Méam kolem sebe obrazy Jindry Huséarikové a zplna vy-
cituji jejich tichy a mocny vliv. Pfitom si uvédomuju, Ze
malifka Zije bohatym osobnim Zivotem. Poznala mnoho
lidi a ma je ve svych vzpominkéach rdda. Vytvaii je na
platnech tak. jak je uchovala jeji pamét: nehybné, trochu
osamélé, uzaviené do sebe, ale pfitom vyzafujici nadéji.
Nikoli nadéji veselou, spis nadéji kiehkou a melancholic-
kou, které se da vérit daleko vic. A je to pravé tahle na-
déje, ktera vtahuje divaka do obrazu a kterda mu vnucuje
touhu Zzit s jejimi lidmi, protoZe v nich neni ani stopy po
néjaké destrukci. Opravdu se zd4, jako by se Jindra Hu-
sarikova zaméfila na to, Ze musi objevit feSeni lidskych
potizi. Postavy na jejich obrazech jsou lidé pfedevsim
védouci. Jsou to lidé bilancujici svaj zivot smérem do
minula, ale souCasné vyhliZejici daleko pfed sebe a ko-
lem sebe, mozni aZ nékam do dalek vesmiru.

Bohumil Riha, 1974

Uz je to mnoho let, bylo to kratce po valce, kdy véhlas-
ny francouzsky kritik Léon Degand v kratkém pojednani
o Chagallovi zdaraznoval, Ze ,at uZ je jakkoli ndrocny nas
racionalismus — pfichazi okamZik — ve kterém rozum ztraci
puadu" a uz se nenachézi Zidné uspokojivé logické vysvétlent,
k némuz by se uchylil. Moderni uméni osvobozené od podfi-
zenosti zdani skuteCného svéta, zapliuje tedy tento prostor,
jeZ logika zanechala prazdny a se silnym odboCenim jazyka
(uméleckého stylu) se predchudce poetického surrealismu
jako Chagall, stava nezvratnym tvircem ,frisson nouveau".

Breton v jediném Cisle ,Révolution surréaliste" se snazil

SLAVNOST/
FESTIVAL, 1979
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[ have paintings of Jindra Husarikova around me, fully
perceiving their silent and powerful effect. I realise that the
painter is living a rich personal life. She has got to know
many people and got to like them in her memories. She cre-
ates them on the canvas as stored in her memory: motion-
less, a little lonely, closed into their selves, but radiating
hope. Not joyful hope, but rather fragile and melancholic
hope, which is much more trustworthy. And it is this hope
that attracts the viewer inside the painting, imposing on
it longing for living with her figures, for they show no
sigh of destruction. Jindra Husarikova really seems to be
concentrated on finding solutions to all human troubles.
The figures on her paintings are people who know. They
are people viewing their whole lives and at the same time
looking far into the future and around them, maybe as far
as the universal distances.

Bohumil Riha, 1974

It is many years ago, shortly after the war, when the fa-
mous French critic Léon Degand in a short account on
Chagall emphasized that “however demanding our rational-
ism is — there are moments — when reason loses ground”
and there is no satisfactory logical explanation any longer
to the reason to retreat to. Modern art freed from subordi-
nation to the image of the real world fills this gap left by
logic with strong deflection of the language (artistic style),
a predecessor of poetic surrealism like Chagall becoming
an irrevocable creator of “frisson nouveau".

Breton in the only issue of “Révolution surréaliste” tried
to take a close look and summarise the nature of surrealism




ARTISTKA/FEMALE AR-
TISTE, 1978

definic: ,VSe nasvédcuje tomu, Ze existuje bod ducha,
ve kterém Zivot a smrt, skuteCnost a pfedstava, minulost
a budoucnost, sdélitelné a nesdélitelné, vysoké a hlubo-
ké prestanou byt vnimané rozpornym zptsobem. Nyni
¢innost surrealist nema jiny impuls, neZ nadéji stanovit
tento bod."

A je to bod, ve kterém sen, tajemstvi, prazdnota, Cas-
to ve svétle ledové chladném, transcedentuji skuteCnost
a obohacuji ji aZ k hranici opotfebeni. To, co je obzvlast
dalezité v malifstvi, je ,psychicky Sok", potvrzuje Cha-
gall, kdyz uvadi, Ze malifstvi obnovuje svét, i kdyzZ on
disledné brani jeho funkci, jakozto plastického prostfed-
nika, ktery nakonec bude moci pfedat poselstvi, byt jen
symbolické, ale tohoto konecného vysledku neni projek-
tantem vylué¢né umélec, jakozto spiSe vyznacna struktu-
ra, jiz prochézi po pfedcich zdédény archetyp. Kosmicka
energie ,metafyzika snu" jak pravi Jacques Riviere, jez
od r. 1909 v ,Nouvelle revue francaise" predesila na ese-
jistické drovni tu dlouhou cestu, kterou pak De Chirico
zapocal se ,Zahadnou véstirnou®.

Kdyz bedlivé pozoruji, aniz bych se uchyloval k Newto-
nové neb Euclidové obranég, plasticky prostor vytvofeny
Jindrou Husarikovou, jezZ je tak pfijemny a mily, tak jsem
si uvédomil, nakolik byla pfesna kritick4 definice Floria-
na De Santi: ,Poeticka esence Husarikové tkvi ve faktu, Ze
pozoruje metamorfézu vesmiru za tzkostlivé uzavienymi
okny své malé observatofe ,vizionaiské umélkyné"; po-
kud se pfida k této konotaci, ktera tak sedi, nevyhnutel-
ny odkaz Bernardiho na Chagalla, jakoZto kanonického
piiméru, tak se kriticky problém rozuzli urCenim mensi
autonomie talentu vzhledem ke zfetelnému kulturnimu
ptvodu. Na toto téma se zaméfil jiZ Carluccio ve stejné
toning, kdy s ipornou peclivosti 1i¢il chromatické napé-

into one of the best definitions: "All suggests that there is
a point of the spirit in which the life and the death, the
reality and the image, the past and the future, the com-
municable and the non-communicable, the high and the
deep are no longer perceived as opposites. The activity of
the surrealists has no other aim but to define this point."

In this point the dream, the mystery, the emptiness, often
in ice cold light, transcend the reality, enriching it to the
limit of wear. What is especially important in painting is
the “psychic shock”, confirms Chagall when saying that
painting restores the world, even while systematically de-
fending its function of a plastic mediator eventually able
to pass on the message, even if just symbolic. The designer
of the final effect is not exclusively the artist, but rather
the significant structure of the inherited archetype. Cosmic
energy of “metaphysics of dream®, as said Jacques Riviere,
who since 1909 in “Nouvelle revue francaise" foresaw on
the essay level the long journey started later by De Chirico
and his "Mysterious oracle “.

When without support of Newton” s or Euclid” s pro-
tection I carefully watch the plastic space created by Jin-
dra Husarikova, which is so nice and pleasant, I realise the
accuracy of the critical definition of Florian De Santi: “The
poetic essence of Husarikova is in her observation of the
metamorphosis of the universe behind anxiously closed
windows of her small observatory of a “visionary artist”;
if this connotation, so fitting, combines with Bernardi’s
inevitable reference to Chagall as the canonical simile,
then the critical problem is entangled by determination
of smaller autonomy of talent with regard to clear cultural
origin. This is the theme of Carluccio in the same key,
stubbornly and systematically depicting the chromatic
tension and mysteries emerging from Jindra Husarikova s
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ti a mnozstvi zahad, jeZ se vynofuji z dél Jindry Huséari-
kové. Onen ,bod ne rozporu“, 0 némz hovoii Breton, ona
Lfrisson nouveau" o niz se zminuje Chagall, jsme uvedli
ne ndhodou, ale protoZe nam pfipadaji byt prostfedky
miry, samoziejmé ne metrické, vhodné k zaostfeni na
tvurci schopnosti ¢s. malifky. Cirkus, jako metafora reali-
ty, kterad fascinovala tolik modernich mistra, se v Husari-
kové vraci s tématickymi variacemi jednotné autonomie
pro chromatickou $kalu, symbolicky odkaz a atmosféru
snového okouzleni, kde se zda, Ze slavnd aspirace Breto-
na opravdu nachézi konkrétni urCeni. V ,Cirkusu” jsou
protagonisty ,Zongléfi": popiraji podminénost prostoru
a Casu a ani si ho neuvédomuji, utkvéli tak, jak jsou
v jejich gymnastickém andélstvi ponofeni do mystické-
ho zlatého véku spolecné s uslechtilym koném, kdy lidé
rozuméli feci zvifat.

V tomto pohledu se situace pfevracena do jakési erbov-
ni zkratky tfpyti ve zlatavém odstinéni, jeZ vyvstava snad
ze vzdalenych byzantskych hlubin duSe; Zivot je tenka
nit, na které artistka tanci nad glébem, ktery ji vlece
a podrzZuje: staci nepatrnd uchylka a zfiti se. Ale vzhle-
dem k Chagallovi, jehoZ obrazy jsou obdafeny zvlnénym
pohybem a zaroven jsou uvolnéné od horizontalni rovi-
ny stalosti a tak vytvaii v prizraénosti tahu §tétcem onu
zvlastni ,lumiere — liberté", toCivy pohyb Husarikové je
utkvély a ustrnuly, sraZeny: nehybny prostor je neménny
v teplém barevném rozptylu vkladanych postav.

Piero Bargis, 1976

CAPRICIO/CAPRICIO, 1980
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works. The “point of non-discrepancy" talked about by
Breton, the “frisson nouveau" mentioned by Chagall, were
mentioned on purpose, appearing to me instruments of
measurement focusing on creative abilities of the Czech
painter. Circus as a metaphor of the reality, fascinating so
many modern masters, returns in Husarikova with themat-
ic variations of a unified autonomy for chromatic scale,
symbolic heritage and atmosphere of dreamy enchant-
ment, where the famous aspiration of Breton seems to
really find a concrete destination. The protagonists of the
“Circus" are “jugglers": they deny conditionality of space
and time, not even realising them, deeply submerged in
their gymnastic angelicism in the mystic golden age to-
gether with fine-breed horse, when people understood the
language of animals.

In this light the situation, turned into a coat-of-arm ab-
breviation, glitters in a golden shade resulting perhaps
from the remote Byzantine depths of the soul; the life is
a thin thread on which the artiste dances above the globe,
pulling and supporting her: just a slight deflection and
she will fall. But compared to Chagall, whose paintings
are endowed with wavy motion and freed from the hori-
zontal level of permanency and thus creating the special
“lumiere — liberté” with transparent brush stroke, the ro-
tary movement of Husarikova is still and stiff, shrunk: the
still space is unchangeable in the warm colour spread of
the inserted figures.

Piero Bargis, 1976

Achievement of Jindra Huséarikova has currently reached
its climax.

She has managed the synthesis invariably coming af-
ter a period of extensive formal discharges and explo-
ration of paths trodden by previous generations: her
achievement synthesizes all positive achievements of
surrealism and poetists — with artistic mastery using
means close to naive painting. Surrealism evoked expe-
riences and memories of the past with cruel, penetra-
tive compositions surprising with their openness and
depressing with their internal logic of free development
of images. Poetism, on the other hand, combined ele-
ments of tenderness and brightness, kindness and op-
timism, regardless the reality of life, without evoking
awareness of the reality. By synthesis of the lasting ele-
ments of both the painter achieved its individual hand-
writing. The third starting point of her style was in
site painting. Husarikova, however, did not accept the
primitive sequencing of image elements attracting with
its primitivism. She rather accepted the clear structure,
forming the order of creation herself.

This synthesis resulted in a highly individual contribu-
tion of the painter to visual art that cannot be neglected
in the period full of deep transformations off all kinds of
values. This synthesis has made her paintings artefacts em-
bodying the feeling of happiness and beauty, longing for
poetic experiences for which there is often no time in the
current hasty life. Her paintings help us find peace inside.
That is why they are so close to us.



VYVOLENI/
THE SELECT, 1980

Tvorba Jindry Husarikové je dnes na vrcholu svého
vyvoje.

Podafila se ji syntéza, ke které dochazi vidy po obdobi
velkych formalnich vyboja a po hledani cest, jez pod-
nikli pfedchtdci v minulych generacich: v jeji tvorbé
se sluCuje vSechno kladné, oC usiloval surrealismus
a po Cem touZzili poetisté — a to umélecky zvladnutymi
prostfedky, blizkymi naivnimu malifstvi. Surrealismus
evokoval velmi syrové a naze zaZitky a vzpominky mi-
nula do krutych, obnazujicich kompozic, udivujicich
svou otevienosti a deprimujicich svou niternou logi-
kou volného vyvoje pfedstav. Poetismus zase fadil i bez
ohledu na zivotni realitu prvky néhy a zjasnéni, laska-
vosti a optimismu, aniZ vyvolaval védomi skutecnos-
ti. Syntézou toho, co je v obojim usilovani trvalého,
mohla malifka dospét k svému osobitému rukopisu.
Ttreti spiiznéni jeji tvorby: insitni malifstvi. Jindra Hu-
sarikovad z ného vsak nepfevzala ono neumélé fazeni
obrazovych prvki, jeZ v insitivnim malifstvi upoutava
svou primitivnosti. Pfevzala spiSe jeho nazornost — fad
tvorby si dala sama.

Touto syntézou vytvofila malifka osobity pfinos vy-
tvarnému umeéni, jejz nelze opomenout v dobé plné
hlubokych promén mnoha hodnot. V jejich obrazech
se touto syntézou podafilo vytvofit artefakt ztélesnujici
pocit touhy po §tésti a krase, touhy po proZitku poezie,
na niZ ndm C¢asto nezbyva Cas. Jeji obrazy ndm poméhaji
hledat a nalézat klid v sobé. Proto jsou nam blizké.

Jindra Husarikovd maluje svét svych vnitfnich pfed-
stav. Neusiluje uZ o dal3i vyboj v barvé ¢i formé. Svymi
kompozicemi slucuje minulé s budoucim - a pfitom
plsobi k uklidnéni{ lidského nitra. Jeji tvorba je vsak

Jindra Husarikova is painting a world packed with
inner images. She does not any longer seek innovative
colours or forms. Her compositions synthesize the past
and the future — at the same time calming down human
soul. Her achievement, despite the balance, is exciting
and stimulating, returning to us our past experiences
and opening to us the path towards future happiness.
Her own psyche is the key to her works, that indecisive
dreaminess characterising the painter in perfect harmo-
ny with her achievement.

“How does that remarkable artist work?” asked Bohu-
mil Riha. “She must have some mysterious keys to past
memories”. They are her emotional experiences. Her
paintings cannot be understood through memory of the
eyes but through memory of the heart, or of the soul.
Her composition is governed by poetic feeling and logic
at the same time.

If naive art remains naive because it knows no other,
paintings of Jindra Husarikova are intentional artistic
work. The colours of her paintings change, so do the
symbols or the environment, but the order of creation
remains the same.

Her development included a period of grey, blue-grey
or grey-white colours, a period of bright blue and yellow
tones, or a recent period of struggle with completely black
surfaces, but these were struggles for expression means, not
for the contents of the expression. Her development includ-
ed periods of circus or children playground scenes, periods
of cafés or crowds. There were periods affected by study of
great art styles of the past, especially Italian renaissance.
What has remained the same, unifying all these, has always
been her clear, highly individual handwriting, a highly
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pii v8i vyvazenosti velmi vzruSujici a podnétna: vraci
nam i naSe vlastni proZitky minula a otvird nadm témito
vzpominkami zase do budoucna stezku k pocitu Stésti.
Klicem k jeji tvorbé je jeji vlastni psyché, ona nerozhod-
na zasnénost, ktera charakterizuje malifku v dokonalé
shodé s jeji tvorbou.

,Jak ta podivuhodna umélkyné tvofi?“ ptal se Bohumil
Riha. ,Ma rozhodné néjaké tajemné klice k davnym vzpo-
minkam." Jsou to jeji emocionalni zazZitky. Klicem k této
malbé neni pamét zraku, ale pamét srdce Ci duSe. Jeji
kompozici ovlada basnivost, ale Fidi ji pfesto logika.

Jestlize naivni uméni zGstava naivni, protoZe neumi
jinak, je malifstvi Jindry Husarikové uvédomélou umeé-
leckou tvorbou. Od nejranéjsiho projevu k soucasnému
se méni tfeba barvy jejich obrazi, méni se i symboly ¢i
prostiedi, neméni se vsak fad této tvorby.

Nalézame v jeji tvorbé obdobi Sedé ¢i modrosedé nebo
Sedobilé barvy, obdobi pestrych modrych a Zlutych tént,
jsou tu nejnovéji zdpasy se zcela Cernou plochou, ale
to jsou malif€iny boje o vyjadfovaci prostfedky, nikoli
o to, co chce vyjadfit. Jsou v této tvorbé obdobf cirku ¢i
détskych htist, obdobi kavarny nebo lidskych zastuput.
Jsou tu i obdobi, kde na malifku vykonavalo tematicky
vliv prozivani velkych tviréich obdobi minulosti, zejmé-
na italskd renesance. Vidy je to vsak jeji jasné vyrazny,
zcela osobity rukopis — je to tvorba vyhranéné malifské
osobnosti. Pfitom symboly, které ve své figurativni tvorbé
pouZiva, nejsou nijak zaSifrovany: i dit€ pozna pierota
z cirku nebo motyla vedouciho poutniky. Husarikova
mé odvahu stylizovat lidské tvafe do svého pojeti, tak
jako stylizoval i Jifi Trnka své postavy do trnkovského
pojeti. Profily jejich postav jsou lehce deformovéany, misto
celého Clovéka ji staci tvaf nebo poprsi, ale vidy jsou to
nezesmésnéni lidé, nikoliv skfetové. Jeji 1lidé jsou svétlé
postavy, jeZ vynikaji z pozadi, ale jsou s nim barevné sva-
zany, jako by z ného jen na chvili vystupovaly. Princip
jimz fadi své postavy do obrazu, je vyluc¢né poeticky,
nikoli viak bizarni.

Rukopis Jindry Huséarikové je nenapodobitelny — a ne-
ni snadno najit k nému spojitosti. Malifka sama jme-
nuje Chagalla, Heckela, Muncha, ale ani z Muncha, ani
z Heckela nepfevzala do své tvorby nic. S Chagallem ji
ovSem spojuje to nejpodstatnéjsi: basnivost. Jestlize vSak
Chagall fadi symboly svych vzpominek do basnivé bizar-
nich vztaht nebo podtrhuje jejich podivnost, Huséariko-
va s nimi pracuje jinak: Zensky peclivé je vkomponovava
do své skladby tak, jak ji k tomu vede bud jejich vnitini
dynamic¢nost — a tedy v pohybu, nebo vnitini raz jeji
vzpominky — a pak zpravidla v klidu.

Malifka patfi svou praci k onomu véEnému proudu,
ktery v malifském uméni neustile trva a vidy znovu
a znovu se v nejraznéjsich obménach projevuje — k poe-
tickému malifstvi; at k nému fadime vize El Greca, opar
Manetovych ¢i Seuratovych krajin, sloZité kompozice
Celnika Rousseaua, nebo strhujici néhu Chagallova Su-
mafe na stfeSe. Je to poezie, bez niZ by bylo toto uméni
ochuzeno o jednu ze svych nejkrasnéjSich a nejcennéj-
§ich slozZek.

FrantiSek Kafka, 1979
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individual personality of painter. The symbols used in her
figurative works are not encrypted: even children would
identify a circus pierrot or a butterfly guiding pilgrims.
Husarikova has the courage to stylise human faces, like Jifi
Trnka stylised his puppets to be Trnkian puppets. Profiles
of her figures are slightly deformed, a face or a breast stands
for the whole character, but she never mocks people by
making them dwarfs. Her figures are light-coloured, clear-
ly standing up against the background, but at the same
time being linked by colour to it, as if standing up just for
a while. The principle of placing figures in the painting is
exclusively poetic, but not bizarre.

Jindra Husarikova “s handwriting cannot be imitated and
it is difficult to find correlations to it. the painter herself
names Chagall, Heckel, Munch, but she has taken up noth-
ing from their achievement. Poetics is what links her to Cha-
gall. If, however, Chagall sequences symbols of his memories
into bizarre relationships or underlines their strangeness,
Husarikova works with them differently: with feminine care-
fulness she makes them part of her composition, observing
either their inner dynamism, i.e. in movement, or the nature
of her memory, then usually motionless.

The painter belongs to the eternal stream persisting in
visual art and manifesting itself again and again in various
different forms — poetic painting, whether represented by
visions of El Greco, mists of Manet s or Seurat “s landscapes,
complex compositions of Rousseau, or exciting tenderness
of Chagall’s Fiddler on the Roof. It is poetry that is one
of the most beautiful and the most valuable components
of every art.

Frantisek Kafka, 1979

V ZAHRADE/IN THE GARDEN, 1980



VE STAREM PARKU/IN AN OLD PARK, 1980
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Hlavnim problémem vytvarnika stéle zastava jak ucho-
pit realitu. Malifka Jindra Husarikova vi, Ze Clovék nejsou
jen smysly, ale Ze jsou to taky jeho zkuSenosti, vzpomin-
ky, radosti, smutky a nadéje. K celosti ¢lovéka patii lidé
z nejblizsiho okoli a pouzivané predméty.

V malif¢in€é nitru je nepfeberné mnozZstvi zrcadel, kte-
ré veSkerou elementarni dynamiku Zivota zaznamenéavaji.
Jeji nitro tenhle pfiboj Zivota procituje, proziva, uklada
do citové paméti a v pfihodném okamZiku dava impuls
k uméleckému ztvarnéni nékteré z jeho Castic. Pfitom si
Jindra Huséarikova uvédomuje, Ze touha po nadgji je nasi
nejmohutnéjsi silou, ktera spolu s predstavivosti vytvari
zakladni formy lidské odvahy.

Malitka pfistupuje ke své praci s citovym védomim, Ze se
musi vyhnout povrchnimu pofadku a Ze bude pracovat na
svych obrazech tak, aby vytvafela Clovéka ze vSech stran,
aby zachytila souvislosti a rovnovahy potfebné k Zivotu.
Soucasné chce piesvédcit divika o své umélecké opravdo-
vosti, coZ muzZe ucinit jen tak, Ze jeji vytvarna vypovéd
zUstava stiizliva, Ze ponechava vnimateli dostatek prostoru
k vzniku emoci, k vzniku dtvérného dialogu, k vzniku tou-
hy objasnit skryté poselstvi celého obrazu.

Je to opravdu zvlastni. Na obrazy Jindry Husarikové
se nemuzeme divat jen jednim okem a myslet si pfitom
néco jiného. Pravé naopak: jeji obrazy nas k sobé pfitahu-
ji a burcuji v zapomenutych pfihradkach naseho védomi
néco dojemné lidského, podpiraji divéru v okolnf svét,
davaji v nas vzniknout pocitu solidarity a otviraji v nas
zdroje aktivnich vlastnosti.

Romain Rolland kdysi fekl, Ze uméni je to, co doda-
va sily k Zivotu. Myslim si, Ze Jindra Husarikova je na
dobré cesté, protoZe vécny i citovy obsah jejiho uméni
je spojen se zvidavé premyslivym a svérazné basnivym
proudem Zivota nasich déti i naSeho lidu a taky proto,
Ze naSla osobity zpusob uméleckého vyjadieni, ktery jas-
né dokumentuje. Véfim, Ze na tomhle poli uchovavani
a vytvafeni zakladnich humanitnich hodnot na ni Cekaji
dalsi umélecké uspéchy.

Bohumil Riha, 1979
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The main question asked by each visual artist is how to
grasp the reality. The painter Jindra Husarikova knows that
man is not only senses, but also experience, memories, joys,
sorrows, and hopes. Man makes a whole with its closest
people and the most frequently used objects.

The painter” s mind is full of mirrors recording all el-
ementary dynamism of life. Her mind feels the tides of life,
experiencing, remembering them in her emotional mem-
ory, and giving stimulus in a suitable moment for artistic
transformation of one of them. Jindra Husarikova realises
in the process that longing for hope is our most powerful
driving force which, together with imagination, creates the
basic forms of human courage.

The painter approaches her work with emotional aware-
ness of the necessity to avoid superficial orderliness and
depict man from all sides to grasp all the relationships and
balances needed for life. At the same time she strives to
show the viewer her artistic truthfulness, which can only
be achieved with sober expression, leaving sufficient space
for the viewer to develop its own emotions, establish an
intimate dialogue and a desire for discovery of the hidden
message of the painting as a whole.

It is really strange. You cannot watch paintings of Jindra
Husarikova with one eye, thinking about something else.
Rather to the contrary: her paintings attract you, rousing
something movingly human in the forgotten corners of
your mind, supporting trust in the world around you, evok-
ing the feeling of solidarity and opening in you sources of
active qualities.

Romain Rolland once said that art is what gives strength
to live. I think that Jindra Husarikova is on the right track,
for the material and emotional content of her art is linked
with thoughtful, curious and specifically poetical existence
of our children and our folks, and also as she has found
an individual method of artistic expression, clearly docu-
mented. [ believe that further artistic success is waiting
for her in this area of preservation and creation of basic
human values.

Bohumil Riha, 1979

VELKY MASOPUST/
GRAND CARNIVAL, 1982



LOUTKARI/PUPPETEERS, 1989
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4 PREDSTAVEN{ V PARKU/PARK PERFORMANCE, 1999
+ JARO IIL/SPRING 111, 1998-9
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HRA O JABLKO/PLAY FOR AN APPLE, 1997
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