T "N ww‘l H‘H“’ | 2k

5‘1821 U IN06 65

fix/euna
aup

sz 1190

L 995'9 HNIT3A3 0N

VNIN313Z V 300A0

[S)
©
I
S
)
~
N
(S]
N
(%)
|
N
S
i

3
m
[,
m
el
=
>
=
o
>
»
>
X
>
o
m
=
m
<
ey
=l
: >
c A
2
S
ac
=
=
!
z-

- ONILNIVd ¥ NOISSVd -0 did

by
|

nAe



OBSAH

4 EDITORIAL
Petr Dub

6 KALENDARIUM
Marek Meduna

14 KLAUZURY
studenti M4

50 GRAFY...
Petr Dub, Marek Meduna

60 SELEKCE M4
studenti M4

100 TEXTY
Karolina Ne¢adova (ed.)

146 VYSTAVY BAR NOD

P4P 03: PASSION 4 PAINTING Lucie Rosicka, Viktor Slegl
PDF ATELIERU MALBA 4

ZS 2023/2024

AKADEMIE VYTVARNYCH UMENI V PRAZE

STUDENTI: FILIP BRANDEJSKY, ZOFIE EDER, ELISKA GREGOROVA, PETR HOLECEK, MATOUS KASPAR,
HUGO MAREK, KAROLINA NECADOVA, HEDVIKA OCASKOVA, PAVEL PETRIK, KRYSTOF POBIS, LUCIE
POUCHOVA, EMA PROSOVA, LUKAS PRUDIK, LUCIE ROSICKA, ENISA SKOKO, SARA ALISA SOUALMIA,
LUDMILA STANKOVA, JIRi STRAKA, VIKTOR SLEGL, JANOS VAMOS, MATEJ ZIKMUND.

STAZUJICi STUDENTI: KLARA KORBELOVA, LARA KUBSCH, JITKA PETRASOVA, LEONARD ZELEZO
PEDAGOGOVE: PETR DUB, MAREK MEDUNA

FOTOGRAFIE: RADEK DETINSKY, PETR DUB

TEXTY: PETR DUB, MAREK MEDUNA, VIKTOR SLEGL

GRAFICKY DESIGN: PETR HOLECEK, MAREK MEDUNA

KOREKTURA: EVA ELLINGEROVA

PUBLIKOVANO V KVETNU 2024

P4P 03: PASSION 4 PAINTING




EDITORIAL

1

Historie zin(i saha do 20. stoleti, ale stala se
zejména populdrni v 70. a 80. letech, kdy byly
spojeny s hnutim DIY a punkovou subkulturou.
Byly to ¢asto malé publikace, které se vénovaly
alternativn{ kultufe, politice, poezii, vytvarnému
uméni a dal$im témat@im, ktera nebyla

v mainstreamovych médiich zastoupena.

Ziny se staly platformou pro sdileni myslenek,
nézort a uméni, které by jinak mohly byt
marginalizovany nebo ignorovény. Casto byly
vytvareny skupinami lidi s podobnymi zdjmy nebo
ndzory a distribuovany prostfednictvim malych
nezévislych knihkupectvi, koncertt, festival(t

a postou.
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Toto je tfeti vydani zinu' ateliéru Malba 4. M4a slouzit
jako doslov za probéhlym semestrem, sou¢asné ho
Ize chapat i jako pfedmluvu véci a stavi budoucich.

Zin 3 M4 obsahuje: kalendarium Marka Meduny.
Autor se tu vice, tu méné vtipnym zplsobem pokousi
zachytit prchavy ¢as minulého semestru na pozadi
udalosti mezi Prahou a Gazou. Pouzity literarni
Zanr je vyre€ny, presto unikavy, pichlavy, avSak
zakladajici na pozitivnim predpokladu, Ze kontinuum
¢asu i nadale uplyva bud k nové singularité, nebo

k vychladnuti a rozplynuti.

Dale Zin 3 M4 obsahuje pomérné nepravdépodobnou
dokumentaci probéhlych klauzur ateliéru vytvofenou
ve spolupraci s umélou inteligenci. Klauzurni
vystava probéhla podle kuratorské koncepce Viktora
Frantigka Jaroslava Slegla, ktera vzeslé z oteviené
ateliérové soutéze. Obrazy studujicich (oproti
probéhlé realité v disledku kybernetického ttoku

na $kolni fotoarchiv) visi na zdech generativnich
svétovych galerii ¢elem k bezbfehé on-line
pozornosti, jez hrozi pozfit fyzicky svét umeéni.
Brodime se spole¢né po pas v digitalnich mél¢inach,
ale bitva o oko a srdce divaka neni zdaleka
dobojovana, natoz bez vyznamu.

V zinu nechybi oblibené grafy, které s kazdym
novym cislem nabyvaji na akademické popularité.
Ty aktudlni mapuji naladu vratnice, zapeklitou
situaci rektorovny a neporadek na chodbach
jednotlivych pater hlavni budovy. Napfi¢ instituci
panuje atmosféra srde¢né sdileného totemu, ale
Castéji se setkdvame s virtualnim avatarem, ktery
na sebe bere podobu $klebiciho se srdicka. Klicem
k babylonskému zmateni jazyk( akademie se jevi
forma komunikace zakladajici prevazné na offline
sdilenych emoji. V ohledavani oborové racionality
se proto logicky nabizi spoléhat na kolacové grafy,
sloupcové diagramy a tabulkové sociomapy, jez
alternativné vedou k zavedeni véeobjimacich kodex,
novych projektovych potradki a k vliadé byrokracie
smitlivé vic¢i véem zucastnénym.

Selekce M4 je novinkou. Studujici byli vyzvani
k jednoduchému ukolu: vybrat reprodukci vliastni
prace z probéhlého semestru, a jedno oblibené

umeéleckeé dilo dle vlastniho vybéru. Ve stanoveném
terminu nékolika tydnd dodalo material 8,8%

z celkového poctu studujicich. Na vaze slepé
spravedInosti tak miska omluv pfevazila svou
¢asovou naroc¢nosti dobu splnéni samotného ukolu.
V obavé nastaveni pomyslného zrcadla se vedouci
ateliéru ze zadani sami alibisticky vyjmuli. Tymovy
duch ateliéru presto z(istava veskrze skautsky, nové
az gaucakovity.

Texty vybirala Karolina Ne¢adova. Genealogické
linie moderni postury: Jean-Jacques Rousseau
podle Jérémeho Meizozy, Art at the End of the
World autorky Natalie Loveless a Survival Ethos
and Destruction Art profesorky Kristine Stiles
potési kazdé nihilistické srdce zacinajici umélkyné
¢i umélce. Svét uméni dle tematického okruhu
periodicky kon¢i pti zapadu slunce, aby jeho realita
presto kazdé rano povstala z popela Skolnich
vecirkd jako bajny ptak Fénix. Licence Creative
Commons byla u vybranych textl ovéfena Vyborem
pro kybernetickou bezpecénost, a to pred aktualné
probihajicim zédsahem NUKIB. S ohledem na
nastalou elektronickou krizi je tfeba s podékovanim
doplnit, Ze bez vedouci technického oddéleni Jany
JenSovskeé by fyzicka AVU setrvavala v atomové zimé
a nekonéici tmé.

Posledni sekci tvofi vystavy v byvalém prostoru
VIDEO NOD, organizované ve spolupraci

s Séfkuratorem prostoru Pavlem Kubesou. Nahlizi do
zékulisi prezentace Viktora Slegla a Lucie Rosické.
K nabidkam ateliérovych vystavv M4 nadale
pfistupujeme selektivné, nikoliv mechanicky plo$né,
pfesto ve snaze o zachovani proporénosti. V pfistim
Cisle se proto mlzete tésit na kuratorskou novinku
Leonarda Zeleza a Jifiho Straky, ktefi zaujali svym
konceptem klauzur jako kolektivniho mista bezpeéi,
podobné jako na vystavy Matouse Kaspara, Hedviky
Ocdéskové a dalsich.

Zin lze Cist pozorné, mezi fadky, prazdnym pohledem,
nebo ho zcela zavrhnout. Amen, nlzky, tapir.

Petr Dub



KALENDARIUM

Marek Meduna

Druhého fijna zac¢al zimni semestr na Akademii
vytvarnych umeéni v Praze. Slunce pfivétive
osvécovalo mati¢ku Prahu. Teploty byly jako uz
obvykle nadpriimérné vysoké. Vlada Petra Fialy byla
setrvale malo oblibena a kazdoroéni imatrikulace
nové generace vytvarnych umélci se nesla

v atmosfére ukopténé slavnostnosti a rozechvélych
ocekavani, a to i pfes pozvolné uvadani prestize
umeéni v celku spole€nosti. Tretiho fijna byl na navrh
republikdnského poslance Matta Gaetze z funkce
predsedy Snémovny reprezentantl odvolan Kevin
McCarthy, coz se stalo poprvé v historii Spojenych
statd. Dlvodem byly neshody ohledné zakona

o docasném financovani americké federalni viady.
McCarthymu nepomohlo ani podkufovani ¢asti
republikanskych poslancd, takzvanym trumpistdm.
Ti méli na srdci publikum na socidlnich sitich, pro
které zni slovo kompromis jako vykal v podrazce
svate¢neé nalesténé polobotky. Ve stejny den

zac¢ala na Akademii vyuka teoretickych pfedmétd.

V ukrajinské obci Hroza bylo patého fijna zabito

59 lidi. Ruska raketa dopadla na mistni kavarnu, kde
si zdejSi obyvatelé pfipominali pamatku padlého
ukrajinského vojaka. Mluvci ruského prezidenta
Dmitrij Peskov den po utoku podle serveru Meduza
zopakoval 1Zivé tvrzeni Kremlu, Ze Rusové neutodéi
na civilni cile. Sedmého ¥ijna palestinsti teroristé

z Hamasu prekrogili hranice Gazy a nasledné zabili
okolo tisice Izraelct, dalsi desitky aZ stovky odvlekli
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do tunell pod Gazou jako rukojmi. Mezi mrtvymi byli
Zeny i déti, u€astnici hudebniho festivalu Supernova
i prosti ob&ané. Rozsah nasili byl spektakularni.
Timto aktem zacdalo dal$i kolo izraelsko-
-palestinskych valek, které se v zapadnich
spoleé¢nostech zrcadlilo prohlubujicimi se zakopy
téch kulturnich. Druhy den, v nedéli, izraelsky
bezpeénostni kabinet formalné vyhlasil valku poprvé
od Jomkipurskeé valky v roce 1973. Pry Hamasu,

a nikoliv Gaze. V poloviné fijna utrpéla Pyrrhovo
vitézstvi doposud vladnouci strana Pravo

a spravedlnost. V jejich fadach zavladla panika,

v opozi¢nim tabofe Donalda Tuska opatrna euforie.
Donaldu Tuskovi, jmenovci amerického demiurga
politické toxicity, jesté zbyvalo odvalit mnoho
kamen(, které mu do cesty postavili takzvani polsti
konzervativci v ¢ele s panem kocéek Jarostawem
Kaczyriskym a panem prezidentského palace
Andrzejem Dudou. Presné v poloviné fijna a ve
druhém kole ekvadorskych v§eobecnych voleb

v roce 2023 byl zvolen hlasem vS§emocného lidu
Daniel Noboa z National Democratic Action jako
nejmladsi prezident Ekvadoru v historii. Ve dnech
uvedeni do ufadu mu bylo bratru pétatficet let, tudiz
by se podle starych pravidel nemohl stat laureatem
Ceny Jindficha Chalupeckého. Ale v sou¢asnosti

i tato zabrana padla a z tidélu politikateni

a soutézeni nejsou formalné vynati ani starsi lidé,
tedy alespori v rétorické roviné. Dvaadvacatého fijna




probéhlo prvni kolo argentinskych prezidentskych
voleb. Dvacatého ¢tvrtého fijna probé&hla prvni
vernisaz z cyklu vystav pod taktovkou Malby 4

v kavarné NoDu. Lucie Rosicka pohlédla na divédka
skrze sva selfies s uhrancivou silou a hlasem sirény.
Ve fantazmatickém podlozi expozice stoji tradice
spolu, a nikoliv proti emancipaci, je zde akcentovana
rovnost, ale sou¢asné odliSnost. Divak je svadén

a soucasne iritovan, jeho pohled je sexualizovan, ale
sexualita je sublimovana ke genealogiim obraz(

a myslenek s nimi spojenych. Dvacatého patého
fijna probéhla v Doxu vernisaz vystavy It Is a Painful
Thing to Be Alone: We Are But One, ktera
predstavila vytvarnou tvorbu Genesis Breyer
P-Orridge, ktery je spjat se zacatky a ustanovenim
zanru industridlni hudby v projektech COUM,
Throbbing Gristle a Psychic TV, aby se na stara
kolena dle svych slov osvobodil z genderové
konformniho téla. Koneckoncli o statusu
novorozence jako Zeny nebo muze podle Judith
Butler rozhoduji Iékafi. Na statni svatek vzniku
Ceskoslovenska, ktery si Cesko jako nastupnicky
stat stale pripomina, a ke kterému se na rozdil od
prvniho ledna devatendct set devadesat tfi hlasi,
zemfel protagonista Chandlera ze serialu Pratelé
Matthew Perry. Pitva odhalila, Ze zemfel na nasledky
uziti ketaminu, ktery se stale vice vyuziva k 1é¢bé
depresi, naptiklad v Narodnim ustavu dusevniho
zdravi spolu s psilocybinem a pod vedenim doktora
Tomase Pélenic¢ka. O ¢emz dosvédCuje nejeden
podcast na toto téma. | enormni potieba psychologl
na mnoha skolach véech stuprill. V utery posledniho
fijnového dne ateliér Malba 4 navstivil vystavu
Mysleni obrazem. Expozici v Méstské knihovné jej
provedla jedna z kuratorek Jitka Hlavackové. Jeji
vlidna slova osvétlila zSefela zakouti pfipravy

i koncepce vystavy i drobné pikantnosti vztahujici se
k vystavujicim a jejich dillim. To vSe s ptihlédnutim
k Barthesové smrti autora. Vétsina ucastnikl
ocenila monument nejapnosti aneb Jarmark uméni
od vzdy radikalniho Zbyrika Baladrana. Nase
skupina pratel oddanych sou¢asnému umeéni
pokracovala do galerie Rudolfinum na expozici

s vSefikajicim ndzvem Co-Extensive a pak na
umeérenou vystavu abcd kuratora Karla Cisare

v galerii UM. Od prvniho listopadu bylo mozné
podavat pfihlasky do pfijimaciho Fizeni do v§ech
typl studia na Akademii. Ve stejny den se ve
Spojeném kralovstvi kona prvni Al Safety Summit,
na kterém zastupci 28 zemi podepsalo ,prvni
svétovou dohodu® o tom, jak Fidit nejrizikovéjsi formy
umeélé inteligence. Souslovi ,prvni svétova“
upominalo na poé&atky kapitalismu v Cesku i na
zdejsi typickou kulturni dynamiku, ktera se
vyznadéuje zapasy pfiznivcl a epigon(l starsich

a novéjsich trendl. Zdejsi Zeitgeist vane mirné, ale
o to urputnéji. Den nato ziskalo prazské metro plné
pokryti mobilnim signdlem. Po péti letech préce jiz

neni uniku pred dotérnymi informacemi ani

v podzemi. Jeden pfislusnik lidského rodu se tak

i zde mohl dostat k informaci, Ze pocet obéti v Gaze
prekrocil ¢islo deset tisic. Generalni tajemnik OSN
Antdnio Guterres vyzval k humanitarnimu pfiméfi,
aby se mohl zvysit tok pomoci nevinnym i teroristiim
napomocnym civilistdm. Kulaté ¢isla maji bdhvi pro¢
vétSi symbolickou silu, snad k tomu vede touha
usporadavat, uklizet a ddvat svému Zivotu jiny nez
nahodily smysl. Tyden po komentované prohlidce

v GHMP a v den vyroci Velkeé fijnové socialistické
revoluce zavital ateliér Malba 4 do instituce nejvyssi
a v pravdé narodni, do NGP. Pfrehlidkou poslednich
sta let ceského uméni nas proved| feditel Sbirky
moderniho a sou¢asného uméni Michal Novotny.
Hovofil o mnoha kontextech uméni, o déjinnych
zvratech Ceské spolecnosti, o jeji situovanosti do
evropského spoleéenstvi, o mezerach a pomlkach

i pojmu trvalé expozice a jeji problemati¢nosti v ére
zrychlené expirace informaci i globalniho otepleni.
Hovofil nahlas a srozumitelné, snad proto vétSina
ucastnik( kupodivu neztratila pozornost. Navzdory
mnoha skeptikdim, ktefi tvrdi, Ze schopnost udrzet
pozornost se scvrkla na pouhé desitky sekund, nez
ji prerusi dalsi notifikace. Hned poté, ve stiedu,
oteviela Akademie dvefe i okna uchazec¢iim

o studium. Pedagogové byli nastoupeni na znac¢kach,
hotovi ukazat svou instituci v nejlepS§im mozném
svéetle. Americti chirurgové z NYU Langone Health
oznamili devatého listopadu prvni transplantaci
celého oka na svété. Dvanactého listopadu zemfel
Karel Schwarzenberg, pravidelny navstévnik kavarny
Mlynskad, milovnik noéniho Zivota a mladych Zen,
nositel mnoha epitet, v dobrém slova smyslu zemsky
vlastenec a ¢lovék, ktery uzaviel vysokou sazku na
smysluplnost eského Zivlu v Evropé. Cimz ho
kupodivu prezil zpustly détina a sebezahledény
protikantidat z druhého kola prezidentskych voleb

v roce dva tisice tfinact, vzdy tristni Milo§ Zeman.
Patnactého listopadu se u pfrilezitosti otevieni
vystavy uméleckého dua EImgreen & Dragset

v prazské Kunsthalle setkala umélecka

z artwashingu byla zapomenuta. Vernisaz probéhla
stranou pozornosti aktivistek a aktivistd, ktefi svij
sklon angaZovat se ve prospéch lepsiho svéta
zaméfili na jiny cil. Na den vyro¢i sametové revoluce
se zaplnily ulice okolo Narodni tfidy ob&any
pripominajici si pamatné udalosti konce
komunistického rezimu. Kolektivni pamét bylo tieba
upevniovat opakujicimi se ritualy. Vzdyt snad jesté
vice nez ta individualni je nespolehliva se sklony

k erozi a nasledné fabulaci. Globalni priimérna
teplota poprvé v zaznamenané historii do¢asné
prekrocila 2 °C nad predindustridlnim primérem.
Devatenactého listopadu zvitézil ve druhém kole
krajné pravicovy ekonom Javier Milei a stal se
argentinskym prezidentem. Béhem kampané byly
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vyuzity vSechny dostupné medialni prostfedky:
zkresleni, preramovani, deepfake i vSestranné
vyuziti potencialu umélé inteligence a celé mrté
chatbotll. Budoucnost ¢asto vstupuje na scénu
zadnimi vratky Latinské Ameriky. Dvacatého prvniho
listopadu zavitala do prosvétlenych prostor ateliéru
Malba 4 filozofka Tereza Matéj¢kova. V boji se svou
nalepkou konzervativni myslitelky nutné selhala.
Zatimco zbytek ateliéru zaklekl na pozice kulturnich
valek a vedl nikam nevedouci jakoby politickou pfi,
¢imz ilustroval jeji teze i zhmotnil pfihlouplou vétu

o tom, Ze osobni je politické. Zbyly rozpaky

z omezenosti vlastni argumentace i nepfiméfrenych
emoci. Den na to dopftal prazskému publiku svou
sexem nasdklou show zpévak skupiny Rammstein
Till Lindemann. Navzdory neddvnému obvinéni ze
sexualizovaného nasili byl starnouci a télnaty
zpévak obklopen ztepilymi kraskami v latexu.
Klavesistka se vedle svého nastroje ovijela i okolo
bytelné chromové tyce, asi ve svém soukromi
holdovala pole dance. Na projekci se stfidaly
velkoformatové zabéry vagin, nasili, Fiti a penisa.
Distance mezi interprety a publikem byla
naruSovana rozhazovanim mrtvych ryb

a Slehackovych dort(l. Dals$i den na to se lzrael

a Hamas se dohodly na &tyfdennim pfiméfi, coz byla
prvni pauza od pocatku bojl. Zkraje prosince uved|
prezident Volodymyr Zelenskyj, Zze ukrajinska
protiofenziva nebyla Uspésna, odlvodnil to
predevsim nedostatkem zbrani a pozemnich sil.
Zelenskyj také prohlasil, ze pro Ukrajinu bude
jednodussi ziskat zpét poloostrov Krym nez oblast
Donbasu na vychodé zemé, Donbas je pry totiz silné
militarizovan a jsou tam ¢asté proruské nalady.
Soucasné média spekulovala o napjatych vztazich
mezi jim a vrchnim velitelem ozbrojenych sil
Valerijem Zaluznym. Patého prosince byly
slavnostné zahajeny vystavy Arrow of Growth
Lukase Karbuse v Polansky Gallery a S hlavou

v oblacich: stanice Zemé Natalie Perkof v galerii
Etcetera, ktera tak navazala na Asymetrickou rovnici
Jany Bernartové a Petra Duba. Neboli severoceské
akvarelové zahradnictvi a brnénsko-ghansky Den
trifidd identitarni paniky. Sestého prosince zased|
ke stolu a k jednani ctihodny Akademicky senat
AVU. Dvanactého prosince v zkém kruhu ateliéru
Malba 4 pronesl Filip Suchomel velmi struény uvod
do pocatkd a souvislosti japonského dievorytu,
cilem bylo vytvofrit lepsi pochopeni k pfednasce

o tvorbé Kacusiky Hokusaie, na kterou dojde az

v nasledujicim semestru. Hlavnimi vektory tak byly
prozaické motivace, styliza¢ni um, schopnost
abstrahovat tvary, objemy i ideje a pfedevsim krasa,
ktera je nachazena v asymetrii pfirodniho a ktera tak
kontrastuje s konstruktivni krdsou nasich tradic. Po
prednasce doslo k prezentaci studentskych navrh(
koncepce klauzurni vystavy. Vétsina projektll méla
spiSe empaticky, demokraticky charakter. Nakonec
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véak nejvice hlast obdrzel projekt Viktora Slegla,
ktery byl promysleny, odpracovany, dosti reduktivni
a velmi autoritativni. Patnactého dvanacty skonéila
vyuky teoretickych predméti. Devatenactého
prosince se uskute€nila vernisaz vystavy Petry Jandy
Domd, soucasti udalosti byla i performance
Vulvonautka. Kuratorsky text z pera Zuzany Stefkové
zacina vétou: ,Vlozi si do ust klicek od rakety

a vSechno to citi: semena, pupeny, raseni.” Petra
Janda ve videodokumentaci vystavy pravila, ze
pointou akce bylo si to uzit. Dvacatého prvniho
prosince si masova strelba na Filozofické fakulté
vyzadala ¢étrnact mrtvych, mnoho zranénych,
posléze se zastielil i sdm vrah David Kozéak. CT Art
v prosinci opétovneé oslovilo nékolik ¢eskych
umeélcd, teoreticek, literatd, rezisérd a jinych
vyteénic, aby ukazali pomyslnym prstem na kulturni
udalost, ktera jim béhem kongéiciho roku pfisla
nejsilnéjsi a ktera pro né byla nejvétSim zklamanim.
Séfredaktorka Artalku se jako obvykle pFidrzela
politiky uméni, svlij zdjem o uméni umi dovedné
skryvat. Jifi David si posteskl nad stavem ¢eské
vytvarné scény, ktera pod sebou usilovné pizla
vétev, na niz dfepi. A Petr Fischer vyzdvihl oslInivou
neviditelnost Alicje Knast. Vzdyt kdo by nechtél byt
neviditelny. A pani generalni feditelka NGP by

z fleku mohla byt hrdinkou romanu H. G. Wellse.
Dvacatého sestého prosince kolem osmé hodiny
vecerni zemtel Wolfgang Schauble. Zemfel klidné

v Uzkém rodinném kruhu, obklopen tichym Sumem
ptistrojl a pravidelnym mrkanim kontrolek. Jelikoz
byl v dobé svého umrti stale ¢lenem Spolkového
snému, stal se nejdéle slouzicim ¢lenem tohoto
organu. Byl poslancem déle nez pul stoleti. Na
Ceském rozhlasu Vitavé Pavel Klusak
predpovédél, Ze nasledujici rok se odehraje ve
znameni vlivu umeélé inteligence v hudbé. Jak
také jinak. Byt stale in je kletbou uvalenou na
soucasné ¢loveécenstvo. Ackoliv bylo na silvestra
doporuéeno nestfilet rachejtle a neporadat
ohnostroje, obloha se i tak rozzatila myriadami jisker
a barev. Staccato menSich detonaci jako vzdy
vytrhlo méstska zvitata z pokojného spanku.
Svétova populace, kterd byla k prvnimu lednu dva
tisice dvacet tfi odhadnuta na 7,943 miliardy lidi,
podle ocekavani o rok pozdéji ¢itala pravdépodobné
8,119 miliardy jedincd. V koncicim roce se narodilo
134,3 milionu déti a zemfelo 60,8 milionu lidi.
Pramérna délka Zivota ve svété Cinila 73,16 roku, coz
je 0 0,18 roku vice nez v roce predchozim. Mezi
druhym a poslednim lednem probéhlo na AVU
zkouskové obdobi. Osmého ledna byla vyhodnocena
aktivita O¢ima student(, kterd méla Akademii
prinést tolik potfebnou zpétnou vazbu. Bylo cenné,
Ze jsme se dozvédéli to, co vime. Nebo snad bylo
sokratovské, Ze jsme se dozveédéli, ze vime, Ze fe¢mi
nic nepokazime. Pod pfisnou taktovkou Viktora
Slegla probé&hla instalace klauzur. Konfliktni situace
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doprovazejici vyjednavani mezi vystavujicimi

a kuratorem neprekrocily miru obvyklosti, za coz
patfi véem zucastnénym dik. Devatého prvni
klauzurni komise Citajici celé dva ¢leny, a to
teoreti¢ku Moniku Cejkovou a grafického designéra
Roberta V. Novéka, prosla celou expozici, a vétSinou
privétivé a rozhodné konstruktivné se vztahla

k vyslovenym zamérliim a spatirenym dildm.

V podvecer Petr Dub participoval na debaté s Jifim
Cernickym, ktera byla pofddana Dominikem
Formanem a zastiténa Spolkem Svatopluk. Vecer se
vétSina participanstva Malby 4 se$la v hospodé Na
Mélniku, aby trochu a do¢asné sniZila svij kognitivni
potencial po tomto perném dni. Jedenactého prvni
dorazilo publikum na slavnostni zahajeni vystavy
klauzurnich pracich. Dvacatého ¢tvrtého ledna
uved| Viktor Slegl svou samostatnou vystavu Kvit/
kvietismu vstavajici jako druhou pod kuratelnou
Malby 4 v kavarné NoDu. Instalace byla umérena,

a to jak dle ¢etnosti dél, vétsinou redukované
barevnosti i esoterickych vyznam(. Posledni tii dny
mésice ledna probéhla prakticka zkouska do obou
magisterskych programu. Na rozdil od loriského roku
v zdsadé hladce s nékolika dil¢imi inovacemi.
Autorita Akademie jako instituce zlistala zachovana
i ve vétru narokl na byrokracii, objektivizaci

a strachu z vlastni subjektivity. Devatého Gnora
skoncil zimni semestr, kontinuum ¢asu uplyva dal
bud k nové singularité, nebo k vychladnuti

a rozplynuti.




KLAUZURY
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Filip Brandejsky
Zofie Eder

Eliska Gregorova
Petr Holecek
Matous Kaspar
Klara Korbelova
Lara Kubsch
Karolina Nec¢adova
Hedvika Ocaskova
Jitka Petrasova
Pavel Pettik
Krystof Pobis
Lucie Pouchova
Ema Prosova
Lukas Prudik
Enisa Skoko

Sara Alisa Soualmia
Ludmila Stankova
Jiti Straka

Viktor Slegl, kurétor
Janos Vamos
Leonard Zelezo
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Klauzurni vystava ateliéru Malba 4,
zimni semestr akademického roku 2023/24

Devatého listopadu odeslali pedagogové

Petr Dub a Marek Meduna studentlim email

s vyhlaSenim interni soutéze na format zimnich
klauzur. Podminkou navrhu bylo zahrnuti vSech
studujicich, jinak byl format konceptu a instalace
otevieny. Prezentace mohla byt na skale od klasické
vystavy az po radikalni experimentalni projekt.
Navrh mohli pfedkladat jednotlivci nebo tymy

o maximalné tfech lidech. Dvanactého prosince
probéhla spole¢na prezentace vSech projektu

a nasledné studentské hlasovani. Velmi slusnou
vétsinou zvitézil navrh Viktora Slegla. Sestého ledna
pod taktovkou vitéze zapocala instalace.

Petr Dub, Marek Meduna

Text kuratora

»0povrhovat svymi mys$lenkami.”
Valéry

Hlavni motto vystavy jest: obraz neni ¢asové
médium. Z uréeni naseho hledi v této zatacce Casto
havaruji i ti nejlepsi (Kokolia, Paul Klee a dokonce

i implicitné Bostik). Neklademe si za cil pravdu

v tomto ohledu miti, ale radi bychom ji chytli, neb
jak Heidegger pravi, povaha pravdy je spiSe v drzeni,
nikoliv miti.

sNikolivv habere, habitu zkaleném, Ze v ani radost
od prichazi host nerozezname,” je dosti pravdé
podobné, ze si vystavena dila mezi sebou Suskaji.
A Wittgenstein pravi, Ze pravdépodobnost je
zobecnéni. Obraz by se téZ mozna mohl nazvat
kajicnice, kdyz Patocka pise: ,,Co jiného znamena
kajicnost nez touhu po o¢isténi.“ Cézannovo:
sUmélcova vile ma byt v ml¢eni.“ MozZna obrazy jsou
vlastné nase matky, neb nés koji, pokud se jich oko
neboji. Blizime-li se konci spiraly Aeropagiditovo
podobnych nepodob.

Dila zase na sobé nosi $at nasich dob. Andrej Bélyj
o své knize Kota Letajev: ,,Proto nenavidim tuto
knihu, jako se nenavidi vzpominka na prestalou
nemoc... Ale pokud je nemoc ma zaroven nemoci
doby.“ Vime s Maritainem, Zze uméni se nikdy nemyli!
Maurice Merleau-Ponty pravi: ,Jediné malif ma
pravo hledét na véci, aniz je povinen je hodnotit.”

A Jan Sokol jasné, a v latiné claris znamena jak
jasny a rovnéz i slavny, piSe, Ze pravo znamena
povinnost vici.

Wittgenstein: ,Nerozumi-li se vé€énosti nekonecné
trvani ¢asu, nybrz bezcasi, pak vééné Zije ten, kdo
Zije v pfitomnosti.“ Mistr Eckhart v jednom své
kazani pravi, ze télesnost, mnohost a ¢as nam brani
jako bozi byt. (Ve smyslu evangelijniho dei estis.)

Mnohost zazivanim umeéleckého dila mizi, kdyz svaty
Augustin pise, Ze jednota je formou veskeré krasy.
MichalGv Justlv popis rasy zni: jakasi esencialni
nalada. V Indické estetice dvanactého stoleti se
objevuje pojem rasa, jakoz koneény cil estetické
zkuSenosti. Jiz Pythagorejci vyslovili estetickou
zasadu jednoty v rozmanitosti, jiz odvodili ze
souzvuku tond.

Cas, o kterém Svaty Augustin pravi: ,Co je tedy éas?
Jestlize se mne nikdo nepta, vim to; jestlize bych

to chtél dotazujicimu vysvétlit, nevim.“ ,B&éhem
intenzivniho zazitku rasy mizi prostor i ¢as.“ Plotinus
nékde pozoruhodné definuje ¢as jako zajem

o budouci. Cimz se dostavame ke Kantovo: ,Krasné
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je to, co se nam libi bez zajmu.”“ Povaha Casu je
prazdna mnozina.

A télesnost. Télesa... myslime na Platéna a na lasa,
ktera nas uchycuji - za ¢ez: zas za téla. Télesa...
Stanislav Grof pise: ,Kvantova a relativisticka
fyzika prokazala, Ze podstatou hmoty je prazdnota
a ze vSechny hranice vesmiru jsou iluzorni.“ Ale
Schopenhauer zase: ,Hmota sama je nerozlehl3,
tedy netélesnd.” Valéry: ,Malit pfinasi své télo.”
Zdenék Palcr: ,Duchovni svét je zpfitomnitelny,
zjevitelny jediné skrze télesnost.“ ,Duchovni Zivot
je té povahy, Ze sobé& samotnému unika,” pravi
Patocka a Giacometti: ,Z celého malifstvi mne
zajima podoba, totiz to, co je podobou pro mne

a co mi ponékud odkryva vnéjsi svét.” Odkryvani
je tedy podminéno skrytosti. Sam pojem klauzura
v sobé implicitné nese skrytost. Vyjiti z klauzury...
Zde se zase okruhem vracime k Heideggerovi

a pojeti aléthie jako neskrytosti. I, s pfihlédnutim
k Malebranchovo pojeti pravdy, za pfedpokladu,
ze prisvéd¢ime Sylvé Fischerové: ,Samotny termin
aléthés, pak oproti Heideggerovym znamym
vyklad@im oznacuje ani ne tak neskrytost, ale
spiSe ne-nepovsimnost a vzdy ma situaéni
vyznam: jedna se o véc - jev - udalost, které si
mluvéi povS§imne a kterou poté sdéluje v feci
dal$imu.“ To by mohlo ptitakati ndzoru, Zze obraz
(painting) je sémanticky znak, ale z tohoto
pohledu bude pravda lezet spiSe na druhé strané
mofe na plazi tvare zare bezbrehé.

Z obecné ¢eské mluvy slovo zkreslené

vychazi dosti nepfiznivé pro nas cech.

Se Stétcem v rukou se poji presveédceni

citujici (citici) Schopenhauera: ,Uméni
prostfednictvim vyzvednuti podstatného

a odliSeni nepodstatného podava véci zretelnégji

Zfiti se. Plotinovo: ,Vstup sam do sebe a divej se.”
Zritit se z své myslenky ledu tenkého. Tajiciho sebe,
tolle et lege.

Ve skole Empodoklés dicit: ,Vino ¢ini vzacnym ne
rGzny druh révy, nybrz druh pldy, ktera mu dava
vyzivu.“ Vyzivu: to konéi slovem avu. Anglické ,i“ ve
smyslu osobnim jest pocatek. ,Co nemliZze samo
sobé dat pocatek, nemize samo sebou ani rlst,” jak
piSe Hugo od svatého Viktora. Tedy pismeno prvni,

v abecedé nasi ,a“. Ve slové vyZivu jest za pismenem
»2" pismeno i, tedy pro logickou ndvaznost cirkulace
jest ,i“ vlastné a. Tedy to jest obora plisobnosti nasi
a té7 jeji podpora, plsobnost nase je stfed, a tedy
Ziv. Arnost Hello: ,,Otazka uméni a otazka Zivota

je taz.“ Pocatek slova je ,vy“. To mlze odkazovat

k sloviim Vy (slovo vira je od némeckého wir),
Vyneseni (ditéte z hoticiho domu, metafyzické

P4P 03: PASSION 4 PAINTING

nauky v jeskyni kynouci kratkym zrnkem zraku
kynik(), Vyhlageni (oslava hlasu a tedy feéi, chvaly,
skrze rozdéleni schvalovani), Vytvafeni (tvar a var),
Vysrknuti (z pramene), Vyznam (znamé a neznamé),
Vytvarné uméniv Akcidenci Vytvarnych Uméni

ve svétlo denni, ale vSe z noci je, obdobné déno

v Legendé o svaté Katefiné:

Noc je vsemu déji maté
jako zisku, tak i ztrate...

Rad té. FrantiSek Kovarna pise: ,,Cilem obrazového
polu je pouze Zivost.”

Ze ani radost od pfichazi host nerozezname.

Viktor F. J. Slegl

Filip Brandejsky
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ZADANI

Kazdy bude v aktudlnim &isle Zinu zastoupen
dvojstrankou. K jejimu vzniku bychom vés radi touto
cestou poprosili o dodani:

A) jedné reprodukce vaseho uméleckého dila, které
vzniklo v pribéhu minulého semestru, a kratkého
komentaie k dilu v maximalnim rozsahu 500 znakd.

B) jedné fotografie vageho oblibeného uméleckého
dila a opét kratkého komentare k dilu v maximalnim
rozsahu 500 znakd.
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Zofie Eder, Bez ndzvu
keramika, glazura, 2023-24

Kachle jsem vytvofila béhem svého pobytu

na stazi v Lisabonu. Vychazeji z tvarl exotickych
rostlin, nékteré jsou abstrahované. Kachle se daji
rizné kombinovat . Zajimali mne ptredevsim jejich
nejriznéjsi mozné kompozice. Postupné jsem presla
od malby ke spiSe reliéfnimu zpracovani

a k premysleni o plasticité a ornamentu.
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Caspar David Friedrich, Zdpad slunce
olej na platné, 1835

Tento obraz vyjadfuje Uctu k ptirodé a k jeji
nepredvidatelnosti. Vybrala jsem ho, protoze
zachycuje jak nepatrnost ¢lovéka vic svétu,

tak melancholické ladéni. Nachazim v ném
kombinaci Uzkosti a jakési kontemplativni vdé¢nosti
za pravidelny cyklus slunce. Magicky okamzik,
ktery je treba zazivat, abychom mohli zpfitomnili
sebe sama.
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Ema Prosova, Year of the Dragon
pastelky na papire, 2024

K prilezitosti oslav ¢inského nového roku. Drevény
drak predstavuje spojeni mezi lidstvim a ptirodou.
Symbolizuje odvahu, ktera pfichazi s novym
zaGatkem. Jako symbol moudrosti a sily nas chrani
a propojuje minulost s budoucnosti. Pfinasi nadéji
v to, co prijde.

_ pﬁ‘slo mi to takO[/ i

4 ,{\(\‘a

Chiho Aoshima, Rebirth of the world
digitalni ilustrace, 1770170 cm, 2015

Tenhle piece zachycuje podstatu evoluce

a transformace. Predstava sci-fi svéta, kde spolu
pfiroda a technologie existuji v harmonii, mi pfipada
romanticka. Aoshima mi vzdycky nabine zabavny
pohled na cyklickou povahu Zivota.
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Lucie Pouchova, Nézny Muréik
olej na platné, 160x130 cm, 2023

Tato malba je jednou z praci ze série Nézny Murc¢ik.
Pfinasi nejenom pohled na silné pouto mezi
¢lovékem a zvitetem, ale také odkazuje k tématu
lidské samoty. Zaviené o¢i zachycené osoby
znemozniuji pfimy kontakt a symbolizuji ponofenost
do vnitfniho svéta. Tento detail dodava vyjevu osobni
az intimni rozmér.

Lucian Freud, Benefits Supervisor Sleeping
olej na platné, 151219 cm, 1995

Na obraze lezi modelka Sue Tilleyova, ktera
spolupracovala s autorem celé Gtyfi roky. Je
zachycena v té nejzranitelnéjsi podobé, a to kdyz
spi. Na obrazech je vzdy Sue malovana se zavienyma
oc¢ima. Je pravym opakem predstavy kanonické
krasy. O to vice je celkovy dojem podmanivy

a lakaveéjsi. To vSe umocriuje expresivni malifsky
prednes a vyvazeny kolorit.
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Ludmila Starikova, 24 hodin
olej na platné, 2023

V zimnim semestru jsem se zaobirala utrpenim
zvitat, a to zejména ve velkochovech. Utrpenim, které
je ve svété, ktery chceme nazyvat civilizovanym,
nepripustné. Telata maji moznost byt se svoji matkou
(dojnici) nanejvys$ 12 az 24 hodin po porodu tj. do
druhého dojeni kvali kolostru (prvotnimu mléku). Po
odtrZeni se jiz nikdy teldtko se svou matkou nesetka.
Casto se stava, Ze tele narozené dojnici bude
zeslablé ¢i nemocné a zemfie krutym zplsobem
béhem nékolika hodin po porodu. V chovech
intenzivniho zemédélstvi neni ojedinélé, aby se tato
zeslabla ¢i nemocna telata nechala umirat na o€ich
své matky, odtazena (Casto pfivazand) na misté, kde

matka k telatku nem(iZe. Zdrava telata jsou odtazena

do tzv. venkovnich individualnich box(. Venkovni
individualni box je v podstaté klec s pristieSkem
(dfevénym, plastovym, plachtovym) a podestylkou, jehoz
minimalni doporucena plocha by méla byt 2,8 m? sitka
individualniho kotce pro telata by méla odpovidat
kohoutkové vysce telete.

Jotham Malavé Maldonado, Jasny jako tvij prelud
pastel, 76x56 cm, 2021

Autor v tvorbé ztvarriuje zejména utrpeni obyvatel
Portorika (t&ch minulych i stavajicich), které bylo
v minulosti jednou z kolonii Spanélska. Pro jeho
obrazy jsou signifikantni témata smrti, utrpeni

a tajemna.
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Leonard Zelezo, So this is love
tuzka na papiru, autorsky ramecek z umélé kize,
2024

Tato kresba, kterou jsem nazval So this is love, je

o intimité, ale nikoliv nutné v explicitné sexualnim
vyznamu. Kresba ma byt o ldsce a komfortu, ktery
citime jeden pfed druhym. Je mozna i o touze,

ktera maze byt trosku naivni i zvédava. Ptam se
sam sebe, co presné meé pred tebou &ini klidnym.
O jaky presné se jedna pocit? Ve svych kresbach
se snazim objevovat sdm sebe. Ramecek z faleSné
klGzZe je kousavym dovétkem o mych nekonvencnich
tuzbach.
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Henry Scott Tuke, Study of Bathing Boys
olej na platné, 63,5x38,5 cm, 1912

Obrazy Henryho Scotta Tuka mé oslovuji uz nékolik
let. Jeho bezchybné figurdlni vyjevy jsou provedené
s takovou gracii a jistotou, Ze mu snad ani nedaly
Zadnou praci. Vyborna, a presto jednoducha
barevnost vypravi o slune¢ném odpoledni u vody,
skoro citim svézi vanek, slany morsky vzduch a pot.
Zboznuji lehkost, s jakou zachazi se stétci, kdy
Sirokymi pastéznimi tahy zobrazuje klid a odpocinek
v zapadlém cornwallském pfistavu, kde Henry
vlastnil hausbét, ktery proménil v plovouci malifsky
ateliér. Byl pfitelem Johna Singera Sargenta

i samotného Oscara Wildea. Po smrti v roce 1929
témér upadl v zapoméni a znovuobjeven byl az

v sedmdesatych letech, kdy si vyslouZil renomé

jako pionyr gay kultury. Jeho intimni, ale nikdy

primo erotické akty mladik( oslovuji divaky dodnes.
Homoeroticky nadech ale neni jedinym dlvodem.
Myslim, Ze je to primarné onen zasnény, a presto
svézi impresionisticky pohled na parné léto

a kazdodenni ,obyc¢ejnou” krasu objektl jeho zajmu.
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Viktor Slegl, T4zani je zboZnost mysleni
(pocta Kubistovi)
Olej na platnég, 2023

To je vézna véc. Karel Purkyné Fikal: ,Zivot je vesely,
umeéni vSak vazné.“ Vaznost - tot v sobé nese vahu.
Mira, Cislo, vaha - tot zaklad Augustinovske estetiky.
A estetika je etika, jak roku 1919 piSe Wittgenstein.
Onen nazev: Tazani je zboznost mysleni je citace
Heideggera. Dle hloubky votazek... Mira... AugustinGv
spis v prekladu Lenky Karfikové O velikosti duse je
nedostupny... Jednou jsem na prednasce z estetiky

pil pivo a pan profesor se nas ptal, jaka jsou slovni
spojeni, ktera se plivodné nevztahovala k estetickym
nazvoslovim, ale pfesly tam... Tak mé napadalo, ze

by mohlo byti fe¢eno: My mladi, ktefi se hlasime

ke Kubistovi s voblibou pouzivame slovo kuriézni.
Koncovkou -ézni pofrancouzstujem po vzoru L.K.

A pojmem Curie se hlasime ke Kubistovi. Ale je to nase
hricka. Kocka ma taky rada své klubicko... A my mame
koCky radi!

Samoziejmé nam jde vo vono latinské CUR, coz se
preklada jako PROC. Tedy na obraze je asi Kubista,

jak stfili do lodé. Védomé je to analogon oplodnéni.
Ale to to neni dllezité...

Dalky ziti
vypichané v nevidéni,
Zzenského téla zastirajicich dlani,
dobré tedy bude spani.
~Buenas noches®, fe¢eno se Sanchezem,
a dobryjeiden
dobra je Zena, kdyz tu¢ného ma véna,
hylém svym hybe,
morfém mezi nohy svira
a srdce votevira.

Je srdce jako okno rozbité, nebot byti hlasi... (srdce

— cor; pro¢ — cur) Byti hlasi s Cezannem: ,Veskera
psychologie malite je v tom, jak klade barvy vedle sebe®.
Védome bylo pracovano s trojnosti, cozZ je vidno. Také

s ¢tvernosti, coz je vidno, ale &tvernost je podfizena
trojnosti, a ta jednoté, ac se tusi, Ze jed je ukrytv noté...
Platon vo tom néco veédél, kdyz dél, Ze filosofie je prece
tou nejvétsi hudbou. Ale jde jen vo: TROJICE, CTVERICE,
SEDMICE, VOSMICE, JEDNOTY atd. Prochazim tedy
kruhem a hleddm moudrost a ¢&islo.

Norbert Grund, Méstska scenérie se Zebraky
olej na platng, 27x35 cm, kolem 1750

Jest 28. brezna 2024 14:40. Obraz jsem vidél na
uchvatné vystavé Baroka v Narodnim muzeu ve dny
24. ledna a 11. bfezna vzdy okolo 15:15. Poprvé jsem
uchvacen pred tim obrazem stravil alespon

15 minut. Rozméry obrazu jsou 27x35 cm. To mi déla
radost. Cislo 27 je tfi na teti a j4 islo tfi hluboce
miluji. Valéry: ,VSechna uméni jsou dcery Cisla.”
Pythagoras: ,Ach co, véechno ma svdj cit!“ Déla to
trojuhelnik. Nepatamuji si, jak pfesné Aristotelés

v Metafyzice definuje vztah, ale myslim na to kazdy
den. S Cislem Sest jsem se sblizil teprve nedavno.
Ale jak radostné setkani to bylo! Ale tady je ¢islo 35.
No ovSem: bx7, kvintesence a kabala! A pravé mezi
Cislem b a 7 je Sest. Zjistil jsem, Ze Sestka vypada
jako fetus, a tedy jako ucho a chodidlo. A také
Platon v Listech zmiriuje €islo 35: ,Vedle jinych
soudll budiz zfizeny soudy, které by rozhodovaly

o zivoté a vyhnanstvi, a ty at vykona onéch pétatficet
strazcl zakonU; vedle téch budte soudcové vybrani
pokazdé z urednikl predeslého roku, z kazdého
Uradu jeden, a to ten, ktery se osvéd¢i nejlepsim

a nejspravedlivéjsim.“ No praveé ted (14:51), jak si
prohlizim znova ten obraz, tak se znova vydam do
Narodni muzea, a¢ nemam vernisaz.
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Lukas Prudik, demo02.mp4 [convergence
simulator ver. O. 1. 1]
audiovizualni instalace, 3:04 min, 2024

Tato instalace slouzi jako jakysi vstupni bod,
brana do dlouhodobé vznikajiciho fikéniho

svéta, jehoz vnitini struktury se divaku zjevuji
prostfednictvim chyb, nestability systému.
Dominantnim a hlavnim prvkem instalace je
video, ptehravajici se na dvou obrazovkach, které
vizualizuje pfemysleni a vnitini dialog entity témér
boZskych schopnosti. Tato esence ¢i jsoucnost
kontempluje nad potencialnimi cestami, jejich
moznostmi a dopady. Zdznam je zasazen do

¢asu po tragické udélosti, ktera vyvedla cely
svét z rovnovahy a roztfistila ,télo a védomi“ této

P4P 03: PASSION 4 PAINTING

entity na nékolik fragment(, které byly zachyceny
systémy vypocetni techniky.

Robert Henke, Fragile Territories
audiovizualni laserova instalace, 2012, 2016, 2019

Vztah téchto dvou instalaci je asi velmi vzdaleny. Na
zakladé vizualnich asociaci a dojmu z tohoto dila
jsem vycitil jakousi latentni tematickou a emocni
propojenost. Autor na své strance uvadi tento

popis ,Co definuje tzemi? Kde zacina a konci ¢ara?
Kdo zabira jaké misto a kdy? Jak vyjednavame

a orientujeme se ve sdileném prostoru? Fragile
Territories vyuziva Ctyti lasery, z nichz kazdy
pfispiva ke slozitému a mutujicimu vizudlnimu tvaru,
k prekryvajicim se liniim, tuhym mtizkam, k volnym
zkratkdm malbé svétlem, oscilujicimu mezi statickou
geometrii a plynulymi pomijivymi barevnymi tahy.”
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Janos Vamos, Underage Flex
kombinovana technika na platné, 80x80 cm, 2023

Estetika voz( mladickych fidi¢l neumoznuje
jejich prehlédnuti v mase béznych vozidel. Vzhled
vytunéného vozu spojeny s hlasitym dunénim
vyfuku, vyta¢enim motoru auta béhem stani

na semaforech neomylné signalizuje ostatnim
motoristdm pfitomnost mladického fidice -

- iracionalniho démona rychlosti - toho, kdo
nerespektuje pravidla silni¢niho provozu a predjede
kazdého motoristu, ktery mu zkfizi cestu. Symbol
vytunéného vozidla mlize sam o sobé stacit

k zajisténi pozice outsidera nebo rebela silnic.

Karen Lumsden, Boy Racer Culture, 2013

Jacques-Louis David, Napoleon pfi pfechodu
pres Alpy
olej na platné, 232x275 cm, 1801

Jedna se predevsim o obrazek sebeduivéry. Napoleon
pfi pfechodu pres Alpy nam ukazuje vidce ve

chvili naprosté sebejistoty. Bez ohledu na to, jaka
nebezpedi pred nim lezi - a pfechod Alp na poc¢atku
19. stoleti byl jisté nebezpecény podnik - velitel na
svém koni nevykazuje absolutné zadny naznak
pochybnosti... Neni nahodou, Ze vitr vane ve sméru
dalsi Napoleonovy cesty.

Christopher Jones, Great Paintings Explained:
Napoleon Crossing the Alps by Jacques-Louis David,
2022
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Eliska Gregorova, Tma v noci aneb Requiem za
Micinky a JahGdkovy Saty
akryl, tus a uhel na platné, 2024

V poslednich malbach vychazim ze svych
vzpominek, které souviseji se ztratou milovanych.

V kontrastu k nim pracuiji i s naivistickou pfedstavou
o podstaté piety a s détskymi no¢nimi désy.
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Kazimir Severinovié Malevié, Cerny obdélnik na
bilém pozadi
olej na platné, 26x35,5 cm, 1933

2
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Pavel Pettik, Hidden faces
pastelky na papife, 60x45 cm, 2023

Zaujalo mé, jakym zpUsobem instagramové filtry
méni vnimani lidské podoby. Stavaji se maskou,
kterd smazava hranice individuality ve prospéch
idealizované krasy, a to nikoliv zcela bez jisté
kreativity. Ta je ov§em jaksi instantni vzhledem

k tomu, Ze filtr vytvafri stejny efekt i vysledny dojem,
jak na tvafri blizké osoby, tak na obli¢eji nékoho
ciziho. Proto jsem vytvofil portréty dvou podobnych

osob, jejichz nejvétsim rozdilem je mdj vztah k nim.

César Baldaccini, Komprese
lisované hlinikové plechovky, 17x34x18 cm, 1990

Natlak je zcela oCividny.
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Enisa Skoko, Kapsle
2024, akryl, dekonstrukce osnovy, latka

Jednou mé jeden kluk nauéil, Ze kdyz to zapije$
teplym ¢ajem, Uc€inky se dostavi rychleji. Jenze ja
mam pocit, Zze uz néjaké citim. Minimalné citim, ze
to parazituje na mé vlastni psychice. Kazdy svého
Stésti strijce. Jdu si udélat ¢aj. Vnimam ulevu, jak se
latka néhle spojila s mym télem, ladné sklouzla do
nejtemnéjsich zdkouti a zacelila pretrzené. Placebo?
Nebo se to zase prekroutilo?

Edvard Munch, Odlouceni
olej na platné, 96x120 cm, 1896
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Jitka Petrasova, Dikivzdani
akryl na platné, 120x170 cm, 2023

Obraz je sondou do ritudlniho chovani a jednani

postav opakujicich latentné pfitomné socidlni
a kulturni vzorce.
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Jackson Pollock, Number 31

olejova a emailova barva na platné, 269,5x530,8 cm,
1950
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Hedvika Ocaskova, Tak prazdna, tak préazdna
mikrotuzka na papire, 70,7x100 cm, 2024

Nemam k tomu vlastné co fict. Nakreslila jsem
kompozici, abych uz pak o ni nemusela mluvit.
Nechtéla jsem vyjadfit nic tézkého nebo vdzného,
tvorila jsem predevs§im pro dany moment.

Oda Iselin, Heart of Glass
akvarel na papire, 105x75 cm, 2022

Tohle dilo mam rada, protoze je intimni, protoze

je neustalym tokem, protoZe je zosobnénim
fantazie. Protoze mi ti lidé mozna nékoho
pfipominaji a protoze obraz vystizné zachycuje
atmosféru unavenych noc¢nich hodin. Vracim se tak
k narativnim obrazim a kone¢né si u nich mohu
oddechnout.
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Matous Kaspar, Fell off lately
kombinovana technika na platné, 160x140 cm, 2023

Tento obraz vznikal po dobu asi 8 mésicd. Impulzem,
a mozna i divodem neustalého predélavani, byla
implementace umélé inteligence do mého zplsobu
prace, kterd byla i tak ovlivnéna digitalni postprodukci
a internetovymi sitovymi strukturami. Snazil jsem

se zachytit, co tento novy aspekt pfinesl do mého
premysleni o obrazu, originalité, uméni i pfedstavé
reality. Svét se rozklada a otvird se novému, jeho
konfigurace se neustale morfuji. Realny svét se
smrstuje a je nahrazen jeho reprezentacemi. Zlstava
jen snaha byt nad tim v§im. Ironii ¢i absurditou unikat
skepsi. A zneklidriujici potencial umélé inteligence
vyzit k né¢emu novému a dobrému.

Bora Akinciturk, Angel
olej na platné, 205x140 cm, 2024

Obraz Angel od Bora Akinciturka jsem nasel skrze
Instagram jako post lakajici na vystavu A Normal
Life v Pilevneli Gallery. Vyjev namalovany olejem
napodobuje photoshopovy efekt reliéfu a pomoci
ného zobrazuje postavu s andélskymi ktidly

a groteskné zbédovanym obli¢ejem vznasejici

se nad nim. Z obrazu lze vycitit esteticky zavan
prvnich let nového tisicileti, ktery je ale vidén
prizmatem soucasnosti. Digitalni postprodukce
je zachycena tradi¢nim médiem. Individualismus
v postkapitalistickém svété.
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Filip Brandejsky, Prihled
beton, 2023

Ateliérem se nese shon. Energie, ktera vklada do
mych rukou cil, jenz neni racionalné zvolen, se stava
podkladem spontanniho vyjadfeni, které podava
zpravu o materidlni pfitomnosti, jez v budoucnosti
vytvoti prihled smérem k minulosti.

Jifi Valenta, Portrét slepého mladence
synteticky email, hobra, 120x91,5 cm, 1965-1966

Esencidlni vytrzeni od unavy, ktera nas provazi
vSednosti. Obycejnost plna Sedé, strachu a smutku
pochazi a plyne z obav, Ze uz nds nemusi nikdy

nic oslovit. Sila uchvaceni Valentovym obrazem je
ojedinéld, a tedy vzacna.
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Karolina Nec¢adova,
akryl a olej na platné, 2024

Patricie Fexova, Billovi
akryl na platné, 185x250 cm, 1998

Libi se mi tvorba Patricie Fexové, mozna proto,

Ze taky pochazi z Jihlavy, coz mize samo o sobé
¢lovéka dost poznamenat. A zatimco ostatni jeji véci
na mé pusobi jemné a tlumené (v dobrém), najednou
v ni tréi Bill. A¢ je spousta jinych dél, ktery ke mné
promlouvaji, tak tenhle obraz mé vzdy rozesméje, coz
mi Uplné staci. Esenci toho, co vidim v tomto obraze,
jsem si vzdy préla prenést do svoji tvorby. Ale misto
toho, at namaluju co namaluju, moje mama vzdycky
fika: No, vidim tam ty tvoje streva.
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Petr Holecek, It’s a m***e
olej na platné, 180x160 cm, 2024

Obraz featuring Jesus.

P4P 03: PASSION 4 PAINTING

Jamian Juliano-Villani, TBT
akryl na platné, 122x102 cm, 2017

Jamian je dlouhodobé moje hlavni inspirace.
Jeji originalni prace s kombinovanim motivd,
vysokého a nizkého, jeji vztah k popkultute a jeji
zplsob de- a re-konstrukce na mé méla zasadni
vliv a dovedla mé k uvédoméni, ze drahokamy se

daji najit i v zaplavé digitalniho vizudlniho smogu.

| sebevic antiesteticky zdrojovy material mize
byt rekontextualizovan a pouzit konceptu na mile
vzdaleném jeho plvodu.
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Klara Korbelova, Bez nazvu
olej na platné, 2024

Obraz pracuje s otevienym prostorem v uzavieném
objektu. Stisnénost je vyvazovana naivnim pojeti
malby.

Henri Matisse, Red Interior, Still Life on a Blue Table
olej na platné, 116x89 cm, 1947

Obraz s nadsazkou a divokou barevnosti predstavuje
bézny vyjev zatisi. Libi se mi pouziti dekoru a barvy,
s nimiz Matisse s lehkosti pracuje.
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Sara Alisa Soualmia, Bez nazvu
olej na platné na platné, tyl, 2024

Dvé zenské, jemné se objimaijici figury jsou
obklopeny zméti svych dlouhych vlast. V pozadi
kvetou orchideje.

Erin M. Riley, Bez nazvu
bavlna, vina, 2023

Erin vytvafi své obrazy pomoci tkani na stavu,
tkalcovstvi je ale ta jedina archaizujici ¢ast jeji
tvorby. Motivy, které ve své tvorbé zobrazuje, jsou
soucéasné a misty navozuji pocit nostalgie. Odkryva
témata divéich kazdodennich prozitk( a digitalizaci
dospivani mladych zen. Ve spousté obrazech
zobrazuje sebe nebo vychazi z vlastnich proZitkd.
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Genealogické linie moderni postury:
Jean-Jacques Rousseau

Jéréme Meizoz

Zpusoby, jak si spisovatelé v riznych obdobich a geografickych souradnicich prisvo-
jovali obraz a identitu ,autora®, jsou velice rozmanité.! Presto existuje jen omezené
mnozstvi specifickych moznosti, jak maze byt funkce autora a autorska figura vyja-
dfena: variacemi na ur¢ity pocet typickych autorskych ,postur” se v prabéhu histo-
rie vytvoril otevieny repertodr, jenz mtze byt v riznych momentech déjin literatury
aktualizovan. Angazovany autor, proklety basnik, SaSek, nekonformni osobnost nebo
autor hlésici se k pracujici t¥idé jsou (Feeno terminem Ervinga Goffmana) viechno
jen ruzné ,prezentace sebe sama“, odvozené z tradice. V nasledujici studii se zaby-
vam Rousseauovym objevem postury ve svétle jeho pronikavého vlivu na linii au-
torti, kter'{ se na literdrni scéné také zahalovali do ctnostné skromnosti, nedtvéry
vQci autoritdm a odvahy konfrontovat mocné s neprijemnymi pravdami. Stendhal
i Jules Valles, Charles Péguy stejné jako Jean Giono nebo Charles-Ferdinand Ramuz
a konec¢né téz Louis-Ferdinand Céline si vypajcovali z repertoaru, ktery ptivodné vy-
tvoril Rousseau a ktery se diky tomuto autorovi stal slavnym, ne-li pfimo mytickym.?

1. PROLETARSKE POTOMSTVO

Ve tricatych letech na Rousseaua ¢asto odkazoval proud francouzské proletarské li-
teratury. Henri Poulaille, jeho hlavni mluv¢i a inspirétor, cituje v manifestu Nouvel
dge littéraire (1930) z textl autordl, kteff k hnuti pattili. Od Neel Doffové napiiklad
uvadi pasaz:

1 Tento ¢ldnek vychdz{ z prispévku, ktery jsem pronesl na semind?i Rané novovékd fran-
couzitina (vedeném Alainem Vialou) v Maison francaise v Oxfordu 31. ledna 2008. Rad
bych podékoval Alainu Vialovi, Kate Tunstall a predsedajicimu panelu Nicholasi Cronko-
vi za to, Ze vytvorili podminky pro podnétnou diskusi.

2 Hojnd dokumentace k Rousseauovi volala po napsanf ptipadové studie, coz vyustilo v mou
knihu Le gueux philosophe. Jean-Jacques Rousseau (Meizoz 2003) a v préaci zaméfenou na
utvaren{ postury jakoZto sebeprezentace autora Postures littéraires. Mises en scéne modernes
de l'auteur (Meizoz 2007).
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Nikdy mne Zddnd kniha tak nedojala. Zakusil strdddni jako jd, byl ndmezdnym dél-
nikemjako jd, Zil z dobrocinnych darii jako jd a musel pfijmout vsechno, co prichdzelo
zrukou pani de Warens. Existovali tedy ubozdci, kteri meli kurdz promluvit a neskry-
vali své utrpeni a své nedobrovolné ponizeni.®

Louis Nazzi, jenz se na hnuti také podilel, poznamenal:

Rousseau je otcem nds viech. Odhalil clovéka lidskym ocim. [...] Vlozil ndm do srdci
soucit a nasemu videni dal novou ostrost. Vyjadril hlubokou krdsu utrpeni a skromné
kazdodennf existence (Poulaille 1930, s. 51).

Neel Doffova, Louis Nazzi a Henri Poulaille vytvorili , proletarskou” tradici. Tento po-
jem mél oznacovat autory z prostredi pracujici tridy, samouky zivici se jinym zamést-
nanim, ktef{ ve svych prézach li¢ili vlastni Zivot. Absolutnimi poZzadavky proletarské
literatury jsou autenticita a vérnost vlastni spole¢enské tridé.

Evokace Jeana-Jacquesa Rousseaua jakozto velkého predchtdce ale nebyla ni¢im
novym a mohla mit té% zcela protichidné dtvody (srov. Trousson 1977): revolu-
cionari, kteti filozofa velebi v roce 1794, jej nazyvaji ,pritelem lidu“; republikdn-
ska levice na néj odkazuje béhem uddalosti roku 1848. Od prvnich socialisti az po
Micheleta coby autora knihy Le Peuple (1846) ztélestioval Jean-Jacques roli rédce
obycejnych lidi. Louis Blanc tak Rousseaua povazoval za , pfedchiidce moderniho
socialismu®:

Zvedl se viak jeden hlas, natolik muzny a silny, Ze prehlusil vsechen halas 18. stoleti.
[...] a pritom to byl chudy chlapec ze Zenevy s minulosti tuldka, Zebrdka, sluhy!*

Tato predstava Rousseaua jakozto hlasu obycejnych lidi je pochopitelné zpétnou re-
konstrukei, ale stéle se ¢aste¢né zaklada na sebeprezentaci samotného autora.

Rousseau ze svého prostého ptivodu a skromného vystupovani u¢inil trvalé legi-
timiza¢n{ téma vlastnich autobiografickych textti. Pripravil tak prostor pro nekon-
formn{ zivotni styl, ktery se nasledné velice rychle proslavil. Tim, Ze si vypéstoval
»posturu” skromného remeslnika, nezdvislého na prizni mocnych, se zaroven zapsal
do literarniho svéta a prosadil novy model legitimizace intelektuala.

Taktka po dvé stoleti méla tato postura nesmirny ,,mimeticky aspéch®, od Julesa
Vallése po Charlese Péguyho, od Jeana Guéhenna po Jeana Giona. Dnes vime, Ze ko-
munisticky predak Maurice Thorez svou autobiografii formoval podle modelu prole-
tarského osudu. Tato postura se paradoxné snazi ukotvit pisatelovu vaznost a nalé-
havost jeho vyjadreni v tom, jak autor zachovava vérnost svému skromnému ptivodu,
diamentralné protikladnému vacdi zivotnimu stylu elity.

3 Neel Doff, Keetje (1919), francouzsky pteklad vyd. Albin Michel (1929), citovdno v Poulaille
1930, s. 274.
4 Louis Blanc, Histoire de la révolution francaise (1847), citovdno v Trousson 1977, s. 88.
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2. KONCEPT POSTURY

Pojem autorské postury v mysleni o literatufe uz néjakou dobou pozvolna ziskava na
dalezitosti. PrilezZitostneé jej pouzival Pierre Bourdieu, ale prvni definici zformuloval
Alain Viala, a to ve smyslu ,,zpisobu zaujeti pozice” v poli:

Pozici je mozné zaujmout mnoha zpiisoby: miizeme napriklad skromné zaujmout
vyznamnou pozici nebo naopak s velkou sldvou zaujmout skromnou pozici... To je
dtivod, proé je pojem postury (tedy zptisobu zaujeti pozice) diileity. [...] Logika uréi-
té literdrni strategie se pak vyjevuje skrze vztaZeni trajektorie autora k riiznym po-
sturdm, které se na ni vyskytuji — anebo k jedné a téZe kontinudlni posture, coz je
také mozné a coz se mimochodem stdvd specifickym ,puncem” autora, kvalitou, jiz
se autor odliSuje a jiz miizeme pFisoudit nejzndméjsim autortim. [...] Fakta zjisténd
analyzou zamérenou na strategii a tykajici se habitu a postury je mozné shrnout do
obrazu (celkového) zpiisobu byti (urcitého) autora. Tento zcela obecny zpiisob, za-
hrnujict konkrétni rysy jistého poctu postur a habitil, pak oznacime za autortiv étos
(Viala 1993, 5. 216-217).

Termin ,postura® v tomto pojeti odkazuje na jednu ze slozek tvoricich étos, tedy na
»(celkovy) zptisob byti (uréitého) autora®, jak to vyjadiuje Viala. Popis étosu uréitého
spisovatele evidentné znamena Siroké uplatnéni ,sociopoetiky”, jelikoz umoziuje
uvazovat soucasné o ,strategii“ spisovatele v poli a jeho formalnich volbach, a pocho-
pit tak jeho individudlni poetiku.

Termin ,étos“ vSak obsahuje také odkaz na specificky koncept tradi¢ni rétoriky,
coz miiZe vést k vjznamovym nejasnostem. Volim tedy — stale v ramci Vialovych na-
vrht — mozZnost rozsireni konceptu , postury“a prizptasobuiji si ho tak, aby zahrnoval
i,étos”. Jinymi slovy, ,postura” podle mé zahrnuje jeden ¢i vice diskurzivnich étos,
které se podileji na jeji vystavbé. Jak tedy mizeme pojem ,autorské postury” vyuzit
pti konkrétnim vyzkumu?

ZAKLADY DEFINICE

1. Autorova postura jedine¢nym zptsobem vyznacuje pozici autora v literdrnim po-
1i.5 Jakmile je tato pozice rekonstruovana, mtizeme pozorovat, jak ji urcitd postura
upeviiuje ¢i podryva. Postura tedy ma smysl jen ve vztahu k pozici v literarnim poli.

V procesu nabyvan{ statusu ,autora” se prosazuje urcity vetejny obraz sebe sa-
mého, zaloZeny na soutadnicich udanych autorem, jak o tom svéd¢i napriklad praxe
pseudonymu. Pseudonym, Siroce uzivany ve vSech uménich, nenf jen preventivnim
opatrenim, jak se vyhnout cenzure, nebo zpisobem, jak vyvolat zajem verejnosti, ale
také ukazatelem postury. Jde o deklarovani nové vypovédni identity, lisici se od té,
kterou poskytuje stat. Pseudonym tak autora méni ve fiktivniho mluvéiho, v novou
postavu na scéné literdrniho vypovidani.

Z tohoto hlediska by nejvhodnéj$im ekvivalentem byl latinsky pojem persona,
ktery ptivodné odkazoval k masce, jiz herci nosili na jevisti, a etymologicky je odvo-

5 Dr#{m se zde Vialova uZ{véni terminu, vychézejictho z Bourdieua (Viala 1993, s. 216).




104

OPEN
ACCESS

266 SLOVO A SMYSL 31

zen od oznafeni toho, z &eho nebo skrze co nékdo mluvi (per-sonare), obsahujiciho
jak predstavu hlasu, tak spoleenské situace, v niz je prislusny hlas srozumitelny. Na
scéné literarniho vypovidan{ autor prezentuje a vyjadfuje sdm sebe, vybaven svou
personou ¢i posturou.

Jak objasniuje Alain Viala, postura umoznuje identifikovat autora v literarnim poli,
pri¢emz zpresiiuje a upeviiuje prislusny recepéni horizont:

Tim, Ze predklddd konkrétni dilo, konstruuje [...| [autor] ur¢ity obraz sebe sama
a tento obraz se v souvislé radé jeho ndsledujicich dél potvrzuje nebo se vyviji: ocekd-
vd se, Ze Gide ,,bude Gidem®, pfiemz se tento jeho obraz v jeho dalsich knihdch nesmi
tiplné lisit ani byt zcela identicky (coZ platiipro ostatni autory) (tamté?, s. 197-198).

2. Postura nenf autorovym vyhradnim vytvorem, nybrz interaktivnim procesem:
na tvorbé tohoto obrazu se spole¢né podilejf autor a riizni zprost¥edkovatelé (novi-
nari, kritika, iivotopisci) ve sluzbach étendrského publika. Postura za¢ind okamzi-
kem vydéani — tedy u nakladatele — a zahrnuje i vnéjsi prezentaci knihy (formét,
obalku atd.).

3. Postura, jak ji chdpu ja, predpokladé dvoji smér pozorovani, nebot zahrnuje jak ne-
verbélni chovéni (a), tak diskurz (b).

a) Na jedné strané chovéni: autorova vefejna sebeprezentace, naptiklad riizné
jeho vystoupeni v médiich, diskurz literarnich cen, Zivotopisné vyroky, odpo-
védinarecenze apod.; obleéeni, ices, gesta, osobity vzhled, dokonce i doplitky:
Sartrova nebo Cendrarsova cigareta; Rousseau jako poutnik, ktery zamérné
stavi pési chtizi do protikladu vici jizdé aristokratl v kocare — takovém, jaky
ho mélem prejel ve slavné epizodé ze Snil samotdrského chodce.

b) Na druhé strané diskurz: diskurzivni dimenze postury se podobaji ,,étosu v ré-
torice, tedy textovému obrazu sebe samého vytvarenému mluvéim. Mluvéi si
buduje davéryhodnost tim, Ze ve své promluvé predklada urcity obraz sebe
sama.

Je dtilezité uvédomit si korelaci mezi autorovym vypovédnim étosem, jeho pozici v 1i-
terarnim poli a publikem, které se snaz{ ziskat.

4. Na metodologické tirovni umoznuje pojem postury popsat souvislosti mezi chova-
nim a textovymi uéinky v literdrnim poli. Vedle toho mtzeme uzitim tohoto konceptu
do studia literatury vtahnout pole rétoriky a sociologie, coZ podle mého nazoru pred-
stavuje zna¢ny piinos.

5. Postura a role paméti v rdmci pole. Jak jsme vidéli, postura vznika na zakladé spo-
luprace individudlniho a kolektivniho: ty a ty konkrétni variace jedné dané pozice
se téZ fixuji v repertodru literarnich praktik. Literarni pole je prostoupeno zaklada-
jicimi pribéhy a exemplarnimi biografiemi: autor pri svém zaclenovani do literarni
praxe odkazuje na tyto velké predchtdce, jejichz nazory, pohnutky, formy a postury
si vypajcuje. Pamét pole tedy nabizi urcitou $kalu postur, které obstaly ve velkych li-
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terarnich krizich. Tak napriklad postura ,spisovatele-ob¢ana“ se odvolava na bézné
lidi a §iroké publikum, aby tak legitimizovala zaujeti pozice, ktera dalece presahuje
literaturu v uzsim slova smyslu. Obsahuje urcité pravidelné se navracejici rysy, po-
¢inaje Voltairem (Laffaire Calas, 1765) pfes Zolu (Jaccuse, 1898) a Barbusse po Nizana
a Sartra. Podobné starobylé kofeny ma v evropské socidlni predstavivosti i roman-
tické postura ,nestastného génia“.

V tomto smyslu miiZeme postufe ,,skromného nezavislého femeslnika®, jak ji
v raznych textech zaujimé Rousseau, porozumét s ohledem na starsi socidlni dis-
kurzy, které evokuje:

a) Filozofick4 ironie (Sokrates). JiZ od Rozpravy o véddch a uménich se Rousseau
prezentoval jako moderni Sokrates, ktery ma odvahu rikat mocnym pravdu
do o&i: ,Sokrata stalo Zivot, kdyZ ¥ikal p¥esné ty samé véci co ja“ (Rousseau
1964c, S. 73).

Voltaire Rousseauovu posturu prevratil ¢i takrikajic stodil zpatky a Rous-
seaua opakované oznacil za ,Sokratovu® nebo , Diogenovu opici“ (,opici, jez
hryZe ruku, kterd ji krmi“, jak napsal v dopise ze 17. za#{ 1766).°

b) Krestansky diskurz svaté chudoby (sancta paupertas) podle kézani na hote
a prorocka rétorika, ktera jej provazi. Modelem vypovidani tu je postava Krista.
Kdy? tedy Rousseau vénuje druhou Rozpravu méstu Zeneva, vysvétluje v dopise
Zenevskému pastorovi Jeanu Perdriauovi:

MiiZe-li netecnost srdce, které nelpi na sldvé, na bohatstvi, ba ani na Zivoté, ucinit
toto srdce hodnym toho, aby prondselo pravdu, troufdm si tvrdit, Ze jsem byl povéren
timto vzneSenym posldnim: jelikoz chci lidem piisobit dobro, jak nejlépe dovedu, chrd-

nim se cokoli od nich pfijimat a stfezim si svou chudobu a nezdvislost (28. listopadu
1754, in Rousseau 1965, s. 59-60).

Tato pasa? zaslouZf bliz$i pozornost. Etos, ktery Rousseau vytvati, spojuje pét ryst
(odstup, zasluznost, odvahu, chudobu a nezévislost) a tsti ve zvla$tni druh skrom-
nosti, jez je vSem sféram moci dokonale cizi, a presto skyta opravnéni k prorockému
typu fedi (,hodno toho, aby pronaselo pravdu®). Jeliko? je citované prohléeni uréeno
duchovnimu, nabyva zfetelnych ndbozenskych podténi a spojuje mluvéiho s JeziSem
Kristem.

Mezi Rousseauovymi vypovédnimi vzory zaujima Jezis§ Kristus pfedni misto. Po
utéku v roce 1762 se Rousseau po Kristové vzoru zavazal k ,,obrané Boz{ véci“ a sdm
sebe vyli¢il jako ,usmykaného, vypovézeného, prondsledovaného od statu ke statu, od
titodisté k Gtolisti“ coby obét , farizeji“ (Rousseau 1964d, s. 931, 961). Také ve Snech sa-
motdrského chodce jsou rozesety odkazy na umuceni Krista. Stru¢né receno, skromné
vystupovani a Femeslnicky Sat JeziSe Krista ziskavaji v radé Rousseauovych textt je-
dine¢né postavent (,Jésus-Christ“, in Rousseau 1996, s. 459).

6 Protiklad mezi filozofem a Saskem (Sokrates/Diogenes), ktery tvorf osnovu Diderotova
dialogu Rameauilv synovec, by bylo mozné ¢fst s vyuzitim pojmu postury.
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3. ROUSSEAUOVA POSTURA: VOUS A ODEV

Rousseauovu ustalujici se posturu dokladd charakteristicka prfhoda, popsana ve Vyznd-
nich. Stala se pri premiére opery Vesnicky carodéj v Fontainebleau 18. f'ijna 1752 za ti¢asti
kréle, jenz Rousseaua pozval do své 16ze. Kdyz se mlady autor ocitne ve vysoké spolec-
nosti, kde se v8e kond proto, aby to bylo na o¢ich, pfemysli najednou, zda se jeho vous
a oble¢eni pro danou ptileZitost hodi. Zaobir4 se nutkavou otdzkou (spoleéenského)
mista, ktera ma v jeho dile tak centralni postaveni, a dospiva k jasnému rozreseni:

Rekl jsem si: ,Jsem tu na svém misté, protoze uvidim, jak hraji miij kus, protoZe jsem
sem byl pozvdn [...]. Jsem ustrojen jako obyéejné, ani lépe, ani hite [...] Chci-li ziistat
sdm sebou, nesmim se Cervenat, af se octnu kdekoli, Ze jsem oblecen, jak se slusi na
stav, ktery jsem si vybral: milj zevnéjsek je prosty a nedbaly, ale ne Spinavy ani odpor-

ny; vous neni nevhodny sdm o sobé, nebot ndm ho ddvd ptiroda, a v nékterych dobdch,

pfijde-li do médy, byvd ozdobou [...]“ (Rousseau 2017 [1782-1789], s. 368-369).
Takové je z retrospektivniho pohledu svédectvi subjektu Vyzndni. Pasaz odrazi praci
pameétové rekonstrukce jakozto osnovy projektu vyzndni. Postura se utvari prave
v takovém diskurzu o sobé samém.

Zestarly Rousseau zaujima ironicky postoj vuci ,nedostatku dobrého chovani®
mladého autora, jimZz v dané dobé byl a jenz rezolutné odmital prijmout dvorské kon-
vence a rozhodl se pro styl, ktery povazoval za prosty a prirozeny. Diky triumfalnimu
uspéchu opery se vSak nesetkal se sebemensi vytkou. Na zakladé tohoto Uspéchu je
nésledujiciho dne predvoldn ke dvoru, kam se ale nedostavi a fakticky odmitne udé-
lenou penzi. Dvlr jeho odmitnuti povaZuje za ,nestydatou opovazlivost®, propukne
skandél a dojde také k prudké hadce mezi Rousseauem a jeho pritelem Diderotem.

Krétce po premiéte Carodéje pise Rousseau o celé kauze zpévéku Pierru Jélyottovi.
Ten ridil zkousky a Rousseauovi I'ekl, Ze kréli se arie z opery libily:

Dnes jsem nemocny, liny a svobodny; dnes jste mi vy, dvorané, vsichni lhostejni, dnes
by mé vsichni krdlové svéta se v$i svou nadutosti, svymi tituly a zlatem nedokdzali
pfimét, abych udélal jediny krok (Rousseau 1965, s. 200).”

4. REMESLO OPISOVACE

Ve stejném obdobi se Rousseau rozhodl stat se opisova¢em, coz pro néj znamenalo
ekonomickou nezavislost. Tento krok potvrdil jeho misto v fadach femeslnikd a zna-
menal dobrovolny svazek s pracujicimi tridami. Jeho pomér s pokojskou Thérese Le-
vasseurovou poukazoval timto smérem u¥ od roku 1745.2 Stéle v kontextu tispéchu Ca-

7 Tento dopis zcela jisté nebyl odesldn, jde o n4ért nalezeny v Rousseauové pozustalosti.

8 Kolem roku 1754 se Diderot a d'Holbach snazili Rousseaua presvédc¢it — a vzbudili v ném
tim rozhof¢en{ —, Ze Thérese predstavuje kviili svému pavodu Spatnou volbu. Také Di-
derot si vyvolil Nanette, Zenu ze skromnych pomérd, ale ozenil se s nf, ndsledné si opattil
milenku, usmifil se s otcem a stal se majitelem panstv{ v Langres.
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rodéje piSe Rousseau 13. inora 1753 pani de Warens: , Pri vsi té slavé si budu na zivobyti
dél vydé&lavat jako opisovaé: skytd mi to totiZ nezévislost” (tamté?, s. 212).

Také ve slavné predmluvé k Narcisovi (1752) prezentuje Rousseau volbu profese
jako zptisob, jak si zajistit nezavislost, a jako diikaz toho, Ze se nepodrizuje rozmaram
mocnych:

Jestli nékdy spatfi, [...] Ze se uchdzim o misto v Akademii, Ze se dvorim Zendm, které
uddvaji tén, Ze opévuji posetilost mocnych nebo Ze se uz nechci zivit manudlni praci,
svou Zivnost povazuji za néco ostudného a chci si prijit na velké jméni [...] (Rousseau
1964b, 5. 973-974).

Zpusob, jakym proklamoval své profesni postaveni kvalifikovaného délnika, vzbu-
dilo rizné reakce i komentare Rousseauovych odptirct. Postava Francouze v Dialo-
zich je nositelem mylnych ndzord o Jeanu-Jacquesovi, ktery na kritiku riznymi zpa-
soby reaguje:

Jakypak kopista! Jen to predstira, aby vypadal chudy, zatimco ve skutecnos-
ti je bohdc¢, a aby zamaskoval svou ndruZivost pro psani knih a ¢mdrdni na papir.
Nikdo se tim vSak nenechd osdlit a vy musite byt opravdu zdaleka, jestli tomu vérite
(Rousseau 1964a, s. 690 — zvyraznéni J. M.).

Ale jakym pravem takovy darebdk jako on, ktery predstird, Ze je zebrak, ackoli je
bohaty, odmitd drobné projevy $tédrosti vzneSenych mui? (tamtéz, s. 720 — zvy-
raznéni J. M.)

Druhd postava je pojmenovana Rousseau. Vyptava se na ,Jeana-Jacquesa“ a chce se
dozvédét, zda

skutecné k Zivotu potrebuje své femeslo, anebo je to jen predstirani prostoty a chu-
doby ve stopdch Epiktéta a Diogena, jak tvrdi vzneSeni pdni (tamté?, s. 830 — zvy-
raznéni J. M.).

Jean-Jacques se pak brani proti ,, pdntm®, ktefi mu vytykaji ,manualni praci, kte-
rou povazuji za nizkou®, a prohlasuje: ,, Prodavam praci svych rukou, ale vyrobky
mé mysli na prodej nejsou” (tamtéz, s. 838, 840). Ekonomick4 nezavislost znamena
svobodu mysleni a upomina na Rousseauovy obavy ze zavazka plynoucich z pa-
trondatu.

V jeho poslednim dile, Snech samotdrského chodce, se jeho postura znovu projevuje
ve zpusobu, jimZ se oblékd. Pasaz se tyka slavné ,reformy™:

Opoustéje svét a jeho okdzalost, vzdal jsem se vSech ozdob; uz Zddny mec, bilé punco-
chy, zlaté vysivky, nakadereny tices, jen jednoduchd paruka, prosty odév z hrubého
pldtna [...]. Vzdal jsem se mista, které jsem tehdy zastdval a na néZ jsem se viibec
nehodil, a zacal prepisovat hudbu od stranky — zaméstndni, které mne vzdycky p¥i-
tahovalo (Rousseau 2002 [1782], s. 44-45).
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Tato postura, tak jak je prezentovana mocnym, spojuje prinejmensim tfi pozice:
hodnotu ptipisovanou prostému pvodu (posilenou Rousseauovym postavenim ci-
zince ve Francouzském kralovstvi) tva¥i v tvar jakékoli hierarchii postaveni nebo
rodu; vérnost spoleCenské tridé, jejiz clenové nemaji pravo do ni¢eho mluvit; a ko-
nec¢né snahu byt finan¢né nezavisly a dosahnout tak svobody. Takovou posturu
v pribéhu ¢asu zaujmou nékteri revoluciondri, ktet'i se chtéji jevit jako skuteéni
plebejci, poté prvni socialisté, republikani z roku 1848 a nakonec proletarska hnuti
na Usvitu 20. stoleti.

5. PSANi PRO ZIVOBYTi ZA PREDREVOLUCNIHO REZIMU

Rousseuova postura nabyva plného vyznamu v kontextu rychlych zmén ve svété vy-
davani knih béhem poslednich desetileti predrevoluéniho rezimu. Literati, podri-
zenf cenzuf'e a kralovskym privilegiim ridicim knizni trh, si svou autonomii museli
vyjednéavat v ramci pozice mezi patrony z vladnouc{ tfidy a vznikajicim ¢tenafskym
publikem. Robert Darnton a Roger Chartier popisuji itrapy skupiny nezavislych
autord, kter'{ se po roce 1750 snazili uzivit perem bud jako satirikové, nebo jako au-
tof'i najimani velkymi podniky knizniho trhu. Také hudebnici se na konci stoleti
pokouseli osvobodit z pout, kterd je vdzala k aristokracii. Norbert Elias tak pise
0 Mozartovi:

Mozart se rozhodl stdt ,nezdvislym umeélcem” v dobé, kdy struktura spolecnosti jesté
existenci takové pozice prvotridnimu hudebnikovi neumozriovala. Hudebni trh a pfi-
slusné instituce byly stdle v plenkdch; obycej porddat koncerty pro platici publikum
se teprve rodil, funkce vydavatelii hudby vznikala. [...] Kdy? se rozesel se svym salc-
burskym mecendsem, vystavil se tedy Mozart — at uz védomé ¢i nikoli — velkému
riziku. Dal v sdzku sviij Zivot, celou svou socidlni existenci (Elias 1991, s. 49).

Pr4vé v okamziku, kdy se Rousseau taktikajic emancipuje od svych panti (kdyZ zane-
cha zamé&stnéni pokladnika u Franceuile), za¢in4 vyjadt¥ovat posturu skromného fe-
meslnika, vyznavajiciho presvédceni, jeZ neni ani v nejmensim zavdzadno mocnym,
a dokonce stoji v primém protikladu viéi jejich zajmim.

Na sklonku Zivota Rousseau ekl Bernardinu de Saint-Pierre, ktery zaznamendval
jeho vzpominky:

Jsem synem dvou délnikil a déldm totéz, co jsem zacal délat ve ctrndcti letech.’

Prezentaci sebe samého podloZenou stejnymi tématy nachdzime u Marmontela nebo
Restifa de la Bretonne. Timto zptisobem — drive neslychanym — se ml¢ici spoleen-
ska trida dostava do pozice, v niZ se jeji re¢i poprava sluchu.

9 Rousseauovy pozndmky zaznamenané Bernardinem de Saint-Pierrem, in Rousseau 1964a,
s.1253, pozn. 2.
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6.SPOLECENSKE ZAKLADY IDEOLOGICKYCH ROZDILU

Dlouhou rozepfi mezi Rousseauem a Voltairem miiZeme ¢ist ve svétle tohoto postoje,
ktery jako by ospravedliioval vyjadfovani upfimnych nézord na spolecensky svét.
Jejich proslulé rozmisky se stavaji jasnymi ve svétle rozdilnych trajektorif jejich Zi-
vota, habitu a postury: kazdy zastupuji a ztélesiiuji dva radikalné rozdilné pohledy
na spoledensky svét se slepymi misty na obou stranach, které se poté v textech obou
filozofh racionalizuji.

V dlouhém dopisu, zndmém jako Dopis o Prozretelnosti, ktery Rousseau Voltairovi
napsal 18. srpna 1756 v reakci na jeho Poéme sur le désastre de Lisbonne, uziva Rousseau
argument ,nejvétstho mnozstvi®, aby poukézal na zdroj a zdklady Voltairova stano-
viska:"®

Chcete najit lidi lepsi povahy, nebo prinejmensim lidi uprimnéjsi, kteri tvori vétsinu,
a uz proto by sejim mélo naslouchat? Dotazte se ctihodného méstana, ktery vede oby-
Cejny poklidny Zivot bez pldnil a ctizddosti; dobrého femeslnika, ktery pokojné Zije ze
své zruénosti, bairolnika [...] (Rousseau 1966, s. 41).

Ci Fed m4 nejvétd legitimitu? Kdo si miiZe ¢init ndrok mluvit obecné o tom, co se ve
svété odehrava? Rousseau odpovida tak, Ze stavi do protikladu dvé spolec¢enské sku-
piny: jednu, které nalezi ni¢im nepodloZen4 autorita (,boh4&i“ a , literti“), a druhou,
ktera stoji mimo sféru politiky a filozofie a tvori ji ,.ctihodny méstan®, ,dobry reme-
sInfk®, ,ba i rolnik”. Rousseau se priklan{ ke druhé skupiné a opira se pritom v jadre
o demokratickou argumentaci, spo¢ivajici v odkazu na ,nejvétsi mnozstvi®, tedy na
verejnost, na niz bere ohled pro jeji reprezentativni kvantitu, nikoli pro jeji kvality.
Aby se s touto vznikajici socidlni skupinou mohl ztotoznit, musel se distancovat od
postavy literata, ktera nyni za¢ina byt vnimdna negativné. UmozZiuje mu to prave
postura ,Femeslnika®.

Na konci dopisu Rousseau vyvozuje ze své obhajoby vyznamu velkého mnoZstvi
zavéry a objasnuje, Ze jejich ,odlisné zplsoby mysleni” je tfeba vnimat v kontextu
odlisného paradigmatu, nikoli jen jako rozdil mezi jednotlivci.

Kdyz se Rousseau ve Vyzndnich zminuje o Voltairovi, ktery se usadil ve Ferney, déla
vSe pro to, aby se od spisovatele, kterého v mladi obdivoval, v socidlni smyslu distan-
coval. Propast, ktera je déli, se projevuje v nedostatku jazykové obratnosti, ktera je
znakem ¢i stigmatem spolecenského rozdilu:

Ale co bych si byl pocal jd, osamély a ostjchavy clovék a prachSpatny fecnik, proti
tomu domyslivému a zdmoZnému muzi, podporovanému tictou velkych a skvélou vy-
Fecnosti (brillante faconde), proti muzi, ktery byl uz tehdy modlou Zen a mlddeze?
(Rousseau 2017 [1782-1789], 5. 369)

Rousseauliv t&%kopadny (,neotesany*) jazyk jako by v citované pasazi zvysoval
jeho hodnovérnost a ocita se v opozici viéi Voltairove ,,skvélé vyrecnosti®. Jak uvadi

10 Dopis podrobné probiré Henri Gouhier (1983, kap. 5), i kdy? z tradiéniho filozofického hle-
diska.
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Dictionnaire de lAcadémie (1762), ,vyte¢nost” (faconde) neni toté% co ,vymluvnost*
(éloquence). Ta vychazi ze srdce a neni privilegiem uréité t¥idy. Rousseau si na ni pfi-
rozené ¢asto ¢ini narok...

Voltaire si nemysli, Ze by sociologické kritérium ,nejvétsiho mnozstvi®, které
Rousseau prosazuje, mélo valny vyznam. V Rozpravé o nerovnosti (1755) se Rousseau
pousti do otdzky soukromého vlastnictvi, pricemz stoji na strané postavy, ktera jej
odsuzuje, protoZe ,ovoce patii viem a zemé 74dnému” (Rousseau 1989 [1755], s. 115).
Jak poznamendva Jean Starobinski, Voltaire se pfi ¢teni téchto slov ,roz¢ilil“ a na
okraj textu naskrabal poznamku v tom smyslu, ze podle ,filozofie toho Zebrika se
bohati maji nechat okrast chudymi®."

Svédectvi ,nejvétsiho mnozstvi®, které je podle Rousseua rozhodujici, ziskava
u Voltaira negativni zabarveni. ,Zebrak“ — jinde ho Voltaire nazyva ,3vycarsky
sluha“ nebo ,hodinafsky ucen — ktery opévuje ,rovné podminky®, kdze jen tém,
ktefi uz byli obraceni na viru:

[Mylord] dobrevédél, Ze Jean-Jacques je obycejny Zebrdk, ale [...] jednou, kdyz projizdél
Zenevou, slysel toho velkého muze hovorit o rovnych podminkéch a nechal se pre-
svédcit, zenejaky hodindrsky ucer, ktery umi ¢ist a psdt, se naprosto vyrovnd velkym
Spanélska, francouzskym marsdliim, anglickym baroniim a périim, kniZatiim Svaté
Fise a Zenevskym méstskym trednikiim (Voltaire 1961, s. 401 — zvyraznéni J. M.).

Rousseau i jeho spisy jsou tak zasazeny do konkrétnich produkénich podminek, coz
je postup, ktery odporuje naroku na univerzalni platnost. Voltaire zde prohlasuje, ze
Rousseaua zene motiv osobni a spole¢enské zasti vi¢i bohatym.

7. ZAVER

Z4véry je mozné struéné shrnout do t¥ bodf. Za prvé jsem uvedl, Ze Rousseau (tento
,rozpolceny intelektual®, jak ho ozna¢uje Benoit Mély [1985]) disponoval zkuSenosti,
ktera — diky draze socialni mobility, jiZz proSel — zahrnovala decentrovani ze spo-
leCenského ,umisténi“ a postaveni. Nemalo ryst z néj ve svété francouzskych inte-
lektudld &ini cizince: Je Zenevan nebo se hlési ke ,§vycarské narodnosti“ (takze nenf
poddanym francouzského kréle). Tak jako ostatni Zenevané se oteviené hlasi k re-
publikdnstvi (zatimco Francie je absolutistickd monarchie). Byt nakratko konver-
tuje k Ffimskému katolicismu, je protestant. Konecneé za ¢tvrté je samouk a pochézi
z vrstvy chudych remeslnikd, pricemz nezdédil ani kultivované mravy, ani vlivné
konexe. Paradoxné vSak svou posturu vytvari na zdkladé takovychto potencidlné
diskvalifikujicich odlisnosti, coz legitimizuje jeho vstup do diskuse a potvrzuje jeho
obecny nadhled na socidlni svét. Jinymi slovy, Rousseau na zékladé originalniho tahu
jedn4, jako by jeho ,hlas“ (ve smyslu verejného vyjadreni vlastniho ndzoru i mluveni

1 Voltaire, pozndmka pripsand na margo Rozpravy z roku 1755, kterou otiskl Jean Starobin-
ski v pozndmkéch k Rousseau 1964c, s. 1339, citovand v Gouhier (1983, s. 58). Gouhier to
nazyva ,reakcf velkého vlastnika pady*.
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zanékoho jiného) nereprezentoval nic ne sdilenou zkusenost , nejvétstho mnoZstvi®,
v protikladu viéi sociodiceji elit.”

Zadruhé, jakmile se jednou postura ustavi, mtizeme ¢asto pozorovat jeji retroak-
tivni uéinky. Ve viru inscenovani autorského ,ja“ se zviditeliiuji u¢inky, které autora
nabddaji, aby se choval v souladu s posturou, kterou si zvolil. Kupfikladu — jak jsem
ukézal v knize Postures littéraires — Louis-Ferdinand Céline nebo Michel Houellebecq
nejprve vytvori uréitou posturu v textu (tj. étos vypravéle) a pak ji uplatni ve svych
vefejnych vystoupenich (rozhovorech v tisku nebo v televizi). Jean Starobinski také
chape Rousseauliv Zivot skrze tyto retroaktivni ¢inky, kdyZ jej oznacuje jako ,zi-
tou fikci“: od Rozpravy o véddch a uménich (1750) davé autor najevo étos vyjadiujic
ctnostnou prostotu, jemuZ se pak snai pFizptisobit své chovani (Starobinski 1971,
s.9). Diderot mimodé&k obvinil Rousseaua z pfehnané postury, z toho, Ze ,,se zamiloval
do své masky®, jak to popisuje ve Vyvrdceni d’Helvétia. Pojem postury tedy zfetelné
ukazuje, Ze biograficka otdzka, zda byl Rousseau ,,poctivy®, ¢i nikoli, nedava zadny
dobry smysl. Pozorovat naopak mtzeme ic¢inky autorské postury na zivot konkrétni
osoby, ktery formuje.

A jestliZe autor ztélesiiuje uréitou spole¢enskou ,roli“ a zaujima uréitou , pozici®,
ktera predurcuje jeho jednani, naznacuje pojem postury také miru sebeutvarent,
kterd mu je dostupnd, kam pati'i vynalézavé opakovani, hybridita nebo vypijcky, ani
nemluvé o parodii a pfevraceni hodnotovych znamének. S pomoci tohoto deskrip-
tivnfho nastroje je tedy moZné ménit interpretacni méritko a plynule prechazet od
individualniho aktu k logice socialni skupiny.®

Z anglického origindlu Modern Posterities of Posture: Jean-Jacques Rousseau. In: Gillis J. Dorleijn,
Ralf Griittemeier, Liesbeth Korthals Altes (eds.): Authorship Revisited: Conceptions of Authorship around
1900 and 2000. Peeters, Leuven 2010, s. 81-93, se svolenim autora, editord a nakladatele a s prihléd-
nutim k ¢4steénym francouzskym verzim textu pielo¥il Josef Sebek.
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CONCLUSION

Art at the End of the World

Climate change tethers us to a perspective that oscillates between the impossible
and the inevitable, already and not yet, everywhere but not here, not quite.

—JobI DEAN, “The Anamorphic Politics of Climate Change,” 1

We cannot win this battle to save species and environments without forging an
emotional bond between ourselves and nature—for we will not fight to save what
we do not love.

—STEPHEN JAY GOULD, Eight Little Piggies, 40

Iremember the first time I saw Stanley Kubrick’s 1964 film Dr. Strangelove,
Or: How I Learned to Stop Worrying and Love the Bomb. Filmed in black
and white, with a slow, cynical pace and dark humor, Dr. Strangelove sati-
rizes Cold War logics by showing a catastrophic chain of events that lead
to a thermonuclear war between the US and the Soviet Union. Although
still young during the Reagan-Mulroney-Thatcher-Gorbachev era, when
the nuclear arms race dominated the Western popular imaginary of the
end of the world, I was old enough to be affected by it, in the news, on TV,
and in reruns of films like this, only partially comprehended by me at the

time, but, in some ways, all the more powerful for that.
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There are three scenes that have stayed with me since that first view-
ing. First, there is Dr. Strangelove’s uncannily animate arm, rising with
unruly, uncanny, insistence into its natural resting pose (the “Sieg Heil”
gesture) —an alien agency that Strangelove works hard to resist. Second,
there is that iconic image of the captain of the final rogue airplane, riding
a deployed nuclear warhead bareback (it having been deployed while he
was straddling it, trying to make repairs), cowboy hat in hand, whoop-
ing and hollering with the jouissance of wartime destruction as he heads
toward his target and his death. Third, there is the orgiastic final scene of
the film, as nuclear warheads are deployed on a massive scale—an apoca-
lyptic ecstasy of mushroom clouds set to classical music. This final scene,
aerially depicted and aestheticized, offers a seductive God’s-eye view of
the end of the world. Itis an end of the world that we, as viewers, are some-
how exempt from, being offered, by the work of the film, a front-row seat
to its dompte-regard.

The title of the film made me curious then, and it still does today:

Dr. Strangelove,
Or:
How I Learned to Stop Worrying and Love the Bomb.

Is the only way to “stop worrying and love the bomb” to have a God’s-
eye view or some God-trick-like plan through which to, at least phantas-
matically, escape the destruction? Am I to stop worrying by identifying
with Dr. Strangelove and his plan to go to the mines," thereby surviving
to see both the End and the New Beginning, remaining hopeful for a
technofix that, though partial, applies at least to me? Or is the film sim-
ply interpolating us, as viewers, into its Cold War logic, asking us to stop
worrying by pointing out the absurdity of mutually assured destruction,
inviting us to walk away, our denialism intact, feeling a little calmer in
the knowledge that the film is merely articulating the hyperbolic anxious
underbelly of the nuclear arms race and that nothing this crazy could ever
really happen?

And ifthis set of confusions weren’t enough, what is that strange equiv-
alence between Dr. Strangelove and How I Learned to Stop Worrying and
Love the Bomb, put in place by the Or that relates them? Is Dr. Strangelove
functioning as a metonym for his very own “final solution”? If so, is the “I”
invoked by the title one of the chosen, that, like those stepping onto Noah’s
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ark, will survive after the planet is scourged in a nuclear flood, making our
capacity to “stop worrying” equivalent to our capacity to identify with or
count ourselves among those tasked with repopulating the planet?

Perhaps it is only the nuclear warhead-riding cowboy who can truly
stop worrying and love the bomb by accepting the course that he is on and
riding it orgiastically to his death.

That is, after all, the image that prefigures the film’s final frames, of-
fering an ejaculatory vision of the destruction of most life on the planet.
Swift. Complete. Heroic in its own way. And absolutely gorgeous.

No one lingers on in a half-life of suffering in this image.

The language of the end of the world, and the denial, deferral, and de-
spair of that language, seems to be everywhere these days. The end of
democracy, the end of capitalism, the end of higher education, the end of
the planet. Methane, plastic, ocean acidification, melting ice caps. No one
knows what will hit next or how quickly things will accelerate.

That we are living in petrocapitalist end times is reflected not only in
the news cycle and popular media, but in a plethora of academic book
and project titles, from philosopher Timothy Morton’s 2013 book Hyper-
objects: Philosophy and Ecology after the End of the World, anthropologist
Anna Lowenhaupt Tsing’s The Mushroom at the End of the World (2015),
and science and technology studies scholar Laura Watts’s 2018 Energy at
the End of the World, to Indigenous Studies scholar Kim TallBear’s 2017
“Tipi Confessions: Sex at the End of the World,” Deleuzian educational
theorist Jessie Beier’s doctoral thesis “Teaching at the End of the World,”
and feminist philosopher Chloé Taylor’s special journal issue Social Justice
at the End of the World.> Importantly, while mobilizing “end-of-the-world”
language, each of the above notes (in one way or another) that: “We are
not living at ‘the end of the world,” despite the popularity of this phrase in
Social Science and Humanities literature on the Anthropocene; we are,
however, living at the end of a world” (Taylor 2018). In other words, we are
looking not at the end of the world writ large but the end of the world as
we know it under petrocultural colonial capitalism and anthropocentric
humanism.?

Perspectives such as these reject anthropocentric reproductive futu-
rity and work to reorient how we do what we do, our networks of account-

ability and care, in response to global warming. If the project isn’t (only)
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to ensure our own survival at the level of the individual or the species, if
we give up on the pathological narcissism of me-at-all-costs,* then how
might we, workers in the university, orient ourselves in our current proj-
ect of everyday academic life under the sign of the Anthropocene and
its others (the Plantationocene, the Chthulucene, etc.)? How might we
inhabit human, nonhuman, never-been-human, and more-than-human
social webs differently at all scales of existence?

What the future holds I cannot guess, nor do I want to. But what I can,
want to, and must do is move forward, one classroom, degree, article, book,
conference, conversation, and artistic research project at a time, looking
to support multimodal ways of working in and with an arts and humani-
ties attuned to more-than-human social justice, arguing for the impor-
tance of focusing on how we do what we do within university spaces as we
face the end of the world (as we know it). (Again, a song plays through
my head.)®

If the university is, indeed, to be “for the public good” and “uplifting
the whole people” (the vision and values language of my home univer-
sity), then we desperately need new pedagogical and political strategies
that force us to ask new questions—new ways of organizing that take
Charm’s curiosity, Lacan’s objet petit a, and Haraway’s dog seriously. As
Cathy Davidson argues in her 2017 The New Education: How to Revolu-
tionize the University to Prepare Students for a World in Flux (though not in
this idiom), we need a university in which new situated kinship ties (dis-
ciplinary, affective, social, political) are the name of the game within the
bastions of knowledge that we inhabit. And, as excavated in these pages,
research-creation is what helps orient me within these needs.

The question of “art at the end of the world,” for me, emerges chiasti-
cally with the questions of how to make art at the end of the world, how
to teach art at the end of the world, and even why teach art at the end of
the world (or maybe, with Rush in our ears, “how to teach [he]art at the
end of the world” is what I am after). Indeed, this last might do the best
job linking art and artistic orientations with the kinds of love at stake in
this book-like manifesto-from-the-heart. In art schools today we teach
approaches that inherit Duchamp, the Situationist International, and
Joseph Beuys; that take feminism, queer, crip, and critical race studies,
decolonization, and ecology seriously. We teach media forms that work
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to defamiliarize and call into question the way we do what we do in our
little pods of human sociality so practiced at sedimenting the new into the
naturalized that we need constant reminders that the way things are need
not be the case.” And it is precisely because of the way that art (understood
in the broadest sense) urges us to act upon, or at least sit with, the ways in
which the way things are need not be the case that research-creation is so
desperately needed everywhere in the academy.

In this context, I stake my lot with art that works at the micropolitical
level of the here and now—art with an activist impulse. Such an art offers
speculative frames through which to defamiliarize and reorganize the lo-
cal. And perhaps most importantly, such an art is a form of research that
gathers, experiences, embodies, and transmits in ways that offer an odd
sort of ethics, one that takes its orientation polydisciplinamorously from
our links+/objets a.

In my classes, these days, I ask my students to think with me about how
debate on the Anthropocene might shift how we engage in meaning-
ful arts practice and theory. I also ask them to think with me about how
research-creation, as an epistemological and methodological intervention
into traditional scholarly research practices, might contribute to these
debates within and without the academy. Alongside readings that offer
critical analyses of the contested terrain of Anthropocene discourse (in-
cluding decolonial and multispecies challenges to anthropocentric, capi-
talist, and colonialist ideologies) we look to develop research-creational
practices that nurture our capacities not only to reflect and analyze but to
act and intervene, mobilizing research-creation as a way to develop work
that is not simply on ecological topics but that takes ecological form—not
just on but as.

I have written elsewhere on the artist Marilyn Arsem’s use of ice as
an object of durational contemplation in her ecologically themed perfor-
mance interventions, and compared these modest gestures to the large-
scale ice sculptures of Olafur Eliasson (Loveless 2014 and forthcoming).
Both of these artists ask the same thing of us: to watch ice melt. Both ask
us to watch ice melt as a way of inviting contemplation on anthropogenic
climate change. One requires massive petrodollars to ship arctic ice to
urban locations (e.g., Paris), and installs it sculpturally for aesthetic and
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dramatic effect. The other modestly holds spheres of ice, while standing
or sitting blindfolded, and asks passersby to sit with her as the ice melts.
Here scale matters. And form matters.

As it has been mobilized in this book, this mattering is something
that research-creation is especially positioned to help us think through.
Research-creation mobilizes the artistic as a sensibility and approach
attentive to how form makes worlds, and does so specifically within the
university-as-site. Research-creation lends itself to formal reshaping prac-
tices within university knowledge-making spaces, and, at its best, for me,
it does so micropolitically, bit by bit, from inside the belly of the beast:
the classroom.

Haraway writes in Staying with the Trouble: “What is needed is action
and thinking that does not fit within dominant capitalist cultures. ... [We
need] on the ground collectives capable of new practices of imagination,
resistance, revolt, repair, and mourning and living and dying well” (2016,
s1). Importantly, in developing such practices, she tells us, a “common
livable world must be composed, bit by bit, or not at all” (40; emphasis
added). These common livable worlds are what I see my students work-
ing to compose, allowing the micropolitical insistence on the “bit by bit”
to help them in developing their research-creational projects in modest,
sustainable ways.

One such project stands out for me from the first time I taught my Art
and/in the Anthropocene seminar (the seminar of my heart, as it were).
It was developed by a fourth-year undergraduate student, who, trying to
navigate the affective complexity of our current ecological crisis, devel-
oped the following research question: “How could acts of self-care, intra-
species or human-to-human care, and multispecies care, function as in-
terventions or acts of re-worlding within the current geological age? What
does it mean to enact an ethics of care in a time so marked by cultural
and intra-species violence?” To explore these questions, she not only read
(and wrote about) scholars like Haraway (2017), Myers (20173, 2017b), and
Puig de la Bellacasa (2017), she developed an artistic research methodol-
ogy designed to recalibrate her experience of the everyday, composing a
new affective terrain for her research. .. bit by bit.

Over the course of the semester, drawing on the performance form of
“daily practice,” she set herself the following task: to perform, every day,
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three separate care actions—an act of self-care, an act of intraspecies care,
and an act of multispecies care. This project pushed her to situate care
both as an open question (“how to care”) and as a conscious and active
part of her day-to-day life, and, in her words, “challenged the passivity
with which academic theory is too often lived” (Plouffe 2016). Her final
project took the form of a scholarly essay paired with a sculptural video
installation recording her documentation of these acts and reflecting on
the thick web of accountability, care, and relation she was called into over
the course of the semester.

In their introduction to the edited volume Art in the Anthropocene: En-
counters among Aesthetics, Politics, Environments and Epistemologies, Heather
Davis and Etienne Turpin suggest that “the conceptual terrain of art at
the end of the twentieth century moved increasingly away from decon-
struction and psychoanalysis toward an open field of naturecultures,
infrastructure assemblages, and other newly contested territories” (2015,
15). While in alliance with the perspectives embraced in theirs and simi-
lar volumes, in these pages I have allowed my sustained love of psycho-
analytic theory, as a toolkit richly able to help us think with the forces
of affect, desire, and drive, to undutifully propagate with my interest in
nonanthropocentric approaches in the arts and humanities. Each chapter
has promiscuously intertwined theoretical insights from disparate fields,
and in so doing woven an argument for the importance of situated, driven,
research-creational approaches in the university today—approaches that
I find pedagogically and affectively generative. Written from the heart, in
these pages I've offered analysis, provocation, and hope for a better-enough
way of doing things in the grain of the everyday, for myself and my peers.
Indeed, for all who labor as teachers, as students, as artists, as academics,
and as nomadic hybrids of all sorts in the university today.

As amidlevel scholar in an international university landscape where I
hear of more and more colleagues choosing to leave the university if they
can, either to have more liveable lives or, more distressingly, because they
have decided that the critical theoretical and political work that they need
to do can no longer find a way to thrive within university structures, I've
decided that I need both the tools of feminist science studies and psy-
choanalysis. I need Haraway’s situated knowledging and response-ability as
much as Lacan’s sujet supposé savoir and objet petit a. I need to keep care
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age? What does jt

mea
to enact an ethics of c:re
in a time so Mmarked by
cultural and intra-species

violence? To explore these
questions I utilized multi-
modal forms of research
through research-creation
practice. Specifically, I
used the performance art
form of “daily practice” to
structure a series of dai-
ly care actions: one self-
care action, one intra-spe-

FIGURE C.1 — Leila Plouffe, Self-Intra-Multispecies Care, booklet accompanying

)

cies care action, and one
multi-species care action.
Throughout this perfor-
mance I found myself ex-
periencing an embodiment
of the theory surrounding
care which I had been re-
searching through stan-
dard practices. Via daily
practice, this performance
has pushed me to situate
care as a conscious and
active part of my day-to-
day life, and to keep open
the question of what it
might mean to engage dai-
ly in care-hased actions
and ethics as an actof
resistance under the
Anthropocene.

video installation documenting three-week daily practice project, 2017.

PHOTO COURTESY OF THE ARTIST.
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and cathexis, driven situated curiosity, relational enmeshment, feminist
collaborative praxis, and love center stage in the game of academic inter-
vention and sustainability, and these are the tools that help me to do so.

Research-creation, thus figured, is a driven, erotic, uncanny orien-
tation, one that holds queer theory’s radical undoing together with the
emergent attachments of polydisciplinamorous practice. It asks us to be
accountable to our erotic, care-filled, passionately attached, troublesomely
curious givens, and invites us to inhabit a web made up of our links+/objets
awithout méconnaissance or dompte-regard. Not taming the gaze; ignit-
ing desire: Wo Es war, soll Ich werden.®

Holding dissonant forms together in ways that are passionately at-
tached and that resist naturalization, research-creation tells new stories
and offers new sites of traction in the academy. It mobilizes forms that
anamorphically shatter single-point perspective, failing to cohere fully
into art or scholarship, instead nurturing driven curiosity as its lure and
guide: the desires articulating the eruptions of the drive(s) that animate
each of us in unpredictable, but nonetheless accountable, directions. It
demands the production of new, unruly, driven stories within the univer-
sity as not only a bastion of privilege, but a site of intense transformative
pedagogical power.

And while these desire-driven perspectives, and, indeed, the question
of how to make art at the/an end of the/a world (as we know it), might not
seem compelling or urgent to those seriously working in the context of
anthropogenic climate change today, it might be worth recalling, here,
Haraway’s question in The Companion Species Manifesto quoted in chapter
1: “Beyond the personal, simple fact of joy in time and work with my dogs,
why do I care? Indeed, in a world full of so many urgent ecological and
political crises, how can I care?” (2003, 61).

Being someone situated in the university, researching and teaching
with most breaths on most days, pedagogy is how I care.

Iunderstand how I do what I do in the university as a political act that
situates me in the nuts and bolts of the classroom, of disciplinary logics,
and of degree-granting structures. These, with anod to Joseph Beuys, are
my artistic raw materials. But the nuts and bolts of the university within
which I operate cannot ignore the urgency with which our collective
futures are in question. The students passing through our halls inherit

the socio-ecological-economic mess that we, ourselves, have inherited.
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The future seems bleak and how to move forward and for whom—Cui
Bono—is an open question (Star 1995).

Iside, in writing this book, with colleagues across the globe who teach
social and ecological justice, who work to create brave spaces for students,
and who are being put on antipedagogical conservative watch lists. In the
face of such insidiously hostile conditions, it is important to gather to-
gether and listen to each other and lean on each other, precisely because
this is a moment when we, the already overstretched and politically ac-
tive, are being asked to start doing more of what we already do. Given that
we are already hard at work fighting for social and economic and climate
justice, each in our own corners and in our own ways, how do we, with
each other and with our students, work to short-circuit the oscillation be-
tween denialism and despair that too often sets in with problems of such
scope?

We are not, most of us, leaving our jobs to go to Burnaby or Standing
Rock or Washington to engage in long-term protest. What we have is our
research and our classrooms: our capacity to nurture critical and creative,
passionate and complex theorypractice. And in these pedagogical spaces,
just as important as the nurturing of participatory dissent and debate in
the classroom, to my mind, and in some ways much more difficult, is the
nurturing of affective resilience. Participatory dissent, here, names a prac-
tice of thinking with that allows for and honors dissent between people
and within our own selves and projects;’ affective resilience names the prac-
tice of nurturing spaces of erotic, cathected, link +/objet petit a—driven care,
without méconnaissance, within our social, political, and pedagogical
spaces.

This is what Audre Lorde frames as the need to cultivate the erotic
drives at the heart of our knowledge-making and -shaping projects. This
is what King invites us to think in challenging us to orient ourselves to-
ward a different ethics: You've heard it now. This is what Haraway nurtures
in attending seriously to the relations of becoming between herself, Ro-
land, and Cayenne. Again: eros, not agape. And because of this—because
of the friction and nonconsonance needed by eros—the two, participa-
tory dissent and affective sustainability, must go hand in hand. We want
our students informed and active, but also to develop modes of engage-
ment that are sustainable and capacious. To recall Stengers in the first of
the epigraphs to this book, “We need researchers able to participate in the
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creation of the responses on which the possibility of a future that is not
barbaric depends” (2015, 73).

This book-like-manifesto-of-the-heart has argued that research-creation
isrelevant here not only for its relation to those artistic modes understood
as art-as-social-practice and those grouped under the pedagogical turn,
but also for the wrench that it throws, if done right, into academic daily
practice and pedagogy. The university, as Bill Readings aptly, presciently
stated, is in neoliberal ruins. What once seemed insult heaped upon in-
jury (see Royle’s wonderful response to the Research Assessment Exercise
in 2003) now feels analogous to the hyperobjectivity Morton assigns to
climate change—a massively distributed, inevitable, and unlocalizable
problem that has crept into every corner of the academic everyday. Cut-
ting corners and rushing toward shiny metrics, at all scales of existence, is
part of what has gotten us into this mess.

As amodest response, I turn to research-creation to encourage modes
of temporal and material attunement within the academy that require
slowing down in a way that does not fetishize the slow but in which slow-
ness comes from the work of defamiliarization and the time it takes to
ask questions differently. Research-creation, at its best, has the capacity to
impact our social and material conditions, not by offering more facts, dif-
terently figured, but by finding ways, through aesthetic encounters and
events, to persuade us to care and to care differently. By wedging open
what gets to count as research, where, when, and how, research-creation,
as I have mobilized it in these pages, works to render each of us a little
more capable, alittle more care-filled, opening us onto new webs of senso-

rial attunement and nurturance.*

I am not so naive as to assert that everything that travels under the sign of
research-creation, these days, does this. But I am so stubborn as to suggest
that this is what it ought to be doing.

Faced with the question of how to live, make, breathe, teach, and learn
art at the end of the world, this is my response.

CONCLUSION 107

123



124

Survival Ethos and Destruction
Art (1992)

The genocidal mentality is neither biologically ordained nor intractable. It is part of a
malignant historical direction that extends into general realms of technology, ultimate
power, and finally illusion. But there are other ways of thinking and feeling, already
well under way [which] propel us, in fits and starts, toward a change in consciousness,
toward a new narrative. . . . At issue is an expansion of collective awareness, an altered
sense of self that embraces our reality as members of a single species and thereby opens
up new psychological, ethical, and political terrain.

ROBERT JAY LIFTON AND ERIC MARKUSEN?

In their work on the Jewish Holocaust and the psychological effects of “nuclear-
ism,” or the world ethos of nuclear weapons, Robert Jay Lifton and Eric Mar-
kusen chart a “genocidal mentality.” Their findings suggest the emergence of a
“species mentality” that reflects a way of being and knowing in the world which
is the result of the vast “genocidal systems . . . of deterrence,” the ends of which
mean only “omnicide,” or the destruction of all life.? “Genocidal mentality” also
manifests itself in massive “dissociative” behavior, the psychological term used
to suggest “a broad category of psychological mechanisms, which include psy-
chic numbing, doubling, disavowal, and denial.”* The various psychological de-
fense mechanisms belonging to dissociation also serve, Lifton and Markusen
observe, “as psychological facilitator(s) for deterrence, helping to reduce the
kind of psychic stress that would be morally useful and appropriate” to com-
bat the pervasive threat to survival.> Such dissociative behavior also has been
proven clinically to be a marked symptom of those who have been raised in an
environment of alcoholism, or have suffered physical and sexual abuse, and dis-
sociative behavior is, as well, a characteristic response to racism. Given the stag-
gering numbers of individuals worldwide who experience some or all of these
dissociative provoking experiences, “genocidal mentality” appears nearly ubig-
uitous and the conditions of survival ever more precarious.

Certain kinds of presentational art forms have demonstrated a predisposi-
tion for and an ability to convey the ontological effects of the technology, phe-
nomenology, and epistemology of destruction and the ways in which individuals
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and the collective negotiate the resulting crisis of survival. These performances
and/or public events often feature advanced technology and/or use the body
or body surrogates. Robots and other mechanized body substitutes sometimes
serve as the aesthetic site for the representation of the conjunction of social
and political practices and in interrelationships that collude in destruction. The
tacit agreement among certain artists to situate the body at the center of the dis-
course of destruction and survival cannot properly be called a “tendency,” and
it is certainly not an “art” movement, “ism,” or aesthetic. Rather, it is a response
to the “genocidal mentality,” an answer or countercharge that is cross-cultural,
postindustrial, interdisciplinary, and multinational, and which shares no uni-
fied aesthetic, method, or technique. Examples of this work are found in dispa-
rate performative practices throughout the twentieth century, but the subject
of destruction and its relation to survival has been explored increasingly and
systematically since World War II in Europe, the United States, Japan, and the
industrialized countries of South America.

“Destruction art” is the term I have adapted to identify the presentational
works that situate the body in the center of the question of destruction and
survival. Indeed, such art might just as appropriately be called “survival art” if
it did not originate in the terminology, aesthetic, and theoretical practices of
Gustav Metzger and Rafael Montafiez Ortiz, to whom I shall return. The term
“destruction art,” then, is merely an identificatory device, a concise index of a
wide anthropological field. Destruction art, like such broad tendencies as Arte
Povera, is inclusive rather than exclusive, defies narrow definitions, and is found
at moments in the practices of diverse artists. Few artists have sustained a focus
solely on destruction, with the exception of Metzger and Ortiz—and even they
have altered the terms of their theoretical discourse over time. For destruction
art is exhausting. It requires not only consideration of the most urgent and often
overwhelming conditions of life, but also constant vigilance so that the dissocia-
tive desires to escape into numbed acquiescence do not prevail.

Because destruction art is not a movement, it has never been systematically
organized or methodically publicized and thus resists categorization, for the
lack of a manageable identity. The result is that in many ways it is culturally in-
visible. On the one hand, obscurity permits these artists’ actions and survivalist
messages to infiltrate social and political spheres without being co-opted into
the market system. On the other hand, concealment within culture makes such
art vulnerable to mystification, neglect, and disappearance. Often those who do
work on questions of survival do not know of the intent of these artists. Thus,
even Lifton, who has made unique contributions to these concerns, can state:

In my work I take three dimensions that you can roughly connect with . . . our
contemporary situation. The first is the breakdown of traditional symbols and
of modern parallels or developments of those symbols; the second is the mass
media revolution; and the third is imagery of extinction or threat of extinction.
This last is the most difficult for art to confront, and I don’t know if it’s really been
represented yet [my emphasis].®
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In destruction art, artists present the “imagery of extinction” localized in
the body, the object, which is offered as a destructible material and/or an agent
of that destruction. In this sense, the performative practices, which I associate
with destruction art, recapitulate the technological conditions, effects, pro-
cesses, and epistemologies of terminal culture. But destruction art is not only
about the presentation of the conditions of destruction. It is also one of the
means by which a world consciousness is being formed that may contribute to
the construction of an altered sense of self, which is necessary to insure human
survival.

I want to propose that destruction art is the visual corollary to the discourse
of the survivor: it bears witness to the tenuous conditionality of survival—
survival itself being the fundamental challenge posed by humanity in the
twentieth century and to humanity in the twenty-first century. Destruction art
is the only attempt in the visual arts to grapple seriously with both the tech-
nology of actual annihilation and the psychodynamics of virtual extinction. It
is one of the few cultural practices to redress the general absence of discus-
sion about destruction in society in order to marshal human conscience into
collective awareness and resistance. In this sense, the overriding values of the
artists associated with destruction art are ethical. Their aesthetic presentations
consider the state of social emergency, of culture crisis, as the ultimate moral
dilemma; and yet these artists are not moralists. As Gottfried Hattinger wrote
in the exhibition devoted to destruction and technology, entitled Out of Con-
trol (1991):

Some years ago, Vilem Husser wrote that the telematic society is a structure for
the adduction of catastrophes. With the highly developed industrial society, a
multi-faced potential of destruction has grown, the effects of which have be-
come obvious in the Gulf war and in the increase in violent conflict manage-
ment all over the world. This is the background of Out of Control, a topic that
well befits the present-day social scenario. Nevertheless, a festival like Ars Elec-
tronica is no moral instance and beyond any speculative ambition. We do not
want to raise our index finger in admonition but rather lay it into the open
wounds.”

Destruction art is about open wounds—those caused by the institutions and
practices that develop and deploy the weapons of destruction, that engineer the
reproductive technologies of gender and class domination, or that mastermind
the artificial intelligence systems and their application to robotics. (See Hans
Moravec’s Mind Children for his chilling contribution to this “post-biological”
world.)® Destruction art is about violations, those defilements continually per-
petrated against the bodies and psyche of women and men. But destruction art
is not a utopic project. Rather, it is a pragmatic one, enacted by artists who are
profoundly skeptical but not cynical, and who commingle responsiveness with
reaction, and fear and loathing with great trust in the aggregative potential of
art. This potential to unite and heal is a project different from what formerly

31 | SURVIVAL ETHOS AND DESTRUCTION ART

P4P 03: PASSION 4 PAINTING

was considered the redemptive role of art in society and represents a structure
of belief, stated quite simply by Glinter Brus when he wrote: “To life I say yes!”®

II

In his important early work on destruction and trauma, Lifton identified a sur-
vivor as “one who has encountered, been exposed to, or witnessed death and has
himself or herself remained alive.”'® Death here may be literal as in the actual
extinguishing of life, psychological as in the destruction of the sense of self, or
ecological as in natural disaster. Whatever the text of survival, it must be read
through the discourse of destruction, and Lifton asks the rhetorical question:
“Is Hiroshima our text?”!! Indeed, as representation, Hiroshima identifies de-
struction as both the extremity and the center of survival where the body figures
as the text.

Survival, Lifton writes, leaves a “death imprint” that is accompanied by
“death anxiety, death guilt, or survivor guilt,” guilt that entails a “sense of debt
and responsibility to the dead.”*> Survival also causes a “psychic numbing”
that incapacitates the individual’s ability to feel and to confront certain kinds
of experiences, and impairs essential mental functions of symbolization.* The
wholesale psychic numbing that is the foundation for a “genocidal mentality”
exists internationally and increases as the death of the body is engineered in cer-
tain scientific practices identified above.

Omnicide obliges reflection on the nature of disappearance, a concept taken
up by Jean-Francois Lyotard in his book Heidegger and “the jews”, where he coins
a phrase, “the Forgotten,” to signify a condition that is neither “a concept nor
a representation but a ‘fact’ as factum (Kant),” which we are “obligated before
the Law . . . to remember.”*" “The Forgotten” is “something that never ceases
to be forgotten,” a state that “one has tried to forget by killing it” but which ad-
vances, nevertheless, “in the direction of the immemorial through the destruc-
tion of its representations of its witnesses, ‘the jews.”'5 Here Lyotard indicates
that “‘the jews’ are the object of a dismissal with which Jews, in particular, are
afflicted in reality.”'® Lyotard’s “the jews” is a refinement and historical specifi-
cation of the “catastrophe” Nietzsche forewarned is the inevitability of the “fail-
ure to reflect.”?”

Destruction is the agent and process of disappearance in our time of “the
Forgotten,” “the jews.” The interdependence of “the jews” and “the Jews” is rele-
vant to destruction art and the materiality of survival. But by collapsing the for-
gotten content of experience, “the jews,” into the historical expunging of Jews,
Lyotard continues the sublimation of the discourse on the actual site of dis-
missal: the destruction of bodies. Although “the jews” may be a metaphor for
historical bodies, nevertheless the formation of “the Forgotten” is a representa-
tion that continues to perpetuate the dismissal of destruction as the overarching
condition of survival that, through the substitution, continues to be forgotten.

The terms of destruction art originate from a real Jew, a real survivor of de-
struction: Gustav Metzger. In five manifestos written between November 1959
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and July 1964, Metzger laid out the basis for “auto-destructive art,” which is also
the foundation of destruction art. In his first manifesto (November 4, 1959),
exactly contemporaneous with the first happenings, Metzger systematically for-
mulated a theory and a practice concerned with destruction as a social and aes-
thetic phenomenon. He had his first tract distributed at 14 Monmouth Street, a
London Gallery. It states:

Auto-Destructive Art
Auto-destructive art is primarily a form of public art for industrial
societies.
Self-destructive painting, sculpture and construction is a total
unity of idea, site, form, color, method and timing of the disintegrative
process.
Auto-destructive art can be created with natural forces, traditional art
techniques and technological techniques.
The amplified sound of the auto-destructive process can be an element
of the total conception.
The artist may collaborate with scientists, engineers.
Self-destructive art can be machine produced and factory assembled.
Auto-destructive paintings, sculptures and constructions have a lifetime
varying from a few moments to twenty years. When the disintegrative process
is complete the work is to be removed from the site and scrapped.’®

Metzger intended “auto-destructive art” to be realized principally in public
monuments to be erected on civic sites. These structures would contain com-
plex technological and electronic internal devices that would cause them to
implode and self-destruct within a period of twenty seconds to twenty years.
Site-sensitive and site-specific, interdisciplinary and requiring collaboration
between scientists and artists, these works would be context-determined and
therefore social, collective, and collaborative. Machine-made, the structures
would also be technical representations of the intrinsic interdependence be-
tween the processes of natural decay and cultural (particularly urban) crisis.
Most importantly, “auto-destructive art” would disappear.

“Auto-destructive art” condenses a vast experiential and technological ter-
ritory of destruction (and its concomitant survivalist ethos) into a manageable
representation. Its temporal duration operates both as a representation and a
presentation, an image and an enactment of effacement that recalls but also
gives substance to the forgotten, “the jews.” As the rematerialization of memory
in its original destructive form, the absent presence of the felt past returns as
known experience, no longer “there” but transformed into a new state “here.”
Destruction art, in its first manifestation as “auto-destructive art,” is the con-
stant public and social reminder of destruction, its technological agents, its spa-
tial and temporal processes, and its human results.

Metzger formulated his theory precisely twenty years after he was sent to
England at the age of twelve in 1939, following his family’s arrest by the Gestapo
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in Nuremberg. Twenty seconds, then, is a temporal analog for the time it took to
destroy his personal world by killing his family; twenty years, the time of gesta-
tion in his own auto-transformation. Temporality in destruction art is the index
of duration that confronts consciousness with the cycle of construction and de-
struction manifest in cultural artifacts and technological objects as well as in
nature. This temporality reinscribes the psyche of the social body with a mem-
ory of the finite, which must function as an affective agent in the reaggregation
of a survivalist consciousness.

Temporality in Metzger’s art signifies not only in cultural terms, but in politi-
cal terms as well. Metzger retained his Polish passport while living in Great Brit-
ain until 1948, when he decided to become stateless. This life experience reflects
the geopolitics of the disappeared, which Paul Virilio has identified as one of the
conditions of “pure war”:

Disappearance of place and individual, refusal of citizenship, of rights, of
habeas corpus, etc., . . . is spreading all over the world. It’s easier to make people
disappear one by one, ten by ten or thousand by thousand than to shut millions
up into camps, as they did in Nazi Germany. Even if Gulags and concentration
camps still exist—and they do, alas—disappearance is our future.'

The concrete evidence of corporeal existence in the carnage of bombed cities
and towns with dead bodies to be buried or burned that was the result of past
wars no longer exists, since the crematoria and thermonuclear vaporization
obliterate all reckoning with death and destruction. “Pure war,” and destruction
art in this sense, refer to the technical and psychological readiness, the ubig-
uity of war that currently shapes political as well as social relationships, and
that contributes to the “epistemo-technical,” a way of knowing and being-in-
the-world based on the technology of war.2°

A vivid example of Metzger’s practice is his South Bank Demonstration of
July 3,1961. Wearing a gas mask as a protective device, Metzger sprayed hydro-
chloric acid on three nylon tarpaulins—white, black, and red, a reference to
Kasimir Malevich and Russian Suprematism—stretched over an enormous
series of three frames that measured seven feet high, twelve and one-half feet
long, and six feet deep (figure 4). The nylon material dissolved within fifteen sec-
onds after contact with the acid. Metzger positioned himself against a complex
of urban office buildings and a crowd of men, many in business attire. Visually
suggestive of the military-industrial complex, this image recalled the dire warn-
ing Dwight D. Eisenhower had issued only five months before Metzger’s lecture-
demonstration, in his farewell address from the White House Oval Office on
January 17, 1961:

This conjunction of an immense military establishment and a large arms in-
dustry is new in the American experience. The total influence —economic, po-
litical, even spiritual—is felt in every city, every state house, every office in the
federal government. We recognize the imperative need for this development.
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FIGURE 4. Gustav Metzger demonstrating his “auto-destructive art” in his South Bank
Demonstration, July 3, 1961, London. Metzger paints using a spray gun and hydrochloric
acid on three nylon sheets colored white, black, and red and each hung on a separate
metal frame. The sheets begin to disintegrate after a few seconds and are completely dis-

solved after twenty minutes. Photograph by Keystone / Hulton Archive / Getty Images.

Yet we must not fail to comprehend its grave implications. Our toil, resources
and livelihood are all involved; so is the very structure of our society.

As the agent of destructive forces, Metzger displaced war from the actual
field of militarized combat by utilizing the substances of destruction to dissolve
materials and thus to reenact upon the “field” of the picture space the symbolic
map of the conduct, process, content, and result of destruction. His action situ-
ated war as representation in the civic site of the production of destruction:

The drop drop dropping of HH bombs . . . mirrors the compulsive perfection-
ism of arms manufacture —polishing to destruction point. Auto-destructive Art
is the transformation of technology into public art. The immense productive
capacity, the chaos of capitalism and of Soviet communism, the co-existence of
surplus and starvation; the increasing stockpiling of nuclear weapons —more
than enough to destroy technological societies; the disintegrative effects of ma-
chinery and the life in vast built-up areas on the person.*

The self-conscious sophistication of contemporary intellectual “discourse”
stands in marked contrast to Metzger’s loaded and subjective “words,” emo-
tional words that may embarrass but that are unmistakably real, the direct ex-
pression of an involved, impassioned, angry, and fearful victimized man.
Destruction art is oppositional in refusing the elisions of linguistic abstrac-
tion that unwittingly contribute to the perpetuation of the destructive episte-
mology of Western culture, an epistemology so thoroughly perfected by “de-
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fense intellectuals” in the policies and technology of extinction, and about
which Carol Cohn has so insightfully written. She critiqued “the professional
discourse” of the men whose minds are used “in the service of militarization” for
its “extraordinary abstraction and removal”—smart bombs, friendly fire, clean
bombs, countervalue attacks, and collateral damage—because of the ways in
which such language denied what she “knew in reality.”?? Related, and deeply
sobering, is Lifton’s confirmation of her attack on such “professional discourse,”
when he observed:

A certain amount of numbing is probably necessary in most professional
situations —in the midst of an operation a surgeon cannot afford to experi-
ence fully the consequences of failure—but it is surely excessive in our society
and in our century. So great is the diminished emotion in professionals that
it well may be that becoming a professional is in itself part of still another
devil’s bargain in which one ceases to feel much about the central —the most
threatening —questions of our time.??

The denaturing and abstraction of the actual experience of destruction is
the triumph of the technology of that destruction. Great care must be exercised
to prevent theoretical abstractions from becoming part of the suppression of
actual experience that culminates in the denial of identity altogether. Such de-
nials conspire in the destruction of bodies and are the unforgivable consequence
of mistaking the map for the territory. They are the decidable danger that resides
in Jacques Derrida’s concepts of “difference” and “undecidability.”>* But at the
same time, the task of destruction art includes the deconstruction of the double
character and determinacy of Cartesian-inscribed binary divisions: body/mind,
war/peace, destruction/creation. In this sense, the project of destruction art re-
sembles the deconstructionist theory with which it simultaneously but inde-
pendently emerged in the early 1960s. It is significant that Derrida’s De la gram-
matologie was published a year after Metzger brought the various tendencies of
destruction art together as a cohesive discourse and representation in the De-
struction in Art Symposium (DIAS) in 1966. Metzger’s stated aim in organizing
DIAS was to create an interdisciplinary forum for an inquiry into the relation-
ship of destruction in art and society. Derrida’s parallel objective was to “seek a
new investigation of responsibility, an investigation which questions the codes
inherited from ethics and politics” in the “political and institutional structures
that make possible and govern our practices.”2

DIAS was the temporary organization for a multicultural and multidisci-
plinary international event that attracted nearly one hundred artists and poets
(most of whom were the pioneers of happenings and concrete poetry) from fif-
teen countries in Eastern and Western Europe, the United States, South America,
and Japan. Among them were the resonant core of artists associated with the
subculture or avant-garde underground in the mid-1960s—John Latham, Wolf
Vostell, Jean-Jacques Lebel, Al Hansen, Ortiz, Hermann Nitsch, Glinter Brus,
Otto Miihl, Kurt Kren, Peter Weibel, Yoko Ono, Henri Chopin, Bob Cobbing,
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John Sharkey, Ivor Davies, and Dom Sylvester Houedard. Among those who sent
works to DIAS but were unable to attend were Milan Knizak, Ad Reinhardt, Diter
Rot, Enrico Baj, and many others. One of the most surprising contributions
came from a group of Argentinean poets and painters (Luis Alberto Wells, Silvia
Torras, Jorge Roiger, and Jorge Lopez Anaya) who had been assembled by the
painter Kenneth Kemble to exhibit under the title Arte Destructivo at the Galeria
Lirolay in Buenos Aires, 1961. Kemble sent documentation to the DIAS organiz-
ers of the group’s activities, photographs of altered and destroyed objects that
they had exhibited as sculpture, and sound tapes of their destruction music and
poetry. Shortly after this exhibition, the group dissolved, and not until DIAS did
the material resurface. In addition to artists, two psychologists also participated
in DIAS: Ehrling Eng, an American working with Vietnam veterans, and Joseph
Berke, also an American and a psychiatrist (then collaborating with R. D. Laing)
at Kingsley Hall, where he worked with the famous patient Mary Barnes.?®

DIAS took place in London throughout September, and was widely publicized
both in a special August edition of Art and Artists devoted to “auto-destructive
art” and in numerous press conferences that included actions by such artists as
Latham, Ortiz, Davies, and Bernard de Vries and Irene Donner van der Weeter-
ing of the countercultural, politically activist Provos, a Dutch group that derived
its name from provoceren, Dutch for “to provoke.” The three-day symposium
at the Africa Centre was situated carefully in the middle of the month to bal-
ance art practice with theory, so that the theoretical papers presented by various
artists would focus attention on their serious engagement with the problems
raised by destruction in art and society and thereby contribute to a forum for
public debate. Performances took place before and after the symposium in the
Africa Centre, at the Jeannette Cochrane and Mercury Theatres, and at St. Brides
Institute. Events also occurred at Better Books, the London bookshop that func-
tioned in the mid-1960s as a gathering place for the international literary and
artistic underground. The Free School Playground, located in a working-class
district near Notting Hill Gate, a barren terrain vague that had not been cleared
of World War IT bombing debris, served as the unseemly but appropriate site for
most of the actions that included fire and explosives.

The diverse collection of artists and poets who participated either directly
or indirectly in DIAS were unified in their response to the theme of destruction
in art. Yet, they never comprised a movement, nor as a group produced a mani-
festo or publication. They never established a meeting place to discuss and share
ideas, nor did they exhibit as a group again after DIAS.>” Apart from the month
of events, DIAS represented a special moment in which a small body of inter-
national artists shared a discriminating attitude about the use of destruction as
an element in the creation of art, as a conceptual frame, as an attitude to the
world, and as a way of relating subject matter in art to events and conditions in
society. But the very formation of DIAS facilitated the congregation and identi-
fication of artists who had been working on problems of destruction in art and
life internationally. In this important function alone, DIAS remains the pivotal
moment for the discussion of destruction art, like a crystal gathering and then
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refracting the many concerns of these artists. These concerns have been ampli-
fied internationally since the late 1970s in certain aspects of the punk scene,
in the events staged by Survival Research Laboratories in San Francisco, in the
work of the organization “V2” (Rik Delhaas, Alex Adreansens, and Joke Brouwer)
in S"Hertogenbosch, Holland, in the sound actions by the Polish artist Zbigniew
Karkowski, in the robots of Jim Whiting from Great Britain, and in the work of
many artists who exhibited together in Out of Control in September, 1991.

DIAS was also the model for a number of subsequent exhibitions in which
artists learned to expand the languages of destruction art. It was, for instance,
the prototype for the conference entitled The Dialectics of Liberation, organized
by R. D. Laing and David Cooper. Such prominent intellectuals and public fig-
ures as Paul Goodman, Stokely Carmichael, Erving Goffman, Herbert Marcuse,
and Gregory Bateson lectured at this conference, which occurred in London in
July 1967, ten months after DIAS. This event coincided precisely with the three-
day trial of Metzger and the Irish poet and playwright John Sharkey, Metzger’s
principal assistant in the organization of DIAS. The pair were found guilty of
having presented Hermann Nitsch’s fifth action of the Orgies Mysteries Theater, a
work the court described as “an indecent exhibition contrary to common law.”28

The simultaneity of this conference with Metzger and Sharkey’s trial is in-
structive in its juxtaposition of the divisions of power and authority that shape
the systems, practices, institutions, and performances of Western culture. The
textual and expository exegesis of those who participated in The Dialectics of
Liberation presented no threat, framed as it was in the vaguely sentimental
idealistic terms of liberation, terminology that conformed to the authoritative,
abstract, restrained, measured, and ostensibly objective codes of academic dis-
course. By comparison, “destruction-in-art” represented a direct, contentious,
strident, and unsentimental discourse, and its practices were raw, passionate,
involved, impatient, skeptical, pessimistically critical, and sometimes danger-
ous and beyond control.

In his lecture “The Discourse of Language” (1971), Michel Foucault called
for the restoration of discourse to “its character as an event.”?° Nitsch’s work,
and the juridical response to it visited upon Metzger and Sharkey, indeed re-
turned the discourse of destruction to its character as an event. The punishment
meted out to the artists—and, by extension, to DIAS itself—inscribed upon
them the “guilt” of destruction that must be read as the single most important
evidence of the affective power of DIAS and the events it sponsored in revealing
the very systems, institutions, and epistemological foundations of destruction
that it set out to criticize.

I1I

The “guilt” laid on the organizers of DIAS is that of the survivor who bears wit-
ness for the collective. Thus do the individual body, the body of practices I want
to call destruction art, and the social body have a symbiotic connection in that
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individual and collective bodies are also events in the history of society. In this
sense, the interventions of destruction art are central to any discourse on sur-
vival within or outside of the disciplines of art and aesthetics.

Only Metzger and Ortiz ever specifically used the terminology of “destruc-
tion” and systematically explored it as the principal focus of their work. For
example, in his “Destructivism: A Manifesto” (1962), Ortiz wrote: “[The] de-
stroyers, materialists, and sensualists dealing with process directly . . . are de-
structivists and . . . understand the desperate need to retain unconscious in-
tegrity. . . . The artist’s sense of destruction will no longer be turned inward
in fear. The art that utilizes the destructive processes will purge, for as it gives
death, so it will give to life.”?® Throughout the 1950s, Ortiz did extensive re-
search on Freud’s concepts of the unconscious and its effects on behavior, and
he studied the metaphysical existentialism of Nietzsche, Kierkegaard, Heideg-
ger, and Sartre. He was moved deeply by Norman O. Brown’s Life Against Death
(1959). A Puerto Rican-American of mixed European, North African, and Yaqui
Indian heritage, Ortiz sought alternatives to Western cultural traditions and was
particularly impressed by pre-Columbian art and ritual. By 1961 he had begun
a series of destroyed furniture, especially mattresses and chairs, that he called
Archaeological Finds. Four years later, he began Destruction Realizations, actions
that included ritual sacrifices of chickens, the destruction of musical instru-
ments, and other ceremonial practices.

While Wolf Vostell never used the term “destruction” as part of the theoreti-
cal description of his practice, his concept of dé-coll/age must be mentioned
here. Vostell adopted the term in 1954 as a synthesis of destruction/creation (he
found it in Le Figaro, where the word décollage was used to describe the simul-
taneous takeoff and crash of an airliner). His syllabic division of the word in-
verts the constructive process of collage and deconstructs the binary creation/
destruction into semiotic units symbolic of temporal transformation: “de” and
“coll” name oppositions while “age” refers to temporality. Vostell's sensitivity to
the semiotic range of the French term owes something to the context in which
such poet-painters as Raymond Hains, Jacques Villeglé, and Frangoise Dufréne
in Paris and Mimmo Rotelia in Italy developed l'affiche lacerée. It was also in
this context and at this time that such artists as Bernard Aubertain, Diter Rot,
and later Arman, Knizak, and Jean Tinguely incorporated destructive elements
in their work.

However similarly located in problems of destruction and creation, the for-
mulations of Metzger, Ortiz, and Vostell were not only very different from each
other but were even contentious, conditioned by their distinct cultural contexts
of Europe (Metzger and Vostell) and the United States (Ortiz), each represent-
ing unique responses to and ideological strategies for coping with and affecting
their individual situations. Yet for all their differences, these three men share
the critical social experience of having existed at the margin of Western cul-
tural hierarchies, in terms of the racial and religious discrimination and the
actual or virtual annihilation they experienced: Metzger is the stateless victim
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of the Holocaust, Vostell was a German who spent his youth in fear,*' and Ortiz
is a dark-skinned Puerto-Rican American who spent part of his youth in south
Harlem, the survivor of deadly adolescent gang warfare of the barrio and of the
vicious, relentless racism of the United States.

Destruction art produces a response slightly different in men than in
women. The body—actual, or extended in mechanical robots—is the principal
territory for the demonstration of destruction and survival in both men’s and
women’s productions. While male artists have explored the relationship of that
body to the objects and technologies of destruction, as well as to the assertion
and recuperation of identity, women artists have regularly confined their inves-
tigations to the reconstruction of the self.3> Yoko Ono’s destruction scores for
performances, paintings, and sculptures onward from the late 1950s and Niki
de Saint Phalle’s paintings Feu a volonté (1961), plaster-surface constructions
filled with bags of pigment which exploded with color when fired upon with a
rifle, demonstrate that women have not been exempt from the destruction of
materials—including the surfaces of their own bodies, as the performances of
self-mutilation by Gina Pane have shown. But the vast majority of women’s de-
struction art explores the problem of the obliteration of identity and the decen-
tering of the self, so that while the Holocaust may be the representative text, a
text that is in part read through the technologies of destruction, that text must
return to the reading of the material universe of the body’s pain.

In The Divided Self, R. D. Laing recalls “a little girl of seventeen in a mental
hospital” who told him that “she was terrified because the Atom Bomb was in-
side her.”3® This metaphor for the annihilation of the self, which is bound to the
destruction of self-esteem, intimacy, and the ability to love or be loved, is also
part of the trust of destruction art. In her Cut Piece (1964-66), Ono sat motion-
less on a stage after inviting the audience to come up and cut away her clothing.
This denouement anticipated the institutionalized objectification of women as
cultural detritus so systematically presented by Karen Finley, who in an essay
entitled “I Was Not Expected to Be Talented,” wrote: “I'd like for you to feel pain,
to feel my pain. .. I hate people who have a reason for everything. They can’t just
accept the fact that bad things happen to good people because if they did they’d
be like me— out of control.”34 Ono stated: “People went on cutting the parts they
do not like of me.”* In numerous performance works, videos, and films, Valie
Export has probed the lesions society leaves on the human body: “Man is roll-
ing in broken glass without bleeding to death. He proves stronger than the am-
bient system by overcoming its point of impact, the body. The cuts in the skin
are no longer lethal, they are openings giving access to the intima, to the inner-
most lining membrane of the vessels, to our selves.”3 As the survivor of sexual
and physical abuse, Lynn Hershman whispers to the video witnesses: “Don’t
talk about it.” In her autobiographical video trilogy Electronic Diary (1986-89),
Hershman, also a Jew, recounts in an autoanalysis that the origins of her own
eating disorders are in incest, violations whose origins and results she equates
to the cosmology of Hitler, the vampire, and Holocaust survivors alike.?”
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Such works, on and in the actual body of the artist, intervene in the imagined
neutrality between subject and object, where they insert the voice of survival that
is the representation of the pain of destruction. Destruction art is the renegotia-
tion of that pain. Elaine Scarry has argued that “the only state that is as anoma-
lous as pain is the imagination,” and that “while pain is a state remarkable for
being wholly without objects, the imagination is remarkable for being the only
state that is wholly its objects.”3® Destruction art represents and presents the re-
lationship between pain and imagining. “Pain does not simply resist language,”
writes Scarry; it “actively destroys it, bringing about an immediate reversion to a
state anterior to language, to the sounds and cries a human being makes before
language is learned.”*® She continues, “Because the person in pain is ordinarily
so bereft of the resources of speech, it is not surprising that the language of
pain should sometimes be brought into being by those who are not themselves
in pain but who speak on behalf of those who are . . . and thus there come to be
avenues by which this most radically private of experiences begins to enter the
realm of pubic discourse.”4°

In 1962, Ono wrote “Conversation Piece,” a score for an action requiring the
narration of pain. It reads:

Bandage any part of your body.

If people ask about it, make a story

and tell.

If people do not ask about it, draw

their attention to it and tell.

If people forget about it, remind them of it and keep telling.
Do not talk about anything else.*

Invented and bandaged wounds articulate psychophysical pain. This impulse to
narrate suffering, to describe the unspeakable conditions of interior life, is cen-
tral to finding a voice through and by which to repossess and recover a sense of
the concreteness of personal experience. More urgent is the need to communi-
cate the auto-constructed reality to someone else—to materialize it. Western cul-
ture needs subjects to bear witness to the contents of survival and the historical
bodies upon which the text of destruction has been inscribed. The body in de-
struction art bears such witness and thereby offers a paradigm for a “resisting
body,” that private, complex, signifying system of the self, a person who acts on
behalf of both the individual and the social body.

v

Destruction art is this witness. When the content of human experience is con-
veyed through the potentially subversive presence of human sentience, the body
becomes the vehicle for the realization of the essential intersubjectivity upon
which survival depends. The body is the signifying vortex of the contingent re-
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lationship between nature (the body) and culture (social constructions). Per-
formance art is the medium that conveys human sentience in the visual arts
most directly. Destruction art is the kind of performance art where conditions
of human emergency are most vividly displayed.

Because of the trust destruction art keeps with the preservation and survival
of the body, it suggests antecedents in the visual arts outside of those conven-
tionally ascribed to performance art. Art historical lineage traditionally traces
performance from Futurism to Russian experimental art, Dada, Surrealism, and
into action painting. But such a survey only links the incidence of live actions in
one movement to the presentational events in another, differentiating merely
between formal styles and historical periods. But because destruction art origi-
nates neither in a movement nor a style, its heritage includes aesthetic tradi-
tions from which it draws its survivalist codes. I want to suggest that the sources
for destruction art include not only the performative practices of the modernist
avant-garde but the humanist concerns traditionally linked to figuration. Espe-
cially since the 1950s, performance art has played a key role in recuperating
the body as a medium from the various orthodoxies of nineteenth-century aca-
demic figuration and twentieth-century social realism. In this way, performance
art has reconstituted and affirmed the human body as a significant form and
subject matter. Not only has it deepened the disparate and undeveloped issues
of embodiment present in its antecedent modernist moments, but also its un-
precedented historical achievement is its transformation of figurative represen-
tation into embodied presentation.

Oskar Schlemmer is central to this history. Significantly, while serving on the
battlefield in 1918, Schlemmer wrote, “The new artistic medium is a much more
direct one: the human body.”*? Four years later, he designed the Bauhaus logo,
situating a schematized head at the signifying center of modernism. He con-
tinued to explore the human body when he introduced his course titled “Man”
(in the generic sense of human) at the Dessau Bauhaus. Schlemmer’s figurative
murals, paintings, reliefs, and sculpture together form a theoretical project con-
tinuous with the introduction of the body onto the Bauhaus stage. He set forth
his theory in such texts as “Man and Art Figure” (1925), which proposed the ex-
pansion of visual knowledge beyond the inherited conventions of painting and
sculpture into human action.*® Schlemmer identified the fundamental nature
of humanity in the “immediacy” and “independence” of “body, voice, gestures,
and movements.”** He considered sensory perception appropriate material for
art: “psychical impulses,” “the sensate, psycho-sexual mechanical” dimensions
of body, or the “dematerialized aspects of human reality” and the “laws” of the
human organism that “reside in the invisible workings of his inner self . . . the
heartbeat, circulation, respiration, the activities of the brain and nervous sys-
tem.”*5 Decades before Hans Namuth’s photographs of Jackson Pollock’s paint-
ing process prompted Harold Rosenberg to describe action painting as an exis-
tential arena, Schlemmer wrote: “We shall observe the appearance of the human
figure as an event. . . . With a certainty that is automatic, each gesture and each
movement is drawn into the sphere of significance.”4°
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War propelled Schlemmer to seek a radical aesthetic alternative capable of
recovering not only an ethical standard of art but a form and representation
powerful enough to confront social and political conditions that promised in-
comprehensible human suffering. Equally stunned by the atrocities of war, Yves
Klein came to a similar conclusion. He observed after World War II that the
body, whether in material presence or imprinted appearance, remained the core
of human measure: “Hiroshima, the shadows of Hiroshima; in the desert of
the atomic catastrophe they constituted evidence, terrible evidence beyond any
doubt, but still evidence of hope for the permanence (though immaterial) of the
flesh.”#” Klein’s longing for affirmation of the permanence of human presence
is mirrored in Michelangelo Pistoletto’s profound anxiety about the figure in his
paintings on Mylar that reflect the viewer while simultaneously representing his
own body. Of these works, Pistoletto wrote in 1962:

Born in 1933, I live in the heart of this century, in this gigantic century. . . . At
ten years of age I find myself in the middle of the “World War,” the last “Great
War,” terribly great, great as terror. The mountains are mountains of death, the
factories are factories of death, the chimney’s smoke bodies. . . . My problem
is therefore great. What is God: Great problem. What is Art: An equally great
problem.. .. Fontana’s holes, Burri’s sacks. Burri made his sacks in the concen-
tration camp ... Bravo Burri. My problem is so great that I look at myself in the
mirror and search within myself, in my image, for the answer, the solution, in
my own image. And I work on the mirror.*®

Pistoletto’s mute reflective figures testify to the environment of the human con-
dition and recall kinetic landscapes such as Jean Tinguely’s Study for the End of
the World, No. 2 (1962), constructed on the desert outside of Las Vegas, the mili-
tarized testing grounds for the atomic bomb. During this same period, Yoko
Ono wrote her score for the performance of Blood Piece (1961): “Blood Piece:
Use your blood to paint. Keep painting until you faint (A). Keep painting until
you die (B).”*?

For too long, artists, critics, and historians alike have been embarrassed by
their inadequacy when confronted with questions of human survival. There are,
fortunately, exceptions to the rule. This is director and theorist Herbert Blau’s
emotional statement in The Impossible Theater (1964):

I saw the terrors of the present through the despair of the ages. I remember try-
ing to write a poem about the cobalt bomb, which invariably turned facetious
the more I saw it as the apocalyptic extension of Original Sin, which meant
nothing to me as dogma but everything as metaphor. It wasn’t that I was intel-
lectually wrong, only the enormity of it all was such that when you did think
about it you could only laugh or rage, or pick your liver in silence.”>°

While Blau openly acknowledges here his existential anguish and his sense of
futility, his confession departs from the “manly” stoicism and brooding remove
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demanded of artists of his generation and perpetuated by critics of following
generations.

For example, Serge Guilbaut devotes an entire chapter in How New York Stole
the Idea of Modern Art to the creation of an American avant-garde, in which he
defends the “abstract idiom” against the “bourgeoisified, clinical, and detached
account of atomic horror” by such writers as John Hersey.” It is exceedingly
difficult to account for Guilbaut’s views, particularly his evaluation of Hersey’s
Hiroshima, 1946, as “bourgeoisified” and “clinical.” Here is Hersey:

Mr. Tanimoto found about twenty men and women on the sand spit. He drove
the boat onto the bank and urged them to get aboard. They did not move and
he realized that they were too weak to lift themselves. He reached down and
took a woman by the hands, but her skin slipped off in huge, glove-like pieces.
He was so sickened by this that he had to sit down for a moment. Then he
got out into the water and, though a small man, lifted several of the men and
women, who were naked, into his boat. Their backs and breasts were clammy,
and he remembered uneasily what the great burns he had seen during the day
had been like: yellow at first, then red and swollen, with the skin sloughed off,
and finally, in the evening, suppurated and smelly. . . . He lifted the slimy living
bodies out and carried them up the slope away from the tide. He had to keep
consciously repeating to himself, “These are human beings.”52

Guilbaut also quotes critic Dwight Macdonald, who rejected such work for
its “naturalism [that] is no longer adequate, either esthetically or morally, to
cope with the modern horrors”; but ironically, he cites Macdonald’s 1946 article
“The Root Is Man,” a text that, at least in title alone, establishes the human
figure at the center of all concerns.5* Guilbaut also describes Barnett Newman’s
aesthetic position in terms that reveal the antipathy that artists of the New York
School had for direct experience and for confrontation with the horror and fear
of their own historical period, an antipathy that mainstream criticism perpe-
trates today—whether in terms of Greenbergian formalism or of Marxist ortho-
doxy such as Guilbaut’s own: “As Dwight Macdonald had done in writing about
the bomb, Newman here emphasized that the horror of modern conditions
could not be represented or described. To do so was unworthy of the artist; it was
to descend to the level of Life or The New Yorker, to wallow in the filth of every-
day life. To depict the horror, to describe it, was tantamount to accepting it.”>*

But some artists were able to break through the dissociative behavior of both
artists and critics, to release the numbing I described in the beginning of this
paper that characterizes the emotions of the survivor, and, yes, to “wallow in
the filth of everyday life” in which the construction of a genocidal mentality
was and remains every person’s responsibility. Such artists rejected the censo-
rious superiority and conventions of art world dogma in order to press forward
their humanist concerns, however unsavory, unsophisticated, unguarded, and
unarmed. No wonder most of them are marginalized, ignored, and left out of art
history.>® These artists communicated their sense of urgency through the body.
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I want to propose that the artists who shifted from figuration to the medium of
the body itself not only appended the representational model of the visual arts
to a presentational form, they also contributed to the revitalization of represen-
tational figuration that took place in the late 1970s and 1980s.7¢

While such shifts are enormous in formal terms alone, what interests me
far more are the ways in which humanist questions were reconstituted. Perfor-
mance art—and, more particularly, destruction art—repositioned the human-
ist content of art in the wider epistemological transformations taking place
throughout world culture. Such a reconstitution of the humanist project reflects
the shift from the transcendent subjectivity of holistic humanism to a polysemic
humanism characterized by independent subject positions, the constituent ele-
ments of which reflect divergent social and political spheres. In this regard, I
concur with Ernesto Laclau and Chantal Mouffe in their essay “Post-Marxism
without Apologies”: “We have rejected the idea that humanist values have the
metaphysical status of an essence and that they are, therefore, prior to any
concrete history and society. However, this is not to deny their validity; it only
means that their validity is constructed by means of particular discursive and ar-
gumentative practices.””” Artists concerned with destruction have focused this
discourse most clearly. For their work implicitly insists that the human figure,
above all others, is the privileged signifier of the social, material, and historical
conditions of the body. They summon the actual body as the ultimate means by
which to quicken and intensify the dialogue on survival on which all issues of
humanism turn, if we are to reconstruct this concept as a value, as I believe we
must.

v

Western society and its most compelling aesthetic productions continue to per-
petuate the epistemological ethos of destruction. But art that once reflected,
mirrored, and passively represented the abstract conventions and patterns of
knowledge now actively presents the literal embodiment of psychic wounds,
urban bedlam, and militarized consciousness at the crisis core of terminal cul-
ture. But this epistemology also has healing roots, traditions that are inter-
twined in the very technology, languages, and practices of destruction.

Foucault recovered the Greek term epimeleia heautou, which stood for the
psychological and intellectual condition of being interested in taking care of
one’s self, of work on the self.>® The term equally described the responsibilities
of power. Epimeleia heautou implied attention, knowledge, technique, a work
of meditation that required understanding the necessities of the world, not im-
posed upon the individual by civil law or religious obligation, but rather as a
choice about existence made by the individual who decided whether or not to
care for the self, and thereby, to care for the world. Foucault pointed out that epi-
meleia heautou described a condition in which individuals “acted so as to give to
their lives certain values [for] it was a question of making one’s life into an object
for a sort of knowledge, for a techné—for an art.”>°

45 | SURVIVAL ETHOS AND DESTRUCTION ART

P4P 03: PASSION 4 PAINTING

Destruction art communicates the visual knowledge that may recuperate the
materiality of life from the violent, discontinuous destructions that imperil sur-
vival. The body may be a tool in the techné of survival, and may function as a
transit between agency and process, language, experience, and their objects to
close the lesion between techné and logia (word, speech, or knowledge) that has
inhered in the modern concept of technology.

I have proposed often that the primary communicating codes of the visual
arts were transformed in the presentation of the body. The unprecedented
achievement of the body as an active agent in art has been to visualize the per-
petually shifting but mutually identifiable relations of power and need within
the exchange of subject/object relations. When the body becomes the material
support, subject, and content of art, it holds the possibility of shifting the deter-
mined and fixed relations demanded by the prior objective status of art into
the interplay of subjectivities established and transmitted in body gestures, sys-
tems, and relations. The private body is used as formal material, subject mat-
ter, and content into which the experiences and institutions of the body politic
are collapsed. In these terms, the body holds the possibility for becoming both
an aesthetic and a social sign that also commutes political power. Lifton believes
that the task of the artist is “to reveal the exquisite details of the experience of
desymbolization” and “the breakdown of viable relationships with symbols and
symbolic forms [that] is an impairment in the ‘psychic action’ of the ‘formative
process’ . . . associated with severe manifestations of psychic numbing.”®® In
destruction art, the body conveys the interdependent, interconnected, and con-
tingent state of the individual and the collective in survival. That embodiment
holds the potential to reconnect experience to the objects of that experience,
and thereby to intervene in the destructive practices, institutions, and technolo-
gies that threaten extinction.

When faced with extinction, the artist must, if she or he takes responsibility
for his or her trust, put art in the service of survival. This does not imply that
all art must assume the task of destruction art, but it does mean that art has a
particular social function that requires an ethical position on the question of
survival, no matter what formal resolution that work finally assumes. I believe
destruction art recovers the social force of art from instrumental reason and
the economies of late capitalism, for it constantly reinscribes the profound sig-
nificance of the survival of the body in the oppositions it deconstructs. Destruc-
tion art is a warning system, an aesthetic response to human emergency that
occurs in the lapse between theory and practice in terminal culture; it presents
the pain of bodies, the anxiety of minds, the epistemology of technology, the
specious claims of ideology, the absence of ecological responsibility, the loss
of human integrity and compassion, and the violence that structures both gen-
der and sexual relations. Just as destruction art is the image of resistance in the
form of an event, it is also an important means to survival that must be continu-
ously explored.
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Anotace ro¢niho vystavniho programu

Nadchazejici série vystavniho bloku v prostoru
-VIDEO NOD* sestava z prezentace vybranych
studentl a studentek ateliéru Malba 4, ktery na
Akademii vytvarnych uméniv Praze spole¢né
vedou Petr Dub a Marek Meduna. Dosavadni
ateliérové prezentace spojuje snaha o odklon od
nezbytné, a presto nebezpeéné objektivizace, jakoZz
i snaha nasviceni riznych témat ¢i umeéleckych
forem. Cyklus vystav predstavuje vyrazné
studujici a kontinualné navazuje na dosavadni
ateliérové prezentace stavéjici predev§im na
principu objevovani spoleéné sdileného, testovani
experimentalnich vystavnich formatd a uceni se

z vzajemné odliSnosti.

Petr Dub
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Nékolik postiehu a vypiski k vystavé Lucie
Rosické Pohled Sirény

Vystava se obtaci okolo pojmu pohled.

Na vystavu jisté Ize pohlizet jako na celek, ktery je
vice nez pouhy souhrn svych ¢asti. Ale zaroven je
také vyétem dél, ktera byla v danou chvili dostupna
a kterd ve vzdjemné konstelaci a na pozadi v zasadé
nevystavniho prostoru kavarny vytvarela jisty
potencial. Onen celek je vS§ak vzdy imaginarni.

I nejchatrnéji koncipované sumy dél v hlavach
nékterych vytvareji ducha povznasejici celky.

Lucie Rosicka nepracuje projekt od projektu ve
stylu vulgarni postmoderny, ke které tak ¢asto
vede ponékud klaustrofobicky ¢esky umélecky
provoz. Sva témata rozviji organicky, vytvafri variace,
dosahuje dil¢ich posun(. Snazi se byt v souladu

se svou zivotni praxi, ndzory a emocionalnim
naladénim.

Jean Baudrillard pise s espritem francouzské
pompéznosti, Ze Zijeme v éfe svadéni. Ve své
samoziejmeé pravdu. Svadéni dava do souvislosti

s urCitymi aspekty podvodu. Svidce, svlidnice
inscenuje udalost, usporadava to, jak se jevi,
oddéluje viditelné od skrytého. Pracuje s dynamikou
hranice mezi licem a rubem, mezi defektem

a dokonalosti, mezi chlupy a perfektné hladkou
pokoZzkou. Zena, ktera pfitakava sexu a ktera miize
byt dokonce sama svidnici, podkopava zaklady
kultury, doplriuje sam stafesina Jean-Jacques
Rousseau.

Lenka Krélova v podcastu Cestmira Strakatého

vidi problémy trans-lidi v sexualizaci a pfiliSném
dlrazu na télesnost. Internetova pornografie je

v podlozi vztah mnoha nejen mladych a nejen
trans-lidi. Ovliviiuje vzajemné chovani, intimni chvile
i kanalizuje chti¢ a z€asti téZ touhu samu. Takzvana
konsenzualni pornografie je tak spiSe fikovym listem
pro zastupy jeho konzumentd. Odhalovani se v dobé
socialnich siti odehrava soubézné s ukryvanim se za
masky avatar( ¢i za pomysIné mtize ,safe space”.

Pojem ,male gaze® poprvé pouzil anglicky umélecky
kritik John Berger v sérii film{ pro BBC pod nazvem
Zpusoby vidéni. Koncept dale pouzil pozdéji ve

své knize, kterd analyzovala zachéazeni se zenami
jako objekty v reklamach a v evropském malifstvi.
Koncept se brzy stal popularni mezi feministkami,
kdy napfiklad filmova kriticka Laura Mulvey pouzila
koncept ke kritice tradi¢niho medialniho vyobrazeni
Zenské postavy v kinematografii a ukotvila tuto frazi
jako jeden ze zplisob, jimz muzi ustanovuji a chrani
své panstvi zde na Zemi. Samoziejmé mnohé

a mnozi velmi hlasité oponovali této zjednodusujici
teorii ,male gaze“. Pfedstava, Ze muz, ktery se na
krasnou (sic) zenu diva, ji promériuje v pouhou
hmotu, v ,maso” - byl pry naprosty nesmysl od
zacatku.

Svycarsky biolog a myslitel Adolf Portmann
artikuloval ve svém dile tezi, ze design povrchu
(zvitat/lidi) nelze jednoduse vysvétlit jeho adaptivni
hodnotou. Jeho u¢elem. Reprezenta¢ni hodnoty
jsou vlastni kazdému organismu. To podstatné

se odehrava na povrchu. Hannah Arendtova
Portmannovu kritiku myslenky, Zze ¢lovék nemusi
nutné vystopovat povrch Zivé bytosti zpét k né¢emu
jinému, hlubsimu, ale mize vychazet z hodnoty
povrchu, shledala mimotfadné plodnou. Zastévala
nazor, ze tuto kritiku lze vztdhnout nejen na
umeélecky konceptualismus.

A na zavér jesté trocha neblahého esencialismu.
Neni spravné fikat, Ze Zeny jsou z Marsu a Ze vztah
muzl k uklidu je preventivni - uklizeji, aby nemuseli
uklizet. Nebo ze Zeny Siji a vénuji se domacim
pracim za zvuku tiché domacnosti, zatimco muzi
Sifi pomoci airbrushe své nejapné myslenky a své

nasilnické geny. Neplati to tak, ani naopak. Ne zcela.

Pfesto zjednodusujeme, protoZe celkovy thrn vSeho
lidstva, vSech Zzen, muzl, déti budi tiser a pouha
pfedstava Sife celku zveda naSe pozorovatelské
stanovisté do vysek, z nichZ nelze nemit zavrat.
Roger Scruton by jisté dodal, Ze v pfedsudku je
vétsinou cosi moudrého, nenapadné dédictvi
praktické zkusenosti nasich predk, a ze obavat

se je nutné predevsim abstrakci. Nezodpovédnych,
nebo pfili§ dislednych map.

Marek Meduna
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Viktor F. J. Slegl
Kviti kvietismu vstavajici

Odhlédne-li se od formalnich a obsahovych
charakteristik, je pro tvorbu Viktora Slegla
urcujici do jisté miry solitérni misto na mapach
soucasného umeéni a sou¢asné povazliva
inklinace ke komunitnimu prosttedi, ve smyslu
étosu undergroundového rapu, vykonl ¢eského

undergroundu ¢i tfeba kruhl okolo Staré fise Josefa

Floriana. To ¢ini jeho tvorbu odliS§nou od vétsiny
vrstevnikd. Soucasné podobné komunity ¢asto

smérovaly k odstinéni hluku a banality svéta, s ¢imz
Gasto souvisela dil¢i ztrata sebereflexe a lehkonohé

flexibility. Autenticita a vaZznost podobnych postoju
¢asto hranicily s pychou a moralizovanim. Viktor
do své tvorby nasal nejen postoje, ale i pfislusné
estetické postupy. Véfim, ze Viktorova tvorba si
bude i nadale brat z jemu vlastnich uméleckych
rodokmend to dobré a vysttiha onéch neblahych
patologii, které jsou spjaty s podobnymi druhy
bratrstev, skupin a crews.

Marek Meduna

- ad vitam rostem

krkem - stonkem

stoname - o osten prosme:

»,Chci muku, kterd pfimo tne,

bol btitky, jenz se vydafil,

je nad souzeni dfimotné.” (Valéry)

Pfedpona sou a kofen mot mifi stejnym smérem.
Indoevropsky koten tek znaci plést, stavét, tesat.
Slovo text pochazi pravé z tohoto, plivodnim
vyznamem: tkanina. Osnova, Utek. Malba se
toho télesné i duchovné dotyka: platna. Platno
napnuté na latce. Zfeni obrazu: pfejiti feky (Lao-C,
Hérakleitos) pres lavku. Padu se nebojime, neb
voda jest symbol védomi a svaty Pavel di: ,,Strach
zabranuje dokonalého prociténi lasky.” Pad, pad,
ale vstavame...

Svét jako Védomi a Nic. (Ladislav Klima)

Svét je spi§ souvéti nezli slovo.

Svét je souhrnem faktl, nikoliv jednotlivin.
(Wittgenstein)

Svét je souhrn véeho, co existuje. (Ladislav Klima)
Svét je siti udalosti. (Carlo Rovelli)

Svét je ma vale. (Schopenhauer)

Svét je jen ludibristni hticka. (Ladislav Klima)
»Duch v estetickém vyznamu znamena ozivujici

udrzuje sama sebou a zvétsuje k tomu i sily.“ (Kant)
Plétinos by se radoval, kdyby ¢etl Kanta...

K ¢emu mundum je? Tremendum...

Mysterium tremendum je podle Rudolfa Otta jadrem
kazdé nabozenské zkuSenosti.

Osnova, utek... Ale dle Davida H¥iviidka je pro obraz
typicka zalezitost trojky. ,Pfec uméni je svata véc.”
(Bloy) Od osnovani uték k nadosnovani. Nit nas
poji... Jest jedna a konce ma dva. Jehla urcuje, ¢im
Sije. Jehla odkazuje do Jména Jehova... Ci
Jezu-Krista... (Cti: je uz Gista.)

Ale je tu ruka, ktera &ije. (Ci to &ini jen $ije ma:
Descartova SiSinka mozkova v Uskali solipsismu...

/ Ujmu mame za jistou, zajisténou,/ ale kdo ji
odjisti.../ MUj stin/ mé snéni, které méni chténi do
odevzdani/ diku-dani.)

A |ze ztratu viibec darovat?

V navratu,

ve vrutu.

Hloubka je nova inspirace. (Delaunay)

Duch Dech Spero Spiro

Uméni roste z toho, co ¢lovék zije. (Miloslav
Moucha)

»Sine me,” rado by feklo, nezli ndm vino do jazyka
vteklo. Indoevropsky kofen tek znaci plést, stavét,
tesat. Z matefského prsu sat. Augustin: ,Mateiské
mléko nepochazi od matky.“ Vteklo: vztek anebo
stesk. Marina Cvétajevova: ,Sila basnika, totiz
sila stesku.” Ale my nedozili dnd... K Zivotu teprve
rostem. Dn0 vikol nas. Svét. Den, day: anglické
slovo time ma indoevropsky kofen di nebo dai, coz
znamena délit. ,Nikoli pokoj, ale rozdéleni.”

Soumotani... Pfichazeji Zeny pro princip muzsky:
souzeni se svymi proprietami. JakozZ i led jest zde

diky tani.

Viktor F. J. Slegl

princip v mysli. To ale ¢im tento princip dusi oZivuje,
latka, kterou k tomu pouziva, je to, co uvadi dusevni
sily u¢elné do pohybu, tj. do takové hry, ktera se
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