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1. Elen Radova
TusSové kresby, 1990-2024

2. Milena Dopitova
Dobré rano, jaky mame dneska plan?,
2000-2024

3. Katerina Vincourova
Jesté pfijdeme, 2018

4. Katerina Vincourova
1. m4j, 2018

5. Janka Vidova

Upfimné, dnes jsem nemyslela na nic
jiného nez na sebe, 2022 (9 minut)
Velikost vyznamu, 1998 (4 minuty)

6. Markéta Vankova
Spaghetti Drawing, 2018-2022

7. Veronika Srek Bromova
Zakleté medailonky, 2024

8. Markéta Othova
Archiv, 1990-2000

9. Radka Miillerova
Pasakovo pexeso, 2004

10. Markéta Othova
Bez nazvu, 2024

11. Katerina Vincourova
Kouzelnice za mir II, 2004

12. Markéta Vankova,
Spaghetti Drawing, 2018-2022

13. Radka Miillerova
Sachiko v Sashiko
(japonska vysivka), 2016

14. Trixy Weis
Autoportrét, 2024
Délnické domovy, 1992

15. Veronika Drahotova
Doktor Bolito (Ivan Mecl), 2000
Spole¢né vedle sebe, 2013

16. Stépanka Simlova
Kdyz chces rict vic, nez miizes, 2024
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Vystava voln¢ navazuje na dv¢ stejnojmenné
vystavy z prvni poloviny devadesatych let minulého
stoleti: Zenské domovy, které se v roce 1992 konaly

v Galerii prazského kulturniho centra v Zenskych
domovech na Smichové, a Zenské domovy I1

z roku 1994 ve staroméstském Stencové domg,

v té dob¢ pred rekonstrukci doc¢asné vyuZivaném
pro prezentaci sou¢asného uméni. Oba historické
Lpredobrazy“ vznikly z iniciativy tehdejSich
studentek Akademie vytvarnych uméni a Vysoké
Skoly uméleckoprimyslové v Praze - a jakkoli
nem¢ly kuratorské vedeni a nebyly koncipované
manifestacné, v kontextu prvni polistopadové dekady
sehraly duleZitou roli. Dokladaly suverenitu a tviirci
vybojnost nastupujici generace vizualnich umélkyn,
které spiSe nez tradi¢ni média jako malba ¢i socha
vyuzivaly fotografii, nové technologie, pohyblivy
obraz i objektové instalace a obracely se zaroven

k tématim spjatym s Zenskou zkuSenosti, télem

a sexualitou Ci s genderovym ,.kodovanim® vizualni
kultury obecné.

Ackoli méla v této dobé vétSina zacastnénych
umélkyn k feminismu pomérné ambivalentni

postoj, jejich kolektivni vystoupeni vytvorilo
dulezitou protivahu k vyhradné muzskym vytvarnym
skupinam, které proménily umeéleckou scénu v druhé
polovin¢ osmdesatych let - Tvrdohlavym a Volnému
seskupeni 12/15 Pozdg, ale prece. Realizace prvnich
Zenskych domovii v budové navrzené Josefem
Hlavackem, jehoz stavbu zastitila Alice Masarykova,
byla nadto v jistém ohledu symbolicka: tato
funkcionalisticka stavba z roku 1933 m¢la v dobé
hospodarské krize pomahat reSit prekérni bytovou
situaci mladych, svobodnych a pracujicich Zen.
Sestice umélkyn zde tak navazala (i kdyZ spiSe
implicitn¢) na odkaz emancipujicich se Zen prvni
republiky, véetné jejich predchidkyn - historicky
prvnich absolventek AVU.

Stejné jako byl nazev obou starSich vystav odvozen
od mista konani prvni z nich a nem¢l deklarovat
jakoukoli ideovou pozici, ani nazev aktualniho
skupinového projektu v Galerii AVU nehraje pro
jeho pochopeni urcujici roli, ackoli rlizné aspekty
intimity téla ¢i domova stejné jako rodinné Ci
mezigeneracni vazby v dilech umélkyn néjak
rezonuji. Podobné jako tomu bylo pfed dvaatficeti,
respektive triceti lety, souc¢asna vystava se rovnez
zrodila spontann¢, zprvu bez kuratorského zameéru.
(Mn¢ jako svou generacni souputnici umélkyné
prizvaly ke spolupraci az poté, kdy ziskaly vystavni
termin v Galerii AVU.) Nevysla z nostalgickych
pohnutek a stejné tak nema byt rekonstrukci
legendarni dvojice ,,devadesatkovych® vystav - jejich
jedinou doslovnou pripominkou jsou objekty
Lucemburcéanky Trixi Weis, nékdejsi stazistky

v ateliéru Milana Knizaka na AVU, které poprvé

a naposledy prezentovala v galerii v Hlavackove
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unikatni Zelezobetonové sedmipodlazni budove.

Za vystavou stoji ,obycejna“ (v intelektualizovaném
uméleckém provozu mozna stale vzacnéjsi) potieba
byt (zase po letech) spolu.

Jedenact umélkyn narozenych mezi lety 1963-1975
spojuje generacni zkuSenost, pratelstvi stejné jako
konzistentni a odvazna - prestoze nékdy z riiznych
dtvodu prerusovana — tvircéi prace. Zatimco nékteré
byly zastoupeny v prvnich i druhych Zenskych
domovech (Stépanka Simlova, Veronika Bromova,
Katefina Vincourova, Elen Radova nebo Trixi
Weis), jiné nebyly zastoupeny ani na jedné (Milena
Dopitova, Markéta Vankova, Janka Vidova, Radka
Miillerova, Veronika Drahotova). Zatimco nékteré
jsou od devadesatych let ,stalicemi® uméleckého déni
a jejich dilo vyrazné presahlo na mezinarodni scénu,
jiné jsou mén¢ viditelné - at proto, Ze se z vlastniho
rozhodnuti pravidelné neticastni rozbujelého
vystavniho provozu, nebo proto, Ze vytvarna prace
je jen jednim ze segmentd jejich tviirci ¢innosti
(jako je tomu teba u Elen Radové, ktera je dnes

nez jako vizualni um¢lkyn¢). Zatimco nékteré se

na ¢as nebo dlouhodob¢ vratily na akademickou
pudu v roli pedagozek, jiné svou um¢leckou drahu
spojily s nejistou a Casto nomadskou existenci na
volné noze, ktera do jejich prace nicmén¢ prinasi
pozoruhodné impulzy z jinych kulturnich prostfedi
(Markéta Vankova, Radka Miillerova).

Pro vystavu Zenské domovy (ktera by mohla

byt opatfena fimskou trojkou) je i v souvislosti

s letmym pfipomenutim euforickych, uméleckou
svobodou, ale také divokym kapitalismem
poznamenanych ranych devadesatych let dilezity
vztah minulosti a souc¢asnosti. Vystava v nezbytné
zkratce odhaluje proménu prace vystavujicich
um¢lkyn; skrze fotografie, videa, kresby, objekty,
obrazy ¢i intermedialni instalace vSak predev§im
tematizuje individualni a kolektivni prozivani (nejen
zenského) Casu: retrospektivni navraty ¢i futuristické
vize, relativitu pritomnosti, prchavost okamziku,
vytouzZenou veéénost i nedostatek ¢asu, uchovavani
vzpominek i jejich ¢asto sebezachovné potlacovani,
roztrzité zapominani a pfirozen¢ nedokonalou
pamét, zacatky stejné jako konce.

Martina Pachmanova

The exhibition loosely follows on two exhibitions
with the same name from the first half of the 1990s:
Women’s Houses, held in 1992 at the gallery of the
Prague Culture Center in the “Women’s Houses”
building in Smichov, and Women’s Houses I1, held

in 1994 in the then-unrenovated Stenc Building in
Prague’s Old Town, which at the time was used for
exhibitions of contemporary art. Both historical
“precursors” were organized by a group of female
students from the Academy of Fine Art and the
Academy of Arts, Architecture, and Design in
Prague, and even though the exhibitions were neither
curated nor intended as any sort of manifesto,

they played an important role within the context of
Czech society in the first decade following the Velvet
Revolution. They documented the independence and
creative force of the emerging generation of women
artists who, rather than traditional media such as
painting or sculpture, worked with photography,
new technologies, the moving image, or installation
art while exploring themes related to the female
experience, the body, sexuality, or the gender-based
“coding” of visual culture in general.

Although, at the time, most of these artists were
somewhat ambivalent about feminism, their
collective presentation formed an important
counterbalance to the exclusively male art groups
such as Tvrdohlavi and Volné seskupeni 12/15
Pozdé, ale prece (Loose Association Better Late
Than Never) that had transformed the art scene

in the second half of the 1980s. In this sense,

the venue of the first Women’s Houses was truly
symbolic: Architect Josef Hlavacek’s functionalist
Women’s Houses was built in 1933 under the auspices
of Alice Masarykova with the goal of addressing the
precarious housing situation of young, unmarried
working women during the Great Depression. With
their exhibition, the six women artists thus followed
(however implicitly) on the legacy of independent
women from the First Czechoslovak Republic,
including the artists’ own predecessors - the first
female graduates of Prague’s Academy of Fine Arts.

Like the title of the two earlier exhibitions, which
was derived from the name of the first venue and
was not intended as an ideological statement, the
title of the current group project at the AVU Gallery
is not important for understanding it, although the
artists’ works reflect certain aspects of the intimacy
of home or the body, along with themes such as
family or intergenerational bonds. As was the case
thirty and thirty-two years ago respectively, the
current exhibition was born spontaneously and
initially had no curatorial intention. (The artists
invited me - a generational peer - to collaborate
with them only after obtaining an exhibition date
at the AVU Gallery.) The exhibition did not grow
out of nostalgic motivations and is not intended
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as a reconstruction of the legendary pair of 90s
exhibitions. The only physical reminders of these
earlier projects are several pieces by the Luxembourg
artist Trixi Weis, a former exchange student in Milan
Knizak’s studio at the Academy of Fine Arts; Weis
only ever showed these objects at the first exhibition
in Havlicek’s unique seven-story reinforced-concrete
building. The main reason for holding a new
exhibition is the “ordinary” (perhaps increasingly
rare in today’s intellectualized art world) need to
come together again after so many years.

The eleven women artists born between 1963

and 1975 are united by generational experience,
friendship and consistent and courageous creative
work - occasionally interrupted for one reason or
another. Some of them were represented at the first
and second exhibitions Women's Houses (Stépanka
Simlov4, Veronika Bromova, Katefina Vincourova,
Elen Radova, Trixi Weiss), while others did not
appear on either (Milena Dopitova, Markéta
Vankova, Janka Vidova, Radka Miillerova, Veronika
Drahotova). Some have been “perennial stars” on the
art scene since the 1990s, and their work has made
significant inroads onto the international scene,
while others have been less visible - either because
they have voluntarily avoided the hubbub of the art
scene, or because making art is just one segment of
their creative activities (as with Elen Radova, who
is currently better known as a DJ and broadcast
moderator than as a visual artist). While some of
the participating artists have returned to academia
as teachers, either briefly or for longer periods

of time, others have engaged in artistic careers
characterized by an uncertain and often nomadic
freelance existence that has nevertheless introduced
remarkable impulses from other cultural fields into
their work (Markéta Vankova, Radka Miillerova).

Within the context of the exhibition’s character as

a fleeting reminder of euphoric artistic freedom
and the wild capitalism of the early 1990s, another
important factor for Women’s Houses (which

could be followed by the Roman numeral II1) is

the relationship between past and present. The
exhibition, in a necessarily condensed form, reveals
the transformation of the work of the exhibiting
artists. Above all, however, it uses the photographs,
videos, drawings, objects, paintings, and intermedia
installations to address the individual and collective
experience of (not only women’s) time: retrospective
returns and futuristic visions, the relativity of the
present, the fleeting nature of the moment, longed-
for eternity and a lack of time, the preservation and
suppression (often for reasons of self-preservation)
of memories, distracted forgetting and naturally
imperfect memory, beginnings and endings.

Martina Pachmanova



