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Just another
art theory

Let's start by taking a close look at the
picture on the right. Maybe you already
know the name of the artist (Is he famous?),
maybe the title of the picture offers some
clue on how to create the meaning of what
you see. If not, you probably just gaze at
the picture and helplessly sink into the
unknown. (What the hell?, you may ask.)

Usually, textbooks are here to help. They
offer a calming and reassuring context

of historical truth. This happened in that
year; it was caused by these events and
belongs to that art movement. These
simple explanations consisting of a few
dates and more or less vague terms (Is it
postmodernist? Feminist?) allows us to
move further. Our helplessness is disarmed,
we feel strong again to face the menstrual
blood slowly leaking from white panties.
Now maybe even with the mild smile of
knowledge on our face.

Knowledge beats the fear.

Yet, providing you - the students of

art - with instant knowledge, robs you of
the excitement of your own search, your
autonomy.

The goal of this book is therefore different.
It will introduce you to the theoretical tools
that can help you to create your own way
of understanding art. For now, you can just
open your internet browser and find out
more context about Jifi Cernicky. But if you
do not care about him, just read further. In
either way: Aren't you curious what it will
bring?

Dalsia kniha
o tedrii umenia

SkUsme na zaciatku preskumat fotografiu
vpravo. Mozno poznate meno autora (Je
zndmy?), mozno jej ndzov obsahuje akysi
navod, podla ktorého dokazete dat zmysel
tomu, o vidite. Ak nie, pravdepodobne
budete iba znepokojene hladiet na obrazok
a tak trochu bezmocne pokréite ramenami:
Co tym asi tak chcel autor povedat?

Za beznych okolnosti suU tu teoretické
priruc¢ky na to, aby ndm pomohli. Robia

to tak, Ze ponuknu upokojujuci kontext
historickej skuto¢nosti: Toto sa stalo

vtedy a vtedy, bolo to spbsobené tym

a tym a patri to do takého a takého
umeleckého smeru. Jednoduché vysvetlenie
pozostévajuce z viac ¢i menej vagnych, ale
dobre znejucich odbornych terminov (Je
ten obrdzok postmoderny? Feministicky?),
nam umoznuje pohnut sa dalej. Ozbrojeni
znalostou kontextu mézeme pokojne Celit aj
menstruacnej krvi v bielych nohavic¢kach.

Vedomost poraza strach.

No jednoduchy vypocet historickych faktov
si so sebou nesie isté riziko, ze ¢lovek strati
zaujem objavovat sam za seba.

Cielom tejto knihy je preto nie¢o odlisné.
Predstavi teoretické nastroje, ktoré vam
pomdzu najst si svoju vlastnu cestu

v porozumeni umenia. MoZete si napriklad
otvorit internetovy prehliada¢ a najst viac
kontextu o Jifim Cernickom, no ak vam
fotografia vpravo ni¢ nehovori, mézete iba
jednoducho ¢itat dalej. V kazdom pripade:
Nie ste zvedavi, o to mbze priniest?

From the heart |/ Od srdce |
Jifi Cernicky, 1995
sbirka Galerie hlavniho mésta Prahy



Writing the
(hi)story

Until the 20 century, historians believed
that, by doing proper research, they would
discover the objective reality hidden in
archives and lost artefacts; in another
words, the truth.

However, consider this. There were around
400 Czech photographers exhibiting

at the 2005 Czech Photography of the
20th Century exhibition in Prague.’ To be
objective, do historians have to tell the
story of each one of them? If so, how
would the narrative look? Every artist is
characterized in one short chapter or, rather,
groups of them are described by their
style: such as avant-gardists, portraitists,
documentarists? Which one of these two
books would be more objective??

You can probably already see that the
question of objectivity does not make much
sense here. Each one of the books would
describe a separate aspect of history, and
from this perspective, each would be both
similarly (in)complete and therefore (un)
truthful.

Instead of truth, what then is the key to
writing the history? French philosopher
Paul Veyne came up with a rather surprising
answer: a personal interest of the one
writing the history.3

Now let's see the expressions in the
faces of Safio and Bé&tka on the following
photographs.

Pisanie
historie

AZ do 20. storocia historici verili, Ze spravne
zrealizovany historicky vyskum v archivoch
¢i zabudnutych artefaktoch objavuje
objektivnu realitu a popisuje historicky
pravdu.

No predstavme si nasledujuci priklad. V roku
2005 boli na vystave Ceskd fotografie

20. stoleti vystavené diela priblizne 400
fotografov a fotografiek.' Aby boli historici
objektivni, mali by vyrozpravat pribeh
kazdého z nich alebo iba niekolkych
zédsadnych postav? Ako by tento pribeh
vyzeral? Kazdy umelec by mal svoju maly
samostatnu kapitolku? Alebo by to mali

byt pribehy o skupinach autorov a autoriek
patriacich k jednotlivym umeleckym
smerom? Ktord z tychto dvoch knih by bola
objektivnejsia??

Pravdepodobne je jasné, Zze otazka
objektivity nie je Uplne na mieste. Kazda

z tychto dvoch knih by popisovala iny
aspekt histérie a z tejto perspektivy by boli
obe knihy podobne (ne)kompletné a preto
i podobne (ne)objektivne.

LenZe ¢o je teda kltc¢om k pisaniu histdrie,
ak to nie je historicka pravda? FrancuUzsky
filozof Paul Veyne ponukol vo svojom
Case kontroverzné vysvetlenie: histéria

je jednoducho tvarovand zvedavostou

a osobnym zdujmom ludi, ktori ju pisu.?

SkUsme sa teraz pozriet na vyrazy v tvarach
Sana a Bétky na fotografiach vpravo.

1 BIRGUS, Vladimir - MLEOCH, Jan. Czech Photography of the 20th Century. Praha: KANT, 2009.
BIRGUS, Vladimir - MLEOCH, Jan. Ceskd fotografie 20. stoleti. Praha: Umé&leckoprdmyslové museum, KANT,

2005.

2 These two books actually do exist, unfortunately the later one is available only in Czech. See BIRGUS,
Vladimir - MLEOCH, Jan. Czech Photography of the 20th Century. Praha: KANT, 2009; MRAZKOVA, Daniela -
REMES, Vladimir. Cesty éeskoslovenské fotografie. Praha: Mlad4 fronta, 1989.

Tieto dve knihy boli naozaj napisané. Pozri BIRGUS, Vladimir - MLEOCH, Jan. Ceskd fotografie 20. stoleti.
Praha: Uméleckopromyslové museum, KANT, 2005; MRAZKOVA, Daniela - REMES, Vladimir. Cesty &eskoslov-

enské fotografie. Praha: Mlada fronta, 1989.

3

His name is Safo / Jmenuje se Sario
Bohdan Holomi¢ek, 1992
sbirka Moravskd galerie v Brné

Bétka / Bétka
Bohdan Holomi¢ek, 1994
sbirka Moravskd galerie v Brné

VEYNE, Paul. Writing history. Middletown: Wesleyan University Press, 1984.
VEYNE, Paul. Jak se pi$ou dé&jiny. Cerveny Kostelec: Pavel Mervart, 2010.



Bohdan Holomicek took those pictures
three and five years after the dissolution
of the communist regime. However, the
expression of his figures is the same as
the one of Vaclav Havel during the Velvet
Revolution in November 1989.

Has nothing really changed for those
people?

As you can see, this is my personal interest:
how the tiny fragments of lived experience
penetrate into the works of art. And this
personal interest of mine has shaped the
narrative | am telling you.

Every historian - or scientist or artist - is
only a human being, and as such, has only
human interests, goals and aspirations (no
magic forces, really). My aspiration with
this essay is to transform what you, as art
students, experience while looking at the
photography, or more generally, on art.

To achieve that, this won't be any historical
story. This essay will simply describe
theoretical frameworks from which you
alone can always derive the meaning of
artwork, even though you are not aware of
historical context.*

Before saying this, | had been seriously
thinking about incorporating the life
narratives of authors, but hey, would anyone
read four hundred chapters? The reality can
be boring, books simply cannot.*®

Bohdan Holomicek tieto fotky odfotil tri

a pét rokov po rozpade socialistického
rezimu. Napriek tomu boli vyrazy v tvarach
jeho protagonistov rovnaké, aky mal Vaclav
Havel v novembri 1989 na fotke vpravo.

SkutocCne sa v Zivotoch tychto dvoch ludi za
ten ¢as ni¢ nezmenilo?

Téato otazka predstavuje osobny zaujem mnia
ako autora tejto eseje: zaujimaju ma vSetky
tie malé Ulomky Zivotnych skiUsenosti, ktoré
neodbytne zasahuju do umeleckych diel.

A tento osobny zdujem teraz tvaruje pribeh,
ktory rozpravam skrz tuto ese;.

Kazdy historik - ¢i vedec ¢i umelec - je
napokon len ludska bytost a ako taka ma
kazdy z nas iba ludské potreby, tuzby Ci
ciele. Mojou aspiraciou je zmenit spdsob,
akym buduci profesiondli a profesionalky
v oblasti umenia nazeraju na umenie ako
také.

Aby som to dosiahol, tato esej nebude
historickym pribehom. Namiesto toho
predstavi teoretické rdmce, v rdmci ktorych
je mozné priradit vyznam umeleckym dielam,
na ktoré Clovek hladi, a to i bez znalosti
historického kontextu. 4

Pred tym, ako som sa rozhodol pre tento
spbsob uvedenia do tedrie umenia, celkom
vazne som zvazoval spisanie zivotnych
pribehov autorov a autoriek danych
umeleckych diel. No potom som si polozil
otazku: Cital by niekto tych Styristo kapitol?
Realita mdze byt nudna, to knihy nie.®

4 | am not implying, in any way, that you should avoid learning about history of your own field. But this learning
has to be based on your own curiosity, on your own will and your own pace. It is important for you to allow
the history to become the organic part of yourself, of your artistic story and expression. Therefore, if you
find a picture, word or topic that raise your curiosity, just let yourself to find it. Internet works pretty well.

And books do too

Skutoéne nenaznacujem, ze by ste sa nemali venovat dejinam svojho vliastného odboru. No u¢enie musi
byt zalozené na vasej vlastnej zvedavosti, musi vychadzat z vasho osobného rozhodnutia a musi ist vasim
vlastnym tempom. Historické rozpravania sa tak mozu stat sUCastou vasej identity a umeleckého vyrazu. Ak
tu teda najdete fotografiu, koncept alebo tému, ktora vas bude oslovovat, dovolte si ju vyhladat. Internet je
na tieto UCely v zasade viac nez vhodny. A knihy tiez.

Vdclav Havel 1989 / Vaclav Havel 1989
Jaroslav Krejéi, 1989

The idea that reality is boring, but the books cannot, belongs to VEYNE, Paul. Writing history. Middletown:
Wesleyan University Press, 1984. For deeper dive in to the construction of historical narrative see also
FERENCUHOVA, Méria. OdloZeny &as [Time Delay]. Bratislava: SFU, 2009; WHITE, Hayden. Metahistory. Balti-
more: John Hopkins University, 1973.

Myslienka, e realita méze byt nudna, ale knihy nie, pochadza z knihy VEYNE, Paul. Jak se pisou dé&jiny. Cer-
veny Kostelec: Pavel Mervart, 2010. Hibsi ponor do problematiky najdete vo FERENCUHOVA, Maria. OdloZeny
&as. Bratislava: SFU, 2009; WHITE, Hayden. Metahistorie. Brno: Host, 2011.
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January 1989. It is freezing outside. The
policemen spray water on demonstrating
citizens. Yet, the guy on the left looks like
a movie star.

Is this information important?

Who decides the relevance of our
observations?

Januér 1989. Vonku mrzne. Prislu$nici
Statnej bezpelnosti striekaju vodu na
demonstrantov. A utekajuci muz vlavo
posobi ako hrdina z filmu.

Je tdto informdcia délezita?

Kto rozhoduje o relevancii nasich
tvrdeni?

Demonstration on 20th anniversary of Jan Palach death
Demonstrace pfi 20. vyroc¢i upéaleni Jana Palacha
Lubomir Kotek, 1989

T
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Artworld

Histories are written by human beings.
Science is made by human beings. Art is
made by human beings. As simple as it
sounds, until the 20th century, we thought
art as something extraordinary, almost
divine.

We tried to depict the very essence of art,
such as elaboration (you had to be skilled)

or beauty (the art had to be beautiful). Yet

Marcel Duchamp's Fountain (1917) and Andy
Warhol's Brillo boxes (1964) transformed the
narrative of art completely.

In that moment, everything could be art.
And if anything could be art, nothing really
was art. The word - art - lost its meaning
for a while.

But this situation was unbearable for
philosophers (as you can imagine, they
suffered a lot) who asked themselves: How
is it possible that anything can become
art? And, realizing that artists are also
human beings, the answer was: because
people allow this.

But who are those people? Who decides
what is, and what is not, art? In his essay,
American philosopher Arthur C. Danto
claimed that the only people qualified to
judge the status of an artwork are those
inhabiting the artworld. ¢

Look now at the photography on the right.

Svet umenia

Historické knihy piSu ludia, vedecké
poznanie vytvaraju ludia a umenie je tvorené
rovnako fudmi. Nech to znie akokolvek
samozrejme, az do 20. storoCia sme umenie
povazovali za nieCo vyjimoc¢né, nieco
vymykajuce sa beznej ludskej skUsenosti.

Snazili sme sa vystihnUt podstatu umenia,
istU 8pecificky viastnost, ktord by umenie
dokézala definovat. Délezita bola kvalita
spracovania (umelci a umelkyné& museli byt
zruéni) &i krdsa (umenie muselo byt krasne).
No Fontdna (1917) Marcela Duchampa &i
krabice od pracieho pradku Brillo (1964)
Andyho Warhola pribeh umenia kompletne
prepisali. Na chvilu sa tak mohlo stat
umenim cokolvek.

A ak mohlo byt umenim cokolvek, ni¢

v skuto¢nosti umenim nebolo. Samotné
slovo - umenie - stratilo svoj vyznam.

Vo filozofii je v8ak podobna situéacia
neakceptovatelna a mnoho ludi si zacalo
klast otazku: Ako je mozné, Ze sa mézZe stat
umenim doslova hoci¢o?

AZ uvedomenie si, Ze umelci a umelkyne suU
tiez len ludia, prinieslo odpoved: umenim sa
méze stat cokolvek, pretoze to ako ¢lenovia
a ¢lenky istej Specifickej komunity okolo
umenia dovolime.

Ale kto je ¢lenom tejto komunity? Kto
rozhoduje o tom, ¢o je a ¢o nie je umenim?
Americky filozof Arthur C. Danto vo svojej
vplyvnej eseiji tvrdil, Ze jedini fudia, ktori maju
pravomoc posudzovat status umeleckého
diela, sU ti, ktori obyvaju svet umenia. ®

Pozrime sa teraz na fotografiu vpravo.

6 DANTO, Arthur. The Artworld. The Journal of Philosophy, vol. 61, no. 19, pp. 571—584, 1964.
For a more profound orientation see DANTO, Arthur. The Abuse of Beauty: Aesthetics and

the Concept of Art. Chicago: Open Court, 2003.

DANTO, Arthur. Svét uméni. In KULKA, T. - CIPORANOV, D. (Eds.). Co je uméni?,
Cerveny Kostelec: Pavel Mervart, pp. 89—94, 2010. Pre hlbsiu diskusiu pozrite DANTO, Arthur.
The Abuse of Beauty: Aesthetics and the Concept of Art. Chicago: Open Court, 2003.

Spartakiad / Spartakidda
Zdenék Lhotdk, 1985
sbirka Moravskd galerie v Brné

13
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On the previous page, you can see

a documentary picture depicting the mass
gymnastic event of the former regime,
Spartakiad. On this page, you can see the
highly stylized act of Tono Stano, Who is it?.

In fact, these are two very different
photographs. What is the link between
them?

Clearly, we can think about the time period
they were created (distance of one year) or
the social and cultural context of the regime
they shared. But the link is something much
more obvious: it is this essay. They are part
of one narrative.

These photographs, this book connecting
them into one consistent narrative, me

as an author writing this essay, you as
students reading this essay (with potential
to become professionals in the field of art)
and the institution of the art school where
you study and where | teach: we all create
the artworld.

Artworld, or the world of art, are all people,
all institutions, all representations and all
narratives creating, criticizing, exhibiting,
theorizing, teaching, buying or selling art, i.e.
maintaining the art's life.

It is the artworld that determines whether
or not something becomes art. Yet, this still
does not explain how the artworld practices
this classification.

Look at the right once more. Is it art or is it
not?

Na predoslej stranke sme videli
dokumentarnu fotografiu zachycujucu
masové gymnastické vystUpenie,
Spartakiddu. Na tejto stranke je vysoko
Stylizovany akt Kdo to je? od Tona Stana.

Dve kompletne odlisné fotografie, zanrovo
i esteticky. Co tieto dve fotky spéja? Obe
pochadzaju z priblizne rovnakého ¢asového
obdobia (rozdiel jedného roka) a spolo¢ny
maju tiez sociokulturny kontext minulého
rezimu. To vSak pravdepodobne ni¢
nevysvetluje.

Tym spojenim je totiz nieCo odlisné: je to
tato esej. Obe fotografie sa stali sUCastou
jedného pribehu, ktory je sucastou tejto
eseje. Tato esej je napisand mnou ako
teoretikom umenia a &itana vami, Studentmi
umenia, s perspektivou, ze sa raz stanete
profesiondlmi a profesiondlkami. My vsetci
pbsobime na jednej institucii, na umeleckej
skole, kde vy studujete a kde ja u¢im.

Toto vSetko je svet umenia.

Svet umenia je tvoreny vSetkymi pribehmi,
skupinovymi normami, ludmi a institUciami,
ktoré tvoria, kritizuju, vystavuju, vyucuju,
teoretizuju i nakupuju a predavaju umenie.
Teda, inymi slovami, udrzuju umenie pri
Zivote.

Ak svet umenia udrzuje umenie naZive, je to
tieZz svet umenia, ktory urcuje, akym dielam
bude umoznené stat sa umenim a akym nie.
To vsak stéle nevysvetluje, ako to ten svet
umenia robi.

Pozrime sa este raz vpravo. Je to umenie
alebo nie?

Who is it? / Kdo to je?
Tono Stano, 1984

15
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We already know that every single thing in
the world can become art, yet this does not
happen. Why not? Because the artworld has
to make a judgment and say: Oh yes, this is
art.

To make a judgment, the artworld needs
someone to ask: Look, are those pictures
on the right art or are they not? And
then, obviously, the artworld needs to see
these pictures, these artefacts, or what
George Dickie calls, the candidates for
appreciation.”

The process of becoming art then looks like
this:

a — Someone proposes,

that one artefact can be a candidate for
appreciation,

b — and the artworld decides whether or
not this candidate becomes art.

The question now remains, what criteria
does the artworld use in judging the
candidate? How does it decide?

The amateur audience decides through
personal taste: Do | like this? Do | enjoy
myself watching this? Is it boring? Amusing?
The audience liked Moucha's exhibition on
the right, because it reminded them of

their youth spent in military service. Yet, as
professionals, we do not need to like those
pictures, nor spend two years in the military,
to understand their quality. ®

The next four chapters will show four
different attitudes towards art that can be
used instead of taste. Yes, you can still like
whatever you wish (there are many guilty
pleasures of mine that | would not give up
in any way), yet as professionals belonging
to the artworld, we have to able to explain
why there are works we accept and those
we reject.?

Vdaka minulému storociu vieme, ze sa kazdy
objekt mdze stat umenim. No vieme tieZ to,
ze kazdy objekt umenim nie je. PreCo nie?
PretoZe svet umenia musi najprv vyhodnotit,
¢i sa nieCo umenim stane, alebo nie. A na
to, aby mohol svet umenia vyniest tento
hodnotiaci sud, potrebuje, aby sa niekto
najprv spytal: Pocujte, su tie fotky vpravo
umenim, alebo nie?

Aby mohol svet umenia tieto fotky posudit,
potrebuje ich najprv vidiet. Podla Georgea
Dickieho sa tak najprv stanu tzv. kandiddtmi
na hodnotenie.”

Proces vzniku umenia potom vyzera nyovne:
a — Niekto navrhne,

ze prave tento artefakt sa ma stat
kandidatom na hodnotenie,

b — a svet umenia rozhodne, ¢&i sa tento
artefakt umenim stane, alebo nie.

Otédzkou zostava, aké kritérid svet umenia
pouZije pri posudeni kandidatov. Laické
publikum napriklad rozhoduje podla
vlastného vkusu: P4ci sa mi to? Citim sa
prijemne, ked' sa na toto pozerdm? Je

to zdbavné? Publikum prijalo Mouchove
fotky vpravo jednoducho preto, lebo im
pripominali ich mladost straveny na povinnej
vojenskej sluzbe. No ako profesiondli

a profesionalky nemusime stravit dva roky
v armade na to, aby sme rozumeli ich
kvalite. ®

Nasledujuce styri kapitoly preto ukazu Styri
rézne pristupy k umeniu, ktoré mozno vyuzit
namiesto vlastného vkusu. Samozrejme,
¢okolvek sa ndm mbze pacit ¢i nepadit

i nadalej, no ako obyvatelia sveta umenia
musime vediet vysvetlit, pre¢o niektoré diela
prijimame a iné odmietame.?

Cold War / Viélka za studena
Z cyklu Vycvikova rota Mosnov
Josef Moucha, 1982

DICKIE, George. What is Art? An Institutional analysis. In Dickie, G. Art and the Aesthetic: An insitutional
Analysis. Ithaca: Cornell University Press, pp. 19—52, 1974.

DICKIE, George. Co je umé&ni? Institucionalni analyza. In KULKA, T. - CIPORANOV, D. (Eds.). Co je uméni?,
Cerveny Kostelec: Pavel Mervart, pp. 95—112, 2010.

Unfortunately, also the artworld often uses the taste as deciding criteria in thinking about candidates for
appreciations. For example in Slovakia, the personal taste plays an important role in film critic and allocation
of grants for future film projects. This is problematic in the case of projects that are not mentioned to be
liked, because, clearly, there are many art works that we do not like, yet we do consider them as important
for different reasons. See URBAN, Marek. Identity of the Auteur: Narratives, Social Representations and
Narrative Self in Slovak Cinematography in 2012—2017. Bratislava: Veda, 2017.

Bohvuzial, i svet umenia ¢asto vyuZziva osobny vkus pri posudzovani kandidatov na hodnotenie. Napriklad

na Slovensku zohraval osobny vkus ddlezity Ulohu vo filmovej kritike &i pri rozdelovani perazi na buduce
filmové projekty. To je problematické predovsetkym pre to, ze existuje mnoho umeleckych diel, ktoré sa nam
nemusia osobne pacit, ale mozu byt stale z réznych pricin ddlezité. Viac pozri URBAN, Marek. Identita autora:
Pribehy, socidlne reprezentdcie a narativne Self v slovenskej kinematografii v rokoch 2012—2017. Bratislava:
Veda, 2017.

After all, we are deciding about lives of other people (as curators we decide whether someone becomes
an artist or end up in unrelated employment; as theoreticians we often decide whether someone won an
exhibition and becomes famous or whether we will fund his or hers art project or not). It is only fair, when
the people know, why you do accept or reject their hopes, dreams and aspirations.

Rozhodujeme napokon o fudskych osudoch (ako kuratori a kuratorky rozhodujeme o tom, &i sa niekto stane
umelcom, alebo skonéi v Uplne odliSnom zamestnani; ako teoretici a teoreticky ¢asto udelujeme rézne
ocenenia; ako kritici a kriticky zas posudzujeme, komu pridelime finanéné prostriedky v réznych grantovych
komisiach). Je korektné, ak ludia vedia, z akych dévodov prijimame &i odmietame ich sny &i adpiracie.
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This woman reminds me of my grandmother
and her learned pessimism. Even the dog
seems depressed. Yet there is a shoe freely
hanging from her feet that is somehow
relieving her of pain.

This is touching me.

Anyone else can be totally indifferent and it
is alright. But | cannot care less about what
anyone else thinks, while this experience
stays only between me and this picture.

Zena na fotke mi pripomina moju stary
mamu a jej nauceny pesimizmus. So psom,
ktory vyzera byt sdm v depresii. Napriek
tomu vidim jej topanku. Nohu vyvlec¢enu zo
zovretia a jej bolest, ktora polavuje.

Toto sa ma dotyka.

Komukolvek inému to méze byt Uplne
l[ahostajné a je to tak v poriadku. Na
postojoch inych ludi mi véak momentélne
nezalezi, pretoze moje vlastné prezivanie
zostava iba medzi mnou a touto fotografiou.

Pavel Vdcha, 1976
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Punctum

When you express that you like something,
you make a statement about your
relationship to one particular piece of art.
This statement can be important for your
friends or family (simply because they like
you), but it does not really say anything
about

a — art nor
b — you.

Ask yourself the following question: Do | like
Kudera's picture on the right?

And, now think about the difference of

a question concerning the artefact: What
is it on the picture that makes me like or
dislike it?

Then, finish it with the question concerning
you: Why exactly is this one particular thing
on the picture appealing to me?

A little bit more difficult, isn't it? It is actually
so difficult that this attitude towards art

is rare, because, in reality, it requires two
rather different approaches at the same
moment:

a — to think about the artwork and
b — to think about yourself.

The most common attitude towards art is
what French philosopher Roland Barthes
called studium.™ Studium is the mere
knowledge you, as a professional, should
have, the knowledge beating fear, but
diminishing joy.

Look to the image on the right. Aesthetic
studium says that the electrical pole
behind woman's head is misplaced,

but on the other hand, the historical
studium acknowledges that the picture is
a representation of the mood in 70s former
Czechoslovakia.

But do you care?

Punctum

Ked' o nieC¢om tvrdime, ze sa ndm to pacdi,
vyjadrujeme tym vztah medzi nami a danym
umeleckym dielom. Tento vztah mdze mat
akysi vyznam pre nasich blizkych, menej
v8ak uz povie ludom, ktori nds nepoznaju.

O samotnom

a — umeleckom diele ¢i o
b — nas samotnych

sa z tejto vety ni¢ podstatné nedozvedame.
SkuUsme si polozit otazku: PAci sa mi
Kucerova fotografia vpravo?

Aby sme si uvedomili rozdiel, skUsme
pokracovat otédzkou, ktord sa zameria na
dané dielo: Aké aspekty danej fotografie
ma vedu k tomu, aby sa mi (ne)pddila?

A zakoncime to otéazkou, ktord sa zameria na
nas: Preco je to prdve tento jeden konkrétny
aspekt, ktory ma oslovuje? Odpudzuje?

Zodpovedat tieto otazky je spravidla

o dost naro¢nejsie. V podstate je to aZ tak
naro¢né, ze sa tento pristup k umeniu prilis
neuplatrivje. VyZaduje si totiz sucasne dva
odlisné spbésoby myslenia:

a — premyslanie o umeni a
b — premyslanie o nas samotnych.

Naopak, beznym pristupom je to, ¢o
francuzsky filozof Roland Barthes nazyva
studium.™ Studium v sebe skryva vSetky
teoretické vedomosti, ktoré by sme
mali poznat. Vedomosti, ktoré porazaju
strach, ale oslabuju nasu emocionalnu

zaangazovanost s dielom.

Pozrite sa vpravo. Umenovedné studium
bude tvrdit, Ze elektricky stlp, ktory vyrasta
zene z hlavy, je kompozi¢ne nezvladnuty.
No historické studium dodd, ze obrazok ako
taky dobre vyjadruje normalizacnU naladu
70. rokov.

No zdlezi ndm na tom?

Michalskd street / Michalska ulice

Jaroslav Kucera, 1973

10  BARTHES, Roland. Camera lucida: Reflections on Photography. New York: Hill & Wang, 1981.
BARTHES, Roland. Svétld komora: pozndmka k fotografii. Praha: Fra, 2005.
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Looking through the lenses of studium
allows us to make our moves in the safe
space of knowledge created by authorities
of the past. But, sometimes we would like
to go deeper and say something more.

The American art historian, James Elkins,
therefore asked: Why do you cry looking

at the picture? And he realized that this
intimate experience is impossible if we keep
the intellectual distance of studium.™

This is the reason why Roland Barthes
proposed a different mode of perception:
punctum. 2

Punctum is something that strikes you.

Punctum is one aspect of one particular
piece of art that touches you. Yes, punctum
is personal. However, punctum becomes
more than personal when you allow others
to understand it. When you share the
punctum, you share the intimacy, because
punctum is equally about an artwork as it is
about you.

See the faces of the Smokers on the right.
They probably knew that they should feel
the pleasure of smoking, yet there are small
signs - small tension in their closed eyes,
chins a bit too high, nostrils a bit too wide -
that they are merely acting.

They are boys faking the pleasure to belong
to the world of adults. This is my punctum
of the picture. Yet my intuitive response

is pure refusal. This punctum conflicts

with my effort to create an environment
where people can become individuals, not
someone whom they are forced to be by
others.

Nazeranie na umenie skrz studium nam
umoznuje pohybovat sa v bezpe¢nom
priestore vedomosti, ktoré vytvorili autority
pred nami. No obc&as by sme chceli
preniknUt do umenia hlbsie a povedat niec¢o
viac.

Americky historik umenia James Elkins
preto sformuloval otazku: Preco ludia plac¢u
pri obrazoch? Zistil, ze intimna skUsenost

s umenim je nemozna, ak si udrzujeme
intelektualny odstup studia.™

To je dévod, preco Roland Barthes navrhol
odlisny spbdsob vnimania diela: punctum. 2

Punctum je to, ¢o nas zasahuje.

Punctum je $pecificky aspekt jedného
konkrétneho diela, ktory sa nads dotyka.
Ano, punctum je osobné. Nie&im viac sa
stdva v momente, ked umoznime ostatnym,
aby mu porozumeli. Pretoze ked zdielame
punctum, zdielame tiez intimitu - seba -

a umoznujeme ostatnym dotknUt sa nas.

Pozrime sa na tvare Kuidkd vpravo. Chlapci
vedeli, ze by mali pri fajceni cigariet zazivat
slast. No fotka zachytila nepatrné naznaky -
takmer neznatelné napatie v ich zavretych
ociach, ich mierne prehnane zdvihnuté
brady, nosné dierky trosku prilis rozsirené -
Ze svoje potesenie predstieraju.

Chlapci, ktorf predstieraju potesenie, aby
mohli patrit do sveta dospelych, to je

moje punctum tejto fotografie. Paci sa mi
to? Rozhodne nie. Toto punctum je totiz

v ostrom rozpore s mojou snahou vytvorit
prostredie, v ktorom sa ludia mézu stat sami
sebou.

n ELKINS, James. Pictures and Tears: A History of People Who Have Cried in Front of Paintings.

New York: Routledge, 2001.

ELKINS, James. Pro¢ lidé pldcou pred obrazy. Praha: Academia, 2007.

12 BARTHES, Roland. Camera lucida: Reflections on Photography. New York: Hill & Wang, 1981.
BARTHES, Roland. Svétld komora: pozndmka k fotografii. Praha: Fra, 2005.

Smokers / Kufaci

Z cyklu déti

Dagmar Hochovd, 1973

sbirka Moravska galerie v Brné
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This tension between the picture and my
personality is something that appeals to
me. Do not be mistaken, | obviously do not
like it.

Punctum isn't something you are supposed
to like. You can love it, you can hate it, you
can be scared of it, you can try to hide

in front of it, you may want to deny it,
displace it... Nevertheless, it is still there
and makes a valid point about both you
and the artwork. And this is accessible and
understandable to you (and others, if you
wish).

| can feel the naivety of the girl on the right.
Is she really pretending that she is choking
in front of a factory? Yet, | can feel the cold
wet ground under her naked body, of which
| feel responsible. Does she really have to be
naked to make me think about her and the
world she is criticizing? | am ashamed.

Every time you react a bit too heavily when
looking at an art piece - a bit too much of
joy or bit too much of an anger - you know
that there is something hidden between
you and the art.

This is your punctum.

And it allows you to learn about yourself
and the art of which you are looking at.™
And with your growth comes everyone
else's growth as well. ™

Toto pnutie medzi fotografiou a mojou
osobnostou, mojimi hodnotami i
presvedcenim, je nie¢o, ¢o ma neustale
oslovuje. No pozor. Naozaj to nie je prijemné.

Punctum totiz nie je nieCo, ¢o sa ndm ma
pacit. Mézeme ho milovat, mézeme ho
nenavidiet, mdZe nas desit. M6zeme sa pred
nim snazit skryt, mézeme ho skusit popriet
¢i vytesnit... bez ohladu na to vsetko, stéle
tu bude ako pripomienka nasho vztahu
medzi nami a umeleckym dielom.

Pri pohlade na modelku vpravo zakUSam
akUsi detsku naivitu. Skuto&ne predstiera, Ze
sa pred tou tovdrriou dusi? No zaroven citim
chladny vlhky asfalt pod jej nahym telom

a citim zodpovednost. To naozaj musi byt
naha, aby ma prindtila premyslat nad stavom
sveta, ktory kritizuje? Citim sa zahanbene.

Vzdy, ked publikum pri sledovani umenia
reaguje trosku prili§ prehnane - troska

prili§ vzrusenia, troska prili§ hnevu - je

jasné, ze medzi nim a umeleckym dielom
prebieha nieco skryté, nieco, ¢o ho zasahuje.
Punctum.

Ak si to sami sebe dovolime, punctum nédm
umozni naucit sa mnoho o sebe i 0 umeni,
na ktoré sa pozerame.™ SkiUsenost

s punctom mdze byt vzrusujuca; mdze nas
tesit; mdze nas boliet; v kazdom pripade
nam vsak skUsenost s nim umoznuje rast.

13 Looking at art can be a powerful tool in your own grow as an artist (or human being). Every time you encoun-
ter something "too” intense, it is worth of exploring it. See STONE, Hal - STONE, Cidra. Embracing Your Inner
Critic: Turning Self-Criticism into a Creative Asset. San Francisco: HarperCollins Publishers, 2011, for more

information on how to do that.

Zaku$at umenie mdze byt velmi hodnotnym néstrojom vasho vlastného osobnostného rastu ako umel-
cov a umelkyn. Vzdy, ked' natrafite na nie¢o ,tak trochu” prili§ intenzivne, skuste to preskUmat. Pre viac
informacii, ako na to, pozri STONE, Hal - STONE, Cidra. Obejméte svého vnitiniho kritika. Praha: Portal, 2016.

Civilization / Civilizace
Petr Sikula, 1973

Punctum is understandable for everyone. When audience approach a description of some artwork in

a gallery, they would probably not understand the philosophical terms of studium and it is very possible,
that historical context would be boring. (Studium is interesting for professionals.) But punctum can become
a common ground for communication of your ideas to your audience. (Punctum is a general human expe-
rience and your audience is definitely human.) See BERGER, John. The Ways of Seeing. London: Penguin
Classics, 2008.

Punctum je zrozumitelné pre vSetkych. Ked publikum pristUpi k tabulke s popisom umeleckého diela

v muzevu, je pravdepodobné, ze teoretickym terminom studia neporozumie a je mozné, zZe historicky kontext
ho bude nudit. (Studium je déleZité pre profesionélov.) No punctum sa méZe stat spolo&nym zékladom na
komunikaciu vasich myslienok vadmu publiku. (Punctum vychadza zo véeobecne ludskej skUsenosti a vase
publikum je tvorené velmi pravdepodobné prave ludskymi bytostami.) Pozri BERGER, John. ZpUsoby vidéni.
Praha: Labyrint, 2016.
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The ambiguity of her expression makes me
desire the answers to what looms behind
her.

Nejednoznacénost jej vyrazu ma nuti klast si
otézku, o sa za nim skryva.

Memories of love 2 / Vzpominky na lasku 2
Michal Tma, 1972
sbirka Moravska galerie v Brné
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Transformative
experience

Punctum is a needle piercing the skin,

a deep abyss upon which we are looking, or,
in other words, a very powerful and intimate
emotional experience. Yet, not every
experience with art is like this. Not every art
piece bears a punctum for everyone.

Actually, the typical experience in a gallery
or museum seems more like the opposite.
We often experience apathy or boredom
seeing hundreds of art work. There are

no highs and lows, no love or hate, just
drowning in mere stereotype and repetition.

And still, we can often find our encounter
with art as meaningful, even without
punctum. But rather than why, let's ask the
guestion: When is our experience with art
meaningful?

An American philosopher, John Dewey,
calls such situation an experience. ™
When an experience happens, it has the
ability to transform our lives, to transform
the way we look at the world, at our
everyday life, at ourselves. This is the
reason why researchers, nowadays, call it
transformative experience.

An experience is transformative when it
deepens, broadens or completely changes
the way we look at something: yourself,
the world, life, art, science, family, work, our
friends, love, photography, whatever.

An experience doesn't have to be intense
(often it is, but it does not have to) to be
transformative. It can be just a small piece
of information, a detail, that we remember,
allowing us to change our perspective. And
it is often connected to more artwork than
one. Look right.

Transformativna
sklsenost

Punctum je silng, no zaroven intimna
emocionélna skusenost medzi nami

a umenim. Samozrejme, nie kazda skusenost
s umenim je takato. A nie kazdy kusok
umenia obsahuje punctum pre kazdého.

Vo vSeobecnosti plati skdr opak. Bezna
skUsenost navstevnika galérie ¢i mUzea
indikuje nudu zo sledovania stoviek
podobnych umeleckych diel. Nie sU tam
ziadne vrcholy a priepasti, Ziadna Idska
alebo nendvist, skdr ubijajuca repeticia
a stereotyp.

Napriek tomu vsak ¢asto povazujeme
kontakt s umenim za zmysluplny. Kedy md
nasa skusenost s umenim zmysel?

Americky filozof John Dewey takéto
zmysluplné zazitky nazyva ,skUsenostou” ®
Na rozdiel od beznych kazdodennych
skUsenosti, ,skisenost" v Uvodzovkach
ma potencidl transformovat nase Zivoty,
zmenit spdsob, akym nazerdme na svet Ci
na seba samych. To je tiez dévod, preco
dnes vyskumnici a vyskumnicky takuto
.skUsenost" nazyvaju transformativnou
skusenostou.

Skusenost je transformativna vtedy,

ked prehlbuje, rozsiruje alebo kompletne
premiena spdsob, akym nazerdme na
Cokolvek: na seba, na svet, na Zivot

v spolo¢nosti, na umenie, na vedu, na rodinu,
na nasu pracu, na priatelov, na lasku, na
fotografiu, na ¢okolvek.

Transformativna skUsenost nemusi byt
intenzivna. Casto je, ale nemusi byt.
Staci maly detail alebo fragment, ktory
nadm uviazne v pamati a zmeni pritom
perspektivyu, ktorou hladime okolo seba.

15 DEWEY, John: Art as Experience. New York: A Wideview, Perigee Book, 1934.

16 PUGH, Kevin J. Transformative Experience: An Integrative Construct in the Spirit of Deweyan Pragmatism.
Educational Psychologist, vol. 46, no. 11, pp. 107—121, 2011.

Farewell to Jan / Loudeni s Janem
Pavel Dias, 1969
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| am curious about the expression of the
woman in shadows behind the man in
Farewell to Jan on the previous page.

Did she feel shaken that she had lost her
freedom? Couldn't she believe that it was
already gone?

Yet, her expression only makes sense to
me when | see pictures from the actual
occupation. Stecha's picture offers strange
dynamics between a rather surprised young
man and soldiers who simply did not know
what was happening.

And, to understand this picture, | need
to see the proud look in the eyes of the
woman in the work by Milos§ Spurny. My
transformation happened only when

| fully acknowledged that these three
photographs were created within a very
short period of time. How did we get
from this self-confidence to surprised
disillusionment so rapidly?

It is the juxtaposition of these pictures

that is horrifying. Only together are these
pictures allowing me to see what is possible
to happen in such a short time. And it is this
connection that changes me. Always, when
I look in a mirror, | ask myself, whether or not
| have that rather surprised look of someone
who lost something important.

So now on, every time you'll watch a movie,
read a book or go to an exhibition, ask
yourself: Does this experience deepen,
broaden or change the way I look at myself
or the world | live in?

Na fotografii Louc¢eni s Janem na predoslej
strane ma pritahuje vyraz tvare zeny,

ktora stoji v pozadi za Ustrednou figurou
muza. Je to vyraz prekvapenia nad tym, Zze
stratila svoju slobodu? Je to smuUtok, Sok?

No jej vyraz mi dava zmysel az vtedy, ked'
vidim fotografie z priebehu samotnej
okupécie. Stechova fotka vpravo zachytéva
akusi zvladstnu dynamiku medzi neveriacky
sa tvariacim mladym muzom a cudzimi
vojakmi, ktori zrejme ani netusia, ¢o sa okolo
nich deje.

A aby som porozumel tomuto snimku,
potrebujem vidiet hrdost v pohlade
Spurného modelky. Transformacia mojej
skUsenosti nastava v okamihu, ked' si
uvedomim, Ze tieto fotky vznikli v priebehu
kratkeho ¢asového obdobia. Zardza ma: Ako
sme mohli prejst cestu od sebavedomej
hrdosti k prekvapenej deziluzii tak rychlo?

Je to préve juxtapozicia tychto fotografii,
ktord ma desi. Iba vSetky spolo¢ne mi
umoznuju vidiet, ¢o sa mbze udiat tak
bezprostredne. A prave toto poznanie ma
premiena. Vzdy, ked sa pozeram do zrkadla,
kladiem si otazku, ¢i v tvari nemam smutny
vyraz Cloveka, ktory prave stratil nieco
podstatné.

Odteraz, vzdy ked budete sledovat

film, ¢itat knihu, alebo pocuvat vyklad

na prednaske, skuste si polozit otazku:
Prehlbuje, rozsiruje alebo premieria tdto
skusenost spdsob, akym pozerdm na seba
¢i na svet, v ktorom zZijem? Ak nie, ma tato
¢innost pre mna vébec zmysel?

K¥izanov / U Kfizanova
Milo$ Spurny, 1965
sbirka Moravskd galerie v Brné

Prague, August 1968 / Praha, Srpen 1969
Pavel Stecha, 1968
sbirka Moravska galerie v Brné
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Those eyes and that smile are life, passion,
flow, in their purest forms. How can | say
that?

Tie o&i a ten Usmev. Zivot, vasen, flow, v ich
najcistejSej podobe. Ako si vbbec mbzeme
dovolit tvrdit nie¢o také?

Armstrong in Prague / Armstrong v Praze
Véclav Chochola, 1965
sbirka Moravska galerie v Brné
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Somaesthetics

When punctum happens, it might be one
of the most important moments of our
life. When transformation happens, we will
be changed. In both cases, the interplay
between art and our personal experience
is what matters. In both cases, the
artwork’s impact on ourselves is what we
look for.

However, there is another way of

thinking about the artwork employing our
experience. In this framework, we still use
our reaction to the artwork, but we aren't
interested in our specific - personal -
response to it. In fact, we try to distinguish
between our personal reaction and the
reaction every other human being would
have.

Quite abstract, huh?

Alright, let's start with the picture on the
right. How would you answer the question:
What does this picture want to express?

On first sight, you probably notice an old
man and his manner: eyes wide open,
tongue out. Then you will probably notice
the woman. You may assume that she is
somehow related to him; she is smiling.
Then, you can focus on the gadget in the
mans' hands (Is it a camera?) and connect it
to the artwork’s historical context. Do they
fit into the modern 60s style? What does
this want to tell us?

If we focus on our personal response, it
could be anything. On the mere surface,
you may like it or dislike it. When you start
digging deeper, you may find yourself
somehow hesitating about how the

man's expression feels. Is it pleasant for you
to see him that way?

Somaestetika

Punctum moze byt najsilnej$im zazitkom

v nasom Zivote a transformativna skUsenost
meni nase vnimanie sveta, v ktorom zijeme.
V oboch pripadoch nés zaujima vzajomna
interakcia medzi umenim a naSou osobnou
skusenostou. Alebo inymi slovami, dopad
umenia na nds samotnych.

No existuje tiez dalsi spbsob, ako vyuzit
nasu skUsenost s umenim. Nebude nas pri
nom zaujimat nasa individuélna skdsenost

s umenim, omnoho viac sa budeme

snazit rozligit medzi tym, ¢o pri vnimani
konkrétneho umeleckého diela prezivame
konkrétne my sami a ¢o by prezival kazdy iny
Clovek.

Pozrime sa ha obrazok vpravo. Co tento
obrdzok vyjadruje?

Prvy pohlad zrejme zamieri na starého muza
a jeho prenikavy vyraz, dosiroka otvorené
oc¢i, vyplazeny jazyk. Neskér si vS§imneme
zenu. Mézeme predpokladat, Ze je medzi
nimi akysi vztah; Zena sa usmieva. Potom si
vSimneme akysi pristroj v muzovych rukach
(Je to fotoapardt?) a skisime ich zaradit
do dobového a socidlneho kontextu. Hodia
sa do 60. rokov, v ktorych fotka vznikla? Co
nam to hovori?

Ak sa zameriame cCisto na nase osobné
prezivanie, mdze to byt cokolvek. Primarnou
reakciou mdze byt iba nas vkus. Paci sa

nam ta fotka? No ked sa ponorime hlbsie,
mozeme skusit pomenovat, ako na nas
posobi napriklad ten prenikavy vyraz
muzovej tvare. Je ndm prijemné hladiet nan?
Alebo je to jednoducho prilis?

No title / bez ndzvu
Pavel Vdcha, 1964
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Or is it too powerful to look in his eyes? You
may find punctum in this picture and it can
be somehow transformative for you. But in
this moment, we want to go even deeper.

Because, beyond our personal response,
there a hidden primary reaction of our body.
And this bodily, or more precisely, somatic,
reaction is what we are looking for."

Let's start again. The expression of the
man, let's assume: Why is he doing it? The
mild smile of the woman is a key, as she
isn't afraid nor angry. She knows that this is
something the man would do in a situation
like this. In what situation? As you could
imagine, Pavel VVacha, the author of the
photograph, is intruding the life of two
people from very different social contexts.
So what should they do? How should they
protect themselves? They decide to act
playfully by showing this simple gesture,
like a couple reacting to a stranger intruding
their play. To interpret the picture, we can
simply say that the picture expresses
playful (and insufficient, surely) defence

of the people, who feel threatened by the
modern world of Pavel VAcha, a world that
is supposed to replace the old portraitist on
a fair.

When we use our body as a tool, we may
understand how an artwork operates. Yet
our bodily reaction is often biased with our
opinions, memories or taste.

See the joy of the girl in Dagmar
Hochova's picture. How does this make
you feel?

V tom pohlade mbézeme néjst svoje
punctum, mbze byt pre nas transformativny.
No v tomto momente chceme ist este
hibsie.

PretoZe za nasou osobnou skusenostou
existuje priméarna reakcia nésho tela. A tato
telesnd - somatickd - reakcia je to, ¢o
hladame."

Zac¢nime od zaciatku. Skusme si polozit
otézku: Pre¢o niekto potrebuje vyraz,

aky md ten muz? Pokojny Usmev zeny je
klG€. Nie je na neho nahnevang, nie je ani
vystrasena. Vie, Ze jeho vyraz je presne taky,
aky by mal v takejto situacii mat. Ale: Akd je
to vlastne situdcia? VSimnime si, ze Pavel
Vécha so svojim modernym fotografickym
aparatom vstupuje do osobného priestoru
dvoch ludi z absolUtne odlisného kontextu.
TakZe ¢o im zostava? Ako sa maju pred

nim chranit? Rozhodnu sa reagovat hravo,
ako zohrané dvojica reagujuca na niekoho
cudzieho, kto sa im chce vmiesit do Zivota.
Ak chceme obrazok interpretovat, mdézeme
jednoducho povedat, Ze vyjadruje hravy
obranu pred cudzim, modernym svetom
fotografa, ktory nahradi starého portrétistu
na jarmoku.

Ked' pouzijeme nase telo ako nastroj,
mdbzeme nim porozumiet tomu, ¢o umenie
hovori. No nase primarne telesné reakcie
sU Casto skreslené nasimi ndzormi,
spomienkami ¢i vkusom. Pocit ohrozenia

i obranna reakcia proti nemu su nieco, ¢o
moze citit kazdy. Interpretovat tento pocit
v8ak mozeme mnohymi réznymi spdsobmi.

Vsimnime si radost diev¢ata na fotografii
Dagmar Hochovej. Co vo vds vyvolava?

17 SHUSTERMAN, Richard. Pragmatist aesthetics: Living Beauty, Rethinking Art. Lanham: Rowman & Littlefield

Publishers, 2000.

SHUSTERMAN, Richard. Estetika pragmatizmu. Bratislava: Kalligram, 2003.

Children / cyklus Déti
Dagmar Hochovd, 1962
sbirka Moravska galerie v Brné
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And feel the water flowing, feel the wet
clothes on your skin, focus on the ball in the
mud in front of you. How do you respond to
this?

When we look at art, a somatic response

of our body occurs first. Yet it might remain
unnoticed. Or, we may deny it because we
simply do not like it nor think it appropriate,
or we do not allow ourselves to feel that
way. We can figure out one of the infinite
numbers of reasons why we do not want to
experience what we are experiencing.

Shortly:

a — our bodies react to the artwork first,
and then

b — we react to our bodies with ourselves.®

As in the case of punctum, we do not have
to like our bodily reactions towards art.
Sometimes, the artwork makes us cry and
we do not like it (Because we feel weak?
Exposed?). Sometimes, the art makes

us horny and we do not like it (Because
we feel vulgar? Uncivilized?). Sometimes,
the art makes us furious and we do not
like it (Are we impolite?)... you probably
understand. Somatic reactions are based
on the constitution of the human body
and our ability to feel empathy towards
other people. This is something we share
as a human species. All of us.™ But our
reaction to this reaction is something
individual, influenced by our personal
memories, the culture we live in, the society
forming the scent of who we are.

Yet, if we do not deny ourselves access to
our bodily reactions, we may use our body
as a tool to understand art on a level that
every human being might understand it.

Nechajme na seba chvilu padat dazd,
oble¢me si vSetko to mokré oble¢enie

a zamerajme sa na loptu v bahne pred nami.
Ako na to zareagujete?

Vzdy, ked sa pozerame na umelecké dielo,
telesné reakcie prichadzaju ako prvé.

Mozu zostat nepovsimnuté, alebo siich
jednoducho zakazeme prezivat. Napriklad
preto, Ze sme nauceni, Ze isty druh reakcie
je nevhodny. Alebo sa ndm nepaci. Alebo je
az prili§ prijemny. Prili§ vzrusujuci. MéZzeme
najst mnoho dévodov, preco si nechceme
dovolit zakusat to, ¢o prave zakiSame.

V skratke:

a — nase tela reaguju na umelecké dielo,
pricom

b — my néasledne reagujeme na nase teld.™

Podobne ako v pripade puncta, nemusi

sa nam pacit, ¢o prezivame. Obcas nas
umenie nuUti plakat a to nechceme (Citime
sa slabi? Odhaleni?). Ob&as nas umenie
nuti mysliet na sex a to nechceme (Citime
sa byt vulgdrni? Necivilizovani?). Ob&as nas
umenie nekonecne hneva a to nechceme
(Sme neposlusni? ZIi?). Somaticka reakcia
vychédza z konstitUcie naSho organizmu

a nasej schopnosti citit empatiu k ostatnym
[ludom. Telo je nie¢o, o mdme ako vSetci
[udia spolo¢né.™ Nasa reakcia na reakciu
nasho tela je vSak nieco individuédine,
ovplyvnené nasimi osobnymi spomienkami,
kultUrou v ktorej Zijeme a spolo¢nostou,
ktorad formovala to, za koho sa povazujeme.

No ak si dovolime zakUsat nase telesné
reakcie v celej svojej Sirke, mdZzeme nase
teld vyuzit ako néstroj na porozumenie
umeleckého diela. A dokéZzeme pritom
popisat umenie tak, Ze bude pristupné
kazdej dalSej ludskej bytosti.

Goalkeeper and water / BrankaF a voda
Stanislav Tereba, 1959
sbirka Moravskd galerie v Brné

Better to say, we react on somatic reaction with our Self. Self is a concept representing our identity,
answering the question of who we are. When | say: | am...," | refer to my Self, the complex of the narratives
| tell anyone about myself and complex of the representations | believe I fit it (e.g. | am a husband, scientist,
son, man, citizen of the democratic society and many more). The problem occurs, when our bodily reactions
are in the conflict with our identity. SCHECHTMAN, Marya. The Narrative Self. In Gallagher, S. (Ed.). The Ox-
ford Handbook of the Self. New York: Oxford University Press, pp. 392—418, 2011.

Presnej$ie povedané, na nadu telesnu reakciu reagujeme nasim Self (zast. Ja). Self je koncept vysvetlujici
nasi identitu, zodpoveda na otazku, kym sme. Ked' vravim: ,Ja som...," referujem pri tom k méjmu Self, t. j.
sUboru pribehov, ktoré o sebe rozpravam ostatnym a sUboru reprezentacii, do ktorych verim, Ze zapadam
(som napriklad manzel, vedec, syn, muz, obyvatel demokratickej spolo&nosti a mnohé iné). Problém nastéava
vtedy, ked' nase telesné reakcie nezodpovedaju tomu, ¢o si myslime o tom, kym sme. SCHECHTMAN, Marya.
The Narrative Self. In Gallagher, S. (Ed.). The Oxford Handbook of the Self. New York: Oxford University Press,
pp. 392—418, 2011.

Almost every human being has a capacity to feel empathy, even though this ability can be slightly different
from one individual to another. It can be also trained if you would like to, because it seems that the ability
to empathize is connected to the mirror neurons in our brains, and as all neurons, also these ones can be
strengthen by repeated use. Just observe how your body react on different pieces of art and do not judge
it, just feel it. IACOBONI, Marco. Imitation, Empathy, and Mirror Neurons. Annual Review of Psychology, vol.
60, pp. 663—670, 2009.

Takmer kazda ludska bytost ma potencial citit empatiu, napriek odliSnostiam medzi jednotlivcami. Vzhladom
na to, Ze schopnost empatie je pravdepodobne spojena so zrkadlovymi neurénmi v mozgu, méze byt roz-
vijana opakovanym pouzivanim, ak sa pre to vedome rozhodneme. SkUste sledovat reakciu svojho tela na
rézne umelecké diela, nehodnotte ju pri tom, len ju citte. IACOBONI, Marco. Imitation, Empathy, and Mirror
Neurons. Annual Review of Psychology, vol. 60, pp. 6563—670, 2009
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We already recognize this look from
previous pictures. However, it is somehow
different in this one. Why? It does not
represent authentic passion anymore, as it
is put in the context of ideology. The life in

his eyes entered the service of propaganda.

We can clearly judge this, but we have to
admit, that this makes the photography
different.

Ten pohlad pozndme z predoslych fotografii,
napriek tomu je tu nie¢im odlisny. Citime, ze
jeho vasen nie je autenticka, uvedomujeme
si kontext ideoldgie. Zivot v odiach mladého
stavitela reprezentuje zdmery Statnej
propagandy.

Samozrejme, mdzeme k tomu zaujat
odmietavé stanovisko. Nemdbzeme vSak
popriet, Ze prdve tym je fotografia odlisnd.

Young builder / Mlady budovatel
Bohumil Straka, 1951
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Defamiliarization

Until now, we have used our experience
either for a better understanding of
ourselves (in the case of punctum and
transformative experience) or a specific art
work (in the case of somaesthetics). Now, it
is time to move from our experiences to the
art itself.

You are probably aware of the concept

of originality. Originality expresses the
novelty in every domain of human behaviour
(definitely not only art, see all those
copyright fights in business) and it is

a highly valued quality in the art world. Yet
the term, originality, is so strict that it has
only little practical meaning to us, despite
its radical overuse in art criticism. 2°

Just look at the right image: Is the picture
original or not?

The simple answer is - no - surely, it is not
an original photograph. But we may feel that
this easily pronounced no is quite unjust,
because there is something else in the
picture, something asking for our attention,
something tantalizing.

What is this?

When you look at the picture, you can see
a rather standard female act, a woman with
her hand over her head, emphasizing the
shape of her breast with a perspective
looking a little bit from profile to create

a thin waist. A textbook example so far.
The difference, however, is her smile, the
smile we cannot fully see, yet know is there.
This smile forces us to ask the following
questions: Is she happy? What is she
looking for? Where is she heading to?

Her smile transforms the known into the
unknown. The familiar into the unfamiliar.

Ozvldstnenie

Doteraz sme vyuzivali nasu vilastnu
skUsenost s umenim, aby sme porozumeli
sebe alebo samotnému umeniu. Teraz sa
zameriame na vlastnosti umeleckého diela
ako takého.

Kazdy nevyhnutne pozna koncept
originality. Originalita vyjadruje mieru novosti
v kazdej doméne ludskej ¢innosti a svetom
umenia je extrémne cenend. No v praxi je
samotny termin originality vymedzeny tak
Uzko, Ze ma pre nas iba maly vyznam; a to
napriek velkej oblube, ktoru si originalita drzi
napriklad v umeleckej kritike. 2°

Pretoze, pozrime sa vpravo: Je tdto fotka
origindlna, ¢i nie?

Jednoducha odpoved je - nie - nie je to
originalna fotografia. No asi citime, Ze tento
az prili$ jednoducho vyneseny sud (nie) je
tak trochu nespravodlivy. Ze nieo na tej
fotografii predsa len je, nieco, ¢o si ziada
nasu pozornost, nie¢o, ¢o nas puta.

Co to je?

Samotna fotografia je vlastne Standardnym

zenskym aktom. Modelka ma ruku zdvihnutu

nad hlavu tak, aby sa zvyraznila krivka jej

poprsia, perspektiva zboku vytvéra zdanie

velmi stihleho pésu. Do tohto bodu je to

ucebnicovy priklad. Ten rozdiel sa vSak

nachadza v nieCom odlisSnom: v jej Usmeve.

Nemdzeme ho vidiet, takze ho iba tusime.

A napriek tomu nas nuti klast si otazky: Je 20
Stastnd? Tesi sa na nieco? Kam smeruje? '

Jej Usmev transformuje to, ¢o pozndme

z uCebnic, na nieco trochu odlisné. Nieco
zndme sa touto fotkou premieria na niec¢o
cudzie.

21

Morning / Jitro
Véclav Jird, 1946

According to studies of me and my colleagues, originality is one of the most important aspects in art criti-
cism, often even more important than potential social impact of the art work. Yet the terms of “original” and
"unoriginal” are often used as mere labels masking one's own personal taste rather than proper analytical
tool. MIHALOVA, Lucia - URBAN, Marek. The Holocaust may be important, but it's no longer original: repre-
sentations of the Holocaust in Slovak theatre reviews from 2000 to 2017. KOME: An International Journal Of
Pure Communication Inquiry, vol. 7, no. 1, pp. 84—97, 2019; URBAN, Marek. Identity of the Auteur: Narratives,
Social Representations and Narrative Self in Slovak Cinematography in 2012—20177. Bratislava: Veda, 2017.
Originalita je ¢asto jednym z najdélezitejSich konceptov v umeleckej kritike, Casto délezitejsi nez potencial-
ny dopad diela na spolo&enské dianie. No terminy ,origindlny” a ,neoriginalny” sa &asto vyuzivaju skér ako
reprezentacie vlastného vkusu, nez skutoény analyticky nastroj. MIHALOVA, Lucia - URBAN, Marek. The
Holocaust may be important, but it's no longer original: representations of the Holocaust in Slovak theatre
reviews from 2000 to 2017. KOME: An International Journal Of Pure Communication Inquiry, vol. 7, no. 1, pp.
84—97,2019; URBAN, Marek. Identita autora: Pribehy, socidlne reprezentéacie a narativne Self v slovenskej
kinematografii v rokoch 2012—2017. Bratislava: Veda, 2017.

Quite obvious interpretation, just see the year of the picture.

Ked' sa pozrieme na rok vzniku fotografie, interpretécia je celkom ocividna.
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This process is called defamiliarization. To
defamiliarize means to take the previously
known and put it into a different context. It
does not have to be new nor a revolutionary
piece of art. It simply has to play with our
expectations, our preconceptions, our ideas
of how something is supposed to be.

See the interplay between those two
pictures on the right. The first one creates
expectations. There are cues in which

we can say that the figures are in a good
mood, playing with a small wild animal. Quite
a harmony, isn't it?

The second one rips our expectations
apart. The young man no longer exists, even
though it is the same person. Freedom of
his movement is lost in a rather tense pose
and bitter expression.

Is this because of his old age?

To answer this question, we cannot rely on
the mere knowledge of artistic conventions.
Also, the first picture that should offer some
initial context disappoints us. The old man in
the second picture is somehow familiar: yet,
he is also different due to the process of
defamiliarization.

Why, then, does he have a tense look?

To answer that, we need more cues that
would lead our thinking. For example, we
can look at the man's long, rather untreated
beard and orchid in the shape of a flame - in
the year, 1943.

Could those be the signs of defiance?

Maybe his bitterness represents a more
general expression of personal defiance
against the Nazi regime in which he lives,
regime that took his freedom.

Tento proces sa nazyva ozvldstnenim.
Ozvlastnit nieCo znamena vziat nie¢o bezné
a zasadit to do odliSného kontextu. Nemusi
tak vzniknut revoluény kisok umenia. Je

to jednoducho hra s nasimi o¢akavaniami,
nasimi predstavami o tom, ako by veci za
normalnych okolnosti mali vyzerat.

Pozrime sa na vzdjomnu interakciu fotografif
vpravo. Prva vytvara oCakavania. Obsahuje
voditka, na zéklade ktorych mdézeme tvrdit,
Ze postavy maju dobru naladu: kompozicia,
vyrazy tvari i uvolnené drzanie tela vytvaraju
dojem harmodnie.

Druha fotografia nase ocakavania Uplne
prevracia. Mlady muz viac neexistuje.
Uvedomujeme si, Ze hladime na tu istU
osobu, no uvolnenost prvej fotky je stratena
v napétej pdze a v trpkom vyraze tvére.

Cim to je?

Na zodpovedanie tejto otdzky ndm znalost
estetickych konvencii nepostacuje.

A nepostaci ndm ani kontext, ktory ponuka
prvé fotografia. Muz na druhej fotografii nAm
je nie¢im znamy, no ozvlastnenie sposobuje,
Ze je zéroven nie¢im odlisny.

Preco potrebuje ten napdty vyraz?

Potrebujeme viac voditok, ktoré by viedli
nasu pozornost. Skisme sa napriklad
zamerat na jeho pomerne dihy, nie Uplne
starostlivo upravenu bradu, na orchideu

s kvetom v tvare plamena. Voditkom moze
byt rok vzniku: 1943.

Mohli by to byt zndmky vzdoru?
Mohol by to byt odpor vod&i nacistickému

rezimu, v ktorom zije a kvoli ktorému stratil
svoju slobodu?

Fri¢ with a Cheikolk Indian from the Toba tribe /
Fri& s indidnem Cejkolkem z kmene Toba
Alberto Vojtéch Fri¢, 1905

Christmas 1943 / Vanoce 1943
(Alberto Vojtéch Fri&, portrait / portrét)
Ivan Vojtéch Frig, 1943
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And the situation is the next image. It is

a textbook example of a portrait, head

a little bit in the front, putting it in the right
proportion to the model's body. (There is
also one little mistake; the light in her left
eye is missing.) Yet, the left edge of her
lips defamiliarizes this photograph. She is
disgusted.

But be careful.

The picture does not say anything directly
about the person herself. When we make
assumptions about her, we only know

her photographical representation. Her
representation leads us to believe that she
is disgusted, but we do not know anything
about her. The man in the previous picture
might stand against the regime, but it

was the picture telling us so, not the man
himself.

Defamiliarization is always related to the
formal cues of an art work. Art can play with
the conventions and context of the outside
world. However, defamiliarization always
transforms these conventions. As Russian
philosopher Viktor Shklovskij put it:

An image is not a permanent referent

for those mutable complexities of life
which are revealed through it, its purpose
is not to make us perceive meaning,

but to create a special perception of

the object - it creates a vision of the
object instead of serving as a means for
knowing it. 22

And this specific vision of the object

can become our punctum, transform our
perspective of how we look at the world or
ourselves.

The next chapter will discuss how this
knowledge can help us create our identity
as a professional member of the art world,
an author.

Situacia sa opakuje i na fotografii vpravo.
Ucebnicovy priklad portrétu, v ktorom je tvar
vysunuta mierne vpred, aby bola v spravnej
proporcii k telu. (S malou chybou, ked
absentuje svetlo v lavom oku.) No fotografia
je ozvlastnena lavym kutikom pier, ktory
naznacuje: znechutenie?

No pozor.

Ked' hovorime o ozvlastneni, vzdy
referujeme k umeleckému dielu, nie

k samotnému cloveku, ktorého zobrazuje.
Reprezentéacia Zzeny si nesie atribUty
znechutenia, no ¢o preziva samotna
modelka sa nedozvedame. Vidime jej obraz,
no nevidime ju, zenu, ako komplexnu fudsky
bytost.

Ozvlastnenie sa vzdy vztahuje k formalnym
voditkam umeleckého diela. Umenie sa
moze pohravat s konvenciami a odkazovat
na svet mimo neho, no podstatou
ozvlastnenia je, Ze tento vonkajsi svet
premiena. Rusky filozof Viktor Sklovskij to
popisuje nasledovne:

Obraz nie je nemennym odkazom na
vSetky tie premenlivé aspekty Zivota,
ktoré zaznamendva. Jeho U¢elom nie

je odhalovat skryty zmysel objektoy,

skor vytvdra ich Specifické videnie -
predstavuje akusi viziu objektov, nie je
prostym ndstrojom na ich spozndvanie. 2

A tato Specificka vizia objektov sa mdze
stat napriklad nagim punctom, alebo méze
prehlbit, roz&irit &i transformovat spdsob,
akym nazerame na seba &i na svet.

V nasledujUcej kapitole sa preto pozrieme
na to, ako sa toto poznanie modZe integrovat
do nasej dospelej identity ako obyvatelov
sveta umenia, autorov a autoriek.

22 SHKLOVSKIY, Viktor. Art as Technique. In Rivkin, J., & Ryan, M. (Eds.). Literary Theory: An Anthology. Malden:

Blackwell Publishing, pp. 15—21, 2004.

Portrait / Portrét
Karel Ludwig, 1942
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What does this picture tell us about its
author?

I like him already!

Co této fotografia vypoveda o svojom
autorovi?

Self-portrait with light bulb / Autoportrét se zarovkou
Vdclav Zykmund, 1937
sbirka Moravska galerie v Brné
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Becoming an
author

Why is it important to know (and use)

those theories explained above? Why is

it important to understand the difference
between studium and punctum, or
recognize a transformative experience,

or put your Self into "brackets” and allow
yourself to feel your bodily reactions, or see
how art defamiliarizes the familiar in order to
make it attractive to look at?

Because this is what distinguishes the
difference between you - a professional -
and an audience.

Do not be mistaken. The cultivated
audience of good exhibitions can have
sophisticated taste, and amateurs can often
create very good art. Yet, professionals

do not have to like something to know its
quality. And professionals do not have to
rely on coincidence in their work, because
they know how to make great art works.
Simply put, professionals know what they
are doing; and what art does to them.

But becoming a professional is a complex
personal and social process. One has to find
who as a professional really is, what does
really want to do ... and the society has to
accept it. 2

Karel Hajek created his professional
identity as a photojournalist by describing
himself as a man who would stop a tram

to take a good picture. In 1926, as a young
amateur, he displayed grit by sending

his photographs to all the magazines he
possibly could, despite being rejected
repeatedly. This took eight years. When the
picture on the right was established, he
became publicly recognized figure. 2*

Stdvanie sa
autorom / autorkou

Preco je délezité poznat (a vyuZivat)

tedrie popisané vyssie? Preco je dblezité
rozumiet rozdielu medzi studiom a punctom;
rozpoznat transformativnu skisenost;
dovolit si prezivat svoje telesné reakcie na
umenie, nech uz su akékolvek; alebo uvidiet,
ako umenie ozvlastriuje nieco inak Uplne
bezné?

Pretoze tieto znalosti odliSuju vas -
profesiondlov a profesiondlky - od bezného
navstevnika galérie, mizea i kina.

Kultivované publikum kvalitnych vystav moze
mat sofistikovany vkus a amatérski umelci
mozu tvorit cenné umelecké diela. Rozdiel
je vSak v tom, ze ako profesiondlom sa nam
nemusi umelecké dielo pddit na to, aby
sme vedeli, ze je dobré. A ako profesionali
sa nemusime spoliehat na ndhodu, pretoze
vieme, ako sa vytvaraju hodnotné umelecké
diela. Inymi slovami: chdpeme, ¢o musime
ako umelci robit; a chdpeme, ¢o umenie robi
nam.

No stavanie sa profesiondlom je komplexny
proces, prebiehajuci na osobnej

i spolo¢enskej rovine. Clovek musi prist na
to, kym ako umelec ¢i umelkyna je a na com
mu skutoéne zéleZi... a spoloénost to musf
akceptovat. 2

Karel Hajek svoju profesijnu identitu zalozil
na tvrdeni, Ze by zastavil aj elektricku,

len aby spravil dobru fotku. V roku 1926,
ako mlady amatér, poslal svoje fotky do
v8etkych magazinov v republike. A tie

ho odmietali nasledujicich osem rokov. Az
fotografia vpravo predstavovala prielom,
vdaka ktorému sa stal verejne znamou
osobnostou. %
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Saved from the mine Nelson / Zachranény z dolu Nelson
Karel Hdjek, 1934
sbirka Moravskd galerie v Brné

| wrote a lot about this in URBAN, Marek. Identity of the Auteur: Narratives, Social Representations and Nar-
rative Self in Slovak Cinematography in 2012—2017. Bratislava: Veda, pp. 192—214, 2017. For complementary
insight into the different forms of professional authorships see DUDKOVA, Jana. Medzi ideolégiou a kreativi-
tou. Presuny autorstva medzi reZisérom a producentom v slovenskom ponovembrovom filme [Between Ideol-
ogy and Creativity: Shifts in Autoriality between Directors and Producers in Slovak Post-November Cinemal.
Kino - Ikon : &asopis pre vedu o filme a “pohyblivom obraze”, vol. 18, no. 2, pp. 80—105, 2014.

Téme som sa detailne venoval tu: URBAN, Marek. Identita autora: Pribehy, socidlne reprezentdcie

a narativne Self v slovenskej kinematografii v rokoch 2012—2017. Bratislava: Veda, pp. 192—214, 2017. Pre
dopliujuci pohlad na to, aké rézne formy méze ziskat profesionalna identita autora, pozri DUDKOVA, Jana.
Medzi ideoldgiou a kreativitou. Presuny autorstva medzi rezisérom a producentom v slovenskom ponovem-
brovom filme. Kino - Ikon : &asopis pre vedu o filme a “pohyblivom obraze", vol. 18, no. 2, pp. 80—105, 2014.

MRAZKOVA, Daniela - REMES, Vladimir. Cesty Seskoslovenské fotografie. Praha: Mlada fronta, pp. 114—115,
1989.

51



52

On a personal level, becoming professional
is a process of constant:

a — observation,
b — experimentation,
¢ — and re-evaluation. %

Observation means contact with an
unknown. Unknown books, movies,
photographs, exhibitions, places, people,
cultures, ideas, meals, sounds, smells,
touches...

Yet, this contact is meaningless until you
allow yourself to experiment with those
experiences. Would you try to wear that
dress? Would you try to taste that food?
Would you try to take that picture?

And when you do that, how does that feel
to you? How do you feel doing this and
eating this and taking pictures like this?
Who are you when you are doing this? And
do you want to be like that?

You do not have to, surely, but even with
rejection, you are becoming more confident
in what you do and do not want, who you
are and who you are not.

Social recognition, on the other hand, is
something quite different. You could be

a very creative professional doing a lot

of transformative work, yet you do not
have to be recognized. In fact, your social
recognition does not depend on your
creativity nor quality of your works: like, not
at all.

Recognition depends on a number of quality
relationships you have with recognized
professionals in the artworld and influential
figures outside of it. %

Na osobnej rovine, vytvéranie profesijnej
identity je procesom stéleho:

a — pozorovania,
b — experimentovania,
¢ — a prehodnocovania. %

Pozorovanie znamena interakciu

s neznamym. Neznamymi knihami, filmami,
fotografiami, vystavami, kultdrami, ludmi,
miestami, jedlom, zvukmi, voriami, dotykmi...

Tento kontakt s nezndmym je v8ak zbytocny,
ak si s tymito skisenostami nedovolime
experimentovat. Obliekli by sme na seba tie
Saty? Ochutnali by sme to jedlo? Spravili by
sme tu fotku?

A ked to spravime, ako sa pritom citime?
Ako sa citime, ked robime prave to a jeme
prave to a vytvarame prave takéto umenie?
Kym sme v tychto situaciach? A chceme
taki byt?

Samozrejme, nemusi sa nam to pacit. Ale

aj odmietnutie tychto skUsenosti nam
umoznuje spoznévat samych seba. Skratka,
vieme, ¢o chceme a ¢o nie; kym sme a kym
zas nie.

Spoloc¢enské uznanie je na druhej

strane nie¢o odlisné. Mézeme byt velmi
kreativnym profesionalom vytvarajucim
mnoho transformativnych umeleckych
diel a stale nas spolo¢nost nemusi prijat.
Vyskum naznaduje (a toto je zrejme
najpesimistickejsia informacia v tomto
texte), Ze spolocenské uznanie nezavisi
od kreativity, ani od kvality nasich diel: a to
prakticky vébec.

Zavisi vSak na pocte a kvalite vztahov, ktoré
mame s inymi, uZz zndmymi profesionalmi

vo svete umenia a vplyvnymi osobnostami
mimo neho.?

Pennsylvania railway station / Pensylvénské nadrazi
Drahomir Josef RUzi¢ka, 1929—32
sbirka Moravskd galerie v Brné

25 RONFELDT, Matthew - GROSSMAN, Pam. Becoming a Professional: Experimenting with Possible Selves in
Professional Preparation. Teacher Education Quarterly, vol. 35, no. 3, pp. 41—60, 2008.

26  MITALI, Banerjee - INGRAM, Paul L. Fame as an lllusion of Creativity: Evidence from the Pioneers of Abstract
Art. HEC Paris Research Paper No. SPE-2018-1305; Columbia Business School Research Paper No. 18—74,

2018.
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Drahomir Josef RUzi¢ka (on the previous
page) lived in North America, yet was able
to mobilize a lot of people who followed him
while he was visiting Prague. As such, he
immediately became an almost legendary
figure. Jaroslav Réssler made a humble living
in a small private atelier. For twenty years,
no one even knew he existed; yet, today

he is considered to be one of the greatest
modernist photographers.?

French sociologist, Pierre Bourdieu,
explained this process of becoming publicly
recognized using his term of symbolic
capital. One can imagine symbolic capital -
as cynical as it sounds - as the value

your name has in the eyes of a society.
Every public interaction with a person or
institution of high symbolic capital (galleries,
curators, donors, grant committees,
magazines...) transfers some of their capital
and invest it in one's name.?® That is the
reason why relationships matter so much.??

The more symbolic capital you gain, the
more freedom you have to do what you
want. You can influence politics and become
president. You can earn a lot of money and
have a luxurious home. You can create the
art you desire. The choice is yours. Yes,

it is the introverts' hell. Many exceptional
artworks have been lost because their
authors do not like to talk about the
weather.

Yet, the world today is slowly changing.
Proper management of online fanpage
and webpage portfolios can be a good
starting point to contact directly with your
audience.*°

Drahomir Josef RUzi¢ka na predoslej
strane zil v severnej Amerike, napriek tomu
dokéazal zmobilizovat mnoho ludi pocas
svojej kratkej navstevy Prahy: a prakticky
okamzite sa stal takmer legendarnou
postavou. Jaroslav Rossler sa zivil skromne
v malom sUkromnom ateliéri a dvadsat rokov
takmer nikto netusil, ze vbbec existuje:
pricom dnes je povazovany za jedného

z najvyznamnejsich modernistickych
fotografov. %

Francuzsky socioldg Pierre Bourdieu vysvetlil
proces ziskavania spolo¢enského postaveniu
pomocou konceptu symbolického kapitdilu.
Symbolicky kapital si méZeme predstavit
ako - a toto méze zniet cynicky - hodnotu,
ktory mé nase meno v ociach spolo¢nosti.
Kazda verejna interakcia s ¢lovekom i
inStituciou, ktori maju vysoky symbolicky
kapitél (ako sU galérie, kuratori, fondy,
magaziny...) prenesie nie¢o zo svojho
kapitalu a vlozi ho do nasho mena.?® Preto
na vztahoch tak zalezi.*

Cim viac symbolického kapitalu ziskame,
tym viac slobodni sme v tom, ¢o chceme
robit. M6zeme ziskat politicky vplyv a stat
sa prezidentom &i prezidentkou, mézeme
zarobit slusné peniaze a dovolit si Zit vo vile
s bazénom, mézeme konecne tvorit bez
ohladu na nazory ostatnych; volba je na
nas. Nie, nie je to fér; obzvlast, ak je niekto
introvert a nebavia ho rozhovory o poc&asi.

No i svet sa dnes pomaly premiena.
Online portfdlio na webe a starostlivo
spravované fanpage mézu byt dobrymi
nastrojmi, ako ziskat priamy kontakt so
svojim publikom. 3©

27 BIRGUS, Vladimir - MLEOCH, Jan. Czech Photography of the 20th Century. Praha: KANT, 2009; MRAZKOVA,
Daniela - REMES, Vladimir. Cesty Seskoslovenské fotografie. Praha: Mlada fronta, 1989.

BIRGUS, Vladimir - MLEOCH, Jan. Ceska fotografie 20. stoleti. Praha: Uméleckoprimyslové museum, KANT,
2005; MRAZKOVA, Daniela - REMES, Vladimir. Cesty eskoslovenské fotografie. Praha: Mlada fronta, 1989.

28  And similarly to regular financial capital in a bank, your investment can be good and you both are gaining, or

you can lose.

A podobne k finanénému kapitélu v banke, vasa investicia sa méze oplatit a obaja pri tom ziskate, alebo

naopak.

29  BOURDIEU, Pierre. Practical Reason: On the Theory of Action. Stanford: Stanford University Press, 1998.
BOURDIEU, Pierre. Teorie jedndni. Praha: Karolinum, 1998.
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Self-portrait / Autoportrét
Jaroslav Rossler, 1929
sbirka Moravskd galerie v Brné

Brother / Bratr
Jaroslav Rossler, 1924
sbirka Moravskd galerie v Brné

To have a webpage with regularly actualized portfolio is a must today, you have to be able to present your
work immediately to any potential gatekeeper you meet on your way. The fanpage on Facebook or other
social media is just another way of building symbolic capital. The interaction with public is happening online
instead of face-to-face and it is potentially able to create a base of a people interested in your work. But
this also means a commitment to create content on regular basis, which after some time requires a lot of
grit (but hey, it is your audience, so take a good care for it). HUGHES, Diane - KEITH, Sarah - MORROW,
Guy - EVANS, Mark - CROWDY, Denis. What constitutes artist success in the Australian music industries?
International Journal of Music Business Research, vol. 2, no. 2, pp. 61—80, 2013.

Webova stranka s pravidelne aktualizovanym portféliom je dnes uz prakticky nevyhnutnostou, ktora sa moze
ukazat zdsadne ddlezitou v situécii, ked budete potrebovat komunikovat s potencidlnym gatekeeprom.
Fanpage na Facebooku alebo na inych socidlnych médiach je zas iba inym nastrojom ziskavania symbolického
kapitalu. Interakcia prebieha online a méze vytvarat zakladru ludi, ktori sa zaujimaju o vase dielo. Komunikacia
s fanusikmi si v8ak (po opadnuti prvotného nad$enia) vyzaduje mnoho odhodlania. HUGHES, Diane - KEITH,
Sarah - MORROW, Guy - EVANS, Mark - CROWDY, Denis. What constitutes artist success in the Australian
music industries? International Journal of Music Business Research, vol. 2, no. 2, pp. 61—80, 2013.
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This photograph defamiliarizes everything
we know from Mucha'’s painting. There

are no redundant motives, curls or swirls,
but we are still able to recognize the

model - her figure, expression - making

her the same as in the paintings, yet
different through its clarity. 3 And still, this
description is insufficient. | feel that there
is something hidden beyond her smile

(Is it even a smile?) that makes me feel
insecure. 32 How should | treat a person like
her? Should | take care of her or be afraid
of what she could possibly do to me?3® But
it is not her expression, nor dark shadows
around her eyes, that strikes me. It is her
hand. Due to optical distortion, it is too big.
It seems like the hand of a living person. 3
What a conflict! Is she a model, an object of
art, or someone you could walk around with
on the street? If it is so, shouldn't we start
treating human life as if it is an art work? 3¢

Tato fotografia ozvlastruje vsetko, ¢o
poznédme z Muchovych malieb. Portrét
neobsahuje ziadne ornamenty ani
dodatocné motivy, napriek tomu su
modelka, jej postavenie, vyraz v tvari,
jednoznacéne vztiahnutelné k Muchovej
malbe, no odlisné svojou jednoduchostou. ¥
Tento popis vSak nestaci. Citime, Ze za
modelkinym Usmevom (MéZeme to este
povaZovat za Usmev?) je nieco skryté,
nieco, ¢o nas zneistuje. 3> Ako mame
pristupovat k ¢loveku, ako je ona? Mame jej
ponuknut nasu Utechu, alebo naopak obavat
sa, ¢o ndm modze spdsobit? * No nie je to
jej vyraz, ani tie tmavé tiene okolo jej oci,
¢o ma zasahuje; je to jej ruka. Nepomerne
velka kvoli optickej nedokonalosti objektivu,
no zéaroven pdsobi ako ruka skuto&ného,
zivého cCloveka. 3 To ma matie. Je modelkou,
umeleckym objektom, alebo niekym, koho
mdzeme stretnUt na ulici? Ak je to tak,
nemali by sme zacat ku kazdému ludskému
Zivotu pristupovat ako k umeleckému
dielu? 3

31
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This is defamiliarization.

Toto je ozvlastnenie.

This is somaesthetics.

Toto je somaestetika.

This is an attempt to understand what the somatic reaction causes to me.

Toto je pokus porozumiet tomu, o mi spdsobuje moja telesna reakcia.

This is punctum.

Toto je punctum.

This is transformative experience.

Toto je transformativna skisenost.

Portrait / Portrét
Alfons Mucha, 1920
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Goals
of yours

Do you feel vulnerability in Drtikol's picture?
Or is it something else?

The goal of this essay was to transform
what you experience in looking at an
artwork. In order to do so, | have tried to
introduce you to four different attitudes
towards the reception of art. All of them
allow you to perceive different qualities of
art - knowingly - as a professional, without
the need to resort to personal taste, as
performed by a lay audience.

Moreover, | have put this knowledge into an
artworld context. Similarly, to the theories
above, | consider your understanding of the
artworld as vital to your future professional
development. It allows you to realize that
the world of art - despite being viewed

as something mystical to most of the
population - is a creation of human beings.
And, as such, you can navigate yourself

in this world by gaining symbolic capital
and growing as an author, if you decide to
become one.

And if you do, this can help you3¢ - by
setting of your own goals - with every
artwork you create. Simply ask yourselves:

What is supposed to be different when my
audience sees my artwork?

| asked myself this question before writing
this essay. | wanted you to look at the

art as professionals do. | wanted this
transformation to happen. When you set
your goal, let the goal guide you in planning
the steps necessary to achieve it. And ask
yourself: Is this step helping me to achieve
my goal? Do | need to continue? Do | need
to stop? Do | need to change it? ¥

Ciele, ktoré si
kladieme

Je to zranitelnost, ¢o citime na tejto
fotografii? Alebo je to nieco odlisné?

Cielom tohto textu bolo transformovat
skusenost, ktoru prezivate, ked' hladite

na umelecké diela. Aby som to dosiahol,
popisal som Styri rézne teoretické pristupy
ku vnimaniu umenia. Kazdy z nich umozniuje
reflektovat odlisné kvality umeleckych diel,
a to vedome - profesionalne - bez potreby
odkazovat k svojmu vkusu.

Tieto teoretické poznatky som zasadil

do kontextu sveta umenia. Porozumenie
zakonitosti sveta umenia povazujem za
zéaklad toho, ako véas v buducnosti akceptuje
ako profesionalnych umelcov, umelkyne &i
kuratorov a kuratorky. Poznanie sveta umenia
z neho zéarover snima jeho magicky auruy,

¢o umoznuje svoje kariérne kroky navigovat
vedome (napriklad cielenym ziskom
symbolického kapitélu) a rast tak ako autor
¢i autorka; ak sa pre to teda rozhodnete.

Sucasny vyskum vam v tejto veci mbze

pomodct: 3 stadi si pred tvorbou kazdého
umeleckého diela ¢i vytvorenim vystavy
polozit otazku:

Co sa mdé zmenit, ked' publikum uvidi moje
umelecké dielo &i vystavu?

Pred napisanim tohto textu som si tuto
otazku kladdol pomerne &asto. Mojim cielom
bolo, aby ste ako mladé profesionalne
publikum pristupovali k umeniu reflektovane.
Ked' si nastavite svoj ciel, nechajte ho,

aby vas viedol v planovani krokov, ktoré
potrebujete spravit, aby ste ten ciel dosiahli.

PR ) PR 36
Pomdhaju mi tieto kroky dosiahnut méj ciel?
Mdm pokradovat? Mdam zastavit? Mdam ich
zmenit? ¥’
37

FrantiSek Drtikol, 1915

STEEL, L. M. - MCINTOSH, T. - HIGGS, C. Intrinsic motivation and creativity: Opening up a black box. In
Mumford, M. D. & Hemlin, S. (Eds.). Handbook of research on creativity and leadership. Norman: University of
Oklahoma, pp. 100—130, 2017; URBAN, Marek - Urban, Kamila. Creativity, metacognition and intrinsic motiva-
tion: a new perspective on self-regulated learning. In Book of Abstracts JURE 2019, August 10th - 11th, 2019.
Aachen: Aachen University, p. 4, 2019.

SNEHOTOVA, Jifina - URBAN, Kamila - Votava, Jifi (2020). Self-Direction. In K. Némejc & E. M. Bakay (Eds.).

CATCH 21st Century Skills: Teaching Materials. Prague: Czech University of Life Sciences Prague, Institute
of Education and Communication; URBAN, Kamila. Ako dosiahnut autoregulované u¢enie? [How to achieve
self-regulated learning?]. Nasa $kola, vol. 20, no. 5, pp. 6—11, 2016/2017.
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When you ask this, *® you will realize that

a lot of the work you have produced has
been completely redundant. And, on the
other hand, there is a lot of work that needs
to be done. Do not fear this. It is completely
normal. Austrian novelist, Stefan Zweig,
described this feeling in his autobiography
as an endless process of removing of
everything that isn't absolutely necessary
for fulfilment of the goals of every individual
art piece.* Every word in a book, every
photograph in an exhibition, every painting
in a gallery, every exhibit in a museum... all
are important only if they fulfil your goal. If
they do not, just cut them off.

Setting goals helps you to create

art willingly. It is no more a matter of
coincidence; that is, unless you want it to
be. As a professional, you have the freedom
of choosing your own goal. You have the
agency to set your own steps for achieving
this goal, and you possess the mastery to
realize those steps.

In other words, you are the author who
writes your own story.

| have decided to end this essay with the
Portrait of a sculptor. This photograph
refers to a human being creating an
artwork, similar to what | tried to show you
throughout this essay. The artworld is made
by people, and thus bears our collective
strengths and weaknesses. Please consider
this as an opportunity for growth, and with
this growth, make the world of art a better
place in which we can live and create.

Ked si zacnete klast podobné otazky, 3¢
mdzete si uvedomit, ze mnoho uz
spravenej prace je zbytoc¢nej. A naopak,
mnoho jej eSte zostava. Je to prirodzeny,
mozno trochu Unavny postup prace,

s ktorym sa kazdy vyrovnéva po svojom.
Rakusky spisovatel Stefan Zweig ho svojej
autobiografii popisal ako takmer nekonecny
proces odstranovania vSetkého, ¢o nie je
absolUtne nevyhnutné pre naplnenie ciela
kazdého jeho romanu.*® Kazda veta alebo
dokonca kazdé slovo, kazda fotka v galérii
¢i exponat v muzeu; kazdy z nich ma svoj
vyznam len vtedy, ak plni svoj Ucel, teda vas
ciel. Ak nie, nema tam ¢o hladat.

Nastavenie svojich vilastnych cielov
umoznuje robit umenie vedome. Nezalezi
Uz viac na nadhode; iba ak by ndhoda bola
va$ou vedomou volbou. Ako profesiondli
méte slobodu rozhodnut sa pre svoje ciele,
pre svoje vlastné kroky a zaroven ste to vy,
kto ma kompetenciu na ich naplnenie. Inymi
slovami, vy ste autormi a autorkami, ktori
pisu svoj viastny pribeh.

Rozhodol som sa tento text uzavriet
fotografiou Portrét sochare. Tato fotka
referuje k ludskej bytosti vytvarajicej
umelecké dielo, podobne, ako som sa to
snazil vysvetlit v tomto texte. Svet umenia
je tvoreny ludmi, nesie si teda ich slabé,
ale zéroven i silné stranky, ako je napriklad
obrovsky potencial na rast. MéZeme k nemu
teda pristupovat ako k prileZitosti, ako

ho nasou ¢innostou posunut vpred a ako
ho spravit leps$im miestom pre zivot -

a predovsetkym pre tvorbu umenia.

38  Goal setting is little bit tricky, because sometimes we may set goals, that are impossible to achieve and we
are doomed to fail. Therefore it is good to check, whether goals are inspirational and challenging enough
on one side (to keep you motivated), but realistic and achievable on the other (for example if goal depends
on someone else than you, it is possible to fail in achieving it even without you doing anything wrong). See
WHITMORE, John. Coaching for Performance. London: Nicholas Brealey, 2010.

Nastavovanie cielov mdze byt naroéné v tom, Ze obgas si stanovime ciel, ktory sa neda dosiahnut (a my

sme tak odsudeni na neUspech). Preto je ddlezité ubezpedit sa, &i sU nase ciele na jednej strane dostatoéne

indpirativne a ambiciézne (aby nas udrzali motivovanych), ale zaroven realistické a dosiahnutelné na strane
druhej. WHITMORE, John. Koucovdni. Praha: Management Press, 2009.

39  ZWEIG, Stefan. The World of Yesterday. Lincoln: University of Nebraska Press, 2013.

ZWEIG, Stefan. Svét véerejska. Praha: Torst, 1999.

Portrait of a sculptor / Portrét sochare
Karel Novdk, 1913
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Summary

Pun(k)tum: Artworld and theories to
understand it offers an introduction to the
art theories important for professionals

in cultural production, such as art critics,
museum curators, art gallery managers

or people who would like to buy, sell or
collect art on a professional level. The book
is organized into chapters, each covering

a separate aesthetic theory. The book
opens with an explanation of general, 20th
century philosophical tendencies, shifting
from an essentialist understanding of reality
to a socially constructed one. From this
perspective, a defining criteria of art does
not exist; instead, there is only a shared

set of social practices leading to the
acceptance of an artefact - a candidate

for appreciation - as a proper art piece,
determined by a community of artistic
professionals. Then, drawing on Arthur

C. Danto's definition of the Artworld

and institutional theory of art, the book
explores a different set of criteria that can
be applied when considering a candidate
for appreciation. Whilst a general audience
often draws conclusions based only on
their personal taste, art professionals must
be able to consider different approaches
towards art. In other words, they must be
able to understand that even though they
do not 'like' an artefact, it can still be valued
as art. The book introduces theoretical
concepts, such as Roland Barthes' punctum
and studium, John Dewey's an experience,
Richard Shusterman's somatic experience,
and Viktor Shklovskij's defamiliarization. All
theories are exemplified through the lens of
20th century Czech and Czechoslovakian
photographs.
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