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Hermitage, Quiescence and Enigma

Magddena Jeteiova was bom n Czechosiovakia in 1946 and ived in
Prague most of her e, This s a crucial fact to keep n mind when
examining her an. Czechosiovokia geographically bordering five
European nations, occupies a curious crossoad postion between the
East ond West. Becawse of the historcal developments resutting from
both Word Wars, this nation was solated and cut-off from twentieth
century cuttural developments. During the eary decades of this
century, Prague sheftered a community of Jewsh, Geman, and
Austrian inteliectuck, who by wiiing about the Bohemian cify and s
people from a sight remove, gave it a perspeciive on itself that Czechs
themeelves have come fo associate with the ‘spidt of the piace. With
the cormmunist accession after Worla War i, however, Czechosiovakia
was overtaken by provincidism.” Life there culiurally, economically,
and polticaly became resticted, ond distorted: For the past forty
years, the nanation of Eastem and Cenfral European history hasbeena
distortion of a fasehood. Duing the lifetime of some Czech cifzens the
bocks have been rewntten five times. Havel has inscribed a moving
testmony on the recuction of meaningful events fo o calendar date....”
2 was part of a group of ntallectuds who remained n

Czaechosiovckia, stood their ground and foughit the wrongs of the
Communist repressed system by confinuing to make art for themselves
and not the State. Her confact with the West during her formative years
was brief. She studied in ttaly between 1967-68, bul retumed fo
Czechodovakia to bve in a country beaten down after the uprsing of
the late sixhes. Finally acknowledang that life had become infolerable
for her as an arfist, Jetelova did emigrate to Gemnany in 1985, offer
IMng In Englond for ¢ short time,

the 70s when the breakdown of a dominant shyde in New
York occured andg the influence of Post-Minmalism and Process art
mpocted on vanous aspects of Amedcan and Europeon art, she
confinued working in @ type of fime wamp relying on herinner strength
ond senss of visien. Set apart
W from past-Modem theory ond
" the proliferation of Westem
objects and gadgets, Jetelova
developad a unique idiom
devoid of corsumer materiak
ks references fo loncscape,
 lfe's contradiciony forces,
' medieval architecture and
primitive cutture co-exst within
her essences of civilzahon
"Many commentators have
Inferpreted her paradoxical
oversized wood scuptures .as
metaphors for the deformation
of her country under totalitanan
rule.” Woring in isolafion
offorded Jetelovd o type of
freedom to pursue unorthodox
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techniques and develop a personal esthetic language. Living for
decodes in a deprived society separates Jetelovd's from today's artists
of commodity and the strategies of deconstruction.® Thus, wordly
goods, devaled sgrs of popular cutture, and the cynical exarmination
of the West's grandiose commercialsm, are absent in her art, However.
her art ecrier charactenzed by s iorgeness and rawness of wooden
corstruction, has becomes ncreasngy more complex with diverse
elements now appeaing in her constructions. Westem influence has
found its way into Jetelovd's sites as she becomes exposed to and
becomes more comfortable with new technologies and materiaks
Hers s an art which operates on ¢ higher plane. An undemying
philosophicd affifuce parvades Jetelovd's work, echoing the sensiolity
of a northem nineteenth century radition. The contermplative mode of
Caspar David Friedrich's solated Gothic landscapes, which oddresses
man's reaction to the subimity or teror of nafure, infomrs Jetelova's
enigmahc installations. An art from the West which pemaps paraliets the
work of Jetelovd, s found in the archetypd explorations of Mary Miss,
She too aspires 1o a reconnection of art and londscope ond stresses the
ephemerclity of experence and the notion of tme. Also a kinship s
found n the work of Aice Aycock monuments which reved a concam
with the psychological mplications of architectural stes: she 1oo bulds
stage sefs without piays, charged with psychologicd and mythologicdl

paossibiifies
Jetelovd’s use of brute material, production of precardousy balonced
siruciures, and creation of psychologicaly srained environments,
harkens one fo recuring themes about fime passng and the viewer's
redctionship between site, sinuchure, and expenance. Over the past
twenty years Jetelova’s work has become characternzed by possessing
a co-exstence of confrasting elements, ¢ psychological ransformation
of space, and an diowance for order and chacs. Her unique
architecturd settings address exstental concems. human percepfion,
and our inferiwined involvement with fime and the archeciogy of
hurman mamory. A powerful energy resonates thrvoughout oll of her ort
It reveds her profound understonding of nature and the humaon

jcament n o werid fumed up-side down and moned by greed.

first became oware of Jetelovas work in 1987 af Documenta, where
she presented Defermingtion's Other Side (151 x 275 1/2). amassive
construchon comprised of post and intel components. | didn't redlize at
the fime that this was a pivotal piece demonsirafing Jetelova’s gradual
evolufion away from the snguiar char metif fowards the development
of architecturdlly nfegrated ste-specific works which hint ot dlocation.
The Museurn of Modem Art in 1987 first infroduced Jetelovas ort to the
United States through its Projects senes. There she exhibited Boban and
Crossng. These two works are closely Inked to the Documenta plece:
both are constucted of rough wood and appear fo stietch the
boundaries of the orginal configuration. The fomet resembles ¢ krge
ciphabetical shape comorsed of rough massive free tnunks, Wiiters
often waont to associate this form with being a chair: such alimited
ciassification is cautioned oganst. In foct it s infended fo function as o
metaphonc symbaol. The ariistidentified Boban as "o fale about energes



ona forces of ife and matfter. about the mystery of being and not
beng.” In Crassing. @ fenuous frogile bridoe stands as a funclioniess
sfructure purporing to be o bridge or path. Fragie, pole-tike iegs are
placed fo support a maossive expanse of wood. However, their wobbly
presence threaters the weight above. Cne woudn't dare fresposs
upon this pathway fo nowhere.
The scupture from 1979 through 1987 s characterzed os represen-
tafiona-huge chairs, looming legs, stainways 1o infinity, strange efters,
ond anatomical forms. Since 1987 her art has become more abstract
with the singuiar form giving way fo @ more complex setting comprsed
of mulfiple components. Sculptural fomn and archifectural space fuse,
trarstorming o rcom into a fantastic erviionment. An example of this
5§ observed in Table, 1988 ond a Domestication of a

Pyramid, 1989. Each of these ste works gemonsirate o mixing of @ given
reality of the actuadl architechurd sefting and its fransfomnafion through
the juxtoposition of materdak. One's comprehersion of physical
boundaries s pushed and each piece chalenges the viewer's

epfion of realty and ilksion.

Demystiication of A Monument presented at the Camege Melon
AnGolefylustrmesoﬂnherextetwobegddencJereiovos
symboic language and scupture. Jetelova craates an atmosphere of
ambiguous ilusion, Geometry, technology, and chancs unite ina
carefully plarned but open-ended structure. Unlike fradifiona
monuments, Jeteiovas does not belong to the past commemoarating
either a person or speciic evant. The work cals fo mind associations
with primitive culfure, spirfuaiism, infinity, and mystery. A viewer might
slect fo assockate the post and Iinfel wooden mass s an imglied
monument because of its physicality and sense of permanence
Furthermore the wood revediing scratches and ndentaticns suggest
architecturdl runs from an era past, and its massive sze and weight
dwoarfs the viewer,

Although it reads os an elsive stucture. it s infended fo be a place for
prvate refiection instead of commemicration. Cutside the soace, onels

o detoched obsenver, but once ngde, you must become a participent,

an unidentified actor in the realm of the urknown. The viewer plays ¢
vital role—5/he becomes an actor on a sient stage. Tme passes as the
expenance unfolds and one moves through a cycle of ime. Tme s ot
the core of Magddiena Jetelovas art,

This dsoarate assemblage of wood, plexigias, handwiifing, and scot
with the given interior space of the galiery creates ¢ hounting presence.
The effects of fire, scorching the wal and the wood, bond parts of the
site. Athough there exists thyee distinchive areds within the monument,
each component of ihe nstalation s equd inimportance to the other,
even though they differ In mass, helght, and length. The enfire
monument is developed along a fiangular configuration enmpioying
the use of repetifion: nine posts support two massive inteks: eight
franshicent screens form another side of the iangle (cppearning to
refiect the shape of the biock wooden columns in the forefront), and a
fity-two foot wal expanse fled with o text. resembing hieroglyphic
writings formns the base,

The wal mural depicts a hanchwiiiten sxcenpt from a poem
medates

emtfreocsmpresen‘rmdmpostaebothpresaﬁn .

chared soot which vels sections of the text. The desp, block
background of the wal accentuates the philosophical mess
The dalicate screen provides momentary relef from the sie
verfical formns, The two-dimnensional screen ponels aranged
zoggeddogonolemhoslzescsemeofbeoamgoﬂvee- 1

projectad image. meorrstprewntsolmdsowewhdwova'
been raped ond destroyed by siio mining.
ﬂ\esfrmgeonqtnedmdt&souetebvcsdak crawings

cannever be seen. Her mathod of
to daly vision, Thebi#ofmmm’rprowdeswvﬁihsom
ocknowiedges that reaity s an asseriment of momentarny fn

ond she prompts her viewer 1o engage in ¢ probing didiogue
cycle of fime.
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