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TOUHA A SEBE-TVORBA

Galerijni prostor, ktery je hned pfi svém
vstupu definovan bilou zaclonou, je
prakticky nemozné nevnimat jako scé-
nu.[1] A tak je to v poradku, na scéné

se néco inscenuje, formuluje se urcité
sdéleni. SSSSSS je vystavou, ktera
chce néco sdélit. Lisi se tim od nemalé
casti soucasné umélecké produkce.
Sdéleni, vypraveéni, totiz s sebou nese
nevyhnutelnou miru patosu a take jistée
riziko toho, ze samotny obsah sdéle-

ni bude shledan jako nesrozumitelny,

v hor$im pripadé jako nezazivny. Lepsi
je nic nerikat a pouze zaujmout postoj,
coz je ostatné pravé to, k cemu se gale-
rijni prostor hodi nejlip.

V prvni instanci nas vystava oslovuje
tim, jak pracuje s méritkem. ZvétSeni
je jedna ze zakladnich metamorfoz,
pevna soucast mytologii i obycejného
snéni. Samotné zvétSeni - fakt, ze je
néco hodné nebo prilis velké, nebo
dokonce obrovské - je pritom v zasad-
né neutralni fakt, ktery mGze nabyt
riznych symbolickych vyznam. V po-
hadkach je velikost ¢asto spojovana

s pychou a nékde v hloubce pfibéhu
velikosti obvykle ¢eka ukryta poucka

o tom, ze pycha predchazi pad nebo ze
zadny strom neroste do nebe.

Janu Brozovi pred lety poslouzil uplné
obycejny rozkladaci susak na pradlo
jako jednoducha instalacni rekvizita,

[1] Kniha, jejiz soucasti

je tento text, vznikla pfi
prilezitosti vystavy Jana
Broze v brnénské Galerii
MEM (SSSSSS, Brno: Fait
Gallery — MEM, 20/ 3/
az 6/ 5/ 2014). Instalace,
kterou zde budu popi-
sovat, jesté neexistuje

a v této knize nebude
zachycena obrazem. Né-
kolik nasledujicich fadka
tak predstavuje urcitou
projekci, vystavenou
konfrontaci s pfimou zku-
Senosti divaka, respektive
s obrazovou dokumentaci,
ktera vznikne béhem
instalace.

[1] The book of which this
text forms a part will ac-
company an exhibition of
the work of Jan Broz at the
MEM Gallery, Brno (SSSSSS,
Brno: Fait Gallery — MEM,
20 March to 16 May 2014).
The installation that I will
describe here does not

yet exist and will not be
illustrated in the book. The
following lines therefore
represent a kind of projec-
tion, a call to confrontation
with the direct experience
of the viewer or with the
visual documentation that
will be created during the
installation.

DESIRE AND SELF-CREATION

The gallery space, which is demarcated
at the entrance by a white curtain,

begs to be perceived as a stage.[1] And
there’s nothing wrong with this. A stage
is where something is staged, a certain
message formulated. SS§SSS is an exhibi-
tion that wishes to convey a message.

In this respect it differs from a lot of
contemporary art. Intrinsic to the mes-
sage, the narrative, is a degree of pathos,
and a risk that the actual contents of the
message will be unintelligible, or even
worse, boring. It’s better to keep shtum
and simply adopt a stance. After all, at
the end of the day that is what the gallery
space is best suited to.

We are first struck by how the exhibition
works with scale. The process of enlarge-
ment is one of the most basic metamor-
phoses, an established part of mythology
and everyday dreams. And yet enlarge-
ment as such, i.e. the fact of something
being prodigiously large, is essentially

a neutral detail that can acquire various
different symbolic meanings. In fairytales
size is often associated with pride and the
moral usually lurking in the depths of
the story is that pride comes before a fall,
or that no tree grows to the sky.

A few years ago Jan Broz took a complete-
ly ordinary clotheshorse and, instead

of his long johns and t-shirts, hung his
drawings on it. This simple juxtaposition



na kterou namisto spodniho pradla

a kosili poveésil svoje kresby. Tato pro-
sta juxtapozice dokazala vyvolat po-
zoruhodny sémanticky zkrat. Setkani
susaku a kreseb rozhodné nedosahuje
prvoplanove absurdity surrealniho
setkani destniku a Siciho stroje na
operacnim stole (André Breton). Spise
nez podivné je toto setkani potouchlé.
Kresby na susaku visi podobné ochable
jako kusy pradla a chté nechté se vtira
otazka, jestli to nakonec, navzdory
jejich nespornym femeslnym kvalitam,
opravdu nejsou jen obycCejné véci, stej-
né jako susak, na kterém visi.

V instalaci vystavy SSSSSS je situa-
ce jina. Naddimenzovanim se susak
posouva do pozice fantomatického

a zaroven neprehlédnutelného objektu.
Kdyz odhlédneme od jeho podivnosti,
uvédomime si, ze velmi presné odka-
zuje k tomu, co je skryto v jadru této
vystavy, a to je exces. Exces, ktery je
motivovany touhou. Nemam na mysli
touhu, ktera je ukotvena v libidu, nebo
alespon ne v néjak sexualné chapaném
libidu; tato touha hluboce souvisi s po-
trebami ega, s potfebou komunikace,
s potrebou naplnéni, s potrebou potvr-
zeni, toho, Ze se na Tebe svét podiva
zpatky a rekne: ANO.

Jak se stalo, Zze touhu, ktera by méla
byt spojena se smyslovosti, s pudovosti
a spontaneitou, investujeme do tvor-
by takového obrazu ja, ktery presné

set off a remarkable semantic short-
circuit. For sure, the encounter between
the clotheshorse and the drawings by

no means attains the immediate absurd-
ity of the surrealist chance meeting of
an umbrella and a sewing machine on

a dissecting table (André Breton). Rather
than being uncanny this encounter is
silly. The drawings hang as limply as
damp laundry and the nagging questions
arises as to whether they are not in point
of fact, despite their undeniable crafts-
manship, simply items as ordinary as the
clotheshorse from which they dangle.

The situation is somewhat different as
far as the installation of SSSSSS is con-
cerned. Its excessive proportions elevate
the clotheshorse to the status of a phan-
tasmal and yet highly visible object. If we
overlook its uncanniness we realise that
it makes very precise reference to that
which is concealed in the heart of this
exhibition, namely excess. An excess mo-
tivated by desire. I'm not referring here
to the desire anchored in the libido, or at
least not in the libido as interpreted sexu-
ally. The desire I have in mind is deeply
related to the needs of the ego, to the
need for communication and repletion,
to the need for confirmation of the fact
that the world outside will return your
gaze and say: YES.

How did it come about that we invest
desire, which is surely associated with
sensuality, instinct and spontaneity,
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odpovida tomu, co se po nas chce jako
po védomostnich pracovnicich a kul-
turnich producentech (nebo prinej-
mensim tomu, co si o téchto postavach
myslime, jak by podle nas mély vypa-
dat ...)? Jak se stalo, ze sv(j zivot zcela
dobrovolné zasvécujeme produkci,

a dokonce obsesivni produkci? Nikdy
nesmime selhat, nikdy nemdzeme sle-
vit z naroka, které si na sebe klademe
sami, kdyz na v§echny vyzvy nutkavé
odpovidame: ANO.

Redefinice art-deco,
Karlsruhe: Morgenstrasse.
V popfredi kresby Felicia 95
a Manymoons. (2010)

The Redefinition of Art-Deco,
Karlsruhe: Morgenstrasse.
Drawings in front: Felicia 95
and Manymoons. (2010)

in the creation of an image of the self
that corresponds precisely to that which
is demanded from us as knowledge work-
ers and cultural producers (or at least
corresponds to what we believe such
figures should look like ...)? How did it
come about that we devote our lives,
completely voluntarily, to production,
not to say obsessive production? We must
never fail, we cannot compromise on

the demands we make of ourselves, if to
every invitation we reply compulsively:
YES.

1
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Kdyz se slova stanou svety Saga (Jeden svét nestaci)
When The Words Saga (One World
Become Worlds Is Not Enough)
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SAGA

Vypravéni pribéhu je aktem zacleno-
vani, vytvareni sounalezitosti. Kouzlo
vypravéni nespociva pouze v tom,

ze spolu souvisi jednotliva slova

a kousky pribéhu, ale hlavné, Zze spolu
souvisi ti, ktefi mluvi, a ti, kdo po-
slouchaji - Zze vSichni patfi k jednomu
spoleCenstvi. Staré sagy vypraveély
pribéhy kral( a rytifd, ale i ,obycej-
nych hrdind”, jejichz ¢iny byly hodné
zaznamenani. Dobu, kdy sagy vzni-
kaly, charakterizovala nadvlada cyk-
lického ¢asu, v némz véci zlstavaji
principialné na svém misté, stale jsou
obnovovany pomoci rituall, pomoci
kolobéhu narozeni a umirani, vznikani
a zanikani véci, které vSak neni vni-
mano jako vyvoj odnékud nékam, ale
jako trvani.

Svét, ve kterém zijeme dnes, je jiny.
Snimky planety Zemé pofizené

z obézné drahy zavrsily éru industrial-
ni modernity, ktera do poloviny minu-
lého stoleti témér dokonale vytlacila
tradi¢ni zplisoby zZivota spojené s cyk-
lickym pojetim ¢asu. Obraz ,modré
planety” se stal v Sedesatych letech
mocnym symbolem v rukou kontra-
kulturnich hnuti, bijicich na poplach
pred devastacnimi disledky moder-
nizace. Dnes se zda, ze at uz byly sny
LSedesatnikd” jakékoli, byly témér
dokonale vymyceny, pripadné trans-
formovany do nevinnych popkultur-

SAGA

Telling a story is an act of incorporation,
the creation of a sense of belonging. The
allure of narration does not reside simply
in the fact that individual words and frag-
ments of a story are mutually connected,
but above all that those who speak and
those who listen are mutually connected,
that everyone belongs to one community.
Ancient sagas tell of kings and knights,
but also of the unsung heroes whose
deeds warrant immortalisation. The pe-
riod during which the sagas were created
was characterised by the supremacy of cy-
clical time, in which objects essentially re-
main in their place while being constantly
regenerated with the aid of rituals, the
cycle of birth and death and the origina-
tion and dissolution of things. However,
this is not perceived as progress from one
place to another, but as duration.

We live in a different world today. Pic-
tures of Planet Earth taken from outer
space consummated the era of industrial
modernity, which by halfway through
the last century had completely ousted
traditional ways of life linked with a cycli-
cal conception of time. During the 1960s
the image of the “blue planet” became

a powerful symbol in the hands of coun-
tercultural movements warning of the
devastating consequences of modernisa-
tion. These days it would appear that,
whatever we may think of the dreams

of the 60s generation, they were either

15
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nich narativl. Néco se ale pfece jen
zménilo. Pokrok se zastavil a s nim

i historie. Na prahu nového milénia

jsme se ocitli v bez¢asi. Zrejmé nej-
stru¢néjsi charakteristiku dnesniho
svéta nabizi prosté spojeni tfi Cislic:
24/7.

.Prostiredi 24/7 budi zdani spolecen-
ského svéta, ale v podstaté je to ne-
spolecensky model strojového vykonu
a pozastaveni Zivota, ktery dobre
skryva naklady spojené s udrzovanim
vlastni efektivity. Je tfreba jej odlisit
od toho, co Lukacs a jini na zacatku
dvacatého stoleti identifikovali jako
prazdny, homogenni ¢as modernity,
metricky nebo kalendarem vazany
¢as narodd, financi nebo pramyslu,

z néhoz byly vylouceny individualni
nadéje a plany. Zcela nové je to, ze
uz nikdo nepredstira, ze Cas je spo-
jen s néjakymi dlouhodobymi cili, byt
by to byly jen fantazie o ,pokroku”

a rozvoji. Rozzareny 24/7 svét beze
stin( je finalni kapitalisticky prelud
posthistorie a exorcismu jinakosti,
ktera je hnacim motorem historického
vyvoje."[2]

Podle Jonathana Craryho je jen né-
kolik mist, ktera nabizeji alternativu
k 24/7 svétu, predevsim ale spa-
nek a obnovované formy pospoli-
tosti, které nahrazuji inter-pasivni
aktivity uskuteCnované na digital-
nich rozhranich. Zatimco spanek

[2] Jonathan CRARY, 24/7,
New York: Verso, 2013, s. 9.

[2] Jonathan CRARY, 24/7,
New York: Verso, 2013, p. 9.

wiped out or transformed into the in-
nocent narratives of popular culture. But
something did change. Progress came

to a standstill and history along with it.
On the threshold of the new millennium
we found ourselves in a limbo. The most
concise description of today’s world is
probably contained in the simple fusion
of three numerals: 24/7.

“A 24/7 world has the semblance of a so-
cial world, but it is actually a non-social
model of machinic performance and
a suspension of living that does not dis-
close the human cost required to sustain
its effectiveness. It must be distinguished
from what Lukacs and others in the
early twentieth century identified as the
empty, homogenous time of modernity,
the metric or calendar time of nations, of
finance or industry, from which individu-
al hopes or projects were excluded. What
is new is the sweeping abandonment of
the pretence that time is coupled to any
long-term undertakings, even to fantasies
of “progress” or development. An illumi-
nated 24/7 world without shadows is the
final capitalist mirage of post-history, of
an exorcism of the otherness that is the
motor of historical change.”[2]

According to Jonathan Crary, of the few
remaining places that offer an alternative
to a 24/7 world, sleep and renewed forms
of solidarity that replace the inter-passive
activity carried out on digital interfaces
are the most important. While sleep

17
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predstavuje dosud nezpracovanou
.antropologickou konstantu”, kterou
je sice mozné redukovat nejriiznéjsimi
stimulanty, ale pouze do urcité miry,
snahy o obnovovani smysluplnych
forem pospolitosti dnes nemohou byt
ni¢im jinym nez vysledkem aktivniho
uplatnovani konkrétniho politického
presvédceni. Komunikace a spolecen-
stvi jsou dvé vzajemné neoddélitelné
velic¢iny; jedna implikuje druhou. Pres-
toZe jen téZko muze vystoupit z ram-
ce a logiky 24/7 svéta, predstavuje
tvorba uméleckého dila nepochybné
vyzvu k vytvoreni alespon do¢asného
spolecenstvi.

represents a hitherto raw “anthropologi-
cal constant”, the need for which can be
reduced (but only to a certain extent) by
stimulants, attempts to revive meaning-
ful forms of solidarity can these days be
nothing other than the result of an active
application of a specific political persua-
sion. Communication and community
are mutually inseparable; the one neces-
sarily implies the other. Though it is only
with great difficulty that it can withdraw
from the framework and logic of the 24/7
world, the creation of an artwork unques-
tionably represents an invitation to create
at least a temporary community.

S\
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SMYSLOVOST

.Bruna se zmocnovala posmutnéla
uvolnénost. Hlavni cil jeho zivota byl
sexualni: ted védél, Zze na tom uz se
neda nic zménit. V tom byl Bruno
predstavitelem své doby. Béhem jeho
dospivani doslo k urcitému zmirnéni
divoké hospodarskeé soutézivosti, kte-
rou se francouzska spolecnost vyzna-
covala uz dvé sté let. Ve spolecenském
védomi se stale vice obecné prijimalo,
ze ekonomické podminky maji nor-
malné smérovat k urcité rovnosti. [...]
Mezi prislusniky stredni tridy, k niz se
postupné pridavali délnici a inzenyfi -
nebo presnéji mezi potomky prislus-
nik( této stredni tfidy - se neCekané
otevrelo nové pole narcistické souté-
Zivosti. V Cervenci 1972 béhem jazy-
kového pobytu v Traunsteinu, malém
bavorském meésté pobliz rakouskych
hranic, dokazal Patrick Castelli, mlady
Francouz z jeho skupiny, oSoustat tri-
cet sedm holek za tfi tydny. Za stejnou
dobu bylo Brunovo skore nula. [...]
Pozdéji vedla ekonomicka globaliza-
ce k daleko tvrdSimu soupereni, které
smetlo sny o integraci celé popula-

ce do obecné rozsirené stredni tridy

s pravidelné rostouci kupni silou; stale
rozsahlejsi spoleCenskeé vrstvy zacaly

upadat do nejistoty a nezaméstnanosti.

Urputnost sexualniho soupereni tim
ov§em neutrpéla, pravé naopak.”3]

Prace a zabava. Vzdycky nam frikali,

[3] Michel
HOUELLEBECQ,
Elementarni ¢astice,
Praha: Garamond,
2013, s. 64.

[3] Michel
HOUELLEBECQ,

The Elementary Particles,
Knopf & Borzoi Books,
2001, p 67.

SENSUALITY

“Bruno felt himself succumb to a sad
decline. His only goal in life had been
sexual, and he realised it was too late
to change that now. In this, Bruno was
characteristic of his generation. While
he was a teenager, the fierce economic
competition French society had known
for two hundred years abated. The
prevailing opinion was that economic
conditions tended toward a certain
equality. [..] Unexpectedly, this great
middle class of labourers and office
workers - or, rather, their sons and
daughters - were to discover a new
sport in which to compete. At a lan-
guage course which Bruno attended

in 1972 in Traunstein, a small Bavar-
ian village near the Austrian border,
Patrick Castelli, a young French boy
in his class, succeeded in fucking
thirty-seven girls in the space of three
weeks. Over the same period, Bruno
managed to score zero. [...] Later, the
rise of the global economic would
much fiercer competition, which swept
away all the dreams of integrating the
population into a vast middle class
with ever-rising incomes. Whole social
classes fell through the net and joined
the ranks of the unemployed. But the
savage sexual competition did not
abate as a result - quite the reverse.”[3]

Work and leisure. They always told
us they were antonyms. First work,

25
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Ze jsou to antonyma. Napred to prv-
ni, az pak to druhé. Kdy se vlastné
rozdily mezi nimi zacaly stirat? Urcité
si vzpominate na serial o ponékud
neurotické pravnicce Ally McBealo-
vé. Pravnicka kancelar, podobné jako
napf. redakce novin nebo open space
maklérské firmy, mohla nepochybné
uz na konci devadesatych let (se-

rial byl premiérové vysilan v letech
1997 — 2002) predstavovat dokonaly
obraz svéta imaterialni, kognitivni
prace. Vzpominam si, Zze mi vzdycky
pripadalo zvlastni, Ze predstavitelé
tak vysoce kvalifikované profese dil

za dilem travili daleko vétSi mnozstvi
¢asu resenim svych osobnich problé-
mU nez praci. Dnes mi to dava daleko
vétsi smysl. O néjaké konkrétni para-
grafy a pravni klicky totiz nikdy neslo
a nejde. To za vas vyresi koncipienti.
Dulezity je samotny vykon pred po-
rotou, jak nam to dokonale ilustroval
Tom Cruise ve filmu Par spravnych
chlapu (1992). Postavy serialu, kolego-
vé a kolegyné pravnicky Ally tak resili
ty skuteCné podstatné véci, které mély
bezprostredni dopad na jejich schop-
nost autentického a plnohodnotného
prezentovani sebe sama jako subjektu.
KdyzZ se vSe podarilo, sjizdéli kolegove
ze své kancelare o mnoho pater niz, do
hudebniho baru. Stejné jako se jejich
prace prilis nepodobala praci, jak si ji
bézné predstavujeme, tak ani jejich
zabava nebyla jen travenim zbytko-
vého Casu. ProtozZe oni pracovali dal -

and only then leisure. When did the dif-
ference between the two actually start
to disappear? I'm sure you remember
the serial about the slightly neurotic
lawyer Ally McBeal. At the end of the
90s (the serial first ran from 1997 to
2002) a law firm, or for that matter

a newspaper newsroom or the open-
plan offices of a brokerage, represented
the perfect image of the world of im-
material cognitive work. At the time

I found it strange that episode after
episode these highly qualified profes-
sionals spent far more time resolving
their personal problems than working.
Now it makes sense. The programme
had nothing to do with arcane legal
minutiae. Your interns will take care

of all of that. What was important

was your performance before the jury,
as Tom Cruise illustrated perfectly in

A Few Good Men (1992). Instead, the se-
rial’s characters, Ally’s colleagues, dealt
with the genuinely crucial stuff that
had an immediate impact on their abil-
ity to present themselves authentically
and convincingly as subjects. When
everything went well, everyone took off
for the music bar a few floors down. Just
as their work was not very reminiscent
of work as we tend to imagine it, so
their leisure was not simply about filling
up spare time. Because they carried on
working - the boundary between their
personal and working lives was reduced
to virtually zero. And don’t forget, this
was before the age of the smartphone ...

27
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hranice mezi osobnim a pracovnim
zivotem se limitné pfriblizila nule. A to
jesté nebyly smartphony ...

.Pristroje sledujici nase aktivity nam
fikaji, co vlastné délame. Diky datim,
ktera nam poskytuji, jsme méné ner-
vozni, na druhou stranu jsme ale pod
stale vétSim tlakem, abychom odvedli
lepsi praci. Data by nam méla umoznit
ale nechceme nezbytné zit déle, jen na
100 %."[4]

Co dnes vlastné predstavuje nebo
muze predstavovat umélecka prace?
V obdobi industrialni modernity se
jasné otevrela propast mezi obycejnou
namezdni praci (manualni prace, ktera
vyzadovala jisté fyzické usili a jisté
dovednosti) a uméleckou praci. Ta se
od zacatku minulého stoleti zacala
stale vice podobat praci védce nebo
filosofa; s priklonem k avantgardnim
taktikam de-skilling a apropriace se
ov§em nakonec vzdalila i od takového
pojeti prace (i védecka prace vyzaduje
jisté, odbornou komunitou dobre ové-
ritelné védomosti a kompetence), aby
se ustalila jako urcita obecna kulturni
kritika. Na konci Sedesatych let indus-
trialni modernita dosahla limitt rlstu
a v krizovych sedmdesatych letech
pak nastartovaly zmény, které vyustily
v to, co mUzeme oznacit jako pozdni
kapitalismus, typicky dirazem na tzv.
védomostni ekonomiku, imaterialni

[4] ,The K-HOLE Brand
Anxiety Matrix", K-HOLE

#3,2013, s. 6,

[4] “The K-HOLE Brand
Anxiety Matrix”, K-HOLE

#3,2013, p 6,

“Activity tracking devices tell us what
we're “actually” doing. The data they
provide exists to make us less nerv-
ous, yet we feel increasingly pressured
to do a better job. Data should allow
us to lead longer, healthier, happier
lives. But we don’t necessarily want to
live longer any more, just at 100 %.”[4]

What does artistic work actually repre-
sent these days? What might it repre-
sent? In the era of industrial modernity
a chasm opened up between ordinary
wage labour (performing manual work
that demanded a certain physical
strength and skill) and artistic work.
At the start of the 20th century artistic
work began more and more to resemble
the work of a scientist or philosopher.
Yet with the movement toward avant-
garde tactics of de-skilling and appro-
priation it drifted away from even that
concept of work (scientific work too
demands a certain specialist commu-
nity of well authenticated knowledge
and competence), finally coming to
rest as a kind of general cultural cri-
tique. At the end of the 1960s industrial
modernity attained the limits of growth
and during the economic crises of the
70s changes were set in motion that
culminated in what we could call late
capitalism, typified by an emphasis on
the knowledge economy, immaterial
labour, etc. The way that members of
today’s “creative class” work is highly
reminiscent of the shared idea of how
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praci atd. Zplsob, jakym pracuji pred-
stavitelé dnesni ,kreativni tridy”, se
velmi podoba sdilené predstavé o tom,
jak asi pracuji konceptualni umeélci.

U jednéch i druhych nachazime stejny
soubor atribut(: diiraz na informaci

a komunikaci, dematerializaci a odklon
od artefaktu, redukovani prace na bys-
try myslenkovy akt ...

Pozdni kapitalismus pfrijal za svou
avantgardni pfedstavu, ze kazdy muze
byt umélcem. Doslo jen k lehké Upra-
vé: kazdy dnes mize (ba musi) byt
kreativni. Kreativitu pfitom nesmime
hledat jen na strané produkce - u prav-
nikad, grafickych designérd, scéna-
ristl, novinart nebo copywrightera,
ktefi travi dny v luxusnich kancelarich
v méstskych centrech, v open spacech
vybudovanych v budovach opusténych
pramyslovou vyrobou, pfipadné v by-
tech a kavarnach, za svymi pocitaci.

Kreativita je dnes vyzadovana prede-
vSim v oblasti tvorby vlastni individua-
lity. Stale vétsi mnozstvi nasich aktivit,
nasich rozhodnuti, nasich tuzeb a snd
se bezprostredné transformuje do po-
doby dat a metadat smérujicich rovnou
do datového nebe (cloud). (51 Z tohoto
nebe pak sestupuji obrazy, véci, kterym
bychom se chtéli podobat: ... co bylo
kdysi konzumerismem, expandovalo do
24/7 uplatnovani technik personaliza-
ce, individualizace, vyuzivani rozhrani
¢lovék-stroj a povinné komunikace.

[5] METAHAVEN,
.Captives of the Cloud.
Part I, e-flux journal #37,
2012, ¢.9.

METAHAVEN, ,Captives
of the Cloud. Part Il”, e-flux
journal #38, 2012, ¢. 10.

METAHAVEN, ,Captives
of the Cloud, Part Il. All
Tomorrow's Clouds”, e-flux
journal #50, 2013, ¢. 12.

[S] METAHAVEN,
“Caprives of the Cloud. Part I,
e-flux journal #37, 2012, no. 9.

METAHAVEN, “Captives of
the Cloud. Part IT', e-flux journal
#38, 2012, no. 10.

METAHAVEN, “Caprives of
the Cloud, Part I11. All Tomor-
row’s Clouds’, e-flux journal

#50, 2013, no. 12.

conceptual artists might work. In both
cases we find the same set of attributes:
an emphasis on information and com-
munication, dematerialisation, a move
away from the artefact, the scaling
down of work to an astute mental act ...

Late capitalism has fully embraced the
avant-garde idea that everyone can be
an artist, though with a minor twist:
these days everyone can (nay must) be
creative. And yet we must not fall into
the trap of looking for creativity only
on the side of production, in the work
of lawyers, graphic designers, script-
writers, journalists or copywriters, who
spend their days sitting behind their
computers in luxurious offices in metro-
politan centres, in the open-plan offices
created from abandoned industrial
buildings, or in apartments and coffee
bars.

These days creativity is primarily
required during the production of

one’s own individuality. More and more
of our activities, our decisions, our de-
sires and dreams, are being transformed
into the form of data and metadata

and ascending into metaheaven (the
cloud). [5] Subsequently, the images and
objects that we would like to resemble
descend from this heaven: “.. what was
once consumerism has expanded to

a ceaseless 24/7 activity of techniques of
personalisation, of individualisation, of
machinistic interface, and of mandatory
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Sebeutvareni je prace, ktera lezi na
bedrech nas vSech, a my se svédomité
drzime nafizeni, abychom sami sebe
neustale znovu vynalézali a starali se

o své spletité identity. Jak uz naznadil
Zygmunt Bauman, nesmi nam pritom
dojit, Ze moznost odmitnout tuto neko-
necnou praci vlastné neexistuje.”(6]

[6] Jonathan CRARY, 24/7,
New York: Verso, 2013, s. 72.

Parallel Practice - Gala (2014)
Parallel Practice - Gala (2014)

[6] Jonathan CRARY, 24/7,
New York: Verso, 2013, p. 72.

communication. As Zygmunt Bauman
has so well described, individualisation
is the work we are all given, and we
dutifully comply with the prescription
to refashion ourselves and our intricate
identities continually, and may only
dimly grasp that to decline this work is
not an option.”[6]
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PROUD

Predstavme si 24/7 kapitalismus jako
proud, ktery strhava, unasi a bere

s sebou vSechno. Neni uz zadny
autonomni prostor, neni Zadny vnéj-
Sek. Kdyz feknu proud, napada mé
proud vody, néjaka kapalina, ale tahle
predstava je do urcité miry zavadéjici.
Kapalina muze byt snadno usmér-
néna - proud je v néjakém recisti,
kde muzeme kontrolovat jeho smér

i intenzitu (alespon ve vétsiné situa-
ci). Pro situaci, v které se nachazime
dnes, je daleko lepSi o proudu uvazo-
vat jako o proudéni vzduchu. Spodni
cast zemské atmosféry je neustale

v pohybu. Rozdily mezi zénami vyso-
kého a nizkého tlaku zpusobuji konti-
nualni proudéni, které se vsak, na-
vzdory tomu, Ze je principialné dobre
srozumitelné, stale vymyka moznosti
dokonalé predikce.

Trhy se chovaji stejné jako poca-

si. Jedno i druhé je nevyzpytatelné.
Jedno i druhé je globalni fenomén.
Suché léto v Australii nebo nizké
teploty a dlouhodoby dést v Brazilii
okamzité ovlivni ceny pSenice a kavy
na svétovych trzich. Predpovédi po-
Casi, stejné jako predpovédi vyvoje
trhi dnes vyuzivaji tu nejvykonné;jsi
vypocetni techniku. A i kdyz je doko-
nala predpovéd zatim stale za hranici
mozného, existuje nezpochybnitelna
korelace mezi mnoZstvim vypocetniho

STREAM

Let us imagine 24/7 capitalism as a cur-
rent that erodes, gathers, and carries
everything with it. There is no longer
any autonomous space, no exterior.

By current, I have in mind a stream of
water, some kind of liquid, though this
image is somewhat misleading. A liquid
can be easily directed, and a current
flows through some kind of channel
where we can control its direction and
intensity (at least in most situations).
As regards the situation in which we
find ourselves today, it is more ap-
posite to imagine a current of air. The
lower part of the earth’s atmosphere is
in constant movement. The difference
between zones of high and low pressure
cause continuous currents that, though
fully comprehensible in principle, do
not lend themselves to perfect predic-
tions.

Markets behave in the same way as the
weather. Both are unpredictable. Both
are a global phenomenon. An arid sum-
mer in Australia or low temperatures
and endless rain in Brazil immediately
affects the price of wheat and coffee

on world markets. These days weather
forecasts, like market forecasts, use the
most powerful computer technology.
And even though a perfect forecast is
still beyond the boundaries of the possi-
ble, there exists an indisputable correla-
tion between the quantity of computer
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vykonu v jedné i druhé oblasti a zisky
globalnich korporaci.

Zkuste si predstavit zemskou atmo-
sféru jako sféru dat, ktera jsou v neu-
stalém pohybu. Tato atmosféra houst-
ne a tézkne, stejné jako nase skutecna
atmosféra podle mnohych tézkne
sklenikovymi plyny. Jak atmosféra,
tak cloud predstavuji absolutni celek
(totalitu), z néhoz neni mozné vystou-
pit. Neexistuje zadny vnéjsek.

S

Tok (skica)
Flow (sketch)

power in both spheres and the profits of
global corporations.

Try and imagine the earth’s atmosphere
as a sphere of data that is in constant
movement. This atmosphere grows
dense and heavy, just like the real
atmosphere does through the effect of
greenhouse gases. Both the atmosphere
and the cloud represent an absolute
whole (totality) that it is impossible to
vacate. There is no exterior.
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SOLIDARITA

Dialektika kritického rozumu (1960)
Jean-Paula Sartra predstavuje podle
Jonathana Craryho nad¢asovou uvahu
o systematizaci strategii oddélovani,
které brani tomu, aby lidé vnimali ob-
jektivni realitu kazdodenniho Zivota.
Na zakladé reflexe konzumni spolec-
nosti padesatych let predjima Sartre
soucasny stav, ktery je vysledkem vice
nez Ctvrtstoleti ,neoliberalni kontra-
revoluce”, tj. stav, kdy se ,moznosti
ne-monadického nebo komunalniho
Zivota stavaji prakticky nemyslitel-
nymi“.;71 Jsme oddéleni od druhych,
od vlastnich zivot(. Jsme bezmocni.
Sartre tuto bezmoc oznacuje pojmem
.serialita”, s nimz spojuje popis ,kon-
tinualni produkce osamélosti jako
fundamentalni oporu kapitalismu.
Serialita je rozptyleni kolektivu do
souboru oddélnych individui, které

se k sobé vztahuji pouze na zakladé
vyprazdnénych nebo narcistickych
identit.”(s]

Financni krize roku 2008 odhalila
principialni rozpory v neoliberalnim
modelu pozdniho kapitalismu, které
se daji shrnout do konstatovani radi-
kalniho odlouceni finan¢niho sektoru
od té casti ekonomiky, ktera néco sku-
tecné produkuje. Zatimco trhy se po
nékolika mésicich probraly z kocoviny
do krasného nového svéta zaplavova-
ného privaly vladami tisténych penéz,

[7] CRARY, 24/7, s. 114. [7] CRARY, 24/7, p 114.

[8] Ibidem, s. 116. [8] Ibid, p 116.

SOLIDARITY

According to Jonathan Crary, Jean-Paul
Sartre’s Dialectic of Critical Reason (1960)
represents a timeless reflection upon the
systematisation of strategies of separa-
tion that prevent people from perceiv-
ing the objective reality of everyday life.
Based on his examination of 1950s con-
sumer society, Sartre foresees the current
situation, which is the result of more
than a quarter of a century of “neoliberal
counterrevolution”, i.e. a state in which
the “possibilities of a non-monadic or
communal life have become practically
inconceivable”.[7] We are separated from
others, from our own lives. We are pow-
erless. Sartre terms this powerlessness
“seriality”, which he describes as “the
continual production of solitariness as

a fundamental support for capitalism.
Seriality is the dispersal of the collective
in a set of separate individuals, who relate
to each other only on the basis of empty
or narcissistic identities.”’[3]

The financial crisis of 2008 exposed the
logical contradictions in the neoliberal
model of late capitalism, which can be
summarised as the radical separation
of the financial sector from that part
of the economy that actually produces
something. Within a few months the
markets recovered from their hangover
to find a brave new world flooded with
money printed by governments, while
in the real world the chasm between
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ve skuteCném svété se den za dnem
dale zvétSuje propast mezi jednicka-
mi (,mladi profesionalové”) a nulami
(prekariat vseho druhu). Je pozoru-
hodné, ze zatimco na trzich mizeme
v poslednich letech sledovat diky
ohromnému mnozstvi tisténych penéz
bezprecedentni rlst, v ,realné ekono-
mice” jsme daleko ¢astéji konfronto-
vani s dusledky Setrnosti, kterou svym
zemim ve vétsi ¢i mensi mife naordi-
novali ministfi financi v radoby vazné
minéné snaze o redukovani statnich
dluht. Zatimco na makroekonomic-
ké urovni se toto ,Setfeni” projevuje
pfinejlepsim jako zpomalovani tempa
zadluzovani, na urovni spolecenské
reality jsme svédky toho, jak se i ty
nejmensi Skrty naprosto neomylné
projevi jako katalyzatory socialnich
problému, které paradoxné nijak neo-
slabuji individualisticky diskurs 24/7
kapitalismu. Tato iracionalni Setrnost,
spojena mimo jiné se silicim tlakem
na privatizaci poslednich zbytkd
drive koherentni struktury ,social-
niho statu” a selektivné dopadajici

na nejslabsi ¢lanky sytému, vyvolava
stale silnéjsi viny zajmu o nové formy
pospolitosti a motivuje hledani alter-
nativ k systému, ktery sam sebe stavi
tak, jako by k nému zadna alternativa
neexistovala.

J

.

S

Skrty (navrhy pro neon)
Austerity (neon proposals)

the haves (“young professionals”) and
have-nots (the precariat of all kinds) is
getting wider every day. It is remarkable
that, at the same time as we have been
witness to unprecedented growth on

the markets thanks to huge amounts of
printed money, in the “real economy” we
are far more often confronted with the
consequences of the austerity policies
that finance ministers visited upon their
countries to a greater or lesser extent in
a supposedly serious attempt to reduce
state debts. While on the macroeconomic
level these “savings” were at best mani-
fest as a slowdown in the rate of debt, on
the level of social reality we are seeing
how even the smallest cuts unfailingly
act as catalysts of social problems that,
paradoxically, in no way weaken the
individualistic discourse of 24/7 capital-
ism. This irrational austerity, linked inter
alia with greater and greater insistence
on the privatisation of the remains of
the previously coherent structure of the
“social state” and selectively impacting
the weakest members of the system, are
arousing stronger and stronger waves of
interest in new forms of solidarity and
are motivating individuals to search for
alternatives to a system that is ingen-
iously constructed in such a way as to
create the illusion that no such alterna-
tives exist.
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SYNERGIE

Cesta k obnoveni kolektivity, k preko-
nani systému, v némz jsou spolec¢nosti
jen souborem vzajemné oddélenych,
serialné serazenych individualit, vedla
podle Sartra pres zkusenost pohledu.
Nezvykly, ozvlastnujici zplsob vidéni
mél byt spoustécim mechanismem,
ktery vede k rozpoznani pravé povahy
oddélného byti a mél motivovat hleda-
ni novych forem pospolitosti v ramci
~energii nabitych skupin”.

Musime si ale pfiznat, Ze kdyz se dnes
divame na svét, délame to obvyk-

le z trochu jiného divodu. Hledame
tam obrazy, s nimiz bychom se mohli
identifikovat. Divame se na svét jako
na zrcadlo. Vnéjsek a vnitrek si vymeé-
nily misto. To venku je plnost, uvnitf je
prazdnota a tu prazdnotu je potreba
neustale vypliovat.

V kapitalistickém zpusobu produkce,
ktery dominoval epose industrial-

ni modernity, byly vysledkem prace
produkty, jez lidé nevnimali jako néco
vlastniho, ale zcela oddéleného - véci.
Kriticka teorie tento proces oznacila
jako zvécnéni. Pozdni kapitalismus
pred nas klade uplné opacny problém,
a to od-vécnéni: ,Produkt ziskal pl-
nost byti s tim, jak byl sdm pracovnik
transformovan na produkt. To produkt
je nyni lidsky, zivy, biologicky, sexualni
a emocionalni. Délnik je objektem své

SYNERGY

According to Sartre the route to the res-
toration of collectivity, overturning a sys-
tem in which societies are simply a set of
mutually separated, serially ordered indi-
vidualities, led via experience of the gaze.
An unusual, special method of seeing is
supposed to be the trigger mechanism
that leads to the recognition of the true
character of separated being and should
motivate individuals to find new forms
of solidarity within the framework of the
“energy of fused groups”.

However, we have to admit that when

we look at the world these days, we usu-
ally do so for a slightly different reason.
We are looking for images with which

we could identify. We look at the world
as though at a mirror. The exterior and
interior have changed places. The outside
is fullness, inside is emptiness, and this
emptiness needs constant replenishment.

In the capitalist mode of production that
dominated the epoch of industrial mo-
dernity, the result of work were products
that people did not perceive as something
of their own but completely separate -
things. Critical theory terms this process
reification. Late capitalism places the
opposite problem before us, and that is
de-reification: “The product has come

to full life just as the worker has been
transformed into the product itself. The
latter is now human, alive, biological,
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vlastni subjektivacni prace, ktera ne-
smeéruje k nicemu jinému, nez k vlast-
nimu Ja, které samo neni ni¢im jinym
nez produktem.”[9]

To, co dnes mezi nami vytvari ta nej-
pevnéjsi pouta, je tihnuti ke stejnym
vécem, ke stejnym obrazim, ve kterych
nachazime inspiraci pro nikdy nekondi-
ci praci na produktu vlastniho Ja. Tyto
obrazy nejsou pouze reprezentacemi
reality, jsou to skutecné fragmenty
realného svéta.[io]

Vracime se tak na zavér k otazce
touhy. Touhy po vécech. Touhy stat se
véci a splynout tak s ostatnimi vécmi:
.Mimetické a vasnivé zaujeti se stalo
kazdodennim pozadavkem a pravé skr-
ze né je produkovana konformita.”[11]

LParticipovat na obrazu jako véci
znamena participovat na jeho poten-
cialni u¢innosti - ucinnosti, ktera neni
nezbytné prospésna, protoze miize
byt vyuzita kazdym predstavitelnym
zplsobem. Obrazy jsou zivotné, a né-
kdy dokonce viralni. A nikdy nebudou
dokonalé a nadherné, protoze jsou taky
potlucené a poskozené, stejné jako
vSechno ostatni v déjinach. Historie,
jak to fikal Walter Benjamin, je hroma-
da trosek. Jenom uz se na ni nedivame
z pohledu Benjaminova Sokovaného
andéla. Nejsme tim andélem. Jsme
témi troskami. Jsme tahle hromada
smeti.”[12]

[9] Dietrich
DIEDERICHSEN, ,Anima-
tion de-reification and the
new charm of the inani-
mate”, e-flux journal #36,
2012,¢.7,s.7.

[10] Hito STEYERL,
LA Thing Like You and Me”,
e-flux journal #14, 2010, s. 4.

[11] Anselm FRANKE,
.Much Trouble in the
Transportation of Souls,
or: The Sudden Disor-
ganization of Boundaries”,
in: Animism, New York /
Berlin: Sternberg Press.
2010, s. 50.

[12] STEYERL, ,A Thing
Like You and Me*, s. 5.

[9] Dietrich

DIEDERICHSEN, “Anima-

tion de-reification and the
new charm of the inanimate”,
e-flux journal #36, 2012,
no.7,p7.

[10] Hito STEYERL,
“A Thing Like You and Me”,
e-flux journal #14, 2010, p 4.

[11] Anselm FRANKE,
“Much Trouble in the
Transportation of Souls, or:
The Sudden Disorganization
of Boundaries”, in: Animism,
New York - Berlin: Stern-
berg Press, 2010, p 50.

[12] STEYERL, “A Thing
Like You and Me”, p 5.

sexual, and emotional. The worker is the
object of her own subjective labor, which
is nothing but her self, which is nothing
but a product.”[9]

These days that which creates the strong-
est bonds between us is gravitation
toward the same things, the same im-
ages, in which we fine inspiration for the
never-ending work on the product of our
own self. These images are not only rep-
resentations of reality; they are genuine
fragments of the real world.[10]

In conclusion we return to the ques-

tion of desire. Desire for things. Desire

to become a thing and thus to fuse with
other things: “Mimetic and passionate
engagement has become a quotidian re-
quest, through which conformity is being
produced.”[11]

“To participate in the image as thing
means to participate in its potential
agency — an agency that is not necessar-
ily beneficial, as it can be used for every
imaginable purpose. It is vigorous and
sometimes even viral. And it will never
be full and glorious, as images are bruised
and damaged, just as everything else
within history. History, as Benjamin told
us, is a pile of rubble. Only we are not
staring at it any longer from the point of
view of Benjamin’s shell-shocked angel.
We are not the angel. We are the rubble.
We are this pile of scrap.”[12]
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budoucnost I, 2013). Od roku
2005 publikuje vytvarnou kritiku
v oborovych ¢asopisech

(A2, Artalk.cz, Art & Antiques,
Ateliér, Flash Art); je autorem
publikaci Uméni spolupréace (2011)
a Minula budoucnost (2013).

Od roku 2011 plsobi na Fakulté
vytvarnych uméni VUT v Brné.

Jan Broz (1988) is a visual

artist. He graduated from Academy
of Fine Arts in Prague and also
studied at Cooper Union in New
York. He held solo exhibitions

at Centre for Contemporary Art
Futura in Prague (Uninvited Guest,
2012) or at HIT Gallery in Bratislava
(The Halo, 201). In 2013 co-founded
with Michal Landa the graphic
studio Parallel Practice.

Jan Zalesak (1979) is an art critic

and a curator. Between 2008 and
2010 he was a curator of the Galerie
Mladych (Youth Gallery) in Brno; he
curated several collective exhibitions
as a freelance curator (Re-romantic,
2009; Hot Line, 2010; Moving Image,
2010; Remembering the Future I1, 2013).
Since 2005 he publishes regurarly in
Czech art journals and magazines; he
is the author of monographies Umént
spoluprdce (The Art of Collaboration,
2011) and Past Future (2013). Since 2011
he is an professor at the Faculty of
Fine Arts (University of Technology)
in Brno.
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Jako svoji prvni publikaci a soucast

stejnojmenné autorské vystavy vydala

Fait Gallery.

Autofi chtéji podékovat za vyjimecnou

vstficnost Igoru Faitovi a Denise
Kujelové za produkéni zajisténi.

Do anglic¢tiny prelozil Phil Jones.

Graficky upravilo studio Parallel
Practice ve spolupraci s Miitanta.

Kniha obsahuje pouze autorsky
obrazovy material a text (vyjma
uvedenych citaci). Véechna prava
vyhrazena.

V knize jsou pouzita pisma
z rodin Atlas Grotesk a Portrait

od Commercialtype.com

Vytiskla tiskarna Helbich v nakladu
300 kusd.

2014 Brno
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ISBN 978-80-260-5844-1

This book is published as the first
of the edition and as a part of same
titled exhibition at Fait Gallery.
The authors thank Mr Igor Fait

for an extraordinary responsiveness
and Mrs Denisa Kujelova

for the production management.

Translated to English by Phil Jones.

Graphic design by Parallel Practice
in collaboration with Miitanta.

This book includes original visual
and textual footage only (except
a noted quotations). All rights
reserved.

Fonts in use are of Atlas Grotesk
and Portrait famillies by
Commercialtype.com

Printed by Helbich in a print-run
300 copies.

2014 Brno

Obalka:
Parallel Practice — Uzel
(100 Obalek)

Cover:
Parallel Practice — The Knot
(100 Covers)
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