2012).
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CZE

Vidéno vzduchem / Seen by Air

\

2004, videosocha, 1 min 46 s, hudba Bohuslav Martinu,
soukroma sbirka

Video vzniklo pro vystavu Martint reloaded jako pocta ¢eskému
skladateli Bohuslavu Martinti. Sest umélkyn a umélctl, jedna
zvukova stopa - Sest rliznych obraz(, jedna skladba.

ENG

\

2004, video sculpture, 1 min 46 s, music by Bohuslav Martind,
private collection

The video was made for the Martinti Reloaded exhibition as
a homage to Czech composer Bohuslav Martint. Six artists,
one soundtrack - six images, one composition.
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CZE

Sackovani / Bagging

\
2004, videosocha, 48 s

Pobyt v papirovém sacku je vysledkem rozjimani nad otazkami
konzumniho zpusobu Zivota. Jako klicovy se ukazuje moment,
kdy vécem, které vlastnime, zacne branit v plnéni funkci,

ke kterym jsou urceny, jejich nadmérné mnozstvi. Fascinuje

a dési mé predstava hmoty, obrovské co do rozsahu, prekvapivé
lehké, a presto neiinosné.

ENG

2004, video sculpture, 48 s

The stay in a paper bag is a result of the reflection on questions
of consumerist lifestyle. What is crucial is the moment when the
excessive quantity of things we own stops preventing them from
fulfilling their function. | am both fascinated and terrified by the
notion of matter, huge as to its size, surprisingly light, and yet
unbearable.
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CZE

Vzpominka jako nova realita / Memory as a New Reality

\
2006

V centru zajmu stoji vnimani: Jak na svét kolem sebe hledime

a co z néj vidime. Do jaké miry Ize vidét to, na co se divame.

Do jaké miry vidime jen to, co jsme se naucili vidét a jak jsme se
to naucili vidét. Kdybych méla popsat diim, ktery denné mijim
cestou do prace, udélala bych to na zékladé toho, ze jsem dim
nescetnékrat vidéla, nebo proto, Ze zhruba vim, jak takovy dim
vypada? ,Neuronova sit si uchovava reprezentace jako dispozice
reaktivovat jednotlivé aktivacni vzory vyselektované predchozi
zkusenosti. Kdyz jisty aktivacni vzor doséhne rovnovazného stavu
po aktivaci jistym druhem podnétu, stava se ramcem pro nové
podnéty stejného druhu. To vede k rychlému a snadnému rozli-
Sovani podnétu a v zavislosti na jejich spojeni s jinymi skupinami
neuron( ke spravné motorické odpovédi.” (Owen Flanagan,
Vedomie, Bratislava: Archa 1995, s. 20) Analogicky schopnost
rozeznavat kulturni aktivacni vzory nam umoznuje orientovat se ve
svété, prisuzovat mu vlastnosti - chapat svét. Zaroven nas vsak
od svéta neuprosné vzdaluje. Porozuméni ziskané skrz systém
vzor(l a schémat ztraci se svétem pfimy kontakt. V diplomové
praci se vztahuji ke vzpomince jako k udalosti. Soustreduji se na
to, jak prozitek méni jeji fyzickou podobu vzhledem k objektiv-
nimu popisu situace. Tvar vzpominky je modulovan tim, jak byla
prozivana. ZpUsob prozivani vytvari paralelni novou realitu. Vznikl
cyklus objektl, performanci a videi. Rekonstrukci se vzpominky
z détstvi ukazaly jako specificky pripad vnimani.

ENG

\
2006

Our interest is focused on perception; the way we look at the
world around us and what we see of it. To what degree we can
see what we are looking at. To what degree we only see what

we have learned to see and how we learned to see it. If | was to
describe the house | am passing on my way to work every day,
would | do it on the basis of having seen it numberless times or
on the basis of a rough notion of what a house looks like? “The
neuronal network retains representations as dispositions to
reactivate distributed activation patterns selected during previous
experience. Once a particular distributed activation pattern has
reached an equilibrial state such that it is activated by a certain
type of stimulus pattern, it frames novel occurrent stimulation with
that activation pattern. This leads to quick and easy identification
of the stimulation and, depending on its connections to other
neuronal groups, to the right motor response.” (Owen Flanagan,
The Science of the Mind, Cambridge: MIT Press, p. 316). Analo-
gically, the ability to distinguish cultural activation patterns enables
us to get oriented in the world, to attribute various qualities to it, to
understand it. However, it distances us relentlessly from the world
at the same time. The understanding achieved through a system
of patterns and schemes is losing direct contact with the world. In
my diploma thesis, | relate to a memory as to an event. | focus on
the way experience changes its physical form with respect to the
objective description of the situation. The shape of the memory is
modified by the way it was experienced. The way of experiencing
creates a parallel new reality. A series of objects, performances
and videos has been created. By means of reconstruction, child-
hood memories became a specific case of perception.
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Bunkr / Bunker

w \ \

N g
2006, vzpominkova fotoperformance na kreslo v obyvaku, w 2006, photo performance commemorative of a living room
6 barevnych fotografii A5 armchair, 6 colour photographs, size A5
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34

6 snu z hrnecku / 6 Dreams from a Cup

w \ \

N 2
2006, 40 s, animovana rekonstrukce piibéht autentickych w 2006, 40 s, animated reconstruction of stories of authentic
figurek z hrnecku podle vzpominek na piti kakaa, figures from a cup according to memories of drinking cocoa,
soukroma sbirka private collection
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CZE

ENG

Ukryt / Shelter

\

2006, 1 min

Lasku jsem si predstavovala jako Ukryt, do kterého se Ize schovat.
Pripoustéla jsem, Ze za jistych okolnosti se z mista, ve kterém se

Ize ukryt, mGze stat misto, ze kterého se neda utéct. Nakonec se
zda véechno jinak.

\

2006, 1 min

| have always thought of love as of a shelter where one can hide.

| did admit that under certain circumstances, it can turn into a place
from which one cannot escape. In the end, everything seems to be
different.
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CZE

Was ist das / Was ist das

\
2006, kineticky objekt, preklizka, 150 x 200 x 200 cm

Stoji, stoji dom, plno deti v riom, nema okna, nema dveri, ako
vyjdu von? (z knihy hadanek a fikanek)

DUm na strese je nepatficny. Zahozeny, nepfistupny, zabira
prostor. Kdyz ho divak chce obeijit, musi ho preklopit na druhou
polovinu strechy. Nucena fyzicka konfrontace s objemem, ktery
je vzhledem ke své velikosti prekvapivé lehky, se mlze stat nocni
murou, neni-li z néj uniku.

ENG

\
2006, kinetic object, plywood, 150 x 200 x 200 cm

There’s a little house, filled with children’s shouts, it's got

no windows, it's got no doors, how will they all get out?

(from a nursery rhyme book)

A house on its roof is inappropriate; thrown away, inaccessible,
merely taking up space. If the spectators want to walk around it,
they must overturn it to the other half of the roof. The forced
physical confrontation with a volume which, with respect to its size,
is surprisingly light, can become a nightmare if there is no escape.
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CZE

Kapusta / Sauerkraut

\
2006, 5 min 24 s, hudba Luke Styles
Sedi pani v okne, hlavi¢ka jej mokne, pride pan kapitan,

hlavicku jej zotne. Co je to? (z knihy hadanek a fikanek)
Vzpominka na détskou knihu hadanek a fikanek se spojuje

s novou zkusenosti s kazdodennim Grednim zivotem v Némecku.

Vyhled z 5. patra panelaku na kolonii zahradnich domkd odhalil
utajeny zivot obyvatel Berlina. Zlovéstna nalada a tajemné
metafory v né¢em odpovidaji dojmu z vikendové ¢innosti na
miniaturni zahradce uprostred panelového sidlisté. Zahradnic¢eni
je fenomeén, ve kterém se zrcadli potreba seberealizace

a emocionalniho nasazeni, které je v kazdodennim pracovnim
procesu nemozné nebo nepripustné.

ENG

\
2006, 5 min 24 s, music by Luke Styles

A lady is sitting at the window, her head getting wet in the rain,

the captain is coming, and lo and behold, he’s cutting her head away.
What is it? (from a nursery rhyme book)

A memory of a nursery rhyme book becomes linked with a new experien-
ce of everyday life in Germany. The view from the 5th floor of a block of
flats onto a colony of garden houses has revealed the secret life of Berlin
citizens. The sinister atmosphere and mysterious metaphors correspond to
a certain degree with the impression of the weekend activities at a miniature
garden in the middle of a housing estate. Gardening represents a pheno-
menon reflecting the need for self-realization and emotional effort which are
impossible or unacceptable in the working process of everyday.
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CZE

ENG

Babicécin byt / Grandma’s Apartment

\

vzpomenuty

realny
2007, nalezené a recyklované desky, Zelezna konstrukce,
priblizné 4 x 3,5 x 0,3 m

\

remembered

real
2007, found and recycled boards, iron construction,
approx. 4 x 3,5 x0,3m
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Pohybovadlo / Mover

CZE

\

2007, kineticky objekt s ¢astecné kontrolovanou konstrukci,
riizné materialy, 160 cm / videosocha, 39 s

ENG

\

2007, kinetic object with partially controlled construction,
various materials, 160 cm / video sculpture, 39 s

a7
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CZE

Umzug / Umzug

\

2007, fasadni polystyren, bambusové Spejle, montazni péna,
6x3x3m

Zkonstruovala jsem kvadr, jehoz tvar presné odpovida profilu
otvoru ve stropé galerie. Vzniklé dilo by mélo zapadnout do gale-
rie jako Cast skladacky. Objekt se vsak zasekl a zlistava hrozive
viset nad hlavami navstévnik(. Lze si jej sice prohlédnout ze véech
stran, celkovy obraz tvaru i pohybu je vSak zavisly na mentalni
konstrukcei divaka.

ENG

\

2007, facade polystyrene, bamboo sticks, expanding foam,
6x3x3m

| have constructed a cuboid the surface of which corresponds
exactly to the profile of a recess in the gallery ceiling. Thus the
resulting work should fit in the gallery as a piece of a puzzle.
However, the object got stuck and is hanging ominously above
the heads of the visitors. Though it can be viewed from all sides,
its complete shape and movement depend on the mental con-
struction of the spectators.
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CZE

—

2007, objekt pro jedno zdolani, OSB desky, gumicuk, 150 cm /
videosocha, 8s smycka, sbirka Marek

ENG

\

2007, object for a single conquering, OSB boards, elastic cord with
hooks, 150 cm / video sculpture, 8 s loop, in the Marek Collection
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CZE

Up!#2/Up! #2

\

2008, objekt pro aktivniho divaka, balony, novodurova roura,
pumpicka, 260 cm

ENG

\

2008, object for an active spectator, balloons, plastic tube,
pump, 260 cm
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CZE

Hlavo Lam / Brain Teaser

2009, sadrokarton, instalace 6 X 2 m,
Krajska galerie ve Zliné

Skupina tvar(i ze sadrokartonu v presné konstelaci vytvari celek,
jehoz logikou je princip détské hracky. Hra spociva v hledani otvo-
ru, ktery odpovida tvaru jednotlivych prvkd. V tomto pripadé ¢asti
tvarové sice odpovidaji, ale vici otvoru, do kterého by mély zapad-
nout, jsou desetkrat zvétsené. Pfi spravném thlu pohledu véak
jednotlivé prvky do otvorti zapadnou i pfes disproporci velikosti.
Rekonstrukce détského hlavolamu se soustfeduje na zplsob,
jakym se vzpominky - udalosti vyjevuji v pfitomnosti. Vzpominka
na hlavolam z détstvi by se v tomto tvaru nevyjevila bez aktualné
prozivanych situaci.

ENG

2009, plasterboard, installation 6 x 2 m,
Regional Gallery in Zlin

A group of plasterboard shapes in an exact constellation creates

a whole based on the logic of a children’s toy. The game consists

in the search for an opening corresponding to the shape of the
individual parts. In this case, the shapes of the individual parts do
correspond to the shape of the openings, however, they are ten
times the size of the opening they should fit. However, seen from a
certain point of view, the individual parts do fit the openings, despite
their disproportionate size. The reconstruction of a child’s brain

teaser focuses on the way memories - events appear in the present.

The memory of a childhood brain teaser would not appear if it were
not for the situations experienced in the present.
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CZE

ENG

Z lasky / Out of Love

\
2009, 18 s, Krajska galerie ve Zliné

Video, které bylo soucasti instalace Hlavo Lam, vzniklo z lasky.
Plochu obrazu rozbiji sila, jejiz zdroj nelze identifikovat. Pokus
o vlastni interpretaci zmate nelogicka konstrukce textu ze zkazy
obrazové plochy: Z lasky.

\
20009, 18 s, Regional Gallery in Zlin

A part of the Brain Teaser installation, this video was made out of
love. The surface of the image is shattered by a force the source
of which cannot be identified. The attempt at one’s own inter-
pretation is confused by an illogical construction of a text which
becomes apparent during the destruction of the image surface:
Out of Love.
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CZE

Jdi pry€. Vrat’ se / Go Away. Come Back

\
20009, videosocha, 2 min 53 s

Cestou na kole kolem Quebeku jsem ,,potkala“ most - nadhernou
konstrukci. Jak jsem jela pres néj, zdalo se mi, ze konstrukce
méni formu; sklada se jako méch akordeonu a pritahuje oddélené
kusy zemé k sobé. Kdyz se obé pevniny uplné spojily, mohla
jsem prejit na druhy breh feky. Pak se konstrukce znova roztahla
a odstrcila protéjsi breh pry¢. Popsana situace neni z fyzikalniho
hlediska skute¢na, neni vsak ani zcela smyslena. Jde o popis
udalosti. Pozdéji jsem si uvédomila, ze zazitek skladaciho mostu
popisuje jednu zcela jinou udalost z mého Zivota. Objekt jsem
nazvala podle slov této udalosti: Jdi pry¢. Vrat se.

Vznikl 12 metr( dlouhy objekt na koleckach, kterym se Ize
presouvat po linearni draze. Po narazu zméni tvar - slozi se

a pfitahne svoje dva protilehlé konce k sobé. Kdyz chce pasazér

pokracovat v cesté, musi prestoupit na protéjsi konec, ktery je ted'

jenom na krok vzdaleny, a odrazit slozenou konstrukci od sebe.

ENG

\
2009, video sculpture, 2 min 53 s

Riding my bicycle in Quebec, | have “encountered” a bridge;

a beautiful construction. While | was riding across it, the con-
struction seemed to change its form, folding like a windbag of an
accordion and drawing the separate parts of land to each other.
As soon as the two banks merged completely, | was able to cross
the river. After that, the construction unfolded again, pushing the
other bank away. The situation depicted above is not real from the
physical point of view, however, it is not completely imaginary ei-
ther. It is a description of an event. Only later did | realize that the
experience of the folding bridge describes another, completely
different event in my life. | have entitled the object with the words
contained in this experience: Go Away. Come Back.

The object is 12 metres long and can move on a linear track

on wheels. After a collision, it changes its form, folding the two
opposite ends to each other. If the passenger wants to continue
riding, he must change to the opposite end, now only one step
away, and unfold the construction.
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CZE

Parkovaci smycka / Parking Loop

\
20009, videosocha, 1 min 55 s

Vychodiskem je akutnost situace, kterou zname jako nahlé zpo-
zorovani néceho. Odviji se od vyhledu z okna, ktery Ize v tomto
pripadé chapat jako setkani. Nejprve to bylo okouzleni z pestrého,
ale homogenniho celku. Opakovanym vyhledem se vsak situace
meéni. Prostor za oknem, ktery jsem prozivala jako udalost, jako
nedélitelny celek, se zacal segmentovat na jednotlivé predméty

a rlizna pozadi. Zatimco obrysy nékterych jeho Casti byly stale
jasnéjsi, ostatni se zahalily do mlhy. Scéna se rozpadla na slepa
mista a mista zpozorovana. Zpozorovani néceho je situaci, ve
které se mysl zaméstnana praktickou ¢innosti zapomene, néco ji
zaujme. Je to zvlastni zpisob setkani, ktery se podoba rané. ,,Co
mohu pojmenovat, to mé ve skute¢nosti nemize zasahnout. ...
Ucinek je nepochybny, ale neda se vytknout, nenachazi své jmé-
no, svij znak; je ostry, avsak bloudi v jakési neurcité oblasti mé
sama; je akutni i zduseny, tise kfici. Bizarni rozpor: Je to zablesk,
ktery viaje.“ (Roland Barthes, Svétla komora, Praha: Agite/

Fra 2005, s. 53) Punctum neni vlastnosti fotografie, punctum je
vlastnost pohledu. Zptisob, jak Ize punctum sdélovat, je jednim ze
zplsoby uméni. Budova parkovisté je punctum wyhledu. Parkovaci
smycka je pokus punctum uchovat. Vyrobila jsem stavbu, ktera
existuje jako stavéjici se. Asi 150 cm vysoka konstrukce

z preklizky je v pocatecni fazi ukonéena rovinou s planem stavby.
Zakladna se propada a odhaluje stavbu. Videozaznam ukazuje
jenom ¢ast objektu od zakladny nahoru, takze pravy plivod rustu
egovano opacnym
droste. Projekce
em. Skrze obraz
rozviji zavinuty svét.

ENG

\
2009, video sculpture, 1 min 55 s

The starting point is an acuteness of a situation known as a
sudden noticing of something. It is based on a view from a
window which can be understood as an encounter in this case.
First there was an enchantment by a varied yet homogenous
whole. However, after repeated viewing, the situation changes.
The space behind the window which | experienced as an event,
as an indivisible whole, became segmented into individual objects
and various backgrounds. While the outlines of some of its parts
became clearer, others were veiled in the fog. The scene disin-
tegrated into blind fields and noticed places. Noticing something
is a situation when the mind, dealing with a practical activity,
forgets; it becomes attracted by something. It is a special way of
encountering something, not unlike a strike. “What | can name
cannot reallyprick me. ... The effect is certain but unlocatable,

it does not find its sign, its name; it is sharp and yet lands in a

vague zone of myself; it is acute yet muffled, it cries out in silence.

Odd contradiction: a floating flash.” (Roland Barthes, Camera
Lucida, New York: Hill and Wang, 1981, p. 51-53). Punctum

is not a quality of a photograph; punctum is a quality of looking.
The way of expressing the punctum is one of the ways of art. The
building of the parking place is a punctum of view. Parking Loop
is an attempt at preserving the punctum. | have constructed a
building the existence of which lies in being constructed. In the
first stage, the approximately 150 cm high plywood construction
has a flat surface with a construction plan on top. While the base
is dropping, it is revealing the construction. The video recording
only shows a part of the object from the base up so that the real
cause of the growth is not quite clear. The sinking of the surface
is partially negated by the contrary movement of the camera. In
the end, the construction grows out of the take. The projection of
the video recording is situated on the wall just above the ground.
Through the image, the object seems to grow out of a different
territory, unfolding a folded world.
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CZE

ENG

Jdu /| Am Going

\
2009, kineticky objekt, dfevo, MDF desky, 2,8 x 2,8 X 1 m

Je odpovédi na vyzvu ,,Jdi pry¢. Vrat se”. Neodchazi ani nepficha-
zi, ale jde. Dva kruhy o praméru 2,8 m v rozmezi jednoho metru
sviraji hranol o vysce 2 m. Do jedné strany hranolu jsou vyrezany
dvere, které priléhaji ke vstupnim dverim galerie. Objekt tedy
vypada jako obrovské kolo, které ma uvnitt mistnost. Navstévnik
vstupem do galerie uvede chlizi a vahou vlastniho téla kolo do
pohybu. Vysledkem konfrontace velikosti a vahy objektu se silou
a vahou jeho vlastniho téla je prekvapiva lehkost, s jakou Ize
objekt ovladat. Jedinou podminkou je zbavit se davery ve vizualni
orientaci, ktera je v uzavieném prostoru nemozna. Kolo udéla
presné pulotacku, aby se jeho dvere dostaly na troven protéjsich
dvefi mistnosti. Navstévnik vystoupi a pokracuje v prohlidce
vystavy. Ve vysledku se nestane nic, jenom se projde z dveri

do dvefi. Zazitek udalosti mezitim zlistava osobnim tajemstvim.

\
2009, kinetic object, wood, MDF boards, 2,8 x 2,8 x 1 m

The object represents an answer to the challenge of “Go Away.
Come Back”. It does not go away nor does it come back; it is go-
ing. Two circles with a diameter of 2,8 m are clasping a prism with
the height of 2 m within a 1 m range. In one side of the prism,

a door is cut out, fitting tightly to the gallery entrance door. The
object looks like a giant wheel with a space inside. Upon entering
the gallery, the visitor gets the wheel going merely by walking and
by the weight of his body. The confrontation of the size and weight
of the object with the force and weight of the visitor's body results
in a surprising lightness with which the object can be controlled.
A single condition is to get rid of the reliance on visual orientation
which is impossible within the closed space. The wheel makes
exactly half a turn before its door gets to the level of the door

to the next room. The visitor gets off the wheel and continues

his tour of the gallery. In the end, nothing happens, he has only
walked from door to door. Meanwhile, the experience of the event
remains a personal secret.
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CZE

Galerie do kufru / Suitcase Gallery

\

2009, zmenseny model galerie Solyanka, skladaci metry,
kufr pro transport, 4 x 2 x 0,4 m

ENG

\

2009, scale model of the Solyanka Gallery, folding rules,
suitcase for transport, 4 X 2 x 0,4 m
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CZE

ENG

Navstéva doma / Visit Home

\
2010

Otevieny cyklus objektt (Témér, Prilis, Ano nebo ne, MozZna, AZ aZ) vznikal postupné, jako kdyz se zafizuje byt.
Nebo presnéji, jako kdyz se stahuiji plachty z nabytku v dlouho neobydleném domé. Rozeznavame barvy, i kdyz jsou
bledsi, nez si pamatujeme, a taky je vSe trochu mensi. V prachu se nam vybavuiji situace zdanlivé banalni, presto
naléhavé. Pocit by se dal prirovnat k pocitu na navstévé. Prekvapi nas, ze zafizeni bytu je nam povédomé, nékteré veci
rozpoznavame zretelné, jako bychom se vratili na misto, odkud jsme pfrisli. My sami se vsak citime cizi. Objekty témer
funguiji. Nékdy se jenom prilis snazi. Mozna se nakonec vyjadfi jasné. Az prestanou predstirat, ze jsou néc¢im jinym.
Zvou ke hre. Hraji si na to, ¢im by mohly byt a co by se mohlo stat. Ukazuiji se jako role, ve kterych jsme je zazili.

\
2010

The open series of objects (AImost, Too Much, Either Or, Maybe, Enough and to Spare) was made gradually,

as if furnishing an apartment. Or to be more precise, as if unveiling furniture in a house which has not been inhabited
for a long time. We do recognize the colours though they are faded in comparison to how we remember them;
everything seems a little bit smaller, too. In the dust, we recall situations which seem banal yet urgent. The feeling
can be compared to that of a visitor. We are surprised by the fact that the equipment seems familiar; some things can
even be recognized clearly; as if we returned to a place where we came from. However, we ourselves feel unfamiliar.
The objects almost work. Sometimes they just try too hard. Perhaps they will make a clear statement in the end.
After they stop pretending being something else. They invite us to play. They play at what they could be and what
could happen. They show themselves in the roles in which we have known them.
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CZE

Témér / Almost

\

2010, velikost variabilni, tvrzeny polystyren

Tri centimetry tlusté fezy vykresluiji siluetu kresla. Jednotlivé kusy
nejsou vzajemné provazany a vytvareiji vratky celek, ktery se pfi
jakékoliv manipulaci rozpada. Podepren zdi mize nabidnout
jenom velice opatrné posezeni.

ENG

\

2010, variable size, toughened polystyrene

Three-centimetre-wide panels define the shape of an armchair.
The individual pieces are not mutually connected, creating an
unstable whole which falls apart after any manipulation. Even

if propped up by the wall, the armchair offers a rather cautious
sit-down.

CZE

ENG

PriliS / Too Muc

\
2010, dievo, preklizka, tapeta, 60

Na pohled zcela obycejny konferen
desku. Vyboulenina neni dramaticl
nutelné zde. Kdybychom na néj pos
sveze k zemi.

2010, wood, plywood, wallpaper, 60 x 120 x 66 cm

The conference table seems ordinary at first glance, however, its
upper board is slightly bulged. Though the bulge is not dramatic,
it cannot be overlooked. If we put a cup of tea on it, it would slide
down.
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CZE

ENG

Ano nebo ne / Either Or

\

2010, rozbita lampa, radiové anténky, velikost variabilni,
soukroma sbirka

Kazda stfepina rozbité lampy je upevnéna na radiové anténce.
Anténky jsou dohromady spojené tak, aby po zasunuti slozily
pavodni tvar lampy jako prostorové puzzle. MiZzeme pozorovat
trajektorii vybuchu sekundu po sekundé.

\

2010, broken lamp, radio antennas, variable size,
private collection

Each shard of the broken lamp is fastened on a radio antenna.
The antennas are connected in such a way that the original shape
of the lamp could be restored as a space puzzle upon their
retraction. We can observe the trajectory of an explosion second
after second.
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2010, videosmycka v televizi

V televizi v pravidelném svizném rytmu dribluje dlan se sklenickou.

Kouzlo nerozbitné sklenicky, ktera se s matematickou presnosti
odrazi od podlozky, pomine, predstavime-li si danou situaci, jez
probéhla jen jedenkrat a vzh(ru nohama.

ENG

\

2010, video loop on TV

A hand is dribbling with a glass in a brisk rhythm on TV. The magic
of an unbreakable glass bouncing on a pad with mathematical
accuracy is lost as soon as we think of the very same situation
occurring only once and upside down.
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CZE

Uméni nezméritelnych védeckych otazek Il /

The Art of Unmeasurable Scientific Questions i

\

2011, videozaznam vyhledu z okna, monitor, polopropustna
zrcadlova folie, 40 cm

Pohled na modrou oblohu s bézicimi mraky a vrcholkem stromu
jsem natocila na video. Monitor s videozaznamem lezi na zemi.
Na monitor jsem postavila zbytky poloprdhledné zrcadlové folie.

V zahybech folie se zrcadli obraz, lame ho, deformuije, rozklada.

ENG

\

2011, video recording of a window view, monitor, one-way
mirror foil, 40 cm

| have made a video recording of a blue sky with flying clouds
and a treetop. The monitor with the recording is placed on the
ground. | have put scraps of a one-way mirror foil on the monitor.
In the folds of the foil, the image is mirrored, refracted, deformed,
decomposed.
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Zakazana socha / Forbidden Sculpture

\

CZE

2011, diapozitiv promitany pres otvor ve zdi na plochu za ni

Nalezeny diapozitiv z rodinného alba musel byt predlohou

k nerealizovanému navrhu diplomové prace mého otce. Navrh

byl zamitnut jeho tehdejsim profesorem Janem Kulichem a zadana
byla prace na pamatniku parasutistt.

ENG

\
2011, slide projected through a hole in the wall to the surface behind it

The found slide from a family aloum must have been a model of a non-
realized project of my father's diploma thesis. The project was rejected
by his then professor Jan Kulich and my father was assigned to work on a
paratroopers’ memorial.

90




92

CZE

1400 wattd /1400 Watts

\

2011, vysavac, zrcadla, ve vrazeném krystalu se do tvaru koule
zrcadli zemé, Spina a prach, 150 cm

ENG

\

2011, vacuum cleaner, mirrors, the floor, filth and dust are mirrored
in a crystal thrust in a circular form, 150 cm
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CZE

ENG

Unikaijici ki / Escaping

2012, ze série Unikovy plan,
porcelanova soska, epoxid, 23 cm
\

2012, from the Escape Plan series,
porcelain statuette, epoxide, 23 cm
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CZE

Klatov / Klatov

\

2011, autorsky sestfih nalezeného
filmového materialu po dédeckovi,
5 min 6 s, hudba Naomi Pinnock

ENG

\

2011, Artist’s cut of found film
material made by her grandfather
5 min 6 s, music by Naomi Pinnock
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Mysl bez obrazu / Imageless Thought

w \ \
N 2
2012, preklizka, zrcadlova folie w 2012, plywood, mirror foil
120 x 85 x 120 cm 120 x 85 x 120 cm
Skorepina hlavy je pristupna jako skryse. Prazdny negativ po The shell of a head is accessible as a hiding place. Upon peeking inside, the
nahlédnuti vyplni odrazy tvare navstévnika. empty negative is filled with the reflections of the face of the visitor.
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\ .
i - =
Jehelnicek / Needle Book
w \ \
N 2
2012, instalace, vySivka, baviny, jehly, jehelni¢ek M 2012, installation, embroidery, cotton yarns, needles,
needle book
Obraz hlavy indiana z jehelnicku je preveden do vysivky. Indian
jako vstupni informace se interpretuje procesem, ke kterému The image of a head of an Indian has been transferred to an
obraz odkazuje - Sitim. 24 barev vysivky je spojeno s 24 jehlami embroidery. The Indian, as an input information, is interpreted by
jehelnicku. means of the process referred to by the image; sewing. The 24
colours of the embroidery are linked with the 24 needles in the
needle book.
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PAVLA SCERANKOVA

Narozena 1980 v Kosicich na Slovensku. / Born 1980 in Kosice, Slovakia.
Od roku 2000 zije a pracuje v Ceské republice. / Since 2000 lives and works in the Czech Republic.

Studia / Studies:

2011 Dizertace v oboru Vytvarna tvorba na Akademii vytvarnych umeéni v Praze /
Dissertation in the field of visual arts at the Academy of Fine Arts in Prague

2006 Magisterské studium v oboru Intermedialni tvorba na Akademii vytvarnych uméni v Praze /
MA in intermedia arts at the Academy of Fine Arts in Prague

Stipendia a ocenéni / Scholarships and Awards:

2012 Nejlepsi dilo roku 2012: Hlavy, Chybéjici kapitola, Drdova Gallery, Praha, Czech Republic

2010 Visegrad Artist Residency Program, Studio of Young Artists Association, Budapest, Hungary

2009 Pépiniéres européennes pour jeunes artistes, Cooperative Méduse in Quebec, Canada

2009 Cena Vaclava Chada, V. Zlinsky salon mladych, Krajska galerie vytvarného uméni ve Zling,
Czech Republic

2006 DAAD stipendium, UDK Berlin, Germany, prof. Tony Cragg

2007 Cena Cyprian, Bienale mladého slovenského umenia - Skuter, Galérie Jana Koniarka v Trnave,
Slovakia

2006 Cena rektora AVU v Praze, Czech Republic

2004 Erasmus stipendium, Gray School of Art Aberdeen, Scotland, UK

2002 Kunstlerwege stipendium, AKA Stuttgart, Germany

2002 Cena Josefa Hlavky, Czech Republic
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Samostatné vystavy — vybér /
Solo Exhibitions — Selection:

2012 Chybéjici kapitola, Drdova Gallery, Praha, Czech Republic
2012 Zelené album, Galerie OFF/FORMAT, Brno, Czech Republic,
kuratofi / curators P. Kovar, M. Gargulakova, O. Navratil
2011 Nahlas, Galéria Cypriana Majernika, Bratislava, Slovakia, kuratorka / curator Nina Vrbanova
2011 Zprava z neokortexu, Dim U Zlatého prstenu, GHMP, Praha, Czech Republic,
kuratorka / curator Sandra Baborovska
2009 Alles wird gut, G99, Brno, Czech Republic, kurator / curator FrantiSek Kowolovski
2009 Hlavo Lam, BKC, Brno, Czech Republic, kurator / curator Jan Zalesak
2008  Otevreno zavieno otevieno..., Benzinka u Slaného, Czech Republic,
kuratori / curators Monika Sybolova, Ondrej Horak
2006 Kapusta, Galerie Jeleni, Praha, Czech Republic, kurator / curator Michal Péchoucek

Skupinové vystavy — vybér /
Collective Exhibitions — Selection:

2012

VIENNAFAIR, The New Contemporary, Wien, Austria

Opak je pravdou, Meetfactory, Praha, Czech Republic, kuratorka / curator Karina Kottova

Zacatek stoleti, Masné kramy, ZapadocCeska galerie v Plzni, Czech Republic, kuratorka / curator Pavlina Morganova
Ostrovy odporu. Mezi prvni a druhou modernosti 1985-2012, Narodni galerie v Praze, Czech Repubilic,

kuratofi / curators Jifi Sevéik, Jana Sevéikova, Edith Jefabkova

Vystava laureatd V. Zlinského salonu mladych, Krajska galerie vytvarného uméni ve Zliné, Czech Republic,

kurator / curator Martin Fisr

Zony obyvania, Krokus Gallery Bratislava, Slovakia, kuratorka / curator Gabriela Kisova

2011

Shorts Amorpha, British Film Institute, London, UK

Raum Selbst, Dim uméni mésta Brna, Czech Republic, kuratorka / curator Friederike Hauffe

Flashbulb memory, I'Institut hongrois de Paris, France, kuratorka / curator Borbala Szalai

Prague Biennale 5, Microna, Praha, Czech Republic, kuratorky / curators Vjera Borozan a Mariana Serranova
Critical Space, Trafo Galéria, Budapest, Hungary, kurator / curator Aron Fenyvesi

2010

Bienale mladého uméni ZVON 2010, Dim U Kamenného zvonu, GHMP, Praha, Czech Republic,
kurator / curator Tomas Pospiszyl

Cena Oskara Cepana 2010, Galéria Médium, Bratislava, Slovakia

Collectors. The Czecho-Slovak Pavilion, kuratofi / curators Lucie Drdova, Martin Mazanec,

Brot Kunsthalle, Wien, Austria

2009

Situation, 3rd Moscow Biennale, Russia, kuratorka / curator Elizabeth M. Grady
Objekt animace. Treti smysl, Dim uméni ve Zliné, Czech Republic
V. Zlinsky salon mladych, Krajska galerie vytvarného umeéni ve Zline, Czech Republic

2008

Soucasny ¢esky kubismus, Staroméstska radnice, Praha, Czech Republic,
kuratori / curators Vaclav Magid, Vasil Artamonov

2007

Cena Jindricha Chalupeckého - Finale, Galerie Entrance, Praha, Czech Republic
Forma nasleduije... risk, Futura a Karlin Studios, Praha, Czech Republic,

kuratofi / curators Jifi Sevéik, Jana Sevéikova, Monika Mitagova

Skuter - bienale mladého slovenského umenia, Galérie Jana Koniarka v Trnave, Slovakia
Punctum, Futura, Praha, Czech Republic, kurator / curator Vaclav Magid

Klasse Cragg, UDK Berlin, Germany

2006
RE/ACT Festival, Schloss, Universitat Mannheim, Germany

2005

Best Of Festivals, BO2‘, Médiathéque José Cabanis, Toulouse, France
Essl Award, Moderni Galerie, Praha, Czech Republic

2004
Extended Views, video festival, Amsterdam, the Netherlands

2003
Martind Reloaded, AMU, Sal Bohuslava Martin(, Praha, Czech Republic
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