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Jan Pos: Mytus o hyperrealité
/I The Myth of Hyperreality

© Jan Pos, 2025

Mimozemska archeologie:
exkurz do Mytu o hyperrealité

Jadro této publikace a textu tvofi umélec-
ka instalace Mytus o hyperrealité soucas-
ného ceského umeélce Jana PoSe z roku
2025. Instalace propojuje fyzicky objekt
(porcelanovou sochu inspirovanou tva-
rem rozpulkého meteoritu) s digitalni
vizualizaci a zvukovymi i svételnymi prvky.
Toto multimedialni dilo v sobé nechava
védomé rozpoustét hranice mezi sochou
a digitalnim obrazem a ohledava erozi
mantineld skute¢ného a virtualni pro-
storu. Vychozimi interpretacnimi body
se stavaji fenomény hyperreality (Jean
Baudrillard) a mytu, které PoS v soucas-
nosti prostrednictvim svého dila explicit-
né tematizuje. Hyperrealita u néj figuruje
v podobé syntézy skutecnosti a virtuali-
ty, ktera svou materialni manifestaci re-
alitu zakryva. Mytologie dale rozSifuje
hyperrealisticky rdmec o imaginativni,
empiricky a kognitivné neuchopitelné
jevy. Instalace evokuje fragmentarni ar-
tefakt budoucnosti, technologickou ruinu
i symbol moZnych forem mimozemského
Zivota. Pohybuje se mezi védeckou vizu-
alizaci a mytopoetickou artikulaci reality,
¢imz problematizuje racionalni chapani
technologii. Mytus o hyperrealité tak neni
pouze estetickym objektem, ale i expe-
rimentalni laboratofi, kde se na zakladé
strategie kvazi-vyzkumu testuje a rysuje
spekulativni krajina. Divactvo je vtahova-
no do situace fiktivniho archeologického
zkoumani, jez otevira prostor pro tGvahy
o vztahu ¢lovéka, technologii a nadéaso-
vych kosmickych dimenzi. Autorova prace
ukazuje, Ze sou¢asné uméni mize fungo-
vat jako nastroj spekulativniho poznani
a prostfedek k narusSovani ustalenych
predstav o realité.

Extraterrestrial Archaeology:
A Probe into The Myth of Hyperreality

The art installation titled Myth of Hyper-
reality, created by contemporary Czech
artist Jan Pos in 2025, is the main topic of
the text. The installation combines a phys-
ical object (a porcelain sculpture inspired
by the shape of a cracked meteorite) with
a digital visualization comprising sound
and light elements. The multimedia art-
work deliberately blurs the borderline
between sculpture and digital image, ex-
amining the eroded boundaries between
real and virtual environments. The con-
cepts of hyperreality (as conceived by Jean
Baudrillard) and myth, which Po§ explic-
itly explores in his recent works, form the
interpretation basis. The artist presents
hyperreality as a synthesis of reality and
virtuality, whose material manifestation
veils reality. Mythology enhances the hy-
perrealist framework with imaginative and
elusive phenomena that are impossible to
comprehend empirically and cognitively.
The installation evokes a futuristic frag-
mentary artefact or a technological ruin
but also symbolises possible forms of ex-
traterrestrial life. Balancing on the edge of
scientific visualization and mythopoetic
articulation of reality, the piece of art ques-
tions the rational perception of technology.
The Myth of Hyperreality thus transcends
a mere aesthetic object; indeed, it serves
as an experimental laboratory, where
a speculative landscape is tested and out-
lined by means of a quasi-research strate-
gy. The viewers are drawn into a situation of
fictional archaeological exploration, which
provides a platform for contemplating the
relationship among humans, technology,
and timeless cosmic dimensions. In his
work, author shows that contemporary art
can serve as a tool for speculative knowl-
edge and a means for unsettling the estab-
lished concepts of reality.



Monumentalni objekt
zclanlive levituje

Vv prostoru. Statichost
organické formy
nabourava LED obrazovka
fragmentarizujici vnimany
jev. Celistvost a stabilitu
cdale narusuje modularni
struktura, vodni hladina

a odhmotnény piedestal
v podobé subtilnich linif,
které rasi z objektu.

Tekuta hyperrealita.

The monumental object
seems to levitate in space.
The static organic form is
disrupted with a LED screen,
which breaks the perceived
ohenomenon down iNnto
fragments. The integrity and
stability is further disturbed
by the modular structure,
the water surface, and the
ightweight pedestal formed
of subtle lines growing out
of the object.

Liquid hyperreality.



Modularni hyperrealita
/] Modular Hyperreality

V epicentru umélecké praxe Jana Pose
lezi médium sochy, jehoz fyzickou for-
mu problematizuje pfitomnost novych
technologii. Dekonstruuje tak moderni-
stické pojeti sochy, jejiz esenci spatroval
Clement Greenberg predevsim v tretim
rozméru.” Hloubka, modelace objemu
zasahujici do prostoru, specifické materi-
aly a iluze plastického téla predstavovaly
esencialni rovinu socharského média. Pos
vSak tuto Cistotu problematizuje ¢astec-
nou negaci vybranych aspektt a utilizaci
novych materialti (predevsim digitalnich
technologii). PFibliZuje se tak redefinici
tohoto pojmu Rosalind Krauss, ktera tra-
di¢ni a modernistickou interpretaci rozsi-
fuje o postmoderni tendence:

Jan Po§ employs the medium of sculpture
as the fundament of his artistic practice,
yet challenges its physical form by the
insertion of new technologies. He thus
deconstructs the modernist conception
of sculpture, whose essence Clement
Greenberg perceived primarily in the third
dimension™. Depth, modelling of volume
extending into space, specific materials,
and the illusion of a plastic body were con-
sidered the fundamens of the sculptural
medium. Po§ disturbs this pure concept
by partially obscuring certain aspects and
utilizing new materials (especially digital
technologies), getting closer to the redef-
inition of the term by Rosalind Krauss, who
has extended the traditional and modern-
ist interpretation to include postmodern
trends:

“The field provides both for an
expanded but finite set of related
positions for agiven artist to occupy
and explore, and for an organization
of work that is not dictated by the
conditions of a particular medium.
(...) within any one of the positions
generatedbythegivenlogicalspace,
many different mediums might be

employed.” 2

Kyklopské zdivo / Cyclopean Masonry, 2023

vystaveno / displayed at: Festival 4 + 4
dny v pohybu / 4 + 4 Days in Motion

170 x100 x100 cm

reproduktor, geofon / metal-coated ceramics, stainless

keramika, pokov, nerezovéa konstrukce, kontaktni
construction, contact speaker, geophone




The Academy of Fine Artsin Prague

vystaveno / displayed at:

. <~

=

\V2 pripadé tvorby Jana PoSe se vSak jedna primarné
o koncept hyperreality, razeny Jeanem Baudrillardem
v 80. letech v textu Simulacra and Simulations (1981),
ktery matérii sochy a jeji percepci v jeho dile promé-
nuje. Zatimco Baudrillard klade diiraz na “models of
a real without origin or reality”® (je to pravé tento
moment, kdy se hyperrealita vynofuje), Pos ohledava
hybridni a tekuty vztah mezi skutec¢nosti a virtualitou,
¢imz tuto hyperrealistickou zkuSenost konstruuje.
Propleteni virtualniho (online) a realného (offline)
v jeho tvorbé dale demonstruje neadekvatnost binar-
niho vnimani a jeho posun k vSeobjimajicimu slou¢eni
v jeden pulzujici celek.

/ metal-coated ceramics, stainless construction

Kyklopské zdivo / Cyclopean Masonry, 2023
170 x100 x 100 cm

keramika, pokov, nerezovéa konstrukce

Nonetheless, the concept
of hyperreality, as coined by
Jean Baudrillard in the 1980s
in his treatise Simulacra and
Simulations (1981), prevails
in the work of Jan PoS, who
transforms the matter of the
sculpture and its perception in
his work. While Baudrillard ac-

centuates “models of a real without origin or reality” 3
(being precisely the birth points of hyperreality), Pos
examines the hybrid and fluid relationship between
reality and virtuality, thereby constructing the hyper-
real experience. The intertwining virtual (online) and
real (offline) elements in his work further attest to the
inadequacy of binary perception and the shift towards
a merger into an all-encompassing, pulsating whole.

Dresden University of Fine Arts,
The Academy of Fine Arts in Prague

vystaveno / displayed at:

/ Cyclopean Masonry: Deconstructed, 2023
zrcadlo, LED panel, pohyblivy mechanismus,

/ mirror, LED panel, kinetic mechanism

Kyklopské zdivo: studie
20 x100x100 cm

Mytus o hyperrealité z roku 2025 kloubi virtualitu
digitalniho prostoru 3D modelace a LED obrazovky
a fyzicky objekt instalovany v prostoru. Dilo se sklada
z nékolika ¢asti: statického objektu ve stfedu instalo-
vaného do prostoru za pomoci nosnych drzaka, které
formu zvedaji ze zemé a z pohyblivého obrazu, jenz
shimany objekt tfisti a remediuje. * Socha je dale situ-
ovana nad vodni plochu, ktera objekt vtahuje do sebe
a multiplikuje, a doplnéna o zvukovou slozku. V nepo-
sledni fadé doslo ke specifickému nasviceni objektu
za pomoci projektori, ¢imz Pos docilil jesté intenziv-
néjsi zkuSenosti opticky levitujiciho tvaru. Zaméfime
se nyni na objekt ve stfedu instalace.

The Myth of Hyperreality
(2025) combines a virtual dig-
ital space created through 3D
modelling and LED screens
with a tangible object installed
in space. The work consists
of several parts: the central
static object, which is held in
space with the support of lab
holders, and a moving image,
which shatters and remediates
the object® The sculpture

stands above a water surface, which absorbs and mul-
tiplies the object, and it is complemented with a sound
component. Last but not least, the distinctive illumina-
tion of the object using projectors enhances the expe-
rience of the optically levitating shape. Now, we shall
focus on the central object of the installation.



Organicky tvar simuluje rozpukly meteo-
rit. Jeho vysledna podoba vSak neprame-
ni z Cisté empirického objektu (skutecny
meteorit), ale vychazi z digitalni modelace
a nasledného 3D tisku. Prvni faze tvorby
spocivala ve vzniku primarnich zdrojovych
kompozici na zakladé simulaci a matema-
tickych moznosti v pocitatovém progra-
mu Blender. Uréitda nehmotnost téchto
virtualnich prvkd poté nabyvala fyzického
rozméru béhem vyroby sadrovych forem,
do nichZz se nasledné odléval porcelan.
Tento material slouzil jiz antickym civili-
zacim k tvorbé rlznych pfedméti. M-
Zeme tedy hovofit o jakési predmoderni
stopé otisténé v hmoté objektu, jez bu-
duje kontinuitu napfi¢ ¢asovymi rovinami
a spole¢nostmi. Keramika byva také hojné
vyuzivana pfi konstrukci svrchniho plasté
raketoplant specificky pro svou schop-
nost snaset vysoké teploty. Demonstruje
tak spojeni vesmirné tematiky, nejpokro-
cilejsi technologie a dostupného materialu
sdlouholetou tradici. Hexagonalni plidorys
jednotlivych tvar(, skldadanych dohromady
v Blenderu, souvisi jednak s matematic-
kym zjednoduSenim objektu v prostredi
digitalniho programu, jednak s organic-
kym environmentem. Hexagon z chemic-
kého hlediska znazoriuje zakladni stavebni
molekulu - uhlik. Spatfit ho mizZeme také
v plastvich véel. Vysledna podoba tak kry-
stalizuje z této syntézy reality a simulace,
organického a anorganického, pficemz
hyperrealita zcela vytlacuje skute¢nost.

The organic shape simulates a cracked
meteorite. However, its final form is not
based on a purely empirical object (a real
meteorite), but rather results from digital
modelling and subsequent 3D print. In the
first phase, primary source compositions
were created with the use of simulations
and mathematical options in the Blender
computer program. These intangible vir-
tual elements were subsequently materi-
alised in the process of making the plaster
moulds into which the porcelain was sub-
sequently cast. Clay was indeed used by
ancient civilizations to produce various
items. The material of which the object is
made thus bears a pre-modern imprint,
which connects the times and societies
past and present and ensures continuity.
Moreover, ceramics is frequently used in
space shuttle protective shells, precisely
for its resistance to extremely high tem-
peratures. This makes the artwork a prime
example of a combination of the space
theme, the state-of-the-art technology,
and an ancient and available material. The
hexagonal layout of the shapes combined
in Blender derives both from the mathe-
matical simplification of the object in the
digital program environment and from the
organic environment. In chemical terms,
the hexagon represents the basic building
molecule - carbon. It also forms the pat-
tern of bees’ honeycombs. The final form
thus crystallizes from the above-described
synthesis of reality and simulation, organic
and inorganic, where reality is completely
obstructed with hyperreality.




Prestoze objekt svou organickou, amorfni

formou nevykazuje figuralni prvky, pred-

lohou se stala volna kompozice semknu-

tych postav, jez svou podobou pfipominaji

lidské bytosti. Tyto humanoidy ale nelze

vnimat jako konkrétni postavy. Jedna se

o symbol odkazujici k moznosti

alternativnich forem zivota ve  Although the organic, amorphous form of

vesmiru. the object shows no figurative elements,
it is actually based on a loose composition
of clustered figures that resemble human
beings. Yet these humanoids do not repre-
sent any specific people but rather suggest
the possible existence of different forms of
extraterrestrial life.




Virtualni prostredi Blenderu umozriuje ob-
jekt stépit na jednotlivé ¢asti, které Ize do
sebe rizné skladat, §imz dochazi k ohle-
dani konceptu modularity popsaného
Lvem Manovichem. Modularita sestava
z elementt, “that are assembled into lar-
ger-scale objects but continue to main-
tain their separate identities. The objects
themselves can be combined into even
larger objects - again, without losing their
independence.”® Modularita virtualniho
prostoru se preléva i do fyzického objektu,
jehoz povrch je brazdén puklinami a chy-
béjicimi ¢astmi. Jan PosS se touto strategii
fragmentu snazi evokovat estetiku jakési
archeologie, kdy dochazi k analyze
a skladani roztfisténého arte-
faktu. Chybéjici mista pou-
kazuji na neukoncenost
onoho procesu, stejné
jako neschopnost ¢lo-
véka zakouSet svét
v jeho komplexité.
Chté nechté se musi-
me spokojit s pouhy-
mi fragmenty poznani. \
Archeologickou metodu ™\
vSak autor uplatriuje vaci
objektu spekulativni bu-
doucnosti. Futuristicka, mimozemska
estetika budi dojem technologické ruiny
seskupené umélcem na zakladé speku-
lativni vyzkumné praxe. Futuristicky, in-
dustridlni naboj dale umocnuje obaleni
porcelanu lesklym stfibrnym nanosem.
Stfibrny povrch jednak zrcadli okolni pro-
stfedi, jednak ho do sebe zachycuje. Roz-
biji materialni unifikovanost a hutnost
porcelant, ¢imz objekt jesté vice demate-
rializuje.

The virtual environmentin Blender allows to
break down an object into individual parts,
which can be in turn stacked and combined
in various ways. This process explores the
concept of modularity as formulated by Lev
Manovich. Modularity consists of elements
“that are assembled into larger-scale ob-
jects but continue to maintain their sepa-
rate identities. The objects themselves can
be combined into even larger ob-

jects - again, without losing
their independence.”®* The

o . modularity of the virtu-
al space transcends
into the physical ob-
ject, whose surface
is cracked and frag-
mented. Through this
method, Jan Po$ aims
to evoke the aesthet-
ics of archaeology, where
a fragmented artefact is being
analysed and put together. The
missing parts refer to the fact that
the process is indeterminate, just like
humans are incapable of fully comprehend-
ing the world in its complexity. Willi-nilly,
we have to accept that our knowledge will
always be fragmented. Nonetheless, author
simultaneously vests a speculative future in
the object by means of the archaeological
method. The futuristic and alien aesthetic
resembles a technological ruin assembled
by the artist by means of speculative re-
search practice. The silver coating of the
porcelain structure further enhances the
ultra-modern, industrial look. The silver
surface both mirrors and absorbs the sur-
rounding environment. It disrupts the uni-
form material and density of porcelain, thus
increasing the intangible feel of the object.

Umrtveniporcelanové estetiky sig
Poslv zajem o samotnou hranici 3
tvaru. Odviji se od logiky 3D pra
kde jsou tvary definovany vlivem sité
bodd, jez rysuji kontury objektli (mesh).
Realita organického svéta a imaginace
mimozemského objektu pomalu ustupu-
je simulakru hyperrealistické modulace,
kterou Pos ve svém dile reflektuje.

Abandoning the porcelain aesthetic marks
the artist’s focus on the very borderline
and surface of the form, following from the
logic of 3D programs, where shapes are
defined by a mesh of points that outline
the object contours. The real organic world
and imaginative extraterrestrial object are
thus gradually overshadowed by the simu-
lacrum of hyperrealistic modulation, which
Pos reflects in his work.



Mytologicka rovina
/] Mythological plane

Jinym konceptualnim vychodiskem se
v dile Mytus o hyperrealité stava mytus,
kterynateoretickémpoliobydlujertiznoro-
dé vyznamové polohy. Jan Pos k mytologii
pristupuje jako k souboru pfibéhti a sym-
bol slouziciho k pochopeni komplexnich
a abstraktnich procest doprovazejicich
jevy, které lze obtizné vysvétlit pomoci
logiky ¢i védecké metody. Pejorativni
stranka mytu, jenzZ je v béZném uziti vni-
man jako synonymum nepravdy a fabula-
ce, ustupuje do pozadi. Umoznuje naopak
umélci ohledavat situace, které presahuiji
nase empirické a kognitivni schopnos-
ti. Na rozdil od Bartha, pro néjz je mytus
predevsim zplisob komunikace (tedy for-
ma znaku) v moderni spolecnosti®, Pos
mytus vnima prostfednictvim transcen-
dence manifestované symbolickou for-
mou. Ta balancuje na hrané podmanéni
a nedostatku kontroly. Jak uvadi Percy
S. Cohen: “myths make use of the lan-
guage of metaphor and that metaphor is
used by primitive man to personalise the
forces of the natural world which he seeks
to understand and control.” ” Mytus spoju-
je zakousenou realitu, kterou jsme schop-
ni senzomotoricky a kognitivné uchopit
s absenci empirického objektu, jenz nam
senzoricky unika (tok informaci, energie,
magneticka pole) nebo v nasi Zité sku-
te€nosti neexistuje (mimozemské formy
Zivota). Mytologické uvazovani také stoji
bézné v opozici k tomu védeckému, racio-
technologii baziruje pravé na tomto racio-
nalnim, objektivhim a exaktnim pfFistupu.
Pos v§ak mytus aktivizuje nejen jako krea-
tivni nastroj premostujici empiricky a kog-
nitivné znamé s neznamym, unikajicim, ale
i jako prostfedek problematizujici pozitivi-
sticky ramec technologii.

Myth forms another concept present in
The Myth of Hyperreality. Theory attri-
butes a wide range of meaning to the term.
Jan Po$ understands mythology as a set of
stories and symbols that allows us to com-
prehend the complex and abstract pro-
cesses accompanying phenomena that are
difficult to explain through logic or by use
of a scientific method. In this sense, the
common pejorative interpretation of myth
as a false story and fabrication becomes ir-
relevant. On the contrary, in this sense, the
myth allows the artist to explore situations
transcending our empirical and cognitive
experience. Unlike Barth, who sees myth
primarily as a means of communication (i.e.
a form of sign) in modern society ¢, Pos per-
ceives myth through transcendence mani-
fested in symbolic form, which balances on
the edge of subjugation and lack of control.
As Percy S. Cohen puts it, “myths make use
of the language of metaphor and that met-
aphor is used by primitive man to personal-
ize the forces of the natural world which he
seeks to understand and control”” A myth
connects the lived reality, which we can
grasp through our sensorimotor and cogni-
tive skills, with the absence of an empirical
object, which escapes our sensory senses
(information flow, energy, magnetic fields)
or is inexistent in our lived reality (extrater-
restrial forms of life). Moreover, mythological
thinking is commonly juxtaposed to sci-
entific, or rational reasoning. The positivist
perception of digital technologies is indeed
based on such rational, objective, and exact
approach. Po§, on the other hand, turns to
myth not only as a creative tool to bridge the
empirically and cognitively known with the
unknown and elusive, but also as a means
to challenge the positivist framework of
technologies.

Explicitnim splynutim virtualniho prostoru (prostor
LED panelu a digitalni vizualizace) se skutecnym
prostorem (porcelanovy artefakt) obnazuje a reflek-
tuje jeden z mytl soucasnych technologii - domné-
lou imaterialitu virtualniho prostredi. Jak pfipomina
napfiklad Jussi Parikka, data (informace) maji sviij
zaklad v materialnim substratu a jejich existenci
podminuje bohata materialni slozka. 8 Tento substrat
obsahuje spletitou sit tél: hardware (nerosty, kovy...),
téla lidi a zvifat, ktera extrahuje, pfirodni zdroje
(napf. voda potfebna k chlazeni datovych center)
a dalSi. Mytus o hyperrealité rozbiji dualitu hmotné-
ho a nehmotného a digitalni prostor Gzce provazuje
s analogovym.

By explicitly merging the virtu-
al space (the space of the LED
panel and digital visualization)
with the real space (thepor-
celain artefact), the artist
uncovers and reflects one of
the myths of contemporary
technologies - the alleged
immateriality of the virtual
environment. As Jussi Parikka
reminds us, data (information)

has its basis in a material substrate and its existence is
conditioned by a rich material component?8. This sub-
strate comprises an intricate network of bodies: hard-
ware (minerals, metals...), human and animal bodies it
has extracted, natural resources (e.g., water needed to
cool data centres), etc. The Myth of Hyperreality dis-
turbs the duality of the material and the immaterial by
establishing a close link between the digital analogue

spaces.




Kromé pfimé manifestace virtualniho
prostfedi formou porcelanového arte-
faktu, je tato tendence markantni v pfi-
padé pohyblivého, digitalniho obrazu.
LED obrazovka sestava z mensich panelt
a vybocuje ze zavedenych formatd zobra-
zovacich technologii v podobé béznych
monitord. Svym rozmérem panely neob-
sahnou cely obrys porcelanového objek-
tu. Obrazovka se pohybuje po dané ose
a svym zpusobem staticky objekt skenuje
a v detailu jej analyzuje. Vysledny vyjev
tudiz nikdy neni schopen vizualizovat cel-
kovou hmotu objektu. Obraz zde nefigu-
ruje v roli tradiéniho zobrazivého média
(reprezentace, mimetika). Jeho deteké-
ni funkce odpovida reartikulaci obrazu
Harunem Farockim, jenz technologické
obrazy definuje pomoci terminu “operac-
ni obraz.” Jedna se o obrazy “that do not
represent an object, but rather are part of
an operation.” ® Prestoze v instalaci LED
obraz slouzi k vizualizaci vnitfnich pohy-
bl a promén na prvni pohled fixniho ob-
jektu, jez nepojmeme nasimi smysly, jeho
operacni funkce se zrcadli v aktu moni-
torovani a kvazi-védeckého zkoumani.
Divactvo dale konfrontuje s vice-nez-lid-
skym vizualnim rezimem odpovidajici
systému strojového vidéni, které je zalo-
Zeno na prekladu skute¢nosti do nhume-
rického kédu. Prekryvani digitalniho kédu
s porcelanovym artefaktem znaci dekon-
strukci jasné hranice mezi imaterialnim
a fyzickym.

Apart from the direct manifestation of
the virtual environment in the form of the
porcelain artefact, this tendency is clear-
ly reflected in the moving, digital image.
The LED screen is composed of small-
er panels and deviates from the ordinary
formats of ordinary visual display units. In
fact, the size of the panels does not allow
to capture the whole outline of the por-
celain object. The screen is moving along
a predetermined axis, scanning and ana-
lysing the object, which is static by nature.
Consequently, the image thus created can
never visualise the total object volume.
In this piece, the image does not play
the role of a traditional pictorial medi-
um (representation, mimetic). Rather,
its detection function corresponds to
the rearticulation of image by Harun
Farocki, who employs the term “oper-
ational image” to define technological
images. The latter term refers to imag-
es “that do not represent an object, but
rather are part of an operation.”® While in
the installation, the LED image serves to
visualize the imperceptible movements
and transformations within a seeming-
ly fixed object, its operational function is
mirrored in the act of monitoring and qua-
si-scientific exploration. Furthermore, the
viewers are confronted with super-human
visual mode analogous to the machine
vision system, where reality is translated
into numerical code. The interplay of the
digital code with the porcelain artefact
deconstructs the clear boundary between
the intangible and tangible components.




Technologicka pFitomnost v instalaci pl-
sobi'i jako mytopoeticky (neboli mytotvor-
ny) nastroj. LED panel odkryva aspekty
objektu unikajici nasi senzomotorické per-
cepci. Dokaze tedy preklenout hranici
mezi vidénym, poznanym a néc¢im, co ne-
jsme schopni bez technologické mediace
uchopit. Sam Pos LED obrazovku popisuje
jako védecky pfistroj. Védomé tim kultivu-
je auru jakési objektivni, racionalni pravdy
o svété, kterou exaktni védecka metoda
spolu s technologiemi konstruuje. Techno-
logie vSak nejsou pouhé neutralni nastroje,
jez nam transparentné zprostredkovavaji
svét, nybrz aktivni participanti, které svét
a nas vztah k nému modifikuiji. Jejich jazyk
klasifikuje, méfi a definuje vSe kolem nas
na zakladé numerické logiky, ¢imz kom-
plexitu existence redukuje na sadu defi-
novatelnych, vypocitatelnych jednotek.™
Tuto mytotvornou povahu technologické-
spatfujeme na displeji obrazovky, zaroven
predpoklada zakryti dimenzi, které stroj
neni schopen zachytit a zmérit.

Technologicka stranka dila v neposledni
fadé dekonstruuje urcitou nesmrtelnost
namétl, kterymi se Pos§ zabyva. Umé-
lec se ve své praxi nepokousi postih-
nout aktudlni socio-kulturni, politicka
¢i ekonomicka témata. Cilem neni ko-
mentovat soucasné déni, at uz se jedna
o lokalni scénu €i zahranic¢ni. V jadru jeho
tvorby lezi nadé¢asové fenomény - kos-
micka télesa, jevy presahujici c¢lovéka,
problematiku ¢asu a historickych arte-
faktd. K vytvarné artikulaci téchto moti-
vl voli souéasné technologie i z diivodu
jejich akcelerovaného zastaravani. Vznika
tak napéti mezi nekonec¢nou kosmickou
ontologii a epistemologickou rovinou
technologii s potencialné kratkym datem
expirace. MiZzeme tedy spekulovat, zda
onen roztfistény meteorit neni spise fosi-
lii putujici ze vzdalené budoucnosti, v niz
po lidstvu nic jiného nez technologické
smeti nezustalo.

The technology present in the instal-
lation further acts as a mythopoetic (or
myth-making) tool. The LED panel reveals
the aspects of the object that escape our
sensorimotor perception, thus overcoming
the boundary between things perceived,
things known, and things ungraspable but
by means of the technological mediation.
Po$ himself describes the LED screen as
a scientific instrument. He thus consciously
cultivates the aura of an objective, rational
truth about the world as normally construed
by the exact, technologically supported
scientific method. Yet technologies are not
mere neutral tools that would transpar-
ently interpret the world for us, but rather
active actors that modify the world and our
relationship to it. Their language classifies,
measures, and defines everything around
us according to numerical logic, and con-
sequently reduces the complex existence
to a set of definable and calculable units™.
It is precisely this myth-making nature of
the technological apparatus that Po$ ac-
centuates in his work. The uncovering we
observe on the screen display simultane-
ously implies obscuring of dimensions that
the machine cannot capture and measure.

Last but not least, the technological as-
pect of the work deconstructs the seeming
immortality of the themes Pos tackles. In
his practice, the artist does not attempt to
address current socio-cultural, political or
economic issues, not does he aim to com-
ment on current events, whether national
or foreign. Timeless phenomena are the
focal point of his artwork - celestial bod-
ies, phenomena transcending humans, the
question of time, and historical artefacts.
Among the reasons behind his choice of
modern technologies for his artistic take on
the aforementioned motifs is their accel-
erated obsolescence. A tension thus rais-
es between the infinite cosmic ontology
and the epistemological plane of technol-
ogies with potentially short expiry dates.
Accordingly, we can speculate whether the
cracked meteorite is in fact a fossil coming
from a distant future, where nothing has
remained of humanity but technological
rubbish.

Imaginace spekulativniho
vyzkumu // Imagination of
speculative research

Problematika védeckého vyzkumu se jiz nékolikrat
v textu vynorila. Védecky pfistup definovany objek-
tivitou, racionalitou a pfisnym matematickym fadem
lec zabyval jednotnymi geometrickymi tvary a je-
jich naslednou multiplikaci do fad, sérii a systému.
Tyto postupy vyvéraji z tendenci ¢eskych umélct
z druhé poloviny 20. stoleti (sdm jmenuje pfedevsim
Karla Malicha a Vaclava Ciglera). Oba dva predsta-
vitele vS§ak spojuje védoma dekonstrukce ¢isté raci-
onalnich tendenci a jejich inklinace k metafyzickym
fenoménam (u Malicha prace s toky energie a kosmo-
logicka spiritualita, Ciglerovy svételné objekty poté
tematizuji duchovni, kifestanskou sféru). Sublimace
hranic mezi védeckym poznanim a subjektivni, myto-
logickou hravosti tak postupné zacala prosakovat do
Posovych objektt a instalaci.

Scientific research has been
mentioned above severaltimes.
Indeed, a scientific approach
defined by objectivity, ratio-
nality, and strict mathematical
order relates to the earlier work
of Jan PoS, where the artist
explored uniform geometric
shapes, which he subsequently
multiplied into sets, series, and
systems. These practices build
onthe Czech artistic trends ap-
plied in the second half of the
20th century (Po$ specifically

mentions Karel Malich and Véclav Cigler). Both afore-
mentioned creators consciously deconstructed purely
rational tendencies to embrace metaphysical phenom-
ena (Malich explored energy flows and cosmological
spirituality, while Cigler created light objects inspired
by spirituality and Christianity). The sublimation of the
borderline between scientific knowledge and subjec-
tive, mythological playfulness has gradually seeped into
PoS’s objects and installations.



Na toto myslenkové podhoubi reagu-
je samotna architektura instalace, v niz
Pos usiluje o vznik kvazi-védeckého envi-
ronmentu. Divactvo je vtahovano do situ-
ace pravé probihajiciho archeologického
zkoumani, které presahuje znamy svét.
Tento mechanismus zesiluje i spodni ¢ast
instalace sestavajici z vodni slozky. Vod-
ni hladina podobné jako vyleStény povrch
stfibrného objektu zachycuje a odrazi jevy
nad ni. Zaroven vyjev vytrhava z bézné-
ho zakouSeni prostoru. Klicovou ulohu
v této pfeméné vystavniho prostoru v iluzi
védeckého pracovisté sehrava samotna
nosna konstrukce. Jeji forma je inspirova-
na laboratornimi drzaky na nadoby a mu-
zealnim zavésnym systémem. Tito jinak
prehlizeni pomocnici dotvareji komplex-
ni sit badatelskych aktivit a aktérd a zde
figuruji pfi uchopeni a prezentaci expo-
natu. Subtilnost konstrukce neguje plnost
socharské hmoty, penetruje objekt a mo-
mentalné jim prorista. Pomocny labora-
torni predmét, ktery bézné povazujeme za
nepodstatny doplnék védecké ¢innosti, se
tak opticky pfimyka k centralnimu artefak-
tu. Z funkéniho hlediska je tfreba neopomi-
jet i sofistikovanou variabilitu konstrukce,
jez dovoluje béhem kratké doby svou formu
upravovat a podpirat zcela jiné predmé-
ty v riznych polohach. Tento dynamicky
prvek propojuje konstrukci s modularitou
objektu a ilustruje potfebu neuzavieného
zkoumani daného artefaktu. Lehkost kon-
strukce také souvisi s antigravitaénim roz-
mérem 3D programd, ve kterych defaultné
zanikaiji fyzikalni zakonitosti. Simulovana
beztiznost se vpiji a vyrovnava s gravitacni
tézkosti zité existence.

The architecture of the installation, con-
ceived as a quasi-scientific environment,
indeed builds on this ideological back-
ground. The viewers are invited into an
ongoing archaeological exploration, which
transcends the known world. The bottom
layer of the installation, i.e. the water com-
ponent, underscores this mechanism. Like
the polished surface of the silver object,
the water surface captures and reflects
the phenomena unfolding above and dis-
rupts the ordinary perception of space.
The supporting structure plays a key role in
transforming the exhibition space into an
allusion of a scientific laboratory. Its form is
inspired by laboratory stands and museum
hanging systems. These normally ignored
aids complement the complex network of
research activities and actors, here serving
to hold and present the exhibit. The sub-
tle construction stands in juxtaposition to
the dense sculpture volume, penetrating
and momentarily growing through the ob-
ject. In the installation, the laboratory aid
- commonly considered an insignificant
accessory to the scientific activity - forms
a visually inherent part of the central arte-
fact. Notable is also the sophisticated vari-
ability of the structure from the functional
viewpoint, being swiftly adjustable to sup-
port objects of varied forms in different
positions. This dynamic element connects
the structure to the object modularity and
illustrates the need for infinite exploration
of the artefact. The lightness of the design
also reflects the anti-gravity dimension of
3D programs, where physical laws cease
to apply by default. The simulated weight-
lessness absorbs and balances the gravita-
tional heaviness of lived existence.

Vektor PoSovych uméleckych situaci
sméruje k jakymsi fiktivnim prostfedim,
ktera utvari s pomoci soucasnych tech-
nologickych aparat(. Tyto environmenty
a objekty podrobuje spekulativnimu vy-
zkumu a nechava je vymykat strohé raci-
onalité konstruktivistickych fesSeni. Jeho
vyzkumna imaginace nebaziruje tolik na
hledani univerzalnich pravd a absolut-
nich odpovédi, jako na znejisSténi zazitych
predstav o realité a kladeni otazek. Pravé
do tohoto orbitu spadda Mytus o hype-
rrealité, jenz miZeme vnimat jako jedno
z moznych uméleckych vyjadreni tohoto
neuzavieného smérovani.

The vector of Po¥’s artistic situations is
directed towards fictional environments,
which he creates using modern techno-
logical apparatuses. The artist subjects
these environments and objects to specu-
lative research, wherein they escape the
strict rationality of constructivist solutions.
Instead of searching for universal truths
and absolute answers, his research imag-
ination challenges the established con-
cepts of reality. The Myth of Hyperreality
perfectly fits in this orbit as one of the pos-
sible artistic expressions of the indetermi-
nate direction.

- Denisa Michalinova & Jan Pos§



Kyklopské zdivo / Cyclopean Masonry, 2023-2025
keramika, pokov, nerezovéa konstrukce

/ ceramics, metal coating, stainless construction
190 x 100 x 100 cm




Mytus o hyperrealité ¥s / The Myth of Hyperreality 5, 2025
porcelan, pokov, nerezova konstrukce

/ metal-coated porcelain, stainless construction

260 x50x60cm



Mytus o hyperrealité 25 / The Myth of Hyperreality %5, 2025
porcelan, pokov, nerezova konstrukce

/ metal-coated porcelain, stainless construction

250 x 75x 50 cm



@)
@)

o

[ONe]

OO0O0O00O0
OO0O0O0O0

[o}e]
(6]

Mytus o hyperrealité / The Myth of Hyperreality, 2025
pokoveny porcelédn, nerezovéa konstrukce, LED obrazovka,
pohyblivy mechanismus, site-specific architektura

/ metal-coated porcelain, stainless construction, LED screen,
kinetic mechanism, site-specific architecture

260 x120 x 110 cm
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Jan Pos (*1996)

Jan Pos (*1996) je multimedialni umélec
pusobici v Praze. Hravé propojuje myto-
logické podhoubi zapadni spole¢nosti
se soucasnymi technologiemi, které se
staly ustfednim vyjadfovacim prostied-
kem v kontextu jeho umélecké praxe.
V centru jeho tvorby leZi reflexe jev, jez
presahuji empirické a kognitivni schop-
nosti ¢lovéka, ¢ehoz dosahuje prostred-
nictvim mytické roviny. Mytus zapocal
aktivné tvarovat jeho uméleckou €innost
béhem studii na Akademii vytvarnych
umeéni v Praze a nadale figuruje jako je-
den z kliéovych ramcl konturujici jeho
vytvarné aktivity. Mytus v jeho uvazovani
predstavuje element vzpirajici se méreni
a kvantifikaci a se zakouSenou skutec-
nosti operuje na zakladé archetypalnich
obrazli a symbolické logiky. Tim se vzda-
luje jednoduchému racionalnimu ucho-
peni. Tento vektor se stal bazalni pro jeho
Mytus o hyperrealité (2025).

Jiny klicovy aspekt PoSovy tvorby zna-
¢i symbiotické interakce mezi fyzickym
a virtualnim prostorem a dekonstrukce
jejich domnélych hranic. Fyzické a vir-
tudlni nevnima binarné (dvé separova-
né oblasti). Jeho prace naopak védomé
utvafi momenty slévani generujici hyb-
ridni environmenty. Jeho objekty prameni
v digitalnim prostredi 3D softwaru, které
nasledné materializuje za uziti porcela-
nu a jinych materiald. Formalni aspekty
vyslednych praci hraji pro Jana PoSe vy-
znamnou roli a z toho divodu bézné po-
vrchy objektll obaluje ocelovou vrstvou
jako v sérii Kyklopské zdivo (2023-2025)
a Fragmenty (2023). Vzniklé objekty poté
nejen odrazi své prostredi, které do sebe
zaroven vtahuji (6imz dochazi k rozpiti
hranice mezi dilem a jeho okolim), ale také
explicitné odkazuji k virtualnimu 3D mo-
delovani. V programech, jako je napriklad
Blender, jsou objekty defaultné bez vyplné
definovany vyhradné konturou. Stfibrna

Jan Pos (*1996) is a multimedia artist based
in Prague. He playfully intertwines the
mythological undercurrents of Western
society with contemporary technologies,
which have become central vehicles of ex-
pression in his artistic practice. At the core
of his work lies a reflection on experiences
that escape human empirical and cogni-
tive capacities, which he explores through
the phenomenon of myth. Myth began to
actively shape his practice during his stud-
ies at the Academy of Fine Arts in Prague
and continues to serve as one of the key
frameworks guiding his artistic activity. He
perceives myth as something that resists
measurement and quantification, engag-
ing with reality through archetypal images
and symbolic logics, thus actively mov-
ing away from a simple rational approach.
This orientation proved fundamental to his
work The Myth of Hyperreality (2025).

The symbiotic interplay between physical
and virtual space and the deconstruction
of their supposed boundaries is another
key aspect of PoS§’s practice. He does not
perceive the physical and the virtual as
binary (two separate) domains; rather, his
work deliberately operates in moments of
overlap, generating hybrid environments.
His objects originate in the digital realm of
3D software, which he subsequently ma-
terializes in porcelain and other materi-
als. The formal dimension of the resulting
works plays a decisive role for him; accord-
ingly, he often envelops the surfaces of his
objects in steel coatings, as in the series
Cyclopean Masonry (2024) and Fragments
(2023). These not only reflect their sur-
roundings while simultaneously absorbing
them — thus blurring the line between the
artwork and its environment — but also
directly refer to virtual 3D modeling. In
programs such as Blender, objects are by
default hollow, defined primarily by con-
tour, a kind of boundary. The silver aesthet-



estetika taktéz zesiluje industrialni futu-
risticky naboj propujcujici diliim podobu
artefaktu ze spekulativni budoucnosti.

Spekulativni rovina Gzce souvisi s jeho
osobitym pojetim vyzkumu, ktery se vy-
myka prisné védeckému rezimu, jenz
produkuje poznani. Jeho modus operandi
sestava z nadefinovani si spekulativni-
ho environmentu, ktery nasledné zasta-
vi v Case a ohledava. Vysledkem je jakysi
fiktivni vyzkum, s nimz je divak konfron-
tovan. Estetika laboratofe (v podobé
variabilnich konstrukci) se poté vpisuje
do formy jednotlivych dél jako napfiklad
v sérii Proménlivé Objekty (2023).

ic further amplifies the industrial, futuristic
charge, lending the works the appearance
of artifacts from a speculative future.

Speculation is closely tied to his distinc-
tive approach to research, which stands in
juxtaposition to strictly scientific modes of
producing knowledge. His modus operandi
consists in defining a speculative environ-
ment, which he then freezes in time and
examines. The result is a kind of fictional
research with which the viewer is confront-
ed. The aesthetics of a laboratory (through
variable constructions) then inscribes it-
self into the form of individual works, such
as the series Unstable Objects (2023).

Ve své umélecké tvorbé se Jan Pos také zabyva kulti-
vaci a zkoumanim objektivnich fenomént a procestul.
llustrativni se v tomto kontextu stava jeho instalace
Poryv vétru (2021) otevirajici otazky ohledné mete-
orologickych dat. Jsou to pravé tato kosmologicka
tematika a télesa, kterd Pos analyzuje. Na rozdil od
komentaFi k souéasnému socio-politickému &i kul-
turnimu déni se autor vyjadfuje k nadéasovym ele-
mentim lidské existence, jejichz casovy rozptyl
kontrastuje s rychlym zastaravanim novych techno-
logii. Technologicka linka se vine nap¥ic jeho tvorbou
a kromé jiz zminénych 3D programl sestava z prace
s digitalnim obrazem (Kyklopské zdivo: studie, 2025)
a umélym svétlem (Koordinaty, 2023; Kartezian-
skda mfiz, 2023 a dalsi). Prostfednictvim umeélého
svétla poté Pos ¢asto vystupuje i z interiéru galerij-
niho prostfedi do méstského verejného prostoru
(Odpocet, 2023; Collector, 2023).

In his practice, Jan PoS$ also
focuses on cultivating and
observing ongoing phenom-
ena and processes. The in-
stallation Wind Gust (2021),
which opened up the question
of meteorological data, was
a prime example in this con-
text. It is precisely these cos-
mological themes and bodies
that Pos$ analyses. Rather than
commenting on current so-
cio-political or cultural events,
he responds to the timeless
elements of human experi-

ence, whose perseverance in time stands in stark
contrast to the rapid obsolescence of new technol-
ogies. The technological thread running through
his work extends beyond 3D programs to include
digital moving imagery (Cyclopean Masonry de-
constructed, 2025) and artificial light (Coordi-
nate, 2023; Cartesian Mesh, 2023, among others).
Through artificial light, Po$ frequently steps be-
yond the interior of the gallery into the urban, pub-
lic sphere (Countdown, 2023; Collector, 2023).

Denisa Michalinova

Denisa Michalinova je teoreticka a histo-
ricka uméni a v sou€asnosti i doktorand-
ka na Akademii vytvarnych uméni v Praze
(Teorie a déjiny souc¢asného umeéni). Ve
svém interdisciplinarnim vyzkumu se
soustiedi na télesnost, nové technologie
a soucasnou filozofii — predevsim kriticky
posthumanismus. Je autorkou odborné
monografie Svétlo jako médium. Umé-
lIé svétlo v ceském vytvarném uméni od
devadesatych let po soucasnost (2025).
Plsobi taktéZz jako lektorka v Narodni
galerii, prtibézné prednasi na konferen-
cich a festivalech a pfispiva texty do riiz-
nych periodik.

Denisa Michalinovd is an art theo-
rist and historian and a PhD candidate
at the Academy of Fine Arts in Prague
(Theory and History of Contemporary Art).
Her interdisciplinary research focuses on
corporeality, new technologies, and con-
temporary philosophy - especially crit-
ical posthumanism. She is the author of

the academic monograph Svétlo jako médium. Umélé
svétlo v ¢eském vytvarném umeéni od devadesatych let
po soucasnost (2025). She also works as an educator at
the National Gallery, regularly presents at conferences
and festivals and contributes to various journals.
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Clement GREENBERG, Modernist
Painting, in: Francis FRASCINA -
Charles HARRISON (eds.), Modern Art
and Modernism: A Critical Anthology,
Harper Row 1982, p. 5-10.

Rosalind KRAUSS, Sculpture in the
Expanded Field, October, Vol. 8, Spring,
1979, p. 43.

Jean BAUDRILLARD, Simulacra and
Simulations, The University of Michigan
Press 1994, p.1.

Remediace odkazuje k Sirokému pojmu
z pera Jay Davida Boltera a Richarda
Grusina v rdmci jejich teoretizace
novych médii. Timto terminem popisuji
jednotlivé procesy, kdy se staré a nova
média a technologie navzajem ovliv-
fuji a zplsobuji tak aktualizaci daného
média. Jay David Bolter - Richard Grusin,
Remediation: Understanding New Media,
Cambridge 1999, p. 61. / Remediation
refers to a broad concept coined by Jay
David Bolter and Richard Grusin in for-
mulating their theory of new media. This
term is used to describe the individual
processes where old and new media

and technologies interact, thus mutually
innovating each other. Jay David Bolter

- Richard Grusin, Remediation:
Understanding New Media, Cambridge
1999, p. 61.

Lev MANOVICH, The Language of New
Media, Massachusetts: The MIT Press
2001, p. 30.

Roland BARTHES, Mythologies,
The Noonday Press 1991.

10

Percy S. COHEN, Theories of Myth,
The Journal of the Royal Anthropological
Institute, Vol. 14, No. 3, 1969, p. 339.

Jussi PARIKKA, Geologie médii, Praha:
Karolinum 2020.

Farocki vychazi z myslenek Viléma
Flussera, ktery pouZival termin “technic-
ky obraz”. Technicky obraz pfedstavuje
dvoudimenzionalni obraz produkovany
stroji, jenz nereprezentuje svét, ale stava
se vysledkem procest a interakci v rdmci
konkrétniho programu. Farocki pak tyto
myslenky posouva smérem k funkéni po-
vaze obrazu. Harun FAROCKI, Phantom
Images, Public 29, 2004, p. 17. / Farocki
draws on the ideas coined by Vilém
Flusser, who used the term “technical
image”. A technical image means a
two-dimensional image produced by
machines, which does not represent the
world but rather results from processes
and interactions within a specific pro-
gram. Farocki further applies these ideas
to the functional nature of the

image. Harun FAROCKI, Phantom
Images, Public 29,2004, p. 17.

Vice v knize: Federico CAMPAGNA,
Technic and Magic: The Reconstructi-
on of Reality, Bloomsbury Academic
2018. / For more details, see: Federico
CAMPAGNA, Technic and Magic: The
Reconstruction of Reality, Bloomsbury
Academic 2018.

Literatura
/] Literature

Roland BARTHES, Mythologies, The Noonday Press
1991

Jean BAUDRILLARD, Simulacra and Simulations,
The University of Michigan Press 1994

Jay David BOLTER - Richard GRUSIN, Remediation:
Understanding New Media, Cambridge 1999

Federico CAMPAGNA, Technic and Magic: The
Reconstruction of Reality, Bloomsbury Academic
2018

Percy S. COHEN, Theories of Myth, The Journal of the
Royal Anthropological Institute, Vol. 14, No. 3, 1969,
p. 337-353

Harun FAROCKI, Phantom Images, Public 29, 2004,
p.13-22

Clement GREENBERG, Modernist Painting, in: Fran-
cis FRASCINA - Charles HARRISON (eds.), Modern
Artand Modernism: A Critical Anthology, Harper Row
1982, p. s. 5-10

Rosalind KRAUSS, Sculpture in the Expanded Field,
October, Vol. 8, Spring, 1979, p. 43 (30-44)

Lev MANOVICH, The Language of New Media,
Massachusetts: The MIT Press 2001

Jussi PARIKKA, Geologie médii, Praha: Karolinum
2020



Jan Pos: Mytus o hyperrealité
/I The Myth of Hyperreality

Katalog byl vydan v roce 2025 jako doprovodna
publikace k sou¢asné tvorbé ¢eského umélce
Jana Pose. / The catalogue was published in
2025 as an accompanying publication to the
contemporary work of Czech artist Jan Pos.

Specialni podékovani patfi mému stfibrnému
kolektivu: / Special thanks go to my silver
collective: Martin Po$, Emma St&panova, Ondrej
Dvorak, Marek Bulit, Jakub Janov, Filip Novak,
Krystof K¥icek, Johanka PoSova, Andrej Kontra
and Simon Roubal.

text / text: Denisa Michalinov4, Jan Po§
koncepce katalogu / catalogue concept:
Johanka PoSovéa

preklad / translation: AlZbé&ta Soperova,
Denisa Michalinova

korektury / proofreading: Michaela PoSova
fotografie / photography: Johanka PoSova
& Simon Roubal (Studio Diptych), Josef Slapak,
Michal Blecha

grafika / graphic design: Kristyna Stastova
tisk / print: Carter Reproplus s.r.o.

naklad / edition: 60 ks / 60 copies

© Jan Pos, 2025



Jan Pos: Mytus o Hyperrealité
/I The Myth of Hyperreality
2025



	_z2kpw45s4w4e
	_ufpi4mf60hy5

