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A NA CO MYSLIS TY?
UVOD

Kniha uréena zajemkynim a zajemcim o studium nebo
studijni pobyt na Fakulté vytvarnych umeéni, ale zaroven
také koleglim a kolegynim z umeéleckych §kol a, obecné vsem
tém, koho déni a vyvoj na téchto skolach zajima, sleduje
vice cili a setkava se v ni vice strategii. Chceme, abyste
se o Skole néco dozvédéli, a pritom jsme vam jen v jiném
obalu neprodavali informace, ktereé jsou jiz dostupné jinde.
Necekejte praktické informace pro uchazecky a uchaze-
Ce — ty jsou prehledné shrnuty v pravidelné aktualizované
e-knize.! Ne¢ekejte ani plisobivé doklady vysledku prace
studujicich a ¢erstvych absolventek a absolventli - ty
najdete v katalozich diplomantskych vystav nebo v ma-
gazinu Enter FaVU.2 Obrazova ¢ast u publikace o Fakulté
vytvarnych uméni samoziejmé nemutiZe chybét, chceme vSak
jejim prostrednictvim spiSe zachytit atmosféru a doplnit
textové informace o infrastrukture $koly nez nabizet né-
jakou estetickou potéchu, respektive sebeuspokojeni. Tim
hlavnim, co bychom knihou chtéli predat, je tak vhled do
nasSeho uvazovani o tom, co tady vlastné délame.

Pro ucely této knihy vznikly nové profilové texty k Sest-
nacti ateliériim FaVU, do kterych se zajemkyné a zajemci
o studium mohou hlasit. S pedagozkami a pedagogy ateliéra
vedla rozhovory Silvie Seborova a v téchto rozhovorech,
stejné jako v medailonech, které na zakladé rozhovorl
vznikly, se soustredila na pedagogické pristupy a vymeze-
ni zakladniho poslani ateliéru. Velky prostor zde ziskaly
uvahy o proménujicim se vztahu k médiim, jejichz nazvy je
vytvorena struktura ateliérl, a také o proménujicim se
chapani zplsobl a role pedagogického vedeni. Autorkami

1 Dostupné online na webu fakulty: https://www.favu.vut.cz/uchazeci

2 Tri ¢isla (tTi ,zpravy“) magazinu Enter FaVU si ,vynutila“ pandemie
a nemoznost prezentovat verejnosti vysledky prace studujicich primo.
Dostupna jsou na webu fakulty: https://www.favu.vut.cz/f26745/d204971
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sedmnactého profilu Ateliéru hostujiciho pedagoga jsou
Lenka Klodova a Jennifer Helia DeFelice, které se o chod
ateliéru, v némz se od roku 2019 po semestrech stridaji
vyrazné osobnosti souc¢asného umeéni a designu, staraji.
Hlavni zamér knihy — nabidnout jasné situovany vhled
do uvazovani nad aktualnimi problémy, které skolou na
ruznych urovnich ,hybou“ - pak rozviji a doplnuje trojice
rozhovorl, v nichZ zaznivaji vedle hlast pedagogu také
hlasy studujicich. Systematicka prace na posilovani stu-
dentské samospravy je vyraznym rysem soucasného vedeni
fakulty a vyraznou manifestaci rostouci sebeduvéry stu-
dentek a studentt se stal napr. online ¢asopis Bublina.?
Ve trech rozhovorech, jez budou vzapéti kratce uvedeny,
se pri uvahach nad konkrétnimi tématy sesly studentky
doktorského studia FaVU s vyucujicimi. V dialogické formé
jsou diskutovana témata designu, tradic¢nich ¢i klasic-
kych médii a umeéleckého vyzkumu nahliZena z riznych
perspektiv. Rozhovory tato témata spiSe predstavuji jako
néco, co je ve stalém pohybu, nez aby nabizely normativni
hodnoceninebo definice. Zaroven v§ak tyto rozhovory jsou
(a proto jsme je iniciovali) prilezitosti dospét k pevnéjSimu,
byt jen doc¢asnému a v ¢ase proménlivému chapani toho,
oc¢ v umeéleckém vzdélavani bézi.

Zatimco identita obora tvoricich vibrujici a neklidny
slepenec souc¢asného uméni se jiz témér pllstoleti utvari
na neklidné linii, kde se vede boj mezi souhlasem a kri-
tikou (konkrétné pak mezi prijimanim a odmitanim trhu
s uménim), design dlouho ztGstaval stranou, komfortné
spojen se svou zdanlivé nezpochybnitelnou roli zlepSova-
tele objektl a nasich zivotl. BEhem posledniho desetileti
nicméné i tato oblast prosla radou vyraznych otrest.
Cast designu dnes ,zuméle¢téla“ do té miry, Ze na sebe
jako design kriticky ¢i spekulativni bere roli spolutvirce
verejné diskuse. Vedle designu orientovaného na clové-
ka, na uspokojovani jeho ,prirozenych® potieb a reseni

3 https://bublina.favu.vut.cz/
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problému, které stejna udajna lidska prirozenost vypro-
dukovala, ziskava hlas design, ktery Klara Pelouskova
v uvodu tematického Cisla Artalk revue oznacila jako
transformativni.* K tomu, aby spolu mluvili o podobach
a moznostech vzdélavani v oblasti designu, jsme oslovili
Martinu Ruzi¢ckovou a Mikulase Machacka. Martina RG-
Zickova, doktorandka a inicidatorka mezioborového tymu
zabyvajiciho se moZnostmi angazovaného aplikovaného
vyzkumu na pomezi designu, architektury, spolecenskych
véd a socialni prace, k chapani své praxe jako soucasti
oborového pole designu dospéla postupné. Design pro
ni znamena rozsireni moznosti intervenujici umeélecké
praxe. Ta sice dokaze byt velmi efektivni v piisobeni na
nasSe smysly a touhy, ale velmi ¢asto trpi rychlymi pohyby
sveéta uméni podminénymi potrebou neustalého fluktuo-
vani témat, styll a tendenci, a postrada tak schopnost
dosahnout systémové zmény stavu reSeneho problému.
Mikulas$ Machacek spolu s Terezou Hejmovou deset let
vedl Ateliér grafického designu a spolu s dalsimi vedoucimi
designovych ateliéra prispél k postupné proméné chapani
moznosti a podob a smyslu vyu€ovani designu na FaVU.
Rozhovor se ve své vetsi ¢casti ohliZzi do minulosti, a vraci
se tak k po¢atklim procesu, ktery v soucasnosti dospél
az k diskusi nad dalSim akcentovanim postaveni designu
a jeho obori ve struktuie fakulty. Uvahy o akreditovani
designu jako studijniho programu s sebou nesou i potrebu
uvazovani o vnitrnim ¢lenéni, obsahu, strukture ateliért
(¢i naopak jejim rozpusténi) a zpusobech propojovani
ateliérove vyuky s vyukou realizovanou jinymi formami.
Rozhovor uvedeny nazvem ,Proces a remeslo“ 1ze chapat
jako jeden z moZnych uvodl do diskuse, ktera se nyni
musinaplno rozebéhnout a ktera ovlivni podobu Skoly na
dalsich mnoho let.

4 Klara Pelouskova, ,Moznosti designu jako transformativni praxe“, Artalk
revue¢. 5 ,Zameér*, 2020, https://artalk.cz/category/artalk-revue/5podzim-
2020zamer/ (cit 1. 12. 2021)
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Vyslovenim spojeni ,tradi¢ni média“ jako by mistnosti
zavanul odér lehkého konzervatismu. Bohuzel aZ prilis
casto jsou tradice a vS§echno to ,staré dobré“ vyuzivany
jako nastroj zachovani ¢i navraceni poradka, zvyklosti,
systému ¢i instituci, bez nichZ bychom se jiZ mohli docela
dobre obejit. Stejné tak jsou ,tradi¢ni média“ lapena v ne-
prilis produktivnim dualismu starého versus nového. Jaksi
samoziejmou protistranou by jim méla byt ,nova média“.
Je ale dobré si pripomenout, Ze nova média (a cely apa-
rat spojeny s jejich etablovanim v prubéhu osmdesatych
a devadesatych let) maji své koreny v neoavantgardnim
pojetiintermédii, jejichz zastanci se priliS netrapili esenci
jednotlivych médii, a pokud ano, tak se takové predstave
spiSe vysmivali. Pres vSechny potize ma odliSovani mezi
obory, v nichZ pretrvava duraz na Skoleni v tradi¢nich
technikach spojenych s tradi¢nimi vytvarnymi materialy,
od grafitu po piskovec, a obory, v nichZ se vyuZivaji novo-
medialni, dnes predevsim digitalni nastroje (post)produkce
obrazu a vétsi mira ,dematerializované“ konceptualni
prace, sveé opodstatnéni. UZ jen proto, ze na trhu prace
miri absolventky a absolventi prvné, respektive pozdé&ji
zminénych oborl ¢asto do jinych mist. Na druhou stranu
je neprehlédnutelna vieobecna hybridizace médii, precha-
zeni od ,tradi¢cniho“ k ,novému® v ramci jednoho souboru
autorského dila, ba dokonce v ramci jednoho dila ¢i pro-
jektu. Nékdy téZzko pochopitelna revnivost mezi ,poctivymi
remeslniky“ na jedné strané a “(post)konceptualisty” na
strané druhé je zjevné dana predevsim neochotou uznat
zavaznost toho, co déla ta druha strana. Umélecka Skola,,
kde se minimalné v nominalni skladbé ateliéru setkava
celé spektrum médii umeélecké tvorby, by méla byt idealnim
mistem pro rozpous$téni vySe naznacenych dualismu a pro
preklenovani vzdalenosti, které brani pochopit praci téch
druhych jako uméni. Na FaVU jsme si toho dobre védomi
a vétsina ,tradi¢nich ateliért“ jde dusledné cestou kri-
tického hledani mista a opodstatnéni vizualnich jazyka
tradi¢nich médii v poli souc¢asného uméni. Rozhovor nad
postavenim a moznostmi tradi¢nich médii na Fakulté
vytvarnych uménivedla s Markétou Filipovou, Katarinou
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Hladekovou a Marii Stindlovou Silvie Seborova. Markéta
Filipova s Marii Stindlovou pisobi jako doktorandka, re-
spektive asistentka v malirskych ateliérech FaVU. Jsou,
spolu s dalsi absolventkou FaVU Danou BalazZovou, sou-
¢asti kolektivu Comunite Fresca, a byt i v jejich autorské
tvorbé ma malba zasadni misto, vzdy je v dialogu s jinymi
druhy komunikace a sdileni. Katarina Hladekova na FavVU
plUsobi v Ateliéru kresby a grafiky a v ramci Kabinetu
tradi¢nich médii se podili na chodu grafické dilny a vyuce
spojenych predméta. Ve své umélecké praxi zaroven re-
prezentuje vyrazné konceptualni pristup, ktery neni vazan
na jeden okruh vyrazovych prostiredkt. V rozhovoru se
zminéna ¢tverice dotyka mnoha jiz naznacenych problé-
mu, ale zprostiredkovava nam také pohled na takové véci,
jako jsou talentoveé zkousky, konzultace a dalsi aspekty
pedagogického procesu na umeélecké Skole.

Spojeni ,umélecky vyzkum“ se béhem posledni dekady
stalo v prostiredi uméleckych Skol snad nejvytiZené&jSim
terminem. Jeho vymezeni, pokud k nému nepristoupime kri-
ticky, se snadno napina do Site hranicici s bezobsaZnosti.
Dtvody pro popularitu uméleckého vyzkumu v kurikulech
umeleckych §kol jsou v zasadé dvoji. Na jednu stranu jsou
institucionalni: vzestup umeéleckého vyzkumu souvisi
s rozvojem umeéleckych doktoratl a se zajisSténim pristupu
umeéleckych §kol k financim uréenym na védu a vyzkum. Na,
druhou stranu rozmach zajmu o umeélecky vyzkum odrazi
vyvoj umelecké praxe, ktera si Casto privlastiuje nejen
kulturni obsahy a formy, ale také postupy vybranych obora
a profesi. Umélecky vyzkum v Sirsim chapani prostupuje
i Fakultou vytvarnych uméni. JiZ od konce devadesatych
let reflektovala zajem o tento zpusob umeéleckého uva-
Zovani postupné se rozvijejici skladba ateliérli, mezi néz
byly zarazovany ateliéry s inovativnimi zamérenimi i na-
zvy. Ateliéry intermédii, multimédii, environmentu nebo
télového designu jiz svym nazvem odkazuji na hybridni
charakter prace a presahy do dalsich obort poznéani.
Umeéleckovyzkumny pristup zaloZeny na vnitrofakultni
i mezioborové spolupraci, zajmu o teoretické koncepty
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a zhodnocovani poznatkll napii¢ obory nalezneme v sou-
casnosti v urcité mire ve vSech ateliérech FavU. Mimo
prostredi jednotlivych ateliért je zdrojem tohoto typu
mysSleni Siroka nabidka teoretickych kurzt nabizejicich
mnoZstvi inspirativnich poznatka z humanitnich a dalsich
obortl. Studenti a studentky maji dale moZnost zapisovat
si takzvané svobodné predmeéty na ostatnich fakultach
VUT, z nichz rada je na hybridni spolupraci se studujicimi
z jinych obortl zaloZena a bliZi se tak uméleckovyzkumné
praxi. Vyznamna je také dlouhodobé spoluprace a sdileni
kurzl s Teoriemi interaktivnich médii Filozofické fakulty
MU a kurz Umélecky vyzkum uskutecnovany ve spolupraci
s Fakultou socialnich studii MU. Od roku 20086 je na FavVU
akreditovan doktorsky studijni program, ktery se stal,
podobné jako na ostatnich umeéleckych skolach a akade-
miich, kde k zavedeni umeéleckého doktoratu doslo, dilezitou
platformou jak pro rozvoj, tak pro kritickou reflexi pristupt
k uméleckému vyzkumu. Rozhovor nazvany ,Prevadécky
mezi svety“ se pred nami rozviji jako spole¢né patrani po
minulosti a rozjimani o pritomnosti a mozné budoucnosti
umeéleckého vyzkumu na FaVU. Vedly jej spolu Lenka Vesela,
doktorandka a vyucujici kurzt Feminist Seminar 1 a 2,
a Lenka Klodova, vedouci Ateliéru télového designu a vy-
ucujici kurzl, které na uméleckovyzkumném zpusobu
prace stavi. V souCasnosti se podileji na vyuce predmétu
Vyzkumna prace umeéleckou tvorbou, ktery nabizi syste-
maticky vstup do problematiky uméleckého vyzkumu pro
doktorandky a doktorandy FaVU.
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DOBRE NAMALOVANY OBRAZ.
SOUCASNOST TRADICNICH MEDII

Markéta Filipova je malirka a ¢lenka uméleckého kolektivu
Comunite Fresca (s Danou BalaZovou a Marii Stindlovou).
Na FaVU absolvovala Ateliér malirstvi 3 a nyni zde ptusobi
v ramci doktorandského studia. Ve své tvorbé se vénuje
praniktim snového, imaginativniho a realného svéta.

Katarinu Hladekovou zajimaji vztahy mezi jazykem, tex-
tem a obrazem a jejich vazby k spolecensko-historickym
souvislostem. Na FaVU studovala v Ateliéru malirstvi 3
a nasledné zde absolvovala doktorské studium. Dnes zde
pusobi jako asistentka v Ateliéru kresby a grafiky a pro-
dékanka pro studium.

Marie Stindlova je umélkyné zkoumajici malifskou poeti-
ku, a to jak prostirednictvim obrazu, tak prostrednictvim
textu. Spolu s Danou BalaZovou a Markétou Filipovovu
tvori pod skupinovou identitou Comunite Fresca. Jako
absolventka FaVU dnes na Skole pokracuje v ramci dok-
torandského studia a spolu s Vasilem Artamonovem vede
Ateliér malirstvi 2.
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Silvie Seborova (SS): Klasicka média. Jak byste je charak-

terizovaly a co pro vas tento pojem znamena?

Marie Stindlova (MS): Pokud to mam vztahnout k dasovému
useku, tak se budeme bavit o médiich, jez jsou
tu s nami dveé sté let nebo déle.

Katarina Hladekova (KH): Jsme v sitotiskové dilné, ktera
funguje pod Kabinetem tradi¢nich médii. Takze
tu mame kromeé slova ,klasicka“ jeSté dalsi pri-
davné jméno, které odkazuje k né€jaké tradici,
k nécemu, co tu je uz dlouho a k ¢emu se v sou-
casnosti vztahujeme z perspektiv charakteri-
stickych pro pritomnost. Prostredky, které si
v souCasnosti spojujeme s novymi technologiemi,
jsou oproti tradiénim médiim Zivé. Napriklad
s digitalnimi médii komunikujeme bézZné, denno-
denné. Naopak klasicka (nebo tradi¢ni) média
jsou casto komunikacéné ohranicena v kontextu
umeéni a skrz ramec uméni je i interpretujeme.

MS: Abychom co nejlépe zaramovaly téma, o kterém chce-
me mluvit, je podle mého nazoru slovo tradi¢ni
asivystiznéjsi. V kontextu Fakulty vytvarnych
umeéni (FaVU) se tradi¢ni pojeti uméni mtze
samozrejmé objevovat i v novomedialnich ate-
liérech, ale primarné se na né&j soustredi ateli-
éry malirské, kresba a grafika a do toho ramce
bychom mély zaradit i sochu.

SS: Jak se kresba a malba proménily z va$eho pohledu od
onéch dob pred dvéma sty lety? V ¢em se posunuly, ¢im
jsou dnes od svych predchtidct odliSné?

MS: Jejich vyvoj byl turbulentni. Ve 20. stoleti toho tato
média hodné absorbovala, stala se rada zvra-
tu. Pro mé osobneé je zajimava doba, kdy jsme
studovaly (ale délo se to uz i v devadesatych
letech), kdy v Cesku prevladal (post)koncep-
tualni pristup, ktery se projevoval i v malirstvi
nebo kresbé. U soucasnych studenti tento zajem
o konceptualismus necitim.
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KH: MoZna je zajimaveé, Ze se nakonec ani tak nevztahuje-
me k proménam zminénych meédii kresby, malby
a sochy, které zapocaly nékdy v 19. stoleti, ale
aZ k vyvoji poslednich let. Po roce 1989, kdy se
zacaly na umeéleckych skolach ménit zpuso-
by vyuky, nastoupila nova generace a na vinu
pristupl této generace prisla reakce v podobé
revolty a odmitnuti tradiénich modelt. Ted jsme
v dobé, kdy se timto odmitnutim trochu trapime
a hledame cestu, jakym zplisobem zpracovavat
to dobré a funkeéni, co bylo odmitnuto, a zaroven
neopustit vyhody revolty.

MS: Podle mé se v sou¢asné malbé projevuje hodné rozdil-
nych pozic. Na jedné strané smérujeme k vétsi
remeslnosti a na druhé k jejimu odvrzZeni: treba
u nékterych nejmladsich tvarctl, kteri pracuji
s instalaci. Da se to pozorovat i v hudbé, kde si
skladatelé jakoby nezavazné vytahuji ze vSech
styli néco. Stejné tak mizes vzit malbu a néjak
jiposkladat do celku. O nemalirském pristupu
se mUZeme bavit uz od 80. let, ale tohle je jesSté
trosku néco jiného.

KH: Mozna se to tyka i volby profesionalniho pristupu
k malbé. Neni totiZz samoziejmé, Ze bude probi-
hat na institucionalni platformé. Dnes je také
legitimni zvolit si praxi mimo ni. Nyni, v dobé
po zkusSenostech z lockdownu, se bavime o tom,
jaka je vlastné budoucnost uméni vibec. Slysela
jsem nazor, Ze to, co pretrva, je umélecky trh.
S tim podle meé souvisi, ze kdyz si studujici voli
profesionalni pristup k tvorbé, musi se take
rozhodnout, zda bude néjak konkurenceschopna
na umeleckém trhu, anebo zda vlastni autorsky
umeélecky vyzkum zameéri na volné&jsi pojeti.

MS: To je uréité pravda. Pro mé spoé&iva tradiéni pristup
k malbé ve zkoumani média, v némz jsem po-
norena. Beru malbu jako prostredek, ktery
se néjak vyviji a snazim se docilit toho, abych
co nejlip artikulovala své mySlenky a napady.

102

V hudebni teorii se ¢asto mluvi o Billie Eilish,
ktera jakoby bez jakychkoliv okolkt vychytava
inspiraci z riznych zanri, vezme si z nich, co se
jilibi, a pritom je néc¢im hodné odliSna.

Markéta Filipova (MF): Jenze Billie Eilish byla zaroven od
mali¢ka hudebné vzdélavana. At jiZ budes samp-
lovat riizné pristupy, nebo budes sledovat jednu
linku, stejné se nakonec musi projevit kvalita
spocivajici v Femeslnosti. Jinak si myslim, Ze
bude obraz zavrzeny divaky.

MS: Vezméte si tieba postupy, které praktikuje takova
platforma Tzvetnik. Predstavte si instalaci
sloZzenou z objektu svazanych provazkem, za
nimi je pové$enad néjaka maltvka a je vidét, ze
je to presné ta véc, ktera vlibec nema zaklad
v remeslnosti.

MF: Ale ma silny esteticky zaklad.

SS: Neni ten zaklad dan pravé schopnosti vizualniho
vnimani, které pomaha odlisit jednoduché readymade
instalace vytvorené umeélcem od pristupu malého ditéte?
MS: Tradiénosti se prosté nevyhneme (smich).

SS: Zabyvate se pii vyuce nebo pii rozhovorech mezi pe-
dagogy otazkou, co to znamena, kdyzZ se rekne, Ze je néco
dobre namalovane?

KH: Casto o tom mluvime, mezi pirateli i v ateliéru se stu-
dujicimi. Rozhodné to neni tak, ze bychom uz
meéli tyto otazky uzavrené. Stale jsme je vlast-
né jeSté nezacali resit. To, jak odpovidame na
otazky uméleckého mistrovstvi, se primo po-
dili na tom, co chapeme jako dobry obraz nebo
dobrou grafiku. V téchto nazorech rozhodné
nepanuje shoda. Najit prostor, kde se klasické
médium uplatni autonomné a svébytné v kon-
textu soucasného umeéni, neni jednoduché. Beru
to jako ukol, kterym se sama zabyvam - a to
jako pedagozka i umélkyneé.
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MS: Pro mé je dulezité neprestavat si klast tyto otazky
a odpovidat na né procesem tvorby. Myslim si,
Ze neexistuje Zadny definitivni cil, Ze bychom
néco zavrsili a rekli si, Zze odted uz to budeme
délat jinak.

MF: Nazvala bych to neustalou kultivaci komunikac¢nich
schopnosti.

MS: Ona je to vlastné otazka samotného mluveni o malova-
ni. Treba ja vlastni praci vhimam jako ohledavani
moznosti jazyka a sdileni snahy prevést tuto
zkuSenost do predvidatelnych, racionalné pre-
datelnych vzorcl. To je ukol sam o sobé&. Kromé
toho je pro mé dulezita otevirenost a uvédomeéni
sinejasnosti, zpochybnovani danosti, snaha véci
zkoumait. Mam limity jako kazdy jiny v tom, co
jsem schopna vnimat, ale snaZzim se posouvat
své hranice. A kdyz to vztahnu k vyuce, tak se
nechci bavit o tom, jestli je obraz dobre nama-
lovany, ale jestli je udélany pozorné. Jestli to
¢lovéka, ktery na dile pracoval, bavilo, je velmi
vidét. Z toho vyplyva, ze kdyz umélec davéruje
tomu, co déla, tak tomu muzete divérovat taky.
Ale pripoustim, Ze existuji i malby, o kterych si
¢lovék rekne, Ze jsou namalované blbé (smich).

MF: Pro me je dileZity samotny proces malby. Umélecké dilo
posilam dal do svéta a ono se tam mize o sebe
postarat relativné samo. Ale pro meé jako pro
tvilrce je zasadni, zda jsem se u toho néco na-
ucila, jak jsem se u toho citila, jestli jsem se diky
tomu s nékym propojila. MozZna bych tedy tuto
otazku sama pro sebe nahradila jinou: neptam
se, zda je obraz dobfe namalovany, ale zda je
dobre malovany. Samotny proces malovani ma
vice parametra, o nichZ se da rozmlouvat, nez
je jen vysledné dilo, které je vétSinou hotovou
uzavrenou formou. DokaZu se bavit o tom, jak na
meé dilo ptisobi, ale vynést soud, zda to je forma
dobra, nebo $patna, je hodné osobni a pro dalsi
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postup to mize byt i zavadéjici. Je to takova
seberozvojovd momentka, ale pro mé je dulezita.

SS: TakZe podstatnéjsi je cesta nez cil.
MF': V podstaté ano. Je to klisé¢, ale ano.

SS: KdyZ jsem mluvila s vedoucimi ateliérti FaVU, zaujalo
meé, Ze vSichni zdlraznuji prostupnost riznych médii. Ni-
kdo nerika - véetné pedagogli Ateliéru hernich médii - my
se vyhybame malbé nebo kresbé. Naopak tvrdi, Ze i tato
média jsou soucasti jejich vyuky.

KH: Podle mé zaleZi na konkrétnim ateliéru. Nepochybné
neodmitaji prostupnost médii, ale zasadni je,
jak moc je jejich naruc otevrena. A v tom jsou
velké rozdily.

MS: Vnimam rozdil mezi tradiénimi médii a témi neklasicky-
mi, kde miizes byt rezisér, ktery vyuziva servisu
jinych profesionalt. Naopak u klasickych médii
se sam stanes odbornikem na konkrétni ¢innost.
To by mohl byt jeden ze zakladnich rozdild.

MF': Podle mé spociva rozdil mezi ateliéry novych médii a mezi
ateliéry tradic¢nich médii v tom, Ze v jednéch sivic
budujes svoji individualitu a ve druhych prevlada
tymova hra. Pokud chcete v ateliéru malby vy-
tvaret skupinoveé projekty, miize se stat, Ze o né
nikdo nebude mit zajem. Anebo zajem mit bude,
ale vydrzi to jen mésic a pak si kazdy bude chtit
malovat své obrazy. Ale na environmentu nebo
intermédiich vytvareji velké skupinové celose-
mestralni projekty, délaji divadlo a uprednostnuji
komunitu spiSe nez individualitu.

KH: Mozna ta jedna schopnost, ktera se vyucuje v malirskych,
socharskych a dalSich ateliérech, neni jednoduse
prenositelna véc, mam vSak pocit, Ze souvisi se
schopnosti kontextualizace. Ona technologicka
zrucnost je néco, co je nasledné vyhledavané témi,
kdo vytvareji intermedialni projekty, kteri kdyz
potrebuji svoje objevy externalizovat, sahaji po
dovednostech technologickych specialistu.
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MS: Jen bych nechtéla, aby to vyznélo tak, Ze studenti, kteri
se zabyvaji kultivaci femeslnych schopnosti, se
vlastné vyskoluji, aby se stali pracovniky pro
umelce intermedialni.

KH: Ale ono to mtZe byt i naopak. Protoze nase absol-
ventky a absolventi se Casto stavaji znackami
s rozpoznatelnym rukopisem.

SS: Odrazi se vas pristup k tradiénim médiim, ktery jste

praveé popsaly, i u prijimacich zkousek?

KH: V tomto kontextu bych na uvod rada zminila, ze
FaVU tento rok prechazi na systém odevzda-
vani digitalnich portfolii. U tradi¢nich ateliéra
se uchazec¢kam a uchazec¢lim nabizi moznost
dolozeni originalnich praci. Jejich pojeti také
tyto ateliéry casto medialné specifikuji, zatimco
u téch intermedialnich je to jedno. Nas vic za-
jima, kdyz nékdo prinese studijni kresbu nebo
denikovy zaznam, zajimame se o volny projev,
a to nam také dovoluje jednoduseji porovnavat
a posuzovat prace pri prijimackach.

MS: Potrebujeme vidét originalni dila, protoze jenom vyfotit
dobre malbu je samostatna disciplina, kterou
my nemutiZeme po uchazecich chtit: dokumentace
nebyvaji dostacujici a zrovna u malby i u kresby
je straSné moc nuanci ve vyrazu, které je prosteé
potreba vidét. A na zru¢nost se divame také.
Resime, jakym zptsobem uchazedi zachazeji
s médiem a jakou s nim maji zkuSenost. Zaroven
je vSak pro nas dlilezity osobni pohovor a to, jak
pripadni budouci studenti funguji v kolektivu.
Obcas prijmeme uchazece s mensi zkusenosti,
u nichz vidime, ze maji cit pro zachazeni s mé-
diem. Stejné tak obcas bereme lidi, u kterych
zjistime, Zze dokazZou premyslet. Prijimacky stoji
na tom, ze si vyzkousime komunikaci s lidmi
a ovérujeme si, jak reaguji na zadani ana nas -
treba i kriticky - feedback. A to je dilezitéjsi
nez dokonalé studijni kresby.
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KH: S tim souhlasim. Hledame ty, kteri chapou, Ze nam
nejde jen o ,ilustraci a perfektni kresbu“, ale
o schopnost myslet dal.

SS: Doposud jsme mluvily o profilu uchazeéek a uchazeéd,
kteri se na Skolu teprve hlasi. Jak se vasSe naroky proménuji
v pribéhu studia? Co treba oc¢ekavate od ¢lovéka, ktery
je jiz v magisterském stupni?

MS: Ogekavame, e do magisterského programu vstupuji
lidé s néjakym vymezenim, se svym projektem,
programem. Predpokladame, Ze jiZ maji néjak
specifikovany okruh svého zajmu, ktery kultivuji,
a my jim v tom mizeme pomahat. Ocekavame,
Ze se studujici budou hlasit na staze do jinych
ateliéru i $kol, aby vystupovali ze své komfortni
zo6ny a umeéli se divat i jinym smérem.

KH: Myslim si, Ze studentky a studenti nasich ateliéra to
maji t€Z8i v komunikaci rozvoje svého jazyka
v daném médiu. Navic se nasledné musi naucit
své schopnosti vztahovat k sou¢asnému umeéni,
protoZe tradi¢ni médium disponuje nekonecné
velkym mnozstvim postup, a tak je velmi jed-
noduché zapadnout do néjakého anachronismu
anebo do svéta, v némz je ¢lovek obracen jen sam
do sebe. V tomto porovnavani a vystupovani
vlici soucasné situacije vyzva. A ten rozdil mezi
magisterskym a bakalarskym stupném podle mé
netkvi jen v emancipaci vlastnich schopnosti.
U mladsich studentt jeSté sem tam dame zadani,
u starsich uz jen zjiStujeme, jak propracovany
maji program.

MS: Je velmi dalezité, jak se proménuje role studujicich
v ramci ateliéru. Snazime se budovat dialog
tak, aby byl otevireny pro vSechny. Rozviji se
tak i schopnost starsich studentd davat svym
spoluzakim feedback, coZ je velmi cenna sou-
¢ast vyuky.

KH: Studujici v magisterském stupni pracuji mnohem sa-
mostatnéji a svou aktivni ucasti na kolektivnich
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konzultacich a chodu ateliéru nabyvaji i Cast
pedagogickych kompetenci.

MF: Kdo siprojde ¢tyriroky bakalare, uz ma néjaky trénink
a pak sikultivuje svoje komunikac¢ni schopnosti,
tedy i pojmenovavani své prace, kterou musi
neustale vztahovat k pracim svych spoluzaku.

MS: J4 mam radost z toho, Ze nasi studenti dokazou
sdilet své nazory na tvorbu ostatnich. Kdyz
vidi, Ze prvak se svoji praci zapasi, tak za nim
jdou a reknou: ,,J& jsem taky byl ve tvé situaci,
takeé jsem se citil podobné blbé jako ty.“ A tim
si dodavaji i emocionalni podporu. Myslim, Ze
jsou vic otevreni, sdileji své zapasy a vytvareji
docela fajn prostredi.

SS: To jsme se z trochu neéekané strany dostaly k otazce,
co se proménilo ve studiu, at uz v pristupu pedagogli nebo
ostatnich studenti, od dob, kdy jste studovaly vy?

KH: Jak si vzpominam, i za nas - pokud mluvim o svych
studiich na FaVU - probihal aktivni dialog mezi
kolegy a kolegynémi z ateliéru. Tento feedback
byl v§ak mnohem tvrdsi, nez si mezi sebou davaji
studujici dnes. Mam pocit, ze jsme o sebe v tom-
to smyslu pecovali oproti dnesSnim standardim
mnohem méneé.

MF: To bylo dano tireba, tim, Ze kdyZ nikdo nemluvil, pouZzil
nas pedagog svoji oblibenou metodu: vSichni si
meli stoupnout k dilu, o némz jsme diskutovali,
a kazdy o ném mél rict néco negativniho.

SS: Ono je moZna jednodu$si prijmout kritiku od spoluza-

ka nebo spoluzacky nez od vedouci ¢i vedouciho ateliéru.

Nicméné myslite si, ze ostry, kriticky pristup byl charak-

teristicky i pro dalsi ateliéry?

MS: Myslim si, Ze vét8i tvrdost a autorita u nas byly bra-
ny za obecny princip. Samozrejmé kazdy mél
jiné metody.
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KH: Ze studii v KoSicich si pamatuji napriklad, ze se kon-
zultovalo po jednotlivcich v kabinetu nebo ze
nam pedagog rikaval vétu: ,,Tomu se maluje, kdo
nema talentu.“ A taky dal$i poznamky, které byly
z pedagogického hlediska naprosto scestné. Ze
svych studentskych let na FaVU sinic takového
nepamatuji. Naopak. Jako pedagozka jsem si
z této zkusSenosti vzala to, Ze potrebujeme davat
konstruktivni a citlivou zpétnou vazbu. Zaroven
se neustale musime snazit o takovy feedback,
jenz posouva dal lidi, kteri je$té nejsou hotovi.
Tém hotovym se to chvali snadno.

MF: Mocensky pristup ze strany pedagoga muZe také
vyvolat efekt spole¢ného nepritele: kdyzZ dvere
ateliéru jednou za tyden otevie néjaka autori-
tativni osoba, ktera prijde, vyrkne soudy a pak
zmizi, studenti se proti ni za¢nou spole¢né
vymezovat, a to je v kone¢ném disledku tmeli.

MS: J4 si pamastuji, Ze za nagich studii hral roliiaspekt ma-
cho pristupu: poukazovalo se na to, Ze Zeny maji
jiné kvality nez muZi, a tento pristup byl docela
obvykly. Stejné jako casté komentovani vzhledu.

SS: Vzhledu osoby?

MS: Ano, u Zen se komentoval vice vzhled osoby neZ vzhled
dila. Casto zaznival ultimatni argument, ktery
souvisel s Zenskosti. KdyZ se o nécem reklo, Ze
to je hol¢i¢i - to znamena ,holc¢ickovsky“ na-
malované, tak to bylo pejorativni. Doufam, ze
ted se to uzZz nedéje.

SS: Dobr4, to nebyl - eufemisticky redeno — pristup hodny
nasledovani. Nicméné myslite si, Ze v pristupu k vyuce, ktery
se praktikoval reknéme pred néjakymi deseti lety, je néco, co
byste rady zachovaly? Néco, v c¢em by bylo dobré pokracovat?
MS: Ja jsem individualni konzultace nezazila, a i kdyZ nemam
srovnani na vlastni klizi, myslim si, Ze je dobre,
Ze se v ateliérech vytvari néjaky druh komunity.
Samozrejmé to, jakym zplsobem se to délalo,
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muzeme problematizovat, ale libi se mi pristup,
kdy konzultujeme prace studentl spole¢né
a v§ichni se mohou néjakym zptisobem vyjadrit.

KH: Co by podle mé mélo byt zachovano, je jista vaznost
v pristupu ke studentim, studentkam a jejich
praci. Kdyz jsem prisla na FaVU, poprvé na umeé-
lecké skole jsem zaZila pocit, Ze mé nékdo bere
vazné, a ne jako ¢lovéka, ktery na néco aspiruje,
ale neni schopny toho dosahnout. Az zde jsem
meéla pocit, Ze se skutecné uCastnim debaty, a to
ispolec¢né s pedagogy. Kdyz bereme véci vazne,
znamena to, Ze na né klademe velké naroky. Jen
zUustava otazka, jak takovéto naroky davkovat
tém, kdo zatim nemaji tak velké zkuSenosti.
V ateliérech se setkavaji Cerstve prijati prvnaci
s magistry a s doktorandy a myslim, ze v téch
zacatcich miaze byt velmi tézké ustat tlak na
to, ze moje Skolni prace je soucasti takto velke
konkurence a Ze je brana vazné.

MS: Krome toho vedouci ateliéru ¢asto prichazi s néjakym
svym pribéhem o tom, jak se z néj nebo z ni stal
umeélec nebo umélkyné. A pokud jej néjakym zpt-
sobem cCisté a Citelné sdili, tak v ném studujici
mohou najit inspiraci. Ale mélo by to byt sdilené
transparentné, tak aby bylo jasné, Ze je mozZné
se inspirovat treba jen ¢asti pribéhu, Ze neni
potreba vytvaret kopie vedouciho.

SS: Zminily jste mistrovsky pristup vedeni. D4 se odpoveé-
dét na otazku, zda k tomuto pristupu vice tihnou ateliéry
tradi¢nich médii?

MF: Absolvovala jsem nékolik stazi v zahranici a vSude
v ramci tradi¢nich médii byl ten mistrovsky
model do néjaké miry uplatnovan. Samozrejmeé
kdyz ¢lovék jde vyzkouSet néjaky video ateliér,
muiize to tam fungovat uplné jinak, ale u malby
jsem se s jinym pristupem nesetkala. Takze
nevim, jestli je mozZné jej uplné zrusit.
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MS: Myslim si, Ze to do uréité miry jde. Prijde mi docela
dulezité, ze se smyva rozdil mezi roli asistenta
a vedouciho, Casto to byva jenom papirova véc.
To je samo o sobé velky rozdil. A take to, jak se
pristupuje k praci s komunitou. A samozrejmeé
neni mozné se tvarit, ze neexistuje zadna hie-
rarchie. My dostavame za to, ze chodime do
Skoly, plat. Jsme etablovani umélci — byt nékteri
vice a jini méné - a to uz samo o sobé vytvari
hierarchii. Ve chvili, kdy se bavime o tématu,
snazime se byt co nejvic respektujici a snazi-
me se mit co nejvic otevirenou debatu. A kdyz
se bavime o remeslnych vécech, tak se k tomu
vyjadruji i ostatni. A samozrejme ti, kteri maji
nejvic zkuSenosti, se vyjadruji casteéji.

KH: Ono je to postavené na paradoxu, a mozna proto je to
nevyreSené. Na jedné strané je technologicka
zrucnost, ktera jde ruku v ruce se socialnim sta-
tusem a ktera smeéruje k mistrovstvi. Na druhé
strané& mame autentické a svobodné vypovedi
umeéleckého zameéru, kterym miizeme toto mis-
trovstvi i poprit. Myslim, ze tento paradox je
mozné udrzet v urc¢itych hranicich, a tim padem
mistrovstvi nemusi existovat v radikalni poloze,
ale v poloze, kdy o sobé oba pély vzajemné vi.

MS: Presné o tomto je potieba mluvit. O Femeslné stran-
ce, o projevu média, ale také o atmosfére dila
a jeho plsobeni.

KH: Nicméneé v jednom momenteé se to, Ze je vyucujici mistr,
ztraci. A to tehdy, kdyz udélam néco, co se mi
podari, ale za dva roky pak zjistim, ze variuji
sama sebe. Myslim si, Ze tato nestabilita nebo
vrtkavost vlastni tvorby je stejna pro ty, kdo
se ucli, i pro ty, kdo vyucuji.

SS: Jak na $§kale mistrovskych a jinych pristupt vnimate

samy sebe?

MS: Vidim se jako privodce nebo spoleénika, jako nékoho,
kdo se do té véci snazi proniknout, porozumeét ji
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a pak podporit studenta v hledani. Coz miiZze zna-
menatito, Ze studentovi doporucim jiné vedeni.
existuje urcita hranice, ktera urcuje, co tobé
pripadéa dobré, ale to viibec nemusi znamenat,
Ze to autora dila niterné napliuje nebo Ze je
to dobré pro néj. Takze je potireba najit n€jaky
balanc mezi tim, aby ¢lovék nezacal néco stu-
dentovi nutit: treba uvidim, Zze ma talent na
malovani modreé oblohy, ktera by se mohla libit
i radeé dalsich lidi. Ale musim se vyhnout tomu,
aby se pod tlakem nazoru nékoho jiného ne-
uzamkl v programu, ktery mu viibec nevyhovuje.

MS: V tom je pravé dobré naru$ovat ten mistrovsky mo-
del. Pak v takovéto chvili uslysSiS nejen hlas
vedoucich, ale také hlasy kolegl, kteri mohou
vytvaret néjakou rovnovahu. A vnimam jako
velké plus, Ze s Vasilem Artamonovem, se kte-
rym vedu ateliér, mame hodné odliSny zpusob
pristupu k uméniik malbé, ale citime vzajemny
respekt, ¢imz vznika jistd dynamika a nevadi,
kdyZ spolu v néc¢em nesouhlasime.

KH: Existuji rizné metody, jak v ateliéru pracovat. My
mame spolec¢né konzultace, do kterych se za-
pojuji v§ichni, a pro meé je velmi dllezité, aby se
pritom vytvarelo prostiredi, ktere je bezpecneé,
abychom meli v§ichni divéru v ostatni a mohli si
vzajemne rici, co si kdo mysli. At se bavime o ja-
kékoli praci, je potrebné, aby byl kazdy v ramci
svych moZnosti aktivni. Povidame si o riznych
dilematech, ktera nas na umeélecké cesté po-
tkavaji: o dilematech formalnich, o otazkach
motivace, technickych zaleZitostech nebo vyslo-
vené obsahovych tématech, tykajicich se vztahu
umeéni s vizualni kulturou. S témito dilematy se
stretavame neékdy vSichni, a i kdyz je rozebira-
me jen u jednoho z nas, mohou se v budoucnu
prihodit komukoliv. Nékdy se pak stane, Ze na
konzultace studujici nic neprinese — presto se
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vSak spole¢nou analyzou a rozpitvavanim kon-
krétnich problémt kohokoliv dalsiho z ateliéru
néco uci. Nicméné netvrdim, ze se to tak musi
délat vSude, ale skrze dialog a otvirani problémut
nachazime sty¢né body, které jsou vSeobecné.

SS: Jiz tady padla zminka o studiu na zahraniénich §kolach.
Myslite si, Ze atmosféra na ateliérech tradi¢nich médii na
FaVU je v né¢em specificka? Ma néjakou svoji charakte-
ristiku? Nebo naopak je to podobné na vsech ostatnich
skolach, potazmo Skolach, se kterymi mate zkuSenosti?
MF: Prijde mi, Ze mam moc maly vzorek na to, abych to
néjakym zptsobem zhodnotila.
MS: U nas se to prosté hodné odviji od konkrétnich lidi.
Nejen od osobnosti pedagogu, ale také studentu.
Ateliéry se proménuji v Case, i kdyz tam porad
jsou ti stejni vedouci.

SS: Jsem rada, Ze to zaznélo. V momenté, kdy se do vyuky
dostava citlivejsi pristup, se lépe reaguje na to, jaci jsou
v ateliéru v danou chvili studenti, a tomu je mozné pri-
zpusobit i vyuku. CimZ se dostavame k otazce, kam byste
rady do budoucna smérovaly vyuku vy?

MS: Mam pocit, Ze by bylo fajn, kdybychom davali vic pri-
lezitosti k vystavovani nebo zkuSenosti s dalsi
praci s jiZ hotovymi dily. I u zavérec¢nych praci
se setkavam s tim, Ze studenti nemaji zadnou
zkuSenost se zachazenim s prostorem a s ad-
justovanim svych praci. Tento posledni krok
dost ¢asto pokulhava.

SS: Nema to byt role kuratora, ktery s tim umélctim pomtize?

MS: MliZe byt. Samoziejmé existuji rizné pristupy, ale
myslim si, Ze je dobré mit alespon néjakou ram-
covou predstavu, jak s vécmi dale zachazet.

MF: Prisla by mi zajimava praveé spoluprace s kuratory.
Mohl by existovat predmét, v jehoz ramci by se
s nimi pripravovaly vystavy. Kdyz uz vyjdes ze
Skoly a néjak se snazi$ fungovat v profesnim
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zivoteé, stava se jen velmi ojedinéle, Ze se tvé PROCES A REMESLO
praci nékdo kriticky vénuje. Mozna by davalo

smysl propojeni s teoriemi umeéni. Za dilezité

také povazZuji predméty o autorském pravu

(které zde chybi), aby absolventky a absolventi

nemuseli tri roky resit, jakou maji mit pravni

subjektivitu. A jesté bych byla rada, kdyby

studujici absolvovali staZe v galeriich, aby se

naucili treba instalovat.

KH: Otazka je, cemu se budou nase absolventky a absol-
venti vénovat. Nékdo se treba vyda uplné jinou
cestou, nezZ je priprava a realizace vystav. Nic-
méné vnimam jako dulezité, aby fakulta vice
podporovala lidi, kteri jsou kratce po Skole.
FaVU je svét sam pro sebe a je velice tézké najit
si po Skole misto. Zaroven vSak premyslim nad
tim, nakolik je skutec¢né v kompetenci §koly, aby
studujici pripravila na realny zivot.

o v

Martina RUzickova se na FaVU vénuje aplikovanému vyzku-
mu. Iniciovala vznik mezioborové vyzkumné a intervencni
bunky, jejiZ ¢innost koordinuje. Plisobi v ni architekti,
designéri, umélci, antropologové, socialni geograf, prav-
nik a expert na socialni bydleni. V souc¢asnosti dokoncuje
disertacni praci a jejim skolitelem je Mikulas Machacek.
Ten vedl spole¢né s Terezou Hejmovou na FaVU v letech
2011-2021 Ateliér grafického designu 2.
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Martina RUZickova (M): Pamatuji si, Ze jsme na FaVU pri-
Sli, ja jako studentka a ty jako pedagog, v podobné dobég,
kolem roku 2010, mam pravdu?
Mikulas Machacek (MM): 2011.

M: J& jsem nastoupila v roce 2010 a zpocatku jsem jen
zpovzdali sledovala vystupy Ateliéru grafického designu.
MM: Na FaVU jsem prisel v dobé, kdy fakulta prochazela
velkymi zménami. Napriklad nas Ateliér grafic-
kého designu 2 jeSté neexistoval. Prevzali jsme
ho, nebo jak to rict, byli jsme vybrani spolu s Te-
rezou Hejmovou v konkurzu na ateliér, ktery se
vénoval pavodné uplné jiné discipliné — jmenoval
se Ateliér papir a kniha a vedl ho J. H. Kocman.

M: To si pamatuji.

MM: Mné to pripadalo jako velka zména a zaroven velka
vyzva. S Terezou jsme prisli z oboroveé jasné
definovaného prostredi grafického designu.
Najednou jsme zacali komunikovat se studen-
ty z ateliéru volného umeéni a ti meéli uplné jiné
predstavy o budoucim smérovani a praxi. Byla
to velka vyzva, plna nejistot.

M: Mohl bys zavzpominat na predstavy tehdejSich stu-

dentu? Popsat je?

MM: Ateliér papir a kniha byl veden jako hodné umeélec-
ko-remeslny ateliér. Vytvarely se tu artefakty
na poli paper design a art book, coz byl zcela
jiny obor, nez kterému se vénuji ja. U nékolika
studentl doslo k velkému zdéSeni, Ze najednou
prichazi prakticky graficky designér, ktery po
nich bude chtit sama loga a nevim co v§echno.
Studenti méli takové dogmatické predstavy
o designu, co vSechno se musi splnit, aby to byl
ateliér grafického designu. Ale myslim, Ze po
kratké dobé jsme s tehdejsimi studenty pocho-
pili, Ze je to o vzajemné interakci, o komunikaci
nazorl, o nahledu na daleko §irsi pole designu
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nebo grafického designu, nez si predstavovali.
Kdyz si vzpomenu na jeden z prvnich ateliéro-
vych projektu (to bylo nékdy v roce 2012/2013),
na kolaborativni projekt s Fakultou uméni a ar-
chitektury na Technické univerzité v Liberci pro
meésto AS nazvany ASané, tak to je do dnesni
doby pro meé jeden z nejlepsich projektl, ktery
jsme se studenty udé€lali. A byli to povétsinou
jesté studenti z Ateliéru papir a kniha.

M: O co v projektu ASané Slo?

MM: Na liberecké Fakulté uméni a architektury byl otevrreny
ateliér, ktery zval externi pedagogy na semestr
nebo dva a prihlasit se do né€j mohli studenti
z celé Skoly. Nebyl to ateliér v klasickém rezimu,
s mistrem, ktery je tam jako vedouci po celou
dobu studia. Byla to pro meé v c¢eském prostredi
nova zkusSenost. Studenti architektury s jejich
tehdejSimi lektory uz méli rozpracovany pro-
jekt, opozitni studii pro developersky projekt
ve meésté AS. Néjak se dozvédeli, Ze radnice se
domluvila s developerem, ktery ma za méstem
navrhnout obfi struktury. Vytvorili ¢tyri al-
ternativni navrhy a snazili se je integrovat do
meésta, ne za mésto, tak aby development ko-
munikoval s obyvateli a oni nemuseli za praci
dojizdét. Do projektu jsme vstoupili v Case, kdy
byly alternativni navrhy témeér hotovy, a hledali
jsme se studenty kanaly, jak je komunikovat
smérem k radnici, ktera byla samozrejmeé ,stra-
tegickym partnerem® toho developera, a pak
taky obyvatelim mésta, o kterych jsme zjistili,
Ze o zameéru developera vibec nevédi.

M: Jaké role tvoji tehdejsi studenti v projektu

ASané zastavali?

MM: Studenti se spolu domluvili na mensich tymech. Byly
to myslim ¢tyri tymy po ¢tyrech a vidycky to byli
dva architekti a dva grafici. Nékdo se vénoval
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tiskoving, kterou jsme distribuovali do schra-
nek. Jini kampani, ktera probihala na socialnich
sitich, nebo takovému analytickému webu, dalsi
vystavé. Asi je jeSté dllleZité zminit, Ze projekt
ASané byl pomérné dlouhodoby. Pracovali jsme
na ném oba semestry. Po prvnim semestru nas
pritom cekalo jeSté hodné prakticke ¢asti, kdy
se musely navrzené kroky realizovat. Studenti
uz z toho byli trochu unaveni a bylo pro né tézké
udrZet pozornost. Navic museli cestovat mezi
Brnem, Libercem a, Asi. Zpétné se vSak na ASany
divam jako na velmi uspé&€sny projekt. Nemyslim
jenom z pohledu ucitele, kdy mé to napliovalo
po vS8ech strankach. PredevSim vnimam, Ze
jsme spole¢né dokazali, Ze design mliZze mit
politickou silu a roli.

M: KdyzZ vzpominas na tenhle dost ambiciézni a v mnoha
aspektech soucasny projekt, ktery jsi se studenty reali-
zoval uZ v roce 2012, zajima mé, jestli se ti v pribéhu pu-
sobenina FaVU meénily predstavy o povaze vlastni prace?
MM: FaVU mé néjakym zplsobem formovala i proto, Ze
jsem se mohl vénovat projektiim, jako byli ASané,
které jsem predtim ve své praxinedé&lal. Sice mé
vzdycky zajimalo spolupracovat s vice autory,
ale to bylo v jiné roviné neZ pozdéji na FaVU.
Dnes, po deseti letech uceni, vhimam design
daleko komplexnéji, ve vétsi Sifce. Sam jsem
studoval pred dvaceti lety a byli jsme hodné
orientovanina vysledek, praxi a myslim, Ze dnes
je vénovana daleko vétsi pozornost procesu.

M: A co mysli§ tim procesem, jak jej chapes?

MM: Ja jsem byl vzdélavany s tim, Ze vzdy, kdyZ se odevzda-
va prace, tak je to ten hotovy vysledek. Dnes
se namisto toho snazim vést studujici k tomu,
aby daleko vic vazili sva jednotliva rozhodnuti
a kroky, které k vysledku vedou. Mozna vibec
neniod véci odevzdat i vice variant, protoZe se
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k nim dostanou riznymirozhodnutimi. Nejlepsi
reSeninenijedno, miize jich byt vic, prezentace
pak mize byt slozena z nékolika postup, coZ je
oproti mym studiim posun. V mé praxi, mozna
taky i pod vlivem FaVU, vhimam, Ze je pro mé di-
lezity Cas, ktery praci stravim. Privsirychlosti,
obratkovosti designu je pro meé procesualnost
dualezita pro to, abych se rozhodoval, kterou
praci budu délat a kterou ne.

M: Co by podle tebe mél byt momentalné ten hlavni smér
vzdeélavani v designu?
MM: Snazili jsme se v ateliéru, a ted mluvim v mnoz-

ném cCisle, protoze ateliér jsme vedli spole¢né
s Terezou Hejmovou, o diverzitu nazort. V tom
systému, jak je nastaveny na FaVU, kdy ate-
liér po Sestileté obdobi studia vedou vétSinou
dva pedagogové jako hlavni nazorovy proud,
k diverzité chté nechté nemutzZe dochazet, jako
kdyby téch vedoucich, lektora ¢i mentora, kteri
vedou jednotlivé kurzy, bylo pét Sest. Rigidnost
ateliérového pojeti vyuky povaZzuji za néco, co je
v Ceském umeéleckém vzdélavani témer neunosné
a co je potreba zménit.

M: Jakeé formy cCi kategorie designérské praxe kolem sebe
momentalné vnimas?
MM: Roli designu vnima kazdy jinak. Ve §kolnim prostredi

jivnimame odliSné, nez jak ji vinima Siroka verej-
nost nebo zadavatelé. Ve §kole se snazime doty-
kat nejriiznéjsich forem designu, nejriznéjsich
reSeni — od toho, jak spravné navrhnout formu,
aZ po to, jak resit dopady designu, jak resit so-
ciokulturni otazky kolem designu a tak dal. Je
dulezité projit sibéhem studia celou Skalou roli
a fazi, od toho, jak k problému pristoupit, az po
hledani finalni formy a zptsobu, jak ji artiku-
lovat smérem k ¢astem spoleCnosti, ktera neni
v téchto oblastech vzdélana. Je potreba najit
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kli¢, jak adresatim podat ¢i vysvétlit problém,
ktery reSime. Pro me je tu ukazkovy jiz zminova-
ny projekt ASané. Ale ty ses ptala na kategorie
designérské praxe a ja jsem na né neodpovedeél.
Asi v téchhle Skatulkach nepremyslim nebo
mozna premysSlim o designu ¢asto mimo tyhle
kategorie, které prenechavam spis teoretikiim.

M: Posouvali se tvoji studenti k jinym médiim vyjadreni,

nez je graficky design?

MM: Urcite, ateliér jsme vedli deset let. Za tu dobu se
hodné zménila spolecenska atmosféra, zménily
se komunikac¢ni kanaly a studujici na to reago-
vali. Zaroven je porad, aspon u nas v ateliéru,
poptavka po remeslnych dovednostech. Mlize
za to moZna celospolecensky tlak, pocitovana
povinnost uzivit se po skonceni Skoly ve vystudo-
vaném oboru. Po fazi, kdy jsme se studenty délali
vice abstraktnéjSich a volnéjSich ukoll, pak
poptavali ukoly, které byly vic spojené s realitou.

M: Co jsou ty ,rFemeslné dovednosti“, o kterych mluvis?

MM: Je to soubor poznani, intelektualnich dovednosti
a praktickych zkuSenosti. Je to remeslna do-
vednost - v typografii, v motion designu nebo
v ovladani softward - a taky jeji kombinace
s néc¢im, co se da tézko pojmenovat. Je to urcité
estetické vnimani a vidéni formy. To se da pilo-
vat a cvicCit a touto praxi ¢lovék ziskava nazor
a pohled na to, co déla.

M: To jsou duleZité dovednosti pro mnou jiZ zminnovanou
persvazivni funkci grafického designu. Graficky designér je
tim, kdo bojuje na poli presvédcovani primarneé vizualnimi
prostiredky. Studenti by proto méli premyslet, jakeé cile
budou svoji praxi amplifikovat. Praxi grafického designéra
vnimam pragmaticky - jako jeden dilek v komplexnim boji
o moc, ktery prostupuje obory. Néktereé z ,femesinych do-
vednosti“, ktere jsi jmenoval, ale ovlada ¢im dal tim vice
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lidi. Diky pristupnému uzivatelskému rozhrani je snadné
tyto dovednosti ziskat, a tak jejich hodnota na trhu prace
klesa. Studujici vyzaduji vyuku dovednosti, které se jim
jevi na souCasném trhu prace jako hodnotné. V praxi uz
ale miiZe byt vSechno jinak. Pomérné rozsirené jsou dnes
platformy, které zprostiredkovavaji zakazky pro grafické
designéry. Ty funguji na principu platforem, jako je Wolt
nebo Uber, a maji stejné dliisledky: sniZzuji hodnotu grafické
prace na minimum.

MM: Ja jsem tim myslel, ze jakmile mas zkuSenosti, vis§,
jak s nimi nakladat. Kdyz budes umét kédovat,
ovladat urcity software, at uz je to graficky,
animac¢ni nebo 3D modelovaci, budes mit daleko
Sirsi paletu nastroja k tomu, jak presvédcit, jak
ty rikas, cilovou skupinu.

M: Souhlasim s tim, Ze ovladat paletu nastrojii a pristupa
je dualezité. Mzes$ si pak vytvaret zadani sam pro sebe
a necekat na iniciativu klienta. Profesionalni graficky
design je nicméné v Cesku luxusem. NemtiZe si ho dovolit
kazdy klient. Ti, kter'i na to nemayji, radeéji pouziji generickou
Sablonu. A je otazka, jak s timto védomim mame pracovat
my? Mozna Ze spiSe nez budovat niche portfolio navrhu
pro majetné klienty bychom se méli zamys$let nad tim,
jak vyuzit studiem nabyté dovednosti pro ziskani zdrojt
a nasledné k analyze a rozplétani problémt, kterym se
ted nedostava pozornosti.
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PREVADECKY MEZI SVETY

Lenka Klodova je vizualni umeélkyné, performerka a so-
charka, ktera ve své tvorbé zpracovava témata spojena
s genderem, sexualitou, intimitou a materstvim. Na FaVU
pusobi jako vedouci Ateliéru télového designu (od roku
2010), pedagozka teoretickych predmétli a prodékanka
pro umeéni a, rozvoj.

Lenka Vesela je doktorandkou FaVU zabyvajici se vli-
vem syntetickych chemickych latek na téla a prostredi.
S Lenkou Klodovou se podili na vyuce predmétu Vyzkumna
prace umeéleckou tvorbou.
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Lenka Veseld (LV): Historie uméleckého vyzkumu na FaVU je
provazana s tvoji vlastni historii tady. Tak bychom mozna
mohly zacit tim, Ze bys rekla néco k tomu, co té privedlo
na myslenku zacit ten termin pouZzivat pro oznaceni zpu-
sobu prace, ktery z pozice ateliérove vedouci prosazujes
na télovém designu. A kdy a jak vznikla ta mysSlenka na
vytvoreni kurzu Umélecky vyzkum, ve kterém se svymi
studentkami a studenty testujes potencial mezioborové
spoluprace s humanitnimi obory?
Lenka Klodova (LK): Pribéh se vazZe k mému nastupu na
FaVU, ale jde jeSté dal do historie, ke vzniku
Ateliéru télového designu. Ja jsem ateliér zdédila
po Jané Prekové, ktera je vytvarnou umeélkyni
vazanou na dramatické uméni. Ateliér byval
pravidelné oznacCovany za anomalii v systému
fakultni vyuky. Jeho nazev je urcitym reliktem
davneéjsi, dnes jiz neviditelneé koncepce. Vymyslel
ho Tomas Ruller v dobé svého dékanstvi v ramci
zdvojovani ateliéru (figuralni socharstvi plus
nefiguralni socharistvi, abstraktni malba plus
figuralni malba...). Télovy design mél byt ideovy
pandan k produktovému designu. Produktovy
design mél fungovat jako ta materialni slozka
a télovy design jako ergonomicky pohled na
design nebo obecné tvarovani ve vztahu k lid-
skému télu. Ateliér télového designu byl pravi-
delné zminovan jako urcita anomalie i proto, ze
v tom ideovém konceptu vznikl v sekci design.
Byli jsme tim ohrozeni, ob¢as se po mné&, volné
umélkyni, chtélo, at délame vic designu. Pozdé&ji
se mi ale povedlo ateliér prevést pod obor in-
termedialni tvorba.

LV: Uz predtim jsi tu ale ucila pornostudia, takze jsi na-

vazovala i na né.

LK: J& jsem prisla na skolu pivodné jako svého druhu
teoreticka. Po doktoratu na UMPRUM mé po-
zvala Vlasta Cihakova-Noshiro, at s ni na FavVU
ucim na stridacku Umeéni a gender. To uznani,
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Ze jsem schopna ucit teoreticky predmét, meé
moc poctilo. V té dobé bylo jeSté dost rozsire-
no vnimani vytvarnych umélcl a umeélkyn jako
lidi, kteri intelekt uplné nepouzivaji. Kdyz jsem
jezdila ucit ten jeden predmét do Brna, Jana
Prekova minabidla, jestli si nechci zalozZit jeSté
svlj vlastni predmét. A tak jsem otevrela Kurz
pornostudii.! Kdyz jsem pak prebirala po Jané
formou mirového predani konkurzem ateliér, za-
chovala jsem si ten teoreticky predmeét jako svym
zpusobem teoretickou pripravu pro ateliér. Ja
jsem vlastneé vzdycky méla spojenou praktickou
vyuku s néjakym teoretickym backgroundem.

manitnich védach pomalu etabloval termin
vizualni studia. Velkou fanynkou visual studies
je Eva Slesingerova, ktera zac¢ala na to téma po-
radat i konference. To byl dalsi takovy prusecik,
proc se Eva stala treti pedagozkou kurzu. Bylo
zajimave, Ze na zacatku se nam do kurzu hlasil
pomeér studentll a studentek humanitnich véd
a nasSich studujicich tri ku jedné.

LV: Ve prospéch téch humanitnich?

LK: Ano. Ale ten posledni kurz (v akademickém roce
2020/2021) uz byl sloZeny obracené, dva ku jedné
ve prospéch FaVU. Z toho je vidét, Ze se na FSS
rozs§irila nabidka, Ze maji uz vic takovych hyb-

LV: TakzZe tvlj zdjem o umélecky vyzkum vyplynul z potreby ridnich predmétld nebo Ze je pro né spoluprace
vice zapojovat teorii do praxe a néjak si to pojmenovat? s uménim béznéjsi. U nas se naopak studenti
LK: Pamatuji si dal$i vyznamny moment z obdobi volby dé- a studentky uZ neboji predmeéti, které vybo-

kana po Michalu Gabrielovi. Na uvolnéné misto
bylo hodné kandidath a pri jejich predstavovani
probihala vzruSena debata. Pravidelné se tam
otazka téloveho designu objevovala, predevsim
ve spojeni s redukci po¢tu ateliéra. Zaroven ale
v programech, myslim Ze to bylo u Jaroslava
Vancata, se zacCal objevovat termin umeélecky
vyzkum a podpora hrani¢niho mysSleni. A mné
v tu chvili doslo, Ze to je vlastné nase cesta, ze
to zduvodnuje presné postaveni nasSeho atelié-
ru a ze tady bychom méli klast dliraz. Takze
jsem okamzité psala Kateriné LiSkove, se kte-
rou jsme se znaly pres naSe téma pornografie,
jestli neudélame spole¢ny predmet, v némz by-
chom vytvorily zakladnu, ktera dokaze, Ze je
mozZné nase obory a zpusoby mysleni spojovat.
A Katerina byla nadSena. V té dobé se uz v hu-

C¢uji z umélecké bubliny. Zacatek byl ale docela
narocny, a kdyz jsme prvni dva roc¢niky s Evou
Slesingerovou prezentovaly na konferenci na
AVU, nazvaly jsme to ,Experimenty na studu-
jicich“.2 Byla, v tom silna pedagogicko-psycho-
logicka slozka. Jak dat ty lidi dohromady, aby
se vzajemné bezdécné neurazeli.

LV: A mysliS, ze se povySovali nebo Ze vyvySovali svoje
metody a svlj pohled na svét? Nebo se spi$ snaZili najit
spolec¢nou rec¢?

LK: Byly tam dost pritomné predsudky. Studenti a stu-
dentky humanitnich véd se opirali o to, Ze méli
nacteno hodné odborné literatury. V tom jim
nasi studujici nemohli stacit. Napriklad takovy
prvni, bezdé¢ny popis role umeélce v pracovni
skupiné byl, Ze graficky upravi plakat na konci

1 Lenka Klodova, Cervenajici se papir, Brno: Vysoké ué¢eni technické, Fakulta 2 Lenka Klodova a Eva Slesingerova, ,Umélecky vyzkum a experimenty
vytvarnych uméni, 2020. Dostupné z: doi:10.13164/book-cervenajici-se- na studujicich“, Mezi tvorbou a vyrobou. Promény umélecké préce, AVU,
papir (cit. 1. 12. 2021). 21.-22. 5. 2018.

124 125



projektu. Pro naSe studentky a studenty bylo
mnohem t€Z§i si prosadit svoje ego a sviij pohled.
Ale nakonec se tovlastné uziv tom prvnim béhu
povedlo vyborné. Skvély nastroj spoluprace,
kdy se uplatni umélecky pohled, jsou treba
performativni a participativni formy reseni
ukoll. Byla tam teba véc o emocich ve verejném
prostoru, ktera spocivala v tom, zZe jedna nase
studentka zacala brecet v supermarketu. Z hle-
diska uméni takova krystalicka performance,
a do toho byly v davu skryté sociolozky, které
si délaly polni zapisky. Mé fascinoval zplsob
jejich zapisu. Pozorovaly okoli a psaly sireakce
a k tomu prirazovaly interpretace podle jed-
notlivych teorii. Skute¢né popsaly dynamiku
reakce verejnosti na plac.

LV: Takze kurz pokracoval dal dalsimi cykly.

LK: Takhle se nam povedlo plynule udélat tri cykly.® Ter-
min umeélecky vyzkum jsme v tu dobu pouzivaly
hlavné jako nejpresné&jsSi popis toho, co jsme
v praxi délaly. KdyZ jsem se potom dostala k teo-
reticke literature o uméleckém vyzkumu, nasla
jsem i argumenty proti nasemu pouzivani toho
terminu. V nasi praci tak trochu kazdy zustal
na svém. Nakonec vznikla néjaka synkreticka
prace, ale z teoreticek se nestaly umélecké vy-
zkumnice a ani z umeélkyn se nestaly umélecké
vyzkumnice. TakZe je mozné, Ze ve skutec¢nosti
je to, k ¢emu v kurzech dospivame, spiS me-
zioborova spoluprace. Neni to jesté ,vyspély“
umeélecky vyzkum.

3 Lenka Klodova, Eva Slesingerova, Katerina Liskova a kolektiv studujicich,
UV FAKTOR 3: Tri cykly Uméleckého vyzkumu mezi FaVU VUT v Brné a FSS
MUNI, Brno: FaVU VUT, 2016, s. 52-63.
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LV: To je otazka, co je vlastné ten ,vyspely“ umeélecky vy-
zkum? Jestli to neni prave to, ze se ke spolupraci sejdou
lidé z riznych obort a dojde k produktivnimu nahloda-
vani toho, na co jsou ze svych oborl zvykli, co povaZzuji
za danost. Muselo prece dojit k néjaké zméné v pristupu
jednotlivych stran, kdyz se spolu studenti a studentky
bavili a vyjednavali o podobé spolecné prace. K néjakému
prehodnoceni pohledu.
LK: Ja si myslim, Ze urcité doslo k takzvanému ,,opyleni® —
to je termin, ktery pouzZiva Katerina LiSkova.
Tedy, Ze se studentky a studenti z FSS skutecné
priblizili k uméni a hodné z nich to ovlivnilo.
Treba jednou z nasSich studentek byla Zuzana
Jakalova. A ja si tfeba mazZu myslet, ze ji nas
kurz dovedl k doktoratu na FaVU... Podstatné
taky je, Ze jsme kurz délali se strasné mladymi
studenty a studentkami. Ta volba byla jednak
ovlivnhéna systémem na FaVU - kdyZ chce ¢lo-
vek ziskat néjakou masu studujicich, musi kurz
vypsat pro bakalare. Hlavné mi ale prislo dobré
ukazat studentlim a studentkam metody umé-
leckého vyzkumu uz na zacatku jejich studia.

LV: Ja bych se jeSté jednou otazkou vratila k Ateliéru
télového designu, k diskusi, jestli zménit, nebo nezménit
nazev ateliéru a jak pripadné nalozit s tim designovym
elementem. Zaujalo mé, jak jsi rikala, Ze se po vas chtélo,
abyste délali ,,design®. Prijde mi, Ze ted uz existuje treba
kriticky nebo spekulativni design, ktery je spiSe o néjaké
intervenci do svéta nebo kladeni si otazek a ktery definici
designu v tomto smyslu docela dobre naplnuje.

LK: Kdyz jsem ateliér prevzala, prislo mi jako nejjedno-
dussi reSeni jej prejmenovat, a vyhnout se tak
neustalému dotirani. Méli jsme dlouhou debatu,
jak se jmenovat, protoze to prejmenovani bylo
nutné udélat tak, aby se nazev nekryl s jinym
ateliérem. Ale neprisli jsme na nic, co by bylo
rozumné. ,Télové umeéni“, ,Uméni téla a duse*,
»Antropologické uméni“... Vymysleli jsme samé
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novotvary. Nakonec jsme uznali, Ze bychom stej-
né neprisli na nic standardniho, a rozhodli jsme
se, Ze sindzev nechameis tim, ze kazdy student
a kazda studentka jsou zatiZeni tim, Ze musi
ateliér né&jak interpretovat. Mame tak urcity
handicap, ktery se projevi vzdycky u prijimacek.
Mivame min uchazect a uchazecek, protoze
prihlasit se k nam vyzaduje urcité intelektualni
usili, ale na druhou stranu zase adepti nejsou
nahodili. Proto jsme si nazev nechali, vCetné
slova design. J4 se mGZu vztahovat k designu
tak, Ze jej interpretuji jako obecné tvarovani.

LV: A to praveé miZe byt i tvarovani spolecenského zivota.

LK: Tendence, kdy se design posouva treba ke spekula-
tivnimu, jsou nam vlastné hrozné sympatickeé
a vidime v tom odlesky nasi praxe.

LV:Mnée se takto chapany ,,Body Design®“ nebo ,,télovy design“

moc zamlouva, i vic nez ,,Body Art“, ktery je zatiZeny urcitou

historii. Navic to, co délate vy, ma zretelné spoleCenské pre-

sahy. TakZe vlastné nazev dorostl k néjaké smysluplnosti.

LK: Taky se mi zda, Ze jsme udélali dobre, kdyz jsme si
pockali, az termin design dozraje.

LV: A copojem ,umélecky vyzkum“? Jak ses k nému dostala
a proc¢ ses rozhodla ho vyuzZivat? Protoze treba ja jsem se
s nim setkala aZ po zahajeni svého doktorského studia.
Ve tvém predmétu Umeélecka prace vyzkumnou tvorbou.
LK: Pojem umeélecky vyzkum jsem zacala pouZivat aZ ve
spojitosti se svym pedagogickym ptisobenim na
FaVU. Byla jsem rada, Ze se tento pojem objevil,
protoze mi pomohl pochopit i lépe komunikovat
cast mé umelecké praxe. Pri sveé umeélecké praci
s pornografickymi ¢asopisy jsem se ¢im dal hlou-
béji dostavala za vizualni stranku dél. V kritické
feministické a genderové literature jsem nalézala
odrazy svych vizualnich mySlenek a zacala jsem
svij zajem o teoretickou reflexi védomeé prohlu-

128

bovat. To, co zacalo jako hrava prace s kolaze-
mi, se pro meé postupneé stalo cestou k objeveni
obrovského mezioborového pole poznatka, které
pozdéji dostalo nazev porn studies. Pojem umeé-
lecky vyzkum dokazal popsat muj zamér vytvar-
nou tvorbou neresit formalni otazky vytvarného
umeéni, nezabyvat se prilis vizualni podobou svych
dél, ale tuto vizualni stranku pouzit jako nastroj
k predavani konceptualnich a kritickych obsaht.
Zaroven mé umeélecky vyzkum ujiStuje v tom, ze
umeélecka forma ma velky potencial formulovat
urcité poznatky mnohem primejsi formou nez
jejich rozsahla odborna verbalizace.

LV: Pro mé byl koncept umeéleckého vyzkumu ze zacatku
velkd neznama, ale atraktivni neznama. Prislib néc¢eho,
co mi v ateliérové praxi chybélo. A snaha rozklicovat, co
presné si pod propojenim uméni a védy predstavit, mé
pak privedla k obecnéjSimu zajmu o problematiku védy
a produkce védéni vibec. A protoze feministicky pohled,
se kterym se ztotoznuji, vidi paradigma zapadni védy
velmi kriticky, soucasti mého uvazovani se stala i néjaka
reflexe toho, ze akademicky umeélecky vyzkum je toho
monstra zapadni védy vlastné soucasti. Jednou z véci,
které resim, je treba i to, Ze se ptam, jak miize umélecky
vyzkum ze své hybridni a z hlediska akademického vyzku-
mu hranic¢ni pozice prispét ke kritickému prehodnoceni
principl a autority zapadni védy.*

LK: K predmétu Umélecky vyzkum pro doktorandy a dok-
torandky jsem se dostala pres uz zminény ba-
kalarsky kurz. Az na zakladé doktorandského
predmeétu jsem se zacala pripravovat teore-
ticky na praci s pojmem ,umélecky vyzkum®.
Svij vlastni doktorat jsem absolvovala, aniZ by

4 Lenka Vesela, ,Artistic Research as Academic Borderlands“, Journal
of Artistic Research, 24. 5. 2021. Dostupné z: https://www.jar-online.net/
artistic-research-academic-borderlands (cit. 1. 12. 2021).
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tento pojem existoval. JeSté kdyz jsem ziskala
svoji prvni doktorandku, Katerinu Olivovou,
chapala jsem umélecky doktorat jako vlastné
jakysi upgrade umeélecké praxe se schopnosti
reflektovat. TakZe kdyZ jsem se pak dostala
k teoreticke reflexi umeéleckého vyzkumu, dost
me to zaujalo. Zvlasté se mi libilo poznani, ze
obdobné pochyby o vlastnich metodach a validi-
té poznani, jaké prozivame v umeéni, jsou vlastni
i exaktni védé. Libily se mi mySlenky anarchi-
stického teoretika védy Paula Feyerabenda
a to, jak se odrazi treba ve skandinavské vétvi
chapani umeéleckého vyzkumu.

LV: A co spojeni uméleckého doktoratu a uméleckého vy-
zkumu jako jeho naplné? Prijde mi, Ze se zacCalo ustavovat
teprve nedavno. Ja, jak uZz jsem zminovala, jsem na ten
pojem narazila az v prvnim roc¢niku. A ted se mi zda, Ze
jak skupina loniskych prvacek a prvakt, tak tiletos$nijsou
docela dobre obeznameni nejen s tim pojmem, ale s celou
agendou vyzkumnych cili, metod a vysledkt, do které jsem
ja& zacCala pronikat az béhem studia. TakzZe myslim, Ze se
to vyviji, rok od roku.

LK: Taky je velky rozdil mezi §Skolami — a mezi §kolami v Case.
Treba jajsem méla svoji zkuSenost z UMPRUM,
kde ma pisemna obhajoba diplomové prace
v roce 1997 cCitala jednu stranku a ani dokto-
randska prace nebyla prili§ rozsahla. Kdyz jsem
prisla na FaVU v roce 2010, byla tu uz velka
tradice psani. Teoreticka diplomka byla docela
postrach, to si moZna bude§ pamatovat.

LV: To ano, ale tehdy chybélo propojeni s praxi. Byl to skoro
uplné oddéleny ukol, ktery se musel splnit. Chybéla prova-
zanost, ktera by tu teoretickou ¢ast ucinila smysluplnéjsi.
LK: Bylo to narocné a Castokrat i dost jiné téma, a pritom
docela velky rozsah. Ten pomérneé velky rozsah
psani v magisterském stupni je zachovany do-
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sud. TakZe si myslim, ze uchazeci a uchazecky
o doktorat prichazejici z FaVU jsou v tom sméru
pomeérné dobre nachystani.

LV: To je pravda. Presto se hned nékolik kandidatek na

doktorandské studium, se kterymi jsem o tom mluvila,

vyjadrilo v tom smyslu, Ze je to pro né strasak, ktery od-
razuje. Ne reflexe tvorby v pisemné podobé nebo prace

s teoretickymi pojmy, coz jsou veéci, které jsou jim vlastni,

ale ten akademicky zpisob. TakZe ja jsem urcité zastankyni

toho, aby se umoznily hybridni formy psani — nejen Cisté
akademického, ale i performativniho, spekulativniho... Méli
bychom hledat, jak se vramci psani odborného textu mize
uplatinovat umélecka kompetence a co odbornému textu
miize dat, kdyz treba nebude psany uplné linearné, ale
bude mit vice perspektiv, nebo kdyz si dovoli byt emotivni

a osobni. Myslim, Ze spiS$ neZ se snaZit napasovat umeélec-

ké mysSleni do akademického formatu je cestou vyuzivat

a tvorit formaty, které uméleckému zptisobu uvazovani

o svété vyjdou vstric.

LK: Ja jsem ted treba nadsSenda z nasi studentky prvniho
roc¢niku doktoratu Eriky Velické, kterou znam
jako socharku. Prichazi z toho nejvice sochar-
ského ateliéruna AVU a vytvorila diplomku z be-
tonu. A vtomto prostiedi si sama nasla metodu
autoteorie, ktera ji ted nesmirné zajima. Pravé
autoteoretické psani by se mohlo etablovat jako
zpusob psani pro umélecky vyzkum.

LV:Jajsem s ni shodou okolnosti o tom také mluvila, kdyz
jsme se kratce potkaly v doktorandské pracovneé, a je to
i mij nazor, Ze tohle je cesta. Autoteorie, tedy teoretizo-
vani zaloZené na velmi osobni, vtélené zkuSenosti, se podle
meé jako vhodny format pro rozvijeni poznatkl ziskanych
skrze uméleckou praxi vyslovené nabizi. A dilezité je i to,
Ze oproti treba autoreflexi si autoteorie Cini vétsi narok
na rozpoznanivlastni zavaznosti, Ze se s vyuzitim osobni
zkuSenosti tvori skutecné teorie, s obecnym presahem.
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LK: Ja si pamatuji na sebe, jak mi bylo strasné dobre na
doktoratu s pocitem, Ze kone¢né muzu pouzit
i hlavu a dozvidam se podstatné véci. Stal se
ze mé velky fanousSek umeéleckych doktoratu.
Vidim to i v ateliéru, jak doktorandka funguje
jako clovék na hrané mezi akademickou pra-
covnici a studentkou, je takovou prevadéckou
mezi sveéty.

LV: Také mi pripada, Ze to takto zacina prosakovat do

nizsich stupnl studia a Ze se diky tomu studujici na ba-

kalari a na magistru zacinaji zajimat nejenom treba o to,

Ze by §li na doktorat, ale i o ten zplisob prace.

LK: Ted muzZes$ treba predstavit svlij pribéh. Protoze
ja té vnimam jako skvély priklad uZitec¢nosti
doktoratu. Pozorovala jsem, jak jsi dokazala
v prvnim ro¢niku uplné zmeénit své premysleni
a vystoupit z koleji.

LV: Pro meé byl prvni ro¢nik takovy zrychleny proces uceni.
I s ohledem na to, Ze jsem chtéla vice stavét na teorii,
a chybéla mi potirebna pruprava. Byla jsem hodné ote-
viend vSem podnétim a nasla jsem si skvélé zahraniéni
staze, a to mi pomohlo srovnat si to v hlavé. Dokonce
jsem i ménila téma, protoze jsem pochopila, Ze musim
byt daleko osobnéjsi, abych méla z ¢eho Cerpat, a od
politiky vystavnich prostort jsem presla k politice in-
timniho prostoru téla a mysSlenek. Zména tématu meé na
jednu stranu zbrzdila, znovu jsem se ocitla na zacatku,
na druhou stranu se mi ale nové téma ,syntetickych
tél“ darilo daleko l1épe uchopit a pomérné brzy jsem si
vybudovala potrebnou sit lidi, se kterymi jsem ho mohla
rozvijet. Docela brzy vykrystalizovalo i paralelni téma
»syntetického védéni“, tedy zajem nejen o to, jak jsou téla
manipulovana chemickymi latkami, ale i o vznik védéni
o téchto télech, ménicich se vlivem pomalého, neviditel-
ného a celkové obtizné uchopitelného a prokazatelného
puUsobeni chemickych latek. A od uvazovani o prehliZzenych
formach védéni, jako jsou poznatky Zen o reprodukénim
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zdravi nebo poznatky raznych spolec¢enstvi a komunit
o mistech, ktera obyvaji, uz k uvaham o umeéleckém vy-
zkumu a jeho epistemické autorité nebylo azZ tak daleko.
Protoze z pohledu vétsiny ostatnich disciplin je umélecky
vyzkum rovnéz povazovany za meéné ,védecky®, a proto
méné hodnotny. TakZe jednim z cil moji dizertace je
praveé i ukazat, v ¢em miZe byt ten umeélecky pohled na
véc dulezity a prinosny. Teoreticky, i prakticky — formou
kolektivniho experimentu s tim ,opylovanim® a hybridizaci,
kdy cast kolektivu, ktery jsem pomohla dat dohromady,
jsou umélkyné a umélci, kteri rozvijeji a artikuluji svoji
umeleckou pracijako vyzkumnou, a ¢ast jsou vyzkumnice
z humanitnich véd, které se naopak snazi vytvorit vystupy
svého vyzkumu, jezZ nejsou svazané akademickymi pravi-
dly jejich obort, ale jsou osobni a angazované. Vysledky
nasi spoleCné prace predstavime pri$ti podzim formou
vyzkumné vystavy Synthetic Becoming v Galerii FavU
a ve stejnojmenné monografii, ktera vyjde v koedici FavVU
a berlinského vydavatelstvi K. Verlag.

LK: Porad ale pouzivas ty terminy, umélkyneé a teoreticka.

LV:To je pravda. A byt rozdélovani a Skatulkovani pristu-

pl oponuji, presto ho vnimam. Jakkoli bych si prala, aby

to byla symbioza, tak je to, alespon zatim, spiS takova
schizofrenie a ,precvakavani“ z jednoho médu do druhého.

Rozdéleni doktoratu na praktickou a teoretickou Cast

taky moc nepomaha.

LK: A nemohlo by se to vnimat tireba podle toho, jakou
prevazujici ¢innost délas? Jsi to porad ty jako
badatelka, jenom kdyz tvym prostredkem je
chvili vic uméni, tak si rikas umélkyneé, a kdyz
vic ¢te§ a pises§, tak by se ti rikalo teoreticka.

LV: Asi ano. Zatim je to tedy spiSe boj, byt produktivni boj

asi. Neni to tak, Ze by se ty dvé slozky uplné objaly, ale ze

opravdu dochazi k néjakému vyjednavani a prehodnocovani.

LK: A mas to jako vnitrni, nebo i vnéjsi konflikt? Kdyz si
budes rikat umélkyné, vystavuje§ se jinému
Zebricku hodnoceni.
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LV: Ja jsem nalepku umélkyné vlastné uz odmitla, a kdyz
prezentuji svoji praci, predstavuji se jako art-based vy-
zkumnice. Asi to souvisiis tim, Ze jsem se jako umélkyné
citila hodné zranitelna a Ze nechci, aby na mé byla uplat-
novana meéritka, kterymi se hodnoti individualni umélecké
vykony. Ale predevsim to opravdu lépe vystihuje mlij zameér
i zplasob prace, které jsou kolektivni povahy. Tedy vazané
na, vizi, kterou sdilim a rozvijim se spriznénymi vyzkum-
nicemi a vyzkumniky na poli uméni a humanitnich véd.
A soucastité vize je pakito, Ze nechceme jen reflektovat,
aleiintervenovat, Ze chceme tu relativné mensi svazanost
pravidly na poli umeéleckého vyzkumu vyuzit pro tvorbu
védéni, které je cilené situované a subjektivni, plné emoci
a prozitkil, osobni, politicky angazZované a vyhranéné.
LK: To uz zni jako takové prekroceni k politice.

LV: Pro mé urcité, v ramci nasSeho kolektivu i obecné, ja
to vnimam jako politické plisobeni. Treba Hito Steyerl
popisuje historii uméleckého vyzkumu, jesté tedy pred tim
soucCasnym akademickym boomem, jako historii angazova-
nych estetickych praktik, kdy nové estetické formy jako
objekty ruskych produktivistl, konstruktivistickd montaz,
filmova esej nebo situacionisticka dérive byly tvoreny coby
nastroje spolecenské zmény.® To mi prijde jako sympaticky
odkaz, ze umeélecky vyzkum vyruasta tady z té tradice.
LK: My jsme v Ateliéru télového designu takeé vZidycky krou-
zili kolem takové latentni politicnosti. VSechna
télova témata uz to v sobé maji, navic jsme to
obcas jeSté boostovali spolupraci s nékterymi
evidentné politicky zamérenymi neziskovkami.
Co mé ale tro$ku na umeéleckém vyzkumu mrzi, je
to, Ze je verbalni. Ze je tam kladen velky diraz
na verbalizovanou znalost. Obecné plati pouc-

5 Hito Steyerl, ,Aesthetics of Resistence? Artistic Research as Discipline
and Conflict“, MaHKUzine: journal of artistic research, ¢. 8, 2010,
s. 31-37. Dostupné z: https://issuu.com/hku-online/docs/mahkuzine08_web
(cit. 1. 12. 2021).

134

ka, Ze umélecké dilo je vZdycky néjaky vyzkum,
vzdycky néco sdéluje, vzdycky néco objevuje.
ZdlUraznovalo se, Ze na rozdil od védy pracuje
umeéni jinosmyslovymi prostredky... TakzZe to je
asinéco, co je umeélci a umeélkynémi vnimano na
umeéleckém vyzkumu jako minus, Ze musi svoje
poznatky zpétné verbalizovat, a ze tim nékdy
dochazi k ochuzeni.

LV: Je to tak. Ale treba definice vyzkumu ve Frascati
manualu vychazi vstric i moznosti, ze vysledkem vyzku-
mu nebude teoreticka studie, ale umeéleckeé dilo, které je
rovnéz néjakym médiem, sdé€lujicim zavazné obsahy. Takze
je to i na sebevédomi umeéleckych instituci, aby dokazaly
prodat vysledky umeéleckovyzkumné prace, které nejsou
jen psané nebo teoretické.

LK: A co simysli$ o prakti¢nosti doktoratu v dalsi praxi?
V ateliéru se snazime trochu podchytit nase
absolventky a absolventy, abychom udélali né-
jakou spole¢nou vystavu. A je jasné, Ze v jejich
osudech bude klasicky rejstrik: tretina ztusta-
la u uméni, tretina zustala kousek od uméni
a tretina je nékde daleko. Takze je otazka, jaké
vlastné jsou osudy s doktoratem? Jestli to muze
nékomu nastartovat umeéleckou kariéru, nebo
jestli mysli§, Ze budou vznikat treba né&jake
meziprostory, mezimista?

LV: Myslim, ze je to urcité néjaka pridana hodnota, Ze

doktorat pomaha produkovat jak lepsi umélkyné a umeélce,

tak lepsi pedagogy a pedagozky. Vybavené vic teoreticky

a empaticteéjsi, i diky schopnosti komunikace a spoluprace,

kterou doktorat rozviji.

LK: Motivace smérem do akademickeé sféry je jasna. Spousta
lidi uz treba uci na vysoké Skole a doktorat si
dodélavaji, protoze na né trosku tlaci kariérni
rad. Ale na druhou stranu si nemyslim, Ze by ho
treba vedouci ateliéru museli mit jako podminku.
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LV: Nekladla bych doktorat jako podminku, ale je to skvély
zpulsob, jak se dal posunout. Nejen z hlediska akademickych
kariérnich zebri¢ka, nebo Ze by se tak z praktikujicich
umeélkyn a umélcu stali vice teoreti¢ky a teoretikové, ale
protoze si tak mohou rozsirit obzory, treba pravé co se
tyCe moznosti spoluprace s jinymi obory.

LK: V dotazniku, kde se na zavér nasSeho spole¢ného kur-
zu ptame studentek a studentl na vliv dokto-
randského studia na jejich praxi, se schopnost
prace v kolektivu zminuje hodné ¢asto. Kristina
Jamrichova, doktorandka FaVU plsobici v me-
zioborovém tymu RUVK, to tieba popsala jako
pro sebe velky objev, Ze se dokaze z individualni
umelkyneé posunout k tomu byt soucasti néjakého
vétsiho télesa. A v podstaté asi vibec neexistuje
doktorandsky projekt, ktery by byl uplné indi-
vidualni tvorbou bez dotyku s jinymi subjekty.

LV: U nas na FaVU urcité. Obrovského priklonu ke kolek-
tivnimu zptsobu prace si nejde nev§imnout. Cim dal tim
vic studujicich nejen z rad doktorandu a doktorandek si
uvédomuje, Ze spole¢ny vysledek je daleko vic, nez by byl
soucet jejich individualnich snah. A moje prani je, aby to
na zakladé ochoty ke spolupraci, sdileni a propojovani
svych kompetenci s druhymi prorostlo i do ostatnich sfér.

Aby absolventky a absolventi uplatnovali své kompetence

nejen v tymech na poli uméni, ale i jinde v akademické nebo

treba neziskové sfére.

LK: Mné se zda, ze tim ziskavame i zdvodnéni posloupnosti
jednotlivych stupnt umeéleckého vzdeélani. Treba
bych mohla nacértnout takovou hypotézu, ze
v bakalarském stupni maji studujici za ukol hlav-
neé introspekci, sebepoznani, v magisterském uz
najit néjaky svij jazyk a praveé doktorandsky
pristup je zaradit se do svéta, svij objev, svoje
badani kontextualizovat.
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AND WHAT ARE YOU THINKING OF*?
INTRODUCTION.

This book is intended for those interested in studying at the
Faculty of Fine Arts or research fellowships there, for our
colleagues in art schools and, in general, for all those who
are interested in events and developments in art schools.
It pursues several aims, and several strategies are used
there. We want you to get know something about the school,
and in doing so we are not just giving you information in
a different package that is already available elsewhere. Do
not expect practical information for applicants — this is
neatly summarized in a regularly updated e-book.! Neither
expect impressive evidence of the work of our students and
graduates — you will find this in the graduate exhibition
catalogues or in the Enter FaVU magazine.2 A pictorial
part of the publication about the Faculty of Fine Arts
(FFA) cannot be missing, of course, but we rather want
to capture the atmosphere and complement the textual
information about the school infrastructure rather than
offer an aesthetic pleasure or self-satisfaction. Thus, the
main thing we want to convey with this book is an insight
into our thinking about what we do at the faculty.

For the purposes of this book, new profile texts have been
created for the sixteen studios of FFA where prospec-
tive students can apply. Silvie Seborova interviewed the
teachers of the studios and in these interviews, as well
as in the profiles that emerged from the interviews, she
focused on pedagogical approaches and the definition of
the basic aims of the studios. A great deal of space has
been given to reflections on the changing approaches to

1 Available online at the faculty website: https://www.favu.vut.cz/uchazeci

2 Three issues (three “reports”) of Enter FaVU magazine were “forced” by
the pandemic and the impossibility to present the results of the students*
work directly to the public. They are available on the faculty website:
https://www.favu.vut.cz/f26745/d204971
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the media whose names are used to structure the studios
as well as on the changing perception of the modes and
roles of the pedagogical management. The authors of the
seventeenth profile called the Visiting Artist’s Studio are
Lenka Klodova and Jennifer Helia DeFelice who manage
a smooth operation of this studio, which has been staffed
by prominent figures in contemporary art and design on
a semester-by-semester basis since 2019.

The main purpose of the book - to offer a clear insight
into thinking about current issues that affect the school
at various levels - is then developed and complemented
by three interviews in which the voices of students are
heard alongside those of teachers. Systematic work on
strengthening the students’ self-governance is a prominent
feature of the current faculty management, and the online
Bublina Magazine?, for example, has become a prominent
manifestation of the students’ growing self-confidence. In
the three conversations which will be briefly introduced
hereinafter, PhD students from FFA met with tutors and
discussed various topics. In a dialogical form, the topics of
design, traditional or classical media and artistic research
were discussed from different perspectives. The conversa-
tions present these topics as something that is in constant
motion, rather than offering normative assessments or
definitions. At the same time, however, these conversations
are (and this is why we initiated them) an opportunity to
arrive at a more settled, if only temporary and changing,
understanding of what is at stake in arts education.

While the identity of the disciplines that make up the vi-
brant and restless patchwork of contemporary art has
been formed for almost half a century in a struggle between
approval and criticism (specifically, between acceptance
and rejection of the art market), design has long been
on the sidelines, comfortably connected to its seemingly

3 https://bublina.favu.vut.cz/
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unquestionable role as an improver of art objects and
our lives. Over the last decade, however, this field has
also undergone a series of significant upheavals. Part of
design today has “gone artistic” to the extent that it has
taken on the role of a co-creator of the public debate in
the form of critical or speculative design. Alongside the
design oriented towards people, towards satisfying their
“natural” needs and solving the problems that the alleged
identical human nature has produced, the form of design
that Klara Pelouskova described as transformative in the
introduction to the thematic issue of the Artalk Revue*is
gaining a voice. To talk about the forms and possibilities
of design education we addressed Martina Rizi¢kova and
Mikulas Machacek. Martina Ruzickova, a PhD student and
initiator of an interdisciplinary team working on the pos-
sibilities of engaged applied research at an intersection
of design, architecture, social sciences, and social work,
only gradually came to understand her work as part of the
field of design. For her, design is an extension of the pos-
sibilities of interventionist artistic work. While this work
can be very effective in affecting our senses and desires,
it very often suffers from the rapid movements of the art
world, conditioned by the need for constant fluctuation of
themes, styles and tendencies, thus lacking the ability to
achieve a systemic change. Mikulas$ Machacek, together
with Tereza Hejmova, headed the Graphic Design Studio
for ten years and, together with other heads of design
studios, contributed to the gradual transformation of the
understanding of the possibilities and forms and mean-
ings of design teaching at FFA. The interview mostly looks
back to the past and thus returns to the beginnings of the
process, which has now reached the point of discussing
the further accentuation of the position of design and its
disciplines in the structure of the faculty. Considerations

4 Klara Pelouskova, “The Possibilities of Design as a Transformative
Practice,” Artalk Revue, #5 “Intention,” 2020, https://artalk.cz/category/
artalk-revue/5podzim-2020zamer/ (accessed on 1 December 2021)
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of accreditation of design as a degree program entail the
need toreflect on the internal division, content, structure
of studios (or, on the contrary, its dissolution) and ways
of linking studio teaching with teaching in other forms.
The interview entitled “Process and Craft” can be seen as
one possible introduction to a discussion that now needs
to get into full swing as it will be influencing the shape of
the faculty for many years to come.

Uttering the phrase “traditional media” seems to give
an air of mild conservatism. Unfortunately, all too often,
traditions and all that “good old stuff” are used as a tool
to preserve or restore orders, customs, systems or insti-
tutions that we could do without quite well. Similarly, the
“traditional media” are trapped in a not very productive
dualism of old versus new. The “new media” should be their
obvious counterpart. But it is worth remembering that new
media (and the whole apparatus associated with its estab-
lishment during the 1980s and 1990s) have their roots in
the neo-avant-garde conception of the intermedia, whose
proponents were not too concerned with the essence of
individual media, and if they were, they tended to ridicule
such a notion. Despite all the difficulties, it is still useful to
distinguish disciplines that continue to emphasize training
in traditional techniques associated with traditional art
masterials, from graphite to sandstone, and those that
use new media, now primarily digital tools of image (post)
production and a greater degree of “dematerialized”, con-
ceptual work. One reason may be that graduates of both
types of disciplines often go to different places on the labor
market. On the other hand, the general hybridization of
media, the shift from the “traditional” to the “new” with-
in a single body of work, or even within a single work or
project, cannot be overlooked. The hard-to-understand
bickering between “serious craftsmen” on the one hand,
and “(post)conceptualists” on the other, is obviously due
primarily to unwillingness to acknowledge the relevance of
whait the others are doing. An art school, where all kinds
of media meet in a mix of studios, should be an ideal place
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for dissolving the dualisms outlined above and for bridg-
ing the gaps that prevent understanding the work of the
others as art. At FFA, we are well aware of that — majority
of the “traditional studios” consistently follow the path
of critical inquiry into the place and justification of the
visual languages of traditional media in the field of con-
temporary art. The conversation with Markéta Filipova,
Katarina Hladekova and Marie Stindlova about the status
and possibilities of traditional media at the Faculty of Fine
Arts was conducted by Silvie Seborova. Markéta Filipova
and Marie Stindlova are a PhD student and an assistant,
respectively, in the painting studios of FFA. Together with
another FFA graduate, Dana Balazova, they are part of
the Comunitae Fresca collective, and although painting
has a fundamental place in their work, it is always in a di-
alogue with other forms of communication and sharing.
Katarina Hladekova works at FFA in the Studio of Drawing
and Graphics, and also in the Department of Traditional
Media where she participates in the running of the graphic
workshop and in the teaching of related subjects. By her
artistic work she also represents a distinctly conceptu-
al practice that is not bound to one range of expressive
means. In the interview, these four participants touch on
many of the issues already outlined and also provide in-
sights into such things as talent tests, consultations, and
other aspects of the teaching process at the art school.

The term “artistic research” has probably become the most
used term in art schools in the last decade. Its definition,
if not approached critically, can easily be stretched to
lengths bordering on meaninglessness. The reasons for
the popularity of artistic research in the art school cur-
ricula are essentially twofold. On the one hand, they are
institutional: the rise of artistic research is linked to the
development of PhD studies in arts and to art schools’
access to the funding of science and research. On the
other hand, the boom in interest in artistic research re-
flects the development of artistic practice, which often
appropriates not only cultural contents and forms, but
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also methods of selected disciplines and professions.
In a broader sense, artistic research also permeates the
Faculty of Fine Arts. From the late 1990s onwards, interest
in this way of artistic thinking was reflected in the grad-
ually developing composition of studios, which included
studios with innovative focuses and names. The studios of
inter-media, multimedia, environment, or body design refer
by their names to the hybrid nature of their work and to
the overlap with other disciplines. An artistic-research
approach based on intra- and inter-faculty cooperation,
interest in theoretical concepts and the use of knowledge
across disciplines can be found to some extent in all studi-
os at FFA. Outside the individual studios, a wide range of
theoretical courses offering a, wealth of inspiring insights
from the humanities and other disciplines is another source
of this type of thinking. Students can also enroll in the
so-called free courses at other faculties of BUT, many of
which being based on hybrid collaboration with students
from other disciplines and thus approaching the artis-
tic-research practice. Important are also the long-term
cooperation and sharing of courses with the Theories of
Interactive Media of the Faculty of Arts of MU and the
course Artistic Research conducted in cooperation with
the Faculty of Social Studies of MU. Since 2006, FFA has
an accredited doctoral program, which, like in other art
schools and academies where the artistic doctorate was
introduced, has become an important platform for both
the development and critical reflection on approaches to
artistic research. The conversation entitled “Ferrymen
between worlds” unfolds before us as a joint investiga-
tion of the past and a contemplation of the present and
possible future of artistic research at FFA. It was con-
ducted by Lenka Vesela, a PhD student and teacher of the
Feminist Seminar 1 and 2, and Lenka Klodova, the head
of the Body Design Studio and a teacher of courses that
build on the artistic research approach. Currently, they
are co-teaching the course Research through Artwork,
which offers a systemastic introduction to the subject of
artistic research for PhD students at FFA.
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A WELL-PAINTED PICTURE.
THE PRESENT OF TRADITIONAL MEDIA.

Markéta Filipova is a painter and member of the art col-
lective Comunitae Fresca (with Dana BalaZova and Marie
Stindlova). She graduated from the Painting Studio 3 at
FFA and is currently a PhD student there. In her work she
focuses on the intersections of the dream, imaginary and
real world.

Katarina Hladekova is interested in the relationships
between language, text and image and their links to so-
cio-historical contexts. She studied at FFA in the Painting
Studio 3 and subsequently completed her doctoral studies
there. Nowadays, she works ass an assistant in the Drawing
and Graphics Studio and as the Vice Dean for Studies.

Marie Stindlova is an artist exploring the poetics of
painting, both through image and text. Together with
Dana BalaZova and Markéta Filipova, she works under the
group identity of Comunitae Fresca. As a FFA graduate,
she is now a PhD student there and, together with Vasil
Artamonov, she heads the Painting Studio 2.
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Silvie Seborova (SS). Classic media. How would you char-

acterize them and what does this term mean to you?

Marie Stindlova (MS): If it refers to a specific period of
time, we are talking about media that have been
with us for 200 years or more.

Katarina Hladekova (KH). Now we are in the silk-screen
printing workshop that functions within the
Department of Traditional Media. So, we have
another adjective besides the word “classic”
that refers to a tradition, to something that has
been around for a long time and that we relate
to from the perspectives that are characteris-
tic of the present. The media we associate with
new technologies today are more vibrant than
the traditional ones. For example, we routinely
interact with digital media, on a daily basis.
In contrast, the classic (or traditional) media
are often communicatively confined within the
context of art and interpreted through the
framework of art.

MS: To best frame the topic we want to talk about I think
the word traditional is probably more apt. In
the context of the Faculty of Fine Arts (FFA),
the traditional concept of art can of course
appear in the new media studios, too, but it is
primarily the focus of the painting studios and
the Drawing and Graphics studio. We should
also include there the Sculpture 1 Studio.

SS: From your point of view, how have drawing and painting
changed since the time 200 years ago? How have they shift-
ed, how are they different today from their predecessors?
MS: Their evolution has been turbulent. In the 20th cen-
tury, these media absorbed a lot, there were
many twists and turns. What is interesting
for me personally is the time when we were
students (but it had already been happening
in the 1990s), when the (post)conceptual ap-
proach prevailed in the Czech Republic, which
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was also manifested in painting or drawing.
I don’t sense this interest in conceptualism in
our current students.

KH: Perhaps it is interesting that we are not so much

referring to the transformations of the afore-
mentioned media of drawing, painting and sculp-
ture, which began sometime in the 19th century,
as to the development of recent years. After
1989, when art schools started to change their
methods of teaching, a new generation came
in and the approaches of that generation was
met with a reaction in the form of a revolt and
a rejection of traditional models. We are now
at a time when we are struggling a bit with this
rejection and looking for a way to process the
good and functional that has been rejected,
while not abandoning the benefits of the revolt.

MS: I think there are a lot of different positions in con-

temporary painting. On the one hand, we are
moving towards more craftsmanship, and on
the other hand, we are moving away from it: we
can find it, for example, in some of the younger
artists who work with installations. This can
also be observed in music, where composers
seem to casually pick up something from all
styles. In the same way you can take a paint-
ing and somehow put it together. We can talk
about the non-painterly approach appearing
since the 1980s, but this is a little bit different.

KH: Maybe it also has something to do with the choice of

a professional approach to painting. Because
it is not obvious that it will take place on an
institutional platform. Today it is legitimate to
choose a practice outside of it, as well. Now, in
the aftermath of the lockdown experience, we’re
talking about the future of art in general. I have
heard the opinion that what will survive is the
art market. I think that this is also related to
the fact that when a student chooses to take
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a professional approach to art, they also have
to decide whether their works will somehow
be competitive in the art market, or whether
they will focus on looser concepts in their own
original artistic research.

MS: That’s certainly true. For me, the traditional approach

to painting is to explore the medium in which
I am engaged. I think of painting as a medium
that evolves somehow, and I try to achieve the
best articulation of my thoughts and ideas. In
music theory, people often mention Billie Eilish,
who seems to pick up inspiration from differ-
ent genres without any fuss, taking what she
likes from them, and yet she is quite different
in something.

Markéta Filipova (MF): But Billie Eilish was also musical-

MS: Take

ly educated from her childhood. Whether you
sample different approaches or follow one line,
in the end, the quality of the craftsmanship has
to come through. Otherwise, I think it’s going
to be a picture that’s rejected by the public.
the practices of platforms like Tzvetnik. Im-
agine an installation made up of objects tied
with a string, with some little painting hanging
behind them, and you can see that it is exactly
the kind of thing that has no basis in crafts-
manship at all.

MF': But it has a strong aesthetic basis.

SS: Isn’t the basis for this due to the ability of visual
perception that helps to distinguish a simple readymade
installation created by an artist from the approach of
a small child?

MS: Tradition is simply unavoidable (laughs).

SS: In teaching, or in conversations between teachers, do
you deal with the question of what it means to say that
something is well painted?
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KH: We talk about it frequently, among friends and in
the studio with students. It’s certainly not the
case that we have answered these questions
already. We haven’t really sort of begun to ad-
dress them yet. How we answer the questions
of artistic mastery is directly involved in what
we understand as a good painting or a good
print. There is certainly no consensus in these
views. It is not easy to find a space where the
traditional medium is applied autonomously
and distinctively in the context of contempo-
rary art. I take it as a task that I am engaged
in myself — both as a teacher and as an artist.

MS: For me it is important to keep asking and answering
these questions through the process of crea-
tion. I don’t think there is any definite goal of
finishing something and saying that from now
on we will do it differently.

MF: I would call it a constant cultivation of communica-
tion skills.

MEF: It’ s actually a question of talking about painting itself.
For example, I see my own work as an explora-
tion of the possibilities of language and shar-
ing an effort to translate that experience into
predictable, rationally transferable patterns.
That is a task in itself. Apart from that, what
is important for me is openness and awareness
of ambiguity, questioning the given, and trying
to explore things. I have limits like everyone else
in what I am able to perceive, but I try to push
my limits. And when I relate this to teaching,
Idon’t want to talk about whether a painting is
well painted, but whether it’s done thoughtfully.
It’s quite obvious whether the person who did
it also enjoyed it. This implies that if the artist
trusts what they do, you can trust it too. But
I admit that there are some paintings that you
think are stupidly painted (laughs).
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MF: For me the process of painting itself is important.
I send my artwork out into the world, and it
can take care of itself there. But for me, as an
artist, it’s essential whether Ilearned something
from it, how it made me feel, whether it made
me connect with someone. So maybe I would
replace this question with another one: I don’t
ask whether the painting is well painted, but
whether it was being painted well. The process
of painting itself has more parameters to talk
about than just the final form, which is usually
a finished, closed one. ThereIcan talk about how
it affects me, but to pass judgment on whether
itis a good or bad form is very personal and can
be misleading. It’s kind of a self-development
moment, but it’s important to me.

SS. So, the journey is more important than the destination.
MF: Basically, yes. It’s a cliché, but yes.

SS: When I talked to several heads of FFA studios, I was

surprised by how they all emphasized the pervasiveness of

different media. No one says - including the Game Media

Studio teachers — we shy away from painting or drawing.

On the contrary, they claim that these media are part of

their teaching.

KH: I think it depends on individual studios. Sure, they
don’t reject the pervasiveness of media, but
it’s about how open they are. And there are big
differences in that.

MS: I see a difference between traditional media and
non-classic media, where you can be a director
who uses the services of other professionals.
On the other hand, with traditional media you
become an expert in a particular activity. That
could be one of the basic differences.

MF': In my opinion, the difference between new media stu-
dios and traditional media studios is that in
one you more build your individuality and in the
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other teamwork prevails. If you want to create
group projects in painting, it may happen that
no one is interested in them. Or there will be an
interest, but it will only last a month and then
everyone will want to make their own paintings.
But in the Environment Studio or the Interme-
dia Studio, they create large group projects all
semester long, they do theater, etc., and they
prioritize community over individuality.

KH: Maybe a single skill that is taught in painting, sculpture
and other studios is not an easily transferable
thing, but I feel it is related to the ability to
contextualize. That the technological skill is
something that is subsequently sought after
by those who create intermedia projects, who,
when they need to externalize their discoveries,
reach for the skills of technology specialists.

MS: Ijust don’t want to make it sound as if students who
cultivate craft skills were trained to become
workers for intermedia artists.

KH: Well, it can be the other way around. Because our
graduates often become brands with a recog-
nizable style.

SS: Is the approach to traditional media that you have

just described reflected in the entrance exams?

KH: As for this question, I would like to start by mention-
ing that FFA is switching to a digital portfolio
submission system this year. In traditional stu-
dios, applicants are offered the opportunity to
submit original works of art. These works are
also often specified by the studios, whereas in
the case of the intermediate works it doesn’t
matter. We are more interested in someone
bringing a study drawing or a diary entry, we
are interested in free expression, and it also
allows us to compare and assess the works
more easily in the admission process.
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MS: We need to see original works, because just to take
a good picture of a painting is a separate dis-
cipline that we cannot require from applicants:
documentation is often not sufficient, and in
painting and drawing there are too many nuanc-
es in expression that simply need to be seen. And
we also judge skills. We see how the applicants
handle the medium and what experience they
have with it. But at the same time, a personal
interview and how potential future students can
work in a team is important to us. Occasional-
ly, we accept students with less experience in
whom we see that they have a feeling for how
to handle the medium. Similarly, we sometimes
accept people in whom we find that they can
think. The admission process is all about try-
ing to communicate with people and checking
how they respond to assignments and to our -
perhaps critical - feedback. And that’s more
important than perfect study drawings.

KH: I agree with that. We’re looking for those who under-
stand that we’re not just interested in “illus-
tration and the perfect drawing,” but in the
ability to think beyond that.

SS. So far, we have been discussing the profile of a person

who is applying to the school. How do your expectations

change during your studies? For example, what do you

expect from a person who is already in the master’s

degree program?

MS: We expect people to be starting a master’s program
with a definition, with a project, a program.
We assume that they already have a specified
area of interest that they are cultivating, and
we can help them with that. We expect students
to apply for internships in other studios and
schools to get out of their comfort zone and to
be able to look in different directions.
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KH:Ithink students in our studios have a harder time com-
municating the development of their language
in a medium. Moreover, they subsequently have
to learn to relate their skills to contemporary
art, because the traditional medium has an
infinite number of methods, so it’s very easy to
fall into an anachronism, or a world in which
one is turned inward. There is a challenge in this
comparing and confronting the contemporary
situation. And the difference between the mas-
ter’s degree and the bachelor’s degree, I think,
is not only in the emancipation of one’s own
abilities. With younger students, we still give
assignments here and there, with older stu-
dents we just find out how sophisticated their
programs are.

MS: It is very important how the role of the students in
the studio is changing. We are trying to build
a dialogue that is open to everyone. It also
develops the ability of older students to give
feedback to their fellow students, which is a very
valuable part of teaching.

KH: The students in the master’s degree program work
much more independently, and through their
active participation in collective consultations
and the running of the studio they also acquire
some pedagogical competences.

MF: Those who go through the four years of the bache-
lor’s program already have some training and
then cultivate their communication skills, in-
cluding how to name their work, which they
have to constantly relate to the work of their
fellow students.

MS: I’'m happy that our students are able to share their
opinions of others’ works. When they see
a freshman struggling with their work, they
go up to them and say, “Hey I’ve been in your
situation too, I felt stupid just like you.” And in
doing so, they also give themselves emotional
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support. I think they’re more open, they share
their struggles, and it creates a pretty cool
environment.

SS: This brings us a bit unexpectedly to the question of
what has changed in the studies, either in terms of the
approach of teachers or other students, since the time
you were students?

KH: As I recall, even in our time - I'm talking about my
studies at FFA - there was an active dialogue
among fellow students in the studio. However,
this feedback was much tougher than what
students give one another today. I have a feeling
that we were much less careful of one another
in this sense than we are today.

MF': This was also due to the fact that when no one spoke
our teacher used his favorite method: everyone
was supposed to stand next to a piece of art
we were discussing, and everyone was supposed
to say something negative about it.

SS: It may be easier to accept criticism from a classmaite than
from the studio head. However, do you think that a sharp,
critical approach was also characteristic of other studios?
MS: I think that harshness and authority in our studio
wass taken as a general principle. Everyone had
different methods for that, of course.

KH: I remember from my studies in KoSice, for example,
that we consulted the teacher one by one in his
cabinet or that the teacher used to tell us: “He
who has no talent has no problem with paint-
ing.” And there were other remarks that were
completely out of place from the pedagogical
point of view. I don’t remember anything like
that from my student years at FFA. On the
contrary. What I took from this experience as
a teacher is that we need to give a construc-
tive and sensitive feedback. At the same time,
we need to continually strive for the kind of
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feedback that moves forward those who are
not mature yet. Those who are mature can be
praised easily.

MF: The power attitude of the teacher can also produce
the effect of a common enemy: when the door of
the studio is opened once a week by an author-
itative person who comes in, makes judgments,
and then disappears, the students begin to
define themselves against that person, and
that ultimately binds them together.

MS: I remember that during our studies the macho ap-
proach played a role too: it was pointed out
that women had different qualities than men
and that approach was quite common as well
as frequent comments on appearance.

SS: The appearance of a person?

MS: Yes, the appearance of a woman was commented on
more than the work itself. Often the ultimate
argument was made, which was related to femi-
ninity. If something was said to be girlish - that
is, painted in a girlish way - it was pejorative.
I hope that doesn’t happen anymore.

SS: Well, that was not — euphemistically speaking - an

approach worth following. However, do you think there

is anything in the approach to teaching that was prac-

ticed, say, a decade or so ago that you would like to keep?

Something that would be good to continue in?

MS: I didn’t experience individual consultations, and al-
though I don’t have a first-hand comparison,
I think it’s good that some kind of community
is being created in the studios. Of course, we
can problematize the way it was done, but
Ilike the approach of consulting the students’
works together, when everybody can give their
opinions on these works.

KH: What should be preserved I think is a certain seri-
ousness in the approach to students and their
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work. WhenIcame to FFA, I experienced for the
first time at an art school the feeling of being
taken seriously, not as a person who aspires to
something but is unable to achieve it. It was only
here thatIfelt that I was actually participating
in a discussion, even with the teachers. When
we take things seriously, it means that we make
great demands on them. The only question is
how to make such demands on those who do not
have much experience yet. In the studios, the
first-year students are meeting with graduates
and PhD students, and I think in the beginnings
it may be very difficult to withstand the pres-
sure of one’s schoolwork being part of such
a big competition and being taken seriously.

MS: In addition, the head of a studio often comes up with
a story about how he or she became an artist.
And if he or she shares it in a clear and acces-
sible way, the students can find inspiration in
that. But the story should be shared transpar-
ently so that it is clear that it is possible to be
inspired by only a part of it, that there is no
need to create copies of the head.

SS: You have mentioned the mastery approach of the heads.

Can you answer the question of whether the traditional

media studios tend more towards this approach?

MF:1Iwent for several internships abroad and everywhere
within the traditional media the mastery model
was applied to some degree. Of course, when
you go and try a video studio, things may be
different there, but I have never encountered
a different approach in painting. So, I don’t
know if it’s possible to abolish the mastery
model completely.

MS: I think it can be done to a certain extent. I think
it’s quite important that the distinction be-
tween the role of an assistant and the head is
blurred, often it’s just a formal thing. This fact
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itself makes a big difference. And also, how you
approach the work with the community. And of
course, it’s impossible to pretend that there is
no hierarchy. We get paid for going to school. We
are established artists — albeit some of them
more and some of them less — and that itself cre-
ates a hierarchy. The moment we discuss a topic
we try to be as respectful as possible and try
to have as open a discussion as possible. And
when we talk about craft, others comment on
it as well. And of course, the more experienced
ones comment more often.

KH: It’s based on a paradox and maybe that’s why it’s unre-

solved. On the one hand, there is a technological
skill that goes hand in hand with social status
and that goes towards mastery. On the other
hand, we have authentic and free expressions of
artistic intent where the mastery lacks. I think
it is possible to keep this paradox within certain
boundaries, and thus mastery does not have to
exist in the radical position, but in a position
where both poles are aware of each other.

MS: This is exactly what we need to talk about. About

the craftsmanship, about the expression of the
medium, but also about the atmosphere of the
work and its effect.

KH: However, at some point the fact that the teacher is

a master disappears. And that’s whenI succeed
in doing something, but two years later I find
that I’'m doing variations of myself. I think this
instability or fickleness of one’s own work is
the same in those who learn as well as in those
who teach.

Which may even mean recommending other
guidance to them.

MF: This is what I personally find most difficult about

teaching. Because there’s a certain threshold
that determines what feels good to you, but
that doesn’t necessarily mean that it’s intrin-
sically fulfilling for the author of the work, or
that it’s good for them. So, you have to find
a kind of balance, not to force something on
a student. For example, I may see that a student
has a talent for painting the blue sky that alot
of other people might like, too. But I have to
prevent him from getting locked into a program
that doesn’t suit him at all.

MS: That’s where it’s good to disrupt the master model.

Then in a moment like that you hear not only
the voices of the heads, but also the voices of
your colleagues who can create some balance.
And1Isee it as a big plus that I and Vasil Arta-
monov, with whom I run the studio, have a very
different way of approaching art and painting,
but we feel a mutual respect, which creates
a kind of dynamism, and it doesn’t matter if we
disagree on something.

KH: There are different methods of working in the stu-

dio. We have collaborative consultations which
everyone participates in, and for me it’s very
important to create an environment that’s safe
so that we all can trust each other and tell each
other what everyone thinks. Whatever work we
are talking about, it is necessary for everyone
to be active to the best of their abilities. We
are talking about different dilemmas that we
encounter on the artistic path: formal dilem-

SS: On the scale of mastery and other approaches, how
do you perceive yourself there?
MS: I see myself as a guide or a companion, as someone

mas, questions of motivation, technical issues,
or explicitly substantive topics concerning the
relationship between art and visual culture. We

who tries to get into the thing, understand it,
and then support the students in their search.
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all face these dilemmas sometimes, and even if
we discuss them only with some of us, anyone
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may face them in the future. Sometimes it hap-
pens that the student brings nothing to the
consultation - yet by analyzing and dissecting
together the specific problems of anyone else in
the studio something may be learned. However,
I’'m not saying it has to be done everywhere, but
through a dialogue and opening up problems
we find points of contact that are universal.

SS: Studying abroad has already been mentioned. Do

you think that the atmosphere in the traditional media

studios at FFA is specific in any way? Does it have any

characteristics? Or, on the contrary, is it similar to all

other schools, or schools you have experience with?

MF': It seems to me that I have a sample size that is too
smaill to evaluate it in any wajy.

MF: Well, it depends very much on particular persons. Not
just on the teachers but also on the students.
The studios change over time, even though the
same heads are still there.

SS: I'm glad this has been brought up. When a more respon-
sive approach gets into teaching it’s easier to respond to
what kind of students are in the studio and you can adjust
your teaching accordingly. Which brings us to the ques-
tion, where would you like to see teaching in the future?
MS: I feel it would be nice if we gave students more op-
portunities to exhibit or to work with complet-
ed pieces of art. Even in the case of the final
projects, I find that students don’t have any
experience with handling space and adjusting
their works. This last step is quite often missing.

SS: Isn’t it supposed to be the role of the curator to help

artists with this?

MS: It can be. There are different approaches, of course,
but Ithink it’s good to have at least some frame-
work of how to proceed with it.
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MF': I would find it interesting to work with the curators.
There could be a course within which exhibitions
would be prepared with curators. When you
come out of school and try to function in your
professional life, it’s very rare that someone
takes a critical look at your work. Maybe, it
would make sense to connect it to art theory.
I also think it’s important to have courses on
copyright law (which are still missing) so that
the graduate students don’t have to spend
three years figuring out what type of legal
personality they should have. And I would also
like to see students do internships in galleries
so that they could learn how to install exhibi-
tions, for example.

KH: The question is what our graduates will do. Some may
take a completely different path than prepar-
ing exhibitions. However, I think it’s important
for the faculty to be more supportive of fresh
graduates. FFA is a world in itself and it is very
difficult to find a job after finishing the school.
But at the same time, I wonder how much it is
really within the faculty powers to prepare
students for real life.
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PROCESS AND CRAFT

o v .y

Martina RUzickova (M) is engaged in applied research at
FFA. She initiated the establishment of an interdiscipli-
nary research and intervention unit, whose activities she
coordinates. It includes architects, designers, artists,
anthropologists, a social geographer, a lawyer and an
expert on social housing. She is currently finishing her di-
ssertation and her supervisor is Mikulas$ Machacek (MM).
Together with Tereza Hejmova, he headed the Graphic
Design Studio 2 at FFA from 2011 to 2021.
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Martina Rtzi¢kova (M): I remember that we came to FFA,
me as a student and you as a teacher, at about a similar
time, around 2010, am I right?
Mikulas Machacek (MM): 2011.

M: I got there in 2010 and at first, I was just watching

the outputs of the Graphic Design Studio from distance.

MM: I came to FFA at a time when the faculty was going
through big changes. For example, our Graphic
Design Studio 2 didn’t exist yet. We took it over,
or how to say it, we were selected, together with
Tereza Hejmova, in a competition for a studio
that was originally dedicated to a completely
different discipline - it was called Paper and
Book and was headed by J.H. Kocman.

M: Iremember that.

MM: It seemed to me like a big change and a big challenge
at the same time. Tereza and I came from a very
well-defined background in graphic design. We
suddenly started to communicate with stu-
dents from the fine arts studio and they had
completely different ideas about their future
direction and practice. It was a big challenge,
full of uncertainties.

M: Could youreminisce about students’ ideas at that time?

And describe them?

MM: The Paper and Book studio was run as a very arts
and crafts studio. Works of art in the field of
paper design and art books were made here,
which was a completely different field from what
I was doing. There was a lot of consternation
among a few of the students that a practical
graphic designer suddenly came in and asked
them to make logos, etc. The students had
dogmatic ideas about design, about what had
to be done for it to be a proper graphic design
studio. But I think that after a short time,
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I and the students came to an understanding
that it was about interaction, about communi-
cating ideas, about looking at a much broader
field of design or graphic design than they had
imagined before. When I think about one of
the first studio projects (this was sometime in
2012/13), a collaborative project with the Fac-
ulty of Art and Architecture at the Technical
University of Liberec, intended for the city of
AS, called The AS People (Asané), it is to this
day one of the best projects I have done with
my students. And it was mostly still students
from the Paper and Book Studio.

M: What was the AS People project about?
MM: At the Faculty of Arts and Architecture in Liberec

there was an open studio that invited external
teachers for a semester or two, and students
from all studios could apply to join in. It wasn’t
a studio in the classical mode, with a master
who is a supervisor there for the whole period of
someone’s studies. It was a new experience for
me in the Czech environment. The architecture
students with their instructors at that time
already had a project in progress, a critical
study of a development project in the city of
AS. Somehow, they learned that the city council
had made an agreement with a developer to
design a giant structure outside the city. They
created four alternative designs trying to in-
tegrate them into the city, not outside the city,
so that the development project would interact
with the residents and they would not have to
commute for work. We entered into the project
at a time when the alternative designs were al-
most finished and we looked with the students
for channels to communicate them towards the
city council, which wass of course the “strategic
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partner” of the developer, and then also to the
residents of the city who we found out were not
aware of the developer’s intention.

M: What roles did your students at the time play in the

AS People project?

MM: The students agreed to form small teams. I think there
were four teams of four, always two architects
and two graphic designers. Some people dealt
with the printed matter that we distributed
to mailboxes. Others did a campaign in social
media, or ran an analytic website, and still
others worked on an exhibition. I think it’s also
important to mention that the AS People pro-
ject was a long-term one. We worked on it for
two semesters. After the first semester, there
were still several practical parts when we had
toimplement the proposed steps. The students
were getting a bit tired of it and it was hard for
them to keep their attention. Moreover, they
had to travel among Brno, Liberec and AS. In
hindsight, however, I see the AS People project
as a very successful one. I don’t just mean it
as a teacher, I found it fulfilling in every way.
Above all, we proved that design could have
a political power and role.

M: When recalling this rather ambitious and in many ways
contemporary project that you did, you and your students,
back in 2012, I wonder if your ideas about the nature of
your own work have changed during your time at FFA?
MM: FFA shaped me in some way also because I was able
to do projects like the AS People, which I hadn’t
done before. Although I was always interested
in collaborating with more than one artist, but
that was on a different level than later at FFA.
Today, after these ten years of teaching, I see
design in a much more complex way, in a broader
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range. I was a student twenty years ago and we
were very result-oriented, practice-oriented, notice around you at present?
and Ithink today there is much more attention MM: Everyone sees the role of design differently. In the
paid to process. school environment we see it differently than
the public. Or the commissioners. At school, we
M: And what do you mean by process, how do you try to touch on all sorts of forms of design, all
understand it? sorts of solutions - from how to get the form
MM: I was trained with the idea that every time a work is right to how to deal with the impact of design,

M: What forms or categories of design practice do you

submitted, it’s the finished result. Today I try
to make students consider more their individ-
ual decisions and the steps that lead to the
final output. It may not be at all out of place to
submit multiple versions because the students
arrive at them through different decisions.
The best solution is not a single one, there
can be more solutions, and a presentation can
then be made up of several processes, which
is certainly progression when compared to
the days of my studies. In my work, maybe also
under the influence of FFA, I consider the time
Ispend working to be very important. With the
fast-moving design, the process is important
for me in order to decide which work to do and
which not to do.

how to deal with socio-cultural issues around
design, and so on. It’s important to go through
the whole range of roles and phases during your
studies, from how to approach a problem to
finding the final form and ways to communicate
it to those parts of society that are not edu-
cated in these areas. We need to find a key to
present or explain the problem we are solving
to the addressees. For me, the aforementioned
project of the AS People is an example. But you
asked about categories of design and I didn’t
answer the question. I guess I don’t think in
those boxes, and if I do, perhaps I often think
about design outside those categories that
Ileave to theorists.

M: Did your students move towards other media of ex-

pression than graphic design?

MM: Absolutely, we ran the studio for ten years. At that
time, the social atmosphere changed a lot, the

M: What do you think should be the main direction of
design education at present?
MM: What we have tried to do in the studio, and I'm

speaking in the plural now because we ran the
studio together with Tereza Hejmova, is to have
a diversity of opinions. In the system set at
FFA, where the studio is headed by one or two
teachers over the six-year period of studies,
diversity cannot happen as opposed to the sit-
uation with five or six of those heads/lectors/
mentors running different courses...I consider
the rigidity of the studio concept of teaching
to be almost unbearable in Czech art education
and in need of change.
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channels of communication changed, and the
students responded to that. At the same time,
there is still, at least in our studio, a demand
for craft skills. This may be due to the social
pressure and the sense of duty to earn a living
after finishing the school. After a phase where
we did more abstract and loose assignments
with students, there was a demand for assign-
ments that were more connected to real life.
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M: What are the “craft skills” you’re talking about?

MM: It’s a set of knowledge, intellectual skills and practi-
cal experience. It’s a craft skill - in typography,
in motion design, or in using software - and
also a combination of these with something
that’s hard to define. It’s a certain aesthetic
perception and vision of form that can be prac-
ticed and trained, and through that practice one
gains an opinion and a view on what one is doing.

M: These are important skills for the persuasive function
of graphic design Imentioned earlier. I understand that the
graphic designer works in the field of persuasion primarily
through visual means. Students should therefore think
about what goals they will be achieving in their practice.
Isee the practice of the graphic designer pragmatically -
as one piece in a complex struggle that permeates various
fields. But some of the “craft skills” you have mentioned
are being mastered by more and more people. Accessible
user interfaces make these skills easy to acquire, and
so their value in the job market is declining. Students
require instruction in skills that they consider valuable
in the current job market. In practice, however, things
may be different. Platforms brokering jobs for graphic
designers are now quite widespread. These operate on
the principle of platforms such as Wolt or Uber and have
the same consequences: they reduce the value of graphic
work to a minimum.

MM: I mean that once you have experience you know how
to handle it. If you know how to code, if you
know how to use certain software, whether
it’s graphic, animation or 3D modelling, then you
have a much wider range of tools to persuade
the target group.

M: I agree that awareness of a variety of tools and ap-
proaches is important. You can then create assignments
for yourself and not wait for clients’ initiative. However,
professional graphic design is a luxury in the Czech Republic.
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Not every client can afford it. Those who can’t afford it
prefer touse a generic template. And the questionis, how
should we work with this? Perhaps rather than building
a niche portfolio of designs for wealthy clients, we should
be thinking about how to use the skills we’ve acquired in
our studies to gain resources and then to analyze and
solve problems that aren’t paid attention to now.
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FERRYMEN BETWEEN WORLDS

Lenka Klodova is a visual artist, performer and sculptor
dealing with topics related to gender, sexuality, intimacy,
and motherhood. At FFA she is the head of the Studio of
Body Design (since 2010), teacher of theoretical subjects
and vice-dean for art and development.

Lenka Vesela is a PhD candidate at FFA dealing with the
influence of synthetic chemicals on bodies and the envi-
ronment. Together with Lenka Klodova she co-teaches
the course Research through Artwork.
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Lenka Vesela (LV): The history of artistic research at FFA
is interconnected with your own history here. So maybe
we could start by you saying something about what made
you start using this term to describe the way of work-
ing that you promote at the Body Design Studio in your
position as the studio head. And when and how did the
idea of creating an artistic research course, in which you
and your students test the potential of interdisciplinary
collaboration with the humanities, come about?

Lenka Klodova (LK): The story is linked to my coming to
FFA, but it goes even further back in history,
to the founding of the Body Design Studio.
I inherited the studio from Jana Prekova, who
is a visual artist linked to the dramatic arts.
The studio used to be regularly described as
an anomaly in the faculty teaching system. Its
name is something of a relic of an earlier, now
invisible concept. It was invented by Tomas
Ruller during his deanship as part of the concept
of doubling studios (figurative sculpture plus
non-figurative sculpture, abstract painting plus
figurative painting...). Body design was meant
to be an ideological counterpart of product
design. Product design was to function as the
material component and body design as the
ergonomic view on design or shaping in general
in relation to the human body. The Body Design
Studio was regularly referred to as a bit of an
anomaly because it originated in the section of
design. We were threatened by that, sometimes
I, a visual artist, was asked to do more design.
But later Imanaged to include the studio in the
branch of intermedia design.

LV: But you taught Porn Studies here in the past, so you

were building on something.

LK:Icame to the school originally as a kind of theoretician.
After finishing my PhD at UMPRUM in Prague,
Vlasta Cihakova-Noshiro invited me to teach
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Art and Gender with her at FFA on a rotating
basis. I was very honored by her recognition
that I was able to teach a theoretical course.
At that time, the perception of male and female
artists as people who don’t use their intellect
fully was still quite widespread. When I used
to go to Brno to teach the single course, Jana
Prekova offered me to start my own course. So,
I opened the Porn Studies Course.! Then when
I peacefully took over the studio from Jana,
I kept the theoretical course as a kind of the-
oretical preparation for the studio. Actually,
T always combined practical teaching with some
theoretical background.

a joint course proving that it was possible to
combine our disciplines and ways of thinking.
And Katerina was thrilled. By that time, the
notion of visual studies was slowly becoming
established in the humanities. Eva Slesingerova
was a big fan of visual studies, and she started
to organize conferences on the subject. That
was another point why Eva became the third
teacher of the course. It was interesting that
at the beginning we had a three-to-one ratio of
humanities students and our students enrolling
in the course.

LV: In favor of the humanities?
LK: Yes. But the last run of the course (in the academic

LV: So, your interest in artistic research came out of year of 2020/2021) was already composed in
a need to link theory with practice and to give it a name? reverse, two to one in favor of FFA. It is obvious
LK:Iremember another significant moment from the time of that FSS has expanded its offer, that they al-

the election of a new dean after Michal Gabriel.
There were a lot of candidates for the vacancy
and there was an excited debate when they were
introduced. The issue of body design came up in
their programs, especially in connection with
the reduction of the number of studios. But at
the same time, I think it was first mentioned by
Jaroslav Vancat, the term of artistic research
and the promotion of boundary thinking ap-
peared in the candidates’ programs. And it
occurred to me at that moment that this was
our way, that it exactly justified the position
of our studio and that this was what we should
emphasize. So, I immediately wrote to Kateri-
na LiSkova, who I knew through our shared
interest in porn studies, to see if we could do

ready have more of these hybrid courses, or that
collaboration with the arts is more common for
them. And in our school students are no longer
afraid of subjects that break out of the art
bubble. But the beginnings were quite challeng-
ing and when Eva Slesingerova and I presented
the first two years at a conference at AVU, we
called our paper “Experiments on Students.”2
There was a strong pedagogical-psychological
component to it... How to bring these people
together so that they don’t unintentionally
offend each other?

LV: And was there any moment that they were boasting
or emphasizing their methods and their world view? Or
were they trying to find a common ground?

1 Lenka Klodova, Blushing Paper, Brno: University of Technology, Faculty 2 Lenka Klodova and Eva Slesingerova, “Artistic Research and Experiments
of Fine Arts, 2020, Available from: doi: 10.13164/book-cervenajici-se-papir on Students,” Between Creation and Production. Transformations of
(accessed on 1 December 2021) Artwork, AVU, 21-22 May 2013.
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LK: There was a lot of prejudice there. The humanities
students relied on the fact that they had read
a lot of scholarly literature. In that respect,
our students could not keep up with them. For
example, an early, unconscious description of
the artist’s role in the working group was to
graphically edit a poster at the end of the pro-
ject. It was much harder for our students to
assert themselves and their points of view.
But in the end, it worked out great even in that
first run. For example, performative and par-
ticipatory forms of problem solving are a great
collaborative tool when an artistic perspective
is applied. For example, there was a project
about emotions in the public space, when one of
our students started crying in a supermarket.
A crystal-clear performance in terms of art,
and there were hidden sociologists in the crowd
taking field notes. I was fascinated by the way
they were taking notes. They were observing
their surroundings and writing down their reac-
tions and assigning interpretations according
to individual theories. They really described the
dynamics of the public’s reaction to the crying.

LV: So, the course had more runs...

LK: We managed to do three runs.® We used the term of
artistic research at that time mainly ass the most
accurate description of what we were doing
in practice. Then when I got to the scholarly
literature on artistic research, I also found
arguments against our use of the term. In our
work, everybody kind of stuck to their own use.
Eventually, a syncretic work emerged, but the

3 Lenka Klodova, Eva Slesingerova, Katerina Li§kov4 and a team of
students, UV FAKTOR 3: Three Cycles of Artistic Research between FFA
BUT and FSS MUNI, Brno: FaVU VUT, 2016, pp. 52-63.
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theorists didn’t become art researchers and
the artists didn’t become art researchers. So,
it’s possible that what we’re really arriving at
in the courses is more of an interdisciplinary
collaboration. It’s not “advanced” artistic re-
search yet.

LV: Well, that’s the question of what “advanced” artistic
research actually is. Isn’t it just that people from differ-
ent disciplines get together to collaborate and there is
a productive eroding of what they are used to from their
disciplines, what they take for granted? After all, there
must have been some change in the attitude of the individ-
ual parties when the students were talking to each other
and negotiating the form of their joint work. There must
have been a rethinking of the perspective...

LK: I think the so-called “pollination” took place there —
that’s the term Katerina LiSkova uses. I mean
the students from FSS really got closer to art
and it influenced a lot of them. For example, one
of our students was Zuzana Jakalova. And I can
think that our course led her to doing her PhD
at FFA... It is also important that we did the
course with very young students. The choice
wass partly influenced by the system at FFA — if
you want to get a mass of students, you have
to offer a course for undergraduates. But more
importantly, I thought it was good to show the
students the methods of artistic research at
the beginning of their studies.

LV:Iwould like to return to the Body Design Studio, to the
discussion about whether or not to change the name of
the studio and what to do with the design element. I find
it intriguing how you said that you were asked to do “de-
sign.” It seems to me that now that there is, for example,
critical or speculative design that is more about some
kind of intervention in the world or asking questions, it
meets that definition of design quite well in that sense.
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LK: When I took over the studio, I thought it was the eas-
iest solution to rename it and avoid constant
problems. We had a long debate about what to
call it, because the renaming had to be done in
such a way so as not to overlap with another
studio. But we couldn’t come up with anything
that made sense. “Body Art”, “Art of Body and
Soul”, “Anthropological Art”... Actually, we only
came up with new names. In the end, we admitted
that we couldn’t come up with anything stand-
ard anyway and decided to keep the name even
though every student is forced to interpret it
in some way. So, we have a certain handicap
that always shows up in the entrance exams.
We have fewer applicants because it requires
a certain intellectual activity to apply to our
studio, but on the other hand, it is not a random
choice. That’s why we kept the name, including
the word design. I can relate to design by inter-
preting it as a discipline or activity generally
dedicated to shaping...

LV: Well, that may also be the shaping of social life...

LK: We do like the tendency of design to move towards
the speculative form and we see reflections of
our work in it.

LV:Ireally like “Body Design” understood in this way, even

more than “Body Art”, which is burdened with a certain

history. Moreover, what you do has clear social overlaps.

So, the name has grown to have a meaning.

LK: I also think we did the right thing by waiting for the
term design to mature.

LV: And what about the term “artistic research”? How did
you get to it and why did you decide to use it? Because
I only came across it after I had started doing my PhD. In
your course entitled Research through Artwork.
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LK: I only started to use the term artistic research in
connection with my teaching at FFA.Iwas glad
that this term appeared because it helped
me understand and better communicate part
of my artistic work. In my artistic work with
pornographic magazines, I was getting deeper
and deeper behind the visual aspect of art-
work. I found reflections of my visual ideas
in critical feminist and gender literature and
began to consciously deepen my interest in
theoretical reflection. What began as playful
work with collages gradually became a way for
me to discover a vast interdisciplinary field of
knowledge, which later came to be called porn
studies. The term artistic research was able
to capture my intention not to address the
formal issues of art, not to be too concerned
with the visual form of my works, but to use this
visual aspect as a tool to convey conceptual
and critical content. At the same time, artistic
research reassures me that the art form has
a great potential to articulate certain insights
in a much more direct way than their extensive
technical verbalization.

LV: For me, the concept of artistic research was a big
unknown thing at the beginning, but an attractive un-
known thing. A promise of something that was missing in
my studio work. And the effort to discern what exactly
the connection between art and science means then led
me to a more general interest in the issue of science and
knowledge production in general. And since the feminist
perspective, which I identify with, sees the paradigm of
Western science very critically, some reflection on the fact
that academic artistic research is part of that Western
science became part of my thinking. So, one of the things
I’'m dealing with is, for example, asking how artistic re-
search, from its hybrid and borderline position in terms of
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academic research, can contribute to a critical rethinking

of the principles and authority of Western science.*

LK: I got to the course of Research through Artwork
through the aforementioned bachelors’s degree
course. It was only after that PhD course that
Istarted to prepare myself theoretically to work
with the concept of “artistic research.” I did my
own PhD without this concept even existing.
Even when I had my first PhD student, Katerina
Olivova, Iunderstood the artistic doctorate as
actually a kind of upgrade of artistic practice
with the ability to reflect. So, when I got to
the theoretical reflection of artistic research,
I found it quite interesting. I particularly liked
the realization that similar doubts about our
own methods and the validity of knowledge
that we experience in the arts are also peculiar
to the exact sciences. I liked the ideas of the
anarchist theorist of science Paul Feyerabend
and how they are reflected in, for example, the
Scandinavian branch of the understanding of
artistic research.

LV: And what about the combination of artistic doctorate
and artistic research as its content? It seems to me that
it has only recently begun to be established. I, as I have
mentioned, didn’t come across the term until my freshman
year. And now it seems to me that both last year’s group
of freshmen and this year’s group of freshmen are quite
familiar not only with the concept, but also with the
whole agenda of research goals, methods, and outcomes
that I only began to explore during my studies. So, I think
it’s evolving, year by year.

4 Lenka Vesela, Artistic Research as Academic Borderlands, Journal
of Artistic Research, 24 May 2021. https://www.jar-online.net/artistic-
research-academic-borderlands (accessed on 1 December 2021)
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LK: There are also big differences among schools - and
among schools over time. For example, I had
my experience at UMPRUM, where the written
defense of my diploma thesis in 1997 had only
one page, and even my PhD dissertation was
not very extensive. When I came to FFA in 2010,
there had already been a great tradition of
writing there. Writing a theoretical diploma
thesis was quite feared by students, you may
remember that...

LV: Yes, but back then there was a lack of connection with

practice. It was almost a separate task that had to be

done. It lacked the coherence that would have made the
theoretical part more meaningful.

LK: It was challenging and often quite a different topic,
being quite extensive, too. That rather large
scope of writing in the master’s degree pro-
gram is still maintained today. So, I think that
the PhD students coming from FFA are quite
prepared in that respect.

LV: That’s right. Nevertheless, several PhD students I spoke
to about it expressed the opinion that it was a deterrent
for them. Not the reflection on their work in writing or
working with theoretical concepts, which are things that
they are familiar with, but the academic way. So, I'm defi-
nitely an advocate of allowing hybrid forms of writing — not
just purely academic, but also performative, speculative...
We should be searching how artistic competence can be
exercised in the context of writing a professional text, and
what it can give to a professional text if it’s not written
in a completely linear way but has multiple perspectives,
or if it is emotional and personal. Rather than trying to
fit artistic thinking into an academic formast, I think we
should use and create formats that would accommodate
the artistic way of thinking about the world.
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LK: I am now excited about our first-year PhD student
Erika Velicka, whom I know as a sculptor. She
comes from the most sculptural studio at the
Academy of Fine Arts and created her degree
work in concrete. And in this she found herself
a method of autotheory, which she is now ex-
tremely interested in. It is precisely autothe-
oretical writing that could establish itself as
a way of writing in artistic research.

LV:Ialso happened to talk to her about this when we met
briefly in the PhD office, and I also think that this is the
way to go. Autotheory, that is, theorizing based on very
personal, embodied experience, seems to me to be a good
format for developing knowledge gained through artistic
practice. And it is also important that, in contrast to,
say, self-reflection, autotheory makes a greater claim to
recognize its own relevance, that it is really theorizing,
using personal experience, with a general overlap.
LK:Iremember having a terrific time while doing my PhD,
feeling like I could finally use my head and learn
the essential things. I’'ve become a big fan of
artistic doctorates. I can see it in the studio,
too, how a PhD student functions as a person on
the edge between an academic and a student,
being a kind of a ferryman between worlds.

LV: That’s what I also think that it’s starting to get into

the lower levels of studies and that it’s getting BA and

MA students interested not only in, say, doing a PhD, but

also in that way of working.

LK: Now you can start telling your story. Because I see
you as a great example of the usefulness of
that doctorate. I watched how you were able
to completely change your thinking and think
outside the box in your first year.

LV:For me, the first year of my studies was an accelerated
learning process. Also considering the fact that I want-
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ed to build more on theory, and I lacked the necessary
preparation. I was very open to all suggestions and found
great internships abroad and that helped me get my head
straight. I even changed the topic, because I understood
that I had to be much more personal to have something
to draw on, and I moved from the exhibition spaces to
the intimate space of the body and thoughts. On the one
hand, the change of the topic slowed me down, as I was at
the beginning again, but on the other hand, I was able to
grasp the new topic of “synthetic bodies” much better, and
pretty soonIbuilt up the necessary network of people with
whom I could develop it. Pretty soon the parallel theme of
“synthetic knowledge” crystallized ass well, i.e. the interest
not only in how bodies are manipulated by chemicals, but
also in the emergence of knowledge about these bodies,
changing due to the slow, invisible, and difficult to grasp
and prove, effects of chemicals. And it was not so far from
thinking about neglected forms of knowledge, such as wom-
en’s knowledge about reproductive health or the knowledge
of different communities about the places they inhabit, to
thinking about artistic research and its epistemic authori-
ty. Because from the perspective of most other disciplines,
artistic research is considered less “scientific” and there-
fore less valuable. So, one of the aims of my dissertation
is precisely to show how the artistic perspective can be
important and useful. Theoretically, and practically - in
the form of a collective experiment with that “pollination”
and hybridization, where part of the collective I helped
put together are artists who develop and articulate their
artistic work as research, and part are researchers in the
humanities who, in turn, are trying to produce outputs of
their research that are not bound by the academic rules
of their fields but are personal and engaged. The results
of our joint work will be presented next autumn in the form
of the research exhibition Synthetic Becoming at the FFA
Gallery and in a monograph of the same name, which will
be published in a co-edition of FFA and the Berlin-based
publishing house K. Verlag.
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LK: But you keep using these terms, artist and theoretician.

LV: That’s true. And even though I oppose the division
and the pigeonholing of the approaches, I do perceive it.
As much as I would like it to be a symbiosis, it is, at least
for now, more of a kind of schizophrenia and “flipping”
from one mode to another. The division of the PhD into
practical and theoretical parts doesn’t help much either...
LK: Couldn’t it be perceived, for example, according to
the predominant activity you do? It’s still you
as a researcher, it’s just that when your medi-
um is more art for a while you call yourself an
artist, and when you read and write more you
would be called a theoretician.

LV: 1 guess so. It has been more of a struggle so far, al-

though a productive one, I guess. It’s not that the two

components have completely embraced each other, but
that there’s really some negotiation and renegotiation
going on.

LK: And is it an internal conflict, or is it an external
conflict as well? If you call yourself an artist,
you’re exposing yourself to a different kind of
evaluation.

LV: Well, I’ve actually rejected the label of artist and when
I present my work, I present myself as an art-based re-
searcher.Iguess it also has to do with the fact that I felt
very vulnerable as an artist and that I didn’t want to be
subjected to the standards by which individual artistic
performances are judged. But above all, it really better
describes my intention and way of working which is col-
lective in nature. That is, tied to a vision that I share and
develop with allied researchers in the arts and humanities.
And then part of that vision is that we don’t just want to
reflect but also to intervene, that we want to make use
of that situation which is relatively less bound by rules in
the field of artistic research to produce knowledge that
is purposefully situated and subjective, full of emotion
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and experience, personal, politically engaged and distinct.
LK: That sounds like a crossover with politics.

LV: Well, for me certainly, in our collective and in general,
I see it as a political action. For example, Hito Steyerl®
describes the history of artistic research before the
current academic boom as a history of engaged aesthetic
practices, where new aesthetic forms like the objects of
the Russian Productionists, the constructivist montage,
the film essay, or the situationist dérive were created as
instruments of social change. I find it to be a nice refer-
ence to artistic research growing out of that tradition.
LK: We at the Body Design Studio have also always circled
around such a latent politic nature. All of the
body themes already have it, and we’ve also
sometimes boosted it by collaborating with some
obviously political non-profit organizations. At
the same time, what I find a little frustrating
about artistic research is that it’s verbal. That
there’s a lot of emphasis on verbalized knowl-
edge. In general, the maxim is that a work of
art is always research, always communicating
something, always discovering something. It has
been pointed out that, unlike science, art works
with other sensory means... So that’s probably
something that is perceived by artists as a neg-
ative about artistic research, that they have to
verbalize their knowledge back, and that this
sometimes leads to a deprivation.

LV: That’s right. But for example, the definition of research
in the Frascati Manual also accommodates the possibility
that the result of research will not be a theoretical study,

5 Hito Steyerl, “Aesthetics of Resistence? Artistic Research as Discipline
and Conflict,” MaHKUzine: journal of artistic research, No. 8, 2010, pp.
31-37. https://issuu.com/hku-online/docs/mahkuzine08_web (accessed
on 1 December 2021)
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but a work of art, which is also a medium that communi-

cates serious content. So, it is also up to the self-confi-

dence of art institutions to be able to present results of

artistic research that are not just written or theoretical.

LK: And what do you think about the practicality of the
doctorate in the future? In the studio we are
trying to get our graduate students to do joint
exhibitions. And it’s clear that there will be
a classic pattern in their careers: one third
staying with art, one third staying a little bit
away from art, and one third staying some-
where far away. So, the question is what are the
careers of people with a PhD? If it can launch
someone’s artistic career, or if you think that
there will be some in-between spaces...

LV:1Ithink it’s definitely an added value that PhD studies

help produce both better artists and better teachers.

More equipped theoretically and more empathetic, also

because of that ability to communicate and collaborate

that the PhD studies develop.

LK: The motivation towards academia is clear. A lot of
people are already teaching at universities,
for example, and they are finishing their PhD
because they are a bit pressured by the career
rules. But on the other hand, I don’t think it
should be a prerequisite for being a studio head.

LV: I wouldn’t set PhD as a prerequisite, but it’s a great
way to move on. Not just in terms of those academic ca-
reer ladders, or that it makes practicing artists more
theoretical, but because it allows them to broaden their
horizons, if only in terms of that possibility of collabo-
rating with other disciplines.

LK:In the questionnaire where we ask students at the end
of our joint course about the impact of their
doctoral studies on their work, the ability to
work in a team is mentioned very often. For
example, Kristina Jamrichova, a PhD student
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at FFA who participates in the RUVK interdisci-
plinary team, described it as a great discovery
for her that she was able to move from being
an individual artist to being part of a larger
body. And there is probably no PhD project
at all that is a completely individual creation
without touching on other subjects.

LV: At FFA, definitely. It’s impossible not to notice this
huge inclination towards a collective way of working. More
and more students, not just PhD students, are realizing
that the collective result is far more than the sum of their
individual efforts. And it is my wish that this willingness to
collaborate, share and link their competences with others
should extend into the other spheres. That the graduates
should apply their competences not only in teams in the
field of art, but also elsewhere in the academic or even
non-profit spheres.

LK: It seems to me that this also provides justification
for the sequence of individual levels of artistic
education. PerhapsIcould suggest a hypothesis
that in the bachelor’s degree program the stu-
dents’ main task is introspection, self-knowl-
edge, in the master’s degree program it is to
find a language of their own, and in the PhD
studies it is to place themselves in the world, to
contextualize their discoveries and research.
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PRACOVISTE FAKULTY
VYTVARNYCH UMENI VUT
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Nasledujici pfehled pracovist, tvofeny formou struc-
nych profili a obrazové dokumentace, je sestaven
s ohledem na zajemkyné a zajemce o studium ¢i staz
na Fakulté vytvarnych uméni. Soustfedi se proto
na ty soucasti fakulty, které pfimo zajistuji vyuku,
predevsim ateliéry a kabinety, jez jsou pfedstaveny
kratkymi medailony, a do jisté miry i na dilenské a dal-
Si zazemi. Do textového prehledu nejsou zahrnuty
podstatné soucasti fakulty, jako je dékanat, studijni
a ekonomické oddéleni, jejich personalni obsazenije
nicméné uvedeno v zavéru publikace.

Vzdélavanije hlavni naplni nize uvedenych pracovist,
ne vsak jedinou. Dilenska pracovisté vedle podpory
tvaréi ¢innosti studujicich a vyucujicich uskutecnuji
také vlastni hospodarskou ¢innost; prijimaji a reali-
zuji zakazky pro externi subjekty, mimo jiné také pro
absolventky a absolventy Skoly. Ateliéry a kabinety,
zejména Katedra teorii a déjin uméni, se pak vedle
vzdélavaci éinnosti soustfedi rovnéz na vyzkum.
Jednak vyzkum uskuteénuji sami pedagozky a peda-
gogové fakulty, ale zaroven jsou ateliéry a kabinety
Skolicimi pracovisti studentek a studentt doktorského
studia v oboru Vytvarna uméni a umélecky provoz.
Narstajici role vyzkumu se projevila také vznikem
mezioborové vyzkumné aintervenéni bunky, jiz zfejmé
v nejblizSich letech ¢eka pferod na stalé pracovisté.
Zkusenosti a sit kontakt(, které jsou pri uskutecnovani
tvaréi a badatelské ¢innosti akademickych pracov-
nikQ, respektive doktorandek a doktorandul fakulty
rozvijeny, jsou nasledné zhodnocovany ve vyuce ve
v§ech stupnich studia.
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KABINETY

Kabinety maiji ve strukture FaVU zasadni misto. Zajis-
tuji vyznamnou ¢ast vyuky celofakultnich predmétt.
Na vyuce se podileji jejich kmenovi pedagogové a pe-
dagozky, externi spolupracovnice a spolupracovnici
a v neposledni Fadé také doktorandky a doktorandi
(Fada z nich ma pravé kabinety jako sva skolici praco-
vi§té). Kabinety také riznou mérou pfispivaji k zajis-
tovani chodu technologického zazemi fakulty, které
spolu s vybavenim dilen slouzi k praktické podpore
tvarcéich aktivit studujicich i pedagogu fakulty.

(Kabinet audiovizualnich technologii )

Kabinet audiovizualnich technologii (KAT) je na fakulté
garantem audiovizualni gramotnosti studujicich. Vedle
zajistovani vyuky celofakultnich kurz( v oblasti audio-
vize kabinet nabizi asistenci pfi dokonéovani skolnich
adalsich tvarcich projektti studentti a studentek vSech
ateliérll. Kabinet poskytuje konzultace v oblasti zpra-
covani fotografie, filmu, videa, zvuku a interaktivnich
realizaci. KAT technicky i dramaturgicky spolupracoval
na mnoha vystavnich projektech a prezentuje FavU
na verejnosti sestavovanim tematickych pasem videi,
ktera na fakulté béhem jeji existence vznikla. Kabinet
zabezpecuje provoz a metodické vedeni pfi praci ve
zvukovém studiu, video studiu a stfiznach.

Pedagogové KAT:

Filip Cenek, Pavel Ryska, Jifi Suchanek, Tomas Hrliza

(Kabinet tradi¢nich médii)

Nejmladsi kabinet ve strukture fakulty, Kabinet tra-
diénich médii (KTM), vznikl koncem roku 2018 trans-
formaci Kabinetu vecerni kresby. Vedle celofakultné
povinnych kurza kresleni KTM zabezpecuje vyuku
také v oblastech technologie malby a klasickych
grafickych technik. Ve zminénych oblastech kabinet

186

rovnéz poskytuje konzultace, metodické a technolo-
gické zazemi pro vznik studentskych praci a tvarci
¢innost studujicich a pedagogti. Se vznikem a ¢innosti
kabinetu se postupné rozviji jeho pracovisté. Aktual-
né kabinet spravuje vedle kreslirny také tiskarskou
a litografickou dilnu, technologické pracovisté malby,
zazemi pro sitotisk a Sici dilnu.

Pedagogové a pedagozky KTM: Milan Houser,
Bretislav Maly, Petr Kvicala, Katefina Spacilova
Blazkova, Katarina Hladekova, Jan Lastomirsky

(Kabinet 3D technologii)

Kabinet 3D technologii (K3D) vznikl v souvislosti
s vyraznym zamérenim Ateliéru socharstvi 1 na oblast
3D sochafrstvi. V souc¢asnosti kabinet nabizi studuji-
cim a zaméstnancim fakulty komplexni metodickou
asistenci a zazemi v oblasti zpracovani 3D objektt.
Pracovisté K3D jsou vybavena profesionalnimi zarize-
nimi pro 3D tisk, 3D skenovani a CNC nebo robotické
obrabéni. Kabinet spravuje také lakovnu, laminovnu,
keramickou dilnu a sadrovnu - dilny, které umoznuji
Vybaveni kabinetu umoziiuje realizaci projektl od téch
nejjednodussich az po ty nejkomplikovanéjsi a pro-
oblastech rovnéz poskytuje konzultace a zajistuje
celofakultni vyuku odbornych predméta.

Pedagogové K3D: Tomas Medek, Dusan Vana,
Martin Kralik, Jifi Pec

(Kabinet informacnich technologii)

Kabinet informacnich technologii (KIT) se stara o chod
fakultni pocitacové sité, o pocitacovou u¢ebnu a po-
¢itacovou studovnu. Poskytuje konzistentni uziva-
telské prostfedi pro vSechny aktualné pouzivané
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pocitacové platformy (centralni prihlaSovaci systém),
provoz e-mailu, jmenné sluzby, databazové sluzby,
souborové sluzby a téz komplexni webhosting véetné
virtualizac¢nich sluzeb. Poskytuje rovnéz konzultace
a poradenstvi v oblasti vypocetni techniky, tvorbu
a udrzbu webovych prezentaci nékterych soucasti
FaVU a v neposledni fadé integraci fakultni studijni
agendy s centralnim systémem VUT. Zajistuje vyuku

pfedmétu Zaklady vypocetni techniky.

Pedagogové KIT: Vit Baloun, Jan Fraukal,
Zbynék Navratil

DILNY

Dilny predevsim poskytuji zazemi pro realizaci prak-
tickych tvurcich projektt studujicich, pedagozek a pe-
dagogu fakulty. Nékteré jsou pfitom pIné ve spravé
kabinetl (viz texty ke KTM a K3D). Dalsi dilny vSak
maiji vlastni vedeni a jsou to nezavisla pracovisté. To
se tyka jednak konglomeratu dfevodilna - kovodilna -
laserova gravirka - vakuovy lis a dale knihafské dilny.
Prvné zminény soubor dilenskych provozli pod vedenim
Jana Lidmily je ¢im dal vice nepostradatelnou soucasti
bézného chodu fakulty - pomaha studujicim s realizaci
klauzurnich a diplomovych projekt( a je rovnéz vyznam-
nou oporou ¢innosti fakultni Galerie Aula. Kniharska
dilna vedena Karlem Bafinou slouzi studujicim a za-
méstnancim fakulty pro pInéni tkoll souvisejicich se
studiem a vyukou. PFfispiva rovnéz k realizaci vystupli
publikaéni ¢innosti pedagogtl a studentt a propagacni
¢innosti fakulty; volné kapacity dilny jsou vyuzivany
k uskute¢novani zakazek spfiznénych kulturnich insti-
tuci. Kniharska dilna disponuje polygrafickymi zarize-
nimi na velkoformatovy tisk, malonakladovy digitalni
tisk a dokonc¢ovacim zarizenim na vazbu publikaci. Od
dalSich dilen se toto pracovisté lisi tim, Ze zajiStuje
rovnéz vyuku, a to pfedmétl orientovanych na knizni
vazbu, tvorbu autorského portfolia a Riso tisk.
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KATEDRA TEORIi A DEJIN UMENI

Katedra teorii a déjin uméni (KTDU) ruci za vyuku
celofakultnich predmétt z oblasti déjin a teorie uméni
a designu a vyuku anglického jazyka. Kmenové pra-
covnice a pracovnici KTDU zajistuji zejména vyuku
povinnych pfedméti svazanych s obsahem statnich
zavérecnych zkousek. Specifikem KTDU, respektive
fakulty jako celku, je velka a prlibézné aktualizovana
nabidka volitelnych kurzil, na jejichZ vyuce se vyrazné
podili okruh externich pedagozek a pedagogu, respek-
tive doktorandek a doktorandtl. Nabidka volitelnych
pfedmétl reaguje na dynamicky vyvoj sou¢asného
uméni a designu, s nimz se rovnéz proménuji také
oblasti a témata, k nimz se tvarci praxe vztahuje.
Vedle vyuky povinnych a volitelnych pfedméti KTDU
zajistuje konzultovani textovych ¢éasti zavéreénych
praci a obecné poskytuje asistenci a konzultac¢ni ¢in-
nost v souvislosti s tvorbou $kolnich praci a s tviréi
¢innosti studujicich.

Pedagozky a pedagogové KTDU:

Richard Fajnor, Kaliopi Chamonikola,
Ladislav Jackson, Jana Kofinkova,

Barbora Lungova, Mikulas Machacek,
Tomas Ruller, Vaclav Magid, Barbora Sediva,
Jan Zalesak, Markéta Zaékova
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WORKPLACES OF THE FACULTY
OF FINE ARTS OF BUT
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The following overview of workplaces, consisting of
brief profiles and visual documentation, is compiled
with regard to those interested in studying or intern-
ing at the Faculty of Fine Arts. It therefore focuses
on those parts of the faculty that directly provide
teaching, especially the studios and departments
which are introduced by short descriptions. To some
extent the overview also includes workshops and
other facilities. Some essential parts of the faculty,
such as the dean'’s office, the study department and
the finance office, are not included in the overview,
but their staffing is nevertheless listed at the end of
the publication.

Education is the main function, but not the only one,
of the workplaces listed below. In addition to sup-
porting creative activities of students and tutors, the
workplaces also carry out their own economic activ-
ities, accepting commissions from external entities,
including graduates from the faculty. In addition to
educational activities, the studios and departments,
especially the Department of Art History and The-
ory, also focus on research. On the one hand, the
research is carried out by the faculty tutors, but at
the same time, the aforementioned departments are
training centers for students of doctoral studies. The
growing role of research has also been reflected in
the establishment of an interdisciplinary research
and intervention center, which is probably going to
be transformed into a permanent workplace in the
coming years. The experience and the network of
contacts that are developed in the pursuit of creative
and research activities by the academic staff and PhD
students of the faculty are subsequently utilized in
teaching at all levels of study.
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DEPARTMENTS

Departments have a fundamental place in the structure
of FFA. They ensure a significant part of the teaching of
courses at the faculty. Teaching is carried out by the faculty
tutors, external teachers and, last but not least, by PhD
students (the departments are training centers for many of
them). Departments also participate, to varying degrees, in
the activities of the faculty technological facilities, which,
together with workshops, serve to provide practical support
for creative activities of students and tutors.

(Department of Audiovisual Technology)

The Department of Audiovisual Technology (DAT) is
the faculty guarantor of students’ audiovisual litera-
cy. In addition to providing instruction in the field of
audiovisual technology, it provides assistance in school
and other creative projects of students in all studios.
The department provides consultation in the areas of
photography, film, video, sound, and interactive produc-
tions. It collaborated technically and dramaturgically
on many exhibition projects, presenting FFA to the
public by compiling thematic video strips produced
at the faculty during its existence. The department
provides operation and methodological guidance in the
sound studio, the video studio and the editing rooms.

Tutors: Filip Cenek, Pavel Ryska, Jifi Suchanek,
Tomas Hrlza

(Department of Traditional Media)

The most recent department of the faculty, the Depart-
ment of Traditional Media (DTM), was established at the
end of 2018 through the transformation of the Evening
Drawing Department. In addition to the compulsory
drawing courses, DTM also provides instruction in paint-
ing technology and traditional printmaking techniques. In
the aforementioned areas, the department also provides
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consultation and methodological and technological
support to students and tutors in their creative activities.
Currently, the department manages, in addition to the
drawing room, the printing and lithography workshops,
the painting techniques lab, facilities for screen printing,
and the sewing workshop.

Tutors: Milan Houser, Bretislav Maly, Petr Kvicala,
Katefina Spacilova Blazkova, Katarina Hladekova,
Jan Lastomirsky

(Department of 3D Technology)

The Department of 3D Technology (D3D) was estab-
lished due to the strong orientation of the Sculpture
Studio 1 towards the field of 3D sculpture. Currently,
the department provides students and the faculty staff
with comprehensive methodological assistance and
facilities in 3D object processing. D3D workplaces are
equipped with professional devices for 3D printing, 3D
scanning, and CNC or robotic machining. The depart-
ment also manages the paint workshop, the laminating
workshop, the ceramics workshop, and the plaster
workshop - workshops that enable the creation of a
wider range of sculptures and objects. The facilities
of the department allow projects to range from the
simplest to the most complex and space-demanding
ones. The department also provides consultations in
all the above-mentioned areas and provides instruction
in specialized subjects at the faculty.

Tutors: Tomas Medek, Dusan Vana, Martin Kralik,
Jifi Pec

(Department of Information Technology)

The Department of Information Technology (DIT) en-
sures the functioning of the faculty computer network
and manages the computer room and the computer
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study room. It provides a consistent user environment
for all currently used computer platforms (central login
system), email operation, name services, database
services, file services, and comprehensive web host-
ing including virtualization services. It also provides
consultations and advice in the field of computer
technology, the creation and maintenance of the web
presentation of several FFA units and, last but not
least, the integration of the faculty study agenda with
the central system of BUT. It provides instruction in
the subject Fundamentals of computer technology.
Tutors: Vit Baloun, Jan Fiukal, Zbynék Navratil

WORKSHOPS

Workshops mainly provide background for practical cre-
ative projects of students and tutors of the faculty. Some
workshops are fully managed by the departments (see
texts on DTM and D3D). However, other workshops have
their own management, being independent workplaces.
These are the woodworking shop, the metalworking
shop, the laser engraving shop, the vacuum press con-
glomerate, and also the bookbinding workshop. The
former set of workshops under the management of Jan
Lidmilais an increasingly indispensable part of the daily
running of the faculty. It helps students with their final
and diploma projects and is also an important support
for the activities of the faculty gallery - Aula Gallery. The
bookbinding workshop run by Karel Barina helps students
and the faculty staff to fulfil tasks related to their studies
and teaching. It also helps with publishing activities of
tutors and students and the promotional activities of the
faculty; the free capacities of the workshop being used for
work on commissions from related cultural institutions.
The bookbinding workshop has printing equipment for
large-format printing, small-run digital printing and finish-
ing equipment for binding publications. This workplace
differs from other workshops in that it also provides
teaching in courses focused on bookbinding, students’
portfolio development, and Riso printing.

194

DEPARTMENT OF ART HISTORY AND THEORY
The Department of Art History and Theory (DAHT)
ensures the teaching of all-faculty courses in the field
of art history and theory and design as well as the
teaching of the English language. The department
staff provide teaching of compulsory courses linked to
the content of the state final examinations. A specific
feature of the department, or the faculty as a whole,
is a large and continuously updated offer of optional
courses, involving a number of external teachers and
PhD students. The range of optional courses reacts
to the dynamic development of contemporary art and
design. In addition to teaching compulsory and op-
tional courses, the department provides consultation
on diploma theses and generally provides assistance
and consultancy in connection with school projects
and creative activities of the students.

DAHT members:

Richard Fajnor, Kaliopi Chamonikola,
Ladislav Jackson, Jana Kofinkova,

Barbora Lungova, Mikulas Machacek,
Tomas Ruller, Vaclav Magid, Barbora Sediva,
Jan Zalesak, Markéta Zaékova

195












Audio Studio

























ATELIERY

Ateliéry jsou z perspektivy studujicich zakladni a nej-
viditelnéjsi organizacni jednotkou skoly. Do ateliéru
se hlasi, zde vykonavaiji pfijimaci zkousky, s jejich ve-
doucimi se zpravidla setkavaiji jiz pfi dnech otevienych
dvefi a predbéznych konzultacich. O pfednostech
aproblémech ateliérové formy vyuky na uméleckych
Skolach se v soucasnosti vede intenzivni diskuse.
Skolni ateliéry a s nimi spojeny ,,mistrovsky model“
maji dlouhou tradici sahajici hluboko do devatenactého
stoleti, ovSem jejich alternativy jsou také jiz dlouho
znamé. Otevienéjsi systémy, v nichz se studujici nese-
skupuji do malych, relativné uzavienych kruht okolo
svych ,mistri“ se rozvinuly v avantgardnich Skolach
a jejich varianty dale pribyvaji od sedmdesatych let
minulého stoleti dodnes. Také nékteré ze zahranic-
nich partnerskych skol FaVU VUT nabizeji alternativni
model vyuky spocivajici v tom, Ze si studujici nevoli
ateliéry, ale spiSe jednotlivé kurzy nebo jejich bloky.

FaVU, stejné jako dalsi umélecké skoly v Ceské re-
publice, zatim u modelu ateliérové vyuky setrvava.
Mezi jeji pfednosti patfi moznost uéit se a pracovat
v uzsim, stabilnéjSim okruhu kolegyn a kolegu ¢Ci
budovat dlouhodobéjsi vztahy, kdy neni nutné stale
znova definovat, kym jste. Tyto pfednosti jsou stale
¢astéji kombinovany s projektovou vyukou, zapojo-
vanim hostll a externich konzultant(i a experimenty
s horizontalnimi a kolaborativnimi formami prace. FavVU
také systematicky podporuje jak vnitfni, tak mezi-
univerzitni mobilitu studujicich. Od druhého semestru
studia je mozné uskuteénovat staze v jinych ateliérech
fakulty a vyjizdét na studijni pobyty na skoly do CR
i do zahranici. Ateliér tak z(istava pfedevsim pevnym
zazemim, o které se lze opf¥it, jimz se nicméné neni
nutné nechat svazovat.
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Profily ateliérii jsou zakladni soucasti vefejné pre-
zentace Skoly. Za obecnymi nazvy, jako je ateliér
malby ¢i ateliér performance, se skryvaji konkrétni
pedagogické koncepce, které se prirozené obmé-
nuji, dojde-li ke zméné vedeni pedagogického vedeni
ateliéru. Tyto konkrétni programy vedouci ateliért
predstavuji formou kratkych medailonti na webo-
vych strankach fakulty, prezentovany jsou rovnéz
v elektronické a tisténé brozZure adresované pfimo
zajemkynim a zajemcim o studium. Pfestoze profily
ateliéri ve zminéné podobé jiz existuji, rozhodli jsme
se pro Ucely této publikace vytvorit ve spolupraci se
Silvii Seborovou nové. Zakladatelka platformy artalk.cz
a ¢inna organizatorka vytvarného déni v Brné (nové
napf. kuratorka festivalu Open Studios) se v podzim-
nich mésicich roku 2021 setkala se vSemi vedoucimi
ateliéri FaVU a v rozhovorech, které se staly zakladem
struénych profilovych textu, se soustiedila na posti-
zeni charakteristickych rysti jednotlivych ateliéri-na
pojmenovani toho, éim se vyznacuje pedagogické
vedeni, jak je organizovana prace, jakym zplsobem
funguje komunikace v ateliéru atd. Kazdy profil pak
uvadi claim, ktery by mél v jedné vété koncentrované
vyjadrit zakladni étos ateliéru.

Profily ateliérti jsou Fazeny abecedné. Jejich poradi
zamérné neodrazi historii postupného rozsifovani
poctu ateliéra ani strukturu obort, v nichz se shlukuiji
podmnoziny ateliérd, které by k sobé z hlediska po-
jmenovani mély mit blize. Akcentujeme timto Fazenim
nefazenim presvédceni, Ze identita ateliérd je dnes
predevsim zalezitosti urcitého ,vyjednavani“ mezi tra-
dici vepsanou do jejich nazvu a konkrétnimi autorskymi
pozicemi a pedagogickymi pristupy jejich vedoucich.
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(Ateliér environmentu)

,Klademe duiraz na
vztah umeéni a prostredi“

Slovo environment je v posledni dobé oblibené a v sou-
vislosti s environmentalni krizi také ¢asto sklofiované.
Nicméné pojem ,environment” vnimaji v ateliéru po
ném pojmenovaném nejen jako oznaceni pro prostredi,
smyslu znamena pro vedouci ateliéru také myslenkové
pozadi, konkrétni situace ¢i oznaceni pro esenci, ktera
je spole¢na véem lidem. Diky tomu se zde vztahuji
k tradici konceptualismu, land artu a site-specific
umeéni spiSe nez ke klasickym uméleckym discipli-
nam. Pedagogové ateliéru si pfitom uvédomuiji, Ze
site-specific uméni neni pro sou¢asnou generaci
natolik dominantni téma - proto se snazi zdlraziovat
predevsim to, Ze uméni neexistuje ve vzduchoprazdnu,
Ze naopak potrebuje spolec¢ensky kontakt a ovliviiuje
jej kontext, pro néjz vznika. Ten mize byt jak prosto-
rovy, tak také spoleéensky, politicky nebo kulturni.

To v praxi znamena, Ze jednotlivé projekty, na nichz
studentky a studenti pracuji, se mohou odvijet od kon-
krétnich prostor a mist; avSak nejedna se o nezbytné
zaméreni ateliéru i pristup pedagogl, diky kterému
se studenti ucivolné se pohybovat mezi nejriiznéjSimi
médii. Ostatné klima ateliéru se pribé&zné proménuje
s novymi studenty a jejich zamérenim, které mlize byt
jednou vice, jindy méné ekologické, jednou vice, jindy
méné malifské a podobné.

Studentky a studenti zde pracuji na spoleé¢nych i samo-
statnych projektech, spole¢né chodi na vychazky, ab-
solvuji plenéry, jezdi do zahranici, sleduji déni v Sir§im
ramci souéasného uméni a kultury v Ceskui v dal$ich
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zemich. Soucast jejich studia tvori ¢teni literatury
a textl souvisejicich se zamérenim ateliéru. Pokud
se citi bezradni, snazi se jim vedouci davat impulzy
¢ije nékam smérovat, pficemz vénuji pozornost indi-
vidualnimu pfistupu, snazi se se studenty debatovat
adobrat se tak kontextové bohatsich vysledki. Cilem
tohoto ateliéru je, aby absolventkami a absolventy
byli pouéeni lidé, ktefi jsou schopni vytvaret kritické
umeéleckeé reflexe nasi spolec¢nosti.

Pedagogické vedeni:
Barbora Klimova
Matéj Smetana

(Ateliér fotografie)

»Cil nasi cesty je
filozofie fotografie“

V Gvodu textu o Ateliéru fotografie se nelze vyhnout
otazce: ,Co vlastné dnes fotografie predstavuje?*
Pravé nad ni pedagogové ¢asto premysleji a dis-
kutuji o ni i se studujicimi. Uvédomuiji si pfitom, ze
v poslednich letech smazalo médium fotografie své
dfive jasné vymezené mantinely. Jaky je napfiklad
rozdil mezi hrou s fotografickou aplikaci na mobilu
a uménim? Kde lezi hranice, ktera by uréovala, co je
jesté hra a co uz uméni? Diky tomuto pojeti nevadi,
kdyz studentky a studenti pFinesou i prace, v nichz
se fotografie neobjevi. Zasadni vsak je, ze vysledek
se vzdy da k fotografii néjakym zptisobem vztahnout.

Zameéreni Ateliéru fotografie je tedy pomérné Siroké.
Jeho vedouci podporuji experimentalni pristupy, nenuti
studentky a studenty pouzivat jen digitalni pristroje:
kdo se chce zabyvat analogovou fotografii, docka se
ze strany pedagogti podpory. Jediné, ¢emu se zde ne-
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vénuji, je produktova fotografie, i kdyz ani toto tvrzeni
nelze brat doslova. Lépe by bylo uvést, Zze produkto-
vou fotografii zde nechapou jako vysledny vytvor, ale
jako cestu, ktera muize byt inspiraci ke konkrétnimu
zadani (napfiklad food fotografie). Pfi vybéru témat
se totiz vedouci ateliéru snazi pokazdé pfijit s nécim
novym, aby se ani oni, ani studujici nenudili. Témata
a ukoly, které voli, jsou ¢asto provokativni: povazuji za
dilezité, aby si studenti a studentky zvykli pohybovat
se s fotoaparatem i v okamzicich, kdy se neciti zcela
komfortné. Kdyby se zajemci chtéli vénovat napfiklad
dokumentarni fotografii,mGZou se ocitnout vnaro¢nych
situacich, ve specifickych komunitach, a bude treba,
aby byli schopni se za fotoaparat sebevédomé postavit.

Pres vSe vySe uvedené je zde jeden spole¢ny jme-
novatel. V ateliéru maji zajem o konceptualni pristup
a chtéji si s médiem pohrat. Vystupem pak miize byt
prace s cizimi snimky, jeZ si studujici nasli na internetu,
performativni akce nebo divadelni hra. Tu v ateliéru
nazyvaji ,.zivou fotografii“: studenti se spolec¢né s pe-
dagogy snazi vytvorit néjakou situaci, instalovat se do
ni a pfipadné ji rozvinout. PfestozZe v Ateliéru fotografie
nikoho formalné neomezuji, studentky a studenti se
nakonec média fotografie stale drzi ¢i se k nému jako
k zachytnému bodu vraceji. Pomaha jim nejen plnit za-
dani, ale také rozvijet schopnost pohrat si s tématem,
uvazovat o ném a interpretovat je po svém. Neotrela
témata pak provazeji i nezvyklé formaty prezentaci,
napfiklad prostfednictvim vystoupenina ateliérovych
Pecha Kucha. Pfi nich se vedouci ateliéru vraceji k za-
kladnim otazkam: Méla by byt fotografie uméleckym
médiem, jako je malifstvi? Méla by byt pouzivana ke
spekulaci nad vyznamem uméni? Anebo by méla byt
¢isté nahodna, bez védomého uméleckého zaméru?

Pedagogické vedeni:
lvars Gravlejs

Tomas Javirek
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(Ateliér grafického designu 1)

~Spolecna diskuse
a spoluprace*

Graficti designéri a designérky se v sou¢asné dobé
nezfidka dostavaiji do situaci, kdy musi o své zakazky
bojovat v soutézich a nasledné jsou tlaceni do Sibe-
ni¢nich terminQ, v nichZ maji svoji praci odevzdat. Je
to jeden z fenoménu, proti kterému se postavil Ateliér
grafického designu 1, kde se rozhodli, Ze se nebudou
zabyvat praci na zakazku. Misto soutéze zde kladou
daraz na dlouhodobou spolupraci, misto rychlosti na
pomalost. Snazi se také vyhnout vytvareni tlaku na
vykon, sebeprezentaci ¢i naindividualismus. Naopak
podstatna je ekonomicka udrzitelnost projekti ne-
hledé na to, zda tyto projekty vznikaji na $kolni ptdé,
nebo kdekoli jinde.

V Ateliéru grafického designu 1 povaZuji za dilezitou
diskusi, vyvoj spoleénych nastrojii a postupt pfi praci
i spolupraci obecné. Ateliér funguje jako misto, jez slouzi
k setkavani lidi, ktefi se dokazou vzajemné obohacovat
ainspirovat. V praxi to znamena, Ze zkoumaji a definuiji,
jak by vsichni, nehledé na role, které jim skola pfrirkla,
mohli fungovat jako komunita, v niz se vzajemné sdileji
informace a zkuSenosti. Neni proto dulezité, kdo zde
oficialné zastava roli pedagoga a kdo je studentkou
¢i studentem. Vedouci v tomto ateliéru nefunguiji jako
mentofi, ktefi by se snazili ostatnim ze své pozice
predat vlastni poznatky a zkusenosti; pedagogové jsou
rovnocennou soucasti celé komunity. Proto ani pod
vedenim ateliéru neni podepsana konkrétni osoba ¢i
osoby: pod zkratkou AGDX vystupuiji vSichni, kdo jsou
soucasti zde vytvoreného spolecenstvi.

Od tradiéniho pojeti ateliérové vyuky se ov§em lisi
i vdalSich aspektech. Ze samotné podstaty pristupu ke
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vzdélavani v tomto ateliéru vyplyva, Ze zde nefunguiji
vedouci, ktefi by zadavali studentkam a studentim
nové ukoly. Kazdy zde pracuje na svych projektech
apodle svého vlastniho uvazeni, pficemz dulezitou roli
hraje vnitfni motivace a vlastni zodpovédnost. Svoji
praci hodnoti kazdy sam a zpétnou vazbu dostava,
pokud si o ni fekne. Design samotny pfitom chapou
designéra jako ¢lovéka, ktery svoji ¢innosti védomé
ovliviiuje svét, v némz se pohybuje.

Pedagogické vedeni:
AGDX

(Ateliér grafického designu 2)

s,Hledame jiny
zpUsob vidéni“

V Ateliéru grafického designu 2 se snazi o to, aby
studujici dospéli k pochopeni role designu. K tomu-
to cili by podle pedagogli méla vést Ziva diskuse,
kterou podnécuji a moderuji s tim, Ze neexistuje jen
jeden spravny nazor. Pri takovych rozhovorech pfi-
tom nemusi byt v roli pedagogt jen vedouci ateliéru,
ale také hosté z Ceska i ze zahraniéi, které vyuéujici
do hodin zvou, aby studujicim poskytovali zpétnou
vazbu. V ateliéru diky tomu zazniva vic hlasu a vic
nazorl, oteviraji se cesty nejrliznéjsimi sméry. Mezi
nimi si nasledné studentky a studenti hledaji tu, jez
je jim nejblizsi. K jakym p¥i tom dochazeji zavériim?

Graficky design neni jen obor, ktery se zabyva navr-
hovanim layoutt knih, plakatt, log, webovych stranek
¢idalSich nosicéu, i kdyz itato prace je soucasti studia.
Spise pro pedagogy a studujici pfedstavuje komplexni
formu, jak se svétem komunikovat. Nevymezuji se
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pfitom ani ke komerénimu charakteru oboru, ani
k jeho ¢isté uméleckym podobam. Neexistuje Zadna
mantra idealniho grafického designéra; dullezité je
pochopit moznosti profese, nebat se experimentovat
a zajimat se o to, proc graficky design vlastné existuje
a co nam pfinasi.

S tématy k diskusi, nad nimiz se zde zamysleji, pfi-
chazeji jak vyucuijici, tak studujici samotni. Vystupem
pak muze byt cvi¢eni na dané téma, pficemz vSak
studentlim a studentkam ztlistava siroké pole moznosti,
jak jej pojmout. Vedouci ateliéru si uvédomuiji, Zze né-
ktefi ze studentek a student se citi Iépe, pracuji-lina
konkrétnim tématu, jini zase, maji-li uréenou formu -,
a témto individualnim narokiim se snazi vyhovét. DU-
lezitou soucasti vyuky je také dostatek ¢asu ke kon-
zultacim, spolec¢né vylety nebo sledovani filmi a dalsi
kulturni aktivity, od kterych se pak odvijeji debaty
sméfujici k designu nebo jinym témattim. Vysledkem
je, ze si studentky a studenti uvédomi, jaké moznosti
graficky design ma a jak je mohou vyuzit v jakémkoli
prostiedi, pro néz se rozhodnou.

Pedagogické vedeni:
Denisa Kollarova
Jozef Ondrik

(Ateliér hernich médii)

~Herni média jsou
skvélym nastrojem
k umélecké tvorbé*

Digitalni hry tvofi v sou¢asnosti velmi rozsifenou,
atraktivni a oblibenou soucéast Zivotl nejen déti, ale
i dospélych. Byt se pravé videohry v souvislosti s her-
nimi médii ¢asto vybavi jako prvni asociace, zuzovat
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zamér tohoto ateliéru pravé na né by bylo zavadéjici.
| kdyz studentky a studenti Ateliéru hernich médii
pracuji se souc¢asnymi technologiemi a ucéi se tak
femeslu, pedagoglim se nejedna jen o hru digitalni,
tohoto slova: mlze se jednat o hry deskové, karetni,
prostorové, ale i o hru samotnou jako princip. Proto
se vtomto ateliéru zabyvaiji napriklad otazkou: ,Jaka
informace je$té mlze byt pfedana formou hry?“

Hru pfitom chapou jako néco bézného, jako komuni-
kacni a vzdélavaci prostiredek. Kromé herni kultury
se proto v tomto ateliéru zajimaji také obecné o kul-
turu soucasnou. | to je dlivodem, pro¢ zde cti pokoru
k tradiénim médiim, pracuji s nimi a hledaji takové
postupy, které umozni mezi zdanlivé neslucitelnymi
médii vytvaret mosty: pedagogové se tedy nevyhybaji
praci s klasickou malbou, fotografii i ilustraci. AvSak
na rozdil od ateliéri zabyvajicich se jinymi médii
a pristupy je Ateliér hernich médii civilni, nehledaji
zde popularni témata ¢i témata spojena s aktualni
politikou. Diky tomu je také ateliér odolnéjsi vici
rliznym projeviim a postojim umélecké scény.

Vyuka zde probiha v semestralnich cyklech, v nichz
studentky a studenti pracuji na jednotlivych projek-
tech. Vedouci ateliéru se pfitom snazi respektovat
jejich zaméry, pochopit, co a jak studujici vnimaji,
nechat je, aby se fidili viastnimiideovymi rozhodnutimi.
Z toho vyplyva, zZe se nejedna o ¢isté designovy obor:
pedagogové studentlim a studentkam zduraziuiji,
ze herni design je jen jedna slozka vyvoje her. Na
rozdil od herniho primyslu si zde totiZz miZou dovolit
experimentovat, posouvat hranice média, vypoustét
nékteré ze segmentl, z nichZ se hra sklada, zkouset
si hrat s grafikou ¢i s herni dynamikou. Vedle Ffemesiné
dovednosti je soucasti studia také prace s pfibéhem,
dramatem ¢i narativni zkratkou, pracovni metody jsou
tak nejpodobnéjsi renesancni dilné. Pochopeni zaméru
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ateliéru dnes pomaha takeé to, Ze se v poslednich letech
herni prvky a jazyk dostavajii do mysleni béznych lidi,
adiky tomu zaéina byt prace absolventek a absolventt
srozumitelna i mimo geekovskou bublinu.

Pedagogické vedeni:
Vojtéch Vanék
Tomas Hriiza

(Ateliér intermédiD

~,Chceme, aby
byli studenti stastni“

Jakkoli takovéto motto zni jako otfepané klisé nebo
jako vykFik z pera romanopisce (ostatné slovy ,Stésti
pro vSechny zadarmo a nikdo at neodejde s prazdnou“
kon¢i slavny sci-fi pfibéh Stalker od bratri Stru-
gackych), pfi dikladnéjsim vhledu do sou¢asného
uméleckého provozu zaéne davat smysil.

Coje pro tento provoz v poslednich letech charakteris-
tické? Pribylo vysokych uméleckych skol a zarovern se
u téch stavajicich rozrostly pocty ateliért, studujicich
i absolventt a absolventek. Proménuje se definice apo-
staveni umélce i to, kdo jej urcuje: zatimco v minulosti
bylo zavislé na institucich, jako jsou muzea, galerie Gi
aukeéni siné, dnes se na ném podileji vSichni, ktefi tvori
soucast uméleckého provozu: véetné studentek a stu-
dentl samotnych. Vedouci Ateliéru intermédii s témito
zménamivédomé pocitaji a diky tomu mohou se student-
kami a studenty diskutovat o tom, jak s nimi nakladat.
Zaroven si preji, aby studujici jejich tvorba napliovala
a aby se dokazal uplatnit co nejvétsi pocet absolventek
i absolvent. Uplatnénim vSak neni myslen jen Uspéch
na trhu s uménim: tyka se sSiroké skaly profesi, které na
prvni pohled mohou, ale také nemusi s uménim souviset.
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Vedouci Ateliéru intermédii vychazeji z predpokladu, ze
umélcem muze byt i ¢lovék, ktery aplikuje védomosti
ziskané pfi studiu uméni v naprosto odliSném oboru.

Ateliér je tedy uréen tém, které bavi premyslet nad
Sirokou Skalou témat a zaroven preskakovat mezi jed-
notlivymi médii ¢i pouzivat vice médii zaroven. Forma
experimentu zvysuje Sanci, Zze studujici objevi, co je
zajima a naplnuje, zaroven vsak jejim vysledkem nema
byt a neni plytké stfidani médii. Zasadni schopnosti
absolventek a absolventl ateliéru je totiz kritické
mysleni, které pfedchazi samotnému vystupu. Tim
pak muze byt video, happening, ale tfeba i malba:
absolventky a absolventi dokazou vidét celou Skalu
moznosti a forem, a vybrat si z nich pravé tu, ktera
nejlépe vyhovuje jejich zaméru.

V Ateliéru intermédii neodmitaji ndvaznost na sméry
a proudy, na nichz soucasné uméni stoji, avSak tento
ateliér je natolik specificky, Ze inspirace konkrétni ten-
denci by mohla byt spiSe zavadéjici. Proto pedagogové
vice nez s uméleckou minulosti pracuji se sou¢asnym
stavem spolecénosti ainspiruji se aktualnimi politickymi,
védeckymi i kulturnimi udalostmi. Pfemysleji spole¢né
se studujicimi nad tématy tykajicimi se toho, co pro-
zivame ted a jak si pfedstavujeme nasi budoucnost.

Pedagogické vedeni:

Valentyna Janl
Jonas Strouhal
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(Ateliér kresby a grafiky)

~Snazime se
0 zrovnopravnéni
kresby jako média“

Kresba i grafika patfi k uméleckym odvétvim, ktera
provazeji lidstvo po staleti. Pfesto je vnasem prostredi
kresba ¢asto vnimana jako médium ménécenné, které
bud’ slouzi pouze jako skica, nebo ze své podstaty
nemuze dosahnout ,vysin“ ostatnich technik. Tato
zaujatost se projevuje i na ceském uméleckém trhu,
a to vyraznéji nez v nékterych jinych zemich. Proti
takovymto predsudkiim se snazi bojovat Ateliér kresby
a grafiky, jehoz studujici a absolventky a absolventi
dokazuji, ze kresba je médiem naprosto rovnoprav-
nym, se kterym Ize pracovat podobné jako s malbou,
sochou ¢i jinymi modernimi vyrazovymi prostiedky.

Dlouha staleti, po ktera se kresba a grafika postupné
ukotvovaly v dnesnich dé&jinach uméni, vtomto ateliéru
vnimaiji pouze jako vychodisko, od néhoz se studujici
mohou odrazit pfi hledani viastni umélecké cesty.
Vyucujicim nejde o dokonalou realistickou kresbu
vytvarenou za uéelem ohromujiciho efektu. Tu je
v idealnim pripadé treba ovladnout jiz pred vstupem
do ateliéru, kde je mozné ji vyuzivat jen jako prostre-
dek, ne jako cil. V Ateliéru kresby a grafiky Fakulty
vytvarnych uméni se nesetkate ani s vyukou klasické
kniZni ilustrace nebo uzité grafiky.

O co se tedy vedoucim jedna predevsim? Ateliér
charakterizuje konceptualni pfistup, ve kterém forma
nasleduje obsah. Se studujicimi pedagogové konzultuji
jejich myslenky a napady, az potom hledaji vhodny
zpulsob k jejich vyjadfeni. Diiraz na obsahovy rozvoj
pak poskytuje moznost otevreni se vyslednym vystu-
pUlm napfi¢ nejriznéjsimi médii. Klauzurni a diplomové
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prace vzeslé z tohoto ateliéru ukazuji, Ze po formalni
strance nemusi byt vyslednym dilem pouze klasicka
kresba nebo grafika, ale i objekt nebo sofistikované
propracované instalace.

Vedouci ateliéru navazuiji na konceptualni tendence,
které se v nékdejsim Ceskoslovensku projevovaly
zvlasté v 70. a 80. letech minulého stoleti a repre-
zentuji je umélci jako Julius Koller, Dalibor Chatrny
¢i Olga Karlikova. Z tohoto ukotveni vychazi i snaha
o vedeni studentll a studentek ke vztahu ke kraji-
né. Ta je sice v souc¢asné dobé i diky ekologickym
a aktivistickym hnutim trendovou zalezitosti (coz
neni minéno pejorativné), avSak v tomto ateliéru se
vztahem ke krajiné pracuji v jeho pfirozeném smyslu.
Tomu odpovida i snaha travit se studenty vice ¢asu
v plenéru. Vysledkem jsou potom promysilena dila,
ktera obstoji v konkurenci jinych médii.

Pedagogické vedeni:
Svatopluk Mikyta
Katarina Hladekova

(Ateliér malifstvi 1)

sNezapomenout na
remesinou zrucnost"

Kazdy ze tfi malifskych ateliért, jez jsou soucasti fa-
kulty, se vyrovnava s odkazem klasického média malby
po svém. Pokud hledate obrazy, které ¢erpaji naméty
zkazdodenniho Zivota, a jsou tak dobfe pochopitelné
pro SirSi vefejnost, s nejvétsi pravdépodobnosti je
naleznete praveé u studujicich a absolventek a absol-
ventl Ateliéru malifstvi 1. Jeho pedagogiim se jedna
o femeslnou zruénost, a proto se studujicimi ¢asto
diskutuji o formalnich hlediscich obrazu. Vysvétluji
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jim, pro¢ jsou jednotlivé malifské techniky dllezité,
auci, jak se s nimi da zachazet. Vysledkem takovéhoto
pristupu je, Ze absolventky a absolventy neomezuje
neschopnost zpracovat napad po formalni strance.

Pro lepsi predstavu, jak vyuka probiha, si zkuste vybavit
skupinku malif, treba z barbizonské skoly, jak se snazi
spolec¢né, avSak kazdy po svém zachytit pohled na své
okoli. Toto pfirovnani, vyi¢ené v ¢astec¢né nadsazce,
muze fungovativjiném nez jen pfeneseném slova smy-
slu. Nejen na plenérech, kam vedouci se studentkami
a studenty vyrazeji, opravdu pracuji vSichni spole¢né.
Pfivyuéovacich hodinach se mluvi spiSe o malbé sou-
¢asné nez o tvorbé 19. stoleti, nebrani se ovSem ani
odkaziim na minulost véetné stfedovéku. Co je pro oba
vedouci ateliéru dale pfiznaéné? Kdyz se vénuiji své vol-
né tvorbé, neplsobi jen samostatné, funguijiiv mensich
uméleckych kolektivech. Dualezitou souéasti tviréiho
procesu je pro né vzajemna spoluprace a zkusenosti
ziskané v této oblasti se snazi pfedat i studujicim. Netr-
vaji na tom, Ze by tvorba v kolektivu byla pro uméleckou
praxi nezbytna. Studentky a studenty v§ak motivuji
k tomu, aby komunikovali mezi sebou, a za dulezZitou
soucast uméleckého vzdélavani povazuji také to, co si
studujici ,vezmou*“ od svych kolegyi a kolegli. Ob¢as
pracuji s kratkodobym zadanim, kdy maiji studentky
a studenti tvorit ve dvojicich ¢i trojicich, jindy namisto
ateliérové schiizky maluji vSichni spoleéné model &i
zatisi, které maiji pfed sebou. Pedagoglim se pfi tom
jedna hlavné o zkoumani a osvojovani si moznosti
malifského média; chtéji poskytnout svym mladsim
kolegiim a kolegynim co nejupInéjsi sadu prostiedk
k tomu, aby byli schopni prostiednictvim malby arti-
kulovat to, co se jim zamane.

Zpracovani namétu, kterymi se studujici zabyvaji,
nemusi pfesné odpovidat tomu, co vidime ve skute¢-
nosti. Vyuéujici povazuji za pfinosnou praci s volnymi
asociacemi - v poslednich letech je tak v ateliéru
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patrna tendence ubirajici se vice k fantasy a mystice.
To odrazi postoj vedoucich, ktefi se snazi byt otevieni
podnétiim, jeZ pfichazeji od studentek a studenttl. Ne-
brani se ani odliSnym vystuplm, av§ak jsou pfesvéd-
¢eni, Ze i tém, které zajimaji abstraktnéjsi experimenty,
se v jejich tvorbé muze hodit, kdyz zvladnou vytvorit
po formalni strance presvédcivy portrét.

Pedagogické vedeni:
Vasil Artamonov
Marie Stindlova

(Ateliér malifstvi 2)

,Potrebujeme cas
na nudu, v niz se rodi
kreativni napady*

»Absolvent fakulty vytvarnych uméni nebo umélecky
zamérené univerzity by mél mit veSkeré predpoklady
k tomu, stat se profesionalnim umélcem.” Tato mys-
lenka, ktera plivodné stala za vznikem a fungovanim
uméleckych vysokych skol a jejich jednotlivych atelié-
rl, je dnes ¢asto podrobovana kritice, nékdy dokonce
vyvracena, ¢i pfinejmensim zpochybrnovana. Vedouci
Ateliéru malirstvi 2 si nicméné mysli, Ze navzdory
zménam, kterymi svét za posledni stoleti prosel, je
stale platna a aktualni. A proto se snazi vychazet
z tohoto tradi¢niho pfistupu a jen jej modifikovat pro
potfeby dnesni doby. Umélci, jiz absolvuji tento ate-
liér, by neméli byt pouze skvélymi malifrkami a maliFi:
umélecka praxe zahrnuje kromé samotné kreativity
i dalsi, mnohdy opomijené, ale potfebné aspekty.
Umélkyné a umélci by méli byt schopni mluvit o tom,
co a proc¢ délaji, stejné tak jako umét Zadat o granty,
rezidence ¢i se pfihlasovat do open calli. | s témito
aspekty profesionalniho provozu uméni vyuka pogita.
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Hlavni myslenka, na niz prace se studentkami a stu-
denty v tomto ateliéru stoji, vSak spociva jesté v né-
¢em jiném. Podle pedagogli ma honba za kredity
avzdélanosti své limity. Dobré napady vznikaji ¢asto
ve chvili, kdy se ¢lovék trochu nudi a ma prostor pro-
myslet nové véci. Proto se snazi uhdjit pro studentky
a studenty ¢as, ktery vénuji uméni, ¢as, jejz povazuji
za zaklad pfi premysleni o kreativnim vzdélani. Tento
pristup se nasledné snazi skloubit s individualni praci
s jednotlivymi studujicimi. Vysledkem je, Ze vyuka
v Ateliéru malifstvi 2 mlize mit nékdy formu pozoro-
vani, naslouchani, jindy se snazi studenty a studentky
povzbudit a pfimét k dalsi praci. Dllezita je pritom
premisa, ze kazdy ¢lovék mlze byt lidr nezavisle na
handicapech, které si s sebou v zZivoté nese. Naopak
to, co ¢lovéka hnéte, mizZe jako umélec pretavit do
originalnich vysledku.

Kdyz vedouci popisuiji dila, ktera zde vznikaji, radéji
nez o malbé mluvi o 2D obrazech. Prestoze se v zasadé
nebrani ani instalacim, schazeji se v ateliéru studentky
a studenti, ktefi tihnou k plose a do prostoru se pFili§
nepoustéji. Jeji ztvarnéni vsak, jak je tomu u soucas-
ného uméni zvykem, mlze i vtomto ateliéru nabyvat
nejraznéjSich podob.

Pedagogické vedeni:

Ludék Rathousky
Ondirej Homola
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(Ateliér malifstvi 3)
~Chceme myslet na
malbu a byt pritom
otevreni jinym médiim*“

Vedouci Ateliéru malirstvi 3 chapou malbu jeho mé-
dium, které dokaze obohacovat sebe samo. Vnimaji
presahy a cestami, které si tato technika v sou¢asném
svété hleda ajez vedou ke spolupraci s médii dalSimi.
Jinymi slovy by se dalo Fici, ze Ateliér malifstvi 3 ma
v nékterych aspektech blizko k Ateliéru intermédii, na
rozdil od néj vSak zlistava v centru zajmu pedagozek
i studentek a studentt stale malba. Co takovyto pfistup
znamena v praxi?

Vedouci ateliéru se mimo jiné snazi studujicim predat
poselstvi, které si samy vyzkousely pfi své tvorbé:
malifsky lIze pracovat riiznymi zplisoby a malba je
pfirozené propojena s konceptualnim uvazovanim.
Presto zde zlistava dlraz kladeny na formu, kterou
vyucujici povazuji u malby za zasadni. Vysledkem
tvorby pak muze byt nejen klasicky obraz, ale i knizni
ilustrace, animace, dilo vytvorené ve spolupraci s gra-
fickym designérem nebo fada jinych vystupl, jez svét
souc¢asného umeéni a jeho provozu nabizi. Takovéto
uchopeni vyuky vyzaduje velmi individualni prFistup.
Toho se pedagozky snazi dosahnout tim, Ze ateliér
pojimaji jako misto, kde se kazda myslenka nebo pocit
mohou stat podnétem k hlubsimu prozkoumani akde je
vitana kazda odlisnost. Otevienost, citlivost, trpélivost
avédoma prace se specifiky vnimani a uvazovani jed-
notlivych studentek a studentt jsou chapany jako kli¢
k uchopeni jejich potencialu. Studujici jsou vyzyvani
k tomu, aby jej maximalné vyuzili. Zaroven maji prostor
vyjadrit svlij nazor a pocity nejen z vlastni prace, ale
i z prezentovanych dél svych spoluzacek a spoluzaku.
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Prestoze by se z vySe uvedeného mohlo zdat, ze
obzory ateliéru urcuji hlavné souc¢asné trendy, opak
je pravdou. Vedouci se snazi zprostfedkovavat stu-
dujicim vSechny cesty, kterymi se kdy malba v historii
ubirala a kterymi se vydava v soué¢asnosti. Vysledkem
je ateliér stojici na ovéfenych zkusenostech vyuky
malby v akademickém prostredi a zaroven reflektujici
soucasné mysleni.

Pedagogické vedeni:
Patricie Fexova
Veronika Vlkova

(Ateliér performance}

,Performance je
otevreny umélecky zanr*

Prestoze internet je pfi nejriiznéjSich ¢innostech jiz
neodmyslitelnou souéasti nasich Zivotu, plnohodnotnou
nahradou fyzické pfitomnosti se zfejmé nikdy nestane.
Stejné jako internet vstupuje do nasich Zivotu, stavaji
se soucasti tvorby studentek a studentti tohoto ateliéru
moderni nastroje jako video nebo digitalni postpro-
dukce. V hledacku jejich zajmu vsak zGstava tradicni
performance, jez pro né predstavuje metodu sdileni
emocionalni zkusSenosti. Pristupy k performance se
ov§em misi natolik, Ze se z ni stava otevieny umélecky
zanr, ktery jde napfi¢ jednotlivymi médii. Pedagogové
proto ateliér prezentuji jako studio souc¢asného vytvar-
ného umeéni. Toto pojeti jim, na rozdil od divadla a filmu,
které se také zabyvaiji performance, av§ak jsou mnohem
vice svazany se zabavnim pramyslem, dava svobodu
Vv uvazovani a v experimentovani s novymi pristupy.

Studenti a studentky mohou pracovat s predem danym
scénarem, anebo zvolit intuitivni pfistup a reagovat
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podle dané situace. Mohou sami na sebe vzit roli per-
formerek a performert, ¢i se rozhodnout, Ze budou
iniciatorkami a dirigenty, ktefi Fidi vystup realizovany
jinymi lidmi. Vedouci ateliéru se proto snazi pfizplsobit
vyuku individualnim potfebam, reagovat na to, zda
se zde sejde skupina, ktera jiZ ma za sebou néjakou
uméleckou praxi, ¢i zda zrovna prevazuji studujici,
ktefi konkrétni postupy teprve hledaji. Podle toho
také vyucéujici urcuji, zda budou v daném semestru
pracovat na spoleéném tématu, ¢i zda tuto volbu
nechaji na rozhodnuti studenti a studentek.

Promény ateliéru zaroven pedagoglim umoznuji konti-
nualné pracovat na redefinici performance a zkouset
rtizné postupy, pfic¢emz ty nosné ve vyuce zUstavaji.
Mezi né patfi snaha poskytovat kritickou zpétnou
vazbu ¢i snaha uvést studentky a studenty co nejvice
do praxe. V ateliéru spole¢né pripravuji vystavy a dalsi
umélecké projekty, pfi kterych si studujici mohou
vyzkouset riizné role od kuratora pres architekta,
grafického designéra az po mediatora, jenz moderuje
diskusi o daném projektu.

V ateliéru performance se zabyvaji tématy, jako je
de-kolonialismus, segregace arasismus, feminismus
¢i otazky genderu, diskutuji o sou¢asné performance
asouc¢asném uméni obecné. Tyto diskuse vedou volné
asociativné na zakladé aktualniho zajmu studentt
a studentek tak, aby jejich vystupy nebyly kopirovanim
jiz existujicich pfistup(, ale poué¢enymi uméleckymi
dily. Vysledkem je ateliér, pro néjz je dilezity dialog
a snaha nezapadnout do Skatulky.

Pedagogické vedeni:

Julie Béna
Jakub Jansa
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(Ateliér produktového designu )

~Snazime se naucit
studujici premyslet”

Podle vedoucich Ateliéru produktového designu do-
dnes zlistava v nasich myslich zazZita mylna predstava
ojejich oboru: designérky a designéfi by méli vytvaret
hlavné pékné véci. Jenze nikdo uz neumi definovat, co
to takova hezka véc je, navic estetika podléha rychlé
maodé. Proto krasa rozhodné neni hlavnim aspektem,
na néjz se pri studiu v Ateliéru produktového designu
zaméruji. Naopak se soustredi na kontext, pochopeni
materialu, premysleni o jeho vlastnostech a funkénost
vysledného produktu, pfi¢emz nezapominaji ani na
socialni aspekt. Pedagogové se snazi ucit studentky
a studenty premyslet o situacich a problémech, které
v zZivoté nastavaji. Jsou presvédcéeni, Ze kdyz urcita
véc funguje dobre, ocenijii clovék, kterému se este-
ticky nelibi. Cilem tohoto ateliéru je zkratka vytvaret
prostfedi a nastroje k Zivotu.

Ateliér produktového designu stoji rozkroéen mezi
designem a architekturou, historicky provazanymi
obory, coz ostatné dosvédéuje Fada architektii-desig-
néru. Pro kontext stfedni Evropy jsou dodnes duleziti
umélci stojici na pomezi téchto dvou oblasti, at uz ti,
ktefi plisobili na zacatku minulého stoleti ve videnskych
dilnach Wiener Werkstétte, nebo ti, ktefi pozdéji vzesli
z okruhu Bauhausu. Takovyto pfistup vyzaduje naugcit
studenty a studentky praci s riGznymi méfritky, jejimz
vysledkem je schopnost vytvaret predméty uréené
pro interiér i exteriér. Na jedné strané se mlize jednat
o zadani, jehoz vystupem je interiér malé chatky, vedle
toho v§ak mohou studujici pracovat na navrhu funkéniho
mostu. Diky takovémuto pristupu se do praci studentek
astudentll dostava Sirsi kontext a vysledek jejich prace
nespociva jen ve vystaveni zZidle na bilém pozadi.
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Pro pedagogy je dilezité, aby absolventky a absolventi
védéli, Ze poslanim designéri neni jen navrhovat vazy.
Vedou je k tomu, aby uméli pokryt co nejsirsi spektrum
zadani, zakazek a napadt. Toto Siroké pole moznych
vystupl s sebou pfinasi téz siroké pole materiall, jez
je potfeba lépe poznat. Proto pedagogové a studujici
navstévuji rizné dilny, kde zkous$eji, zda a co k danému
materialu sedi, zjistuji, co ten ktery material umi a jak
se pouziva. Vedle femesiného zplsobu pfemysleni
vSak v Ateliéru priimyslového designu uéi i mysleni
konceptualnimu. Pedagogové vedou studenty a stu-
dentky k tomu, Ze mohou byt k zadani kriticti, snazi
se je primét nebat se experimentovat. Uvadi pfiklady,
predkladaji vyzvy a prostfednictvim dialogu podné-
cujici studujici k pfemysleni a konfrontaci zazitych
principu.

Pedagogické vedeni:
Ondrej Tobola
Jan Mikosa

(Ateliér socharstvi 1)

~Spachtle, hlina,
skener a 3D tiskarna“

Ateliér socharstvi 1je znam tim, Ze propojuje tradi¢ni
techniky s 3D technologiemi. Kdo otevre jeho dvere,
setka se s fadou soch, jez zobrazuji figury. Ty jsou
vysledkem zadanych ukoll, které studentky a studenti
zpracovavaji v prabéhu prvnich étyr semestra. Podle
pedagogu neni smyslem vysokoskolské vyuky uméni,
aby absolventi a absolventky Skoly umélijen reagovat na
figuralni zadani. Znalost proporci a anatomie lidského
téla zde vSak povazuiji za zaklad, ktery slouzi k pocho-
peni hlubsich vztaht alze z nich vychazet i mimo oblast
realistického socharstvi. Studentky a studenti mohou
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v budoucnu na anatomickych znalostech stavét, ale
také je mohou odmitnout ¢i se vii¢i nim vymezit.

Z tohoto diivodu je stéZejni soucasti vyuky u mladsich
rocnikUl prace na tradi¢nim zobrazeni figury: studentky
a studenti se uéi, jak vymodelovat portrét a spravné
anatomicky zachytit lidské télo, jak nastudovat a so-
charsky ztvarnit architekturu latky nebo jiny mékky tvar.
Nasledné studenti sami hledaji, ¢im se budou zabyvat
akterym smérem se vydaji. Pedagogové vSak zlstavaji
jejich pravodci, konzultuji se studujicimi vybrana téma-
ta, poslouchaiji, ptaji se a pfipadné navrhuiji dil¢i posuny
v zadanich tak, aby o nich mohli spole¢né premysiet.
Zaroven je tento ateliér mistem, kde se intenzivné
zabyvaiji digitalnimi 3D technologiemi. Pedagogové
pfitom vychazeji z nazoru, ze byt sou¢asny nemusi
znamenat jenom kladeni dlrazu na politicka témata.
Soucasnost podle nich miize do dila vstupovat pravé
prostfednictvim 3D technologie; a je to pravé techno-
logie, ktera mozna dokaze do dila pfinaset nova témata
anové formy. Pocitacové programy a 3D tiskarny tedy
predstavuji vtomto ateliéru nastroj, ktery se studentky
a studenti maji nauéit pouzivat a szit se s nim.

O socharské tvorbé se pedagogové a studujici bavi
také prostrednictvim autor, jejichz dila studenty
a studentky zajimaji. Zakladem je archaické recké
socharstvi, nevyhybaiji se v§ak ani konfrontaci s pred-
nimi svétovymi tvirci souéasného socharstvi. Mezi
né se fadi napfiklad Ron Mueck, z jehoz realisticky
zpracovanych figur nékdy az mrazi. Vice nez na proces
je vtomto ateliéru kladen diiraz na vysledek, ktery ma
splnovat pozadavky na sou¢asnou sochu.

Pedagogické vedeni:

Michal Gabriel
Tomas Medek
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(Ateliér socharstvi 2)

sJvédomovat si
souvislosti, které
socharskeé dilo definuji“

Kdyz v devadesatych letech vedl socharsky ateliér na
Akademii vytvarného uméniv Praze vyznamny umélec
Stanislav Kolibal, nazval jej ,Socha, prostor, instalace“.
Pravé toto uchopeni klasického socharského média
vyhovovalo pedagoglim Ateliéru sochafrstvi 2, a zvolili
si jej tedy jako vychodisko k pfistupu k vlastni vyuce.
Tvorbu Stanislava Kolibala a dalSich umélct, ktefi
pracovali s geometrickymi tvary, pfitom nepovazuji za
dogma. Intenzivné vnimaiji, Ze dochazi k rozvolfiovani
kolibalovského pristupu a tyka se to témat i materiala,
s nimiz studentky a studenti ateliéru pracuiji. Jsou to
pravé oni, kdo prinasi do ateliéru nové pristupy a zpt-
soby premysleni, a postupné jej tak proménuiji.

Stejné tak kolibalovsky pFistup rozvolfujii moznosti,
které nabizi prostiedi, v némz socharska dila vznikaji.
Jako priklad takovéhoto tvrzeni poslouzi projekty,
do kterych vstupuje socialni aspekt. Studenti a stu-
dentky se napfiklad uci, jak pracovat s komunitou
obyvatel vesnice, pro niz sochu vytvareji. Premysleji,
jak spravné analyzovat prostredi, kde ma dilo stat,
jak jednat s majiteli pozemku, jak ziskat pro svoji my-
Slenku lidi, ktefi budou kolem dila kazdy den chodit.
Uci se, Ze kromé volby tématu a materialu je dulezité
brat v potaz i environmentalni a socialni hledisko.
Samotna témata pedagogové chapou jako pomocnou
berlicku, zaroven vsak jsou si védomi toho, zZe jejich
volba by neméla byt, zvlasté u mladsSich studentek
a studentl, bezbfeha. Nékdy se proto snazi primét
své mladsi kolegy a kolegyné k dosud nevyzkouse-
né volbé motivu ¢i neoéekavané reakci. Kdyz vsak
studujici dlouhodobé fesi jeden problém, ktery stale
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nabizi moznosti, kam jej posunout, nechavaji je si
celym procesem v klidu projit.

| pFes vySe popsané zmény zlstava v souladu s plivod-
nimivychodisky premisa, Ze kazda socharska realizace
vznika v predem daném kontextu. Pedagogové tak ne-
chapou dilo jen jako plastiku, ktera je uzaviena samado
sebe, a chtéji, aby si studentky a studenti uvédomovali
prostorové i dalsi souvislosti. Jaké? Treba souvislost
kazdého dila s jakymkoli namétem s lidskou postavou.
Ta totiz slouzi k poméfrovani véci a k vnimani prostoru,
ktery nakonec vzdy vztahujeme k ndm samotnym. I pres
zminéné vychodisko v Kolibalové pedagogické kon-
cepci se vedouci ateliéru odkazuji k bohatému spektru
aktualnich realizaci ¢eskych i zahrani¢nich umélc(, jez
povazuji za uzite¢né pravé proto, Ze v ném studentky
astudenti mohou hledat podnéty pro svou viastni tvorbu.

Pedagogické vedeni:
Jan Ambraz
Pavel Korbicka

(Ateliér télového designu)

,Zit ve shodé
s vlastnim télem*“

Respekt ke studujicim a k tomu, ¢im se zabyvaiji, je
typicky pro celou Fakultu vytvarnych uméni. Pokud
by vsak bylo nutné jmenovat pouze jediny ateliér, jejz
tato charakteristika vystihuje, pak by to byl Ateliér
télového designu. Pro¢ praveé ten? Odpovéd najdeme
v samotném zaméreni ateliéru, ktery neni definovan
konkrétnim médiem - studenti pracuiji rGznymi pfistupy
a s Sirokou $kalou materialii od betonu az po textil.
Predmétem jejich zajmu je lidské télo, to ale nezna-
mena, ze byste se zde setkali s vyukou kresby aktu.
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Pedagozky ateliéru se télem zabyvaji v konceptual-
néjsich rovinach, tfeba pfi performativnim zkoumani
anatomie, lidskych smysla a vnimani.

Diky tomu se v Ateliéru télového designu c¢asto resi
témata souvisejici s otazkou vlastniidentity. Ateliér laka
nejen extrovertni povahy, ale také studentky a studenty,
ktefi vnimaiji svoji totoZnost jako néco nesamoziejmého
a ve své tvorbé resi osobni otazky, jejichZ zpracovani
vyzaduje velmi citlivy pedagogicky pfistup. Vedle tématu
identity zajima vedouci ateliéru také zobrazovanilidské
sexuality v uméni v pribéhu ¢asu, vztahy mezi lidsky-
mi tély navzajem, vztah mody k télu, socialni témata,
umeéni ve verejném prostoru, jakoz i otazky spojené
s aktivismem. Diky tomu se do vyuky v Ateliéru télového
designu dostava nejen spoluprace s aktivistickymi skupi-
nami, ale také s dalsimi obory, které zkoumaji lidské télo
neuméleckymi metodami, jako je napriklad antropologie.
Ve srovnani s nimi poskytuje Fakulta vytvarnych uméni
studentkam a student(im pfi praci s tématem vétsi svo-
bodu: zbavuje je pripadné tézkopadnosti a umozniuje
jim dojit k vysledku vizualni zkratkou.

Pro umélecka vychodiska, s nimiz v ateliéru pracuiji,
jsou pak vyznamna 70. léta 20. stoleti, kdy se ve svété
v pomérné kratké dobé zacaly projevovat riizné metody
anastroje, kterymilze prostfednictvim vytvarného uméni
zprostredkovat feministické myslenky. Do ¢eského pro-
stfedi tyto tendence dorazily az s vyraznym zpozdénim,
atov90.letech, kdy se staly predmétem zajmu Veroniky
Bromové a dalSich umélkyn. V Ateliéru télového designu
netrvaji na otevieném deklarovani feministickych mys-
lenek. Ty do tvorby studuijicich pronikaji nevyhnutelné
skrze téma téla - pfi chapani feminismu jako pecujiciho
sméru, ktery klade diiraz na shodu s vlastnim télem.

Pedagogické vedeni:
Lenka Klodova

Karolina Kohoutkova
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Ateliér video

»,Nase nejpouzivan
slovo je volnost*

vewr

jSi

Ateliér videa patfi mezi ta pracovisté, u nichz neni Giplné jasné
definované, do jaké miry spadaiji do oblasti uzitého, ¢i volné-
ho uméni. Z nabidky moznych pfistupt ke svému médiu si
pedagogové tohoto ateliéru vybrali ten konceptualni. Pojem
alné-kulturni prostor, v némz se audiovizualni technologie
uplatiuje. Studujicim sice nabizeji kurzy prace s animaci ¢i
postprodukci videi, které simohou volit podle svého zajmu,
nicméné femeslem jako takovym se zde hloubéji nezabyvaiji.

Pro Ateliér video je totiz charakteristicka urcita svoboda
a volnost v pojeti vyuky. Snazi se zde vyhybat Sablonam
a danym predstavam, které by mély byt napinény. Pro pe-
dagogy neni dulezité, aby studujici pracovali na konkrétnich
zadanich. Naopak, kazda studentka a kazdy student maji
moznost délat to, co chtéji. Jejich vedouci jsou otevreni
novym napadlim a snazi se, aby se studujici ve své tvorbé
posouvali, pficemz po nich nutné nepozaduiji, aby togili videa.
Namisto toho je uéi pracovat se sirokou skalou médii, od
kuratorskych vystupt az po video eseje. Vysledkem mohou
byt pfibéhy na dokumentacni i fikéni Grovni; jako napfriklad
projekt, ktery se zabyval udrzitelnou médou a zahrnoval
aspekty prace s historii médy (jeho autorka presila navr-
hy, které se objevily ve zvoleném cisle ¢asopisu Burda), ¢i
projekt, jehoz autor zkoumal symboliku vlasti a zabyval se
presahy tématu smérem k antropologii. S navrhy na konkrétni
témata pfichazeji sami studenti a studentky, vedouci se spise
Fidi tim, co jejich mladsi kolegyné a kolegové dlouhodobé
sleduiji, radi jim s hledanim cesty a podporuiji je ke spolupraci
mezi sebou navzajem.

Pfi ateliérovych diskusich usiluji pedagogové o to, aby
prace studentek a studentd byla uvedena do kontextu
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souc¢asného uméni, hudby, kinematografie. Navazuji na
déjiny videoartu, diskutuji o vzniku a historii videoartu
v Cechach, poustséji si konkrétni videa, povidaiji si o es-
tetice z prelomu 80. a 90. let minulého stoleti, o prvnim
pouzivani 3D efektl. Pohyblivy obraz a jeho uplatnéni
v kontextu vytvarného uménije tedy vzdy vychodiskem
debaty, ktera se vSak muize stogcit rliznymi sméry. Pfes
velkou volnost se nakonec vétsina absolventl a ab-
solventek natacenim videi zivi. Pomaha jim pfi tom, ze
prosli ateliérem otevienym k diskusi nad systémem,
zjistili, jak v uméni funguje produkce, distribuce a fada
dalSich pozic, a zZe ziskali schopnost definovat své téma
a prezentovat je;j.

Pedagogické vedeni:
Martin Mazanec
Jan Sramek

(Ateliér hostujiciho pedagoga / hostuijici pedagoiky)

,Retézec dodasnych kolektivi
s vyraznou osobnosti v centru®

Ateliér hostujiciho pedagoga (hostujici pedagozky) na-
bizi kazdy semestr studujicim novou moznost potkat
se s vyznamnou osobnosti svétového uméni. Ateliér je
pro studujici skvélou prilezitosti, jak konfrontovat své
zavedené vnimani prostrednictvim setkani nejen s novym
vedoucim ¢&i novou vedouci ateliéru, ale i se studujicimi
zjinych ateliérti FaVU. Zvédavost, flexibilita, komunikativ-
nost, touha analyzovat a ochota sdilet jsou predpoklady
pro studium v tomto ateliéru.

Formai obsah vyuky jsou kazdy semestr jiné a vychazeji
z konceptu aktualniho vedouciho ¢i vedouci ateliéru.
Vyznamné osobnosti na pozici vedouci nebo vedouciho
ateliéru vybirame ze seznamu potencialnich kandidatt a
kandidatek navrzenych vyucujicimi a doktorandy fakulty
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na zakladé jejich odbornych doporuceni. Vybrani umélci
a umélkyné k nam prichazeji z prostredi s ¢asto odliSny-
mi pFistupy. Pro mnohé z nich je vedeni ateliéru vitanou
prileZitosti k rozvoji pedagogické praxe, ktera vychazi
z jejich vlastnich zkuSenosti z plisobeni na mezinarodni
umélecké scéné. V priibéhu semestru studujici ¢asto do-
stavaji moznost sledovat aktualni tvorbu svého pedagoga
pripadné ateliér a nahlédnout do fungovani svéta uméni
v jiném nez ¢eském prostredi.

Rovnéz forma studia v AHP je pro nase studujici zménou.
Studium mizZe probihat v jiném rytmu, nez jsou pravidelné
tydenni konzultace. Program mtize zahrnovat intenzivni
nékolikadenni obdobi spoleéné prace a konzultaci a ob-
dobi individualnéjsi distan¢ni komunikace. Pro ucast je
nutna pomérné vysoka uroven znalosti angli¢tiny.

Pro nase studujici je ateliér pfinosny nejen zménou naro-
ka, jazykovych, ¢asovych a profesnich, ale také moznosti
byt soucasti jedine¢ného, doc¢asné ustaveného kolektivu.
O studium v AHP se mohou uchazet studuijici kteréhokoliv
ateliéru FavU, véetné doktorandi a doktorandek. Formu
Ucasti nabizime v pfipadé dostateéné kapacity i nasim
absolventlim a absolventkam. Studium zde se tak stava
prilezitosti potkat kolegy a kolegyné s podobnymi zajmy
napfic ateliéry a konfrontovat svtij zplsob tvorby a mysleni
s jejich pristupy. Ateliér hostujiciho pedagoga je Fretézcem
docasnych kolektiv( tvofenych lidmi se soustfedénymi
zajmy, v jejichz stiedu stoji vzdy vyrazné osobnosti s velmi
originalnimi postupy a praxi.

Pedagogické vedeni od roku 2019:
Przemyslaw Kwiek

Karol Radziszewski

Sidsel Meineche Hansen

Antye Greie-Ripatti

Zuzanna Czebatul

Jennifer Helia DeFelice za FavU
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STUDIOS

From the students’ perspective, the studios are the
basic and most visible organizational units of the
faculty. The students apply to studios, take entrance
exams, and meet their supervisors already during the
open days and preliminary consultations. The pros
and cons of the studio form of teaching at art schools
are currently subject to an intense debate. Art school
studios and the associated ,master model‘ have a
long tradition going back to the nineteenth century,
but their alternatives have also been known for a
long time. More open systems, in which students do
not gather in small, relatively closed circles around
their ,masters’, developed in the avant-garde schools,
and their variations have continued to grow since the
1970s to the present day. Also, some of the foreign
partner schools of the FFA BUT offer an alternative
where the students do not choose studios, but rather
individual courses or blocks of courses.

FFA, like other art schools in the Czech Republic,
has so far stuck to the model of studio teaching. Its
advantages include the opportunity to learn and work
in a closer and more stable circle of fellow students
and the possibility of building longer-term relation-
ships where itis not necessary to constantly redefine
oneself. These strengths are increasingly combined
with project-based learning, the involvement of guests
and external consultants, and experimentation with
horizontal and collaborative forms of working. FFA also
systematically supports both intra- and inter-univer-
sity mobility of learners. From the second semester
of studies, the students caninternin other studios of
the faculty and carry out study visits to universities
in the Czech Republic and abroad. The studio thus
remains a solid base on which one can rely but by
which it is not necessarily bound.
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Studio profiles are an essential part of the public
presentation of the faculty. Behind the general names,
such as painting studio or performance studio, there
are specific pedagogical concepts that naturally
change when the tutors in studios change. These
specific programs are presented by the studio heads
in the form of short descriptions on the FFA website
and are also presented in electronic and printed
brochures addressed directly to prospective stu-
dents. Although the profiles of the studios already
exist in the above-mentioned form, we decided to
create new ones in cooperation with Silvie Sebor-
ova for the purpose of this publication. The founder
of the artalk.cz platform and an active organizer of
art events in Brno (presently being a new curator of
the Open Studios Festival) met all the heads of FFA
studios in the autumn of 2021, and in the interviews
that became the basis for the brief profile texts she
focused on determining the characteristic features
of each studio - on defining what characterizes the
pedagogical approach, how the work is organized,
how communication works in the studio, etc. Each
profile should then express the basic ethos of the
studio in a single sentence.

The studio profiles are listed alphabetically. Their
order deliberately does not reflect the history of the
gradual expansion of the studios or the structure
of the fields in which subparts of individual related
studios are clustered. We emphasize by this ordering
our belief that the identity of studios is today primarily
subject to a certain ,negotiation‘ between the tradition
inscribed in their names and the specific authorial
positions and pedagogical approaches of their heads.
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(Environment Studio)

“We emphasize the
relationship between art
and the environment”

Environment has recently become a trendy word,
being often used in connection with the environmen-
tal crisis. However, in the studio of the same name,
the term “environment” is understood not only as a
designation of what surrounds us. For the heads of
the studio, environment in the broadest sense also
means a background of thought, a specific situation
or a designation of the essence thatis common to all
people. As a result, the studio relates to the tradition
of conceptualism, land art and site-specific art, rather
than to classical artistic disciplines. The tutors are
aware of the fact that site-specific art is not a dominant
theme for the current generation - that is why they
try to emphasize that art does not exist in a vacuum
but needs a social contact, being influenced by the
context for which it is created. This context can be
spatial but also a social, political, or cultural one.

In practice, this means that the individual projects that
students work on may be based on specific spaces and
places, however, this is not a necessary starting point.
Much more important is the conceptual orientation
of the studio and the approach of its tutors, through
which students learn to move freely among differ-
ent media. The atmosphere in the studio constantly
changes with new students, and their inclinations
vary, being sometimes more or less ecological, more
or less focused on painting, and so on.

The students work on joint and independent projects,
go for walks together, attend plein air workshops,

travel abroad, and follow the contemporary art and
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culture in the Czech Republic and other countries.
Their studies include reading literature and texts
related to the orientation of the studio. If they feel
helpless, the tutors try to give them impulses or point
them somewhere, paying attention to individual ap-
proach, trying to discuss with the students and achieve
contextually richer results. The aim of the studio is to
form knowledgeable graduates who are capable of
producing critical artistic reflections of our society.

Tutors:
Barbora Klimova
Matéj Smetana

(Photography Studio)

“The goal of our journey
is the philosophy of
photography”

In the introduction of the text about the Photography
Studio it is impossible to avoid the question “What
does photography actually represent today?” This is
what educators often think about and discuss with stu-
dents. In doing so, they are aware that in recent years
the medium of photography has blurred its previously
clearly demarcated boundaries. For example, what
is the difference between someone’s playing with a
photography app on their mobile phone and art? Where
is the line that determines what is still play and what
is already art? Due to this kind of thinking, it does not
matter if the students produce a work in which there is
no photography at all. But the crucial point is that the
result can always be related to photography in some way.

It follows that the focus of the Photography Studio
is quite broad. Its tutors encourage experimental

275



approaches. They do not force students to use only
digital equipment, those who want to explore analogue
photography will find support, too. The only thing
they do not really deal with is product photography,
although even this statement cannot be taken to the
letter. We should rather say that product photography
is not understood as a final product, but as a path that
can inspire a specific assignment (i.e., food photogra-
phy). In fact, when choosing topics, the studio tutors
try to come up with something new every time so that
neither they nor the students get bored. The topics
and assignments they choose are often provocative:
they consider it important that students get used
to moving with the camera even in situations when
they do not feel completely at ease. It is clear that if
someone wants to pursue documentary photography,
they will find themselves in challenging situations, in
the midst of specific communities, and they will need
to be able to confidently stand behind the camera.

Despite all that has been said, there is one common
denominator. In the studio they rely on a conceptual
approach and want to play with the medium. The
output can then be work with someone else’s im-
ages that the students have found on the internet,
a performance event, or a theatre play. This is what
the studio calls “live photography”: the students,
together with their tutors, try to create a situation,
to install themselves in it, and to develop it if it is
possible. Although no one is formally constrained
in the Photography Studio, students end up sticking
to the medium of photography, or returning to it as
a footing. It helps them not only complete their as-
signments, but also develop the ability to play with,
think of, and interpret the subject matter in their own
way. The unorthodox topics are then accompanied by
unusual presentation formats, for example through
performances at the studio’s adaptation of Pecha
Kucha format. In these, however, the tutors return to

276

the basic questions: Should photography be an artistic
medium like painting? Should it be used to think of
the meaning of art? Or should it be purely accidental,
with no intentional artistic intent?

Tutors:
lvars Gravlejs
Tomas Javirek

CGraphic design Studio 1)

“Common discussion
and cooperation”

Nowadays, graphic designers often find themselves
in situations where they must fight for their jobs in
competitions just to be later faced with harsh dead-
lines to submit their work. This is one of the things that
Graphic Design Studio 1 were opposed to, when they
decided not to accept commissioned work. Instead of
competition, they emphasize long-term collaboration,
and instead of speed, they emphasize slowness. They
also try to avoid pressure for performance, compulsive
self-presentation, or individualism. On the other hand,
the economic sustainability of projects is essential,
regardless of whether these projects are carried out
at school or elsewhere.

In the Graphic Design Studio 1 they think it is essen-
tial to discuss with each other, to develop common
tools and practices in their work, and to collaborate
in general. The studio functions as a meeting place
for people who can enrich and inspire each other.
In practice, this means exploring and defining how
everyone, regardless of the roles assigned to them
by the school, could function as a community in
which information and experience are shared. It is
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therefore not important who officially holds the role
of the teacher and who is the student. The tutors in
this studio do not function as mentors, trying to pass
on their own knowledge and experience to others
from their position; the tutors are an equal part of
the community. Therefore, there is no head of the
studio - the acronym AGDX stands for all those who
are part of the community.

Graphic Design Studio 1 differs of course from the
traditional concept of studio-based art and design
education in other aspects as well. The very nature
of the approach to learning in this studio implies that
there are no supervisors who assign new tasks to stu-
dents. Everyone works here on their own projects and
at their own discretion, with intrinsic motivation and
self-responsibility playing an important role. Every-
one evaluates their own work and receives feedback
if they ask for it. The design itself is understood by
theminits broadest possible sense and the designer
is understood as a person who consciously influences
the world in which they move with their work.

Tutors:
AGDX

(Graphic Design Studio 2)

“We are looking for a
different way of seeing”

In Graphic Design Studio 2, they are trying to under-
stand the role of design. To achieve this goal the tutors
encourage a lively discussion which they develop with
the general idea that there is no single right view. In
conversations that follow, the pedagogues are not only
the studio heads but also visiting professors from the
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Czech Republic and abroad, invited by the tutors to
provide feedback to the students. This allows more
voices and more opinions to be heard in the studio,
opening all kind of directions. Among them, students
find the one that is closest to them. What conclusions
do they come to?

Studying graphic design is not limited to designing
layouts for books, posters, logos, websites, or other
media, although this work is also part of the profes-
sional practice. Rather, for educators and learners,
it is a complex way to communicate with the world.
Neither the commercial nature of the field nor its
purely artistic forms are solely embraced there. There
is no mantra of the ideal graphic designer, yet there
are some goals to achieve: to understand the possi-
bilities of the profession, to experiment without fear
of failure, and to keep on questioning why graphic
design exists and what it brings us.

In the studio, both the tutors and students come up
with topics for discussion. These topics can later
be turned into assignments, yet students are free to
choose from arange of options of how to conceptualise
them. Educators are aware that some students feel
more comfortable working on a specific topic, while
others feel more comfortable when they have a set
form - and they try to accommodate these individual
demands. An important part of the teaching process
is also having enough time for consultations, trips, or
watching films and other cultural activities, from which
discussions towards design or other topics are then
developed. As aresult, students become aware of the
possibilities of graphic design and how they can use
themin whatever life or work environment they choose.

Tutors:
Denisa Kollarova
Jozef Ondrik
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(Game Media Studio)

“Game media are
a great tool for
artistic creation”

Digital games are now a widespread, attractive, and
popular part of the lives of children and adults alike.
Although video games are often the first association
that comes to mind when it comes to game media, it
would be misleading to narrow the intention of this
studio to them. Although the students of the Game
Media Studio work with contemporary technologies
to learn their craft, the tutors are not only concerned
with digital games, but with the subject-matter of
games in general, in the broadest possible sense of
the word: it can be board games, card games, spatial
games, or even the game itself as a principle. There-
fore, in this studio, questions like “What information
can be conveyed in the form of a game?” are dealt
with in the studio.

Asking these questions, they understand game and
play as something common, as a means of commu-
nication and education. In addition to game culture,
this studio is also interested in contemporary culture
in general. This is also the reason why they honour
the humility of traditional media, work with them and
look for methods that allow bridges to be created be-
tween seemingly incompatible media - students are
not shied away from working with classical painting,
photography or illustration. However, unlike studios
dealing with other media and approaches, this one is
civil, not looking for trending themes or topics related
to current politics. This makes the Game Media Stu-
dio more resistant to the various, and often volatile,
manifestations and attitudes of the art scene.
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Classes are taught in semester cycles, during which
students work on individual projects. In doing so, the
studio tutors try to respect their intentions, understand
what and how the students perceive, and allow them to
follow their ownideas. The implication is that this is not
a plain design studio: the tutors stress to the students
that game design is just one component of game de-
velopment. In fact, unlike the game industry, here they
can afford to experiment, to push the boundaries of
the medium, to leave out some of the segments that
make up a game, to try to play with graphics or game
dynamics. In addition to craftsmanship, working with
story, drama, or narrative shorthand is also part of the
studio’s skill set, so the working methods are thus most
similar to a Renaissance workshop. Understanding the
intention of the studio today is also helped by the fact
thatinrecent years, game elements and language have
been making their way into the minds of everyday people,
and as a result, the work of graduates is beginning to
be understood outside the geek bubble.

Tutors:
Vojtéch Vanék
Tomas Hriza

(Intermedia Studio)

“We want students
to be happy”

As much as such this motto may sound as a hackneyed
cliché or a novelist’s statement (after all, the words “Hap-
pinessis free for all, and let no one leave empty-handed”
end the Strugatsky brothers’ famous science fiction
story Stalker), it begins to make sense upon a closer
look into the contemporary art world. What has been
characteristic of its operation in recent years? The
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number of art colleges has grown, while the existing
ones have seen an increase in studios, students, and
alumni. Both the definition and status of the artist is
changing as well as the person who determines it. While
in the past it was dependent on institutions such as
museums, galleries, or auction houses, today it involves
everyone who is part of the art world: including the
students themselves. These changes are consciously
takeninto account by the tutors of the Intermedia Studio.
This allows them to discuss with the students how to
proceed with their studies.

At the same time, they want the students to find their
work fulfilling for them and to see as many graduates
as possible succeeding in their careers. However,
success and employability do not only concern the art
market: they cover a wide range of professions that may
or may not, on the face of it, be art related. The head
of the Intermedia Studio draws on the premise that
an artist can be a person who applies the knowledge
gained from studying art in a completely different field.
Thus, the studio is for those who enjoy thinking about
a wide range of topics while moving among different
media or using multiple media at the same time. The
form of experimentation increases the chances that
students will discover what interests and fulfils them,
but at the same time, the result is not intended to be,
and is not, a superficial alternating of media. In fact,
critical thinking is an essential skill for studio graduates
that precedes the actual output. This can be avideo, a
happening, or even a painting: the graduates are aware
of the whole range of possibilities and forms, and they
choose the one that best suits their intention.

The Intermedia Studio does not refuse to follow the
trends and currents that underpin the contemporary
art, but this studio is so specific that inspiration from
a particular tendency could be rather misleading.
Therefore, the tutors work more with the current
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state of society and are inspired more by the current
political, scientific, and cultural events than by the
artistic past. They think together with the students
about topics related to what we are experiencing now
and how we imagine our future.

Tutors:
Valentyna Janl
Jonas Strouhal

(Drawing and Graphics Studio)

“We aim at drawing
to be recognized as
a medium “

Both drawing and graphics are among arts that have
been with mankind for centuries. Yet, nowadays,
drawing is often perceived as aninferior medium that
either serves only as a sketch or by its very nature
cannot reach the “heights” of other techniques. This
bias is also evident in the Czech art market, more so
than in some other countries. Drawing and Graphics
Studio try to refute such prejudices and its students
and graduates prove that drawing is a medium equal to
others and allows for the same aspirations as painting,
sculpture or any other modern means of expression.

Those long centuries that drawing and graphics have
gradually been establishing themselves in art are
seen in this studio only as a starting point from which
students can take off in their own artistic journey. The
tutors are not concerned with perfect realistic drawing,
created for the purpose of a stunning effect. Such skill
ideally needs to be mastered before entering the studio,
where it can only be used as a means, not an end. In
the Drawing and Graphics Studio at FFA BUT you will
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not encounter the teaching of classical book illustra-
tion or applied graphics. So, what is the tutors’ main
concern? The studio is characterised by a conceptual
approach in which form follows content. The tutors
discuss with the students their thoughts and ideas, and
then look for an appropriate way to express them. The
emphasis on the content development then provides
an opportunity to develop potential outputs across a
variety of media. The diploma projects resulting from
this studio show that the degree work does not have
to be only a classical drawing or graphic - it can also
be an object or a sophisticated installation.

The tutors follow the conceptual tendencies that were
particularly evident in the former Czechoslovakia in
the 1970s and 1980s, represented by artists such as
Julius Koller, Dalibor Chatrny, and Olga Karlikova.
This is also the basis for efforts to guide students
towards a relationship with the landscape. This has
become atrendy issue nowadays (which is not meant
pejoratively), due to raising concerns about the en-
vironmental crisis. Yet, in this studio they work with
the relationship to landscape inits natural sense. This
corresponds with efforts to spend more time with
students outdoors. The result is sophisticated works
of art that stand up to competition from other media.

Tutors:
Sviétopluk Mikyta
Katarina Hladekova

(Painting Studio 1)

“Not to forget craftsmanship”

Each of the three painting studios of the Faculty of
Fine Arts deals with the legacy of the classical medium of
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painting in its own way. If you are looking for paintings
that find themes in everyday life and are thus easily
understood by the public, you will probably see them
in works of students and graduates from Painting
Studio 1. Its tutors are concerned with craftsmanship,
and they often discuss the formal aspects of painting
with their students. They explain why different paint-
ing techniques are important and teach them how
to use them. As a result of this approach, graduates
are not limited by the lack of skill when it comes to
developing their ideas.

To get a better idea of how teaching works in this stu-
dio, try to imagine a group of painters, perhaps from
the Barbizon School, trying to capture a view of their
surroundings together, but each in their own way. This
simile, givenin a partial exaggeration, can work in more
than just a figurative sense. It is not only in the plein air
sessions which the tutors undertake with the students
that all really work together. In the classes, they discuss
contemporary painting rather than 19th century works,
but they do not shy away from references to the past,
including the Middle Ages. What else is characteristic
of both tutors? When they are engaged in their own
artistic practice, they do not just work as individuals;
both also work in artistic collectives. Collaboration is
an important part of the creative process for them, and
they try to pass on the experience gained in this area
to their students. They do not insist that working in a
collective is necessary for artistic practice. However,
they encourage students to communicate with each
other, and they also consider what students take from
their colleagues to be an important part of artistic
education. Sometimes they work with short-term as-
signments where students are asked to work in pairs
or trios, other times, instead of a studio meeting, they
all work together to paint a model or still life in front
of them. For the tutors this is all about exploring and
mastering the possibilities of the painting medium;
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they want to provide their younger colleagues with
as complete a set of resources and skills as possible
so that they will be able to articulate all they want
through painting.

As aresult, the treatment of the subject matters that
students deal with may not exactly match what we
see as reality. The tutors find it beneficial to work
with free association, so, in recent years, there has
been a noticeable trend in the studio towards fantasy
and mysticism. This reflects the attitude of the tutors
who try to be open to suggestions coming from the
students. They are not averse to different outcomes,
but they are convinced that even those who are inter-
ested in more abstract experiments can benefit from
being able to create a formally convincing portrait in
their work.

Tutors:
Vasil Artamonov
Marie Stindlova

(Painting Studio 2)

“We need time for
boredom in which
creative ideas are born”

“A graduate of an art school should have all the qual-
ifications to become a professional artist.” This idea,
which was originally behind the establishing of art
schools and their individual studios, is now often criti-
cized, sometimes even refuted, or at least questioned.
However, the heads of the Painting Studio 2 believe
that despite the changes the world has undergone over
the last century, it is still valid and relevant. Therefore,
they try to build on this traditional approach and only
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modify it for the needs of today. Artists who graduate
from this studio should not only be great painters.
Other, often forgotten but necessary aspects of
artistic practice might be as important as creativity
itself. Artists should be able to talk about what they
do and why they do it, as well as to be able to apply
for grants, residencies, or to register for open calls.
The curriculum takes these aspects of professional
art world into account as well.

But the main idea behind the educational process in
this studio is something different. According to the
tutors, the pursuit of credits and education for its
own sake has its limits. Good ideas often arise when
one is a little bored and has the space to think of
new things. That is why they try to protect the pre-
cious time students can devote to art, i.e., the time
they consider essential when thinking about creative
education. They then try to combine this approach
with individual tuition. As a result, the teaching in
the Painting Studio 2 can sometimes take the form
of observing and listening, while at other times it
seeks to encourage and push the students to do
more. The important premise is that every person can
be a leader, regardless of the handicaps they might
have. Conversely, as an artist one can transform what
pesters them into an original artistic work.

When the tutors describe the works that are created
in this studio, they prefer to talk about 2D pictures
rather than paintings. Although they are not opposed
toinstallations in principle, the studio gathers students
who tend to surface and not much to space. However,
articulations of the surface can truly expand and take
many different forms in this studio.

Tutors:
Ludék Rathousky

Ondrej Homola
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(Painting Studio 3)

“We want to think about
painting and be open to
other media”

The tutors of the Painting Studio 3 see painting as a
medium that can enrich itself. They perceive it in the
broadest sense, with all the possibilities, overlaps and
paths that this technique seeks in the contemporary
world and that lead to collaboration with other media.
One could say that the Painting Studio 3 is becoming
close to the Intermedia Studio in some respects, but
unlike it, painting remains the focus of the tutors and
students. What does this approach mean in practice?

Among other things, the tutors try to convey a message
to the students that they have experienced themselves
in their own work: painting can be done in many ways,
being naturally linked to conceptual thinking. Yet there
remains an emphasis on form, which the tutors consider
essential in painting. The result of the work can then be
not only a classical painting, but also a book illustration,
an animation, a work created in collaboration with a
graphic designer, or a range of other outputs that the
world of contemporary art offers. Such an approach
to teaching requires avery individual approach. This is
what the tutors try to achieve by conceiving the studio
as a place where every idea or feeling can become a
stimulus for deeper exploration and where every dif-
ference is welcomed. Openness, sensitivity, patience,
and conscious work with the specifics of each student’s
perception and thinking are seen as the key to dealing
with their potentials. Students are encouraged to make
the most of it. At the same time, they have the space
to express their opinions and feelings not only about
their own work, but also about the presented works
of their classmates.
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Although it might seem that the horizons of the stu-
dio are mainly determined by the current trends,
the opposite is true. The tutors try to convey to the
students all the paths that painting has ever taken in
history and is taking at present. The result is a studio
built on the solid foundations of academic teaching of
painting which also reflects contemporary thinking.

Tutors:
Patricie Fexova
Veronika Vlkova

(Performance Studio)

“Performance is an
open artistic genre”

Although the internet is already an essential part of our
lives, it will probably never become a full replacement
for physical presence. Just as the internet has been
entering into our lives, modern tools such as video and
digital post-production are becoming part of the work
of the students in this studio. However, their remain
focused on traditional performance, cherished as a
method of sharing an emotional experience. There
are many approaches to performance, and it has in
fact become an open artistic genre that goes across
different media. The tutors therefore like to present the
studio as a contemporary art studio. This conception
gives them the freedom to think about and experiment
with new approaches, unlike theatre and film, which
also deal with performance, but they are much more
closely tied to the entertainment industry.

Students can work with a pre-determined script or
take an intuitive approach and react according to the

situation. They can take on the role of performers
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themselves, or choose to be initiators and organis-
ers, directing the performance staged by others. The
tutors try to adapt the teaching to individual needs,
responding to whether there is a group that has al-
ready had some artistic experience or whether the
majority of students are just beginning to find their
own language and specific practices. Accordingly, the
tutors decide whether they will work on a common
theme in a given semester or whether they will leave
this choice to the students.

Continuous transformations of the studio allow the
tutors to continuously work on redefining performance
and trying out different practices, those central to their
teaching remaining. These include providing critical
feedback or trying to get students acquainted with
practical aspects of art world as much as possible. In
the studio, they work together to produce exhibitions
and other artistic projects in which students can try out
different roles, from curator, to architect, to graphic
designer, and mediator who runs the discussion about
a given project.

The studio deals with topics such as de-colonialism,
segregation and racism, feminism or gender issues,
discussing contemporary performance and contem-
porary artin general. They conduct these discussions
in a free-associative manner based on the students’
current interests, so that their outcomes are not cop-
ies of the existing approaches, but informed works of
art. The result is a studio for which dialogue and the
desire to stay outside of the box is important.

Tutors:

Julie Béna
Jakub Jansa
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(Product Design Studio)

“We try to teach
students to think”

According to the tutors of the Product Design Studio,
a common misconception about their field still prevails
- designers should mainly create beautiful things.
But no one can define what a nice thing is anymore,
and aesthetics is subject to fast fashion. Therefore,
beauty is not the main concernin the Product Design
Studio. Instead, they focus on context, understanding
the material, thinking about its properties and the
functionality of the final product, while not forgetting
the social aspect. The tutors try to motivate students
to think about situations and problems that arise in
life. They are convinced that if a certain thing works
well, even a person who does not like it aesthetically
will appreciate it. In short, the goal of this studio is to
create environment and tools for living.

The Product Design Studio stands between design
and architecture, historically intertwined disciplines,
as evidenced by many architects-designers. Artists
sharing these two fields are still important in the
Central European context, including those who were
active in the early 1900s in the Wiener Werkstatte
workshops or those who later emerged from the
Bauhaus circle. Teaching students how to work with
different measures results in the ability to create
objects for both interior and exterior use. On the one
hand, an assignment may be the interior of a small
cabin, but also the design of a functional bridge. With
this approach, a broader context is brought into the
students’ work and the outcome of their work is not
just displaying a chair against a white background.
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Itis important for the tutors to let students know that
product design is not just about designing vases. They
teach them to be able to cover the widest possible
range of assignments, commissions, and ideas. This
wide range of possible outcomes also brings with it
a wide range of materials that need to be better un-
derstood. Visits to different workshops help students
to learn and test what fits a given material, to find out
what the material can do and how it is used. In addition
to the craft way of thinking, the Product Design Studio
also teaches conceptual thinking. The tutors encour-
age students to be critical of the assignments, and at
the same time the guide them to use experiment as
a working method. They provide examples, present
challenges, and encourage students to think of and
confront the existing principles through dialogue.

Tutors:
Ondrej Tobola
Jan Mikoska

(Sculpture Studio 1)

“Spatula, clay, scanner
and 3D printer”

The Sculpture Studio 1is known for combining tra-
ditional techniques with 3D technology. Those who
open its doors will see a series of sculptures depict-
ing figures. These are the result of assignments that
students work on during their first four semesters.
The studio tutors claim that the point of art school
education is not only for the graduates to be able to
respond to figural motif assignments. However, the
knowledge of the proportions and anatomy of the
human body is seen as a foundation that helps to
understand deeper relationships and that can be built
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upon outside the area of realistic sculpture. Students
can build on anatomical knowledge in the future, but
they can also reject it or define themselves against it.

For this reason, working on the traditional representation
of the figure is a central part of the curriculum of the
first years: students learn how to model a portrait and
correctly capture the human body in anatomical terms;
how to stage and sculpt the architecture of a fabric or
other soft shapes. Then, the students themselves look
for what they will do and which direction they will take.
The tutors, however, remain their guides, consulting
with the students on their chosen topics, listening,
questioning and, if necessary, suggesting alterations
so that they can think about the creative tasks together.

The Sculpture Studio 1 also intensively works with
digital 3D technologies. The tutors draw on the opin-
ion that being part of contemporary art need not only
mean emphasizing political themes. Presence, in their
view, can enter the work through 3D technology; and
it is technology that can perhaps bring new themes
and new forms to the work. Computer programs and
3D printers are then tools in this studio for students
to learn to use and get to grips with.

The tutors and students also discuss sculpture
through artists whose work interests the students.
The ancient Greek sculpture is an essential reference
point, but the tutors also deal with the world’s leading
contemporary sculptors, such as Ron Mueck whose
realistically rendered figures sometimes give someone
chills. More than on the process, the emphasis in this
studio is put on the result which should always meet
the requirements of contemporary sculpture.

Tutors:
Michal Gabriel

Tomas Medek
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(Sculpture Studio 2)

“To be aware of the
context that defines
a sculpture”

In the 1990s, when the renowned artist Stanislav
Kolibal was the head of the sculpture studio at the
Academy of Fine Arts in Prague, he called it “Sculp-
ture, Space, Installation”. It was this approach to the
classical sculptural medium that the tutors of Sculp-
ture Studio 2 liked, and so they chose it as a starting
point for their approach to their own teaching. The
work of Stanislav Kolibal and other artists who dealt
with geometric forms is not perceived by them as a
dogma, though. It is clear that Kolibal’s approach is
being broadened, and this also applies to the themes
and materials that the students of the studio work
with. They are the ones who bring new approaches
and ways of thinking to the studio, thus gradually
transforming it.

Kolibal’s approach is also being broadened by the
possibilities offered by the environment in which the
sculptural works are created. An example may be
the projects where a social aspect is included. For
example, students learn how to work with and within
the community of villagers for whom they are creating
a sculpture. They must learn how to properly analyse
the environment where the work is to be placed, how
to negotiate with the landowners, how to get the peo-
ple who will walk past the work every day to support
their idea. They learn that environmental and social
aspects of the work are as important as the choice
of theme and material. The tutors see the theme
as an aid but they also understand that choices of
themes should not be limitless, especially for younger
students. Therefore, they sometimes try to get their
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younger colleagues to choose an unusual theme or an
unexpected reaction. However, when students have
been working on one problem for a long time and it
still offers possibilities for taking further, they let the
students go through the whole process.

What remains consistent with Kolibal’s approach, de-
spite the changes described above, is the premise that
every sculptural realization occurs in a predetermined
context. In this way, the tutors do not understand
sculpture as a self-contained object and want the
students to be aware of spatial and other contexts.
The human figure is one of the crucial elements to
take into consideration. This is because it serves to
measure things and to perceive the space which, in
the end, we always relate to ourselves. Bearing in mind
the starting point in Kolibal’s pedagogical concept,
the tutors refer to a broad range of the current reali-
sations by Czech and foreign artists, where students
can look for stimuli for their own work.

Tutors:
Jan Ambraz
Pavel Korbicka

(Body Design Studio)

“Living in harmony
with one’s own body”

What is typical of the entire Faculty of Fine Arts is
respect to students and their activities. However, if
it were necessary to name only one studio that fully
fits this characteristic, it would be the Body Design
Studio. Why? The answer can be found in the focus
of the studio, which is not defined by a particular
medium - students work with a variety of approach-
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es and with a wide range of materials from concrete
to textiles. The prime subject of their interest is the
human body, but that does not mean that one might
find nude drawing instruction there. The tutors deal
with the body on more conceptual levels, for exam-
ple in performative explorations of anatomy, human
senses, and perception.

As aresult, themes related to the question of self-iden-
tity are often addressed there. The studio attracts not
only extrovert students, but also those who perceive
their identity as something that is not taken for grant-
ed and address personal issues in their work, the
processing of which requires a very sensitive peda-
gogical approach. In addition to the topic of identity,
the tutors are also interested in the representation of
human sexuality in art in the history, the relationship
of human bodies to each other, the relationship of
fashion to the body, social issues, art in public space,
and issues related to social activism. As a result, the
teaching of the studio includes not only collaboration
with activist groups, but also with other disciplines
that explore the human body through non-artistic
methods, such as anthropology. In contrast, the
Faculty of Fine Arts gives students more freedom
when working with a topic: it sets them free from any
potential cumbersomeness and allows them to arrive
at a result through visual shortcuts.

The 1970s are then significant for artistic starting
points which are dealt with in the studio. At that time
various methods and tools for conveying feminist
ideas through the visual arts began to emerge in the
world. These tendencies got to the Czech environ-
ment with a significant delay in the 1990s, when they
became the subject of interest for Veronika Bromova
and other artists. The Body Design Studio does not
insist on openly declaring feminist ideas. These in-
evitably penetrate the work of the students through
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the theme of the body, understanding feminism as
a caring movement that emphasises harmony with
one’s own body.

Tutors:
Lenka Klodova
Karolina Kohoutkova

Video Studio

“Our most used
word is freedom”

The Video Studio is one of those workplaces where
it is not quite clearly defined to what extent it falls
into the field of fine or applied art. From the range of
possible approaches to their medium, the tutors of this
studio have chosen the conceptual one. They under-
stand the term “video” in its broadest possible sense
- as a socio-cultural space in which the audio-visual
technology is applied. Although they offer students
courses in animation or video post-production, which
they can choose according to their interest, they do
not deal with video as a craft in depth.

The Video Studio is characterised by a certain freedom
and liberty in the concept of teaching. Its tutors try to
avoid pre-conceptions and “ready-made” ideas. Hav-
ing students working on specific assignments is not
a priority here. On the contrary, each student is free
to do what s/he wants. The tutors are opened to new
ideas and try to encourage the students in their work,
while not necessarily requiring them to make videos.
Instead, they teach them to work with a wide range of
media, from curating to video essays. Documentaries
and fictional narratives are frequent outputs there,
such as a project that explored sustainable fashion
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and also dealt with aspects of the history of fashion
(its author recreated designs that had appeared in
a selected historical issue of the Burda magazine),
or a project that explored the symbolism of hair and
dealt with the overlap of the topic and anthropology.
The students themselves come up with suggestions
for specific themes; the supervisors tend to follow
what their younger colleagues have been dealing with
for a long time, advising them to find their way and
encouraging them to collaborate with one another.

In discussions, the tutors aim to place the students’
works in the context of contemporary art, music and
cinema. They refer to the history of video art, discuss
the origins and history of video art in the Czech Re-
public, play specific videos, talk about aesthetics from
the late 1980s and early 1990s, and the first use of 3D
effects. The moving image and its application in the
context of visual art is always the starting point of the
debate which can take different directions. Despite
this great freedom, most graduates end up making
videos for a living. It surely helps that they have gone
through a studio which is opened to discussing the
system and that they have discovered how production,
distribution and many other positions work in the field
of art, and that they have gained the ability to define
their themes and present them.

Tutors:

Martin Mazanec
Jan Sramek
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(The Visiting Artist’s Studio )

“A chain of temporary
collectives with

a distinctive personality
in their center”

Each semester, the Visiting Artist’s Studio offers stu-
dents a new opportunity to meet a prominent figure
of the art world. The studio is a great opportunity for
students to confront their established perceptions
through encounters not only with the new studio
head, but also with learners from other FFA studios.
Curiosity, flexibility, communication, a desire to ana-
lyze, and willingness to share are prerequisites for
studying in this studio.

The form and content of the classes are different
each semester, based on the conception of the cur-
rent head or studio manager. The tutors are selected
from distinguished individuals after a list of potential
candidates proposed by the faculty members and
PhD students has been complied, based on their
professional recommendations. The selected artists
often come to us with different approaches. For many
of them, running the art school studio temporarily
is a welcome opportunity to develop their teaching
experience which is based on their own experience
of working on the international art scene. During the
semester, students are often given the opportunity
to observe the current work of their tutors, visit their
current exhibitions abroad or their studios, and get a
glimpse into the workings of the art world in a non-
Czech environment.

The form of study in VAS is also a change for our
students. The study can take place in a different
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rhythm than the regular weekly consultations. The
program may include intensive periods of several days
of joint work and consultations or periods of more
individual distance communication. A relatively high
level of English is required for participation. For our
students, the studio is beneficial not only in terms of
the change in demands, in terms of language, time,
and career, but also in terms of the opportunity to be
part of a unique, temporarily established collective.

Students from any of FFA studios, including PhD
students, are eligible to apply to study at VAS. We
also offer participation to our graduates if there is
sufficient capacity. Studying at VAS thus becomes an
opportunity to meet colleagues with similar interests
from various studios and to confront one’s own way
of making and thinking with their approaches. The
Visiting Artist’s Studio is a chain of temporary collec-
tives made up of people with keen interests, always
centered around distinctive personalities with highly
original approaches and work.

Tutors of the studio since 2019:
Przemyslaw Kwiek

Karol Radziszewski

Sidsel Meineche Hansen

Antye Greie-Ripatti

Zuzanna Czebatul

Jennifer Helia DeFelice on behalf of FFA
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Akademicti a védecko-
vyzkumni pracovnici /
Academic staff

Jan Ambriz
Vasil Artamonov
Karel Bafina
Julie Bena
David Brezina
Filip Cenek
Richard Fajnor
Patricie Fexova
Martin Freund
Michal Gabriel
Ivars Gravlejs

Jennifer Helia DeFelice

Katarina Hladekova
Ondrej Homola
Milan Houser
Tomas Hrlza
Kaliopi Chamonikola
Ladislav Jackson
Kristyna Jamrichova
Jakub Jansa
Valentyna Jant
Tomas Javirek
Barbora Klimova
Lenka Klodova
Karolina Kohoutkova
Denisa Kollarova
Pavel Korbicka
Jana Korinkova
Zuzana Kubikova
Petr Kvicala

Jan Lastomirsky
Barbora Lungova
Vaclav Magid
Jakub Macha
Bretislav Maly
Martin Mazanec
Tomas Medek
Barbora MenSikova
Jan Mikoska
Svétopluk Mikyta
Ondrej Mohyla
Jozef Ondrik
Ludék Rathousky
Tomas Ruller
Martina Rizickova
Pavel Ryska

Matéj Smetana

Katerina Spacilova Blazkova
Jonas Strouhal
Jifi Suchanek
Barbora Sediva
Marie Stindlova
Jan Sramek
Ondrej Tobola
Dusan Vana
Vojtéch Vanék
Veronika Vlkova
Jan Zalesak
Markéta Zackova

Neakademicti pracovnici /
Non-academic staff

Vit Baloun

Jan Fnukal

Martin Kralik

Jan Lidmila

Pavla Machackova
Zbynék Navratil
Jifi Pec

Skolni administrativa /
School administration

Pavlina Borastero OlSanska
Tomas Dalecky

Jana di Lenardo

Ivana Chvatalova

Jana Janeckova

Hana Kfizova

Martina Péncikova

Hana Richter

Monika Simkova
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35
38
39
40

41

42
43
44-45
46
47
48

49
50

51

54

55

56

57
58-59
60

61

62

63
64

65
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Pes Honza (Dim pan( z Kunstatu)
Enter FaVU (2019 zima)
Barbora Simkova,

Politika v§edniho dne

(2019, diplomova prace)

Skolni zatisi (AFO)

Intervence verejného prostoru
Adrian Altman (2019, vystava
Transform, Galerie KUB Lipsko)
Workshop s EFEMEREM

(2019, soucast akce Oslava
sametu)

Skolni zatisi (AM3)

Druhy pes Honza & friends
(nadvofi u budovy U4)

Oslava sametu, akce FavU ke
30. vyro¢i Sametové revoluce,
2019, nadvori FavU

FaVU 25, design shop

(v popredi piece by Lucia Sadecka)
Terezie Stindlova, ZOO Index
(2019, bakalarska prace)

Enter FavU (2018 léto, AGD1)
Enter FavU (2018 léto, AGD2)
Enter FaVU (2018 Iéto, banner by
Anna Hrabalova a Nela Klimova)
Drevodilna FavU

Sitotiskova dilna FavU

Adéla Venturova, No hard
feelings (2018, bakalarska prace
prezentovana na Enter FaVU)
Markéta Skalkova, My comfort
zone is behind my comfort zone
(2021, AEN)

Enter FaVU (navigace by AVI)
Zrcadlo, zrcadlo... (AGD2)

FavU 25

(PZH, stage za budovou U2)
FavU 25 (?, stage za budovou U2)
Skolni zatisi (AM3)

Semestr ends — Den otevienych
dveri (2020 zima, AM2)
Semestr ends — Den otevienych
dvefi (2020 zima, AM3)
Katefina Sillerova, Slithy,

a Blend of Lithe and Slimy
(2020, bakalarska prace)

Skolni zatisi (AS1)

Katerina Rafaelova

(2020, guerillova prezentace
AM1 v HoS$nové vile)

Skolni zatisi (AS1)

66

67

68

69

70

7

72

73

74

75

76

7

78

79

80

81

82
83

Kristyna Coufalova, Mechanické
vinéni vzduchovych ¢astecek
uvedenych do pohybu chvéjicim
se télesem (2020, diplomova prace)
diplomantky.cz

(2020, instalace v Domé pant
z Kunstatu)

Alina Matéjova, Humain

(2020, diplomova prace)

llona Hovézakova, Dialog
(2020, diplomova prace)

Leona Velebova, Mozna se tak
narodila (2020, diplomova prace)
Michal Mitro, Planetarna
termodynamika: Energeticka
spravodlivost

(2020, diplomova prace)

Bara Ruzickova, Credit Cards
Accepted

(2020, diplomova prace)
Diplomantské promoce

(2021, budova asi U3, design
udalosti ATD)

Skolni zatisi

(Katefina Sillerova v ATD)
Adam Turzo, Lapidarium:

Food and shelter

(2020, diplomova prace)

Petra Danekova, Ja som tu neni
(2019, vystava Transform

v galerii KUB, Lipsko)
diplomantky.cz

(2020, Kristyna Kazdova,
St&pan Broz, prezentace
diplomovych praci, kanal)
diplomantky.cz

(2020, Stépan Broz prezentace
diplomovych praci, kanal)
diplomantky.cz

(2020, chill u kanalu)

Eva Slizova, Pope's Dress
Code - Paces of Prayer

(2020, Galerie Ferdinanda
Baumana v Praze)

Vendula Kolarova, Presence
(2021, diplomova prace)

Silueta (druhé patro v budové U2)
Skolni zatisi (AM3)

84-85 Skolni zatisi (AS1)

86

AVI BAT CAVE CINEMA
(Unor az Cerven 2021,

Kapucinské namésti, vecerni
anocni projekce AVI)

87 Guerillova prezentace AM1
v Ho$nové vile (Iéto 2020)

88 AVI Yes_No_Yes
(2021, vystava AVl v GMU v Hradci
Kralové, foto Jan Kolsky)

89 Semestralni prace - iglu
(2021, APD)

90 Klara Laznickova, Nature by Man
(2020, semestralni prace)

o1 Bara Bazantova, Hladova zed'
(2021, verejny happening
pro Terén)

92 Skolni zatisi (AHM)

93 Nikola Machac¢ova, Podobnosti

v latentnosti
(2021, diplomova prace)
94 Katefina Sillerova, Slithy, a Blend
of Lithe and Slimy
(2020, bakalarska prace)
95 Nikol Urbanova, Za jistych
podminek
(2021, projekt AVI na Facebook
Marketplace)
96 Jan Brazina, Kdyz je ateliér u mé,
ja tam nejsem (2021)
97 Zoom klauzury (2021 zima, APE)
98 See you later

Pres znac¢né usili se nam nepodarilo

u v§ech fotografii identifikovat autory*ky
praci, mista ¢i udalosti. Dot¢enym se
timto omlouvame.
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