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VIDET CAS

KYVADLO

V HODINACH
NAZYVAME
NEMECKY
UNRUHE,

TJ. NEPOKOJ
(GOTTFRIED
WILHELM
LEIBNITZ)

Vystavni projekt Daniela Hanzlika (1970) a Pavla Mrkuse (1970)
predstavuje soubor praci, jejichz vychodiska jsou zaloZena na polarité
fyzického a virtuélniho ve vztahu k vniméani ¢asu a asovych procesd. Na
jedné strané vychézi projekt z principd znamych fyzikalnich zakonitosti,
podle kterych se orientujeme ve svété. Na strané druhé reflektuje fiktivni
svét virtudlnich datovych prostredi, kterd ve stéle vétsi mirte ovliviuji
nase vnimani, prozivani a rozhodovani. Tato bipolarita v sou¢asném svété
splyva v jeden celek a vytvaii novou iluzi reality.

Dila jsou vytvofena prevazné kombinaci objektd, projekei a prosto-
rovych instalaci. Vyuzivaji uzaviené audiovizudlni formaty, ale i principy
vizualizace dat v redIném Case a interaktivitu.

Vystava je ¢lenéna do prostorovych segmentl, na samostatné
a spolecné realizace. Zaroven ale zachovava vzajemnou prostupnost. Ve
vysledku je prostredi vystavy sjednocenym rdmcem pro zpfitomnéni Casu
prostfednictvim zrakového smyslu. Projekt neotevird pouze otdzku, jak
vidét Cas, ale jak (spravné) vidét rlzné Sasové formaty, ty pfirozené i ty
simulované. Prekladani ¢asu do analogickych formatd vizuélni imitace
ma svij zékladni &i zakladajici kulturni a civilizadni smysl. Je tu skryto
cosi podstatného, co projekt VIDET CAS zpfitom#iuje a naé odkazuije, at
uz tyto odkazy sméruji do minulosti, pfitomnosti ¢i budoucnosti.

Kazdé dilo vystavy v sobé skryva otézky: Jaky je vztah mezi casem
a zpUsoby jeho registrace? Jak docilil &lovék toho, Ze je schopen &as
fyzicky vnimat? Co tomu predchézelo a co bude nésledovat? Kde a jak
se zrodily nastroje jeho méfitelnosti? Z historie vime, Ze konstrukci me-
chanickych hodin, kterou umoznil vynélez kyvadla, pfedchazely hodiny
slunecni pracujici s vrzenym stinem. Zatimco mechanické odmérovani
Sasu preferuje soubéh zraku a zvuku, byl nejstar§i zplsob casoméru
pouze vizudlni a probihal v Uplné tichosti. Dnes je mozné oba zplsoby
méfeni Casu imitovat prostfednictvim digitalnich néstrojd. Toto nové
uchopeni je zéroven interpretaci sledovaného problému, coz rozsifuje
jeho referencnii percepéni pole. Umoziuje nahlédnout méfitelnost asu
laboratorné, z odstupu. A je to praveé tento odstup, ktery na jednu stranu
vztah k ¢asu vyjasnuje a na druhou stranu problematizuje. Rozklada
a demontuje dosavadni jistoty o tom, &im ¢as byl, je, nebo by mohl byt.
Vyvazuje ho z oblasti nasi automatické a autentické kazdodennf zku-
Senosti. Nechava nés nahlédnout nékam, kde to nezndme. Laboratorni
odstup promériuje Cas v §irdi otdzku tzv. temporality, tj. soub&hu riiznych
prolinajicich se &ast a Easovych formatd, které Ize rdzné konstruovat,
a to pravé prostiednictvim digitalnich médii. Cas je zde zbavovan vazby
na fyzické télo, potazmo platné fyzikalni zdkonitosti. O to vice se vSak
stupriuje jeho plsobnost prostfednictvim lidskych smysld (pfedevsim
zraku) na samotné védomi, a tim toto védomi aktivuje.

Siroka oblast temporality v sobé& zahrnuje tradi¢né orientované
typy Casu - linedrni a cyklicky. Otevira ale také cestu k moznostem
manipulace s ustdlenym principem rozvrzeni, méfitelnosti a zdznamu
&asu. Na zékladé rozmanitych konfigurativnich strategii (vizualita, zvuk)
a ¢asovych formétl (zaznam, projekce, simulace) pozmériuje jednotné
vnimani ¢asu a nabizi dalsi alternativy ¢asovych dimenzi, které vsak
postradaji zminény, ¢lovéku dostredivy fyzicky rozmér. Digitalni média
oteviraji v tomto sméru novy horizont poznéni, oteviraji ho ale specifickym
zpUsobem, totiz v procesu technologického a operativniho sebevyvoje
a sebezdokonalovéni. A tato procesuédlnost je soucasti jak jejich metod,
tak otevienych vystupd, které predkladaji. Maji svou povahou blizko
k testovani a interaktivni hre. Je paradoxni, Ze prévé ve vztahu k Casu,
ktery mohou zkoumat, pod|éhaji digitaIni technologie témuz procesu
starnuti jako ¢lovék a samovolné vytvaéreiji v rdmci déjin své vlastni déjiny.

Zékladni provokativni podvojnost zkusenosti, ktera skrze digitalni
nastroje vchézi do svéta lidského védomi, spociva nejen ve schopnosti
prekladat poznatky z minulosti do stéle dokonalejsich programovacich

jazykd imitaéniho systému (napf. programovaci jazyk Python), ale i v jejich dal$im zpracovani
a pfepracovani: ve vytvareni samostatné strukturovanych modell ve vazbé na vyzkum i prak-
tickou aplikaci, které maiji svou zasadni vizualni pfesvédcivost. Vznika tak prostor pro modelové
rekonstrukce, ale také pro modifikace, ¢i dokonce mystifikace. Ve vztahu k vnimani ¢asu jde
o klidovy obrat. Clovék je postaven pted otazku, v jakém Fadu platnosti se nachézi obrysy jeho
vlastniho &asu v rdmci ostatnich dasovych formatd, které ho obklopuiji jako galaxie v neustélé
pritomnosti digitalniho prostredi a jako uzavirajici se klenba ve vzdjemném sesitovani. Nabizi
se otazka: MUze byt Elovék touto situaci zmaten? MUZe se v ni jako identita rozplynout? Mdze
byt touto konstruovanou pluralitou nehmotnych &asd narusena integrita &lovéka v neuralgic-
kém bodé mysleni a jednani?

S tim souvisi zcela klicové otézka, kterd vyplyvé z celého projektu: Zakladé se méfitelnost
Casu, kterou jsme si v minulosti osvojili na zakladé fyzického pohybu, pozorovani pfirody a na-
sledn& mechaniky odvozené z fyzikélnich zakon(, skuteéné na objektivnosti, nebo zéroveri ¢as
pro nade védomi (ale i pro nase lidské méfitko) konstruuje? A co Ize hypoteticky pfedpokladat
za zmény v lidském védomi, dojde-li k tomu, a mozna se to jiz déje, Ze tyto tradicni principy
méreni, potazmo konstruovani ¢asu, budou modifikovany podle jinych predstav a s jinym
zadanim? Kam az mze simulace ve svém vyzkumu a praxi dojit? A existuji v tomto sméru
néjaké kontrolovatelné etické hranice?

Vystava Vidét Cas jiz ndzvem prozrazuje svij zamér. Riznymi technickymi a technolo-
gickymi evokacemi zpfitomnuje navitévnikim pfiznané a skryté Casové principy. S nimi souvisi
i demontované jistota Casu jako ¢ehosi sjednocujiciho a zavazného, ¢ehosi s ndmi bytostné
svazaného, co je ndm odcizovano, nebo co se nam odcizuje. Navstévnik je vystaven procesu
testovani. Znejisténi, misty mozna iritace, kterou jednotliva dila probouzeji, patfi k meritu véci.
Digitalni nastroje generuji novy epochélni pohled na situace a véci, které se zdaly byt z hledis-
ka linedrniho i cyklického pribé&hu &asu stabilnimi a neménnymi. V predkladanych situacich
oba autofi demaskuji rovinu rozpornosti, ktera je v bézném digitalnim prostredi zahlazovéana.

Podstatné je podrzet si védomi toho, Ze se tu jednd predevsim o rezijni zménu pohledu
umoznujici rozliseni a komparaci uméle vytvareného s prirozenym. Kdyby tato diference byla
potladena, mohla by v dlsledku vést k fale§nym pfedstavam nejenom o tom, kde se &lovék
nachéazi (modelace prostfedi), ale i o mife jeho potenciélnich schopnosti, co? je stav nanejvyse
varujici. Dochézi v sou¢asném progresivnim rozvoji novych médii k dialektickému prekrizeni
fyzického a virtuadlniho ve vnimani ¢asu? Zatimco nehmotné data viozena do operac¢nich
systémU oteviraji nové pohledy na ¢lovéka a jeho &as, vnimani konkrétniho ¢asu navézané
na hmotny fundus lidské existence se stava vychodiskem pro laboratof nehmotnych dat...
V neposlednifadé je dobré si pfipomenout otazku relativity ¢asu, kterou asi nejlépe vyjadiuje
teze, 7e ,z4dny absolutni &as ani prostor neexistuji“ Ze &as a prostor tak, jak je vnimame, jsou
pouze vyjadrenim a vyrazem urcitého konkrétniho kulturniho a civiliza¢niho konsenzu.

Vyrazové a referenéni struktura projektu sjednocené tématem ¢asu (Vidét &as) stavi na
rozmanitosti. Jsou tu zastoupeny rekonstrukéni modely imitujici pfirodni procesy ve vazbé na
cykli¢nost fyzikalnich zakonitosti a na jejich digitadlnim odhmotnéni (Sluneéni hodiny; Ocean
Modifier), instalace zohledriujici v pfedpokladech fazi lidské Einnosti vadi blizké budoucnosti
(Permanentni iluze stability), modelova situace pracujici s odlidnym pfepisem téze scény do
rizného mediélniho zrcadleni (Potok v lese), tvorba virtuélniho objektu pohybujiciho se napfi¢
navstévnickou trasou (Pendulum) nebo monumentalni konfiguraéni instalace zpfitomnujici ¢as
jako paralelné pozorovany i vyhodnocovany proces (Tani). Spoleénym dilem je interaktivni
instalace nazvana Superpozice, v niz se zékladnim zplsobem uplatriuje fyzicka pfitomnost
navstévnika a jeho pohyb po vymezeném prostoru klasterni chodby. Nasledné po exkurzu do
svéta virtuality, nebo pred nim, tu Cas dostéva opét fyzicky rozmér. Proces jeho sebeuvédomeéni
mUZe byt ale nahle v lecEems novy &i jiny.

Epilog: Nemdm hodinky ani ndsténné hodiny. O case ted' premyslim ve zcela jinych
totalitach. Premyslim o délce viastniho Zivota ve srovndni s obrovskymi ¢isly, casem Zemé,
hvézd, nesouvislych svételnych let, vékem vesmiru atd. (Don Delillo, Cosmopolis)

Petr Vanous, Praha Gnor 2018



SEEING
TIME

THE PENDULUM
OF A CLOCK

IS CALLED

IN GERMAN
UNRUHE, THAT
IS TO SAY,
UNEASINESS
(GOTTFRIED
WILHELM
LEIBNITZ)

Daniel Hanzlik (1970) and Pavel Mrkus (1970) present a set of works
inspired by the duality of the physical vs. virtual perception of time and
temporal processes. Their exhibition works with the familiar physical laws
by which we orient ourselves in the world, but at the same time it reflects
the fictional world of virtual data environments that increasingly influence
our perceptions, experiences and decision-making. These two aspects
of our bi-polar world merge into one to create a new illusion of reality.

The exhibited works are created primarily by combining objects,
projections and spatial installations. The artists also make use of audiovisual
formats, interactivity or real-time data visualisation.

The exhibition is divided into several sections (installations, solo
works and collaborative realizations), although the various rooms remain
visually connected. As a result, the exhibition space becomes a unifying
element for presenting time through the visual senses. Seeing Time not
only asks how to see time but also how to (properly) see time formats -
natural as well as simulated. Translating time into analogous formats of
visual imitation is of fundamental and foundational meaning for culture
and civilisation. The exhibition gives physical expression to something
essential, and makes references to the past, present and future.

Each of the works contains the hidden question: What is the
relationship between time and the way in which we register it? How is
it that man is capable of physically perceiving time? What came before
and what will come after? Where did we get the tools for measuring
time and how were they made? We know from history that mechanical
clocks, which were made possible by the invention of the pendulum,
were preceded by sundials that told time by casting a shadow. While
the mechanical measurement of time works with the combination of
sight and sound, the older form of time measurement was merely visual
and took place in absolute silence. Today, we can imitate both forms of
time-keeping using digital tools. This new approach to time also involves
its interpretation, expanding its fields of reference and perception and
allowing us to measure time as in a laboratory, objectively. And it is this
objectiveness that clarifies our relationship to time while at the same
time calling it into question. It breaks apart and tears down our previous
certainties as to what time was, what it is, or what it might be, loosening it
from our automatic and authentic everyday experience. It lets us look into
places we don’t know. The objective laboratory approach transforms time
into a broader question of temporality, meaning the interplay of various
overlapping times and time formats that can be variously constructed
using the aforementioned digital media. Time is freed from its ties to the
physical body and the laws of physics, which nevertheless amplify its
influence through the human senses (primarily sight) on consciousness
itself, and thus activates this consciousness.

The broad field of temporality includes traditional forms of time
(linear and cyclical), but it also paves the way for working with established
ways of dividing up, measuring, and recording time. Using a wide
range of configurational strategies (visuality, sound) and time formats
(recording, projection, simulation), it modifies our uniform perception
of time and offers alternative time dimensions that nevertheless lack
the aforementioned centripetal physical dimension. In this sense, digital
media open up a new horizon of knowledge, but they do so in a specific
manner involving technological and operational self-development
and self-perfection, a process that is a part of their methods as well as
their open outcomes. In their character, these media are like tests and
interactive games. Paradoxically, it is in its relation to time and the study
of time that digital technology is subject to the same process of aging
as man and spontaneously creates its own history.

The basic provocative duality of experience that uses digital
tools to enter the world of human consciousness rests not only in the

ability to translate past knowledge into the increasingly advanced programming languages
of imitation systems (such as Python), but also in its further processing and reprocessing: the
creation of independently structured models (their study and practical application) possessing
a fundamental visual persuasiveness. This creates a space for model reconstructions, but also
for modification or even mystification. It is a key turning point in the perception of time. We
must therefore ask ourselves: In which system of validity do the contours of our own time exist
in relation to the other time formats that surround us like galaxies within the constant presence
of the digital environment, like an arch closing in on itself in a self-enveloping web? Might a
person be confused by this situation? Might a person as an identity melt away in it? Might
this constructed plurality of intangible times be violated by man’s integrity at the neuralgic
point of thought and action?

Related to all this is the central question that arises from the project as a whole: Is time’s
measurability - which in the past was based on physical movement, on the observation of
nature and subsequently on mechanical instruments that worked with the laws of physics -
truly based on objectivity, or does it concurrently construct time for our consciousness (and
for our human scale)? And what hypothetical changes in the human consciousness might we
anticipate if (perhaps this is already happening) these traditional principles of measurement
and the construction of time are modified according to different ideas and with a different
objective? How far can simulations go in both research and practice? And are there any
verifiable ethical limits in this regard?

The exhibition’s title alone - Seeing Time - reveals its intention. Working with a variety of
techniques and technological evocations, it presents visitors hidden and visible time principles.
These are also associated with the disassembled certainty of time as something unifying and
binding, something inherently tied to us, that is alienated from us, or that alienates itself from
us. Visitor are subjected to a process of testing. The feelings of uncertainty or even irritation
that the various works evoke are a part of the exhibition. Digital instruments generate a new
and epochal view of situations and things that, from the perspective of linear and cyclical
time, appeared stable and unchanging. In these situations, both artists unmask the level of
inconsistency that is usually smoothed over in the normal digital environment.

It is important to bear in mind that the exhibition’s main aim is a change of perspective
that will allow for a distinction between and comparison of the artificial with the natural. If this
difference were to be suppressed, it could lead to false ideas regarding not just where we find
ourselves (environment modelling) but also the extent of our potential abilities, which would
be a very alarming state. Has the current progressive development of new media led to a
dialectical crossing of the physical and virtual in our perception of time? While the intangible
data embedded in operating systems offers new ways of looking at man and his time, the
perception of a specific time associated with the material things of human existence forms the
basis for a laboratory of intangible data... Last but not least, it is worth recalling the question
of the relativity of time, which is best expressed by the thesis that “there is no absolute time
or space.” Time and space as we perceive them are merely the expression and reflection of a
particular cultural and civilizational consensus.

The project, whose unifying theme is time (Seeing Time), is built on a diversity of artistic
approaches. The exhibited works include models reconstructing and imitating natural processes
related to the cyclical nature of physical laws and their digital dematerialization (Sundial, Ocean
Modlifier); an installation that explores human activities in relation to the near future (Permanent
Hllusion of Stability); a model situation that works with a divergent transcription of the same
scene into a mediated mirror image (Creek in the Woods); a virtual object that moves across
the visitor’s path (Pendulum); and a monumental multi-media installation that presents time
as a simultaneously observed and evaluated process (Thaw). The two artists joined forces
to create the collaborative installation titled Superposition, which makes fundamental use
of the visitor’s physical presence and his movement within the clearly defined space of the
monastery hallway. After this tour of the world of virtuality (or before it), time is again given
a physical dimension. However, the process of its becoming self-aware can suddenly be in
some way new or different.

Epilogue: “I don’t own a watch or a clock. | think of time in other totalities now. | think
of my personal time-span set against the vast numerations, the time of the earth, the stars, the
incoherent light-years, the age of the universe, etc.” (Don Delillo, Cosmopolis)

Petr Vanous, Prague, February 2018
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UMELE
OSVETLENI

ROZHOVOR
SAUTORY
VYSTAVY VIDET
CAS, PAVLEM
MRKUSEM A
DANIELEM
HANZLIKEM,
VEDLA
KURATORKA
VERONIKA
MARESOVA

Tématem Vasi spolecné vystavy je
¢as a promeény jeho vnimani. Pro¢
Vas zrovna tahle fyzikdIni veli¢ina
tak zaujala?

P. M.: Cas nechapu jen jako
fyzikaIni veli¢inu, ale také jako filo-
soficky, sociologicky i ndboZensky
fenomén. Jeho vnimani mé velmi
mnoho poloh a rozmérd. Jde sice
o méfitelné médium, ale jeho povaha
je otevrena.

D.H.: Osobné mé zajimaji pfi-
rodnfi procesy a fyzikalni zakonitosti,
jako napriklad mechanika nebeskych
téles nebo gravitace, cyklus stridani
dne a noci, ale také vztah fyzického
a digitélniho a v neposledni fadé
emocionalita spojend s prozitkem
véedniho okamziku. Zvlasté ve spo-
jeni s digitalnimi néstroji se mohu
soucasné vénovat vyznamu cCasu
jak ve vztahu k jeho prozivani, tak ve
vztahu k principdm novych médii.

Chtéli jste naSe vnimani ¢asu zpo-
chybnit nebo o ném touto vystavou
vyjevit néco konkrétniho?

D. H.: Reknéme spise oteviit
moznosti pro jeho vnimani, spojené
s intenzivnim momentem setkani
a jeho prenosem do audiovizuélnich
forem. DlleZitou roli sehrava rozvrzeni
instalace vystavy. Ta je koncipovana
tak, aby jednotliva audiovizualni dila
na sebe navazovala a rozvijela moz-
nosti jejich vzdjemného plsobeni.

P.M.: Nic nezpochybnuji, jak
je tomu v sou¢asném umeéni Casto
zvykem. SpiSe se zamyslim nad rdz-
nostmi, které jsou v Case obsazené.
My jsme si méfeni Casu odvodili od
pohybl odehravajicich se v kosmu
a pohyb je idedInim prostfedkem,
jak se s rGiznymi Casovymi formaty
setkat, at uz ve videu, animaci i
zvuku. Skute€nost, Ze vnimani asu je
pro kazdého tolik osobni zkuSenost,
je pfitom v napéti pred fatalitou
neovlivnitelnych procesd, které se
odehravaji v asovém rozméru, ktery
¢lovéka daleko presahuje.

Predstavte si idedlné vnimavého
navstévnika. Co by si tak z téhle
expozice podle Vas mohl odnést?

D.H.: Pfedstavu o Case, ktery
soucasné muze existovat v rlznych
formatech. Od kratkych prchavych
zachvévl az po dlouhotrvajici procesy,

které se zdanlivé jevi jako neménné
Nahlédnout ¢as zmnohovrstevnaté
perspektivy, z které vnimame a vy-
hodnocujeme jeho plynuti. A co as
znamend, zdali to neni jenom nase
utkveéla predstava sumarizovana do
¢iselnych Udaj na displejich nasich
aparéatd. Prevazné tedy otéazky, ke
kterym by nase vystava méla vybizet.

P.M.:V prvnifadé bych asi rad
zlstal na padé vytvarného uméni.
Tedy mél bych radost, kdyby nas
pozorovatel vnimal obrazy, prostory,
svétla a zvuky jako umélecka dila,
kterd mu pfinaseji esteticky prozitek.
Pak teprve pfichazi na fadu ochota
otevfit se a pokusit se &ist v dilech
néjaké obsahy. Ty se v mém pfipadé
tykaji témat jako redlny a umély pro-
stor a Cas, pfirozeny ¢as okamziku
a zastaveni pfi pozorovani jeho
plynuti, €as uréujici nevratné zmé-
ny presahujici jeden Zivot, cyklicky
Cas, ktery je uméle konstruovan
v pocitatovém systému jako idedlni
kédnon a dalsi. Motiv tajiciho ledovce
samoziejmé ve své explicitnosti
mdZe byt ilustrativnim panordmatem
a zaroven pfipominkou do&asnosti.

Na vystavé mate samostatné prace
i dila, kterd jste vytvorili spolecné.
Jak jste se Vy dva poznali a kdy jste
se poprvé potkali ve své tvorbé?

D. H.: S Pavlem se zndm od
studii na VVysoké $kole uméleckoprd-
myslové v Praze, kam jsme byli pfijati
do ateliéru Sklo. Bylo to v prelomové
dobé listopadovych udélosti a my
méli to Stésti, Zze ateliér prevzal pan
profesor Vladimir Kopecky. Nase
setkani je ovlivnéno prévé timto
okamzikem. Od té doby stéle ak-
tivné spolupracujeme.V soucasné
dobé jiz desatym rokem spolecné
vedeme ateliér Time-based Media
na Fakulté uméni a designu pfi
Univerzité Jana Evangelisty Purkyné
v Usti nad Labem. Nase spoluprace
je tak provédzana nejen pratelstvim
a spole¢nym zajmem o uméni, ale
i profesné.

P.M.: Poznali jsme se pfi stu-
diich na UMPRUM. Nicméné zahy
jsme si nasli spole€ny ateliér a zacali
pracovat a pfirozené vystavovat spolu.
Myslim, Ze oba jsme se k podob-
nym tématdm dostévali z rdznych
vychodisek - z fyzikalnich nebo

filosoficko-spiritudlnich. Tyto dva
pristupy se docela dobfe vyvaZzovaly.

Umeélecka tvorba je hodné individudlni
¢innost. V &em je podle Vas hlavni
prinos, kdyZ spoji sily dvé tvaréi
individuality? A jak to ve Vasem
pfipadé vypada v praxi?

D. H.: Podminkou je syner-
gie, kterd se projevuje napriklad
akceleraci myslenek, sdilenim pfi-
buznych vychodisek a spole¢nym
jazykem pro porozumeéni.V pripadé
Pavla i neverbalni komunikace
a otevrenost, kterd ndm umoznuje
individualné zpracovéavat spolecna
témata. Spoluprace v uméni vsak
neni vzacnosti, zvlasté v pripadech,
kdy jsou zapotiebi specializace. A to
se déje stéle ve vétsi mire.

P. M.: Pro mne je radost si
o vznikajicich vécech od pocatku
dlouho povidat. Ohledavat obrysy
a principy, vybrusovat jadro, pfi-
chéazet na smysluplnou linku toho,
co nejvic rezonuje v nds obou a do
¢eho mizeme oba svou osobni
charakteristikou nejvic pfidat. Neni
v tom Zadny systém, je to spolec¢né
pojmenovavani, hledani, tfidéni,
zamitani. Technicka Cast realizace
uz tolik ddlezita neni, to je femeslo,
které umime oba stejné a doplfiujeme
se podle potreby.

Hodné pracujete se svétlem. Kdy
az &eho vyplynul vas zajem o pouzivani
svétla jako vytvarného prostfedku?

D. H.: Kazdy to médme v sobé,
fascinaci svétlem. Je to energie,
kterd nami rezonuje. Jednim z na-
Sich nejintenzivnéjsich smysl pro
porozumeéni svétu je oko. Tok svétla,
prevedeny v sitnici na obrazové
informace, mizeme nasledné vy-
hodnocovat i esteticky. Protéjskem
svétla je tma, i to je zdroj poznani.
Stfidani dne a noci rytmizuje tempo
do pravidelnych cykld, opakujicich
se ve smycce. Intenzita a barva svétla
se svoji Sirokou §kalou proménnych
v nas vyvolava pocity a emoce.
Svétlem projektované vrzené stiny
jsou dvoudimenzionalnimi repre-
zentacemi trojrozmérného svéta.
To jsou vychodiska, ke kterym ve
své praci odkazuju. A v pfipadé
digitélnich projekci doufam, ze se
nékteré plvodni kvality podafii za

pouziti technického zdroje svétla
podrzet a zpétné vyvolat.

P.M.:V uméni je svétlo skoro
vSude, je to energie a pohyb &astic,
a je to i mystika a symbolismus.
Nejde se tomu vyhnout. Malba
vyuzivé svétlo a i mé videoprojek-
ce vychdazeji z malby, povazuji je
tedy spiSe za obrazy, nebo fresky,
nez za filmy. Technicky vzato jsem
plvodné studoval praci se sklem,
kde je svétlo dilezité podobné
jako u sochy, ale jesté navic poditd
s prihlednosti materidlu. Technické
obrazy pak potfebuji svételné zdroje
gisté proto, aby viibec mohly byt
vyrobeny a vidény.

Pro¢ jste se rozhodli opustit tradiéni
média a zpracovavat své vidéni
svéta pomoci pocitacl a modernich
technologii?

D. H.: Tradi¢ni média jsem
neopustil, spis rozsifil jejich moznosti
o dynamické principy pohyblivého
obrazu a zvuku a také o oblast mezi
fyzikalitou a digitalni reprezentaci.
Prodlouzeni, nebo natazeni v ¢ase
se pro mé stalo dGivodem pracovat
s digitalnimi technologiemi, stejné
tak mozZnost simulace proces(
generovanych v softwaru pocitace
v redlném Case. P¥ipracis pocitacem
je sice intuitivni gesto ruky nahrazeno
presné definovanymi matematickymi
operacemi, ale porad je to femeslo
stejné jako namalovat obraz.

P.M.: Ktechnice jsem se dostal
pres zavésny obraz. Zajimalo mne
svétlo, nehmotnost a Casovy i zvu-
kovy rozmér. Na konci devadesatych
let pro mne byl poéita¢ jen néstroj,
ktery mi umoznil relativné snadno
a rychle stfihat video. Postupné
jsem v ném zacal nachéazet i dalsi
moZnosti prace s obrazem, zejména
ve 3D modelovacich softwarech
a jejich ndpodobé prostorového
usporadani svéta.

MUZete uvést néjaké své vzory a in-
spirace z poslednich dvou desetileti?

D.H.: Dlouhodobé mé zajimaiji
autori napfic¢ uméleckymiobory a zan-
ry, ktefi propojuji a zkoumaji hranice
mezi uménim, védou a technikou.
Ze zahrani¢nich umélcl napfiklad
Carsten Nicolai, z domacich pak
Milan Gustar.

P.M.: Ryoichi Kurokawa, Ryoji
lkeda, Bill Viola, Carsten Nicolai,
Milan Gustar.

Co vés naopak v soucasném uméni
nejvic irituje?

D.H.: Pokud se setkém s pro-
jevem, ktery mi nenf pfijemny, snazim
se pochopit ddvody a porozumét.
Neékdy to taky nejde. Nékdy naopak
iritace maze sehrét i pozitivni roli.
Co odmitdm, to je neautenti¢nost.

P.M.: Nic zdsadniho mi nevadi
na tvorbé samé. Trochu mé mrzi, ze
se nedafi sou¢asné uméni patficné
usadit a komunikovat v Sirsi spo-
le€nosti. Vynikaji tak zpravidla jen
dila, kterd maji néjaky jednodussi
aktudlni politicky kriticky obsah. Ale
to je komplexni problém nejen ze
strany uméni.

Anglicky historik uméni Herbert Read
ve své knize lkona a idea (1955) pise:
»10, po ¢em clovek neustdle touZi,
Je pevnéjsi uchopeni skuteénosti.
Coz pfimo vyplyvd z jeho nejisté
existence, z jeho kosmické uzkosti*.
Vidite mezi timto postfehem a Vasi
tvorbou néjakou souvislost?

D.H.: Pocit nejistoty je soucasti
kreativni prace. Pochybnosti jsou
zivou vodou, kterd nuti délat neustala
rozhodnuti. Nékdy i opustit to, co se
na zacatku zdélo jako dilezité.V mé
préaci Casto vychazim z bezprostredni
reakce na vnéjsi podnéty, se kterymi
se identifikuji nebo do nich projek-
tuji vlastniideje. Nasledné pres filtr
dosavadnich védomosti zkousim
porozumét mimo jiné i tomu, kde
je moje pozice.

P.M.: Uménije jednim z moz-
nych pfistupd, jak se pokouset vidét
pod povrch a ve vrstvach nebo jak
zdanlivé zndmou a banalni realitu
proménovat v néco kouzelného.
Nejistota byva nékdy zfejméa a nékdy
maskovana agresi nebo sebevédo-
mim, ale zkusenost s kosmem nemusi
Ustit nutné do Uzkosti. Naopak mUze
vyvolat i pocity harmonie nebo
patosu. Ve své praci se dotykdm
rlznych aspektd skute¢nosti, ale
nemyslim, Ze bych ji tim mél pevnéji
v rukou. Naopak, stéle vice se otevira
jeji bezednd nepoznatelnost. Ale ani
to ve mné nevzbuzuje pocit Uzkosti,
spiSe mozna Ucty.
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The subject of your joint exhibition
is time and changing perceptions of
time. What attracted you to study
this physical phenomenon?

P. M.: | understand time
as not just a physical but also
a philosophical, sociological and
religious phenomenon. There are
many aspects and dimensions
to how it is perceived. It may be
a measurable medium, but its basic
nature is open-ended.

D.H.: 1 personally am interested
in natural processes and physical
laws, such as the movement of the
heavenly bodies, gravitation, the
alternation of day and night, the
relationship between physical and
digital reality and last but not least
the emotionality of the everyday
moment. Especially in relation to
digital tools, | can focus on the
meaning of time in relation to the
experience of time simultaneously
with its relationship to the principles
of new media.

Did you mean to question our
perception of time, or does the
exhibition aim to present something
specific about it?

D. H.: Our aim was rather
to open up possibilities for how
to perceive it, associated with an
intense moment of meeting and
with its transposition into audiovisual
forms. An important role is played
by the exhibition layout, which has
been designed so that the individual
audiovisual works relate to one
anotherand develop the possibilities
for their mutual interaction.

P. M.: | don’t call anything
into question, even though that is
a common theme in art today. If
anything, | meditate on the diversities
contained within time. We have
deduced the measurement of time
from the movements in the cosmos,
and movement is an ideal means for
encountering various time formats
in either video, animation or audio.
The fact that the perception of time
is such a personal experience for
everyone lies in the tension resulting
from the fatefulness of processes that
we cannot influence, that play out
within the dimension of time, which
fartranscends the human experience.

Imagine the ideally perceptive visitor.
What do you believe he or she should
take away from this exhibition?

D.H.: The idea that time can
exist simultaneously in various
different formats. From short,
fleeting moments all the way to
long-lasting processes that appear
to be unchanging. To see time from
a multi-layered perspective, from
which we can perceive and assess
its flow. And to understand what
time means - whether it isn’t just
our ingrained idea, summarized
into numbers on the displays of our
time-keeping devices. Mostly the
kinds of questions that our exhibition
should incite.

P.M.: First and foremost,
| would prefer to remain within the
field of art. In other words, | would
be glad if our viewer perceived the
images, spaces, lights and sounds as
works of art providing an aesthetic
experience. Any readiness to find
deeper meaning in the works is
secondary. In my case, this meaning
touches on subjects such as real and
artificial space and time, the natural
time of the moment and the act of
stopping to observe its flow, time
that determines irreversible changes
that transcend one lifetime, cyclical
time that is artificially constructed
within a computer system as an ideal
canon, and more. In its explicitness,
the image of a melting glacier can of
course be anillustrative panorama
and a reminder of temporariness.

At the exhibition, you’re showing
solo pieces as well as works you
created together. How did the two
of you meet,and when did you first
work together?

D.H.: 've known Pavel since
my time as a student at the Academy
of Arts, Architecture and Design in
Prague, where we were in the Glass
Studio. It was the revolutionary time
of November 1989, and we had the
good fortune that the studio was taken
over by professor Vladimir Kopecky.
Our meeting was influenced by just
this moment, and we have actively
worked together ever since.We are
currently in the tenth year of jointly
heading the Studio of Time-Based
Media at Jan Evangelista Purkyné

University’s Faculty of Art and Design
in Usti nad Labem. Our collaboration is
thus not only based on our friendship
and shared interest in art, but also
on a professional kinship.

P.M.: We met while studying at
UMPRUM, and soon after we found
a shared studio and began to work
and exhibit together. | think that we
both arrived at similar subjects from
different starting points - either
physical, or philosophical-spiritual.
These two approaches have balanced
each other out quite well.

Artis a highly individual activity. In
your view, what is the main benefit
of two creative individuals joining
forces? And how does it look in
practice in your case?

D. H.: One condition is
synergy, which can be expressed via
accelerated thinking, the sharing of
similar starting points,and a common
vocabulary for understanding. In
Pavel’s case, this also includes non-
verbal communication and openness,
which allows us to individually
process joint subjects. But artistic
collaboration is no rarity, especially
when specializations are required.
And there is more and more of it
all the time.

P.M.: For me,itis a joy to talk
about the things | make from the
beginning. To identify the contours
and principles of the work, to refine its
core, to come up with a meaningful
link between the things that most
resonate within us and into which
we can both add the most of our
personal characteristics. There is no
system to it; it is a shared naming,
searching, classifying, rejecting.
The technical realization is not as
important - that is craftsmanship,
which both of us know equally well
and where we complement each
other as needed.

You work a lot with light. When did
you become interested in using
light as an artistic tool, and where
did this interest come from?

D.H.: We each have it in us,
this fascination with light. It is an
energy that resonates within us.
One of our most intensive senses for
understanding the world is sight. Once

the retina has translated the flow of
light into visual information, we can
assess it aesthetically as well. The
opposite of light is darkness - that,
too, is a source of knowledge. The
alternation of day and night creates
a rhythm of regular cycles that are
repeated in aloop.In its broad range
of variables, the intensity and colour
of light evokes feelings and emotions
within us. Shadows cast by light are
two-dimensional representations of
the three-dimensional world. These
are the starting points that | refer to
in my work. And when it comes to
my digital projections, | hope that
with the use of technical sources
of light some of its original qualities
can be preserves and evoked.

P.M.: Light is everywhere in
art. It is the energy and movement
of particles, it is mysticism and
symbolism. There is no way to avoid
it. Painting uses light,and my video
projections are based on paintings.
| consider them more like paintings
or frescoes than films. In terms
of technique, | originally studied
working with glass, where light is
as important as with sculpture, but
where you also have to take into
account the transparency of the
material. Technical paintings require
a light source simply so that they
can be produced and seen in the
first place.

Why did you decide to abandon
traditional media and to process
your vision of the world through
computers and modern technologies?

D. H.: | haven’t abandoned
traditional media. If anything, | have
expanded their possibilities to
include the dynamic principles of
the moving image and sound, and
also the realm between the physical
work and digital representation.
Extending or elongating within time
has become a reason for me to work
with digital technology, as well as
a chance to simulate processes
generate by computer software
in real time. When working with
computers, the intuitive movement
of the hand is replaced by precisely
defined mathematical operations,
but it is still a craft, just like painting
a picture.

P.M.: | arrived at this technique
via the hung painting. | was interested
in light, immateriality, and the
dimension of time and sound. In the
late nineties, | saw the computer as
a tool that let me edit video relatively
quickly and easily.| gradually began
to discover other possibilities for
working with the image, in particular
3D modelling software and the
way it reconstructed the spatial
arrangement of the world.

Could you name some of your
models and sources of inspiration
from the past two decades?

D. H.: | have long been
interested in artists from a wide
range of artistic fields and genres
who combine and explore the
boundaries between art, science
and technology. Foreign examples
include Carsten Nicolai; a domestic
example is Milan Gustar.

P.M.: Ryoichi Kurokawa, Ryoji
lkeda, Bill Viola, Carsten Nicolai,
Milan Gustar.

By comparison, what irritates you
most about contemporary art?

D.H.: When | come across
something that | find unpleasant,
| try to understand the reasons
and to understand. Sometimes,
that isn’t possible. On the other
hand, sometimes irritation can
play a positive role. What | reject
is inauthenticity.

P.M.: Nothing fundamental
bothers me about art per se. | am
a bit disappointed that contemporary
art has not succeeded in sufficiently
making inroads into and communicating
with society at large. As a rule, the
only works that stand out are those
that contain some kind of simple
contemporary political criticism.
But that is a complex problem not
justin art.

In his book /con and Idea (1955), the
English art historian Herbert Read
writes: “That what man always desires
is a firmer grasp of reality. That is
a direct consequence of his insecure
existence, his cosmic anxiety.” Do
you see any connection between
this observation and your art?



D. H.: A sense of insecurity
is part of all creative work. Doubts
are the water of life that forces us
to constantly be making decisions.
And sometimes also to abandon
something that might have seemed
important in the beginning. In my
art, | often work with my immediate
response to outside impulses that
| identify with, or | project my own
ideas onto them. Subsequently,
| try to use my filter of previously
acquired knowledge to understand,
among other things, where my
position lies.

P. M.: Art is one of several
possible ways of trying to see
beneath the surface, to see layers,
or to transform seemingly familiar
and banal reality into something
magical. Insecurity is sometimes
clear and sometimes masked
aggression or self-confidence, but
experience with the cosmos does
not necessarily lead to anxiety. On
the other hand, it can also evoke
feelings of harmony or pathos. In my
work, | touch on various different
aspects of reality, but | don’t think
that this means that | have a more
firm grasp of them. Quite the
opposite, in fact - it only makes it
ever more hopelessly unknowable.
But not even this does not arouse
any sense of anxiety within me - if
anything, it arouses respect.
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STIPENDIA

2007 Mezinarodni kultur-
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Krumlové

7996 Pilchuck Glass
School, Seattle, USA

SAMOSTATNE VYSTAVY -
VYBER
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GASK - Galerie
Stfedoceského kraje,
Kutna Hora

2017 Atlas, Hauch Gallery, Praha

2076 Stay Tuned, Galerie Bunka,
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Liberec
Vedlejsi efekt, Galerie
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Non-Electric Picture, Ddm
uméni, Ceské Budéjovice

2003 City Light, Galerie
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Inscape, Galerie Emila Filly,
Usti nad Labem

2002 Zérice, Galerie Mala
épélovka, Praha
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VYBER

2017 Zaostfeno na neurdito,
Topicv salon, Praha
Inner Image -
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Images, Galeria Arsenale,
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Velké ticho, Galerie
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Paralelni historie, Galerie
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Fundamenty & Sedimenty,
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galerie, Brno
15th International
Exhibition of Drawings,
Modern Gallery in Rijeka,
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uméni, Ceské Budgjovice
Il. Zlinsky salon mladych,
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Drawings, Modern Gallery
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7996 Corning Prize, Corning
Muzeum, USA
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Broumov

2073 Sources of Signals,
Colloredo-Mansfeld
Palace, Prague City
Gallery, Prague

2072 Datascape, Emil Filla
Gallery, Usti nad Labem

2071 Geodesic, Nadbattyckie
Centrum Kultury, Gdansk,
Poland

20009 In that Place, Avoid Gallery,
Prague

2008 Respect of Privacy, Vernon

Projekt Gallery, Prague

2007 EA.Q. (with P. Mrkus),
Dresdner Kunstverein,
Dresden, German
Zahrada, Die Aktualitat des
Schénen, Liberec

2005 Shift (with P. Mrkus),
Synagogue, Jan Koniarek
Gallery, Trnava, Slovakia
Space for One Work,
Prazék Palace, Moravian
Gallery, Brno

2004 City Light, Gallery of
the Academy of Arts,
Architecture and Design,
Prague
Non-Electric Picture,
House of Art, Ceské
Budéjovice

2003 City Light, Jaroslav Kral
Gallery, Brno House of
Arts, Brno
Inscape, Emil Filla Gallery,
Usti nad Labem

2002 Radiators, Mala épélovka
Gallery, Prague

GROUP EXHIBITIONS -
SELECTION

2077 Focused on Uncertainty,
Topi¢ Salon, Prague
Inner Image - Appearing
/ Disappearing Images,
Galeria Arsenale, Bialystok,
Poland
States of Mind / Beyond
the Image - Interventions
and Innovations, Gallery
of the Central Bohemian
Region, Kutna Hora
Absolute Beginners, Svit
Gallery, Prague
The Shape of Ideas, House
of Arts, Usti nad Labem
2076 Landscape, Hauch Gallery,
Prague
Space, NoD Gallery,
Prague
Orbis Pictus Play Zlin,
Regional Gallery of Fine

Art, Zlin

2075 Exakta, NoD Gallery,
Prague
Overture |, Hauch Gallery,
Prague

Out from the Centre - Art
of the Regions 1985-2010,
Kunsthalle, KoSice, Slovakia

2074 Recursion 1.618 - Video
Versus Film, Liberec
Regional Gallery
Editions of Light, The
Chemistry Gallery, Prague
Out from the Centre - Art
of the Regions 1985-2010,
West Bohemian Gallery in
Pilsen, Pilsen
Nulla Dies Sine Linea,

Emil Filla Gallery,
Usti nad Labem

20173 Touches of Music, North
Bohemian Gallery of Fine
Art, Litomérice
A Great Silence, Gallery
of Modern Art, Hradec
Kralové

20172 Film in Contemporary
Art, Nitra Gallery, Nitra,
Slovakia
Parallel Histories, Gallery
of the Central Bohemian
Region, Kutna Hora

2071 Czech Painting of the "90s
Generation, Brno House of
Arts, Brno
Fundaments & Sediments,
Prague City Gallery,
Prague
Parallel Histories, North
Bohemian Gallery of Fine
Art, Litomérice
Rhythmic Exercises, BWA
Sokol Gallery, Nowy Sacz,
Poland

2070 SCOPE Basel Artshow,
Basel, Switzerland
Akce ZET, Emil Filla Gallery,
Usti nad Labem
Formate der
Transformation 89-09,
Museum auf Abruf -
MUSA, Vienna, Austria

2009 Formats of Transformation,
House of the Lords of
Kunstat, Brno
Black-and-White Golden
town 09, Topi¢ Salon,
Prague
Labyrinth of Light,
Ecotechnical Museum,
Prague
Arte Fiera, Bologna, Italy

2008 The Light of Towns and
Night Walkers, Gallery
of Modern Art, Hradec
Kralové

2007 Space for Intuition, House

at the Golden Ring, Prague
City Gallery, Prague

2005 4th New Zlin Salon, House
of Arts, Zlin

2004 Parallel Screenings, Opava
House of Arts, Sternberk
Gallery

2003 Behold, Light, Moravian
Gallery, Brno
Perfect Tense / Painting
Today, Prague Castle
Riding Hall, Prague

2002 Monochromes, Czech
Museum of Fine Arts,
Prague
4th “Zvon” Biennial of
Young Art, House at the
Stone Bell, Prague City
Gallery, Prague
Hot Destination / Marginal
Destiny, Hipermarket
Mediator, Srebreno,
Croatia

20017 Possible Messages,
Moravian Gallery, Brno
15th International
Exhibition of Drawings,
Modern Gallery in Rijeka,
Croatia

2000 Unclear Evidence, House
of Art, Ceské Budé&jovice
2nd Zlin Salon of Young
Artists, State Gallery, Zlin

AWARDS

2007 Purchase Award of
Primorsko-Goranska
County at the 15th
International Triennial of
Drawings, Modern Gallery
in Rijeka, Croatia

7996 Corning Prize, Corning
Museum, USA



PAVEL MRKUS

Narozen v roce 1970
v Mélniku. Zije a pracuje
v severnich Cechéch.

Zabyva se audiovizualnimi projekty
a performanci. Autor vyuziva
digitalni obrazové a zvukové
prostfedky Casto ve spojitosti

s konkrétnim prostorem.

pmrkus@yahoo.com
http:/mrkus.ixode.org

STUDIA

7985-1988 Stredni
uméleckoprdmyslovéa gkola
sklarska v Kamenickém
Senové

7989-7995 Vysoka skola
uméleckoprdmyslové
v Praze

7998-17999 Institut ekumenickych
studii, Evangelicka
teologicka fakulta Univerzity
Karlovy v Praze

SAMOSTATNE VYSTAVY - VYBER

20718 Vidét &as (s D. Hanzlikem),
GASK - Galerie
Stfedoceského kraje, Kutna
Hora

2077 Transformétor, Nova scéna
ND, Praha
R.E.D., Museum uméni
Olomouc

2076 Procesor, Galéria Alfa,
Kosice
Another Time, Galerie
moderniho uméni,
Roudnice nad Labem

2075 Radiolaria, Galerie Emila
Filly, Usti nad Labem

2074 \Velky render, Die Aktualitat
des Schénen..., Liberec

20713 Cube x Cube Gallery,
Liberec

2072 Next Planet, Pori Art
Museum, Pori, Finsko

20717 Next Planet, DOm uméni
mésta Brna

2008 Space Walk, Galleria
Contemporaneo, Benatky,
Italie
Woater Tales, Galerie Jeleni,
Praha
Iris, Blro fur Kunst,
Drézdany, Némecko

2007 F.A.Q., Dresdner
Kunstverein, Drazdany,
Némecko (s D. Hanzlikem)

2006 Space Walk, Ddm uméni,
Ceské Budgjovice

2005 Seagull, Buro fur Kunst,
Drazdany, Némecko
Scanner, Kunstverein
Viernheim, Némecko
Shift, Galéria J. Koniarka,
Synagoga, Trnava,
Slovensko (s D. Hanzlikem)

2004 Koto Play, Chromosome,
Gallery for International
Media Art, Berlin, Némecko
Stray Currents, Mau Fine Art
Gallery, Toyama, Japonsko
(s J.Hongo)

2003 A Prayer off, Buro fur Kunst,
Drézdany, Némecko

SKUPINOVE VYSTAVY - VYBER

2077 Vnitfni obraz, Galeria
Arsenal Bialystok, Polsko
Signal festival, Praha
Interiéry duse, ZapadocCeska
galerie v Plzni
Movement and Change
in perspective, Toyama
Glass Art Museum, Toyama,
Japonsko

20716 Vesmir, Galerie NOD, Praha
Independent Research
of Subjectivity, 4+4 dny
v pohybu, Radni¢ni domy,
Praha
Orbis Pictus Play Zlin,
Krajska galerie vytvarného
umeéni ve Zliné
Epiphany-Frontiers of
Solitude, D&m uméni Usti
nad Labem
Frontiers of Solitude,
Galerie Skolské 28, Praha,
Oblastni galerie Jihlava
Frontiers of Solitude,
Skaftfell Center for Visual
Art, Seydisfjordur, Island

20175 Exakta, Galerie NoD, Praha
Jak nic nechtit?, Festival
4+4 dny v pohybu, Praha
3x2 pro klaster, Broumovsky
klaster, Broumov
Ze stfedu ven, Uméni
regiond 1985-2010,
Kunsthalle / Hala umenia
Kosice
Rekurze 1.618, Video

versus film, Oblastni galerie
v Liberci
2074 Drak se probouzi, Narodni
galerie v Praze
Rekurze 1.618, Video versus
film, Galerie Regent, Trebon
Ze stfedu ven, Uméni
regiond 1985-2010,
Zapadoceska galerie, Plzen
2013 Problem is here, Festival
4+4 dny v pohybu, Praha
Doteky hudby, Severo&eska
galerie vytvarného uméni,
Litoméfice
FulBnoten zum Aufbruch,
Motorenhalle, Drazdany,
Némecko
2072 Geometrlv zly sen, Topic¢av
salon, Praha
Future. Landscape, Parco
Contemporaneo, Benatky,
Italie
Play Well, Czech Center,
New York, USA
Sinnesrausch, OK Offenes
Kulturhaus, Linz, Rakousko
2071 Paralelni historie,
Severoceské galerie
vytvarného uméni,
Litoméfice
Edge Park, Parco
Contemporaneo, Forte
Marghera, Benatky, Italie
Rhytmic Exercises, BWA
Sokol Gallery, Nowy Sacz,
Polsko
Scheinbar Sein, Faktisches
und Virtuelles, Altana
Gallery, Drazdany, Némecko
2070 Formate der Transformation
89-09, Museum auf Abruf -
MUSA, Viden, Rakousko
Play, Manes Gallery, Praha,
One Day You Will Lose It All,
Festival 4+4 dny v pohybu,
Praha
Fertile Ground, Museum of
Glass, Tacoma, USA
A Part of No-Part, Chelsea
Art Museum, New York,
USA
2009 Forméty transformace, Ddm
uméni mésta Brna
Moving Artists,
Motorenhalle, Drazdany,
Némecko
Labyrint svétla,
Ekotechnické muzeum,
Praha

Place in Heart, Galerie Emila
Filly, Usti nad Labem
Hell of Things, Kronika
Gallery, Bytom, Polsko
2008 Once is Nothing, Brussels
Biennial, Brusel, Belgie
Obraz, komunikace, styl,
funkce, concept, Narodni
galerie v Praze,
Sbirka moderniho
a soucasného uméni
Place in Heart, Arsenal
Gallery, Bialystok, Polsko
Be a Happy Worker: Work-
to-Rule!, Miroslav Kraljevic
Gallery, Zagreb, Chorvatsko
Close Encounters, Fine Arts
Center Galleries, University
of Rhode Island,
Kingston, USA
2007 New Video Art from Central
Europe, RISD Museum,
Providence, USA
2006 New Mystics, Sala de Arte
Contemporaneo, Tenerife,
Grand Canarias, épanélsko
Echigo-Tsumari Art
Triennale, Niigata, ART
FRONT GALLERY, Tokyo,
Japonsko
Modern Time Work,
Machineries and
Automation in the Arts of
1900, Palazzo Ducale,
Genova, ltélie
Frisbee, Contemporary
Czech Video and Media Art,
D3m umé&ni mésta Brna
The Destiny of Paradise is in
its Geometry, Kunstverein
KISS, Untergréningen,
Némecko
ArteFiera, Bologna, Itélie
Arco, Madrid, Spanélsko
2005 Helden Heute, Centre
PasquArt, Biel Bienne,
Svycarsko
Roboter, Opelvillen,
Russelsheim, Némecko
Der Rote Teppich,
Kunstverein KISS,
Untergréningen, Némecko
2004 Sputniza, Kunsthaus
Drézdany, Némecko
Loop 04, videoart festival,
Barcelona, Spanélsko
Frisbee, Contemporary
Czech Video and Media Art,
MNAC, Bukurest, Rumunsko

Individual Systems, Museo
Archeologico, Potenza,
Italie
Art Brussels, Belgie
Hot Destination / Marginal
Destiny, Ddm uméni mésta
Brna
Video Program of BDV
Paris, Centre Pompidou,
Pariz, Francie

2003 Individual Systems.
La Biennale di Venezia,
Arsenale, Benatky, Itélie
Mission Possible, 1st Prague
Biennale, Narodni galerie
v Praze

2002 V. biendle mladého uméni
Zvon, Ddm U Kamenného
zvonu, Galerie hlavniho
mésta Prahy
Monochromni tendence
v Ceském vytvarném
uméni po roce 1990,
Ceské muzeum vytvarnych
umeéni, Praha
Walking, Skuc Gallery,
Ljubljana, Slovinsko

2007 KK, Ddm uméni, Opava

2000 Melancholie, Moravska
galerie, Brno
Nejasna evidence, Dim
uméni, Ceské Budéjovice
[I. Zlinsky salén mladych,
Statni galerie, Zlin
Via 2000, Via Art Gallery,
Praha

7999 KK, Slovenska narodni
galerie, Bratislava, Slovensko
L‘arte contemporanea,
Palazzo Coen, Sald, Itélie

OCENENI

2013 Cena Osobnost roku,
Vyhlasuje Casopis Art
and Antiques a portal
ARTALK.cz v Praze

2003 Honorable Mention,
Vessels, Koganezaki Crystal
Museum, Japonsko

2002 Silver prize, Japan
Contemporary Glass Art,
Glass Museum, Notojima,
Japonsko
Honorable Mention,
Contemporary Glass
Triennial, Toyama, Japonsko



PAVEL MRKUS

Born 1970 in Mélnik. Lives and
works in northern Bohemia.

Creates audiovisual projects
and performance art. Works
with digital images and sound,
often in association with

a particular space.

pmrkus@yahoo.com
http:/mrkus.ixode.org

EDUCATION

7985-1988 Secondary Technical
School of Glass Arts in
Kamenicky Senov

71989-1995 Academy of Arts,
Architecture and Design
in Prague

7998-7999 Institute of
Ecumenical Studies,
Protestant Theological
Faculty of Charles
University in Prague

SOLO EXHIBITIONS -
SELECTION

2018 Seeing Time (with
D. Hanzlik), GASK - Gallery
of the Central Bohemian
Region, Kutna Hora

2077 Transformator, New Stage
of the National Theatre,
Prague
R.E.D., Museum uméni
Olomouc

2016 Procesor, Galéria Alfa, Kosice
Another Time, Galerie
moderniho uméni,
Roudnice nad Labem

2075 Radiolaria, Emil Filla Gallery,
Usti nad Labem

2074 Velky render, Die Aktualitat
des Schoénen..., Liberec

2073 Cube x Cube Gallery,
Liberec

20712 Next Planet, Pori Art
Museum, Pori, Finsko

2071 Next Planet, Brno House of
Arts

2008 Space Walk, Galleria
Contemporaneo, Venice,
ltaly
Water Tales, Galerie Jeleni,
Prague
Iris, BUro fur Kunst, Dresden,
Germany

2007 F.A.Q., Dresdner
Kunstverein, Dresden,
Germany (s D. Hanzlikem)

2006 Space Walk, DGm umeéni,
Ceské Budgjovice

2005 Seagull, Buro fur Kunst,
Dresden, Germany
Scanner, Kunstverein
Viernheim, Germany
Shift, Galéria J. Koniarka,
Synagoga, Trnava,
Slovensko (s D. Hanzlikem)

2004 Koto Play, Chromosome,
Gallery for International
Media Art, Berlin, Germany
Stray Currents, Mau
Fine Art Gallery, Toyama,
Japan(s J. Hongo)

2003 A Prayer off, Buro fur Kunst,
Dresden, Germany

GROUP EXHIBITIONS -
SELECTION

2077 Inner Image, Galeria Arsenal
Bialystok, Poland
Signal festival, Prague
Interiors of the Soul, West
Bohemian Gallery in Pilsen
Movement and Change
in perspective, Toyama
Glass Art Museum, Toyama,
Japan

2076 Universe, Galerie NoD,
Prague
Independent Research of
Subjectivity, 4+4 Days in
Motion Festival, Municipal
Buildings, Prague
Orbis Pictus Play Zlin,
Regional Gallery of Fine Art
inZlin
Epiphany-Frontiers of
Solitude, Usti nad Labem
House of Art
Frontiers of Solitude,
Skolska 28 Gallery, Prague,
Jihlava Regional Gallery
Frontiers of Solitude,
Skaftfell Center for Visual
Art, Seydisfjordur, Island

2075 Exakta, Galerie NoD, Prague
How Not to Want
Anything?, 4+4 Days in
Motion Festival, Prague
3x2 for the Monastery,
Broumov Monastery,
Broumov
Out from the Centre. Art

from the Regions 1985-
2010, Kunsthalle Kosice
Recursion 1.618, Video
Versus Film, Liberec
Regional Gallery

2074 The Dragon Awakens,
National Gallery in Prague
Recursion 1.618, Video
versus film, Galerie Regent,
Trebon
Out from the Centre. Art
from the Regions 1985-
2010, West Bohemian
Gallery in Pilsen

2013 Problem is Here, 4+4 Days
in Motion Festival, Prague
Touches of Music, North
Bohemian Gallery of Fine
Art, Litoméfice
FuRBnoten zum Aufbruch,
Motorenhalle, Dresden,
Germany

2072 The Geometers Nightmare,
Topic Salon, Prague
Future. Landscape, Parco
Contemporaneo, Venice,
ltaly
Play Well, Czech Center,
New York, USA
Sinnesrausch, OK Offenes
Kulturhaus, Linz, Austria

2077 Parallel Histories, North
Bohemian Gallery of Fine
Art, Litomérice
Edge Park, Parco
Contemporaneo, Forte
Marghera, Venice, Italy
Rhytmic Exercises, BWA
Sokol Gallery, Nowy Sacz,
Poland
Scheinbar Sein, Faktisches
und Virtuelles, Altana
Gallery, Dresden, Germany

2070 Formate der Transformation
89-09, Museum auf Abruf -
MUSA, Vienna, Austria
Play, Ménes Gallery, Prague,
One Day You Will Lose It
All, 4+4 Days in Motion
Festival, Prague
Fertile Ground, Museum of
Glass, Tacoma, USA
A Part of No-Part, Chelsea
Art Museum, New York,
(URYA

2009 Formats of Transformation,
Brno House of Arts
Moving Artists, Motorenhalle,
Dresden, Germany

Labyrinth of Light,
Ecotechnical Museum,
Prague
Place in Heart, Emil Filla
Gallery, Usti nad Labem
Hell of Things, Kronika
Gallery, Bytom, Poland

2008 Once is Nothing, Brussels
Biennial, Brussels, Belgium
Image, Communication,
Style, Function, Concept,
National Gallery in Prague,
Collection of Modern and
Contemporary Art
Place in Heart, Arsenal
Gallery, Bialystok, Poland
Be a Happy Worker: Work-
to-Rulel, Miroslav Kraljevic
Gallery, Zagreb, Croatia
Close Encounters, Fine Arts
Center Galleries, University
of Rhode Island,
Kingston, USA

2007 New Video Art from Central
Europe, RISD Museum,
Providence, USA

2006 New Mystics, Sala de Arte
Contemporaneo, Tenerife,
Grand Canarias, Spain
Echigo-Tsumari Art
Triennale, Niigata, ART
FRONT GALLERY, Tokyo,
Japan
Modern Time Work,
Machineries and
Automation in the Arts of
1900, Palazzo Ducale,
Genova, ltaly
Frisbee, Contemporary
Czech Video and Media
Art, Brno House of Arts
The Destiny of Paradise is in
its Geometry, Kunstverein
KISS, Untergréningen,
Germany
ArteFiera, Bologna, Italy
Arco, Madrid, Spain

2005 Helden Heute, Centre
PasquArt, Biel Bienne,
Switzerland
Roboter, Opelvillen,
Russelsheim, Germany
Der Rote Teppich,
Kunstverein KISS,
Untergréningen, Germany

2004 Sputniza, Kunsthaus
Dresden, Germany
Loop 04, videoart festival,
Barcelona, Spain

Frisbee, Contemporary
Czech Video and Media
Art, MNAC, Bucharest,
Romania
Individual Systems, Museo
Archeologico, Potenza, ltaly
Art Brussels, Belgium
Hot Destination / Marginal
Destiny, Brno House of Arts
Video Program of BDV
Paris, Centre Pompidou,
Paris, Francie

2003 Individual Systems. La
Biennale di Venezia,
Arsenale, Venice, Italy
Mission Possible, 1st Prague
Biennale, National Gallery
in Prague

2002 4th “Zvon” Biennial of
Young Art, House at the
Stone Bell, Prague City
Gallery
Monochrome Tendencies in
Czech Fine Art after 1990,
Czech Museum of Fine Art,
Prague
Walking, Skuc Gallery,
Ljubljana, Slovenia

20017 KK, Opava House of Arts

2000 Melancholy, Moravian
Gallery, Brno
Unclear Evidence, House of
Art, Ceské Budéjovice
2nd Zlin Salon of Young
Artists, State Gallery, Zlin
Via 2000, Via Art Gallery,
Prague

7999 KK, Slovak National Gallery,
Bratislava, Slovakia
Larte contemporanea,
Palazzo Coen, Salo, Italy

AWARDS

2013 Personality of the Year,
Awarded by Art and
Antiques magazine and
ARTALK.cz in Prague

2003 Honorable Mention,
Vessels, Koganezaki Crystal
Museum, Japan

2002 Silver prize, Japan
Contemporary Glass Art,
Glass Museum, Notojima,
Japan
Honorable Mention,
Contemporary Glass
Triennial, Toyama, Japan



POPISKY
K FOTOGRAFIIM
Z EXPOZICE

01-04 Daniel Hanzlik - Sluneénf

hodiny, 2018

Ve videoinstalaci se setkava-
me s obrazem odkazujicim na
plvodni technologii méreni
Casu. Projektovany digitalni
obraz s ukazatelem a jeho vr-
Zenym stinem se zdanlivé jevi
jako staticky. Rychlost zmén
je velmi pomala, ale presto
dynamicka, generovana v pro-
gramu pocitace. Operace vy-
poctu probiha v redlném Case
a rychlost zmény korespondu-
je s rychlosti rotace Zemé.

V dile se tak setkdvame s vizu-
alizaci Casu, ktera je simultanni
a synchronizovana s lokalnim
¢asem mista projekce.

05-06 Daniel Hanzlik - Perma-

nentnf iluze stability, 2018
Videoinstalace je predevsim
situaci. Skupina objektl (plosi-
na, ty¢, olovnice) odkazuje na
proces instalace uméleckého
dila v prostoru galerie. Tato
situace, predjimajici budou-
ci zdmér, je v pfitomnosti
vyhodnocena jiz jako samotné
umélecké dilo. Objekty plnf
funkci vymérovacich pomda-
cek a jsou fixné rozmistény na
svych pozicich. Staticky obraz
je vSak v Casovych prodlevach
narusovan animaci digitalniho
stinu, ktera rozehrava ambiva-
lenci vztahU predvidatelného
a ndhodného, statického

a dynamického, fyzického

a virtuélniho.

07 Daniel Hanzlik - Permanentni

iluze stability, 2018;
Daniel Hanzlik = Sluneéni
hodiny, 2018

08 Pavel Mrkus - Potok, 2018;

Daniel Hanzlik - Permanentni
iluze stability, 2018

09 Pavel Mrkus - Ocean Modifier,

2018; Pavel Mrkus - Potok,
2018; Daniel Hanzlik - Perma-
nentni iluze stability, 2018

10 Pavel Mrkus - Potok, 2018;

pohled na graf Arctic Sea

Ice Extent v instalaci Pavla
Mrkuse - Tani, 2018

11-12 Pavel Mrkus - Potok, 2018

13

14

15

Instalace se sklddd ze dvou
displejd zavéenych na sté-
nach naproti sobé. Displeje
pripominaji klasické obrazy,
ale zéroven plsobi jako okna.
Pohled na obycejny potok

v lese, ktery prezentuje plynuti
Casu rychlosti proudu vody, je
v kontrastu s vnimanim pfiro-
zené klidné scenérie vybizejici
k meditaci. Situace se zaroven
dotyka reprezentace skutec-
nosti skrze technologie a da-
tové systémy. Obraz rozlozeny
do minimalnich ¢ernych

a bilych jednotek korespon-
duje s podobné rozlozenym
zvukem v displeji s realistic-
kym zébérem. Divék se ocita
uprostred dvou paralel a celek
dila vznika jejich spojenim

v mysli.

Daniel Hanzlik, Pendulum,
2018; Pavel Mrkus - Ocean
Modifier, 2018; Pavel Mrkus -
Potok, 2018

Daniel Hanzlik - Pendulum,
2018; Pavel Mrkus - Ocean
Modifier, 2018

Pavel Mrkus - Ocean
Modifier, 2018

Pocitacovy program generuje
hladinu pomalu se viniciho
fiktivniho oceanu, ktery je
tvoren linedrni siti trojuhel-
nikovych polygont. Ty patfi
mezi zékladni prvky pocitaco-
vého modelovani. Vychazeji

z predstavy elementarniho
geometrického modelu, kte-
rym je mozné veskerou realitu
(re)konstruovat. Zvuk tvori
recitace kdédu v programova-
cim jazyce, ktery pfimo urcuje
generovani a parametry ob-
razu. Ozyva se tu staroveéky
koncept - Slovo je nastrojem
tvoreni. Cas udava pravidel-
ny rytmus programovanych
pohybU vin. Definovatelné
velic¢iny s vlivem na Cas jsou
LVitr ,,éas“, ,Rozmér*.

16-18 Daniel Hanzlik -

19-

21

22

Pendulum, 2018

V prostoru videoinstalace
vstupujeme do trajektorie
virtuélniho kyvadla. Jeho
prfitomnou aktivitu si uveé-
domujeme prostrednictvim
nehmotnych forem vrzenych
stinG a zvukového Sumu. Na
podkladé téchto synchroni-
zovanych akustickych a vizu-
alnich informaci registrujeme
zmeénu pozice kyvadla v pro-
storu. Jeho aktivita je setrvala,
nepodléhd plsobeni fyzikal-
nich sil, v prostfedi rytmizuje
¢as do pravidelnych intervald
hodinového stroje.

20 Daniel Hanzlik - Pendulum,
2018; pohled na graf v instala-
ci Pavla Mrkuse - Tani, 2018

Pavel Mrkus - Tani, 2018
Proces tani ledovce je prezen-
taci zmény, ktera probiha ve
velmi dlouhodobém ¢asovém
cyklu; pokud jde o tani cyk-
lické - v pfipadé obnovovani
ledu v pravidelnych ro¢nich
cyklech -, anebo o tani glo-
balni - v pfipadé, kdy celkové-
ho mnozstvi ledu dlouhodobé
postupné ubyva v disledku
plsobeni globéalniho oteplo-
vani v antropocénu. Obrazovy
rastr prfipomina velmi priblize-
ny displej, reklamni plochu ¢i
novinovy tisk, a akcentuje tak
soucasné zasadni vliv, s jakym
média vstupuji do naseho pfi-
rozeného porozumeéni svétu.

Graf Arctic Sea Ice Extent

v instalaci Pavla Mrkuse -
Téni, 2018

Graf Arctic Sea Ice Extent
promitany v prdceli prezen-
tuje rozlohu ledu v Arktidé

v pribéhu zmén roénich
obdobi, sledovanou od roku
1979 do soucasnosti. Graf je
kazdy den aktualizovén a Ize
v ném vysledovat postupné

a dramatické zmensovani plo-
chy ledu na severni polokouli,
kdy letoSni méreni iz vykazuje
nizs§i hodnoty nez historicky

vym svolenim pochazeji
ze zdroje National Snow
and Ice Data Center
v Boulder, Colorado.

23-24 Pavel Mrkus - Tani, 2018

25-26 Daniel Hanzlik a Pavel

Mrkus - Superpozice, 2018
Nézev Superpozice odkazu-
je ke vnimani ¢asu z osobni
pozice divaka. Cas, jako kazda
fyzikalni veli¢ina, musi mit svUj
referenéni bod, misto svého
méreni. Zménou mista divéka
dochézi ke zméné svételné
konfigurace linii v podélném
linedrnim prostoru. Reprezen-
tace Casu na tak zvané C¢asové
ose je tedy pfimo vztazena

k pohybu prostorem. Dyna-
mika promén je odvisla od
rychlosti a mista pohybu na-
vs§tévnika. Instalace reprezen-
tuje zaroven obecné védomi,
Ze svym plsobenim ¢lovék
nejen reflektuje, ale vyrazné
ovliviuje charakter, pfitom-
nost, ale také budoucnost
svého prostredi.



DESCRIPTIONS
OF THE
EXHIBITED
WORKS

01-04 Daniel Hanzlik - Sundial,

2018

This video installation presents
us with an image inspired by
the first tool for measuring
time. The projected digital
image with a pointer and its
shadow would appear to be
static. In fact, the dial changes
slowly but surely, at a rate
generated by a computer
program. The calculations

are done in real time, and the
rate of change reflects the
speed of the Earth’s rotation.
The installation thus presents
us with a visualisation of time
that is simultaneous and
synchronised with the local
time of the place of projection.

05-06 Daniel Hanzlik - Permanent

lllusion of Stability, 2018

This video installation
presents first and foremost

a situation. The group of
objects (a platform, a pole,

a plumb line) is a reference
to the process of installing

a work of art in a gallery.

This situation, which
anticipates a future intention,
is assessed as a work of
artin and of itself. The
objects fulfil their function

as measuring implements
and are solidly fixed in their
positions. However, this
static image is disturbed at
various time intervals by an
animated digital shadow that
emphasises the ambivalent
relationships between
predictable/random, static/
dynamic and physical/virtual.

07 Daniel Hanzlik - Permanent

lllusion of Stability, 2018;
Daniel Hanzlik - Sundial, 2018

08 Pavel Mrkus - Stream, 2018;

Daniel Hanzlik - Permanent
lllusion of Stability, 2018

09 Pavel Mrkus - Ocean Modifier,

2018; Pavel Mrkus - Stream,
2018; Daniel Hanzlik
Permanent lllusion of Stability,
2018

10 Pavel Mrkus - Steam, 2018;

view of graph in Pavel Mrkus’
‘Melting’, 2018

11-12 Pavel Mrkus - Stream, 2018

13

14

15

The installation consists of
two display screens hung on
opposite walls. They resemble
classical paintings but also
feel like windows. The image
of an ordinary stream in the
woods, which represents

the flow of time through

the speed of flowing water,
contrasts with our perception
of the calm natural scenery
inviting us to engage in quiet
contemplation. The installation
also touches on the question
of representing reality through
technology and data systems.
The image disassembled

into minimalist black-and-
white units corresponds with
the similarly deconstructed
audio on the display showing
a realistic image. Viewers

find themselves between

two parallels, and the work as
a whole comes togetherin
their minds.

Daniel Hanzlik - Pendulum,
2018; Pavel Mrkus - Ocean
Modifier, 2018; Pavel Mrkus -
Stream, 2018

Daniel Hanzlik - Pendulum,
2018; Pavel Mrkus - Ocean
Modifier, 2018

Pavel Mrkus - Ocean Modifier,
2018

A computer program
generates the surface of

a slowly undulating ocean
consisting of a linear web of
triangular polygons. A basic
element of computer-based
modelling, the polygons are
based on the concept of

an elementary geometric
model that can be used to
re(construct) all of reality.
The audio track is a recitation
of the programming

code that determines the
parameters for generating
the image. It is an echo of

an ancient concept - The
Word as a tool of creation.
Time sets the regular
rhythm for the programmed
movements of the waves.
The definable variables
influencing time are ‘Wind’,
‘Time’ and ‘Scale’.

16-18 Daniel Hanzlik - Pendulum,

2018

The video installation takes
us across the trajectory of

a virtual pendulum, whose
activity is perceived through
the intangible forms of
shadows and white noise. It
is against the backdrop of
this synchronised acoustic
and visual information that
we become aware of the
changing position of the
pendulum in space. Its activity
is persistent, it is not subject
to the influences of physical
forces, and it gives time

the regular rhythm of

a clockwork mechanism.

19-20 Daniel Hanzlik - Pendulum,

2018; view of graph in Pavel
Mrkus’‘Melting’, 2018

21 Pavel Mrkus - Melting, 2018

The process of glacial melt is
representative of changes that
happen over the long term.

It can be either cyclical (if

the ice is renewed in regular
annual cycles) or global
(when the total volume of

ice is gradually reduced as

a result of global warming
during the Anthropocene).
The image raster resembles an
extreme close-up image, an
advertisement or newsprint,
and thus accentuates the
influence of the media on

our natural understanding of
the world.

22 Graph showing extent of

Arctic sea ice Pavel Mrkus’
‘Melting’, 2018

The graph projected onto

the wall shows the changing
extent of ice in the Arctic over

the course of the seasons
from 1979 to the present
day. It is updated every

day to show the gradual

and dramatic reduction in
the amount of ice in the
northern hemisphere, with
this year’s measurements
the lowest since 2012. The
data is kindly provided by the
National Snow and Ice Data
Center in Boulder, Colorado.

23-24 Pavel Mrkus - Melting,

2018

25-26 Daniel Hanzlik and Pavel

Mrkus - Superposition, 2018
The title Superposition is

a reference to the perception
of time from the personal
position of the viewer. Like any
physical variable, time requires
a point of reference, a place
of measurement. When the
viewer changes place, the
lighting configuration of

lines is changed within the
linear space as well. The
representation of time on

a time axis is thus directly
related to movement through
space, in response to the
viewer’s speed and current
location. The installation also
reflects the general awareness
that man’s actions not only
reflect but also influence the
present and future character
of his environment.
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