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pavilon na Expo

Retromuseum Cheb
11. 5. — 5. 11. 2017

Vernisaz 10. 5. od 17 hodin
Opening reception 10 May at 5pm

Svétova vystava v Montrealu, ktera se uddla pred pal stoletim (27. 4. — 29. 10.
1967), byla druhou z trojice povalenych prezentaci Ceskoslovenska na
svétovych vystavach. Probihala v dobé, kdy se uz nevystavovaly pfimo
primyslové novinky, ale jak ukazal Umberto Eco, soupefeni mezi zemémi
prechazelo do symbolické roviny, do techniky vystavovani a zplsob(
prezentace. Expo 67, specificky format mezi uménim, architekturou

a uméleckym femeslem, pfedznamenava dnesni podobu vystavniho provozu
svou internacionalizaci, spektakularitou, masovosti a silnym ukotvenim

v politickém, ekonomickém a spolecenském pozadi. Nazev Automat na vystavu
evokuje vyraznou atrakci ¢eskoslovenského pavilonu — interaktivni biograf
Kinoautomat, i dobovou viru v automatizaci jako symbol moderniho svéta.
Predevsim ale slouzi jako metafora pro situaci, v niz naSe montrealska ucast
vznikala: Expo 67 se ve své dobé stalo v Ceskoslovensku jakymsi méfitkem
pro kvalitni provedeni vystavnickych expozic, bylo v§ak i znamkou rutinérského
pfistupu vedouciho k rozmélnéni.

Expo 67 nenabidlo technologické ¢i utopické vize svéta budoucnosti jako jiné
svétové vystavy. Pfinosem prehlidky byla sit tematickych pavilon( vytvofena
mezinarodnimi tymy, jejichz obsah se v duchu hlavniho motta vystavy Terre
des Hommes / Man and His World soustfedil na rtizné oblasti lidské ¢innosti.
Typické pro Expo 67 bylo i vétsi rozsifeni multimedialnich expozic a celkové
zaméreni se na environment, ,totalni prostfedi® vystavy. Mezi nejvyraznéjsi
stavby Expo 67 patfil Habitat 67 — prototyp obytného komplexu sestaveného
z prefabrikovanych bunék, nebo pavilony dvou rivalt studené valky, USA

a SSSR. Ceskoslovensko bylo zastoupeno i mimo narodni pavilon: Jifi Trnka

a Vladimir Fuka se podileli na mezinarodni expozici Man in the Community,

v mezinarodni konkurenci se na exteriérové vystavé International Exhibition
of Contemporary Sculpture ocitl Vladimir Preclik, v zabavni ¢asti La Ronde
na ostrové sv. Heleny se nachézely Laterna magika a restaurace Koliba.

Po Expo 58 v Bruselu se u nas vystavni tvorba etablovala jako samostatna
umélecka disciplina kombinujici architekturu a scénografii s volnym

a uzitym uménim, pfipadné s novymi médii. Pfiprava Expo 67, pod vedenim
Kanceléare generalniho komisare v ¢ele s Miroslavem Galuskou, méla nejvyssi
politickou podporu i ideologicky dohled. V soutézi na ideovy namét

Fronty okolo ¢eskoslovenského pavilonu,
arch. Miroslav Repa a Vladimir Pycha

Lines of visitors by the Czechoslovak pavilion,
arch. Miroslav Repa and Vladimir Pycha

a Sperkarstvi. Posledni oddil v patfe, Promény (pfip. Konflikty), instalovany
taktéz Josefem Svobodou, se vénoval znecistovani pfirody. Expozice koncila

v pfizemi prezentaci Ceskoslovenska jako turisticky atraktivni zemé (Pozvani).
PFi vychodu se nachazela Kulturni sifi (arch. Ferdinand Milucky) s nejvétsi
atrakei pavilonu, interaktivnim Kinoautomatem Raduize Cin&ery. Pro sou¢asné
sochafrstvi zbyl prostor v pfedpoli pavilonu (Karel Hladik, Miloslav Chlupag,
Zdenék Palcr, Vladimir Janousek, Rudolf Uher, Eva Kmentova) a na terase
stfechy budovy nad hlavnim vstupem (Pravoslav a Jindfiska Radovi, Jifi Novak,
Stanislav Kolibal). | v restauraéni budové s nékolika podniky se jako vyzdoba
prostoru objevila fada uméleckych dél (Ladislav Guderna, Vladimir Kompanek,
Antonin a Ludmila Kybalovi ad.).

Pavilon CSSR vidél zhruba kazdy Sesty navitévnik Expo 67, fronty na vstup
nékdy dosahovaly dvou az tfi hodin ¢ekani. Podle zahrani¢niho tisku patfil
samotném byl Uspéch medialné vyzdvihovan az ritualizovan, pavilon mél

ale i své kritiky. Jeho dvé nejvyraznéjsi a nejoblibenéjsi sekce, sklo

a audiovizualni projekty, jsou v né¢em symptomatické pro celou nasi
prezentaci: ukazuji na stret dvou pristupd k vystavovani. Reprezentuji dobovy
odklon od statického objektu ve prospéch informace pfevedené v impresi
prostfednictvim nejnovéjsich technologii. Vystava se stava komplexné pojatym
celkem, v némz podstatnou roli hraje zazitek divaka a kde technika a zptsoby
vystavovani jsou stejné dulezité jako sdéleni samotné, ne-li dalezitéjsi.

Expo 67 se v ¢eskoslovenském prostredi stalo urcitym vzorem, ktery u nas
na konci 60. let ukazoval, jak stvorit Gspésnou vystavnickou prezentaci.

Hned nasledujici pavilon CSSR na Expo 70 v Osace se proti této poloze
ostfe vymezil, nicméné v fadé dalSich pfipadi Montreal slouzil jako pfimy
navod i vrcholny pfiklad vystavnictvi své doby. To doklada i grafické bienale

v Brné, které pro svij treti ro¢nik v roce 1968 zvolilo jako téma vystavnickou
tvorbu. Kromé mezinarodniho sympozia a soutézni prehlidky zahrani¢niho

i Ceskoslovenského vystavnictvi se zde v samostatné expozici predstavila
ceskoslovenska Gcast na nedavno skonéeném Expo 67 v Montrealu.

| kdyz na nékdejsim vystavisti zlistalo dnes jen nékolik pfipominek, zGstava
Expo 67 i pfimo Ceskoslovenska Gcast v Montrealu stale v paméti jeho obyvatel.
Pfes snahu starosty Drapeaua pavilon CSSR na vystaviti zachovat jej nakonec
koupila provincie Newfoundland pro potfeby nové zakladané sité kulturnich
center. O tom, Ze pavilon stéle existuje, se v ceském prostiedi dlouho
nevédélo. Zpravy o jeho preneseni pod dojmem aktualnich politickych udalosti
roku 1968 ponékud zapadly. | kdyz se plvodni legenda o darovani pavilonu
mistnim jako podékovani za pomoc nepotvrdila, k pfesunuti budovy prave

na ostrov v nejvychodnéjsim cipu Kanady zfejmé prispélo i letecké nestésti

v Ganderu v zafi 1967, pfi némz zahynulo nékolik desitek ¢eskoslovenskych
obcanu. V Ganderu se byvala restaurac¢ni ¢ast (nyni sidlo plaveckého bazénu)
stala soucéasti dnesniho Joseph R. Smallwood Arts & Culture Centre. Nékdejsi
vystavni ¢ast pavilonu, v niz v nedalekém Grand Falls-Windsor sidli Gordon
Pinsent Centre for the Arts, si zachovala sv(j pavodni tvar a hosti divadlo,
galerii a knihovnu. Spolu s konstrukci budovy dorazila poc¢atkem 70. let na
ostrov v 66 bednéach i fada uméleckych dél z montrealské expozice. Dnes vime
jen o nékolika, dalsi by se jesté mohla na Newfoundlandu objevit.

K Expo 67 se dochovalo mélo hmotnych exponatd, proto koncepce Automatu
na vystavu kombinuje vizudlni a uméleckohistorickou ¢ast. Uvodni Lblack
box“ chce zprostredkovat esteticky ic¢inek analogové audiovize i efekty
tehdejsiho vystavnictvi: odkazuje k potemnélym salim montrealské expozice
i k mezinarodné cenénym audiovizualnim exponatdm. Prostfednictvim
svételnych stold se predstavuje fotograficka dokumentace samotného

Expo 67, brnénského biendle i sou¢asného stavu ¢eskoslovenského
pavilonu. Druha ¢ast vystavy shromazdila skici ¢i modely k vytvarnym dilim
a budové pavilonu i nékolik autentickych exponat(. Laserova a zvukova
intervence Pavla Sterce nabizi jednu z moznych interpretaci vystaveného.
Atmosféru i podobu svétové vystavy a ¢eskoslovenského pavilonu pfinaseji
rovnéz projekce dobovych dokumentarnich filmd. Kopie archivnich

materialt pak umoznuji hloubéji se ponofit do pfiprav ¢i pozdéjsich

osudl ¢eskoslovenské expozice.

Daniela Kramerova — Terezie Nekvindova

The Automatic
Exhibition

Pohled na vystavisté; v pozadi Kanadsky pavilon Katimavik,
arch. Rod Robbie, Colin Vaughan, Paul Schoeler & Matt Stankiewicz

View of the exhibition grounds; background: Canadian pavilion
“Katimavik”, arch. Rod Robbie, Colin Vaughan, Paul Schoeler
and Matt Stankiewicz

a libreto ziskal nejvy$si ocenéni tym architektt Miroslav Masak, Otakar Binar
a Lidmila Svarcova z libereckého Sialu. | kdyZ do tymu pozdéji pfizvali Vaclava
Havla a Pavla Juracka, pragmaticky svét vystavnictvi jejich navrh nepfijal,

a koncept nakonec pripravil vystavni scénarista Vaclav Jasansky. V anonymni
soutéZi na konstrukci pavilonu a restaurace zvitézil projekt Miroslava Repy

a Vladimira Pychy. Navrh interiér(i byl nasledné svéren zkusenym autorim
bruselského pavilonu, Frantisku Cubrovi, Josefu Hrubému a Zdenkovi
Pokornému. Vystavni budovu architekti navrhli jako jednoduchou hmotu

z montované konstrukce s vnitfnim atriem, nesenou ¢tyfmi rohovymi pilifi.
Proskleny plast pfizemi kontrastoval s precnivajici fasadou prvniho patra,
pokrytou vytvarné pojednanymi hurdiskami. Pavilon spojovala s restauraéni
¢asti nizkd ustupujici budova, slouzici jako hlavni vchod a technické zazemi.
rdmovou konstrukci, kterou ¢lenily dvé vyrazné horizontdly. Vystavni budova
pocitala v pfizemi ¢aste¢né s prirozenym a v prvnim patre bez oken vyhradné
s umélym svétlem. V proskleném pfizemi se prolinal exteriér s interiérem:
pfiroda do pavilonu vstupovala v podobé vodniho prvku a travnaté plochy,
sklenéna fontana René Roubicka naopak prechéazela i ven.

Hlavnim tkolem expozice bylo predstavit Ceskoslovensko jako moderni
socialisticky stat s bohatou historii a sledem uméleckych sloh, jak ukazala
Uvodni Sin staleti, véetné originalt vrcholnych pfikladt gotického malitstvi

a sochafrstvi. Podstatnou ¢asti prezentace se stalo ¢eské sklo (oddil Tradice),
jak drobnymi pracemi, tak monumentalnimi formami povéaleéné generace
Ceskych autord, ktera sklo vnimala jako jedno z médii volného uméni (René
Roubicek, Jaroslava Brychtova — Stanislav Libensky, Jan Kotik, Bohumil

Elias, Vladimir Kopecky, EliSka Rozatova ad.); ve sklenéné mozaice zde byly
provedeny také prace dvou slovenskych malift (Ludovit Fulla, Milan Laluha).
Svét déti predved| pohadkové diorama Jifiho Trnky a obdivovany origindl
drfevéného Trebechovického betlému. V prvnim patfe se v oddilu Symfonie
nachéazely audiovizuélni exponaty: Polyvize Josefa Svobody, projekce na plochy
vytvorené rotaci rGiznych téles, a Diapolyekran Josefa Svobody a Emila Radoka,
obrazova zed se 112 vyjizdéjicimi projekénimi ctverci se zadni projekci ze

dvou diaprojektort. V sekci Inspirace predstavil Antonin Kybal krajky, bizuterii
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René Roubicek, Sklenény les v sekci Tradice

René Roubicek, Glass Forestin “Traditions”

K vystavé vychazi prvni monografie pavilonu CSSR na Expo 67, v niz se
Martin Bernatek, Vladimira Blingerova, Daniela Kramerova, Henrieta
Moravcikova, Terezie Nekvindova, Martin Strako$ a Marta Sylvestrova
zaméfili na kritické zhodnoceni ¢eskoslovenské ucasti z hlediska
problematiky vystavnictvi, architektury, audiovizualnich exponatd

nebo otazky cesko-slovenskych vztah( (Terezie Nekvindova, Daniela
Kramerova a kol., Automat na vystavu. Ceskoslovensky pavilon na

Expo 67 v Montrealu, Galerie vytvarného uméni v Chebu — Akademie
vytvarnych uméni v Praze, Cheb — Praha 2017).

Automat na vystavu
éeskoslovensky pavilon na Expo 67 v Montrealu

Retromuseum, 11. 5. 2017 - 5. 11. 2017
Autorky vystavy: Daniela Kramerovd, Terezie Nekvindova
Architektonické feSeni a autorska intervence: Pavel Sterec

Poradatel vystavy: Galerie vytvarného uméni v Chebu
Spoluporadatelé: Moravska galerie v Brné, Slovenské centrum dizajnu
v Bratislavé

Oteviraci doba: ut-ne, 10.00-17.00

Retromuseum Cheb, pobocka Galerie vytvarného uméni v Chebu,
nameésti Krale Jifiho z Podébrad 17, 350 02 Cheb
T: +420 731 669 912, www.retromuseum.cz

Galerie vytvarného uméni v Chebu
pfispévkova organizace Karlovarského kraje, namésti Krale Jifiho z Podébrad 16, 350 02 Cheb
T: +420 354 422 450, info@gavu.cz, www.gavu.cz

Vystavni program GAVU Cheb je podpofen z grantového programu MK CR. V roce 2017 vydala
Galerie vytvarného uméni v Chebu. Text: Daniela Kramerova, Terezie Nekvindova, pouzité
fotografie: Archiv vytvarného uméni v Praze, Otakar Binar, archiv Mileny Galuskové, Miroslav
Masak, archiv Moravskeé galerie v Brné, Terezie Nekvindova, preklad: Stephan von Pohl,
grafika: Mat&j Cincera, Jan Kloss, tisk: Dragon Press, s. 1. 0., naklad 2000 ks.
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The Automatic Exhibition
The Czechoslovak Pavilion at Expo 67 in Montreal

The Montreal World’s Fair, which took place half a century ago (27 April —
29 October 1967), was the second of Czechoslovakia’s three postwar
presentations at such an event. It was held at a time when world’s fairs no
longer exhibited industrial innovations; instead, as Umberto Eco pointed out,
competition among the participating countries had moved to the symbolic
level, to the exhibition technology and the form of presentation. Expo 67, a
specific combination of art, architecture, and artisanship, presaged today’s
exhibition form in its internationalization, spectacularity, mass-appeal, and
the strong influence of political, economic, and social factors. The title

The Automatic Exhibition brings to mind one of the pavilion’s distinctive
attractions, the interactive cinema of Kinoautomat, and also the era’s faith
in automatization as a symbol of modern life. Above all, however, it serves
as a metaphor for the context within which the Czechoslovak exhibition for
Montreal was created: Expo 67 became a standard measure of quality for
exhibition design in Czechoslovakia, but it was also a symbol for the routine
application of a particular approach.

Unlike other world’s fairs, Expo 67 did not present technological or utopian
visions of the world of the future. Instead, its innovation lay in the creation of a
network of thematic pavilions designed by international teams. Working with
the expo’s main theme, Terre des Hommes/Man and His World, each country’s
exhibition looked at various areas of human activity. The large number of
multimedia exhibitions challenged contemporary architecture to work with

a new understanding of space and to focus on the “total environment” of

the exhibition. The most distinctive structures built at Expo 67 included
Habitat 67 — a housing complex made out of hundreds of prefabricated
cubes — and the pavilions of the two Cold War rivals, the USA and the

USSR. Czechoslovakia was also represented outside its national pavilion:

Jifi Trnka and Vladimir Fuka contributed to the international exhibition Man

in the Community, Vladimir Preclik exhibited alongside 50 other sculptors

Plastiky Vladimira Kompanka a Vladimira Janouska v Ganderu na
Newfoundlandu, kam byla pfesunuta ¢ast ceskoslovenského pavilonu

Sculptures by Vladimir Kompanek and Vladimir Janousek in Gander,
Newfoundland, the new home for part of the Czechoslovak pavilion

The main task of the Czechoslovak exhibition was to present the country as
a modern socialist state with a rich history and long succession of artistic
styles — as represented by the Hall of the Centuries, which showed original
examples of Gothic painting and sculpture. Another important exhibition was
the display of Czech glass (Traditions) both in the form of smaller works as
well as monumental examples of glass art by the postwar generation, who
saw glass as a fine art medium (René Roubicek, Jaroslava Brychtova &
Stanislav Libensky, Jan Kotik, Bohumil Elias, Vladimir Kopecky, Eliska
Rozatova ad.). The exhibition also presented two glass mosaics by two Slovak
painters (Ludovit Fulla, Milan Laluha). The World of Children presented a
fairy-tale diorama by animator Jifi Trnka and one of the remarkable wooden
Nativity Scene of Tfebechovice. On the upper floor, the Symphony section
contained the pavilion’s audiovisual exhibits: Josef Svoboda’s Polyvision
(images projected onto various surfaces of rotating bodies) and Josef
Svoboda and Emil Radok’s Diapolyekran, a wall consisting of 112 moving
square rear-projection screens illuminated by two slide projectors. In
Inspiration, Antonin Kybal presented lacework and jewelry. The last upstairs
section, Transformations (also referred to as Conflicts), was also designed

by Josef Svoboda. It looked at environmental pollution. The exhibition
concluded on the ground floor with a display on Czechoslovakia as a tourist
destination (Invitation). In the auditorium near the exit (designed by Ferdinand
Milu¢ky) was the pavilion’s greatest attraction, Radiz Cinéera’s interactive
Kinoautomat. Contemporary sculpture was displayed in the area in front of
the pavilion (Karel Hladik, Miloslav Chlupa¢, Zdenék Palcr, Vladimir Janousek,
Rudolf Uher, Eva Kmentova) and on the rooftop terrace above the main
entrance (Pravoslav Rada & Jindfiska Radova, Jifi Novak, Stanislav Kolibal).
Works of art could also be found in the restaurants, where they served as
decoration (e.g., Ladislav Guderna, Vladimir Kompéanek, Antonin Kybal and
Ludmila Kybalova).

The Czechoslovak pavilion was seen by roughly every sixth visitor to Expo
67, with some waiting up to two or three hours to get in. According to the
foreign press, including reviewers in trade journals, it was one of the most
popular pavilions at the expo. In Czechoslovakia itself, the media focused

restaurant section (now home to an indoor swimming pool) became part

of the Joseph R. Smallwood Arts & Culture Centre. The building’s former
exhibition section, now home to the Gordon Pinsent Centre for the Arts in
nearby Grand Falls-Windsor, has retained its original shape and today hosts a
theater, a gallery, and a public library. Along with the building, some 66 crates
were sent to Newfoundland as well, containing numerous works of art from
the exhibition. Today, we only know the whereabouts of a few of them. It is
possible that other works might still be found in Newfoundland.

Because few physical artifacts have been preserved from Expo 67, the
exhibition combines a visual section with a section on art history. The
introductory “black box” recalls the darkened halls of the Montreal exhibition
and the internationally recognized audiovisual projects. llluminated tables
are used to present photographic documentation of the exhibition grounds,
the Czechoslovak exhibition, and the pavilion in its present location in
Newfoundland, as well as period photographs from Expo 67 that were
shown at the 1968 biennial in Brno. The second part of the exhibition shows
sketches and models of the artworks and the pavilion, as well as several
actual exhibit items. Pavel Sterec’s laser and audio intervention provides
one possible interpretation of the exhibition. The look and feel of the World’s
Fair and of the Czechoslovak pavilion are also recreated through screenings
of documentary films made at the time of the expo. Copies of archival
materials provide a deeper look at the preparations for and later fate of the
Czechoslovak exhibition.

Daniela Kramerova — Terezie Nekvindova

Polyvize Josefa Svobody v oddilu Symfonie

Josef Svoboda’s Polyvision in “Symphony”

in the open-air International Exhibition of Contemporary Sculpture, and the
commercial operations of the Koliba restaurant and Laterna Magika could be
found in the La Ronde amusement park on St. Helen’s Island.

After Expo 58, Czechoslovak exhibition design had established itself as a
separate discipline combining architecture with fine and applied art or even
with new media. Preparations for Expo 67, begun in 1964 by a specially
established Office of the General Commissioner headed by Miroslav Galuska,
enjoyed high-ranking political support and was subject to ideological
supervision. The competition for the exhibition concept was won by Miroslav
Masék, Otakar Binar, and Lidmila Svarcova of the Liberec-based SIAL
architectural studio. The team later invited Vaclav Havel and Pavel Juraé¢ek

to join them, but the pragmatic world of exhibition design did not adopt their
proposal, and so the exhibition was eventually designed by Vaclav Jasansky.
The anonymous tender for the construction of the pavilion and restaurant
was won by Miroslav Repa and Vladimir Pycha. The task of designing the
interiors went to the experienced authors of the Brussels pavilion, FrantiSek
Cubr, Josef Hruby, and Zdenék Pokorny. The main building was designed as
a simple prefab structure with an inner courtyard, supported by four corner
pillars. The ground-floor glass fagade contrasted with the structural clay
facing tiles on the fagade of the protruding upper floor. The pavilion was
connected to the restaurant section by a low recessed building that served
as the main entrance and housed the technical facilities. The two-story glass
restaurant building was designed as a solid-wall frame construction, with its
fagade broken up by two distinct horizontals. The exhibition building made
partial use of natural sunlight on the ground floor and was windowless on
the upper floor. On the glass-fronted ground floor, the exterior merged with
the interior: natural elements such as water and grass were placed inside the
pavilion, and René Roubi¢ek’s glass fountain formed a transition between
interior and exterior.

Expozice pfiblizujici Expo 67 na Mezinarodnim bienale uzité grafiky Brno, 1968

Exhibition on Expo 67 at the Brno International Biennial of Graphic Design, 1968

on this success, ritualized it even, but the pavilion also had its critics. The
pavilion’s two most distinctive and most popular sections — the glass

exhibit and the audiovisual projects — are symptomatic of the country’s
approach to self-presentation as a whole: they show the conflict between
two different approaches to exhibiting. They represent the era’s departure
from static objects in favor of providing impressions through the use of

the latest technologies. Exhibitions became a comprehensively conceived
whole in which an important role was played by the viewer’s experience, and
technology and the manner in which the information was presented were
equally important, if not more important, than the information itself. Expo

67 became a kind of model to be followed, a symbol of how to successfully
represent the country abroad. The designers of the subsequent Czechoslovak
pavilion at Expo 70 in Osaka tried to break free from this defining tendency,
but in many other cases, Montreal served as a direct guidebook and prime
example of the era’s exhibition design. This fact is evidenced by the Brno
International Biennial of Graphic Design, whose third edition in 1968 decided
to focus on the art of exhibiting. Besides an international symposium and a
competitive exhibition of Czechoslovak and foreign exhibition design, the
biennial also included a separate exhibition on Czechoslovakia’s presentation
at the recently concluded Expo 67 in Montreal.

Although only a few reminders of Expo 67 have survived on the former
exposition grounds, local residents still remember the expo and
Czechoslovakia’s presence there. Mayor Jean Drapeau tried to keep the
Czechoslovak pavilion in Montreal, but in the end it was purchased by the
province of Newfoundland for a newly founded network of cultural centers.
For a long time, the fate of the pavilion was not known in Czechoslovakia.
Because of the turbulent events of 1968, reports of its transport fell by the
wayside. Although the original legend was not confirmed (supposedly, the
pavilion had been donated to the province in gratitude for the locals’ help
after the crash of a Czechoslovak airliner in Gander in September 1967), the
decision to relocate the building to Newfoundland Island in the far-eastern
corner of Canada was apparently influenced by the air disaster, which had
killed several dozen Czechoslovak citizens. In Gander, the pavilion’s former

The exhibition is accompanied by the publication of the first ever
monograph on the Czechoslovak pavilion at Expo 67, in which

Martin Bernatek, Vladimira Blingerové, Daniela Kramerovd, Henrieta
Morav¢ikova, Terezie Nekvindova, Martin Strako$, and Marta Sylvestrova
take a critical look at Czechoslovakia’s participation in the expo from

the viewpoints of exhibition design, architecture, audiovisual exhibits,
and the question of Czech-Slovak relations (Terezie Nekvindova, Daniela
Kramerova et al., The Automatic Exhibition The Czechoslovak Pavilion at
Expo 67 in Montreal, Gallery of Fine Arts in Cheb — Academy of Fine Arts
in Prague, Cheb — Prague 2017).

The Automatic Exhibition
The Czechoslovak Pavilion at Expo 67 in Montreal

Retromuseum, 11 May 2017 — 5 November 2017
Exhibition authors: Daniela Kramerova, Terezie Nekvindova
Architectural design and artist’s intervention: Pavel Sterec

Exhibition organized by: Gallery of Fine Arts in Cheb
Co-organizers: Moravian Gallery in Brno, Slovak Design Centre in Bratislava

Opening hours: Tue=Sun 10am-5pm
Retromuseum Cheb, Gallery of Fine Arts in Cheb, namésti Krale Jifiho z Podébrad 17, Cheb
T: +420 731 669 912, www.retromuseum.cz

Gallery of Fine Arts in Cheb
a publicly funded organization of the Karlovy Vary Region, namésti Krale Jifiho z Podébrad 16, 350
02 Cheb T: +420 354 422 450, info@gavu.cz, www.gavu.cz

The exhibition program of the Gallery of Fine Arts in Cheb is funded by the grant program of the
Ministry of Culture of the Czech Republic. Published by the Gallery of Fine Arts in Cheb in 2017.
Text: Daniela Kramerova, Terezie Nekvindova, Photographs on loan from: Archive of Fine Arts,
Prague, Otakar Binar, Milena Galuskova'‘s Archive, Miroslav Masak, The Moravian Gallery in Brno
Archive, Terezie Nekvindova, translations: Stephan von Pohl, graphic design: Mat&j Cincera,

Jan Kloss, printed by Dragon Press, s. r. 0., 2,000 copies.
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