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JE
MASAZ.

Vsechna média nas kompletné
zpracovavaiji. Jsou ve sv(jch osobnich,
politickgch, ekonomick{ch, estetickgch,
psychickgch, mordlnich, etick{ch

a socidlnich konsekvencich tak pronikava,
ze nenechavaiji ani ¢ast z nds nedotcenou,

nezasazenou, neovlivnénou a nezménénou.

YIIY

Bez znalosti toho, ze média
pracuji jako prostredi, neni mozné
porozumét socidlnim a kulturnim
zméndam.

All media work us over complete-
ly. They are so pervasive in their
personal, political, economic,
aesthetic, psychological, moral,
ethical, and social consequences
that they leave no part of us
untouched, unaffected, unaltered.

THE
MEDIUM
IS THE

MASSAGE.

Any understanding of social and
cultural change is impossible
without a knowledge of the way
media work as environments.

Marshall McLuhan, The Medium is the Massage
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V archivu Vladimira Ambroze se docho-
vala dokumentace k necelé tricitce akei,
které uskutecnil v letech 1974-1981. Termin
akce oznacoval pomérné sirokou skalu
aktivit: kolektivni hry a v{lety, samostat-
né umélcovy performance, jejichz pribéh
byl zaznamendan fotografickou sekvenci,
instalace, dila na hranici mezi body artem
a inscenovanou fotografii, intervence do
verejného prostoru nebo projevy smeéru-
jici ke konceptudlni fotografii. Tyto rdz-
norodé projevy spojuje podobny zpUsob
jejich dokumentace. Cernobilé fotografie
z pribéhu akce doprovazi struénj textov(
popis dané uddlosti, jeji zdroje ¢i kratké
zhodnoceni.

Vétsinu akcei Vladimir Ambroz v dobé
jejich vzniku nazval anglicky. Autorskg
popis akci se ménil a postupem doby se
ustdlil do podoby, kterou uvadime v této
knize. Obrazova dokumentace byla nej-
castéji provadéna na zdkladé domluvy
se spratelengmi fotografy, jen zcela v{-
jimecné za pomoci filmové kamery nebo
videokamery. Z porizené obrazové a tex-
tové dokumentace jednotlivich akci
Vladimir Ambroz v dobé své aktivni
¢innosti vybiral podklady pro pripadné
v(stavy nebo publikacni prileZitosti.
Takto zverejnén byl vSak jen pouh( zlomek
jeho umélecké &innosti. U&elem této knihy
je co nejkompletnéji predstavit dochovang
autortv archiv, proto publikujeme maxi-
malni pocet fotografii vazangch
na jednotlivé akce.

Vladimir Ambroz’s archive contains docu-
mentation for nearly thirty actions he per-
formed in 1974-1981. The term “action”
encompassed a fairly wide range of
activities: collective games and outings,
solo performances recorded through

a sequence of photographs, installations,
works that bordered between body art
and staged photography, interventions in
public space, and expressions that tended
toward conceptual photography. These
diverse manifestations share a similar
form of documentation. Black and white
photographs of the actions are accompa-
nied by short texts describing each event,
sources and a brief evaluation.

When he created his actions, Vladimir
Ambroz gave most of them English titles.
His descriptions of the actions changed
over time and gradually settled in the
form that we present in this book. The
photographic documentation was usually
done after Ambroz consulted with his fel-
low photographers, only rarely with the
help of a film camera or video recorder,
from the image and text documentation
of the actions for occasional exhibitions
or publications. However, only a fraction
of his art activity has been made public
this way. The purpose of this book is to
present as complete a picture as possible
of the artist’s preserved archive, and to
do so we have included a large number of
photographs connected to the individual
actions.



TIME TIME

PFi prvnim setkani s morem jsem nechal When | saw the sea for the first time | let my
své hodinky vlacet pribojem v pisku. watch be dragged in the sand by the waves.
Rumunsko, 1974 Romania, 1974

foto: Vladimir Ambroz photo: Vladimir Ambroz
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WEEKEND WEEKEND

Co je to? Jde o typickou nemoc dnesniho What is it? It is the typical disease of
clovéka. Vsichni hledaji klid, ¢istg vzduch modern man. Everybody is seeking peace,

a prirodu. Nikdo ale nevi, co to je a kde to clean air and nature. However, no one
hledat. VsSichni hledaji a nikdo nenaléza. knows what that is and where to look for it.
Odesel jsem na opusténou silnici a stravil Everybody is looking and nobody is finding
prijemng vikend. it. | went away to a deserted road and spent

] a nice weekend there.
Brno, fijen 1975

foto: Miroslav Ambroz Brno, October 1975

photo: Miroslav Ambroz

1975 14 weekend
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AIR AIR

Vdech, v{dech, ¢istého vzduchu je ¢im dal Inhale, exhale, there is less and less clean
méné. A s jakou radosti ho likvidujeme. air. And what fun we have destroying it.
Happening v ateliéru Vladimira Ambroze, Happening in Vladimir Ambroz’s studio,

Gcastnici: Pavel Zatloukal, Pavel Bilek, Vladimir Groh, participants: Pavel Zatloukal, Pavel Bilek, Vladimir Groh,
Marek Musil a Vladimir Ambroz Marek Musil and Viadimir Ambroz

Brno, ¢erven 1976 Brno, June 1976

foto: Pavel Zatloukal photo: Pavel Zatloukal

8mm film: Rostislav Cuhel 8mm film: Rostislav Cuhel

1976 18 air
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STROM

Zkuste zasadit na ulici ve mésté strom.
Co se stane? Nevyroste! Akce, kdy byl
odumfrel{ strom nahrazen stromem

z plastiku. Strom z plastiku byl
vyplnén barevngm plynem.

Na fotografiich pratelé Olek Vasica, sochaf Oldfich Vasica
starsi, Lubos Hruska, malif Jan Zuziak, Jaroslav Stejskal,
hudebnik Richard Lasek, Vladimir Ambroz a dalsi

Brno, Fijen 1976
technické& spolupréce: Olek Vasica
foto: Vaclav Sed{ a dalsi

1976

TREE

Try to plant a tree in the street in the city.
What will happen? It won’t grow! This was
an action in which a dead tree was replaced
by a tree made of plastic. The plastic tree
was filled with coloured gas.

The photos show friends Olek Vasica, sculptor
OldFich Vasica Sr., Lubo$ Hruska, painter Jan Zuziak,
Jaroslav Stejskal, musician Richard Lasek,

Vladimir Ambroz and others

Brno, October 1976
technical cooperation: Olek Vasica
photo: Vaclav Sed( and others

strom / tree



strom / tree
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ANONYMITY -
PLASTIC PEOPLE

Potkdvame denneé tisice lidi a vétsinou
maji masku a tim nemyslime jen obliceje
lidi. Uniformita obleceni pak tento dojem
jen zesiluje.

Akce v lomu na Hadech, kde jsou lidé
zcela anonymni se stejngm vgrazem.
Jsou rozliSeni jen na Zeny, muze a déti.

Brno, 9. fijna 1976
foto: Vaclav Sed(

1976

ANONYMITY -

PLASTIC PEOPLE
Every day we meet thousands of people
and most of the time they are wearing
a sort of “mask”, and we don’t just mean
their faces. The uniformity of the clothing
only makes this impression stronger.
This was an action at Hady Quarry in which
people were as completely anonymous
and showing the same expression. They
are only distinguished as women, men
and children.

Brno, 9 Octobgr 1976
photo: Vaclav Sed{

anonymity - plastic people






WASTES - PODZIM
Vy! Ty! Nepotrebujete to? Je to star(, nelibi
se Vam to? Chcete mit lepsi? Tak to zahod’te
a s nami! A co? Cokoliv, lahve, boty, tasky,
auta, starej chleba ¢i snad zenu? Podzim
je to obdobi, kdy se priroda proménuije, tak
proc¢ jako listi nevyhodit i staré véci.

U&astnici: Miroslav Ambroz, Jan Vich, Marek Musil,
Jaroslav Stejskal, Pavel Bilek, Vaclav Sed(

Brno, fijen 1976
foto: Vaclav Sed(

1976

WASTES - AUTUMN

You! Or you! Do you need that? It’s old,

do you like it? Do you want something
better? Throw it away with us, then! What?
Anything, bottles, shoes, bags, cars, old
bread or perhaps even your wife? Autumn
is the season when nature changes, so why
not be like leaves and shed yourself of your
old things.

Participants: Miroslav Ambroz, Jan Vich, Marek Musil,
Jaroslav Stejskal, Pavel Bilek, Vaclav Sed(

Brno, October 1976
photo: Vaclav Sedj

wastes - podzim / wastes - autumn
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WALLS WALLS

Akce s pomoci pratel dokumentovala With the help of friends, the action
uvédomeéni vlastni osobnosti. Neslo documented the awareness of one’s own

o zavrzeni skutecné informace a nebyla persona. It was not a rejection of any actual
to politickd manifestace. information, nor was it a political act.
U&astnici: Georgij Jordanov, Olek Vasica, Jan Vich, Participants: Georgi Yordanov, Olek Vasica, Jan Vich,
Marian Palla, Jaroslav Stejskal, Rostislav Cuhel Marian Palla, Jaroslav Stejskal and Rostislav Cuhel

Brno, listopad 1976 Brno, November 1976

foto: neznédmy autor photo: unknown

16mm film: Georgij Jordanov 16mm film: Georgi Yordanov

1976 34 walls



PF 1977
V obdobi sedmdesatgch let si fada tviréich
lidi posilala pozdrav do nového roku jako
jistg pocit lidské svobody. Byly zasilany
malé grafiky, fotografie nebo i v{tvarné
objekty. Tgden po odeslani mého PF 1977
byla rezimem zahd&jena stvanice na sig-
natare Charty 77, ktera byla publikovana
7. ledna 1977. Atmosféra ve spolecnosti
byla opravdu nesnesitelna.

Brno, prosinec 1976
foto: Miroslav Ambroz

1976

36

NEW YEAR CARD 1977

Throughout the 1970s many creative
people sent each other New Year’s cards to
promote a sense of human freedom. Small
prints, photographs or even art objects
were sent. A week after | sent out my 1977
New Year cards, the regime began hunting
for those who had signed Charter 77, which
was published on 7 January 1977.

The atmosphere in society was truly
insufferable.

Brno, December 1976
photo: Miroslav Ambroz

pf 1977 / new year card 1977



CAR
Na parkovisti pobliz bydliste mgch rodi¢
jsem se na pét minut zaparkoval jako
automobil. Pokud nékdo sel okolo, tak
na uvedenou situaci vibec nereagoval.
PFislo mu to asi Gplné normalni.

Brno, Gnor 1977
foto: Miroslav Ambroz

1977
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CAR

For five minutes | “parked” myself as a car
in a parking lot near where my parents live.
When people passed by, they didn’t react
to the situation at all. It probably seemed
completely normal to them.

Brno, February 1977
photo: Miroslav Ambroz
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JEN TAK JUST LIKE THAT

S pritelem Sonnym Halasem jsme se | met my friend Sonny Halas at my studio
sesli v mém ateliéru a stravili prijemné and we spent a nice afternoon there. He
odpoledne. On chodil se dzbanem pro walked with a pitcher to get beer at the
pivo do prilehlé hospody Tivoli a ja jsem pub next door, Tivoli, while | arranged to
zajistoval chybéjici teplo noSenim teplého bring in heat that the studio lacked by car-
vzduchu ve tfimetrovém plastovém valci rying hot air in a three-metre-long plastic
od pritele Mariana Pally. Jeho ateliér byl cylinder from my friend Marian Palla’s stu-
vzdalen asi 1,5 kilometru. V ateliéru mél dio, which was about 1.5 kilometers away.
pretopeno a nebyl schopen uzavrit His studio was overheated and he was un-
radidtory. Se Sonnym jsme méf¥ili rdzné able to turn down the radiators. In the spirit
predméty a pozvanou sleénu v duchu of scientific materialism, Sonny and | mea-
védeckého materialismu. sured various objects and a young lady
we had invited along.
Brno, 1977
foto: Miloslav Sonny Halas, Vladimir Ambroz Brno, 1977

photo: Miloslav Sonny Halas and Vladimir Ambroz

1977 42 jen tak / just like that



PARKING PARKING

Parkujici automobily zabiraji neuvéritelné Parked cars take up an unbelievably
velk{ zivotni prostor ve méstech. Asfaltové large amount of space in cities. As early
plochy se v nich uz v sedmdesatgch letech as the 1970s, asphalt surfaces began
zacaly rozlézat jako paraziti. Zabral jsem spreading everywhere like parasites.
jako ¢lovék jedno parkovaci misto na As a human being | took one parking
parkovisti u jedné z velk{ch strojirenskgch space in a car park near one of the
tovaren v Brné. large engineering factories in Brno.

Brno, léto 1977 Brno, summer 1977

foto: Marie Kratochvilova photo: Marie Kratochvilovéa
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REMEMBER ME REMEMBER ME

Na ulici, kde jsem mél ateliér, byl zavren( On the street where | had my studio there

obchod z prvni republiky, jako by byl was an old abandoned store from the First

z jiné doby ¢i jiného svéta. Pozadal jsem Republic that looked like it was from a diffe-

fotografku, aby mne zachytila jako jesté rent time or a different world. | asked the

existujici zéblesk star{ch casu. photographer to capture me like an existing
flashback from the olden days.

Brno, 1977

foto: Marie Kratochvilova Brno, 1977

photo: Marie Kratochvilova
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TV-LOOK

Jsme skuteéné schopni analyzovat obsah
toho, co sledujeme na obrazovce?

Nejsme ovlivnéni do té miry, Zze to méni
nase ndzory? Nepriklddame sdéleni pres
obrazovku daleko vétsi vgznam, nez
bychom ve skuteénosti méli? Neni ndhodou
zcela lhostejné, co vidime a co slysime?
Zavrete oci a vypnéte zvuk a oddejte

se predstavam.

Dohromady s prateli jsme sledovali program
Ceskoslovenské televize. VSichni méli nasa-
zené cerné brgle a zvuk byl vypnut.

Na fotografiich socha¥ Olek Vasica, Rostislav Cuhel,
Marian Palla, historiéka uméni Geneviéve BEnamouova,
Vladimir Ambroz

Brno, Iéto 1977
foto: Pavel Blichler

1977
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TV-LOOK

Are we really capable of analysing the
content that we see on a screen? Aren’t

we affected to such a degree that it
changes our opinions? Do we attach

much greater importance to messages
communicated through the screen than we
really should? Isn’t what we see and what
we hear really just all the same? Close your
eyes and turn off the sound and abandon
yourself to your imagination.

My friends and | watched a programme
on Czechoslovak Television. Everybody had

dark glasses on and the sound was turned
off.

In the photos are sculptor Olek Vasica, Rostislav Cuhel,
Marian Palla, art historian Geneviéve BEnamou and
Vladimir Ambroz

Brno, summer 1977
photo: Pavel Biichler

tv-look



ACROSS
Prekracovani uréengch a predepsangch
smérd, prikazd a zvyklosti je Casto
posunem kupredu a sméruje k vysvobozeni
ze schématu.

Brno, 1978
foto: Marie Kratochvilovéa

1978
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ACROSS

Transcending defined and outlined
directions, orders and practices is often

a step forward and leads to liberation from
predefined schemes.

Brno, 1978
photo: Marie Kratochvilova

across




BEN

V roce 1978 nebyl jesté Ben Vautier
legendou, ale ¢lovékem, kter{ vse okolo
popisoval svgm charakteristickgm pismem.
Na jeho prezentaci nékde ve Francii muj
bratr, kterg tam toho roku emigroval, sebral
z jeho instalace uveden( text a poslal mné
jej postou. Ja se s textem vyfotil a poslal

ho na Benovu adresu uvedenou v Art Diary,
vydaném ve Flash Artu. Odpovéd’ neprisla,
asi to nebylo nijak zajimavé. Nebo se to
ztratilo, tak jako vétsina posty, kterou

rezim filtroval.

Brno, 1978
foto: autor nezndmg

1978

BEN

In 1978 Ben Vautier wasn’t a legend yet,
but a man who used his characteristic

handwriting to label everything around him.

At his presentation somewhere in France,
my brother, who had emigrated there that
year, took this text from his installation and
posted it to me. | took a picture of myself
with the text and sent it to Ben’s address

listed in the Art Diary published in Flash Art.

| never received a reply, it probably wasn’t
interesting for him. Or it may have been
lost, like most of the mail that was filtered
by the regime.

Brno, 1978
photo: unknown

54
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POSTER

V sedmdesat{ch letech nebylo mozné si
nechat vytisknout a nalepit oficidlné svij
plakat, protoze vSechny plakaty byly
kontrolovany drive, nez sly do tisku, a tak

i obsah byl zcela pod dohledem stat-

nich orgdnd. Jen instituce si mohla ofi-
cidlné nechat vylepit svij odsouhlasen(
plakat. Vyrobil jsem plakaty s textem, kter(
byl rozmistén do jednotlivch formatd,

na plakatové plose se ocitlo vzdy jen jedno
pismeno. Tak nebylo mozné zjistit ani text,
ani autora. Plakaty vylepil ilegalné lepic
plakatd.

Brno, brezen 1978
foto: Vladimir Ambroz
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1978

POSTER

In the 1970s it wasn’t possible to have a post-

er officially printed and posted because all
posters were checked before they went to
print, and thus the content was completely
under the control of the state authorities.
Only institutions could officially have their
approved posters distributed. | made post-
ers with a text that was deployed in single
formats, with only one letter on each poster.
Therefore no one could find out what the
text was or who the author was. A billposter
put up the posters illegally.

Brno, March 1978
photo: Vladimir Ambroz
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SCRAWL

Ve studiu GAS jsem sedél za stojanem za
sklem a kreslenim na plochu skla se ménila
ma tvar. V mistnosti byla jesté fotografka.

Brno, Iéto 1978
foto: Marie Kratochvilova

1978
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SCRAWL
At GAS studio | sat behind a piece of glass
at an easel and as | drew on the surface of
the glass, my face changed. A photographer
documented my activities in the room.

Brno, summer 1978
photo: Marie Kratochvilova

scrawl
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HIGHWAY HIGHWAY

LeZel jsem uprostred silnice spojujici I lay in the middle of a road connecting

predmésti s centrem mésta. Bila stredni the suburbs with the centre of the city.

¢ara sla symbolicky pres mé télo. Auta The white median line symbolically went

jezdila okolo, byt jich nebylo mnoho, over my body. Cars were passing by and

presto mela prednost. although there weren’t many, they still had
the right of way.

Brno, 1978

foto: Marie Kratochvilova Brno, 1978

photo: Marie Kratochvilova

1978 o4
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STOPY TRAILS

Kazd( po sobé nechava stopy, aniz chce Everyone leaves a trail without wanting to or
anebo si je toho védom. Napri¢ ulici jsem even being aware of it. | spilled paint across
rozlil barvu, auta jezdila a lidé chodili the road, and cars rode and people walked
pres tuto mokrou linii. through the wet line.

Brno, 1978 Brno, 1978

foto: Marie Kratochvilova photo: Marie Kratochvilovéa

68 stopy / trails
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SHAPES

Se zrcadlem v rukou jsem prosel po
ulicich mésta. Cestou jsem se snazil
najit to, co mne zaujalo. Ve mésté plném
protikladd to nebyl problém.

Brno, 1979
foto: Marie Kratochvilova

1979

SHAPES
| walked through the streets of the city
holding a mirror in my hands. On the way
| tried to look for what | found interesting.
In a city full of contrasts it wasn’t a problem.

Brno, 1979
photo: Marie Kratochvilova

72
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TO ALLAN

Obchody se zbozim byly v sedmdesatgch
letech prdzdné, uvnitr Sedé a nezajimavé.
Pokud se objevilo zboZi se zajimavim
obalem a cizimi napisy, bylo okamzité
vyproddno. Allan Kaprow jako jeden z otcl
happeningu mne inspiroval k akei, kdy
jsem koupil bézné ruské konzervy s rybami
a rajéatovou stavou. Doma jsem zhotovil
sitotiskem nov{ potisk, a to barevnéjsi nez
byl plvodni obal, a pouzil jsem postavu
Allana Kaprowa jako motiv pro prebal.
Konzervy jsem propasoval do prodejny
potravin. Pres okno jsem se pak dival na
scénu u pokladny tzv. samoobsluhy, kde
doslo k diskusi kupujici a pokladni nad
krabickou KAPROW. Kapr je totiz typicky
ceska ryba. Nékolik krabicek KAPROW
jsme také béhem jednoho odpoledne

s prateli zkonzumovali.

Brno, 1979
foto: Vladimir Ambroz

TO ALLAN

The stores were empty in the 1970s, grey and
uninteresting inside. Whenever goods with
interesting packaging and foreign writing
appeared, they always sold out immediate-
ly. Allan Kaprow, one of the founders of the
“happening”, inspired me to make an action
in which | bought ordinary Russian canned
fish in tomato sauce. At home | silkscreened
new labels that were more colourful than
the original packaging, using Allan Kaprow’s
figure as the motif for the top label. Then

| smuggled the cans back in the store.
Through the window | watched the scene

at the checkout, where a discussion devel-
oped between a shopper and the cashier
over the tin of KAPROW. Carp - kapr in
Czech - is a typical Czech fish. My friends
and | also consumed several tins of KAPROW
one afternoon.

Brno, 1979
photo: Vladimir Ambroz

1979




SVET JE ODRAZEM THE WORLD IS A REFLECTION

Vse okolo nas je také nasim odrazem. Everything around us is also our own reflec-
Mél jsem hlavu obalenou neprihlednou tion. | wrapped my head with opaque mirror
zrcadlovou folii, abych nevidél ven, ktera foil so | couldn’t see through it, and it reflect-
reflektovala vse okolo. Félii jsem pak ed everything around me. Then | slowly tore
na sobé roztrhal. it off.

Brno, 1979 Brno, 1979

foto: Marie Kratochvilova photo: Marie Kratochvilova

1979 80
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svét je odrazem / the world is a reflection




JEN DAL
Po navstévé sv(jch rodiclt jsem rozdupal
svUj portrét.

Brno, 24. zari 1979
foto: Miroslav Ambroz

1979

ONWARDS
After visiting with my parents | trampled

on my portrait.

Brno, 24 September 1979
photo: Miroslav Ambroz

86
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YES-NO
Celg Zivot se rozhodujeme mezi ano a ne.
A néktera rozhodnuti, byt neviditelna, maji
velkg vgznam. A Easto je rozdil mezi volbou
tak malg.

Brno, Gnor 1980
foto: Vladimir Ambroz

YES-NO

All our lives we decide between yes and no.
And some decisions, although they may go
unnoticed, are of great importance. Often
the difference between two choices is quite
small.

Brno, February 1980
photo: Vladimir Ambroz

1980
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MEDIAMAN MEDIAMAN
LeZel jsem v mistnosti, jejiz podlaha byla I lay in a room, the floor covered with news-
pokryta novinami a v ¢ele stal televizni paper, and a TV set stood at the head show-

prijimac s programem a reklamami. Divaci
po case vstoupili na plochu. Po urcité
dobé jsem vstal a odesel. Cela akce byla
zaznamendna na video.

Brno, prosinec 1980
foto: Marie Kratochvilova
video: Karel Slach

1980

ing programmes and commercials. Viewers
entered the space after a while. After a cer-
tain amount of time, | got up and left.

The whole action was recorded on video.

Brno, December 1980
photo: Marie Kratochvilovéa
video: Karel Slach
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TV PIECE

Informoval jsem své pratele, Zze budu sle-
dovat kompletni televizni program jednoho
kanalu Ceskoslovenské televize. Vysilani
zacalo v sobotu v 7.30 réno a skoncilo tra-
di¢né hymnou a vlajkou v 0.35 nasledujici
den. Béhem dne se prisli nékteri lidé podivat,
zdali tam opravdu jsem. S ohledem na po-
vzbuzujici program (pfenos ze stranick{ch
konferenci KSC) si bud'to &etli, anebo popijeli
¢aj. Za cel( den jsem se nevzdalil z mistnosti
a po ukonceni akce jsem si musel vzit prasky
na spani, abych vibec dokazal usnout.

Brno, leden 1981
foto: neznémy autor

1981

TV PIECE

| informed my friends that | was going to
watch a full day of television broadcasting
on one channel of Czechoslovak Television.
It began at 7:30 a.m. on Saturday morning
and traditionally closed with the national
anthem and flag at 12:35 a.m. the following
day. Throughout the day various people
came over to see if | was really there. Given
the exciting programming (broadcasts from
Communist Party conferences), they either
read or drank tea. | didn’t leave the room all
day and after finishing the action | had to
take sleeping pills in order to fall sleep.

Brno, January 1981
photo: unknown
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CELLAR PIECE - WASTES
Sklep v bydlisti mé tchyné mne inspiroval
k akei, pfi niz jsem cel( jeden box vyplnil pa-
pirem. PFi akci jsem byl uzavren uvnitt, poté,
co byl sklep pIng, jsem ho zamkl a odesel.
Okolni sklepni boxy byly vyplnéné stargm
nabytkem, zavareninami a naprostgmi
zbytecnostmi.

Brno, srpen 1981
foto: Marie Kratochvilova

1981

CELLAR PIECE - WASTES
The cellar of the building where my mother-
in-law lives inspired me to make an action
in which [ filled an entire cellar storage com-
partment with paper. During the action
| was closed up inside the room, and after
the compartment was full, | locked it and
left. The neighbouring cellar compartments
were filled with old furniture, fruit preserves
and useless junk.

Brno, August 1981
photo: Marie Kratochvilova
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1976—1982
Nerealizované akce a projekty / Unrealized actions and projects

Birds / Birds 1976

Without Words / Without Words 1977
Velkg bratr / Big Brother 1977

Faces / Faces 1978

Péar okamzik(i / Several Moments 1978
Bridge / Bridge 1979

Kone&né feseni / Final Solution 1979
Cellar Taps / Cellar Taps 1979
Videohabitation / Videohabitation 1981
The Target / The Target 1982




Nékteré z uveden(ch projektl neby-

lo mozné zrealizovat pro jejich finanéni

ndrocnost, jiné z dldvodu zdsahu do prav
v (o] v v .

spoluobcanu. Pripadné se jednalo o okol-

nosti, které jsem nemohl nijak ovlivnit.

Some projects could not be carried

out due to financial constraints, others

as they interferred with the rights of other
citizens. In other cases, there were simply
circumstances beyond my control.



BIRDS

Jeden z pratel mél ateliér na nezvyklém
misté. Byl totiz ve 13. patfe panelového
domu na sidlisti Lesnd. Ptdci, které jsem

byl zvyklg vidat za oknem naseho domu,

v té v{Sce za oknem ateliéru nebyli vidét.

Ze stfechy domu, kterd byla nad oknem
ateliéru, jsem vysypal pIné pytle papirov(ch
vlastovek. Pritel pres okno ateliéru
pozoroval krouZzici ,ptaky®.

Brno, 1976

BIRDS

One of my friends had a studio in an
unusual place. It was on the 13th floor of

a prefabricated housing block at Lesn&
Housing Estate. The windows of his studio
were so high that you couldn’t see the birds
which | usually saw from the window of our
house. From the roof of the building, which
was just above the studio window, | dumped
bags full of paper planes. My friend watched
the “birds” through the window.

Brno, 1976

Mém pritele C.VaSicu."jeho" atelier je na zcela nezvyklém
mist&.Ve 13 patPe jednoho panelového domu na szkxx sidlifti
Lesnd.Jé ktery Jjsem zvykly vidat za oknem ptéky Jjsem tam
nikdy Z&dného nevid&l.Asi je to pfili¥ vysoko a antd si nemaj{
kam sednout.Alespon pro Jjednou bych mu to chtdl vynahradit.

BIRDS/PTACI

dedicated to QO.VaZica

vénovéno O,.Vadicovi

® 8 5 9 85 00 0SB0 FSEETEE S SS SRS e

Ze stiechy domu /nad oknem atelieru/ budou vysypény papiro-
vé vladtovky.Podet nerozhoduje /cca 1C0 kusl/.Vadica sedi
na %2idli u zamPfiZovaného okna svého atelieru.VlaStovky za oknem

krouzi.

dokumentace? foto teleobjektivem ze zemé&,pohled na &4st domu
foto Sirokym objektivem ze stifechy/misto vzletu/
foto pohled pies Vadicu oknem ven

realizace plénovéna na 11.12 a 12.12. 1976

WITHOUT WORDS

Pred zdi jsem mluvil nahlas o vécech,
které jsem nikomu jesté nerekl. Pouze
jsem si je myslel. Od mista byla

40 metrd daleko rusnd komunikace.

Brno, 1977

WITHOUT WORDS
In front of a wall | spoke out loud about
things that | had never told anyone.
| had only thought about them before.
Forty meters away there was a busy road.

Brno, 1977



VELKY BRATR

VSeobecné uzivand masaz komunistického
rezimu v podobé napisl, pomnikd ¢i byst
nékolika nezijicich ikon byla vSude pritom-
nd. Jediné prostory bytd ¢i domd a jejich
domdcnosti si uchovavaly uréitou prazdno-
tu. Snad jediné, kdyz se nechal majitel bytu
zmasirovat domovnim Grednikem, aby vyvésil
praporky ¢i jiné symboly vyjadrujici ,,sou-
znéni” s reZimem.

Pro danou akei je nejvhodnéjsi panelovy
ddm na sidlisti Lesnd o délce 300 metrd.
Napri¢ domem by byly provrtany otvory

o priméru 30 milimetrd a celou délkou domu
by napri¢ a nasikmo prochazela neonova
cervend trubka. Ta by musela byt stale
rozsvicena, aby maijiteli pfipominala
pritomnost Velkého bratra.

Brno, 1977

BIG BROTHER

The commonly-used “massage” of the com-
munist regime in the form of signs, memorials
and busts of deceased icons was omnipres-
ent. Only the spaces of flats, houses and
households maintained a certain emptiness.
Except when the owner of an flat was “mas-
saged” by the house officer to hang flags or
other symbols expressing his “alliance” with
the regime.

The best place for the action is a prefabri-
cated housing block at Lesna Housing Es-
tate, 300 metres long. Thirty-millimetre-wide
holes would be drilled through the building
and a neon red tube would zig-zag across
the whole length of the building. The tube
would have to be on all the time so that the
owner of the flat would constantly be re-
minded of the presence of Big Brother.

Brno, 1977

FACES

Zvétsu;ji svlj portrét na archy papiru, aby
oblicej mél celkov( rozmér 7 x 10 metrd.
Tento plakat rozesilém po svgch zndmgch
s pranim o vyvéseni na viditelném misté

v urcenou dobu s ohledem na rovnikové
rozdily. Cyklus: touha po propagaéni
¢innosti.

Brno, 15. brezen 1978

FACES

| enlarge my portrait on sheets of paper

so that my face would have the overall
dimensions of 7 x 10 metres. | send this
poster to my acquaintances with a kind
request to post it in a visible place at a set
time, keeping in mind equatorial differences.
Cuycle: a desire for promotional activity.

Brno, 15 March 1978



PAR OKAMZIKU

Do pudniho prostoru vedle ateliéru zvu

ve vecernich hodinach par znamgch lidi.
Po vstoupeni do prostoru za plechov{mi
dvermi se ocitnou ve tmé osvéetlené pouze
cervenou zarovkou, kterd se pouziva
napriklad ve fotokomore. Odkudsi se
oz(va zvuk preladovaného radioprijimace,
ze kterého jsou slySet rusené cizi stanice
na kratkgch vinach. V jednu chvili vstoupi
nékdo, kdo hleda vypinac svétla a posléze
ho najde. Zapne normalni osvétleni a zarovku
drzim celou dobu v holé ruce. Stojim na
drevéné konstrukcei a po chvili sklo zarovky
tak pali, Ze ji bolesti poustim na zem. Prostor
se opét ocitne v cervené tmé a ve zvucich
rusicek signalu.

Brno, 1978

SEVERAL MOMENTS

In the evening hours | invite a few friends
into the attic space next to the studio. After
entering the space behind a sheet metal
door they find themselves in a dark space lit
only with a red light bulb, like the type that
is used in darkrooms. The sound of a radio
can be heard from somewhere, tuned into
jammed foreign shortwave radio stations.
At one moment somebody steps in, looks for
the light switch and, finding it, turns on the
normal light to reveal that | am holding the
light bulb in my bare hand the whole time.

| am standing on a wooden construction and
after a brief moment the glass of the light
bulb burns so much that | drop it on the
ground. The space again falls into red dark-
ness, the sound of the jammed radio signal
in the background.

Brno, 1978
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BRIDGE

BRIDGE

Na ulici Podébradova je star( a opustény On Podébradova Street there is an old

nefunkéni most s ocelovou konstruket.
LeZel jsem na horni hrané ocelové
konstrukce nad ulici, kde jezdila auta.

Brno, 1979

abandoned and broken bridge made
of steel. | lay on the upper edge of the
steel construction over the street where
cars were riding by.

Brno, 1979
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KONECNE RESENI
V okrajové ¢étvrti Brna vyplnuji opustény
dim keramickou hlinou. Ddm je plné vyba-
ven a vse je vyplnéno hlinou v celém objemu,
takze vybaveni a nabytek byly prekryty
touto hlinou. Celg dim se stal jednim
kompletnim otiskem doby. Pak se uz jen
¢ekda na vypaleni nékolika desitek tun
tézkého keramického odlitku. Nic jiného nez
vgbuch atomové bomby takov( keramickg
odlitek nemuze vypalit. V dobé studené valky
byly velmi blizko Brna ulozeny ruské rakety
SS-20 s jaderngmi hlavicemi. Je zifejmé,
Ze na strané potencionalniho nepritele
tehdejSiho rezimu mirily na stejné misto
americké rakety Pershing. Pri konfliktu
by zdstal jeding otisk doby.

Brno, 1979

FINAL SOLUTION

In a suburb of Brno | fill an abandoned
house with pottery clay. The house is

fully furnished and the entire volume of

the house is filled in with clay, so the
appliances and furnishings are covered

by the clay. The whole house becomes

a complete imprint of time. Then one must
wait for the several tons of heavy pottery
clay to be fired. Nothing other than an atom-
ic bomb explosion could fire such a ceramic
cast. During the Cold War the Russians had
SS-20 missiles with nuclear warheads in silos
quite close to Brno. It is obvious that the re-
gime’s potential enemy had American Persh-
ing missiles targetted at the same place. In
case of nuclear war, a single imprint of the
time would be left.

Brno, 1979



1979

byt B  vzhledem k zatdZeni
byl vyztuien
ocelovou podpirnon
konstruked ,kberd
zadiéfujp cely vrechni
byt

&isty objem bytu 214,175 m3
bez ndbytku a vybaveni :
coa 203 m3 coZ &ind
asi 33 ndkladnich aut T 148 °
véha pouZité hlfny 385 tun |

gekdn{ na godota ?? nerona %77

BsbsssssssssssnasrsREsanan RN

story

Fi{jen 1982 = pofizuju si byt na

Jaselské TE j.patro
byt jsem zaplnil potiebami bEZhé pro
standartni vybaveni bytu /televize,
pratka,sténa apod/

leden 1983 =zafindm navdZei prvai hlinu
=postupnd ji obaluji vSeghny véel v

mistnosti a posléze zaplnovat pokoj * [}
z rohu. |

Gnor 1983 - konflikty se sousedy,najimém
brigddniky :

bFezen 1983 -prvni mistnost zaplndna-
7 ndkladnick aut,potife se zajifténdm
konstrukce stropu,pronajim byt na jméno
piFitele B.M.

duben 1983~ polovina bytu napindna hli-
nou,konflikty s obZanskym viborem,..
nechdpou,fe s bytem si mohu naklddat

dle libosti/®/

kviten 1983-byt Je J4iZ zcele zaplnén
vyméruji dvefe aby se d.a]yzavi'it

zvendi

terven 1983-uzamykdm byt,deformuji zdmek
8 Sekdl ...,

Zekdm yprotoie vim,Ze cely keramicky
otisk reality se mife vypdlit jen jednim.
zpisobem

/ien bych rdd kdyby to eventuelns
bouchlo ve vzdédlenosti 500m aby ne=
do%¥lo k pFepdlentf.....

koneéné feseni / final solution



CELLAR TAPS

Adaptuji sklep v domé, kde mam ateliér. Jde
o mal( prostor umisténg pod schody, kter(
ma jen staré latkové dvere. Umistim dovnitf
drevéné podium, jednu zarovku a mal
stolek se dvéma zidlemi. Nechdm mistnost
takto nékolik mésicl zavrenou. Pak pozddém
jednoho zndmého, aby dle presného

rozpisu udélal rozhovory s rizngmi lidmi,
které pisemné pozvu. Osobné je nezna,

ale méa v8e nahrat na civkov( magnetofon.
Vecer se stavim ve sklepé a dotycng je z téch
rozhovord Gplné vyrizen. Nevim, nac se jich
ptal, ale civky roztridim dle jmen a zalozim
do slozek. Krabice popisi jmény a zamknu
do trezoru umisténého na pade.

Brno, 1979

CELLAR TAPS

| adapt a space in the cellar of the building
where | have my studio. It is a small space
under the stairs, barred only by an old door
made of wooden slats. | put a wooden podi-
um inside with one light bulb and a small
table with two chairs. | leave the room
closed like this for several months. Then | ask
one of my acquaintances to interview var-
ious people on an exact schedule and | in-
vite the people in writing. My acquaintance
doesn’t know them personally but should
record everything on a tape recorder. In the
evening | drop by the cellar and the inter-
viewer is completely worn out. | don’t know
what he asked, but | sort the tapes by name
and file them away. | mark the boxes with
the names and lock them up in a safe in the
attic.

Brno, 1979




VIDEOHABITATION

Zabednuji prostor vedle svého ateliéru
tak, abych nevidél z oken ven. Snazim se
koncentrovat své aktivity uvnitr ateliéru.
Uvnitf je pouze umélé osvétleni a spojeni

s vnéjsSkem mné zajisStuje napevno instalo-
vand kamera za oknem, kterd sleduje déni
venku a prendsi je. Nemdm uvnitr hodiny,
telefon, rddio ani televizi. Ke dvefim ateliéru
jsou mné prindseny v nepravidelngch
intervalech potraviny. Po mésici mne
vysvobozuje domluven( pritel. Ztratil

jsem zcela pojem o situaci venku. Jen
jsem pozoroval obraz na monitoru.

Brno, 1981

VIDEOHABITATION

| board up the space next to my studio

so that | would not see out the windows.

| try to concentrate on my activities inside
the studio. There is only artificial light inside
and the only connection with the outside
world is through a camera installed outside
the window, recording life outside and
transmitting it to me. | don’t have a clock,
telephone, radio or television. Food is
brought for me and left at my doorstep

at irregular intervals. After a month my
friend liberates me as arranged. | have lost
track of the situation outside. | only watched
images on a monitor.

Brno, 1981

THE TARGET

Na strechu domu, jenz mél velkou plochou
strechu, kter{ jsem v té dobé stavél, jsem
planoval namalovat velk§ teré o prdmeéru
10 metrd. Ten by jisté byl vidét ze Spiondznich
druzic. Kdyby uz k tomu doslo, tak jsem si
pral, abychom s rodinou byli prvni.

Brno, 1982

THE TARGET

| planned to paint a large target 10 metres in di-
ameter on the flat roof of the house | was build-
ing at the time. This would certainly be visible
to spy satellites. If things ever got hot, | would
want my family and me to be the first to go.

Brno, 1982



Tomas Pospiszyl
Mediaman / Mediaman




Jednu ze sv{jch poslednich akci na-
zvanou Mediaman Vladimir Ambroz
uskutecnil v prosinci roku 1980. V malé
mistnosti pokryl podlahu rozlozengmi
novinami a ¢asopisy tak, aby vznikl
volng prostor ve tvaru kfize. Do néj

si lehl s rozpfazengma rukama, zatim-
co televizor za jeho hlavou prehraval
pravé bézici program. Performance
byla soucasti soukromého setkani

v Ambrozové brnénském ateliéru

v ulici Jana Uhra.! Seslo se tu asi
dvacet pratel, divakd i Géinkujicich.
Mezi aktivni GEastniky vedle Vladimira
Ambroze patfili i Petr Stembera a Mi-
lan Kozelka, mezi divaky bychom nasli
Ivana Kafku, Antonina Dufka, Marii
Kratochvilovou, Borise Myslivecka,
Zdenka Sedlacka, Vaclava Houfa

a dalsi.?

V kontextu ceskoslovenské per-
formance sedmdesat(ch let se tehdy
v Ambrozové ateliéru koncentroval
neobvykl{ pocet publika, umélcd
i proveden(ch dél - vlastné se jednalo
o jakgsi mal{ festival.® Ke zvlastnos-
tem setkani patfila i pfitomnost
videokamery. Vedle tradi¢ni fo-
tografické dokumentace pribéh
vecera na vypujcenou videotechniku

mediaman

natacel Karel Slach. Vladimir Ambroz
se totiz dozveédél, ze toto zarizeni
nedavno zakoupila Janackova akade-
mie mazickgch uméni v Brné. Povedlo
se mu domluvit zapUljcent, soucasné
oslovil Slacha, kter( se o videotech-
nologii zajimal, aby se ujal jeho
obsluhy. Nikdo z Gé&inkujicich umélch
nemél s videem zadnou zkusenost.

To, jak bylo s neobvyklou technologii
nalozeno, se vice podobalo spontanni
improvizaci nez promyslenému po-
stupu. Obrazovka s pfenosem déni
pred kamerou byla umisténa v tésném
prostoru ateliéru. Divaci mohli sle-
dovat, co pravé provadi Viadimir
Ambroz nebo Petr étemberq, at uz

v redlu, nebo na monitoru. Na mozna
nezam{slené Grovni mdzZeme ho-

vorit o uzavreném videookruhu, kterg
tak casto a radi vyuzivali performefi
v téch zemich svéta, kde videotechni-
ka predstavovala sice ndkladné, ale
jinak béZné zarizeni. Otazka doku-
mentace provadéngch uméleckgch
kusl prostfednictvim videa byla

v pripadé setkdni v Ambrozove ateliéru
az sekundarni, spise slo o zvédavost,
co lze s videem, ve svétovém uméni
performance ¢asto uzivangm ndstro-

&~

1/ Zanr, ve kterém

se Vladimir Ambroz a jeho
préatelé pohybovali, nazgvam
terminem uméni performance
nebo performance, pfestoze
nebyl v dané dobé veobecné
pouZzivan. Jednotliva dila jejich
autofi vétsinou naz{vali akce,
nékteré z nich spadaly do Gzeji
definovangch oblasti body
artu, intervence do vefejného
prostoru nebo konceptudlni
fotografie. Obecny termin
performance podle mého
nézoru vhodné vystihuje dirraz
na fyzické provedeni urcité
&innosti a sou¢asné Siroce in-
termedidlni zaloZeni vzniklého
dila.

2/ Z dochované
korespondence vypl{va, ze
setkdni v Brné plvodné inicio-
vali ,Prazaci® a prostred-
nictvim Antonina Dufka se
dotdzali, zda by bylo mozné
vyuZit prostory Ambrozova
nevelkého ateliéru. Viz Marie
[Kratochvilova] Viadimiru
Ambrozovi, 15. 10. 1980, archiv
Vladimira Ambroze.

3/ Sdruzeni nékolika
performanci rdzngch autord
do jednoho &asu a prostoru

v déjinach Ceské performance
nalezneme vicekrat. Podobn(
pribéh méla nékterd vystou-
peni Petra étembery, Jana
Mléocha a Karla Milera ve skle-
pé& Uméleckopriimyslového
musea v Praze, performance
Stembery a Migocha v Malé
pevnosti v Tereziné v dubnu
roku 1976 nebo v listopadu 1977
v Hradci Kralové.

Videozdznam akce Vladimira
Ambroze Mediaman, ateliér v ulici
Jana Uhra, Brno, 1980.

Foto: Miroslav Ambroz.

Video of the action Mediaman

by Vladimir Ambroz, studio on
Jan Uher Street, Brno, 1980.
Photo: Miroslav Ambroz.

One of Vladimir Ambroz’s last actions,
titled Mediaman, took place in Decem-
ber 1980. In a small room he covered
the floor with newspapers and maga-
zines, leaving a space in the shape
of a cross empty. Ambroz lay in the
middle with his arms outstretched,
a television behind his head broad-
casting the current programe. The
performance was part of a private
meeting at Ambroz’s studio on Jan
Uher Street in Brno." Approximate-
ly twenty friends, spectators and
performance artists were present.
Besides Vladimir Ambroz, the oth-
er active participants were Petr
Stembera and Milan Kozelka, and
audience members included lvan
Kafka, Antonin Dufek, Marie Krato-
chvilovd, Boris Myslivecek, Zdenék
Sedladek, Vaclav Houf and others.?

In the context of Czechoslovak
performance art from the 1970s,
an unusual number of viewers,
performance artists and works
were concentrated in Ambroz’s
studio that day - in fact it was
more like a sort of small festival.®

Another unique aspect of the meet-
ing included the presence of

a video camera. In addition to stan-
dard photographic documentation,
Karel Slach recorded the course of
the evening on borrowed video equip-
ment. Vladimir Ambroz had recently
discovered that the Janaéek Acad-
emy of Music and Performing Arts
had recently bought the equipment,
so he managed to arrange a loan
and asked Slach, who had an inter-
est in video technology, to operate
it. None of the performing artists
had any experience with video. The
way this unusual technology was
used at the event resembled more of
a spontaneous improvisation than

a well-planned process. A live feed of
the events on camera was present-
ed on a screen in a small confined
studio space. Viewers could watch
Viadimir Ambroz or Petr Stembera in
real life or on screen. Although it may
have been unintentional in this case,
there was a closed-circuit video feed
at the event, a technique often used
by performance artists in countries
where video equipment was costly,
but otherwise ordinary technology.
In terms of the event in Ambroz’s
studio, the question of documenting

19

1/ | call the genre in
which Vladimir Ambroz and his
friends were active “perfor-
mance art” or “performance”,
although the term was not gen-
erally used at the time. The art-
ists mostly called the individual
works “actions”, some of which
could be categorized in the
more narrowly specified areas
of body art, public interven-
tions or conceptual photogra-
phy. In my opinion, the general
term “performance” captures
very well the importance

of the physical presentation

of a particular action as well
as the broad intermedia foun-
dation of the work.

2/ The surviving
correspondence shows that
the meeting in Brno was orig-
inally initiated by artists from
Prague and through Antonin
Dufek they asked whether
they could use the space in
Ambroz’s small studio. See
Marie [Kratochvilovd] to
Vladimir Ambroz, 15 October
1980, archive of Vladimir
Ambroz.

3/ Bringing several per-
formances by different artists
together in one time and space
can be found numerous times
in the history of Czech perfor-
mance art. Some of the per-
formances by Petr étemberq,
Jan MI€och and Karel Miler

in the cellar of the Museum of
Applied Arts in Prague had

a similar approach, as well as
performances by Stembera
and Mi¢och at Terezin’s Small
Fortress in April 1976 or in
Hradec Kralové in November
1977.

&~

Petr Stembera

a Vladimir Ambroz
chystaji akei Zit, jak
se ma, Brno, 1980.

Na fotografii

vlevo v popredi
Antonin Dufek.

Petr Stembera

and Vladimir Ambroz
preparing for the action
Living As One Should,
Brno, 1980.

Antonin Dufek is in the
foreground on the left.



jem, vlastné délat.* Videotechnika
umoznila fascinujici zazZitek prfimého
prenosu, technického zprostredkovani
performance v rediném case. Tradicni
fotografickd dokumentace, jiz vétsi-
na Eeskoslovensk{ch performert
uZivala, obraz performance vyje-
vila oz ex post, navic v izolovaném,
v Case zastaveném snimku. Zde se
na obrazovce zjevovalo to, co divaci
sami vidéli, a mohli zaZit posun mezi
skute¢nosti a jejim elektronickgm
obrazem. Pfim{ prenos performance
mél nepochybné zcizujict efekt. Pro
pritomné se ziva akce transformova-
la do rozrddkovangch Sedocern(ch
obrazd, jaké jinak vidali jen v televizi.
Dalsi vgznamnou okolnost se-
tkani performer v Ambrozové atelié-
ru si mohli jeho GEastnici uvédomit
az s casovm odstupem. Brnénsky
minifestival v prosinci 1980 se pro ¢ast
jeho aktivnich G¢astnikd stal jakousi
rozlu¢kou s dosavadni tvaréi éinnosti.
Jednalo se o zcela posledni verejné
vystoupeni Petra Stembery. Viadimir
Ambroz jeste v roce 1981 uskutecnil dvé
akce. Ty vSak mély solitérni podobu
a nebyly zavislé na pritomnosti pub-
lika. V prvni poloviné osmdesatgch let
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Ambroz planoval a ¢astecné realizoval
jesté nékolik dalSich uméleck(ch dél.
Ta vsak jiz méla charakter architekto-
nické intervence, a nikoliv zZivé prove-
dené performance.

Nejen Vladimir Ambroz, ale i dalsi
cesti performefi zacali s ndstupem osm-
desatych let povazovat pokracovani
v dosavadni ¢innosti za problematické.
PAvodni motivace se vycerpala,
ztratila svou naléhavost. Rozhodnuti
vénovat se performanci u nich vy-
chdzelo z potreby pfimého tviréiho
prozivani. Nebylo doprovazeno
snahou o vstup do tradi¢niho svéta
uméni, at’ uz ve smyslu verejné pre-

zentace, nebo dokonce spolecenského

¢i finanéniho zhodnocovani podob-
né tvorby. To, co délali, smérovali
predevsim k sobé samotngm

a ke spriznéné komunité jak doma,
tak v zahranici. Vic nez galerijni uméni
jejich ¢innost predstavovala bezpro-
stredni, Ziv{ vgraz vztahu k okolnimu
svétu. Uméni performance sedm-
desatgch let, at’ uz v Ceskoslovensku,
nebo za jeho hranicemi, je tfeba
vnimat v kontextu zmén zapocat(ch
o dekdadu dfive. Performance se
vymykala béznému uméleckému
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4/ Vzhledem k témé&F
absolutni absenci video-
prehrévadi v tehdej§im
Ceskoslovensku by se jednalo
o z&znam uréen{ vjhradné
pro zahraniéi. Malé praktické
vyuziti, &i dokonce nezéjem

o v(slednou videodokumentaci
dobre ilustruje skute¢nost, ze
se ji doposud nepodafilo nalézt.

&~

Setkani v ateliéru
Vladimira Ambroze.
Zleva Antonin Dufek,
Marie Kratochvilova,
Véclav Houf, Boris
Muyslivecek, Karel Slach
a Ivan Kafka sledu;ji akei
Petra étemberg th,

jak se mé, Brno, 1980.
Meeting in Vladimir
Ambroz’s studio. From
the left Antonin Dufek,
Marie Kratochvilova,
Véclav Houf, Boris
Mysliveéek, Karel Slach
and Ivan Kafka watching
Petr Stembera’s action
Living As One Should,
Brno, 1980.

the performances on video was sec-
ondary to the curiosity about what
video, a frequently used tool in the
world of performance art, actually
does.* Video allows for the fascinat-
ing experience of direct transmission,
the technical communication of

a performance in real time. The tradi-
tional photographic documentation
already used by most Czechoslo-
vak performance artists displayed
the image of the performance only
seen after the fact, and moreover

in an isolated, time-frozen image.
Here, on the other hand, the screen
showed what the viewers were see-
ing and they could experience the
shift between reality and its repro-
duction as an electronic image. The
direct transfer of the performance
undoubtedly had an alienating
effect. For those who were present
the live action was transformed into
delineated grey and black images,
like the ones they had only seen
broadcast on television before.

Another important aspect of the
meeting of the performance artists
in Ambroz’s studio could be seen by
the participants only after the pas-

sage of time. This mini-festival in Brno
in December 1980 represented an
end of sorts to the artistic activity
of some of the active participants.
It was the very last public appearance
by Petr Stembera, for example. In 1981,
Vladimir Ambroz had two performanc-
es, but they were of a solitary nature
and did not require the presence of
an audience. In the first half of the
1980s, Ambroz planned and partially
implemented several other works of
art. However, these works already
took the form of architectural interven-
tions and were not live performance.
At the start of the 1980s, Vladimir
Ambroz and other Czech performance
artists began to find it difficult to
continue their activities. Their original
motivations had come to lose their
sense of urgency. Their decision to
pursue performance art had been
based on a need for a direct creative
experience. There was no effort made
to join the traditional art world, wheth-
er in terms of public presentations
or even social or financial gain of
a similar nature. What they did was
addressed mainly to themselves and
to kindred communities at home and
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4/ Given the almost ab-
solute absence of VCR players
in Czechoslovakia at the time,
the recording was solely in-
tended for audiences abroad.
The rare practical use of or
even disinterest in the resulting
video documentation is clear
from the fact that it remains
lost to this day.

&~

Detdil instalace, jez

byla souéasti akce

Petra étemberg

Zit, jak se mé, 1980.

Detail of the installation
that was part of

Petr Stembera’s action
Living As One Should, 1980.



konani, jeji cile ale nesmérovaly pouze
k proméné uméleckého jazyka v duchu
modernistického pokroku. Jeji prota-
gonisté k ni pristupovali jako k nastroji
transformace vlastniho Zivota. Jestlize
se v sedmdesatgch letech ukazalo,
ze spolecensk( kvas Sedesat(ch let
nevyusti ve vSeobecnou revoluci, stale
bylo mozné ménit alespon sebe sama,
Zit intenzivné a autenticky. Mnohé
z toho, co se tehdy kolem Ambroze
a jeho pratel na spolec¢enské Grovni
délo, na prvni ani druh§ pohled
nedévalo 7&dng smysl. Cinnost
na hrané mezi uménim a Zivotem se
tento smysl pokousela znovu ustavit.
V Ceskoslovensku na konci sedm-
desatgch let dochazelo k utuzovani
politického dohledu, liberalizace, nebo
dokonce zména poméru se zddla bt
v perspektivé roku 1980 v nedohled-
nu. Uméni performance ¢&i jakékoliv
jiné nekonformni uméni bylo vykaza-
no do sféry neverejné, v néktergch
pripadech pfimo trestné aktivity.
Tyto podminky nezdstaly bez odezvy.
Tvorba vétsiny Ceskgch performerd
byla casové omezend.® V prostredi
bez uméleckého trhu se dokumentace
jejich ¢innosti dochovala jen vgjimecéné
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v soukrom{ch &i verejngch sbirkdach,
hlavné vak v podobé celistvch
autorsk{ch archivd. Teprve v posled-
nich letech dochézi k jejich priizkumu
a postupnému zverejnovani. To je
pripad i této publikace. Jejim zGmérem
je podat prehled tvaréi Einnosti
Vladimira Ambroze v druhé poloviné
sedmdesatgch let. Vétsina jeho akei
byla provedena od sklonku roku 1976
do konce roku 1980, tedy v obdobi
necel{ch péti let. Alespon z ¢asti ne-
jde o dila neznédma. Jiz v dobé jejich
vzniku autor vystavoval doma i v za-
hranici, jeho prace byla publikovana
v mezindrodnim casopise Flash Art.
Akce Vladimira Ambroze byly prezen-
tovany v rdmci mnoha kolektivnich
v(stav a v prehledov(ch publikacich
vydangch po roce 1989.¢ Jako celek
vSak zatim nebyly predstaveny ani
zpracovany. K popisu i interpretaci
dochdzi s ¢asovgm odstupem: autor
textu se zaddné Ambrozovy perfor-
mance nezGcastnil, v dobé jejich
konani navstévoval zakladni kolu.
Prim&rnim zdrojem pozndni se stal
umélcdv archiv, obsahujici nejen
dokumentaci uméleck{ch dél, ale

i dobové tiskoviny a korespondenci,
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5/ Diivody politické -
adkoliv jisté dileZité - nebyly
pro toto rozhodnuti zdaleka
jediné. Podobn{ vgvoj na-
jdeme u néktergch performer
plsobicich na druhé strané
Zelezné opony: Tom Marioni,
Chris Burden nebo Terry Fox
ve stejné dobé védomé omezuji
nebo podstatné transformuji

o ve

své tvarci aktivity.

6/ Z prehledov{ch
kolektivnich v{stav jde
napriklad o Uménft akce z roku
1991 nebo Uméni zastaveného
Sasu z roku 1996. Prace
Vladimira Ambroze byla zahr-
nuta do prehledové knihy Akéni
uméni Pavliny Morganové
(plivodné Olomouc 1999,
poslednt, pfepracované an-
glickojazyéné vydani Praha
2014). Novou vinu z&jmu

o autorské archivy, véetné
toho Ambrozova, pfineslo
mezindrodni zhodnoceni préce
Jiftho Kovandy, ale i nékteré
aktivity Barbory Klimové, at’ uz
v podobé projektu Replaced

z roku 2006, nebo v{stavy

a publikace Navzajem z roku
2013.

abroad. More than any art found in
galleries, their work featured their
immediate, vividly-expressed relation-
ship to the outside world. Performance
art of the 1970s, whether in Czecho-
slovakia or beyond its borders, should
be viewed in the context of changes
that began a decade earlier. Perfor-
mance art lay outside normal artistic
venues; its aim was not focused on
transforming artistic communication
in the spirit of modernist progress.
The participants in this field ap-
proached it as a tool for self-trans-
formation. If the 1970s showed that
the social ferment of the 1960s had
not led to a general revolution,
it was still at least possible to change
oneself, to live intensely and authenti-
cally. Much of the social milieu which
Ambroz and his friends participated
in on a daily basis made no sense.
This activity on the border between
art and life played the role of an
attempt to reestablish meaning.
Political repression was increasing
in late 1970s Czechoslovakia, and by
1980 any liberalization or change of
circumstances seemed to be impos-
sible. Performance art or any other

non-conformist art was banished to
the non-public sphere, in some cas-
es even defined as criminal activity.
These conditions did not go unno-
ticed, and the work of most Czech
performance artists was restricted

to a limited time.® In an environment
without any art market, the documen-
tation of their activities was rarely
preserved in private or public collec-
tions and was instead primarily kept
in the artists’ own archives. These
archives are only gradually being
researched and published. This is the
case with this publication. Its aim is
to provide an overview of the creative
activity of Vladimir Ambroz in the late
1970s. Most of the actions were car-
ried out from late 1976 to late 1980,

a period of almost five years. At least
some of the works are not completely
unknown. At the time the works were
made, the artist was exhibiting in his
home country and abroad and his
work was featured in the international
magazine Flash Art. Viadimir Ambroz’s
actions have been presented at many
group exhibitions and included in gen-
eral art publications since 1989.% As

a whole, however, his work has not yet

5/ Political reasons,
although certainly important,
were far from the only factors
in this decision. Similar devel-
opments can be found
amongst some of the perfor-
mance artists active on the
other side of the Iron Curtain:
Tom Marioni, Chris Burden and
Terry Fox intentionally limited
or significantly transformed
their art activities in this same
time period.

6/ For example, the sur-
vey group exhibitions include
Uméni akce [Action Art] from
1991 or Uméni zastaveného
&asu [Art When Time Stood
Still] from 1996. Viadimir
Ambroz’s work was included in
the book Czech Action Art by
Pavlina Morganové (origi-
nally published in Czech as
Ak&ni uméni, Olomouc 1999;
last revised English edition,
Prague 2014). A new wave of
interest in artists’ archives,
including Ambroz’s, arose from
the international recognition
of Jifi Kovanda’s work as well
as some of Barbora Klimovéa’s
activities, whether in the proj-
ect Replaced from 2006 or the
exhibitions and publication
Navzgjem [Mutually] from
2013.

&~

Miloslav Sonny Halas

a architekt Jaromir Foret-
nik na akeci Sonny Halase
Za dvefmi je jaro,

Brno, 21. bfezna 1973.
Miloslav Sonny Halas
and architect Jaromir
Foretnik at Halas’ action
Spring is Behind the Door,
Brno, 21 March 1973.



vzpominky a komentdre pamétnikd,
v prvni fadé samotného umélce.
Cilem nasledujiciho textu je vsa-
dit Ambrozovy aktivity do dobového
kontextu a soucasné nalézt specifi-
ka, jimiZ se jeho tvorba z tehdejsi
Ceskoslovenské umélecké scény vy-
mykala. Zdroje Ambrozova plsobent
na poli performance mizeme hledat
v prostredi brnénské umélecké scény,
sice malé, ale oteviené konceptudinim
tendencim. Brnénsti umélci, podobné
jako fada jejich kolegd vSude po svéte,
pusobili vné uméleck{ch instituci,
tvorili v prostredi Gzk{ch pratelskgch
vztahl. Jejich &innost se vyznacovala
propojenim s béZngmi dennimi ak-
tivitami. P¥i jejich interpretaci kladli
velk{ dlraz na etickou rovinu konént,
mensi pak na aspekty formalné-este-
tické. V pripadé Vladimira Ambroze
si vSak s touto tradicni rovinou in-
terpretace nevystaéime. V prostredi
ceskoslovenské performance se
nékterd jeho dila vyznacovala ne-
obvyklgm soustredénim na kvalitu
a viraz fotografické dokumentace,

MERDE
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jejimz zadmérem bylo nejen za- 7/ Ambrozem shro-

znamenat provedené akce, ale mézd&ng soubor historick{eh
N . ? . pohlednic a fotografii pfipominé

vytvorit vjznamotvornj obraz, je- otevFen( projekt z oblasti

hoz plsobenti se bliZi néktergm vizuginf antropologie.

formém umélecké fotografie.

SOURADNICE BRNA
Vladimir Ambroz se narodil v roce
1952 v Brné. Rodina se vSak zahy
prestéhovala do Teplic v severnich
Cechéch. Vladimir Ambroz starsi
se tu jako architekt podilel
na v{stavbé velkgch prdmyslov{ch
komplexd. Mésto Teplice, odkud byla
odsunuta podstatnd éast pavod-
nich némeck{ch obyvatel a jehoz
okoli v povdlecné dobé prochdzelo
radikalni industrializaci, pfipomina-
lo velk§ socialné-architektonickg
experiment. Vladimir Ambroz je zpétné
presvédcen, ze podobné prostredi ho
muselo ovlivnit. Dodnes se o historii
Teplic zajimd.” V roce 1967 Vladimir
Ambroz starsi ziskal préci v Ustavu
méstského planovani v Brné, kam
se rodina po patndcti letech vratila.
Po absolvovani zakladni skoly Viadimir

<«
Zdenék Urbanec, Am-
brozlv spoluzdk z Fakulty
architektury, na Ceské
ulici v Brnég, 1974.

Zdenék Urbanec, Am-
broz’s schoolmate from
the Faculty of Architec-
ture, on Ceska Street in
Brno, 1974.

Al
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been properly presented or analysed.
This description and interpretation is
done in a different time and context:
the author of the text did not attend
any of Ambroz’s performances; at the
time they occurred he was attending
primary school. The primary source of
knowledge, therefore, is the artist’s ar-
chive, which contains documentation
of the artworks, printed materials and
correspondence, as well as the memo-
ries and comments of witnesses to the
actions, especially the artist himself.
The goal of the following text is
to place Ambroz’s activity into the
historical context and to define the
specific ways in which his work di-
verged from the Czechoslovak art
scene. Ambroz’s performance art was
created in the environment of the Brno
art scene, which, although small, was
open to conceptual tendencies. Brno
artists, like many of their colleagues
around the world, worked outside
official art institutions and made
their work in an environment of close,
friendly relations. Their activity was
characterized by its connections with
ordinary daily activities, which they
approached with a great emphasis
on ethics and less interest in formal

and aesthetic aspects. In the case of
Vladimir Ambroz such a traditional
interpretation does not suffice. Within
the context of Czechoslovak perfor-
mance art, several of his works are
unique in their unusual concentration
on the quality and expression of the
photographic documentation, which
was intended not only to record his
actions, but also to create images

in their own right that resemble

forms of art photography.

THE COORDINATES OF BRNO
Vladimir Ambroz was born in Brno
in 1952, but the family soon moved
to Teplice in northern Bohemia. Vlad-
imir Ambroz Sr. worked there as an
architect involved in the construction
of large industrial complexes. In the
post-war era a substantial part of
the original German population
was expelled from Teplice and the
surrounding area was subjected
to radical industrialization, a sort
of of massive socio-architectural
experiment. Looking back, Vladimir
Ambroz is convinced that such an
environment must have left its mark
on him. To this day he is interested in
the history of Teplice.”

125

7/ Ambroz’s collection of
historical postcards and photo-
graphs resemble an open-ended
visual anthropology project.



nastoupil na gymnazium v Mikulove.
Pobyt na internaté prispél k jeho

osamostatiovani a jiz tehdy se poustél
do rdzngch kulturné-organizatorskgch

aktivit.? V gymnazidlnich letech prozil,
spolu se svgmi spoluzdky a uciteli,
dramatické obdobi let 1968 a 1969,
véetné studentsk{ch stavek, jichz se
Gcastnil. Rozhodnuti studovat ar-

chitekturu vychézelo z rodinné tradice.

Jeho otec byl v roce 1970 vyloucen
z Komunistické strany Ceskoslovens-
ka, pro déti podobné postizen{ch
to v této dobé vétsinou znamenalo
znemoznéni vysokoskolského studia.
Pfresto se mu - paradoxné na zakladé
domluvy predsedy pfijimaci komise,
reZimniho sochare Milose Axmana -
podafilo v roce 1972 dostat hned
napoprvé na Fakultu architektury
Vysokého uceni technického v Brné.
Na brnénské architekture se
na pocatku sedmdesatgch let do-
chovaly zbytky liberdlni atmosféry
prazského jara. Toto ovzdusi se
normaliz&tordm dafilo likvidovat az
postupné a mezi vyucujicimi bychom
v téchto letech nasli fadu osobnosti,
jejichz odbornost nebyla dana jen
stranickou pfislusnosti. Probihaly zde
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inspirativni vstavy Brndle, kdy stu-
denti instalovali v interiéru budovy
Fakulty architektury vgtvarna dila,
kterd byla poté podrobovana kolek-
tivnim rozbordm.? Jiz v této dobé se
Ambroz Zivé a nékdy znaéné kriticky
zajimal o umélecké déni a v{tvarn(
provoz. V roce 1973 spolu s dalSimi
kamarady usporddal protestni akci
vztahujici se ke kolektivni vgstavé
mladého uméni Perspektivy 1973.
Jménem fiktivniho Ustavu malgch
hlav, komise pro debilitu sepsal
aredné vypadaijici dopis. V ném ana-
lyzoval pragmatické zplsoby, ktergmi
Ize zapUsobit na vjbérovou komisi

a protlacit sva dila na jmenovanou

v(stavu.”® Parodicka reflexe dobov{ch

pomérl sméfovala do vefejného

8/ V Mikulové jeden
&as organizoval diskotéku.

9/ Brnéle se pozdéji
uskuteériovalo v brnénském
Domé pani z Kunstétu.

10/ Jizlivé kritice tehdy
neusel ani dale zminovang
nonkonformni umélec

a Ambroziv pfitel Miloslav
Sonny Halas.

\2

Nezn&mg muz z Usti nad
Labem a Vladimir Ambroz,
Berlin, 1973.

Unknown man from Usti
nad Labem and Vladimir
Ambroz, Berlin, 1973.

In 1967 Vladimir Ambroz Sr. got a job
at the Institute of Urban Development
in Brno, where the family returned
after fifteen years. After finishing
primary school, Vladimir started sec-
ondary school in Mikulov. Staying at
a boarding school contributed to his
new-found independence, and even
then he threw himself into organizing
a variety of cultural activities.? While
in secondary school he, together with
his classmates and teachers, expe-
rienced the dramatic events of 1968
and 1969, including student strikes in
which he participated. His decision
to study architecture was based on
the family tradition. In 1970 his father
was expelled from the Communist
Party of Czechoslovakia, and at the
time the children of such families
were usually barred from entering
the university. And yet paradoxically,
Ambroz, on the basis of a recommen-
dation from the chairman of the
admission committee, communist
sculptor Milo§ Axman, was accept-
ed to the Faculty of Architecture

at the Technical University in

Brno on his first try in 1972.

In Brno in the early 1970s, the
architecture faculty preserved ele-
ments of the liberal atmosphere of

the Prague Spring. The atmosphere of

normalization took some time to take
hold, so in these years the teaching
staff included people whose quali-
fications were not based solely on
party affiliation. The inspiring Brnale
exhibitions were held, in which stu-
dents installed works of art inside

the Faculty of Architecture that were
then subject to collective critiques.” At
this time, Ambroz already had a lively
and sometimes quite critical interest

in the art scene and art generally. In
1973, along with other friends, he orga-
nized a protest action in response to
the group exhibition of young artists
entitled Perspectives 1973. On behalf
of the fictional Commission of Morons
at the Institute of Small Heads, Ambroz

wrote an official-looking letter in which

he analysed pragmatic ways to im-
press the selection committee and get
their work accepted for the exhibition."
As a satirical reflection of the con-

temporary situation, Ambroz and his
friends pasted the letter directly on the
official posters for Perspectives 1973.

8/ At one time he orga-
nized dances in Mikulov.

9/ The Brndle later took
place at the House of the Lords of
Kunstat in Brno.

10/ Even Ambroz’s friend,
the nonconformist artist Milo-
slav Sonny Halas, was sarcas-
tically criticized.

Ugastnici akce

Neolitickd malba
Miloslava Sonny Halase,
Stoly u Domasova,

15. dubna 1974.
Participants in the action
Neolithic Painting

by Miloslav Sonny Halas,
tunnels near Domasov,
15 April 1974.



prostoru: namnozen( dopis Ambroz
a jeho pratelé lepili pfimo na oficidlné
vyvésené plakaty Perspektiv 1973.
Brno se na pocatku sedmdesat(ch
let stalo domovem rdzngch inspira-
tivnich osobnosti a mistem, kde se
volné propojovaly umélecké, divadelni,
hudebni &i Cisté pratelské okruhy. Jiz
na konci Sedesat(ch let se Vladimir
Ambroz sezn@mil s Miloslavem Sonny
Halasem, neprehlédnutelnou postavou
brnénského bohémského a kulturniho
Zivota. Stali se z nich pratelé, coz
mimo jiné znamenalo i spoluprdci
na uméleck{ch projektech. Halas
kratce studoval na Fakulté architek-
tury, po predcasném preruseni studia
po roce 1968 vsak stale dochdazel na
nékteré prednasky. Pfedevsim ale
nejpozdéji od roku 1970 poradal nej-
riznéjsi akce na rozhrani happeningu,
kolektivnich her a organizovan(ch
v{letd. Rada z nich mé&la podobu
védomého a peclivé dokumentova-
ného uméleckého dila. Dafilo se mu
jimi bavit své okoli a posléze je pre-
zentovat v rGzn{ch klubech a galeriich
tehdejsiho Ceskoslovenska. Halasovy
ambice mifily i do zahraniéi. Roku 1974
dokumentaci jedné jeho akce pub-
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likoval v Italii vychazejici casopis Flash
Art, s jehoz redakci ddle udrzoval kon-
takt. V roce 1974 také pozval Vladimira
Ambroze na sympozium Neoliticka
malba. Zde se Ambroz sezndmil s Pa-
vlem Biichlerem a dalSimi mladgmi
lidmi se zGjmem o netradiéni formy
uméni a Zivota. Od roku 1974 se také
datuje Ambrozovo Gzké pratelstvi
s hudebnikem, konceptudinim umél-
cem a spisovatelem Marianem Pallou.
Vzajemné se navstévovali, pricemz
nékterd z téchto setkdni spontan-
né prerostla v umélecké aktivity.
Vladimir Ambroz se vyznacoval
riznorod{mi zdjmy. V Brné se pohy-
boval napfi¢ rdzngmi komunitami,
rad cestoval, zajimal se o divadlo,
hudbu, predevsim rock a folk." Byl
naddn podnikavosti, a kdyz ne pfimo
organizaénim talentem, tak odva-
hou své ndpady realizovat. Ve tretim
rocniku studia pro sebe ziskal voIng
nebytov( prostor v ulici Jana Uhra,
kter( poté pouZzival jako pracovnu
a ateliér. Zaridit v dobéach socialismu
néco podobného nebylo vibec snad-
né. Ateliér i prilehl§ dvir se posléze
staly mistem nékolika samostatngch
i kolektivnich performativnich akci.
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1/ K Ambrozovgm

prateldim patfili lenové hudeb-

nich skupin Folk Team, Progres 2,
Synkopy 61 nebo Futurum.

2

Neolitickad malba,

$toly u Domasova, 1974.
Foto: Jef Kratochuvil.
Neolithic Painting,
tunnels near Domasov,

1974. Photo: Jef Kratochvil.

Brno in the early 1970s was the
home of various inspiring figures and
a place with a loosely-connected
friendly network between the artistic,
theatrical and musical communities.
In the late 1960s, Vladimir Ambroz
was already acquainted with Miloslav
Sonny Halas, a well-known figure in
the bohemian and cultural life of Brno.
They became friends, and among
other activities, they collaborated on
art projects. Halas briefly studied at
the Faculty of Architecture, and al-
though he dropped out early in 1968,
he still attended some lectures. Most
importantly, by 1970 at the latest he
was organizing a variety of events
combining elements of happenings,
team games and organized trips.
These often took the form of conscious
and carefully-documented works of
art. He succeeded in entertaining his
circle of friends and then presented
documentation in various clubs and
galleries in the former Czechoslovakia.
Halas” ambitions spread abroad. In
1974 the documentation for one action

was published in the Italian-based
magazine Flash Art, and he continued
to maintain contact with the editors.

In 1974 Halas invited Vladimir Ambroz
to the symposium Neolithic Painting,
where he met with Pavel Blichler and
other young people with an interest

in non-traditional forms of art and

life. Ambroz’s close friendship with the
musician, conceptual artist and writer
Marian Palla also began in 1974. They
met often and some of these meetings

spontaneously became artistic events.

Vladimir Ambroz had a wide range
of different interests. In Brno he was
involved with a number of different
communities; he liked travelling and
was interested in theatre and music,
especially rock and folk." Ambroz
had an entrepreneurial spirit, and
if he lacked a certain talent for
organization, he had the courage
needed to realize his ideas. In his third
year of study he managed to find
available non-residential space on
Jan Uher Street, which he used as
a study and studio. To arrange some-
thing like this under communism was
no easy task. The studio and the
adjacent courtyard subsequently
became the site of several individual
and group performance actions.
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1/ Ambroz’s friends

included members of the music

bands Folk Team, Progres 2,
Synkopy 61 and Futurum.

N2

Uastnici bytového
sympozia v ateliéru
Mariana Pally.

Na fotografiich Jifi
Valoch, J. H. Kocman,
Zdenék Sedladek,
Jaroslav Andél, Olek
Vasica a dalsi, Brno,
konec 70. let.
Participants in the
housing symposium
in Marian Palla’s
studio. Pictured: Jifi
Valoch, J. H. Kocman,
Zdenék Sedlacek,
Jaroslav Andél, Olek
Vasica and others, Brno,
late 1970s.




Uz béhem studia architektury se
Vladimir Ambroz poustél na pole volné
v{tvarné tvorby. Kreslil, vgjimecné;ji
maloval, vétSinou v abstraktnim du-
chu. Vytvarel kolaze, obrazy nebo
texty, které poté prekrgval papirovgmi
Sablonami s geometrickgmi otvory.
Od détstvi také fotografoval, saGm si
snimky vyvolaval. V letech 1972-1973
pak zacal k fotografii pristupovat
jako k prostfedku uméleckého se-
bevyjadreni. | tak se ¢asto jednalo
o zdznamy momentdlnich inspiraci
a improvizaci, na které nenavazovaly
prace dalsi. Napriklad dvojice do-
chovangch nedatovangch fotografii
- snad z autorova pobytu u Cerného
more v roce 1974 - zachycuije pléaz,
na kterou Ambroz vystavél ploché
kameny tak, aby o par metrd dél
do vnitrozemi opakovaly kfivku pribo-
je. Nikdy nevystavené a autorem
pozdéji zapomenuté snimky jsou tak
spiSe vzpominkou na prézdniny nez
uménim. Geometrickd intervence
do prirodniho prostredi a kon-
frontace pevného a tekutého vsak
pripomenou principy jen o par let
stardi Velké louze Petra Stembery.”
Uvedené snimky Vladimira Ambroze

mediaman

jesté nemély ctizaddost stat se land- 12/ Vdilezroku1970 Petr
artovgm uméleckgm dilem. Jiz vSak jle:/:reﬁr‘;f: ﬁ;’;:i:‘z' v parku
ukazuji sméfovani k védomé tvorbé.
Dilezité impulzy ziskal Ambroz
ze spoluprdce s Divadlem na provaz-
ku, kde v letech 1974-1976 pUsobil
jako technik, kulisdk a osvétlovac.
Divadlo na provazku v prvni poloviné
sedmdesat{ch let predstavovalo
celorepublikové vgjimeéng fenomén.
V dobé statniho kulturniho monopo-
lu se jednalo o umélecky i ndzorové
nezdvislé divadlo. Tuto v{jimeénost
vnimalo i publikum, z&jem o pred-
staveni v limitovan{ch prostorech
brnénského Domu uméni mno-
honasobné prevysoval jeho kapacitni
moznosti. BEhem dvou let v Divadle
na provazku se Ambroz Gcastnil
vétsiny zkousek a predstavent, divad-
lo se pro néj stalo dominantnim
uméleckgm zdjmem. Jelikoz v té dobé
pobgval v Domé uméni prakticky
denné, Géastnil se jako jeden z mala
divakd nékolikahodinové neverejné
instalace Stana Filka, Milose Lakyho
a Jana Zavarského Biely priestor v bie-
lom priestore. Ve v{stavnich sdalech
ji v zatim bliZe nezjisténém datu roku
1973 umotznil realizovat Jifi Valoch

« -

Vladimir Ambroz,
fotografie bez nézvu,
Rumunsko, 1974.
Vladimir Ambroz,
untitled photo,
Romania, 1974.
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During his architecture studies,
Vladimir Ambroz had tried his hand
at various areas of the fine arts. He
drew and occasionally painted, most-
ly in an abstract manner. He was
also drawn to creating collages with
images and text, which were then
overlaid with paper templates with
cut-out geometric shapes. Beginning
in childhood he took photographs,
developing and printing them himself.
In 1972-1973 he began to approach
photography as a means of artistic
expression. Even so, these often took
the form of documenting momen-
tary ideas and improvisations, which
lacked continuity. For example, a sur-
viving pair of undated photographs,
perhaps from the artist’s stay on the
Black Sea in 1974, show a beach on
which Ambroz had placed flat stones
a few metres farther inland repeating
the curve of the incoming surf. Never
displayed and seemingly forgotten,
the pictures are more akin to holiday
snapshots than actual art works.

The geometric intervention into the
natural environment and the confron-
tation of solids and liquids, however,
is in line with the principles of Petr

Stembera’s Big Puddle from just 12/ Inhiswork from 1970
a few years before.? With these Four Stemberda shaped d pud-
€ In a parkinto a triangle.

photos Vladimir Ambroz did not yet
have the ambition to make land art,
but they already show a movement
towards well-conceived forms.

An important impetus for Am-
broz came through his cooperation
with the Theatre on a String [Divadlo
na provazku], where he worked as
a technician, stagehand and lighting
technician in 1974-1976. In the first
half of the 1970s, the Theatre on
a String represented a rare phe-
nomenon in Czechoslovakia. During
a period when the state claimed
a monopoly on cultural production,
the Theatre on a String was artistically
independent. The public took a great
interest in this unique theatre and
attendance at performances in the
Brno House of Arts greatly exceeded
the available capacity. Over a two-
year period, Ambroz attended most of
the rehearsals and performances at
the Theatre on a String, and it became
the centre of his artistic interest. At
that time Ambroz practically lived
in the House of the Arts, spending
almost every day there, and he was
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a doprovodil ji analytickgm textem.”
V téchto letech byl Vladimir Ambroz
¢lenem klubu Mlad{ch pratel vg-
tvarného uméni, kterg sidlil v Domé
uméni mésta Brna a jehoz ¢innost
spocivala v poradani predndsek,
navstévach vgstav, ve vletech

a v prezentacich soudobého uméni,
v nékter(ch pripadech hraniéicich se
samotnou uméleckou ¢innosti. Pod
vedenim Igora Zhote klub nejenze
zprostredkovaval jinde obtizné do-
stupné informace o lokdlIni i svétové
v{tvarné avantgardé, ale predevsim
tyto poznatky daval do vzdjemngch
souvislosti. Mimo jiné zaujala Vladi-
mira Ambroze dila z okruhu sdruzeni
Fluxus. Kolem klubu se utvorila komu-
nita lidi se spoleéngmi zajmy."* Mezi
nimi hral v§znamnou roli jiz zminéng
Jifi Valoch, odborng pracovnik Domu
uméni a nenavny propagdator
konceptudlniho uméni. Vladimir
Ambroz jej v letech spolupréace

s Divadlem na provéazku v jeho pra-
covné navstévoval. Jifi Valoch patil
v tehdejsim Ceskoslovensku k nejin-
formovanéjsim osobdm o soudobém
svétovém umeéni. S fadou vjznamngch
svétov{ch tvlrcu si dopisoval, s je-
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jich dilem dal seznamoval své pratele
a znémé. Zivé reagoval a komentoval
tvorbu mladgch umélcd, ktefi za nim
dochazeli. V prvnich letech sedmé
dekady soucasné vrcholila Valochova
¢innost nejen coby teoretika a orga-
nizatora, ale i aktivniho performera.
NejCasteji v pfirodnim prostredi teh-
dy realizoval fadu dél postavengch
na kombinaci télesné ¢innosti a textu.
Tato dila vSak verejné nevystavoval.

HRY A UMENI
Nékdy od roku 1974 Ambrozovy
studentské Zerty, kolektivni hry
i individudIni experimenty prerostly
ve zpUsob projevu, kter{ Ize ztotoZnit
s uménim performance. Posun
k umélecké tvorbé si sam uvédomo-
val. V anketé pro zahrebsk casopis
SPOT, kterou roku 1976 mezi vybrangmi
ceskgmi umélci korespondencné

o,
[
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13/ Instalace sloven-
skgch umélct v Domé uméni
probéhla nepochybné

za védomi tehdejsi feditelky
Gerty Pospisilové, dlouholeté
partnerky a spolupracovnice
Jifiho Valocha.

14/ Igor Zho¥ se pozd&ji
stal jednim z nav§tévnikd
Ambrozov{ch akci.

\2

Fotografie z akce Air,
Brno, 1976.

Foto: Pavel Zatloukal.
Photos from the action Air,
Brno, 1976.

Photo: Pavel Zatloukal.

one of the few viewers to attend the
several-hour-long installation by Stano
Filko, Milo$ Laky and Jan Zavarskg
White Space in a White Space. Jiri
Valoch was instrumental in making
this exhibition happen in 1973, and he
wrote an analytical text for it as well.”®
In those years Vladimir Ambroz
was also a member of the Young
Friends of Art club, which was based
in the Brno House of Arts and orga-
nized lectures, visits to exhibitions,
trips and presentations of contempo-
rary art; in some cases these activities
were quite artistic in and of them-
selves. Under the leadership of Igor
Zhor the club not only publicized less
accessible information about the local
and international avant-garde, but
also placed these findings in con-
text. Among the things that intrigued
Vladimir Ambroz was the work of the
Fluxus group. A community of people
with common interests came together
around the club.* One person who
played an important role was the
previously-mentioned Jifi Valoch, an
art expert at the House of Arts and
a tireless promoter of conceptual art.
Ambroz frequently visited Valoch’s

office when he was working at the
theatre. In the former Czechoslovakia
Valoch was one of the most informed
people concerning contemporary
art abroad. He also corresponded
with a number of important inter-
national artists and introduced his
friends and acquaintances to their
work. He actively encouraged and
commented on the work of young
artists in his circle. Valoch’s activity
as a theorist, organizer and active
performer peaked in the early 1970s.
He created numerous works, most
often in a natural setting, based on
a combination of physical activity
and text. However, his documenta-
tion was never displayed publicly.

GAMES AND ART
Starting in 1974, Ambroz’s student
pranks, team games and individu-
al experiments grew into a mode of
expression that can be identified
with performance art. He was aware
of his own shift towards art. In
a survey of selected Czech art-
ists conducted by correspondence
by Helena Kontova for the Zagreb
magazine SPOT in 1976, the then

13/ Gerta Pospisilové,
the director of the House of
Arts at that time and partner
and colleague of Jifi Valoch,
was undoubtedly aware of the
installation of Slovak artists in
the museum.

14/ Igor Zho¥ later at-
tended Ambroz’s actions.

Marie Kratochvilova
fotografuje
fotografujiciho Jifiho
Valocha, zacatek 70. let.
Marie Kratochvilové takes
a photograph

of Jifi Valoch taking a
photograph, early 1970s.



provedla Helena Kontova, tehdy
Styriadvacetilety Ambroz uved|, Ze se
uménim zab{véa posledni dva roky.”
Tuto Cinnost Zanrové charakterizoval
jako happeningy, environmenty

a asambldaze, sém ale dodadl, Ze jeji
v(sledky nejradéji oznacuje - ve shodé
s dobovou terminologii - jako akce
nebo projekty. Ty jiz mély svou zavede-
nou formu dokumentace, odpovidajici
uréitému sméru svetového body artu

a performance. Jednotlivé akce mély
ndzvy, byla na nich pofizovana foto-
grafickd nebo i filmova dokumentace

a existoval struéng textov( scéndr

¢i popis dané uddalosti. | tak nékteré

z rangch Ambrozov{ch akci ze vseho
nejvice pripomingji vgtvarné ambi-
ci6znéjsi program nevézaného vedirku.
Je pravdépodobné, Ze ne vsechny
zGznamy se dochovaly ¢i je sém autor
dnes chce v kontextu uméni verejné
prezentovat. V druhé poloviné sedm-
desatgch let vSak byly nepochybné
hlavnim Ambrozov{m v{razovgm pro-
stfedkem performance, probihgjici at
uz za pritomnosti publika, nebo konci-
pované pro fotografickou dokumentaci.

-

Petr Rezek predndsi v ateliéru
Mariana Pally, Brno, konec 70. let.
Petr Rezek lecturing in Marian Palla’s
studio, Brno, late 1970s.
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Uméleckou Cinnost Vladimira
Ambroze provazely i aktivity organiza-
¢éni, s pokusy porddat spolecné akce
a v{stavy. Vhodn{ prostor nalezl
ve Student klubu Lesnické fakulty
Zemédeélské univerzity na kolejich
v Kohoutové ulici. V baru tam pracoval
Ambrozav pfitel, s nimZ se domluvil
na poradani neoficialnich v{stav.
Jejich dramaturgie - pokud se Zivel-
n{ pfistup vibec dé& za dramaturgii
povazovat - vychdazela z Ambrozov{ch
pratelskgch vazeb a momentdalinich
moznosti vystavujicich. Své fotogra-
fie tu tak v roce 1974 predstavil jesté
malo zndmy Jan Saudek, v roce 1977
v(stavou Idiomy napfriklad koncep-
tualista Jaroslav Andél.'® Prednasky
od baru pronésel filozof Petr Rezek.
Z Cinnosti v klubu Lesnické fakulty se
nedochovala témér Zadnd pisemnd
nebo fotografick& dokumentace,

i z toho ddivodu, Ze $lo o neschvalo-
vané, tedy nelegalni akce.”
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15/ Za informaci

o anketé vd&&im Hané
Buddeus. Helené Kontové
dékuji za moznost nahlédnout
do rukopisné verze anketnich
odpovédi, kterd se nachazi

Vv jejim archivu, a za povoleni
zverejnit jeji obsah.

16/ Tito dva z dne3niho
pohledu protichddni autofi
nepredstavovali v sedm-
desatgch letech radikalné
odli$né pdly umélecké tvorby.
Jak doklada dochovang
plakat, Jan Saudek ve Student
klubu mimo jiné vystavil své
Sasosbérné fotografie, které
vedle saudkovské aranzované
estetiky vykazuji znaky kon-
ceptualizujiciho piistupu. O teh-
dejsim vztahu Jana Saudka

k eské umélecké scéné
vypovida i skute€nost, Ze byl

v roce 1986 zafazen do putovni
vistavy V Ease, na niz byla
také prezentovana tvorba
néktergch umélcd z okruhu
8eskgch performerd.

17/ N&které vgstavy
Student klubu v8ak pFesto mély
plakaty nebo tisténé pozvanky.

twenty-four-year-old Ambroz said that
he had been involved in art activities
for the past two years.” In terms of
genre, he described these activities
as happenings, environments and
assemblages, but added that in line
with contemporary terminology, he
preferred to call the works “actions”
or “projects”. These approaches al-
ready had an established form of
documentation corresponding to a
certain tendency in body and per-
formance art worldwide. Individual
actions were given titles, photographic
and film documentation was made,
and there was a brief script or de-
scription of the event. Even so, some
of Ambroz’s early events resembled
wild parties more than artistically
ambitious works. It is likely that not

all the records were preserved or that
the artist today does not want the
documents presented publicly in an
artistic context. In the second half of
the 1970s, however, Ambroz’s perfor-
mances were undoubtedly his main
means of expression, either performed
before an audience or planned with
photographic documentation in mind.

Together with his own art activ-
ities, Vladimir Ambroz attempted to
organize group events and exhibitions.
A suitable space was found in the Fac-
ulty of Forestry Student Club at the
Agricultural University’s dormitories
on Kohoutova Street. Ambroz talked
a friend who worked at the bar into
allowing him to organize unofficial
exhibitions there. Their dramaturgy,
if such uncontrolled access can be
considered dramaturgy, grew out of
Ambroz’s network of friends and the
availability of exhibitors. In 1974 the
still little-known Jan Saudek had an ex-
hibition of photographs there. In 1977
there was an exhibition entitled Idioms
with work by the conceptual artist
Jaroslav Andél.” The philosopher Petr
Rezek gave lectures at the bar. Aimost
no written or photographic documen-
tation of the activities at the Faculty
of Forestry Club have been preserved,
due in part to the fact that the actions
were not approved and therefore con-
sidered illegal.” The shows at the club
ended after the collages of Josef Stej-
skal, whom Ambroz had met through
Theatre on a String, attracted the
unwanted attention of the authorities.
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15/ | am thankful to
Hana Buddeus for informa-
tion about the survey and to
Helena Kontovéa for allowing
me to see the manuscript
version of the survey answers,
which are located in her ar-
chive, and for her permission
to publish them.

16/ These two artists,
who are on completely oppo-
site sides of the spectrum from
today’s point of view, did not
represent radically different
poles of art in the 1970s. As
documented in the preserved
poster, Jan Saudek exhibited
his time-lapse photographs

in the Student Club, which in
addition to Saudek’s staged
aesthetics, show signs of a con-
ceptual approach. Saudek’s
contemporary relationship to
the Czech art scene is also re-
flected in the fact that in 1986
he was included in the trav-
eling exhibition V Sase [In Time],
which also presented works by
several Czech performance
artists.

17/ Nevertheless, some
of the exhibitions of the Student
Club had posters or printed invi-
tations.
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Jaroslav Andél v ateliéru
Vladimira Ambroze,

Brno, konec 70. let.
Jaroslav Andél in Vladimir
Ambroz’s studio,

Brno, late 1970s.



Miroslay Klivar

Mirasiny Kivar: Found Poetry, 1876

Vgstavy v klubu skoncily poté,
co na sebe nezddouci pozornost
oficialnich mist upoutaly kolaze
Josefa Stejskala, Ambrozova
zndmého z Divadla na provazku.

Pres bohat( spolecensk Zivot
tehdejsich brnénskgch uméleckgch
kruhd pocitoval Vladimir Ambroz
nedostatek $irsi komunikace s podob-
né naladéngmi tvarci. Byl ob&asngm
¢tendrem mezin@rodniho uméleckého
casopisu Flash Art, se ktergm mél
zkusenost jeho pritel Miloslav Sonny
Halas a jehoz &isla byla k dispozici
v knihovné Moravské galerie v Brné.
Obsah Flash Artu v Ambrozovi vzbudil
touhu sezn@mit se s umélci, kteri se
na jeho strankéch objevovali, a to

+

Viadimir Ambrez

Viamimir Ambnoz; Weskend, 1975,

Che cos'é?
L'weekend & una lipica malattia degli womini d'oggi.
Tutti cercanc spiagge deserte, pace e natura.
Ma nessuno di noi. &l momenlo attuale, sa cosa sia
una spiaggia deserta, ia pace @ la natura
Tuli cercano, ma non travano,

it Ambroz

Weekend

‘Wit is 7

‘Wirekend (s a typical diseass of todays man.
Em-.'boo-f laoks tof clear coast, peace and nature,
But natody of us knows at present whal char coast,

EEI’U;XJ 5 ] bt o I find it
Everybody searches for 2 but does nat find it
wdw%m:
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v&etnd t&ch z Ceskoslovenska.® Caso-
pis navic vyzgval umélce z celého
svéta, aby do néj zasilali informace
o své ¢innosti. Ambroz proto v fijnu
1975 na italskou adresu ¢asopisu za-
slal osm fotografii své akce Weekend.
Ta pak nasledné byla publikovana
v &isle 66-67 z &ervence/srpna roku
1976, vedle dél Milana Knizéka, Karla
Milera, Dalibora Chatrného, Jana
MI&ocha, Petra étemberg a Miroslava
Klivara. Ambroz souc¢asné z Flash Artu
obdrzel dopis s kontakty na prazskou
skupinu performerd: tedy Petra Stem-
beru, Karla Milera a Jana Ml¢ocha,
s nimiZ se do té doby neznal.” Vzto-
hy byly obratem navazany a rychle
vyustily i v poradani spoleéngch akei.
Publikace dokumentace
Vladimira Ambroze ve Flash Artu
a sezndmeni s prazskou komunitou
performerl znamenaly nejen
rozsifeni okruhu zdjemct o jeho
akce, ale také Sirs§i moznosti
mezinarodni umélecké vgmény.
Jako fada dalSich éeskjch umélct
i Ambroz posilal fotografie svich
akci na rdzné zahraniéni vistavy,
o ktergch se diky svému okruhu
dozvédél nebo ho oslovili sami

Weekend

What s it?

Weekend is a typical disease of todays man.
Everybody looks for clear coast, peace and nature.
But nobody of us knows at present what clear coast,
peace and nature is.

. Everybody searches for it but does not find it.

Viadimir Ambroz
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18/ Vedle jiz zmin&ného
Miloslava Sonny Halase zde
od roku 1974 své dila opako-
vané publikovali predevsim
Petr Stembera a Karel Miler.

19/ V zasadé stejn{ je
pfibéh Jifiho Kovandy. | ten

se s prazskgmi performery,
plsobicimi ve stejném mésté,

kde Zil on sém, seznamil oklikou
pres zahraniéi. Kontakty ziskal

pri navstévé Polska od Zofie
Kulikové a Przemystawa

Kwieka. Dokazuje to jednak
zapojeni prazskgch performerd

do spratelen{ch a ideové blizkgch
zahraniénich struktur, soucasné

i soukrom( charakter jejich
domacich aktivit, o ktergch védél
jen Gzkg okruh znédmgch. Flash Art
&i obecné médium uméleckého
Sasopisu se v sedmdesétgch
letech stalo dlleZitou ideovou

i praktickou komunikaéni platfor-
mou sou¢asného uméni.

&«

Prezentace prace
Vladimira Ambroze

v Casopise Flash Art,

&. 66/67, srpen 1976.
Presentation of Vladimir
Ambroz’s work at Flash
Art magazine, no. 66/67,
August 1976.

-

Vladimir Ambroz, kolaz
ze série Bil& na bilé,

1. pol. 70. let.

Vladimir Ambroz, collage
from the series White

on White, first half

of the 1970s.

Despite the rich social life in the
artistic circles in Brno at the time,
Vladimir Ambroz felt isolated from
like-minded artists. He occasionally

read the

international art magazine

Flash Art, which his friend Miloslav
Sonny Halas had recommended as
it was available in the library of the
Moravian Gallery in Brno. Flash Art
awakened the desire in Ambroz to
learn more about the artists who
appeared in its pages, including
those from Czechoslovakia.'® More-

over, the

magazine urged artists

from around the world to send in
information about their activities.
So in October 1975, Ambroz sent the
ltalian magazine eight photos from
his action Weekend. These photos
were subsequently published in the
July/August 1976 issue #66-67 next
to works by Milan Knizak, Karel
Miler, Dalibor Chatrng, Jan Micoch,
Petr Stembera and Miroslav Klivar.

o,

At the same time, Ambroz received
a letter from Flash Art with contact
information for the Prague group of
performance artists. These were Petr
étembero, Karel Miler and Jan MIoch,
none of whom had known Ambroz
before.” Relations were established
immediately and quickly resulted
in the organization of joint events.
The published documentation
of Vladimir Ambroz’s actions in
Flash Art and his connection with
the Prague performance artists not
only increased the number of peo-
ple interested in his work, but also
provided him with more opportuni-
ties for art exchanges abroad. Like
many other Czech artists, Ambroz
sent photos of his actions to various
international exhibitions, which he
knew about through his contacts
or whose organizers approached
him themselves.?° In this way his
work was included in the exhibition

PROJECTS /
PERFORMANCES

' e L ]

CZECHOSLOVAKIA/
POLAND

HALLWALLS Gallery, Buffalo
November 4-30,1977
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18/ In addition to Miloslav
Sonny Halas, works by Petr
Stembera and Karel Miler were
repeatedly published there
beginning in 1974.

19/ Basically the same is
true in the case of Jifi Kovanda.
He also met performance artists
from Prague, active in the same
city where he lived, through his
contacts abroad. He learned of
his colleagues from Zofie Kulik
and Przemystaw Kwiek while he
was visiting Poland. This demon-
strates both the involvement of
Prague performance artists with
allied and ideologically-relat-

ed structures abroad, and the
private character of their local
activities, known only to a narrow
circle of acquaintances. Flash Art
or the medium of art magazines
in general became an important
ideological and practical commu-
nication platform for contempo-
rary art in the 1970s.

20/ The exhibitions that
Ambroz took part in or the
institutions that he was in contact
with included Fotoforum at
Gesamthochschule in Kassel,
the Lowe Art Museum in Miami,
the Allen Memorial Art Museum
at Oberlin in the United States,
Centar zu Fotografiju, Film i TV

in Zagreb, and many others.
Ambroz’s archive also contains

a typewritten address book

of artists around the world
containing the addresses of
Polish performance artists and
contacts for Allan Kaprow, Claes
Oldenburg and Andy Warhol.
Among Ambroz’s correspondence
with the note “mail from Bruce” is
a handwritten description of “six
audio problems” - six sequential
performances by Bruce Nauman.
Ambroz no longer remembers
what this text fragment is related
to and how it appeared in his
archive.

&~

Katalog v{stavy

v Hallwalls Gallery,
Buffalo, Spojené staty,
1977.

Catalogue of the exhibi-
tion at Hallwalls Gallery,
Buffalo, United States,
1977.



jejich organizatori.?° Takto se jeho
prdce dostaly na v{stavu Projects
and Performances, kterou v roce
1977 v Hallwalls Gallery v Buffalu
uspordadala ve Spojench statech
pusobici kuratorka Charlotta
Kotikovd.?' Podobné se ziGcéastnil
prehlidky Correspondence Art
Exhibition v japonské galerii
Aai, v roce 1979 zorganizovanou
Viastou Cihdkovou Noshiro.??
Ambrozovy kontakty uvnitt
bgvalého Ceskoslovenska nebyly
soustredény pouze na Brno a na
hlavni mésto. S prateli navstévoval
Bratislavu a zde se prostrednictvim
Dezidera Tétha sezn@mil s umélci
z jeho okruhu. Ti ho zase na oplatku
navstévovali v Brné. Jiz z predchoziho
setkani v Domé uméni ho zaujala osob-
nost Stana Filka. Reflexi tohoto z&jmu
najdeme v néktergch Ambrozov(ch
kolaZich. Vztah udrzoval také s Janem
Budajem. Charakteristické pro fun-
govani neinstitucionalizovaného
uméleckého spoleéenstvi bylo, Ze
u mnoh{ch z téchto pratel nemél
Ambroz presnéjsi predstavu o tom, ¢im
se ve své tvorbé zab{vaji, a Casto to
zjistil aZ po roce 1989, kdy jejich prace
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zacala bt oficialné vystavovana
a publikovana. Jiz v sedmdesatgch
letech ale Vladimir Ambroz vycitil
tematickou odlisnost ¢esk{ch a slo-
venskgch tvired. Slovaci mu pfipadali
daleko méné osobni, ale zato otevrenéj-
§i velkgm tématdm prirody ¢&i vesmiru.
Vedle poradani verejngch
a neverejn{ch performanci a akci
Vladimir Ambroz v sedmdesat{ch
letech vytvarel i drobné artefakty,
multiply poeticko-konceptudiniho
charakteru. Do krabicek, lahviéek
a sklenic uzaviral rizné objekty ne-
bo casti textd: na plechovku umistil
napis ART, uzaviratelnou sklenici
oznacenou napisem POEM naplnil
pilulkami popsan{mi jednotlivgmi
pismeny. Podobné objekty mohly
slouZit jako zachyceni momentalniho
ndpadu, joko darky prateldm nebo
v({zva ke spoleéné hre. Tak fungovala
napfiklad akce To Allan, kdy upra-
vend plechovka olejovek poslouzila
jako zdminka k oslavé zakladatele
happeningu Allana Kaprowa. Vel-
mi podobné cinnosti se z ceskgch
performertd vénoval napfiklad Via-
dimir Havlik. Dal$i paralelni tvarci
¢innosti Vladimira Ambroze bylo
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20/ Mezi vgstavy,

jichZ se Ambroz zGéastnil,

nebo instituce, s nimiz byl

ve styku, patfily Fotoforum pfi
Gesamthochschule v Kasselu,
Lowe Art Museum v Miami,

The Allen Memorial Art Museum
v Oberlinu ve Spojengch
statech, Centar za Fotografiju,
Film i TV v Zahtebu a mnohé
dalsi. V Ambrozové archivu se
dochoval i strojopisng adresar
svétovich umélcd, obsahujici
adresy spratelench polskjch
performer( i kontakty na Allana
Kaprowa, Claese Oldenburga
nebo Andy Warhola. Mezi
Ambrozovou korespondenci se
s pozndmkou ,posta od Bruce®
dochoval i rukopisn{ popis
»Sesti zvukov{ch probléma*,
na sebe navazujicich
performanci Bruce Naumana.
Majitel si vSak jiz nepamatuje,
k Eemu se tento textov(
fragment vztahuje a jak se

do jeho archivu dostal.

21/ V{stava pFedstavila
Seskoslovenské a polské uméni
performance a konceptudlini
fotografii a vysel k ni estndcti-
strankovy katalog.

22/ Z&bé&r vgstavy
zahrnoval stovku umélcd

z Japonska a celého svéta,
mimo jiné dila Chrise Burdena,
Wolfa Vostella, Christiana
Boltanského, Stelarca,

a desitku umélcd z tehdej§iho
Ceskoslovenska. Cinorody
Ambroz se pokousel navazovat
zahraniéni kontakty i v oblas-
tech nesouvisejicich s oblasti
soudobého uméni. Kdyz v roce
1976 absolvoval $kolni z&jezd
do Sovétského svazu, sehnal

si adresu potomkd rodiny
Alexandra Rodéenka i dalsich
avantgardnich umélcd, které se
poté v Moskvé marné pokousel
navstivit.

&~

Vladimir Ambroz,

bez nazvu, 1. pol. 70. let.
Jedna z mnoha variaci
prdce s psacim strojem.
Vladimir Ambroz,
untitled, first half of the
1970s. One of many vari-
ants of works with

a typewriter.

Projects and Performances, which
was organized in 1977 at Hallwalls Gal-
lery in Buffalo, New York by the curator
Charlotta Kotikovd, who was based in
the United States.? He also exhibited
at Correspondence Art Exhibition in
the Aai gallery in Japan, organized
by Vlasta Cihdkova Noshiro in 1979.22
Ambroz’s contacts in the former
Czechoslovakia were not only found
in Brno and the capital. With friends
he visited Bratislava, and through
Dezider Toth he became acquainted
with other artists there. They, in turn,
visited him in Brno. He had already
met the intriguing artist Stano Filko
at the House of the Arts, and his influ-
ence can be seen in some of Ambroz’s
collages. He was also friends with
Jan Budaj. One characteristic aspect
of the unofficial artistic community
was that Ambroz often did not have
a clear understanding of what
many of his friends were doing in their
work, and in many cases he only found
out about it after 1989, when their work
began to be exhibited and published
officially. In the 1970s, Vladimir Ambroz
had already had a sense of the the-
matic diversity of Czech and Slovak

artists. The Slovaks seemed far less
personal but more open to the great
themes of nature and the universe.

In addition to organizing pub-
lic and private performances and
events, in the 1970s Vladimir Ambroz
created a number of small objects or
multiples with a poetic and concep-
tual aesthetic. In boxes, bottles and
jars he enclosed various objects or
parts of texts: on a tin he placed the
word “ART”, a sealed jar labelled with
the word “POEM” was filled with pills
inscribed with individual letters. Similar
objects created more spontaneously
were given as gifts to friends or used
in party games - like in the action To
Allan, when a modified tin of sardines
served as an excuse to celebrate the
founder of “happenings”, Allan Kaprow.
The activities of other Czech perfor-
mance artists, like Vladimir Havlik, for
example, were quite similar in their
approach. Vladimir Ambroz also creat-
ed graphic scores and typographical
compositions developed in the spirit of
the work of Jifi Kolaf and Jifi Valoch.

In 1978, in the last year of his
studies at the Faculty of Architecture,
Vladimir Ambroz made arrangements
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21/ The exhibition
presented Czechoslovak and
Polish performance art and
conceptual photography and
was accompanied by a sixteen-
page catalogue.

22/ The scope of the
exhibition included one hundred
artists from Japan and around
the world, including the works
of Chris Burden, Wolf Vostell,
Christian Boltanski, Stelarc and
ten artists from Czechoslovakia.
Ambroz also tried to make
international contacts in fields
unrelated to contemporary art.
In 1976 while on a school trip to
the Soviet Union, Ambroz got the
addresses of descendants of
Alexander Rodchenko and other
avant-garde artists whom he
then tried to visit in Moscow, but
without any success.

&~

Vladimir Ambroz, objekty
s texty, 2. pol. 70. let.
Vladimir Ambroz, objects
with texts, second half
of the 1970s.



vytvareni grafickgch partitur a ty-
pografick{ch kompozici, rozvijengch
v kolérovsko-valochovském duchu.

V roce 1978, tj. v poslednim ro¢niku
studia na Fakulté architektury, se
Vladimir Ambroz predbézné domlu-
vil se scénografem Jifim Svobodou,
zZe v jeho ateliéru na Vysoké skole
uméleckoprimyslové v Praze na-
stoupi k takzvané dvouleté aspiran-
tufe. Navazal by tak na své zkusenosti
s divadlem, jemuz se chtél nadale
vénovat. Aspirantura véak neby-
la schvalena. Ambroz si nedokézall
predstavit, Ze by se jako architekt
uplatnil ve sféfe zprimysinéného
stavebnictvi. Po ukonceni skoly se
proto orientoval na tvorbu interiérd.
Ziskal praci na brnénském v{stavis-
ti, spolupracoval s Ceskoslovenskou
televizi nebo plsobil jako architekt
a grafick{ designér pro rdzné hudeb-
ni projekty.? V roce 1980 Brnénské
v(stavy a veletrhy neprodlouzily
Ambrozovi pracovni smlouvu, protoze
Gdajné odmitl podepsat spolupraci
se Statni bezpecénosti. Tuto préci vsak
nakonec mohl dal vykonavat jako
zaméstnanec jiné, externi organizace.

mediaman

Stejné jako pro dalsi ¢eskoslo-
venské performery se i pro Vladimira
Ambroze na prelomu sedmdesat(ch
a osmdesat{ch let vycerpaly divody
pokracovat v tomto druhu umélecké
tvorby. Ménily se i okolnosti Ambro-
zova osobniho Zivota. ZaloZil rodinu,
coz mélo vliv na moznost a ochotu
vénovat svij ¢as volnému uméni.
Vedle mimoradn{ch prileZitosti, jakou
byly projekty vychazejici z prostredi
Divadla na provazku, jako napfiklad
instalace Medium is Massage v rdm-
ci akce Divadlo v pohybu lll v roce
1987, se od pocatku osmdesatgch let
vénoval pouze architekture a desig-
nu.?* Zvlasté na poli tvorby plakatd byl
Vladimir Ambroz v osmdesat{ch letech
aktivni, Gspésné se GCastnil Fady
soutéznich prehlidek doma i v zahra-
ni¢l. Jeho ¢innost v této oblasti né-
kdy byla ovlivnéna konceptualnim
uvazovanim.?® Zakdazky z oblasti
uZitého uméni si udrzovaly vysokou
kvalitu a zrcadlily dobové trendy:
Ambrozovy objekty na pomezi volné
tvorby a designu byly v roce 1990
prezentovany v ramci vgstavy Cesty
k postmoderné v Uméleckopriimys-
lovém museu v Praze. Po roce 1989

23/ V roce 1984 napriklad
vytvofil scénografické Fesenit
pro program Mozek brnénské
rockové skupiny Progres 2.

Na multimedialnich projektech
spolupracoval s Michaelem
Kocébem, Zderkem Klukou
nebo Romanem Dragounem.

Je autorem Fady plakatd nebo
oball gramofonov{ch desek.
Casto spolupracoval s grafikem
Borisem Mysliveckem, se
ktergm se znal jiz z dob sv{jch
performanci.

24/ Ambrozovy akti-

vity na poli domaciho i zahra-
niéniho , korespondenéniho®
vystavovani ovSem ustavaly
jen postupné. V roce 1982

v brnénském Klubu mladeze
Kfenova vystavil své nerealizo-
vané projekty, instalace a do-
kumentace. Putovni v{stavy

V éase a Télo v Ceskoslo-
venské fotografii 1900-1986,
jez v roce 1986 v riizngch
galeriich zorganizoval Antonin
Dufek, obsahovaly dila fady
domécich performerl véetné
Vladimira Ambroze. S fotogra-
fiemi akci se Ambroz Géastnil
zahraniénich kolektivnich
prehlidek az do druhé poloviny
osmdesdat{ch let. Viz napfiklad
International ,Experimental
Art“ Exhibition, Club of Young
Artists, Budapest 1985 a dalsi.

25/ Napfiklad jeho
ilustrace v Easopise Opus
Musicum 8/1981 nebo v pub-
likaci Prix Musical de Radio
Brno z roku 1981 maji podobu
grafickgch partitur.

\2

Vladimir Ambroz,
perfordze, pol. 70. let.
Vladimir Ambroz,
perforages, mid-1970s.
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to continue his studies with the set
designer Jifi Svoboda at his studio
at the Academy of Arts, Architecture
and Design in Prague, and he ap-
plied for a two-year postgraduate
fellowship. He wanted to build on his
experience in the theatre, to which
he was devoted. However, he was not
approved for postgraduate studies.
As Ambroz could not imagine apply-
ing his knowledge as an architect

in the area of public construction,
after finishing school he focused on
interior design. He got a job at the
Brno Exhibition Centre, collaborated
with Czechoslovak Television, and
worked as a set and graphic designer
for various music projects.? In 1980,
Ambroz’s work contract was not re-
newed because he allegedly refused
to sign an agreement with State
Security. Eventually he was able to
continue his job, but as an employee
for another external organization.

Like other Czechoslovak perfor-
mance artists, Vladimir Ambroz faced
a crisis in the late 1970s/early 1980s
about whether he should continue to
do this kind of art. Ambroz’s personal
circumstances had also changed. He
had started a family, which had an
impact on his ability and willingness
to devote his free time to art. Apart
from special occasions like the proj-
ects for Theatre on a String, such as
the installation Medium is Massage
at the Theatre in Motion lll event in
1987, by the early 1980s Ambroz was
focusing his energy solely on archi-
tecture and design.?* In the 1980s he
was particularly active in the field of
poster design and successfully par-
ticipated in a number of competitive
shows in and outside Czechoslovakia.

In some cases, his work in this area
was influenced by conceptual think-
ing.2> Ambroz’s work in the field of
applied arts was of a high standard
and reflected contemporary trends. His
objects bordering between fine art and

23/ In 1984, for example,
he created a stage design for
the programe Mozek [Brain] for
the Brno rock band Progres 2. He
worked on multimedia projects
with Michael Kocéb, Zdenék
Kluka and Roman Dragoun.

He made a number of posters
and LP covers. He often worked
with graphic designer Boris
Myslivecek, whom he knew from
the time of his performance activ-
ities.

24/ However, Ambroz’s
activities in both local and
foreign “correspondence”
exhibitions only slowly came to
an end. In 1982, at Youth Club
K¥enovéd in Brno, he exhibited
his unrealized projects, instal-
lations and documentation.
The travelling exhibitions

V &ase [In time] and Télo v Eesko-
slovenské fotografii 1900-1986
[The Body in Czechoslovak
Photography 1900-1986],
organized by Antonin Dufek

in various galleries, included

a number of Czech perfor-
mance artists such as Vladimir
Ambroz. Photographs of
Ambroz’s actions were exhib-
ited at group shows abroad
until the late 1980s. See, for
example, the International
“Experimental Art” Exhibition,
Club of Young Artists, Budapest
1985, and others.

25/ For example his illus-
trations in the magazine Opus
Musicum 8/1981 or in the pub-
lication Prix Musical de Radio
Brno from 1981 take the form of
musical scores.

&~

Vladimir Ambroz,

bez ndzvu, 1. pol. 70. let.
Vladimir Ambroz,
untitled, first half of the
1970s.



se Ambroz k volnému uméni vratil

jako zakladatel Galerie Ambrosiana,
zamérené prevazné na souc¢asnou
fotografii. Jeho hlavni pracovni

ndplni se po roce 1990 stalo vedeni
spolecnosti AMOSDESIGN, speciali-
zujici se na tvorbu interiérd. Ta mimo
jiné vytvorila novou expozici Umélecko-
primyslového muzea v Brné nebo
restaurovala interiéry vily Tugendhat.

DUVODY A OKOLNOSTI CINNOSTI
Vétsina ceskoslovenskgch performert
sedmdesatgch let zdtrazriuje obtize
pri dodateéném zprostredkovani
kontextu své ¢innosti. To, co délali,
nutné nepovazovali za umeént, ale
daleko vice za reakcei na tehdejsi
poméry. Tvorba pro né byla zdsadné
ovlivnéna panujicimi spoleéensk{mi
podminkami. Ambroz patfil ke gene-
raci, kterd na prahu dospivani zazila
prazské jaro, okupaci vojsky Varsavské
smlouvy a pozvolnou likvidaci nadéji
na liberalizaci pomérd. Védomi ne-
svobody prostupovalo jejich mysleni
i uméleckou ¢innost. K tomu je nut-
né pripojit kritické zkoumani podob
moderni civilizace jako takové. Per-
formance jim slouzila jako nastroj

mediaman

vgzkumu sebe sama, ale i reflexe okol-
nitho svéta. Sami své dilo nepovazovali
za politické, ale politické okolnosti jej
podstatné formovaly.? | pro umélce,
jiz se performanci zabgvali na druhé
strané Zelezné opony, bylo dllezité
vzdorovani dominantni kulture
a budovani vliastni kulturni alternativy.
Vymezovali se nejen vici zdbavnimu
primyslu a uméleckému trhu, ale
i dobové politice. | kdyz Zili v rozdilngch
ideologickgch systémech, diivody
k umélecké Cinnosti byly u umél-
cl z vichodu i zdpadu podobné.

| s odstupem nékolika desetileti
je také charakteristickd neochota
Ceskoslovenskgch performert zaradit
svou ¢innost do kontextu tradiéniho
v{tvarného umeéni. Ten byl pro né prilis
svazujici. Na otdzku po motivacich své
tvorby Ambroz ve zminované anketé
pro SPOT v roce 1976 uved!: ,Mam

120 TEPO /min.
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26/ O vztahu &eskoslo-
venského uméni performance
sedmdesatgch let a politiky viz
rozhovory s Petrem Stemberou
a Janem Mléochem v éaso-
pise Vgtvarné uméni 3/1991
nebo napfiklad knihu Tomése
Pospiszyla Asociativni déjepis
uméni, tranzit, Praha 2014.

\2

Vladimir Ambroz,

bez nazvu, kresba,

1. pol. 70. let.
Vladimir Ambroz,
untitled, drawing,
first half of the 1970s.
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design were presented at the exhibi-
tion Ways to Postmodernism at the
Museum of Decorative Arts in Prague
in 1990. After 1989, Ambroz returned
to the fine arts and founded a gallery
called Ambrosiana, focusing mainly
on contemporary photography. After
1990 he established AMOSDESIGN,

a company specializing in interior de-
sign. Among other projects, he designed
new exhibition space for the Museum
of Applied Arts in Brno and restored
the interiors of the Villa Tugendhat.

THE REASONS AND CIRCUM-

STANCES BEHIND THE ACTIVITIES
Most Czechoslovak performance
artists of the 1970s emphasize the
difficulties they faced explaining the
context in which their work was pro-
duced. They did not consider what
they were doing as art per se, but
much more as a reaction against pre-
vailing social conditions that strongly
influenced their creative output. Am-
broz’s generation came of age during
the Prague Spring, the occupation
of Czechoslovakia by Warsaw Pact
troops and the gradual destruction
of any hope for further liberalization.
This atmosphere of oppression perme-

ated both their thinking and artistic
activities. It is necessary to see this

in the context of the critical examina-
tion of forms of modern civilization
overall. Performance served as a tool
for self-examination but also as a re-
flection of the surrounding world. The
performance artists themselves did
not consider their work political, but
the political circumstances had a sig-
nificant impact on it.?® For artists who
were involved with performance on
the other side of the Iron Curtain, in
the West, it was also important to op-
pose the dominant culture and build
cultural alternatives. They not only
defined themselves against the enter-
tainment industry and art market, but
also against the political currents of
the time. Although they lived in differ-
ent ideological systems, the reasons
for doing performance art were similar
for artists from both East and West.
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26/ On the relationship
between Czechoslovak perfor-
mance art in the 1970s and pol-
itics see the interview with Petr
Stembera and Jan Migoch in
the magazine Vjtvarné uméni
[Visual Art] 3/1991, or for exam-
ple the book Asociativni déjepis
uméni [Associative Art History]
by Tomas Pospiszyl, published
by tranzit, Prague 2014.
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Vladimir Ambroz,
partitury, 70. léta.
Vladimir Ambroz,
scores, 1970s.



pocit, Ze tyto realizace jsou potfebné,
a to nejen pro mne. Jsou také nejméné
zatizeny umeéleckgmi aspekty a jsou
ve svém vyjadreni daleko svobodnéjsi
nez soucasné malifstvi a sochafstvi.“?
Vice nez rozvijeni odkazu tradic¢niho
umeéni mu performance slouzila k pro-
blematizovani nebo pfimo smazavani
rozdilu mezi uménim a Zivotem.
PFipomenme si, jok se vnitro-
politicka situace sedmdesatgch let
promitla do fungovani ¢eskoslovenské
kultury jako takové: kulturni Zivot se
délil na oblast oficialni a neoficial-
ni. Neoficialni kulturu, v zavislosti
na momentalnim ideologickém kur-
zu, stat ignoroval, potlacoval nebo
kriminalizoval. Oficidlni kultura byla
fizena pomoci cenzury a autocenzury.
Stat dohlizel na vgmeénu informaci.
Ceskoslovenské casopisy, které
na sklonku Sedesatgch let zacaly
informovat o svétov{ch trendech,
proménily svoji podobu, zbavily se
progresivnich redaktord nebo byly
Gplné zruseny. Neddvno vydavané
knihy se staly vzGcngm zbozim, nepo-
hodIné filmy prestaly bt promitany.
Zemi postihla vina emigrace. Totalitni
rezim nékdy nezavislé kulturni aktivity
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toleroval, ovéem jen do té miry, pokud 27/  HelenaKontova,

z jeho pohledu neprekrocily hrani- Sx’grcgep::k‘;?:°1°:;$j:

ci ideologické vzpoury. Ze stejngch archiv.

ddvodi preventivné omezoval nebo

primo znemoznoval jinak bézné kul-

turni vztahy, monitoroval a omezoval

komunikaci se svétovgm uménim.

Narusoval také kontinuitu s vliastni

minulosti, tj. s predvaleénou kulturou

a s tvaréimi vjdobytky Sedesatgch let.
Ceskoslovenska politicka

a spolecenskd liberalizace druhé

poloviny Sedesatgch let spadala

zhruba do stejného obdobi, kdy

se ve svéteé radikalné proménilo

i vtvarné uméni. Tehdy se rozvoliu-

je a méni definice uméleckého

dila, velkgmi zménami prochazeji

i umélecké instituce a role umélce

ve spoleénosti. Tyto transformace

ceskoslovenskda umélecka komunita

vnimala jen zprostredkované, vétsinou

vSak neméla pfilezitost je na viast-

ni kdZi poznat. Souéasné uméni

v podobé, jak se na konci Sedesatgch

let celosvétove ustavilo - tvorba

ovlivnénd dematerializaci uméleckého

dila, performanci a konceptudlnim

myslenim, soucasné tvorba motivo-

vand potrebou spolecenskch zmén -,

<«
_I_ Posledni pozdrav Pavla
Biichlera pred emigraci
do Velké Britanie.
f

Farewell from Pavel
Biichler before he
emigrated to the United

1Ll

Even after several decades
Czechoslovak performance artists
are typically unwilling to place their
activities in the context of traditional
fine arts. The traditional art context
was too confining for them. When
questioned about the motivations
for his work in the survey for SPOT in
1976 mentioned above, Ambroz said:
“I have a feeling that these realizo-
tions are necessary, and not just for
me. They are also the least burdened
by artistic aspects and their creative
output is much freer than contempo-
rary painting and sculpture.”® Rather
than developing the message of the
traditional arts, he used performance
as a way to question or even reject
the difference between art and life.

It is important to recall the way
the political situation of the 1970s was
reflected in the functioning of Czecho-
slovak culture: cultural life was divided
into two areas, official and unofficial.
Unofficial culture, depending on cur-
rent ideological leanings, was either
ignored, oppressed or criminalized by
the state. Official culture was con-
trolled through the use of censorship
or self-censorship. The state oversaw

the exchange of information. Czecho- 27/ Helena Kontova,
slovak magazines that had begun 2:‘S::;°’::::;:?;h:sr:xf:
to report on global trends in the late archive.
1960s were redesigned, got rid of

progressive editors or were completely
abolished. Recently-published books

became rare goods and problematic

films were no longer screened. These

changes led to a wave of emigration
throughout the country. Under the to-
talitarian regime, independent cultural
activities were occasionally tolerated,

but only as long as they did not go

beyond the borders of ideological re-

volt. For the same reasons, the regime
preemptively restricted or directly

forbade otherwise common cultural
relationships, both monitoring and

restricting awareness and cross-com-
munication with the art world abroad.

The regime also broke any conti-

nuity with its own past, this being

the prewar culture and the creative
achievements of the 1960s. Political

and social liberalization in Czecho-

slovakia in the late 1960s roughly

coincided with the period of radical
transformation in the arts globally. At

the time, the definition of art became

freer and more flexible, and art in-

&~

U&astnici akce Neoliticka
malba, pole u Domasova,
1974,

Participants in the action
Neolithic Painting, field
near Domasov, 1974.



v Ceskoslovensku sedmdesat{ch let
témér neexistovalo. Zatimco v kul-
turnich centrech zépadni Evropy,
Spojench statd nebo Latinské Ame-
riky se performance a konceptudlni
umeéni postupné stavaly predmétem
galerijnich a muzejnich vstav, aka-
demického badani a uméleckého
trhu, v Cechdch se jednalo o hnuti
pro zasvécené, fungujici vné stava-
jicich uméleckgch komunit a instituci.
Tvlrci Eeskoslovenského umént per-
formance navic typicky nepochazeli
z kontextu klasické vgtvarné tvorby,
ale v&t&inou z obort pribuzngch. Slo
o samouky, historiky umént, divadel-
niky, literaty, nonkonformni mléadez
a aktivisty nebo - jako v pripadé
Vladimira Ambroze - o architekty.
Prinik performance do svéta lokdIniho
oficialniho i neoficialniho vgtvarného
uméni byl zpoéatku zanedbatelng.

Na tomto mijeni se silné podilel
stav éeskoslovenskgch vgtvarngch in-
stituci. Normalizovand muzea a galerie
se v oblasti sou¢asného uméni musela
vyporadat s nucengm regresem kamsi
ke krotkému modernismu nebo primo
k modifikovanému, ale jinak vyprazd-
nénému socialistickému realismu.

mediaman

Progresivnéjsi sou¢asné umeéni exis-
tovalo bez instituciondalni baze, bez
galerii, bez $kol, bez uméleckého trhu,
bez Sirsiho teoretického a kritického
zGzemi. Umélci tvorili sami pro sebe
nebo v rdmci spratelengch komunit.?
Izolace pfitom vétSinou neznamena-
la uvédoméle zasadov( postoj, ale
vyplynula z okolnosti. V sedmdesatgch
i osmdesatch letech napfriklad na-
jdeme nékolik pokusl prezentovat
prace z okruhu Eeskoslovensk{ch
performerl v legdinim nebo pololegdl-
nim kontextu oficialni eskoslovenské
kultury. Vedle spise okrajovgch
v{stav zminéného Miloslava Sonny
Halase Ize jmenovat rozsahl{ projekt
Strom, kter(j v roce 1978 pro Dim
umeéni mésta Brna usporadal Jaro-
slav Andél a Antonin Dufek. V{stava

a doprovodn{ katalog konfrontovaly
uZiti motivu stromu v dile éeskgch
fotografickch klasikd oz k pracim
Petra Stembery, Jana Steklika nebo
Vladimira Ambroze. Podobn{ charak-

ter mély i Dufkem koncipované putovni

prehlidky Télo v ceskoslovenské fo-

tografii 1900-1986 a V case, obé z roku

1986. Mezi vystavengmi autory opét
nalezneme Ceskoslovenské performery
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28/ Je nutné poznamenat,
e &ast Eeskoslovenskgch umélcd
a teoretik nékteré tyto okolnos-
ti vnimala pozitivné. Citili se
osvobozeni od tlaku uméleckého
trhu nebo velkgch uméleckgch
instituct. OvSem v situaci, kdy
neméli redinou volbu tyto pod-
minky ovlivnit, Ize podobn(
pfistup vnimat jako zplsob, jak

se s dangmi omezenimi vyrovnat.

Podobna situace vladla i v dalsich
vgchodoevropskgch zemich. Viz
Zdenka Badovinac, Body and the
East, Moderna galerija Ljubljana,
Ljubljana 1999, s. 15.

&~

Antonin Dufek, Vladimir
Ambroz a J. H. Kocman,
vernisdz v{stavy V Case,
1986.

Antonin Dufek, Vladimir
Ambroz and J. H. Kocman,
opening of the exhibition
In Time, 1986.

stitutions and the role of the artist in
society underwent great changes as
well. The Czechoslovak art community
only knew of these changes indirectly
and rarely had any opportunity to
experience them firsthand. The form
contemporary art took globally in the
late 1960s - the dematerialization of
the art work, the rise of performance
and conceptual thinking, and the
parallel development of art motivated
by the need for social change - barely
existed in Czechoslovakia in the 1970s.
While performance and conceptual
art in the cultural centres of Western
Europe, the United States and Latin
America gradually became the subject
of scholarly research and gallery and
museum exhibitions and was included
in the art market, in Czechoslovakia

it remained a movement for insiders,
functioning outside of contemporary
art communities and institutions. Fur-
thermore, Czechoslovak performance
artists did not typically arise within
the context of the traditional arts but
mostly from related fields. They were
self-taught artists, art historians, the-
atre people, writers, non-conformist
youth and activists or - as in the case

of Vladimir Ambroz - architects. The
inclusion of performance art in the
world of both local official and unof-
ficial fine art was negligible at first.
This exclusion was strongly influ-
enced by the contemporary state of
Czechoslovak art institutions. In the
field of contemporary art, “normal-
ized” museums and galleries had to
accept a forced regression to sumb-
missive modernism or directly to
Socialist Realism that was modified,
but devoid of any meaning. More
progressive approaches to contem-
porary art existed with no institutional
support, no galleries, schools or art
market, no wider theoretical or criti-
cal discourse. The artists worked for
themselves or within kindred commu-
nities. This isolation did not represent
a conscious and highly-principled
position, but was rather the result of
social circumstances.?® For example,
in the 1970s and 1980s one can find
several attempts to present works
from Czechoslovak performance
artists within the legal or semi-legal
context of official Czechoslovak cul-
ture. Apart from the rather marginal
exhibitions organized by Miloslav

28/ It is necessary

to mention that there were
Czechoslovak artists and
theorists who considered some
aspects of these circumstanc-
es as positive. They felt free
from the pressure associated
with the art market or large
art institutions. In situations
where they had no real way

to influence these conditions,
such an attitude can be under-
stood as a strategy for dealing
with these constraints. Similar
situations prevailed in other
Eastern European countries.
See Zdenka Badovianc, Body
and the East, Moderna galerija
Ljubljana, Ljubljana 1999, p. 15.

&~

Petr Nedoma na akci
Vladimira Ambroze
Electric Café, realizované
v rdmci festivalu Divadlo
v pohybu v Divadle

na provazku, Brno, 1983.
Petr Nedoma at Vladimir
Ambroz’s action Electric
Café, carried out during
the festival Theatre

in Motion at the Theatre
on a String, Brno, 1983.



vcéetné Vladimira Ambroze. Tyto ojedi-
nélé, tematicky zamérené v{stavy
vSak samozrejmé nemohly nahradit
plnohodnotné verejné vystavovani.

Ke specifikdm brnénského pro-
stredi patfila mistni institucionali-
zace soucasného umeéni, kterd byla
na jingch mistech jen obtizné mys-
litelnd: Moravskéa galerie v Brné méla
fotografickou sbirku, do niz se darilo
nakupovat &i jinak ziskavat dila nejen
souéasn{ch fotografl bez ohledu
na jejich ideologické postaveni, ale
dokonce i umélci, jiz se zabgvali
performanci. Zejména zasluhou za-
kladatele sbirky Antonina Dufka, jehoz
koncepce zahrnovala celé spektrum
projevi fotografického média, se
tak dokumentace performanci stala
soucasti oficialni muzejni sbirky. Tento
v sedmdesat{ch letech neobvyklg
pristup byl tolerovan vedenim galerie.
Fotografie v této dobé patfila mezi
tzv. uZitd uméni, kde se ideologicky
tlak neprojevoval tak silné jako u uméni
volného. Vedle sbirky fotografie mohl
Antonin Dufek nékterd kontroverzni
dila ziskat do archivu, jehoz akvizice
se nepromitaly do pozorné kontrolo-
vaného akviziéniho rozpocétu, ale byly
hrazeny z provoznich nakladt.?’

mediaman

Cast umélct byla s nepfiznivou
pozici souasného uméni v Ceskoslo-
vensku smifena. Nékteri se pokouseli
o pranik do oficidlnitho uméleckého
kontextu, jini se orientovali na zahra-
nici, fada se pokousela organizovat
domaci poloilegdlni nebo ilegalni
aktivity mezi prateli. Vladimir Ambroz
v roce 1981 inicioval projekt Minimal
museum, komunitni sbirku tvared
stojicich mimo oficialni uméni. Am-
broz oslovil Fadu svgch pratel, aby
mu zaslali uméleck artefakt, kterg

29/ K zakladani sbirky fo-

tografie vice viz Antonin Dufek,
V plném spektru, KANT, Praha
2011. Fotografie Vladimira
Ambroze se v8ak soucasti
sbirky Moravské galerie nesta-
ly, prestoze se Dufek fady jeho
performanci Géastnil.

Vgzva k GEasti
v Minimal museu, 1981.
Call for participation in

the Minimal Museum, 1981.

minimal museum

LR R R R N Ty

- minimum =~

védZeny priteli/kynd/,

celd léta uZ je v obdhu Fada kolektdwvnich akel dokumentujicich
&innost zilastnénych rdznymi sborniky,katalogy,plakéty apod.
vid..y oviem/pokud je mi zndmo/5lo o mezindrodni iidast,

cht&l bych se v rédmei moZnosti pokusit shromdZdit kelekei,
jeZ by m&la pouze &eskoslovenskou idast.rdd bych aby se vyzvay
ni zdéastnili n&&im co by dokumentovale jejich tviréi &inmost
v soudasné dob8,8ili prispéwkem miZe byt cokoliv-od fotodoku=
mentace,textu,knihy,zvukového zdznamu aZ po objekt.
mohl bych uréitou €dst minima naplnit"fosiliemi" jeZ mém,ale
jsou to pouze néhodné tUtrZky,které jsem ndhodou ziskal.rdd bych
aby kaZdy autor tedy v&dél pro jaky el zasild svij pFispdvek.

pro tyto dcely byl vyroben zasklenny rastr s 64 boxy.
kaZdy z boxi mé priiez 9x9 em a hloubku 14 cm.kaZdém autorovi
Je vyclen&n jeden box,v pravém hornim rohu bude umist@n Stitek
se jménem autora.barva vnitinich sténa,pozadi rastru je v bilé
barvé,rastr bude zavéSen na sténd,

po kompletmim zaplnéni celého rdmu se pokusim o"zvystaveéni"
této =zdleZitosti,v kaZdém p¥ipadd zveFejnim stav k datu uzd-
vérky.boxy budou zplﬁov‘é:ny p¥ispdvky v pe¥adi v jakém budou dow.
rudeny,

datum uzdvérky je 31, kvétna 1981

timto listem t& vyzjvdm k ddasti na této akeli jeZ by méla
Vv podstaté shromdZdit minimdlni idaje o soudasné"tvorbd",

prispévky zasilejte na adresu: vliadimir ambroz
boZet &chova 101

612 00 brno
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Sonny Halas, there was an extensive
project entitled Tree organized by
Jaroslav Andél and Antonin Dufek in
1978 for the House of the Arts in Brno.
The exhibition and accompanying
catalogue focused on the motif of
the tree in traditional Czech photo-
graphy as well as in the contemporary
works of Petr étemberq, Jan Steklik
and Vladimir Ambroz. The travelling
exhibitions The Body in Czechoslo-
vak Photography 1900-1986 and In
Time, both curated by Dufek in 1986,
were similar in character. Among the
artists presented were Czechoslo-
vak performance artists, including
Vladimir Ambroz. However, these
individual, thematically-focused
exhibitions could not take the place
of a full-fledged public display.

An important aspect of the envi-
ronment in Brno was the existence of
another local institution of contem-
porary art, which would be hard to
imagine anywhere else: the Moravian
Gallery in Brno had a collection of
photography, including the work of
contemporary photographers that the
curators managed to purchase or ob-
tain with no regard to their ideological

status, and this included performance
artists. It was primarily due to the
efforts of Antonin Dufek - the found-
er of the collection, whose concept
included a wide range of demonstra-
tions of photographic media - that the
documentation of performance art
became part of the official museum
collection. At the time photography
was included among the applied arts,
where ideological pressure was not
as strong as in painting or sculpture.
In addition to the photography collec-
tion, Antonin Dufek was also able to
purchase several controversial works
for the archive. These acquisitions
were not listed in the carefully-con-
trolled acquisition budget, but were
masked as operating costs.?

A number of artists resigned them-
selves to the unfavorable situation in
contemporary art in Czechoslovakia.
Some tried to penetrate into the cir-
cles of official art, others turned their
attention abroad, and many tried to
organize locally with semi-legal or
illegal activities among friends. In 1981
Vladimir Ambroz initiated the Minimall
Museum project, a community collec-
tion from artists outside the official

KONFRONTACE 20

2/ adamus & ambroz & andél

bartod & buchler& halas &chatrny
filko&kovanda &kratochvilova
miler& richtr & novak& palla&téth
sedlacek & steklik &Stembera
valoch &wojnar

29/ For more on the es-
tablishment of the photograph
collection see Antonin Dufek,
Full Spectrum: Fifty Years

of Collecting Photography,
KANT, Prague 2013. However,
Vladimir Ambroz’s photographs
were not incorporated into

the collection of the Moravian
Gallery in Brno, although
Dufek attended many of his
performances.

2

Pozvanka k nerealizované
v{stavé Konfrontace 20,
1978.

Invitation for the
unrealized exhibition
Confrontation 20, 1978.

—
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by bylo mozné vystavit v ramci ra-
stru v{stavnich boxu o velikosti

9 x 9 centimetrl. Vgsledek mél

bgt vystaven za Gcelem vzdjemné
umélecké konfrontace. Ambroz

v pravodnim dopise zddraznoval, Ze
projekt je motivovan absenci pre-
zentaénich moznosti progresivniho
v{tvarného uméni. Nakonec neu-

skutec¢néng mailartovy princip Minimal

musea nebyl ve své dobé ojedinély,
o tfi roky pozdéji se ho napfriklad
podafilo realizovat v pfibuzném
Minisalonu Josky Skalnika.

Pres vSechna Gredni omezeni se
tak jednim z nejpristupnéjSich pros-
tord, kde mohli eskoslovensti umélci
performance zverejnovat sva dila,
stalo zahranici. Nejcastéji se tak délo
formou publikace v mezinarodnich
casopisech nebo prostfednictvim
Gcasti na vgstavach, kam svou do-
kumentaci zasilali postou. Nepfiznivé
situaci vysla vstric zména charakteru
uméni a s ni souvisejici zpUsoby jeho
distribuce. V sedmdesat{ch letech
se po celém svété formovaly rdzné
mailartové komunity a umélecké
casopisy casto fungovaly jako zdroj
kontaktnich informaci. Pro Ambroziv

mediaman

vstup na Sirst umélecké pole se stalo
klicové uverejnéni jeho Weekendu
ve Flash Artu. Zde se o ném doz-
védély kuratorky Charlotta Kotikovéa
a Vlasta Cihdkova Noshiro, které jej
pak zaradily do svch vgstavnich
projektd ve Spojengch statech, res-
pektive v Japonsku. Ani jednu z nich
Ambroz osobné& neznal (a dodnes
neznd), vesker{ kontakt probihal
pouze korespondencni formou, kterd
vSak méla svd omezeni, a to zejména
finanéni a rozmérova. Ambroz si mohl
dovolit zasilat materialy maximainé
do formatu Al. K zabavovani &i ztraté
zGsilek dochdzelo jen vgjimecné.®°
K dobovému vztahu k zaslané foto-
dokumentaci ovéem patfilo, Ze se
tyto materidly neposilaly zpét, ale
zUstévaly u poradatell akce.®

Dalsim forem pro verejnd vystou-
peni se staly obcasné cesty samot-
ngch umélcl do Polska, Madarska, &i
dokonce za Zeleznou oponu, kde mohli
své performance Zivé provést. Situace
v jednotlivgch socialistickjch statech
se liSila a hranice povoleného v nich

byly nastaveny rdzné. Vladimir Ambroz

u prilezitosti vstavy Miejsca i chwile
v galerii Foto Medium Art v roce 1979

Fotografie z instalace v{stavy Media Practice
organizované Vlastou Cihakovou Noshiro v Ai
Gallery, Tokio, Japonsko, 1977.

Photo from the installation of the exhibition
Media Practice organized by Vlasta Cihdkova
Noshiro in Ai Gallery, Tokyo, Japan, 1977.
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30/ Navézani stykd

se zahraniéim nelimitoval jen
dozor statniho apardtu nebo
naklady na postovni komuni-
kaci. Podepisovala se na

ném i situace ideologicky
rozdéleného svéta, kterd

vedla k dnes pfekvapujicim
prekazkam. Kdyz se napfiklad
Vladimir Ambroz v roce 1975
rozhodl poslat svou doku-
mentaci do ¢asopisu Flash
Art, potfeboval nékoho, kdo
by mu preloZil doprovodny
dopis. Za timto G¢elem oslovil
anglicky mluvici zahraniéni
studentku, pobgvajici toho ¢a-
su v Brné. Ta Z&dost o preklad
odmitla s od@vodné&nim, Ze

se jako budovatelka komunis-
mu a studentka socialistické
Skoly nebude podilet na ideo-
logickeé diverzi. Ambrozovi

v rozhoféeném dopise do-
porudila, aby se misto kapi-
talistickgch Easopist pokusil
realizovat v rémci socialistické
kultury, a to uménim, které
bude ctit jejiho ducha.

31/ Tak tomu ostatné
nékdy bylo u i akei domécich.
Vladimir Ambroz a jeho
pratelé napfiklad chtéli rea-
govat na kampari ohledné
tzv. disidentského biendle

v Benatkach, vgstavy neofi-
cidlntho uméni vjchodniho
bloku v roce 1977. Svéa dila,
jez pavodné chtéli v bfeznu
1978 vystavit ve Student klubu
na v{stavé Konfrontace 20,
nakonec na jedno odpoledne
nainstalovali v hostinci v Brné-
~Zidenicich, kter§ se pfihod-
né jmenoval Na Benatkach.
Na konci odpoledne Ambroz
vstavu uklidil do desek

a odnesl dom. Ty se u néj,
véetné jejich obsahu, dodnes
dochovaly.

-
Fotografie z instalace
v(stavy Miejsca i chwile,
Wroctaw, Polsko, 1979.

Photo from the installation of
the exhibition Miejsca i chwile,

Wroctaw, Poland, 1979.

art context. Ambroz wrote many of
his friends and asked them to send
him an artefact which could be exhib-
ited within a grid of exhibition boxes
measuring 9 x 9 centimeters in size.
The resulting exhibition was meant
to promote mutual artistic dialogue.
In the accompanying letter, Ambroz
stressed that the project was moti-
vated by the lack of possibilities to
exhibit progressive fine art. Although
the mail art exhibition of the Minimal
Museum did not take place in the end,
the principle behind it was not unique
at the time. For example, three years
later Joska Skalnik managed to realize
a similar project entitled Minisalon.
Despite all the official restrictions,
one of the most accessible areas
where Czechoslovak performance art-
ists could make their work known was
abroad. Most commonly this took the
form of publications in international
magazines or presentations at exhibi-
tions where the artists sent their work
by post. Changes in the nature of art
and the way it was distributed made
this possible despite the unfavourable
situation behind the Iron Curtain. In
the 1970s various mail art communi-

ties sprung up around the world and
art magazines often functioned as
a source of contact information. The
publication of Ambroz’s Weekend in
Flash Art opened the door for his entry
to the wider art scene. Curators Char-
lotta Kotikové and Viasta Cihdkové
Noshiro learned about him and includ-
ed him in their exhibition projects in
the United States and Japan. Ambroz
did not know either of them personally
(nor does he to this day); their contact
was by correspondence only, which
did have its limitations, unfortunately,
both financially and in terms of scale.
Ambroz could only afford to send
materials that were Al size or smaller.
These shipments were rarely seized
or lost.®° However, one aspect of this
arrangement was that these mate-
rials were not returned, but stayed
with the organizers of the event.®
Another forum for public perfor-
mances was found in infrequent trips
to Poland, Hungary, or even outside
the Iron Curtain, where the artists
could perform live. The situation in
each socialist state varied and the
rules outlining what was allowed were
set differently. On the occasion of
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30/ Establishing interna-
tional relations was not only
limited by state surveillance
or the cost of communicating
by post. It was also affected
by global ideological divisions,
which, when seen from today’s
perspective, led to unexpected
obstacles. When, for exam-
ple, Vladimir Ambroz decided
to send his documentation to
Flash Artin 1975, he needed
someone to translate the cover
letter for him. He turned to an
English-speaking foreign stu-
dent who was living in Brno at
the time. She refused to do the
translation, explaining that as
a builder of communism and

a student of a socialist school,
she was not going to partici-
pate in ideological subversion.
In her bitter response, she rec-
ommended that Ambroz try to
establish himself within social-
ist culture instead of turning to
capitalist magazines, and to
do so through art which would
honour the spirit of socialism.

31/ After all, this was
sometimes the case for local
actions as well. For exam-

ple, Vladimir Ambroz and his
friends wanted to respond

to the campaign about the
“dissident” Biennial in Venice,
an exhibition of non-official
art from the Eastern Bloc
countries in 1977. They installed
their works, which they had
originally wanted to show at
the Confrontation 20 exhibition
at the Student Club in March
1978, for just one afternoon in
a pub in Brno-Zidenice called
Na Benétkéch [In Venice].

At the end of the afternoon
Ambroz put the exhibition
away in a portfolio and took
it home. The portfolio and its
contents have been in his pos-
session ever since.



navstivil Wroctaw, kde ho Sokovala ne-

jen skutecnost, s jakou samozrejmosti
je jeho dilo ve ,sprateleném® lidove
demokratickém Polsku oficialné
vystavovdano, ale i existence pro-
fesiondlnich tiskovgch materiald.

V rémci vernisaze této v{stavy
proved| otevrené politickou perfor-
manci Déjiny Polska Petr Stembera,
jez byla dokonce odvysilana pol-
skou televizi.®? V roce 1978 Stembera
podnikl cestu do Spojengch statd,
kde se setkal s umélci, s nimiz si lé-

ta dopisoval - Ci se s nimi kratce
vidél pfi jejich navstévach Prahy -,

a proved| nékolik performanci.
Soucasné se stal ocitgm svédkem, jak
snadno se mlzZe performance aka-
demizovat a komercionalizovat.3?

Obcasné v{lety za hranice, jejichz
uskuteénéni zaviselo na libovali Grada,

nebo korespondenéni uméleckou
kariéru samozrejmé nebylo moiné
povazovat za plnohodnotng vztah

T->
Jaroslav Andél v ateliéru na ulici Jana Uhra,
Brno, konec 70. let. Foto: Vladimir Ambroz.

Jaroslav Andél in the studio on Jan Uher Street,
Brno, late 1970s. Photo: Vladimir Ambroz.
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s publikem. Zasilani dokumentace
na zahraniéni v{stavy se samo
o sobé stavalo ¢im dal vic problema-
tickgm. Cesti umélci byli viazovani
do kontextu institucionalizovaného
umeéni a uvédomovali si, jak ztraceji
kontrolu nad zpUsobem prezentace
i interpretace vlastniho dila.
PovaZovat ceské uméni
performance sedmdesat{ch let
za izolovan{ a od $irsiho kontextu
odtrzen{ fenomén by vsak presto
nebylo presné. | pres dobové potize
existovala zakladni informovanost
o déni v zahranidi, v jehoz ramci se
rozvinuly lokdalni i mezindrodni komu-
nikacni sité, jez se vedle pratelskgch
vazeb staly i mistem teoretické re-
flexe souéasného uméni nebo jejiho
zprostredkovavani ze zahranici. Petr
Stembera udrzoval vztahy s Chrisem
Burdenem, Tomem Marionim &i Terry
Foxem. Soucasné prekladal a roz-
mnoZzoval riiznorodé teoretické texty.
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32/ Petr Stembera
tvrzeni o GmysIné uzavienos-
ti, i dokonce jakémsi spikle-
nectvi prazskgch performerd
oponuje, Ze jeho performance
v Polsku vidély stovky lidi. Uzkg
okruh divaké v Ceskoslovensku
nebyl jeho volbou, ale v{sled-
kem okolnosti.

33/ DileZitost této
zkuSenosti v Case rostla.
Pfikladem mize bt neda-
tovany dopis Vladimiru
Ambrozovi z po¢atku osm-
desatgch let, ve kterém Petr
Stembera poukazuje na akei
Roberta Cypricha, v niz autor
sdm sebe prodéaval. Podobné
dilo v8ak podle pisatele

v prostredi, kde neexistuje

trh se souc¢asngm uménim,
nedévé smysl. Stembera dale
Ambrozovi doporuduje, aby
prestal Cist Casopis Flash Art,
kter{ se podle néj v souéas-
nosti orientuje pouze na médni,
triné atraktivni formy umént.
»J& sém uz neposilal nikomu
nic miniméalné 1,5 - 2 roky,
takZe jsem taky nikde nevysel.
Tu a tam si Fikém totéz co

Ty - Ze véci nepublikované
nespliuji tak Gplné svdj Géel.
Ale na druhé strané: Elovék (&i
to dobré dilo) je tak uSetfen
(nevyjde-li n&kde) nevyhnutel-
né dezinterpretaci, zplsobené
prenosem z disparatniho
kontextu do disparatniho kon-
textu.“ Dopis Petra Stembery,
archiv Vladimira Ambroze.

AMBROZ ANDEL BUDA] CHATRNY CYPRICH HALAS HAVRILLA HLADIK HOUDER +
MILER MLCOCH NOVAK + RESL PADRTOVA PEKAR RICHTR SIKORA STEMBERA

the exhibition Miejsca i chwile at the
gallery Foto Medium Art in 1979 Vladi-
mir Ambroz went to Wroctaw, where
he was shocked to discover not only
how easily his work was accepted in
an official exhibition in the “allied”
people’s democratic Poland, but also
by the existence of professional print-
ed materials. At the opening of this
exhibition, Petr Stembera performed

the openly-political action The History

of Poland, which was even broad-
cast on Polish TV.3? In 1978 Stembera
travelled to the United States where
he met artists he had been corre-
sponding with for years - or whom he
had met briefly during their visits to

Prague - and did several performanc-

es. At the same time he witnessed the
way performance art could easily be-
come academic or commercialized.®®

Of course occasional trips abroad,

which depended on the goodwill of
the authorities, or having a career
in mail art could not be considered
a well-developed relationship with
the public. Sending documentation
to exhibitions abroad also began to
be more and more problematic. The
Czech artists were included in the

context of institutionalized art and
became aware that they were losing
control of the way their own work was
being presented and interpreted.
However, it would not be completely
true to consider Czech performance
art in the 1970s as a phenomenon
isolated from the broader context.
Despite the hardships of the time, the
artists knew basic information about
activities abroad through which lo-
cal and international communication
networks developed, which, in addi-
tion to fostering friendly relationships,
also became an area for theoretical
reflections on contemporary art and
communications from abroad. Petr
Stembera made contact with Chris
Burden, Tom Marioni and Terry Fox.
At the same time he translated and
made multiple copies of various theo-
retical texts. Petr Rezek also ran his
own large-scale samizdat edition. In
Brno, Jifi Valoch and J. H. Kocman
maintained a rich correspondence with
important representatives of the global
art scene. Paradoxically, it was only af-
ter the artistic activities of most Czech
performance artists had ceased that
the publishing efforts of the Jazz

LACHMAN KERN KOLLER KOVANDA KRATOCHVILOVA LANGER
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32/ Petr Stembera
responds to the argument
about intentional isolation

or even a kind of conspiracy
amongst the Prague perfor-
mance artists by pointing out
that in Poland hundreds of
people saw his performanc-
es. The smaller audience in
Czechoslovakia was not his
choice but the result of circum-
stances.

33/ The importance of
this experience grew over the
years. One example can be
found in an undated letter

to Vladimir Ambroz from the
early 1980s in which Stembera
refers to an action by Robert
Cyprich, where Cyprich was
selling himself. Stembera

felt that in a society with no
art market, such work did

not make sense. Stembera
then advises Ambroz to stop
reading the magazine Flash
Art, which, in his opinion, was
only focused on fashionable
and marketable forms of

art. “I myself have not sent
anything to anyone for at
least 1.6 - 2 years, so | have
not been published anywhere.
Every now and then | say the
same as you do - that things
that go unpublished do not
exactly fulfil their purpose.
But on the other hand: a man
(or a good art work] is spared
(if he stays unpublished)
unavoidable misinterpretation
caused by the transition

from one disparate context
to another.” Letter from Petr
étemberq, archive of Vladimir
Ambroz.

Pozvanka vgstavy Miejsca i chwile

s obtiZemi.

at that time.

ve Wroctawi z roku 1979. Vgstavy se
G&astnili umélci, ktefi se ve stejné dobé
v Ceskoslovensku prezentovali jen

Invitation for the exhibition Miejsca

i chwile in Wroctaw from 1979. The exhi-
bition presented artists who had difficul-
ties exhibiting in Czechoslovakia



Vlastni rozsdhlou samizdatovou edici
provozoval i Petr Rezek. V brnénském
prostredi Jifi Valoch a J. H. Kocman
vedli bohatou korespondenci s v{j-
znamn{mi predstaviteli svétového
umeéni. Paradoxné az po ukonceni
aktivni umélecké Cinnosti vétsiny
ceskgch performerd vreholily pub-
likaéni snahy Jazzové sekce, kde
vysly samostatné sesitové publikace
o Karlu Milerovi a Petru Stemberovi.®*
V roce 1981 Jazzova sekce také vydala
soubor eseji Petra Rezka s ndzvem
Télo, véc a skutecnost, v némz se
mimo jiné zabgva i performanci.
Predstavu o spektru mezi pra-
teli kolujicich, v nékolika kopiich
§ifench textd mGzeme ziskat ze
dvou svazangch sbornikd z ar-
chivu Vladimira Ambroze. Oba byly
zkompletovany z textd vybirangch
a prekladangch Petrem Stemberou
zhruba v letech 1980-1982 a obsa-
huji pozoruhodnou smésici vétsinou
prekladov{ch stati. Vedle textl
o uméni, nejcastéji o historii a souca-
snosti performance, zde prevazuji
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eseje z oblasti teorie vizualni komu-
nikace a informacnich technologii.
Nechybi ani sociologicky orientované
pohledy na uméni nebo Gvahy o plso-
beni médii na moderni spolecnost.
Stembera se o roli médii siln& zajimal,
podle jeho ndzoru ve spolecnosti
pusobila jako kyselina.%®

Vedle americk{ch autord, jako
kritika Gregory Battcocka nebo pred-
staviteld mail artu Ulisese Carridna
a Jerryho Drevy, se ve vgbéru v{razné
objevuji francouzsti autofi Alain Jouf-
froy, Claude Roy, Hervé Fischer nebo
Jean Thibaudeau s eseji o fotografii,
médiich a nastupu nov{ch zobrazo-
vaci technik. Vedle textt a rozhovor(
se souc¢asngmi umélci Chrisem Bur-
denem, Paulem McCarthym nebo se
skupinou Ant Farm ve sbornicich na-
jdeme pojedndni o hudebnim skla-
dateli Ericu Satiem nebo Farmé zvirat
George Orwella. Je zde mezigene-
racné kritickg text Milana Knizaka
Performance jako v{voj i jako dege-
nerace z roku 1980, s vysvétlujici
pozndmkou Petra étemberg, ale

34/ Situace &. 2, duben
1979 (Karel Miler), Situace &. 12,
1981 (Petr Stembera).

35/ Viz text bez ndzvu
Karla Srpa, in: Karel Miler,
Petr .§tembem, Jan Mléoch:
1970-1980, Galerie hlavniho
mésta Prahy, Praha 1997, s. 8.
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Marian Palla fotografuje
ndvstévniky svého ate-
liéru, v tomto pripadé J. H.
Kocmana, 2. pol. 70. let.
Foto: Marie Kratochvilova.
Marian Palla takes
pictures of the visitors

to his studio, in this case
J. H. Kocman, second

half of the 1970s.

Photo: Marie Kratochvilova.

Section peaked, leading to the pub-
lication of two separate texts about
Karel Miler and Petr Stembera.®* In
1981 the Jazz Section also published
a collection of essays by Petr Rezek
called Télo, véc a skuteénost [A Body,
a Thing and Reality] which deals with
performance art as well as other
subjects.

Two bound volumes in Vladimir
Ambroz’s archive provide some idea
about the range of copied texts cir-
culating among the group of friends.
They were compiled from texts cho-
sen and translated by Petr Stembera
approximately between 1980 and
1982 and contain a remarkable range
of articles. In addition to texts about
art they mostly deal with the history
and present of performance art, with
a number of essays on the theory of
visual communication and information
technology. There are also sociologi-
cal views of art and essays about the
influence of media on modern society.
Stembera was strongly interested
in the role of media; in his opinion,
media acts like an acid in society.3®

In addition to American authors
such as critic Gregory Battcock or

mail artists Ulises Carrién and Jerry
Drevo, French authors such as Alain
Jouffroy, Claude Roy, Hervé Fischer
and Jean Thibaudeau appear quite
widely in the selected texts with
essays about photography, media
and the advent of new imaging
technologies. Together with texts and
interviews with contemporary artists
Chris Burden, Paul McCarthy and
the group Ant Farm, the two volumes

contain a treatise about the composer

Eric Satie or Animal Farm by George
Orwell. There is an inter-generational
critical text by Milan Knizak entitled
Performance jako vgvoj i jako dege-
nerace [Performance as Both a Deve-
lopment and Degeneration] from
1980 with an explanatory note by
Petr Stembera, theatre plays by
Eugéne lonesco and Samuel Beckett
and even a sewn-in letter from Petr
Rezek. The sources of the texts are
not always mentioned and those that
are come from various magazines

- from Flash Art, Avalanche and the
U.S. embassy magazine Spektrum

to sources such as Le Nouvel
Observateur or Vogue.
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34/ Situation No. 2, April
1979 (Karel Miler), Situation
No. 12,1981 (Petr Stembera).

35/ See the untitled text
by Karel Srp, in: Karel Miler,
Petr .§tembera, Jan Mléoch:
1970-1980, Galerie hlavniho
mésta Prahy, Prague 1997, p. 8.

&~

Pfedné&ska Petra Rezka
v ateliéru Mariana Pally,
Brno, konec 70. let.
Lecture by Petr Rezek in
Marian Palla’s studio,
Brno, late 1970s.



i divadelni hry Eugéna lonesca

a Samuela Becketta, a dokonce
vsit( dopis od Petra Rezka. Zdro-

je textd nejsou vidy uvedeny, ty
oznacené pochdzeji z rdzngch Caso-
piseckch zdrojd, od Flash Artu,
Avalanche &i ¢asopisu amerického
velvyslanectvi Spektrum az po Le
Nouvel Observateur nebo Vogue.

PODNETY, MATERIALY

A VYZNAMY
Ceskoslovenské uméni performance
se v sedmdesatgch letech pohy-
bovalo ve sfére bézné neexistujict
kultury. Logicky tak zaujalo kritickg
postoj k oficialni realité a prirozené
reflektovalo deziluzi jeho autord ze
Zivota v socialistickém Ceskoslo-
vensku. Poradani akci a performanci
bylo soucasné praktickou realizaci
»jiného®, nenormalizovaného Zivota.
Nespojitost s ofici@lnimi strukturami
a dusledné komunitni charakter mély
samy o sobé v situaci sedmdesatjch
let politick( rozmér, podobné jako
jiné nezavislé aktivity této doby.
Z nich ostatné akce Vladimira Am-
broze vyristaly. Pfes studentskou
nevazanost a humor nékterjch rangch

mediaman

Ambrozov(ch performanci reflektuji
i védomi okolniho totalitniho rezimu.
Rané akce Vladimira Ambroze
jako Air nebo Wates - Podzim jsou
v podstate vecirky - jednou v interiéru,
podruhé na v{leté v prirodé. Pripome-
nou podobnou ¢innost na hrané
z&bavy a uméni nejen Miloslava
Sonny Halase, ale i akce Kfizovnické
skoly nebo Zorky Saglové a okruhu
kolem hudebnich skupin The Primi-
tives Group a The Plastic People of
the Universe z prelomu Sedesat(ch
a sedmdesat(ch let. Ke druhé jmeno-
vané skupiné se nepochybné vztahuje
Ambrozova akce Anonymity - Plas-
tic People s plastovgmi maskami,
ménicimi vgraz individudlnich osob
rizného véku a pohlavi do jediné

2

Fotografie z akce
Vladimira Ambroze
Anonymity - Plastic
People, Brno, 1976.

Foto: Véclav Sedg.
Photo from Vladimir Am-

broz’s action Anonymity -
Plastic People, Brno, 1976.
Photo: Véclav Sedg.

IMPULSES, MATERIALS

AND MEANINGS
Czechoslovak performance art in
the 1970s resided in in a world of
ordinarily non-existent culture. Thus
a critical attitude towards the official
reality naturally developed among
the performance artists, reflecting
their disillusionment with life in so-
cialist Czechoslovakia. Organizing
actions and performances acted as
a practical realization of an alter-
native, non-“normalized” life. In the
1970s, moving away from official
structures and promoting one’s own
community were political acts, as
were other independent activities at
the time. Ambroz’s actions grew out
of these currents, after all. Despite
the exuberance and humour in some
of his early student performances,
they also reflect a keen awareness of
the totalitarian regime around him.

The early actions by Vladimir
Ambroz such as Air or Wastes - Au-
tumn were basically parties - the first
was indoors, the second a trip to the
countryside. They recall similar ac-
tivities on the edge of entertainment
and art by Miloslav Sonny Halas

as well as actions by the Crusad-

ers’ School of Pure Humour Without
Jokes, Zorka Saglova and the circle
around the music bands The Primi-
tives Group and The Plastic People

of the Universe from the late 1960s
and early 1970s. The Plastic People

of the Universe is unquestionably
related to Ambroz’s action Anonymi-
ty - Plastic People, with plastic masks
reducing the expression of individual
people of various ages and sexes to

a single face. The action took place

in 1976, less than a month after the
trial with the underground band was
held with widespread media coverage.
The realization of these more free-
ly-conceived actions was significantly
influenced by group improvisation.

It is characteristic that three actions,
Wastes - Autumn, Anonymity - Plastic
People and Here and Now, were
created with the use of a few simple
props during a single afternoon trip
outside Brno by a group of friends
with children.

The title of a joint improvisation
between Ambroz and Miloslav Son- Untitled action carried out
ny Halas, Just Like That, reflects its in Hady Quarry,
straightforward and lighthearted Brno, 1976.

\2

Akce bez ndzvu
uskuteénénd v lomu
Hady, Brno, 1976.
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podoby. Uskutecnila se roku 1976
necel( mésic poté, co za zajmu sdélo-
vacich prostfedkld probéhlo hlavni
soudni li¢eni se stejnojmennou un-
dergroundovou skupinou. Na vlastni
realizaci volnéji koncipovan(ch akct
méla podstatng vliv skupinové im-
provizace. Je charakteristické, Ze
hned tri akce, Wastes - Podzim,
Anonymity - Plastic People a Tady
a ted;, vznikly za pomoci miniméalnich
rekvizit béhem jediného odpoledne
jako vgsledek spole¢ného v{letu
skupiny pratel s détmi do okoli Brna.
Primocarost a nezdvaznost ob-
sahuje i ndzev spoleéné improvizace
s Miloslavem Sonny Halasem: jmenu-
je se Jen tak. Halas s Ambrozem
v ateliéru vymgsleli a obratem fo-
tograficky dokumentovali rlizné
zGsahy do podoby jejich spoleéné
kamaradky, jejiz hlavu preméruji
a konfrontu;ji s krejéovskgm metrem.
Da se predpokladat, Ze se nejednalo
o predem pldnované dilo, ale spise
o v(sledek okolnosti a momentalni
ndlady.® Kdyby tehdy nebyl v Ambro-
zove ateliéru k dispozici fotoaparat,
mohlo se stat, Ze by akce zlstala
zapomenuta nebo by preZivala jen
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v Gstnim podani.¥” Akci &i moznd

spise hru Jen tak snad mizeme
priradit do genealogie fotoperfor-
manci v duchu Radént Skupiny Ra,
jez probihaly v Brné néjakych tficet
let pred Ambrozem a Halasem.
DaleZitou roli pfi interpretaci
podobn{ch dél hraje intence autord
a celkovy kontext, ve kterém vzni-
kaly. Princip Jen tak i podoba jeji
fotografické dokumentace vgrazné
pripomind cviceni v duchu teorie
otevrené formy, jak je v Polsku sedm-
desatgch let provadél okruh studentt
a spolupracovnikt architekta a peda-
goga Oskara Hansena.® U&ast-
nici podobnych cviceni reagovali
na dang materidlni zaklad a pridavali
k nému jing material nebo vstup. Dalsi
Gcastnik pak na vzniklou situaci rea-
goval a predaval ji dal.** Pro tvirce
z Hansenova okruhu oteviend forma
predstavovala myslenkové konzistent-
ni zaklad veskeré umélecké tvorby,
z néhoz podobné divoké materidlové
performativni experimenty védomé
vychazely. Podobné rigidni teoretick
z&klad Ambrozovi a Halasovi chybél.
Oba si ovéem uvédomovali souvislosti
svého pocinani s uméleckou tvorbou,
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36/ Dochovang negativ
obsahuje pfed ,mérici” seanci
fadu stylizovangch portrétd
Vladimira Ambroze v Sirokém
klobouku, zrcadlov{ch brglich
a s doutnikem v Gstech. D&

se predpoklédat, Ze snimky
vznikaly nedlouho po sobé,
nebo dokonce soucasné.

Ve stejné dobé pouzil Vladimir
Ambroz Gstfedni rekvizitu z Jen
tak - tj. krejéovsk( metr - i pro
podobu své novoroéenky pro
kalend&fni rok 1977.

37/ To se naptiklad
prihodilo akci pfenésent
teplého vzduchu v igelitovich
pytlich z pfetopeného ateliéru
Mariana Pally do chladného
ateliéru Vladimira Ambroze.
Nikoho totiZ nenapadlo tuto
absurdni éinnost vyfotografo-
vat &i jinak zaznamenat.

38/ Vice o Hansenovi

a jeho teorii oteviené formy viz
Jola Gola (ed.), Oskar Hansen:
Towards Open Form, Foksal
Gallery Foundation, Revolver
and Warsaw Academy of Fine
Arts Museum, Warsaw 2005.

39/ Jak ukazuje docho-
vand filmové dokumentace

z Dilny filmové tvorby v LodZi,
kde podobné experimen-

ty v sedmdesat{ch letech
probihaly, onim ,materiainim
z&kladem® se mohla stat i tvar
zndmé herecky. Jeji hlavu
pak G&astnici rdzné ,,upravo-
vali®, viz Przemystaw Kwiek,
Pawet Kwiek, Zofia Kulik,

Jan S. Wojciechowski, Hry
na hereddiné tvari, 1971, fil-
mov{ zdznam.

&~

Vladimir Ambroz a Milo-
slav Sonny Halas, Méreni
kamene ze spolec¢ného
odpoledne Jen tak

a aranzované portréty
Miloslava Sonny Halase,
Brno, 1977.

Vladimir Ambroz and
Miloslav Sonny Halas,
Measuring a stone from
an afternoon spent
together Just Like That
and arranged portraits
of Miloslav Sonny Halas,
Brno, 1977.

nature. In the studio, Halas and Am-
broz were creating and documenting
various interventions in the appea-
rance of their friend. They measured
her head with a measuring tape.

It seems clear that it was not a pre-
meditated artwork, but rather came
about due to circumstances and the
creative atmosphere.® If Ambroz
hadn’t had a camera in his studio, the
whole action would have been forgot-
ten.*” In a sense, Just Like That can be
included in the timeline of photo-do-
cumented performances in the spirit
of surrealist art group Skupina Ra’s
Rédéni [Rampage] which took place in
Brno some thirty years earlier.

In the interpretation of such works
it is important to consider the inten-
tions of the artists and the context in
which they were created. The principle
underlying Just Like That and its form
of photodocumentation markedly
resemble exercises in the theory of
open form developed in Poland in the
1970s by the circle of students and
colleagues working with the architect
and teacher Oskar Hansen.® The
participants of such exercises were
responding to a certain basic material

and then added another material or
input to it.%” The next participant would
respond to the new situation and
hand it on to someone else. For the
artists from Hansen’s circle, open form
represented an intellectually consis-
tent basis for all artistic approaches,
from which similar unusual materials
and performative experiments could
consciously arise. Although Ambroz
and Halas lacked such a rigid theo-
retical basis, they were both aware
of the relationship between their
activity and the practice of making
art. Despite the lighthearted ap-
proach, it was clear that this was not
just some youthful goofing around.
The shift from parties to art can
also be demonstrated in Ambroz’s
work Tree from 1976. In the courtyard
of his studio on Jan Uher Street,
Ambroz and Olek Vasica “planted”
an inflatable plastic tree. In the
photodocumentation we see a group
of friends trying to inflate the sculp-
ture using a compressor so that the
tree can stand on its own. Although
it looks like erecting the tree would
require their full concentration, the
atmosphere in the photographs is
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36/ The surviving ne-
gatives contain a number of
stylized portraits of Vladimir
Ambroz in a wide-brimmed
hat, mirrored sunglasses and
a cigar in his mouth, taken be-
fore the “measuring” seance.
It seems the series of images
were made shortly after one
another, or perhaps concur-
rently. Vladimir Ambroz also
used the main prop from Just
Like That, the measuring tape,
for his New Year’s card for 1977.

37/ This is what hap-
pened, for example, to the
action in which hot air from
Marian Palla’s overheated
studio was carried in plastic
bags to Vladimir Ambroz’s cold
studio. Nobody thought of
taking pictures of this absurd
activity or recording itin any
other way.

38/ For more on Hansen
and his theory of open form
see Jola Gola (ed.), Oskar
Hansen: Towards Open Form,
Foksal Gallery Foundation,
Revolver and the Warsaw
Academy of Fine Arts Museum,
Warsaw 2005.

39/ As shown in the
surviving film documentation
from the Filmmaking Workshop
in £6dz, where similar experi-
ments took place in the 1970s,
the “basic material” could also
be the face of a well-known
actress. The participants then
“styled” it in various ways,

see Przemystaw Kwiek, Pawet
Kwiek, Zofia Kulik, Jan S.
Wojciechowski, Gra na twarzy
aktorki [Games on an Actress’s
Face], 1971, film footage.



pri v§i lehkosti jim bylo jasné, Ze se
nejednd o pouhou mladickou recesi.

Posun od vecirkd k uméni méze
také demonstrovat Ambroziv Strom
z roku 1976. Na dvorku svého ateliéru
v ulici Jana Uhra spole¢né s Olkem
Vasicou ,,zasadil® nafukovact strom
z igelitu. Na dokumentarnich foto-
grafiich vidime skupinku pratel, ktera
se plastiku pokousi pomoci kompre-
soru naplnit vzduchem natolik, aby
volné stdla. | kdyz se to zfejmé dafi jen
s nejvétsim vypétim, na dvorku vladne
uvolnénd ndlada. Vladimir Ambroz pro
tuto akci nepfipravil pouze Gstredni
rekvizitu - vlastni plastiku stromu -,
ale prateldm rozeslal i pozvanku.

Ta je stylové vytisténa na prihledném
plastu, vedle data, mista a anotace
je obsah udalosti slovnikem uméni
popsén jako environment.*

Spise nez oteviren( politick{ ne-
souhlas patfila k oblibengm tématim
Vladimira Ambroze obecna civilizacni
kritika, ne nutné spojend s konkrétni
situaci v tehdejsim Ceskoslovensku.
Hned nékolikrat vyuzil metafory vztahu-
jict se k automobilismu jako k jednomu

i vgznamovou rovinu opakované
pracoval s horizontalnim dopravnim
znacenim, jeZ mu slouZilo jako pddo-
rys pro performance i symbolické
vyjadfent spoledenské/prostorové
kontroly a jejiho dobrovolného ¢i spise
bezmyslenkovitého prijeti. V akci Across
Vladimir Ambroz hrdé kraci mimo smér
prikdzang Sipkami. V Car nebo Park-
ing sdm sebe parkuje jako automobil
do vyhrazeného parkovaciho ,chlivku®,
at’ uz s rekvizitami v podobé kol, nebo
pouze s pomoci viastniho téla. V High-
way nechava plnou stredovou ¢aru
prochdzet svgm teélem, je ji soucasné
rozdélen a soucasné se stava jejim
nosi¢em.” Ve Stopdach do systému
silniéniho znaceni vnasi vlastni, napric¢

40/ Na podobném
principu - nafukovaci igeli-
tové plastice - je postaven

i Ambroziv Spring Dick z kvét-
na 1980. Dilo m4, jak napovida
nézev, daleko rozpustilejsi
charakter souvisejici s nad-
chazejicim jarem.

W/ | zde bychom v3ak
nasli konkrétnéjsi politickou
symboliku: bil§ pruh na silnici
a téle je kromé sv{ch abstrakt-
nich kvalit odkazem na bilé
pruhy, jimiz byly oznaceny
tanky a vozidla invaznich
armad vstupujicich v roce 1968
do Ceskoslovenska.

2

Némét akce Stromy, 1976.
Theme for the action
Trees, 1976.
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relaxed. Vladimir Ambroz made both
the central prop for the action, the
inflatable tree sculpture, as well as
a special invitation that he sent to his
friends. The invitation was printed on
a transparent sheet of plastic, and
next to the date, place and a short
text, the event is described in artistic
vocabulary as an environment.*°
Rather than a direct political
commentary, Vladimir Ambroz pref-
ered a general critique of civilization.
In several instances he used a met-
aphor relating to automobilism as
one of the key phenomena of the
modern era. On both the aesthet-
ic and intellectual level, Ambroz
worked repeatedly with horizontal
road markings, which acted for him
as both an area for performance
and a symbolic expression of social/
spatial control and its voluntary or
rather thoughtless acceptance. In the
action Across Vladimir Ambroz proudly
walks in the opposite direction than
that shown by the arrows. In Car or
Parking he parks himself like a car in
a reserved parking space, with props

go through his body; he is both divided
by it and carries it." In Trails he inserts
his own organic and still wet line into
the system of road markings, which
leaves a record of the movement of
cars and people. In the action Week-
end, on the other hand, he uses road
markings to define himself against

the outside world, as a barrier provid-
ing him with an illusory autonomy.

All these actions are characterized
by the use of the body of the perfor-
mance artist. It is his primary material,
which is then confronted with various
situations and other materials. Re-
garding the theme of social control
the body is especially effective as the
measure of all things, as a tool for
testing public space. Ambroz’s perfor-
mances were not just mere physical
demonstrations and their photograph-
ic documentation. Together with other
artists in the 1970s, Ambroz chose
performance art because it fulfilled
the idea of direct experience. It was
not just an intermediary form, as was
the case with traditional art techniques.
Performance was “real”, it could be

4o/ Ambroz’s Spring
Dick from May 1980 is based
on the similar principle of an
inflatable plastic figure. The
work, as the title suggests, has
a more playful character relat-
ed to the coming of spring.

4/ Even here we find

a more specific political
symbol: beside their abstract
qualities, the white stripe on
the road and the body is also
a reference to the white stripes
which marked the tanks and
vehicles of the invading armies
entering Czechoslovakia in
1968.
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Pozvanka na akci

vize: Strom, 1976.
z uréujicich fenoménl moderni doby. | _ . like car tires or just with his own body. used to examine the limits of authen- Invitation for the action
Pro jeho v{tvarnou pdsobivost NEkterd z bo¥nich,klidn&jiich ulic centra mésta In Highway he has the full median line ticity. Using his body, Ambroz created Tree, 1976.

okolo silnice stoji automabil%,celé ulice lemové-
na stromy,na ndkterjch mistech zeji ale prdzdnd
mista,stromy stdfim/&i z jingch divodd/spadly.

Zkus na ulici m&sta zasadit strom.NEVYROSTE!!!!
akce:

nahrazeni pfirodnich stromji stromy plastikovymi
vyrobeng z PvC folie-kostra stromu/kmene/je vliastnd
duty vélec/tento se bude ddle pfibarvovat barevnjimi

' plyay.
lze fici: Jak nesmyslné!
skute¥n&!

24660980090 6088880080880000 8988800008000 0080800800080 008800880 009085694
vladimfr ambroz /¥1ijen 76
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jdouci organickou a nezaschlou linii,
kterd zanechdava svédectvi o pohy-
bu automobild i lidi. V akci Weekend
naopak silniéni znaéeni pouziva
jako prostfedek vymezeni se vicCi
okolnimu svétu, jako bariéru, kterd
mu zarucuje zdanlivou autonomii.
Vsechny tyto akce charakterizuje
uZziti performerova téla, je zakladnim
materidlem, nasledné konfrontovangm
s vytvorengmi situacemi a dalSimi
materidly. Zvlasté s ohledem na te-
matiku spolecenské kontroly je télo
Gcinné poutzito jako mira véci, jako
ndstroj testovani verejného prosto-
ru. Ambrozovy performance nebyly
pouhgmi fyzickgmi vjkony a jejich
fotografickgmi obrazy. K performanci
se on a dalsi umélci sedmdesatgch
let uchyloval, jelikoz naplriovala pred-
stavu pfimé zkuSenosti, nikoliv pouze
zprostredkované formy, jak tomu bylo
u tradiénich vgtvarngch zanrd. Byla
~opravdova®, jejim prostrednictvim
bylo mozné zkoumat limity auten-
ticnosti. Ambroz pomoci svého téla
vytvarel vjznamotvorné situace, jeho
pritomnost pred fotoaparatem ale
neméla ilustrativni funkci. Performe-

rovo télo bylo sou¢asné materidlem

mediaman

i nastrojem vnimani, teprve skrze néj
autor poznaval smysl jim vytvoreného
stavu a pomoci dokumentace se toto
pozndni pokousel zprostredkovat dal.
Spolecnost respektujici vice
potfeby automobild nez lidi, Zivot
v kralikarnach sidlist nebo absurdni
touha po seberealizaci v rdmci limitd
vikendového volna, to vée predsta-
vovalo ndméty, které najdeme
i v dobové oficialni komundalni satire.
Vladimiru Ambrozovi ani neslo
o otevienou demonstraci nesouhlasu
se socialistickm zfizenim, o otevrené
disidentskou tvorbu. Politickou dimen-
zi nalezneme uz v samotné realizaci
alternativnich Zivotnich postojd, k nimz
poradani podobnch akci pattilo.
V Ambrozové tvorbé explicitni odka-
zy k politické situaci najdeme jen
v(jimecné. Jde napfiklad o nepo-
jmenovanou akei z roku 1979. Jelikoz
se z ni nedochovala Zadn& doku-
mentace, Ambroz ji do soupisu sv{jch
uskutec¢nén(ch dél nezaradil. Akce
se odehrala ve sklepé domu, kde mél
Ambroz svij ateliér. Zde zfidil bilou
uzamykatelnou mistndstku, malou
galerii, kterou viak nijak nevyuzival. A7
na podzim roku 1979 do téchto prostor  Vladimir Ambroz, 1977.
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situations pregnant with meaning, but
his presence in front of the camera did
not serve an illustrative function. The
performance artist’s body was simul-
taneously material and an instrument
of perception. Only through the body
could the artist learn about the mean-
ing of the situation he had created and
by documenting it, he attempted to
further relate the knowledge gained.
Society respecting the needs of
cars more than people, life in the “rab-
bit hutches” of prefabricated housing
estates, the absurd desire for self-real-
ization limited to the weekend - all of
these themes could also be found in

contemporary official communal satire.

Vladimir Ambroz’s goal was not really
to create a direct confrontation with
the socialist establishment or to make
openly dissident artwork. A political
dimension can be found in the way he
presented his alternative approach to
life, which included organizing various
activities; however, explicit referenc-
es to the political situation are only
rarely encountered in Ambroz’s work.
One example is an untitled action
from 1979. As it was undocumented,
Ambroz did not include it in his list of

works. The action took place in the
basement of the house where Ambroz
had his studio. He prepared a little
white room there with a lockable
door, a kind of small gallery, which he
left empty. In the fall of 1979 he sent
written invitations to about twenty

of his friends. They were expected to
appear at the place at a precise time.
In the room they met a person they
had never seen before who inter-
viewed them. Everything was recorded
on tape and photographed. For the
audience of the time, the similarity to
a police interrogation was obvious.*

WORKING WITH

PHOTOGRAPHIC IMAGES
Some of Vladimir Ambroz’s activities
took the form of group performances,
in which he created a situation that
provided a framework for the partici-
pants. The subsequent process and
result depended to a certain degree
on their improvisational skills. Some
performances were developed without
an audience; instead, photographic
documentation was created for
a “secondary audience” or viewers,
providing them with a much more

w2/ The similarity to Jan
MI&och’s performances There
is No Way Back from 1976 or
Night from 1977 is purely coin-
cidental. Ambroz did not know
that such actions took place.

\2

Textovd dokumentace
k akci Cellar Taps, 1979.
Text documentation for
the action Cellar Taps,
1979.

gervenec 79- adapiuji sklep u mého atelieru na viceulelowou
mistnost ,zavddim el.proud,montuji d¥evé&nou podlahu
u K.nechdvdm tisknout pozvdnky ndzvem této prostory
~WHITE-je zde opravdu vSe bilé.....

u

10.9. -pfemlovém jaroslava K. k akeci jeZ by probéhla v tomto
sklep&.Souhlasi,domlouvéme presny termin,vybaveni atd.
Do sklepa instaluji magnetofon,stolek se dvéma Zidlemi
lampu na stil,oblerstaveni.....

rozesildm pozvdnku 20 lidem v rozpisu po 45ti mimutédch.

zahdjeni akce je w 6,00,posledni ndvStévnik je pozvénm

na 20.15,.V&t8ina pozvanyéh se mezi sebou,ani s jaroslavem
neznd.V3echny rozhovory pf¥itogmych jsou nahrdvany,

Z celkového podtu T¥i 1idé nep¥ijdou,néktefi se dostavi
pozd&-8im¥ marusi cely chod akce/zv14d3t¥ Boris M.
Prichdzi o dv& a pldl hodiny pozdéji.pan JHK a Marian

B, jsou jedini p¥esni./Do sklepa p¥ichdzim ve 21.00

~-jaroslav je Uplmn& vytizenm,pfeddvd mi pdasky

a hromadu filml.ceees

S ro zhovory
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pisemné pozval asi dvacet svch pra-
tel. Dostavit se méli postupné v presné
uréengch casech. V mistnistce na

né cekal jim nezndmy ¢lovék, kterg

s nimi ved| rozhovor. Ve pritom
nahraval na magnetofon a fotografo-
val. Souvislost s policejnim v{slechem
byla pro tehdejsi publikum zjevna.*

PRACE S FOTOGRAFICKYM
OBRAZEM
Cast aktivit Viadimira Ambroze
méla formu kolektivnich vystoupenti,
k nimz jako organizator poskytl ramec
vytvorenim situace. Dalsi prdbéh
a v(sledek do jisté miry zalezel na
improvizaci G¢astnikd. Performancim
vznikajicim bez publika, nejéastéji jen
pro sekundarni publikum fotografické
dokumentace, Ambroz vtiskl dale-
ko presnéji koncipovanou formu
smérujici k vgsledné fotografii. K ni
si nékdy kreslil kompozic¢ni schéma-
ta.*® Kresba slouzila k ovéreni mozné

podoby akce i ke komunikaci s do-
kumentujicim fotografem, aby

presné védél, jakého vgsledného
obrazu dosdhnout. Promyslenéjsi
fotografickou formu napfiklad na-
jdeme u zminované série dél s vyuZzitim

mediaman

horizontalniho dopravniho znaceni. 42/ Podobnost s perfor-

Dynarmioks snimky otrocky nedo-  mereertJeno Mecho o

kumentuji uskuteénovanou ¢innost, 2 roku 1977 je &istd ndhodna.

jsou obrazové suverénni a vzniklé ﬁazrjzk”ui“g'ﬁ:f se podobné

s védomim charakteru uZzitého cer-

nobilého fotografického materialu.

Vzhledem k vlastnim zkuSenostem

s fotografovanim Ambroz své textové

pozndmky k néktergm performancim w4/ Napiiklad nerealizo-

doplnoval i podrobnéjsim popisem ‘;‘r’lnlf’t::’ek;’;fe'lr ifnzbrf;kfpgé’

provedeni jeji dokumentace, kterg okno ateliéru svého piitele

pripomind technick{ scénéf a pro- S('}';‘Tr\és::}: za:‘t’:\';‘;el";f;z‘j;

zrazuje peclivé uvazovani o podobé nésledovng: ,Dokumentace:

i souhfe vgsledngch snimkd.* EZL‘:Q:'EZ%ZE:“(;?TJ?E?
Radu performanci Vladimira Sirokgm objektivem ze stechy

Ambroze fotograficky zachytil jeho \[/r;“;.iif.ﬁl”i 5::° pohled pfes

bratr Miroslav. Nejméné deset jich

v letech 1977 az 1981 dokumentovala

Marie Kratochvilova, vyucend foto-

grafka, jez patfila k okruhu pratel

kolem Jifiho Valocha. Na pocatku

sedmdesat(ch let Kratochvilova fo-

tografovala Valochovy akce, pozdéji

také spolupracovala s J. H. Kocma-

nem, Daliborem Chatrngm a dalsimi.

Vzhledem ke svému povolani méla

pristup k dobre vybavené fotoko-

mofte a k fotografickm materialim,

pouZzivala fotoaparaty Exacta

a Olympus. Ambroz a Kratochvilova

43/ Podobné kresby
bézné vytvarel i Petr Stembera.
Nékteré z nich se dochovaly

v archivu Vladimira Ambroze.

&~

Vladimir Ambroz, Spring
Dick, 1980, spolecné

s Olkem Vasicou.
Vladimir Ambroz, Spring
Dick, 1980, together
with Olek Vasica.
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precise concept of the work in the
final photograph. Sometimes Ambroz
prepared compositional drawings
for the photos.*® He used these draw-
ings to confirm possible actions and
also to aid the photographer, so that
he or she would know exactly what
image to capture. We find a more
well-prepared photographic concept,
for example, in the series of works
using horizontal road markings. These
dynamic images to do not slavishly
document the activity; they are visu-
ally independent and created with
an understanding of the character of
black and white photography. Thanks
to his own experience with taking pho-
tographs, Ambroz complemented his
text notes for some of the performanc-
es with a more detailed description
of how the documentation was to be
made. These notes resemble a tech-
nical script and underscore Ambroz’s
careful consideration of the aesthetics
and interplay of the resulting images.*
A number of Vladimir Ambroz’s
performances were documented by
his brother Miroslav. At least ten were
documented between 1977 and 1981

by Marie Kratochvilovd, a professional

photographer, who was among Jifi
Valoch’s circle of friends. Kratochvi-
lova photographed Valoch’s actions
in the early 1970s, later working with
J. H. Kocman, Dalibor Chatrng and
others. Due to her job she had access
to a well-equipped darkroom and
photographic materials. She used
Exacta and Olympus cameras. By
coincidence, Ambroz and Kratochvi-
lové were neighbours for a certain
amount of time: they lived across from
each other in prefab housing blocks
and would sometimes visit each oth-
er.** She took an objective approach
to photographing the performances;
however, her images show both tech-
nical excellence and refinement and
a full understanding of the action
being photographed. At the same time
she started to develop her own art
practice, influenced by the concep-
tual approach to photography. She
appreciated the care and preparation
that Ambroz brought to the process,
and she recalls how he knew exactly
what the final image should look like.
As Ambroz’s answers to the afore-
mentioned survey carried out by SPOT
magazine make clear, he considered
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43/ Petr Stembera also
made similar drawings. Some
of them have survived in the
archive of Vladimir Ambroz.

L4/ For example, in the
unperformed action Birds
from 1976, in which Ambroz
wanted to throw a large
number of paper planes

in front of his friend Olek
Vasica’s studio-apartment
window, is detailed as follows:
“Documentation: Photo with
a telephoto lens from the
ground, a view of part of

the house. Photo through

a wide-angle lens from the
roof (the place of take off).
Photo view looking out
Vasica’s window.”

45/ Ambroz’s perfor-
mance Cellar Piece - Wastes
from 1981, for example, was
performed in the cellar of
Marie Kratochvilova’s tower
block.

<«
Skica k nerealizované
akci, pol. 70. let.

Sketch for an unrealized
action, mid-1970s.



byli shodou okolnosti v urcité dobé
sousedy: bydleli v protéjsich pane-
lakovgch domech a navstévovali se.*
K fotografovani performanci pri-
stupovala vécné, presto jeji snimky
prozrazuji nejen technickou dokona-
lost, ale i kultivovanost a plné po-
chopeni fotografovan(ch udalosti.
Soucasné zacala rozvijet vliastni
uméleckou tvorbu, ovlivhénou kon-
ceptudlnim uvazovanim o fotografii.
Na Vladimiru Ambrozovi ocerova-

la peclivost a pFipravenost, podle
jejich vzpominek presné védeél, jak
ma v{sledn{ snimek vypadat.

Jak vyplgva z odpovedi na zminova-
nou anketu ¢asopisu SPOT, fotografické
dokumentaci Ambroz od pocéatku
prisuzoval didleZitou roli: ,,Méla by za-
chytit prchavost okamziku. Jedné se
mi tedy o to, aby dokumentovala celou
akeci, pripadné ji umocnila. VZzdyt' vsich-
ni nemohou byt pfi tom. Setkal jsem
se také s tim, Ze néktefi lidé ztraceji

bez fotografie orientaci pfi paradoxni
situaci, kterou Casto akce a projekty
navozuji.“*¢ Pribéh fady Ambrozov{ch
akci ve skutecnosti nebylo nutné pre-
cizné popisovat, at’ uz textem, nebo
obrazem. Autor vétsinou ani neuvadél
presné lokace ¢i datum uskutecnéni.
Na snimcich chybi pasivné prihlizejict
publikum, které zndme z dokumentace
prazskgch performerd - to se bud’
akce pfimo GEastni, nebo neni, kromé
fotografa, viibec pfitomno. V anketni
odpovédi zminované ,,umocnéni“ akce
pomoci fotografie do znacné miry
prekracovalo dokumentacéni charakter
fotografii vétsiny ceskoslovenskgch
performerd. Ambrozovgm cilem by-
lo vytvorit fotografické v{jevy, jez
hovori samy za sebe. VéFil, Ze vedle
dokumentaéni funkce Ize obrazem
zprostredkovat obecn(, sekundarnim
divakem vnimateln( rozmér akce.
Otazka dokumentace hrala
ve svétovém i v ceském uméni perfor-
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45/ Ambrozova perfor-
mance Cellar Piece - Wastes
z roku 1981 byla napftiklad rea-
lizovéna v paneldkovém sklepé
Marie Kratochvilové.

w6/ Helena Kontové,
otdzky pro Ceskoslovenské
umélce, rukopis, soukromg
archiv.

&~

Skica k nerealizované akci,
1978.

Sketch for an unrealized
action, 1978.

-

Néamét akce

Cellar Piece - Wastes, 1980.

Themes for the action

Cellar Piece - Wastes, 1980.

the importance of photographic
documentation from the beginning: “It
should capture the elusive character
of the moment. My aim is for it to doc-
ument the whole action, or to enhance
it. Not everyone can be present, after
all. I have also noticed that some
people become disoriented without
any photographs when confronted

by a paradoxical situation, which
actions and projects often evoke.” In
fact, it wasn’t necessary to precisely
describe, be it with text or images,

a number of Ambroz’s actions. For ex-
ample, he would often omit the exact
location or date. The documentary
images do not present a passive audi-
ence, simply watching the action, like
the documentation of performances in
Prague. Instead, the audience either
takes part in the action or is not pres-
ent at all, except for the photographer.
The way the action is “enhanced”
through the photograph, as men-

tioned in the survey, went beyond the
photographic documentation used
by most Czechoslovak performance
artists. Ambroz’s goal was to create
photographic scenes that would speak
for themselves. He believed that in ad-
dition to documenting the action, the
image could convey its overall charac-
ter when seen by a secondary viewer.
The issue of documentation
played an important role in Czech
and international performance art
from the beginning.” While the plan of
the performance often took the form
of a written script or instructions, the
way it actually happened was most
often captured using photographic
documentation. However, sometimes
a written description would suffice.
Other times artists worked with film
and, beginning in the 1970s abroad,
with video as well. The form of doc-
umentation most often used by the
majority of Czech artists was black
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46/ Helena Kontova, ques-
tions for Czechoslovak artists,
manuscript, private archive.

47/ Petr Rezek has ad-
dressed documentation in perfor-
mance art in the 1970s in several
texts. Other contributions to cur-
rent research on this theme in the
local milieu is provided by the col-
lection of essays in Jan Krti¢ka,
Jan Progek (eds.), Dokumentace
uméni [Documentation of Art],
Faculty of Art and Design

at Jan Evangelista Purkyné
University in Usti nad Labem,
2013. Documentation is partailly
discussed in Hana Buddeus’
dissertation, see Hana Buddeus,
Zobrazeni bez reprodukce?
Fotografie a performance

v ¢eském uméni sedmdesatjch
let 20. stoleti [Representation
without Reproduction? Photo-
graphy and Performance

Artin Czech Art in the 1970s],
dissertation, Academy of Arts,
Architecture and Design in
Prague, 2015.
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mance duleZitou roli od jeho vzniku.”
Zatimco zamér performance mél
vétsinou podobu psaného scéndre
nebo psanych instrukci, to, jak realné
probéhla, bylo castéji dokumentova-
no fotograficky. Nékdy vsak autorovi
stacil pouhg slovni popis, jindy autor
pri dokumentaci pracoval s filmem
a v zahranici od sedmdesatgch
let i s videem. U vétsiny ¢eskgch
autord se podoba dokumentace
ustdlila na ¢ernobilé fotografii Ci
sérii fotografii se struéngm popisem
provedené akce. Vgbér fotografii
dokumentujicich dilo se v ¢ase mohl
ménit, nejcastéji smérem k reduk-
ci a vétsi sevienosti. | doprovodné
slovni anotace prochdzely vgvojem
a bylo s nimi podle potfeb riznorodé
zachdzeno. Pokud byl napfiklad
popis soucdsti zasilky pro zahranicni
v(stavu, autor vétsSinou nemél jistotu,
zda a jak budou na v{stavé pouzity.
V kontextu ¢eskoslovenské per-
formance sedmdesatgch let nebyla
fotografické dokumentaci priznavana
véha uméleckého dila. Slo o zéznam,
kter( zprostredkovaval probéhlou

CDPADKY

smeti¥t& hédy,l5 lidi,smetl
.

- Ty == e

Gas

uddlost, jeZ sama o sobé znamenala
hlavni vgrazov( prostredek autora.
Vzhledem k ni si fotografie udrzovala
do jisté miry sekundarni charakter,

i kdyz na ni zavisela komunikace

se $irSim publikem. V neinstitucio-
nalizované umélecké situaci hraly
dokumentacni fotografie jinou roli
neZ v prostredi, kde jejich pfitomnost
pozadoval uméleck( trh ¢i akademicky
svét. V nich se fotografie z archivniho
materidlu proménila v hodnotng arte-
fakt.*® Vladimir Ambroz fotografickou
dokumentaci svgch akci - v podobé
negativd a jiz vyvolangch fotografii
riznch velikosti - shromazdoval

do papirovgch slozek, slouzicich

jako pracovni archiv. Z nich poté
vybiral obrazov{ material pro danou
prileZitost. Vgslednd velikost snimkd
zavisela na pripadngch prezentaénich
pozadavcich. Dokumentace tu zdale-
ka neméla jednotnou podobu, jako
napriklad v pripadé formalné rigid-
nich ,,protokol’* Jifiho Kovandy.
Ambroz oz v pribéhu let fotografie
doplnoval delSimi textovgmi informa-
cemi. Od jednoduchého informacniho

akce 9.10.76

L s IR

skce 9.10.76

lom h&dy,13 1idf,%as skce ¥ Sminut-55 let

ANCNYMITA

tunel na hédech,9 1idi,masky
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47/ U nés se otézkou
dokumentace performance

v sedmdesatgch letech zabgval
hned v nékolika textech Petr
Rezek. PFispévky k sou¢asnému
badanit k tomuto tématu

v lokdInim prostfedi pFinasi
sbornik Jan Krti¢ka, Jan ProSek
(eds.), Dokumentace uméni,
Fakulta uméni a designu
Univerzity Jana Evangelisty
Purkyné v Usti nad Labem,
2013. Dokumentaci je ¢asteéné
vénovand disertaéni prdce
Hany Buddeus, viz Hana
Buddeus, Zobrazeni bez
reprodukce? Fotografie a per-
formance v ¢eském uméni
sedmdesatgch let 20. stolett,
disertaéni prdace, Vysoka skola
uméleckopriimyslovéa v Praze,
2015.

48/ Vlazng vztah

k dokumentaci nékdy vyustil
do z dnesniho pohledu ab-
surdnich situaci. Naptiklad
Petr Stembera na setkani

v Ambrozové ateliéru v pro-
sinci 1980 provedl akei Zit, jak
se ma, ovéem az do roku 2015
ji povazoval za fotograficky
nedokumentovanou. Ambroz
zfejmé opomnél jeji fotografie
Stemberovi poslat a Stemberu
nenapadlo Ambroze o doku-
mentaci zadat. Na druhou
stranu néktefi eskoslovensti
performefi jiz v sedmdesatgch
letech dokumentaci prodavali,
at’ uZ soukromgm sbérateldim,
tak napriklad prostfednic-
tvim prazského antikvariatu

v Dl&zZdéné ulici. Viz Pavlina
Morganové, Lumir Hladik,
Galerie SVIT, Praha 2011, s. 64.

&~

Evidence akci z pol. 70. let.
Records of actions from
the mid-1970s.

and white photographs with a brief
description of the action. The choice
of photographs documenting the work
often changed over time, generally
reducing the number of photographs
used. The accompanying written
annotations also developed and
were handled differently according
to the needs of the artist. For exam-
ple, when the description was part of
a package for an exhibition abroad,
the artists were often not sure how
the description would be used there.
In the context of Czechoslovak
performance art in the 1970s, pho-
tographic documentation was not
generally thought of as art in its own
right. It was a record communicating
an event, and the event itself was
the main expressive means for the
artist. With respect to the action or
performance, the photograph was
secondary, although it was neces-
sary for communicating with a wider
audience. In a non-institutionalized
art milieu, documentary photographs
played a different role than in cas-
es where they were necessary for

an art market or academic use. In
that environment, the photograph
was not perceived as archival ma-
terial, but instead as a valuable
artefact.”® Viadimir Ambroz collected
the photographic documentation of
his actions (in the form of negatives
and developed images in various
sizes) into paper folders, serving as
a work archive. He would use it to
pick images for particular events.
The size of the images depended on
the actual presentation requirements
of each event. His documentation
was not unified in comparison with
the formally rigid “protocols” of Jifi
Kovanda, for example. Throughout
the following years, Ambroz added
longer text descriptions to accompa-
ny the photographs. In most cases,
he moved from simple descriptions
to more interpretative reflections.*
Most Czechoslovak performance
artists explore the characteristics
of photography and photographic
documentation in their work. They
typically approach this theme at
the beginning of their careers in

48/ The somewhat indif-
ferent relationship to documen-
tation resulted at times in absurd
situations from today’s point of
view. For example, Petr Stembera
carried out the action Living

As One Should at a meeting in
Ambroz’s studio in December
1980, but up until 2015 he thought
there was no photographic doc-
umentation. Ambroz probably
forgot to send him the photo-
graphs and it never occurred to
Stembera to ask Ambroz for the
documentation. On the other
hand, some Czech performance
artists were already selling the
documentation in the 1970s, both
to private collectors or, for ex-
ample, through the second hand
book store on DIazdénd Street in
Prague. See Pavlina Morganova,
Lumir Hladik, Galerie SVIT,
Prague 2011, p. 64.

49/ The artist’s surviving
notes testify to this process. The
original texts are similar in char-
acter to diary entries, from which
interpretive annotations were
developed ex-post. For example
the action Wastes — Autumn is
originally documented only as
“scrap heap Hady, 15 people,
waste”. The final text description
takes the following form: “You!
Or you! Do you need that? It’s
old, do you like it? Do you want
to have something better? Throw
it away with us, then! What?
Anything, bottles, shoes, bags,
cars, old bread or perhaps even
your wife? Autumn is the season
when nature changes, so why not
be like leaves and shed your old
stuff.”

Vladimir Ambroz, bez na-
zvu, koléz, 1. pol. 70. let.
Vladimir Ambroz, untitled,
collage, first half

of the 1970s.



popisu se ve vétsiné pfipadd posunul
smérem k interpretacnim Gvahém.*
Vlastnosti fotografie a foto-
grafické dokumentace zkouma
ve svém dile vétsina ceskoslovenskgch
performerd. S timto tématem se
typicky vyrovnavali v Gvodu tvaréi
kariéry a v souvislosti s ustalovanim
zpusobu dokumentovani své ¢innos-
ti.5° Vladimir Ambroz se oproti tomu
v péti letech vyhrazen(ch své préci
na poli performance k fotografickému
obrazu a jeho moznostem opakované
vracel. Jiz jeho pripravné kresby
dokazuji, ze performance vychazely
primdarné z vizudlIni predstavy, a niko-
liv ze slovniho &i situaéniho scéndare.
Casto nevyzaduji podrobn{ pisemn
popis, vSe podstatné obsahuje jejich
obrazovd podoba. Ta ma vgraznéji
metaforickou podobu, nez s jakou
se setkdme napriklad u prazsk{ch
performerd (s vgjimkou néktergch
dél Karla Milera). Ambroz konstruoval
absurdni, humorné ¢&i obecné vgzna-
mem saturované situace, které bud’

mediaman

sdm, nebo zpravidla za asistence
fotografa zaznamenaval. V podobném
dile se pak s rdznou mirou zastoupeni
stretavaji postupy fotografického
uméni, performance ¢i konceptudliniho
uméni. VétSina éesk{ch performerd
dlouhodobé spolupracovala s fo-
tografy, ktergm ddvéfovala, Ze se

jim podafi zachytit spravn{ mo-

ment, kter{ vystihne podstatu jejich
pocindni.® Konkrétnéjsi instrukce
vétsinou nebyly nutné. Ambroz tento
moment nenechaval ndhodé, ale stal
se stfedem jeho umélecké intence.

V nékter{ch pripadech se Ambro-
zovy dokumentacni snimky blizi
postuptm inscenované fotografie,

kde se fotografovand akce striktné
podfizuje v{sledné kompozici snimku.
Zatimco fotografickd dokumentace
prazskgch performerd dodrzovala

roli nezaujaté, vnéjsi zpravy o tom,

co se stalo, Ambroz tento forméat

v nékter{ch pripadech prekrocil.
Rzngmi strategiemi se snazil atakovat
prostor divaka fotografie a pomoci
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49/ Dochované autorské
zapisky tento proces dokladaji.
Pdvodni texty maji charakter
denikov{ch zdznamd, ze ktergch
je az ex post vytvorena inter-
pretujici anotace. Napfiklad
akce Wastes - Podzim je
pdvodné zaznamenéna jen
jako ,,smetisté Hady, 15 lidi,
smeti®. Vgsledn{ textov{ po-
pis ma tuto podobu: ,,\Vy! Ty!
Nepotfebujete to? Je to star(,
nelibi se Vam to? Chcete mit
leps$i? Tak to zahod’te s n&mi!

A co? Cokoliv, lahve, boty,
tasky, auta, starej chleba &i
snad Zenu? Podzim je to ob-
dobi, kdy se pfiroda promériu-
je, tak pro¢ jako listi nevyhodit
i staré véci.”

50/ Vztahem fotogra-

fie k uddlosti se zabgval Jan
MI&och ve svém Vgstupu

na horu Kotel z dubna 1974.

Za vgzkum moznosti fo-
tografického zprostred-
kovavéni mGzeme asteéné
povazovat i Narcis | Petra
étemberg z prosince 1974,

Do této tradice patfii beze-
jmenné akce Jifiho Kovandy
z12. Cervna 1976, pfi niz
fotograficky zaznamenaval
uréité misto, to poté prekryl
fotografii v méfitku 1: 1, opét
vyfotil a nasledné tento snimek
prenesl na misto jiné. Pozdé&jsi
préce jmenovangch autor
viak kladla ddraz predevsim
na vytvérent fyzickgch situact
a akei, a nikoliv na analjzy
moznosti fotografie. Hana
Buddeus v této souvislosti
hovofi o posunu od konceptudl-
ntho uméni smérem k akénimu
umént, viz Hana Buddeus,
Zobrazeni bez reprodukce?
Fotografie a performance

v Ceském uméni sedmdesatjch
let 20. stoleti, disertacni préce,
Vysoka $kola uméleckopriimy-
slova v Praze, 2015, s. 69, 118
ajinde.

51/ Tato podstata se
nékdy vyjevila az s Easovgm
odstupem. V tomto smyslu pak
méZeme chdpat editorskou
préci nékter{ch performera,

s postupem Easu redukujicich
dokumentaéni fotografie

na jeding snimek.

<«
Vladimir Ambroz, kresba
k akei Car, 1977.

Vladimir Ambroz, drawing
for the action Car, 1977.

connection with defining the way their
activities are documented.®® Vladi-
mir Ambroz, on the other hand, kept
returning to photography and the
possibilities it provided throughout
the five years he was involved with
performance art. His preparatory
drawings show that the performanc-
es were primarily based on visual
ideas from the beginning, not ver-

bal scripts or situations. They rarely
require detailed written descriptions;
all the important aspects are found
in the visuals. The latter is much more
metaphorical in form than what we
find, for example, in the work of the
performance artists in Prague (with
the exception of some works by Karel
Miler]. Ambroz constructed absurd,
humorous or sometimes deeply mean-
ingful situations that he captured

on his own or with the assistance of

a photographer. The approach to
photography, the performance, and
conceptual art all come together

in such works to varying degrees.

For many years, most of the Czech
performance artists worked with pho-
tographers whom they trusted, whom
they believed could capture the right

PO POUZITI ZHEHODNOTTE
DESTROY ‘AFTER USE

moment representing the essence of
their actions. Detailed instructions
were usually unnecessary. Ambroz,

on the other hand, did not leave this
moment to chance, and it became

a key element of his artistic practice.
In some cases, Ambroz’s photogra-
phic images are similar in method to
staged photography, where the action
being photographed is strictly defined
by the resulting composition of the
image. While performance artists in
Prague used photographic documen-
tation as an impartial and general
record of what occurred during the
performance, Ambroz transcended
this approach in a number of ex-
amples. Through the use of various
strategies, he tried to bridge the gap
into the space of the viewer of the
photograph and communicate more
directly. One such approach was
through the use of direct eye con-
tact. By facing the camera, he looked
directly into the eyes of the viewer.
This approach was also popular in
staged photography at that time.®?
Despite the visual appeal of Ambroz’s
photographic documentation, his
images were different from contempo-

&~

Vladimir Ambroz, pfi-
spévek do boxu multipld
vydaného k akci Divadlo
v pohybu v Divadle na
provazku (celkem vydéno
sto kusd s origindly dva-
ceti péti autord), 1979.
Vladimir Ambroz, con-
tribution to the box of
multiples published to
accompany the Theatre
in Motion event at the The-
atre on a String (a total of
one hundred copies were
published with original
works by twenty-five
artists), 1979.
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50/ Jan Mlgoch was deal-
ing with the relation of the pho-
tograph to the event in his Ascent
on Kotel Mountain in April 1974. To
a certain degree, Petr Stembera’s
Narcissus | from December

1974 could also be considered
research into the possibilities
presented by photographic
mediation. An untitled action by
Jifi Kovanda from 12 June 1976,

in which he took a photograph of
a certain place and then covered
the place with the photograph

on a 1:1scale, rephotographed it
and then transferred the image
to a different location, also falls
under this tradition. However,
later works by these artists
concentrated mostly on creating
physical situations and actions,
not analysing the possible uses
of photography. In relation to
this, Hana Buddeus speaks about
the shift from conceptual art
towards action art, see Hana
Buddeus, Zobrazeni bez repro-
dukce? Fotografie a performance
v Eeském uméni sedmdesatjch let
20. stoleti [Representation without
Reproduction? Photography and
Performance Art in Czech Art of
1970s], dissertation, Academy

of Arts, Architecture and Design
in Prague, 2015, pp. 69, 118 and
elsewhere.

51/ Sometimes this es-
sence was only noticed after

a long time. In this sense we can
understand the editorial work
carried out by some performance
artists who, over time, distilled
the documentary photos to a sin-
gle image.

52/ See JiFi Patek,
PFijemné zavislosti: Inscenovana
fotografie 70. let [Sweet Fixations:
Staged Photography of the
1970s], Moravska galerie v Brné,
Brno 2009.



fotografického obrazu s nim komu-
nikovat. Hned nékolikrét v tomto
duchu pracoval s pfimgm pohledem
do objektivu fotoaparatu, tj. do oci
budouciho divaka, coz byl i obliben(
prvek dobové inscenované fotogra-
fie.® Pfes obrazovou plsobivost
Ambrozovy fotografické dokumentace
se jeho snimky od dobové produkce
inscenované umélecké fotografie
liSily: pracovaly s neokazalou es-
tetikou, uchovavaly si charakter
autentického zachyceni Zivé akce.®
Zatimco u vétsiny dokumentace
cesk{ch performanci sedmdesatjch
let je samo fotografické médium nevi-
ditelné, Vladimir Ambroz v néktergch
svgch akcich tematizuje fotograficky
proces a zpUsob, jakgm fotografie
zrcadli realitu. Nékdy se pohybuje az
na hrané konceptudlni fotografie. Jiz
prvni prace, kterou Ambroz zaradil
do svého portfolia, Time z roku 1974,
ma takov{ charakter. Pfi pobytu
v Rumunsku autor nechal své hodinky
undset morskgm pribojem. PUsobi-
vost dila je postavena na konfrontaci
ubihajiciho ¢asu, zpfitomnéného
hodinkami a rytmem pfiboje, a static-
kého fotografického zdznamu téchto

%

Dopis Marii Kratochvilové,
kresba k akci Svét je

odrazem, 1979.

Letter to Marie Kratochvilova,
drawing for the action The World
is a Reflection, 1979.

mediaman

dvou rzn{ch dynamickgch jeva.

AZ k magickgm schopnostem
fotografie se odvolava dilo Remem-
ber Me z roku 1977. Snimek zavireného
obchodu dochovaného z obdobi
prvni republiky a rozmazaného por-
trétu kolem prochdzejiciho autora
fotografii ukazuje jako mozng pro-
stfedek cestovani v Case, kterg je
schopn ¢lovéka prenést z jednoho
svéta do druhého. Méné metafyzicky
je podobna vlastnost fotografie vyuzi-
ta v dokumentaci akce Poster. Teprve
v(sledna fotografickd sekvence
rizngch, Casto velmi vzdélengch
plakatovacich ploch dokazuje realizaci
jinak skryté zpravy a dava pochopit
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52/ Viz Jifi Patek,
PFijemné zévislosti: Inscenovana
fotografie 70. let, Moravska
galerie v Brné, Brno 2009.

53/ PFikladem aZ utili-
tarniho vyuziti fotografie jako
prostfedku komunikace je akce
Ben z roku 1978. Bratr Vladimira
Ambroze na v{stavé Bena
Vautiera v PafiZi sebral jedno
z textov{jch dél tohoto umélce
a poslal je do Brna. Vladimir
Ambroz se s nim vyfotogra-
foval a snimek poslal Benovi
do Francie. Emociondlné silng
portrét s uméleckgm artefak-
tem pfipomene ironicky poja-
tou strategii Gnosc: sva rukoj-
mi fotografuji s novinami, aby
dokazali, Ze jsou k danému da-
tu jesté naZivu. Za ,unesené®
Benovo dilo Ambroz nezéda
vikupné, ale jeho pfitomnost
v rukach nezndmého Briiana
jeho drZitele nasilné vsazuje
do kontextu Benovy tvorby

a umocnuje potfebu navézani
kontaktu.
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rary staged photography in the sense
that they made use of unpretentious
aesthetics and retained the sense of
authentic presentation of live action.®
While the medium of photogra-
phy is not touched on directly in the
documentation of most Czech perfor-
mance artists in the 1970s, Vladimir
Ambroz made a theme out of the
photographic process and the way
photography reflects reality. At times
his work closely resembles concep-
tual photography. For example, the
first work documented in Ambroz’s
portfolio, Time from 1974, has such
a character. During his stay in Roma-
nia the artist took a photograph of his
watch floating on the surface of the
sea. The appeal of the work is based
on the confrontation with the passing
of time, represented by the watch and
the rhythm of the swelling of the seaq,
a static photographic record of these
two different dynamic phenomena.
The work Remember Me from 1977
makes use of the almost magical abili-
ties of photography. The picture of an
abandoned storefront preserved from
the First Republic with the blurred
portrait of the artist passing by in the

foreground reveals the way the medi-
um of photography makes it possible
to travel through time, allowing a man
to transfer from one world to another.
On a less metaphysical level, a si-
milar feature of photography is used
in the documentation of the action
Poster. Only the resulting sequence
of photographs of various posters,
often situated quite far geographical-
ly from each other, reveals the hidden
message and helps in understanding
its content. What remains unnoticed
by the passers-by in the streets of
Brno is concentrated and formulat-
ed through a sequence of images.

In a series of actions Vladimir
Ambroz worked with sheets of glass
and mirrors and the interplay of the
camera and mirror as tools for re-
flecting reality. In Scrawl from 1978
Ambroz hid his face behind a layer
of lines drawn on a sheet of glass
positioned between himself and the
camera. This otherwise invisible bar-
rier between the artist’s face and the
camera is only revealed through the
process of scribbling, which gradu-
ally hides the artist’s appearance.
This flat scribble hovering in mid-air
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53/ An example of the
almost utilitarian use of photog-
raphy as a means of communi-
cation is found in the action Ben
from 1978. At an exhibition of Ben
Vautier’s works in Paris, Vladimir
Ambroz’s brother took one of
Vautier’s text works and sent it to
Brno. Vladimir Ambroz took his
portrait with the work and sent it
to Vautier in Paris. The emotional-
ly strong portrait with the art ob-
ject resembles the ironic strategy
of kidnappers: they take a picture
of their hostages holding a paper
so they can prove that they are
still alive on that day. Ambroz did
not request a ransom for Vautier’s
“kidnapped” piece of art, but the
fact that the work is present in
the hands of an unknown man
from Brno violently places the
“kidnapper” into the context of
Vautier’s work and emphasizes
the need of making contact.



jeji obsah. To, co by chodec v ulicich
Brna nepostrehl, je koncentrovano
a formulovdno az pomoci fady snimkd.
Ve volné sérii akci Vladimir Ambroz
pracoval se skly a zrcadly, respektive
se souhrou fotografie a zrcadla jako
ndstrojd odrazu reality. Ve Scrawl
z roku 1978 prekrgval svij oblicej
vrstvou ¢ar na skle umisténém mezi
nim a fotografickgm aparatem.
Jinak neviditelnd bariéra mezi umél-
cov(m oblicejem a fotoaparatem
se vyjevuje aZ v procesu ¢marani,
kter( postupné skrgva autorovu
podobu. Plo$nd, ve vzduchu levitujici
¢madranice soucasné koresponduje
s dvojrozmérngm charakterem fo-
tografie, kterd je ve svém vgsledku
jen listem papiru. To, co vidime, neni
skutecng Vladimir Ambroz, ale jen
jeho obraz, demonstrujici zplsob,
jakgm fotografické zobrazeni cteme.
V Shapes z roku 1979 se Ambroz
se zrcadlem v rukou vydal do ulic
Brna, aby na ném zachytil to, co by
vidél, kdyby pred obli¢ejem zrcadlo
nemél. Timto zpUsobem jsou konfron-
tovana zpravidla kontrastni prostredi
za a pred stojicim umélcem, nejcasté;ji
priroda a prvky moderniho mésta.
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Vedle v{tvarné efektniho zachyceni 54/ Vedle akce Lumira
protikladd, umocn&ného obrazov(m Hladika, kter§ motiv odrazu
komponovanim fotografujici Ma-
rie Kratochvilové, na cyklu zaujme
i obecnéjsi téma reflexe sveta. Tu
umélec provadi tak, ze sdm sobé své
okoli zastinuje, vraci mu beze zbyt-
ku jeho obraz. Pdsobiv{ je v tomto
smyslu snimek Vladimira Ambroze
stojiciho uprostred vozovky, kdy se
na zrcadle pred jeho obli¢ejem prav-
dépodobné odrdzi nebe, na misto
hlavy ma prézdng, a presto pIng
obdéInik neomezen{ch moznosti.®*

V navazujici akci Svét je odra-
zem z roku 1979 Ambroz svou hlavu
pokryl zrcadlovou folii, ze které
se postupné ,proklubaval® ven.
Na pripravngch kresbéch je akce
uvedena pozméné&ngm nézvem Clovék
je odrazem a autor na nich zdGraznil
predevsim své odi. Prvni snimek zachy-
cuje stav, kdy zrcadlici folie odrézi
svét okolo hlavy - umélcova hlava
reflektuje obraz okoli, on sdm ale
nic nevidi, obraz neni vpustén skrze
folii dovnitt. Na dalsim snimku otvory
vytrzené v mistech oci umoznuiji vidét,
odraz svéta pronikd do mysli. Svét
je odrazem tak v praktické roviné

dle z roku 1980, Ize Ambrozovy
experimenty s fotografii a zr-
cadly pfirovnat k vjzkumam
amerického tvirce Garyho
Beydlera.
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vyuZil ve svém dile More v zrca-

also reflects on the two-dimensional
nature of photography, which is just
a sheet of paper in the end. What we
see is not the real Vladimir Ambroz,
but just his image, demonstrating
the way we read photographs.

In Shapes from 1979 Ambroz went
into the streets of Brno holding a mirror
in his hands to capture what he would
have seen if he had not been holding
the mirror in front of his face. In this
way the contrasting environments in
front of and behind the standing artist
are seen together, usually elements
of nature combined with the modern
city. In addition to an impressive use of
contrasts, enhanced by photographer
Marie Kratochvilové’s compositions, the
cycle is also interesting generally as
a reflection of the surrounding world.
Ambroz makes the reflection without
being able to see the surroundings
himself, thus returning the image to its
surroundings. One impressive image in
this sense is the photograph of Vladimir
Ambroz standing in the middle of the
street with a mirror in front of his face
reflecting the sky. In place of his head
there is a rectangle, both empty and
also full of limitless possibilities.®

ablona pro rok 79 / priloZ na text a &ti !

In the next action, The World is B4/ In addition to the
a Reflection in 1979, Ambroz covered 3::'(;’:;:2:&';&':](‘?;; I";:cl’n
his head with mirror-like foil, which he  his work Sea in the Mirror from
gradually “hatched out of”. In prepa- :;802;’;:;?}?;’2 :ZP:];ir:;f:tcsdﬁig‘e
ratory drawings the action is referred  compared to the investigations of
to under an alternative title, Man is the American artist Gary Beydler.
a Reflection, in which the artist placed
a greater emphasis on the eyes. The
first photograph illustrates the phase
in which the foil mirrors the world
around the head - the artist’s head
reflects an image of the world around
him, but the artist himself cannot see
anything and the image is not allowed
inside through the foil. In the next pic-
ture, holes torn in the foil around his
eyes allow him to see and the reflec-
tion of the world enters his mind. Thus
on a practical level, The World is a Re-
flection completes the theme of the
reflection of the world and at the same
time of the barriers that the chosen
reflective system creates between the
world and the observer. Ambroz dealt
with the same theme in his later pro-
ject, Videohabitation, from 1981, which
was never realized. Ambroz wanted
to be closed in a room for one month,
with no connections to the external
world. The only image of the world

&«

Vladimir Ambroz,
Novorodenka, 1978.
Vladimir Ambroz,
. New Year’s card, 1978.
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zavrsuje téma reflexe svéta a soucasné
bariér, které mezi svétem a pozoro-
vatelem vytvari zvolen( reflexivni
aparat. Ambroz se k t€mto otdzkdm
pozdéji vratil v projektu Videohabi-
tation z roku 1981, kter( ale zlstal
nerealizovan. Ambroz se chtél nechat
na jeden mésic zavrit v mistnosti, kterd
by méla prerusené veskeré spojeni
s vnéjSim svétem. Jedin{ obraz ven-
kovniho svéta by na monitoru uvnit¥
v Zivém prenosu zprostredkovavala
videokamera. Autor predpokladal,
Ze by i pres existenci televizniho
okruhu ztratil pojem o déni venku.*®

V Shapes nebo sérii Svét je odra-
zem jsme svédky konfrontace dvou
rizn{ch zplsobU obrazové reflexe:
stoji tu proti sobé obrazné &i pfi-
mo fyzicky zrcadlo a fotoaparat.
Zrcadlo své okoli reflektuje bezpro-
stfedné, ale pomijivé. Vgsledky prace
fotoaparatu vidime az se zpozdénim,
jejim vgsledkem vsak jsou fotografie,
trvalé artefakty zaznamendavajict
obraz zvoleného okamziku. Jmeno-
vané akce konfrontuji vlastnosti
nejjednodussiho reflexniho nastroje
v podobé zrcadla a komplikovanéjsiho
aparatu v podobé fotografického

VATE2M )
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pristroje. Ambroz ovSem primarné
komunikuje s publikem fotografickgch
obrazd, nikoliv s divaky, ktefi by akci
se zrcadly sledovali pfimo na misté.
Tento vztah zprostfedkovani je zrej-
m( ze vzniklého fotografického
obrazu, je CiteIng z aranZzmd dané
situace bez toho, aniz bychom
se uddlosti pfimo zGcastnili.
Soucasné ¢eské badani o uméni
performance se v poslednich letech
koncentruje na zkoumani zplsobu
jeho dokumentace: jok umélci sva
dila zaznamenavali a dal ucho-
vavali. Ddraz je kladen na roli textu,
a predevsim fotografie. Jiz méné
pozornosti je pak vénovano zptsoblim,
jak bylo s touto dokumentaci nasledné
nakladdéno v procesu jejiho dalsiho
zprostredkovani. ,,Koncové® potreby
dokumentace pfitom nepochybné
ovlivnily jeji formu. Zahraniéni per-
formefi, ktefi plsobili v prostred;,
kde se performance stala béznou
soucasti v{tvarného provozu, zahy
uméni performance propajili s galerij-
nimi prezentac¢nimi technikami
instalace, fotografie, filmu nebo
videa. Ceskoslovensti umélci méli
s verejngm vystavovanim své prace

TR (VavNE

55/ N&vaznost mezi
Videohabitation a akei Svét

je odrazem je zfejma zvlasté

z pdvodniho scéndre nerea-
lizované akce, v némz mély
prenos zprostredkovavat hned
dvé venkovni kamery a dva
monitory, svgm sparovanim
pripominajict elektronické

oci. Dilo Videohabitation

také pozoruhodngm zpuso-
bem pfipominé konstrukci

tzv. Mariiny mistnosti, myslen-
kového experimentu filozofa
Franka Jacksona z roku 1982.
Hypoteticka védkyné, zabg-
vajict se fyziologii barevného
vidéni, je od narozeni umisténa
do ¢ernobilé mistnosti a svét
okolo sleduje jen pomoci
&ernobilého videoprenosu.

O barvéch, jejich fyzikalni
podstaté a plsobeni na lidské
smysly vi teoreticky Gplné vse,
ale sama je pfitom nikdy
nevidéla. Co se stane, ode-
jde-li z mistnosti do barevného
svéta nebo dostane-li barevn(
monitor? Dozvi se z této
zkuSenosti néco, co o barvach
dosud neznala? Cilem tohoto
myslenkového experimentu
bylo prokazat, zda védomostni
zkusenosti mohou zahrnovat

i prvky, které nejsou fyzikal-
ni podstaty. Frank Jackson

a na néj navazujici myslitelé
dochdzi k zavéru, ze zékladem
lidské predstavivosti je vliastni
proZitek, coZ mdZeme vnimat
jako korespondenci s pojetim
performance sedmdesatgch
let.

would be transmitted live on a moni-
tor through the use of a closed circuit
video camera. The artist assumed
that despite the existence of the
televised image, he would lose track
of what was happening outside.®®

In Shapes or the series The World
is a Reflection we witness a contrast
between two different methods of
reflection: in this case, the mirror and
the camera oppose each other meta-
phorically or even quite directly. The
mirror reflects its surroundings imme-
diately, but only momentarily. When
working with a camera we only get to
see the results after some time, but
the resulting images are photographs,
permanent artefacts recording the
image of a particular moment. The ac-
tions in question contrast the nature of
the simplest reflective tool, the mirror,
with a more complicated apparatus,
the camera. However, Ambroz prima-
rily communicates with the viewers of
the photographic images, not with the
audience who witnessed the action
with the mirrors directly when it oc-
curred. This mediated relationship
is clearly seen in the photographic
documentation; it is seen in the way

<

Vladimir Ambroz, kresby k nerealizovangm
projektdm s nafukovacimi prvky, 1978.
Vladimir Ambroz, drawing for unrealized
projects with inflatable elements, 1978.

the situation was arranged without
the need to be present at the event.
In the past few years, contempo-
rary Czech research on performance
art has focused on an examination of
the forms of documentation: how the
artists recorded and stored their work.
An emphasis has been placed on the
role of text and mainly photography.
Less attention has been paid to the
various ways this documentation was
handled afterwards. Yet the “final”
needs of documentation undoubtedly
influenced its form. Performance artists
from abroad who worked in a milieu
where performance art had become
a standard part of the art world soon
combined performance art with var-
ious gallery presentation techniques
such as installation, photography,
film and video. Czechoslovak artists
had little experience with exhibiting
their work in public. They were sending
their images abroad without having
any real influence on the way they
were installed; locally, their work was
only rarely included in the context of
thematic photographic exhibitions,
such as the aforementioned projects
organized by Jaroslav Andél and

55/ The link between
Videohabitation and The World
is a Reflection is apparent main-
ly in the original script of the
unperformed action, in which
two external cameras and two
monitors, resembling electron-

ic eyes in the way they were
joined, were meant to transfer
the image. Videohabitation is
also remarkably similar to the
construction of Mary’s Room,

a thought experiment by the
philosopher Frank Jackson from
1982. A hypothetical scientist who
studies the physiology of colour
vision has been placed in a black
and white room since birth and
she watches the world around
her only through a black and
white video monitor. She knows
everything about colours theoret-
ically, their physical substance
and influence on people’s senses,
but she has never actually seen
them. What happens when she
leaves the room to go into the
world of colour or she gets a co-
lour monitor? Will she learn some-
thing about colours from this
experience that she did not know
before? The aim of this thought
experiment was to demonstrate
whether or not the experience of
knowledge can contain elements
that are not physically based.
Frank Jackson and his followers
came to the conclusion that the
basis of human imagination is in
one’s own experience, which we
can see reflected in the concept
of performance art in the 1970s.



jen malou nebo jen zprostredkova-
nou zkuSenost. Posilali své snimky

do zahranici bez toho, aniz by mohli
vraznéji ovlivnit jejich instalaci, nebo
se v domdcim prostredi vgjimecné
dostavali do kontextu tematickgch
fotografick{ch v{stav, jako napfriklad
u zminovangch projektd Jaroslava
Andéla nebo Antonina Dufka. Domi-
nantni zplsob sdileni dokumentace
performanci mél v éeském prostredi
v{razné individualizovanou podobu

a ze vieho nejvice pfipominal Cetbu.
Divak se seznamoval s obrazovgm

a textovgm materidlem, kter( drzel

v rukou nebo leZel na stole pred nim,
a volné jim listoval.®® Tento zpUsob

po umélci nevyzadoval Zaddnd pros-
torovd instalacni fesent a neni divu,
ze dochované autorské dokumentace
maji formdaty prevzaté z oblasti litera-
tury nebo statni byrokracie. Brnénské
prostredi, ve kterém Vladimir Ambroz
pusobil, bylo vgjime&né snahou vy-
stavovat na rdzn{ch poloilegalinich,
verejnosti oteviengch mistech. Ta vsak
neméla charakter galerii, ale spise
klubl, kde néroky na instalaci autora
nemotivovaly k prekroceni bézngch
limitd dobové fotografické prezen-
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tace. Dokumentace performanéniho 56/  Tuto skute&nost
dila Vladimira Ambroze si tak zacho- reflektovala instalage vstavy

v o - . Karla Milera, Petra §temberg
vala znaéné promeénlivg charakter. a Jana Migocha v Galerii
hlavniho mésta Prahy v roce

1997. Jeji kurator Karel Srp

TELEVIZE A VIDEO nechal vyrobit t¥i knihy s doku-
Jestlize mé& dnes Vladimir Ambroz mentacemi téchto tf umEled,
. . . . o . ktergmi mohli navstévnici listo-
uvést mozné zahranicni vlivy nebo vat.

inspirativni osobnosti, jez pro néj v le-
tech jeho performersk{ch aktivit byly
ddleZité, jmenuje Ameri¢ana Chrise
Burdena a Mad'ara Endré Téta. évej-
kovska subverze Endré Tota vychazi
ze stredoevropské groteskni senzi-
tivity. Tot bez vghrad a s Gsmévem
prijimal vSe, co se v sedmdesatgch
letech v Mad'arsku délo: pochodoval
v prvomd@jové manifestaci s ceduli, ze
je rad, Ze se pochodu muze zG&astnit.
Byl réd, Ze mize &ist noviny, i kdyz
byly pIné vgmysld. Byl réd, ze mlze
nosit cedule se svgm sdélenim. Stra-
tegie neotresitelné radosti a souhlasu
demaskovala stésti jako propagandi-
stick( ndstroj socialistick{ch rezimd
a tematizovala mistni cenzuru a au-
tocenzuru. Tot se soucasné pokousel
prostrednictvim autorskgch knih

a absurdnich dopisl komunikovat

s vnéjSim uméleckm svétem, i kdyz
si dobre uvédomoval limity podob-

Chata Fedora Nufa
Skotala v lesich

u Domasova pred
vernisdZi Neolitické
malby, 1974.

Foto: Jef Kratochuvil.
Fedor Nuf Skotal’s cot-
tage in the forests near
Domasov before the
action Neolithic Paint-
ing, 1974.

Photo: Jef Kratochvil.

Antonin Dufek. The dominant method
of sharing the documentation of the
performances was highly individual
in nature, but most often, it resem-
bled the act of reading. The viewer
became familiar with the images or
texts by holding them or laying them
out on a table, touching them individ-
ually.®® This method did not require
space for installations and it is not
surprising that the preserved artists’
documentation often takes the format
found in the field of literature or even
state bureaucracy. The environment
in Brno, where Vladimir Ambroz was
active, was exceptional for its attempt
to show at various semi-legal places
open to the public. These were not
galleries but rather clubs, where the
possibilities for installation did not
motivate the artists to exceed the
ordinary limits of photographic pre-
sentations. Thus the documentation
of Vladimir Ambroz’s performan-

ces does not have any fixed format.

TELEVISION AND VIDEO
Today, when Vladimir Ambroz speaks
about influences from abroad or key
figures who were important for him

in his years of performance art, he
names the American Chris Burden and
the Hungarian Endré Tét. The subver-
sive humour of Endré Tét grows out of
a Central-European grotesque sensi-
bility. With no reservations and with

a smile, Tét accepted everything that

was happening in Hungary in the 1970s:

he marched in a First of May manifes-
tation with a sign saying he was happy
to be able to participate in the march.
He was happy he could read the news-
paper, although it was all made up.
He was happy he could carry signs
saying he is happy. This strategy of
unshakable joy and consent unmasked
happiness as a socialist propaganda
tool and explored the theme of local
censorship and self-censorship. At the
same time Tot tried to communicate
with the outside art world through
his artist’s books and absurd letters,
although he was well aware of the
limits of such endeavours. His contacts
abroad included Jifi Valoch and Jifi H.
Kocman, and he visited them in Brno.
Chris Burden took a different,
more drastic approach to art. He did
not work with forced happiness, but
with extreme physical conditions,
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56/ This was reflected in
the installation of the exhibition
of Karel Miler, Petr Stembera
and Jan Ml¢och at Prague City
Gallery in 1997. Curator Karel
Srp had three books made with
documentation of the three
artists’ work, and visitors could
browse through them.



ného snazeni. Mezi jeho zahraniéni

kontakty patfili i Jifi Valoch a Jifi H.

Kocman, které také v Brné navstivil.
Chris Burden zastaval jing, dras-

tictéjsi pristup k uméni, pri kterém

performer nepracoval s vnucovangm

Stéstim, ale s extrémnimi télesngmi

stavy, bolesti a nebezpecim. | kdyz

i v Burdenové tvorbé najdeme zlehéu-

jict ironii, nezfidka v ni §lo o zdravi,

¢i dokonce o Zivot. Nechal se zavirat

do mal{ch prostor, doslova si zahraval

s ohném, nechal se postrelit. Témto

postuptm se bliZzi Ambrozova akce

Highway, pfi niz si autor lehl na silnici

a nechal se tak potencialné ohrozo-

vat projizdéjicimi auty podobné

jako Chris Burden v akci Deadman

z roku 1972. Prace Chrise Burdena

méla v okruhu éeskoslovenskgch

performerld znaény ohlas. Blizkost

k Burdenovi byla déna podobnou

myslenkovou i fyzickou intenzitou

a nekompromisnosti. Petr Stembera

s Burdenem, jakoz i s desitkami dalSich

osobnosti svétové performance,

udrZoval korespondenéni kontakt

a patfil u nés k hlavnim propagatorim

jeho dila. Vytvoril jeho samizdatovou

textovou ,monografii“.¥’ Realizoval

mediaman

dokonce vlastni parafrazi jedné Bur-
denovy performance.®® SGm Burden
Ceskoslovensko v roce 1977 navstivil,
kdy? domlouval podrobnosti Stem-
berova pozvani na v{stavu Polar
Crossing, jez se uskutecnila o rok
pozdéji v Los Angeles. Burdenova
dila ve svgch prednaskach také
nékolikrat rozebiral Petr Rezek.®
Vlivy Burdena a volné paralely
s jeho pristupem najdeme i u dalsich
ceskgch tvlred, a to i v méné zjevn{ch
prikladech. Vladimir Ambroz v TV
Piece v roce 1981 bez preruseni sledo-
val kompletni denni vysilani televize
od pul sedmé réno az do pdl jedné
v noci. Co tim chtél dokazat? Snad
néco podobného - i kdyz ve stredoev-
ropsky ironické podobé - jako Chris
Burden ve své akci Shoot, pfi niz se
nechal pfitelem strelit malordzkou
do paze. Slo zde mimo jiné i o reakci
na stfelou na americkgch univer-
zitdch, jmenovité Kent State v kvétnu
1970, kde americkd Narodni garda,
povoland k potlaceni studentsk{ch
protestd, zastrelila EtyFi osoby.
V logice Burdenova tviréiho gesta
hrala Gstfedni roli potfeba osobni
zkuSenosti i fyzicky drastickd meta-
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57/ Obsahovala preklad
témér kompletnich autorskgch
popist Burdenovch akei,
rozsahl{ esej Roberta Horvitze
z Easopisu Artforum z roku
1976 a tfi rozhovory s autorem
prevzaté z rdzngch americkich
publikaci.

58/ Jde o Burdenovu
performanci Doomed z roku
1975. Podle popisu autora se
sklddala ze tfi prvkd: auto-
rova téla, z hodin na sténé

a tabule prihledného skla,
oprené o zed' v Ghlu 45 stupfid
Performance méla trvat,
»dokud by se nékter( ze

tFi prvkd, z nichZ se perfor-
mance sklédala, neporusil®
(preklad Petra Rezka z &aso-
pisu Data poufzit v jeho textu
Body Art: Paradigma promén
v souéasném uméni z roku
1979). Performance Petra
Stembery 3 prvky z roku 1977
je autorem popsdana takto:
»Akce méla skongit (a také
skonéila), aZ jeden ze tfi prvkd,
tésné k sobé pfiloZzengch (sklo,
sklaFskg tmel a mé té&lo), bude
Séstecné poskozen nebo zcela
zniden pusobenim horka ze

zGrice.

59/ Viz nékteré

texty v souboru Télo, véc

a skuteénost, Jazzovéa sekce,
Praha 1981, napfiklad Uméni
jako vgzva k €inu, ibid, s. 96-98.

alﬂ7ML

pain and danger. Although we find

a glib, ironic stance in his work, it was
often concerned with health or even
life. He had himself closed in small
spaces, he literally played with fire,
he had himself shot. Ambroz’s action
Highway is in a similar vein to these
approaches; the artist lay down on
the road, putting himself in harm’s
way from passing cars, in much the
same way as Chris Burden’s action
Deadman from 1972. Chris Burden’s
work had a significant impact on the
circle of Czechoslovak performance
artists. The relationship to Burden was
based on similar ways of thinking,

an interest in physical intensity and
an uncompromising approach to the
work. Petr Stembera corresponded
with Burden and with dozens of other
key figures of the international per-
formance art scene, and was one of
the main promoters of Burden’s work
in Czechoslovakia. Stembera created
a samizdat “monograph” on Burden.”’
He even carried out his own version
of one of Burden’s performances.®®
Burden came to Czechoslovakia in
1977 to discuss the details for invit-
ing Stembera to the exhibition Polar

(U i( (@(16‘.\ =

Crossing, which was to take place
the following year in Los Angeles.
Burden’s work was also analysed
by Petr Rezek in his lectures.®

We can find Burden’s influence
and parallel developments in the work
of other Czech artists, in less obvious
forms. In his TV Piece from 1981, Vladi-
mir Ambroz watched TV for a whole
day without interruption from 6:30
a.m. till 12:30 a.m. What did he seek to
accomplish? Perhaps something in the
same way as Chris Burden, though
in a more ironic Central European
form, in his action Shoot, in which
he let his friend shoot him in the arm
with a .22 rifle. Among other things,
this was a reaction to shootings at
U.S. universities, namely at Kent State
in May 1970, where the National
Guard, brought in to suppress a stu-
dent protest, killed four people. In the
logic of Burden’s creative gesture,
the main emphasis was the need for
personal experience and an intensely
physical metaphor: if young people
today are being drafted to serve in
the war in Vietnam, or even being
shot at on university campuses, | will
have myself shot in the gallery. Am-
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57/ It contained a near-
ly complete translation of
Burden’s descriptions of his
actions, an extensive essay by
Robert Horvitz from Artforum
magazine from 1976 and three
interviews with the artist taken
from various American publica-
tions.

58/ This was Burden’s
performance Doomed from
1975. According to the artist,

it consisted of three elements:
the artist’s body, a clock on the
wall and a sheet of transpa-
rent glass leaning against the
wall at a 45 degree angle. The
performance was meant to last
“until there was interference
with one of the three elements
in the performance” (Czech
translation by Petr Rezek from
the magazine Data, used in

his text Body Art: Paradigma
promén v sou¢asném uméni
[Body Art: Paradigm of
Changes in Contemporary
Art], 1979). The performance by
Petr Stembera from 1977 called
3 Elements is described by the
artist as follows: “The action
was supposed to end (and it
did) once one of the three ele-
ments, tightly pressed together
(glass, glass putty and my
body) was partially damaged
or completely destroyed by
heat from the radiator.”

59/ See some of the
texts in: Télo, véc a skutecnost
[ABody, a Thing and Reality],
Jazzova sekce, Prague 1981,
for example Uméni jako vzva
k &inu [Art as a Challenge to
Act], ibid, pp. 96-98.

e
Textovd dokumentace
akce TV Piece, 1981.

Text documentation
of the action TV Piece, 1981.



fora: jsou-li dnes mladi lidé odvéadeéni
do valky ve Viethamu, nebo dokonce
stfileni na pGdé akademick{ch kam-
pusd, nechdm se postrelit v galerii.
Za podobnou, zddnlivé masochis-
tickou metaforu, kterd vSak nezrcadli
néjakou autorovu Gehylku, ale odrazi
redIng spolecensky stav, Ize povazovat
i Ambrozovo sledovani televize. Jestlize
mé stat bombarduje propagandou
a pokleslou zdbavou, pfijmu vjzvu
a budu ji nepretrzité sledovat, i kdyz
je to i jen kratkodobé nesnesitelné.®
Pro konstrukci TV Piece hral také
ddleZitou roli pokus o kompletni obsah-
nuti televizniho vysilani, snaha vidét
jeho program v celé délce. V tomto
sméru $lo o dobov( fenomén: jesté
na pocatku Sedesatgch let vysilala
Ceskoslovenskd televize jen nékolik
hodin denné, takze vidét celé vysilani
nepredstavovalo vgjimeén( vgkon.
V dobé uskutecnéni Ambrozovy
akce v8ak trvalo Sestnact hodin.
Od devadesatgch let vysila vétsina
Ceskych televiznich kandll nepretrzité,
jakgkoliv celek televizniho programu
predstavuje jen hypotetickou velic¢inu,

kterou jedinec nedokaze obsdhnout.
Vlastnim materidlem, se ktergm Am-
broz v TV Piece pracuje a jehoz odpor
prekonava, je cas. To koresponduje

s efekty vstupu televizniho vysilani
do Zivota spole¢nosti. Jiz v Sedesat(ch
letech Nam June Paik vnimal televizi
jako nastroj kontroly a soucasné pro-
dukce Easu. Televizni vysilani divakovi
konstruuje a souc¢asné ovlada jeho
do té doby voIng cas. Vzhledem k to-
mu, Ze v dobé realizace TV Piece byla
znacénd Cast televizniho programu
Ceskoslovenské televize vénovéna
pravé probihajicim konferencim Ko-
munistické strany Ceskoslovenska,
Ambrozova akce ziskala ptvodné
nepl@nované politické zabarveni.
Sir&i zamér dila doklada i dochovana
autorskd anotace: ,,Nevytvari tele-
vize m{ty, které neexistuji? Neni ndm
lhostejné, co vidime a slysime? Jsme
skute¢né schopni vnimat obsah toho,
co ndm obrazovka predava? Nejsme
ovlivnéni tim, co vidime, do té miry,
Ze mizi nase ja? Nepriklad@me tele-
vizi daleko vétsi vjznam, nez méa?
NevyuZivime malo toho, co nédm
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60/ Za zminku stoji, Ze
tuto ,mucéednickou® akci podle
svédectvi pratel velmi oceroval
Jindfich Chalupeckg, kter{
jinak tvorbu Vladimira Ambroze
povazoval za pfilis§ poplatnou
vlivu Jifiho Valocha.

&~

Vladimir Ambroz, bez
ndzvu, graficka partitura,
1. pol. 70. let.

Vladimir Ambroz, untitled,
graphic score, first half
of the 1970s.

broz’s watching TV can be considered
as a similar, ostensibly masochistic
metaphor; however, it does not mirror
some sort of personal perversion, but
rather the true state of society. If the
state bombards me with propagan-
da and lowbrow entertainment, | will
take up the challenge and watch it
constantly although it is unbearable
even for short periods of time.*°

In constructing TV Piece, an im-
portant aspect was the attempt to
encapsulate the entire broadcasting
schedule, the endeavour to see the
programming in its entirety. In this
regard, it was a phenomenon of the
time: back in the early 1960s Czecho-
slovak Television only broadcast
several hours per day, and to see the
entire programme did not require a lot
of effort. At the time Ambroz’s action
took place, it lasted 16 hours. Since the
1990s most Czech TV channels broad-
cast continuously, and any whole unit
of the TV programming represents
a hypothetical quantity which a single
person can never fully comprehend.
The actual material Ambroz works with

in TV Piece and manages to resist, is 60/ It is worth mention-

time. This corresponds with the ef- ing that this “martyr® action
o R was reportedly highly appre-

fects that television broadcasting has  ciated by the art theoretician

on society. In the 1960s, Nam June ;J't’;:;'\,‘it‘sf::r']‘;'f’;:r"e% ::]2°W°rk
Paik realized television acted as both of Vladimir Ambroz to be overly
a means of control and a producer praebred o the influence of Ji
of time. Television broadcasting con-

structs and at the same time rules over

the viewer’s leisure time. At the time

TV Piece was made, a considerable

part of the Czech TV programme was

focusing on the ongoing conferences

of the Communist Party of Czecho-

slovakia, thus Ambroz’s action had

an unplanned political subtext. The

wider intention of the work is shown in

the artist’s annotation from the time:

“Does TV create myths which don’t

exist? Do we care about what we see

or hear? Are we really able to perceive

the content of what the TV screen

communicates to us? Aren’t we influ-

enced by what we see to the extent

that our egos disappear? Don’t we at-

tach far more importance to TV than it

actually has? Don’t we use too little of

what the invention of TV gives us? One

can just close one’s eyes, turn off the

&~

Fotografickd dokumen-
tace ze zavéru akce

TV Piece, 1981. Vysilani
Ceskoslovenské televize
koncilo hymnou a zdbé-
rem na vlajici statni viajku.
Photographic documen-
tation from the end of

the action TV Piece, 1981.
The daily Czechoslovak
Television broadcast used
to end with the national
anthem and a shot of

the waving national flag.
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poskytuje vynalez televize? Staci
zavfit oci a vypnout zvuk a snit.*!
Autorovi tedy neslo o zjednodusujici
antikomunismus, jak by obsah sle-
dovaného televizniho vysilani mohl
sugerovat, ale obecnégjsi civilizaéni
kritiku. Jejim konkrétnim projevem
se mohl stat zplsob, jakgm bylo
televizni vysilani zneuZivano béhem
politického monopolu KSC v sedm-
desat{ch a osmdesatgch letech.
Ambrozdv TV Piece se objevil
na samém konci autorovy tvaréi
drahy, motivy televize a kritiky médii
v ni véak nalezneme pribézné. V akci
Walls z roku 1976 Ambroz v oteviené
zimni krajiné buduje stény z novin,
které déli otevien( prostor a zabranuji
jeho celistvému vnimant. To je obno-
veno az v momentu, kdy jsou noviny
zapdleny a stény shori. Oteviené
politickg charakter maji akce reagu-
jici na dobovou propagandu, ale
i obecny stav moderni spole¢nosti.
V roce 1977 v TV-Look Ambroz v iro-
nicky sebeobranném gestu sleduje
s prateli televizi s vypnutgm zvukem
a s nasazen{mi ¢erngmi brglemi.®?
Jako symbol socialistické propagandy
vétsina Ceskoslovensk{ch performerd
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nepouZzivala televizi, ale tisténé novi-
ny.®® Televize ¢i moderni sdélovaci
prostredky Vladimira Ambroze pfita-
hovaly nejen jako priklady manipulace
verejného minént, ale i v obecnéjsi
roviné. Mezi jeho tehdejsi cetbou by-
chom napfiklad nalezli samizdatov{
preklad knihy Marshalla McLuha-
na Médium je masaz i dalsi ¢lanky
analyzujici moderni média, mezi
nimiz hrala televize dileZitou roli.®*
Video, zvlasté v sedmdesat{ch
letech, nelze povazovat za pouhy elek-
tronick( ekvivalent filmového média,
kterg umélctim usnadnil dokumentaci
jejich performanci. Na rozdil od filmu
nabizelo video fascinujici moznost
bezprostredni zivé vazby mezi udalosti
a jejim videoobrazem. Analogové
video svgm vnéjSim vzhledem
i uZivangm hardwarem soucasné
predstavovalo paralelu k béznému
televiznimu vysilani, na které by-
lo, jiz od jeho vzniku, celosvétove
nahlizeno jako na klasick( produkt
kulturniho prdmyslu, protikladn(
étosu umélecké tvorby. Pfenosnou
videotechnologii umélci, ktefi ji méli
k dispozici, vnimali pozitivné jako cosi,
co autor sdm aktivné formuje, kdezto

61/ Nedatovang text,
archiv Vladimira Ambroze.

62/ Jednou z G8ast-

nic této performance byla

i francouzska historicka uméni
Geneviéve BEnamouova. V jeji
publikaci L’Art Aujourd’hui en
Tchécoslovaquie z roku 1979,
které v Sirokém zdbéru popiso-
vala Eeskoslovenské povaleéné
umént, viak nebyl Vladimir
Ambroz zminén. Televizi jako
néstroj vymgvani mozkd vyuZil
v roce 1979 v jedné ze sv{jch
akef i Petr Stembera. V dile

bez nézvu, uskuteénéném

ve wroctawské galerii Nad
Fosa, zabalil Zivé kure do sité

a umistil je mezi naplno hrajict
rozhlas a pusténou televizi.
Kdykoliv se kufe pokusilo uprch-
nout, Géinkujici ho opét spoutal.
To se délo tak dlouho, dokud
kufe nerezignovalo a nesnesitel-
nou situaci pfijalo.

63/ Napriklad perfor-
mance bez ndzvu Petra Stem-
bery z roku 1979, kdy, stoje

na hlavé, polykal kousky
Rudého prava. Na Slovensku
noviny Pravda vyuzil Lubomir
Duréek v akcich Navstévnik

z roku 1980 nebo Hlava

v Pravdé z roku 1989.

o4/ Typickg prikle-
pov{ papir a mechanick{
psaci stroj tohoto samizda-
tu, jeZ se dodnes dochoval

v archivu Vladimira Ambroze,
ostFe kontrastuji s plvodnim
vydanim, jehoZ extravagantni
vzhled, propojujici text s jeho
typografickou podobou, mél
na starosti grafick( designér
Quentin Fiore.

&~

Vernisaz akce Electric
Café z vyfazengmi
obrazovkami v rdmci
festivalu Divadlo

v pohybu v Divadle na
provazku, Brno, 1983.
Opening of the action
Electric Café with
discarded TV monitors
during the festival Theatre
in Motion in the Theatre
on a String, Brno, 1983.

sound and dream.™ The artist was not
focused solely on a simple anti-com-
munist position, as the content of the
TV programme he watched might
suggest. Instead he was aiming at
a more general critique of civiliza-
tion. lts specific focus was the way
TV programming was misused during
the political monopoly of the Com-
munist Party in the 1970s and 1980s.
Ambroz’s TV Piece appeared at
the very end of the artist’s career;
however, themes dealing with televi-
sion and critiques of the media have
continued to appear throughout his
career. In the action Walls from 1976
Ambroz built walls from newspaper in
the open winter landscape. The walls
divide the open space and prevent
the viewer from seeing it all at once.
It is only possible after the newspa-
per is set on fire and the walls burn
down. The open-ended political di-
mension in the actions was a reaction
to the propaganda of the time, but
also to the general state of modern
society. In 1977 in TV-Look, Ambroz,
in an ironic gesture of self-defense,
watches television with his friends
with the sound turned off and ev-

eryone wearing dark sunglasses.®?
Most of the Czechoslovak perfor-
mance artists did not use television,
but printed newspapers as a symbol
of socialist propaganda.®® Vladimir
Ambroz was attracted to television
or modern communication media not
only in their use to manipulate public
opinion, but also on a more general
level. Among his books of the time one
could find, for example, a samizdat
translation of Marshall McLuhan’s
The Medium is the Massage and other
articles analysing modern media in
which television played a crucial role.®*
Video, especially in the 1970s,
cannot be considered as a mere
electronic equivalent of film, enabling
artists to document their perfor-
mance. Unlike film, video offered
the fascinating possibility to have
an intermediary live connection be-
tween the event and its video image.
Analogue video, in the way it looked
and the hardware it used, represent-
ed a parallel stream to conventional
TV broadcasting, which was initially
regarded as a classic product of
the culture industry, opposed to the
ethos of artistic work. Those artists
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61/ Undated text,
archive of Vladimir Ambroz.

62/ One of the parti-
cipants in this action was the
French art historian Geneviéve
Bénamou. However, in her
publichation L’Art Aujourd’hui
en Tchécoslovaquie from 1979,
extensively describing post-
war art in Czechoslovakia,
Vladimir Ambroz is not men-
tioned. TV as a tool for brain-
washing was used in 1979 in
one of Petr Stembera’s actions
as well. In the untitled work,
performed in Nad Fosa gallery
in Wroctaw, he wrapped a live
chicken in a net and placed it
between a loud radio and a TV.
Whenever the chicken tried to
escape, the performer tied him
up again. This lasted until the
chicken gave up and accepted
the unbearable situation.

63/ For example, the
untitled performance by Petr
Stembera from 1979, when he
swallowed pieces of the com-
munist newspaper Rudé préavo
while standing on his head.
In Slovakia, lubomir Duréek
used the newspaper Pravda
(“Truth”) in his actions Visitor
from 1980 and Head in Truth
from 1989.

o4/ The typical carbon
paper and mechanical type-
writer for this samizdat, which
is still preserved in the archive
of Vladimir Ambroz, is quite dif-
ferent than the original edition,
which had an elaborate design
combining text and typogra-
phy by the graphic designer
Quentin Flore.



vysilani televize predstavovalo pasivni,
neovlivnitelné zlo masové kultury.
Vgzkumy odhaluji, Ze Cesti per-
formefi sedmdesatgch let pritom
nebyli v otdzce dokumentace a priori
neprateli pohyblivého obrazu.®® Nej-
Castéji uzivanou cernobilou fotografii
volili s ohledem na jeji dostupnost
a univerzdalni distribuovatelnost, byla-li
vSak moznost, autori pouzivali i film.
Prikladem mohou bt Ambrozovy akce
Air z roku 1976 nebo Walls ze stejné do-
by, jez byly vedle fotografie zachyceny
na 8mm film, v pfipadé performance
Walls na 16mm film.%¢ PouZiti filmu
zde mélo &isté dokumentacni charak-
ter, nebylo spojeno s predstavou
specifického druhu zprostredkovani
smérem k divakdm. Vzhledem k okolnos-
tem se nestacila rozvinout analyticka
rovina zkoumani filmem zachycené
akcee i situace pozdéjsiho promitani
podobného z&dznamu. S v{jimkou
Jana Mléocha si zadn{ z ¢esk{ch
performerd aktivnich v sedmdesatgch
letech prdci s videem nevyzkousel.’
Do repertodru uméleckjch moznosti
performance se u nds video dostava az
velmi pozvolné v pribéhu osmdeséatgch
let, a predevsim pak po roce 1989.
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Ambroziv Mediaman se uskutecnil
jako souc¢dst zminovaného setkani
performerl v prosinci 1980, jez si
pFitomnosti zapujceného videozafizeni
¢ini ndrok na historickd meznik.
Prim&rnim dtvodem setkani ale prace
s touto technikou nebyla. Performance
jednotlivgch GEinkujicich s pritomnosti
videokamery po¢itali nanejvgs jako
s prostredkem dokumentace. MozZnosti
videa se v programu nijak neprojevuji.
Ve své akci Milan Kozelka za zvukd
Ceskoslovenské hymny necekané
vytal policek Marii Kratochvilové,
kterd mu jej pfirozené vratila. Pribéh
performance sice vychazel z pred-
chozi domluvy, Kratochvilovou vsak
presto prekvapila Kozelkova razance.
»Roz¢éililo mé, jakou silu do policku
vlozil,“ vybavuije si i po letech.®® Vys-
toupeni Petra étemberg neslo jasné
obsahové poselstvi. Stembera se
v obleku postavil v joginském postoji
na hlavu a zpival dobov( hit Micha-
la Davida Chtél bych Zit tak, jak se
ma z roku 1980.%° Soucasti dila byla
dale i instalace, kdy divaci museli
vysplhat po lané ke stropu mistnosti,
aby si mohli precist novinov{ ¢lanek
s titulem ,,Jesté o maloméstactvi®.,
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65/ Uziti filmového &i
video zdznamu v Eeské perfor-
manci dokumentuje DVD, které
v roce 2015 vydalo Védecko-
-v{zkumné pracovisté Aka-
demie v{tvarngch uméni

v Praze.

66/ Ze samizdatového
rozhovoru Milana Kozelky

s Petrem Stemberou také
vyplgvé, Ze na 8mm filmy své
aktivity pred rokem 1974 doku-
mentoval i on.

67/ Jan Ml&och s videem
pracoval v ramci svého vystou-
peni na Biendle mladgch

v Musée d’art moderne de la
ville de Paris v roce 1977. Divaci
pfi ném sledovali na monito-

ru umélce, kter{ si za sténou
prepaZeného v{stavniho salu
lehl do z&béru videokamery

a pomoci Ziletky si otevrel Zilu
na levé ruce. Druhd video-
kamera zabirala reakce

divakd a pfendsela je do pros-
toru performera. Akce byla
ukonéena po hodiné, aniz by

u divakd vyvolala jakouko-

liv reakei. Jan Ml¢och akei
povazoval za nepovedenou,
chybu priéital své nezkusenosti
s médiem videa. ,Pfenos byl
&ernobil§ a krev na obrazovce
byla divacky naprosto neza-
jimavé.* Jan MiI€och, emailova
korespondence s autorem,

27. Fijna 2015.

68/ Rozhovor s Marii
Kratochvilovou, duben 2016.

69/ Pro ty, kdo si toto
dilo Michala Davida nepa-
matuji: pisef s prvky rockové
hudby doprovazel text vyzdvi-
hujict interpretovu nezdvislost.
Ve skuteénosti ale byla typic-
kgm konstruktem socialistické
pop kultury, ve kterém se
snoubila vjrazova bezzubost
s obsahov{m konformismem.

who had it at their disposal had
a positive response to portable video
technology, seeing it as something
the artist could actively engage with,
while TV broadcasting, on the other
hand, represented the passive, un-
controllable evil of mass culture.
Scholarly research shows that
Czech performance artists in the 1970s
were not fundamentally opposed to
the use of moving images in regard
to documenting their work.®® They
mostly used black and white photog-
raphy because it was accessible and
universally distributable, but if they
had the chance, the artists also used
film. Such an example can be found
in Ambroz’s action Air from 1976 or
Walls from the same period, which,
in addition to being documented with
photography, were also captured
on 8mm film in the case of Air, 16mm
film for Walls.®¢ In this case, the use
of film was purely documentary in
nature; there was no preconception
of mediating the action in a speci-
fic way in terms of its effect on the
viewer. Due to the circumstances,
the level of analysis for exploring
the action captured on film could

not be developed, nor was it possi-
ble to show a similar recording later.
With the exception of Jan Micoch,
none of the other Czech perfor-
mance artists active in the 1970s had
the opportunity to work with vi-
deo.? It only slowly became available
for use in performance through-
out the 1980s, mostly after 1989.
Ambroz’s action Mediaman was
held as part of the above meeting
of performance artists in December
1980, and the presence of borrowed
video equipment defined the event as
a historical turning point. However,
working with this technology was not
the primary reason for the meeting.
At the most, individual performance
artists regarded the presence of the
video camera as a means of docu-
mentation. The presence of the video
had no effect on the programme.
In his action, with the sounds of the
Czechoslovak national anthem in the
background, Milan Kozelka unexpect-
edly slapped Marie Kratochvilova in
the face, and she naturally slapped
him back. Although the performance
had been planned in advance, Krato-
chvilova was surprised by Kozelka’s

65/ The use of film or
video recording in Czech per-
formance art is documented
on a DVD published in 2015
by the Research Centre of
the Academy of Fine Arts in
Prague.

66/ A samizdat inter-
view by Milan Kozelka of Petr
Stembera shows that Stembera
also documented his activities
on 8 mm film before 1974.

67/ Jan MI&och worked
with video as part of his
performance at the Biennial
of Young Artists in the Musée
d’art moderne de la ville de
Paris in 1977. The audience
watched a monitor with a live
feed of the artist who, hidden
behind a wall dividing the
exhibition space, lay in front
of the camera, cutting his left
hand with a razor blade. The
second camera was capturing
the reactions of the audience
and transmitting it into the
space of the artist. The action
ended after an hour without
provoking any reaction among
the viewers. Jan MI¢och con-
sidered the action a failure
and he attributed this to his
lack of experience working with
video. “The transmission was
black and white and the blood
on the screen left the audience
unphased.” Jan MI&och, email
correspondence with the wri-
ter, 27 October 2015.

&~

Dokumentace z nepo-
jmenované akce v ateliéru
na ulici Jana Uhra, Brno,
1980.

Documentation from

an untitled action in the
studio on Jan Uher Street,
Brno, 1980.



Vladimir Ambroz se v Mediamanovi
poloZil na stylizovang obétni stdl
médif, tvoren{ novinami na podlaze
a zapnutou televizi. Jak se tyto per-
formance, paralelné dokumentované
na video i fotograficky, mohly pritom-
nosti videa ménit? Vzhledem k tomu,
Ze se videozdznam dodnes nepodarilo
najit, mdZeme jen spekulovat. Kozelkiv
necekany vjpad se na televizni obra-
zovce méni na gag. Petr Stembera,
kter( se pokusil o subverzi tehdejsiho
konformistického rocku, se pfenosem
do elektronického obrazu sém tak
trochu stava televiznim bavi¢em.”® Ani
akce Vladimira Ambroze se existenci
videozdznamu zrejmé nikam v{raz-
né neposunula, jeji pocatek i konec
se vstupem divakd do prostoru akce
i do zabéru kamery jen poukazuji
na artificielnost zvoleného aranzma.
Ve vsech pripadech si umélci prakticky
ovérili, Ze video znamend nejen nov(
zplsob dokumentace, ale predev§im
v{jznam ménici remediaci, transfor-
mujici performanci do elektronického
obrazu se vSemi jeho konsekvencemi.
PFim{ prenos a zdznam jednot-
livgch performanci na pfitomné
umélce ziejmé nepusobil jako vzrusu-
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jici krok na nov{ terén videa. Vzhledem
k tomu, Ze se zde vsichni tfi G¢inkujici
s videotechnologii setkali poprvé, a to
jen na dobu nékolika malo hodin, Ize
podobnou reakci pochopit. Nebyl

zde prostor experimentovat, jak by
Sla specifika videa vyuZit. Zapad-

nim umélcdm video poskytlo ndstroj
empirického zkoumani prostredi
elektronického obrazu, smérujiciho

k novému vztahu k fyzickému prosto-
ru a psychologické anal{ze principd
individudini i spolecenské komuni-
kace. Video nesloufzilo jen jako nastroj
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70/ Dochované doku-
menty ukazuji, 7e Stemberova
akce nebyla momentaliniim-
provizaci, ale Michal David &i
obecné plsobeni socialistické
populdrni kultury mu silné lezeli
v zaludku. Ke zminéné perfor-
manci dokonce napsal samo-
statnou vysvétlujici zpravu,
ddle $ifenou samizdatem.

T

Petr Stembera konéi akci
Zit, jak se mé&, Brno, 1980.
Petr Stembera ending
the action Living As One
Should, Brno, 1980.

« -

Akce Milana Kozelky pfi
setkdni v ateliéru na ulici
Jana Uhra, spolu s Marii
Kratochvilovou, Brno,
1980.

Milan Kozelka’s action
during a meeting in

the studio on Jan Uher
Street, here with Marie
Kratochvilovd, Brno, 1980.

ferocity. “l got upset how strongly he
slapped me,” she recalls after many
years.®8 Petr Stembera’s performance
communicated a clear message.
Dressed in a suit, Stembera stood

on his head in a yoga position and
sang a pop hit of the time, Michal
David’s Chtél bych Zit tak, jak se

mé [I’d Love to Live As One Should]
from 1980.%° Part of the work was an
installation where the viewers had to
climb a rope to the ceiling of the room
in order to read a newspaper article
called “More on the Petite Bourgeoi-
sie”. In Mediaman Vladimir Ambroz
lay on a stylized sacrificial table of
media, created with newspapers on
the floor and a turned-on television.
How could the performances, docu-
mented on video and in photographs,
change because of the presence of
the video camera? Given that the
video tape of the performance has
never been found we can only guess.
Kozelka’s unexpected attack would
change to a gag on screen. Petr
Stembera with his attempt to sub-
vert the conformist rock of the time
would become a sort of TV entertain-
er himself when seen on television.”

Vladimir Ambroz’s action was prob-
ably not changed significantly by
the presence of the video camera;

its beginning and end, with the audi-
ence stepping into the performance
space, only point to the artificiality of
the chosen arrangement. In all these
cases the artists verified in practice
that video not only provided a new
form of documentation, but primarily
created a new medium that shifts the
meaning, transforming the perfor-
mance into an electronic image with
all the consequences that entails.

For the participating artists, the
closed-circuit video feed and record-
ing of the single performances did not
seem to represent any sort of exciting
step into the new terrain of video.
Given the fact that all three perfor-
mance artists there were encountering
video technology for the first time,
and only for a few hours, such a re-
action can be understood. There
was no space for experimenting with
the specific aspects of using video.
For Western artists, video was a tool
for empirical research of the space
within the electronic image, leading
to a new relationship to the physical
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68/ Interview with Marie
Kratochvilova, April 2016.

69/ For those who are
not familiar with this work by
Michal David: the typical pop-
rock song has lyrics highlight-
ing the singer’s independence,
but in fact it was a typical
product of socialist pop cul-
ture, an innocuous expression
completely conformist in con-
tent.

70/ The surviving docu-
ments show that Stembera’s
action was not a momentary
improvisation; Michal David
and the influence of socialist
popular culture in general
annoyed him to no end. For the
performance he even wrote

an explanatory text that was
distributed in samizdat.



zdznamu akce, ale v souvislosti s je-
ho prezentaci v galerijnim prostredi
zacalo hrat roli ddlezitého média
rozsirujictho moznosti prace s pros-
torem prezentace. Zprostfedkovani
télesné performance pomoci v prosto-
ru umisténgch monitord tuto disciplinu
posunulo smérem k socharstvi. Bez
moznosti systematické prace video
zUstdva jen exotickgm zpestfenim
existujici praxe, které& neprekrodila
rovinu fenomenologizujiciho v{zku-
mu fotografického zobrazeni. Vlivna
americkd historicka uméni Rosalind
Kraussova popsala, jak americti per-
formeti, jako napriklad Vito Acconci,
pracujici na pocatku sedmdesatgch
let s videem, pouZivali monitor v uzav-
feném videookruhu jako zvlastni druh
zrcadla.”' Télo umélce bylo umisténo
mezi dvéma apardaty, kamerou a mo-
nitorem, které umoznovaly instantni
obraz toho, co se s télem déje. Podob-
ng zpUsob prdce s videem Kraussové
oznadila za narcistick{, slouZici ke
zkoumani subjektivniho psycholo-
gického stavu tvirce. Pro Ambroze

se vSak video, nebo presnéji tele-

vizni monitor s pribéhem akce,
béhem jediného vecéera nemohlo

mediaman

stat prostredkem narcismu. Celou 7/ Rosalind Krauss,

situaci v daném okamziku nechépal \,{lf,i?s;:emA?)s;?:l:::ofaro

jako néstroj sebereflexe ani jako 1976.

mozn{ prostredek vyjadrenti, jen si

na okamzik zkusil, co pfitomnost

videotechnologie mize pro perfor-

manci znamenat. Posun v pouziti

videa v ¢eském prostredi znamenaly

az performance Tomase Rullera

z konce osmdesat(ch let, kter( s tim-

to prostfedkem védomé pracoval. 73/ Podobné predstavy
Podobné rozpagit] vsledek pf’ft'cszif(e'”é ”‘fb‘f'gv‘fzivjr'

zaIni. Jako opaéng pfikla

Mediamana vychazel z praktické miizeme uvést Chrise Burdena,

nedostupnosti videa v tehdejsim 'Z‘tIZ:%;;;’_j‘;;;zjg'::’:ﬁgf

Ceskoslovensku a se statnim mono- vizni obrazovee prosts koupil.

polem na televizni vysilani.”? Video

a televizni vysilani zde nemohlo bgt

predmétem utopick{ch predstav

o nezdvislém vysilani, jak se to délo

napriklad ve Spojen{ch statech. Pro

mnoho americkgch umélct video

a jeho schopnost Zivého prenosu pred-

stavovalo nastroj vnitfni emancipace

umélce i mozng ndstroj spolecenského

aktivismu. V sedmdesat{ch letech bylo

rozsifené presvédceni, Ze kabelova

televize proméni pasivni konzumenty

televizniho programu v jeho aktivni

producenty.”® Televizni vysilani, které

umélci v Ceskoslovensku znali, nebylo

72/ Napfiklad v Polsku
¢i Jugoslavii v sedmdeséatgch
letech néktefi umélci s videem
zkuSenosti méli, poradaly

se zde specializované video
workshopy a tento druh tvorby
pronikal i do galerii, nebo
dokonce do vysilant statnich
televizi.

&~

Neidentifikovand akce
Milana Kozelky,

Brno, 1980.

Milan Kozelka’s
unidentified action,
Brno, 1980.

190

space and psychological analyses of
the principles of both individual and
social communication. Video was not
only a tool for recording the actions;
as it began to be presented in galler-
ies, it started to become an important
medium that expands the possibili-
ties of working with the presentation
space. Mediating the performer’s
body through the use of monitors
located in the space shifted this disci-
pline towards sculpture. Without the
possibility of systematic work, video
remains only an exotic variation of an
existing practice, which does not tran-
scend the level of phenomenological
research of photographic depiction.
Rosalind Krauss, the influential
American art historian, described
how American performance artists
working with video at the beginning of
the 1970s, such as Vito Acconci, used
a monitor in a closed-circuit video
feed as a sort of mirror.”' The body of
the artist was located between two
devices, a camera and a monitor,
with both providing instantaneous
images of what was happening to
the body. Krauss described such
a way of working with video as nar-

cissistic, serving to examine the
subjective psychological state of

the artist. For Ambroz, video, or more
specifically the TV monitor, could not
be seen as a narcissistic prop during
the one-night event. He did not un-
derstand the situation as a tool for
self-reflection or as a possibility for
self-expression; he was only briefly
testing how the presence of video
technology could affect the perfor-
mance. The shift to using video in the
Czech environment only began with
the performances of Tomas Ruller

at the end of the 1980s, who inten-
tionally worked with this media.

In a similar way, the limited ef-
fect of Mediaman was connected to
the overall inaccessibility of portable
video technology in Czechoslovakia
at the time and the state monopoly
on television broadcasting.”? Video
and television programming could not
harbour utopian ideas about inde-
pendent broadcasting, as was the
case, for example, in the United States.
For many U.S. artists, video and its
use of live transmission represented
a tool for personal transformation
as well as a possible media for so-
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71/ Rosalind Krauss,
Video: The Aesthetics of Nar-
cissism, October 1, Spring 1976.

72/ For example, in
Poland or Yugoslavia in the
1970s some artists had experi-
ence with video and organized
specialized video workshops;
this kind of art work found its
way to galleries or even state
TV broadcasts.



ani zdaleka neutralnim médiem, ale
Sifitelem bezduché zabavy a statni
propagandy. Bylo proto logické, ze
chtéli zAstat jeho kritickgmi pozo-
rovateli a nevstupovat do néj. Zde
ovSem Vladimir Ambroz predstavoval
urcitou v{jimku. Od roku 1978 ¢asto
spolupracoval s Ceskoslovenskou
televizi, presnéji jejim studiem

v Brné, a predevsim v osmdesatgch
letech se podilel na desitkach
détskgch a hudebnich poradd. Am-
brozovo spoluautorstvi na natacenti
hudebniho Studia B pfitom nejde
povazovat za pouhou formu obzivy,
nebo dokonce plod spolec¢enského
konformismu. V tomto poradu, kter(
je dnes povazovan za jeden z nej-
kvalitnéjSich svého druhu, se objevila
fada Ambrozov{ch pratel z okruhu
brnénskgch rockov{ch kapel i Divad-
la na provazku. Jeho Gcast Ize proto
vnimat jako pokus o reformovani
televizniho vysilani tim, Ze do né&j bude
pasovat kvalitni obsah i formy.”

mediaman

OD PERFORMANCE

K ARCHITEKTURE
Snad se nedopustime prilis velkého
zjednoduseni, budeme-li za spoleéného
jmenovatele ¢eskoslovenské perfor-
mance sedmdesatgch let povazovat
téma svobody a jejich limitd, at' uz jde
o svobodu pohybu téla v prostoru,
nebo o svobodu mysleni. Generaéni
zkuSenosti téchto umélcl bylo, Ze
se jedno zrcadli v druhém. Zaklad
tvaréiho pristupu Vladimira Ambroze
vychdzi z prostfedi, ve kterém pUlso-
bil. V Brné fungovala rdznoroda sit
polooficialnich instituci a vazeb v{-
tvarné, divadelni a hudebni scény,
postaven(ch na vzdjemné divére.
Pres vnéjsi prekazky se této komunitni
siti na urcité Grovni dafilo zprostred-
kovavat druh tvorby, kterg zGéastnéni
povazovali za autentick( a smys-
lupIng. V pripadé v{tvarného uméni
vSak tato tvorba v{raznéji nepresa-
hovala hranice prislusné komunity.

Jak jiz bylo zminéno, specifikum
dila Vladimira Ambroze je mozné
spatrovat v jeho préci s fotografii.
Zatimco Petr Stembera a &astednd
Jan Mléoch konfrontovali sva téla
s rdzngmi latkami &i silami, Ambroz se
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™/ Podobn{m pokusem

narusit monopol shora dikto-
vané kultury bylo Ambrozovo

Gsili porédat vstavy v Galerii

Grill - ve vstavnim prostoru
restaurace podniku RaJ Brno
v poloviné osmdesétgch let.

cial activism. In the 1970s there was

a widespread belief that cable TV
would change passive consumers of
television programming into active
producers.”® For the artists in Czecho-
slovakia, television programming

was clearly a biased media form.

It was used for the dissemination

of mindless entertainment and state
propaganda, and Czech artists log-
ically wanted to maintain a critical
distance to the medium. Nevertheless,
Vladimir Ambroz was an exception

in this case. Beginning in 1978 he
often worked with Czechoslovak
Television, specifically with the studio
in Brno, and in the 1980s he most-

ly participated in the development

of dozens of children’s and music
programmes. Ambroz’s work on the
music programme Studio B cannot

be considered as just a way of mak-
ing a living, or even a product of
social conformism. This programme,
which is regarded today as one

of the finest of its kind, featured

a number of Ambroz’s friends from the
circle of Brno rock bands and Theatre
on a String. His participation can be
seen as an attempt to reform televi-

sion broadcasting by trying to insert
quality content and form into it.”*

FROM PERFORMANCE

TO ARCHITECTURE
Hopefully it will not be considered an
oversimplification to consider the theme
of freedom and its limits as a common
denominator of Czechoslovak perfor-
mance art in the 1970s, whether in terms
of freedom of the body or freedom of
thought. The fact that both were interre-
lated was the generational experience
of these artists. The foundation of
Ambroz’s creative approach stems from
the milieu in which he worked. Brno was
home to a diverse network of semi-offi-
cial institutions and relationships based
on mutual trust between the worlds of
art, theatre and music. Despite exter-
nal obstacles, on a certain level this
network was able to create a level of
work that the participants considered
as authentic and meaningful. In visual
art, however, this work did not have any
marked impact outside the community.

As mentioned earlier, a distin-
guishing feature of Ambroz’s oeuvre
can be seen in his work with pho-
tography. While Petr Stembera and
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73/ Naturally, such
ideas were not universal. As an
opposite example we can men-
tion Chris Burden’s series TV
Commercials from 1973-1977,
in which the artist simply pur-
chased commercial air time.

™/ A similar attempt to
disrupt the monopoly of cul-
ture dictated from above was
Ambroz’s effort to organize ex-
hibitions in Gallery Grill, an ex-
hibition space in the RaJ Brno
restaurant in the mid-1980s.

&~

Svételné varhany Jiftho
Stivina, zabér z nataéent
pofadu Studio B Cesko-
slovenské televize,

rezie Rudolf Chudoba,
zadatek 80. let.

Jifi Stivin’s Light Organ,
a still from the filming of
Studio B at Czechoslovak
Television, directed

by Rudolf Chudoba,
early 1980s.



vystavoval vice symbolickgm situacim.
Fotografie pro néj neméla jen Glohu
utilitdrniho dokumentaéniho nastro-
je, ale jeji podobu vnimal a dopredu
koncipoval jako samostatn{ vjrazov{
prostredek. Na rozdil od trajektorie
performerl prazského okruhu jeho
prace smérovala do sféry bliZici se
fotografickému uméni. V jejim jadru
neslo, jako v pfipadé Stembery, Milera
¢i Mléocha, o vnitfné vgznamotvorng
télesng vgkon, ale vgznam vytvareny
obrazem téla. Odli$né pojeti perfor-
mance pozdé&ji stvrdil posun k instalaci
a architekture, byt vétsinou pouze

v roviné neuskuteénén{ch projektd.

V roce 1981 ¢innost Vladimira
Ambroze na poli uméni performance
pomalu ustavala. Jesté néjakou
dobu si poznamenéaval ndpady
na rdzné akce, nékdy je i koncipo-
val zpldsobem, kter( nutné nepoditd
s jejich naplnénim. O to vic se
v nich odrazi dobova Zivotni skepse,
zivend tehdejsi eskalaci mezinarod-

-

KZRaJLIKA

niho politického napéti. Konec

aktivni tvorby Vladimira Ambroze

na poli performance, souvisejici

s panujicimi pomeéry i proménami v je-
ho soukromém Zivoté, predznamenava
akce Jen dal z roku 1979. Autor tehdy
po navstévé sv(ch rodicd roztrhal

a do zemé zaslapal svou vlastni fo-
tografii.”® Citil, Zze jeho dosavadni
Zivot postradd smysl, chtél ho né-
jakgm zptisobem zménit. Rada jeho
pratel - véetné bratra - emigrovala
do zahranici. Jeho rodice odlouceni
od syna téZce nesli, on sdm mél

malé dité a ¢ekal druhé. Na kon-

ci tvaréi éinnosti se urdité podilela

i »Gnava pouZivaného materidlu®,

v tomto pripadé umélcova téla. Ne-
Slo o fyzickou extrémnost Ambrozem
provadén(ch akci, ale predevsim

o ndroc¢nost situaci, v niz se staval mé-
diem uméleckého vyjadreni. Jeho télo,
stejné jako télo dalsich eskgch per-
formerd, slouZilo jako nositel vjznamd,
coz predstavuje jing typ zatéze nez

/

75/ Sloo fotografii,
kterou Vladimir Ambroz vyuZil
pro jeden z projektd probiha-
jicich v ramci aktivit Divadla
na provazku. Vyzvani umélci
tehdy dostali zadani vymys-
let ndplri pro poskytnuté
papirové folianty. Ambroz ten
svij zaplnil nakopirovangmi
fotografickgmi autoportréty
s népisem ,,Po poufZiti znehod-
not'te®.
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Pozvanka na vgstavu
Keramika, Brno, 1983.
Vladimir Ambroz zde
vystavil svij projekt
Konedéné Feseni.
Invitation for the exhibi-

tion Ceramics, Brno. 1983.

Vladimir Ambroz exhibited
his project The Final
Solution there.

N

Vledim?r imbroz, Jarcslav Babdk, Eve Uernd, Roste SuFik, Josef Foit,
Xarel Fukss, irnc3t Goldflém,. Vladimir Groh, Sonny Halas, '
Jerrile Hele’iccvd, Pavel Holoud, Nada Kocarovd, Cestmir Kocer,

iiarie iratochvilovd, 2dens KrejSovd, Vitézslav Malds, Boris iiyslivelek,

ilarien Fzlls, lichal Pokorny, Magdalena PriSovd, Tomé# Ruller,
Zéenéx SedléCek, Xarel Slach, Dalibor Slavik, Jan Steklik,
can Zuziak, 2 4dalsi ceeeee

24,6,18:3 v 19,00

Z&héjeni.vistavy v klubu "Kfenovd 75", Brno
Vystoupi: Jen Berdnek, Don, fudovd hudbe Jéna Ga3pera Hrisku /solo
na cimbdl Jén Gespar Hrisko/, Vdclav Koubek, Mirka Kfivénkovd,

Jif{ Stivin, a 42181 ,...0

2446483 kclen 22,00 hod,/svatojdnskd noc/ a nédsl. dny /25, 26.6./
dle ndledy zUclestnénych bude program pokradovat pfesunem z KIiencve
/ev. z 5rna/ a akcemi, které pFipravili nékteFi z vystavujicich,
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Jan MI€och used their bodies to
some extent to confront various sub-
stances and forces, Ambroz exposed
himself in more symbolic situations.
For him photography was not just

a utilitarian tool for documentation;
instead, he kept the quality of the
image in mind and planned it in ad-
vance as an independent means of
expression. Unlike the performance
artists in Prague, his work was closer
in spirit to fine art photography. At
its core it was not about the use of
performance to express a personal-
ly intense physicality, as in the case
of Stembera, Miler or MI&och, but
was focused instead on the meaning
created by the image of the body.
Ambroz’s alternate conception of
performance was later confirmed
by his shift toward installation and
architecture, although the majority
of these projects were unrealized.

In 1981 Ambroz’s activity in the
area of performance art was slowly
coming to an end. He would still note
down ideas for various actions, which
were sometimes purely theoretical in
nature. Moreover, they reflected the
contemporary skepticism nourished

by the escalation of international
political tensions at that time. The end
of Ambroz’s active work in the field of
performance art, connected to the
prevailing conditions and changes in
his private life, is marked by the ac-
tion Onwards from 1979. After visiting
with his parents, the artist tore up and
trampled a photograph of himself.”®
He felt that his own life was meaning-
less and wanted to change it in some
way. Many of his friends had emigrat-
ed, including his brother. It was difficult
for Ambroz’s parents to deal with the
separation from their son. Vladimir
Ambroz had a small child and was
expecting another. The end of Ambroz’s
art activity was certainly influenced by
the “exhaustion of the material”, mean-
ing his body in this case. It was not the
physical extremity as such, but rather
the demanding situations in which
Ambroz himself became a medium of
artistic expression. His body, just as the
bodies of other Czech performance
artists, served as the bearer of mean-
ing, which introduced a different level
of stress than that found in extreme
experimentation with “simple” physical
exertion in sports and other activities.
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75/ It was a photograph
which Vladimir Ambroz had
used for one of the projects
related to the activities of
Theatre on a String. The invit-
ed artists were given paper
folders and asked to fill them
in some way. Ambroz filled
his folder with photocopies of
a self-portrait with the words,
“Discard after use”.

\2

Vladimir Ambroz, 1976.




jakkoliv drastické experimentovani
s ,pouhou® fyzickou odolnosti
v pripadeé sportu ¢i dalSich aktivit.

UzZ v roce 1979 si Ambroz zapisuje
ndmét k dilu s ndzvem Konecdné reseni,
které poté nékolik let rozvijel do podo-
by jakési tragikomické divadelni
inscenace. Zarizeng byt v ndjemnim
domé chtél postupné vyplnit kera-
mickou hlinou. Podobné mnozstvi
materidld by bylo mozné vypdlit jen
pfi jaderném vgbuchu, kdyby nad
domem explodovala atomové bomba.
Z bytu by poté zlstal jen negativni
keramick{ otisk se zatavengm vy-
bavenim.”® Namét, stejné jako nékolik
dalsich dél z tohoto obdobi, ziskal
podobu axonometrického v{kresu
s vysvétlujicimi technickgmi popisky.”
Lze ho chdapat jako uréit( dovétek
za performancemi a prechod k jingm
oblastem sebevyjadreni. | Konecné
reseni véak ma - i kdyz nerealizovan(
- performativni charakter. V projektu
se nejednalo o abstraktni obydli, ale

)

o byt, v némz by mohl bydlet sém
Vladimir Ambroz s rodinou. Hlinu
do néj planoval navazet postupné,
s@m by jednotliva vnitfni zarizeni
hlinou obaloval, a to az do Gplného

z

zaplnéni prostoru. Perspektivni scéndr,
jenz je soucasti vgkresu, predpoklada
konflikty se sousedy a témér divadel-
ni prabéh nékolikamésiéni akce,

jez vrcholi v ocekdvaném vgbuchu.

Z oblasti inscenované fotografie

se tak Ambroz posouva do oblasti
scénografického reseni prostoru.

Za nadmétové blizkg Kone¢nému
resent |ze povazovat koncept The
Target z roku 1982. Ambroz chtél
na stfechu svého domu namalo-
vat teré o prdméru 10 metrd, aby
v pripadé jaderného konfliktu, na néjz
tehdy ceskoslovenské média obyva-
telstvo kazd( den pripravovala, byl
on se svou rodinou prvni na fadeé.
Podobné vyisténi Ambrozovy tvorby
zdlraznuje izolovanost, absurditu
a bezvchodnost tehdejsiho svéta.’

_#@ﬁ@.@@@@
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76/ Dilo v podobé& nerea-
lizovaného konceptu Ambroz
roku 1983 prezentoval na skupi-
nové vstavé Keramika v Klubu
mlddeZe Kfenové v Brné.
Vétsina z tehdy vystavujicich
nepattila mezi tradiéni kera-
miky a k femesInému vymezeni
pristupovali s velkou otevfenosti.

77/ Potfebng objem hliny
pro Konecné fesenti je odhadnut
na 203 krychlovgch metrd

o vdze priblizné 385 tun,

tj. mnoZstvi, na jehoZ transport
by bylo nutné pouzit 33 naklad-
nich automobild. Nékres zmifiuje
nutnost vyztuzeni daného

patra ocelovou konstrukei. Tyto
i dal$i architektonické projekty
byly poprvé vystaveny v roce
1982 v Klubu mléadeze Kienovéa
na samostatné Ambrozové
v{stavé s ndzvem Activity.

78/ Sama otdzka opti-
mismu &i pesimismu - jak jiz
ukdzala tvorba Endré Téta -
byla do velké miry otaz-

kou ideologickou. Napfiklad
prorezimni umélec Jifi Mikula
v roce 1981 v oficialnim
uméleckém Casopise Vjtvarna
kultura odsuzuje prejimani
z&padnich uméleckgch ten-
denci odrézejicich Zivotni skep-
si. V kontrastu k nim vyzdvihuje
$tésti souasnch mladgch
umélci, ktefi jiZ dnes mohou
proZzivat zarodky komunismu.
Viz Jifi Mikula, Nékolik slov

k vgchové mladgch v{tvarnika,
Vgtvarna kultura 2, 1981, s. 2-3.

&~

Vladimir Ambroz,

bez ndzvu,

grafickd partitura,

pol. 70. let.

Vladimir Ambroz,
untitled, graphic score,
mid-1970s.

As early as 1979 Ambroz jotted
down the theme for a work called The
Final Solution, which he developed for
several more years into a form resem-
bling a tragicomic theatre production.
He wanted to fill a furnished flat in
a tenement house with pottery clay.
Such a large amount of material could
only be fired by a nuclear explosion, if
the bomb exploded above the house.
The apartment would then remain as
a negative ceramic imprint with the
furnishings sealed inside.”® As was the
case with several other works from this
period, the subject was rendered as
an axonometric drawing with explan-
atory technical descriptions.” It can
be understood as a sort of postscript
to the performances and a transi-
tion to other forms of self-expression.
However, even The Final Solution has
a performative nature, although clearly
unrealizable. In fact, the project was not
based on an abstract home, but a flat
in which Ambroz could live with his fam-
ily. He planned to bring the clay in over
time, wrapping each piece of furniture
in clay until the whole space was full.
The prospective scenario, which was
part of the drawing, foresaw conflicts

with neighbours and dealt theatrically
with the action over several months, cul-
minating with the expected explosion.
Thus Ambroz shifts from staged pho-
tography to a theatrical rendering of
space. A similar thematic concept can
be found in the work Target from 1982.
Ambroz was going to paint a target
10 meters in diameter on the roof of
his house so that he and his family
would be the first to go in case of
nuclear war. Contemporary Czecho-
slovak media was constantly filled
with reports on this theme. This final
form of Ambroz’s work highlights the
sense of isolation, absurdity and hope-
lessness in the world at that time.”®

It was not just global politics that
lacked any spirit of optimism, but also
the state of Czechoslovak culture.
After 1977 the surveillance of cultural
activities intensified. The official art
world was purely artificial, cut off from
reality. Art and thought that sought to
exist outside official channels were not
tolerated. The official art periodicals
reflect this condition; at the time they
consistently ignored all progressive art
trends both locally and from abroad.
Under these conditions Viadimir Am-
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76/ As an unperformed
concept, Ambroz presented the
work in 1983 at the group show
Keramika [Ceramics] at Youth
Club Kfenové in Brno. Most of
the exhibiting artists were not
traditional ceramicists and
they approached the limits of
the craft quite freely.

77/ The required amount
of clay for The Final Solution is
estimated at 203 cubic metres
and a weight of about 385
tons, an amount which would
have required 33 truckloads.
The drawing mentions the
necessity to reinforce the

floor with a steel structure.
These and other architectural
projects were shown for the
first time in 1982 at Youth Club
Kfenovd, at Ambroz’s solo exhi-
bition Activity.

78/ The very question of
optimism or pessimism, as the
work of Endré Tét has shown,
was largely a question of
ideology. For example, in the
official art magazine V{jtvarné
kultura [Fine Art Culture] in
1981, pro-regime artist Jif
Mikula criticized the adoption
of western art tendencies that
reflected a scepticism to life.
As a contrast he emphasized
the happiness of contempo-
rary young artists, who could
already experience the rudi-
ments of communism. See Jifi
Mikula, “Nékolik slov k vjchové
mladgch vgtvarnikd” [A few
words about the edification of
young artists], Vgtvarné kultu-
ra 2,1981, pp. 2-3.



Nejen svétova politika, ale ani stav
Ceskoslovenské kultury nedévaly ddvod
k optimismu. Po roce 1977 se dohled
nad kulturnim dénim jesté zosttil. Ofi-
ciaIni v{tvarné umeéni predstavovalo
umély svét odtrzeng od reality. Tvor-
ba a myslent, jeZ by se od néj chtély
odliSovat, nebyly tolerovany. Prikladem
tohoto stavu mohou bgt oficialni v{-
tvarnd periodika, kterd v tomto obdobi
ddsledné ignorovala veskerou pro-
gresivni domaci i zahraniéni tvorbu.
| v téchto podminkach mohl Vliadimir
Ambroz a jeho pratelé dal pdsobit
a produkovat uméleckd dila. Dand
situace ho v§ak ochuzovala o zpétnou
vazbu od divakd, kritikd a uméleckgch
instituci.”” Pamétnici oviem zdlraz-
nuji, Ze profesionalnimi umélci se
Cesti performefi nestali proto, Ze jim
to tehdejsi rezim neumoznoval, ale
protoZe to sami nechtéli. Hypotetickd
profesionalizace by poskodila auten-
ticitu a kritickg rozmér jejich ¢innosti.®°

Pres ukonceni performersk{ch
aktivit Vladimira Ambroze i jeho pratel
nevyprchal jejich zdjem o soucasné
umeéni jako takové. Dochovand kores-
pondence mezi Petrem Stemberou
a Vladimirem Ambrozem doklada

=
=

mediaman

pokracujici diskuse o aktudlinich
uméleckgch problémech i po roce
1981. Vyplgva z ni, Ze vedle spolecenské
situace méla na rozhodnuti ¢eskgch
tvlrcl skondit s aktivni tvorbou i trans-
formace svétového v(tvarného umeéni.
VIna performance a konceptudlniho
umeéni s koncem sedmdesat(ch let
opadla, s ndstupem postmodernismu
se znovu zacaly prosazovat klasické
v(tvarné discipliny, predevsim mal-
ba. Do chodu uméni se ¢im ddl silné&ji
promitaly poZzadavky uméleckého trhu,
kterg vinu malifského neoexpresio-
nismu oportunisticky vital. Nastupu-
jici postmodernismus popiral vnimani
cehokoliv, véetné umélcova téla, joko
nositele esence, coz bylo v rozporu

s bodyartovgm étosem, vlivngm pro
mistni pojeti performance. Performeri
v Ceskoslovensku se tak mohli citit

v nékolikandsobném outsiderském
postaveni. Vyhasnuti tvaréich aktivit
Ceskoslovenskgch performert sedm-
desatgch let dobre ilustruje i komunitni
charakter této tvorby: az na nékolik
individualit se v tehdejsim Ceskoslo-
vensku nenasla nova generace, jez

by chtéla a mohla na umélce sedm-
desdatych let bezprostredné navazat.
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79/ Na tuto situaci
moznd reaguje i dal$i z Ambro-
zov{ch architektonickch na-
vrhi z poéatku osmdesétgch
let: galerie uméni v rekon-
struovaném domé, jenz je
uzamdéen a zazdén i se svim
obsahem.

80/ P¥ikladem za-
jimavého pokusu nahlédnout
Seské uméni sedmdesatgch
a osmdesatgch let, véetné
umélcd zabgvajicich se
performanci a jejich rozhod-
nuti nepokradovat v tvaréi
dinnosti, pfedstavuje stat
Josefa Ledviny Ceské uméni
kolem roku 1980 jako pole
kulturni produkce. Autor
situaci ¢eského uméni nahlizi
metodologickgm prizmatem
knihy Pravidla uméni Pierra
Bourdieua. To mu umoznilo
originalné analyzovat pfistup
umélcd k rdizngm formdm

spoleéenského kapitdlu a zcela

nové uchopit tehdejsi mezi-
generaéni dynamiku. Viz Josef
Ledvina, Ceské uméni kolem
roku 1980 jako pole kulturni
produkce, in: Sesit pro uménti,
teorii a pfibuzné zény 9, 2010,
s. 31-65.

&~

Vladimir Ambroz, projekt
obytného objektu
provrtaného neony,
prelom 70. a 80. let.
Vladimir Ambroz, design
for a residential building
pierced with neon lights,
late 1970s /early 1980s.

broz and his friends could function
and make art. However, the situation
denied them feedback from an audi-
ence, reviewers and art institutions.”
Nevertheless, contemporaries say that
the Czech performance artists did not
become professional artists not be-
cause the regime did not allow them
to, but because they did not want to.
Such hypothetical professionalization
would have damaged the authenticity
and critical dimension of their activity.®°
Although the performance activi-
ties of Vladimir Ambroz and his friends
came to an end, their interest in con-
temporary art in general did not. The
surviving correspondence between
Petr Stembera and Viadimir Ambroz
illustrates their ongoing discussions
about topical art issues, even after
1981. It shows that in addition to the
social situation, the transformation of
visual art around the world influenced
the decision of Czech performance
artists to end their activities. The wave
of performance and conceptual art
faded at the end of the 1970s, and with
the emergence of postmodernism,
classic approaches to art began to
be en vogue again, mostly painting.

honn) | plive St M
b 1977

The requirements of the art market

had a greater influence in the way art
operated and this was reflected in its
opportunistic engagement with the rise
of Neoexpressionism in painting. The
emergent postmodernism denied the
perception of anything, including the
role of the artist’s body, as a bearer of
the essence. This stood in opposition

to the ethos of body art, which was
influential in the local concept of per-
formance art. Thus performance artists
in Czechoslovakia could have felt as
outcasts many times over. The dying
out of Czechoslovak performance art
in the 1970s illustrates quite clearly

the importance of community for this
kind of work: apart from a few individ-
uals, there was no new generation in
Czechoslovakia at the time that wanted
or was able to immediately build upon
the work of the artists in the 1970s.
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79/ This situation is re-
flected in another of Ambroz’s
architectural designs from
the early 1980s: an art gallery
in a remodelled house that is
locked and walled up, its con-
tents sealed inside.

80/ An example of an
interesting attempt to exam-
ine Czech art from the 1970s
and 1980s, including artists
involved with performance art
and their decision to cease
their artistic activities, is an
essay by Josef Ledvina entitled
Czech Art around 1980 as

a Field of Cultural Production.
The writer approaches the situ-
ation in Czech art through the
methodology presented in the
book The Rules of Art by Pierre
Bourdieu. This allowed Ledvina
to develop an original analysis
of the approach of the artists
towards various forms of social
capital and to discuss the
intergenerational dynamics of
the time in a completely new
way. See Josef Ledvina, Ceské
umént kolem roku 1980 jako
pole kulturni produkce, in: Sesit
pro uméni, teorii a pfibuzné
z6ny / Textbook on Art, Theory
and Related Zones 9, 2010,

pp. 31-55.

&~

Vladimir Ambroz

s neonem ve své
pracovné, 1980.
Vladimir Ambroz with
a neon light in his
workroom, 1980.






Petr Stembera
Par slov o prazské a brnénské
scéné sedmdesatgch let

VZdycky se fikalo a asi i stdle Fika, Ze Brno je posledni
vesnice na cesté do Vidné. Tézko fict, kazdopddné je jisté,
Ze jiz koncem Sedesatch let byl Brindk Jifi Valoch prvnim
(8eskgm, pardon) ryze konceptudlnim umélcem, navic
s mnoZstvim kontaktd snad po celém svété; od zadatku
sedmdesatgch let byl jiz ve styku i s Prahou. Nasledoval
ho, i ve sbératelstvi, J. H. Kocman. ,,Pres” né a Tondu Dufka
a Jardu Andéla se zacaly rozvijet a silit kontakty mezi Pra-
hou a Brnem. A ateliéry Dusana Klimese a Vladi Ambroze se
staly pro PraZéky (ted’ nevim, mozné jen pro mne) dalimi
misty, kde se ob&as performovalo; dalo by se fict, Ze
po Praze (pomineme-li ,zdjezdy” PraZékd do Kolina, Hradce
Kralové a baihvikam jinam) v Cesku nejvic. PFi nékolika ,v{le-
tech” (i nékolik PraZékd se namohlo zG&astnit) jsem se mohl
setkat i se Sonny Halasem, s Marii Kratochvilovou a dal§imi.
Snad prvnim (a prvni dojem bgva &asto dost dlleZit()
Ambrozov{m dilem, které jsem kdy vidél, bylo jeho Parkovani,
obsazeni parkovaciho mista jeho té€lem. Dokonale Cistd
prace! Na Grovni nékterch ,,akci® Karla Milera a samozrej-
mé - MIGochova Viseni! Zavistivé dodavam, ze k takovgm
&istgm projeviim jsem se vlastné nikdy nepropracoval; moje
préace mély v sobé témér vidycky ,,moc véci najednou®, kdy
jednou z konstant byla zabudovand nejistota provedenit
i vgsledku, jisté procento rizika - a nékde a nékdy véci ,ne-
dopadly“ nebo dopadly jinak. PFi jedné, myslim, Ze zfejmé
nezdokumentované, akci z vchodniho Berlina (v soukromé
galerii, kde se ,,mohlo®, kam dojelo nékolik zndmych i ze
z&padniho Berlina), varianté Narcise, kdy jsem oloupéval
zadni stranu zrcadla tak, aby zbyla jen plocha reflektu-
jict mdj obligej, se asi po pul hoding, kdy se pro divaky
wvlastné nic nedélo®, zacala jedna krésnd holka svlékat
do naha... Stépovéni skonéilo navétévou lékate, Prednaska
v muzeu keramiky v Pésci skon&ila nejen (he moc velkgm,
ale pfece jen) pozarem, ale i totalnim bezvédomim po litru
vodky, kterou jsem pfi tom vypil; kluci, ktefi to tam teh-
dy v roce 1976 organizovali, mé vyloZili na nddrazi v Bu-
dapesti, pred odjezdem vlaku domd... A tak déle.
Mé brnénské akce, at’ u Klimese, ¢ Ambroze, naproti

tomu dopadly zhruba tak, jak mély. Dodateéné se ted’
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dozvid@m, ze 2Tt, jak se méa, s Misou Davidem, je podchy-
cena. A Ze Andélova v{stava fotodokumentace ¢esk{ch
praci, véetné konceptudlnich a akénich ve Wroctawi

v roce 1979, nebyla, i tésné pred vyhlasenim vgjimecného
stavu, pro Poldky niéim neobvyklgm (jezdil jsem do Polska,
do nékolika privatnich a studentsk{ch galerii ve Wroctawi,
Var$avé, v Poznani i Lodzi, téméF pravidelné délat akce -
tam podobnému uméni nikdo nijak nebranil); novinkou pro
mé je, Ze Historii Polska méla odvysilat i tamni televize!

V tom marasmu sedmdesatgch a osmdesatgch let
bylo Brno prece jen ,oteviené&jsi“ nez Praha, kde se koncept
ofici@lné objevil jen na spise utajené v{staveé Priroda, kterou
nékdy po pdli sedmdesatgch let zorganizoval ve ,.svém®
institutu prdmyslového &i jakého designu Miroslav Klivar,
kter§ k ni vydal i malg katalog. Oproti tomu Brno vidélo
v roce 1978 v oficidInim Domé uméni vstavu Strom, s néko-
lika dokumenty akénich umélcd, a po puli osmdesatjch
let, kdy bol3evik pFece jen trochu povolil ot&Ze (v divadlech,
rocku apod.), hned dvé Dufkovy v{stavy fotografii, véetné
dokumentl akci... Dobré, pro¢ ne! Ale je tfeba zddraz-
nit, Ze zfejmé nikdo z nds, kdo jsme se podobngmi vécmi
zabgvali, si snad ani nepfipustil myslenku, zZe by nékdy
vystavoval v galeriich soudruhl ze Svazu umélct &i jak se

ta komunisty a estébdky fizené organizace jmenovala.
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Petr Stembera
A few words about the Prague
and Brno art scenes in the 1970s

People always used to say, and perhaps they still do to-
day, that Brno is the last village on the way to Vienna. It’s
hard to say, but it is certain that in the late 1960s Brno’s
own JifT Valoch was the first purely conceptual artist, and
moreover, he had a large number of contacts from around
the world; since the early 1970s he had been in touch with
the Prague scene as well. A similar figure, J. H. Kocman,
came on the scene later. Through them, Tonda Dufek and
Jarda Andél, contacts between Prague and Brno began
to develop and strengthen. The studios of Dusan Klimes
and VIdd'a Ambroz became for Prague people (now | am
not sure, maybe only for me) another one of those places
where we performed from time to time. It could be said
that after Prague (aside from the “tours” of Prague people
to Kolin, Hradec Krélové and God knows where else), it
was the most used in the Czech lands. During some of
these “trips” | would meet Sonny Halas, Marie Kratochvi-
lové and others.

Perhaps the first work of Ambroz’s that | ever saw was
his Parking, occupying a parking space with his body. Per-
fectly pure work! On the same level as “actions” by Karel
Miler and even MI¢och’s Hanging! | must say, with a little
envy, that | myself have never actually produced such
a pure expression; my works have always carried “too
many things at the same time” in them; one constant was
ad built-in uncertainty of how the thing would be processed
and what the result would be, it always carried a certain
amount of risk - and somewhere and sometimes things
just didn’t work out or took a different path. During one
action, an undocumented one, | guess, which took place
in East Berlin (in a private gallery, where things “could be
done” and a few acquaintances came from West Berlin)

- it was a variation on Narcissus - when | was peeling off
the back of a mirror so that only the area reflecting my
face would remain, about a half an hour later, when basi-
cally “nothing was happening” for the spectators, one
beautiful girl started to get undressed ... Gengrafting end-
ed up with a visit to the doctor, Lecture in the Museum of

Ceramics in Pésc ended not only with a fire (not a big one
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but still) but also with me completely passed out after
drinking a litre of vodka during the lecture; the guys who
organized it back then, in 1976, lay me out at the train
station in Budapest, just before my departure for home...
and so on.

On the other hand, my actions in Brno, whether at
Klimes’s or Ambroz’s place, always turned out the way they
were supposed to. Also now | am finding out that Living As
One Should with Mi$a David was documented. And that
Andél’s exhibition of the photo documentation of Czech
works, including the conceptual ones and actions in
Wroctaw in 1979, was nothing exceptional for the Poles,
even just before the state of emergency was declared
(I used to go to Poland, to several private and student
galleries in Wroctaw, Warsaw, Poznaf and t6dz, almost
regularly to do actions - nobody resisted such art there);
it is news for me that The History of Poland was broadcast
on Polish TV!

In the morass of the 1970s and 1980s, Brno was
“more open” than Prague after all. In Prague, concept art
only appeared officially at the exhibition Nature, which
was mostly kept secret and organized in the late 1970s
by Miroslav Klivar in “his” institute of industrial or who-
knows-what design. There was also a small catalogue
published together with it. In Brno, by contrast, there was
the exhibition Tree in 1978 in the official House of Art, with
several documents by action artists, and in the late 1980s,
when the Bolsheviks let go a little (in theatre, rock and
such), Dufek held two exhibitions of photographs, includ-
ing documents of actions... good, why not! However, it is
necessary to stress that none of us who were involved with
these things, we never imagined that we could ever exhibit
in the galleries of comrades from the Union of Artists or
whatever the name of the organization led by communists

and secret police officers.




Pavel Blchler
Hra na uméni

Mam pred sebou fotografii. Je na ni vyobrazena skupi-

na snad dvaceti mlad{ch lidi uvnitf prostorné jeskyné.
Vétsina z nich drzi v rukou zapdlené svicky a celé to malé
shroméazdéni vypada jako né€jakg nepfilis formalni, nepfilis
poutavy obfad. Pfedmét toho obfadu neni z obréazku
patrn{, ale zdé se docela dobfe moinég, Ze jim neni nic
jiného nez samo fotografovant - ritudl, kter( provazi nase
cesty za hranice kazdodennosti a kter( pretvari prosté
déni v uddlost a prost{ Zivot v z&Zitek.

Tato ritud@lni funkce fotografie je nezbytnou soucasti
témér vSech kolektivnich kulturnich a spolecenskgch
aktivit, které tak ¢i onak vybocuji z kolob&hu vsedni préce,
rekreace a zdbavy. Pfitomnost fotografa a fotoaparatu
patfi ke kitindm stejné jako pFitomnost velebnicka a bez

Géasti fotografie se neobejdou ani prvni kriéky batolete,

Vernisaz Neolitické malby, stoly u Domasova, 15. dubna 1974.
Foto: Jef Kratochvil.

At the action Neolithic Painting, tunnels near Domasov, 15 April 1974.
Photo: Jef Kratochvil.

v
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ani viroéni setkani spoluzékl ze zdkladni skoly po tficeti
letech v hospodé. V dobdch a mistech, ze kter{ch snimek
pochdzi - polovina sedmdesatjch let, vichodni Evropa -,
patfil ale také tento ritual nezbytné k jisté kategorii akti-
vit, které se snatzily, ve jménu umént, ze vSednosti daleko
nevybodit, a presto ji jaksi znevsednit. Nebo, snad 1épe
feceno, které se pokousely demonstrovat, Ze vSedni
v sobé potencidlné skrgvé mimorddné a naopak.

Pro pofadatele a G¢astniky takov{ch ,,akei® bylo
mimoradné ladéni vSedniho v{razov(m prostredkem
k vyjadreni a obhajobé svobodného jednéani, vjzvou
k jinému, vice imaginativnimu pohledu na vSedni Gkony
a praktickd omezeni, ktergmi se bézné kondani fidi. Jejich
cilem vSak nebylo zaclenit Zivot do umént, ale naopak
nalézt zplsob, jak zpfitomnit samoaGé&elnou tvardi aktivitu
v redIném Zivoté a kazdodenni praxi. Mélo zdleZelo na tom,
co se vlastné udélo nebo zda autor &i G&astnici v prabéhu
akce néco skutecné vytvorili. Vjsledek nerozhodoval
a ostatné jej casto nebylo ani mozné nijak presné
definovat. Jako forma umént byly tyto skupinové akce

vesmés pokusy o do¢asné pozastaveni uméleckjch norem
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Pavel Biichler
The Art Game

| am looking at a photograph. It shows a group of about
twenty young people inside a spacious cave. Most of them
are holding lit candles in their hands and the whole gather-
ing looks like a sort of loose informal ceremony. The subject
of the ceremony is unclear from the picture but it seems
quite possible that it is nothing more than the picture-taking
itself - a ritual which accompanies our steps beyond the
boundaries of everyday life, transforming the simple flow of
the day into an event and simple existence into experience.

This ritual function of photography is an essential part
of almost all collective cultural and social activities, which
in one way or another deviate from the cycle of everyday
work, recreation and entertainment. The presence of
a photographer with his/her camera is just as much a part
of a christening as the presence of the parson, the first
steps of a toddler can’t occur without being photographed,
nor can the thirty-year reunion in a pub of classmates from
primary school. However, at the time and in the place where
this photograph comes from - Eastern Europe, mid-1970s
- this ritual belonged to a certain category of activities
which, in the name of art, tried not to deviate too far from
the commonplace and yet to make it special. Or, perhaps
better, which tried to demonstrate that the commonplace
potentially contains the exceptional and vice versa.

For the organizers and participants of such “actions”,
the exceptional fine-tuning of the commonplace was a form
of expression for the defence of the freedom to act, an ap-
peal for a different, more imaginative view on ordinary rou-
tines and the practical constraints that determine common-
place activities. The aim, however, was not to incorporate
life into art, but rather to find a place for the purposeless
creative activity in real life and everyday practice. It was
unimportant what actually happened or whether the artist
or participants created anything during the action. The
result was not the point and, after all, it was often impossi-
ble to define it. As a form of art, these group actions were
generally attempts to temporarily suspend traditional art
norms in favour of an interactive game, whose course and

rules made the more sense the less they differed from what
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the participants would have done anyway - go for

a walk, for example, or have a dinner with friends. The only
important criteria for helping the extraordinary to occur
were the place, time frame and intentional organization
that seemed to create the space and opportunity for an
intensive aesthetic experience in the run of everything else.

In this regard, photography came into its own, not only
as a form of documentation, a witness, but also as
a protagonist of the action, and in the end as a true event
in its own right. To take photographs means, at least in
a certain sense, to submit the action being photographed
to the technical regime of representation. Photography
concentrates time into a fraction of a second and then pro-
longs that moment so it lasts forever; it reduces the immedi-
ate lived awareness of the surroundings to a single viewing
angle, transforms the situation to a scene, and isolates
the primary subject from its circumstances, framing it as
a simple exhibit displaced from one environment to another.
It appropriates reality while simultaneously creating a new
reality. Photography influences the encounter with reality,
capturing (almost literally) everything that appears in its
field of view.

The picture | am looking at is from 1974. The pretext for
it was a symposium on “Neolithic painting”, organized by
the somewhat eccentric cultural amateur from Brno, Sonny
Halas. In hindsight, this symbolic return to a New Stone Age
seems to me to be clearly a light-hearted joke on political
“normalization”, an ambiguous allusion to the context of
that era when art had few other options left but humour
or pretend naiveté and when its critical function was best
served in the "underground". At the same time, this prehis-
toric theme can also be seen in the spirit of the then com-
mon understanding of “action art” as a return towards the
ancient ritual sources of art, when the creative act was not
unique and autonomous but was fully integrated into the
life of society. In such an approach, art becomes something
quite different and its place is elsewhere than what we gen-
erally think of as art and where and how we encounter it in
our society. If it is just a game, then it is possible to find
a valid place in life for its various manifestations; however,
its artistic validity does not consist only in the way it ques-
tions life, circumstances or the imagination, but it is also
conditioned by the kinds of questions it poses to itself.

These readings are not mutually exclusive and the
photograph does not tell me anything about the actual



ve prospéch angaZované hry, jejiz priibéh a pravidla
davaly tim vétsi smysl, ¢im méné se odlisSovaly od toho,
co by zGeastnéni mohli podniknout tak jako tak - jit na
prochdzku, napfiklad, nebo zasednout s prateli k vecefi.
Jedingmi ddleZitgmi kritérii nevSednosti byly zvolené
misto, uréen( ¢asov(j rdmec a zamérnd organizace,
které jako by vytvofily prostor a prileZitost pro intenzivni
estetick( proZitek v provozu v§eho ostatniho.

V tomto sméru si fotografie pfisla na své, nejenom
coby prostfedek dokumentace, svédek udalosti, ale také
jako Gstfedni aktér a nakonec jako skuteéné udélost sama
o sobé. Fotografovat znamena, alespon v jistém smyslu,
podridit déni technickému reZimu zobrazovani. Fotografie
koncentruje ¢as v nepatrnj moment a prodluZuje nepatrng
moment v nepomijivé trvani, redukuje bezprostfedni
védomi prostfedi na zorng Ghel, situaci na vgjev, vytrhuje
predmét zajmu ze souvislosti a premistuje jej jako pouhy
expondt z jednoho mista na jiné. Privlastriuje si skute¢nost
a zdroven vytvari skute€nost novou. Fotografie zasahuje
do setkani se skuteénosti, poznamenéva (témé&¥ doslova)
vSe, co je vystaveno pohledu kamery.

Snimek pfede mnou pochazi z roku 1974. Zaminkou
k nému bylo sympozium ,,neolitické malby®, usporddané
svérdzngm brnénskgm kulturnim amatérem Sonny
Halasem. Tento symbolick( navrat do nové doby kamenné
mi pripadé s odstupem Casu jasné ¢iteln{ jako lehkovazng

vtip na Gcet politické ,,normalizace®, dvojsmysIné narézka

na dobov({ kontext, kdy uméni nezbgvalo mnoho jiného nez

humor nebo predstirand naivita a kdy se jeho kritickgm
cilim nejlépe dafilo v ,podzemi®. Zarover je také mozno
Cist to prehistorické téma v duchu tehdejsiho chapéani
»akénitho uméni® jako obrat k pradédvngm ritudinim
zdrojdm uméni, kdy tvardi akt nebyl jesté jedineény
a autonomni, ale byl pIné integrovdn do Zivota
spoleénosti. Uméni v takovém pojeti se stava nécim jingm
a nékde jinde, nez to, co se nédm jako uméni obecné
jevi a jak a kde se s nim setkdvame ve spolecnosti, v niz
Zijeme. Pokud je pouhou hrou, Ize pro jeho rizné podoby
a projevy vzdy najit néjaké platné misto v Zivoté; jeho
platnost jako uméni vSak nespodiva jen v tom, jaké otazky
klade Zivotu, okolnostem nebo predstavivosti, ale je také
podminéno tim, jaké otézky klade samo sobé.

Obé tato ¢teni se navzdjem nevylucuji a fotografie
mi o skute¢ném zdméru akce nic nefekne. Musim se tedy

spoléhat na svou pamét, ale tady mi zase stoji v cesté

v

Stembera — Blichler — Pellat

moje nékdejsi mladicky zmatené predstavy o uméni,
Zivoté a mnohém ostatnim, které pramdlo rozliSovaly mezi
uménim jako vjznamovou hrou a témér bezvjznamnou
hrou na uméni. Na co se to vlastné divam? O co to vlastné
§lo? Snad na tom ani nezdlezi. Jediné, co mohu s jistotou
fici, je, Ze se na snimku ,,odehravé® neopakovatelna
udélost, kterd se neuskutecnila v potemnélé jeskyni,
ale kterd se zrodila, obrazné feceno, uvnitf fotoaparatu.
Poznavam na snimku nékolik tvari, nékteré mi po vice
nez Gtyriceti letech nic nefikaji, nékteré nerozezndm
a nékteré se mi nedafi najit. J& sém jsem také nékde mimo
zabér, ale byl jsem u toho, a i to, Ze na obrdzku chybim,
je jen soucdsti fotografické udélosti, jejiz smysl, at’ byl
jakgkoli, byl v té chvili jedineén{ a vgluéng. A na vse, co tu
chvili pfesahuje a co se moznd dnes doméha prostred-
nictvim fotografie svého mista v daleko rozsahlejsi diskusi

o umeént, jeho posléni a moznostech, jeho sociologii a politice,

jeho interpretaci - na to vse je Iépe se ptat tech, kdo u toho nebyli.

Manchester, listopad 2015
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purpose of the action. | can only rely on my own memory of
the event, but here again my youthful and confused ideas
about art, life and many other things seem to get in the way
- ideas that made too little distinction between art as
a game with meanings and an almost meaningless art
game. What am | actually looking at? What was it all
about? Perhaps it doesn’t matter. The only thing | can say
for sure is that an unrepeatable event is “taking place” in
the picture, which did not happen in a dark cave but was
born, figuratively speaking, inside a camera.

In the picture | recognize several faces, some of which
say little to me after more than forty years, some others
| can’t figure out and some | can’t find. | am also somewhere
out of the frame but | was there, and the fact that | am
missing is but one aspect of this photographic event, which,
whatever it was supposed to mean, was unique and excep-
tional. And everything which transcends the moment and
through photography claims to be included in the much
bigger discussion about art, its message and possibilities,
its sociology and politics and its interpretation, this all is

a question for those who were not there.

Manchester, November 2015
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Marian Palla
Vzpominky naivniho konceptualisty

Bylo to tak davno, Ze ani star{ kapr by si nevzpomnél, ale
nepredbihejme, protoze i vzpominka musi uzrét..., ted’!
Ozval se Vladimir Ambroz, Ze porada ve svém ateliéru...,
uZ si nevzpomindm, o co vlastné slo, jak se to jmenovalo,

kdy to bylo a kdo tam vSechno co délal, ale mél pfijet Petr

Stembera a Pavel Biichler, to mi sta&ilo, tak jsem tam zagel.

Vladimir mi spiklenecky zaseptal, Ze bychom mohli koupit
a propasovat ze zGpadu xerox, prg jsou uz docela malé,
potom jsme vstoupili do pokoje, kde Petr Stembera riskoval
kus svého téla, jen aby nékolik divékd mohlo zmatené

odchdzet domd. Dnes by to byl propaddk bez Sance

na grant, tehdy ¢lovéku zatrnulo a svét dostaval jing smysl.

Potom nékdo nafoukl na dvofe umél strom z igelitu

a Pavel Biichler fekl, Ze nemé kde spat, tak jsme §li do mého
ateliéru. Réno se mé zeptal, kde by mohl nékde pobliz néco
zakopat. Zarazilo mé to. Z praktického hlediska se nabizel
park Luzanky, jako nejblizsi oblast, kde neni chodnik,

a tudiz se nemusi vylamovat dlazba. Bylo mi jasné,

Ze pokud mé malg batoh, nebude se jednat o mrtvolu,

ale pravdépodobné o uméni. Zeptal jsem se ho. Obdrzel
jsem vyhgbavou odpovéd’, Ze mi nemdze nic konkrétniho
fict a také nikomu jinému. To bylo poprvé, co jsem se

setkal s tak nekompromisnim konceptualismem - néco
vytvorim, nikomu to neukdzu a navic to zakopu. Dost
dobr{. Pro dnesni studenty uméleckgch skol asi naprosto
nepouzitelnd idea. Ano, tehdy se Fesily i takové ,blbosti®

jako smysl uméni.

Ovsem, nesmime zapominat, Ze vzpominky

jsou tak trochu previt...

Strelice, 14. z&ri 2015
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Marian Palla
Memories of a Naive Conceptualist

It was so long ago that not even an old carp could
remember, but let’s not jump ahead too fast since mem-
ory needs to ripen..., now! Vladimir Ambroz got in touch

to say that in his studio he organized... | don’t remember
what it actually was, what it was called, when it was and
who did what over there, but Petr Stembera and Pavel
Blichler were supposed to go and that was enough for me,
so | went. Vladimir conspiratorially whispered in my ear
that we could buy and smuggle a Xerox from the west, he
said they were making them quite small by then. Then we
went in the room where Petr Stembera was putting part
of his body at risk so that a few spectators could go home
confused. Nowadays it would be a flop with no chance

of getting a grant, back then one got caught up in things
and the world had a different meaning.
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Then someone blew up a fake plastic tree in the courtyard
and Pavel Biichler said that he had no place to sleep so we
went to my studio. In the morning he asked me where he
could bury something somewhere nearby. | was surprised.
From a practical point of view Luzanky Park was a good
choice, it was the nearest place with no sidewalk and so

we wouldn’t need to break open the paving stones. It was
obvious to me that since he only had a small backpack, it
wasn’t a dead body but probably art, so | asked him. He gave
me an evasive answer that he couldn’t tell me, or anyone

else, anything specific about it. It was the first time that | had
encountered such hardline conceptualism - I'll create some-
thing, | won’t show it to anybody and, what is more, I'll bury it.
Pretty good. For today’s art students perhaps it seems com-
pletely useless. Yes, back then we dealt with such “stupidities”

like the meaning of art.

However, let’s not forget that memories

can be tricky...

Strelice, 14 September 2015



Vladimir Ambroz
Kdo je kdo na fotografiich
nebo kdo byl u fotoaparatu

Miroslav Ambroz

Bratr, historik uméni, obéasn( fotograf

(*1957, Teplice v Cechdch).

Vychodil Skolu uméleckgch femesel a absolvoval d&jiny
uméni na univerzité v Brné. V roce 1978 emigroval do Parize.
Byl zamé&stnan v trikovém studiu Ceskoslovenské televize

a také asistoval Janu Saudkovi. Pracoval v Lapidariu Narod-
nitho muzea v Praze nebo také v brnénské Moravské galerii.
Jako kurdtor po roce 1989 pusobil v Galerii Ambrosiana.
Organizuje v{stavy v zahranici, napfiklad v Cing.

PrestozZe byl mladsi o pét let, tak fotografovat umél vidy
lépe. TakZe ty jeho fotky jsou porad dobré. Ja byl na techni-
ku slabej. Zije v Brné& a ob&as spolupracujeme, napiiklad na
rekonstrukci vily Tugendhat. Nasel ztracenou makasarovou
sténu z této ikonické stavby, coz bylo skutecné néco.

Jaroslav Andél

Fotograf, teoretik, publicista a kurator (*1949, Znojmo).
Vystudoval fotografii na FAMU a také déjiny uméni na
Filozofické fakulté Univerzity Karlovy. Vytvarel konceptudini
fotografie. V roce 1982 odesel do Spojengch statd, kde
predndsel, organizoval v{stavy a publikoval. Je autorem
fady knih o Ceském umeéni. V letech 1996-1998 byl feditelem
Sbirky moderniho a sou¢asného uméni Narodni galerie

v Praze. PUsobil také jako umélecky $éf galerie DOX.

Zije stfidavé v Praze a New Yorku.

S Jaroslavem jsem se potkal diky kontakt&im s Petrem Stem-
berou, a také kdyz jsem mu v Brné domluvil prostory pro
vgstavu Idiomy. Bylo to objevné. Pamatuiji si ho také jako
domovnika v Je¢né ulici, tusim &islo 15, jak tam uklizi snih

¢i myje schody.

Geneviéve Bénamouovéa

Teoreticka uméni Zijici ve Francii.

V sedmdesatgch letech n&kolikrét navtivila Ceskoslovensko.
Pozdéji napsala a ve Francii vydala dvé knihy o ¢eském
umént.

Sezndmila nés Marie Kratochvilova. Geneviéve pfivezla
knihu, jejiz ndzev mne inspiroval k akci Svét je odrazem,
Gcastnila se také akce TV-Look v mém ateliéru.

Pavel Biichler

Umélec (*1952, Praha).

Studoval na Stredni primyslové skole grafické a na Vysoké
gkole uméleckopriimyslové v Praze. V roce 1981 emigrovall

do Anglie, kde spoluzalozil a Fidil galerii Cambridge Darkroom
(1984-1987). VedI katedru uméni na Glasgow School of Art
(1992-1996). Od roku 1997 pisobi jako profesor na Manchester
Metropolitan University. Nositel prestizniho ocenéni Northern
Art Prize. Vystavuje po celém svété.

S Pavlem jsem se poprvé potkal na akci Neolitickd malba
poradané Sonny Halasem v Domasové. Jednou k rénu do mé
nalil u sebe v byté nékde pobliz Vitavy zelenj caj a také mné
ukazal prazsky Zelezni¢ni most, na jehoZz stavbé se podilel jeho
dédecek.

Rostislav Cuhel

Architekt a spoluZak z Fakulty architektury (*1953, Brno).
Tésné po absolutoriu v roce 1979 emigroval do Spojen{jch
stétd, odkud se v poloviné devadesét{ch let vratil.

Kamaréad, jenz bydlel nedaleko mgch rodicd, mél kameru na
8mm film, cozZ byla skuteéné vzdcnost. Potkdvame se dodnes.

Antonin Dufek

Teoretik umé&ni, emeritni kurator (*1943, Brno).

Absolvoval déjiny uméni na univerzité v Brné. Od 1968
zakladatel a kurator fotografické sbirky Moravské galerie

v Brné, autor fady fotografickgch v{stav a publikaci. Také
uéil na Masarykové univerzité a na Fakulté vgtvarngch uméni
Vysokého uceni technického v Brné. V roce 2011 obdrzel cenu
Osobnost Ceské fotografie za dlouhodoby pfinos fotografii.

Potkavali jsme se v Moravské galerii, kam jsem chodil pravi-
delné do knihovny. Byl také u mne v ateliéru a pdjéil mi svou
chalupu v Kunstéaté na svatebni cestu. Byla u hfbitova a kazdg
den nam hrali, takZe ném to asi vyslo. Jsem jeho dluznikem.
Objevil pro mne Sudka a Svobodu.

Vladimir Groh

Keramik (¥1953, Brno).

Spolunéjemnik ateliéru na ulici Jana Uhra, studoval staveb-
ni fakultu, kterou vSak nedokondcil. Od konce osmdesat{ch

let se zab{va uméleckou keramikou a porceldnem. Se svou
japonskou partnerkou vystavuje po celém svété a Zije stridave
v Cechéch a v Japonsku.

Sezné&mili jsme se zacatkem sedmdesat{ch let a adaptovali
jeden starsi byt na ateliér. Sice to nékdy nedélalo dobrotu, ale
byla to skvéla doba a ateliér byl nase zachrana. Také jsme
spolu délali osvétlovace a kulisaky v Divadle na provazku.
Pracoval v antikvariatu a zdsoboval vSechny pratele zakazanou
literaturou, kterou tam konfiskoval.
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Vladimir Ambroz
Who is who in the photos
or who was behind the camera

Miroslav Ambroz

Brother, art historian and occasional photographer

(*1957, Teplice).

Miroslav Ambroz attended the School of Arts and Crafts and
graduated with an art history degree from the University of
Brno. In 1978 he emigrated to Paris. He was employed in the
animation studio at Czechoslovak Television and also worked
as an assistant for Jan Saudek. He worked in the Lapidarium
of the National Museum in Prague and also in the Moravian
Gallery in Brno. Ambroz worked as a curator at Ambrosiana
gallery in 1989. He organized exhibitions abroad, including
China.

Although he was five years younger, he always took better
pictures. So his photos are still good. My technique was
always weak. He lives in Brno and occasionally we work
together, such as on the restoration of the Villa Tugendhat. He
found the lost ebony wall of this iconic building, which was
really something.

Jaroslav Andél

Photographer, theorist, writer and curator [*19'+9, Znojmo].
Andél studied photography at FAMU and art history at the
Faculty of Philosophy of Charles University. He focused on
conceptual photography. In 1982 he went to the United States
where he lectured, organized exhibitions and published. He is
the author of several books on Czech art. In 1996-1998 he was
the director of the Collection of Modern and Contemporary
Art for the National Gallery in Prague. He also served as artistic
director of DOX. He lives in Prague and New York.

I met Jaroslav through my connection with Petr Stembera
and also when | found a space in Brno for his exhibition Idioms.
It was a revelation. | remember when he was a janitor on
Jecna Street, number 15 | think, clearing away the snow or
washing the steps.

Geneviéve Bénamou

Art theorist living in France.

In the 1970s, BEnamou visited Czechoslovakia repeatedly.
Later she wrote two books on Czech art, published in France.

Marie Kratochvilovéa introduced me to her. Geneviéve brought

a book whose title inspired my action The World is a Reflection,
and she also attended the action TV-Look in my studio.
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Pavel Biichler

Artist (*1952, Prague).

Biichler studied at the School of Graphic Design and at the
Academy of Arts, Architecture and Design in Prague. In 1981
he emigrated to the United Kingdom, where he co-founded
and directed the gallery Cambridge Darkroom (1984-1987).
He headed the Department of Art at Glasgow School of Art
(1992-1996). Since 1997, he has worked as a professor at Man-
chester Metropolitan University. He was awarded with the
prestigious Northern Art Prize. He exhibits worldwide.

| met Pavel at the action Neolithic Painting organized by
Sonny Halas in Domasov. One morning in his flat somewhere
near the Vitava River he made me drink green tea and he also
showed me a railway bridge in Prague that his grandfather
had helped to build.

Rostislav Cuhel

Architect and schoolmate from the faculty of architecture
(*1953, Brno).

Cuhel emigrated to the U.S. right after graduation and came
back in the mid-1990s.

He was my friend who lived near my parents, and he had
an 8 mm film camera which was really rare. I still see him
around sometimes.

Antonin Dufek

Art theoretician, curator emeritus (*1943, Brno).

Dufel graduated in art history at the university in Brno. In
1968 he became the founder and curator of the photographic
collection at the Moravian Gallery in Brno, and he went on

to curate and write a number of exhibitions and publications
about photography. He also taught at Masaryk University
and at the Faculty of Fine Arts at the Technical University in
Brno. In 2011 he was given an award as Key Figure of Czech
Photography for his life-long contribution to the field of pho-
tography.

We used to see each other in the Moravian Gallery, where

| regularly made use of the library. He also came to my studio
and lent me his cottage in Kunstat for my honeymoon. The
cottage was right next to a cemetary and they would play
for us every day there, so we are doing fine now. | owe him.
He introduced me to the work of Sudek and Svoboda.



Miloslav Sonny Halas

Mali¥, grafik, organizator akei, renesancni osobnost
(*1946, Brno - 12008, Valtice).

Meél fadu povolani, pracoval v propagaci, divadle, tiskarné.
Léta mél ateliér v bgvalém obchodé na Francouzské ulici,
coz bylo misto oteviené komukoliv.

S pritelem Sonnym jsem se potkal na jeho akcich, které poradal
v Brné od zacatku sedmdesat{ch let. Legendarni akci byl jeho
Pohled do svobodné (varianta jiné) zemé z vrcholku Pélavy nebo
Neolitickd malba. Potkavali jsme se také v tiskarné, kde pro mne
nezistné tiskl Fadu véct.

lvan Kafka

Umélec a vizuélini basnik, fotograf (*1952, Praha).
Absolvent Stfedni v{tvarné skoly, poté pracoval jako kovar
nebo meteorolog. Organizator uméleck{ch aktivit, vgstav
a Sititel samizdatu. V osmdesatgch letech zakladajicim
&lenem seskupeni 12/15 Pozdg, ale prece. Tvirce instalaci
ve vefejném prostoru. Jeho tvorba je poetické a ¢asto
zcela v souladu s pfirodou.

Potkal jsem ho nékolikrat a vZdy jsem obdivoval tu minimali-
stickou estetickou &istotu, humor a srozumitelnost. V eském
prostredi je opravdu jedinecng. Dnes se jiz neviddme.

Jiri Hynek Kocman

Védec, umélec a majitel motglkd

(*1947, Nové Mé&sto na Moravé).

Absolvent Veterinarni a farmaceutické univerzity v Brné.
Pracoval ve vjzkumném Gstavu, kde pofadal neoficiélni
v{stavy. Byl docentem na Fakulté vgtvarngch uméni
Vysokého uceni technického v Brné, kde ved| ateliér papiru.
Ve svété je zném nejen jako vgrobce ruéniho papiru a knih,
ale také jako priznivec stamp artu. Dopisoval si s neuvéfitel-
ngm mnoZstvim domdcich i zahraniénich umélca.

Navstéva u néj je obfad a musite vidét celj jeho vgrobni pro-
ces. Vlastni znémy archiv, hlavné éeskoslovenskgch umélcd,
Ze by mu Statni bezpecnost mohla jen zavidét. MaGm od néj
grafiku motglka s &islem JHK / 770113-169 a vidame se dodnes.

kdo je kdo / who is who

Milan Kozelka

Umélec, basnik, spisovatel (*1948, Kyselce - 12014, Praha).
Nedokonéil stfedni skolu a pak byl zaméstnén v fadé dél-
nickgch povolani. Byl klasickgm autodidaktem, kterg mél
opakované potize s tzv. socialistickm systémem. Po revoluci
vydal nékolik knih a jako typick{ anarchista se neszil ani

s nov{gm rezimem.

Kdo ho prived! ke mné do ateliéru, nevim. Nevédél jsem ani,
Ze v té dobé mél, jak se pozdéji ukazalo, jiz podivné a hod-

né blizké vztahy se Statni bezpecnosti. Paradoxem bylo, Ze
setkéni v roce 1980, jehoz se Gcastnil, se konalo v domé, kter(
mél okna do vnitrobloku s garGzemi brnénské pobocky této
organizace. Pak uz jsem ho nikdy nevidél a nikdy jsem

se nedozvédél, zdali na nasi akci upozornil. Ale snad ne,
protoZe se na ni nikdo neptal.

Marie Kratochvilova

Fotografka (*1946, Brno).

Pracovala jako fotografka na Prirodovédecké fakulté
brnénské univerzity. Fotila fadu akci Dalibora Chatrného,
Jiftho Valocha a Jana Steklika, soucasné vytvarela vlastni
fotografické cykly a autorské publikace.

Seznamili jsme se nékdy v prvni poloviné sedmdesatgch let.
Nafotila pro mne nezistné fadu véci. Uméla to, na rozdil ode
mne, profesionalné. Nekolik let také bydlela v sousednim
domé na BoZetéchove ulici, takZe to bylo skvélé. Dékuiji!

Marek Musil

Architekt a spoluzak (*1953).

Po absolvovani fakulty v roce 1979 emigroval. Zije
a pracuje jako architekt v Kanadé.

Obcdas, jednou za deset let, se potkdme, kdyz pFilet
do republiky.

Boris Myslivecek

Grafik, typograf a scénograf (1948, Brno).

Studoval na Stfedni uméleckopriimyslové skole v Brné, praco-
val jako grafik a scénograf pro rizné divadla. Ale hlavné byl
kmenové spjat s Divadlem na provazku. ObdrZel fadu ocenéni
za plakaty a dalsi grafické préce. Pracoval také jako rekvizitar

v televizi. Dnes pUisobi jako typograf pro nakladatelstvi Atlantis.

Boris byl znGmou osobnosti brnénské kulturni scény

a prételili jsme se nejen v lokélech, ale také jsme spolupraco-
vali v dobdch mé ¢innosti na brnénském vgstavisti. Bylo to
nékdy o nervy, jeho nedochvilnost byla zaruéenou jistotou,
stejné jako vysoka kvalita jeho prace.
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Vladimir Groh

Ceramicist (*1953, Brno).

The co-tenant of the studio on Jan Uher Street, Groh studied at
the faculty of civil engineering but never finished his degree.
Since the late 1980s he has been involved in ceramic art and
porcelain. With his Japanese wife he has exhibited all around the
world and lives in both the Czech Republic and Japan.

We met in the early 1970s and adapted an older flat into a studio.
Although it did not always work out well it was a great time and
the studio was our salvation. We also worked together as lighting
technicians and stagehands in the Theatre on a String. He
worked in a second-hand bookstore and supplied all his friends
with forbidden literature which he collected there.

Miloslav Sonny Halas

Painter, printmaker, organizer of actions,

Renaissance man (*1946, Brno - 12008, Valtice).

A man of many trades, Halas worked in advertising, theatre,
at a printer’s shop, and more. For years he had a studio in

a former shop on Francouzskd Street which used to be

a place where anybody could drop by.

I met my friend Sonny at his actions, which he organized in
Brno in the early 1970s. His legendary actions included View
into the Free Country from the top of Palava Hill or Neolithic
Painting. We also used to meet at the printer’s shop where he
would print a lot of things for me for free.

Ivan Kafka

Artist and visual poet, photographer (¥1952, Prague).

After completing secondary art school, Kafka worked as a
blacksmith and meteorologist. He organized art activities, ex-
hibitions and distributed samizdat publications. In the 1980s
he was a founding member of the art group 12/15 Better Late
Than Never. He also created installations in public spaces. His
work is poetic and often in harmony with nature.

I met him a few times and | always admired the minimalist

aesthetic purity, humour and clarity of his work. He is truly
unique in the Czech milieu. We don’t see each other anymore.
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Jifi Hynek Kocman

Scientist, artist and owner of bowties

(*1947, Nové Mésto na Moravg).

Kocman graduated from the Veterinary and Pharmaceutical
University in Brno. He worked in a research institute, where he
put on unofficial exhibitions. He was a lecturer at the Faculty
of Fine Arts at the Technical University in Brno, where he over-
saw the paper studio. He is known internationally as both

a manufacturer of handmade paper and books, and as

a supporter of stamp art. He has corresponded with an
incredible number of local and foreign artists.

Visiting him is like a ceremony and one can see his entire pro-
duction process. He has his own well-known archive, mainly
of Czechoslovak artists, which would be the envy of the state
security service. | have one of his bowtie prints with the num-
ber JHK / 770113-169. We still meet each other sometimes.

Milan Kozelka

Artist, poet, writer (1948, Kyselce - 12014 Prague).

After dropping out of high school, Kozelka was employed in

a number of blue-collar occupations. He was a classic autodi-
dact who had many difficulties with the socialist system. After
the revolution he published several books and, being a typical
anarchist, he didn’t identify with the new regime either.

I have no idea who brought him to my studio. | also didn’t
know, as we later came to find out, that he already had

a somewhat strange and very close relationsip with the State
Security service. The paradox was that the meeting in 1980,
which he attended, took place in a house that faced onto a
courtyard with garages of the Brno branch of this
organization. | never saw him again, and | never knew
whether he reported our action or not. But perhaps not,

as no one ever asked about it.

Marie Kratochvilova

Photographer (*1946 Brno).

Kratochvilovd worked as a photographer at the Faculty of
Life Science at the university in Brno. She photographed

a number of actions by Dalibor Chatrng, Jifi Valoch and
Jan Steklik, and also created her own photographic series
and self-published books.

We met sometime in the first half of the 1970s. She worked for
me selflessly, taking photos of many things. Unlike me,

she is a professional photographer. Several years we lived

as neighbours on BoZetéchova Street, which was great.

| thank her so much for her support.



Marian Palla

Hudebnik, mali¥ a spisovatel (*1953, Kosice).

Studoval Stétni konzervator Brno, obor kontrabas, hrdl
v opernim orchestru. Dodnes maluje a pise. UGil také na

Fakulté vgtvarngch uméni Vysokého ucéeni technického v Brné.

Pritel, se ktergm jsem stréavil spoustu ¢asu. Mél ateliér na
Kotlarské, coz bylo nedaleko mého ateliéru na ulici Jana
Uhra. Stale ho potkavam v Brné, asto sedava v kafé Svanda.
Pamatuiji si, Ze jeho otec byl architekt, spoluautor pavilonu

na svétové vijstavé v Osace a také mali¥. Doma mam stéle na
ocich jeho dila, napriklad Spaleng obraz nebo Slova za sklem.

Petr Rezek

Filozof a teoretik umé&ni (*1948, Praha).

Vystudoval psychologii, filozofii a estetiku na Filozofické
fakulté Univerzity Karlovy, nasledné se nékolik let Zivil

jako klinickg psycholog. V letech 1979-1989 vykonaval rdzné
manudini zaméstnani. Po roce 1989 ucil na Akademii v{tvar-
ngch uméni v Praze, Univerzité Karlové ¢i na Technické univer-
zité v Liberci. ZaloZil vlastni nakladatelstvi, v némz mimo jiné
vydal ceské preklady Aristotela.

Dodnes mne ohromuje jeho pfednes a neskute¢né schopnost
upoutat pozornost svgmi nekonvencénimi teoriemi. Poprvé
jsem ho vidél s jeho pfednéskou za barem Student klubu,

kde hovoril osvétlen zespodu zafivkovgmi svitidly. Mystické.

Zdenék Sedladek

Organizator aktivit a umélec (*1955, Brno).
Vyuéen frézafem, pracoval jako délnik v rdzngch tovarnach.
Byl autodidakt, pozdéiji absolvoval lidovou $kolu uméni.

V roce 1984 zmizel ve Spolkové republice Némecko a od

té doby nejsme v kontaktu. Prg se jako umélec neprosadil,
co tam déla, nevim. Byl to skvél spolecnik a diskutér. Sém
realizoval konceptualni grafiky a také obcas vystavoval.

Karel Slach

Fotograf a kameraman (*1940, Tébor).

Absolvent oboru kamery na prazské FAMU. V sedmdesatgch
letech natocil Fadu predstaveni Divadla na provéazku,

ale filmy stale nejsou zpracovany.

Zndm ho nejen z divadla, ale i z brnénskgch lokald. Na krku
mél nezbytnou Leicu a stéle fotil. OvSem zdali ma zaloZen
film, nebylo nikomu nikdy jasné. Natocil na videokameru néco
ze setkani v mém ateliéru v roce 1980. Urcité tam byly i akce
Petra Stembery & moje préce. ,Na tajno” zapdjéend kamera
z JAMU se mu moc zamlouvala. Jen se musela vratit. Kazety
se nékde ztratily, coz je skoda. Nevim, zdali bychom se dost
nedivili.

kdo je kdo / who is who

Vaclav Sedy

Fotograf (1955, Ceskg T&sin).

Kamaréd mého bratra, jenz absolvoval brnénskou Sufku

a pak se v poloviné sedmdesat{ch let vystéhoval za svou
partnerkou do Itdlie. Pisobil jako fotograf architektury

a pozdégji v Milané pracoval i pro Ministerstvo zahraniénich
véci Ceské republiky.

Vaclav byl diky své vsce neprehlédnutelng. Jednou s jeho
partnerkou pfijely do Brna i dalsi sleény, které v Ceskoslo-
vensku hledaly podobné partnery, jako byl on, aby je mohly
z Ceskoslovenska ,,zachranit®.

Petr Stembera

Konceptudlni umélec, kurator (*1945, Plzer).

Autodidakt - s ohledem na $patn{ kéadrov{ ptvod nebyl pfijat
na vysokou skolu. Stal se pracovnikem prazského Umélecko-
primyslového musea a pozdéji vystudoval dalkové Fakultu
socidlnich véci a publicistiky. Vystavoval po celém svété, aniz
by mohl vétsinu svch v{stav navstivit. V roce 1978 byl na
studijnim pobytu ve Spojengch statech, kam ho pozval jeho
pritel Chris Burden. Je kmenov{m pracovnikem Umélecko-
primyslového musea v Praze, kde je kuratorem sbirky plakéatd
a malby.

Nase pratelstvi trva od chvile, kdy jsme se seznamili diky mgm
fotografiim ve Flash Artu. Roky jsme si psali a také jsem ho
&asto navstévoval v budové Uméleckoprimyslového musea,
kdyz jsem byl na sluzebni cesté v Praze. V sedmdesat{ch
letech mné poskytl Fadu svich prekladi a samizdatd. Zije

v Praze a stdle jsme v kontaktu, pres email skoro denné.

Jifi Valoch

Teoretik, publicista a konceptudlni umélec (*1946, Brno).
Absolvent bohemistiky Filozofické fakulty v Brné, pracoval
dlouhd 1éta v Domé uméni v Brné. S legendarni Gertou
Pospisilovou tvofili silnou kritickou i partnerskou dvojici.
Pracoval jako kurator a také psal pro fadu zaéingjicich
autord kritické texty. Vytvoril také velkou sbirku Eeského

i zahraniéniho uméni.

Potkavali jsme se nejen v Domé umént, ale i na v{jstavach.
Napsal také o mé praci prvni kritickg text. Obdivoval jsem

u néj doma objekty Fluxu a prace Christa. To bylo néco v Sedi
sedmdesatgch let! Také mé déti jezdily jako malé na chalupu
na prehradu, kam vZdy prijel s Gertou. Jeho umélecké aktivity
byly dFive hodné upozadény, vsichni ho brali vice jako
teoretika umeéni.
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Marek Musil

Architect and schoolmate (¥1953).

After graduating in 1979, Musil left the country. He lives and
works as an architect in Canada.

Occasionally, once every ten years, we meet while he is
visiting the Czech Republic.

Boris Myslivecek

Graphic designer, typographer and stage designer (1948, Brno).
Myslivecek studied at the Secondary School of Applied Arts in
Brno and worked as a graphic and stage designer for various
theatres, but he mostly worked with the Theatre on a String.
He has received numerous awards for posters and other
works in graphic design. He also worked as a prop man for
television productions. Today he works as a typographer for
the publishing house Atlantis.

Boris was a well-known figure of the cultural scene in Brno,
we were friends, not just drinking buddies, but we also worked
together in the days when | worked for the Brno Trade Fair. It
was sometimes unnerving as he was always behind schedule,
but I also always knew that his work would be really good.

Marian Palla

Musician, painter and writer (1953, KoSice).

Palla attended the State Conservatory in Brno, where he stud-
ied double bass, and he played in an opera orchestra. To this
day he still paints and writes. He also taught at the Faculty of
Fine Arts at the Technical University in Brno.

He is a good friend, with whom | have spent a lot of time. He
had a studio on Kotlarska Street, which was near my studio on
Jan Uher Street. | often see him in Brno, he is a regular customer
at Café Svanda. | remember that his father was an architect,
he helped design the pavillion at the World Expo in Osaka and
was also a painter. At home | have some of Marian’s works hung
up on the wall, for example Burnt Painting or Words behind
Glass.

Petr Rezek

Philosopher and art theoretician (*1948, Prague).

Rezek majored in psychology, philosophy and aesthetics at
the Faculty of Arts of Charles University, then he made his
living as a clinical psychologist. Between 1979-1989 he had var-
ious manual labour jobs. After 1989 he taught at the Academy
of Fine Arts in Prague and at the Technical University in Liberec.
He founded his own publishing house, where he published
Czech translations of Aristotle among other books.

What amazes me is his skills in lecturing and the way he
attracts attention with his unconventional theories. | saw him
for the first time when he gave a lecture behind the bar of the
Student Club while a fluorescent light illuminated him from
below. It was a mystical experience.
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Zdenék Sedlacek

Organizer of activities and artist (1955, Brno).
Sedlacek is trained as a milling machine operator and worked
as d labourer in various factories. A self-taught artist, he later
attended classes at the People’s School of Art.

In 1984 he disappeared in the Federal Republic of Germany
and we've lost touch ever since. Supposedly he did not get
much recognition as an artist there. | don’t know what he
does there. He was a great companion and a conversationalist.
He made conceptual graphic art and had exhibitions
occasionally.

Karel Slach

Photographer and cameraman (*1940, Tabor).

Slach studied photography direction at the Film School of the
Academy of Performing Arts in Prague. In the 1970s he shot

a series of performances for the Theatre on a String but he
never processed the film.

| know him from the theatre but we would also meet in pubs in
Brno. He always had his Leica with him and was constantly tak-
ing pictures. But nobody ever really knew if he had film loaded
in it or not. He shot something from a meeting in my studio on
video in 1980. For sure it includes actions of Petr Stembera or my
works. He really liked the video camera borrowed from JAMU in
“secret”. He didn’t want to give it back. The video cassettes have
been lost, which is a shame.

Véaclav Sedy

Photographer (*1955, Cesk{ T&sin).

A friend of my brother, Sed{j graduated from the Secondary
School of Arts and Crafts in Brno and in the mid-1970s
emigrated to ltaly to be with his girlfriend. He worked as

a photographer of architecture and later in Milan he worked
for the Ministry of Foreign Affairs of the Czech Repubilic.

Véclav didn’t go unnoticed thanks to his height. Once a num-
ber of young women arrived with him and his Italian girlfriend
to Brno, they came to look for similar partners whom they
could “rescue” from Czechoslovakia.



OldFich (Olek) Vasica

SochaF a véeumél (*1953, Brno).

Absolvent prazské Akademie v{jtvarngch uméniv oboru
sochafstvi. Zndma postava brnénské scény let sedmdesat(ch
a osmdesatgch.

Jeden z nejvétsich pratel z doby minulé, mél a méa neoce-
nitelné tvaréi a realizaéni schopnosti. DokéZe postavit prak-
ticky cokoliv. Od Sperku po véZni hodiny, vse funguje. A to bez
poditade, kresleni a vjpocth. Mné zajistil nedostatkov(j kompresor
ze zubaiské vrtadky na americkou retus a podobné. Zije a pracuje
v Brné-Herspicich, jeho slovy ve ,Vasicovich strojirnach®. Stale
spolupracujeme, ovSem jiz ne na uméleck{ch projektech.

Jan Vich

Sochaf, restaurator (¥1952, Hradec Kralové).

Absolvent prazské Akademie v{tvarnjch uméni a kamenické
skoly v Hoficich. Po absolvovéani pracoval jako restaurdtor

d je jim dodnes.

Znali jsme se z Fady lokald a byl také na nékolika mgch
akcich. Natirali jsme spolu obilna sila v Policce, kde

v oblacich toluenového fedidla byla hodné uvolnéna
atmosféra. Spojovalo nds také to, Ze jsme oba stravili jeden
sileng rok v Kralovopolské strojirné. Ja jako budouct
soustruznik a on v propagaci. Oboji bylo désné. Seznamil
mne s legendérnim modelem socharG JoZo Mrazkem
Horickgm. Nejsme v kontaktu.

kdo je kdo / who is who

Pavel Zatloukal

Herec (*1943, Brno).

Herec Divadla na provazku od pocatku sedmdesatch
let dodneska.

Potkaval jsem ho ¢asto nejen v divadle, ale i jako
souseda, jenZ bydlel za rohem od domu mgch rodica.

lgor Zho¥

Teoretik, kritik, pedagog (*1925, Brno - 11997, Brno).

MIuvéi skupiny Profil 58, uéil na Filozofické fakulté v Brné,
kde se stal po roce 1990 profesorem. Publikoval v fadé caso-
pisd a od roku 1995 aZ do smrti byl dékanem Fakulty vgtvar-
ngch umeéni Vysokého uceni technického v Brné.

Potkaval jsem se s nim na v{stavach a byl také nekolikrat
na mych akcich. Byl to vzdélanj a pfijemng ¢lovék.

Jan Zuziak

Mali¥, skvélg spoleénik (*19146).

Autodidakt, sbératel motla a fotograf orchideji, zndma
postava brnénské bohémy, zab(val se také mail artem.

S Janem se zném z dob mych studii z rdzngch hospod

a aktivit. Byl Géastnikem m{ch akci a ¢asto ho dnes vidavam
pres viklad kavarny Svanda v Brné v oblaku cigaretového
dgmu.

216

Petr Stembera

Conceptual artist, curator (1945, Pilsen).

Stembera is a self-taught artist - due to his background,

he was not accepted to university. He began working in the
Museum of Decorative Arts in Prague and later graduated from
the Faculty of Social Sciences and Public Relations. He has had
exhibitions all around the world without being able to see most
of them. In 1978 he went for a residency in the United States,
where he was invited by Chris Burden. He has worked for the
Museum of Decorative Arts in Prague for many years, where he
curates the collection of posters and paintings.

We have been friends since the moment we met thanks to my
photographs in Flash Art. For years we wrote letters and | often
used to visit him in the museum anytime | travelled to Prague for
work. In the 1970s he provided me with a number of his transla-
tions and samizdat publications. He lives in Prague and we are in
touch by e-mail almost every day.

Jifi Valoch

Theoretician, writer and conceptual artist (<1946, Brno).
Valoch majored in Czech studies at the Faculty of Philoso-
phy in Brno and worked for many years in the House of the
Arts in Brno. Together with his partner, the legendary Gerta
Pospisilova, they formed a strong critical team. Valoch has
worked as a curator and has also written criticial texts for a
number of emerging artists. He has created a large collection
of Czech and foreign art.

We used to meet in the House of the Arts as well as at various
exhibitions. He also wrote the first critical text about my work.
At his home | admired Fluxus objects and works by Christo.
That was something during the grey 1970s! Also my children
when they were little used to go to the cottage by the lake
where he would always come with Gerta. His own artistic
activities have always stayed in the background, and he is
mainly perceived as an art theoretician.

Oldfich (Olek) Vasica

Sculptor and jack-of-all-trades (*1953, Brno).

Vasica majored in sculpture at the Academy of Fine Arts in
Prague. He is a well-known figure of the Brno scene

of the 1970s and 1980s.

He is one of my best friends from those days, who has

a great creative drive. He can build practically anything.
From jewellery to a tower clock, everything works. He does it
with no computer, drawing or calculations. He found a rare
compressor from a dentist’s office for me to do airbrush and
other things. He lives and works in Brno-Herspice, in his own
words, in “Vasica’s machine works”. We still work together, but
not on art projects.
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Jan Vich

Sculptor, restorer (¥1952, Hradec Kralové).

Vich is a graduate of the Academy of Fine Arts in Prague and
the stoneworking school in Hofice. Since graduation he has
worked as a restorer.

We know each other from a number of pubs and he was also
at several of my actions. We painted the grain silos in Policka
together, where the clouds of toluene solvent created quite

a relaxed atmosphere. Another thing we have in common

was that we both spent one crazy year in the Kralovopolska
Engineering Works. | as a future turner, and he in advertising.
Both were awful. He introduced me to the legendary model of
sculptors, JoZo Mrazek Horickg. We are not in touch anymore.

Pavel Zatloukal

Actor (*1943, Brno).

Zatloukal has been an actor at the Theatre on a String
since the beginning of the 1970s.

| used to see him often in the theatre but also as a neighbour
who lived round the corner from my parents.

lgor Zhor

Theorist, critic, teacher (1925, Brno - 11997, Brno).

Zhot was a spokesman for the group Profil 58, and he taught
at the Faculty of Philosophy in Brno, where he became

a professor after 1990. He published articles in a number of
magazines and was the dean of the Faculty of Fine Arts of the
Technical University in Brno from 1995 until his death.

| used to see him at exhibitions and he came to my actions
several times. He was an educated and pleasant man.

Jan Zuziak

Painter, great companion (*1946).

Zuziak is a self-taught artist, collector of butterflies and
photographer of orchids. A well-known figure among Brno
bohemians, he was also involved in mail art.

| have known Jan since my student days and | met him at

various pubs and through various activities. He participated
in my actions and nowadays | see him through the windows
of Café Svanda in Brno veiled in a cloud of cigarette smoke.



01/ Prvni setkani s italskgm designem.
02 / Fotografie z névitévy Berlina

v roce 1973.

03/S motorkou Ji¥iho Hudce, pozd&j-
&iho basisty Ceské filharmonie, 1973.
04/V dobg prvnich uméleckgch
praci, Rumunsko 1974.

05/ Vglet na Balaton s vozidlem
Wanderer Jifiho Hudce, spolu s Pa-
vlem Koprivou a kytaristou Romanem
Venclovskgm, pozdéji cleny skupiny
Folk team, pro kterou jsem délal logo
a taky obaly desek.

06/ Skvé&lé roky v Divadle na provaz-
ku, v autobuse Karosa na zdjezdé

s Vladimirem Grohem v roce 1973.
07/ Se spoluzaky z Fakulty archi-
tektury pred holiéstvim Franty KfiZe.
Mél nas fin&iné upravit pro ndstup na
tzv. vojenskou katedru vysoké skoly.
08/ Pokousim se telefonovat dle
dovezeného adresére, Moskva, 1978.
09/ Svatba Miloslava Sonny Halase
ve Velké Bystfici jako prileZitost

k setkani, 1976.

10/S pozd&j§i manZelkou Alexandrou
na chalupé u Maxe Hekmana Mar-
$4lka, 1978.

11/ Olek Vasica a ja na stfeSe domu
Antonina Slavika, pol. 70. let.

12/ Fotografe z narozenin, kdy mi
bylo asi jednat¥icet a dostal jsem od
Alexandry ,,metal* za vynikajici praci.

01/ First encounter with
Italian design.
02 / Photograph from a visit
to Berlinin 1973.
03/ On Jifi Hudec’s motorcycle.
Hudec later became a bassist
in the Czech Philharmonic, 1973.
04/ The period when my first art
works were made, Romania, 1974.
05 / Trip to Balaton with Jifi Hudec’s
Wanderer, together with Pavel
Kopfiva and guitarist Roman Venc-
lovskg, later members of the band
Folk Team, for which | also made a
logo and album covers.
06 / Great years in the Theatre on
a String, on a Karosa bus during
a tour with Vladimir Groh, 1973.
07 / With classmates from the
Faculty of Architecture in front
of Franta K¥iZ’s barbershop, where
we were supposed to get haircuts
before going to the university’s mili-
tary department.
/ g ; . ; ; e 08/1am trying to make a phone
ngz. - L : _ : : : h call from the address book

i £ " | brought to Moscow, 1978.
09 / Miloslav Sonny Halas” wedding
as a chance to get together,
Velké Bystfice, 1976.
10 / With my future wife Alexandra
at Max Hekman Mar$dlek’s cottage,
1978.
11/ Olek Vasica and | on the rooftop
of Antonin Slavik’s house, mid-1970s.
12 / Photograph from my birthday
when | was about thirty-one and
| got a “medall” from Alexandra for
outstanding work.




13/ Legendarni tekut§ kapfik v roce
1980, Gastnici se herci, mali¥i,
grafici, hudebnici a dalsi. Na foto-
grafii zleva jsou k poznani: grafik
V. Svalbach, fotograf V. Sedlak,
grafici S. Zampa a B. Myslivedek,
organizdtor hudebnich akci

M. Bernatek, Kepdk, M. Dvorék,
designér K. Kobosil, sklaF V. Kovaé,
herec F. Kocourek, brnénska figura
Rudy Kovanda, kovéF M. Zagek,
herec B. Polivka, grafik a mali¥

D. Zdimal, DJ J. Elia3, kytarista

R. Reteggy, dramaturg Kravka,

J. Novotn{ a dalsi.

14/ PFi naté&eni Studia B u Zidle
pro Jarka Nohavicu, 1983.

15 / Akce The Medium is the Massage
zDivadla v pohybu lll, Brno, 1987.
Autor pro tento ,festival divadla®
s@m stavi konstrukce.

16 / Na ostrové Inhaca (Mosambik)
v roce 1985.

17/ S hodinami Perestroika live

v roce 1988.

18 / Dokon&eno! Uspokojent po
rekonstrukei vily Tugendhat, 2012.

13/ The legendary Liquid Carp

in 1980 with the participation

of actors, painters, printmakers,
musicians and many others. In the
photo from left to right: printmaker
V. valbach, photographer V. Sedlak,
printmakers S. Zampa and B. Mysli-
vecek, organizer of music events
M. Bernétek, Kepak, M. Dvorak,
designer K. Kobosil, glassblower

V. Kovaé, actor F. Kocourek, Brno
figure Rudy Kovanda, blacksmith
M. Za&ek, actor B. Polivka, print-
maker and painter D. Zdimall,

DJ J. Eli&s, guitarist R. Reteggy,
playwright Kravka, J. Novotng

and others, 1980.

14/ During the filming of Studio

B, at the chair for singer Jarek
Nohavica, 1983.

15 / The action The Medium is the
Massage from Theatre in Motion llI,
Brno, 1987. For this “festival of the-
atre” Ambroz built the structure

on his own.

16 / On Inhaca Island (Mozambique),
1985.

17 / With the Perestroika live clock
in 1988.

18 / Done! Satisfaction after finally
completing the restoration of Villa
Tugendhat, 2012.

Alexandre, bez ni bych tady asi jiz nebyl.
To Alexandra, without whom | probably wouldn’t be here.

Vladimir Ambroz



Vliadimir Ambroz
Portfolio

Narodil se 29. cervna 1952 v Brné. Vystudoval gymnazium
v Mikulové (1968-1972) a Fakultu architektury Vysokého
udeni technického v Brné (1972-1978). Pracoval jako jevistni
technik v Divadle na provazku (1974-1976). Umé&nim akce
a performancemi se zab{val prevézné v letech 1976 -1981.
Od poloviny sedmdesat(ch let navrhoval plakéaty, obaly
desek a jevistni podobu koncertt folkovgch a rockovich
skupin. Od roku 1978 externé& spolupracoval s Ceskoslo-
venskou televizi v Brné jako architekt a grafik. Soucasné
byl od roku 1978 zaméstndn jako architekt vgstavnich
expozic v podniku Brnénské veletrhy a v{stavy, posléze

u spolecnosti Druexpo. Do roku 1990 vytvoril vistavni
expozice pro desitky subjektt a pro oficidlni prezentace
Ceskoslovenska doma i v zahraniéi, jednalo se celkem asi
o dvé sté padesét expozic rlizného rozsahu. V roce 1989
zalozil Galerii Ambrosiana. Ve stejném roce zaloZil firmu
AM.O.S., v roce 1995 prejmenovanou na AMOSDESIGN,
zab(vajici se tvorbou architektury, interiérd nebo
rekonstrukcemi architektury.

Volna tvorba - Géast na vgstavach

1974  Brndle, Ddm pdnd z Kuns§tatu, Brno
1976  Brnale, Ddm pdant z Kunstatu, Brno
1976  VII. biendle uzité grafiky Moravska galerie
v Brné, Brno
1977  Projects and Performances, Czechoslovakia /
Poland, Hallwalls Gallery, Buffalo, Spojené staty
1977 Media Practice, Ai Gallery, Tokio, Japonsko
1978  Educational Toys Award, Miami, Spojené staty
1978  Photography as Art / Art as Photography,
Gesamthochschule Kassel, Fotoforum,
Kassel, Némecko
1978  La post-avanguardia, Centro Experimenta,
Neapol, Italie
1978  Konfrontace 20, Student klub, Brno
1978  Vladimir Ambroz - Akce, Klub mladeze
K¥enov@, Brno
1978  Strom (fotografie), Dim pénd z Kunstatu, Brno
1979  Miejsca i chwile, Foto Medium Art, Wroctaw, Polsko
1979 The Correspondence Art, Ai Gallery, Tokio,
Japonsko
1979  The Real Space, Tokiwa Gallery, Tokio, Japonsko
1980 Photography as Art / Art as Photography,
Centar za Fotografiju, Film i TV, Zahreb, Jugoslavie
1981  Il. Miedzynarodowe triennale rysunku,
Wroctaw, Polsko

1982  Vladimir Ambroz, Activity, Klub mladeze Krenova,
Brno
1982 International Art Fair Arco, Madrid, épanélsko
1982  Idea for Peace, Neapol, Itdlie
1982  Arteder 82, Muestra Internacional de Arte
Gréfico, Bilbao, Spanélsko
1983  Keramika, Klub mladeze Kfenovd, Brno
1985 International Experimental Art Exhibition, Klub
mladgch umélct (FMK), Budapest, Mad'arsko
1986 V case, Galerie Glt, Cheb - Vgstavni sin
Fotochema, Praha
1986  Télo v ceskoslovenské fotografii 1900-1986,
Muzeum Kromérizska, Kromériz
1986  XIl. biendle uzité grafiky, Moravska
galerie v Brné, Brno
1987  Uzité uméni, Méanes, Praha
1987 Art of Today Il, International Exhibition 1987,
Klub mladgch umélcd (FMK), Budapest, Madarsko
1987  IV. bienéle tvorby mladgch vgtvarnikd
Jihomoravského kraje, Ddm uméni mésta
Brna, Brno
1987  Divadlo v pohybu lll, Divadlo na provézku, Brno
1988  Otwarcia / Zamkniecia, On / Over,
Muzeum Narodowe w Warszawie, Varsava, Polsko
1990 Cesty k postmoderné, Uméleckopriimyslové
museum, Praha
1990 Le demontage, Rennes, Francie
1991 Umeéni akce, Méanes, Praha
1992-03 Minisalon, rdzné instituce po svété
(New York, PafiZ, Jakarta, Brusel, Praha a dalsi)
1996-97 Uméni zastaveného casu,
Ceské muzeum v{tvarngch umén,
Praha - Moravska galerie v Brné - Galerie
v{tvarného uméni v Chebu
2008 Replaced, Czech Centre, New York, Spojené staty
2013  Navzdajem. Spolecenstvi 70. a 80 let, tranzitdis-
play, Praha - Ddm uméni mésta Brna, Brno

UZité uméni (vgbé&r praci)

1975-77 plakéaty a vizudlni styl k rockovému festivalu
KMM na velodromu v Brné

1976  logotyp skupiny Folk team

1978-83 Hrajeme si kazd{ den, détskda soutéz CsT,
reZie Eugen Sokolovsk{ ml., asi 190 dild

1980 P&t kruhd, televizni sout&z CST,
rezie Eugen Sokolovsk( ml.

1981-89 Studio B, hudebni pofad CST, reie Rudolf
Chudoba, asi 22 poradi

1983  audiovizudlini program Mozek, skupina Progres 2,
rezie Peter Scherhaufer

1983-88 Kamen niizky papir, détska soutéz CST,
reZie Eugen Sokolovskg ml., asi 196 dilt

1984  obal LP a kazety Mozek, skupina Progres 2

Vladimir Ambroz
Portfolio

Born on 29 June 1952 in Brno. Attended secondary school
in Mikulov (1968-1972) and the Faculty of Architecture

at Brno Technical University (1972-1978). Worked as

a stage hand and technician in the Theatre on a String
(1974-1976). He primarily devoted his energies to action
art and performance art in 1976-1981. From the mid-1970s
he designed posters, LP covers and stage design for the
concerts of folk and rock bands. From 1978 he worked
freelance for Czechoslovak Television in Brno as an
architect and graphic designer. At the same time, from
1978 he was employed as an exhibition architect at Brno
Trade Fairs and Exhibitions, later at the company Druexpo.
Before 1990 he staged exhibitions for dozens of subjects
and for official presentations of Czechoslovakia at home
and abroad, about two hundred and fifty exhibitions of
various dimensions in total. In 1989 he founded Ambrosi-
ana Gallery. That same year he founded A.M.O.S., which
he renamed AMOSDESIGN in 1995. The company focuses
on architecture, interior design and restoration.

Participation in exhibitions

1974  Brnéle, Ddm pdnd z Kunstétu
[House of the Lords of Kunstéat], Brno

1976 Brnale, Dim péni z Kuns§tatu,

[House of the Lords of Kun$tat] Brno

1976 VI biendle uZité grafiky [VIIth Biennial
of Printmaking], Moravské galerie v Brné
[Moravian Gallery in Brno], Brno

1977  Projects and Performances, Czechoslovakia/
Poland, Hallwalls Gallery, Buffalo, U.S.A.

1977  Media Practice, Ai Gallery, Tokyo, Japan

1978  Educational Toys Award, Miami, U.S.A.

1978  Photography as Art / Art as Photography,
Gesamthochschule Kassel, Fotoforum, Kassel,
Germany

1978  La post-avanguardia, Centro Experimenta,
Naples, Italy

1978  Konfrontace 20 [Confrontation 20], Student klub
[Student Club], Brno

1978  Vladimir Ambroz - Akce [Vladimir Ambroz - Action],
Klub mladeze Kfenové [Youth Club Kfenovél], Brno

1978  Strom (fotografie) [Tree (Photographs]],

Dim pani z Kundtétu [House of the Lords

of Kunstat], Brno
1979 Miejsca i chwile, Foto Medium Art, Wroctaw, Poland
1979  Correspondence Art, Ai Gallery, Tokyo, Japan

1979
1980

1981

1982

1982

1982

1982

1983

1985

1986

1986

1986

1987

1987

1987

1987

1988

1990

1990
1991

The Real Space, Tokiwa Gallery, Tokyo, Japan
Photography as Art / Art as Photography, Centar
za Fotografiju, Film i TV, Zagreb, Yugoslavia

Il. Miedzynarodowe triennale rysunku,
Wroctaw, Poland

Vladimir Ambroz, Activity, Klub mladeze
K¥enové [Youth Club KFfenovél], Brno
International Art Fair Arco, Madrid, Spain

Idea for Peace, Naples, Italy

Arteder 82, Muestra Internacional de Arte Grdafico,
Bilbao, Spain

Keramika [Ceramics], Klub ml&deZe Kfenova
[Youth Club Kfenovdl], Brno

International Experimental Art Exhibition,

FMK [Club of Young Artists], Budapest, Hungary
V&ase [In Time], Galerie G4 [GY4 Gallery],

Cheb - V{stavni sin Fotochema

[Exhibition Hall Fotochema], Prague

Télo v ceskoslovenské fotografii 1900-1986

[The Body in Czechoslovak Photography
1900-1986], Muzeum KroméFizska

[Museum of Krom&FiZ Region], Kromé&Fiz

XII. biendle uzité grafiky [XIIth Biennial of Graphic
design], Moravska galerie v Brné

[Moravian Gallery in Brno], Brno

UZité uméni [Applied Arts], Manes, Prague

Art of Today Il, International Exhibition 1987,
FMK [Club of Young Artists], Budapest, Hungary
IV. biendle tvorby mlad{ch v{tvarnikd
Jihomoravského kraje [IVth Biennial of Art of
Young Artists from the South Moravian Region], Dm
umé&ni mésta Brna [Brno House of Arts], Brno
Divadlo v pohybu Il [Theatre in Motion Ill],
Divadlo na provazku [Theatre on a String], Brno
Otwarcia / Zamkniecia, On / Over, Muzeum
Narodowe w Warszawie, Warsaw, Poland

Cesty k postmoderné& [Ways to Postmodernism],
Uméleckopriimyslové museum

[Museum of Decorative Arts], Prague

Le demontage, Rennes, France

Uméni akce [Action Art], Manes, Prague

1992-03 Minisalon, different places around the world

(New York, Paris, Jakarta, Brussels, Prague and others)

1996-97 Uméni zastaveného asu [Art When Time Stood

2008
2013

still], Ceské muzeum vitvarngch uméni, Prague
- Moravska galerie v Brné - Galerie v{tvarného
uméni v Chebu [Czech Museum of Fine Arts
Prague - Moravian Gallery in Brno - Gallery

of Fine Arts in Cheb]

Replaced, Czech Centre, New York, U.S.A.
Navzdjem. Spoledenstvi 70. a 80 let [Mutually:
Society of the 1970s and 1980s], tranzitdisplay,
Prague - Ddm umé&ni mésta Brna [Brno House
of Arts], Brno



1984  program, plakdt, obal LP a kazety Ostrov Zemé,
skupina Futurum
1984  plakaty Jana Saudka (3est rdzngch kusd)
1985  Plakaty pro Studio B, Michael Kocab,
Laura a jeji tygFi, Bara Basikova, CST Brno
1987  layout Casopisu Melodie a vSechny obalky ro¢niku
1987  obal LP a kazety Jedine¢né sance,
skupina Futurum
1987  architektonické reseni v{stavy fotografii
Vladimira Zidlického, Moravska galerie v Brné
1987  architektonické fesenti festivalu Divadlo v pohybu llI
(spolu s J. Kone&ngm), Divadlo na provazku, Brno
1989  obal LP Folk team
1988  obal LP Zménal, skupina Progres 2
1991  obal LP a kazety VS8echna ta smutna hudba,
skupina Folk team
1989-90 obal LP a kazety Dlouhé noc, OldFich Vesel{
1989  Rockova liga, rezie Rudolf Chudoba
1990  obal LP Na vglete, Vlasta Redl
2004 architektonické feseni stélé expozice
Moravské galerie v Brné
(spolu s J. Javiirkem a V. Vagadayem)
2010-12 rekonstrukce interiéru vily Tugendhat, Brno

V{beér z literatury

Flash Art, 1976, No. 66-67

Bijutsu Techo Monthly Art Magazin, 1978

Antonio Ferro (ed.), La post-avanguardia, Museo del
Sannio, Benevento 1978

Opus musicum 13,1981, &. 9

Opus musicum 16, 1984 (kresby pro ro&nik asopisu)
Ceskoslovenska fotografie 35, 1987, &. 3

Scéna 12, 1987 (Divadlo v pohybu)

Ateliér 2, 1989, ¢. 10

Tvorba, 1990, ¢. 19

Pavlina Morganovd, Akéni uméni 60. a 70. let, Votobia,
Olomouc 1996

Barbora Klimové, Replaced, vlastnim nakladem,
Brno 2006

Barbora Klimova, Navzajem, tranzit.cz, Praha - FaVU,
Brno 2013

Pavlina Morganovd, Czech Action Art, Karolinum,
Praha 2014

Applied Arts (selection)

1975-77 posters and visual style for the rock festival KMM
at the velodrome in Brno

1976  logo for the band Folk team

1978-83 Hrajeme si kazd{ den [We Play Every Day],
Czechoslovak TV children’s competition, directed
by Eugen Sokolovsk( Jr., c. 190 episodes

1980 P&t kruhd [Five Circles], Czechoslovak TV
competition, directed by Eugen Sokolovskg Jr.

1981-89 Studio B, music programme of Czechoslovak TV,
directed by Rudolf Chudoba, c. 22 episodes

1983  audiovisual programme Mozek [Brain], Progres 2
band, directed by Peter Scherhaufer

1983-88 K&dmen niizky papir [Rock, Paper, Scissors],
Czechoslovak TV children’s competition,
directed by Eugen Sokolovsk{ Jr., c. 196 episodes

1984  LP and cassette cover Mozek [Brain], Progres 2 band

1984  programme flyer, poster, LP and cassette cover
Ostrov Zemé [Island Earth], Futurum band

1984  posters for Jan Saudek (six different pieces)

1985  Posters for Studio B, Michael Kocdb, Laura a jeji
tygfi band, Béra Basikova, Czechoslovak TV Brno

1987  layout of the magazine Melodie [Melody]
and all the covers that year

1987  LP and cassette cover Jedinecnd Sance
[The Only Chance], Futurum band

1987  architectural layout of the exhibition of
photographs by Vladimir 2id|ickg,
Moravian Gallery in Brno

1987  architectural layout of the festival Divadlo
v pohybu lll [Theatre in Motion Ill] (together
with J. Koneéng), Divadlo na provazku
[Theatre on a String], Brno

1989  LP cover Folk team

1988  LP cover Zména! [Change!], Progres 2 band

1991  LP and cassette cover VSechna ta smutné hudba
[All that Sad Music], Folk team band

1989-90 LP and cassette cover Dlouhd noc
[Long Night], OldFich Vesel{

1989  Rock League, directed by Rudolf Chudoba

1990  LP cover Na v{leté [Outing], Vlasta Red|

2004 architectural layout of the permanent exhibition
of the Moravian Gallery in Brno
(together with J. Javirek and V. Vagaday)

2010-12 restoration of the interior of Villa Tugendhat, Brno
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Pavlina Morganova, Czech Action Art, Karolinum, Prague 2014
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Koncepce knihy / Concept of the book

Vladimir Ambroz, Tomdas Pospiszyl

Texty / Texts Vladimir Ambroz, Pavel Biichler,

Marian Palla, Tomas Pospiszyl, Petr Stembera

Editor Tomds Pospiszyl

Redakce / Editing Eva Hrubé

Odborn{ recenzent / Peer review Mgr. Petr Ingerle, PhD.
Preklad / Translation Magdaléna Wells, Lawrence Wells,
Pavel Biichler (Hra na uméni / The Art Game)

Jazykové korektura angliétiny / English language editing
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Fotografie / Photographs Miroslav Ambroz, Vladimir Ambroz,
Pavel Biichler, Miloslav Sonny Halas, Jef Kratochuvil,

Marie Kratochvilovéa, Vaclav Sedg, Pavel Zatloukal

Grafickd Gprava / Graphic design Kristina Ambrozovéa
Pismo / Font GT Walsheim
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Tisk / Printed by Indigoprint, Praha
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Fotografie bez uvedenti jejich autora pochdazeji z archivu Vladimira Ambroze. Ne u vSech
fotografii bylo mozné spolehlivé uréit autora, za coz se omlouvame a budeme vdééni za
doplAujici informace. / Unless otherwise stated, photographs are from the Vladimir Ambroz
archive. It was not always possible to reliably identify the photographer, for which we

apologize. We would be grateful for any further information.

Vydani knihy podpofila firma AMOSDESIGN. /
The book was published with the support of AMOSDESIGN.

Prilohou této publikace je reprint
intervence Vladimira Ambroze
do dobového tisku z roku 1977.

A reprint of Vladimir Ambroz’s
intervention in a 1977 issue of a period

newspaper is included as an insert.
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