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Navigation - the name of the object from which the title of Tomas Hlavina's exhibition is derived. It looks like a wire
cage into which wooden sticks have been inserted along with knotted plastic laces. What is this object trying to tell
us? Is it a globe that will lead the initiated to new countries? Is the arrangement of the sticks an aid to divination?
Or is it something more: after all, to be in the world means being able to decide on a direction, to navigate in
space and time. Is this about a literal form of navigation that opens up maritime routes to new worlds? Or is it more
cultural navigation, conceptual orientation? Might it even be existential navigation? When it comes to Hlavina's

work we don't know nor can we know.

Retrospectively, as far as the "nautical" possibility is concerned, we know that navigation opens up the world,
makes it a globe and perhaps navigable, and converts its immensity and immeasurability into comprehensible
dimensions. This is an attractive yet misleading idea. The navigable world is not real, it is simply a symbol of the
world diminished by the pragmatism of our objectives. The difficulty and treachery of navigation is even more
pronounced in the case of cultural navigation, let alone existential. Navigating the waves of the cultural memory or
even the subject is far more difficult than sailing the oceans of the world. If we remain with literal navigation, one
more thing becomes clear: nautical reason is not philosophical. It does not want to touch base (the seabed), since
only those who float on the surface are successful. The maritime spirit needs no bases, fixed fundamentals, but

instead needs to know the tides, waves, wind, the elements that move and change ceaselessly.

So what is navigation and why should we examine Hlavina's work in the light of this concept? Literal and
metaphorical navigation must combine two elements: a formal system that is stable and permanent, similar to the
celestial constellations beneath which sailors guide their vessels. However, an ability to chart, measure and
formalise things does not suffice. Provision must be made for what is protean and mobile. And perhaps it is this
flexibility and openness to the transient that makes for successful navigation. It is openness not only to distances

but to uncertainty. It is from this ability that the work of art draws its emotional force and semantic complexity.

Transferred to a visual language this means knowing how to work with a range of creative forms, discovering new
organisational possibilities and the rules thereof, being able to recognise fixed structural relationships while also
intuiting that which still lacks name and form, that which is simply a fleeting movement on the surface of events that
hints at the presence of deeper currents but that might also be simply shallow ripples. Above all it is knowing how
to relate these elements to each other. The classification of clear, conventionalised systems must be constantly
corrected, principally by other inputs in which only now does articulation take place. Creative ability does not
usually develop within a single methodologically clear given plan or system, but more where the customary

dividing lines or traditional methods of classification are transcended.

Hlavina sometimes refers to his objects and installations as spatial models or charts of the mind. Philosophically
speaking, these charts and models enable him to link up concepts with an opinion commensurate to them, they
allow for the embodiment of said concepts. But how does this work in the case of charts and models that are
already concrete objects, embodied artworks? They motivate us to carry out sensory thought operations, to
produce emotional and semantic context for them. Since these are artworks, they are suggestive models endowed
with an innovative dynamic. They have their own internal order that, despite its precision, is versatile and flexible.
Their forms and organisation are clear though we are unable to define the rules by which they emerge, and the
direction of their innovative dynamic is only hinted at by the artist. We experience their visual forms, reflection and
emotional content within the same work. Where this suggestive navigation will lead us, whether we will lose our
way and be carried by currents to unknown shores, or, guided by the charts and symbols correctly read or

intuitively understood symptoms and hints, we find our isles of the blessed, depends (sort of) on us.
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Navigace - tak se jmenuje objekt, ktery davé vystavé Toméase Hlaviny jméno. Vypada jako draténé klec, v niz jsou
na rlznych mistech zastr¢eny dfevéné tycky, opatrené zauzlenymi ,$idrkami” z plastické hmoty. Co tento predmét
ma naznacovat? Je to snad néjaky gldbus, ktery toho, kdo jej umi pouzit, dovede do novych zemi? Vytvari
rozmisténi tyc¢ek néjaké tajemné usporadani, ze kterého lze vydist budouci zisky, ¢i ztraty? Anebo je to jesté néco
vic: byt ve svété prece znamend umét nachazet smér, navigovat, v prostoro-¢asovych souvislostech? Je to obraz
navigace reélné, kterd otevird namorni cesty k novym svétim, nebo navigace kulturni, kterd je konceptudlni
orientaci, nebo je to dokonce navigace existencialni? To v pfipadé predmétu Toméase Hlaviny nevime, ani védét

nemuzeme.

Retrospektivng, z hlediska prvniho ,ndmorniho” vymezeni vime, Ze navigace oteviré svét, ¢ini jej glébem a mozna
jej ¢ini ,navigovatelnym”, pfeménuje jeho nesmirnost a neméritelnost v uchopitelny objekt. To je predstava lakava,
ale zaroven i zrddnd, navigovatelny svét neni redlny, je to jen znak svéta, navic zmenseny pragmatismem nasich
cild. U navigace kulturni, nerkuli existencidlni je obtiznost a zrddnost navigace jesté zietelnéjsi. Navigace na vinach
kulturni paméti, ¢i dokonce subjektu, je mnohem obtiznéjsi, nez plout po ocednech svéta. Pokud bychom zdstali u
prvniho obrazu redlné navigace, ukazuje se jesté jedna véc: nauticky rozum neni filosoficky, nechce se dotknout
zékladu (dna), nebot pouze ti, ktefi pluji po hlading, jsou Uspésni. Nauticky duch nepotfebuje zddné zéklady,

pevné fundamenty, potfebuje ale znat proudy, viny, vétry, elementy, které se pohybuji a kontinudlné proménuiji.

Co je tedy navigace a pro¢ bychom méli vidét vystavu Tomase Hlaviny pod timto znamenim? Realné i metaforicka
navigace musi spojit dvé véci: formalni fad, ktery je pevny a trvaly, podobné jako souhvézdi, podle kterych
namornici fidili svoji plavbu. Schopnost véci vytycit, méfit a formalizovat ale nestadi, stejné tak je nutna orientace
vtom, co je proménlivé a pohyblivé. A mozna je to pravé tato flexibilita a otevienost nestalému, kterd &ini navigaci
Uspésnou. Je to otevienost nejenom dalkam, ale i vécem nejistym. Z této schopnosti Cerpad umélecké dilo svoji

emocionalni G¢innost a vyznamovou komplexnost.

Pfevedeno na vizudini jazyk to znamend umét pracovat s fadem vytvarnych forem, objevovat nové moznosti
usporadani i jejich pravidla. Poznat pevné strukturalni vztahy, ale zaroven vycitit i to, co jméno a formu jesté nem;,
co je jen letmym pohybem na hladiné déni, co moznéa naznacuje pritomnost hlubinného proudu, co ale mlze téz
byt i jen zcefenim povrchu. Predeviim ale jde o to umét tyto rady vztdhnout k sobé: systematika jasnych
konvencionalizovanych systém0 musi byt neustéle korigovana principialné jinym pfistupem, v némz se artikulace
teprve rodi. Tvaréi schopnosti se obvykle nerozvijeji uvnitf jednoho metodologicky jasné daného plénu nebo

systému, ale spiSe tam, kde jsou prekracovany obvyklé délici meze nebo tradi¢ni zplsoby ¢lenéni.

Tomés Hlavina nékdy o svych objektech a instalacich hovori jako o prostorovych myslenkovych modelech nebo
schématech. Schémata a modely slouzi, filosoficky feceno, k tomu, aby se pojmy mohl spojit s jim pfimérenym
nazorem, slouzi k jejich konkretizaci. Jak je tomu ale u schémat a model(, kterd uz jsou sama konkrétnimi objekty,
uméleckymi dily? Motivuji nds k smyslové-myslenkové operaci, k tomu abychom z nich vyprodukovali jim vlastni
emocionalni a vyznamovy kontext. Protoze se jedna o umélecka dila, jsou to sugestivni modely nadané inovativni
dynamikou. Maji sv{j vnitfni fad, ten je vSak, pres svoji urcitost proménlivy a flexibilni, jejich formy a usporadani
jsou zfetelné, presto ale nejsme schopni stanovit pravidlo, podle kterého vznikaji, a smér jejich inovativni dynamiky
je autorem jen naznacen. Jejich vizualni formy, reflexi i emoéni zakouseni prozivdme ve stejném vykonu. Kam nés
tato sugestivni navigace zavede, zdali ztratime smér, ¢i nds proudy odnesou k nezndmym brehim, nebo, vedeni
spravné ¢tenymi schématy a znaky, ¢i intuitivné uchopenymi symptomy a ndznaky, najdeme své ostrovy blazenosti,

zaleZi uz (tak trochu) na nés.



