Ladvi (*founded in Prague in 2005) is an art group that systematically realizes soci-
ally beneficial interventions in public spaces, mainly in Ladvi, part of the Dablice
housing estate in Prague. The group has implemented over twenty projects since its
founding. Members of the Ladvi group include Jan Haubelt, Tomas Severa, Adéla
Svobodova, and Jiri Thyn. More information on the group can be found on its web
site at http://www.ladviweb.ic.cz.

Jan Micoch (*¥1953 in Prague) was one of the leading Czech performance ar-
tists of the 1970s. He performed around thirty works up till 1980 when, as
his final performance piece, he transformed De Appel Gallery in Amsterdam
into a free hostel. Jan Ml¢och currently works as the curator of the photo-
graphy collection at the Museum of Decorative Arts in Prague.

Translated from the Czech by David Gaul, Trada.
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Ladvi (* 2005 v Praze) je umélecka skupina, ktera systematicky realizuje spolecen-

sky prospésné intervence ve vetrejném prostoru, prevazné v lokalité Ladvi, ¢asti sid-

liste Dablice v Praze. Skupina dosud uskuteénila pies dvacet projektil. Clenové Lad-
vi jsou Jan Haubelt, Tomas Severa, Adéla Svobodova a Jifi Thyn. Vice o skupiné na
http://www.ladviweb.ic.cz.

Jan Micoch (* 1953 v Praze) je jednim z ¢elnich predstavitelii performance
sedmdesatych let. Do roku 1980 realizoval kolem tficeti akci. Posledni z nich
probéhla v roce 1980 v Amsterodamu, kde pieménil prostor galerie De Ap-
pel na bezplatnou nocleharnu. V souc¢asné dobé pracuje jako kurator sbirky
fotografie v Uméleckoprimyslovém museu v Praze.
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The shift from the personal to social

A

conversation between the LAdvi group

and Jan Ml¢och

How do you look back today at the work you did in the 1970s?

To be completely honest, I don’t look back at it at all. My
work in the 1970s was something highly specific to that deca-
de. I came to that work in something of a circuitous way. At
the age of seventeen I began working in the depository of the
National Gallery, handling art by such renowned artists as
Slavicek and Zrzavy, as well as Czech works from the 1960s
and 1970s. This was a great experience for me. The second
huge and formative experience was meeting Karel Miler in the
collection of 20th century Czech painting. Through him, I was
later introduced to Petr Stembera, who worked at the Muse-
um of Decorative Arts in Prague. These two individuals had
an enormous influence on me. I was twenty one years old
when I did my first work, Climbing Mount Kotel, in 1974. 1
was interested in contemporary world art at the time, but ob-
viously there wasn’t much information available here then.
Nevertheless, Petr Stembera, who had contacts with numerous
people around the world, had access to information.

How specifically were you able to get information and make contacts
in the outside world in the 1970s?
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While the 1970s were awful, grey, slimy and foul — simply dis-
gusting, especially the first half of the decade, which was an
absolute quagmire, at least the post worked, unlike in the
1950s and during the Nazi occupation. This was the way Petr
Stembera was in contact (and later we, too) with people outsi-
de. Petr Stembera and Karel Miler had been performing their
work since the end of the 1960s and had already made some
contacts. In a way I just sort of climbed on board with them.
I was also lucky not to be living in the nostalgia and memories
of the 1960s like many people in the country at the time. I was

Od osobniho

ke spole¢enskému

Rozhovor skupiny L.advi s Janem MIl¢ochem

Jak se dnes divéte na vasSe akce ze sedmdesatych let?

Musim se priznat, Ze se na né nijak nedivam, pro mé byly ak-
tualni v sedmdesatych letech. Dostal jsem se k nim takovou za-
hadnou cestou. Na jednu stranu jsem od svych sedmnacti let
pracoval v depozitari Narodni galerie, kde myma rukama pro-
chazely véci od Slavicka, Zrzavého, az po ¢eskou tvorbu Sede-
satych a sedmdesatych let. To byla pro mé velka zkuSenost.
Druha, velka a urcujici zkuSenost byla, Ze jsem se ve sbirce
¢eské malby 20. stoleti seznamil s Karlem Milerem a pozdéji
jeho prostfednictvim s Petrem Stemberou, ktery pracoval

v Uméleckoprimyslovém museu v Praze. Tito dva lidé na mé
méli velky vliv. V roce 1974, kdy jsem délal svou prvni véc, Vy-
stup na horu Kotel, mi bylo jednadvacet let. Tehdy jsem se zaji-
mal o soucasné svétové umeéni, ale informaci tady samoziejmé
mnoho k dispozici nebylo. Ty mél pravé Petr Stembera, proto-
Ze byl v kontaktu s celou iradou lidi ze svéta.

Jakym zplisobem jste informace a kontakty ze svéta tehdy ziskavali?
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Jakkoliv ta sedmdesata 1éta byla odporna, Sediva, blativa

a umasténa, prosté hnus, zejména ta prvni polovina, to byl pri-
mo mocal ... , tak na druhou stranu tu stale, narozdil od pade-
satych let a obdobi nacistické okupace, fungovala posta. A pra-
vé prostiednictvim posty byl Petr Stembera a pozdéji i my

v kontaktu s lidmi ze svéta. Petr Stembera a Karel Miler délali
akce od konce Sedesatych let a méli tak uz néjaké kontakty vy-
tvorené. Da se Fici, Ze ja jsem se do té rukavice jen navlékl. Ta-
ké jsem nastésti nezil z nostalgie a vzpominek na Sedesata l1éta,
jako tehdy hodné lidi v Cechach. Mné bylo v roce 1968 pat-
nact let a nejvétsi zazitek ze zacatku Sedesatych let byl pro mé
Gagarin, rakety a samoziejmé okupace v roce 1968, nikoliv le-
den 1968. Ja jsem zkratka nostalgii necitil a na vzpominani



fifteen in 1968 and the greatest experiences for me at the be-
ginning of the 1960s were Yuri Gagarin, rockets, and then, ob-
viously, the occupation in 1968, though not January of that ye-
ar (Dubcek’s appointment — translator’s note). I simply didn’t
feel any nostalgia and was just too young for any fond recol-
lections. But thanks to my friends I was able to meet with ol-
der artists I was interested in. I met with Jan Svoboda, Adrie-
na Simotova, Vaclav Bostik — people who clung to candour
and weren’t living immersed in memories and nostalgia. I met
Jiri Kolar and over time others such as Antonin Dufek, Jiri
Valoch, the Brno school of artists, and even with people from
abroad who captured our interest. These included Chris Bur-
den and Terry Fox from California and Marina Abramovi¢
with Ulay from Europe. Marina and Ulay even came to Cze-
choslovakia to visit us, as did Chris Burden and Tom Marioni.
Petr Stembera arranged translations of texts from abroad.
Giancarlo Politi, the publisher of Flash Art, was already active
in Italy at the time. He was a very outspoken man. Karl Miler
in fact introduced him to his current wife, Helena Kontova.
My friendship with Milan KniZak was also very important to
me; I met him in the mid-1970s just after he had been released
from custody. We were in close contact with him and his wife
Maria until the end of the 1980s. These were encounters with
a genuinely free individual; there weren’t too many of those
around at the time. Knizak managed to fight for and hold on
to his own personal integrity and for this he was absolutely
exceptional.

In 1979, the Works and Words exhibition was held at De Appel Gallery
in Amsterodam and artists from the Eastern Bloc were invited to parti-
cipate. Czech artists, who never actually received official permission,
were joined by artists from Poland, East Germany, Hungary, and Slo-
vakia. If our calculations are sound, you were twenty seven years old at
the time. How did your participation in the exhibition come about?
To be honest, by the year 1979 I was no longer very interested
in these types of events. I don’t really recall anything special
about the Works and Words exhibition; for me the offer of a so-
lo exhibition at De Appel Gallery was far more significant.
That one in 1980 was the last one I ever did. The curator of
the Dutch De Appel Gallery came here to visit me and offered
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jsem byl moc mlady. Ale pres své kamarady jsem si obeSel
starsi umélce, ktei'i mé zajimali. Byl jsem u Jana Svobody, Ad-
rieny Simotové, Vaclava Bostika ... , lidi, kte¥ si podrZeli otev-
Fenost a nezili z téch zminovanych vzpominek a nostalgie. Se-
znamil jsem se s Jifim Kolaiem a postupné i s dalSimi,

s Antoninem Dufkem, Jifim Valochem, brnénskym okruhem,
také s lidmi ze zahranici, ktefi nas zajimali. Z Kalifornie to
byl Chris Burden, Terry Fox, z Evropy Marina Abramovié

s Ulayem. Marina s Ulayem nas navstivili i v Cechach. Stejné
tak Chris Burden a Tom Marioni. Petr Stembera zajiStoval

i preklady textl ze zahranici. Uz tehdy v Italii pusobil Gian-
carlo Politi, vydavatel Flash Artu. Ten byl velmi otevi‘eny. Pies
Karla Milera se seznamil se svou soucasnou Zenou Helenou
Kontovou. Pro mé bylo velmi dulezité i piratelstvi s Milanem
Knizikem, se kterym jsem se setkal v poloviné sedmdesatych
let, kdy ho zrovna pustili z vySetrovaci vazby. Do konce osm-
desatych let jsme byli v dobrém kontaktu s nim i s jeho Zenou
Marii. Bylo to setkani se skutecné svobodnym ¢lovékem, kte-
rych tady bylo v té dobé sakramentsky malo. Knizak si doka-
zal velmi tvrdé vybojovat a vyvzdorovat prostor své osobni
svobody. V tom byl naprosto vyjimecny.

V roce 1979 probihala v amsterodamské galerii De Appel vystava
Works and Words, na kterou byli pozvéani umélci z tehdejSiho vychod-
niho bloku. Kromé Cechul, ktefi nedostali oficialni povoleni, se ji osob-
né zacastnili umélci z Polska, NDR, Madarska a Slovenska. Pokud
spravné pocitdme, bylo vam sedmadvacet let. Jak k vasi uc€asti na vy-
stavé doslo?
Musim se priznat, Ze v roce 1979 mé uz ty véci ... (akce z pocat-
ku sedmdesatych let, pozn. red.) moc nezajimaly. K vystavé
Works and Words si nic zvlastniho nepamatuji, pro mne byla
pel. To byla posledni véc, kterou jsem délal. Bylo to v roce
1980. Navstivila nas tehdy v Cechach kuritorka holandské ga-
lerie De Appel a nabidla mi vystavni termin. Vymyslel jsem pro
galerii bezplatnou nocleharnu. Spolecné jsme pak zorganizova-
li vnitini vybaveni a jeji fad. Domluvili jsme se na aspon tiiceti
lizkach, aby mél kazdy k dispozici lampicku, svou zidli, pri-
stup na toaletu a moznost vareni. Sou¢asné jsem zadal o povo-
leni vycestovat do Holandska, o vyjezdni doloZzku a devizovy
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me an exhibition period. I came up with the idea of creating a
free hostel in the gallery. Together we organized the interior
furnishings and the set of rules. We agreed that there would
be at least thirty beds, each with their own lamp, chair, inclu-
ding access to a toilet and cooking facilities. I also requested
official permission to travel to Holland, an exit visa, and a cur-
rency allowance. The response from the Ministry of the Interi-
or was that my trip was not in line with the foreign interests of
Czechoslovakia. So unfortunately I wasn’t able to do what I
had originally planned - to go to Amsterdam as an anony-
mous person from the street and sleep for several nights free
of charge in the hostel in the gallery.

And what was the public’s response to the hostel?
The hostel worked great. By sheer luck the show coincided
with the Festival of Lunatics, a carnival-like party in which a
rebellious mob takes over the city. I think Karl Gott and I are
among the few Czech artists that can boast receiving thank
you letters from abroad during that period.

And the social level of that show? It was, after all, something quite

different than what you were doing at the beginning.
Yes, of course it was something different. At the beginning
I was concerned exclusively with myself. But the atmosphere
in Czechoslovakia changed completely in the second half of
the 1970s, thanks in great measure to Charter 77. I’m not sure
if this was something perceived by the general public as a who-
le, but for me the change was substantial. Life began to open
up and reactions to politics and the surrounding world started
to function better. Before, there was a lot of awkwardness at
banned concerts and private defiance. At the beginning
of 1977 I noticed a move toward better organization and an
awareness of broader societal contexts; something that — in
the 1980s — moved toward a parallel society that was no lon-
ger underground but was demanding its own place in the sun.
My interests shifted from those ,,me*‘ things of the early 1970s
to organizations like the Salvation Army and missionary acti-
vities. I read the letters of Baroque missionaries in South Ame-
rica and similar things. That’s what I was interested in at the
time. It was a move from a personal to a social approach.
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international art manifestation amsterdam

Obélka katalogu vystavy / Cover catalogue Works and Words,
De Appel, Amsterodam, 1979 (zdroj / the source http://www.de-
appel.nl/exhibitions/e/161/)
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Jan Ml¢och, Noclehdrna / Free Dormitory, De Appel, Amsterodam, 1980
(foto / photo De Appel, http://www.deappel.nl/exhibitions/e/316/)
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You were actually the first person in the country to think about art as
a social project.

No, I certainly wasn’t the first. Milan Knizak was definitely
thinking along those lines in the 1960s when he created his City
in the Desert project. This was 1960s science fiction — a utopian
project for a new city and society. But you can go all the way
back to Boudnik in the 1950s and especially to the architects.

The City in the Desert still strikes us as a project that is more perso-

nal

than social. We were thinking more about projects in which the

artist’s ego was completely suppressed.

We

There were certainly fragile things like that. Petr Stembera,
for example, did a nice piece. He installed a bed in an abando-
ned wooden home in Klarov for anyone who might need it, be
it a homeless person or just furtive lovers. He cleaned out

a corner in the ruins and set up a bed.

also thought it was interesting that you created your hostel in

a gallery and completely changed the function of its exhibition space.
Don’t you ever have the desire to do something similar — something
that expresses this socially engaged approach?
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I’m not really interested in that pure art. Today I hold setting
up a school or establishing a retirement home in higher esteem
than some artistic gesture. I regard such things as far more
consequential than any piece of art. In the 1990s, twenty years
after the hostel at De Appel, we went to Paris to do an exhibi-
tion. After the opening party we were invited to the recently
reconstructed Czech House, but no one came. I told them that
they should do something with this largely unused house; they
could use it as a hostel in the summer, just like my hostel

in Holland. It was completely obvious: a person needn’t be

an artist to come up with something like that. Let’s be honest
and admit that even art can be junk. Even art can be some-
thing that pollutes the environment. We could easily do with

a little less of it. The artistic gestures I really can’t stand these
days are those giant sculptures installed in public spaces that
cultivate some kind of joke. I would have all of those works
melted down! It wouldn’t be any great loss for the Prague art
scene. In fact, I believe that organizations like People in Need,
Adria, Hope, or the Czech Catholic Charities are of much

prislib. Od Ministerstva vnitra jsem vSak dostal odpovéd, Ze se
moje cesta neslucuje se zahraniénimi zajmy Ceskoslovenské re-
publiky. Bohuzel jsem tak neuskutecnil to, co jsem mél napla-
nované — prijet do Amsterodamu jako anonymni ¢lovék z ulice
a par dni v bezplatné nocleharné v prostorach galerie prespat.

Jaké byly na nocleharnu ohlasy?

Ta nocleharna skutecné vyborné fungovala. Termin se shodou
okolnosti zrovna trefil do terminu poradani tzv. festivalu blaz-
nu, coz je vlastné karnevalové veseli, kdy vzboureny dav prebi-
r4a mésto. Myslim, Ze jsem jeden z mala umélci v Cechéch,
spolecné s Karlem Gottem, kteri se mohou z té doby pochlubit
dékovnymi dopisy ze zahranici.

A socialni rovina této akce? Je to prece néco uplné jiného, nezZ jste
délal na zacatku...

Vy
aln
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Je to samozrejmé néco jiného. Na zacatku jsem se zabyval vy-
hradné sam sebou. Od druhé poloviny sedmdesatych let, pre-
devsim diky Charté 77, se v Cechach naprosto zménila atmo-
sféra. Nevim, jestli je to takhle vnimano obecné, ale pro mé to
velka zména byla. Od Zivota v bunkru se to zacalo najednou
otvirat, i kdyz drasticky, tak prece jen zacala fungovat lépe re-
akce na politiku a okolni svét. Diive to bylo hodné hurénstvi
na zakazanych koncertech, osobni vzdor. Od roku sedmdesat
sedm jsem zaznamenal posun k urcité organizovanosti a uve-
doméni si souvislosti, SirSich spolecenstvi. Néco, co v osmdesa-
tych letech spélo k paralelni spole¢nosti, ktera uz nebyla v pod-
zemi, ale narokovala si pravo na slunci. A mé prestaly zajimat
ty jajovské véci z pocatku sedmdesatych let a naopak jsem se
zajimal o Armadu spasy nebo misijni ¢innost. Cetl jsem dopisy
baroknich misionaru z Jizni Ameriky atd. To mé tehdy zajima-
lo. Prosté od toho osobniho pristupu ke spolecenskému.

jste byl u nas vlastné prvnim, kdo pfemyslel o uméni jako o soci-
im projektu.

Ne, nebyl jsem prvni. Urcité v této rovin€ uvazoval jiz v Sede-
satych letech Milan Knizak, kdyz tvoril projekt Mésta v pou-
sti. To byl utopicky projekt nového mésta a spole¢nosti. To by-
la science fiction Sedesatych let. Ale miiZete couvat az do

padesatych let k Boudnikovi, a hlavné k architektim...



higher value than the entire cultural scene after 1989.
The work that these groups do is far more meaningful than
the whole cultural front.

If you were to compare the 1970s and 1980s with today, what would
you say the greatest difference is?
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In my opinion, the 1970s are pointlessly disparaged and in the
same time are strangely adored. It is a mistake to merely sho-
ve the 1970s into some Formica background. People forget
that in its own way the decade represented an attempt at sol-
ving social living. For many people it offered at least some
form of housing. To look at prefab housing estates only from
the point of view that these were buildings that were no longer
being built in the West is a great misunderstanding for the pla-
ce and the times. If you want to compare the 1970s and cur-
rent times I would have to say that today social issues are not
regarded as being of any great importance. I am annoyed with
today’s adoration of mafia-run football, idiotic Olympic Ga-
mes, outrageously expensive motorways, and a total ambiva-
lence toward social programmes, programmes for minorities,
seniors, youth, the sick and the invalid. Just for the sake of in-
terest, official statistics indicate that up to 32,000 people in the
Czech Republic are addicted to hard drugs. That figure repre-
sents the population of two medium-sized towns. No one gives
these numbers a second thought; instead they wonder how the
top Czech cross-country skier Kacenka Neumannova will fare
in her next race. This myopia and blindness to social projects
by the state and our representatives is simply unforgivable.
One example from the history books: To celebrate the tenth
anniversary of independent Czechoslovakia the Masaryk Seni-
or Homes, today’s Thomayer Hospital in Krc¢, were opened on
28 October 1928, along with many other schools, spas, hospi-
tals, and other similar facilities. Compare this with the situati-
on today — seniors still don’t have their Masaryk Homes back.
Prague is making a bid to host the Olympics but in the nearly
twenty years since 1989 the city hasn’t been able to solve issues
surrounding social living, taxis, homeless people, and not even
public toilets or clean streets. It seems that only gigantic billi-
on-crown projects have the green light; apparently we know
how to accomplish this when there are huge amounts of money

Jan Mlcoch,
Noclehdrna

/ Free Dormitory,
De Appel,
Amsterodam,
1980

(foto / photo
De Appel,
http://fwww.
deappel.nl/
exhibitions/e/
316/)
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Meésto v pousti ndm piipada porad spise jako osobni neZ socidlni
projekt. Mysleli jsme vice projekty, kde se ego umélce naprosto
potlacuje...
Ur¢ité byly i takovéhle kireh¢i véci. Napriklad Petr Stembera
délal péknou véc. Do opusténého dievéného domku na Klaro-
vé umistil lizko pro kohokoli, kdo ho bude potiebovat vyuzit,
at uz bezdomovci nebo milenci. Vy¢istil v ruinach kout a dal
tam lehatko...

U té vasi nocleharny nam také pripada zajimavé, Ze jste ji udélal
v galerii. Ve spojeni s galerijni instituci jste zcela zménil funkci jejiho
vystavniho prostoru. Nechtél jste jesté nékdy realizovat néco podob-
ného, kde by se projevil tento spoleCensky angazovany pfistup?

ME vlastné to ryzi, ¢isté uméni moc nezajima, dodnes si vic

sV s

nez uméleckého gesta vazim toho, kdyz nékdo udéla skolu ne-
jaké umeni. Ja jsem se dvacet let poté (po vystaveé v galerii De
Appel, pozn. red.), v devadesatych letech, dostal do Parize,
kde jsme délali vystavu. Po vernisazi nas pozvali na recepci do
nové zrekonstruovaného Ceského domu, kam nikdo neprisel.
Tehdy jsem jim Fikal, at se z tohoto domu, ktery nemél Zadny
program, byl to naprosto mrtvy diim, udéla pres léto nocle-
harna pro studenty, stejnym zpuasobem jako moje noclehiarna
v Holandsku. To se zcela nabizelo... Na to ¢lovék nemusi byt
umélec, aby ho to napadlo... Pfiznejme si, Ze i uméni mize
byt odpad. I uméni mize byt néco, co znecistuje prostiedi.
Miize ho byt klidné trochu min. Co opravdu nesnasim z umé-
leckych gest, to je napriklad dnes tak oblibeny humor ve ve-
fejném prostoru, tim myslim ty plastiky ob¥ich rozméra, které
rozvijeji néjaky vtip. Toto uméni bych prekul zpatky do zbra-
ni! Nebyla by to Zadna ztrata na kulturni mapé Prahy... Ja si
skutecné vic nez celé kulturni scény po roce 1989 vazim tako-
vych aktivit, jako je nadace Clovék v tisni, Adria, Nadéje nebo
Ceska katolicka charita. To je pro mé daleko zavaznéjsi nez
cela kulturni fronta.

Jan Ml¢och, 2007 (foto / photo Jiti Thyn)

Kdybyste mél porovnat sedmdesata a osmdesaté 1éta se soucasnosti,
v ¢em vidite nejvetsi rozdil?
Myslim, Ze se v soucasné dobé sedmdesata léta zbyte¢né shazu-
ji a soucasné adoruji. Pfesunout tu dobu jen do umakartovych
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at stake. On the other hand, artists today can do whatever
they want; they can all apply for grants and travel wherever
and whenever the like. But the quality of art isn’t connected to
what a person is permitted or forbidden to do — this is a big
misunderstanding. Surprisingly, incredibly authentic and po-
werful works were created during the German occupation and
in the 1950s. Economic prosperity does not guarantee high
quality art.

Thank you.

kulis, to je chyba. Zapomina se, Ze to byl svym zptisobem po-
kus o socialni bydleni. Pro mnohé lidi to bylo urcitym vycho-
diskem, jak aspon néjak bydlet. Nahlizet na panelovou vystav-
bu jenom z pohledu, Ze je to néco, co se tehdy na Zapadé jiz
nestavélo, to je velké nepochopeni ¢asové a mistni. Kdyz chce-
te porovnani sedmdesatych let a sou¢asnosti, tak musim Fici,
Ze socialni problematika je dnes na vedlejsi koleji. DnesSni ado-
rovani mafianského fotbalu, idiotskych olympijskych her, ob-
ludné drahych dalnic a naprosty nezajem o socialni programy,
programy pro mensiny, seniory, pro mladé lidi, nemocné a in-
validy mi vadi. Jen pro zajimavost, odhaduje se podle oficial-
nich statistik, Ze tvrdymi drogami je v Cechach postizeno 31
az 32 000 lidi, to mate dvé mésta o velikosti Rakovniku. Nad
tim se nikdo nepozastavuje, ale uvazujeme nad tim, zda Ka-
¢enka Neumannova bude mit hezké zavody v Liberci. Ta krat-
kozrakost a slepota vici socialnim projektiim ze strany statu
a zastupiteli je naprosto neomluvitelna. Jediny priklad z his-
torie. K desetileti samostatného Ceskoslovenska byly 28. Fijna
1928 otevireny Masarykovy domovy pro seniory, dnesni Tho-
mayerova nemocnice v Kr¢i, ale i fada Skol, 1azni, nemocnic
atd. Srovnejte to s dneskem... Seniori své Masarykovy domo-
vy dodnes nemaji zpét. Praha chce olympiadu a neni schopna
skoro dvacet let vyreSit problematiku socialniho bydleni, taxi-
kard, bezdomovcei, ale dokonce ani verejnych zachodi

nebo Cistoty mésta. Zda se, Ze zelenou maji jen gigantické pro-
jekty za miliardy... Ty pry umime. Na druhou stranu si fekne-
te, ze kazdy umélec miize dnes délat co chce, kazdy muize za-
dat o granty, cestovat kam chce, kdy chce. Ale kvalitni uméni
se nerodi z toho, jestli nékdo néco muiZe nebo ne, to je velké
nedorozuméni. Kupodivu velice autenticka a silna dila vznikla
za némecké okupace a v padesatych letech. Doba ekonomické
konjunktury neni zarukou kvalitniho uméni.

Dékujeme.
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