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PRGCR / Progresivni rada
galerii Ceske republiky

Reditel: PhDr. Ivan Neumann

Co je to PRGCR?

PRGCR: Jak nehezké jméno. A nejen
proto, jak krkolomné je, kdyz ho vyslo-
vite nahlas, ale i proto, Ze vyznamy které
se za touto zkratkou skryvaji, jakoby ne-
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ani spole¢né. Progresivni rada galerii
Ceské republiky, to zni spise banalng,
nez progresivné. Co je ale ta ,,Progresivni
rada galerii Ceské republiky“? Chce snad
progresivnim zptisobem a navic v Evrop-
ském meéritku pieménit zazité hegemo-
nie kulturni politiky? Trochu ambici-
6zni snaha pro skupinku statnich kul-
turnich zaméstnancti, kteri navic do-
ufaji, Ze celd tato aktivita mutze byt fi-
nancovana prostiednictvim kulturni po-
litiky, kterou se v8ak zaroven snazi radi-
kalné zménit. A ,,Ceské republiky®, jak
tomu mame rozumét?

Priznejme si to otevirené: tohle nase dité
je nepovedené, nepusobi nijak inteli-
gentné, zda se, Ze ma pokiiveny smysl
pro realitu a nedava ani zadnou nadé&ji
na budouci tspéch... At uz je ale jakéko-
liv, jednou tady je a je nase, tudiz ne-
mame jinou moZnost, neZz p¥i ném stat
a pomoci mu postavit se na vlastni nohy.
I prese v8echno si zaslouzi dostat Sanci.
A piesné toto je pro nas vyzvou. Kdo ma
dnes ambice napravit to, co je pokti-
vené, musi piedev§im sam sebe podro-
bit otazkam a radikalné zmeénit vlastni
mysleni. Musi byt také piipraven odha-
lit sama sebe v celé té divnosti a oskli-
vosti a nebat se odklonit od norem, které
se vydavaji za skute¢nost. Ze samotného
principu normalnosti vyplyva, Ze co je
slabé, bude jesté slabsi a co je silné, zase
silnéjsi. Kdo se chce této logice vzepiit,
nemuze ztstat normalni.

Co tedy PRGCR déla? Jaka ¢innost oprav-
nuje jeji existenci? Neni tézké odpovédét
si na tuto otazku ryze popisnym zpuso-
bem. Piedevs$im jde o navazani kontaktt
mezi evropskymi kulturnimi a umélec-
kymi institucemi tak, aby bylo mozné
spole¢né realizovat umeélecké projekty
idalsi interdisciplinarni akce. Za druhé,
sama PRGCR tvoti diskursivni platfor-
mu, coZ znamena, ze se vedle své publi-
kaéni ¢innosti ucastni také na spolu-
vytvafeni diskurzu jinych instituci. Tato
dvoustranna aktivita neni v Zadném pii-
padeé ,prosta ideologie®, nebo politicky
neutralni. Pravé naopak: PRGCR tuto ak-
tivitu chape vyluéné jako formu za-
vazku, jehoz Géelem je nadnarodni boj
proti neoliberalni hegemonii. Sdilime
tedy také aktivistickou motivaci, tu,
ktera jasné odkazuje ke konkrétnimu
aktivizmu levicového ,antiglobalizaé-
niho® hnuti, a ktera je stéZejnim ele-
mentem nasich aktivit. Vyjadieno tra-
di¢nim zpusobem tak spojujeme t¥i dis-
cipliny: uméni, teorii a politiku. A pie-
sto si narokujeme byt vic nez jen jejich
pouhym mechanickym souétem. Co tedy
ono ,vic* znamena? Pro zacatek je tireba
rici, Ze by bylo by zavadéjicim zjednodu-
Senim chéapat tyto nase nové hodnoty
jako néjaky symbolicky zisk nebo pro-
spéch vyplyvajici z takzvané interdisci-
plinarniho charakteru aktivit PRGCR.
Jakakoliv podobna hypotéza nutné
omezuje popsané aktivity na pouhou
akumulaci symbolického kapitalu, ja-
koby neslo o nic vic nez o symbolickou

investici... PRGCR chce ale zjevné mit
podstatné $irsi vyznam. Je tu ale jesté
jind moznost, jak vSe interpretovat: in-
terdisciplinarni zptisob prace PRGCR
muze byt také chapan jako kvalitativni
suma nedostatkt svych vlastnich sou-
¢asti. Napiiklad umeéni, které se strani
teoretickych reflexi i jakychkoli jinych
srovnani s politickou realitou, je pro
PRGCR apriori nedostate¢né. To je tieba
chapat jako ,,Cisté estetické” a ne pouze
politické stanovisko. Uméni, které by
dnes chtélo ztstat nebo se stat pouze
a jen ,,Cistym uménim®, by pak zaroven
zadnym uménim nebylo. Je to pravé ab-
sence politického a diskurzivniho, co
jeho esteticky status znevérohodnuje.
Jinymi slovy, aktivity PRGCR nikdy nej-
sou umélecké pouze z jednoho hlediska;
jde o aktivitu, ktera uméni doplnuje ve
vsech jeho aspektech - politickém, refle-
xivnim i kulturnim. Davd uméni piesné
to, co mu chybi, aby ziistalo nebo se stalo
umeénim.

Stejné je tomu i s teorii, politickym akti-
vizmem a také s tim, co nazyvame ,kul-
turni politikou®. Cilem PRGCR je pos-
kytnout to, co tyto jednotlivé oblasti po-
stradaji. Pfekonat konkrétni nedostatky
kazdé z nich, které za¢nou davat smysl
teprve ve vztahu k ostatnim oblastem.
Pravé v tomto, a nikoli v pouhém pte-
kryvani raznych oblasti ¢innost, spo¢iva
hybridni charakter této aktivity.

Bylo by nicméné omylem pokladat tuto
hybridnost za prostorovou metaforu.
Aktivita PRGCR nepracuje s zadnym
»mezi prostorem®, symbolickymi skuli-
nami, ani s takzvanym tietim prosto-
rem, v némz by mohla formovat néco
kulturné a politicky ,,nového® a kde by
mohlo dojit k projeviim jeji specifické
kreativity. Je to postesencialistické, ale
nikoli v prostorovém nebo topografic-
kém smyslu. Nedostatek, ¢&i deficit,
o némZ mluvime, je pfedmétem a zaro-
venl produktem této hybridni aktivity;
nedostatek politiky, vyplyvajici z umé-
lecké praxe; nedostatek kulturni poli-
tiky, kterou uméni odhaluje a teorie
pojmenovava, nedostatek reflexe, odra-
Zejici se v politice atd.

V aktivitich PRGCR nejde jen o symbo-
licky zisk, ale spiSe o pojmenovani toho,
co chybi, coz je také mozno chapat jako
kritiku. Ma to piedevs§im genealogicky
vyznam. a koieny této aktivity miizeme
vypatrat zpét do minulosti. Je to odvo-
zeno od toho, co se, v modernistickém,
ale i v uz8im smyslu, nazyva spoleéenska
kritika. To samoziejmé neznamena, ze
je ¢innost PRGCR jen a pouze kritikou.
Spise jde o to, Ze zkuSenost nedostatku,
ziskand prostiednictvim této aktivity,
vychazi z kritické praxe, jez pozname-
nala vSechny oblasti moderniho svéta.
A neda se tedy tvrdit, zda je PRGCR kri-
tickd nebo ne. Jesté piesndji: PRGCR
produkuje ,to, co uz neni kritika®, nebo
jesté lépe ,to, co bylo znamo jako kri-
tika“ (“gewesene Kritik”) - a to je pro
smeétovani jeji aktivity zasadni.

Je také snadné vse zleh¢it a moZzna i rict,
7e PRGCR ani poiadné nevi, co déla. Je
ale mozné s urcitosti ukazat, kde na
hibitové moderny lezi jeji piedchtdci.

Hrobka kritiky je tam bezpochyby jed-
nom slavné skutky takzvanych zbrani
kritiky, ale také (kriminalni) ¢iny kritiky
zbrani. Jde pochopitelné o odkaz na
slavny pozadavek Karla Marxe, Ze zbrané
kritiky musi byt nahrazeny kritikou
zbrani. Jde tedy o kritiku jak v tradici
Immanuela Kanta, tak i Robespierra -
tedy v tradici, v niz se radikalnost ob¢as
projevila jako revoluce.

A pro¢ je tento genealogicky odkaz du-
lezity? ProtoZze mimo jiné objastiuje vy-
znam alesponi jedné z ¢&asti nazvu
PRGCR. Ve slové ,progresivni“ je jasné
citit ozvéna toho, co bylo dfive znamo
jako kritika. Pokrok - v ptivodnim mo-
dernistickém vyznamu pokrokovy vyvoj
- neni nikdy vysledkem symbolické aku-
mulace, je naopak piedev§im vysledkem
kritiky. Diky kritice bylo rozeznano
$patné a staré, aby je bylo moZzno nahra-
dit lepsim a novym. Kdyz tedy dnes sami
sebe povazujeme za pokrokové, ne-
mame na mysli nic jiného, nez Ze po-
kra¢ujeme ve stopach modernistické
kritiky. Pfesto nejsme tim, v jehoz sto-
pach jdeme. Neni jiz mozné prosazovat
lepsi a nové timto starym zptisobem -
cestou kritiky.

I piesto je mozné vyjadrit aktivity
PRGCR pomoci starého jazyka kritiky:
PRGCR uskute¢niuje politickou kritiku
uméni, teoretickou kritiku politiky, kul-
turni kritiku z pozic novych umélec-
kych praktik, a tak dale. Ve svém celku
v8ak vSechna tato aktivita neni kritikou.
Muze sice piijmout formu kritiky spo-
le¢nosti, ale, z historického hlediska, je
na to uz piilis pozdé.

Jiz neopakovatelny okamzik kulminace
spole¢enské kritiky - ve svém dvojim
smyslu jako uplné spolecenské kritiky
a kritiky spole¢nosti v jeji uplnosti - byl
ideovou a praktickou naplni komunis-
tické transformace svéta, kritikou z hle-
diska beztiidni spole¢nosti. To dnes jiz
neni mozno zopakovat. Kritiku jiz dnes
neni mozno uskutec¢novat ve jménu bez-
tridni spole¢nosti, ale ve jménu tiidy
bez spole¢nosti. Takze kritické aktivity -
véetné téch, které provozuje PRGCR - jiz
nadale nemohou probihat pod hlavi¢-
kou kritiky spoleé¢nosti. I kdyby si tyto
aktivity uchovaly stejnou motivaci jako
socialni kritika, schazi jim pottebny
piedmét, jmenovité jasné vymezena, po-
liticky angaZovana a moralné posuzo-
vana spole¢nost Také jim schazi tradi¢ni
médium spolecenské kritiky, piesnéji
feceno, normalné vyvinutd, nezavisla,
Hkritickd“ socialni sféra spojend s kon-
krétni spole¢nosti. ,Nic takového jako
spole¢nost neexistuje,,, tvrdila Margaret
Thatcherova, ,pouze jednotlivi muZi,
Zeny a jejich rodiny.”“ Dnes se béZzné za-
pomind, ze za timto vyrokem nestoji
Thatcherova jako socialni védkyné, ale
jako britska ministerska piedsedkyné,
politicka Margaret Thatcherova, jejiz
slova méla v prvni fadé exhibi¢ni vy-
znam. V dobé, kdy uéinila tento vyrok,
spole¢nost mozna jesté existovala. Ale
existuje jesté nyni, po tiiceti letech?
Nase déjinna realita se nam dnes jevi
v podobg, kterou ji dala vitézna neolibe-
ralni revoluce. Tato revoluce z velké
¢asti dosahla svych cila, dokonce lze
fici, ze jich dosadhla vice, nez jsme
ochotni piipustit. Nedoslo pouze k roz-
padu zakladnich forem spolec¢enské so-
lidarity, ale také k rozloZeni samotného
konceptu spole¢nosti. Proto je cela ob-
ranna strategie spolec¢enského odporu

odsouzena k zaniku. Kdo by mél spolec-
nost branit? Samotny predmét jejiho
rozkladu?

Kdyz Thatcherova prohlasila, Ze neexis-
tuje Zadna spole¢nost, méla tim jako po-
liticka na mysli, Ze spole¢nost jako
takova neni schopna ideologie. Uzijeme-
li Althusserova terminu, pak spole¢nost
ve své nekonkrétnosti k nikomu ne-
vzhlizi, za nikoho se ,neptimlouva®.
V tom se pozice jednotlivcti a rodin za-
sadneé lisi. Zatimco jako jednotlivci jsme
pokladani za prvni nositele svobody,
jako rodiny jsme pokladani za nositele
konzervativnich hodnot a politiky jejich
znovunastoleni. To samé plati pro narod
i pro jakykoli zaklad identity: etnické,
kulturni, nabozenské, genderové atd. Ve
vSech z nich jde o ideologickou interpe-
laci a politickou mobilizaci. To ale ne-
plati pro spole¢nost jako takovou. Kazda
z téchto identit se miiZe stat spole¢nosti,
ale jen ve fazi jejiho ideologického a po-
litického selhani. Pravé absence spolec-
nosti nas preménuje v kritiky
a radikdlni reformatory. Spole¢nosti
zhroucené spolu s neoliberalni de-
strukei spolec¢enské solidarity. Tato spo-
lecenska solidarita - jejiz ztratu nyni
oplakavdme a pocitujeme ji jako ztratu
spole¢nosti- byla v podstaté zptisobem
formovani tiidniho uvédoméni. Zna-
mena to, ze byla dutsledkem tiidniho
boje. Je to solidarita, ktera nas ted zra-
zuje a jiz se stranime. Dal$i formy soci-
alni solidarity - zalozené na rodiné,
narodé, identité, atp - v prostiredi neoli-
beralni hegemonie vzkvétaji. Ale jejich
puisobeni je antisocialni, rozkladaji sta-
vajici kolektivni podobu lidského Zivota,
kterou jsme nazyvali spole¢nosti. Jinak
feceno, spole¢nost zkolabovala v okam-
ziku, kdy uZ ji nemtZeme podpotit od-
kazem na t#idni vztahy. Spolc¢enost,
ktera neni zaloZzena na tridnich vztazich,
nestoji na ni¢em. Tato ztrata je defini-
tivni, a proto jsou také marné i vSechny
strategie, které se ji chtéji postavit. Jak
napsal Karel Marx, historie, se vétSinu
¢asu vyviji ve svych negativnich aspek-
tech. Nema tedy smysl se ztraté spolec-
nosti branit nebo brzdit jeji prabéh. Je
daleko rozumnéjsi z této ztraty vytvorit
zcela novy tiidni vztah. ,Spole¢nostip-
rosta® trida, t¥ida téch, kdo nemaji spo-
le¢nost, nezije ani uvniti ani vné
spole¢nosti, ale spiSe v ramci toho, co
bylo diiv za spol¢enost povazovano. Svou
solidaritu artikuluje hlavné odporem ke
vSem socialné destruktivnim vliviim (So-
ziophagen) neoliberalni hegemonie.

To, co ovliviiuje hybridni charakter
PRGCR je tedy také tato situace absence
spole¢nosti a ne pouze mnohost forem
kritiky a odpovidajici oborové kritiky.
Tato aktivita je hybridni, jelikoz ztratila
socidlni zakoienéni a nema jiz svij
ptivod v konkrétni spole¢nosti (at uz vi-
zionai'ské nebo beztiidni). I proto neni
tyto aktivity mozno uchopit prostiednic-
tvim prostorovych metafor. Nevychazi to
ani z ptvodni nebo hybridni sféry, ani ze
socialni ¢i z kulturni sféry atp. Nedovoli,
abychom je jasné vymezili mezi jinymi
druhy aktivity. Neni tedy divu, Ze je tak
obtizné definovat je a vymezit je v jedné
spole¢né formé - nebo, jinymi slovy, v jed-
nom oboru, sfére ¢i teritoriu.

V déjinach védy existuje znamy piipad,
kdy se znalosti vyvinuly prostiednictvim
transcendence prostorového vyjadreni -
tedy z prestoupeni prostorové logiky. Je
vSeobecné znamo, ze Freud vysvétloval
fungovani psychiky prostednictvim dvou
modelt: ,prvni® a ,,druhou” topologii.
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Podle prvni topologie, formulované v sed-
mé kapitole Vykladu snt je dusevni Zivot
rozdélen do tii oblasti, které Freud nazyva
také ,,systémy*“: jsou to védomi, nevédomi
a podvédomi. Téméi o ¢tvrt stoleti pozdéji
- v textu nazvaném Ego a Id z roku 1923 -
definoval jinou topologii, také znamou
jako t¥istuptiovy model“: ego, superego
a Id. Tento novy objev byl nezbytny, pro-
toze Freudovi bylo jasné, Ze dusevni zivot
se neda vysvétlit na zakladé prostorové
logiky. V kratkosti: superego (UberIch)
nelze prostorové uréit, napiiklad umis-
ténim nad (iiber) ego, jelikoz to je také
podvédomé, a tudiz se to nachazi pod
egem, v Id. Proto dal u téchto elementt
piednost oznacdeni instance® (Instan-
zen) psychiky pred jejich oznacenim za
stéry, oblasti, atp. Prvni topologii Freud
definuje jako topografickou; v kontrastu
k ni pak popisuje instan¢ni model jako
dynamicky. Instance jsou sily (Krifte);
jsou schopné sebeopodstatnéni a mohou
byt protichtidné, brani se i utodi, jsou
smiSené s jinymi silami, pticemz jejich
vzajemné hranice jsou nejasné, mohou
byt antropomorfizovany, je mozné jim
dokonce priradit jisté charakterové rysy
atd. Je napiiklad mozno ¥ici, Ze superego
jedna ve vztahu k egu sadisticky, a zZe
pravé toto je vlastné jeho funkci. To ale
neni mozné rici o prostoru.

Obdobné mutze nékdo navrhnout, Ze
pojmu ,¢esky”“ ve ndzvu PRGCR je tireba
rozumét ve smyslu instance a nikoli pro-
storu. Takto termin ,,éesky” znamena, Ze
se nachazi v dynamickém vztahu k Ev-
ropé a nikoli uvnitt jejich hranic. Clovék
je Evropan ne proto, Ze ma evropskou
identitu nebo proto, Ze Zije v Evropé
jako geografickém, kulturnim a politic-
kém teritoriu, ale proto, Ze se nemuze
vyhnout Evropé jako instanci. S tim je
nutné se vyrovnat. Ve Vykladu snt je
vyraz instance porovnavan se soudy
nebo arady posuzujicimi toho, kdo ¢eka

na souhlas a svoleni. To samé plati pro
Evropu jako instanci. Uvedme si p¥i-
klad: umélecky projekt Seznam (The
List), ktery byl sestaven ze jmen lidi,
ktei#i ptisli o Zivot pii pokusu ilegalné
vstoupit do Evropy (8lo o piibliZzné 6000
jmen). Pro tento projekt nebylo mozno
v Evropé viibec nalézt finanéni podporu
a byl nakonec financovan americkou
nadaci. V tomto ptipadé Evropa figuruje
v roli cenzurujici instance - stejné jako
u Freuda, ktery mimochodem ve vztahu
k cenzute také pouzil koncept instance.
Jako instance by neméla byt chapana
pouze Evropa; i o aktivitich PRGCR je
mozno mluvit, jako o jako instanénich.
Instance by pak byla formou subjektivi-
zace vychazejici z téchto aktivit, a vyme-
zovala by se svym dynamickym vzta-
hem va¢i jinym instancim, napiiklad
Evropé. Koncept instanci ma mimo to
zvlastni vyznam ve svété pocitacovych
her. V jedné hie jako instance oznacuji
oddélené sektory, které muze zkoumat
jen vase vlastni skupina. K jejich zave-
deni doslo proto, aby, aby vice skupin
meélo moznost uspésné dokoncit hru ve
stejné dobé - stat se hrdiny, zabit ne-
tvora, zachranit princeznu nebo ziskat
kouzelny mec¢. V kazdém sektoru ope-
ruje jen jedna konkrétni skupina. Ve
skuteénosti to znamena, Ze do stejného
sektoru - stejného prostoru, stejného te-
ritoria, stejného regionu, atd.- nikdy ne-
vstoupi vice neZ jedna skupina. Misto
toho jsou timto teritoriem skupiny
samy. Jinymi slovy: jako instance se
PRGCR pravdépodobné nikdy nesetka
s jinymi instancemi v Evropé. Je to spiSe
tak, e Evropa je pro PRGCR vlastnim
sektorem, jeji vlastni Evropou, vlastni
instanci. Teritorium neni néco, co exis-
tuje nezavisle mimo nas, jako misto,
kam mutzeme vstoupit. Je to produkt
svych vlastnich poh(ybt)nutek. (Bewe-
gens).

PRGCR / Progressive
Association of Galleries
of the Czech Republic

Director: PhDr. Ivan Neumann

What is the PRGCR?

PRGCR: what an ugly name. Not only be-
cause the tongue suffers, trying to say it
out loud. It’s also that the terms and
concepts hidden behind the acronym
seem not to want to say anything, either
individually or configured together: The
Progressive Association of Galleries of
the Czech Republic. This sounds more
banal than ambitious. What does it mean,
this “Progressive Association of Galleries
of the Czech Republic?” That one wants
to reorder today’s hegemonic cultural
politics in a progressive manner, and do
it on a European scale? An apparently
ambitious aim for a little grouping of
state employed cultural workers who
hope that the whole enterprise can be fi-
nanced through the calculations of the
very cultural politics they want radically
to change. And about “Czech Republic™
how should one understand this?

We admit it openly: this child is ugly,
doesn’t make an intelligent impression,
seems to have a defective sense of real-
ity, and shows no promise of future suc-
cess... Still, it’s there and it’s ours, which
is why we can hardly do otherwise than
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to stand by its side and help it get to its
feet. Despite everything, this child, too,
deserves its chance. And therein exactly
lies the challenge. Those who want to
strengthen what is weak today must
first of all want to put themselves in
question and to radically change their
own way of thinking. They must be
ready to expose themselves in all ugli-
ness and oddity and to deviate from
norms camouflaged as reality. It already
belongs to the logic of normality that
what is weak grows weaker and what is
strong, stronger. Whoever wants to defy
this logic cannot remain normal.

What does the PRGCR do? By what ac-
tivity does it legitimize its existence? It’s
not difficult to answer this question in
a purely descriptive way. It’s first of all
about a kind of networking of European
cultural and art institutions with the
aim of jointly realizing art projects and
organizing discursive events to go with
them. Secondly, the PRGCR itself gener-
ates discourses; that is to say, it partici-
pates in the discourse production of
others, including publishing activities.
This dual activity is in no way “free of

ideology” or politically neutral. Quite
the opposite: the PRGCR explicitly un-
derstands this activity as a form of com-
mitment whose context is a trans-
national struggle against neo-liberal
hegemony. So there is also an activist
motivation, one that clearly refers to the
concrete activism of a leftist “counter-
globalization” movement, and this is a
crucial element of the aforesaid activity.
Expressed traditionally, it comprises
three fields of activity: art, theory, and
politics. Yet it claims to be more than
merely their mechanical sum. What
does “more” mean here? To begin with,
it would be a misleading simplification,
to understand this new quality as a sym-
bolic profit, a kind of symbolic gain or
increase which accrues as the product
or result of the so-called interdiscipli-
nary character of the PRGCR's activity.
Any such assumption necessarily re-
duces the said activity to a notion of the
accumulation of symbolic capital, as if
it were nothing other than a symbolic
investment...The PRGCR clearly wants to
be more than that. There’s also another
way to interpret it: the PRGCR interdis-
ciplinary mode of production can be
understood as a kind of qualitative sum
of the shortcomings of each of its own
component fields. For example, an art
that shies away from theoretical reflec-
tion or any reference to political praxis
is already for the PRGCR a deficient
art. This is to be understood as a “purely
aesthetic” statement - and not a merely
political one. An art that today would
like to remain or become “pure art and
nothing more” would also be no art at
all. It’s precisely the absence of the po-
litical and discursive that invalidates its
aesthetic status. In other words, the ac-
tivity of the PRGCR is never artistic in
just one of its aspects; it is an art-sup-
plementing activity in all of its aspects -
political, reflective, and cultural. It brings
to art exactly what it lacks, in order to re-
main or become art.

It’s similar for theoretical production,
for political activism, and for what we
call “cultural policy.” The aim of the
PRGCR’s activity lies in providing what
each of these fields lacks; that is, in over-
coming the specific insufficiency of each
that first becomes meaningful in rela-
tion to the other fields. The hybrid char-
acter of this activity consists in this, and
not in some mere overlapping of differ-
ent spheres of activity.

Still, one shouldn’t subsume this hybrid-
ity under spatial metaphors. The activity
of the PRGCR sets up no in-betweenness,
no symbolic interstice, no so-called third
space in which something culturally and
politically “new” can take form and where
its specific creativity can find expres-
sion. It is post-essentialist, but not in a
spatial or topographical sense. The in-
sufficiency or shortage in question is at
the same time both the object and the
product of this hybrid activity: the
shortage of the political that is pro-
duced in an artistic practice; the short-
age of a cultural politics that art exposes
and theory conceptualizes; the shortage
of reflection that reflects itself in the po-
litical, and so forth.

The activity of the PRGCR does not aim
at a symbolic gain, then, but rather at
the articulation of a lack. Thus one can
also understand it as critique. This has
above all a genealogical meaning. We
can follow the roots of this activity back
historically. It derives from what one

used to call, in the general modernist as
well as the more narrow sense, the cri-
tique of society. Of course, this doesn’t
mean that what the PRGCR does is, sim-
ply and without complication, critique.
It means rather that the experience of
the lack that one has by means of this
activity emanates from the practice of
critique that first marked off all the
fields of the modern. And so one can say
neither that the PRGCR performs a cri-
tique nor that it doesn’t. More precisely,
the PRGCR performs a “no-longer cri-
tique” or, better still, a formerly-known-
as critique (“gewesene Kritik”) - and this
is the essential point for the determina-
tion of its activity.

Moreover, one can make fun of this and
perhaps say that the PRGCR doesn’t
even know what it’s doing but can eas-
ily show where, in the graveyard of the
modern, its ancestors lie. Without
doubt, the tomb of critique is by far the
most important tomb there. It com-
memorates not only the glorious deeds
of the so-called weapons of critique, but
also the (criminal) deeds of the critique
of weapons. The reference of course is
to the famous demand of Karl Marx,
that the weapons of critique must be re-
placed by the critique of weapons. And
so it’s a matter of a critique both in the
tradition of Immanuel Kant and also
that of a Robespierre - that is to say, also
the tradition by which radicality even-
tually articulated itself as revolution.
Why is this genealogical reference actu-
ally important? Because among other
things it explains the meaning of at least
one element in PRGCR’s name. In this
word “progressive,” one hears distinctly
the echo of the formerly known as cri-
tique. Progress - progressive develop-
ment in its originally modernist sense -
is never merely the result of some sym-
bolic accumulation; instead, it is above
all the accomplishment of critique. Tt
was by critique that the bad and old
were recognized, in order to replace
them with the better and new. And so if
we say today that we are progressive,
then we mean nothing other than that
we follow the trace of this modernist cri-
tique. Still, we are not that of which we
follow the tracks. We can no longer
bring forth the better and new in this
old way - the way of critique.
Nevertheless, it is possible to describe
the activity of the PRGCR in the old lan-
guage of critique: the PRGCR produces a
political critique of art, a theoretical cri-
tique of politics, a cultural critique from
the standpoint of new artistic practices,
and so forth. In its entirety, however,
this activity is not critique. Such a thing
could only take the form of a critique of
society, but historically it is too late for
that. The historically irrevocable culmi-
nation of the critique of society - in the
double sense of a total social critique
and a critique of society in its totality -
was the idea and praxis of a communist
transformation of the world: critique
from the perspective of a classless soci-
ety. This can no longer be repeated
today. Critique today is no longer per-
formed in the name of a classless soci-
ety, but in the name of a class without
society. Thus critical activity - including
that of the PRGCR - can no longer adopt
the form of the critique of society. Even
if it still retains the motivation of social
critique, it lacks the needed object;
namely, a society that is circumscribable
and can be located clearly, engaged po-



litically, and evaluated morally. It also
lacks the traditional medium of social
critique; namely, a public sphere that is
normatively developed, independent,
“critical,” and finally bound to a specific
society. “There is no such thing as soci-
ety,” proclaimed Margaret Thatcher,
“only individual men and women and
their families.” Today, many still forget
that the subject of this statement is not
Thatcher the social scientist, but the
British Prime Minister, Margaret
Thatcher the politician, whose words
had above all a performative meaning.
When she said this, society perhaps still
existed. But does it still exist, thirty
years later?

Our historical reality appears to us today
in the shape given to it by the victorious
neo-liberal revolution. This has largely
realized its goals, in fact to a greater de-
gree than we want to admit. Not only
have the basic forms of social solidarity
been dissolved, but so has the very idea
of society. And therefore the defensive
strategy of social resistance is doomed to
fail. Who should defend society? The
subject of its own dissolution?

When Thatcher said that there is no so-
ciety, she meant - speaking as a politi-
cian - that society as such is not capable
of ideology. Society in its abstractness
“hails” no one as a subject, “interpel-
lates” no one, to put it in Althusser’s
terms. It’s completely different for indi-
viduals and families. While as individu-
als we are being hailed as the first
subjects of freedom, as families we are
being hailed as the subjects of conserva-
tive values and a politics of restora-
tion. The same is true for the nation and
every basis of identity: ethnic, cultural,
religious, gender, etc. They are all sites
of ideological interpellation and politi-
cal mobilization. Not so, however, for so-
ciety as such. All of these identities can
still become society, but precisely in the
form of its ideological and political
breakdown. Today it is the absence of so-
ciety that hails us as the subject of cri-
tique and radical transformation. Society
collapsed with the neo-liberal destruc-
tion of social solidarity. This social soli-
darity - the loss of which we bemoan
today and ourselves feel as the loss of so-
ciety - was in fact a form for articulat-
ing class consciousness. That is to say, it
was an effect of class struggle. This is the
solidarity that fails us today - or that we
abstain from. Other forms of social soli-
darity - based in the family, in the na-
tion, in identitarian communities, and
so forth - are flourishing under the con-
ditions of neo-liberal hegemony. But
their effects are antisocial; they decom-
pose that historical form of human col-
lective life that we used to call society. In
other words, society has collapsed in the
very moment when we can no longer re-
inforce it by referring to a class rela-
tion. A society that is not comprised of
class relations is not comprised at
all. This loss is definitive, which is why
all the strategies of resistance wanting
to counteract it are wrong. History, Karl
Marx once wrote, most of the time pro-
gresses by its negative aspects. And so it
makes no sense to want to hinder or
hold back the loss of society. It makes
much more sense to make out of this
loss a new class relation. The society-less
class, the class of those with no society,
lives neither without nor outside of so-
ciety, but rather within the formerly-
known-as society. It thereby articulates
its solidarity, namely through its antag-

onism to all the socially destructive
agencies (Soziophagen) of neo-liberal
hegemony.

It is also this condition of being society-
less - and not merely the plurality of
critical forms and field-based critiques
that correspond to them - that deter-
mines the hybrid character of the
PRGCR’s activity. This activity is hybrid
because it is no longer socially rooted; it
no longer has its origin in a concrete so-
ciety (nor in a visionary and classless
one). That’s another reason for the im-
possibility of grasping this activity by
means of spatial metaphors. It derives
neither from an originary nor from a hy-
brid sphere, neither from a social nor a
cultural one, and so on. It no longer lets
itself be bordered off clearly from other
forms of activity. No wonder, then, that
it is so difficult to define and circum-
scribe in one form - which is always to
say, one field, one sphere, one territory.

In the history of science, there’s a famous
case in which knowledge progressed
through a transcendence of spatial rep-
resentation - that is, from a transgres-
sion of spatial logic. As is well known,
Freud explained the functioning of the
psychical apparatus by means of two rep-
resentational models: a “first” and a “sec-
ond” topology. According to the first
topology, formulated in the seventh
chapter of The Interpretation of Dreams,
psychic life is divided into three areas,
which Freud also calls “systems™: the con-
scious, the unconscious, and the precon-
scious. Nearly a quarter century later - in
the text The Ego and the Id, from 1923, to
be exact - he developed the second topol-
ogy, also known as the “three agency
model”: the ego, the super-ego, and the
id. This new invention was necessary be-
cause it was clear to Freud that psychic
life doesn’t play itself out according to a
spatial logic. In short: one can’t spatially
locate the super-ego (Uber-Ich), for ex-
ample by positioning it above (iiber) the
ego, because it is also unconscious and
thus is to be found under the ego, in the
id. And so he named these elements
“agencies” (Instanzen) of the psyche,
rather than spheres, systems, regions, or
some similar term.

Freud described the first topology as top-
ographical; in contrast, he described the
agency model as dynamic. Agencies are
powers (Krifte); they are capable of self-
subjectivation and can become antago-
nistic, they perform resistance and
attack, they are mixed in with the oth-
ers, the borders between them blur, they
let themselves be anthropomorphized,
one can even attribute certain character
traits to them, and so forth. So for ex-
ample one says that the super-ego be-
haves sadistically toward the ego and
that this actually is its function. One
can’t say that about a space.

Similarly, one can propose that the con-
cept of “Czech” in the PRGCR’s name be
understood in the sense of an agency
and not of a space. This way, “Czech”
means nothing other than to be stand-
ing in a dynamic relation to Europe, and
not inside European boundaries. One is
European, not because one has a Euro-
pean identity or lives in Furope consid-
ered as a geographical, cultural or
political space, but because one cannot
avoid Europe as an agency. That is, one
must deal with it. In The Interpretation
of Dreams, the expression “agency” is in-
troduced in comparison to tribunals or

authorities that judge over that which
seeks permission and allowance. The
same holds for Europe as agency. Let’s
take an example: the artistic project
The List, which consisted in the list of
the names of people who lost their lives
trying to enter Europe illegally (approx-
imately 6000 names). The project was
unable to find financial support in Eu-
rope and was in the end financed by an
American foundation. In this case, Eu-
rope, too, acts in the roll of a censoring
agency, much as in Freud, who by the
way also used the concept of agency in
reference to the function of censorship.
And it’s not only Europe that should be
understood as an agency. One can also
speak of the activity of the PRGCR as the
activity of an agency. Agency would then
be the form of subjectivation that
emerges from these activities and articu-
lates itself through the dynamic relation
to other agencies - to Europe, for in-

stance. Moreover, the concept of agency
has a curious meaning in the world of
computer games. In one game, agencies
are separate sectors that can only be ex-
plored by one’s own group. They were in-
troduced in order to give more groups
the opportunity to successfully finish the
game at the same time - to be the hero,
slay the monster, rescue the princess, or
win the magic sword. In any sector, the
specified group is the only one active. In
fact, this means that more groups never
enter the same sector - the same space,
same territory, same region, etc. Instead,
they are themselves this territory. In
other words: as an agency, the PRGCR
perhaps never finds itself with other
agencies in Europe. It’s rather that this
Europe is the PRGCR’s own sector, its
own Europe, its own agency. The terri-
tory is not something that exists outside,
independently from us and into which
we can enter. It is instead the product of
its own mo(tiva)tions (Bewegens).

Galerie hlavniho

mesta Prahy

Zrizovatel: Magistrat hlavniho mésta Prahy

Povéreny vedenim instituce: PhDr. Petra Hoftichova

Historie:

Galerie hlavniho mésta Prahy (GHMP)
byla zalozena rozhodnutim rady Narod-
niho vyboru hlavniho meésta Prahy v
roce 1963. Bylo ji uloZeno shromazdovat,
odborné ochranovat, védecky zpracova-
vat a vystavovat ¢eské uméni 19. a 20.
stoleti. Zaroven byla povéiena péci o res-
taurovani a vystavbu pomnikt, plastik,
pamétnich desek a kasen na vetejnych
prazskych prostranstvich. Sbirky GHMP
zafaly narustat jiz témét sto let pied
jejim pravnim ustanovenim, v dobé, kdy
se zrodila idea méstské galerie.

Sbirky:

Sbirka Galerie hlavniho mésta Prahy ¢ita
celkem 13 948 umeéleckych dél. Galerie
navic spravuje 420 vetejnych plastik. Ve
druhé poloviné osmdesatych let se zacal
ménit pristup k roz$ifovani sbirkového
fondu. GHMP se nepiestala zajimat
o dnes jiz obtizné dostupny historicky
materidl, ale piredevsim zacala sledovat a
preferovat tvorbu sou¢asnych umélci -
véetné téch nejmladsich. V roce 1997
byla zalozena sbirka soudobé fotografie.

Prohléaseni:

... Sociologicka realita institucionalizace
byla pravdépodobné od poloviny 19. sto-
leti ve Francii stavem, ze kterého se
piedevsim zrodila modernisticka avant-
garda. V eseji Tomase Crowa Modernis-
mus a masova kultura (1983) poskytla
nové vznikla konzumni kultura v Paiizi
neregulovany spolecensky prostor nut-
ny k odolnym impulziim a tvotivosti,
které neexistovaly v umeéleckém svété ii-
dicim se normami akademie.

Zatim nejvlivnéjsi model institucionali-
zace - jaky nastinila Adornova postwe-
berovska ,,zcela spravovana spole¢nost®
a teze o kulturnim pramyslu (tj. na-
prosta ekonomicka instrumentalizace
tvardéi spontaneity) - vSak tvrdi, ze
pozdné kapitalisticka spole¢nost nema
zadny neregulovany prostor; anarchis-
ticky a expresivni potencial ranych
forem konzumerismu zacal byt plné re-
gulovan. Teze kulturniho industria-
lismu je jisté stale presvédciva, ale rekla

bych, Ze pouze na urovni makroekono-
miky. A opét, v nep¥itomnosti empiricky
podlozené kritické sociologii umélec-
kého svéta - ktery odhaluje, jak se refle-
xivni schopnosti konkrétnich zvyklosti
rozplyvaji nebo radikalné zmensuji - ne-
zbylo z teze institucionalizace nic vic nez
vy¢itky svédomi umeéleckého svéta.

I kdyZ uméni skupiny GUMA GUAR vy-
pada anarchisticky, to¢i se okolo Fady
zdkladnich hermeneutickych pohybii a
vyuziva prostor z neuméleckého svéta,
aby spojilo vizualni a sluchové prostiedi
antikomeré¢nich popovych subkultur
(jako hlasita a taneéni kultura osmdesa-
tych let, ktera vznikla z odporu vii¢i ma-
sovému konzumnimu popu hlavniho
proudu) a piibrzdilo ,teorii“ umélec-
kého svéta, proceduralni a regulaéni
normy spravnich mechanismii umélec-
kého svéta, kterymi se #idi vystavovani
a §iteni, a avantgardni vizualni strategie
jako fotomontaz, ,ready-made®, asam-
blaz, instalace atd. John Roberts a Dave
Beech estetiku GUMA GUAR teoretizo-
vali jako urc¢itou formu ,,malomeéstactvi®
¢i radikalni skepse vSech existujicich
forem institucionalné potvrzenych este-
tickych hodnot. Postava ,maloméstaka“
(kterd, jak se zda, se stava nasim subjek-
tivnim stanoviskem coby divaka/uca-
stnika) je ,strasdkem estetiky®, ktery, jak
se zd4, je ztélesnénim navratu potlace-
ného estetického obsahu uméni - pra-
vého somatického zakladu estetického
prozitku - zatim zachovaného v antipo-
povych kulturach. Maloméstak vyslovu-
je to, co bychom mohli nazvat ,institu-
cionalni ubohosti® - tim, co vypuzuje
kterakoli dana doba, aby predstavovala
institucionalni (i tteba nevédomé) pod-
minky jakéhokoli daného piipadu pro-
dukce, vystavy, prijeti nebo $iteni
umeéni. Zde se opét nabizi Tomas Crow -
moderna se zhruba v roce 1850 stala dru-
hou akademii tim, Ze si osvojila estetiku
masové kultury. Jesté dilezitéjsi je vSak
mozna naznak GUMA GUAR, Ze avant-
garda a ky¢, kritika a ideologie, radika-
lové i rezim jsou nyni neoddélitelné, a
tak je tieba takové umélecké praxe,
ktera vyslovi ono vyiazené ,druhé” to-
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hoto postmodernistického spojeni. P¥i
relokaci oznamovani uméni - vystavo-
vani dél, ktera se vazi ke konkrétnimu
mistu, v neuméleckych prostorech -
GUMA GUAR spravné vidi, Ze problém
institucionalizace se tyka stejné tak fy-
zického umisténi a symbolického zapo-
jeni do materidlnich podminek pro-
dukce jako znameni nebo znazornéni -
tento ,diskurs®, jakkoli je mnohoznacény
a vyznacuje se zasadou iterability, je nic-
méné vyjadicen v konkrétnich spolecen-
skych rezimech. Snaha skupiny GUMA
GUAR o ztélesnéni institucionalni ubo-
hosti - jakési imanentni kritiky postmo-
derniho uméleckého svéta - ma puso-
bivy rozmér, ale obdas se nebezpeéné
blizi parodii nejhorsich aspektti umeé-
leckého svéta. Existuje také pojeti,
v némz GUMA GUAR prehani legitimi-
zujici moc umeéleckého svéta regulovat
estetickou praxi; zptisob, jakym je umeé-
lecky svét znazornén - jako exkluzivni
konstitutivni podminky estetické pro-
dukce - podporuje nafoukly vlastni
obraz a ideologickou identitu mezi po-
tencialné expanzivni spole¢enskou ob-
lasti umélecké praxe a institucionalni
spravou uméleckého svéta; pravé pro-
stiednictvim této identity si umélecky
svét narokuje exkluzivitu a vyznam jako
déjisté politického sporu a piirovnava
se ke ,kultutre“ jako takové, a tudiz se
i stavi do role privilegovaného soudce
hodnot. Pii prosazovani teorie institucio-
nalizace - tedy pohledu na to, jak hluboko
pronikla logika Kapitalu do kultury a do
jaké miry se kultura sama stala Kapitalem
(jak jsou nase samotné schopnosti vni-
mani podminény komoditni formou) - je
obézna vyznamova draha uméni spole-
¢ensky expanzivnéj$i nez jakakoli domi-
nantni konfigurace spravni moci.

Vzacnost politicky motivovaného uméni
po neoavantgardeé je samoziejmé zéasti
ohroZena skute¢nymi konkrétnimi pro-
blémy, které plynou z toho, Ze se nachazi
vné systémi institucionalni zastity, ale
je ohrozena i nadmeérnou starosti o umeé-
lecky svét a nedostatek pozornosti vé-

nované schopnosti umeéni zasahovat do
jinych oblasti spolec¢enského Zivota. Slib-
néjsi mi piipadal (nepochybné spis maéd-
ni) krok v devadesatych letech umistit
prostory pro umélecky prozitek oriento-
vany na udalosti mimo umélecké insti-
tuce: do zni¢enych spolecenskych pros-
tor, z nichz zmizely zastaralé formy vy-
roby zbozi, a tam, kde z toho vyplyva po-
vaha vizualni praxe.

Abych zde uvedla ptiklad ze zahrani¢i,
Dum Rachel Whitereadové (1993) byl do-
zajista piikladem schopnosti umélec-
kého svéta institucionalné expandovat.
Pfesto naznacoval i jiny model radikalni
praxe. Byl v8ak oc¢ividné nejen dalsi va-
riantou plastiky na vefejném prostran-
stvi a brzy byl také tak vniman. Kdyz mu
hrozila demolice, byl Diim naplnén ré-
torikou moralni nadiazenosti a upadko-
vych hodnot tykajicich se ,velkého®
uméni a uméleckého dédictvi. Dim
mohl byt viditelné&ji ztélesnénim ,,okam-
ziku® ekonomického procesu - chvilko-
vym (byt t¥eba jen symbolickym) zasta-
venim mistni méstské takzvané ,rege-
nerace” - spolec¢enskou zaminkou k pti-
ziveni politicky vyvolané inflaci cen
domt v Londyné a nasledné ,tiidni
¢istce® dal$i generace obyvatel East
Endu a jejich vystéhovani ze ¢tvrti, aby
uvolnili prostor pro mladou armadu
uiednického proletariatu ze City. Na po-
¢atku devadesatych let bylo symbolic-
kych takto spolecensko-ekonomicky
zakédovanych mist jako mistni majetek
malo. Dum znovu stvrdil socialni obsah
estetické formy tim, Ze propojil politiku
soukromého a vetrejného prostoru na
posunujicich se uzemich ekonomické
tridy, ale zaroven stale tematizoval his-
torické sochatské modely prostorového
prozitku a architektonické estetiky ur-
banismu. Zkratka a dobi‘e, Diim mohl vy-
jadrit spolec¢enskou realitu rozdilt, které
usnadnily institucionalni oddéleni tvoii-
vosti a ,kazdodennosti® tim, Ze se stal
mistem socialni ekonomie, kde se kul-
tura, hodnoty, zakon a Kapital smésuji
zptusobem, ktery ma opravdovy vyznam.

The City Gallery

of Prague

Authority: City of Prague
Director: Petra Hoftichova

History:
The Prague City Gallery (GHMP) was es-

tablished in 1963 with a duty to collect
art, be responsible for maintenance and
preservation of Czech art of 19th and
2oth century. The gallery responsibilities
was extended to built cultural heritage
like public monuments and historical
buildings. However, the background of
the City Gallery collection dates back al-
most 100 years, before it was officially es-
tablished, with the Artists Association
related to the painter Josef Manes.

Collection:

More than 13 948 items are in the collec-
tion. In addition, the gallery takes care of
420 public sculptures.

In the second half of the 8o the gallery
became involved in a new approach of
collecting and working as an institution.
Priority was given to contemporary art
and in 1997 a new part of the collection
was designated to photography.
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Statement:

The sociological reality of institutionalisa-
tion was arguably, since the mid-nineteen-
century in France, the condition out of
which the modernist avant-garde emerged
in the first place. For example, in Tomas
Crow's essay, 'Modernism and Mass Cul-
ture' from 1983, the newly emergent
consumer culture in Paris provided the
unregulated social space necessary for
resistant impulses and creativity un-
available within an art world governed
by the norms of the Academy.

However, the most influential model of
institutialisation to date-outlined by
Adorno's post-Weberian 'totally admin-
istered society' and the Culture Industry
thesis (i.e. the complete economic in-
strumentalisation of creative spontane-
ity) - argues that late capitalist society
has no unregulated spaces; the anarchic
and expressive potential of early forms
of consumerism has become entirely
regulated. the Culture Industry thesis is
surely still convincing, but I would say
only on the level of macroeconomics.

Again, in the absence of an empirically
grounded critical sociology of the art
world- revealing the way of the reflexive
capacities of specific practices have
been dissolved or radically reduced - in-
stitutionalisation thesis themselves have
become little more than the art world's
own bad conscience.

As anarchic as GUMA GUAR's art seems,
it revolves around a series of basic
hermeneutical manouveres, using non
art-world spaces to bring together the vi-
sual and auditory ambience of anti-com-
mercial pop subcultures (like the rave
and the dance culture of the 1980's,
themselves emerging from resistance to
mainstream mass-consumerised pop),
reigning art world 'theory', procedural
and regulative norms from the art
world's administrative mechanisms of
display and dissemination, and avant-
garde visual strategies like Audio-VJ, pho-
tomontage, readymades, assemblage,
installations and so on. John Roberts
and Dave Beech have recently theorized
GUMA GUAR's aesthetic as a form of
philistinsim, or radical scepticism of all
extant forms of institutionally endorsed
aesthetic value. The figure of the philis-
tine (which it seems becomes our sub-
ject-position as spectator/participator) is
the 'spectre of the aesthetic', which, it
seems, is an embodied return of art's re-
pressed aesthetic content - the true so-
matic basis of aesthetic experience -
hitherto preserved in anti-pop cultures.
The philistine articulates what we might
call 'the institutional abject: what any
given time is expelled in order to consti-
tute the institutional (even if uncon-
scious) conditions of any given instance
of production, display, reception or dis-
semination of art. Here again Tomas
Crow comes to mind: moderism circa
1850 became the other of the Academy
by internalizing the aesthetics of mass
culture. More important perhaps is
GUMA GUAR's indication that avant-
garde and kitsch, critique and ideology,
the radicals and the establishment, are
now inseparable, and thus what is
needed is an art practice capable of ar-
ticulating the excluded other of this
postmodern collusion.

In relocating the site of art's annuncia-
tion - exhibiting site-specific work in
non-artworld spaces - GUMA GUAR is
right to see that the problem of institu-
tionalisation is as much one of physical
location and a symbolic engagement
with the material conditions of produc-
tion as one of the Sign or representation
- that 'discourse’, however multivalent
and characterized by the principle of it-
erability, is nevertheless articulated
within specific social regimes. GUMA
GUAR's attempt to embody the institu-
tional abject - a kind of immanent cri-
tique of the postmodernist art world -
has a compelling dimension but at
times comes perilously close to a parody
of some of the worst aspect of the art
world. There is a sense in which GUMA
GUAR overstates the art world's legit-
imizing power in regulating aesthetic
practice; the way the art world is por-
trayed - as exclusive constitutive condi-
tions of aesthetic production - panders
to its aggrandized self image and the
ideological identity between the poten-
tially expansive social field of art prac-
tice and the art world's institutional
administration; it was through this
identity that the art world has claimed
exclusivity and significance as site of po-
litical contestation and has equated it-

self with 'culture' per se, and thus privi-
leged adjudicators of value. In pursuing
the institutionalisation theory - seeing
how far the logic of Capital has pene-
trated culture and how far culture has
itself become Capital (how our very pow-
ers of sense perception are conditioned
by the commodity form) - art's orbit of
meaning is socially more expansive
than any one dominant configuration of
administrative power.

The scarcity of politically motivated art
after the neo-avant-garde is of course, in
part, engendered by real concrete prob-
lems which come with being outside the
systems of institutional patronage, but
also engendered by and over-concern
with the art world and a lack of atten-
tion to art's capacity for intervention in
other regions of social life. What I find
more promising was the (admittedly
more fashionable) move in the 1990 to
locate spaces for event-oriented art ex-
perience outside art-world institutions -
the gutted social spaces vacated by out-
moded forms of commodity production
- and where the nature of visual practice
follows from that.

To give an example from abroad, Rachel
Whiteread's House from 1993 was most
certainly an example of the art world's
capacity for institutional expansion. Yet
it did suggest another model of radical
praxis. So evidently not merely another
variant of public sculpture, it was soon
perceived as such. When threatened
with demolition, House became satu-
rated with the rhetoric of moral superi-
ority and bankrupt values concerning
'great' art and artistic heritage. House
could have been more visibly an em-
bodied 'moment' of an economic
process - a momentary (if only symbolic)
halt to the local urban so-called 'regen-
eration' - the social pretext for feeding
the politically induced house-price in-
flation in London at the time, and its en-
suing 'class-cleansing' of the next
generation of East Enders out of the
East to make way for the City's next
young army of white-collar proletariat.
There were few symbolic sites in the
early 1990s so socio-economically en-
coded as domestic property. House re-
asserted the social content of aesthetic
form by interlocking the politics of pri-
vate and public space on the shifting
territories of economic class while still
thematising the historical sculptural
models of spatial experience and archi-
tectural aesthetics of urbanism. In
short, House could have articulated the
social realities of the divisions that fa-
cilitated the institutionalised separation
of creativity and 'the everyday' by be-
coming the site of social economy -
where culture, values, law and Capital
merge in ways that really matter.



Ceské muzeum
vytvarnych umeni

v Praze

Zrizovatel: Stiredocesky kraj
Reditel: PhDr. Ivan Neumann

Historie:

Ceské muzeum vytvarnych uméni bylo
zalozeno v roce 1963 jako regionalni ga-
lerie Stiedoc¢eského kraje. Cinnost byla
zahajena na zamku Nelahozevsi v roce
1964 stalou expozici ¢eského moderniho
uméni (zruSena v roce 1971). Roku 1971
byly otevieny t¥i rekonstruované histo-
rické domy v Husové ulici. V letech 1991-
1995 vystavovalo muzeum rovnéz
v K#izové chodbé Karolina. V ¥ijnu 1994
otevielo Ceské muzeum vytvarnych
uméni nové rekonstruovany kubisticky
diam U ¢erné Matky Bozi v Celetné ulici,
postaveny v letech 1911-1912 architektem
Josefem Gocdarem.

Sbirky:

Tézisté sbirek muzea tvoii ¢eské uméni
20. stoleti. Kvalitni kolekce ¢eského ima-
ginativniho uméni 3o. let, velky soubor
uméni 4o0. let, pozoruhodné kolekce ¢es-
kého informelu, geometrické abstrakce
a nové figurace. Od pocatku 9o. let se
akvizi¢éni ¢innost zaméiuje na dopliio-
vani sbirky o dila z obdobi od 60. let do
soucasnosti.

Prohlageni:

V dobé expanze globalniho kapitalizmu,
korporativizace kultury, demontaze sta-
tu blahobytu a marginalizace kritické le-
vice je klicové diskutovat a hodnotit
moznosti kritiky, participace a odporu
v pruseciku mezi kulturou a politikou -
zvlasté pak tam, kde se protinaji poli-
ticka reprezentace a politika reprezen-
tace, prezentace a participace. Jaky je
napiiklad vztah mezi uménim a politic-
kou reprezentaci? Nebo, feknemeli to
jinak, jaky je rozdil mezi reprezentaci
néceho a nékoho? Jaky je vztah mezi de-
klarovanou autonomii uméleckého dila
a deklaracemi politické autonomie?
Pokud mtize byt uméni, at uz jednotlivé
dilo nebo celd instituce, pojato jako
misto setkavani, jakym zptisobem je pak
mozno zprostiedkovat vztah mezi re-
prezentaci a participaci? A kone¢né,
jaké jsou podobnosti a rozdily mezi re-
prezentaci a moci?

Takovéto otazky jsou pro sebepochopeni
instituci sou¢asného umeéni, at uz jsou
wprogresivniho® nebo ,regresivniho®
charakteru, velice diilezité a jsou také
dulezité pro pohled na né (zevniti i vné
uméleckého svéta), protoze umeélecké
instituce jsou pochopitelné prostiedni-
kem, mluvéim a tlumo¢énikem mezi
umeéleckou tvorbou a koncepci jejiho
spublika®. Zamérné zde pouzivam pojem
»publikum® bez toho ze bych jej blize
kvalifikoval (¢i kvantifikoval), nebot
pravé jeho piesna definice jako divak,
komunity, okruhu nebo sily by méla byt
tkolem takzvanych ,progresivnich®
instituci: prostoru, ktery se vzdy stava
prostorem, sférou veiejnosti. Z historic-
kého hlediska byla umélecka instituce
nebo muzeum dokonalym prikladem ve-
fejného prostoru, mistem racionalné-
kritického mysleni a (sebe) prezentace
burzoazie a jejich hodnot. Muzeum pii-
spivalo k sebeprezentaci a legitimizaci

novych rozumovych smért burzoazie.
Piesnéji feceno, tento piedmét, tato ,fik-
tivni identita® vlastnika a prosté a jed-
noduché lidské bytosti, byla provazanym
procesem sebeprezentace a legitimizace.
To znamena, Ze byl jako publikum tésné
svazan se svou kulturni sebeprezentaci.
Abstraktni a idealni piedstava toho, jak
verejna sféra pojima sama sebe i své sou-
¢asti napti¢ spole¢enskymi rozdily se -
i pres jasnou nahodilost tohoto pied-
meétu - stala svym zptisobem normou,
jak uvadi Jiirgen Habermas ve své teorii
publikované v dile The Structural Trans-
formation of the Public Sphere (Struk-
turdlni transformace veiejné sféry).
Tento model byl nasledné podroben
tvrdé kritice prevazné ze strany Oskara
Negta a Alexandra Klugeho. Ve své knize,
vymluvné nazvané Public Sphere and
Experience (Vefejna sféra a zkusenost),
popisuji burzoazni vetejnou sféru jako
ustupujici horizont a idedl, ktery neod-
povida nagim kazdodennim interakcim
a ptistupu do veiejnych sfér - fe¢eno za-
mérné v pluralu spiSe nez v singularu.
Namisto toho tvrdi, Ze naSe zivoty
a pocit vetfejného, individualniho a ko-
munitniho jsou vzajemné strikiné od-
déleny a rozélenény do mnoha (veiej-
nych) sfér, ¢i prostor, které zaviseji na
riznych zkuSenostech, stojicich pte-
vazné v protikladu mezi burzoaznimi
idealy a proletarskou realitou. Veiejnou
sféru jiz nepojimame, jak navrhoval Ha-
bermas, jako entitu, jedno misto ¢&i
atvar. Misto toho musime o verejné
sféte piemyslet jako o fragmentovaném
atvaru skladajicim se z mnozZstvi pro-
stort a formaci, které se ob¢as propojuji,
obcas uzaviraji, a jejichz vzajemné vzta-
hy jsou konfliktni a protikladné. Neexis-
tuji ale pouze vetejné sféry (a jejich
idedly), ale také protivetejné sféry. Pokud
uz o veiejnych sférach budeme mluvit,
pak pouze v pluralu a z hlediska vztaht
a negace se stava kli¢ovou nutnosti po-
chopit, umistit a uspoiadat umélecké
prostory - instituce - jako ,veiejné sféry®.
Ustavimeli svét uméni jako konkrétni
vefejnou sféru, musime tento pojem
prozkoumat ze dvou stran; jednak jako
sféru, ktera neni jednotna, je spise kon-
fliktni a funguje jako platforma pro
ruzné protichtudné subjektivity, politiky
a ekonomie: Pierre Bourdieu a Hans Ha-
acke pouzivaji terminu ,,bojisté“. Bojisté,
na némz ruzné ideologické pozice bojuji
o moc a svrchovanost. A za druhé, umé-
lecky svét neni autonomnim systémem,
i pi'esto, Ze o to obcas usiluje a touzi po
tom. Jde ale o systém regulovany ekono-
mikou a politikou, ktery je v nepretrzi-
tém kontaktu s ostatnimi poli piisob-
nosti nebo sférami, coz je pfinejmensim
z¥ejmé z kritické teorie a kritické kon-
textualni umélecké aktivity. V soucas-
ném umeéni muZeme spatiit jistou
»toleranci®, interdisciplinarni ptistup,
v némz je v piislusném kontextu
moZno témér cokoli povazovat za umé-
ni, a v némz se vice nez kdy jindy pra-
cuje na ,roz$ifeném poli ptisobnosti®,

vstupuje do nejrauznéjsich obort odlis-
nych od tradi¢ni sféry umeéni. Dotykame
se tak nejenom oblasti jako architektura
a design, ale také filozofie, sociologie,
politiky, biologie a tak podobné. Oblast
uméni se stala prostorem moznosti, vy-
mény a komparativni analyzy. Stal se
z ni prostor pro piremysleni, rtiznoro-
dost a muze také, a to je klicové, fungo-
vat jako zprostiedkovatel mezi riznymi
prostiedimi, zptisoby vnimani a mys-
leni, stejné jako mezi velmi odlisnymi
postoji a subjektivnimi polohami. Ma
tak velmi privilegované postaveni, které,
jakkoli je vratké, ma v soucasné spolec-
nosti kli¢ovou pozici a potencial.

Proto asi neni prekvapivé, ze jsou takové
umeélecké instituce pod stalym dohle-
dem ze strany ziizovatelt a financujicich
organizaci, at uz statnich nebo soukro-
mych. Jaké jsou tedy jejich cile? Délaji
kompromis mezi kritickym a opozi¢nim
prostorem nebo jsou jen pouhym pied-
vojem novych zptsobti prace a mysleni
a prijimaji spiSe korporatni modely pro-
dukce a kapitalizace? Jak jsem jiZz zminil
na zacatku, jsme svédky uzavirani po-
tencialné kritickych prostorti, nebo pii-
nejmensim jejich regulace z pohledu
zakont, pokud se dojde k zavéru, Ze se
vymykaji kontrole moci, nebo - v ptipadé
statnich instituci - omezovani financo-
vani a vnucovani manazerského modelu
rizeni pievzatého z korporatniho svéta.
Vypada to, ze jsou instituce lapeny mezi
dvéma nepratelskymi stranami, a to
jsem jesté viibec nezminil vliv tlakti vlast-
nich samotnému umeéleckému svétu.
Omezeni financovani ze strany statnich
organt je, ironicky, uskute¢novano jmé-
nem vefejnosti: Vefejna sféra je ve jménu
vefejnosti ziizena - vefejnost zde zna-
mena lidé a lidé znamenaji dariové po-
platniky. Lidé, jak uz bylo feceno, se
obecné nezajimaji o néco tak zvlastniho
jako uméni, pokud toto uméni neni vni-
mano jako soucast kultury, ¢i piresnéji, za-
bavniho pramyslu. Vetejna sféra je zde
pojimana z populistického hlediska: Dejte
lidem to, co chtéji, coz je vidy chléb a hry.
Muzeme pak sledovat dvé rizné tendence,
které omezuji takzvanou autonomii umé-
leckého svéta: na jedné strané je to jeho
vlastni partikularismus nebo historicka
touha po svobodé - to Ze neni v dosahu po-
litické sféry jej zbavuji davéry a piizné po-
litickych sponzorti. Na strané druhé
vidime, Ze rozpad vetejné sféry mél za na-
sledek opadnuti zajmu politikti na udrzo-

vani vetejné sféry a tim i jeji soucasti par
excellence: umeélecké instituce. Spolu
s nartstem politického populismu se tra-
di¢ni prostor pro racionalni kritické mys-
leni stava stale méné zadoucim. Ale také
v modelu blahobytu jsme nyni svédky no-
vych nepiedvidanych skute¢nosti a ome-
zeni, které sméruji prevazné k splynuti
kultury a kapitalu. JelikoZz samoziejmé
nechceme udrzovat, domahat se nebo se
navracet ke kategorii uméleckého pro-
storu a subjektivity, ani ke klasickému
avantgardnimu pojeti odporu, potiebu-
jeme nejen nové dovednosti, ale také nové
koncepce ,instituce®. Navrhl bych, aby-
chom za své vychodisko ptijali praveé
trosky stabilnich kategorii a subjektiv-
nich pozic, interdisciplinarni zprosticed-
kovani, v tom, co je konfliktni a rozdé-
lujici, fragmentované a permisivni - v nej-
ruznéjsich prostorech zkuSenosti. Méli
bychom o tomto protikladném a nejed-
notném pojeti vefejné sféry a o umeélec-
kych institucich zadit uvazovat jako
o vtéleni této sféry. Miizeme o tom ku-
prikladu piemyslet jako o prostorovém
utvaru nebo platformé, tedy o tom, za co
povazuje agonistickou vefejnou sféru
Chantal Mouffe: V takovémto pohledu
neni cilem demokratickych instituci us-
taveni racionalniho konsenzu v ramci ve-
fejné sféry, ale naopak zmirnéni ne-
pratelského potenciadlu existujiciho ve
spole¢nosti tim, Ze je nabidnuta mozZnost
premény antagonismu na ,agonismus®.

Pokud se chceme vénovat problémum,
kterym umélecké instituce ¢eli, bez toho,
abychom se vratili k historickému a ne-
pouzitelném modelu a rétorice, Ze mys-
lim nejdulezitéjsi klast déraz na
demokraticky potencidl uméleckého
prostoru. Demokracie je pravdépodobné
sjednocujicim vyznamem nas$i doby
a jako takova je neprekonatelna a nepo-
piratelna a neni ji mozno otevirené vzdo-
rovat. Ve vetejné hie s jazykem nemtize
nikdo argumentovat proti demokracii
a véiim, ze kdyz budeme trvat na tom, ze
je umeélecka instituce mistem pro demo-
kracii a samoziejmé také pro jeji neusta-
vajici stiet, mutzeme vzdorovat jak
populismu tak managerialismu. Tento
duraz ukazuje, do jaké miry se naSe po-
jeti publika, dialogické proménlivé zpii-
soby oslovovani a koncepce(i) veiejné
stéry (veiejnych sfér) stalo tim nejdualezi-
téj$im pro ustaveni nasich instituci, a jak
ziskava eticky i politicky vyznam. Uméni,
které se nezajima pouze o svét umeéni, ale
o svét jako takovy

The Czech Museum
of Fine Arts in Prague

Authority: The Central Bchemian Region
Director: PhDr. Ivan Neumann

History:
The Czech Museum of Fine Arts was

founded in 1963 as a regional gallery for
the Central Bohemia Region. Its activi-
ties began in 1964 at the Nelahozev cas-
tel, presenting a permanent exhibition
of modern Czech art (closed in 1971).
Three reconstructed historical build-
ings in Prague’s Old Town (Husova
Street) were opened in 1971. In 1991-1995
the Museum also held exhibitions at the
cloister of the Carolinum (Charles Uni-
versity). In October 1994 the Museum
opened the newly reconstructed Cubist
building of the Black Mother of God in
the Old Town (Celetna Street), built in
1911-1912 by the architect Josef Godar.

Collection:

The core of the collections is 20'"-cen-
tury Czech art: Czech imaginative art of
the 1930, artists of the 1940, collection
of informal Czech art, geometrical ab-
straction, Nova konfigurace (New Con-
figuration). Since the early 1990°, the
Gallery has focused on its acquisitions
of works of art since the 1960s. The
Gallery’s collections are supplemented
by the so-called Lidice collection from
the 1960°, donations by Czech and for-
eign artists to Lidice.
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Statement:

In times of expansive global capitalism,
corporatization of culture, the demoli-
tion of the welfare state and the mar-
ginalization of the critical left, it is
crucial to discuss and assess modes of
critique, participation and resistance in
the crossing fields of culture and poli-
tics - specifically, the intersection of po-
litical representation and the politics of
representation, of presentation and par-
ticipation. What is, for instance, the re-
lationship between artistic practice and
political representation? Or, put in an-
other way, the difference between rep-
resenting something and representing
someone? What is the relationship be-
tween the claimed autonomy of the art-
work, and claims for political auto-
nomy? If art, be it the single work or the
whole institution, can be conceived as a
meeting place, how can we mediate be-
tween representation and participation?
And, finally, what are the similarities
and differences between representation
and power?

Such questions are crucial to contempo-
rary art institutions, be they 'progressive’
or 'regressive' in their self understand-
ing and in the view of others (both in-
side and outside the artworld), since art
institutions are indeed the in-between,
the mediator, interlocutor, translator
and meeting place between art produc-
tion and the conception of its 'public.'
I here deliberately use the term 'public'
without qualifying (or quantifying) it,
since it is exactly the definition and con-
stitution of this 'public' as audience,
community, constituency or potential-
ity that should be the task of the so-
called 'progressive' institution: a place
that is always becoming a place, a public
sphere. Historically, the art institution,
or museum, was the bourgeois public
sphere per excellance, a place for ra-
tional-critical thought and (self)repre-
sentation of the bourgeois class and its
values. The museum contributed to the
self-representation of and self-autho-
rization of the new bourgeois subject of
reason. More accurately, this subject,
this "fictitious identity" of property
owner and human being pure and sim-
ple, was itself an interlinked process of
self-representation and self-authoriza-
tion. That is, it was intimately bound
to its cultural self-representation as a
public.

The abstract and ideal projection of how
a public sphere formulates itself and its
subjects across social differences, de-
spite the obvious contingency of this
subject (as classed and gendered, to
start with), has of course become some-
what normative, as theorized by Jiirgen
Habermas in The Structural Transfor-
mation of the Public Sphere. A model
that has since been heavily criticized,
mainly through the efforts of Oskar
Negt and Alexander Kluge. In their
book, tellingly entitled Public Sphere
and Experience, they describe the bour-
geois public sphere as a receding hori-
zon, and an ideal that does not
correspond to our everyday interactions
with, and access to public spheres - in
plural rather than singular. Rather, they
claim, our lives and sense of publicness,
individuality and community is heavily
compartmentalized and fragmented
into multiple (public) spheres or spaces
that are dependent on different experi-
ences, mainly in an antagonism be-
tween bourgeois ideals and proletarian
realities. We no longer conceive of the
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public sphere as an entity, as one loca-
tion and/or formation as suggested by
Habermas. Instead, we have to think of
the public sphere as fragmented, as con-
sisting of a number of spaces and/or for-
mations that sometimes connect,
sometimes close off, and that are in con-
flictual and contradictory relations to
each other. There not only exist public
spheres (and ideals here-of), but also
counter-publics. If we can, then, only
talk about the public sphere in plural,
and in terms of relationality and nega-
tion, it becomes crucial to understand,
situate and reconfigure art's spaces - in-
stitutions - as "‘public spheres'.

When establishing the artworld as a par-
ticular public sphere, we must explore
this notion along two lines; firstly as a
sphere that is not unitary, but rather
conflictual and a platform for different
and opposionary subjectivities, politics
and economies: a 'battleground' as de-
fined by Pierre Bourdieu and Hans
Haacke. A battleground where different
ideological positions strive for power
and sovereignty. And, secondly, the art-
world is not an autonomous system,
even though it sometimes strives and/or
pretends to be, but regulated by econo-
mies and policies, and constantly in
connection with other fields or spheres,
which has not least been evident in crit-
ical theory and critical, contextual art
practices. In contemporary art practices
we can see a certain 'permissiveness’, an
interdisciplinary approach where al-
most anything can be considered an art
object in the appropriate context, and
where more than ever before work with
an expanded praxis, intervening in sev-
eral fields other than the traditional art
sphere, and as such touching upon such
areas as architecture and design, but
also philosophy, sociology, politics, biol-
ogy, science and so on. The field of art
has become a field of possibilities, of ex-
change and comparative analysis. It has
become a field for thinking, alternativ-
ity, and can, crucially, act as a cross
field, an intermediary between different
fields, modes of perception and think-
ing, as well as between very different po-
sitions and subjectivities. It thus has a
very privileged, if tenable and slippery,
and crucial position and potential in
contemporary society.

It is, then, perhaps not surprising that
such art institutions are under constant
scrutiny from funding and ruling bod-
ies, be they state controlled or private.
What are, after all, their goals? Do they
compromise a critical and oppositional
space, or are they merely on the van-
guard of new modes of working and
thinking, and there for the taking for
corporate models of production and
capitalization? As I mentioned in the be-
ginning, we are witnessing a closing of
potential critical spaces, or at least a reg-
ulation of them in terms of law if per-
ceived as outside governmental control,
and a limitation of funds and/or impo-
sition of a managerial model taken from
the corporate world, in the case of gov-
ernment run institutions. Institutions
seem caught between a rock and a hard
place, as it were, and here I have not
even mentioned the pressures internal
to the artworld. Ironically, financial cut-
backs from governmental bodies are
usually done in the name of the public:
the public sphere is narrowed in the
name of the public - public here meaning
people, and people meaning taxpayers.
The people, it is said, are not generally

interested in something as particular as
art, unless this art can seen as part of
the culture, or more accurately, enter-
tainment industry. The public sphere is
here conceived of in terms of populism:
Give the people want they want, which
is always already bread and circus.

We see, then, a double movement di-
minishing the so-called autonomy of art
and the artworld: one the one hand, its
own particularism, or historical strive
for autonomy, from being an arm's
length away from the political sphere
has indeed removed it from the trust
and goodwill of political funding bodies.
On the other hand we see that the dis-
solvement of the public sphere has re-
sulted in a decrease of interest from
politicians for an upkeep of the public
sphere per excellance, the art institu-
tion. With political populism on the
rise, especially, the traditional space for
critical-rational thinking is becoming
more and more unwanted. But also
within the welfare model are we wit-
nessing new contingencies and limita-
tions, mainly a surge towards merging
culture with capital. Obviously, we do
not want to maintain, claim or return to
the category of the art space and sub-
jectivity, nor to the classical avant garde
notions of resistance, which is why we
need not only new skills and tools, but
also new conceptions of 'the institution'.
I would suggest that we take our point
of departure in precisely the unhinging
of stable categories and subject posi-
tions, in the interdisciplinary and in-
termediary, in the conflictual and divi-
ding, in the fragmented and permissive
- in different spaces of experience, as it

were. We should begin to think of this
contradictory and non-unitary notion
of a public sphere, and of the art insti-
tution as the embodiment of this sphere.
We can, perhaps, think of it as the spa-
tial formation of, or platform for what
Chantal Mouffe has an agonistic public
sphere: According to such a view, the
aim of democratic institutions is not to
establish a rational consensus in the
public sphere but to defuse the poten-
tial of hostility that exists in human so-
cieties by providing the possibility for
antagonism to be transformed into "ag-
onism".

If we want to address the problems the
art institution is facing without revert-
ing to a historical and unusable model
and rhetoric, I think that an emphasis
on the democratic potentials of the art
space is paramount. Democracy is, ar-
guably, the uniting, empty signifier of
our times, and as such something in-
surmountable and impossible to deny
or defy openly. In the public language
game, no one can argue against democ-
racy within democracy, and by insisting
on the art institution as the place for
democracy and, indeed, its everlasting
agonism, I believe one can counter both
populism and managerialism. This em-
phasis indicates how our notions of au-
dience, the dialogical, various modes of
address and conception(s) of the public
sphere(s) has become the all important
points for our institutional constitu-
tion, and how this entails both the ethi-
cal and the political: Art that is not just
concerned with the artworld, but with
the world.

Narodni galerie

v Praze

Ziizovatel: Ministerstvo kultury Ceské republiky

Reditel: prof. Milan Knizak, Dr.A.
Kurator: Doc. PhDr. Tomas Vlicéek, CSc.
(Sbirka moderniho a sou¢asného umeéni)

Historie:

Narodni galerie v Praze oslavila v roce
1996 dvousté vyroci svého trvani. Dne 5.
tnora 1796 se se$la skupina vyznam-
nych predstaviteli patrioticky zamé-
fené Ceské slechty spole¢né s nékolika
vzdélanci z fad osvicenského méstan-
stva. Cilem jejich schtizky bylo zalozeni
korporace, ktera meéla pozdvihnout
upadly umélecky vkus domaci veiej-
nosti. Praktickym naplnénim méla byt
vefejné pristupna obrazdrna a akade-
mie uméni. V letech 1967-1990 urc¢ovala
osudy Narodni galerie silna osobnost ie-
ditele Jitiho Kotalika. Za jeho epochy
vzrostl rozsah sbirek, odborného poten-
cidlu i mnozstvi vystavnich objektt.

Sbirka starého evropského umeéni, ¢eské
malby 20. stoleti, moderni svétové malby,
moderniho sochaistvi, architektury, gra-
fiky, kresby a sbirka asijského uméni.

Rozhovor:

Vytazek z rozhovoru mezi TomdaSem
Vi¢kem (TV) a Milanem Knizdkem (MK)

TV: Myslite si, Ze vystavy ovliviiuji po-
hled na uméni?

MK: Je to mozné, ale vét§inou v negativ-
nim smyslu. Obecnéji vzato je vSechno
situace. A ve vystavni situaci za¢ina kon-
text - tedy dalsi umélci, konkrétni dila -

implikovat ur¢ité véci o kazdém umeélec-
kém dile. Méné standardni vystava s Sesti
dily jednoho umeélce a jednim dilem dal-
$itho zac¢ind umeéni dodavat ,piedvys-
tavni“ hodnoty, které vytvaieji urcité
piedsudky pro proces ,vidéni®. Veskeré
volby preduréeni vystavy brani ve spa-
treni vnitini hodnoty kazdého umélec-
kého dila. Témata, soudna kritika, pre-
ferovani urcitych umélct vyjadiené
v rozdilném poctu vystavenych praci, to
vSechno piedurcuje nazor na uméni.
TV: Mohou vystavy nékdy poslouzit
tmyslu umeélce, a pokud ano, jak?

MK: Kdyz umélci vystavuji spolec¢né,
sdili jejich uméni ¢as a prostor. Tato si-
tuace zdtraznuje rozdily - i kdyby jen
blizkosti, sousedstvim. Kdyby méli v8ich-
ni umélci stejné standardni podminky k
tvorbé - stejny material, velikost, barvu
atd. - stale by existovali vyborni a horsi
umeélci. Otazka kontextu byla vzdycky
dualezita. Povaha vystavni situace se za-
¢ind stavat ,,neutralnim® stavem, nebot
se standardizuji prvky v prostiedi,
v némz je uméni ,k vidéni“. Myslim, ze
vystavy mohou fungovat tak, Ze objasni
anebo se zamé¥ii na urc¢ité dominantni
zajmy umélce. Jak dnes vime, to, co vy-
pada stejné, nemusi nutné byt stejné. Né-
které vystavy prezentuji rozdilnost 1épe
nez jiné. Vétsina vystav zdaraziuje po-
dobnosti, a to na tkor jednotlivych dél.



TV: Pokud je tkolem organizatora stan-
dardizovat vystavy, jak ma vybirat?

MK: Podle konkrétnich umélct a pro-
stredi, do kterého chce jejich dila umis-
tit.

TV: A jaké jsou podminky takového roz-
hodnuti?

MK: Samoziejmé osobni citlivost organi-
zatora. VSichni jsme kritiky a nejdulezi-
t&jsi kritikou je ,,ano® nebo ,,ne“. A potom
by se jeho rozhodnuti mélo ridit prakti¢-
nosti a schopnosti organizace, a nikoli es-
tetikou. Organizator by mél mit za kon-
krétni uméni co nejmensi zodpovédnost.
TV: Zménily se néjak vystavni podminky,
jako se zménilo uméni? A pokud ano,
jak?

MK: A% do roku 1967 byly problémy vy-
stavnictvi zcela jasné, nebot v té dobé se
shodovalo ,uméni® délat uméni s ,,pre-
zentaci“ uméni. KdyZ se povési obraz,
veskeré vnitini umélecké informace jsou
na ném. Postupné se vSak vyvinulo
uméni, které se nemusi véset. Uméni, u
kterého problém prezentace odpovidal
jednomu z problémii, které se d¥ive vy-
skytovaly u tvorby a vystaveni obrazu -
upozornit nékoho jiného, Ze umeélec
viibec néco udélal. Jelikoz dilo nemélo vi-
zualni povahu, nevyzadovalo tradi¢ni vy-
stavni prostiedky, ale takové, jez by
prezentovaly vnitini myslenky uméni.
Uz fadu let se vi, Zze vic lidi se o dilu
umélce dozvida 1) z tisténych médii nebo
2) z konverzace, spiSe nez piimou kon-
frontaci se samotnym uménim. Pro ma-
litstvi a sochaistvi, kde je pro dilo
dulezita vizualni pi-itomnost, tedy barva,
rozsah, velikost, misto, je fotografie nebo
verbalizace dila degradaci uméni. Kdyz
se uméni zabyva vécmi, jeZ se netykaji fy-
zické pritomnosti, jeho vnitini (komuni-
ka¢éni) hodnota se jeho prezentaci v
tisténych médiich neméni. Vyuziti kata-
logti a knih ke komunikaci (a $iieni)
umeéni je nejneutralnéjsim prostiedkem
prezentace nového uméni. Katalog dnes
muze pro vystavu fungovat jako pri-
marni informace, na rozdil od sekun-
darnich informaci o uméni v ¢asopisech,
katalozich atd. a v nékterych piipadech
muze byt ,vystava® i ,katalogem®. Mohl
bych dodat, Ze prezentace typu ,jak se
dozvidate o uméni?” je spole¢nym vlast-
nictvim stejné, jako jsou barvy nebo
bronz spole¢nym vlastnictvim vSech ma-
litt a sochatti. KdyzZ se umélec rozhodne
prezentovat dilo jako knihu nebo ¢aso-
pis anebo prostrednictvim interview ¢i
samolepek nebo billboarda, nemélo by
se to zaménovat s ,uménim® (,,svou umé-
leckou podstatou®). Tato publikace (v
kontextu ITCA), jak se domnivam, je toho
nejlepsim piikladem.

TV: Primdarni je vSak stale reakce organi-
zatora na vytvarnou ,myslenku®. Tam,
kde nejsou k dispozici zadné jiné infor-
mace, muze ¢lovék, ktery na sebe bere
zodpovédnost za to, Ze nékoho jiného
upozorni, ze néjaky umeélec néco vytvo-
ril, reagovat naprosto rusivé, jako jakysi
filtr mezi dilem a v8emi ostatnimi.

MK: Je otazka, zda se umélec vzda své
volby. To je zivotné dulezity rozdil mezi
novym uménim a tim, co mu piedcha-
zelo. Zatimco maliti vétsinou nikdy ne-
urcovali, za jak silného svétla by méli
navstévnici vidét jejich obrazy nebo na
jak velké zdi by mély obrazy viset, a ne-
chavali to na vas, tento novy soubor dél
vyslovné odmita jakoukoli zodpovédnost
za prezentaci. K prohlédnuti obrazu po-
tirebujete jen svétlo. Tato nova dila se ne-
staraji ani o to. Otazka, v jakém prostiedi
dilo vidite, nema nic spole¢ného s tim,
co bylo vytvoreno. A jestli se da jasné na-
jevo, Ze prezentace dila se nema zamé-
novat s dilem samotnym, pak je nelze

dezinterpretovat. Kdyz je publikum upo-
zornéno na umeélcovo dilo a on vi, Ze
zpusob, jakym je publikum upozornéno,
neni pod jeho kontrolou ani to neni jeho
starost, pak 1ze konkrétni prezentaci po-
vaZovat za samoziejmou.

TV: A jak to date jasné najevo?

MK: Konkrétni tiimysly umélce zacéina
vyjastiovat standardizovani vystavni si-
tuace.

TV: Mate pocit, Ze se tato nova dila ne-
daji zneuzit, jak tomu byvalo d¥ive na
smiSenych vystavach?

MK: Ne. Vybérem byste mohl vybrat mys-
lenky mezi umeélci, kteii jsou si podobni,
stejné jako byste mohl vybrat padesat
pruhovanych obrazt a udélat z nich
malby, které jsou si vic podobné, nez do-
opravdy jsou. A takto byste mohl zatizit
jakoukoli vystavni situaci. Zaméiit vy-
stavu neni o nic moznéjsi nebo nemo-
znéjsi, nez to byvalo, kdyz byl obraz
obrazem a socha sochou. Stale je mozné
ukazat néco tak, jak chcete. Cisla nelZou;
1Zou jen tcetni.

TV: V ¢em je tedy vase funkce organiza-
tora vystav jind nez jiné funkce?

MK: V tom, Ze se snazim o vytvoieni co
nejjednotnéjsi vystavni situace pro kaz-
dého vystavujiciho umeélce a nespolé-
ham na vnéjsi verbalni informace, jako
jsou uvody katalogti, tematické tituly
atd. Snazim se vyhnout tomu, abych vi-
zudlni situaci zatizil pfedsudky.

TV: To vSak jde, jen dokud nékdo ne-
zaéne urcéovat ,domaci styl“ toho, co dé-
late.

MK: To je pravda. Vzdycky hrozi, Ze se to
nezdaii. Bohuzel po dvaceti vystavach se
¢lovék za¢ne sam stavat tématem a po-
jidlem, coz za¢ne byt stejné skodlivé jako
piedmluvy, tematické tituly a podobné.

TV: Myslite si, ze kazdy poiadatel vy-
stavy ma jen omezené mnoZstvi casu,
nez jeho poc¢inani za¢ne umélci skodit?
MK: Jen kdyz je tispésny. Ano. Protoze
jeho nazory zaénou byt dulezitéjsi nez
to, o ¢em jsou.

TV: Dtilezitéjsi pro koho?

MK: Pro ty, kdo védi o vystavach, které
tento ¢lovék déla.

TV: Myslite si, Ze vyvoj této situace muze
ovlivnit umélce?

MK: Ze stejnych divodtt maze umélcim
i Skodit.

TV: Myslite si, Ze to znamena, Ze je dnes
pro umélce nebezpetné s vami spolu-
pracovat?

MK: To nevim. Ted urcité ano. Mozna ze
mam trochu klapky na oc¢ich. Opravdu
nevim. Jsou uréiti umeélci, kteii mé pra-
vé ted zajimaji a kteii mozna néjakou
dobu predmétem mého zajmu ziistanou.
Mam pocit, Ze moje dilema nyni je doka-
zat se uménim zabyvat obecné a nene-
chat se pohltit konkrétnimi umélci.
Kazdy umeélce prosazuje, coz je v poradku,
ale od toho se snazim distancovat.

TV: A je kam se distancovat?

MK: Nevim. Poidad mam zajem o $iifeni
umeéni a informaci. Osobné si cenim své
sité prodejcti knih a adres po celém svété
jako velmi dulezitého aspektu toho, co
délam. Zajima mé posilat uméni do svéta
a hodlam za timto ucéelem dal vydavat
mnohojazyéné publikace. To je velmi di-
lezita komunikaéni uivaha. Ceska muzea
ve svém typickém Sovinismu nikdy nevy-
daji nic jiného nez jednojazy¢nou verzi -
v CeStiné.

TV: To znamena, Ze piestoze jste ted Pra-
7ak, zajimate se o decentralizaci.

MK: Myslim, Ze Praha se jako centrum
za¢ina hroutit. Ne ze by bylo jiné mésto,
které by jej nahradilo, ale spi§ v tom
smyslu, Ze umélec uz neni centrem po-
zornosti. Jde spi§ o mezinarodni ¢in-
nost. Je dulezitéjsi posilat na vystavy

umélce nez samotné umeéni. Strediska
uméni vznikaji, protoze je navstévuji
umeélci. A nav§tévuji je za prvé kvtili geo-
grafickym a klimatickym faktortim, za
druhé kvuli pristupu k dal$im umél-
cam, za tieti kvili p¥istupu k informa-
cim a mocenskym kanaltim a za ¢tvrté
penézium. Tyto faktory dnes za¢inaji byt
po celém svété vyvazené. A mne velmi
zajima byt soudasti této ménici se si-
tuace.

TV: Myslite si, Ze nové uméni si vynutilo
novy vztah mezi umélci a témi, kdo se
uménim sekundarné zabyvaji, jako jsou
obchodnici, kritikové, poradatelé vystav
a podobné?

MK: Ano, to uréité ano. Pochybuji, Ze
umélci nékdy umeéli tak dobte vyjadiit,
co délaji, jako praveé ted.

TV: A jakou povahu ma tento novy
vztah?

MK: Jsou dva typy lidi - umélci a pak
vSichni ostatni.

TV: Umélci maji umeéni a vsichni ostatni
maji relativni davku moci k manipulaci
nebo propagaci uméni. Takze kde je ten
vztah a co je na ném nového?

MK: Potieba prosttednika se za¢ina sni-
zovat. Nova dila jsou jako uméni pro ko-
munitu pristupnéjsi a potrebuji méné
interpreta¢niho vysvétlovani.

TV: Myslite si, Ze uméni nékdy potiebo-
valo interpreta¢ni vysvétlovani?

MK: Nevim, jak v historii, ale uméni, o
kterém mluvime ted, se zda byt mno-
hem vic ,samovysvétlovaci® nez cokoli ji-
ného. Cestuje nejpriméjsi cestou, jakou
je to mozné. Potfeba vysvétlovani mi-
stnimi kritiky se v této chvili zda nadby-
tecna.

TV: Je to tak tieba proto, Ze maji k di-
spozici méné konkrétnich fakta?

MK: Ano. Myslim, ze zakladni vychozi
tendenci ve veskerém dnesnim uméni je
schopnost umélce stanovit obecné hra-
nice a nestarat se o konkrétnost. V prak-
ticky veskerém umeéni dnes prevlada
tendence smérem k obecnosti v tom, jak
véci vypadaji, nez jak vypadaji kon-
krétni véci.

TV: Jak se to da vyslovné vyjadrit na vy-
stavach?

MK: Tim, Ze se budou potadat vystavy,
které budou umélctim piedkladat vSeo-
becné podminky, ale rozhodnuti o kon-
krétnich detailech se budou zcela ne-
chavat na nich. Nejleps$imi soudci vla-
stniho dila jsou pravé umélci. Zptisob
nahliZeni na jednotliva dila velmi zdo-
konalil obecny dojem, ktery si lidé od-
nesli z vystavy Haralda Szeemanna Kdyz
postoje ziskaji formu a z jeji nonsalance.
kritik nebo poradatel a podobné udélat,
je upoutat pozornost na to, co je umeéndi,
tim, Ze bude izolovat to, co uménim
neni, a znehodnotit to.

The National gallery

in Prague

Authority: The Ministry of Culture of the Czech Republic

Director: Professor Milan Knizak, Dr.A

Curator: Doc. PhDr. Tom&s Vigek, CSc. (The Collection of Modern and Contemporary Art)

History:

1796 a group of outstanding representa-
tives of patriotically minded Czech no-
bility had a meeting with several
middle-class intellectuals true to the
spirit of the Enlightenment. The pur-
pose was to found an association for the
promotion of a more refined artistic
taste in the local public. In the years
1967-1990 the fate of the National Gallery
was strongly influenced by the person-
ality of its director Jiii Kotalik. Under
his management the Gallery not only
substantially expanded its collections,
but also improved its professional stan-
dards and obtained several new prem-
ises. After several attempts to present
modern and contemporary art at large
temporary exhibitions, it found a per-
manent home in 1995 at the Trade Fair
Palace (Veletrzni palac) in Prague.

Collection:

The Collection of Old Masters, The Col-
lection of Modern and Contemporary
Art, Prints and Drawings Collections,
The Collection of Asian Art.

Interview:
Extract from a conversation between
Tomds Vl¢ek (TV) and Milan Knizak (MK).

TV: Do you think exhibitions affect look-
ing at art?

MK: They can. But usually pejoratively.
In a large sense, everything is situation.
In an exhibition situation the context -
other artists, specific works-begins to
imply, from without, certain things
about any art work. The less standard
the exhibition with six works of one
artist and one of another begins to
bring to bear on the art pre-exhibition

values that prejudice the ‘'seeing"
process. All choices in the predetermi-
nation of the exhibition hinder the
viewing of the intrinsic value of each
work of art. Themes, judgmental criti-
cism, preferences for individual artists
expressed by differences in the number
of works, all prejudge art.

TV: Can exhibitions ever serve the in-
tentions of the artist, and if so, how?
MK: When artists show together their
art shares a common space and time.
This situation makes differences more
obvious - if only by proximity. If all the
conditions for making art were stan-
dard for all artists - same materials, size,
color, etc. - there would still be great
artists and lesser artists. The question of
context has always been important. The
nature of the exhibitions situation be-
gins to assume a "neutral” condition as
one standardizes the elements in the en-
vironment in which art is "seen." I think
exhibitions can function to clarify or
focus in on certain dominant interests
of the artist. As we know now, things
that look alike are not necessary alike.
Certain exhibitions present differences
better than others. Most exhibitions
stress similarities, at the expense of the
individual works.

TV: If the responsibility of the organizer
is to standardize, what sort of choices
can he take upon himself?

MK: The choice of specific artists and of
the environment in which their work is
to be placed.

TV: What conditions these decisions?
MK: The personal sensibility of the or-
ganizer, obviously. We're all critics, the
most important criticism being "yes" or
"no." After that his decisions should be
in the realm of practical and logistical,
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not the aesthetic. The organizer should
have as little responsibility as possibly
for the specific art.

TV: Have the conditions for exhibitions
changed as art has changed, and if so,
how?

MK: Until 1967, the problems of exhibit-
ing art were quite clear, because at that
time the "art" of art and the "presenta-
tion" of art were coincident. When a
painting was hung, all the necessary in-
trinsic art information was there. But
gradually there developed an "art" which
didn't need to be hung. An art wherein
the problem of presentation paralleled
one of the problems previously involved
in the making and exhibiting of a paint-
ing: i.e. to make someone else aware that
an artist had done anything at all. Be-
cause the work was not visual in nature,
it did not require the traditional means
of exhibition, but a means that would
present the intrinsic ideas of art. For
many years it has been well known that
more people are aware of an artist's
work through (1) the printed media or (2)
conversation than by direct confronta-
tion with the art itself. For painting and
sculpture, where: the visual presence-
color, scale, size, location - is important
to the work, the photograph or verbal-
ization of that work is a bastardization
of the art. But when art concerns itself
with things not germane to physical
presence its intrinsic (communicative)
value is not altered by its presentation in
the printed media. The use of catalogues
and books to communicate (and dissem-
inate) art is the most neutral means to
present the new art. The catalogue can
now act as primary information for the
exhibition, as opposed to secondary in-
formation about art in magazines, cata-
logues, etc., and in some cases the
"exhibition" can be the "catalogue." I
might add that presentation -"how you
are made aware of the art" is common
property, the same way that paint colors
or bronze are common property to all
painters and sculptors. Whether the
artist choose to present the work as a
book or a magazine, or through and in-
terview or with a sticker labels or on bill-
boards, it is not to be mistaken for the
"art" ("subject matter"?). This publication
(in the ITCA context) makes this point
clear, I suppose.

TV: The organizer's response to an art
"idea" is still primary. Where no other in-
formation is available, the man who
takes responsibility for making some-
one else aware that an artist has done
something can still make his own re-
sponse absolutely intrusive; a kind of fil-
ter between the work and everyone else.
MK: It's a question where an artist will
give up his choice. This is vitally impor-
tant difference between the new and
what has preceded it. Whereas painters
have generally never specified how much
light their paintings should be seen by,
what size wall they should be hung on-
they have left it up to you implicitly- this
new body of work explicitly denies any
responsibility for presentation. All you
need to see a painting is light. This new
work doesn't even concern itself with
that. The question of what environment
you see the work in has nothing to do
with what has been done. If it is made
clear that the presentation of the work is
not to be confused with the work itself,
then there can be no misreadings of it. If
an audience is made aware of an artist's
work and he knows that how he is made
aware is not within the artist's control or
concern, then its specific presentation
can be taken for granted.
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TV: How do you make it clear?

MK: The standardizing of the exhibition
situation begins to make the specific in-
tentions of the artist clearer.

TV: Do you feel that this new work can-
not, by it's very nature, be misused as
earlier work has often been in mixed ex-
hibitions?

MK: No. By selection you could choose
ideas between artists that parallel each
other, just as you could pick up fifty
stripe paintings and make the, look
more alike than they really are. You
could load any exhibition situation in
the same way. Orienting a show is not
any more or less possible than it was
when painting was painting and sculp-
ture was sculpture. You can still make
anything look like what you want it to.
Figures don't lie; accountants do.

TV: So how has your function as an ex-
hibition organizer been different from
anyone else's

MK: By keeping the exhibition situation
as uniform as possible for each and all off
the artists in the exhibition and not rely-
ing on outside verbal information like
catalogue introductions, thematic titles,
etc., I've tried to avoid prejudicing the
viewing situation.

TV: This holds good as long as no one
can begin to identify a "house style" in
what you do.

MK: True. Failure is imminent. Unfortu-
nately over a period of twenty exhibi-
tions one begins to become the theme
and the cement; which begins to be as
offensive as prefaces, thematic titles etc.
TV: To you think that every exhibition
organizer has only a limited time before
his activity becomes harmful to the
artist?

MK: Only if he's successful. Yes. Because
his opinions begin to become more im-
portant than what his opinions are
about.

TV: Important for whom?

MK: For the people who are aware of the
exhibitions he is doing.

TV: Do you think the development of
this situation can affect the artists?
MK: It can only be detrimental to the
artists for the same reasons.

TV: Do you think this now means it is
dangerous for artists to be associated
with you?

MK: I don't know. Certainly right now it
is. I may be a total blind. I don't really
know. There are certain artists who in-
terest me right now who would conceiv-
ably be the focus for some interests of
mine. I feel my dilemma now is to be
able to deal with art generally but not
get involved specifically with specific
artists. Everyone's pushing artists;
which is OK, but I want to move away
from that.

TV: Is there anything to move into?
MK: I don't know. I am still interested in
distributing art and information. I per-
sonally value my network of booksellers
and my mailing list throughout the
world as a very important aspect of what
I do. I am concerned with getting art out
of the world and plan to continue pub-
lishing in multilingual editions to fur-
ther this end. This is a very important
communications consideration. Czech
museums and institutions, with typical
chauvism, never publish in more than
one language-just Czech.

TV: This implies that despite being from
Prague, you are interested in decentral-
ization.

MK: I think that Prague is beginning to
break down as a center. Not that there
will be another city to replace it, but
rather that where any artist is will be

the center. International activity. It is
more important to send artists to exhi-
bitions than to send art. Art centers
arise bacause artists go there. They go
there because of (1) geographic and cli-
matic factors (2) access to other artists
(3) access to information and power
channels and (4) money. These factors
are now becoming balanced throughout
the Czech Republic and the world. To be
part of this changing situation interests
me very much.

TV: Do you think that the new art has
forced a new relationship between
artists and those involved in art as a sec-
ondary capacity- dealers, critics, exhibi-
tions organizers, etc.?

MK: Yes, very definitively. I doubt
whether artists have ever been so artic-
ulate about what they're doing as they
are right now.

TV: So what's the nature of the new re-
lationship?

MK: There are really two types of peo-
ple: artists and everyone else.

TV: Artists have art and everyone else
has relative amounts of power to ma-
nipulate or promote art. So where's the
relationship and what's new about it?
MK: The need for an intermediary be-
gins to become lessened. The new work
is more accessible as art to the commu-
nity: it needs fewer interpretive expla-
nations.

TV: Do you think art ever needed inter-
pretive explanations?

MK: I don't know anything about his-
tory, but the art I we're talking about
seems to be much more self-explanatory
than any other. It just goes from mind
to mind as directly as possible. The need
for a community of critics to explain it
seems obviously superfluous right now.
TV: Is this perhaps because they have
fewer specifics to deal with?

MK: Yes, I think a basic underlying ten-
dency in all art today is the ability of the
artist to set general limits and not care
about being specific. The tendency in
practically all art today is toward gener-
ality about how things look rather than
what specific things look like.

TV: How can this be made explicit in ex-
hibitions?

MK: By organizing exhibitions in which
the general conditions are proposed to
the artists and the decisions about
specifics are left entirely to them. Artists
are the best judges of their own work.
For example, the general feeling one got
from the legendary Harald Szeemann's
show "When Attitudes become Form'-
the nonchalance of it - did much to en-
hance the viewing situation for individ-
ual works.

TV: Maybe the most important thing a
critic or organizer or whatever can do is
to draw attention to what is art by iso-
lating what is not and to devalue it.

Muzeum mesta Brna

Zrizovatel: Magistrat mésta Brna
Reditel: PhDr. Pavel Cipridn

Historie:

Muzeum meésta Brna bylo zaloZeno v roce
1904, prvni expozice umistény v prosto-
rach dnesni Nové radnice. Nejstarsi sbir-
kové fondy vznikly z odkazti bohatych
brnénskych meéstanti, z nichz nejvy-
znamnéjsi byla galerie Heinricha Gom-
perze, ktera obsahovala pies 400 obrazt
z evropské malby 18. a 19. stoleti pte-
vazné rakouské a némecké provenience.
Postupny narust po¢ta kvalifikovanych
odbornych pracovnik i narust sbirko-
vych fondu vedl posléze k zalozeni éty¥
odbornych oddéleni - historického,
umeénovédného, archeologického a od-
déleni déjin architektury. Reditel Ol-
diich Toman v letech 1960-1982 zamé¥il
sbirkotvornou a vystavni ¢innost muzea
na dokumentaci brnénského vytvarné-
ho Zivota ve 20. stoleti.

Uménovédné oddéleni ma v soucasné
dobé kolem péti tisic obrazu a plastik,
objemny fond kresby a grafiky, dale fond
historického umeéleckého remesla i nové
sbirky sou¢asného uzitého uméni.

Prohlaseni:

Jednim z klicovych, ac¢koli dosud malo
interpretovanych dél vychodoevrop-
ského konceptualniho uméni poloviny
sedmdesatych let je podle mého nazoru
Edinburghsky manifest bélehradského
Rasi Todosijevice, s paralelnim titulem:
Kdo na uméni parazituje a kdo poctivé
vydéldavd. Manifest vysel ve formé pla-
katu 21. dubna 1975 a obsahoval seznam
vSech parazitti uméni, véetné nejriznéj-
gich prizivnikd spole¢nosti a rudé bur-
zoazie. Mimo jiné na tomto seznamu
stoji: ,tovarny, které vyrabéji material
pro umélce, firmy, které prodavaji ma-
terial pro umeélce, jejich délnici, ured-
nici, prodejci, agenti atd., prodejni

galerie a jejich personal, neziskové gale-
rie, vlastnici galerii a jejich uifednici, ku-
ratori a jejich osobni sekretaiky a pia-
telé, placena galerijni rada, dobrovolna
galerijni rada, ktera inkasuje penize,
protoZe neni placena, fotograf, ktery po-
fizuje snimky do katalogu, vydavatel ka-
talogu, redaktor katalogu, tiskaiska
firma, ktera tiskne katalog a pozvanky,
délnici, kteti provedou sazbu a vazbu
katalogu a pozvanek, pojistovny a jejich
zaméstnanci, no¢ni hlida¢i muzei, gale-
rii, nejraznéjsich sbirek a pozustalosti,
organizatoii symposii, setkani a umeé-
leckych festivalt, organizatoti poskytu-
jici stipendia pro studium v zahranici,
ktera jsou obvykle udélovana détem vy-
sokych statnich utednikt, détem mas-
kované a skryté burzoazie socialismu,
maskovani ideologové, demagogové a re-
akcionati ve skolach vyssiho vzdélani,
univerzitdch a akademiich, které vice
zajima moc a vliv ve svété umeéni nez
vzdélani a kultura, jenz nenabizeji
zadny druh zisku, a v8ichni ti, kdo skry-
vaji své dekadentni, zastaralé, zpatec-
nické, Sovinistické a burzoazni modely
uméni a kultury za verbalnim liberalis-
mem, aby si vybudovali postaveni mimo
uméni, mimo kulturu, a dostali se tak
nad uméni a kulturu a za né,” Seznam
¢ital asi dvé sté polozek, véetné samot-
ného autora textu, s vysvétlenim, ze
»autor sepsal tento text za ucelem zisku
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z toho dobrého i z1ého v uméni®.

O tii desetileti pozdéji se tyz text objevil
jako piiloha knihy nazvané Management
uméni za neklidnych okolnosti Mileny
Dragié¢evié-Sesi¢ a Sanjina Dragojevice,
univerzitnich profesorti a konzultantt
v oblastech kulturni politiky, manage-
mentu kultury a modernizace institu-
cionalni struktury pro Radu Evropy,
UNESCO a Evropskou kulturni nadaci.



Byl vytistén v plném znéni, tedy v délce
asi deseti stranek, a interpretovan jako
ukazka ,mnohostranné vzajemné zavi-
slosti ¢innosti v kultuie jakozto zasadni
otazky jejiho vyznamu, ale i moznosti
preziti vech jejich viditelnych i méné vi-
ditelnych aktéra“. Jinymi slovy, byl
pouzit jako pouha ilustrace holistického
pojeti institucionalni struktury a taktiky
pohybu uvnitini - tato interpretace tak
obracela umélciv argument proti jeho
ptvodnimu zaméru a tvrdila, ze pokud
vSechny tyto faktory opravdu zavisi na
symbolickém a finan¢nim kapitalu na-
hromadéném v uméni, pak v této oblasti
opravdu existuje fungujici systém, takze
jde jen o to, jak ho posunout smérem
k adaptivnimu managementu kvality,
aby se z toho, co cirkuluje mezi jeho za-
kladnimi slozkami a segmenty, vytézilo
maximum.

Budeme-li citovat Roberta Smithsona,
konkrétné jeho esej z roku 1972, 1ze ¥ici,
Ze to, co se prihodilo dilu Rasi Todosije-
vice je svého druhu kulturni samotka -
neutralizace, ktera z néj déla cosi ,ne-
uc¢inného, neskodného, abstraktniho a
politicky lobotomizovaného®, aby bylo
snadno pochopitelné a stravitelné, ne-
bo, v tomto piipadé, zplosténé do prosté
pozitivni vypovédi, de facto nakupniho
seznamu instituciondlnich soudéasti, kte-
ré tvori systém uméni. Podle Smithsona
tento ukol, vykonany v nasem piipadé
instruktory kulturniho managementu,
zastava vétsinou strazce - kurator, ktery
drzi uméni v bezpeéné vzdalenosti od
politického, stejné jako strazce lesa
v Gramsciho Sesitech z vézeni, kde jsou
futuristé predstaveni jako ,skupina ma-
lych skolakt, kteii utekli z jezuitské ko-
leje, ztropili vytrznost v nedalekém lese
a byli ptivedeni zpét hajnym s holi®.
Cely tento problém neni priznacny jen
pro soudasny stav véci. Institucionalni
logika Ceskoslovenska, zejména v sek-
toru, ktery hral roli obéanské spolec-
nosti (sestavajici, v zargonu socialistické
samospravy, ze spolecensko-politickych
organizaci a spolecensko-politickych
sdruzeni) se zakladala na principu,
ktery Gramsci (slovy Croceho) oznacoval
jako transformismo - principu, jimz
jsou soucasni i potencialni vidci a in-
iciativy vychazejici z podtazenych sku-
pin nepretrzité zacleriovany do domi-
nantniho projektu, aby se zabranilo vy-
tvoieni protihegemonie. Toto se vztaho-
valo na mladeznické organizace, stu-
dentské organizace, umélecké, literarni
a jiné kulturni spolky, kulturni spole-
¢enstvi zaloZena na spole¢ném etnic-
kém, ndbozenském ¢i jiném principu,
stejné jako rtizné samospravné subkul-
turni skupiny. Dokonce i takzvani disi-
denti méli ve skute¢nosti k dispozici
zpusoby, jak svou ¢innost provozovat
bezpe¢né (aniz by byli poslani do néja-
kého gulagu), protoze to ukazovalo roz-
dil mezi politickym systémem, jejz
zpochybniovali, a skuteénym stalinistic-
kym systémem.

V dobach byvalé CSSR neexistovalo nic
vné systému. Veskeré iniciativy byly
diive ¢i pozdéji privlastnény oficialnimi
institucemi a ze zon, které se jevily jako
ostrivky autonomie mimo dosah domi-
nantnich socialné-kulturnich paradig-
mat, se ve skute¢nosti rekrutovali bu-
douci vidci ¢eskoslovenské spole¢nosti.
Pouzijeme-li lacanovské terminologie,
bylo jasné, Ze ,struktury instituci nejsou
pouze vnuceny jinak volné existujicim
praktikdm®, ale Ze ,veskeré praktiky jsou
vzdy soucasti néjaké instituciondalni

struktury, bez niz neni zadna aktivita,
kritika a dokonce ani #e¢ moZna.”
V tomto smyslu Todosijevi¢av ¢in, kdy
sam sebe zatradil na seznam parazit
uméni kritikou ostatnich parazitti umé-
ni, poukazuje na velmi zajimavy rys jeho
dila, ktery oteviel cestu dal$im vlnam
institucionalni kritiky. Konkrétné, jeho
stanovisko aktivniho cynismu, jak ho na-
zval JeSa Denegri, vidy rozliSuje mezi
vypravééskym subjektem a subjektem
vypravéni, coz nejlépe ilustruje text,
ktery je soucasti jeho dila z roku 1996,
které predstavuje jeho autoportrét v pa-
rodicky picassovském stylu, v typickém
kontextu novinové ilustrace, s komenta-
fem: ,Ne, madam, ja nejsem vychodoe-
vropsky umélec, ji jsem jen soudasti
konceptualniho uméleckého dila nazva-
ného Vychodoevropsky umélec®. At déla
cokoli, vzdava se piitom suverenity po-
zice umélce jakoZto tviirce a tvaréiho
zdroje dila a stavi se do pozice kritické
reflexe tendenci systému, v némz je
uvéznén.

V tom, co ve vizudlnim umeéni obvykle
nazyvame instituciondlni kritikou, se
pojmem instituce vétsinou rozumi vy-
stavni prostory, jako jsou muzea a gale-
rie, nebo udalosti, jako jsou festivaly a
biendle. V $ir§im smyslu se v§ak termin
instituce mutize vazat na ,,systém pravi-
del, piesvédcéeni, norem a organizaci,
které spoleéné vytvareji regulérnost
(spoleéenského) chovani®, takze tyto
prostory a udalosti jsou chapany jen
jako materialni korelaty svych institu-
cionalizujicich praktik. Na druhou stra-
nu vedle svého generativniho poten-
cialu zahrnuji instituce i ,,veskera ome-
zeni, ktera lidé ustanovuji pi¥i formo-
vani vzadjemnych interakci.” At je vSak
chapeme jako endogenni a samousta-
vujici jevy, nebo jako zvend¢i nastavena
omezeni chovani, a at ptisobi z verej-
ného ¢i soukromého sektoru nebo ze
sektoru ob¢anské spole¢nosti, v kazdém
piipadé urcuji a vnucuji zptsoby vlad-
nuti.

Agenda transformace Ceské Republiky
v liberalné-demokratickou spole¢nost,
ktera spatiuje ve svobodé, vykonnosti,
spravedlnosti a hmotné prosperité své
zdkladni hodnoty, obsahovala jako sviij
piechodny cil i zni¢eni vSech zaklad-
nich hodnot, piesvédéeni a spolec¢en-
skych norem byvalé socialistické spo-
le¢nosti. Tento proces se odehraval jak
na urovni promén ve vnitini spravé nej-
prve nevladnich a pozdéji vladnich or-
ganizaci, tak na urovni spolecenskych
promén. ProtoZe se nam ,spolec¢ensky
svét primarné jevi jako usazeny konglo-
merat spole¢enskych praktik, které jsou
nekriticky ptijimany, aniz by se zkou-
mal akt jejich ustanoveni®, ani spole-
¢ensky svét statniho socialismu nebyl
analyzovan ve svém konstituujicim
aspektu. Nasledkem tohoto piehlédnuti
je zanedbavan i jejich emancipaéni
aspekt, jakoz i skute¢nost, Ze pokud se
svoboda definuje jako svoboda od veiej-
nych omezeni, pokud se vykonnost defi-
nuje jako vykonnost podnikatelska,
pokud se hodnota spravedlnosti vzta-
huje zejména k rovnovaze v feSeni et-
nickych konflikti, pokud se hmotné
prosperité pii¢ita hodnota sama o sobé,
bez spoletenského kontextu, mnohé
¢asti spole¢nosti budou diskriminovany
a omezeny nizsi urovni svych spolecen-
skych a fyzickych moznosti.

Tuto agendu vytvorili politologové a eko-
nomové regionu, kteii byli v obdobi
tésné po roce 1989, jak zduraznuje Erich

W. Streissler, silné ,,inspirovani ranymi
kritiky socialismu, jakymi byli Ludwig
von Mises and Friedrich von Hayek,
kteti vérili, ze ,socialismus nikdy nemél
vzniknout, protoze byl od zac¢atku od-
souzeny k nedspéchu’™. Vétsina z téchto
politologti a ekonomui z regionu, kteti
sdileli sekularni, nenacionalistické na-
zory, byla p¥izvana do rad onéch nadaci,
které zacaly investovat do regionu pod
zastavou vize obcanské spolec¢nosti ja-
kozto autonomni oblasti svobodného
sdruzovani, nezavislé na statnim vlivu -
oblasti, ve které vSechny rozmanité
zajmy spolecenskych skupin, opomijené
béhem socialismu, mohly byt svobodné
uspokojeny. Povinnosti nevladniho sek-
toru bylo zabezpectit pro to institucio-

nalni ramec, ¢imz se stal svym zptisobem
privilegovanym aktérem v oblasti pod-
pory demokracie. Protoze béhem po-
sledniho desetileti pokracuje nenasilna
transformace, civilni sektor, zejména
v oblasti kultury, ziskal od mezinarod-
nich darct prostiedky zejména na iadu
aktivit, které sledovaly politiku napravy
a odskodnéni. Tim, Ze poskytovaly ob-
¢anské spole¢nosti jakési symbolické za-
stfeSeni, mély jednak piedvést neschop-
nost statnich instituci toto zajistit, jed-
nak mély demonstrovat hodnoty kultur-
niho humanismu liberalniho Zapadu.
Pozdéji po revoluci vétsina téchto aktért
z civilniho sektoru splynula se statnimi
institucemi, nebo se pretvotili v sou-
kromé firmy.

Brno City Museum

Authority: The South-Moravian Region
Director: PhDr. Pavel Ciprian

History:

Brno City Museum - an institution that
was charged with caring for the cultural
heritage of its city when it was founded
- has a history stretching back more
than a hundred years.

Collection:

Brno City Museum, with its extensive
and valuable collections and its scien-
tific, specialist, educational and cultural
activity, of which the presentation of its
collections in exhibitions is an integral
part, is today one of the leading muse-
ums in this country, evidence of which
is provided by the large number of visi-
tors it receives from both this country
and abroad.

Statement:

In my point of view, one of the seminal
works of the East European conceptual
art in mid seventies, even though still
under-interpreted, was Belgrade based
Rasa Todosijevi¢’s Edinburgh statement,
with a parallel title: Who makes a profit
from art, and who gains from it hon-
estly. It was published as a poster on the
21st of April 1975 listing all art profi-
teers, including various social parasites
and red bourgeoisie. Among others, it
listed the following: “the factories that
produce materials necessary to artists,
the firms that sell materials necessary to
artists, their workers, clerks, sales per-
sonnel, agents, etc., sales galleries and
their staff, non-profit galleries, gallery
owners, gallery administration, gallery
curators and their personal secretaries
and friends, the subsidized gallery coun-
cil, the voluntary gallery council which
collects money because they are not
paid, the photographer who shoots the
pictures for the catalogue, the catalogue
publisher, the catalogue editor, the
printing firm responsible for printing
the catalogue and invitations, the work-
ers who set the print, bind the catalogue
and the invitation, the insurance com-
panies and their personnel, the night
guards of museums, galleries, collec-
tions, and this and that type of compi-
lations or legacies, the organizers of
symposia, meetings and art festivals, or-
ganizers granting scholarships for study
abroad that are usually granted to the
children of high government officials, to
the children of the masked and hidden
bourgeoisie in socialism, camouflaged
ideologists, demagogues and reactionar-
ies in institutions, schools of higher
learning, universities and academies

who have a greater interest in power and
influence in the art world than in edu-
cation and culture, which don’t offer
any kind of profit, and all those who
cover their decadent, dated, reactionary
chauvinist and bourgeois models of art
and culture with verbal liberalism, in
order to attain positions outside the art
world, outside of culture, thus being
both above and beyond art and culture,”
There were about two hundred items on
the list, including the author of the text
himself, with the explanation that “the
author wrote this text in order to profit
from the good and bad in art”.

Three decades later, the same text ap-
peared as the appendix of a book enti-
tled Management of Art in Turbulent
Circumstances, authored by Milena
Dragicevi¢-Sesi¢ and Sanjin Dragojevié,
university lecturers and consultants in
the areas of cultural politics, cultural
management and institutional upgrad-
ing to Council of Europe, UNESCO and
European Cultural Foundation. It was
printed in full length, which is about
ten pages, and was interpreted as show-
ing the “multifaceted interdependency
of involvements in the field of culture as
a basic question of its significance and
the possibility of survival of all its visible
and less visible proponents”. In other
words, it was used as a plain illustration
of the holistic notion of the institutional
structure, and the tactics of moving
within it, turning the artist’s argument
against itself, stating that if all these fac-
tors really do depend on the symbolic
and financial capital gathered in the
arts, then there is a functional system, so
that the point becomes only how to
push it towards adaptable quality man-
agement, and get the most out of what
circulates among its constituent parts
and segments.

Using the words of Robert Smithson,
from his essay written in 1972, one can
state that what has happened to Rasa
Todosijevié is a kind of cultural confine-
ment - neutralization, rendering the
work “ineffective, abstracted, safe, and
politically lobotomized”, in order to be
easily consumable and understandable,
or, in this specific case, flattening it
down to a simple positive statement, al-
most a kind of a shopping list of insti-
tutional segments that make a system of
art. According to Smithson, that task,
which was in this case performed by in-
structors of cultural management, is the
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one of the warden-curator, keeping art
at a safe distance from the political, just
like the forest warden in Gramsci’s
Prison Notebooks, where historical fu-
turists were presented as “a group of
small schoolboys who escaped from a Je-
suit college, created a small ruckus in the
nearby woods, and were brought back
under the rod of the forest warden”.
The whole issue is not specific to the
present state of affairs only. The institu-
tional logic of the Czechoslovakia, espe-
cially in the sector that played the role
of civil society (consisting, in the jargon
of socialist self-management, of socio-po-
litical organizations and socio-political
communities) was based on the princi-
ple which Gramsci (borrowing from
Croce) called trasformismo, whereby ac-
tual and potential leaders and initia-
tives coming from the subordinate
groups were constantly being incorpo-
rated into the dominant project, in
order to prevent the formation of
counter-hegemony. That counted for the
youth organizations, student organiza-
tions, unions of artists, writers and
other cultural producers, cultural com-
munities based on common ethnic, reli-
gious and other grounds, as well as
different self-organized sub-cultural
groups. Even the so called dissident in-
tellectuals were in fact provided with
ways to be safe in their activities (with-
out being sent to some Gulag), for that
showed the difference between the po-
litical system they were questioning and
the proper Stalinist system.

In the times of former CSSR there was
no outside of the system. All initiatives
were sooner or later appropriated by of-
ficial institutions, and the spaces that
seemed to be small autonomous zones
beyond the reach of dominant social
and cultural paradigms were actually
recruitment centers for future leaders
of the joint Czechoslovakian commu-
nity. In the jargon of Lacanian termi-
nology, it was clear that “the structures
of institutions are not merely imposed
on the otherwise freely existing prac-
tices”, but that “all practices are always
part of some institutional structure be-
yond which no practice, no critique, no
speech is possible.”

In that sense, Todosijevi¢’s act of listing
himself among the ones profiting from
art by criticizing all those that profit
from it, points to a very interesting fea-
ture of his work that opened paths for
the next waves of local institutional cri-
tique. Namely, his standpoint of active
cynicism, as Je$a Denegri called it ,al-
ways distinguishes between the narra-
tive subject and the subject of narration,
of which the most illustrative example
could be the text that is part of his 1996
work, featuring his self-portrait in a
mocked Picasso style, in a typical news-
paper illustration type of setting, saying:
“No, madam, I am not an East European
Artist, I am just part of the conceptual
art piece called An East European
Artist". Whatever he does in his work, he
does it while abandoning the sover-
eignty of the position of the artist as
producer, a sole creative source of the
work, putting himself into the position
of critically reflecting the desire of the
system he is entangled in.

In what is usually called the institu-
tional critique in visual arts, the institu-
tions are mainly considered as exhi-
bition places, such as museums and gal-
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leries, or exhibition events, such as fes-
tivals and biennials. But, in a more gen-
eral field, the term institution can be
associated with “a system of rules, be-
liefs, norms and organizations that to-
gether generate a regularity of (social)
behavior”, so that those places and
events can only be seen as the material
remains of their instituting practices.
On the other hand, besides their gener-
ative potential, the institutions also in-
clude “any form of constraint that
human beings devise to shape human
interaction”. But whether they are seen
more as endogenously appearing and
self-enforcing or as exogenously given
constraints on behavior, and whether
they operate from the public sector, the
private sector or the civil society, they
determine and enforce the modality of
governance.

The agenda for transforming Czech Re-
public into a liberal-democratic society,
which defines freedom, efficiency, jus-
tice and affluence as core social values,
also had as one of its transitory aims to
destroy all the basic values, beliefs, and
social norms of the former socialist
state. That process operated both on the
level of changes in the internal gover-
nance of first non-governmental, then
also governmental organizations, and
on the level of overall societal change. As
“the social world presents itself to us,
primarily, as a sedimented ensemble of
social practices accepted at face value,
without questioning the founding acts
of their institution”, the social world of
state socialism was also not considered
so much in its instituting aspect. The ef-
fect of this lack of consideration was
that its emancipatory aspects were neg-
lected, and it was not taken into ac-
count that if freedom is defined as a
freedom from public constraints, if the
notion of efficiency is entrepreneurial,
if the pursuit of the value of justice is re-
lated mainly to the management of eth-
nic conflicts, and affluence is valued for
itself, out of the social context, signifi-
cant portions of the population will be
quite underprivileged and limited by
the unbalanced level of their social and
physical abilities.

This agenda was set by the political sci-
entists and economists in the region,
who were, in the period from right after
1989, as Erich W. Streissler stresses,
strongly “inspired by the earliest critics
of socialism, Ludwig von Mises and
Friedrich von Hayek, who believed that
“socialism really should never have got-
ten ‘off the ground for it should have
failed from the start’™. Most of these po-
litical scientists and economists from
the region who shared secular, non-na-
tionalist viewpoints, were invited to the
boards of those foundations which
started investing in the region, under
the flagship of a vision that presented
the civil society as an autonomous
realm of associational life, independent
of state influence, in which all various
interests of the social groups neglected
in the time of state socialism could be
pursued in a free manner. The major
task for the NGOs was to provide the in-
stitutional framework for that, and so
they have become the privileged civil so-
ciety actors in terms of democracy as-
sistance.

Since a non-violent transformation was
going on through the last decade, the
civil sector, especially in the domain of
culture, received support from interna-

tional donors mainly for getting in-
volved in the whole range of activities
that were pursuing a kind of a politics
of repair or redress. They were sup-
posed to provide the civil society with a
symbolic shelter, demonstrating there-
by both the inability of the state institu-

tions to do that, and also the values of
cultural humanitarianism in the liberal
West. By the aftermath of the revolution,
most of these agents from the civil sec-
tor actually merged with the state insti-
tutions, or they have simply turned into
companies.

Moravska galerie v Brne

Ziizovatel: Ministerstvo kultury Ceské republiky

Reditel: Mgr. Marek Pokorny

Historie:

Moravska galerie vznikla v roce 1961
slou¢enim obrazarny Moravského
muzea s Moravskym umeéleckoprimy-
slovym muzeem. Ziklady sbirkovych
fondt souvisi se zalozenim Frantiskova
(pozdéji Moravské-ho) muzea v Brné v
roce 1817 a Moravského uméleckopra-
myslového muzea v roce 1873, v jejichz
ramci byly sbirky budovany. V roce 1990
ziskala galerie Mistodrzitelsky palac a o
dva roky pozdéji jej po naro¢nych opra-
vach zpiistupnila vefejnosti. V letech
1990-1994 byla rekonstruovana budova
Prazakova palace pro potieby sbirek vol-
ného uméni, pro vedeni ustavu a odbor-
nou vetrejnou knihovnu se sbhirkou
starych tisku a bibliofilii.

Sbirky:

Zakladem sbirek obrazarny Moravské
galerie se staly slechtické, cirkevni i més-
tanské dary tehdej$imu Frantiskovu
muzeu. Zasadnim zptisobem byly rozsi-
feny ve dvacatych a tricatych letech 2o.
stoleti obrazy z Gomperzovy méstské ga-
lerie a soukromé sbirky Arnolda Skutec-
kého a pak piredevsim nakupy po roce
1961, kdy vznikla Moravska galerie.
Sbirka ¢eského moderniho malitstvi a
sochatstvi se zacala utvaret od zac¢atku
20. stoleti. Koncem dvacatych a béhem
tricatych let byla akvizicemi ¢eskych ex-
presionistti a kubista ziskana zasadni
dila, ktera predstavuji vyznamnou sou-
¢ast dnesni stalé expozice vystavené
v Hansenové stavbé Prazdkova palace.
Sbirky Uméleckopriimyslového muzea
jsou orientovany na obory historického
umeéleckého Femesla a souc¢asného uzi-
tého uméni.

Prohlaseni:

Pted pouhymi nékolika lety se ,novy
institucionalismus® vydélil v kurator-
skych snahach o vytvoteni ,aktivniho
prostoru®, ktery by byl ,¢aste¢né komu-
nitnim centrem, ¢aste¢né laboratori a
castetné akademii.” To jsou vlastnosti,
které cituji z profilu muzea Rooseum
v Malmo, jez se pod vedenim Charlese
Esche a pozdéji Lene Crone Jensena
stalo jednou z modelovych instituci no-
vého experimentalniho a multifunké-
niho p¥istupu ke kuratorstvi. Na vrcholu
téchto aktivit a tivah vydal Jonas Ekeberg
publikaci s nazvem ,Novy instituciona-
lismus®, v niz definuje jeho piedmét jako
,snahu redefinovat sou¢asnou instituci
uméni [...] pfipravenou oprostit se nejen
od omezeného vykladu umeéleckého dila
jako pouhého objektu, ale i od celého in-
stituéniho ramce, ktery k nému patii.
Pritom uvadi, Ze to nebylo ,,pro soucas-
nou uméleckou scénu ani zdaleka peri-
ferni zaleZitosti, ale naopak centralni az
kli¢ovou.”

Stru¢né redeno, nechceme kriti¢nost.
Kriti¢nost neptezila ,korpora¢ni zlom*
v oblasti institucionality. A to nejen za-
sluhou vétsich instituci, které jsou
zjevné vedeny jako znackové globalni

spole¢nosti, napi. Guggenheim, ktery je
nejzietelnéj§im prikladem toho, jak je
instituce koncipovana a inscenovana
politiky a sponzory. Tyka to stale vice i
stiednich a mensich instituci, jako jsou
napi. German Kunstvereine nebo umé-
lecka sdruzeni. Tyto by mély byt experi-
mentalni, ale jsou stale vice tla¢eny do
kuratorskych programt na zptisob za-
vedeného Kunsthalle.

V této situaci vyvstavaji nékteré klicové
otazky: Cim je ,novy institucionalismus®
dnes? Existuje stéle jesté néco jako insti-
tuce kritiky a jaky je jeji vyznam v sou-
¢asném kontextu? Lze vést diskusi o
podminkach tvorby v ramci samotnych
instituci a jaké jsou dusledky pro jejich
interni strukturu, funkénost, vytvareni
programu a planovani. Nebo, jak uvadi
Hito Steyerl: ,neni trochu absurdni do-
kazovat, ze néco jako instituce kritiky
existuje, v dobé&, kdy se kritické kulturni
instituce rozpadaji, nejsou dostate¢né fi-
nancovany a pod¥izuji se pozadavkim
neoliberalni ekonomiky akci?

Tato nyné&jsi situace, ktera jde ruku
v ruce s rozpadem ,socidlniho statu®, vy-
tvari na poli institucionalizovaného
uméni urgentni pot¥ebu emancipac-
nich aktivit a tim i novych instituci. A to
nas vraci zpét k zasadni otazce: Co
vlastné od umélecké instituce oceka-
vame? Co chceme, aby instituce pied-
stavovala? Jaké pozadavky vytvaii insti-
tuce na poli umeéni? Svédsky filosof
Sven-Olov Wallenstein ve své eseji pro
publikaci ,,Uméni a jeho instituce® ana-
lyzoval ,institucionalni pozadavky®,
které jsou spojeny s uméleckymi insti-
tucemi, a odhaluje zdsadni paradox
v otazce: ,Pro¢ existuje takovyto poza-
davek na instituci a pro¢ pravé snaha jej
splnit vyvolava jen dal$i nespokoje-
nost?* Odkazuje na Guattariho a do-
chazi k zavéru, ze ,potieba prostredkt
je iluzi ¢&i spiSe retroaktivni racionali-
zaci.”“ Naopak je to podle néj pravé insti-
tuce, ktera vytvari urcitou strukturu
pozadavkt, uvolnuje urcity prostor pro
cirkulaci znakt a pozadavkt a v tomto
smyslu je zbyte¢né snit o uplné deinsti-
tucionalizovaném prostoru stejné tak
jako o instituci, ktera by fungovala.”
Zatimco na jednu stranu je tento argu-
ment nepopiratelny, na druhou stranu
z né&j nelze vyvozovat - jak také Wallen-
stein piSe - uplné ignorovani instituci
s cilem vstoupit do alternativnich sfér.
Tva#i v tvar tomuto rozporu se ukazuje,
Ze je tireba ustanovit transgresivni insti-
tuce, které by zpochybniovaly a rozcha-
zely se se sou¢asnymi sméry vyvoje pri-
vatizace a zaroven se orientovaly na jiné
discipliny a oblasti nez korpora¢ni pod-
nikani v globalizovaném kapitalismu.
Pti hledani aktivit, které by formovaly
instituci za udasti v8ech, jsem se v po-
sledni dobé zaméiil na situaci ohledné
instituci v nékolika oblastech na jizni
polokouli. Téch nékolik soucasnych ofi-



cidlnich umeéleckych instituci, které zde
existuji, je pro mladé umélce viceméné
nedostupnych. Neptedstavuji funkéni
soucast verejné sféry a umélci a kuratoii
zde nemaji snadny piistup k vefejnym
¢i soukromym fondém. Tento typ
mistni situace s nedostate¢nou dostup-
nosti institucionalni infrastruktury
umoznuje ¢asto vznik komunitnich pro-
jektu, které se vyznacuji institu¢né for-
mativnim charakterem, napiiklad Sarai
nebo Khoj v Dilli, PUKAR a CRIT v Mom-
baji ¢i Ruang Rupa v Jakarté. Casto se se-
tkate se spole¢nymi a prilezitostné i
interdisciplinarnimi aktivitami, které
uskuteéniuji umélci, nékdy spoleéné
s kuratory, védci, aktivisty nebo pracov-
niky novych médii. Za¢inaji s malym
prostorem a programem na lokalni
arovni, vystavuji vlastni dilo a dila
umeélct, se kterymi se znaji, nebo vyuzi-
vaji tyto prostory k jinym verejnym ak-
tivitam, jako jsou diskuse a setkani. Na
pocatku tedy stoji svym zptisobem ko-
munitni centrum nebo snaha o zviditel-
néni piatel z umeéleckého prostiedi.
V regionech, o kterych je fe¢, piejimaji
tyto aktivity status kvazi instituci,
s ¢imz je ¢asto spojeno rozsirovani jejich
¢innosti. Za¢inaji pak ziskavat prostied-
ky ze zahrani¢i, zakladat si sidla, nabi-
zet moznosti vyzkumu, zvat zahrani¢ni
kuratory a umeélce, organizovat filmové
programy, vydavat ¢asopisy a dalsi. Tuto
tendenci lze pozorovat samoziejmeé
i v Ceské republice.

Podle mého néazoru to, co by mély udé-
lat instituce v zapadnich zemich, je
omezit mnozstvi struktur a norem a
osvobodit se od prilisného mnozstvi za-
konti a kontextti. A zde, v institucionali-
zovaném prostiedi uméni, kde mame
tedy piilezitost zapojit se v polovetej-
ném sektoru, ale kde se také potykame
s problémy zptsobenymi kontrolnimi
mechanismy tohoto prostiedi, jsou moz-
nosti volby ponékud odliné. Ve viech
oblastech uméni zde mame inherentné
dano mnoho kategorii a konven-ci a al-
ternativy se vzdy hodnoti podle oficial-
niho, jiz existujiciho systému, kte-ry je
stale vice urc¢ovan politikou méstského
marketingu a sponzorstvi. Mozna se to
zd4a paradoxni, ale z tohoto pohledu zde
maji vlastné uzsi ramec a vétsi kontrolu.
Pripadna nova instituce kritiky by tedy
byla takova, ktera by si udrzovala a roz-
Sifovala sviij podil ve veiejném nebo po-
loveiejném sektoru a soucasné by vytva-
fela svobodné, neznac¢kové prostiedi a
rusila zavislosti. Mohla by se obratit
proti korporaéni globalizaci, vytvoiené

neokapitalismem, a misto ni umoznovat
aktivni a okamZzitou globalni vyménu
mezi ruznorodymi veiejnymi skupi-
nami a individualnimi hlasy a kritiku
naroda-statu. Musela by roz$itit rozsah
své ptisobnosti, vzit do ivahu mezizan-
rovou spolupraci se zavedenymi i alter-
nativnimi organizacemi a iniciovat
multidisciplinarni aktivity. Takovato
piipadna kriticka instituce by mohla
mit napiiklad formu mezinarodné
¢inné ,,organizované sité®, coz by posi-
lilo rizné mensi a nezavislé instituce a
aktivity, at uz alternativni ¢i vedené
umeélci ¢i zalozené na vyzkumu, a mohla
by také vytvorit dofasnou platformu
v ramci vétsich instituci. Ned Rossiter
popisuje potencidl ,,organizovanych siti,
jez by pievzaly roli modernich instituci,
které byly pouze ,restartovany v digital-
nim véku® tim, ze ,sladily svou hierar-
chickou organiza¢ni strukturu s pruz-
nymi, d&asteéné decentralizovanymi
a nadnarodnimi toky v oblasti kultury,
financovani a pracovni sily.“ Naopak vy-
hodou ,organizovanych siti“ je zptisob,
jakym funguji, ve smyslu ,socialnich a
technickych forem, které vznikly spo-
le¢né s rozvojem digitalni informace a
komunikaé¢nich technologii.“ V oblasti
uméni by pak tato nova instituce orga-
nizované spoluprace mohla slouzit jako
informaéni zdroj, centrum pro rtzné
nadoborové formy spoluprace, vystupo-
vat jako odborovy svaz v pravnich zale-
zitostech a slouzit publiku jako brana ke
spolupraci na mistni drovni a vyméné
na mezinarodni Grovni.

Proménny veiejnostni potencial takto
strukturované instituce spociva ve vy-
tvatreni ,diasporickych verejnostnich
sfér®, které popisuje Arjun Appadurai.
Ten, podobné jako Ned Rossiter, odvo-
zuje sviij pienosny model od analyzy
globalizovaného pouzivani elektronic-
kych médii, jako ,,fenomén, ktery vyvraci
teorie, které se odviji od neptretrzitého
zduraznovani naroda-statu jako hlav-
niho arbitra dulezitych socialnich
zmén.” Pfesné v tom spo¢iva jak interna-
cionalizace, tak i demokratizace insti-
tuce uméni a jeji moznosti vyzkumu,
které nejenze bo¥i a zpochybnuji urcité
dominantni formy institucionalni poli-
tiky, ale také odhaluji ,,novou roli imagi-
nace v Zivoté spoletnosti®. Na urovni
financovani je nezbytné nalézt nové pru-
kopnické soukromé i veiejné fondy pro
vytvoreni sobésta¢nych, nezavislych a sil-
nych alternativ - ,globalizace zespodu®,
chceme-li to tak nazvat.

The Moravian gallery

in Brno

Authority: Ministerstvo kultury Ceské republiky

Director: Mgr. Marek Pokorny

History:
The Moravian Gallery was created in

1961 with the merging of the Picture Gal-
lery of the Moravian Museum with the
Moravian Museum of Applied Arts. The
first collections go back to the founding
of the Franz (later Moravian) Museum in
1817 and to the founding of the Mora-
vian Museum of Applied Arts in 1873;
both institutions systematically built up
their collections.

The Museum of Applied Arts was foun-
ded in order to help improve the quality
of the spontaneously growing manufac-

turing industries through collecting
examples of good craftsmanship.

Collection:

The original collection of the Picture
Gallery of the Moravian Museum was do-
nated by noble and patrician families
and by the Church to the Franz Mu-
seum, as it was called at the time. In the
1920s and 1930s pictures from the Gom-
perz Municipal Gallery and from Arnold
Skutecky’s private collection substanti-
ally expanded the Picture Gallery. Even
more important were the acquisitions

after 1961, the year of the founding of the
Moravian Gallery. In its collections the
Museum of Applied Arts focuses on his-
torical arts and crafts and on contempo-
rary industrial art.

Statement:

Only a few years ago, “new institutiona-
lism” was recognized in a curatorial in-
tention to create “an active space” that
is “part community center, part labora-
tory and part academy”, attributes I am
quoting from the profile of the Rooseum
in Malmo, which - under the directors-
hip of Charles Esche and later Lene
Crone Jensen - was one of the model in-
stitutions of this new experimental and
multi-functional approach to curating.
At the zenith of these activities and
their discourse Jonas Ekeberg edited a
publication with the title “New Institu-
tionalism”, in which he defined this
subject as an “attempt to redefine the
contemporary art institution [...] ready
to let go, not only of the limited dis-
course of the work of art as a mere ob-
ject, but also of the whole institutional
framework that went with it”, stating
that it was “far from peripheral, but ra-
ther central, even crucial, to the con-
temporary art scene.”

What is not wanted, in short, is critica-
lity. Criticality didn’t survive the “cor-
porate turn” in the institutional
landscape. This is not only due to the
larger institutions that are run like a
branded global company in an obvious
way, like the Guggenheim, which provi-
des the clearest example of how an in-
stitution is conceived and staged by
politicians and sponsors. More and
more this also applies to mid-sized and
smaller institutions, such as the Ger-
man Kunstvereine or art associations,
which are supposed to be experimental,
but find themselves increasingly forced
into curating programs similar to an es-
tablished Kunsthalle.

This situation raises some crucial ques-
tions: What is “new institutionalism”
today? Is there still anything like an in-
stitution of critique, and what does it
mean in the present context? Can the
discussion of the conditions of produc-
tion be carried out within the instituti-
ons themselves, and what are the
consequences for their internal structu-
res, functionality, programming and
projections? Or, to quote Hito Steyerl: “is
it not rather absurd to argue that some-
thing like an institution of critique
exists, at a time when critical cultural
institutions are clearly being dismant-
led, underfunded, and subjected to the
demands of a neoliberal event eco-
nomy?”

This current situation, which goes hand
in hand with the dismantling of the wel-
fare state, produces an urgent need for
emancipatory forms of action in the in-
stitutionalized art field and hereby for
new institutions. This brings us back,
first of all, to a fundamental question:
What do we actually expect from an art
institution? What do we want an insti-
tution to stand for? What desires does
an institution in the art field produce?
In his essay for the publication “Art and
its Institutions®, the Swedish philosop-
her Sven-Olov Wallenstein analyzed “in-
stitutional desires” that are connected
with art institutions, and reveals a pro-
found paradox by asking: “Why is there
such a desire for institutions, and why
does the very attempt to meet it only

give rise to more dissatisfaction?” Refer-
ring to Guattari, he concludes that “the
need for facilities is an illusion, or ra-
ther a retroactive rationalization.” In-
stead it is the very institution which - as
he continues - “produces a certain struc-
ture of desire, it enables a certain space
where signifiers and desires can circu-
late, and in this sense it is just as futile
to dream of a fully de-institutionalized
space as it is to dream of an institution
that would work.” While you can’t beat
this argument on the one hand, on the
other the conclusion cannot be - as Wal-
lenstein also says - to leave institutions
completely aside in order to enter alter-
native spheres.

In the face of this dilemma, what is the-
refore required is the establishment of
transgressive institutions that question
and break with the current develop-
ments of privatization and simultane-
ously orient themselves towards other
disciplines and areas besides the corpo-
rative business of globalized capitalism.
In search of participatory institution-
forming activities, my attention has re-
cently turned to the institutional
situation in several regions in the sou-
thern hemisphere. There the few official
contemporary art institutions mostly
are inaccessible for young artists and
dysfunctional as part of the public
sphere, and artists and curators don’t
have easy access to public or private
funding. These kinds of local situations
where there is a lack of access to insti-
tutional infrastructure often give rise to
community projects, that are characte-
rized by their institution-forming cha-
racter, such as Sarai or Khoj in Delhi,
PUKAR and crit in Mumbai, or ruan-
grupa in Jakarta. You often find collec-
tive and occasionally interdisciplinary
activities by artists, sometimes together
with curators, researchers, activists or
new media workers. They start with a
small space and very local program-
ming, exhibiting their own work and
that of artists they know, or using the
space for other community activities
such as discussions or parties. In the be-
ginning there is thus a kind of commu-
nity center or hang-out for friends from
the art field. In the regions I am talking
about these activities are assuming a
quasi-institutional status that often goes
hand in hand with an expansion of
their activity. They then start to fun-
draise internationally, to set up residen-
cies, offer research possibilities, invite
foreign curators and artists, organize
film programs, edit magazines and so
on. This tendency we find of course in
the Czech Republic as well.

In my opinion, what institutions in wes-
tern countries need to do is precisely to
reduce the number of structures and
standards, and disengage spaces from
too many codes and contexts. Here,
where we have an institutionalized art
field - and consequently the opportuni-
ties to participate in semi-public spaces,
but also the difficulties caused by the
control mechanisms of these spaces -
the options are somewhat different.
Here there are inherently many catego-
ries and conventions for all kinds of art
spaces, and alternatives are always mea-
sured against the official system that al-
ready exists and is increasingly defined
by the politics of city marketing and
sponsorship. It may seem paradoxical,
but from this perspective, in fact they
have less scope there and more control.
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Therefore, a conceivable new institution
of critique would be one that maintains
and expands its participation in (semi-)
public space, and at the same time crea-
tes free unbranded spaces and negates
dependencies.

It could counter the corporate globaliza-
tion that neo-capitalism created, instead
enabling an active and immediate global
exchange of diverse public groups and
individual voices, and a critique of the
nation-state. It would have to widen its
scope, consider cross-genre collaborati-
ons with established as well as alterna-
tive  organizations, and initiate
multi-disciplinary activities. This con-
ceivable critical institution could, for
example, take on the form of an inter-
nationally operating “organized ne-
twork”, which strengthens various
smaller, independent institutions and
activities - be they alternative, artist-run,
or research-based - and could also set up
temporary platforms within bigger in-
stitutions. Ned Rossiter describes the po-
tential of “organized networks” for
superseding modern institutions that
are just “rebooted into the digital age” by
“reconciling their hierarchical structu-
res of organization with the flexible, par-
tially decentralized and transnational
flows of culture, finance and labor.” The
advantage of “organized networks” in-
stead is the way they function as “social-

technical forms that co-emerge with the
development of digital information and
communication technologies.” In the art
field this new institution of organized
collaborations could serve then as an in-
formation pool, a hub for various trans-
disciplinary forms of collaboration, in
legal matters as a union, and as an entry
for audiences to participate locally and
exchange internationally.

The transformative public potential of
an institution so structured lies in crea-
ting “diasporic public spheres”, that are
described by Arjun Appadurai - who like
Ned Rossiter derives his transferable
model from an analysis of the globalized
use of electronic media - as “phenomena
that confound theories that depend on
the continued salience of the nation-
state as the key arbiter of important so-
cial changes.” Precisely in this lies both
an internationalization as well as a de-
mocratization of the art institution and
its research facilities, which not only
breaks down or questions certain domi-
nant forms of institutional politics, but
also opens up a “new role for the imagi-
nation in social life.” On the level of fun-
ding, ground-breaking new private as
well as public foundations are required
to create self-sustainable, independent
and powerful alternatives - a “globaliza-
tion from below”, if you will.

Muzeum umeni Olomouc

Z¥izovatel: Ministerstvo kultury Ceské republiky

Reditel: Prof. PhDr. Pavel Zatloukal

Historie:

Muzeum uméni Olomouc bylo zalozeno
v roce 1952 v ramci Vlastivédného muzea.
Po osamostatnéni v roce 1989 ziskalo bu-
dovu v centru mésta s bohatou historii,
jejiz posledni piestavby probéhly v letech
1915 - 1920 v duchu pozdni secese. V sou-
¢asné dobé stavajici objekt pod nazvem
Muzeum moderniho umeéni slouzi vysta-
vam a expozicim vytvarné kultury 2o.
a 21. stoleti, Instituce spravuje vice nez
65 000 sbirkovych predmétiL.

Sbirky:

Muzeum uméni spravuje asi 60 tisic
sbirkovych piedmét z oblasti maliistvi,
sochaistvi, kresby, grafiky, architektury
a dalsich obort. Akvizi¢ni ¢innost je
zaméfena zejména na ¢eské umeéni 20.
stoleti. Dlouhodobé je v Muzeu uméni
deponovana i ¢ast Obrazarny olomouc-
kych arcibiskupti.

Sbirka fotogratfii 20. stoleti predstavuje
mensi kolekcei fotografti ¢eské i morav-
ské provenience.

Prohlaseni:

Predstavte si Sestipatrovy multiplex s re-
cepcemi, pokladnami, kiny, konferenc-
nimi a divadelnimi saly, medidlnimi a
informac¢nimi centry, knihovnami, knih-
kupectvimi a darkovymi obchody, ka-
varnami, restauracemi, bary a samoz-
fejmeé i galeriemi: to je Centre Pompidou
v Paiizi. RozloZte tyto ¢innosti na obrov-
ském uzavieném nadvori s cCetnymi
budovami a vSemozZnymi architektonic-
kymi lakadly promenady: to je Mu-
seumsQuartier ve Vidni. Rozptylte je
jesté déale, do rekonstruovaného mésta,
jehoz tradi¢ni festivaly a soucasny inte-
lektualni zivot mohou byt uvadény jako
akce v turistickém kalendaii: to je celé
meésto Barcelona. Socialni staty jsou moz-
na na ustupu, muzea vSak urcité ne. Ta
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se spiSe t¥isti a prorustaji stale hloubé&ji
a organic¢téji do komplexni spleti sé-
miotické produkce. Jeji vedlejsi pro-
dukty - design, méda, multimedialni
piedstaveni, ale také rela¢ni technolo-
gie a mimoramcové poradenstvi - patii
mezi hybné sily sou¢asné ekonomiky.
Vzdalujeme se od modernistického po-
jeti muzea ve smyslu sbirky velkych dél,
vystavovanych v ramci veiejné sluzby.
Misto toho mluvime o proaktivnich la-
boratotich socialni evoluce. Mluvime o
muzeich, kterd funguji, o muzeich,
ktera tvori soucast dominantni ekono-
miky a ktera se méni se stale se zvy$uji-
cim zrychlenim, nastoleném jak trhem,
tak statem. Nebylo by mozné vyuzit to-
hoto obrovského rozvoje kulturnich ak-
tivit jinak nez k propagaci turismu,
spotieby, neinterakéniho formovani
lidské pozornosti a emoci? Odpovéd za-
visi na dostupnosti dvou tézko postizi-
telnych komodit: konfronta¢ni praxe a
konstruktivni kritiky.

Kritika mtize za¢it od pochopeni nyni
téméi uzaviené ,krize socidlniho statu®.
Jeji pavod byva nespravné piipisovan
neoliberalnimu obratu ve vladé, ktery
zatal v poloviné 70. let 20. stoleti eko-
nomii Chicagské skoly a konzervativni
revoluci M. Thatcherové. To v8ak byla
pouze druha faze. Kulturni kritika v 60.
letech 2o0. stoleti byla skrznaskrz proti-
byrokraticka. Usilovala o zru$eni pru-
myslovych hierarchii, které formovaly
nejintimé&;jsi byti ¢lovéka. Antropolog Pi-
erre Clastres shrnul toto usili do vyrazu
»Spoleénost proti statu.“ A zde nasli
svou prilezitost neoliberalové. Zkombi-
novali zménu v ekonomické organizaci
(modularni management polo- nebo
pseudoautonomnich ,ziskovych cen-
ter®, oproti jakékoli vertikalni integraci)
s ambiciézni novou socialni politikou

(mobilizace pracovni sily nikoli pro-
st¥ednictvim ptislibu socialnich jistot,
nybrz prostiednictvim uplatnéni osob-
niho nasazeni, etiky a subjektivity). Ve-
leni piebira fantazie, sahajici nad a za
hranice upadajiciho vyznamu mecha-
nizace, zatimco misto ,,welfare® (zaruka
urditého .volného dasu“ straveného
mimo praci) nastupuje ,workfare®
(navod na totalni mobilizaci obyvatel-
stva). Uméni, v Sir§im slova smyslu
LJkreativita®, se ve zfinancializované
dobé produkce symbolt a znakt stava
klicovym mistem workfare systému. A
je to jak ikona, tak i zptisob zapojeni se
do soucasné spole¢nosti, které se snazi
pohanét kazdého ¢lovéka ke stale vy-
§§imu stupni aktivity. Nebo ho zahnat
na okraj, pokud se nepodaii ho zatadit.
Timto zptsobem je kulturni multiplex
svédkem hegelianského triku historie.
Uprostied nadbytku komercializované
estetiky byla individudlni revolta minu-
lych generaci integrovana jako vektor a
maska represivniho vylouceni. Ale to-
muto osudu nelze uniknout Zddnym na-
vratem ke statem #izené byrokracii a k
uzkostlivé zamlklym modernistickym
muzeim. Misto toho musi byt vynale-
zena radikalné odlisna forma vladnuti,
¢imz, jak ¥ikd Foucault, se svobodné
subjekty snazi ,.iidit chovani ostatnich.”
V ¢em spocivd konfronta¢ni praxe
dnes? Spociva v autonomni, zamérné
neucinné a denormalizované tvorbé es-
tetickych prostredkt s cilem narusit a
vykolejit techniky ovliviiujici a usmér-
nujici pozornost, které jsou vyuzivany
pracovnim statem (workfare state) ve
spojeni s korpora¢nim kapitalem. Para-
digmatickym piikladem jsou prvoma-
jové pruvody flexibilnich pracovniku,
které vznikly v Mildné a nyni v Barce-
loné. Odviji se od ¢etnych forem vylou-
¢eni ze spole¢nosti - lidé neevidovani,
nezaméstnani, squaterska hnuti, lidé
bez rtznych pojisténi, lidé bez moz-
nosti kolektivniho vyjednavani - a snazi
se vybudovat politické uvédomeéni si si-
tuace ,pracuj a Zij* soucasné s protes-
a vykofistovani. Prostfedky jsou samoz-
rejmeé estetické, nebot pravé timto zpti-
sobem ¢lenové nas$i spoleénosti ,Fidi
chovani ostatnich®, pfinejmensim v re-
lativné chranénych imperialnich cen-
trech. Je to vSak karnevalova estetika,
estetika chaosu. Prvomajové priuvody
vyuzivaji kooperativnich forem organi-
zace, zalozenych na solidarité, k tomu,
aby zmobilizovali energii sobé rovnych,
sjednocenych v chaotické konfrontaci
proti peclivé naplanovanym symboltim
znacek a turistickému prostiedi, které
tidi a usmérnuje chovani s cilem pte-
dem uzaviit jakykoli politicky projev.

Sdélovaci prostiredky a korporativni
formy spoletenské organizace jako
smrtici zbran v globalni ob¢anské valce
- presné to se skryva pod ,zbranémi
hromadného klamani® médniho pru-
myslu. Hraje se o rozklad vale¢né eko-
nomiky a vytvoreni kolektivni baze pro
dobrovolné formy svobodné spoluprace
(transformované bydleni, pojisténi, do-
prava a rezimy prace, nové formy vseo-
becného piistupu ke komunika¢nim
prostiedktim, vS§em dostupna prava co-
pyleft, vynalezeni kolektivnich forem
vlastnictvi, rozsifeni subsidiarity a po-
stupt pi#imé demokracie). A pohoto-
vostni aktivity ve stylu Prvniho maéje
jsou jen nejziretelnéj$im tvarem v novém
prostoru, otevirajicim se konfrontac-
nimu experimentovani. VSude kolem
nas existuji (v mirnéjsi, pomalejsi a skry-
t&jsi formeé) podobné sily, ptisobici na

jemngéjsich a intimnéj$ich Grovnich, kde
se dusevni setkava s uméleckym a poli-
tickym.

Cim mitZe muzeum piispét tomuto
druhu estetického aktivismu? Za prvé,
svou genealogii, ktera se odviji po ne-
pietrzité linii od nejranéjsich experi-
mentt dada (které se objevily uprostied
jatek prvni svétové valky) a dale pies
celou ¥adu instalaénich praci, happe-
ningy, konceptualni uméni, zasahy si-
tuacionista (které se rozvinuly v dobé
Vietnamské valky a ve viavé rtznych
hnuti roku 1968). Genealogii uméni,
které se snazi presdhnout sebe sama,
uméni pro venek. Za druhé, muzeum
muze poskytnout aktivistickym formam
otevirenost k diskusi, nikoli ve formé
mrtvého téla minulosti ur¢eného k aka-
demické pitvé, nybrz inspirace a vycho-
zich bod@ pro rozvoj novych metod
v bezprostiedni budoucnosti. Instituce
post-workfare charakteru se pak spise
nez skladistém bezcennych modernich
odbornosti naroubovavanym na nejno-
vé&jsi stimulatory konzumnich motivaci
stava smyslovou knihovnou alternativ
k totalni kapitalistické mobilizaci spo-
le¢nosti. Je to archiv, ktery od svych na-
vstévnikt nevyzaduje ticho. Za tieti,
vytlac¢uje nékteré zdroje za své hranice,
aby se zapojily do experimentovani a vy-
meény v ramci struktury konkurujicich
si estetik, které piedstavuje soucasné
mésto. Nese stopy té ¢i oné autonomni
aktivity. Slouzi k propojeni prostori, fy-
zickych i elektronickych, v nichz se tyto
stopy mohou stat predmétem piipadné
otevicené diskuse. A pravé to pomaha na-
plnit cile nejmodernéjsiho uméni, kde
budou vSechny naroky miniaturizova-
nym modelem socialnich interakci, ne-
uréitym prostorem pro znovu objevo-
vani. Ale misto izolace tohoto ptislibu
uvniti vyhradniho a silné tiidné pod-
minéného prostoru a misto omezeni
tvorby na objekty uréené k rozjimani
rozpoznava zasadni konflikty ve spolec-
nosti a pouziva odvazné postupy, které
mohou pomoci uvolnit tyto konflikty,
odsouzené jinak k nevyhnutelnému
nezdaru, a pozvednout je na politickou
aroven, kde sobé rovni stoji proti sobé
rovnym. Na troven, kde vladnuti je ko-
lektivni zalezitosti. V tom spoc¢iva uloha
novych ,muzei“ jako veiejné sluzby. P¥i-
kladné ji napliiuje mikroinstituce jako
Public Netbase, zvlasté ¢innostmi spoje-
nymi s instalaci ,kontejneru®, umisté-
ného pred néjakou dobou na videnském
nameésti Karlsplatz, a vemi jejich elekt-
ronickymi dozvuky. Existuje ale také
jako virtualita, jako p¥ani tisicti institu-
cionalnich aktéru, kteii jsou zklamani a
pocituji odpor k pusobeni kulturnich
multiplext a selhavajicimu modelu ve-
fejné sluzby tak, jak byl pojiman v soci-
alnim staté.

Jak se virtualni muize stat aktualnim?
V tomto bodé pak nechybi ani tak umé-
lecké postupy, jako spi$ silna kritika,
ktera by mohla vtisknout kritéria hod-
not a rozhodovani jak vetejnym, tak i
profesionalnim diskusim. Po téméy de-
seti letech velmi intenzivniho social-
niho a uméleckého aktivismu musime
stale jesté rozvijet konstruktivni kritiku.
Kritika v ¢asopisech a kritiky kuratort
zustavaji pateticky servilni, zatimco
mensinové vyvojové trendy zustavaji
uvéznény bud v pasti rozéarovani a cy-
nického pozorovani katastrofy, nebo
v okrajové prijatelnéjsi slepé ulicce cis-
tého radikalismu a odmitani ¢ehokoli,
co zavani kooptaci. Je pravda, Ze kritika
ve smyslu konfronta¢ni praxe, na sebe



musi vzit priznaky komodity vzdy, kdyz
bude pfijimana uvnit¥ ramce institu-
cionalniho trhu. A to je skute¢né prob-
lém. Ale kooptace je také otevienou
frontou pro socialni boj. Predstava, ze
tento boj by mohl byt vyhran pomoci
odvolavani se na ¢isté formy demokra-
tické diskuse a komunika¢ni dtivod, se
ukazala stejné neuskuteénitelnd jako za-
tvrzelé nadéje ve schopnost trhu vykla-
dat vseobecné oblibené ambice. Pro
levicovy kulturni postoj v ramci trzni

spoleénosti neexistuje ,FeSeni“, naopak
trva napéti mezi herci uvniti a vné insti-
tuci, na ¢asto prekra¢ovanych hranicich
v bodé zlomu. Dnes se zda, Ze neustdle
problematicky pohyb mezi tim, co Diego
Stzulwark a Miguel Benasayag nazvali
»Situacemi odporu® a ,situacemi mana-
gementu®, zachycenymi ve svém netesi-
telném rozporu, nabizi jedinou mozZnost
udélat néco s nadbyteénym mnozstvim
estetickych instituci, zachycenych v pri-
livu sou¢asného pracovniho statu.

Olomouc Museum of Art

Authority: The Olomouc Region
Director: prof. PhDr. Pavel Zatloukal

History:

The Olomouc Museum of Art was foun-
ded in the year 1952. After 1989 it ob-
tained an independent building in the
historical core of the city whose final re-
construction dates back to the late Art-
Nouveau period. At present the building
has been adapted for the needs of the
museum. The Olomouc Museum of Art or-
ganises exhibitions of art from the 2oth
and 21st centuries, while the Archdioce-
san Museum concentrates on older art.

Collection:

The museum administers a collection of
more than 65 thousand objects of art
from the areas of painting, sculpture,
drawings, graphic art, photography, ap-
plied art and architecture.

In the collection of old masters are Ital-
ian painters of the 14th to 18th century,
Flemish and Dutch 16th- to 18th-century
painting, French, Spanish and English
artists, Central European painting of the
15th to 18th century. A collection of 19th-
century art chiefly from the Czech lands
and Austria. The collection of 2oth-cen-
tury painting covers the development of
modern art in this country from the be-
ginning of the century until today. Col-
lection of sculptures from the late 19th
century up until today. The Museum
has, moreover, an excellent collection of
medals and plaquettes, mainly by 19th-
and 2oth-century Czech artists. The col-
lection of graphic art covers the period
from the 15th century until today. De-
partment of drawings (16th to 18th cen-
tury) , 2oth-century photography, and
special feature of the Museum is its de-
partment of architecture.

Statement:

Imagine a six-story multiplex with re-
ception and ticketing facilities, cinemas,
conference and performance halls,
media and information centers, li-
braries, book and gift shop, cafeteria,
restaurant/bar and, of course, exhibi-
tion galleries: it's the Pompidou Center
in Paris. Distribute these functions in-
side a huge enclosed courtyard, with
multiple buildings and all the attrac-
tions of an architectural promenade: it's
the MuseumsQuartier in Vienna. Scatter
them further within a renovated city
whose traditional festivals and contem-
porary intellectual life can be repro-
grammed as events in a tourist calendar:
it's the entire municipality of Barcelona.
The welfare states may be shrinking, but
certainly not the museum. The latter is
rather fragmenting, penetrating ever
more deeply and organically into the
complex mesh of semiotic production.
Its spinoff products - design, fashion,
multimedia spectacle, but also rela-
tional technologies and outside-the-box

consulting - are among the driving
forces of the contemporary economy.
We are far from the modernist notion of
the museum as a collection of great
works, to be displayed as a public serv-
ice. Instead, we are talking about proac-
tive laboratories of social evolution. We
are talking about museums that work,
museums that form part of the domi-
nant economy, and that change at an in-
creasing rate of acceleration imposed by
both the market and the state. Is it im-
possible to use this vast development of
cultural activity for anything other than
the promotion of tourism, consump-
tion, the batch-processing of human at-
tention and emotion? The answer
depends on the availability of two elu-
sive commodities: confrontational prac-
tice and constructive critique.

The critique can begin from an under-
standing of the now almost completed
"crisis of the welfare state." Its origin is
wrongly attributed to the neoliberal
turn in governance that began in the
mid-1970s, with Chicago school eco-
nomics and Thatcher's conservative rev-
olution. But that was only the second
phase. The cultural critique of the 1960s
was anti-bureaucratic to the core. It
sought to dissolve the industrial hierar-
chies that shaped one's most intimate
being. The anthropologist Pierre Clas-
tres summed up this aspiration in a
phrase: "Society against the State." And
here the neoliberals found their oppor-
tunity. They combined a change in eco-
nomic organization (modular manage-
ment of semi- or pseudo-autonomous
"profit centers," against any vertical in-
tegration) with an ambitious new social
policy (mobilization of the workforce,
not through the promise of social guar-
antees, but through the personal impli-
cation of passion, ethics, subjectivity).
Imagination takes command, above and
beyond the fading importance of mech-
anization, while welfare (the guarantee
of a certain "free time" away from the
machines) is replaced by workfare (the
recipe for total mobilization of the pop-
ulation). Art - or more broadly, "creativ-
ity" - has become the linchpin of the
workfare system, in the financialized
era of image and sign production. It is
both the icon and the mode of inclusion
to the present society, which attempts
to drive everyone to constantly escalat-
ing levels of activity. Or to drive them
into the margins, if they can't be made
to fit. In this way, the cultural multiplex
bears witness to a Hegelian ruse of his-
tory. Amidst the profusion of commer-
cialized aesthetics, the individual revolt
of generations past has been integrated,
as a vector and mask of repressive ex-
clusion. But we shall not escape this fate

by any return to state-run bureaucra-
cies, to religiously silent modernist mu-
seums. What must be invented instead
is a radically different form of govern-
mentality - whereby, as Foucault said,
free subjects seek to "conduct the con-
duct of others."

Of what does confrontational practice
consist today? It consists of the au-
tonomous, deliberately inefficient and
de-normalized production of aesthetic
devices, to disrupt and derail the atten-
tion-channeling techniques brought to
bear by the partnerships of the work-
fare state and corporate capital. The
Mayday parades of flexible workers, in-
vented in Milan and now in Barcelona,
are paradigmatic examples. They begin
from the multiple forms of exclusion -
the undocumented, the unemployed,
squatters' movements, people without
various forms of insurance, people with-
out any possibility of collective bargain-
ing - and attempt to build a political
consciousness of the labor-and-living sit-
uation, while striking out at the most
characteristic forms of oppression and
exploitation. Their means are, of course,
aesthetic: for this is how the members of
our societies "conduct the conduct of
others," at least in the relatively pro-
tected imperial centers. But this is an
aesthetics of carnival, of chaos. The May-
day parades use cooperative, solidarity-
based forms of organization to mobilize
the energies of equals, joined in chaotic
confrontation against the carefully cal-
culated images of the brands and the
touristic environments, which manage
and channel behavior to foreclose any
political speech. Communications and
corporate forms of social organization
as deadly weapons in a global civil war:
exactly what is hidden by the fashion in-
dustry's "Weapons of Mass Deception." At
stake is the deconstruction of the war
economy, and the creation of a collective
basis for the voluntary forms of free co-
operation (transformed housing, insur-
ance, transportation, and labor regimes,
new forms of socialized access to com-
munications equipment, copyleft rights
to the commons, the invention of collec-
tive forms of property, the expansion of
subsidiarity and direct democratic pro-
cedures). And Mayday-style emergency
activism is only the most obvious figure
of the new spaces opening up for
confrontational experimentation. All
around us - but more modestly, slowly,
discreetly - similar energies are in ac-
tion, at softer, subtler, more intimate
levels, where the psychic meets the artis-
tic and the political.

What could a museum contribute to
this kind of aesthetic activism? First, its
genealogy, which runs in an unbroken
line from the earliest dada experiments
(developed amidst the butchery of the
First World War) all way through the se-
quences of installationist practice, hap-
penings, conceptual art, situationist
intervention (themselves developed
amidst the Vietnam War and the uproar
of the '68 movements). A genealogy of art
that seeks to go beyond itself, art for the
outside. But second, the museum can
also give the activist forms their open-
ing to debate, not as dead corpses of the
past for academic dissection, but as in-
spirations and reference-points for the
development of new practices in the im-
mediate future. The post-workfare insti-
tution, rather than grafting a repository
of useless modern expertise onto an up-
to-date stimulator for consuming moti-

vations, becomes a sensuous library of al-
ternatives to the total capitalist mobi-
lization of society. It's an archive that
doesn't require silence from its users. In
a third contribution, it projects certain
resources beyond its walls, to engage in
experimentation and exchange amidst
the texture of competing aesthetics that
is the contemporary city. It gathers
traces of this and other autonomous ac-
tivity. It works to connect spaces, both
physical and electronic, in which such
traces can become the object of open,
prospective discussion. So doing it helps
fulfill the ambitions of most contempo-
rary art, all the claims to be a miniatur-
ized model of social interactions, an
undetermined field for their reinven-
tion. But instead of sterilizing that prom-
ise within exclusive, highly class-
determined boundaries, and instead of
reducing its production to objects-for-
contemplation, it recognizes the funda-
mental conflicts within society, and en-
gages risky procedures which can help
release those conflicts from confinement
to violent dead ends, raising them in-
stead to the political level where equals
confront equals. The level where govern-
mentality is a collective issue. Here is the
public-service role of the new "muse-
ums." It is fulfilled, exemplarily, by a
micro-institution such as Public Netbase,
notably in the container-operations
some time back mounted on Vienna's
Karlsplatz, and in all their electronic
echoes. But it also exists as a virtuality, in
the desire of thousands of institutional
actors who are disappointed and re-
volted by the operations of the cultural
multiplexes, and the failing model of
public service as it was conceived by the
welfare state.

How can the virtual become actual?
What's lacking at this point is less the
artistic practice, than a strong criticism
that can inscribe criteria of value and
decision within both the public and the
professional debates. After almost 10
years of the most intense social and
artistic activism, we have yet to develop
a constructive critique. The criticism of
the magazines and curators remains pa-
thetically servile, while minority devel-
opments remain caught either in the
trap of disillusionment and cynical ob-
servation of the disaster, or in the mar-
ginally preferable impasse of pure
radicalism and refusal of anything that
smacks of cooptation. It is true that cri-
tique, like confrontational practice,
must take on the attributes of a com-
modity whenever it is accepted within
the confines of the institutional market.
And this is a problem, for real. But coop-
tation is also an open front of social
struggle. The notion that this struggle
could be won through the appeal to pure
forms of democratic discussion and com-
municational reason has proven as illu-
sory as perverse hopes in the ability of
the market to translate popular aspira-
tions. There is no "solution" for a leftist
cultural position within a market society,
but instead, an ongoing tension between
the actors inside and outside the institu-
tions, at the oft-crossed limits of the
breaking-point. Today it seems that a
continually problematic movement be-
tween what Diego Stzulwark and Miguel
Benasayag once called "situations of re-
sistance" and "situations of management"
- seized in their irresolvable contradic-
tion - offers the only chance of doing
something with a plethora of aesthetic
institutions captured by the rising tide
of the contemporary workfare state.
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Galerie vytvarneho
umeni v Ostrave

Ztizovatel: Moravskoslezsky kraj
Reditel: Mgr. Petr Beranek

Historie:

Galerie vytvarného uméni byla zalozena
v roce 1952 jako krajska galerie, navazu-
jicina tradice spolku Diim umeéni, jehoz
budova z roku 1926, kde dnes galerie
sidli, je vynikajici pamatkou funkciona-
listické architektury.

Sbirky:

Sbirka starého uméni piedstavuje soli-
térni dila hlavnich uméleckych center
od 15. do konce 18. stoleti s prevahou
malby italské a nékolika vynikajicimi
dily rudolfinského manyrismu. Zakla-
dem sbirky ¢eského uméni 19. stoleti byl
dar 120 dél z majetku ostravského stavi-
tele Frantiska Jurecka, ktery stal i u
zrodu myslenky vystavby Domu uméni
v Ostravé. Sbirka ¢eského uméni 20. sto-
leti zahrnuje dila vyznaénych osobnosti
¢eského moderniho uméni od zaklada-
telskych generaci po soucasnost. Sbirka
vytvarného uméni regionu Ostravska za-
hrnuje dila osobnosti spjatych zivotem
¢i tvorbou se severni Moravou od 1. de-
setileti naseho stoleti do souc¢asnosti.

Prohlaseni:

Kladu si zde za kol promluvit o tom,
jak si dnes uvédomujeme sami sebe jako
instituci ¢innou v Ostravé, jakym zpti-
sobem uvaZujeme a pracujeme a v ja-
kych podminkiach se nase ¢innost
odehrava. Je zde mozné naértnout ur-
¢itou analogii ve vztahu k obecnéjsimu
pojeti problematiky ¢eského stavu insti-
tucionalni kritiky, coz je zjevné otazkou
tohoto stavu vtibec. Ma vlastni histo-
ricky charakter? Nehovoiime vlastné o
takzvaném postkomunistickém stavu
nebo historickém procesu znamém jako
postkomunisticky prechod? Jak potom
odlisit konkrétni ¢esky charakter to-
hoto stavu?

Nejd#iv je zde v8ak problém se samot-
nou postkomunistickou situaci. Je
dobie znamo, Ze obehranou pravdou
postmoderniho diskurzu, vlastné jed-
nim ze zakladnich kament, je slavna
pluralita naméta, tedy adajna absence
hlavniho historického, takzvaného pi-
lotniho namétu. Je zajimavé, Ze postko-
munisticky diskurz o tom zjevné nikdy
neslysel. Ve své hegemonické verzi pu-
sobi vlastné jako jakysi historicky pi-
lotni namét - stary znamy piibéh o
padu komunismu v roce 1989 a kone¢né
vitézstvi kapitalismu a liberalni demo-
kracie. Podle tohoto namétu nevstupuji
spole¢nosti byvalé vychodni Evropy po
svrzeni totalitniho reZimu rovnou do
svéta rozvinutého kapitalismu a za-
padni demokracie, ale musi nejprve
podstoupit proces premény na tento za-
vérelny stav, ktery pusobi normalné, tj.
jako univerzalni forma historického vy-
voje obecné. Proces piemény je tak cha-
pan jako proces normalizace. Takze
v§echno, co se béhem tohoto procesu
déje, automaticky nabyva teleologic-
kého vyznamu, ktery je vnitiné spjat s
piechodnym nadmétem. K tomu rovnéz
patiilogika, ze diive nez se véci zlepsi -
normalni, kapitalistické, demokratické
atd. - musi se nejprve zhorsit ve srov-
nani s piedchozim stavem, tedy vuci
stavu skute¢ného socialismu. Problém
vSak je, ze tento proces piemény se
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muze zménit ve skute¢nou katastrofu.
Presné to se stalo v byvalé Jugoslavii -
pad statu, ob¢anské valky s obludnou
nic¢ivosti, etnické ¢istky, zvérstva, ztraty
na Zivotech, zhrouceni ekonomiky, po-
liticky chaos atd.

I kdyz je tento piipad v otevieném roz-
poru s hegemonickym namétem kone¢-
ného vitézstvi demokracie a prosperity,
nikdy nedokazal tento vS§eobecny namét
nastolit. Navic jej ani nikdy nezpochyb-
nil. Ideologii postkomunistické pte-
meény se podaiilo v§echny tyto rozpory
symbolicky obsahnout - dokonce i ty
nejhorsi, jako bylo obléhani Sarajeva
nebo masakr ve Srebrenici. Nase ¢esko-
slovenska zkusenost se takovymto nasil-
nym transformacim vyhnula. Nicméné
tyto udalosti se obecné vysvétluji jako
docasna regrese do piirozeného stavu,
tj. podle hobbesovského mytu, ktery
stale plati o piedsocidlni situaci tak-
zvané bellum omnium contra omnes -
zkratka podle jeho teorie spole¢enské
smlouvy anebo, abychom to vyjadiili jas-
néji pro nase ucely, podle logiky suvere-
nity: spole¢enska smlouva zalozena na
komunistické moci, na komunistické
strané jako na vladci, byla zrusena a spo-
le¢ensky poiadek se rozpadl. To vyvolalo
obc¢anskou valku, ktera bude trvat,
dokud nebude uzavi‘ena nova spolecen-
ska smlouva a novy vladce - lid formou
svych demokraticky volenych zastupct
- nepievezme zodpovédnost a nenastoli
rad a neobnovi bezpecénost.

Duvody regrese do piirozeného stavu
byly shledany bud v udajné kulturni za-
ostalosti nebo v byvalé komunistické
vladeé, ktera zptisobila zpozdéni v histo-
rickém vyvoji. Habermasova myslenka
»Zpozdéného modernismu® a nasledné
jeho chapani revoluce v roce 1989 jako
srevoluce dohanéci®, tj. revoluce, jejimz
hlavnim cilem je dohnat Zapad, jsou nej-
lepsimi piiklady této logiky.

V obou piipadech se musime vyporadat
s novymi rozdily: rozdilem mezi témi,
kdo ztélestiuji historicky standard, a
dal$imi, kte¥i stoji za nimi, to jest mezi
rozvinutou a nevyvinutou spole¢nosti z
historického, politického a kulturniho
hlediska; s rozdilem mezi regresivnim
prirozenym stavem a platnou spole¢en-
skou smlouvou anebo spiSe fungujicim
raddem suverenity; s rozdilem mezi nor-
malnim a nenormalnim atd.

Vsechny tyto nové rozdily, které nahra-
dily stary ideologicky rozdil mezi kapi-
talismem a komunismem a jeho histo-
rickou formu ,,rozdéleni studenou val-
kou®, 1ze nejlépe vyjadiit z hlediska roz-
dilu mezi Zapadem a Vychodem, ktery
piekvapivé piezil pad berlinské zdi.
Pretrvavani tohoto déleni na Zapad a
Vychod je hlavnim rysem toho, co je
dnes téméi jednozna¢né vnimano jako
¢esky stav. To ma samoziejmé piede-
v8im ideologickou funkci - vitézi stu-
dené valky to umoznuje zcela regulovat
zaiazeni nebo vyiazeni porazeného.
Proto bylo také mozné zaroven zatadit i
vyradit krvavy rozpad byvalé Jugosla-
vie, aniz by vznikl pocit rozporu, po-
dobné jako v piipadé Ceskoslovenska.

Tato logika dobte funguje diky hegemo-
nické liberalni ideologii, tj. jAdru této
ideologie, mytu spolec¢enské smlouvy,
vlastné pribéhu o lidech, kteii spolu ne-
dokazi zit v miru a normalné, a jesté
k tomu budovat spole¢nost, aniz by se
vzdali ¢asti své svobody ve prospéch bez-
pecnosti a fadu. Tento stav pozname-
nany rozhodujicim zptsobem ideolo-
gickou reprodukci kulturnich rozdila
mezi Vychodem a Zapadem urcuje jadro
toho, co se dnes v Ceské Republice pro-
vozuje jako kritika instituci.

Zhruba Ffeceno, institucionalni kritika
probiha téméi vyhradné ve vztahu k to-
muto rozdilu. Instituce jsou kritizovany
z hlediska jejich vyvojového deficitu.
Jsou ddajné nevyvinuté, dosud nezpt-
sobilé fungovat v trznim prosttedi, zko-
rumpované, pasivni, neschopné Zivota,
prili§ tradi¢ni, patriarchalni... Zkratka
na institucich v Ceské Republice je
$patné to, Ze jesté nejsou zapadni. Kri-
tika se proto soustieduje na jeden
hlavni deficit, propast mezi realitou a
normou, ktera se jiz realizuje na Zapadé.
Nejsilnéjsim a nejaktivnéjsim kritikem
instituci v ¢eské situaci je proto Evrop-
ska unie ¢i jeji instituce, které piimo
ridi takzvany proces rozsifeni. Libe-
ralni, osvicena a pokrokova vefejnost -
pokud se stane terc¢em institucionalni
kritiky - je v podstaté mistnim ztélesné-
nim pozadavka EU, které se zcela iden-
tifikuji s ukolem dohnat Zapad. V tomto
ohledu je veskera liberalni kritika insti-
tuci kritikou kompradorialni. To auto-
maticky znamenad nutnost vyslovné
ur¢it jeden hlavni subjekt/ instituci kri-
tiky, coz je v tomto piipadé sama EU.
Kdyz si vzpomeneme na znamé Althus-
serovo tvrzeni, ze ideologie ma vzdycky
materialni existenci a ze tato materialni
existence je ztélesnéna v institucich, pak
muZeme vyslovit zavér, Ze Evropa se jevi
jako ideologie presné tim, zZe je sama
instituci kritiky. V tomto ohledu neni
myslenka Vychodu ni¢im jinym nez
ucinkem Evropy jako ideologie, tj. pro-
duktem Evropy jako instituce hegemo-
nické kritiky.

Stejna konstelace - ideologicka hegemo-
nie Evropy, tj. jeji role hlavniho sub-
jektw/instituce kritiky - vysvétluje kon-
zervativni ¢i pravicovou kritiku insti-
tuci v ¢eské situaci. Jde o jakysi sekun-
darni uéinek Evropy jako ideologie, tedy
obracena strana liberalni kompradori-
alni kritiky: je to protievropska, proti-
zapadni kritika instituci, i kdyz je
naprosto ambivalentni, napiiklad kdyz
tvrdi, Ze je zapadnéjsi nez Zapad, coz se
stava velmi casto, napiiklad v Srbsku
nebo dnesnim Polsku.

Konzervativni kritika skute¢né existuji-
cich instituci v Ceské Republice je ob-
vykle svym protéjskem, liberalni kriti-
kou, ozna¢ovana za nacionalistickou, an-
timoderni, s kofeny v 19. stoleti, zkratka
zpozdilou. Ve skute¢nosti se v§ak zastava
udajné ptvodni kulturni identity, ne-
kompromisniho idealu suverenity lidu,
starych konzervativnich hodnot, které
jsou soucasti takzvané evropské identity,
tradi¢nich rodinnych hodnot, svého
kiestanstvi atd. Zaroven se stavi proti
hodnotam liberalni modernizace, véet-
né takzvané kultury tolerance, multi-
kulturalismu, individualismu, libera-
lizaci genderovych vztaht atd. Na druhé
strané se konzervativni kritika stale vic
identifikuje s nékterymi prvky souc¢asné
kritiky neoliberalni globalizace. Jeji pro-

tekcionismus se podoba modelu starého
boje proti kolonialismu, coZ znamena, Ze
v ném zaznivaji nékteré prvky kdysi uni-
verzalniho emancipa¢niho namétu.
Pravé ve splynuti s levicovou kritikou
globalizace, tj. ve stirani hranic mezi le-
vici a pravici, slouzi konzervativni kri-
tika instituci dokonale ideologické
hegemonii liberalismu. Pomaha zastan-
cam liberalni ideologie, aby se jevili
stejné vzdaleni levicové i pravicové kri-
tice stavajici reality i stejné odmitavi
vaéi nim. Z liberalniho thlu nyni obé
vypadaji jako stejna hrozba pro demo-
kracii, pluralismus, lidska prava, pro-
speritu, moderni hodnoty atd. V tomto
kontextu se muize liberalismus nabizet
jako ti‘eti cesta, piesnéji jako jediné ie-
$eni konfliktu mezi levici a pravici, a na-
rokovat si autenticky protitotalitni cha-
rakter nejen dnes, ale i zpétné - jako po-
sttotalitni jev, ktery nemtiZze ani za ko-
munistickou, ani za fasistickou minu-
lost. Pravé z tohoto liberalniho thlu se
jak komunismus, tak fasismus jevi jako
stejné vinen v§im, co se v minulosti nez-
dafilo, véetné vySe zminéného historic-
kého zpozdéni.

Takto strategicky, obecné feceno, dnes
vypada bitevni pole dne$ni institucio-
nalni kritiky, a to nejen v Ceské Repub-
lice, ale spis v celkové postkomunis-
tické situaci. Existuje v8ak i jiné cha-
pani postkomunistického stavu, které
se radikalné lisi od onoho hegemonic-
kého. Existuje napiiklad vyznamna po-
znamka Giorgia Agambena v jeho dile
Homo Sacer o nasilnému rozpusténi by-
valé Jugoslavie a obecné o chaotickém
rozpusténi rezimt ve vychodni Evropé
po padu komunismu. Agamben ote-
viené zpochybniuje hegemonicky
namét, ktery v podstaté vychazi z pii-
béhu o prechodném rozpadu jinak nor-
malné fungujicich spolecenskych
smluv (napiiklad na Zapadé). Agamben
tvrdi, Ze bychom tyto udalosti neméli
chapat jako jakousi piechodnou regresi
k ptirodnimu stavu, ktera se d¥ive ¢&i
pozdéji navrati k normalu a po které
bude, jinymi slovy, nasledovat obnova
spole¢enské smlouvy - jak naznacuje
pojeti ptrechodu -, ale jako jakési krvavé
posly nového nomu Zemé, ktery se roz-
§iti po celé zemékouli.

Krize, kterou naznacuje, ma globalni
rozméry. To, co nas v poslednich pat-
nécti letech potkalo, by se dalo popsat
jako pouhy p#iznak mnohem hlubsi his-
torické zmény - rozpusténi vice nez t¥i
sta let starého mezinarodniho Fadu: tak-
zvaného westfalského ¥adu, zkratka vy-
blednuti obrazu svéta rozdéleného na
suverénni narodnostni staty, které lze
jasné umistit na uréité tzemi a které
maji politicky reprezentovat rtizné na-
rody. Se zhroucenim tohoto Fadu mizi
cely normativni rozmér mezinarodni
politiky. Nahrazuje jej nyni chaoticky
pragmatismus, jehoZ racionalita si ne-
narokuje zadnou univerzalni platnost.
Narodnostni staty existuji dal, ale vy-
znam a rozsah jejich suverenity zavisi
striktné na konkrétni mocenské pozici
a roli, kterou hraji v procesu neolibe-
ralni globalizace. Dal$im piiznakem
zhrouceni westfalského ¥adu je $iteni
stavu vyjimky - stale vice lidi konéi v
podzemnim prostoru nezakonnosti,
ktery je vyjmut ze stavajicich rezim?i re-
prezentace i soudni bezpe¢nosti.

I toto je treba vzit v uvahu pii hodno-
ceni c¢eského stavu institucionalni
kritiky. Misto toho, aby se instituce za-



bydlely ve stalém rezimu suverenity, jak
slibuje teleologie piechodu, ¢eli ve sku-
teéné situaci chaosu nekontrolované
globalizace, které uz nedokazi unik-
nout. Podminky jejich reprodukce zazi-
vaji podobnou oSidnost podminek
individualni reprodukce, reprodukce
globalizované pracovni sily, migrace,
brutalni konkurence trhu atd.

Tvrdim nyni, Ze o konkrétnim ¢eském
stavu nemuzZeme premyslet, aniz by-
chom vzali v ivahu tyto a podobné pii-
znaky, které jsou viceméné ucinky
neoliberalniho zvratu ve svétové ekono-
mice a politice. Jinymi slovy to, co lze
oznacit za Cesky stav (institucionalni
kritiky), musi byt radikalné prehodno-
ceno z hlediska tohoto neoliberalniho
zvratu.

Slovinsky filozof Rastko Mocnik ne-
davno piedlozil tezi, podle které maji
praktiky instituci v ¢eském stavu ve sku-
teCnosti neoliberalni charakter. Navic
tvrdi, ze klasicky liberalismus je ve sku-
teénosti ideologii této neoliberalni
praxe. Z toho samoziejmé vyplyva kri-
tické védomi ideologického charakteru
politickych instituci zastupitelské de-
mokracie a instituci ob¢anské spoleé-
nosti, které jsou zaloZzeny témér
vyhradné na liberalnich myslenkach - a
Ize tvrdit, Ze to je dnes piipad vSech té-
chto instituci v Ceské Republice, pokud
prosly postkomunistickou transfor-
maci. Polozme si nyni zasadni otazku,
zda v podminkach, které jsme praveé po-
psali, existuje moznost takové kritiky
instituci, ktera ptijde az za kompradori-
alni kritiku z liberalnich pozic stejné
jako konzervativni, protekcionistickou
kritiku. Naznadili jsme jiz, ze myslenka
Vychodu by méla byt chapana jako pro-
dukt Evropy coby ideologie. Jako takovy
ma rovnéz ideologickou uzitnou hod-
notu. Pro Rastja Mocnika mys$lenka
»Vychodu® provadi historickou ztratu
paméti. ,Vymazava politicky rozmér
z vychodni minulosti a dosahuje podob-
nych u¢inki v piitomnosti.”

Ve stejné souvislosti hovoti Mocnik i o
novém orientalismu, jenz je kulturniho
razeni; a tato kulturalizace ,zavr$uje
dilo politické amnézie a vymazava mi-
nulé politické boje, které v sobé nesly al-
ternativni potencial postavit se krizim
svétového kapitalismu®. Je to zjevné
tato kulturalizace onoho politického,
jez je kondenzovano v ptizraku Vycho-
du, ktera vytésnuje z mysli vzpominku
na tyto minulé boje, a nasledkem toho
kritika (instituci, ktera by $la aZ za libe-
ralni a konzervativni kritiku) mohla
vzejit. Tato kritika ztistava neopodstat-
néna, tj. jevi se, jako by méla byt navo-
zena ex nihilo. Problém je v8ak ten, zZe
mame nejen daleko k tomu, abychom
mohli Zapad dohnat - jak tvrdi liberalni
kritika - ale ve skute¢nosti ani nedoka-
Zeme dohnat vlastni minulost, pokud
jde o zkuSenosti, které jsou spole¢né
obéma strandam rozdéleni na Zapad a
Vychod. Nedokazeme si zkratka vybavit
minulost spole¢nych politickych bojii,
jak o tom hovoii Mocnik, jako by neza-
nechaly v nasich spolec¢enskych zkuse-
nostech zadné stopy. Jak si je tedy lze
vybavit? Jak opét vyvolat vzpominku na
minulé politické boje z kulturniho za-
pomnéni? Praveé to je ukol pro novou
institucionalni kritiku. Na prvni pohled
se feSeni problému zda byt na dosah.
Méli bychom preformulovat svou spole-
¢enskou zkusenost, ktera si néjak mu-
sela minulost zapamatovat a zkonden-

zovat jeji politicky vyznam. To, co se zde
nabizi jako FeSeni, je vSak ve skute¢nosti
jiny, mnohem vétsi problém: jak dnes
pochopit nasi spole¢enskou zkus$enost,
jak ji reflektovat a pieformulovat? Méli
bychom se snazit ji vyjmout z toho, co
obvykle nazyvame veiejnou sférou?

V knize Verejnd sféra a zkusenost uka-
zali jeji autoii Oskar Negt a Alexander
Kluge, Ze marginalizované skupiny, vy-
fazené mensiny nebo potla¢ované poli-
tické subjekty - a piesné to je lidska
zivna ptda pro mozny subjekt nové an-
tihegemonické kritiky instituci -
vzdycky narazeji na urcéitou blokaci
zkuSenosti, jakousi atomizaci a frag-
mentaci, kterd zatemnuje, deformuje
nebo dokonce vymazava spolecensky
charakter jejich zkuSenosti. Problém je,
Ze to, ,co je dnes blokovano, neni jen
formulovani spole¢enské zkusenosti,
ale samotna moznost této samotné zku-
Senosti®. Jak si pak tedy mame vybavit
minulé boje ze spole¢enské zkuSenosti,
je-li tato zkuSenost vazné porusena
nebo dokonce vymazana? Totéz platiio
subjektu nové kritiky instituci, ktera by
piekrocdila jak liberalni, tak konzerva-
tivni kritiku a zamétila se na neolibe-
ralni praktiky. I tento subjekt by se v8ak
mohl ztratit spole¢né se spole¢enskou
zkuSenosti, ze které se predpoklada, ze
vzesel.

Hlavni formou $kody napachané na
spolecenské zkusenosti je kulturalizace,
jak jiz bylo ¥eceno. To, co se jevi jako
kulturni sublimace spole¢enské zkuse-
nosti, je ve skute¢nosti piekrouceni
anebo jesté hui jeji vypateni. Neni tézké
rozpoznat v dnes$ni posedlosti kulturni
paméti zoufaly pokus o obnovu nasi
spolecenské zkuSenosti a oZiveni pti-
vodniho vyznamu minulych socialnich
a politickych boji. Bohuzel neexistuje
zpusob, jak rekonstruovat original z
piekladu. Jedina spolecenska zkuse-
nost, kterou dnes mame k dispozici, je
ta, ktera je obsazena v rtiznych formach
svého kulturniho vyjadieni nebo spise
kulturniho pi¥enosu. Jinymi slovy, ne-
existuje zddna ptavodni zkusenost spo-
le¢nosti jako spole¢nosti kromé té,
ktera je vyrobena v jejich kulturnich
pienosech. Jediné, co s tim mutiZzeme
délat, je dal pienaset - a byt si védomi
pasti, v niz jsme se ocitli, pasti kultura-
lizace s jejim hlavnim ideologickym
a¢inkem - depolitizaci. Pokud se v8ak
piesto ma naznadit strategie kritiky
(instituci) za téchto podminek - které v
zadném pripadé nejsou jen ceské -
oznacil bych to za kol pro kontrakul-
turni prenos. Oteviené v ném zazniva
stard mys$lenka kontrakultury, nebot
ochotné dédi jeji antagonisticky cha-
rakter, podvratnou motivaci a vnit¥ni
nepratelstvi viiéi hlavnimu proudu, ale
bez iluzi, ze bude mit automaticky poli-
ticky dopad. Naopak: kontrakulturni
pienos je proti samotné myslence kul-
tury - véetné takzvané kontrakultury -
dokud si narokuje piimy politicky vy-
znam. Ve skute¢nosti je proti kulturali-
zaci toho, co kdysi byvalo ryzim
spole¢enskym Zivotem. Takto se chce
zpolitizovat, zejména jako kulturni kri-
tika kulturalizace. Je to nemozny ukol?
Nenaznacujeme néjaky trik barona
Munchausena - kdyz uvizneme v kul-
tuie jako v bahné, méli bychom se z néj
vytahnout na vlastnim copu? Misto od-
povédi na tyto ie¢nické otazky mi do-
volte, abych parafrazoval jednu
Althusserovu definici ideologie a nahra-
dil ji myslenkou kultury: kultura sama
0 sobé nema zadny vnéjsek, avsak zaro-

veni (pro kritiku kulturalizace) neni
ni¢im vic nez vnéjskem. Zkratka a dobie
to, co kdysi byvalo ideologickou kriti-
kou, 1ze dnes pieformulovat pouze jako
kulturni kritiku kulturalizace. Co to ma

ale spole¢ného s institucionalnimi prak-
tikami? Opét althusserovska odpoveéd
parafrazovana stejné nahrazenim ideo-
logie kulturou: kazda praktika je mozna
jen prosttednictvim kultury a v ni.

The Gallery of Fine Arts

in Ostrava

Authority: The Ostrava Region
Director: Mgr. Petr Beranek

History:

The Gallery of Fine Arts was founded in
1952 as a regional gallery to carry on the
traditions of the association Dtm
uméni (House of the Arts). Its building
from the year 1926, to this day remains
the founding home of the Gallery and is
an excellent example of functionalist ar-
chitecture.

Collection:

In the collection of old masters, individ-
ual works represent the main artistic
centres from the 15th till the end of the
18th century, with a predominance of
Italian painting and some outstanding
examples of Rudolphine Mannerism.
The vast majority of the collection of
19th-century Czech art, were 120 works
of art - chiefly drawings and graphic art
{with occasional examples of sculpture}
- donated by the Ostrava building con-
tractor FrantiSek Jurecek, who was one
of the people responsible for the build-
ing of the House of the Arts. The collec-
tion has since gradually expanded and
today it is one of the largest in the Czech
Republic. In the collection of Czech
20th-century art are works by leading
personalities of modern Czech art - from
precursors and pioneers of modern art
to contemporary artists.

Statement:

Well, I understand that the point here is
to talk about the institutional self-re-
flexivity in Ostrava, how we think and
work, what premises we work under,
and so on. It sounds familiar to the
more general question about the Czech
condition of institutional -critique,
which is obviously the question about
this condition itself. Does it have a his-
torical character of its own? Aren’t we
actually talking here about the so-called
post-communist condition or the his-
torical process also known as the post-
communist transition? How then to
distinguish the specific Czech character
of this condition?

But first there is this problem with the
post-communist condition itself. As it is
well known, one of the truisms of the
post-modern discourse, actually one of
its corner stones is the famous plurality
of narratives, that is, the alleged absence
of a major historical narrative, of the so-
called master narrative. Interestingly,
the post-communist discourse seems
never to have heard of this. In its hege-
monic version it operates, in fact, as a
sort of historical master narrative: the
well-known story about the collapse of
communism in 1989 and the final vic-
tory of capitalism and liberal democ-
racy. According to this narrative, after
having overthrown totalitarian rule the
societies of former Eastern Europe don’t
enter directly into the world of devel-
oped capitalism and Western democ-
racy, but rather must undergo first the

process of transition to this final condi-
tion, which poses as normality, that is as
the universal norm of historical devel-
opment in general. The process of tran-
sition is accordingly understood as the
process of normalization. So everything
that happens during this process auto-
matically gains the teleological meaning
intrinsically tied to the transitional nar-
rative. This also includes the logic that
before things get better - normal, capi-
talist, democratic, etc - they must first
get worse in comparison to the former
situation, concretely to the state of ac-
tual socialism. But the problem is that
the transition process can turn into a
real disaster. This is precisely what we
were witnessing in former Yugoslavia:
collapse of the state, civil wars with hor-
rible destruction, ethnic cleansing,
atrocities, human loses, economic
breakdown, political chaos, etc. Al-
though this case openly contradicts the
hegemonic narrative of the final victory
of democracy and prosperity, it has
never been able to call this general nar-
rative into question. Moreover, it has
never cast doubt on it. The ideology of
the post-communist transition has man-
aged to symbolically include all its con-
tradictions - even the worst of them, like
the siege of Sarajevo or the Srebrenica
massacre. In our Czech and Slovak con-
texts, we have had a less violent experi-
ence. However, these events have been
generally explained as temporary re-
gressions into the state of nature, that
is, according to the Hobbesian myth
that is still held about the pre-social con-
dition of the so-called bellum omnium
contra omnes - in short, according to
his theory of social contract, or, to put it
more clearly for our purposes, accord-
ing to the logic of sovereignty: the social
contract based on communist power, on
the communist party as sovereign, had
been canceled and social order dis-
solved. This caused the civil war, which
would last until the new social contract
is concluded and the new sovereign -
nation in terms of its democratically
elected representatives - takes on re-
sponsibility and restores order and se-
curity.

The reasons for the regression into the
state of nature have been found either
in an alleged cultural backwardness or
in the former communist rule that had
caused a delay in historical develop-
ment. Habermas’ notion of “belated
modernism” and consequently his un-
derstanding of the revolution of 1989 as
a “catching up revolution”, i.e. a revolu-
tion whose primal goal is to catch up
with the West, are the best examples of
this logic.

In both cases we have to deal with new
differences: a difference between those
who are the embodiment of the histori-
cal standard and others who are behind
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them, that is between developed and
underdeveloped societies in historical,
political and cultural terms; a differ-
ence between the regressive state of na-
ture and a valid social contract, or
rather the functioning order of sover-
eignty; a difference between normal
and abnormal, etc.

All these new differences that have re-
placed the old ideological difference be-
tween capitalism and communism and
its historical form of the “Cold-War-
Divide” are best expressed in terms of
the difference between West and East,
which has surprisingly survived the fall
of the Berlin wall. The persistence of
this West/East divide is the major fea-
ture of what is today almost unani-
mously understood as the Czech condi-
tion. Of course, this has a primarily ide-
ological function - it makes it possible
for the winner of the Cold War to com-
pletely control the inclusion and exclu-
sion of the loser. Thus it was possible for
the bloody dissolution of former Yugo-
slavia to be simultaneously included
and excluded without producing any
sense of contradiction, as well as the dis-
solution of Czechoslovakia.

What makes this logic function well is
the hegemonic liberal ideology, that is,
the core of this ideology, the myth of the
social contract, actually the fairy tale
about people who cannot live together
peacefully and normally, moreover, who
cannot build a society without aban-
doning part of their freedom for the
sake of security and order.This condi-
tion, marked decisively by the ideologi-
cal reproduction of the cultural
difference between East and West, de-
termines the core of what is practiced
today in Czech Republic as critique of
the institutions.

Roughly speaking: institutional critique
proceeds almost exclusively in reference
to this difference. The institutions are
criticized in terms of their developmen-
tal deficit. They are allegedly underde-
veloped, not yet fit for the market,
corrupt, passive, not self-sustainable,
too traditional, patriarchal, ... in short:
what is wrong with the institutions in
the Czech Republic is that they are not
yet Western. The criticism thus focuses
on one major deficit, the gap between
the reality and the norm that is already
realized in the West.

The strongest and the most active critic
of the institutions under the Czech con-
dition is therefore the European Union
itself, or respectively its institutions di-
rectly managing the so-called enlarge-
ment process. The liberal, enlightened,
progressive public on the ground - as
far as it becomes the subject of the in-
stitutional critique - is basically the
local personification of the EU de-
mands, completely identified with the
task of catching up the West. In this re-
spect all domestic liberal critique of the
institutions is a sort of compradorial
critique. This automatically implies the
necessity to explicitly identify one
major subject/institution of critique,
which in this case is the EU itself.

If we recall Althusser’s well known claim
that ideology always has a material exis-
tence and that this material existence of
ideology is embodied in institutions,
than we might conclude that Europe ap-
pears as an ideology precisely in being
itself an institution of critique. In this
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respect the notion of the East is nothing
but an effect of Europe as ideology, that
is, a product of Europe as the institution
of hegemonic critique.

The same constellation - the ideological
hegemony of Europe, i.e. its role of
being the major subject/institution of
critique - explains the conservative or
right wing critique of institutions under
the Czech condition. It is a kind of sec-
ondary effect of Europe as an ideology,
in short, the reverse side of the liberal
compradorial critique: it is an anti-Eu-
ropean, anti-Western critique of institu-
tions, even if it is completely ambi-
valent, for instance when it claims to be
more western than the West, which is
very often the case, for instance in Croa-
tia, or today in Poland.

The conservative critique of the actually
existing institutions in Czech Republic
is usually labeled by its counterpart, the
liberal critique, as nationalistic, anti-
modern, originating in the 19th century,
in short as belated. In fact it really
stands for the protection of the alleged
original cultural identity, for an un-
compromised ideal of people’s sover-
eignty, for the old conservative values
that are part of the so-called European
identity, for its traditional family values,
for its Christianity, etc. At the same time
it opposes the values of liberal modern-
ization including the so-called culture of
tolerance, multiculturalism, individual-
ism, liberalization of gender relations,
etc. On the other side, the conservative
critique identifies more and more with
some elements of the contemporary cri-
tique of neoliberal globalization. Its
protectionism resembles the pattern of
an old anti-colonial struggle, which
means that it echoes some elements of
the formerly universal emancipatory
narrative.

Precisely in merging with the left cri-
tique of globalization, that is, in blur-
ring the clear boundary between left
and right, the conservative critique of
institutions serves perfectly the ideolog-
ical hegemony of liberalism. It helps the
proponents of liberal ideology to appear
as equally distant and equally opposed
to both left and right critique of existing
reality. So both appear now from the lib-
eral angle as an equal threat to democ-
racy, pluralism, human rights, prospe-
rity, modern values, etc. In this context
liberalism can offer itself as a third way,
more precisely as the only solution to
the conflict between left and right, and
claim its authentic anti-totalitarian
character not only today but retroac-
tively as well - as being a post-totalitar-
ian phenomenon equally innocent of
both the communist and fascist past. It
is precisely from this liberal angle that
both communism and fascism appear
as equally guilty for everything what has
gone wrong in the past, including the
aforementioned historical delay.

This is, generally speaking, how the bat-
tlefield of today’s institutional critique
strategically looks like, not only in the
Czech Republic, but rather under an
overall post-communist condition. How-
ever there are other understandings of
the post-communist condition radically
diverging from the hegemonic one.
There is, for instance, an important re-
mark that Giorgio Agamben made in his
Homo Sacer about the violent dissolu-
tion of former Yugoslavia and generally
about the chaotic dissolution of the sys-

tems in Eastern Europe following the
collapse of Communism. He has openly
challenged the hegemonic narrative es-
sentially based on the story of a tempo-
ral disruption of the otherwise - in the
West for instance - normally function-
ing social contracts. Agamben argues that
we shouldn’t understand these events as
a sort of temporary regression into the
state of nature, which will sooner or later
return to normality, which in other
words will be followed by the restoration
of the social contract - as it is suggested
within the concept of transition - but as
a sort of bloody messengers of the new
nomos of the earth, which is going to
spread all over the globe.

The crisis he indicates has a global di-
mension. Thus, what has been experi-
enced in the last fifteen years could be
described as a mere symptom of much
deeper historical change - the dissolu-
tion of more than three hundred years
of international order - the so-called
Westphalian order, in short, the fading
away of the picture of a world divided
into sovereign nation states that can be
clearly located in a certain territory and
are supposed to politically represent dif-
ferent peoples. With the collapse of this
order the whole normative dimension
of international politics is disappearing.
What is replacing it now is a chaotic
pragmatism, whose rationality doesn’t
claim any universal validity. Nation-
states continue to exist, but the mean-
ing and extent of their sovereignty
depends strictly on their particular
power-position and the role they play in
the process of neoliberal globalization.
Another symptom of the collapse of the
Westphalian order is the proliferation
of the state of exception - more and
more people end in the clandestine
spaces of lawlessness that are excluded
from the existing regimes of represen-
tation and juridical security.

This too must be considered in evaluat-
ing the Czech condition of institutional
critique. Instead of settling down in a
stable regime of sovereignty, as prom-
ised by the teleology of transition, the
institutions on the ground face the
chaos of an uncontrolled globalization
they are no longer able to escape. The
conditions of their reproduction un-
dergo a similar sort of precarization as
the conditions of individual reproduc-
tion, of the reproduction of the global-
ized labour force, of migration, brutal
competition on the market, etc.

I am arguing now that we cannot think
of the specific Czech condition without
taking into account these and similar
symptoms that are more or less effects
of the neoliberal turn in world’s econ-
omy and politics. In other words, what
we describe as the Czech condition (of
institutional critique) must be radically
reconsidered in terms of this neoliberal
turn.

Slovenian philosopher Rastko Mocnik
has recently put forward the thesis that
the practices of the institutions under
the Czech condition have in fact a ne-
oliberal character. Moreover, he argues
that classical liberalism is in fact the ide-
ology of this neoliberal practice. This
implies of course a critical awareness of
the ideological character of political in-
stitutions of representative democracy
and institutions of civil society that are
based almost exclusively on liberal ideas
- and one can claim that this is today

the case of all these institutions in Czech
Republic, as long as they have under-
gone the post-communist transforma-
tion. Let us now raise the crucial ques-
tion of whether there is, under the con-
dition we have described, a possibility of
such a critique of institutions, which
will go beyond both the compradorial
critique from the liberal positions as
well as the conservative, protectionist
critique. We have already suggested that
the notion of the East should be under-
stood as the product of Europe as ideol-
ogy. As such it also has an ideological
use-value. For Rastko Mocnik the notion
of the “East” performs a historical am-
nesia. It “erases the political dimension
from the eastern past, and achieves like-
wise effects in the present.”

In the same context he talks of a new
Orientalism that is culturally forged and
that this culturalization “accomplishes
the work of political amnesia erasing
the past political struggles which car-
ried an alternative potential to confront
the crises of world capitalism." It is ob-
viously this culturalization of the politi-
cal, ideologically condensed in the
phantom of the East, that blocks the
memory of these past struggles and con-
sequently obliterates the very ground
from which the new critique (of institu-
tions that would go beyond both the lib-
eral and the conservative one) could be
launched. This critique remains ground-
less, that is, it seems as though it should
be induced ex nihilo. But the problem is
that far from not being able to catch up
with the West - as the liberal critique
claims - we are actually not able to catch
up with our own past, as far as it con-
cerns an experience that has been com-
mon to both sides of the West/East
divide. We are simply not able to recall
the past of the common political strug-
gles Mocnik is talking about, as though
they have left no traces in our social ex-
perience. How than to recall them? How
to reclaim the memory of the past polit-
ical struggles from cultural oblivion?
This is the challenge of a new institu-
tional critique. At first sight the solution
to the problem seems to be within easy
reach. We should rearticulate our social
experience, which must have somehow
remembered the past and condensed its
political meaning. But what is offered
here as the solution is actually another,
even bigger problem: how to grasp our
social experience today, how to reflect on
it and rearticulate it? Should we try to ex-
tract it from what we usually call the
public sphere?

In their Public Sphere and Experience
Oskar Negt and Alexander Kluge showed
that marginalized groups, excluded mi-
norities, or suppressed political subjects
- and precisely this is the human sub-
stratum of a possible subject of a new
anti-hegemonic critique of institutions -
always face a certain blockage of experi-
ence, a sort of atomization and fragmen-
tation that obscures, distorts or even
erases the social character of their expe-
rience. The problem is that “what is
blocked today is not simply the articula-
tion of social experience but the very pos-
sibility of this experience itself.” How can
we then recall the past struggles from so-
cial experience, if this experience itself is
heavily damaged or even erased? The
same applies for the subject of a new cri-
tique of institutions that would tran-
scend both liberal and conservative
critique and focus on their neoliberal
practices. This subject too might be lost



together with the social experience from
which it is supposed to emerge. The
major form of damage done to the social
experience is, as mentioned above, cul-
turalization. What appears as a cultural
sublimation of the social experience is
in fact its distortion or worse, its evapo-
ration. It is not difficult to recognize in
today’s obsession with cultural memory
a desperate attempt to restore our social
experience and revive the original mean-
ing of the past social and political strug-
gles. Regrettably, there is no way to
reconstruct the original out of its trans-
lation. The only social experience avail-
able to us today is the one contained in
different forms of its cultural articula-
tion or rather its cultural translations.
In other words, there is no original ex-
perience of society as society except the
one that is made in its cultural transla-
tions. The only thing we can do about it
is to keep on translating - critically aware
of the trap we have found ourselves in,
the trap of culturalization with its primal
ideological effect, de-politicization.

However, if there is still a strategy of a
critique (of institutions) to be suggested
under these conditions - that are by no
means only Czech conditions - I would
call it the task of countercultural trans-
lation. It openly echoes the old notion of
counterculture, for it willingly inherits

its antagonistic character, its subversive
motivation and its intrinsic hostility to
the mainstream, yet without cherishing
the illusion of automatically having a
political impact. Quite the contrary, the
countercultural translation opposes the
very notion of culture - including the so-
called counterculture - as far as it
claims direct political meaning. In fact
it opposes the culturalization of what
once was genuine social life. This is how
it wants to become political, namely as a
cultural critique of culturalization. Is
this an impossible task? Aren’t we sug-
gesting a sort of Baron Munchausen’s
trick: after being stuck in culture like in
the mud, we should pull ourselves up
out of it by our own pigtail? But instead
of answering these rhetorical questions,
let me paraphrase one of Althusser’s
definitions of ideology, replacing it with
the notion of culture: culture in itself
has no outside, whereas at the same
time (for the critique of culturalization)
it is nothing but an outside. In short:
what once used to be ideology critique
can be rearticulated today only as a cul-
tural critique of culturalization. But
what this has to do with the institu-
tional practices? Again an Althusserian
answer, paraphrased in the same man-
ner by replacing ideology with culture:
every practice is possible only through
culture and within it.

Oblastni galerie

v Liberci

Zrizovatel: Liberecky kraj
Reditelka: PhDr. Véra Lastovkova

Historie:

Budova galerie se nachazi v tésné bliz-
kosti libereckého zamku. Byla postavena
v letech 1871-1872 podle plant liberec-
kého stavitele Gustava Sacherse pro Jo-
hanna Liebiega mladsiho, spolumajitele
nejvétsiho textilniho podniku na Libe-
recku. Ke kvalitativni proméné sbirky
vytvarného oddéleni doslo v roce 1904
diky odkazu dalsiho p#islusnika rodiny
Liebiegt, sbératele a mecenase uméni
Heinricha Liebiega. Po roce 1945 a pie-
devsim od roku 1953 se sbirkotvorna ¢in-
nost galerie soustiedila na vytvoreni
sbirky ¢eského umeéni 20. stoleti a nizo-
zemského maliistvi 16. az 18. stoleti.

Sbirky:

V soucasné dobé jsou v galerii pristupné
t#i stalé vystavy - kvalitativné vyrovnana
kolekce nizozemského maliistvi 16. az
18. stoleti, obsahujici dila tzv. malych mi-
strii, expozice francouzské krajinomalby
19. stoleti s kolekci obrazt piislu§nika
barbizonské skoly a pocetnym souborem
krajin jednoho z ptrimych predchiidcii
francouzského impresionismu Eug'ena
Boudina. Expozice ¢eského uméni 20.
stoleti je koncipovana chronologicky od
pielomu stoleti po soucasnost. Sbirka né-
meckého a rakouského maliistvi 19. sto-
leti, neni trvale vystavena, ale je v upl-
nosti zveiejnéna v katalogu, vydaném
v ¢eském a némeckém jazyce.

Prohlaseni:

Jak v8ichni vime, Friedrich Hayek a spol.
zahdjili boj za uskute¢néni svych neoli-
beralnich ideji jako boj za tyto ideje sa-
motné, jako boj o ,srdce a mysli“. Nez
tyto ideje ziskaly politickou moc, absol-
vovaly ,dlouhy pochod institucemi®:
univerzitami, $kolami, cirkvemi, médii,
odbornymi sdruzenimi, riznymi umé-

leckymi a kulturnimi institucemi, jiny-
mi slovy tim, co se nazyva obc¢anskou
spole¢nosti. Neoliberalni hegemonie,
ktera je dnes tak silna, zacala tehdy cel-
kem skromné, totiz jako hegemonie kul-
turni. Jakmile si timto zptisobem zajis-
tila ideologicky vliv, dalsim krokem bylo
dobyt politickou sféru, infiltrovat poli-
tické strany a nakonec obsadit celé staty.
Nejdiive byli lidé presvédéeni, ze k ne-
oliberalismu neexistuje zadna alterna-
tiva, a pak se alternativy odstranily
politicky (nebo vojenskym pucem) a ,ne-
oliberalni® obrat byl politicky zavrsen.
Diky tomuto politickému vitézstvi se na-
konec mohla neoliberalni hegemonie
sama ustavit ve formé dobové situace.
Instituce neoliberalni hegemonie je
v duisledku toho instituci, ktera se iden-
tifikuje s neoliberalnimi idejemi a ve své
¢innosti je oteviené artikuluje a syste-
maticky $i¥i. Jinymi slovy i my nyni
jsme, jistym zptisobem, aparatem neoli-
beralni hegemonie.

Instituce pod neoliberalni hegemonii
ovSem nutné nestvrzuje neoliberalni
ideje ani je nemusi uvadét do praxe.
Muze jimi dokonce opovrhovat nebo je
otevirené zpochybriovat. OvSem i kdyz
proti neoliberalni hegemonii bojuje, ne-
muze ji uniknout. Tato hegemonie ur-
¢uje zptisob reprodukce této instituce
jako instituce. Z povahy hegemonie vy-
plyva, ze se ji nelze jednoduse vyhnout
nebo dobrovolné zaujmout pozici mimo
ni. Hegemonie je to zejména proto, Ze
vymezuje svij vlastni zevnéjsek. V tomto
ohledu, a pouze v tomto ohledu, jsou
pod neoliberalni hegemonii vSechny
instituce neoliberalni, a to i ty, které
této hegemonii vzdoruji. Piedstava, Ze si
¢lovék muize svobodné zvolit své misto
mimo neoliberdlni svét, nalezi zcela

k tomuto neoliberalnimu svétu. Jinymi
slovy ti, kdo vé#i, Ze otazka, zda je ¢lovék
neoliberal nebo neni, je prosté zalezi-
tosti svobodné volby, si tuto otazku ani
nemusi klast, protoze na ni jiz odpové-
déli. Svobodna volba je forma, v niz ne-
oliberalismus ovladl ¢i - abychom se
drzeli neoliberalniho zargonu - privati-
zoval ¢i patentoval svobodnou vuli. Ti,
kdo mohou privatizovat nebo patento-
vat vodu, rostliny ¢i dokonce geneticky
upravené bytosti, mohou privatizovat
nebo patentovat i svobodnou viili. Ne-
oliberalismus vlastni vyhradni autorska
prava na svobodnou lidskou vili pravé
ve formé svobodné volby. Ti, kdo ji dnes
vyuzivaji, jiz bezdé¢né prisahaji vérnost
neoliberalni hegemonii. Stru¢né feceno,
svoboda se dnes stala piekladem, jehoz
original je vyhradnim vlastnictvim ne-
oliberalismu.

Proto je naprosto zasadni, zejména
v takzvané postkomunistické nebo po-
stsocialistické situaci, nechapat to, co
»jesté neni zcela neoliberalni® nebo to,
co bylo ,,po padu socialismu rozpadlé
nebo zanedbané“ ve smyslu prostoru,
ktery je vné neoliberalni hegemonie.
Systematické zanedbavani drive socia-
listickych instituci nebo jejich systema-
tické boteni je také jiz ucinkem
neoliberalni hegemonie. Neni tedy pti-
li§ uzite¢né rozlisovat mezi starou (,jesté
ne liberalni®) a novou (.jiz zcela libe-
ralni®) instituci. Zde je to znovu sama
hegemonie, ktera rozhoduje, co je staré,
co patti minulosti a tudiz je to tieba ne-
chat chatrat nebo to zbotit, a co je nové,
ma slibnou budoucnost, ¢i je nevyhnu-
telné nebo nutné. Totéz plati i pro
udajné vnitini umisténi tohoto rozdilu:
rozvinuty kapitalisticky zdpad ma byt
jakymsi déjinnym pocatkem neolibe-
ralni hegemonie, geografické a kulturni
misto, na némz se tato hegemonie obje-
vuje ve své autentické a nejrozvinuté;jsi
formé, zatimco na Vychodé (naptiklad v
postkomunistické Vychodni Evropé) se
tato hegemonie uidajné stale pokousi us-
tavit, odhodit v§echno staré na smetisté
svétovych déjin a nahradit to novym.
Neoliberalni hegemonie nefunguje podle
starého vzoru kolonialni mocnosti, ktera
dobyvala divoka, primitivni teritoria,
které jesté nebyla vélenéna do déjinného
¢asu. O tomto samotném Zapadu lze Fici,
Ze neni ni¢im vic nez déjinnou ziiceni-
nou - ziiceninou statu blahobytu, ideo-
logického a politického keynesianismu,
kolektivni solidarity typické pro pramy-
slovy modernismus, socialni demokra-
cie, bojujicich instituci délnické tiidy,
jejich odbort a politickych hnuti, atd.
Neni dne$ni Vychodni Evropa naopak
mistem, kde neoliberdlni idea nachazi
své ,autentické”, své ,prirozené” poli-
tické prostiedi? Viz vlny privatizace pii-
pominajici tsunami, v nichz to, co diive
vlastnil lid, se stalo doslova ptes noc a
bez zjevného odporu majetkem nékolika
zbohatlikt. Pravé na Vychodé totiz
opravdu Zije slepa vira v zakladni zasady
neoliberalni ideologie, ve vSemocnost
soukromé iniciativy, v seberegulujici silu
trhu, v elixir ,deregulace®, zkratka v ne-
omezenou trzni ekonomiku jako doko-
nalé uskute¢néni svobody. Pravé zde, kde
se mu nadsené poddavaji i jeho obéti, je
neoliberalismus skute¢né doma.

Zavér: Rozdil mezi Zapadem a (postkomu-
nistickym) Vychodem dnes neni rozdilem
mezi vysoce rozvinutym neoliberalnim
kapitalismem a zatim nedostate¢né roz-
vinutym, je$té ne neoliberalnim post-so-
cialismem, mezi hnacim neoliberalis-
mem a jeho vnéjskem. Tato diferenciace

se odehrava zcela v ramci neoliberalni
hegemonie. Takzvany nerovnomérny
vyvoj patii k modu operandi této hege-
monie samotné.

Potiz s ideou autonomie ¢i s pojmem au-
tonomniho ¢initele kritiky, politického
boje a radikalni zmény je, Ze ve svém za-
kladé napodobuje ideologicky model
vzniku moderni (neo-)liberalni demo-
kratické spole¢nosti. Je to jakasi proti-
robinsonada k notoricky zndmé po-
hadce o ,spole¢enské smlouvé®, jak se
vyskytuje v riiznych podobach od Hob-
bese pres Rousseaua az po Rawlse: sub-
jekt radikalni zmény soucdasného
neoliberalniho kapitalismu udajné vy-
vstava v podobé nezavislé a sebeorgani-
zované skupiny, jejiz ¢lenové (vSichni
svobodni a nezavisli jednotlivci) za¢inaji
pouze se svou autentickou viuli k lep-
$imu (napiiklad ,spole¢enské spravedl-
nosti, rovnosti a svobodé pro v§echny*®,
apod.) - a také mozna s néjakou nemovi-
tosti, napiiklad domkem, kde si lze
uspoiadat sobéstaény Zivot, jako na Ro-
binsonové ostrové uprostied ocednu ne-
oliberalniho kapitalismu.

Jesté nedotéeni néjakymi egoistickymi
nebo - chran buh! - ekonomickymi
zajmy, tito vzneseni divosi anti-neolibe-
ralniho odporu pak maji svobodnou
volbu, zda chté&ji komunikovat s vnéj$im
svétem nebo ne, zda - jako v naSem pii-
padé - chtéji spolupracovat s neoliberal-
nimi institucemi nebo ne. Vypada to
pak prosté na moralni dilema: méli
byste se nechat poskvrnit neoliberalnim
kapitalismem? A pokud ano, do jaké
miry? Nebo kolik neoliberalni $piny
snese autonomni umeélecka instituce,
aby ochranila své anti-neoliberalni
jadro a nenechala se kooptovat neolibe-
ralni hegemonii? I takzvana sebekritika
casto sleduje tutéz moralistickou logiku.
Namisto toho, aby se sama uéinila pied-
métem kritické reflexe ve své vlastni his-
torické realité a na zakladé své vlastni
praxe odporu, vymysli si moralistické
vytitky a obvitlovani z kolaborace.
V tomto dokonalém svété neolibera-
lismu se kritice i sebekritice Zije dost
jednoduse: zde je nepfiitel, tj. neolibe-
ralni (umeélecka) instituce, a zde jsme
my, kteti jsme nekompromisné a vérné
sebeorganizovani a autonomni, a upro-
stied jsou zradci, kolaboranti s neolibe-
ralnim kapitalismem. Cinnosti kritiky
a sebekritiky se tak stava moralistické
odsuzovani.

Celkem vzato je tento moralismus nej-
smutnéjsi kapitolou boje proti neolibe-
ralni hegemonii. Je nutnym vedlej$im
produktem samozvané autonomie,
ktera se o sobé domniva, Ze se ze svych
vlastnich zdrojt dokazZe vyzbrojit klad-
nym obsahem a tim napadnout neolibe-
ralni kapitalismus. Tato samozvana
autonomie predpoklada stav - nebo pro-
stor - puvodni nevinnosti a v ném za-
klada afirmativni povahu své politické
¢innosti. Jinak ieceno, potiebuje pied-
déjinnou a predpolitickou - a tim také
univerzalistickou - identitu, aby se
vitbec mohla stat politickym subjektem.
Obé zde zminéna pojeti autonomni
a afirmativni politické akce, konkrétné
u Badioua a Zizeka, jsou v zékladé po-
dobné proti-robinsonady. Obé artikuluji
politickou autonomii ve smyslu pro-
storu zavedeného reflexi, ktery je tireba
branit nebo rozsiiovat. A tak se v této
souvislosti mluvi o ,nezavislych, kultur-
nich, vetejnych prostorech®, které je
treba znovu ozivit, protoze byly do
zna¢né miry zniceny neoliberalnimi pri-
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vatizacemi. Z tohoto tthlu pohledu se boj
proti neoliberalni hegemonii jevi jako
celkem jednoduchy: my, veiejnost, proti
nim, soukromniktim. Tato hegemonie
se ovSem neartikuluje vyhradné pro-
strednictvim privatizaci, stejné jako se
boj proti ni nemuze artikulovat pro-
sttednictvim prostého protikladu mezi
veiejnym jako dobrym a soukromym
jako $patnym. Pravé naopak. Chapat ne-
oliberalni hegemonii a bojovat s ni zaci-
name teprve s jistotou, Ze ztetelny
a normativné jednoznaény rozdil mezi
vefejnym a soukromym jiz neni mozny,
nebo s jistotou, ze skute¢na moc této he-
gemonie vyslovné spociva v dé&jinném
rozostieni jasné hranice mezi vefejnym
a soukromym a jejich normativnimi
atributy. Politickou praxi odporu nelze
extrahovat z hotovych filosofickych kon-
cepci. Namisto toho bychom méli ziskat
vhled do své déjinné situace prostied-
nictvim kritické reflexe nasi vlastni
praxe odporu.

Zeptejme se tedy oteviené: Kdo skute¢né
umoznil zachranu nebo ustaveni pro-
storti vetejné sféry, kritiky a odporu ve
Vychodni Evropé bezprostiedné po
padu komunismu a na pocatku pte-
chodu ke kapitalismu? Uz jsme to za-
pomnéli? Byl to George Soros, jedna
z hvézd neoliberalismu, ktery svou moc
a bohatstvi ziskal jako jeden s piivrzen-
ctt a oblibenctt Margaret Thatcherové.
Tehdy to nebyl nikdo jiny nez Soros, ¢i
presnéji jeho dary, kdo byl ¢asto jedinou
zarukou nezavislosti nejen ,neoliberal-
nich® umeéleckych instituci, ale také au-
tonomie kritické vetejnosti, kterou
témét udusil chaoticky rozpad a nacio-
nalistické autoritarstvi, a také zarukou
protinacionalistického, pacifistického a
dokonce i levicového politického akti-
vismu. Souostrovi OSI (Open Society In-
stitute) a SCCA (Sorosova centra pro
soutasné uméni), které s rozprostiralo
od Budapesti po Omsk a dokonce i dal,
Casto zustavalo poslednim tutocistém
modernity pired postkomunistickym
thermidorem - koalici autoritativnich
politikti, kulturniho konzervatismu
a neoliberalni privatizace.

Uz tehdy se stal Soros teréem kritiky.
Tvrdilo se, Ze za jeho udajné filantropic-
kou angazovanosti ve Vychodni Evropé ve
skute¢nosti stoji neokolonialni zajem.

Ideologie oteviené spole¢nosti, kterou
$itil s pomoci svych penéz, byla pry pouze
zadminkou pro zajisténi Sorosova vlivu na
postkomunistickém Vychodé a tudiz pro
jeho jesté vétsi zbohatnuti. Timto zptiso-
bem byl Sorostiv zamér a jeho neolibe-
ralni ideologie zbaveny v§i své autenticity.
Kritika se domnivala, ze kdyZz neolibera-
lismus mluvi o svobodé&, ma na mysli moc
a penize. Toto ovSem neni pouze naivni
iluze, ale také nebezpec¢na iluze.

V #ijnu 1993 vydélal Soros béhem dvou
tydnt miliardu dolarti spekulacemi s mé-
nami. Zisk pak investoval do ob¢anskych
spole¢nosti ve Vychodni Evropé a jejich
kulturnich, intelektualnich, umeéleckych,
aktivistickych a jinych ¢innosti. Udélal to
proto, ze vétil v silu ideji a zejména v silu
ideje svobody. Nemda zajem na ziskani
moci nad lidmi ve Vychodni Evropé, ani
nad jejich ropnymi zasobami, pramyslo-
vym potencidlem nebo bankami. Soros, a
s nim neoliberalni ideologie, se nechce
zmocnit poklada skute¢ného svéta, ale
spi$ pokladtit mozného svéta. Nedobyva
politické ani socidlni prostory, ale spise
rozmér, konkrétné rozmér socialni a po-
litické kreativity, a piedmét této kreati-
vity, rozmér kritiky. Toto je zdroj zacle-
nujici moci neoliberalni hegemonie. Ne-
spociva v pojmu tolerance ani v jeji mo-
ralni, intelektualni schopnosti bezbo-
lestné pohltit kazdou kritiku a tim ji roz-
pustit, ale v tom, Ze tato hegemonie je
schopna kazdou kritiku pievzit, takiika-
jic ji patentovat a privatizovat. Kdo ma ve
své moci socialni kritiku, nebo jeji sou-
¢asnou verzi, kulturni kritiku, rovnéz
ovlada utopicky rozmér spole¢nosti. Ten
je ve skute¢nosti jadrem neoliberalni he-
gemonie - dobyvani nebo kolonizace uto-
pie. Utopie se nezhroutila s padem
realného socialismu v roce 1989, ani se
jen tak nevypatila. Nyni nezijeme, jak se
¢asto tvrdi, v post-utopickém svété, ale
spis ve svété, v némz se utopie objevuje
pouze ve svém neoliberalnim piekladu.
Svoboda nadéje spolu s celym svym soci-
alné kritickym potencidlem umlkla v ne-
oliberalni nadéji na svobodu. Méli by-
chom kone¢né prestat chapat pojmy jako
autonomie, politické boje, afirmace a ne-
gace a také svoboda ve smyslu prostoro-
vych metafor. Prostor je vyschlé koryto
toku dé&jinného ¢asu, fosilie pohybu,
ktery se jiz davno zastavil. Jeho vyznam
je archeologicky, nikoli politicky.

The Regional Gallery

in Liberec

Authority: The Liberec Region
Director: PhDr. Véra Lastovkova

History:
The building of the gallery is located in

close proximity to the Liberec chateau. It
was designed by the master builder Gus-
tav Sachers, a native of Liberec, and built
in 1871-1872 for Johann Liebieg Jr., co-
owner of the biggest textile workshop in
the region. The collections of the depart-
ment of fine arts of the North-Bohemian
Museum were transferred to the Neo-Re-
naissance Liebieg villa in 1945 and the
building, now a gallery, opened for the
public. In 1953 the Gallery was trans-
formed into a regional gallery, after the
new territorial administrative division of
the country, and became independent of
the museum.
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Collection:

At present three permanent exhibitions
are open to the public - a well-balanced
collection of 16th- to 18th-century Dutch
painting containing works of the so-called
minor masters, an exhibition of 19th-cen-
tury French landscape painting including
works by members of the Barbizon School
and an extensive set (largest in Central Eu-
rope) of landscapes by one of the immedi-
ate predecessors of French Impressionism,
Eugene Boudin. The exhibition of Czech
20oth-century art is arranged chronologi-
cally from the turn of the century up until
the present day. The collection of German
and Austrian 19th-century painting, as
well as others is not permanently on view,
but is accessible in full in a catalogue pub-
lished in both Czech and German.

Statement:

As we all know, Friedrich Hayek & Co ini-
tially started the battle to realize their
neoliberal ideas as a battle for these
ideas themselves, as a battle for “hearts
and minds”. In fact, these ideas com-
pleted a “long march through the insti-
tutions” before taking political power:
through universities, schools, churches,
media, professional associations, vari-
ous art and cultural institutions, in
other words through that which is
called civil society. Neoliberal hegemony
that is so powerful today thus started
out quite small, namely as cultural hege-
mony. Ideological influence was once
ensured in this way, then the next step
was to conquer the political sphere, in-
filtrate political parties and finally to
take over entire countries. First people
were convinced that there is no alterna-
tive to neoliberalism, then the alterna-
tives were eliminated politically (or
through military coup), and the “ne-
oliberal” turn was politically completed.
Due to this political victory, neoliberal
hegemony was ultimately able to estab-
lish itself in the form of an epochal con-
dition.

An institution of neoliberal hegemony is
consequently an institution that identi-
fies with neoliberal ideas, openly articu-
lating and systematically disseminating
them in its activity. In other words, we
are as well, in a way, now an apparatus
of neoliberal hegemony. However, an in-
stitution under neoliberal hegemony
does not necessarily affirm neoliberal
ideas or possibly put them into practice.
It may even despise or openly question
them, but even if it fights against ne-
oliberal hegemony, it cannot elude it.
This hegemony determines the manner
of its reproduction as an institution. Tt
is in the nature of a hegemony that one
cannot simply avoid it or voluntarily
take up a position outside it. It is specifi-
cally because it defines its own outside
that it is a hegemony. In this respect, and
only in this respect, all institutions are
neoliberal under neoliberal hegemony,
even those that resist this hegemony.
The notion that one could freely choose
to become instituted outside the neolib-
eral world belongs entirely to this ne-
oliberal world. In other words, those
who believe that the question of
whether one is neoliberal or not is sim-
ply a matter of free choice, do not even
need to pose this question, because they
have already answered it. Free choice is
the form in which neoliberalism has
hegemonized or - to stick to neoliberal
jargon - privatized or patented free will.
Those who can privatize or patent
water, plants or even gene-manipulated
beings, can privatize or patent the free
will as well. It is specifically in the form
of free choice that neoliberalism owns
the exclusive copyright to free human
will. Those who make use of it today are
already involuntarily swearing alle-
giance to neoliberal hegemony. In short:
liberty has today become a translation,
the original of which is the exclusive
property of neoliberalism.

It is consequently crucial, especially in
the so-called post-communist or post-so-
cialist situation, not to understand that
which is “not yet completely neoliberal”
or that which has been “ruined or neg-
lected after the collapse of socialism” in
the sense of a space that is outside ne-
oliberal hegemony. The systematic neg-
lect of formerly socialist institutions or

their systematic ruination is also al-
ready an effect of neoliberal hegemony.
It is therefore not very helpful to distin-
guish between the old (“not yet liberal”)
and the new (“already completely lib-
eral”) institution. Here again, it is the
hegemony itself that arbitrarily decides
what is old, belonging to the past and
therefore to be neglected or ruined, and
what is new, has a promising future or is
inevitable or necessary. The same ap-
plies to the allegedly intrinsic location
of this difference: the developed capital-
ist West is purported to be a kind of his-
torical origin of neoliberal hegemony, a
geographical, cultural location in which
it occurs in its authentic and most
highly developed form, whereas in the
East (in post-communist Eastern Europe,
for example), this hegemony is allegedly
still trying to become established, to toss
the old onto the junk pile of world his-
tory and replace it with the new. Ne-
oliberal hegemony does not function
according to the old pattern of a colo-
nial power, conquering wild, primal ter-
ritories not yet integrated into the
historical time. It can be said of this
West itself that it is nothing more than a
historical ruin - the ruin of the welfare
state, of ideological and political Keyne-
sianism, of the collective solidarity typi-
cal of industrial modernism, of social
democracy, of the fighting institutions
of the working class, its unions and po-
litical movements, etc. Is not Eastern Eu-
rope today conversely the place where
the neoliberal idea finds its “authentic”,
its “natural” political environment:
Tsunami-like waves of privatization, in
which what was formerly owned by the
people becomes the property of the few
newly rich literally over night and with-
out notable resistance? In fact, it is in
the East where there is really a blind
faith in the basic principles of neolib-
eral ideology, in the omnipotence of pri-
vate initiative, the self-regulatory power
of the market, the elixir of “deregula-
tion”, in short in the unfettered market
economy as the ultimate realization of
liberty. It is here, where even its victims
enthusiastically subject themselves to it,
that neoliberalism is really at home.
Conclusion: the difference between the
West and the (post-communist) East
today is not a difference between highly
developed neoliberal capitalism and as
yet underdeveloped not-yet-neoliberal
post-socialism, between actuated ne-
oliberalism and its outside. This differ-
entiation takes place entirely within the
neoliberal hegemony. The so-called un-
even development belongs to the modus
operandi of this hegemony per se.

The problem with the idea of autonomy
or with the notion of an autonomous
agent of critique, political struggle and
radical change is that, at its core, it emu-
lates the ideological model of the cre-
ation of a modern (neo-) liberal democra-
tic society. It is a kind of counter-robin-
sonade to the notorious “social contract”
fairy tale in its versions from Hobbes and
Rousseau all the way to Rawls: the sub-
ject of a radical change of today’s ne-
oliberal capitalism purportedly emerges
in the form of an independent and self-
organized group, the members of which
(all of them free and independent indi-
viduals) start with nothing but their au-
thentic will to the better (for instance,
“social justice, equality and liberty for
all”, etc.) - and also perhaps some real
estate, like a little house, where one can
organize an autarchic life like on Robin-



son’s Island in the middle of the ocean
of neoliberal capitalism. As yet untain-
ted by any egotistical or - God forbid -
economic interests, these noble savages
of anti-neoliberal resistance then have a
free choice, whether they want to com-
municate with the outside world or not,
whether - as in our case - they want to
cooperate with neoliberal art institu-
tions or not. Then the dilemma appears
to be simply a moral one: should you
allow yourself to become tainted by ne-
oliberal capitalism and, if so, to what ex-
tent? Or how much neoliberal filth can
an autonomous art institution bear, to
protect its hard anti-neoliberal core and
not yield to being coopted by the ne-
oliberal hegemony? So-called self-criti-
cism also often follows the same
moralistic logic. Instead of making itself
the subject of a critical reflection in its
own historical reality and based on its
own practice of resistance, it fabricates
moralistic reproaches about collabora-
tion. The life of critique and self-criti-
cism is quite simple in this perfect
world of anti-neoliberalism: there is the
enemy, i.e. the neoliberal (art) institu-
tion, here are we, who are uncompro-
misingly and faithfully self-organized
and autonomous, and in between are
the traitors, the collaborators of neolib-
eral capitalism. The work of critique
and self-criticism thus becomes moral-
istic denunciation.

On the whole, this moralism is the sad-
dest chapter in the battle against ne-
oliberal hegemony. It is the necessary
by-product of the self-proclaimed auton-
omy that believes it is able to arm itself
with positive contents from its own
sources and thus challenge neoliberal
capitalism. This self-proclaimed auton-
omy presupposes the state - or the space
- of an originary innocence and roots
the affirmative character of its political
action in this. In other words, it needs a
pre-historic and pre-political - and thus
also a universalistic - identity to be able
to become a political subject at all. Basi-
cally, both of the concepts mentioned
here of an autonomous and affirmative
political action, specifically both Ba-
diou’s and Zizek’s, are similar counter-
robinsonades. Both articulate political
autonomy in the sense of a space im-
posed by reflection, which is to be de-
fended or expanded. Thus “indepen-
dent, cultural, public spaces” are spoken
of in this context, which are to be reani-
mated, because they have been largely
destroyed by neoliberal privatizations.
From this perspective, the battle against
neoliberal hegemony appears to be quite
simple: us, the public, against them, the
private. However, this hegemony is nei-
ther articulated exclusively through pri-
vatizations, nor can the struggle against
it be articulated through the simple an-
tagonism between the public as the good
and the private as the bad. On the con-
trary. We first begin to understand and
fight neoliberal hegemony with the cer-
tainty that a clear and normatively un-
ambiguous distinction between the
public and the private is no longer pos-
sible, or with the certainty that the real
power of this hegemony lies specifically
in the epochal blurring of a clear bound-
ary between the public and the private
and their normative attributes.

The political practice of resistance can-
not be downloaded from finished philo-
sophical concepts. Instead, we should
gain insight into our historical situation
through critically reflecting on our own

practice of resistance. Let us ask openly
then: Who actually enabled the sal-
vaging or establishment of the spaces of
the public sphere, critique and resist-
ance in Eastern Europe immediately fol-
lowing the downfall of communism and
the beginning of the transition to capi-
talism? Have we already forgotten? It
was George Soros, one of the stars of ne-
oliberalism, who attained his power and
his fortune as one of the hangers-on and
favorites of Margaret Thatcher. At the
time, it was none other than Soros, or
rather his donations, that was often the
only guarantee for the independence of
not only “non-neoliberal” art institu-
tions, but also of the autonomy of the
critical public almost extinguished by
chaotic breakdown and nationalistic au-
thoritarianism, and of an anti-national-
istic, pacifist, even leftist political
activism. The archipelago of the OSI
(Open Society Institute) and the SCCA
(Soros Center for Contemporary Art),
which had stretched from Budapest to
Omsk and even further, often remained
the last refuge of modernity from the
post-communist thermidor - a coalition
of authoritarian politics, cultural con-
servatism and neoliberal privatization.
Soros already became the object of crit-
icism even then. It was said that there
was actually a neo-colonialist interest
behind his allegedly philanthropic en-
gagement in Eastern Europe. The ideol-
ogy of the open society that he spread
with the help of his money was pur-
portedly only a pretext for securing his
influence in the post-communist East
and thus becoming even richer. In this
way, Soros’ intention and his neoliberal
ideology were stripped of all authentic-
ity. The criticism believed that neoliber-
alism was thinking of power and money
when it said liberty. However, this is not
only a naive illusion, but also a danger-
ous one.

In October 1993 Soros earned a billion
dollars within two weeks by speculating
with currencies, which he then invested
in the civil societies of Eastern Europe
and its cultural, intellectual, artistic, ac-
tivist, etc. activities. He did so because
he believed in the power of ideas and es-
pecially in the power of the idea of lib-
erty. He is not interested in power over
the people of Eastern Europe, over their
oil reserves, industrial potentials or
banks. Soros and, with him, the neolib-
eral ideology do not want to seize the
treasures of the existing world, but
rather those of a possible world. They
conquer neither political nor social
spaces, but rather a dimension, specifi-
cally that of social and political creativ-
ity and of the subject of this creativity,
the dimension of critique.

This is the source of the coopting power
of the neoliberal hegemony. It does not
lie in the concept of tolerance or in its
moral, intellectual ability to painlessly
absorb every critique and thus diffuse it,
but rather in that this hegemony is ca-
pable of taking over the critique, patent-
ing it, so to speak, and privatizing it.
Whoever possesses social criticism, or
its current version cultural criticism,
also controls the utopian dimension of
society. That is actually the core of ne-
oliberal hegemony - the conquest or col-
onization of utopia. Utopia did not
simply collapse in 1989 with Real Social-
ism, nor did it vanish into thin air. We
are not living, as it is often said, in a
post-utopian world, but rather in a
world, in which utopia now only occurs

in its neoliberal translation. In the ne-
oliberal hope of freedom, the freedom
of hope along with all its social critical
potential has become mute. We should
finally stop regarding concepts like au-
tonomy, political battles, affirmation

and negation as well as liberty in the
sense of spatial metaphors. Space is the
dried up riverbed of the flow of histori-
cal time, the fossil of a movement that
has long since been halted. Its meaning
is archaeological, not political.

Galerie moderniho umeni
v Hradci Kralove

Zrizovatel: Kralovéhradecky kraj
Reditel: PhDr. Tom4s Rybitka

Historie:

Galerie moderniho umeéni byla zalozena
v roce 1953 jako krajska galerie s docas-
nym sidlem na zamku v Rychnové nad
Knéznou, v roce 1963 byla piemisténa
do baroknich prostor biskupské rezi-
dence v Hradci Kralové. V roce 1990 byla
pro potieby galerie uvolnéna secesni bu-
dova byvalého Zalozniho uvérového tus-
tavu, kde instituce dnes sidli. Galerie
navazuje na dlouholetou tradici, vzni-
klou v roce 1901 zaloZenim fondu na vy-
stavbu galerie, dale darem 100 obrazt
méstu Hradci Kralové od biskupa ThDr.
Doubravy v roce 1919 a ziizenim mést-
ské obrazarny ve staré radnici v roce
1936, ktera tehdy nahradila nerealizova-
nou méstskou galerii, projektovanou v
letech 1931-1933 architektem Josefem
Gocarem.

Sbirky:
Fondy galerie jsou velmi bohaté a obsa-

huji prifez ¢eskym uménim 2o. stoleti.
Zastoupeni jsou v8ichni vyznamni pied-
stavitelé nasi vytvarné kultury, jejichz
tvorba je spjata s utvarenim moderniho
a soucasného ceského vytvarného
uméni, pocinaje secesi (J. Preisler) a
¢leny skupiny Osma. Rozsahlou kolekci
tvoii imaginativni uméni mezi dvéma
svétovymi valkami, dale Skupina 42,
Skupina RA, z povale¢né tvorby jsou
velmi silné zastoupeny tendence 60. let -
abstrakce a informel a dila sou¢asnych
umélct

Prohla8eni:

Jsem si velmi dobie védom zaludnosti
(ano, dokonce i dnes) pouziti vyrazt
jako ,nadhled® nebo ,objektivni“ ve
vztahu k ¢innosti instituce ¢i postoji k
praci umélce. Casto jsem se snazil vy-
rovnat s namitkami proti tomu, jak je
vulgarni, kdyz se instituce ve své praxi
neangazuje. To ale neni v§echno, co pro
mne tato slova znamenaji, naopak -
myslim, Ze vétsi a dokonalejs$i angazova-
nost v ¢innosti je mozna, kdyz se ¢lovek
snazi byt objektivni, nez kdyz objektivni
neni. Zjistil jsem, Ze hranice piedstavo-
vané rozhodnutim, které vychazi z
mého osobniho ,,vkusu®, jsou velmi ti-
zivé. Volba pomoci kritérii subjektivnich
oblibenych a neoblibenych témat pro
mne neni ni¢im jinym nez jakymsi tera-
peutickym povzbuzovanim vlastniho
ega, které jesté vic omezuje moznost po-
délit se o uméleckou, nebo kuratorskou
vizi (jako by to nebylo tézké i tak).
Kromé toho jsem opravdu piesvédcen,
ze skute¢né kuratorské usili a vystavni
praxe se vzdycky sklada z néceho vic
neZ jen z osobnosti teditele. Vzpo-
menme jen na vSechny osobni prob-
lémy, které se pri praci podatilo
prekonat Chalupeckému! Nechci tim
Yict, ze velci teoretici minulosti nutné
znali tento druh objektivity a védomé se
o ni snazili - netroufam si posoudit, zda
ano ¢i ne -, ale myslim si, Ze uz pouhy

fakt, Ze schopnost jejich prace na nas
zapusobit v kterékoli roviné je zname-
nim, Ze tohoto pohledu dosahli a podé-
lili se o né&. Nova terminologie -
wzdrzenlivé®, ,racionalni®, ,minimalni“
uméni - jen podporuje muj nazor, Ze
byla uznana nutnost piekrocit subjek-
tivitu a Ze dochazi k usili tento proces
usnadnit. Pripada mi, ze lidé, kteii si
stéZuji na nedostatek lidskosti v kon-
ceptualnim uméni, je pouze nechapou.
Kazdy typ objektivity - at uz jde o for-
mulovani konkrétniho systému, racio-
nalni metodu rozhodovani nebo
konceptualni jasnost - mutze slouzit jen
k usnadnéni toho, co se nakonec objevi
v co nejcist§i formé kuratorského na-
padu, ktery je téméi vzdy v podstaté in-
tuitivni povahy. Teprve kdyz c¢lovek
podridi onu ptivodni intuici subjektivni
destilaci a hranicim vlastni osobnosti,
muze stanout tvari v tvar zrcadlovému
obrazu vlastnich sobeckych konflikta
jako koncovému produktu.

Myslim, Ze to nejlepsi, co muze ieditel
udélat pro sviij profesni rozvoj, je dovo-
lit svym intuicim co nejplnéjsi aktuali-
zaci, neomezovanou nevyhnutelnymi
mezemi osobnosti a materialu. Zjistil
jsem, Ze pro mne je k tomu, abych se vy-
rovnal se svymi vlastnimi subjektivnimi
mezemi, nejlepsi proces konceptualni
formulace.

Jen to, co je intuitivni, je skute¢né bez
hranic a omezeni. Povazuji veskeré
uméni za v podstaté intuitivni proces,
bez ohledu na to, jak zkreslené se s nim
zachazelo v minulosti. V této souvislosti
se domnivam, Ze ,konceptualni uméni®
je nejvhodnéj$im zptisobem, jak osvo-
bodit tvarc¢i proces, ke kterému kul-
turni ¢initel piistupuje a realizuje ho ve
své praci - anebo sam sebe - na té nej-
¢istS8i moZné trovni.
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The Gallery of Modern Art
in Hradec Kralove

Authority: The Hradec Kralové Region
Director: PhDr. Tomas Rybicka

History:

The Gallery of Modern Art was founded
in 1953 as a regional gallery with its tem-
porary home in the chateau at Rychnov
nad Knéznou. In 1963 it moved to the
Baroque style residence of the bishop in
Hradec Kralové. In 1990 the Art Nouveau
building, formerly known as the Credit
and Savings Bank was made available for
the use of the gallery (architect O.
Polivka, sculptural decorations of the
portal by L. Saloun), where it is to this
day. The Gallery remains true to the tra-
dition that began in 1901 with the setting
up of a fund for the building of a local
gallery; in 1919 bishop Doubrava do-
nated 100 paintings to the municipality
In 1936 a municipal picture gallery was
installed at the old Town Hall, substitut-
ing for the municipal gallery, designed
by Josef Goc¢ar in 1931-1933, but which
was never built.

Collection:

The gallery collections are extremely
rich and provide a good cross-section of
20th-century Czech art. Represented are
all significant trends in Czech visual art
that were involved in the shaping of
modern and contemporary art, starting
with Art Nouveau and the group Osma
(Eight). Particularly well represented is
imaginative art from the period between
the two world wars, while from the post-
war period there are chiefly works by
artists belonging to the trends of the
1960s - abstract and informal art as well
as work by contemporary artists.

Statement:

I am very much aware of the thorniness
(at this late date!) of using words like "de-
tached" or "objective" in relation to an
institution's work or attitude about the
Czech cultural conditions. I've often at-
tempted to plough through people's
protests about the vulgarity of an insti-
tution's non-involvement in its practice
and work, supposedly implied in the
use of such terms. However, that is not
at all what those words mean to me; on
the contrary - I think that a greater total
involvement in one's work is possible
when one attempts to be objective than
when one does not. I have found that
the limitations imposed by decisions
based on my personal "tastes" are ab-
solutely stifling. Choices made through
the criteria of subjective likes and dis-
likes are to me nothing more than a
kind of therapeutic ego-tiilliation that

only inhibit further the possibility of
sharing an artistic, or curatorial vision
(as if it weren't difficult enough a thing
to do as it is).

Besides, I really believe that truly good
curatorial efforts and exhibitions is al-
ways made of broader stuff than the
personality of the director. Think of all
the hangups Chalupecky had that he
managed transcend in his work! I don't
mean to imply that great thinkers of the
past necessarily knew and consciously
strove for this kind of objectivity - I don't
presume to know whether they did or
not - but I think that the mere fact that
their work's ability to affect us on any
level is an indication that they attained
and shared this breath of vision. The
new terminology--"cool, "rational, "re-
ductive" in art - simply corroborates my
opinion that the necessity for this tran-
scendence of subjectivity has been rec-
ognized, and that attempts are being
made to facilitate the process. To me,
people who complain about the "anti-hu-
manism" of for example conceptual art,
are missing the point. Any kind of objec-
tivity - whether it is in the formulation
of a concretized system, a rational deci-
sion-making method, conceptual clarity
- can serve only to facilitate the final
emergence, in as pure a form as possi-
ble, of the curatorial idea, which is al-
most always basically intuitive in nature.
It is only when one subordinates the
original intuition to the subjective dis-
tillations and limitations of one's own
personality that one need be finally con-
fronted with a kind of mirror image of
one's egoistical conflicts as an end prod-
uct.

I think that the best thing a director can
do for his creative development is allow
his intuitions as full an actualization as
possible - unhampered by ultimately un-
avoidable limitations of personality and
material. I have found that the best way
for me to deal with my own subjective
limitations is in the process of concep-
tual formulation. Only the intuitive is
truly unlimited. I see all art as basically
an intuitive process, regardless of how
obliquely it has been dealt with in the
past. Within this context, I think "con-
ceptual art" is the most adequate way of
liberating the creative process so that
the cultural producers may approach
and realize their work - and themselves
- on the purest possible level.

VychodocCeska galerie
v Pardubicich

Zrizovatel: Pardubicky kraj
Reditelka: Mgr. Simona Vladikova

Historie:

Dnes$ni Vychodoceska galerie v Pardubi-
cich byla ziizena rozhodnutim KNV Par-
dubice jako Krajska galerie v roce 1953,
tedy v dobé, kdy byla u nas zakladana sit
statnich galerii. Sedesata l1éta znamenala
pro galerii vyznamny rozvoj co se tyce
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sbirkového fondu, rekonstrukce vystav-
nich prostor na zamku i odborné ¢in-
nosti. V roce 1962 byla oteviena prvni
stdld expozice Ceského vytvarného
umeéni 20. stoleti s diirazem na umeéni
Vychodnich Cech.

VCG neméla moznost navazat na pred-
chozi historické sbirky a od poéatku pa-
desatych let byla budovana na zakladé
pirevodt majetku z Narodni galerie a Mi-
nisterstva $kolstvi a kultury, dara a sa-
moziejmé vlastnimi akvizicemi. Tyto
akvizice jsou tak jako v ostatnich kraj-
skych a statnich galeriich uréeny neje-
nom vy$i finanénich prostiedkna, ale
piredevsim osobnosti feditele a kuratora
sbirky.

Prohla8eni:

Abych parafrdzovala Warhola, je dost
uméleckych vystav, které vypadaji jako
umeélecké vystavy. A které nedélaji nic ji-
ného, nez jsou uméleckymi vystavami
pro lidi, kterym se umélecké vystavy
libi. To je v potadku, jenze jestli veskeré
soucasné uméni umi jen to, zZe nékde
sedi a vypada pékné, Ize si na né vyhra-
dit ¢as ve dnech, kdy si ¢lovék potiebuje
vyjit s rodinou na prochazku, anebo do
velké a tiché krychle kde piekona koco-
vinu. Proto je nesmirné slibné ozna-
meni o nutnosti radikalné piemyslet o
zasadach uméleckého déni ve Vychodo-
ceské galerii v Pardubicich.

Existuje tak perspektiva pro situace a
lidi, kte¥i sdileji podezieni, Ze uméni
muze byt nééim vic nez jen spolecen-
skym travenim volného ¢asu nebo za-
bavou, konceptualni akrobatikou, vy-
pravénim piibéhi, politickou debatou
nebo oficialni krasou, a to né¢im podi-
naje necekanou kombinaci jmenova-
nych mozZnosti, ale také ambiciézni
moznosti, Ze je vic neZ jen souctem té-
chto ¢asti. Mj nastin projektu ve funk-
ci teditelky galerie naznacuje, ze pisi
jakysi ,,manifest”. Je mnohem snazsi
néco kritizovat, nez formulovat to, co
opravdu chceme, a ja v psani manifestu
piili§ nevynikam; jak kdosi nedavno
podotkl: ,Nenosim klobouk a nejsem Jo-
seph Beuys.” Ale mozna se tyto nad-
meérné a nékdy i rozporuplné pozadav-
ky (které nenaplnuji ani ja sama) ukazi
jako uzite¢né.

Aby byl znovu objeven Zanr vystav v re-
gionech, ¢lovék by mohl a mél:

I. DODRZOVAT ZDRZENLIVOST

S proklamovanymi zaméry je ta potiz, ze
¢im vic na nich trvate, tim méné pre-
svédcivi jste. Vzdycky je napiiklad roz-
tomilé oznamit ,rozvratnictvi® a lepsi
neni ani ,kriti¢nost“. Maria Lindova to
ptirovnala ke réeni, .,tohle bude
opravdu legra¢ni,” které se vyrkne jesté
pied tim, neZ odvypravite anekdotu. Do-
cela dobie by se dal také predpokladat
pravy opak toho, co se slibuje. Piedloha
k tomuto eseji, Skromné navrhy Char-
lese Escheho, neboli ¥ada parametra k
opétovnému promysleni umélecké pra-
xe tak, jak ji zname, je nepochybné bri-
lantni, ale ani trochu skromna. Pro¢
prohlasovat, ze vas zajima institucio-
nalni kritika, kdyz se do ni muiZete rov-
nou pustit? Zanicené oc¢ekavani a teo-
retickd nabubielost nejsou k ni¢emu a
staly se jen soucasti institucionalniho
folkloru. Cim hrdinné;jsi je diskurzivni
nadstavba, ¢im touzebnéjsi jsou sliby o
globalnim smésovani a ¢im zoufalejsi
pokusy zapomenout, Ze nejsme Rosa Lu-
xemburgova nebo Lawrence z Arabie
nebo OSN, tim vétsi zklamani zazijeme.

I1. ZNOVU DELBA PRACE

Abychom mohli znovu promyslet klisé,
Ze umélec je zdrojem individualni tvori-
vosti - at uz ve formé konkrétni dodavky
nebo volného inkubatoru tvtrcich ob-

jekta - byly by uzite¢né opétovné expe-
rimenty v oblasti pracovnich podminek.
Nékteti lidé napiiklad znovu promysleji
konven¢ni délbu prace mezi umeélcem a
kuratorem, ale také spravou, technic-
kymi asistenty, lidmi, kte¥i rozhoduji o
finan¢nich prostiedcich, kritiky, teore-
tiky atd. Nemusi to nutné znamenat
skupinovou terapii, populismus nebo
karneval, ze kterého by vzesla piedstava
o umeélci jako prostiedku s privilegova-
nym piistupem k ideologické a estetické
pravdé. Spise by stacdilo se dusledné zep-
tat, co se od koho v té které situaci oce-
kava, kdo ma na ¢em zasluhu v tom ¢i
onom kontextu a za ¢i finanéni nebo
symbolické prostredky. Vysledkem miize
byt cokoli, od uzite¢nych vyjasnéni az po
uziteénou skepsi, nepiedvidanou spolu-
praci, naprosté marnéni ¢asu, novy kan-
celaisky nabytek nebo zavér, ze ne
vSechno musi provéiovat a schvalovat
kurator.

I11. ZLEPSIT UROVEN KONVERZACE

Je zvlast zasadni se znovu podivat na
délbu prace mezi vizualnost a slovni po-
jednani neboli na ,vystavu versus sym-
posium/katalog®. Pevladajici diskurzivni
modely v uméleckém svété se omezuji na
pirednasku a seminai nebo na ,mucivé”
pracovni skupiny plné lahvi s vodou Mat-
toni a prezentaci v Powerpointu. Uméni
udrzuje diskurzivni ritudly s koieny ve
stiredovékych univerzitnich tradicich, ale
bez akademického obsahu, ktery jim
propujéuje vyznam. Mozna ze odpovédi
na umélecko-reflexivni otazky o novém
publiku, novych prostorach, nové poli-
tice atd. budou vic osvézujici, kdyby byl
nas zpusob, jakym o nich diskutujeme,
méné zkamenély ve scénografii, drama-
turgii, architektute a rétorice. Nebylo by
tézké provést malou, ale rozhodnou
zménu.

IV. BYT HRDY NA HISTORII

V posledni dobé se objevily ¢etné vyzvy k
tomu, abychom si byli kriti¢téji védomi
gnozeologickych nastrah déjin umeéni, a
ja mohu v tomto bodé jen konstatovat
svou vlastni nevédomost. Dé&jinné lekce
jsou dobrym zptisobem jak zmirnit ré-
toriku a vyjadrit véci ze skromnéjsi per-
spektivy.

V. BYT CO NEJTRPELIVEJS]

Ne vSechno je tieba okamzité vizualizo-
vat. Pfesnda uprava uméleckého dila nebo
situace by se méla ¢asem sama odkryt.
RovnéZ neni tieba, aby viechno vypadalo
hotové v okamziku vernisazZe; kdyz ¢lo-
veék véii v experimentovani a riziko, pak
jsou nutna kritéria pro slavnostni sou-
drznost. Je snadné s tim souhlasit, ale
téz8i je uprimné riskovat na vernisazi
néco, co nevypada ,spravné®.

VI. ZDURAZNIT HEGEMONII

Vsichni jsme radi, kdyZz nam lichoti nase
vlastni progresivni uspéchy, at uz je to
mezi novym institucionalnim feditelem
a zaméstnanci nebo mezi politicky an-
gazovanym umeélcem a podiadnéjsim
kolegou. Nejde vSak o zmirnovani hie-
rarchii a konfliktd, ale naopak o jejich
zduraznéni a zvyraznéni nerovnosti
mezi profesiondlnimi rolemi, t¥idnim
pozadim, vysadami prvniho a t¥etiho
svéta atd. Je vyraznou vyzvou dbat o kri-
tické zvyklosti, které se obejdou bez
undhlené solidarity, a k tomu je tireba
velkorysé davky reflexivity uméleckého
svéta, i kdyz je to mozna otravné, passé
nebo nudné.



The East-Bohemian
gallery in Pardubice

Authority: The Pardubice Region
Director: Mgr. Simona Vladikova

History:

The East-Bohemian Gallery in Pardubice
was founded in 1953 as a regional gallery
and a part of the East-Bohemian Mu-
seum. Since 1961 it is an independent in-
stitution. At the time the outlying
buildings of the Pardubice chateau were
put at the disposal of the Gallery and
there it remains to this day. The East-Bo-
hemian Gallery could not practice aline
itself with activities of local collectors as
the fairly small collection in the munic-
ipal picture gallery in nearby Holice was
destroyed by fire in May 1945. Conse-
quently from the very beginning the
Gallery had to focus on creating its own
collections.

Collection:

The Gallery has a small collection of
Czech 19th-century art with paintings.
In addition, there is a collection of 20th-
century Czech art and of works by re-
gional artists. The most significant
collections in the Gallery include civil
and social art of the 1920s, works by
members of the Skupina (group) 42 and
from the 1960s, from the 1968 and 1969
Artchemo symposia, works of concep-
tual art. Also of importance is the rela-
tively recent acquisition of J. Toman’s
negatives and photographs.

Statement:

To paraphrase Warhol, there are
enough art exhibitions that look like art
exhibitions. And do nothing more then
be art exhibitions, for people who enjoy
art exhibitions. Which is fine, but if all
contemporary art can do is sit there and
look pretty, you may as well reserve it
for days you need a family outing, or a
spacious, quiet cube to nurse a hang-
over. So the announcement to radically
rethink the grammar of the East-Bo-
hemian Gallery is extremely promising.
It is reassuring to chance upon people
and situations which share the suspi-
cion that contemporary art can be more
than a social pastime, or entertainment,
conceptual acrobatics, storytelling, po-
litical debate or formal beauty; starting
with the option of representing unex-
pected combinations thereof, but also
the ambitious possibility of being more
that a sum of those parts. My Pardubice
brief for my new job as a director, fur-
ther suggests I write a "manifesto." It's
much easier to critique something then
to formulate what you actually want, so
I'm not very good at manifestos, and as
someone pointed out recently, "I don't
wear a hat, and I'm not Joseph Beuys."
But perhaps these excessive, at times
contradictory demands (which I myself
fail to meet) will be helpful in some way.

To reinvent the regional exhibition
genre, one could and should:

I. MAINTAIN DISCRETION

The thing about stated intentions is that
the more you insist on them, the less
convincing you become. Announcing
"subversion," for example, is always cute.
Proclaiming "criticality" is no better.
Maria Lind has compared this to saying,

"this is going to be really funny" before
telling a joke. One might as well assume
the very opposite of what the packaging
promises. The blueprint for this essay's
title, Charles Esche's Modest Proposals,
a set of parameters for rethinking artis-
tic practice as we know it, is undeniably
brilliant, but it's not modest in the
slightest. Why proclaim you're rethink-
ing an institution, rather then simply
going through with it. Heated expecta-
tions and theoretical bombast serve no
one, and have indeed become part of in-
stitutional folklore. The more heroic the
discursive superstructure, the more
wistfull the promises of glocal mélange,
the more desperate the attempts to for-
get that we're not Rosa Luxemburg, not
Lawrence of Arabia, not even the UN,
the greater the disappointments will be.

II. REVISIT DIVISIONS OF LABOR

In order to rethink the cliché of the
artist as a fountainhead of individual
creativity - be it in the shape of a site-
specific delivery service, or a free-range
incubator of creative objects - recurring
experiments in working conditions
would be useful. Some people have, for
example, been rethinking conventional
divisions of labor between the artist and
the curator, but also the administration,
technical assistants, financial decision
makers, critics, theorist, etc. This need-
n't imply group therapy, populism or
the carnevalesque, all of which would
just cement the notion of the artist as a
medium with privileged access to ideo-
logical and aesthetic truth. Rather, it
would suffice to rigorously query what
is expected of whom in which situation,
who is credited in which context, and
by which financial or symbolic means.
The result can be anything at all, from
useful clarifications, to useful skepti-
cism, to unpredictable collaborations,
to a complete waste of time, to new of-
fice furniture, to the conclusion that
not everything needs to be screened and
okayed by the curators.

III. IMPROVE THE LEVEL

OF CONVERSATION

It is particularly crucial to revisit the di-
vision of labor between visuality and
discourse, or "exhibition versus sympo-
sium/catalogue.” Predominant discur-
sive models in the artworld are limited
to the lecture and the seminar, or to ex-
crutiating "panels" flanked by Mattoni
bottles and a Powerpoint presentation.
The arts perpetuate discursive rituals
steeped in medieval university tradi-
tions, but without the academic content
that lends them meaning. Perhaps the
answers to artreflexive questions on
new audiences, new sites, new politics,
etc. will be more refreshing if our
modes of discussing them were less fos-
silized in scenography, dramaturgy, ar-
chitecture, and rhetoric. From the
seating to the staging to the topics and
the speakers, it would not be difficult to
make a small but decisive difference.

IV. FLAUNT THE HISTORY

Recently there have been numerous
calls for more critical awareness of both
the stuff and the epistemological trap-

pings of art history, and I can only cite
my own ignorance as a case in point.
History lessons are equally a good way
of toning down the rhetoric, and put-
ting things in more modest perspective.

V. BE AS PATIENT AS POSSIBLE

Not everything needs to be immediately
visualized. The accurate makeup of an
artwork or situation should be able to
disclose itself over time. Nor does every-
thing need to look accomplished by the
time of the opening; if one believes in
fostering experimentation and risk,
then criteria beyond ceremonious co-
herence are needed. It is easly to agree
on this count, but harder to sincerly
take the risk of something not looking
"right" at the opening.

VI. HIGHLIGHT THE HEGEMONY

We all love being flattered by our own
progressive credentials, and it's always
tempting to stage level playing fields
everywhere. Be it between the New In-
stitutionalist director and the employ-
ees, or between the politically engaged
artist and the subaltern of choice. But
point II, for example, is not about soft-
ening hierarchies and conflicts, but ac-
tually highlighting them, underlining
the disparities between professional
roles, class backgrounds, first and third
world privileges etc. It's quite a chal-
lenge to pursue critical practices that go
entirely without quick-fix solidarity,
and for this, a generous measure of art
world reflexivity is necessary, as annoy-
ing, passé, or boring as it may be.

Galerie vytvarneho
umeni v Havlickove Brodeé

Zrizovatel: Kraj Vyso€ina
Reditelka: Mgr. Hana Novakova

Historie:

Galerie vytvarného umeéni vznikla v roce
1965, kdy ziskala i svou specializaci na
¢eskou knizni ilustraci, kresbu a grafiku
vzniklou po roce 1918. Jeji sidlo se na-
chazi v zrekonstruovaném méstanském
domé pochazejicim ze 14. stoleti.

Sbirky:
Sbirky galerie jsou zaméieny na mo-

derni deskou knizni ilustraci, kresbu a
grafiku 20. stoleti a na vyznamné autory
majici vztah k regionu Havli¢kobrodsko.

Prohla8eni:

Ke kulturnimu omezeni dochazi, kdyz
kurator vnuti umeélecké vystavé své
vlastni hranice, namisto toho, aby poza-
dal umeélce o vytyc¢eni jeho hranic. Od
umélct se ¢eka, Zze budou pasovat do
podvodnych kategorii. Nékteii umélci si
predstavuji, Ze maji nad timto aparatem
kontrolu, zatimco ten ma ve skute¢nosti
kontrolu nad nimi. V duasledku toho
umélci nakonec podporuji kulturni vé-
zeni, které je mimo jejich kontrolu. Véz-
néni nejsou sami umélci, ale jejich
vystupy. Muzea, podobné jako ustavy a
vézeni, maji pavilony a cely - jinymi
slovy, neutralni mistnosti zvané galerie.
Umeélecké dilo umisténé v galerii ztraci
sviij naboj a stava se prenosnym objek-
tem nebo povrchem, ktery nema s vnéj-
$im svétem co do ¢inéni. Prazdna, bila,
osvétlend mistnost se stale podiizuje ne-
utralité. Umeélecka dila vidéna v téchto
prostorach jakoby podstupovala néja-
kou estetickou rekonvalescenci. Lidé se
na né divaji jako na velké mnozstvi ne-
zivych mrzaka, kteii ¢ekaji, az je kritici
oznadi za vylécitelné nebo nevylécitelné.
Funkce dozorce-kuratora je oddélit umé-
ni od zbytku spoleénosti. Potom nastu-
puje integrace. Jakmile je umélecké dilo
zcela neutralizované, netidéinné, abstra-
hované, neskodné a jakmile prodéla po-
litickou lobotomii, je p¥ipraveno ke kon-
zumaci spole¢nosti. VSechno se redukuje
na vizualni krmivo a piepravitelné zbozi.
Inovace jsou povolené pouze tehdy, po-
kud podporuji tento druh véznéni.
Okultni pojmy ,.koncepce® z fyzického
svéta ustupuji. Hromady soukromych
informaci redukuji uméni na hermetis-
mus a poSetilou metafyziku. Jazyk by se
mél nachazet ve fyzickém svété a ne-

skon¢it zamceny v myslence v nééi hla-
vé. Jazyk by mél byt neustéle se rozvije-
jicim procesem a ne izolovanym uka-
zem. Uméni ukazuje, Ze zac¢atky a konce
se omezuji zbyteénymi zputsoby ,ab-
straktni® i ,realistické® reprezentace.
Obli¢ej nebo mtiz na platné je potrad re-
prezentace. Redukce reprezentace na
psani nas fyzickému svétu nepiiblizuje.
Psani by mélo vytvatet mys$lenku ve
hmoté a ne obracené. Vyvoj uméni by
mél byt dialekticky a ne metafyzicky.
Mluvim o dialektice, ktera hleda svét
mimo kulturni omezeni. Také mé neza-
jimaji umélecka dila, ktera ukazuji ,,pro-
ces” v ramci metafyzickych hranic neu-
tralni mistnosti. V takovych behavioral-
nich hrach zadna svoboda neni. Je tieba
se vyhnout tomu, aby se umélec choval
jako krysa v pokusech B. F. Skinnera a
provadél své ,naro¢né” kousky. Ome-
zeny proces vibec zadny proces neni.
Bylo by lepsi priznat omezeni nez vytva-
tet iluzi svobody.

Jsem pro uméni, které bere v uvahu
piimy uéinek zivla, jak kazdodenné
existuji mimo reprezentaci. Parky, které
obklopuji néktera muzea, izoluji umeéni
do objekt pro formalni potéseni. Ob-
jekty v parku svédéi o statickém klidu
spis nez o néjaké probihajici dialektice.
Parky jsou dokonéené krajiny pro do-
konéené uméni. Parky vyjadiuji hod-
noty kone¢ného, absolutniho a posvat-
ného. Dialektici nemaji s takovymi
vécmi nic spoleéného. Hovotim o dia-
lektice piirody, kterd zachazi s fyzic-
kymi protiklady v piirodnich silach tak,
jak jsou - p¥irody, ktera je jak slune¢na,
tak boufliva. Parky jsou idealizaci pti-
rody, piiroda ov§em ve skute¢nosti neni
podminkou ideadlna. P¥iroda nepostu-
puje po piimé linii, spi§ se rozrusta
a buji. Priroda neni nikdy dokoncena.
Kdyz se dokoncené sochatské dilo 2o0.
stoleti umisti do zahrady z 18. stoleti, po-
hlti jej idealni zpodobnéni minulosti
a tim toto dilo posili politické a spole-
¢enské hodnoty, které tu s nami uz nej-
sou. Mnohé parky a zahrady jsou znovu
vytvoieny ztraceny raj nebo Eden
a nikoli dialekticka déjisté soucasnosti.
Parky a zahrady jsou svym ptivodem
obrazové - jsou to krajiny vytvoiené
z prirodnich materialti namisto barev.
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Idealni scenérie, které obklopuji i nase
narodni parky pienaseji nostalgie po
nebeské blazenosti a vééném klidu.

Stranou idealnich zahrad minulosti a je-
jich modernich proté&jski - narodnich a
velkych méstskych parki - se nachazeji
podradnéjsi oblasti - vysypky hlusiny,
povrchové doly a znecisténé ieky. Vzhle-
dem k silnému sklonu k idealismu,
ktery je zaroven ¢isty i abstraktni, si spo-
le¢nost nevi rady, co s takovymi misty.
Nikdo nechce jet na dovolenou na
skladku. Nad nasi krajinnou etikou, zej-
ména v pohadkové zemi zvané ,svét
uméni®, se stahla mrac¢na abstrakei a
pojmti. Mohlo by to byt tak, Ze z urd¢i-
tych uméleckych vystav se stala metafy-
zicka smeti$té? Kategoricka miazmata?

Intelektudlni odpadky? Konkrétni in-
tervaly vizualni prazdnoty? Dozorci-ku-
ratoii jsou stale zavisli na zhrouceni
metafyzickych principt a struktur, pro-
toze nic lep$iho neznaji. Vycerpané
zbytky ontologie, kosmologie a episte-
mologie stale nabizeji zaklad pro uméni.
T¥ebaze metafyzika vysla z médy a po-
stihla ji pohroma, prezentuje se jako
pevné zasady a poctivé divody pro in-
stalaci uméni. Muzea a parky jsou nad-
zemni hibitovy - ztuhlé vzpominky na
minulost, které slouzi jako zaminka sku-
te¢nosti. To u umélcti zptisobuje proni-
kavou tuzkost do té miry, nakolik se
potykaji se zkazenymi idealy a ztrace-
nymi situacemi, nakolik se o né uchazeji
a bojuji za né.

The Gallery of Fine Arts
in Havlickuv Brod

Authority: The Czech Highlands Region
Director: Mgr. Hana Novakova

History:
The Gallery of Fine Arts was founded in

1965. Its premises are at the so-called Ma-
lina House, a Late-Gothic burgess house,
rebuilt in the Renaissance and Baroque
periods and restored in the 1960° (com-
pleted 1966).

Collection:

The Gallery focuses on modern Czech
book illustrations, 20'"-century drawings
and graphic art.

Statement:

Cultural confinement takes place when
a curator imposes his own limits on an
art exhibition, rather than asking an
artist to set his limits. Artists are ex-
pected to fit into fraudulent categories.
Some artists imagine they've got a hold
on this apparatus, which in fact has got
a hold of them. As a result, they end up
supporting a cultural prison that is out
of their control. Artists themselves are
not confined, but their output is. Muse-
ums, like asylums and jails, have wards
and cells- in other words, neutral rooms
called "galleries." A work of art when
placed in a gallery loses its charge, and
becomes a portable object or surface
disengaged from the outside world. A
vacant white room with lights is still a
submission to the neutral. Works of art
seen in such spaces seem to be going
through a kind of esthetic convales-
cence. They are looked upon as so many
inanimate invalids, waiting for critics to
pronounce them curable or incurable.
The function of the warden-curator is to
separate art from the rest of society.
Next comes integration. Once the work
of art is totally neutralized, ineffective,
abstracted, safe, and politically loboto-
mized it is ready to be consumed by so-
ciety. All is reduced to visual fodder and
transportable merchandise. Innova-
tions are allowed only if they support
this kind of confinement.

Occult notions of "concept" are in re-
treat from the physical world. Heaps of
private information reduce art to her-
meticism and fatuous meta-physics.
Language should find itself in the phys-
ical world, and not end up locked in an
idea in somebody's head. Language
should be an ever developing procedure
and not an isolated occurrence. Art
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shows that have beginnings and ends
are confined by unnecessary modes of
representation both "abstract" and "re-
alistic". A face or a grid on a canvas is
still a representation. Reducing repre-
sentation to writing does not bring one
closer to the physical world . Writing
should generate ideas into matter, and
not the other way around. Art's develop-
ment should be dialectical and not
metaphysical.

I am speaking of a dialectics that seeks a
world outside of cultural confinement.
Also, I am not interested in art works
that suggest "process" within the meta-
physical limits of the neutral room.
There is no freedom in that kind of be-
havioral game playing. The artist acting
like a B.F. Skinner rat doing his "tough"
little tricks is something to be avoided.
Confined process is no process at all. It
would be better to disclose the confine-
ment rather than make illusions of free-
dom.

I am for an art that takes into account
the direct effect of the elements as they
exist from day to day apart from repre-
sentation. The parks that surround
some museums isolate art into objects
of formal delectation. Objects in a park
suggest static repose rather than any on-
going dialectic. Parks are finished land-
scapes for finished art . A park carries
the values of the final, the absolute, and
sacred. Dialectics have nothing to do
with such things. I am talking about a
dialectic of nature that interacts with
the physical contradictions inherent in
natural forces as they are - nature as
both sunny and stormy. Parks are ideal-
izations of nature, but nature in fact is
not a condition of the ideal. Nature does
not proceed in a straight line, it is
rather a sprawling development. Nature
is never finished. When a finished work
of 20thcentury sculpture is placed in an
18th-century garden, it is absorbed by
the ideal representation of the past,
thus reinforcing political and social val-
ues that are no longer with us. Many
parks and gardens are re-creations of
the lost paradise or Eden, and not the
dialectical sites of the present. Parks
and gardens are pictorial in their origin
- landscapes created with natural mate-
rials rather than paint. The scenic ideals
that surround even our national parks

are carriers of a nostalgia for heavenly
bliss and eternal calmness. Apart from
the ideal gardens of the past, and their
modern counterparts - national and
large urban parks, there are the more
infernal regions - slag heaps, strip
mines, and polluted rivers. Because of
the great tendency toward idealism,
both pure and abstract, society is con-
fused as to what to do with such places.
Nobody wants to go on a vacation to a
garbage dump. Our land ethic, espe-
cially in that never-never land called the
"art world" has become clouded with ab-
stractions and concepts. Could it be that
certain art exhibitions have become
metaphysical junkyards? Categorical
miasmas? Intellectual rubbish? Specific

intervals of visual desolation? The war-
den-curators still depend on the wreck-
age of metaphysical principles and
structures because they don't know any
better. The wasted remains of ontology,
cosmology, and epistemology still offer
a ground for art. Although metaphysics
is outmoded and blighted, it is pre-
sented as tough principles and solid rea-
sons for installations of art. The
museums and parks are graveyards
above the ground- congealed memories
of the past that act as a pretext for real-
ity. This causes acute anxiety among
artists, in so far as they challenge, com-
pete, and fight for the spoiled ideals of
lost situations.

Galerie Felixe Jeneweina
mesta Kutne Hory

Ziizovatel: Mésto Kutna Hora
Reditel: Mgr. Ale$ Rezler

Historie:

Na statutarnim zakladé je Galerie Felixe
Jeneweina méstskou galerii vytvarného
uméni od dubna 1993. Vedle spravy umé-
leckych sbirek se galerie od listopadu
1995 vénuje systematicky vystavni ¢in-
nosti.

Sbirky:

Jeneweinuv fond je zdmérné prezento-
van ve spojeni s konanym sympoziem
soucasného uméni JENEWEIN-Kutna
Hora.

Prohlaseni:

Abychom v Méstské galerii v Kutné Hoi'e
zménili scénaf stavajici institucionalni
praxe, potiebujeme spise vice nez méné
promyslet koncepci publika a moznosti
i historii riznych zptisobu jeho oslovo-
vani. Budu se snazit argumentovat
v tom smyslu, Ze veskera piiprava vystav
je tvorbou publika a piedstav o svété.
Nejde proto o otazku kladenou pro
samo uméni ¢i pro spolecnost poetikt ¢i
politikt, ale spiSe o pochopeni politiky
estetiky a estetického rozméru politiky.
Nebo, podivameli se na to z druhé
strany, o zptisob osloveni, ktery produ-
kuje publikum a pokud si zkusime pied-
stavit razna publika, razné pojmy
vztahu cizich lidi, musime také (znovu)
zvazit zptsob osloveni, nebo, chceteli,

zpuisoby piipravy vystav.

Neexistuji ale pouze veiejné sféry (a je-
jich idedly), ale také antipublika. Podle
literarniho kritika a socialniho teore-
tika Michaela Warnera je mozné anti-
publikum chapat jako zvlastni paralelni
fenomén niz$iho nebo dokonce podii-
zeného iadu, v jehoz ramci je mozno
poustét do obéhu a formulovat jiné
nebo p#imo opozi¢ni diskurzy a prak-
tiky. Antipublika maji mnoho spole¢-
nych charakteristik s normativnimi
nebo dominantnimi publiky - existenci
jako imaginarni cil, specificky diskurz
a misto a zahrnuti cykli¢nosti a odrazu -
a proto je v nich vzdy zaroven afinita
i opozice. Antipublikum je védomé zrca-
dleni druhui a instituci normativniho
publika, v usili obracet se k jinym sub-
jektiim a samoziejmé také k jinym dru-
htim predstavivosti. Tam, kde si klasicky
burzoazni pojem vetejné sféry ¢inil
ndarok na univerzalitu a racionalitu, ¢ini
si antipublikum ¢asto narok na piesny
opak, coz konkrétné ¢asto znamena pre-

ménu stavajiciho prostoru smérem k ji-
nym identitam a praktikam, jeho ,.zpo-
divnéni®, To je pochopitelné model sou-
¢asnych feministickych (i jinych) vystav-
nich projekta, které vyuzivaji umeélec-
kou instituci jako prostor pro jinou
formu divactvi a pro kolektivni artiku-
laci jdouci proti historickému sebevyslo-
veni i legitimité uméleckého prostoru,
tedy jako to, co Marion von Osten po-
psala jako ,tvorbu vystav jako strategii
proti publiku®.

Vystava si musi piedstavovat své publi-
kum, aby byla schopna vytvorit je i svét
¢i horizont kolem néj. Takze pokud jsme
spokojeni se svétem, jaky dnes mame,
meéli bychom pokracovat ve tvorbé ex-
pozic, na jaké jsme zvykli a opakovat for-
maty i obéZivo. Pokud ale se svétem,
v némz zijeme spokojeni nejsme, a to jak
z hlediska uméni nebo i v $ir$im geopo-
litickém smyslu, budeme muset tvorit
jiné vystavy a jiné subjektivity a pred-
stavivosti. Velka délici ¢ara nasi doby, jak
svého ¢asu formuloval Cornelius Casto-
riadis, nevede mezi riznymi funda-
mentalizmy, nebot ty se vSechny hlasi ke
stejnému scénari (ackoli s rtiznou pied-
stavou o tom, kdo nakonec zvitézi...), ale
mezi témi, kdo pfijimaji a tim padem
pomahaji aktivné udrzovat dominantni
spoletenské piedstavy, subjektivitu
a moznosti a témi, kteii to odmitaji
a ucastni se jinych predstav. Pro Casto-
riadise je spole¢nost imaginarnim sou-
borem instituci, praktik, viry a pravd,
ke kterym se se vSichni hlasime a tim je
neustale (re) produkujeme. Spole¢nost
a instituce jsou stejné tak fiktivni jako
funkéni. Instituce jsou soudasti symbo-
lickych siti a jako takové nejsou ani
pevné ani stabilni, ale neustale znovu
artikulované prosttednictvim planovani
a praxe. Ale tim, Ze se soustfedime na je-
jich imaginarni charakter, zjevné také
piiznavame, Ze je mozno si predstavit
i jiné spoletenské organizace a inte-
rakce:

Nahrazeni [souc¢asné spole¢nosti] -
k némuz sméfujeme, protoze po ném
touzime, a protozZe vime, Ze ostatni po
ném také touzi - ne proto, Ze takové jsou
historické zakonitosti, zadjmy proleta-
riatu ¢i osudy byti - dosazeni historie,
v jejimz ramci se spole¢nost nejen sama
zna, ale oteviené sama sebe ustavuje,
vyzaduje radikalni destrukci instituce
spole¢nosti, jak ji zndme dnes, v jejich



nejméné ocekavanych koutech a skuli-
nach, ktera muZe existovat jen jako
piedpoklad / pii¢emz vytvaii nejenom
nové instituce, ale i novy model institu-
cionalizovani a novy vztah spole¢nosti
a jednotliven k instituci.

Jde tim padem nejen o otazku zmény
instituci, ale i 0 zménu zpusobu, jakym
na instituci povySujeme; o to, jak mohou
byt subjektivita a piedstavivost riiznymi
zpusoby povySeny na instituci. Je toho
mozno dosdhnout zménou stavajicich
formatt a pribéhu jakoby ve zvlastnim
prostoru a (pie) psanim historii - de-
konstruktivnimi, stejné jako rekon-
struktivnimi projekty a tvorbou novych
formata, novym promyslenim struktury
a také celou skutec¢nosti vystavy. V kaz-
dém piipadé bych navrhoval, aby se ku-
ratorska ¢innost v budoucnu soustie-
dila na tyto tri klicové pojmy: Artiku-
lace, imaginace a kontinuita.

Pod pojmem artikulace bychom méli
chapat polohu projektu, jeho narativni
osy, uméleckych dél a reflexi od jeho
dvojiho publika a také jeho umisténi uv-
nit# i vné umeéleckého svéta. Vystava je
vzdy tvrzeni o stavu svéta a nejen o stavu
uméni, a jako takova je, at uz to piiznava
nebo nikoli, vZdy angazovana v konkrét-
nich svétech piedstav. Umélecké dilo je,
v nejlepsim pripadé, vyslovenim néé¢eho
stejné jako je reprezentaci nékoho; je na-
bidkou zpusobu, jak je véci mozno vidét,
ale pouze nabidkou, ne darem. Artiku-
lace je formulace vasi pozice a zamérn,
sdélenim toho kde se nachazite a kam
smérujete, stejné jako konceptem spole-
¢enstvi: muZete se pridat nebo také ne.
V kulturni tvorbé neni mozno oddélit
formu od obsahu, prostiedky od cila:
zpusoby osloveni artikuluji, nastavuji
polohu subjektu; to, kam smétujete i jak
se tam dostanete jsou jedna a ta sama
otazka. Z toho vyplyva, Ze ¢im vice je ar-
tikula¢ni element namahan, tim pro-
duktivnéj$i bude v ucasti na jinych
piedstavach a umistovani subjektu.

U imaginace bychom si podnéty méli
vzit z Castoriadise a jeho analyzy spolec¢-
nosti, ktera sebe sama tvori, zatimco
existuje prostiednictvim instituci. Je to,
jinak iefeno, otazka predstavit si jiny
svét a jeho prostirednictvim ustavit jiné
cesty k sebeustaveni a piedstavam. Je to
pochopitelné mozno vyjadiit i jinymi
slovy. Pro ucely nasi soucasné situace
muzeme také Fici: jiny svét je mozny

(pokud ho budeme chtit). Zadruhé, pied-
stavy jako artikulace maji pt#irozené
mnoho spole¢ného s procesy a moznost-
mi samotné umélecké produkce: nabid-
nout jiné predstavy, zptsoby vidéni
a ménit tak svét. Na umélecké dilo je sa-
mozi'ejmé mozno nahlizet jako na novy
zpusob ustaveni, tvorby a piedstavovani
si jinych svétd a moZnosti k vlastni
transformaci svéta: Institucionalizace
ktera je tvoirena prostirednictvim subjek-
tivity, spiSe nez sama vytvarejici subjek-
tivitu. MtiZze dosti neomalené, nabidnout
misto, z néhoz se mame divat (a vidét
véci jinak, prostiednictvim jiného svéta
piedstav).

Kontinuitou mame na mysli samotny
pracovni proces kuratorské ¢innosti
a to, jak se muZe jevit jako ztraceny
v opakovanich a trendech. Opakovani
muze byt namisto syceni trhu promé-
néno v kontinuitu, coz doslova znamena
délat to samé tak, aby vysledkem bylo
néco jiného, nikoli v konkrétnich pro-
duktech, ale z hlediska piedstav. Nena-
vrhuji jenom vyzkumnou praci ve stejné
oblasti nebo tématu, ale radikalizaci
a odpor k trhu prostiednictvim dlouho-
dobé planované ¢innosti. Nemam na
mysli pétilety plan, ale spiSe desetilety
plan; neustale uskuteénovat stejnou vy-
stavu se stejnymi umeélci. Predstavte si
nasledujici: stale dokola Zadate stejné
umeélce, aby se zuéastnili stejné téma-
tické vystavy, a namisto klouzani po po-
vrchu tak pronikli do hloubky tématu.
A kalnym vodam se vyhnete tim, ze od-
mitnete pozadavek na novost, na stale
nové vyznadovani teritoria - ,malba
nyni“! ,navrat politického uméni®, ,,pie-
hlidka nového ¢eského uméni®, atp. pri-
¢emz budete trvat na pripravé stale
stejné piehlidky, at uz putovni nebo ve
stejném mésté ¢i instituci. Mizete na-
mitnout, ze takto jiz mnoho kuratort
postupuje, bez ohledu na to, Ze by mohli
témata, scény a generace pravidelné
meénit; ale misto, abych tuto skute¢nost
popiral nebo skryval, navrhuiji jeji vyslo-
veni a pomoci této kontinuity, kterou si
sam vnucuji a kterou se sim proménuji,
se ponoiit hloubéji do produkce a mys-
leni umélei, stejné jako se umélci ponoii
do hloubi metod a mysleni kuratora
a doslova tak vytvorit- a at uz k dobrému
¢i zému - dlouhodoby vztah s tim, jak si
nékdo piedstavuje své publikum, vlivy
a komunitu. Vytvaieni publika je vytva-
fenim svéta. Znamena to také umoznéni
existence jinych...

The Felixe Jeneweiln
Gallery of the town

Kutna Hora

Authority: The Central Bohemian Region
Director: Mgr. Ales Rezler

History:
From 1993, the gallery obtained official

status as the City Gallery of Kutna Hora.
Since 1995, besides taking care of the col-
lection of the works of Felix Jenewein,
the gallery has been engaged in exhibi-
tion production and building a new col-
lection of contemporary art.

Collection:

The fond of Jenewein Collection com-
bines the heritage of the gallery with
contemporary practices and collecting
works which are presenting this elabo-
rated relationship.

Statement:

In order to alter script of the existing in-
stitutional practices for the City Gallery
in Kutna Hora, we need more, rather
then less reflection on the conception of
publics, and the contingencies and his-
tories of various modes of address. As I

will try to argue, all exhibition making
is the making of a public, the imagina-
tion of a world. It is therefore not a
question of art for art's sake or art for so-
ciety, of poetics or politics, but rather a
matter of understanding the politics of
aesthetics and the aesthetic dimension
of politics. Or put it another way, it is
the mode of address that produces the
public, and if one tries to imagine differ-
ent publics, different notions of stran-
ger relationality, one must also (re)con-
sider the mode of address, or, if you will,
the formats of exhibition making.
There not only exist public spheres (and
ideals thereof), but also counterpublics.
According to literary critic and social
theorist Michael Warner, counter-
publics can be understood as particular
parallel formation of a minor or even
subordinate character where other or
oppositional discourses and practices
can be formulated and circulated. Coun-
terpublics have many of the same char-
acteristics as normative or dominant
publics - existing as imaginary address,
a specific discourse and/or location, and
involving circularity and reflexivity -
and are therefore always already as
much relational as they are opposi-
tional. A counterpublics is a conscious
mirroring of the modalities and institu-
tions of the normative public, all be it in
an effort to address other subjects and
indeed other imaginaries. Where the
classic bourgeois notion of the public
sphere claimed universality and ration-
ality, counterpublics often claim the op-
posite, and in concrete terms this often
entails a reversal of existing spaces into
other identities and practices, a queer-
ing of space. This has indeed been the
model of contemporary feminist (and
other) project exhibitions that use the
art institution as a space for a different
notion of spectatorship and collective
articulation that runs counter to the art
space's historical self-articulations and
legitimations, what Marion von Osten
has described as "exhibition making as
a counter-public strategy".

An exhibition must imagine a public in
order to produce it, and to produce a
world around it - a horizon. So, if we are
satisfied with the world we have now, we
should continue to make exhibitions as
always, and repeat the formats and cir-
culations. If, on the other hand, we are
not happy with the world we are in, both
in terms of the art world and in a
broader geopolitical sense, we will have
to produce other exhibitions: other sub-
jectivities and other imaginaries. The
great division of our times is not be-
tween various fundamentalisms, since
they all ascribe to the same script (albeit
with a different idea of who shall win in
the end...), but between those who ac-
cept and thus actively maintain the
dominant imaginary of society, subjec-
tivity and possibility and those who
reject and instead partake in other imag-
inaries, as Cornelius Castoriadis once
formulated it. For Castoriadis, society is
an imaginary ensemble of institutions,
practices, beliefs and truths, that we all
subscribe to and thus constantly (re)pro-
duce. Society and its institutions are
as much fictional as functional. Institu-
tions are part of symbolic networks, and
as such they are not fixed or stable, but
constantly articulated through projec-
tion and praxis. But by focusing on its
imaginary character, he obviously also
suggests that other social organizations
and interactions can be imagined:

[The] supersession [of present society] -
which we are aiming at because we will it
and because we know that others will it
as well, not because such are the laws of
history, the interests of the proletariat or
the destiny of being - the bringing about
of a history in which society not only
knows itself, but makes itself as explicitly
self-instituting, implies a radical de-
struction of the known institution of so-
ciety, in its most unsuspected nooks and
crannies, which can exist only as posit-
ing / creating not only new institutions,
but a new mode of instituting and a new
relation of society and of individuals to
the institution.

It is thus not only a question of chang-
ing institutions, but of changing how we
institute; how subjectivity and imagina-
tion can be instituted in a different way.
This can be done by altering the existing
formats and narratives, as in the queer-
ing of space and the (re)writing of histo-
ries - that is, through deconstructive as
well as reconstructive projects, and by
constructing new formats, by rethinking
the structure and event of the exhibition
altogether. Either way, I would suggest
that curating in the future should cen-
ter around three key notions: Articula-
tion, Imagination, and Continuity.

By articulation we shall mean the posi-
tioning of the project, of its narratives
and artworks, and its reflection of its
dual public and placement both in and
out of the art world. An exhibition is al-
ways a statement about the state of the
world, not just the state of the arts, and
as such it is always already engaged in
particular imaginaries, whether or not
it claims to be so engaged. A work of art
is, at best, an articulation of something
as much as it is a representation of
someone; it is a proposal for how things
could be seen, an offering, but not a
handout. Articulation is the formula-
tion of you position and politics, where
you are and where you want to go, as
well as a concept of companionship: you
can come along, or not. In cultural pro-
duction, there is no separation possible
between form and content, between
means and ends: modes of address ar-
ticulate and situate subject positions,
and where you want to go and how you
get there are one and the same question.
Thus, the more clearly the articulatory
element is stressed, the more produc-
tive it will be in partaking in other imag-
inaries and subject positioning.

By imagination, we shall take our cue
from the thinking of Castoriadis, and
his analysis of society as self-created, as
existing through institutions. It is, as
stated, a question of imagining another
world, and thus instituting other ways
of being instituted and imagining, so to
speak. To say that other worlds are in-
deed possible. For our present situation,
we can also say: another art world is pos-
sible (if we want it). Secondly, the imag-
inary, as articulation, naturally has to
do with the processes and potentialities
of artistic production itself: to offer
other imaginaries, ways of seing and
thus changing the world. An artwork
can indeed be seen as new modes of in-
stituting, of producing and projecting
other worlds and the possibility for the
self-transformation of the world: An in-
stitutionalization that is produced
through subjectivity rather than pro-
ducing subjectivity. It can, quite bluntly,
offer a place from which to see (and to
see differently, other imaginaries).
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By continuity, we shall refer to the very
work processes of curating itself, and
how it can appear as lost in repetitions
and trends. Rather than feeding the
market, repetition could be trans-
formed into continuity, literally doing
the same in order to produce something
different, not in the products, but in the
imagination. I propose not only work-
ing in the same field or theme as a re-
searcher, but actually radicalizing this
aspect, as well as the resistance to the
market, by working on a long-term plan.
Not a five-year plan, but rather a ten-
year plan; constantly doing the very
same exhibition with the same artists.
Imagine this: constantly asking the
same artists to contribute to the same
thematic exhibition, thus going into the
depths of the matter rather than surfing
the surface. Indeed, going off the deep
end as it were, by refusing the demands
for newness, for constantly new (re)ter-

ritorializations - "painting now!". "the re-
turn of the political", "new Czech art
show", etc. - and insisting on working on
the very same show, whether it is travel-
ing or within the same institution or
city. Now, one could argue that this is
what a lot of curators are already doing,
regardless of the fact that they might
change topics, scenes and generations
regularly; but rather than dismissing or
hiding this fact, I would suggest articu-
lating it, and through this self-imposed
and self-transformative continuity,
going deeper into the artists' produc-
tion and thinking, as the artists then
would with the curator's thinking and
methods, as well as developing - quite lit-
erally, and for better or for worse - long-
term relationships with one's imagined
audience, constituency and/or commu-
nity. Producing a public is making a
world. It is also making other ones pos-

sible...

Oblastni galerie
VysocCiny v Jihlave

Zrizovatel: Kraj Vysoc¢ina
Reditel: Mgr. Ale$ Seifert
Kuratorka: PhDr. Jana Beckova

Historie:

Oblastni galerie Vyso¢iny byla ztizena
pocatkem 50. let jako krajska galerie
a roku 1958 vélenéna do Krajského vlas-
tivédného tstavu. Znovu osamostatnéna
jako Oblastni galerie Vyso¢iny byla v ro-
ce 1960. V roce 1964 byla umisténa v re-
konstruovaném pamatkovém objektu,
kde sidli podnes. V roce 1989 byl na Ma-
sarykové namésti veiejnosti zpristup-
nén dalsi objekt se stalou expozici. Obé
galerijni budovy jsou vyznamnymi ukaz-
kami renesanéni patricijské architek-
tury Jihlavy z 16. stoleti.

Sbirky:

Sbirka ¢eského uméni 19. stoleti zachy-
cuje formalni i ndAmétové promény na-
$eho figurativniho uméni i krajinomalby
v minulém stoleti. Kolekce ¢eského
uméni prvni poloviny 2o. stoleti sleduje
jak nastup a promény ceské avantgardy,
tak i tradicionalné zamétrené uméni. Pro
druhou polovinu 20. stoleti je tézisté
sbirky predev§im v umélecké tvorbé 60.
let. Sbirka regionalniho umeéni na Vyso-
¢iné mapuje vytvarné umeéni v oblasti
Ceskomoravské vysoé¢iny, zejména v 2. po-
loviné 20. stoleti, s dtirazem na Jihlavsko.

Rozhovor:

Vynatek z konverzace mezi kuratorkou
Janou Bec¢kovou (JB) a ieditelem galerie
AleSem Seifertem (AS).

JB: Kdysi existovalo uméni, které bylo
koncipovano pro muzeum a samotna
skute¢nost, Ze muzea vypadaji jako mau-
zolea, nam vlastné muze odhalit postoj,
ktery jsme k uméni zastavali v minu-
losti. Byla to forma vzdavani pocty
mrtvym. Nevim, kolik dnes jesté existuje
dél z minulosti, které je t¥eba vystavovat
nebo respektovat. Ale kdyz budeme ho-
vorit o dilech, ktera se produkuji v po-
slednich nékolika letech a budou se
produkovat v nejblizs$i budoucnosti, pak
je pojeti muzea zcela irelevantni. Rada
bych sledovala otazku prostiedi umélec-
kého dila, jaky typ dila se produkuje
dnes a kde je nejlepsi je vystavit jinde
nez v muzeu nebo jeho miniaturnim
protéjsku, v galerii.
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AS: Piipada mi, Ze existuje postoj, ktery
inklinuje k mcluhanismu, a tento postoj
by mél tendenci pohliZet na muzeum
jako na prazdnou stavbu. Domnivam se
vSak, Ze prazdnota implikovana v
muzeu je ve skuteénosti jednou z jeho
hlavnich kladi, a to by si méli vSichni
uvédomit a zdtraznit to. Muzeum ma
sklon vyludovat Zivotodarny postoj. Zda
se v8ak, ze dnes pievlada tendence sna-
zit se véci v muzeich ozivit, a Ze cela
myslenka muzea jako by smérovala k ja-
kémusi specidlnimu typu zabavy. Ma
stale vic aspektt diskotéky a stale méné
aspektt uméni. A proto si myslim, Ze to
nejlepsi, co se da o muzeich ¥ici, je, Ze co
se tyce aké¢énosti, muzea jsou vlastné
anulujici, a to je podle mne jejich hlavni
piednost. Zda se, ze vase stanovisko se
tyka spise toho, co se d&je. Mne vétsinou
zajima to, co se nedéje, ona oblast mezi
udalostmi, které by se dalo Fict mezera.
Tato mezera existuje v bezbarvych a
prazdnych oblastech ¢i prostiedich, na
ktera se nikdy nedivame. Muzeum véno-
vané jinému druhu prazdnoty by se dalo
rozvinout. Prazdnotu lze definovat fak-
tickou instalaci uméni. Instalace by mély
mistnosti vyprazdiiovat, a ne vypliovat.
JB: Muzea délaji stale vétsi astupky mys-
lence propojenosti uméni s Zivotem.
S jejich verzi neni v poiadku to, Ze nabi-
zeji zivot v konzervé, jakousi estetizova-
nou ilustraci Zivota. ,Zivot* v muzeu je
jako milovani na hibitové. P¥itahuje mé
myslenka vSechna muzea vyklidit a po-
nechat jen ta, ktera jsou lépe navrzena,
jako napiiklad Guggenheimovo, protoze
existuji jako sochy, dila jako takova, jsou
pro vetejnost skoro uzaviena. Byl by to
zasluzny ¢in vzhledem k jejich funkei
mauzolea. Jenze takovy ¢in by piipravil
spoustu umélct o praci... Zajimalo by
mag, jestli neexistuje néjaka alternativa
na periferii Zivota a uméni, v oné mar-
ginalni a stinové zéné, o které jste tak
vymluvné hovoiil, na okraji mést, podél
velkych dalnic s jejich vyspami super-
marketd a nakupnich stredisek, neko-
ne¢nych hromad diivi, domt proda-
vanych za snizenou cenu; jestli to neni
ten svét minimalné pro vas. Umite si
piedstavit, Ze byste pracoval v takovém
prostiedi?

AS: Jsem tak vzdaleny od svéta, ze mi
piipada az neskute¢né, kdyz se do néj
vydam, takze to, Ze se zZivota piimo ne-
Gc¢astnim, mé fascinuje, protoze jsem si
jisty odstupem od néj a nechci v ném
Zit. Je to spi$ aspekt ¢asu. Je to budouc-
nost - martanska krajina. Odstupem
myslim védomi bez sebeprojekce. Mys-
lim, Ze nékteré symptomy toho, co se
déje v prostoru budovy muzea, se svym
zpusobem odrazeji v podzemnim mu-
zeu Philipa Johnsona, které do jisté
miry pohtbiva abstraktni druhy umeéni
v jiném druhu abstrakce, a ve skuteé-
nosti se tak stdva negaci negace. Jsem
pro pokracovani v tomto typu odstupu a
odstranovani a myslim, ze Johnsonuv
projekt pro Ellis Island je zajimavy v
tom, Ze ziska taméjsi budovu z 19. stoleti
a udéla z ni ruinu; on sam tvrdi, Ze
ruiny stabilizuje, a rovnéz buduje kru-
hovou budovu, ktera je vlastné jen sta-
bilizovanym prazdnem. Tento trend je
vidét vSude, ale vSichni stale tak trochu
vahaji, kdyz se maji vzdat svych Zivoto-
darnych postojii. Radi by mezi obéma
nasli néjakou rovnovahu. Kdyz mate
happening, nemuzete mit absenci hap-
peningu. Musi existovat tento dualis-
mus, ktery, obavam se, narusuje Fadu
mys$lenek humanismu a jednoty. Mys-
lim, Ze oba tyto nazory, jednota a dualis-
mus, se nikdy nesloudi, ale Ze jsou oba
platné; zaroven vSak davam prednost
dualismu v rozmanitosti.

JB: Existuje jesté jedna alternativa. Zmi-
nil jste se, zZe si chcete vybudovat vlastni
pomnik v Krkonosich nebo mozna v Ta-
trach. Cim dal by byl, tim nep¥istupnéjsi
by byl, a o to vic by to bylo uspokojivé.
Je to tak?

AS: Myslim, ze nakonec by to bylo zkla-
mani pro vSechny véetné mne. Ale i sa-
motné zklamani ma ziejmé své moz-
nosti.

JB: Trapi mé nedostatek krajnosti v na-
$ich nazorech. Ja napiiklad musim ¢asto
délat spolecenské kompromisy ve svych
kuratorskych projektech, zatimco vy a
ostatni, ktei'i mozna mate namitky proti
muzeim, v nich piesto dal vystavujete.
AS: Krajnost muize také existovat ve zby-
teénych kontextech a mné pripada to,
co je zbyte¢né, piijatelnéjsi nez to, co je
ryzi. P¥ipada mi, ze kazda tendence k
¢istoté také predpoklada, Ze je tieba né-
¢eho dosahnout, a to znamena, ze umé-
ni ma néjaky smysl. Myslim, ze souhla-
sim s Flaubertovou myslenkou, Zze umé-
ni je honba za zbyte¢nostmi, a ¢im zby-
te¢néjsi véci jsou, tim vic se mi libi,
protoze ja nejsem zatiZzen Ccistotou.
Vlastné si cenim lhostejnosti. Myslim, ze
ma estetické moznosti. Jenze vétSina
umélct je vSechno, jen ne lhostejni; usi-
luji o vS8echno - chtéji se zapalit a hotet.
JB: Mate rad dila z vosku?

AS: Ne, nemam rad dila z vosku. Jsou az
piilis ziva. Véci z vosku se opét vztahuji
k zivotu, a kde je p#ili§ mnoho Zivota,
naznacuje to smrt. Myslim, Ze nové
hrobky se budou muset vyvarovat jaké-
hokoli naznaku zivota nebo smrti.

JB: Jako Vitkovsky monument?

AS: Ano, to je slovanska tradice.

JB: KdyZ budeme realisty, tak vy piece
nikdy neseZenete nikoho, kdo by inves-
toval dost penéz do mauzolea - mauzo-
lea prazdnoty, nicoty - i kdyz by mohlo
byt nejpoeti¢téjsim vyjadienim vaseho
stanoviska. Nikdy neseZenete nikdo, kdo
by zaplatil, aby Guggenheimovo mu-
zeum zustalo cely rok prazdné, i kdyz
mneé to pripada jako izasny napad.

AS: Asi mate pravdu. Myslim, Ze v pod-
staté je to prazdny navrh. Ale... jednou
piijde renesance pohiebniho umeéni.
Nase stard muzea jsou plna fragmenti,

tlomktl a kouskti evropského umeéni.
Byly vytrzeny z celych uméleckych sta-
veb a nové ohodnoceny a roztiidény. Tii-
déni uméni na malirstvi, architekturu a
sochatstvi mi p¥ipada jako jedna z nej-
nestastnéjSich véci na svété, ke které
doslo. Dnes se vSechny tyto kategorie
déli na dalsi kategorie a je to jako neko-
nec¢na lavina kategorii. Mate zhruba ¢ty-
Ficet rtiznych druha formalismu a asi
sto riiznych druhti expresionismu. Mu-
zeim jsou vnucovany jaksi paralyzované
pozice a myslim, Ze to ani nechté&ji pti-
jmout, a tak udélala mytus z akce, mytus
ze vzru$eni, a dokonce se mluvi i o zaji-
mavych prostorech. Vytvareji zajimavé
prostory a tak podobné. Nikdy jsem ne-
vidél vzrusujici prostor. Nevim, co je to
prostor. Piesto se mi libi zbyte¢nost
muzea.

JB: Ale domnivate se, Ze se vzdaluje zby-
tecnosti a piiklani se k uzite¢nosti.

AS: Uzite¢nost a uméni nemaji nic spo-
le¢ného.

JB: Tieba smérem k vzdélavani. Na jed-
né strané se domnivam, Ze se paradoxné
vzdaluje od skute¢né plnosti k frasce
plnosti. Jelikoz jeho smyslem je byt
vidycky estetické (kosmetické), jeho
smysl plnosti je aristokraticky - snazi se
shromazdit vSechny ,,dobré“ objekty a
mySlenky pod jednu stiechu, aby se na
ulici nepromarnily a nezdegenerovaly.
Znamena to obohaceni ducha. Vyssi
tridy dnes maji v pojeti muzea jasno, at
uz si to spravci muzei pieji nebo ne, a to
prosté se soucasnosti nema nic spole¢-
ného. Jednou jsem napsala, ze tohle je
zemé vice ¢i méné kultivovanych vo-
riskti. Moje plnost a vase prazdnost se
na né aplikovat neda.

AS: Myslim, Ze jste se dotkla velice zaji-
mavé oblasti. Jako by celé uméni bylo
svym zpuisobem jen o tom, co ma jakou
hodnotu, a zda se, Ze lidé pocituji velkou
potfebu prifazovat hodnoty a nalézat
dualezité hodnoty. To ale vede k mnoha
kategoriim hodnot a nehodnot. Myslim,
Ze to ukazuje nejriiznéjsi poruchy, pras-
kliny a nesmyslnosti. Ale nemam moc
velky zadjem je napravovat nebo délat
véci néjakym idedlnim zptisobem. Mys-
lim, Ze tu mame vSechno - nezavislost v
dobrém i ve zlém. Kategorie ,dobrého
uméni® a ,$patného umeéni® patii do sys-
tému hodnot zbozi.

JB: Jak jsem uz tekla, celite spolecen-
skému tlaku, ktery je tézko slucitelny
s va$imi my$lenkami. V soucasnosti jsou
galerie a muzea pro umélce a jejich dila
stale primarni agenturou ¢&i ,trhem®
A jak univerzity a federalni vzdélavaci
programy financuji kulturu tim, Ze bu-
duji stale dalsi muzea, vidite rozvijejici
se obraz sou¢asného mecenasstvi. Proto
je vase zapojeni ,vystavnich lidi%, i kdyz
jsou tfeba piiznivé naladéni, odsouzeno
k neuspéchu, at uz zaujmete jakékoli
stanovisko k nehodnoté své ¢innosti.
Kdyz teknete, neni to ani dobré, ani
$patné, feknou obchodnici a kuratoii,
kteti jsou majiteli a podporuji vas
osobné, pravy opak anebo ho naznaci
tim, co s tim udélaji.

AS: Soucasné mecenasstvi je stale veiej-
né&jsi a stale méné soukromé. Dobry a
$patny jsou moralni hodnoty. My potie-
bujeme estetické hodnoty.

JB: Jak mutize potom byt vase stanovisko
jiné nez ironické? Vnucuje vam piinej-
mensim skepsi. Jak z vas mtize byt néco
jiného nez potmésily filozof - ¢lovék
s pobavenym usmeévem na tvari, jehoz
kazdicky ¢in je zvyraznén kurzivou?
AS: Inu, myslim, Ze humor je zajimava
oblast. Druhy humoru jsou ¢eskému
temperamentu zna¢né cizi. Jako by ¢esky
temperament neumél spojit umeéni



s humorem. Humor neni povazovan za
seriézni. Mnoha strukturalni dila jsou
skute¢né témér k popukani. Ta hlou-
péjsi jsou na hranici konkrétniho hu-
moru, a tak mi celd ta my$lenka mauzo-
lea vlastné pi#ipada velmi humorna.

JB: Mneé pripada velmi smysluplné nase
piirovnani Guggenheimova muzea po-
moci intestindlni metafory k ,odpad-
nimu systému®, jak jste je nazval. Ale
samoziejmé nejde o nic jiného nez o
dalsi ospravedlnéni muzedlniho ¢lo-
véka, muzealniho publicisty, muzeal-
niho kritika. Misto maximalni vaZznosti
je to maximalni humor.

AS: Maximalni vaznost a maximalni
humor je totéz.

JB: Nicméné jakmile zac¢nete pusobit v
kulturnim kontextu, at uz je to kontext
skupiny umélcii a kritiket nebo hmotny
kontext muzea ¢i galerie, automaticky
spojujete tuto nejistou identitu s né¢im
jistym. Nékdo tomu piiradi nové kate-
goriza¢ni jméno, obvykle variantu néja-
kého starého, a tim pokracuje ve své
rodové linii ¢i rodinném systému, takze

to ptisobi vérohodné. Béznym osudem
novinky je, Ze ji ospravedlni dé&jiny. Vase
stanovisko je proto ironické.

AS: Rekl bych, 7e v sobé ma ur¢ité roz-
porné vidéni. Je to v podstaté nesmyslné
stanovisko. Ale myslim, Ze najit okam-
zité néjaky smysl omezuje moznosti.
Myslim, Ze ¢im vice smysla, tim lépe -
zkratka nekone¢né mnozstvi nazort a
smysli.

JB: Uz tenhle samotny rozhovor je iro-
nicky v tom, Ze funguje v kulturnim
kontextu, v kontextu vytvarné publi-
kace naptiklad, a dava smysl jen v tomto
kontextu. Ja v posledni dobé zastavam
nazor, ze existuji jen dvé vychodiska -
jedno naznacuje maximum necinnosti;
tomu Fikdm ,myslenkové uméni®,
uméni, o kterém se obvykle jen tu a tam
diskutuje, ale nikdy se nerealizuje; a
druhé spoé¢iva v maximu neustalé ¢in-
nosti, ktera ma nejistou estetickou hod-
notu a umistuje se stranou kulturnich
instituci. V okamziku, kdy za¢neme pii-
sobit mezi témito dvéma extrémy, tak
nds povési (v muzeu).

The Regional Gallery of
the Highlands in Jihlava

Authority: The Czech Highlands Region
Director: Mgr. Ales Seifert
Curator: PhDr. Jana Beckova

History:

The Regional Gallery of the Bohemian-
Moravian Highlands was set up in the
early 1950s as a regional gallery and in
1958 was incorporated into the Regional
Institute of Local History. It returned to
its independent status in 1960. In 1964 it
moved to a reconstructed historical
building, its home until this day. The
new premises on Masaryk Square, hous-
ing a permanent exhibition, was
opened to the public in 1989. Both build-
ings are excellent examples of patrician
Renaissance architecture in 16th-cen-
tury Jihlava.

Collection:

The collection of 19" century Czech art
acquaints the visitor with the transfor-
mations of form and motives in Czech
figurative and landscape painting of
that period. The collection of Czech art
from the first half of the 20'"-century
presents not only the onset and trans-
formations of the Czech avantgarde, but
also more traditional art. The collection
of regional art in the gallery provides a
picture of visual art in the region of the
Bohemian-Moravian Highlands, espe-
cially in the second half of the 20" cen-
tury, with an emphasis on Jihlava and
its surroundings. Contemporary art-
works are being collected continually.

Interview:

From a conversation between curator
Jana Bec¢kova (JB) and museum director
Ales Seifert (AS).

JB: There was once an art which was
conceived for the museum, and the fact
that the museum look like mausolea
may actually reveal to us the attitude
we've had to art in the past. It was a
form of paying respect to the dead. Now,
I don't know how much more work
there is available from the past that has
to be displayed or respected. But if we're
going to talk about the works being pro-
duced in the last few years, and which
are to be produced in the near future,

then the concept of the museum is com-
pletely irrelevant. I should like to pur-
sue the question of the environment of
the work of art; what kind of work is
being done now; where is it best dis-
played, apart from the museum, or its
miniature counterpart, the gallery.

AS: Well, it seems to me that there is an
attitude that tends toward McLuhanism,
and this attitude would tend to see the
museum as a null structure. But I think
the nullity implied in the museum is ac-
tually one of its major assets, and that
this should be realized and accentuated.
The museum tends to exclude any kind
of life-forcing position. But it seems that
now there's a tendency to try to liven
things up in the museums, and that the
whole idea of the museum seems to be
tending more toward a kind of special-
ized entertainment. It's taking on more
and more the aspect of a discothéque
and less and less the aspect of art. So, I
think that the best thing you can say
about museums is that they really are
nullifying in regard to action, and I
think that this is one of their major
virtues. It seems that your position is
one that is concerned with what's hap-
pening. I'm interested for the most part
in what's not happening, that area be-
tween events which could be called the
gap. This gap exists in the blank and
void regions or settings that we newer
look at. A museum devoted to different
kind of emptiness could be developed.
The emptiness could be defined by the
actual installation of art. Installations
should empty rooms, not fill them.

JB: Museums tend to make increasing
concessions to the idea of art and life as
being related. What's wrong with their
version of this is that they provide
canned life, an aestheticized illustration
of life. "Life" in the museum is like mak-
ing love in a cemetery. I am attracted to
the idea of clearing out the museums
and letting better designed ones like the
Guggenheim exist as sculptures, as
works, as such, almost closed to people.
It would be a positive commitment to

their function as mausolea. Yet, such an
act would put so many artists out of
business. ...Iwonder if there isn't an al-
ternative on the fringes of life and art,
in that marginal or penumbral zone
which you've spoken so eloquently of, at
the edges of cities, along vast highways
with their outcroppings of supermar-
kets and shopping centers, endless lum-
beryards, discount houses, whether that
isn't the world that's for you at least. I
mean, can you imagine yourself work-
ing in that kind of environment?

AS: I'm so remote from that world that
it seems uncanny to me when I go out
there; so not being directly involved in
the life there, it fascinates me, because
I'm sure of a distance from it, and I'm
not interested in living there. It's more
of an aspect of time. It is the future - the
Martian landscape. By a distance, I
mean a consciousness devoid of self-pro-
jection. I think that some of the symp-
toms as to what's going on in the area of
museum building are reflected some-
what in Philip Johnson's underground
museum, which in a sense buries ab-
stract kinds of art in another kind of ab-
straction, so that it really becomes a
negation of a negation. I am all for a per-
petuation of this kind of distancing and
removal, and I think Johnson's project
for Ellis Island in New York is interest-
ing in that he's going to gut this nine-
teenth-century building and turn it into
a ruin, and he says that he's going to sta-
bilize the ruins, and he's also building
this circular building which is really
nothing but a stabilized void. And it
seems that you find this tendency every-
where, but everybody is still a bit reluc-
tant to give up their life-forcing
attitudes. They would like to balance
them both. But, I think, what's interest-
ing is the lack of balance. When you
have a exhibition you can't have an ab-
sence of exhibition. There has to be this
dualism which I'm afraid upsets a lot of
ideas of humanism and unity. I think
that the two views, unity and dualism,
will never be reconciled and that both
of them are valid, but at the same time,
I prefer the latter in multiplicity.

JB: There is another alternative. You
mentioned building your own monu-
ment, up in Krkonose, perhaps, or in
the Tatras. The more remote it would
be, the more inaccessible, perhaps the
more satisfactory. Is that true?

AS: Well, I think ultimately it would be
disappointing for everybody including
myself. Yet the very disappointment
seems to have possibilities.

JB: What disturbs me is the lack of ex-
tremity in either of our positions. For
instance, I must often make social com-
promises in my exhibitions, while, sim-
ilarly, you and others who might object
to museums nevertheless go on working
and directing in them.

AS: Extremity can exist in a vain context
too, and I find what's vain more accept-
able than what's pure. It seems to me
that any tendency toward toward purity
also supposes that there's something to
be achieved, and it means that art has
some sort of point. I think I agree with
Flaubert's idea that art is the pursuit of
the useless, and the more vain things
are the better I like it, because I'm not
burdened by purity. I actually value in-
difference. I think it's something that
has aesthetic possibilities. But most
artists are anything but indifferent;
they're trying to get with everything,
switch on, turn on.

JB: Do you like wax works?

AS: No, I don't like wax works. They are

actually too lively. A wax-work thing re-
lates back to life, so that actually there's
too much life there, and it also suggests
death, you know. I think the new tombs
will have to avoid any reference to life or
death.

JB: Like the Vitkov Monument ?

AS: Yes, it's a Bohemian tradition.

JB: Realistically speaking, you'll never
get anybody to put up the dough for a
mausoleum - a mausoleum to empti-
ness, to nothing - though it might be the
most poetic statement of your position.
You'll newer get anyone to pay for the
Guggenheim to stay empty all year,
though to me that would be a marvelous
idea.

AS: 1 think that's true. I think basically
it's an empty proposal. But ... eventually
therell be a renaissance in funeral art.
Actually, our older museums are full of
fragments, bits and pieces of European
art. They were ripped out of total artis-
tic structures, given a whole new classi-
fication and then categorized. The
categorizing of art into painting, archi-
tecture and sculpture seems to be one of
the most unfortunate things that took
place. Now all these categories are splin-
tering into more more categories, and
it's like an interminable avalanche of
categories. You have about forty differ-
ent kinds of formalism and about a hun-
dred different kinds of expressionism.
The museums are being driven into a
kind of paralyzed positions, and I don't
think they want to accept it, so they've
made a myth out of action; they've made
a myth out of excitement; and there's
even a lot of talk about interesting
spaces. They're creating exciting spaces
and things like that. I never saw an ex-
citing space. I don't know what a space
is. Yet, I like the uselessness of the mu-
seum.

JB: But on the one side you see it mov-
ing away from uselessness toward use-
fulness.

AS: Utility and art don't mix.

JB: Toward education, for example. On
the other side, paradoxically. T see it
moving away from real fullness to a bur-
lesque of fullness. As its sense of life is
always aesthetic (cosmetic), its sense of
fullness is aristocratic: it tries to assem-
ble all "good" objects and ideas under
one roof lest they dissipate and degen-
erate out in the street. It implies an en-
richment of the mind. Now, high class
(and the high-class come-on) is implicit
in the very concept of a museum,
whether museum administrators wish
it or not, and this is simply unrelated to
current issues. I wrote once that thisis a
country of more or less sophisticated
mongrels. My fullness and your nullity
have no status attached to them.

AS: I think you touched on an interest-
ing area. It seems that all art is in some
way a questioning of what value is, and
it seems that there's a great need for
people to attribute value, to find a sig-
nificant value. But this leads to many
categories of value or no value. I think
this shows all sorts of disorders and
fractures and irrationalities. But I don't
really care about setting them right or
making things in some ideal fashion. I
think it's all there - independent of any
kind of good or bad. The categories of
"good art" and "bad art" belong to a com-
modity value system.

JB: As I said before, you face a social
pressure which is hard to reconcile with
your ideas. At present, galleries and mu-
seums are still the primary agency or
"market" for what artists do. As the uni-
versities and national education pro-
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grams finance culture by building even
more museums, you see the developing
picture of contemporary patronage.
Therefore, your involvement with "exhi-
bition people,"” however well - meant
they are, is bound to defeat whatever po-
sition you take regarding the non-value
of your activity. If you say it's neither
good nor bad, the dealers and curators
who appropriate it, who support you
personally, will say or imply the oppo-
site by what they do with it.

AS: Contemporary patronage is getting
more public and less private. Good and
bad are moral values. What we need are
aesthetic values.

JB: How can your position then be any-
thing but ironic, forcing upon you at
least a skepticism. How can you become
anything except a kind of sly philoso-
pher - a man with a smile of amusement
on your face, whose every act is itali-
cized?

AS: Well, I think humor is an interesting
area. The varieties of humor are pretty
foreign to the Czech temperament. It
seems that the Czech temperament
doesn't associate art with humor.
Humor is not considered serious. Many
structural works really are almost hilar-
ious. You know, the dumber, more stu-
pid ones are really verging on a kind of
concrete humor, and actually I find the
whole idea of the mausoleum very hu-
morous.

JB: Our comparison of the Guggenheim,
as an intestinal metaphor, to what
you've called a "waste system" seems
quite to the point. But this off course is
nothing more than another justification
for the museum man, for the museum

publicist, for the museum critic. Instead
of high seriousness it's high humor.

AS: High seriousness and high humor
are the same thing.

JB: Nevertheless, the minute you start
operating within a cultural context,
whether it's the context of a group of
artists and critics or whether it's the
physical context of the museum or
gallery, you automatically associate this
uncertain identity with something cer-
tain. Someone assigns to it a new cate-
gorical name, usually a variant of some
old one, and thus he continues his line-
age or family system which makes it all
credible. The standard fate of novelty is
to be justified by history. Your position
is thus ironic.

AS: T would say that it has a contradic-
tory view of things. It's basically a point-
less position. But I think to try to make
some kind of point right away stops any
kind of possibility. I think the more
points the better, you know, just an end-
less amounts of points of view.

JB: Well, this talk itself is ironic in that it
functions within a cultural context,
within the context of a arts publication,
for instance, and makes its points only
within that context. My opinion has
been, lately, that there are only two outs:
one implying a maximum of inertia,
which I call "idea" art, art which is usu-
ally only discussed now and then and
never executed; and the other existing
in a maximum of continuous activity,
activity which is of uncertain aesthetic
value and which locates itself apart
from cultural institutions. The minute
we operate in between these extremes
we get hung up (in a museum).

Slovacké muzeum
v Uherském Hradisti

Ztizovatel: Zlinsky kraj
Reditel: PhDr. Ivo Frolec

Kuratorky: PhDr. Milada Frolcova, Mgr. Marie Martykanova

Historie:

Galerie Slovackého muzea v Uherském
Hradisti ma své sidlo v barokni budové
byvalé vojenské zbrojnice z roku 1723. V
roce 1955 nastoupil do Slovackého
muzea historik uméni PhDr. Vilém Jtza
(do funkce teditele) a rozhodl se vybu-
dovat galerii vytvarnych umeéni. Od 21.
Fijna 1962 slouzi Galerie Slovackého
muzea vefejnosti. V sou¢asné dobé ma
Galerie Slovackého muzea k dispozici t#i
vystavni saly pro kratkodobé vystavy a
jeden (v pavodnim ptdnim prostoru)
slouzi jako stala expozice ,,Uméni jihovy-
chodni Moravy®. Vystavni programy jsou
sestavovany v §irokém zabéru mnoha vy-
tvarnych disciplin, rtznych ¢asovych
obdobi a provenience.

Sbirky:

Sbirka Galerie Slovackého muzea obsa-
huje ptes 7000 kusti artefaktt vzniklych
od 17. stoleti az do soudasnosti.

Prohlaseni:

Kdyz dojde na otazky ohledné naseho
institucionalni postaveni a toho, jak
fungujeme a piemyslime, my zde v
Uherském Hradisti sméiujeme nas
zajem k FeSeni problémii, vychazejicich
ze skute¢né dichotomického rozstépeni
institucionalni kritiky, které vyustilo v
to, co bychom mohli nazvat "nestastnym
védomim". Hegel nazval takto rozpol-
cené védomi "nestastnym védomim,"
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nebot ve chvili, kdy neexistuje jednota
mezi vlastnim ja a "jinym', je vlastni ja v
konfliktu samo se sebou. Toto "nestastné
védomi" institucionalni kritiky je insti-
tucionalni védomi, které si samo sebe
uvédomuje jako vnit¥né rozpolcené a
neschopné smitit se se svym "jinym" -
institucionalnim systémem. Na druhou
stranu nerozpolcené védomi by bylo du-
alnim védomim vlastniho ja, které by
vneslo harmonii pravé mezi vlastni ja a
to "jiné". V nasem ¢lanku chceme doka-
zat, Ze to, co stoji za "nestastnym védo-
mim" institucionalni kritiky, je perfor-
mativni kontradikce dne$ni moderni
spole¢nosti, ktera zabranuje vzniku této
jednoty.

Ovsem zde je na misté otazka: co kdyz
toto naprosto nezavislé postaveni insti-
tucionalni kritiky (mimo jakoukoli insti-
tuci) neni mozné; co kdyz ¢lovék miize
vyslovit relevantni sdéleni jen tehdy,
kdyz mluvi z pozice ur¢itého institucio-
ndalniho ramece (at uz silného nebo sla-
bého)? Znamena to snad, ze jakakoliv
institucionalni kritika se nachazi ve
stavu dvoji dialektiky a je vzdy jiz sebe
sama legitimizujici a sebou samou legi-
timovana, tudiZ silnd, avSak sporna
v tom, Ze v sobé zahrnuje i oposi¢ni ne-
dostatky, pravé proto, ze spoléha na
svou sobé legitimovanou silu? Ustied-
nim paradoxem institucionalni kritiky
je to, Ze se na prvni pohled zda, jako by

takovato situace naznacovala, ze kvuali
dané performativni kontradikci je jaka-
koli institucionalni kritika vzdy jiz ne-
mozna, Ze je predpokladanou kontra-
dikci uvniti sebe sama a acéastnici dis-
kuse jsou v ni uvéznéni, nebot popiraji
moznost komunikace a porozuméni si.

Ovsem i kdyby tomu tak bylo, mélo by se
diskutovat o moznostech piipadnych ji-
nych smért v prechodové institucio-
nalni kritice v kontextu zemi vychodni a
také jihovychodni Evropy.

A ted dobra zprava: na ¢em bychom si
mohli 1épe ukazat, Ze institucionalni
kritika je mozna a stale Zije, nez na sku-
te¢nosti, Ze jednotlivci i komunity stale
vybocuji ze spole¢nosti, hodnoti ji a op-
ro$tuji se od ideologii. Skrze zpochybrio-
vani a hledani pravdy usiluji tito "rebe-
lové" o jakousi institucionalni emanci-
paci. Pokud se snazime obnovit potiebu
institucionalni kritiky v post-socialistic-
kém kontextu z této perspektivy, na-
vzdory v8em kontradikcim, stane se
kli¢ovou otazka, z jaké politické nebo
spolecenské pozice bude institucionalni
kritika promlouvat (a bude daleko zava-
7né&jsi nez kterakoliv profesionalni po-
zice). Diky krizi legitimity a statni moci
béhem piechodného obdobi, byla insti-
tuciondlni kritika mozna v obecné&jsim
a politickém smyslu, nejen tedy v oblasti
uméni ¢i kulturnich instituci. Tudiz je
nyni stale podstatnéjsi to, zda je institu-
cionalni kritika chapana jako:

1) Individualni pozice umélce, kritika
uméni, nebo tviirce kultury; 2) Pozice sa-
mostatné organizované komunity tvir-
ca kultury; 3) Neo-liberalni vladni
pozice; 4) Konzervativni (nacionalis-
ticka) kritika nebo; 5) Nevladni, demo-
kraticka organizace v ob¢anské spolec-
nosti.

Je nutno zdutraznit, Ze a¢koliv kazda ze
zminénych pozic ma jiny vychozi bod,
nékteré z jejich cilt se navzajem pre-
kryvaji a proplétaji. Institucionalni kri-
tika muZze mit na spole¢nost relevantni
dopad jen jako celek, pokud si jsou
ovSem zprostiredkovatelé institucionalni
kritiky védomi toho, Ze jejich otazky
jsou formulovany z jisté institucionalni
platformy.

Komplikovanéjsim piedpokladem je vsak
to, Ze obecné cile mohou svést dohro-
mady ruzné tabory institucionalni kri-
tiky. Védomi vlastniho ja v sobé
obsahuje jakousi rozdilnost, v niz si je
vlastni ja védomo i toho, co je od néj od-
lisné. Védomi sebe sama na strané insti-
tucionalni kritiky je rozporuplné, nebot
si je védomo jak stejnosti, tak jinakosti.
Kontradikce vladni racionality, samos-
tatného vladnuti a samostatné organi-
zace jsou jen nékteré z mnoha téchto
kontradikci. Zakladnim tukolem kazdé
vlady je to, jak vladnout, ale ne piilis,
¢ili, jak to formuloval Michel Foucault:
"Podezi'eni, ze ¢lovék vidy riskuje, ze
bude vladnout az moc, v sobé obsahuje
otazku: Pro¢ vlastné musime vlad-
nout?... Jinymi slovy, co zapii¢inuje po-
trebu existence vlady a jaké cile by méla
tato s ohledem na spole¢nost sledovat,
aby ospravedlnila svou existenci?" Podle
Foucaulta nevyzaduje "uméni vlady"
zadné zobecnéné rozliSeni mezi ra-
znymi vladnimi systémy. "Misto toho,
abychom z rozdilti mezi statni a ob¢an-
skou spole¢nosti vytvoiili historickou
univerzalii, kterd ndm umozni zkoumat
konkrétni systémy, mtizeme se pokusit
je vidét jako formu schematizace, ktera
je charakteristika pro urc¢itou technolo-

gii vlady."

Podle rakouského myslitele Geralda
Rauniga "nejen vzdorni jedinci, ale také
progresivni instituce a nevladni organi-
zace v obcanské spole¢nosti funguji na
stejné roviné zpusobu vladnuti." Pfedni
vlastnosti parrhesie nebylo ovladnuti
pravdy, ktera se v urc¢ité situaci zveiejni,
ale podstoupeni rizika, to, Ze "mluvéi
fekne néco nebezpecného - néco jiného,
nez ¢emu véii vétsina." Raunig vlastné
odkazuje na Foucaultovo prohlaseni,
které rozlisuje "klasicky Recké pojeti
parrhesie", tvoiené témi, kteti se neboji
"Fict pravdu ostatnim lidem", a novou
hru s pravdou, ktera vyzaduje po ¢lo-
véku, aby byl "dostate¢né odvazny na to,
aby dokazal prozradit pravdu sam
o sobé&." Cinnost, jakou je vyslovovani
postavena do protikladu ke 1zi nebo né-
¢emu "nespravnému’.

Kritika, predev§im institucionalni kri-
tika, se nevysiluje odsuzovanim $pat-
nosti nebo stahnutim se do vice ¢i méné
radikalniho sebezpochybriovani. Co se
ty¢e uméni, znamena to tedy, Ze ani
agresivni strategie institucionalni kri-
tiky ze sedmdesatych let, ani sluzba
institucim z let devadesatych neslibuji
efektivni zasahy do souc¢asné vladni ra-
cionality. Podle Rauniga vznika produk-
tivni "hra" na zakladé vztahu mezi akti-
visty nebo umélci a instituci, takze se spo-
le¢enska a instituciondlni kritika pro-
pléta s politickou a osobni parrhesii.
Pouze spojenim téchto dvou technik par-
rhesie se mtizeme vyvarovat jednostran-
né instrumentalizace, zachranit institu-
cionalni mechanismus od zablokovani a
zachovat tok mezi hnutim a instituci.

K Raunigové navrhu na vyuziti parrhe-
sie jako dvoji strategie (jako pokus o za-
pojeni se do procesu argumentace a jako
sebezpochybriovani), bych podotkla, ze
dialogicka kritika nabizi piijatelnéjsi
model institucionalni kritiky ve smyslu
positivniho ptisobeni. Piredpokladam, ze
jakasi dekonstrukce jednostranné kri-
tiky, zdédéné po modelech institucio-
nalni kritiky ze sedmdesatych a deva-
desatych let, by zahrnovala kolabora-
tivni strategii, kterda by zapojila jak
statni, tak nezavislé instituce do stej-
nych kritickych projektt s cilem podni-
tit a podporovat institucionalni ¢innost
jako samostatné se rozvijejici konstruk-
tivni institucionalni kriti¢nost. Misto
piedpokladu, Ze instituce internalizo-
vala svou moc prostiednictvim nastrojii
vlady jen proto, Ze je instituci s vy$si po-
zici v hierarchii, by bylo mozna tcelnéjsi
mit na paméti to, Ze "instituce moci" jsou
vSude kolem nas a Ze bio-politika saha
mnohem dale i nad ramec své vlastni
instituce. KdyZ vezmeme na védomi tuto
komplexni splet sil, jejich instituce a je-
jich kritika by nas mohly priblizit ke
strizlivé a kultivované kritické pozici,
ktera by byla schopna soucasné institu-
ciondalni kritiky, a v tomto procesu by
mohly i dalsi instituce prispivat nejen
kritikou postupti ostatnich, ale také vla-
stnim sebe-kritickym p¥istupem.

Pfi internalizaci institucionalni kritiky
se muizeme vydat dvéma sméry:

- na jednu stranu instituce velmi rychle
internalizuji kritiku, ktera je na né za-
meéfena a jim adresovana: osvojenim si
stejného jazyka, jakého uzivaji jejich kri-
tici, a povrchni inkorporaci novych
struktur se kritizované instituce stavaji
silnéj$imi, ackoliv stale funguji podle

vvvvvv

sama sebe jen pokud je usmérnovana re-



levantni kritickou opozici.
- na druhou stranu samotni kritici in-
ternalizuji institucionalni moc neusta-
lym opakovanim svych kritik, coz po
¢ase zacne v jejich ¢innosti prevladat a
stavaji se tak z nich hlidaédi a zprostied-
kovatelé negace, ktera je jen jinym
typem moci, protoZe vyuziva stejnych
metod pod zaminkou ochrany pied sil-
nymi institucemi. O posunu v institu-
cionalni kritice mutZzeme diskutovat,
pokud vezmeme v tvahu posun role
muzei soucasného uméni ve stiedo- a
vychodoevropskych zemich a zménu je-
jich monopolni pozice na regionalni
umélecké scéné ovlivnénou jednotlivci
nebo vznikajicimi, nezavisle funguji-
cimi nevladnimi umeéleckymi prostory.
Tyto zmény prisly piedev§im s novymi
kriticky-kuratorskymi postupy, které si
jiz od pocatku devadesatych let peclive
zivily malé, ale velice aktivni umélecké
instituce. Je dulezité zdtiraznit to, Ze na
pocatku vsech téchto novych iniciativ,
hlavné v podobé Center pro soucasné
uméni Soros a jim podobnych, byla po-
treba vyvazeni, konkurence nebo i kon-
frontace ve vztahu k monopolu silnych,
statem Fizenych a podporovanych umé-
leckych instituci. Jejich dileZitou poli-
tickou agendou bylo vystupovat proti
komunistické ideologii a za otevienou
spole¢nost prostiednictvim udajné pod-
pory novych uméleckych médii. OvSem
jsou zde piipady, kde vstoupila v plat-
nost jakasi pochybna nepsana smlouva
mezi centrem a okrajem, mezi centrem
a alternativou. TudiZ po dobu téméi de-
seti let hrozilo, Ze se internalizaci insti-
tucionalni kritiky ze strany téchto
novych institucionalnich modelt stane
monopol moci jesté centralizovanéj$im,
alesponn v kulturnim prostiedi, kde
statni instituce blizce spolupracovaly se
svymi kritickymi protéjsky.
Mozna nejzajimavéj$im prikladem to-
hoto slu¢ovani statni moci a oposi¢ni
institucionalni kritiky byla spoluprace
Centra pro sou¢asné umeéni Soros (SCCA
- Skopje) a Muzea souc¢asného umeéni ve
Skopje, ktera zac¢ala hned na pocatku
¢innosti SCCA - Skopje v roce 1994.
Béhem vyzkumné cesty do Skopje jsme
se dozvédéli, Ze toho ¢asu bylo Muzeum
soucasného uméni nesporné $pickou v
oblasti reprezentace mezinarodniho
soucasného uméni ve Skopje a jedinou
instituci profesionalné schopnou repre-
zentovat makedonské uméni v zahra-
ni¢i. Muzeum soucasného uméni bylo
zaloZeno roku 1964, na zakladé politic-
kého rozhodnuti zastupitelstva mésta
Skopje, za tc¢elem vystaveni sbirky umeé-
leckych dél, vénovanych méstu stovkami
mezinarodnich umélct bezprostiedné
po nic¢ivém zemétteseni, které zasahlo
Skopje v roce 1963. Nova muzejni bu-
dova, otevirena v roce 1970, s vystavni
plochou pies 3500 m2 a celkovou plo-
chou 5000 m2, s depozitari, kinem, ar-
chivy, knihovnou a dal$imi mistnostmi
k vyuziti, byla vyjime¢nou a vyznamnou
kulturni instituci a jednim z mala muzei
sou¢asného umeéni v regionu. Projekt
muzejni budovy byl také darem méstu -
od polskych architektt J. Mokrzynskiho,
E. Wierzbickiho a W. Klyzewskiho.
Ovsem do roku 1994 budova muzea, které
se vzdy potykalo s problémy v hospoda-
feni se svymi prostiedky, velmi sesla diky
pietrvavani dlouhodobé zavedené Spatné
strategie pielévani fondt na akvizice a
udrzbu budovy do vedeni programti. Na-
priklad rozhodnuti muzea z roku 2000
pouzit fondy na udrzbu k pokryti na-
kladi na uspotradani vystavy v Japonsku,

dale rozhodnuti pouzit penize ziskané za
uspoiadani svatebni hostiny v muzeu v
roce 1998 na vystavbu kavarny misto toho,
aby byla opravena stfecha - vedlo k oprav-
dové katastrofé. Po vice nez patnact let
byla, a stale je, cela sbirka neptistupna a
kvili problémum s prosakujici stiechou
nejenze musela byt presunuta do skladu,
ale také se ¢im dal Castéji stava, ze nejda-
lezitéjsi dlouhodobi spolupracovnici -
mezinarodni nadace a muzea - vypovidaji
spolupraci kvili riziku, které hrozi pii vy-
stavovani velkych a drahych sbirek v ta-
kovychto podminkach. Prvni podstatna
rekonstrukce budovy zacala teprve ne-
davno, s podporou italské vlady, ale stav
dél, které byly uskladnény ve strasnych
podminkach depozitate po vice nez pat-
nact let zstava stale nedoteseny.

Tato taktika sebepropagace ze strany
muzejniho kuratorského tymu a pod-
pora jen hrstky oblibenych umélct po-
stupné vyustila v to, Ze jak budova, tak
sama instituce byla naprosto vytésnéna
na okraj zajmu jak spole¢nosti, tak i na-
v§tévniky. Pokusy nezavislych umélca
nebo kritikti pozvednout svaj kriticky
hlas proti takto centralizované moci
pod zastitou demokratizace, byly izolo-
vany a odsouzeny k netuspéchu jiz od sa-
mého zacatku. Poté, co nékolik netspés-
nych pokust o kritiku vyustilo v okam-
zité vydédeéni dané umeélecké scény, se
péstovani institucionalni kritiky ve
Skopje stalo ekvivalentem vetejné od-
luky od spole¢nosti, profesniho odcizeni
nebo dokonce sebevrazdy. Tim padem
umélci a kritici, kteti vystupovali ja-
kymkoli zptisobem kriticky, byli pova-
zovani za nezadouci pro kazdy novy
projekt. Z jiného pohledu se kriti¢nost
stala pro vétsinu kritizujicich hlast za-
¢arovanym kruhem, ktery jim znemo-
znoval vyvijet jakoukoliv kreativni
¢innost, coz bylo dusledkem frustrace,
vyvolané spojenectvim udajné institu-
ciondlni kritiky s institucionalni moci
v tomto zacarovaném kruhu.

Nejlepsim ptrikladem této zvracené hry
bylo pravé zalozeni jiz zminéného
Centra pro soucasné umeéni Soros ve
Skopje, které bylo propagovano jako ja-
kasi alternativa k Muzeu souc¢asného
uméni. OvSem misto toho, aby nabizelo
alternativy ostatnim umélctim a institu-
cim, p¥ineslo jesté vice moci Muzeu sou-
¢asného umeéni, kdyz s nim na zacatku
devadesatych let spojilo své sily. V tom
by samoziejmé nebyl zadny zasadni
problém, pokud by to primo neovlivnilo
§irsi umeéleckou scénu Makedonie.
Hlavné kvuli monopolizované moci v
oblasti vystavovani souc¢asného umeéni
nebylo po kritice namiiené na proble-
matické uméni a na kulturni politiku,
kterou muzeum provozovalo, ani vidu
ani slechu. Vystavovat v ramci jeho pro-
gramu se stalo nemozné pro umeélce,
kteti se zajimali o témata, jez nebyla
soucasti agendy ani muzea, ani SCCA
(nap¥. rozsdahlé hromadné instalace
nebo elektronické uméni).

Dnes se jiz hodné véci zménilo. Oslabeni
moci SCCA-Skopje po ztraté podpory jeho
hlavniho patrona a pravicové oriento-
vanda nacionalisticka kulturni politika
vladnouci koalice, ktera se soustiedi
spiSe na narodni dédictvi a archeologii
nez na soucasné umeéni, zhorsily situaci
v dal$im ohledu - smérem k upadku kdy-
si nedotknutelného monopolu. Tato za-
nedbana situace v muzeu paradoxné
oteviela cestu novym neinstitucionalnim
nebo odliSnym institucionalnim umé-
leckym sméram.

The Moravian
Slovak Museum
in Uherske Hradiste

Authority: The Zlin Region
Director: PhDr. Ivo Frolec

Curators: PhDr. Milada Frolcova, Mgr. Marie Martykanova

History:

The museum is located in the premises
of former barock military arsenal built
in 1723. In 1955, the art historian PhDr.
Vilém Jtiza functioned as director. He
decided to establish the Gallery of Fine
Art, which was opened to the public in
1962. Today the museum disposes of
three exhibition halls for temporary ex-
hibitions and one permanent exhibition,
titled "Art of South-Eastern Moravia".
The exhibitions are covering a range of
artistic disciplines, as well from various
historical periods.

Collection:

The collection of the museum has around
7000 items from 17" century until our
present times.

Statement:

When it comes to questions about our
institutional position, and how we work
and think, in general, we are here in
Uherské Hradisté interested in tackling
the set of questions that derive from
such an intrinsically dichotomous split
within institutional critique, which re-
sults in what we could call an “unhappy
consciousness.” Hegel called this kind of
divided mode of consciousness the "un-
happy consciousness", because the self
is in conflict with itself when there is no
unity between self and other. This “un-
happy consciousness” of the institu-
tional critique is the institutional
consciousness that is conscious of itself
as being divided internally and as not
being able to reconcile itself with its
“other” - the institutional system. On the
other hand, the undivided consciousness
would be a dual self-consciousness which
brings unity to the self and the “other”.
In our contribution, we want to argue
that what stands behind the “unhappy
consciousness” of the institutional cri-
tique is the performative contradiction
of contemporary society today that pre-
vents such unity from taking place.
However, the question to be asked here
is, what if such a completely independ-
ent position of institutional critique (be-
yond any institution) can not exist; what
if one can utter relevant statements only
when there is a certain institutional
framework (weak or strong) from which
position one speaks? Does this indicate
that the position of any institutional cri-
tique is that of a double dialectics, always
already simultaneously self-legitimising
and self-legitimated and therefore strong
but questionable in implying the oppo-
sitional shortcomings exactly because of
relying on self-legitimated strength?
The main paradox of the institutional
critique is that at first sight it seems as
though a position like this implies that
because of this performative contradic-
tion any institutional critique is always
already impossible, a posited contradic-
tion within itself, in which the inter-
locutors are entrapped since they deny

the possibility for communication and
understanding. However, even if it were
so, it would be relevant to discuss the
potentialities for other possible direc-
tions in transitional institutional cri-
tique in the context of the countries of
East and as well South-East Europe.

Let us give you the good news now: what
could demonstrate more clearly that in-
stitutional critique is still possible and
very much alive than the fact that indi-
viduals and communities still step aside
from the society, pass judgment on it,
and break free from the bonds of ideol-
ogy. By questioning and pursuing truth
these “rebels” seek to achieve a kind of
institutional emancipation.

If we try to recuperate the need for in-
stitutional critique in the post-socialist
context from this perspective, despite
all the contradictions, the question
from which political or social position
such institutional critique would speak
becomes crucial (much more relevant
than any professional position). Because
of the crisis of legitimation and state au-
thority in the transitional period, insti-
tutional critique became possible in
more general and political terms, and
not only in terms of art or cultural in-
stitutions. Therefore, it became increas-
ingly significant whether institutional
critique is understood as:

- a singular position of an artist, art
critic or cultural producer

- a position of a self-organised commu-
nity of art and culture producers

- a neo-liberal governmental position

- a conservative (nationalist) critique, or
- anon-governmental - democratic civic
society organisation.

It is important to emphasise that even
though each of the above mentioned po-
sitions entails a different starting point,
some of the objectives of these different
positions overlap and intertwine. Insti-
tutional critique can only have a rele-
vant impact on society as a whole, if the
agents of institutional critique are aware
that their questions are formulated
from a certain institutional platform.
However, a more difficult expectation is
that the common objectives can gather
together the different camps of institu-
tional critique. Self-consciousness has a
certain otherness included within itself,
in that the self is conscious of what is
other than itself. Self-consciousness on
the part of institutional critique is con-
tradictory, because it is conscious of
both sameness and otherness. The con-
tradictions of governmentality, self-gov-
ernance and self-organisation are only a
few of these contradictions. The funda-
mental challenge of each government is
how to govern but not too much or, as
Michel Foucault famously put it: “The
suspicion that one always risks govern-
ing too much is inhabited by the ques-
tion: Why, in fact one must govern?...In
other words, what makes it necessary
for there to be a government, and what
ends should it pursue with regard to so-
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ciety in order to justify its existence? The
“art of government” for Foucault is actu-
ally something that does not entail any
universalised distinction between differ-
ent governing systems. ‘Instead of mak-
ing the distinction between state and
civil society into a historical universal
that allows us to examine all the concrete
systems, we can try to see it as a form of
schematization characteristic of a par-
ticular technology of government.’
According to Austrian thinker Gerald
Raunig ‘not only resistive individuals,
but also progressive institutions and civil
society NGOs operate on the same plane
of governmentality.’ The main attribute
of parrhesia is not the possession of
truth, which is made public in a certain
situation, but the taking of a risk, the “fact
that a speaker says something dangerous
- something other than what the majority
believes.” Raunig actually refers to Fou-
cault’s statement that distinguishes be-
tween the “classical Greek conception of
parrhesia” - constituted by those who
dare “to tell the truth to other people”
and a new truth game which entails
being “courageous enough to disclose the
truth about oneself." The activity of ut-
tering truth is much more important
than truth put in opposition to the lie or
to something “false”.

Criticism, and especially institutional cri-
tique, is not exhausted in denouncing
abuses nor in withdrawing into more or
less radical self-questioning. In terms of
the art field that means that neither the
belligerent strategies of the institutional
critique of the 1970s nor art as a service
to the institution in the 1990s promise ef-
fective interventions in the governmen-
tality of the present. According to Raunig,
a productive game emerges through the
relationship between activists or artists
and institution so that social criticism
and institutional critique intertwine the
political and personal parrhesia. It is only
by linking the two parrhesia techniques
that a one-sided instrumentalisation can
be avoided, that the institutional machine
is saved from closing itself off, that the flow
between movement and institution can be
maintained. In addition to Raunig’s pro-
posal of applying parrhesia as a double
strategy (as an attempt to engage in a
process of refutation and as self-ques-
tioning), I would suggest that the dialogi-
cal critique offers a more appropriate
model of institutional critique in terms of
positive agency of action. I suggest that a
kind of deconstruction of the one-way cri-
tique inherited from the models of insti-
tutional critique from the 1970s and 1990°
would entail a collaborative policy that
could engage both state and independent
institutions in the same critical projects in
order to suggest and promote institu-
tional activity as constructive institutional
self-developing criticality.

Instead of assuming that the institution
has internalised power through the in-
struments of governing only because it is
an institution with a higher position in
the hierarchy, perhaps it would be more
constructive to remember that the insti-
tutions of power are all around us and
that biopolitics reaches much further
than only within its own institution. Ac-
knowledging this complex entanglement
of power, its institutions and its critique
could bring us closer to a sober and re-
fined critical position that would be ca-
pable of an institutional critique of today,
in which process different institutions
could contribute both by critiquing the
others’ practices, but also with a self-crit-
ical approach.
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The internalisation of institutional cri-
tique is a two way street:

- on the one hand institutions very
quickly internalise the critique aimed
and addressed to them: by appropriating
the same vocabulary as their critics and
by superficially incorporating the new
structures, the criticised institutions be-
come stronger although still continuing
working under the same rules as before.
An institution constructs itself only after
being interpolated by a relevant critical
opposition.

- on the other hand critics themselves in-
ternalise institutional power by repeating
their own criticism time and again, which
then starts to rule their own activities, and
thus they become gate-keepers and agents
of a negation that is a different kind of
power by using similar methods under the
pretext of protection from the powerful
institutions. In particular, the shift in the
institutional critique can be discussed by
taking into consideration the shift of the
role of the contemporary art museums in
the Central and East-European countries
and the change of their monopoly posi-
tion in the regional art scene under the in-
fluence of individuals or the appearance
of independently run non-governmental
art spaces. Such changes mainly occurred
because of the new critical curatorial prac-
tices that already started to be carefully
nurtured in the early 9o0° by small but very
active art institutions.

It is important to stress the fact that in the
beginning most of these new initiatives,
especially the appearance of the Soros
Contemporary Art Centres and their spin
offs, were seen as urgently needed means
to balance, contest or even confront the
monopoly of the powerful state governed
and supported art institutions. Their im-
portant political agenda was to stand up
against communist ideology and for an
open society by purportedly promoting
new art media. However, there were ex-
amples where some ambiguous unwritten
agreement took place between the centre
and margin, between the centre and al-
ternative. Therefore the internalisation of
institutional critique on the part of these
new institutional models for almost a
decade threatened to become an even
more centralised monopoly of power, at
least in the cultural environments where
the state institutions collaborated closely
with their critical counterparts.

Maybe the most interesting example of
this kind of merging of state power and
oppositional institutional critique was
the collaboration between the Soros Con-
temporary Art Centre Skopje and the
Skopje Museum of Contemporary Art that
started with the very beginning of the ac-
tivities of the SCCA-Skopje in 1994. During
a research trip last year to Skopje, we
learned that at that time the Museum of
Contemporary Art was at its undisputed
acme as the leader in the representation
of international contemporary art in
Skopje and the only institution profes-
sionally capable of representing Mace-
donian contemporary art abroad. The
Museum of Contemporary Art was estab-
lished in 1964 as a political decision put
forward with an Act of the Skopje City As-
sembly, in order to host the collection of
art works that hundreds of international
artists donated to the city immediately
after the catastrophic 1963 Skopje earth-
quake. With an exhibition area of over
3500 m2 and a total area of 5000 m2 with
depots, cinema, archives, library and other
rooms serving the purpose of this excep-
tionally important cultural institution, the
new museum building opened in 1970 as
one of few museums of contemporary art
in the region. The project of the museum

building itself was also a donation to the
city by the Polish architects J. Mokrzynski,
E. Wierzbicki and W. Klyzewski. However,
by 1994 the building of the museum that
always struggled with managing its assets
was run down due to the continuation of
the long established poor policy of re-di-
recting the funds assigned for acquisi-
tions and maintenance of the building
into programming. For example, the mu-
seum’s decision from 2000 to use the
maintenance funds to cover the expenses
of an exhibition in Japan and the deci-
sion to build a café with the rent received
for a wedding party held in the museum
in 1998 instead of using the money to re-
pair the roof led to a real catastrophe. For
more than fifteen years the whole collec-
tion was and still is out of sight, and due
to the construction problems with the
leaking roof, not only did the collection
have to be moved to dump storage, but it
is also more and more often the case that
most of the important long-term collabo-
rators - international foundations and
museums - give up collaboration because
of the risk of showing larger and expen-
sive exhibitions in such conditions. The
first serious reconstruction of the build-
ing started only recently with the support
from the Italian Government, but the
question remains about the condition of
the works that were held in terrible con-
ditions in the depot for more than fifteen
years. This policy of self-promotion on the
part of the museum’s curatorial team and
of support for only a handful of favourite
artists, gradually resulted in the building
and the institution itself becoming com-
pletely marginalised by both society and
the public. The attempts of independent
artists or critics raise critical voices against
this kind of centralised power under the
auspices of democratisation were isolated
and condemned to failure from the start.
After several unsuccessful critical attempts
led to an immediate marginalisation of
the art scene, entertaining any institu-
tional critique in Skopje became to the

equivalent of signing a social and profes-
sional estrangement or even suicide. On
the one hand, the artists and critics that
would act in any kind of critical fashion
were regarded as ineligible for any proj-
ects. On the other hand criticality became
a vicious cycle for most of the critical
voices that were prevented from under-
taking any creative actions because of the
frustration caused by this vicious cycle,
where alleged institutional critique
teamed up with institutional power. The
best example of this perverted game was
the aforementioned establishment of the
Soros Centre for Contemporary Art -
Skopje that was promoted as a kind of al-
ternative to the Museum of Contempo-
rary Art. However, instead of offering an
alternative to the other artists and insti-
tutions, when the SCCA-Skopje and the
Skopje Museum of Contemporary Art
joined forces in the early 9os, it brought
even more power to the museum. Of
course, there would have been nothing
wrong with this, had it not directly af-
fected the larger art scene in Macedonia.
Mainly because of the monopolised power
in showing contemporary art there was
hardly any criticism addressed towards
the problematic art and cultural policy
entertained by the museum. Exhibiting
within its program even became impossi-
ble for the artists interested in issues that
were not on the MOCA/SCCA agenda (e.g.
large scale accumulation installations or
electronic arts). Today many things have
changed. The weakening of the SCCA-
Skopje due to the loss of support from its
main benefactor and the right-wing na-
tionalistic cultural policy of the governing
coalition that puts more emphasis on na-
tional heritage and archeology but less on
contemporary art worsened the situation
in another direction, towards the decline
of the once untouchable monopoly. Para-
doxically, this deteriorated situation in
the museum opened up a possibility for
new kinds of non-institutional or differ-
ent institutional art practices.

Statni galerie ve Zline

Zrizovatel: Zlinsky kraj
Reditel: PhDr. Ludvik Sevetek

Historie:

Statni galerie ve Zliné byla ustavena jako
krajska galerie v roce 1953 s prozatim-
roce 1957 piesidlila do Domu uméni ve
Zliné (byvaly pamatnik Tomase Bati) a v
roce 1960 ziskala dalsi prostory ve 2.
patfe zlinského zamku. V téchto objek-
tech sidli dodnes.

Sbirky:
Zaklad galerijnich sbirek tvorila ¢ast by-

valé Salusovy sbirky, dale sbirky vzniklé
nakupy ze Zlinskych salont v letech
1936-1948 a vytvarné prace z okruhu
zlinské Skoly uméni z let 1939-1945. Od
poloviny 50. let galerie systematicky bu-
dovala své sbirky jiz sama.

Rozhovor:
Vynatek z rozhovoru s Ludvikem Seve¢-

kem (LS). Pripravil Prostor Zlin (PZ).

PZ: Radi bychom zacali s vasimi nazory
na trajektorie a praxe kritického umeéni
v uplynulych desetiletich v rdmci zasad-
nich promén soucasného kapitalismu.
V soucasném politicko-kulturnim pro-
sttedi neoliberalismu existuje uréité pa-
radoxni omezeni pro tvorbu kritiky. Je
témér “systémovym pozadavkem”, Ze
umeélecka produkce musi byt “spolecen-
sky uvédoméla”, tj. ze musi, v souladu s

ruznymi soucasnymi relacionistickymi
teoriemi, byt proaktivni ve vztahu k do-
minantni kulturni politice. Aby ¢lovék
byl konkurenceschopny na intelektual-
nim trhu, vyzaduje se od néj zna¢na pro-
fesionalita a odbornost...

LS: Dotkl jste se zcela zasadniho bodu, ja
bych ale pojal vztah mezi moci a odpo-
rem, mezi kritikou a jejim ptrivlastné
nim, mezi ¢innosti politického uméni a
jeji spektakularizaci komplexné&ji. Vzhle-
dem k radikalnimu rozvoji oficialnich
kulturnich politik v uplynulych letech,
zejména politik blairovského/britského
druhu, ale i jinych, které z kreativity
¢ini nastroj hospodaiského rozvoje a z
umeéni nastroj spolec¢enské integrace, se
tato kritika devadesatych let stava o to
naléhavéjsi. Zaroven jsem ale ve vSech
svych vlastnich textech - a to zahrnuje i
tradici Benjaminovych odkazti k Bre-
chtovi a Tretjakovi - citil potfebu zdara-
znit, Ze existuje urcitd praxe imanentni
transgrese, urcité strategie autonomni
sebeinstrumentalizace a radikalniho
slou¢eni uméni a politiky, které se snazi
vyvratit logiku neoliberalismu a kultur-
nich politik. To je dilezité, nebot se oba-
vam, Ze bez uvazeni této druhé strany
mince ten typ diskurzu, naptiklad jaky
se objevuje ve vaSem tvodu (,uméni je
nuceno, aby bylo politicky, spolecensky
angazované®), dle mého nazoru predsta-



vuje volani proti ztraté autonomie, kte-
rou by uméni mélo mit, a tudiz vlastné
(atd., ,ztraci svou autonomii) ma sklon
potvrzovat reak¢éni strukturu. Piilis
¢asto kritici nedélaji rozdily a opakuji
staré schéma, totiz Ze uméni se stava na-
strojem politiky, a bez dal$iho kladou
rovnitko mezi urcité problematické re-
lacionistické a komunitni umeélecké
praktiky a jiné praktiky intervené¢niho
uméni, komunikaéni guerilly a aktivis-
tické piistupy, které vyuzivaji podstatné
jinych metod. Bylo by mozné vysvétlit
obrovsky rozdil mezi témito umeéleckymi
praktikami, pokud jde o vztah ke spole-
¢enskosti a prostorovosti. Zatimco prvni
z nich vyuzivaji zestejnujici a zespole-
¢enstujici strategie a snazi se pierozdélit
a privlastnit si prostor, ty druhé maji
sklon se §i¥it prostorem samy, aniz by
tento prostor urcovaly jako piedchaze-
jici, stabilni a hierarchicky. Kdyz se hra-
nice mezi témito dvéma naprosto ruz-
nymi postupy rozostii, at uz z nevédo-
mosti nebo ze z1é viile, vznika zaklad pro
provadéni v8ezahrnujici kritiky kazdé
podoby aktivistického umeéni, at uz je
toto uméni mékké nebo tvrdé, at se po-
doba struktui‘e nebo stroji, a bez ohledu
na to, zda prostor rozbrazduje nebo jej
vytvaii. Na zakladé této redukce a kon-
fuze se snadno kritizuje praxe aktivistic-
kého uméni jako celek a rusi se navrat ¢i
odvrat od procesu k objektu, od perfor-
mativniho k obrazovému - je to velmi
podobné Greenbergovi a Friedovi pied
nékolika desitkami let. Dnes se to déje
s opraSenymi pojmovymi ndstroji este-
tiky 18. a 19. stoleti (autonomie, krasa, es-
tetickd zkuSenost, apod.). V pripadé
vystav documenta X a 11 naptiklad mno-
ho komentaia kritizovalo jejich udajné
piehnanou strohost a p¥ilisny daraz na
politiku a diskurz. A v disledku tohoto
diskurzivniho posunu na poli uméni se
Ize setkat s navratem autonomie a krasy
také v nékterych piednaskach a rozho-
vorech vystavy documenta 12 (feditel
Roger Buergel).

PZ: Slozita otazka instituce se docela
¢asto zuZuje na prosty protiklad anar-
chistické uplné negace kazdého institu-
cionalniho ramce a intelektualské rezi-
gnaci nad vSudyptritomnosti instituci.
To s sebou nese, Ze hranice instituce -
v Gzkém vyznamu ,statnich aparata® -
jsou snadno vysledovatelné a neproble-
matické, a zaroven Ze instituce - v $irSim
vyznamu ,socialné organizovaného a
normativné regulovaného chovani®
jsou hluboce zapusténé v nasi kazdo-
denni praxi. Otazky opusténi prisné
dichotomizace instituciondlniho (,vni-
tiku®, ktery je spravovan statem) a nein-
stitucionalniho (,vnéjsku®, ktery je
spontanni a organizuje se sam) tvotily vy-
znac¢nou ¢ast diskuze vénované novym
formam institucionalni kritiky. Jak
v této souvislosti vidite ,,uméni vladnout*
a metody spole¢enské transformace?
LS: Podle mé nesta¢i napadat réizné
statni aparaty abstraktni negaci, pova-
zovat socidlni pohyby jako absolutné
,Jiné“ ve vztahu k institucim (at uz to
jsou statni byrokracie, nezavislé ne-
vladni organizace nebo autonomni se-
beorganizace). Namisto toho je pod-
statné pojmout instituce a kritiku insti-
tuci na stejné tirovni imanence: takze na
nejobecnéjsi urovni to neni otazka pied-
staveni si absolutniho vnéjsku instituci,
ale otazka vzdjemného vztahu instituci
a pohybu, stroji a statnich aparatt, a
také otazka toho, jak tento vztah muze
byt u¢inén produktivni ve smyslu eman-
cipa¢nich politik a bez zbrklého vyme-
zeni hranice mezi obéma poély. Na
arovni institucionalni kritiky jako praxe

je hlavnim tématem to, jak se vyhnout
uzavieni a strukturalizaci: JestliZe insti-
tucionalni kritika nema byt fixovana a
paralyzovana jako néco zavedeného
v oboru uméni a omezeného jeho pra-
vidly, pak se musi nadale vyvijet spolu se
zménami ve spole¢nosti. A zejména se
musi propojovat s jinymi formami kri-
tiky jak uvnitt, tak vné oboru uméni,
napiiklad s formami, které vznikaji
v protikladu k piislusnym podminkam
nebo dokonce pied jejich ustavenim. Na
takovémto pozadi radikalni vymény
forem kritiky, ovSem bez piedpokladani
prostort oprosténych od dominace a
instituci, je tieba reformulovat institu-
cionalni kritiku jako kriticky postoj a
jako ustavujici praxi.

PZ: Jednim z esejti, o nichz se neddvno
debatovalo v raiznych kontextech zaby-
vajicich se vztahem kritiky a instituce,
je »,Od kritiky instituci k instituci kri-
tiky“, jejimz autorem je Andrea Frase-
rova. Andrea Fraserova se pokousi
artikulovat kritické ptisobeni v uméni
prostfednictvim dichotomie jeho exter-
nalizace a internalizace. Pripomina
piitom dva zptisoby protikladu uméni a
instituce: prvni se tyka pokust ,,ptisobit
mimo tradi¢ni instituce, finan¢né neza-
visle a mimo legislativni kontrolu od-
bornikét na uméni® (coz spojuje
s takzvanou prvni generaci konceptual-
nich umélctt, jako jsou Daniel Buren,
Michael Asher, Hans Haacke, Marcel
Broodthaers, a dal$i). Druhy zptisob se
setkava s (ne)moznosti uniknout proce-
stm vtéleni do instituci a déjinné kano-
nizace. Je tomu tak proto, Ze
sinstitucionalizovana déjisté” jsou nejen
soudasti vladni-spravni-institucionalni
sféry, ale také proto, Ze instituci vyko-
navaji jednotlivci a instituce je vtélena
do lidi, kte#i vytvateji diskurzy a vyko-
navaji praxi, uznavaji, vykladaji a hod-
noti - uméni jako uméni. Fraserova
tudiz dospiva k zavéru, Ze ,institucio-
nalni kritika® byla vzdy institucionali-
zovanda, protoze se aktivné nebo
retroaktivné vyvinula v rdmci uméni,
v ramci instituce uméni. Tento zavér ilu-
struje piikladem ,netspéchu avant-
gardnich hnuti, kterd instituci umeéni
neznicila, ale rozsitila ji za tradi¢ni hra-
nice vyhradné umeéleckych objektu a es-
tetickych métitek. Esej Andrey Fraserové
nabizi néktera dulezita tvrzeni, protoze
piesné popisuje mechanismus prisvo-
jeni si pojmu kritiky v sou¢asném uméni
(zejména v hnuti neo-Fluxus a v relacio-
nistickém ,spole¢ensky uvédomélém®
uméni). Toto umeéni je piedstavovano
jako misto odporu a symbolické revo-
luce, a zaroven se pohotové zaclenuje do
mocenskych struktur a institucionalizo-
vanych meéiitek uspéchu. Na druhou
stranu lze jeji otazku ,je institucionalni
kritika jiz institucionalizovana?” polozit
pouze z ideologické pozice moderni spo-
le¢nosti odbornosti a uzavienych obort.
Tato otazka redukuje a uzavira proces
zpusobu vladnuti v oboru uméni, ve
svété umeéni, nebo, chceete-li, vimaginar-
nim staté umeéni. Prave toto uzavieni se
klade jako ustiedni problém.

LS: Toto byla vyzva pro uméleckou praxi
od 19. stoleti. S némeckym sociologem
Ulfem Wuggenigem by také bylo mozné
argumentovat, zZe od té doby se na poli
uméni praktikuje institucionalni kri-
tika. Tyto uc¢inky moci na druhou
stranu nebyly nikde vSezahrnujici a
znovu a znovu byly ié¢inné napadany.
Fraserova to popira: ackoli v jejim textu
zdanlivé zazniva Foucaultiv pojem se-
bevlady, neni tu zadny naznak forem
tniku, posunu ani promény. Zatimco
pro Foucaulta se kriticky postoj objevuje

soucasné jako ,partner” a jako ,proti-
vnik® uméni vladnout, druha ¢ast této
konkrétni ambivalence v popisu Frase-
rové chybi a podléha diskurzivnimu se-
beomezeni, které jen tak tak dovoluje
reflektovat vlastni uzavirenost. Navzdory
vSem dikaziim mnohotvarné uc¢innosti
praxe kritického uméni béhem celého
20. stoleti pousti Fraserova ohranou
desku: uméni je a zistavd autonomni a
jeho funkce se omezuje na obor uméni.
Podle mého nazoru Fraserova provadi
uto¢nou sebehistorizaci a sebekanoni-
zaci, a dokonce se snazi ustavit se nejen
jako vudéi postava ,,druhé generace”
instituciondlni kritiky, ale post faktum
také v ur¢itém vztahu k prvni generaci.
Ustavujici praxe, ktera spojuje vyhody
obou ,generaci® institucionalni kritiky
si vynuti spojeni spole¢enské kritiky,
institucionalni kritiky a sebekritiky.
Toto spojeni se rozvine piedevsim z p¥i-
mého a nepiimého ztetézeni s politic-
kou praxi a spoled¢enskymi hnutimi,
ovSem neponechava stranou umeélecké
kompetence a strategie, stejné jako ne-
ponechava stranou ani zdroje oboru
uméni a udinky v tomto oboru.

PZ: Rtizné podoby avantgardni, situacio-
nistické, konceptualistické nebo inter-
vencionistické umeélecké praxe byly
v rozsahlé miie zalozené na strategiich
zmenS$eni vzdalenosti mezi ,,uménim a Zi-
votem®, ,umélcem a publikem®, ,galerii a
ulici®. Namisto reprezentace svéta ve svété
aktivné jednaly. Zasadu hledani novych
zpuisobti ,zndzornéni* nahradily zdasadou
hledani zmény v samotném produkénim
aparatu. V tomto smyslu lze k popisu to-
hoto posunu stale vyuzit Duchampovu
otazku ,Jak vytvorit umélec-ké dilo, které
by nebylo uméleckym dilem?*

LS: Duchampova otazka, ktera se i ve své
negaci drzi néceho jako esence uméni,
meé opravdu moc nezajima: Ja bych se
ptal spis takto: ,Jaké jsou podminky pro
to, aby se umeélecké stroje a revoluéni
stroje propletly a radikalné se sloucily?“
To také znamena - a ja se to snazil uka-
zat analyzou piiklada text Richarda
Wagnera a Anatolije Lunacarského o
uméni a revoluci - Ze nehraji hru na zru-
Seni rozdilu mezi uménim a Zivotem
(ani v podobé, kterou konceptualizoval
Joseph Beuys). Uméni, které ma sklon se
rozpustit v Zivoté, obvykle kon¢i tim, ze
je trochu moc velkolepé. Na prislusnych
hlavnich proudech v prvnim desetileti a
ve 20. letech 20. stoleti a v 60.-70. letech
je jasné vidét, ze vSeobecna ,vitalizace®
uméni neskoncila nijak dobte: depoliti-
zované driftovani do hermetickych
pseudoautonomii a naprosta heterono-
mizace uméni jsou pouze dvé strany
téze mince. V kulturné-politickych sna-
hach, které skoncily jako piili$ rozsahlé
a prili§ abstraktni, idealy neodlucitel-
nosti uméni a zivota namisto zpochyb-
néni pevnych hranic mezi estetickou a
politickou praxi tyto hranice naopak ab-
solutizovaly nebo zptisobily, Ze se tyto
hranice znovu objevily nékde jinde.
Oproti modeliim, v nichz se uméni a
zivot zcela prolina a micha navzijem,
jsem navrhl zkoumat jiné podoby jed-
nani. TotiZ ty, které vznikaji v sousedi-
cich oblastech, kde se piechody,
piekryvy a zretézeni uméni a revoluce
stavaji na omezenou dobu moznymi,
ovSem bez syntézy a identifikace. I bez
ruseni rozdilt a piretézovani uméni re-
voluénim patosem se lze stale ptat na
vhodnou formu zietézeni a sousttedit se
piitom na omezenéjsi a skromnéjsi pie-
kryvy uméni a revoluce: Jak chapat tyto
vzdjemné presahy jako docasné spoje-
nectvi a vymeénu, a piesto zaroven stale
a konfliktné nutit k Gtoktim na spole-

¢enské mocenské vztahy a vnitini struk-
turalizaci? Jak je mozné rozvinou kri-
tiku reprezentace a expanzi orgiastické
reprezentace, namisto snahy o zruseni
reprezentace v ¢istém jednani a bohat-
stvi Zivota? Namisto slibu spaseni umé-
nim, které spasi ,zivot* - jak se muze
revoluéni vznikani objevit v situaci vza-
jemného prekryvani uméni a revoluce,
které je ovSem Casové a prostorové ome-
zené?

PZ: Je mozné mluvit o radikalni estetice
a radikalnim uméni optikou estetiky a
formy? Tato otazka se mtize zdat sporna,
je ovSem na jednu stranu historicky za-
kotenéna v radikalnich avantgardnich
hnutich, jak to vyjadiuje heslo ,nové
uméni pro novou spole¢nost“. Na dru-
hou stranu je obsazena v novéjsich in-
terpretacich umeéleckého aktivismu a
Lintervencionistického uméni®. Akt ,,umé-
ni“ v teorii aktivistického uméni - kde
v knize Geralda Rauniga, Uméni a revo-
luce, hraje dtilezZitou roli - je tizce spojen
s aktem ,invence“ a nereprezentativnich
imaginativnich procest. Tviréi nebo
umeélecka produkce se vysvétluje jako ex-
perimentalni teritorium pro zkoumani
novych taktik, vynalézani novych na-
stroji nebo novych dovednosti pro uéast
v procesu spolec¢enské transformace.

LS: Na tohle neni lehké kratce odpové-
dét, pokusim se ale vytézit néjaké mys-
lenky z mého vlastniho ¢teni Uméni a
revoluce, hlavné pokud jde o otazku po-
sunu od reprezentace situaci k jejich vy-
tvafeni. Ve 20. letech 18. stoleti vzal
Hegel z divadelniho diskurzu 18. stoleti
pojem situace a ve svych Prednaskach o
estetice jej zavedl jako vSeobecny pojem
vztahujici se na vSechny formy umeéni.
Na Hegelové uziti pojmu situace je
zvlastni, ze jej otevirel a zahajil pohyb
s dostate¢nou razanci, Ze situace, na za-
kladé své kvality v Hegelové tizu jako es-
teticka kategorie, piekrocila hranice
Hegela i hranice ramce konvenéni este-
tiky. Otazky, které Hegel polozil ohledné
vztahu mezi reprezentaci a jednanim,
vedly v heterogenezi konkrétnich podob
umélecké praxe ve 20. stoleti od repre-
zentace situaci prostiednictvim rua-
znych fazi rozsitujici se reprezentace
k jejim hranicim a k vytvatreni situaci.
Posledni faze je nejzajimavéjsi (zde jsou
stejné duleziti Tretjakov, Eisenstein,
Brecht a S.L). V ni se situace stala orgi-
astickou: S Hegelovou Ungeheuer der
Entzweiung (nestviirou rozkladu), ktera
spi ve vSeobecném stavu svéta a znovu
usind pri nasledném odstranéni roz-
dild, je tieba tu zachazet pouze v bdé-
lém stavu, nebo spis, jako kdyby nikdy
neusnula. Nestvtury rozkladu nepovsta-
vaji ze spanku rozumu. Ony spanek ro-
zumu ani jeho nadvladu neznaji.

PZ: Budeme-li vnimat liberalismus jako
techniku vladnuti zaloZenou na ekono-
mii prostiedki, pak sou¢asny kapitalis-
mus v obdobi po statu blahobytu, se
svym trendem k omezovani statni
spravy a jejich kompetenci, klade mno-
hem vétsi duiraz na sebekazen obyvatel.
Pro analyzu organizace mocenskych
vztahti v soucasné kapitalistické spole¢-
nosti by mohl byt uZite¢ny Foucaultiv
pojem zptisobu vladnuti. Klade totiz tezi
vzdjemného propojeni mezi discipli-
narni moci, biopolitickou, tj. ,statni®
moci a raznymi praktikami péce o sebe
pii konstituci subjektu (v obou vyzna-
mech). Jak si predstavujete kritickou
praxi, ktera by se vyhnula svému osvo-
jeni coby soucasti techniky vladnuti?
Jak navic muze prispét k revolucni
praxi radikalni zmény?

LS: Ve svém vy$e zminéném eseji o kri-
tice se Foucault nezastavil u pojeti
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zpusobu vladnuti jako slepé ulicky, ne-
vyhnutelné pasti, ale vznesl i konkrétni
navrh tykajici se pojmu kritiky, kritic-
kého postoje v ramci imanence zptisobu
vladnuti: namisto uzavieni pole teore-
tickymi argumenty a praktické podpory
tohoto kroku, tedy vykonavani umeéni
vladnuti, méla by se zaroven propagovat
odli$na forma uméni, kterd by vedla
k tniku od ruznych uméni vladnuti. A
Foucault neni jediny, kdo zavadi tyto
nové neunikové podminky dniku. Fi-
gury letu, odpadnuti, zrady, dezerce,
exodu, to jsou figury, které navrhuji -
zejména proti cynickému nebo konzer-
vativnimu vzyvani nevyhnutelnosti a
beznadéje - rtizni autoti jako poststruk-
turalistické a nedialektické formy od-
poru. S pomoci takovychto pojmu se
Gilles Deleuze, Paolo Virno a dalsi filo-
sofové pokousi piedstavovat nové mo-
dely nereprezentativni politiky, které
lze stejné dobie obratit proti riznym
problematickym modeliim transfor-
mace z minulosti i pritomnosti - proti
leninistickym koncepcim revoluce jako
pirevzeti statu (namisto radikalniho
opusténi viech forem statniho aparatu),
proti naivnim anarchistickym pozicim,
které si predstavuji absolutni vnéjsek
instituci, a také proti koncepcim trans-
formace a prechodu ve smyslu postupné
homogenizace smérem k neoliberalni
globalizaci. V ramci jejich novych kon-
cepci odporu je cilem piekazit dialek-
tickou predstavu moci a odporu: vytvorit
pozitivni formu odpadnuti, letu, ktery je
zaroven ustavujici praxi. Namisto pied-
pokladani podminek dominace jako ne-
ménnych horizontii nebo nepiekonatel-
nych zdi, do kterych se piesto narazi,
tento let méni podminky, za nichz se
toto predpokladani kona.

PZ: 7d4 se, ze parrhésie (upfimnost) je
jednim ze zakladnich pojmu Foucaulto-
vych vyzkumu z pocatku 8o. let. Stoji
v centru jeho pokusti zamétit své dilo na
to, co [Foucault] nazyval ,technikami ja“
- rozruznéné a divergentni hermeneu-
tické praktiky vlastniho ja, které se za-
c¢aly konstituovat od klasické a pozdni
antiky. Je zde potad hra rétorického a
diskurzivniho vyjednavani, které za-
hrnuje témé# povinnou dvojakost ve
vztahu mezi umeéleckymi institucemi a
(aktivistickym) umélcem, ¢i nadacemi a
spravci. V takové situaci, ktera zcela ur-
¢ité hraje vyznamnou roli pii repro-

dukci institucionalnich autorit a hie-
rarchii, muzZe byt parrhésie brana ve
svém hovorovém vyznamu - jako ne-
opatrnost ¢i dokonce lehkomyslnost
v rozhovoru. Mohl byste #ici néco vic o
strategiich a u¢incich toho, co se nazyva
»dvoji kritika parrhésie“?

LS: ,,Dvoji kritika parrhésie” znamena,
7e zde nemluvime pouze o staré pied-
stavé parrhésie jako vetejného (na recké
agoie) mluveni o vSem, i kdyz, nebo
pravé kdyz to je nebezpecné. Tento druh
parrhésie jako vetejného, politického
jednani se poji s osobnim jednanim,
které se aktualizuje v konkrétni formé
vztahu: Foucault rozvinul tuto osobni
podobu parrhésie jako koncepci sebe-
techniky, ktera nefunguje jako katolicka
zpovéd nebo zkoumani svédomi, ani
jako prototyp maoistické sebekritiky, ale
spiSe ustavuje vztah mezi racionalnim
diskurzem a zivotnim stylem mluvciho
nebo osoby, ktera se sama sebe taze.
Navzdory jakékoli individualistické in-
terpretaci zejména pozdnich Foucaulto-
vych textt (které jim prisuzuje ,navrat
k filosofii subjektu®, apod.), zde parrhé-
sie neni schopnosti subjektu, ale spise
pohybem mezi pozici, ktera zpochyb-
nuje soulad mezi pojmy logos a bios, a
pozici, ktera v souvislosti s timto zpo-
chybnénim provadi sebekritiku. Po¢inat
si v komunikaci neopatrné nebo lehko-
myslné, jak dnes iika Alexander Brener
a Barbara Schurzova, ztstava v rameci
dialektiky instituce a jeji negace. Tyto
strategie napadani muzei nebo jinych
uméleckych instituci mé osobné moc
nezajimaji. OvSem pii zakladani novych
instituci nebo experimentovani s usta-
vujicim jednanim bych trval na tom, co
jsem napsal o dvou tvarich parrhésie, o
nutném propleteni parrhésie jako radi-
kalni spole¢enské kritiky i sebekritiky.
Kritika se nevyferpava odsuzujicimi
urdzkami, ani stazenim se do vice ¢i
méné radikalniho sebezpochybniovani.
V kontextu umélecké praxe to znamena,
Ze ani uto¢né strategie institucionalni
kritiky 70. let ani uméni jako sluzba
institucim v 9o. letech neslibuji G¢inné
zasahy do soucasnych zpusobti vladnuti.
Mozna4 je ale smysluplné uvazovat o spo-
jeni obou metod do dvojité kritiky par-
rhésie.

The Regional Fine Arts
Gallery in Zlin

Authority: The Zlin Region
Director: PhDr. Ludvik Sevecek

History:
The museum is located in the premises

of former barock military arsenal built
in 1723. In 1955, the art historian PhDr.
Vilém Juza functioned as director. He
decided to establish the Gallery of Fine
Art, which was opened to the public in
1962. Today the museum disposes of
three exhibition halls for temporary ex-
hibitions and one permanent exhibi-
tion, titled "Art of South-Eastern
Moravia". The exhibitions are covering a
range of artistic disciplines, as well from
various historical periods.

Collection:

The collection of the museum has
around 7000 items from 17" century
until our present times.
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Interview:
Extracts from an interview with Ludvik

Sevecek (LS) by the magazine Prostor
Zlin (PZ).

PZ: We would like to start with your
views on trajectories and effects of criti-
cal art practices in the last decades
within crucial transformations of con-
temporary capitalism. There is a certain
paradoxical constraint for the produc-
tion of criticism in the contemporary
politico-cultural setting of neoliberalism.
It is almost a “systemic requirement”
that artistic production has to be “so-
cially aware”, i.e. to be pro-active in re-
spect of dominant cultural policy, consi-
stent with various contemporary rela-
tionalist theories. Substantial profession-

alism and expertise are required to be
competitive on the intellectual market...
LS: You touch a crucial point, but I
would conceptualize the relation be-
tween power and resistance, between
critique and its appropriation, between
political art practices and their spectac-
ularization in a more complex way. Now,
with the radical development of official
cultural policies during the last years,
especially but not only of the Blairist
/British kind, openly instrumentalizing
creativity for economic development,
art for social integration, this critique of
the 1990° becomes all the more urgent.
But at the same time in all my own texts
- and that also takes up the tradition of
Benjamin referring to Brecht and
Tretyakov - I felt the need to stress that
there are certain practices of immanent
transgression, certain strategies of au-
tonomous self-instrumentalization and
transversal concatenations of arts and
politics that try to thwart the logics of
neo-liberal social and cultural policies.
This is important, because I am afraid
that, without considering this other side
of the coin, the type of discourses such
as those occuring in your introduction
(“art is forced to be political, socially en-
gaged”) in my opinion represents the
cry against the loss of autonomy that art
is supposed to have and therefore, in
fact (etc., it loses its autonomy”) tends to
re-affirm a reactionary structure. All too
often undifferentiating critics repeat
the old figure of art being instrumental-
ized by politics and quickly equate cer-
tain problematic relational and com-
munity art practices with the very dif-
ferent practices of intervention art,
communication guerrilla and activist
approaches that apply fundamentally
different methods. One could explain
the enormous difference of these art
practices in terms of the relationship of
sociality and spatiality; whereas the for-
mer impel identitarian and communi-
tarian strategies, seeking to redistribute
and apporpriate space, the latter tend
to distribute themselves in space with-
out fixing the space as antecedent, sta-
ble and hierarchical. When these two
completely different policies are
blurred, whether out of ignorance or
maliciousness, this lays the foundation
for carrying out an all- encompassing
criticism of every form of activist art,
whether it is soft or hard, structure- or
machine-like, striating the space or pro-
ducing it. On the basis of this reduction
and confusion, it becomes easy to criti-
cize activist art practices on the whole
and revoke a (re-)turn from the process
to the object, from the performative to
the pictorial - very similar to Greenberg
and Fried some decades ago. Today this
comes with the rehashed conceptual
tools of the aesthetics of the 18" and 19t"
centuries (autonomy, beauty, aesthetic
experience, etc.). In the cases of docu-
menta X and 11, for instance, many com-
mentaries denounced their allegedly
exaggerated austerity and excessive em-
phasis on politics and discourse. And as
an effect of this discursive shift in the
art field you can experience the return
of autonomy and beauty also in some of
the talks and interviews of documenta
12 (director Roger Buergel).

PZ: Quite often the complex question of
institution is reduced to a simple oppo-
sition of an anarchistic full-frontal ne-
gation of any institutional framework
and of intellectualist resignation over
the all-pervasiveness of the institutions.
This implies that the boundaries of an
institution - in the narrow sense of

“state apparatuses” - are easily de-
tectable and unproblematic, and that,
at the same time, institutions - in the
broader sense of “socially organized and
normatively regulated behavior” - are
embedded deep in our everyday prac-
tices. Questions of abolishing the strict
dichotomization of institutional (the
“inside” which is state-administered)
and non-institutional (the “outside”
which is spontaneous or self-organized)
were a significant part of the discussion
dedicated to new forms of institutional
critique. How do you see the “arts of gov-
erning” and the methods of social trans-
formation within this setting?

LS: I think it is not sufficient to attack
the various state apparatuses in an ab-
stract negation, to regard social move-
ments as the absolute "Other" of
institutions (whether they are state bu-
reaucracies, independent NGOs or au-
tonomous self-organizations). Instead, it
is crucial to conceptualize institutions
and the critique of institutions on the
same plane of immanence: so at the
most general level it is not a question of
imagining an

absolute outside of institutions, but a
question of the mutual interrelationship
of institution and movement, machines
and state apparatuses, and a question of
how this relationship can be made pro-
ductive in the sense of emancipatory
policies and beyond the abrupt demar-
cation between the two poles. On the
level of institutional critique as a prac-
tice the main topic is how to avoid clo-
sure and structuralization: If institu-
tional critique is not to be fixed and par-
alyzed as something established in the
art field and confined within its rules,
then it has to continue to develop along
with changes in society and especially to
tie into other forms of critique both
within and outside the art field, such as
those arising in opposition to the re-
spective conditions or even prior to their
formations. Against the background of
this kind of transversal exchange of
forms of critique, but also beyond the
imagination of spaces free from domina-
tion and institutions, institutional cri-
tique is to be reformulated as a critical
attitude and as an instituent practice.
PZ: One essay that has been recently dis-
cussed in different contexts engaged
with the relations of critique and insti-
tution, is Andrea Fraser’s “From the Cri-
tique of Institutions to the Institution of
Critique”. Trying to articulate critical op-
erations in art through the dichotomy of
its externalization and internalization,
Andrea Fraser recalls two modes of op-
position of art and institution: the first
relates to the attempts to “operate out-
side traditional institutions, with fiscal
independence, beyond the legislative
control of art experts” (which she con-
nects to the so called first generation of
conceptual artist Daniel Buren, Michael
Asher, Hans Haacke, Marcel Broodthaers
etc.), and the second one which meets its
(im-)possibility to escape processes of in-
corporation in the institutions and his-
torical canonization. It is so, because the
“institutionalized sites” are not only part
of the governmental- administrative-in-
stitutional sphere, but the institution is
performed by individuals and embodied
in people who produce discourses and
practices, recognize, interpret and eval-
uate - art as art. Therefore, she draws
the conclusion that “institutional cri-
tique” has always been institutionalized
because it emerged within art, within
the institution of art actively or retroac-
tively, and she illustrates this conclusion



with the example of “the failure of avant-
garde movements which didn’t destroy
the institution of art, but extended it be-
yond the traditional boundaries of
specifically artistic objects and aesthetic
criteria. Andrea Fraser’s essay offers
some important points because it pre-
cisely describes the mechanisms of mis-
appropriation of the notion of critique
in contemporary art (especially neo-
Fluxus, relational and “socially con-
scious” art), represented as a site of re-
sistance and symbolic revolution and at
the same time readily integrated in
power structures and institutionalized
criteria of success. On the other side, her
question: Has institutional critique been
institutionalized? can be posed only
from the ideological position of modern
expert society and enclosed disciplinary
fields. It reduces and encloses process of
governmentality in the art field, art
world, or if you want, in the imaginary
state of art. It is precisely this enclosure
that poses itself as the central problem.
LS: This was a challenge for art practices
since the 19" century, and with the Ger-
man sociologist Ulf Wuggenig you could
also argue that institutional critique has
been a practice in the art field since
then. On the other hand, these effects of
power were never all-encompassing,
and it has been tackled effectively over
and over again. Fraser denies that: al-
though there seems to be an echo of
Foucault’s concept of self-government in
her text, there is no indication of forms
of escaping, shifting, transforming.
Whereas for Foucault the critical atti-
tude appears simultaneously as “part-
ner” and as “adversary” of the arts of
governing, the second part of this spe-
cific ambivalence vanishes in Fraser’s
depiction, yielding to a discursive self-
limitation, which only just allows re-
flecting on one’s own enclosure.
Contrary to all the evidence of the man-
ifold effectivity of critical art practices
throughout the entire 20th century, she
plays a worn-out record: art is and re-
mains autonomous, its function limited
to the art field. In my opinion Fraser con-
ducts a practice of offensive self- histor-
ization and self-canonization, even
trying to establish herself not only as a
leading figure of the “second generation”
of institutional critique, but also post-
factumin a certain relation to the first.
Instituent practices that conjoin the ad-
vantages of both “generations” of insti-
tutional critique will impel a linking of
social criticism, institutional critique
and self-criticism. This link will develop,
most of all, from the direct and indirect
concatenation with political practices
and social movements, but without dis-
pensing with artistic competences and
strategies, without dispensing with re-
sources of and effects in the art field.
PZ: Different Avant-garde, Situationist,
Conceptualist or Interventionist art
practices were extensively based on the
strategies of cutting the distance be-
tween “art and life”, “performer and au-
dience”, “gallery and street”. Instead of
representing the world they were active
in the world. They replaced the princi-
ple of searching for new modes of “de-
piction” with the principle of searching
for the change in the production appa-
ratus itself. In that sense Duchamp’s
question “How do we make a work of art
that is not a work of art?” still can be
used to describe this shift.

LS: T do not really care for Duchamp’s
question that also in its negation sticks
to something like an essence of art. My
question would be more of the kind:

“What are the preconditions for art ma-
chines and revolutionary machines in-
tertwining and forming transversal
concatenations?” That also means - and
I tried to show that by analyzing the ex-
amples of Richard Wagner’s and Anatoli
Lunacharsky’s texts on art and revolu-
tion - that I am not into the game of dis-
solving the difference between art and
life (not even as conceptualized by
Joseph Beuys). Art that tends to lose it-
self in life usually ends up being a bit
too grand. In the relevant main currents
in the 1910s/20s and in the 1960%/70° it is
evident that the general “vitalization” of
art came to no good end: de-politicized
drifting into hermetic pseudo-au-
tonomies and the total heteronomiza-
tion of art are only two sides of the same
coin. In cultural-political endeavors that
have ended up being too large and too
abstract, the ideals of the inseparability
of art and life, instead of questioning
rigid boundaries between aesthetic and
political practice, absolutized these
boundaries or made them reoccur
somewhere else. Contrary to models of
totally diffusing and confusing art and
life, I suggested to investigate other
practices, those emerging in neighbor-
ing zones, in which transitions, overlaps
and concatenations of art and revolu-
tion become possible for a limited time,
but without synthesis and identifica-
tion. Beyond de-differentiating and
overloading art with the revolutionary
pathos, questions can still be raised
about the appropriate form of concate-
nation, which focus on more limited
and more modest overlaps of art and
revolution: How can this kind of over-
lapping be understood as a temporary
alliance and exchange, and yet con-
stantly and conflictually impel attacks
on social power relations and internal
structuralization at the same time? In-
stead of seeking to abolish representa-
tion in pure action and in abundant
life, how can a critique of representa-
tion and an expansion of orgiastic rep-
resentation be developed? Instead of the
promises of salvation from an art that
saves “life”, how can revolutionary be-
coming occur in a situation of the mu-
tual overlapping of art and revolution
that is limited in space and time?

PZ: Is it possible to talk about radical
aesthetics and radical art through the
lens of aesthetics and form? This ques-
tion may seem contradictory, but it is on
one hand historically rooted in radical
avant-garde movements, implied by the
motto “New art for new society”, and on
the other hand incorporated in the
more recent interpretations of art-ac-
tivism and “interventionist art”. The act
of “art” in activist- art theory - where in
the book of Gerald Raunig, Art and Rev-
olution plays an important role - is
closely linked to the act of “invention”
and nonrepresentational imaginative
processes. Creative or art production is
explained as experimental territory for
examination of new tactics, innovation
of tools or invention of new skills for
participation in the process of social
transformation.

LS: Well, it is not so easy to answer this
briefly, but I will try to extract some
thoughts out of my own reading of Art
and Revolution, mainly the question of
how to shift from representing situa-
tions to constructing them. In the 1820s
Hegel had taken the situation concept
from the theatre discourse of the 18th
century and introduced it in his Lec-
tures on Aesthetics as a generalized key
term applying to all art forms. What was

specific about Hegel’s use of the situa-
tion concept was that he opened it up,
initiating a movement with enough
verve that the situation, based on its
quality as an aesthetic category in
Hegel’s use, enabling it to go beyond
Hegel and beyond the framework of
conventional aesthetics. The questions
that Hegel raised on the relationship be-
tween representation and action led in
the heterogenesis of concrete art prac-
tices in the 20" century from represent-
ing situations through various stations
of expanding representation to its lim-
its to constructing situations. The last
phase is the most interesting (here
Tretyakov, Eisenstein, Brecht and the
S.I. are equally important), where the
situation becomes orgiastic: Hegel’s
Ungeheuer der Entzweiung(monster of
disruption) slumbering in the general
state of the world and dozing off again
in the subsequent sublation of differ-
ences is to be treated here only

in a waking state, or rather: as though it
had never gone to sleep at all. Disruptive
monsters do not emerge from the sleep
of reason, they do not know the sleep of
reason nor its dominion.

PZ: If we perceive liberalism as a gov-
ernmental technique based on the econ-
omy of means, then contemporary
post-welfare state capitalism, with its
trend of cutting down state administra-
tion and its competencies has to put
much more emphasis on the self-disci-
pline of populations. Foucault’s concept
of governmentality could be useful for
an analysis of the organization of power-
relations in contemporary capitalist so-
ciety, with its thesis on interconnected-
ness of the disciplinary power and the
bio-political, i.e. “state” power and vari-
ous practices of self-care in the consti-
tution of the subject (in both senses).
How do you envision the practice of cri-
tique that escapes its adoption as a part
of governmental technique? Moreover,
how can it add to revolutionary prac-
tices of radical change?

LS: In his above mentioned essay about
critique Foucault did not stop by con-
ceptualizing governmentality as a dead
end, an inescapable trap, but also put
up a specific proposal concerning the
concept of critique, of the critical atti-
tude within the immanence of govern-
mentality: instead of inducing the
closure of the field with theoretical ar-
guments and promoting this practically,
thus carrying out the art of governing, a
different form of art should be pushed
at the same time which leads to escap-
ing the arts of governing. And Foucault
is not the only one to introduce these
new non-escapist terms of escape. Fig-
ures of flight, of dropping out, of be-
trayal, of desertion, of exodus, these are
the figures proposed - especially against
cynical or conservative invocations of
inescapability and hopelessness - by sev-
eral authors as poststructuralist, non-di-
alectical forms of resistance. With these
kinds of concepts Gilles Deleuze, Paolo
Virno and other philosophers attempt
to propose new models of non-repre-
sentationist politics that can equally be
turned against different problematic
models of transformation of the past
and the present - against Leninist con-
cepts of revolution as taking over the
state (instead of radically evading all
forms of state apparatus), against naive
anarchist positions imagining an ab-
solute outside of institutions, as well as
against concepts of transformation and
transition in the sense of a successive
homogenization in the direction of neo-

liberal globalization. In terms of their
new concept of resistance, the aim is to
thwart a dialectical idea of power and
resistance: to create a positive form of
dropping out, a flight that is simultane-
ously an instituent practice. Instead of
presupposing conditions of domination
as immutable horizons or insurmount-
able walls and yet running against them,
this flight changes the conditions under
which the presupposition takes place.
PZ: Parrhesia appears as one of the es-
sential concepts within Foucault’s re-
searches at the beginning of the 1980°. It
is in the center of his attempts to focus
his work around what he called “tech-
niques of the self” - differentiated and
divergent hermeneutic practices of one’s
own self that began to constitute them-
selves from classical and late Antiquity
on. There is always a game of rhetorical
and discursive negotiation that involves
an almost obligatory duplicity in rela-
tionships between art-institutions and
(activist) artists, or foundations and
trustees. In that kind of situation, which
most certainly plays a significant role in
the reproduction of institutional au-
thorities and hierarchies, parrhesia
could be taken in its colloquial meaning
- being imprudent or even reckless in
conversation. Could you tell us a bit
more about the strategies and effects of
what is called “the double criticism of
parrhesia”?

LS: “Double criticism of parrhesia”
means that here we are not only talking
about the old idea of parrhesia as pub-
licly (in the Greek agora) speaking about
everything, even or just when it is dan-
gerous. This kind of parrhesia as a pub-
lic, political practice is joined by a
personal practice that becomes actual-
ized in a specific form of relationship:
Foucault developed this personal form
of parrhesia as a concept of self-tech-
nique that does not serve as a catholic
confession or examination of con-
science nor as a prototype of Maoist self-
criticism, but rather to establish a
relationship between rational discourse
and the lifestyle of the interlocutor or
the self-questioning person. Contrary to
any individualistic interpretation espe-
cially of later Foucault texts (imputing a
“return to subject philosophy”, etc.),
here parrhesia is not the competency of
a subject, but rather a movement be-
tween the position that queries the con-
cordance of logos and bios, and the
position that exercises self-criticism in
light of this query. Being imprudent or
reckless in communication, like say
Alexander Brener and Barbara Schurz
today, remains within the dialectics of
the institution and its negation. Person-
ally T am not very interested in these
strategies of challenging museums or
other art institutions. But when found-
ing new institutions or experimenting
on instituent practices, I would insist on
what I wrote about the two faces of par-
rhesia, about the necessary intertwin-
ing of parrhesia as both radical social
criticism and self-criticism. Critique is
not exhausted in denouncing abuses,
nor in withdrawing into more or less
radical self-questioning. In terms of art
practices, this means that neither the
belligerent strategies of the institutional
critique of the 1970s nor art as a service
to the institution in the 1990s promise
effective interventions into the govern-
mentality of the present, but maybe it
makes sense to think of combining both
methods into the double criticism of
parrhesia.
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Galerie vytvarneho
umeni v Hodonine

Ztizovatel: Jihomoravsky kraj
Reditel: Mgr. Josef Fantura
Kuratorka: PhDr. Ilona Tunklova

Historie:

Galerie vytvarného uméni v Hodoniné
byla ustavena v roce 1960 v ramci sité re-
gionalnich galerii a umisténa v tzv.
Domé umélcti, budové byvalého spolku
Sdruzeni vytvarnych umeélcti morav-
skych (SVUM).

Sbirky:

Galerie vlastni sbirky ¢eského vytvar-
ného umeéni 1. poloviny 20. stoleti se za-
méienim na maliiska a sochatska dila
zakladatelské generace Sdruzeni vytvar-
nych umélct moravskych. Soudasti sbi-
rek je umeélecky odkaz Jakuba Obrovského
a Franty Uprky. Ceské uméni 2. poloviny
20. stoleti galerie sbira s dtirazem na do-
kumentaci vyvoje vytvarného uméni v
regionu jihovychodni Moravy. Tomuto
zaméieni tematicky odpovida4 i stala ex-
pozice. Galerie se dale specializuje na
souctasnou fotografii a moderni ¢eskou
grafiku s ptrihlédnutim k tvorbé nej-
mladsi generace vytvarnik.

Prohlageni:

To co se zda byt ¢im dal vic stifedem na-
$eho zajmu a jakousi zakladni myslen-
kou je poznani, ze z Evropy se stava
velmoc, a co to znamena pro rozvoj de-
mokracie jako takové a zejména pro pos-
taveni kultury? Zapadni demokracie
jsou v upadku, tvrdi Paolo Flores D’Ar-
cais, italsky filozof a redaktor jednoho z
nejvlivnéjsich italskych ¢asopisti Micro-
Mega. D’Arcais spatfuje priznaky tohoto
zhorsovani napiiklad v omezovani ob-
¢anskych prav v USA po 11. za¥i 2001
(Vlastenecky zakon) nebo v omezovani
plurality médii v Italii Silviem Berlusco-
nim, ale také v egoismu fady ,hnuti
identity”, ktera kladou opravnény boj za
svd prava nad vSeobecny prospéch.
Noam Chomsky c¢asto kritizuje zptisob,
jakym se Spojené staty jakozto ochrance
kapitalismu ¢im dal vic méni z obéan-
ské demokracie v ,trzni demokracii®, ve
které pievladaji neoliberalni doktriny a
principy a prisluhovani velkym podni-
ktim, jejichz hon za ziskem podle néj
podporuji instituce ovladané Amerikou,
jako jsou Mezindrodni ménovy fond,
Svétova banka nebo Svétova obchodni
organizace. V poslednich letech se obje-
vila fada svétovych odbojovych hnuti,
ale revitalizace demokracie prostied-
nictvim (anti)globaliza¢nich a protiva-
le¢nych hnuti se musi nevyhnutelné
dostat do rozporu s centralizaci poli-
tické moci, o kterou usiluji politické
elity. Strasdk hromadné nezaméstna-
nosti a zejména ,mezinarodniho tero-
rismu® se pouziva jako nastroj k zajisténi
spolecenské discipliny a ¢asem by oslabil
demokratické sily.

Obrysy ,nové Evropy® lze spatiit zvlast
jasné v redukci prostiedka na socialni
péci a sluzby, ke které v soucasnosti do-
chazi v celé Unii, a rovnéz v piistéhova-
lecké politice, nebot pravé tam lze
zabudovat principy spolecenské kon-
strukce, jako je zac¢lenéni nebo vycle-
néni (kulturni) identity a (etnickych)
rozdilt. Po padu Zelezné opony vydésila
zapadoevropské primyslové staty ma-
sova emigrace, a proto se nyni vnéjsi
hranice posunuly az k pobaltskym sta-
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tam. V Evropé se po jedenactém zairi a
pumovych atentatech v Madridu hovoii
o fadé novych bezpe¢nostnich zakont i
rozmisténi armady k zajisténi verejné
bezpecnosti. S tim krac¢i ruku v ruce i
militarizace. Evropa, ktera dala vznik-
nout vefejnému prostoru a svobod-
nému méstu, se nyni nachazi uprostied
procesu zvySovani vyjimec¢ného stavu
jako k vlddnoucimu modelu méstského
Zivota.

Evropské méstské aglomerace se promé-
nuji v improvizované piezivajici celky
s vysokym zabezpecenim. Na rozdil od
Londyna (kde hlidkuje 20.000 policistti)
a PatiZe (3.000 policistil, parasutistt a za-
hrani¢nich legionait) klade Praha v boji
proti stragdku ,,mezinarodniho teroris-
mu®, ktery se pouziva jako synonymum
pro ,islamsky terorismus®, mensi diiraz
na piitomnost policie a armady v ulicich
a vice na shromazdovani informaci stat-
nimi bezpe&nostnimi organizacemi. Uto-
ky v New Yorku a Madridu poskytly poli-
tikéim ospravedlnéni pro zavadéni no-
vych kritérii pro vyifazovani: muslimské
mensiny, které Ziji v hranicich Evropské
unie, jsou ve stalém podezieni a jsou ne-
ustale podrobovany prohlidkam kvuli
»Spicim bunikam®.

I kdyz politicka sféra formalizovala in-
tegraéni proces EU jako geopolitickou
vizi perspektivni velké Evropy a vnucuje
zivotu i spole¢nosti uré¢ité normy (nové
¢lenské staty musely demokratizovat své
politické systémy podle zapadniho mo-
delu, p#ijmout mezinarodni pravidla
konkurence a integrovat tisice zakont
EU do svych narodnich legislativ), oblast
kultury - v§ude tam, kde je propojena s
politickymi a spoleé¢enskymi odbojo-
vymi hnutimi - ma potencial ke vzniku
perspektivy, ktera by s procesem evrop-
ské unifikace zachazela jako s piilezi-
tosti k vytvoieni kritické Evropy. Misici
se proces kultury a politického odboje
ma sklon k vytvaieni tii formata ¢in-
nosti, které ptisobi v interakci a navza-
jem se posiluji: aktivismus v umélecké
formé, spoluprace mezi umélci a akti-
visty a umeéni coby projev aktivismu. Je
tireba povazovat uméleckou praxi za for-
mat ke spole¢enské ¢innosti, a nikoli za
zastaralou burzoazni formu jak se zvy-
raznit. KdyZ na to nebudeme pohlizet
takto, pak je umélecké ,dilo“ vychozim
bodem k dikladnému zkoumani jeho
vlastnich podminek vzniku i existence a
sily pi#i produkci a posilovani obrazkt a
dispozic.

Jaka opatieni je tireba piijmout k prolo-
meni zabran politiky znazornovani a
dosazeni osvobozeni sebe sama a nabyti
vlastni moci? Zaprvé musime vzit v
uvahu zakladni rozpor sjednocovaciho
procesu Evropské wunie, konkrétné
prani sjednotit tizemi unie z hlediska
ekonomické, zahrani¢ni a bezpe¢nostni
politiky, ale zaroven uznavat a zachova-
vat kulturni diverzifikaci jejich ¢asti.
Uméni a kultura jako rezidua ,kontra-
projektu® nejsou jisté jen ozvénou roz-
voje spole¢nosti. Misto toho se aktivné
podileji na budovani politiky znazorro-
vani, které se a¢astni ve dvojim smyslu -

jako vyrobci i predstavitelé. Casto pro-
klamovana kulturni rtznorodost Ev-
ropy, ktera je udajné bohatsi nez
americka povrchni kultura, a proto je
tteba ji chranit naptiklad zavadénim
kvét, ve skuteénosti v politice znazorrio-
vani predstavuje vybusny bod - presnéji
fedeno moment vytvaiejici identitu v ev-
ropském pocitu nadiazenosti nad ostat-
nimi.

V Praze v jednu chvili zaroven probihal
nejvétsi svétovy hudebni veletrh a kon-
gres Popkomm 2007 a v Praze spole¢né
zasedaly parlamentni vybor pro kulturu
a média a Ceskd vySettovaci kulturni ko-
mise, které jednaly o zavedeni kvoty
pop-music v ¢estiné (Czech-pop) v radiu.
Aniz narazila na vyraznéjsi odpor, ali-
ance starnoucich pankacéa, zelenych a
kulturnich konzervativcii (coz by bylo
pied deseti lety nemyslitelné) spojila své
sily proti globalizaci a postavila ¢eskou
rozdilnost proti anglo-americké mono-
kultute. Francie zavedla rozhlasovou
kvétu ve vysi étyficeti procent fran-
couzské hudby uz v roce 1996. Znarod-
néni identity popu je samo o sobé
rozpor, protoze pop byl vidycky pited-
métem procesu globalizace, ktery byl
nutny k pieméné narodnich monokul-
tur na mezikulturni raznorodost. Na in-
iciativé Czech-pop je vlastné fascinujici
tvrzeni, Ze pop je narodni kulturni de-
vizou, ktera si zasluhuje ochranu pred
udajné ni¢ivou globalizovanou anglo-
americko monokulturou, a stejné tak
nacasovani vyzev k zavedeni kvét. V
dobé, kdy si Evropa brousi zuby na to, ze
bude konkurovat supervelmoci Ame-
rice, se diskuse o kvotach jevi v jiném
svétle. Role kultury jako spoluvyrobce
politiky znazornovani je zde evidentni.

»Kulturni rtiznorodost® Evropy, ktera
udajné dava vzniknout jemnéji diferen-
covanym verzim ,rozdilnosti®, aby tak
umoznila p¥istup k tomu, co je ,jiné", se
z tohoto pohledu jevi jako ideologicky
implantat. Ve skute¢nosti jsou vsak libe-
ralizaci a deregulaci obchodu a finan¢-
nich trht zasaZeny, zménény a zma-
nipuloviny v8echny oblasti kazdoden-
niho Zivota od kultury aZ po spole¢nost.
Fakt, ze v priitbéhu sjednocovaciho pro-
cesu EU vzkvéta praveé kultura, zatimco
systémy socidlniho zabezpeceni se pod
pésti akciovych hodnot jeden po dru-
hém rozpadaji, ukazuje silu kultury
v procesu transformace velké Evropy
a symbolicky jej skryva.

Kriticka ,,nova Evropa®, ktera nam umo-
Znuje rozlustit ideologii politiky znazor-
novani, by se mozna dala nalézt v kon-
cepci kultury sméSovani® (spiSe nez
v kultufe zndzorniovani nebo ,kultute
¢istoty®), kterou formuloval francouzsky
filozof Jean-Luc Nancy p¥i svém Setteni
konstrukei etnické identity v jugoslav-
skych valkach. Tato ,kultura sméso-
vani“, ktera je namiiena proti esen-
cializaci ,.lidu” ¢i ,naroda”, ,civilizaci“ a
Hidentité®, mtze piispét ke vzniku nové
politické krajiny, osvobozenych identit
a moznosti akci s cilem pomoci Evropé
pii jeji budouci sebeidentifikaci. Zvlasté
vizualni uméni je producentem smys-
leni, které piekrac¢uje hranice. Tam, kde
se uméni a kultura kriticky zabyvaji
dynamikou sjednocovaciho procesu Ev-
ropy (procesu, ktery v soucasnosti roz-
dilnost spise produkuje, nezli elimi-
nuje), jsou zaroven politickymi spolu-
tvarci psychogeografie, ktera se jmenuje
»nova Evropa®.

The Gallery of Fine Arts

in Hodonin

Authority: The South-Moravian Region
Director: Mgr. Josef Fantura
Curator: PhDr. Ilona Tunklova

History:
The Gallery of Fine Arts in Hodonin was

founded in 1960 as part of the network
of regional galleries. It was housed at the
so-called House of Artists, which for-
merly belonged to the Association of
Moravian Artists (Sdruzeni vytvarnych
umélctt moravskych - SVUM).

Collection:

The gallery owns collections of Czech art
from the first half of the 20" century,
with special emphasis on the painting
and sculptures of the founding genera-
tion of the Association of Moravian
Artists. Part of the collection is the artis-
tic legacy of Jakub Obrovsky and Franta
Uprka. Acquisitions of Czech art of the
second half of the 20" century are in-
tended, primarily, to show the develop-
ment of fine arts in southeastern
Moravia. The permanent exhibition of
the Gallery is very much on line with
this purpose. The Gallery also spe-
cialises in contemporary photography
and modern Czech graphic art, with a
special emphasis on the work of the
young generation.

Statement:

As a general platform, what seems to be
more and more important in our work
is to recognize that Europe is an emerg-
ing superpower, and what does this

mean for the development of democracy
in general and for the status of culture
in particular? The western democracies
are in decline, according to Paolo Flores
D'Arcais, Italian philosopher and editor
of Italy's most influential political peri-
odical, MicroMega. D'Arcais sees the
symptoms of this deterioration in, for
example, the restriction of civil rights in
the United States after 9/11 (Patriot Act)
and the restriction of media pluralism
in Italy by Silvio Berlusconi, but also the
egoism of "identity movements" that
place the justified struggle for their
rights above the general good. Noam
Chomsky also criticize the way the
United States, as the guardian of capital-
ism, has mutated more and more from a
citizens' democracy into a "market
democracy" dominated by neoliberal
doctrines and tenets and serving the big
corporations, whose hunt for profits, he
says, is backed by American-controlled
institutions such as the International
Monetary Fund, the World Bank, and
the World trade Organization. A num-
ber of world wide resistance movements
have sprung up in recent years, but the
revitalization of democracy by the (anti)-
globalization and anti-war movements
must inevitably collide with the central-
ization of political power that the polit-
ical elites are pushing for. The specters
of the millennium-structural mass un-



employment and "international terror-
ism"-especially, are instrumentalized for
social discipline and would, given time,
weaken the democratic forces.

The contour of the "new Europe" can be
seen especially clearly in the cuts in wel-
fare and social services currently being
implemented across the Union, and also
in migration policy, because that is
where principles of social construction
such as inclusion and exclusion of (cul-
tural) identity and (ethnic) difference
can be cemented in place. After the fall
of the Iron Curtain, mass emigration
terrified the western European indus-
trial states - which is why the external
borders has now been pushed back to
the Baltic states. Within Europe, after
9/11 and the Madrid bombings, there is
discussion of a series of new security
laws, and the deployment of the army to
maintain public security. Militarization
is progressing apace. Europe, which
gave birth to public space and the free
city, is in the process of raising the state
of emergency to the ruling paradigm of
urban life.

Europe's conurbations are turning into
improvised high-security survival tracts.
Unlike London (with 20,000 police on
patrol) and Paris (3,000 police, para-
troopers and foreign legionaries), Prague
places less emphasis on the presence of
police and army on the streets and more
on advance information-collecting by
the state security agencies, when fight-
ing the specter of "international terror-
ism," which is used as a synonym for
"Islamic terrorism." The attacks in New
York and Madrid gave politicians the jus-
tification to welcome new criteria of ex-
clusion: Muslim minorities living inside
the EU-borders come under wholesale
suspicion and are subjected to dragnet
searches for "sleepers."

While the political sphere formalizes
the EU integration process as a geopo-
litical vision of a prospective greater Eu-
rope and forces norms on life and
society (the new member states had to
democratize their political systems on
the western model, accept international
rules of competition, and integrate
thousands of European Union laws into
their national legislation), the field of
culture-wherever it connects with polit-
ical and social resistance movements-
has the potential to bring forth a
perspective that treats the process of Eu-
ropean unification as an opportunity
for creating a critical Europe. The mix-
ing process of culture and political re-
sistance tends to generate three formats
for activity, which interact and rein-
force one another: activism as art form,
cooperation between artists and ac-
tivists, art as activist manifestation. We
have to see artistic practice as a format
for social activity-and not just as an out-
dated bourgeois form of gaining dis-
tinction. Seen this way, the artistic
"work" is the starting point for an all-
round examination of its own condi-
tions of creation and existence and of its
power in the production and reinforce-
ment of pictures, images, and disposi-
tives.

What measures are needed to break out
of the politics of representation-and
achieve self-liberation and self-empow-
erment? First of all, we must take up an
elementary contradiction of the Euro-
pean Union unification process, namely,
the wish to unify the territory of the

Union in terms of economic, foreign,
and security policy, while recognizing
and preserving the asserted cultural di-
versity of it's regions. Art and culture as
counterproject residua are certainly not
merely sounding boards for develop-
ments in society. Instead, they are ac-
tively involved in constructing a politics
of representation, in which they partici-
pate in a double sense- as both produc-
ers and representatives. Europe's much-
trumpeted cultural diversity, which is
supposedly richer than American pulp
culture and therefore has to be pro-
tected, for example by introducing quo-
tas, actually marks an explosive point in
politics of representation- to be precise,
the identity-forming moment of the Eu-
ropean feeling of superiority over others.
At the same time, as the world's biggest
pop music fair and congress, Popkomm
2007, was in progress in Prague, the par-
liamentary committee on culture and
the media and commission of inquiry
on culture in the Czech Republic, held a
joint hearing in the Parliament on the
introduction of quota for Czech-lan-
guage pop-music (Czech-pop) on the
radio. Without meeting any real resist-
ance, an alliance of aging punks,
Greens, and cultural conservatives (that
would be unthinkable ten years ago)
joined forces against globalization,
counterposing Czech diversity against
Anglo-American monoculture. France
introduced a radio quota of 40 percent
for French -language music back in
1996. Nationalizing the identity of pop is
a contradiction in itself, because pop
has always been subject to a globaliza-
tion process, which was indispensable
in transforming national mono-cultures
into intercultural diversity. In fact, the
fascinating thing about the Czech-pop
initiative is the claim that pop is a na-
tional cultural asset worthy of protec-
tion from a supposedly destructive
globalized Anglo-American monocul-
ture, and also the timing of the call for
quotas, at a time when Europe is girding
its loins to challenge the American su-
perpower, the quota discussion appears
in different light. The role of culture as
co producer of a politics of representa-
tion is evident here.

Seen in this way the "cultural diversity"
of Europe, which allegedly brings forth
ever more finely differentiated versions
of "difference" so as to provide access to
the "Other," turns out to be an ideologi-
cal implant. In reality, however, all
spheres of everyday life from culture to
society are affected, changed, and ma-
nipulated by the liberalization and
deregulation of trade and financial mar-
kets. The fact that culture, of all things,
flourishes during the course of the EU
unification process while social security
systems are dismantled piece by piece
under the heel of shareholder value,
demonstrates the power of culture to
the processes of greater European trans-
formation, and to conceal them symbol-
ically.

A critical "new Europe" that allow us to
disentangle the ideology of the politics
of representation could perhaps be
found in the concept of a "culture of
mixing," (rather than a culture of repre-
sentation or a "culture of purity"), which
the French philosopher Jean Luc Nancy
formulated in his investigation of con-
structions of ethnic identity in the Yu-
goslavian wars. This "culture of mixing,"
which is directed against the essential-

non non

ization of "people,” "nation," "civiliza-
tion," and "identity" can help to con-
tribute new political landscapes,
liberated identities, and options for ac-
tion to help to Europe's future self-iden-
tification. Visual art, in particular, is a
frontier-crossing producer of thinking.

Where they deal critically with the dy-
namics of the European unification
process (a process that is currently tend-
ing to produce rather than eliminate
contradiction), art and culture are iden-
tity-political producers of a psycho-ge-
ography named "New Europe."

Horacka galerie
Nove Mesto na Morave

Zrizovatel: Kraj Vysocina
Reditel: PhDr. Josef Chalupa

Historie:

Horacka galerie byla zaloZena v roce 1964
a navazala na bohatou vytvarnou tradici
na Vysoc¢ing, v rodném mésté Jana Stursy
a Vincence Makovského. Prvni vystavni
plochy vznikly ve druhém pati'e dnesni
radnice a ve dvou salech novomeéstského
zamku byla instalovana stala expozice.
Pozdéji byly galerii pronajaty dalsi dvé
mistnosti a ziizen pamatnik Vincence
Makovského. V roce 1972 byl pro potieby
galerie ziskan cely areal novomeéstského
zadmku.

Sbirky:

Ve svém sbirkovém programu se Ho-
racka galerie zamétila na nakup dél nej-
vyznamnéj$ich osobnosti regionalniho
uméni v konfrontaci s ¢eskym vytvar-
nym uménim. Stala expozice piedstavuje
piredevsim sochaiskou sbirku s diirazem
na klasicistni linii v ¢eské plastice 20. sto-
leti, krajinaiskou malbu na Horacku a
sklare Vysodiny.

Prohlaseni:

Pokusim se zde formulovat typicky stav
soucasného ¢eského vytvarného umeéni
vidéného z pozice nasi instituce. Jeho
hlavnimi vlastnostmi jsou: 1) obecna kon-
struktivni vile; 2) posun smérem k ob-
jektu, nebot malovani na stojanu je
odmitano a piekonano; 3) udast divaka
(fyzicka, dotykova, vizualni, sémanticka,
atd.); 4) angazovanost a zaujimani po-
stoje k politickym, spolec¢enskym a etic-
kym problémiim; 5) sklon ke kolektiv-
nim navrhtim, a v dasledku toho ruseni
HSsmi® v dne$nim uméni, které jsou
tak typické pro prvni polovinu stoleti;
6) znovuzrozeni a nové formulace pojeti
santi-umeéni®,

Proto se typicky stav soufasného ces-
kého uméni odliuje v mezinarodni ro-
viné od obou hlavnich dnesnich prouda
- Post konceptualniho uméni a jinym
kvazi p¥istuptim k uméni. Soucasna si-
tuace v ¢eském umeéni je stav, a nikoli
dogmatické ¢i estetické hnuti (jako na-
piiklad kubismus nebo jakykoli jiny
»ismus” piedstavoval ,.jednotu mysleni“,
ale ptitom byl sjednocen vSeobecnym
potvrzenim téchto mnohocéetnych ten-
denci seskupenych do obecnych ten-
denci). Kdyby nékdo chtél, mohl by pii
zachovani vzdalenosti a rozdilt najit ur-
¢itou podobnost v dadaismu.

vvvvvv

tato ucast, ktera byla od zacatku proti-
kladem k ryzi transcendentalni kon-
templaci, se projevuje mnoha zptisoby.
Existuji v8ak dva piesné definované
typy ucasti - jeden, ktery obsahuje ,ma-
nipulaci® neboli ,smyslové-télesnou
ucast“, a druhy, ktery zahrnuje ,séman-
tickou® dcast. Tyto dva zpusoby udasti
usiluji o zakladni, naprostou, podstat-
nou a nerozptylenou ucast a obsahuji
dva procesy; nelze je tedy zjednodusit na

pouhou mechanickou uéast, ale je tieba
se soustiedit na nové vyznamy, jez jsou
odli§né od ryzi transcendentalni kon-
templace. VSechna dila, po¢inaje ,hra-
vymi“ projekty a konce témi, které jsou
spredstavenim®, od ,disté slovné® sé-
mantickych aZ po ty, které jsou ,,slovem
v objektu® ve ,vypravécich® uméleckych
dilech a dilech politického ¢i spolec¢en-
ského protestu, hledaji objektivni zpti-
sob tucasti. Byva to vnitini hledani,
uvniti objektu, ktery si zada projekt ak-
tivni divacké udasti v procesu - jednotli-
vec, jemuz je dilo uréeno, je vybizen, aby
dokondil vyznam, ktery dilo navrhuje, a
proto je to oteviené dilo. Je zbyte¢né
piedkladat zde v obrysech historii fazi a
podob ucasti divaka, ale 1ze je nalézt ve
vSech novych projevech avantgardy, po-
¢inaje individualnim dilem a konce dily
kolektivnimi (naptiklad ,happeningy®,
wakece“, nebo nezavislé ,doc¢asné auto-
nomni zény*). Zkusenosti jak individua-
lizované, tak kolektivni povahy inklinuji
ke stale otevienéjsim projektim ve
smyslu této ucasti véetné takovych,
které se snazi dat jednotlivci piileZitost
k ,,vytvoteni® vlastniho dila. Stejné tak je
dalezitym vychozim bodem tohoto
problému zijem o dilo o nékolika ¢as-
tech (i v hravém smyslu dovedeném k
maximu). V Cesku dnes pievlada po-
treba zaujimat stanovisko k politickym,
spole¢enskym a etickym problémutm;
potieba, ktera kazdym dnem roste a vy-
zaduje naléhavou formulaci, protoze je
v oblasti tvorby zasadni otazkou - v tak-
zvaném plastickém uméni, literatute,
novych médiich, atd.

Existuji dva zpusoby, jak nabizet kolek-
tivni uméni: prvnim je vyslat individu-
alni dilo do kontaktu s vetejnosti v
ulicich (musi to byt pi¥irozené dila vyro-
bena za timto udéelem, a nikoli kon-
ven¢ni umélecka dila prizptsobena
okolnostem); a druhym je nabidnout
tvaréi ¢innost pro toto publikum vlastni
tvorbou samotného dila. Co je v Cesku
skute¢né zajima nas$i novou generaci
umeélcti je trend kolektivniho uméni.

V Cesku se role formuji takto: Jak vy-
svétlit a ospravedlnit vznik avantgardy
nikoli jako symptom odcizeni, ale jako
rozhodujici faktor v kolektivnim po-
kroku? Jak situovat umeéleckou tvori-
vost? Problém by se dal te$it dalsi
otazkou: pro koho vlastné umeélec tvori?
Je v8ak vidét, Ze umélec pocituje vétsi
potiebu nejen zkratka ,tvorit®, ale také
»piedat® néco, co ma pro néj zasadni vy-
znam; toto piedani nehotového, ,ote-
vireného dila se v§ak musi tykat $irsiho
meéiitka, a nikoli jen elity zredukované
na .experty” - dokonce i ,proti“ této
elité. To je zdkladnim kli¢em k novému
pojeti anti-uméni - nejen se usilovné vé-
novat uméni minulosti nebo pusobit
proti starym koncepcim (stejné jako
kdysi je to postoj zaloZeny na transcen-
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dentalismu), ale vytvafet nové experi-
mentalni podminky, kdy na sebe umélec
bere roli ,navrhovatele® ¢i ,,podnikatele®
nebo dokonce ,vzdélavatele®. Stary
problém ,vytvaieni nového uméni®
nebo bourani kultur uz neni timto zpt-
sobem formulovan - spravné by bylo se
ptat, jaké navrhy a opatifeni musi ¢lovék
piijmout, aby vytvotil $iroké podminky
pro ucast verejnosti na téchto novych
otevicenych projektech v tviiréi oblasti,
do které se umélci sami zvolili. Pravé na

tom zavisi jejich samotné pieziti a svym
zpusobem i pieZiti lidi. Na zavér bych
chtél pripomenout vétu, ktera by podle
mého nazoru mohla velmi dobie vyja-
drit ducha ,nové objektivity; zasadni
vétu, ktera svym zpusobem piedstavuje
syntézu vSech uvedenych poznamek i
soudasné situace (stavu) takzvané c¢eské,
nebo post komunistické reality; mohla
by slouzit jako motto ¢i heslo ,,nové ob-
jektivity” - ,Zijeme z nep¥izné poméra!”

The Highland Gallery
Nové meésto na Morave

Authority: The Czech Highlands Region
Director: PhDr. Josef Chalupa

History:
The Highland Gallery was founded in

1964 and built upon the rich art tradi-
tions of the Highlands in the birthplace
of the sculptors Jan Stursa and Vincenc
Makovsky. During the years 1968-1972
the Highland Museum at Nové Mésto na
Moravé and the Highland Gallery were
merged. In 1972 the entire chateau was
put at the disposal of the Gallery, which
became once more an independent in-
stitution covering the whole region. Ex-
tensive reconstruction of the entire
chateau, in line with Gallery require-
ments, began in 1986, with the comple-
tion in 1998.

Collection:

The core of the permanent exhibition is
primarily the collection of sculpture with
emphasis on classical trends in Czech
20'h-century sculpture, Highland land-
scape painting and glass making. In 1998,
to mark the anniversary of the founding
of the Czechoslovak Republic, the Gallery
opened an exhibition covering the period
from 1918 until now. The bulk of the ex-
hibition are largely bequests sculptures
by 20'-century artists and a collection of
20'"-century paintings. Practically unique
is the collection of artefacts from the
glass works at Skrdlovice and sets by
artists working in glass.

Statement:

I will try to describe the typical state of
Czech contemporary art as perceived
from our institutional position. Its prin-
cipal characteristics are: 1) general con-
structive will; 2) a move towards the
object, as easel painting is negated and
superceded; 3) the participation of the
spectator (bodily, tactile, visual, seman-
tic, etc.); 4) an engagement and a posi-
tion on political, social and ethical
problems; 5) a tendency towards collec-
tive propositions and consequently the
abolition in the art of today, of "isms," so
characteristic of the last century; 6) a
revival of, and a new formulations in,
the concept of anti-art.

Therefore, as a typical state of current
Czech art, it likewise distinguishes itself
on the international plane from the two
main currents of today; Post Conceptual
Art and other quasi engaged art prac-
tices. Current Czech art being a state,
and not a dogmatic, aesthetic move-
ment (as Cubism was, or instance, or
any of the other "isms" constituted as a
"unity of thought," but unified never-
theless by a general verification of these
multiple tendencies grouped into gen-
eral tendencies). One may find, if one
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wishes, a simile in Dada, keeping in
mind the distances and differences.
The problem of spectator participation is
more complex, since this participation,
which from the beginning was opposed
to pure transcendental contemplation,
manifests itself in many ways. There are,
however, two well defined modes of par-
ticipation: one is that which involves
"manipulation” or "sensorial-corporal
participation"; the other, that which in-
volves a "semantic" participation. These
two modes of participation seek, as it
were, a fundamental, total, significant,
nonfractioned participation, involving
the two processes; that is, they are not re-
ducible to the purely mechanical partic-
ipation, but concentrate on new
meanings, differing from pure transcen-
dental contemplation. From the "playful"
propositions to those of the "act," from
the "pure word" semantic propositions to
those of the "word in the object," in "nar-
rative" works and works of political or so-
cial protest, what is being sought is an
objective mode of participation. This
would be the internal search, inside the
object, desired by the proposition of ac-
tive spectator participation in the
process: the individual to whom the
work is addressed is invited to complete
the meaning proposed by it - it is thus an
open work. It is useless to outline here a
history of the phases and appearances of
spectator participation, but it can be
found in all the new manifestations of
our avant-garde, from the individual
work to the collective, e.g. "happenings",
"events" and "self organized "Temporary
Autonomous Zones." Experiences of both
an individualized and a collective nature
tend towards increasingly more open
propositions in the sense of this partici-
pation, including those which tend to
give the individual the opportunity to
"create" his work. Likewise, the preoccu-
pation with serial production of works,
which would be the playful sense ele-
vated to the highest degree is an impor-
tant take-off point from this problem.
There is currently in the Czech Republic
the need to take positions in regard to po-
litical, social, and ethical problems, a
need which increases daily and requires
urgent formulation, since it is an crucial
issue in the creative field: the so-called
plastic arts, literature, new media, etc.
There are two ways to propose a collec-
tive art: the first would be to throw in-
dividual productions into contact with
the public in the so called public
spheres, naturally, productions created
for this, not conventional productions

adapted; the other is to propose creative
activities to this public, in the actual
creation of the work. In the Czech Re-
public, the tendency towards a collec-
tive art is what really concerns our new
generation of artists.

In the Czech Republic, the roles take on
the following pattern: how to explain
and justify the appearance of a neo-
avant-garde, not as a symptom of alien-
ation, but as a decisive factor in its col-
lective progress? How to situate the
artists creativity there? The problem
could be tackled by another question:
who does the artist make the work for?
It can be seen, thus, that this artist feels
a greater need, not only simply to "cre-
ate," but to "communicate" something
which for him is fundamental, but this
communication would have to be large-
scale, not for an elite reduced to "ex-
perts" but even "against" this elite, with
the proposition of unfinished, "open"
works. This is the fundamental key to a
new concept of anti-art: not only to
hammer away at the art of the past, or
against the old concepts, as before, still

an attitude based upon transcendental-
ism, but to create new experimental
conditions where the artist takes on the
role of "proposer," or "entrepreneur," or
even "educator." The old problem of
"making a new art," or of knocking
down cultures, is no longer formulated
in this way - the correct formulation
would be to ask: what propositions, pro-
motions and measures must one draw
upon to create a wide-ranging condition
of popular participation in these new
open propositions, in the creative
sphere to which these artists elected
themselves. Upon this depends their
very survival, and that of the people in
this sense.

In conclusion, I want to evoke a sen-
tence which, I believe, could very well
represent the contemporary spirit, a
fundamental sentence which, in a way,
represents a synthesis of all these points
and the current situation of the so-
called Czech or Post Communist condi-
tion; it could serve as a motto, the
rallying cry - here it is: OF ADVERSITY
WE LIVE!

Rabasova galerie

Rakovnik

Zrizovatel: Stiedocesky kraj
Reditel: ak. mal. Vaclav Zoubek

Historie:

Rakovnickou galerii zalozila Spole¢nost
piatel umeéni v Rakovniku. Prvni inicia-
tivni kroky uéinila roku 1939, ptivodné
zamy$lela vytvorit ,krajanskou® obra-
zarnu, stalou expozici dél umélci, kteii
méli nebo maji uré¢itou vazbu k regionu
Rakovnicka. Spole¢nost zahdjila i nakup
vybranych obrazt, ale v pribéhu valky
jeji aktivita ustala. Po osvobozeni se k pii-
vodnimu zaméru vratila, vyhledala vhod-
né prostory a ustavila kuratorium gale-
rie. Rozhodujici Glohu pti zalozeni ga-
lerie sehral malit Vaclav Rabas, proto
pozdéji po jeho smrti byla galerie na-
zvana jeho jménem.

Sbirky:

Sbirka galerie vznikala od ¢tyticatych let
20. stol., obsahuje dila autorti z rakov-
nického regionu a piedev§im soudo-
bych. V posledni dobé vznika sbirka
soch z mistni opuky, které vytvorili
ucastnici mezinarodniho sochaiského
sympozia organizovaného galerii.

Prohlaseni:

Kdyz jsem na zacatku osmdesatych let
studoval na univerzité a na Akademii vy-
tvarného umeéni, instituéni kritika byla
nééim, co pravé dorazilo na padu ces-
koslovenského akademického a umélec-
kého diskurzu. Mnozi jsou asi toho
nazoru, Ze nijak nepokrodila a Ze zus-
tava okrajovou zaleZitosti s tim, Ze pouze
dnes uz postrada exoticky nadech no-
vinky, a tim padem je angaZovani se v ni
méné modni. Mozna to tak je - prinej-
mensim pokud je to posuzovano podle
wpouli¢ni dvéryhodnosti“ ¥e¢eno slan-
gem, neboli ,symbolické hodnoty* ve
smyslu Bourdieua. Jaksi se zda, Ze to, co
bylo tak rychle ozna¢eno nalepkou ,in-
stituéni kritika,” si nikdy nenaslo své
misto v ¢eském ani ve stiedoevropském
kontextu. Nebo mozna jsme ji ptijali pti-
li§ rychle a tak se stala jen dal$§im ozna-
¢enim pro dalsi kulturni trend ¢&i
esteticky zanr, zptsobem (institucoio-

nalniho) ptritazovani pojmu, které v
daném pripadé uspésné naznaduje, Ze
wkritika instituci® je jen dalsi esteticka
taktika, kterou si privlastnila jak insti-
tuce sama, tak trzni sily, které nasleduje
(symbolické i jiné).

Jsem nicméné presvédcend, ze mnoho
téch, kdo tvori uméni, a kteii se analy-
zou institucionalnich praktik, aktual-
nich v ur¢itém momenté, inspirovali (a
stale inspiruji), si od té doby vytvorili
zpusob vlastniho mys$leni a uvazovani,
ktery sice dnes ,institucionalni kriti-
kou® nazyvat nelze, ale ktery vyuziva za-
jimavéjsi a produktivnéjsi prvky
rozbort a postupti logiky institucionali-
zace jako hlavnich prostiedkt k tomu,
aby uplatnili sviij hlas v mistnich dis-
kurzech.

Duivod, proc¢ za¢inam az od samého po-
jmenovani instituéni kritiky je mozné
vystopovat v poucdenich, které nam
samo pojmenovavani véci dava. Prvni
pouceni se tyka specifi¢nosti mista: to,
ze vétsina kritickych a teoretickych dis-
kurzti o uméni k ndm piichazelo a pti-
chazi z USA (a do urcité miry z Némecka
a Rakouska) neznamena, Ze institu¢ni
mechanismy a zpusob jejich fungovani
a pusobeni ve specifickém kulturnim
prostiedi je stejny jako u nas. Naopak.
S timto poucenim se poji jesté jedno: sila
instituce se projevuje pirevazné tim, Ze si
osobuje pravo oznadovat, a tak normu
vytvaiet. Nebo jesté specifi¢téji: vaha
piejimanych americkych diskurza o
sinstituéni kritice® a umeéni spoécivala i
v tom, Ze o sobé piedpokladaly, ze jsou
platné pro vSechny umeélecké instituce
véetné téch nasich, lokalnich.

Zapadni museum moderniho uméni je
samoziejmé presné tim, ¢im se nazyva -
“moderni” (a tim padem i “zadpadni”),
protoze se definuje piedev§im svym
obecné pouzitelnym formatem bilé
krychle. Formatem, ktery definuje sama



sebe - ¢i své ,institucialni ja* - jako uni-
verzalni. Tento princip uplatiuji i ceska
muzea umeéni, jako pravdépodobné vét-
S§ina ,muzei moderniho uméni“, a to
s sebou nese urcité pochybnosti. Vysled-
kem je jejich soundleZitost s jinymi me-
chanismy ,univerzalizujicich® produ-
centii diskurzi, které tak legitimizuji
samy sebe natolik, aby ztistaly u moci a
tak vzdy piedstavovaly a reprodukovaly
»normu.“ A prestoze dany obecny model
vytvaieni norem reprezentace navenek
vypada v raznych narodnich kontextech
totoZzné, principy, které se v procesu nor-
movani uplatiiuji, konzumuji, a vstieba-
vaji - ¢i vyuzivaji a zneuzivaji - se vyraz-
né lisi.

Zpusob, jakym je béZzné muzeum moder-
niho uméni situovano v urc¢itém veiej-
ném diskurzu, se vyrazné lisi podle
kontextu. A protoze umélecka instituce
nikdy neexistuje jen sama o sobé, ale i ve
vztahu ke svému ,publiku,” stava se v za-
vislosti na kontextu zcela specifickym
mechanismem, funguje na zakladé stej-
né vychozi predlohy, ktera se tési auto-
rité prave proto, Ze se jevi jako dokonale
univerzalni. Domnivam se, Ze p¥i diskuzi
o riznych modelech a vhodnych zpuso-
bech fungovani uméleckych instituci je
treba soustiredit se pravé na zminéné
rozdily v jejich ptisobeni v kontextu. Nez-
namena to oviem, Ze se musime zcela vy-
hnout zobectiovani. Pokud budeme pii
srovnavacim rozboru brat v potaz speci-
fi¢nost kazdé situace, vidy se mame od
sebe navzajem co ucit.

Muzeum moderniho uméni, které vznika
prostiednictvim diskurzu, ve kterém se
chape jako ,univerzalni,“ spoluvytvaii
i publikum (vefejnost), které se také
chape jako ,univerzalni.“ Tomuto vepi-
sovani divaka do ,,univerzalna,” kterou
muzeum moderniho uméni péstuje, se
nicméné lze vzeptit, a to jak v umélecké
praxi i mimo ni - politickou angaZzova-
nosti.

Pro ilustraci uvedu piiklad nedavno za-
lozené skupiny Young Art Workers - YAW
z Rakovnika, ktera s vytvaienim veiej-
nosti ve specifickém kontextu zajimavé
naklada. Jejich zajimavost spoc¢iva v tom,
ze nasli ¢i alespon usiluji o nalezeni zpti-
sobu, jakym oslovuji a z vefejnosti vyme-
zuji své publikum, které pravé neni
univerzalni. Tento p¥istup lze samoz-
fejmé chapat jako undergroundovy
nebo romanticky subkulturni, ale neni
jenom tim. Neni ani pouze ,subjektivni®
¢i yindividualni,“ i kdyz k témto ozna-
¢eni svadi. (Protoze viibec nejde o neoli-
beralni institucionalizaci ,individuality“
¢i ,subjektivity,” které uz bylo dost!) Na
tuto skupinu umeélcti radéji naziram
jako na treti, ¢tvrtou, nebo patou pozici,
ktera se mozna nachazi na okraji zminé-
nych pasti, ale alesponi pi¥i tom vytvaii
néco navic - vydaje, piebytek. Stavaji se
tim nééim, co samoziejmé neexistuje,
ale co nas provokuje svou otazkou.
Jedine¢nost této organizace spociva
v tom, Ze kromé toho, Ze ovliviiuje mocné
(na rozhodovacich postech), a tiedniky a
administratory na vSech urovnich, za-
stupuje zdjmy takzvanych ,mladych
umélct a kulturnich aktéra® v politic-
kém systému (ktery obsahuje vétsi umé-
lecké instituce, nadace a sponzorské
instituce a média.) Proto bych zastaval
nazor, ze YAW je jakousi meta-
organizaci, ¢i dokonce - institucionali-
zaci, ktera nepietrzité zkouma a zpytuje
principy a zpusoby, kterymi rtizné umeé-
lecké instituce definuji samy sebe a své

publikum. Pie¢téte si oficialni, pragma-
ticky ladéné poslani YAW:

YAW - Young Art Workers je organizace
mladsich umélcti a kulturnich aktért
v Ceské republice. Organizace byla zalo-
Zena v lété 2002 néasledkem protestt
proti politice pravicové vlady na jate
toho roku. Od svého zvoleni v listopadu
2001, se ¢eskd vlada postavila proti sou-
¢asnému umeéni - jakoz i proti politice
zivotniho prostiedi, vzdélavani, imi-
graci, a lidskym pravam - tim, Ze tyto
oblasti ekonomicky a politicky omezuje.
V umeéni je nejvice postiZzena experi-
mentalni tvorba, mladi umélci, a mezi-
narodni projekty a vymény. Prosazeni
této politiky bylo bez vétsich prekazek
mozné jenom diky tomu, Ze u nas chybi
organizace, které by prosazovaly zajmy
aktivné tvoticich umélct. Spolek YAW
jako takovy vznikl zaroven v opozici
proti stavajicim umeéleckym organiza-
cim a Ceskému svazu umélci a jejich
konzervativni a elitaiské politice.
Spolek ma tedy dvoji orientaci: soustiedi
se na politickou a medialni sféru, a za-
roven se obraci dovnitt do svéta uméni
s jeho organizacemi, strukturami a insti-
tucemi. Usiluje o vytvoieni dynamictéj-
siho a otevienéjsiho prostoru pro
soucasné umeéni a je jedinym uskupe-
nim, které s cilem pi¥eklenout klasicky
rozpor mezi teorii a praxi - tvorbou a
zprostiedkovanim - slu¢uje skupiny kul-
turnich aktért, umeélce, kuratory a kri-
tiky. Prace a podminky, za kterych tvoii
mladi souc¢asni umélci s limitem pat-
nacti letech profesionalni kariéry, jsou
jejich stéZejnim tématem. Na rozdil od
jinych organizaci lze ¢lenstvi ziskat na
bazi nominalni, tzn. Ze estetickd mé-
ritka nerozhoduji: aby byl obor zastou-
pen v co nejsirsi mite a aby se zamezilo
azkému elitarskému pojeti umeéni, ¢le-
nem se muze stat kazdy, kdo se profe-
sionalné zabyva soufasnym uménim.
Spolek dale zastupuje i zajmy studentt
na akademiich a univerzitach. YAW si
klade nasledujici cile:

a) Otevirenéjsi a priuhlednéjsi systém ve
sféie teského uméni.

b) Budovani uméleckych struktur, které
budou davat piednost uméni experi-
mentalnimu a uméni v nejsir$im slova
smyslu, jakoz i mezinarodni spolupraci.
¢) Vy$si uroven a Sirsi zabér diskuze o
soutasném a experimentalnim uméni
jak v uméleckych kruzich, tak i na ve-
fejnosti.

d) Vice vystav experimentalniho a sou-
¢asného uméni v muzeich a veiejnych
institucich.

e) Rovnost mezi muzi a Zenami na za-
méstnaneckych pozicich uméleckych
institucich, p¥i zastoupeni ve sbirkach a
na vystavach.

f) Clenové YAW budou zastoupeni ve vy-
borech a komisich ministerstev a ve-
rejné spravy, jejichz ¢innost se tyka sou-
¢asného umeéni.

g) Zalozeni Institutu souc¢asného umeéni
v Ceské republice, ktery se bude vénovat
vyzkumu, tvorbé a vystavovani soucas-
ného uméni a finanéni podpoie téch-
to tiech oblasti.

h) Prosazeni minimalnich sazeb a platt
pro nezavislé kuratory a pro umélce,
kteii s institucemi spolupracuji.

i) Vétsi a rovnomeérnéjsi re-prezentace
soucasného umeéni v masmédiich.

j) ZaloZeni Fondu na podporu nezamé-
stnanych umélct a stanoveni minimalni
podpory v nezameéstnanosti.

The Rabas gallery

Rakovnik

Authority: The Central Bohemian Region
Director: Academic painter Vaclav Zoubek

History:

Established by the association of friends
of the Art in 1948 in the house of insur-
ance on the main square in Rakovnik.
The association had already started to
buy some selected paintings in the 3o0°.
The Gallery is named after the painter
Véclav Rabas.

Collection:

collection sculptural works made in re-
lation to international symposiums or-
ganized by the gallery.

Statement:

During the period of my studies at the
university as well as the art academy -
through the early 1980s - institutional
critique was something that had just
reached the shores of the Czechoslovak
art- and academic discourses. Some
would probably argue that it still lingers
here, in the margins, only no longer
with the same exotic feeling of mewness'
to it, and thus already less fancy and hip
to engage with. And they might be right.
At least if we measure by so called
'street-credibility' in slang, or 'symbolic
value', according to Bourdieu. Somehow
it seems as if what was so quickly la-
beled 'institutional critique', never re-
ally found any fertile ground in the
specific Czech or Central European con-
text - or maybe rather: We did it too fast,
and too quickly became yet another
label for yet another cultural trend and
aesthetic genre, an (institutional) nam-
ing-practice which is so very effective in
implying that - in this case - 'criticizing
institutions' is only one more aesthetic
strategy that has been appropriated by
the institution and the market forces it
follows (both symbolic as well as not).
However, I believe that many art work-
ers who were (and still are) inspired by
the analyzes of institutional practices
that surfaced at a certain moment have
meanwhile developed ways of using
their knowledge and thoughts that are
today not possible to label 'institutional
critique', but never the less use more in-
teresting and productive parts of analy-
ses and strategies around logics of
institutionalization as a central vehicle
for their existence as a voice in local dis-
courses.

The reason I travel all the way back to
the label 'institutional critique' is to be
found in the lessons that had to be
learned along with such labeling. First
lesson was the question of local speci-
ficity: Simply to understand that even
though most art-theory and critical dis-
courses in Czech Republic were - and
still are - imported from mainly the US
(and also to some extend from Austria
and Germany) this doesn't mean that
the institutional mechanisms - or
rather their workings and effects in a
specific culture - are the same. Far from.
With this lesson came of course an-
other; namely that the mere power of
the 'institution' is exactly that: The abil-
ity to assert the right to name/to norm.
- Or more specifically in this case; that
US-based art discourses of 'institutional

critique' partly had their power in our
context through exactly being able to
take for granted that they were relevant
as such for all art-institutions, also the
very local ones we were taking part in.
Naturally, the modern art museum of
the West is exactly that - 'modern' (and
thus also' western') - because it first and
foremost defines itself by the generic
format of the white cube; the form that
frames an understanding of one self - or
of ones institutional 'self' - as universal.
That this machine is also at work in
Czech art museums as well as I guess
most of the 'modern art museums,
there can be little doubt about. And its
main product; witnessing its family to
other ‘'universalizing' discourse-ma-
chines, and thereby legitimizing itself, is
of course as effective as it needs to be in
order to stay in power; to always repre-
sent and reproduce a morm'.

But while this generic blue-print for
production of representational norms
may appear quite similar from one na-
tional context to another, the logics by
which the normatization is taken on;
consumed and digested, or used and
abused in further discourses, varies
quite drastically.

The ways in which a standard modern
art museum is positioned in specific
public discourses differs drastically
form context to context. And thus, since
I want to argue that the art-institution
never only exists as itself, but always
also through its relationship to its pub-
lic', the art-institution as such becomes a
drastically different kind of machine
from context to context, even though its
blue-print is authorized exactly because
it appears so flawlessly generic. It is
these contextually defined differences
in institutional effect, which I think one
has to focus on when discussing differ-
ent models for art institutions and how
such could work. But this doesn't mean
that nothing can be said on a general
level. I of course believe that there is a
lot to learn and take further from each
other, if we keep the parallel analysis of
the specificity of a situation in mind.
The modern art museum that produces
itself in a discourse in which it can un-
derstand itself as 'universal' also produce
an audience (a public) that understands
itself as 'universal'. But this inscription
of the spectator into the kind of 'univer-
sality' produced at a modern art mu-
seum is possible to work against, within
artistic practices as well as outside of the
practice; in organizing politically.

I can give one example from the re-
cently established Young Art Workers
(YAW) in Rakovnik, to illustrate what I
find interesting in the way they negoti-
ate the production of a public in a spe-
cific context. Interesting because they
seem to me to have found /be struggling
to find a way to address and produce an
audience in public, but exactly as not
universal. This could easily be under-
stood as some kind of underground- or

Reprezentace Naroda _Representing the Nation 37



subcultural romanticism but it is not
only that. Or it could be tempting just to
call it 'subjective’ or 'individual', but it is
not just that either. (It is exactly not
about neo-liberal institutionalizing 'in-
dividuality' or 'subjectivity’, we have
seen enough of that!) I want to see them
as a third or fourth or fifth position; po-
sitions that maybe touch the traps
above, but then at least do that in ways
that produce more; exes, surplus. In this
they become also something that of
course doesn't exist, yet challenge us
with its question.

The organization make a difference in
the fact that it works for representing
the interests of what we call "young
artists and art workers" in the political
system (which also includes the bigger
art institutions, funding bodies, the
press, radio & TV apart from of course
influencing the actual decision makers,
administrators and bureaucrats on all
levels). As such, I would like to suggest
YAW as a kind of meta-organization, or
even -institutionalization, that seeks to
constantly investigate and address the
logics and mechanisms with which dif-
ferent art institutions produce them-
selves and their publics. This is my
suggestion for a reading. The official
mission statement is written on a more
pragmatic note:

YAW - Mission Statement

YAW, Young Art Workers, is an organiza-
tion for younger artists and art workers
in Czech Republic. The organization was
formed in the summer of 2002, as an
outcome of the protests against the poli-
cies newly elected right wing govern-
ment in the spring of 2002. Since
gaining power in the November 2001
elections, the right wing government
has targeted contemporary art among
such areas as environmental protection,
education, immigration and human
rights for economic cut backs and polit-
ical restrictions. The cut backs directed
at the arts sector particularly hit young
and experimental art, as well as inter-
national exchanges and efforts. One of
the reasons this was possible, even rela-
tively easy, was due to the fact that no
organisations spoke on the behalf of
those working in this field. As such,
YAW, was also formed in opposition to
the existing artists associations and the
national artists guild and their conser-
vative, elitist policies and agendas.

YAW thus have a dual aim; at once di-
rected outward toward the political
field and the media, and inwards to-
wards the organization and structure of
the art world and its institutions. YAW
aims for a more dynamic and open field
for contemporary arts, and is the only
organization to include to groups of art-
workers, artists as well as critics/cura-
tors in an effort to bridge the traditional
gap between practice and theory, be-
tween production and mediation. The
organization focuses on the work and
working conditions of contemporay,
younger art workers, with a delimita-
tion of 15 years of professional life. As
oppossed to other organizations, mem-
bership in YAW shall be gained through
purely nominal rather than aesthetic
grounds: anyone working professionally
within contempoary art shall be ac-
cepted in order to represent the field in
its broadest, rather than narrowest, elit-
ist sense. YAW also represent students at
academies and universities. The organi-
sation will work towards the following
goals:

a) A more open and transparent struc-
ture in the Czech art system

b) The developement of an art system
that priviliges the experimental, the ex-
panded and international exchange

¢) A broader and more enhanced debate
on contemporay art and its placement,
both on the art scene and in the general
public sphere

d) More exhibitions of contemporary
and experimental art in museums and
public institutions

e) Equality between men and women in
positions at institutions, as well as in
collections and exhibitions in the insti-
tutions

f) Representation of YAW in public and
ministerial committies and councils
that pertains to contemporary art

g) The establishment of an Institute for
Contemporary Art in Czech Republic,
with equal focus on and funding for re-
search, production and exhibition

h) The establishment of fixed rates and
minimum wages for artits exhibiting at
institutions and for freelance curators
working for institiutions

i) A larger and fairer representation of
contemporary art in mass media

j) The establishment of an unemploy-
ment fund and rate for artists

Muzeum umeni a designu

Benesov

Ztizovatel: Mésto BenesSov
Reditel: Mgr. Tom#$ Fassati

Historie:

Muzeum uméni Benesov bylo zaloZeno v
roce 1990 s predpokladem, Ze se stane
tradiénim regionalnim sbirkotvornym
astavem. Z hlediska kvality ¢innosti toho
bylo dosazeno piiblizné v poloviné 9o.
let, z hlediska nabidky kulturnich sluzeb
vetejnosti do roku 2000. K dovrseni ofi-
cidlniho za¢lenéni do celostatnich orga-
niza¢nich struktur doslo v roce 200z,
kdy bylo muzeum ptijato do vybérového
profesniho sdruzeni Rada galerii CR a
byla podle zakona zaregistrovana jeho
sbirka umeéni.
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Sbirky:

Sbirkové kolekce by mély byt i nadale z
praktickych davodua odliseny podle sdé-
lovacich systémii a technologii. V ramci
kazdé kolekce je vsak potiebné sledovat
nékteré vymezujici faktory:

malba, kresba, grafika a dal$i prace na
papite, fotografie, plastika, elektronicka
média, design

Prohlageni:
Vytazek z bulletinu Muzeum uméni &
spole¢nost.
Chceme se zamérit na nékteré problémy
institucionalni kritiky, a to z perspek-
tivy teorie a praxe bulletinu Muzeum,

umeéni a spole¢nost (MUS), ktery je di-
stribuovan ¢lenskym institucim Rady
galerii Ceské republiky. Nage argumen-
tace je vedena smérem k materialistic-
kému pojeti instituce kultury, a s nim
spojené materialistické praxe kulturni
produkce. Zaroveni chceme zkoumat
moznosti materialistické kritiky v dnes-
nim neoliberalnim prostiedi.

MUS - ¢asopis pro vytvarné umeéni a po-
litiku - se podili na planovani a organi-
zaci vystav, konferenci a diskusi. Kromé
toho se angazuje v fadé dal$ich umélec-
kych a kulturnich projektti a udalosti.
Rec¢eno dnes hojné pouzivanou termi-
nologii, jsme vlastné ,kulturni pracov-
nici®, ,kulturni producenti®, anebo
dokonce ,poskytovatelé obsahu® pro ex-
pandujici ,.kulturni pramysl“ nejen v re-
gionu, jemuz se ¥ika CEE, ale i v $ir$im
kontextu Evropské unie. Ac¢koli proti ta-
kovému zaiazeni a celé konstelaci, jejiz
je produkci, bojujeme, je pravé takova
klasifikace vychozim bodem pro objek-
tivni, tj. materialistické pochopeni stavu
soucasné instituce kultury, ktera je dnes
v Ceském prostiedi zjevné strategicky
piitomna a aktivni. Jde o velice slozité,
jen stézi uchopitelné pole tzv. ,kultur-
nich praktik® a zptisobi, jimiz jsou tyto
praktiky inkorporovany do politickych
mechanismt soucasného periferniho
kapitalismu. Jsme toho nazoru, ze klast
otazky ohledné toho, jak neoliberalni
konstelace ovliviiuje - a sou¢asné trans-
formuje, posiluje, blokuje, usmérnuje
nebo deformuje - kulturni praktiky,
neni mozné, aniz bychom vzali v potaz
svou vlastni roli, jiz v této ,sféie kultury®
plnime - a to bez ohledu na to, jak ote-
viené kriti¢ti jsou ,aktéri“ vaci jeji
struktufie a fungovani.

Pojem ,kultura® byl v uplynulych tticeti
letech neustale rozsirovan, takze dnes
oznaduje prakticky kazdou ,symbolic-
kou ¢innost®. Tato hypertrofie prameni
z opusténi nékdejsich protikladt kul-
tury vysoké a nizké, elitairské a lidové,
oficialni a marginalni anebo mainstrea-
mové a alternativni kultury, které pied-
stavovaly dichotomie, jez plnily funkéni
roli pii udrzovani politického ziizeni,
které se ustalilo po druhé svétové valce.
To, co dnes zname jako proces ,demo-
kratizace kultury®, viibec neznamena, ze
by se v8ichni mohli plnohodnotné uca-
stnit aktivit kdysi vyhrazenych pouze
elité. ,Demokratizace kultury” ma udaj-
né podporovat a uvadét v praxi takové
hodnoty, jako jsou rovnopravnost, rovny
piistup, acast vSech na kulturnim a po-
litickém zivoté a lidska prava. Ve skute¢-
nosti je zacletiovani ttetiho sektoru -
tedy nevladnich a neziskovych organi-
zaci - do distribuce veiejné prospésnych
sluzeb procesem, ktery trva uz delsi
dobu. Tento neziskovy sektor nevladnich
organizaci a asociaci s dobro¢innym sta-
tutem v soucasné dobé piedstavuje velice
slibny trh pro takzvané ,tviirce kultury®.
»ITeti sektor® ma hrat roli katalyzatoru
v procesu, v ném? postupné nahradi us-
tupujici ,druhy sektor” (stat) a bude pod-
porovat rust stale dosud nedostateéné
rozvinutého ,,prvniho sektoru® (trh). Je
to proces, ktery ma svou vlastni ekono-
mickou - a tudiz i politickou - logiku.

V minulych desetiletich jsme byli svédky
pomérné zietelnych snah neoliberalt
podiidit  kulturu® mechanismtim trzni
ekonomiky ve smyslu ,,zkulturnéni“ eko-
nomiky, anebo naopak ,ekonomizace”
kultury. Do kdysi privilegované sféry
umélecké a intelektualni produkce byly
uvedeny principy trzni konkurence a

podnikani. Zde v§ak nejde jen o to, Ze do
wsféry kultury® byly pireneseny trzni
vztahy; mnohem podstatnéjsi je to, Ze
podnikatelské praktiky byly ustaveny na
individualni tirovni, totiz na tirovni sub-
jektu. Sektor kultury je charakteristicky
vysokym zastoupenim jednotlivct, kteii
se zivi na volné noze, malych firem nebo
volnych asociaci, kolektivii, pracovnich
skupin. Vznika zde pak novy typ sub-
jektu, jez se stava svym vlastnim zamé-
stnavatelem, tedy .osoby samostatné
vydéle¢né ¢inné“ nebo ,podnikajiciho
kulturniho pracovnika®, jez nezapada
do kdysi typickych vzorcii prace na plny
uvazek. Dochazi tak k tomu, Ze jednot-
livci vzdélani - at uz s formalnim vzdé-
lanim nebo samouci - ve sféire uméni,
teorie a kultury obecné maji jisty privi-
legovany piistup k takzvanému , kultur-
nimu kapitalu® - souboru symbolu,
obrazii, pojmu, ideji, reprezentaci histo-
rickych udalosti a osob, uméleckych dél
atd. Kulturni pracovnik dnes musi byt
zaroven podnikatelem v kultute: musi
byt nékym, kdo ,tvaréim zptasobem® -
mysleno se ziskem - vyuziva ,kulturni ka-
pital®, ktery je po ruce. Jinymi slovy, kul-
turni producent ma byt takovym ,funky
byznysmenem® ptisobicim v ,karaokeo-
vém kapitalismu® a transformovat hruby
material ,kultury® do ¢ehosi, co bude
pouhym chvilkovym rozptylenim.

Logika sou¢asného vyuziti ,kultury” je
evidentni zejména v neoliberalni strate-
gii kulturalizace z politickych davodu -
jak tento proces nazyva teoretik Boris
Buden. Neukazuje ani tak témét totalni
zhrouceni ,politické sféry* v modernim
smyslu toho slova, jako spiSe jeji vy-
znamnou transformaci. Artikulace poli-
tickych putek a socialnich antagonismu
se presunula od své ,tradi¢ni® domény
statnich aparata, jako jsou politické
strany, parlamentni systémy a legisla-
tivni procesy, na roztiisténé pole ,,poli-
tickych moznosti“. Piesto je kultura-
lizace né¢im vice nez jen piekladem po-
litickych otazek a problému do otazek
kulturnich. Kulturalizace je téz ,.$kolou
kultury®: vzdélanim, kultivaci a pésto-
vanim talentt pro dominantni kulturu.
»Kultura® je tak pouze jednim momen-
tem ideologického vzdélani, anebo, te-
¢eno jesté lépe, utvareni (némecky vyraz
Bildung obsahuje oba tyto vyznamy)
wlidovych mas“ - subjektt, v obou smy-
slech slova, kapitalistického radu. Kul-
tura tolerance, kultura komunikace,
ekologicka kultura, digitalni kultura
atd., to jsou v8echno neoliberalni formy
nové socialni gramotnosti - prosté to, co
Althusser nazyva savoir-faire (védét, jak
to udélat)

Pojeti ,kultury® jako jistého savoir-faire
je presné tim, co zaklada premisu ,,cha-
rakteru® instituci - jde o materialistic-
kou tezi toho, co je instituce. Instituce
neni ani tak budova zabydlena tiedniky
a udrzovana hierarchii pozic, v niz pro-
biha rozhodovani shora dolu, ale spise
jde o institucionalizované chovani nebo
jednani, jez je mocensky strukturované
a jez ma posvéceni spoleénosti. Je to
kazdodenni materialni praxe, p¥i niz se
ideologické konstrukty stretavaji se
svym polem operativniho ptisobeni. Vez-
méme si tento piiklad: stat neni jen slo-
zitd sit represivnich a ideologickych
aparatu, ale predstavuje materialni rea-
litu stvofenou a znovu-vytvaienou ri-
tualy a chovanim jednotlivcti v jejich
kazdodennim zivoté. Piesné tento druh
materialni praxe konstituuje sou¢asnou
neoliberalni instituci kultury, kterou
chceme kritizovat, proti niz se chceme



stavét a kterou chceme zménit.
wKultura® v soucasnych ceskych pod-
minkach zcela nepochybné sdili vyse
zminéné obecné rysy neoliberalniho ka-
pitalismu, nicméné rovnéz obsahuje spe-
cifické prvky, které ptisobi formativné
vzhledem ke svému kontextu. V post-
konfliktnim regionu ,,CEE“ se ocekava,
Ze uméni a kultura budou hrat usmito-
vaci roli, pti¢emz jejich zjevnym tkolem
bude zajistit mirovou koexistenci roz-
dilt (ndbozenskych, etnickych, kultur-
nich atd.). Kulturalizuji nas, abychom
odmitli ,neob¢anské®, anebo prosté ,ne-
civilizované® zptisoby feseni konfliktt, a
namisto toho ¥e$ili konflikty ,nena-
silné®, totiz prijetim symbolickych me-
chanismt, které dudajné nabizi ,pole
kultury®. Stru¢né fecéeno, ,kultura® ma
zajistit respektovani tolerance vaéi ji-
nému, zatimco tizivé problémy chudoby
a nezaméstnanosti, rozbiti siti socialni
jistoty, nestydata gangsterska privatizace
a plytvani nerostnym bohatstvim, stejné
jako ovladani politiky ze strany velko-
podnikatelt, ztstanou thledné skryty
za platnem folkléru nebo multikultura-
lismu. Kulturalizace tak hraje vyznam-
nou funkci v dnesnich neoliberalnich
kapitalistickych systémech - jejim tko-
lem je pacifikovat a neutralizovat sou-
¢asné socialni antagonismy.

Pravé tato kulturalizace - lhostejno, zda
je folkloristicka nebo ,demokraticka® -
je hlavnim teréem MUS. Z této perspek-
tivy mtze byt MUS vniman jako pokus
de-kulturalizovat tyto politické prob-
lémy z jejich kulturalizované podoby. Ji-
nymi slovy, jde nam o to tyto politické
problémy re-politizovat, nicméné nikoli
ve smyslu post-strukturalistickych re-
la¢nich teorii nebo .radikalné-demo-
kratickych® levicovych diskursi, jakym
je laclaudovsky post-marxismus nebo
viudypiitomny ,,multi-ism“. Nikoli, spo-
le¢né usilujeme o re-politizaci ve smyslu
jistého a definitivniho partyzdanstvi
v teorii a praxi, jez bude usilovat o u¢in-
nou materialistickou kritiku. Cilem ta-
kové kritiky bude ukazat, Ze politika jiz
vzdy funguje v ramci kultury, uméni i
teorie. Bude usilovat o to zjistit, jak by
tato piitomnost politiky mohla byt ¥i-
zena zpusobem, jenz by stal v protikladu
k panujicimu kapitalistickému systému.
Predstavuje boj, jehoZ cilem je odhalit a
bojovat proti dominantnimu antikomu-
nistickému konsenzu, ktery spojuje tak
zjevneé odlisné pozice, jako je etno-nacio-
nalismus a neoliberalismus, ndbozensky
exklusivismus a boj za lidska prava, re-
tradicionalizace a proevropska kultura
demokracie, politika postavena na za-
kladé narodniho statu a multikulturali-
mus nebo transkulturalismus.

Aékoli MUS vypada na prvni pohled jako
béZzny bulletin vénujici se uméni a teo-
rii, byt bulletin hezky a stylisticky po-
jednany,  ilustrovany  soucasnym
uménim z ,regionu” a opepreny $petkou
levicového diskursu, podrobnéjsi pohled
odhali slova a obrazy, které vnaseji do
hry néco, co je ,zcela odliné“. BEéhem
nékolika poslednich let se MUS etabloval
jako prostor pro kritiku politické kon-
stelace v ramci spole¢ensko-kulturni teo-
rie a politické filosofie, soutasného
vizualniho uméni a filmové teorie v ¢es-
kém kulturnim prostiedi. I kdyz MUS
ma své sidlo v Bene$ové, je to ¢eska a za-
rovenn stiedoevropska publikace, do
které prispivaji spolupracovnici ze Slo-
venska, byvalé Jugoslavie, Rakouska, Pol-
ska, Rumunska, Madarska a Ukrajiny.
Periodikum je takovym kolektivnim po-
kusem problematizovat, analyzovat a

v kone¢ném dusledku vyvracet nejra-
znéjsi heterogenni a paradoxni formy
soucasného periferniho neoliberalniho
kapitalismu. Slova a obrazy jako Cesko-
slovensko, partyzani, socialismus, mar-
xismus, komunismus... evokuji néco, co
je dnes - ze specifického déivodu - po-
kladano za skandalni; vlastné je to tabu,
byt by bylo mozné to nahlizet jako
pouhy $prym. Nicméné artikulace té-
chto slov a obrazii - tj. tendence, kterou
piedstavuji - uvadi aktivni praxi nového
promysleni a vynalezeni revolu¢ni poli-
tiky - tedy néceho, co dnesni neolibe-
ralni ,racionalita” ignoruje coby relikvii
davno minulych vzbouieneckych, naiv-
nich a pomylenych dob.

Zde je tieba zduraznit, Ze i kdyz diskurs,
ktery byl zde pravé piedlozen, mozna zni
jako manifest, nevycerpava okruh témat,
jimz se zabyvame. Ostatné muize vypadat
dobie na papiie - anebo v teorii - nic-
méné co skute¢né udalosti vdaném kon-
textu? Anebo, lépe fefeno, jak vypada
skute¢na materialni praxe MUS. MUS
funguje ve specifickém kontextu umé-
lecké a kulturni produkce se v§emi pro-
tiklady, dvojzna¢nostmi a nedostatky,
které tuto sféru praxe provazeji. Vtomto
kontextu figuruji zahrani¢ni nadace,
mistni ministerstva a kulturni instituce
coby poskytovatelé finan¢ni podpory pro
nezavislé umeéni a aktivistické organi-
zace, skupiny a kolektivy, které jsou vni-
many jako nepostradatelni ,kulturni
provozovatelé® vytvatejici v regionu sou-
¢asnou kulturu“. Jeho soudasti jsou
smérnice a kli¢ova slova, na néz reaguji
zahrani¢ni nadace, véetné dnes jiz obli-
gatniho dtirazu na ,trans-regionalni®
spolupraci, pii¢emz na mistni tirovni jde
o mnohem zhoubnéjsi Zonglovani s ,,na-
rodnimi programy pro kulturu®. A pravé
tato instituce kultury ma hmatatelny
dopad na materialni praxi kulturni pro-
dukce, a to nejen ve smyslu konkrétni na-
plné programu, ale téZ s ohledem na
organizaéni strukturu a interni materi-
alni praxi ,kulturnich ¢initeli®.
Abychom lépe objasnili, o co nam jde,
nabizime jako piiklad déjiny MUS. Bul-
letin MUS byl zaloZen v roce 2004 coby
¢asopis Skoly pro d&jiny a teorii vytvar-
ného umeéni pii Centru moderniho
uméni v BeneSové. Bulletin fungoval
jako periferni projekt st¥ediska, diky
¢emuz se redakcéni rada tésila pomérné
znacné nezavislosti a autonomii. Jako
v piipadé mnoha jinych projektd, i zde
tomu bylo tak, Ze $kola byla spise do-
pliikem umeéleckych programti. Nabi-
zela obvyklé diskurzivni akce bézné
provazejici hlavni umélecké projekty,
kdy jejich ukolem je poskytnout prostor
pro reflexi a kritiku, nicméné ve skutec-
nosti stavaji mistem, kde je kritika sice
podporovana, institucionalizoviana a na-
konec neutralizovana, anebo piivla-
stfiovana. V 1été roku 2004 se nicméné
Centrum pro soutasné uméni rozpadlo
a MUS ztratil svou byvalou institué¢ni
oporu. Redakéni rada v té dobé dlouho
debatovala o tom, jak dal pokracovat.
Analyzy situace ukazaly, ze typ publi-
kace, ktery vydavame, je obvykle spojen
s néjakou akademickou ¢i uméleckou
instituci, anebo doc¢asnym umeéleckym
projektem (vystavy, umélecké akce atd.),
jez tvori zaklad pro vydani takové publi-
kace. Alternativou je jista ,separa¢ni
strategie®, jezZ muze nabyt podoby toho,
¢emu se dnes rika ,alternativni ekono-
mie® - bud prostiednictvim modelu ko-
lektivniho piedplatného ¢tenari, anebo
transformaci ¢asopisu do podoby fan-
zinu, letdku nebo internetového pro-

jektu. Vétsina redakéni rady se nakonec
shodla na tom, zZe takové feSeni by nam
vzalo mozZnost zasahovat do stavajicich
kulturnich nebo uméleckych projektu.
A tak jsme svym zptisobem byli nuceni
zalozit nevladni organizaci (MUS), jez se
nam stala nastrojem pro zajisténi publi-
kac¢nich a dalsich aktivit. Vlastné jsme se
rozhodli, Ze se problému postavime
¢elem a zZe budeme razné resit problémy
spojené s tim, ¢emu jsme ve svych dis-
kusich zadali ¥ikat ,logika neziskovek®.

Uz jen tim, Ze jsme se stali nevladni or-
ganizaci - coz je z pravniho hlediska
totéz, co soukroma firma - jsme nuceni
se idit pravidly, jimiz se ¥idi béZné pod-
nikani - coz piinejmensim znamena, ze
musime zaméstnavat ucetniho, ktery
bude vyiizovat zaleZitosti kolem dani a
dalsich fiskalnich povinnosti. A rovnéz
budeme muset zavést hierarchickou
strukturu - alespon pravné. To je ovSem
v prikrém protikladu s principy kolek-
tivni prace a nehierarchickou struktu-
rou, kterou se naSe uskupeni vyzna-
¢ovalo od samého zacatku. TéZ to zna-
mend vrhnout se do ,fundraisingového
byznysu®, ktery ov8em zase vyzaduje
znany objem administrativni prace,
dnes nazyvané ,,networking®. Tato ,.,eko-
nomika nevladnich organizaci® - podob-
né jako ona tak zvana ,nova znalostni
ekonomika® v médiich, modé a uméni
v ,kreativnich odvétvich® - do zna¢né
miry zavisi na americkém systému
»stazi®, kdy jsou studenti za icelem zis-
kani praxe nuceni pracovat prakticky
zadarmo - a pravé to drzi celou tuhle
sféru pohromadé. Vlastné jde o systém
burzoazniho u¢ednictvi - anebo, ma-li to
byt fec¢eno natvrdo - o velice propraco-
vany a nalezité modernizovany systém
kapitalistického vykotistovani. Kulturni
nadace a instituce se neustale zaméiuji
na podporu néjakych programt nebo
vymeén - tedy néc¢eho, co je aktualizovano
v zjevné podobé bezprostiedniho pro-
duktu, jako je umeélecké dilo, vystava,
symposium nebo publikace - ovSem jen
ziidkakdy anebo nikdy nejsou schopny
pokryt naklady spojené s udrzbou tako-
vych projekti. Asociace, kolektivy nebo
pracovni skupiny jsou tak nuceny k nad-
produkci, aby viibec byly schopny piezit
- Fe¢eno jinymi slovy, museji se snazit se-
hnat co nejvice dotovanych programti.

Tento proces hyperprodukce nakonec
zvySuje administrativni tkoly a neustale
zmensuje prostor pro samotné vymys-
leni programii nebo jejich kritickou re-
flexi. TudiZ to, co mélo byt zpocatku
kritickou produkci, nahrazuje jista ,es-
tetika utredni¢eni“ - mizeme-li pouzit
terminu Benjamina Buchloha -, ktera re-
prezentuje dominantni formu neolibe-
ralni institucionalizace kritiky.

Jak je potom mozné v takovém kontextu
zaujmout kriticky postoj? Jak je viibec
mozné vytvorit emancipacni strategie
na poli uméni a kulturni produkce? Na
tyto otazky prosté neexistuje jednodu-
cha odpovéd. Soucasna instituce kul-
tury je hodné zvrasnény terén, spise
bojisté, a - mame-li parafrazovat Mi-
chela Foucaulta - jelikoZ neexistuje moci
bez odporu, pak kazda pozice je vysled-
kem néjakého boje. Jedina moznost, jez
nam zistala otevirena, je tak artikulovat
ony body odporu s - ,,choulostivymi“ a
»nerozhodnymi® - intervencemi v ramci
stavajici konstelace. Nicméné kritika ja-
koZto forma intervence do ,vefejné
sféry“ muze byt pouze vychozim bodem.
Ma-li byt kritika - skute¢na materialis-
ticka kritika - efektivni, tj. ma-li produ-
kovat néjaké dopady v hmotné realité
socialni vymeény, pak musi byt prakticka,
tj. musi usilovat o0 zménu soucasné soci-
alni praxe. Tento druh kritiky obsahuje
sebe-kritiku, kdy ¢lovék bere v potaz
vlastni roli a dopad vlastnich ¢inti.

Nase pozice je tak vlastné ,neexistujici
nemoznosti“. Odvolanim na dnesni ,ne-
existujici® marxismus a komunismus
vzyvame moznost definitivni ,nemoz-
nosti“ - radikalni alternativy k pievla-
dajicim materialnim praktikam spole-
¢enské vymeény. Kdyz uz nic jiného, je to
témét ,piirozenad” pozice pro vSechny,
kdo se chtéji postavit vSudypiitomnému
neoliberdlnimu antikomunistickému
konsenzu jak proevropskych ,,demokra-
tickych® sil ,,ob¢anské spole¢nosti®, tak
podobné obligatornich proevropskych,
narodné budovatelsky zamétrenych by-
valych ¢eskoslovenskych vlad. MUS je
pokusem se od této konstelace osvobo-
dit, a v koneéné instanci i od kapita-
lismu jako takového. Je to synonymum,
provizorni slovo, pro to, co se dnes jevi
jako docela nemozné - revoluce.

The Museum of Art

Benesov

Authority: City of BeneSov
Director: Mgr. Tomas Fassati

History:

Museum was established in 1990, with
attempt to fulfill a more traditional un-
derstanding of what a museum of art
should accomplish - the collection and
exhibition/presentation of art works.
Qualitatively it's possible to say that five
years later Museum had reached its pro-
fessional goals. In 2002, Museum became
part of an official Association of Gal-
leries of Czech Republic, and its collec-
tion was registered by Ministry of
Culture as a state heritage.

Collection:

For practical reasons, collected works of
art should be classified by technological
and communicative means. Each cate-
gory is then re-divided based on it's
principle medium: Painting, Drawing,

Graphics and other works on paper,
Photography, Plastic, Electronic media,
Graphic design and Design.

Statement:
Excerpt from Muzeum,
Uméni & Spole¢nost.

We intend to address some of the prob-
lems of the Czech condition of institu-
tional critique from the standpoint of
the theory and practice of the Muzeum,
Uméni & Spole¢nost (MUS: Bulletin of
Museum, Art and Society,distributed by
member institutions of Association of
Galleries Czech Republic). Our argu-
mentation is oriented to a materialist
account of the institution of culture
today and the related material practices
of cultural production, as well as to the

Reprezentace Naroda _Representing the Nation 39



possibilities of a materialist critique
within the existing neoliberal constella-
tion.

MUS - a journal for images and politics
- is as well involved in planning and or-
ganizing exhibitions, conferences and
discussions, as well as participating in
other artistic and cultural projects and
events. In a terminology often used
today, this makes us “cultural workers”,
“cultural producers” or even so-called
“content providers” for the expanding
“cultural industries” in the region now
called the CEE, but also within the
larger context of the EU. Although we re-
sist, oppose and fight against this kind
of positioning and the whole constella-
tion that produces it, this is precisely
the starting point for an objective, i.e.
materialist understanding of what the
institution of culture is today. There is
certainly an institution of culture that
is strategically present and operative in
the contemporary Czech condition. It is
an intricate field of so-called “cultural
practices” and the ways in which they
are incorporated into the political
mechanisms of contemporary periph-
eral capitalism. We hold that posing the
questions of how the neoliberal constel-
lation influences - transforms, en-
hances or blocks, directs or twists -
cultural practices cannot do without
taking into account one’s own immedi-
ate role within this “sphere of culture”
- no matter how overtly the “actors” are
critical of its structure and functioning.
The term culture has been boundlessly
expanded over the last 30 years to en-
compass each and every “symbolic ac-
tivity”. This hypertrophy stems from the
abolishment of high/low, elitist/popular,
official/marginal or mainstream/alter-
native oppositions, which represented
dichotomies that were functional in
maintaining post-World War II political
arrangements. What is known today as
the process of the “democratization of
culture” is only superficially about the
participation of all the people in activi-
ties previously reserved only for the
elites. The “democratization of culture”
claims that it seeks to promote and re-
alize the vaunted values of equity, ac-
cess, participation, and human rights.
In fact, however, the incorporation of
the “third sector” - non-governmental
and non-profit organizations - in the
distribution of shrunken welfare-state
services is a trend that has been under
way for some time. This non-profit sec-
tor of non-governmental organizations
and associations with charitable status
currently represents a prospective mar-
ket for the so-called “creators of cul-
ture”. The “third sector” is supposed to
play the role of a catalyst for the process
of replacing the retreating “second sec-
tor” (the state) and fostering the growth
of the still insufficiently developed “first
sector” (the market). It is a process that
has its own definite economic - and,
therefore, political - logic.

Recent decades have also witnessed an
obvious neoliberal effort to subdue “cul-
ture” to the mechanisms of the free-
market economy in the sense of the
culturalization of the economy or, con-
versely, the economization of culture.
The principles of free-market competi-
tiveness and entrepreneurship have
been introduced to the once privileged
sphere of artistic and intellectual pro-
duction. This means not only simply
bringing market relations into the
“sphere of culture”, but is more about
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establishing the practices of entrepre-
neurship at the individual level - at the
level of the subject. The cultural sector
is characterized by a high proportion of
freelancers and very small companies
or free associations, collectives and
working groups. A new type of (self-)em-
ployer is emerging in the form of the
“entrepreneurial individual” or the “en-
trepreneurial cultural worker”, which
no longer fits into previously typical
patterns of full-time professions. What
is actually happening is that individu-
als educated or self-educated in the
fields of art, theory and culture in gen-
eral have a certain privileged access to
so-called “cultural capital” - a set of
symbols, images, notions, ideas, repre-
sentations of historical events and per-
sons, art-works, etc. The cultural worker
today has to be a cultural entrepreneur
at the same time: one who “creatively” -
meaning profitably - uses the “cultural
capital” which is at hand. In another
words, the cultural producer is sup-
posed to be a “funky businessman” in
contemporary “karaoke capitalism”,
transforming this raw material of “cul-
ture” into little more than temporary
entertainment.

The logic of the contemporary usage of
“culture” is evident in the neoliberal
strategy of the culturalization of politi-
cal relations - as the thinker Boris
Buden has called it. What it indicates is
less an almost total breakdown of the
“political sphere” in its modern sense,
but more its significant transformation.
The articulation of political struggles
and social antagonisms have moved
from the “classical” domain of the state
apparatuses such as political parties,
the parliamentary system and the pro-
cedures of the Rule of Law to the dis-
persed field of competing “cultural
options”. Yet culturalization exceeds the
simple translation of political issues to
cultural ones. Culturalization is also a
“school of culture”: the education, culti-
vation, and breeding of subjects for the
dominant culture. “Culture” is, there-
fore, only one moment in the ideologi-
cal education or, better yet, formation
(the German word Bildung encompasses
both of meanings) of the “popular
masses” - properly speaking, of the sub-
jects (in both senses of this term in Eng-
lish) of the capitalist order. The culture
of tolerance, the culture of communica-
tion, environmental culture, digital cul-
ture, etc. are all neoliberal forms of a
new social literacy - what Althusser
called as savoir-faire (*know-how-to-do”).
This notion of “culture” as a certain
savoir-faire is what grounds our basic
premise on the “nature” of institutions -
a materialist thesis on what an institu-
tion is. An institution is less a particular
building populated by an administra-
tion and upheld by a hierarchy of posi-
tions with a top-down structure of
decisions, but more an institutionalized
- power-structured and socially sanc-
tioned - behavior or conduct. It is an
everyday material practice whereby ide-
ological constructs confront their field
of operative functioning. For example:
the state is not just an intricate network
of repressive and ideological appara-
tuses, but rather represents a material
reality created and re-created by the rit-
uals and the conduct of the individuals
in their everyday practices. It is pre-
cisely this kind of material practice that
is constitutive of the contemporary ne-
oliberal institution of culture that MUS
seeks to criticize, oppose and change.

“Culture” in the contemporary Czech

condition certainly shares the afore-
mentioned general traits of neoliberal
capitalism, but it also possesses some
specificities formative for the context in
which we are working. In the post-con-
flictual region of the “CEE”, art and cul-
ture are supposed to play the role of
reconciling, with the clear task of en-
abling the peaceful coexistence of dif-
ferences (religious, ethnic, cultural,
etc.). They culturalize us in order to re-
nounce the “non-civic” or, simply, “un-
civilized” ways of solving conflicts by
adopting the “non-violent”, symbolic
mechanisms that the “cultural field”
supposedly offers. In short, “culture”
has to insure that tolerance for the
Other is respected, while the pressing
problems of poverty and unemploy-
ment, the dismantling of all social secu-
rity networks, shameless gang-style
privatization and waste of natural re-
sources, as well as the control of politics
by tycoons, remain hidden behind this
screen of folklore or multiculturalism.
Therefore, culturalization has an im-
portant function within today’s neolib-
eral capitalist system - the function of
the pacification and neutralization of
contemporary social antagonisms.
It is precisely this culturalization - no
matter whether it is folkloristic or “de-
mocratic” - that is the main target of
MUS. In that sense MUS can be seen as
an effort to de-culturalize those political
issues out of their culturalized form. In
other words, we are trying to re-politi-
cize them, but not in the sense of post-
structuralist relational theories or the
“radical-democratic” leftist discourses
such as Laclaudian post-Marxism or the
omnipresent “multitudism”. What we
are collectively striving for is a re-politi-
cization in the sense of a certain and
definite partisanship in theory and in
practice that aims for an effective mate-
rialist critique. This critique is dedi-
cated to showing and revealing how
politics always-already functions within
culture, art and theory. It is dedicated to
finding out how this presence of politics
could be directed in a way that opposes
its usage by the capitalist system. It rep-
resents a struggle to debunk, expose
and also to oppose, resist and fight
against the dominant anti-Communist
consensus that unifies such apparently
different positions as ethno-nationalism
and neoliberalism, religious exclusivism
and the struggle for human rights,
re-traditionalization and the pro-Euro-
pean culture of democracy, the nation-
state building politics of identity and
multi- or trans-culturalism.

Although MUS looks like a standard
independent art-and-theory bulletin,
fairly well and stylishly designed, illus-
trated with contemporary art from the
“region” and spiced up with a sort of
leftist discourse, even just a quick pe-
rusal reveals words and images that
bring into play something that is really
“completely different”. Over the last
years MUS has established itself as a
space for the critique of political con-
stellations within socio-cultural theory
and political philosophy, in the contem-
porary visual arts, as well as in cinema
and film theory in the Czech cultural
space. Even though MUS has its center
in Benesoyv, it is a Czech and Central Eu-
ropean publication - with collaborators
from Slovakia, former Yugoslavia, Aus-
tria, Poland, Romania, Hungary, and
Ukraine - and represents a collective ef-

fort to problematize, theorize and fight
against various, heterogeneous and par-
adoxical forms of contemporary pe-
ripheral neoliberal capitalism. Words
and images like Czechoslovakia, parti-
sans, Socialism, Marxism, Communism
... invoke something which is - for a spe-
cific reason - nowadays considered
scandalous; actually it is a taboo, even
though it could be seen as a mere prank.
But the articulation of those words and
images - that is, the tendency they rep-
resent - introduces an active practice of
rethinking and reinventing revolution-
ary politics - something that is in fact
foreclosed by today’s neoliberal “ratio-
nality” as a relic of those rebellious,
naive and digressive past times.

Now, all this manifesto-like discourse
that we have just presented is surely not
all we are dealing with. It can function
very well on paper - or in theory - but
what about the real effects in a given
context? Or, rather, what is the actual
material practice of MUS. MUS operates
in a specific context of art and culture
production, with all the contradictions,
ambiguities and shortcomings that ac-
company it. This context features for-
eign foundations, as well as local
ministries and institutions of culture as
providers of financial support for inde-
pendent art and activist organizations,
groups and collectives, seen as indis-
pensable local “cultural operators” for
the creation of contemporary “culture”
in this region. It includes dealing with
guidelines and keywords of interna-
tional foundations as well as their oblig-
atory emphasis on “trans-regional
collaboration”, while at the local level it
consists of more perilous juggling with
“national programs for culture”. It is
precisely this institution of culture that
has palpable effects on the material
practice of culture production, and not
only in the sense of concrete program-
ming, but also with respect to the orga-
nizational structure and the internal
material practice of the very “actors in
culture”.

In order to elucidate this we offer the
case of the history of MUS as an exam-
ple. MUS was established in 2004 as the
Journal of the School for History and
Theory of Images of Benesov’s Center for
Contemporary Art. It functioned as a pe-
ripheral project of the Center, which
gave the editorial board relative inde-
pendence and autonomy. Like many
other projects, the school was rather
subsidiary to the art programs. It paral-
leled the usual form of discursive events
that accompany main art programs
with the task of providing a space for re-
flection and criticism, but those spaces
are actually becoming places where cri-
tique is fostered, institutionalized and,
finally, neutralized or appropriated. In
the summer of 2004 the Center for Con-
temporary Art collapsed and MUS lost
its former institutional backing. The ed-
itorial board entered a long period of
discussion on how to proceed further.
Analyses of the situation have shown
that the type of publication we pro-
duced is usually connected either to art
or academic institutions or to the tem-
porary artistic projects (exhibitions, art
manifestations and events, etc.) that
provide the basis for production. Alter-
native to this was a kind of “separation
strategy”, which could take the form of
what is now called an “alternative econ-
omy” - either through the model of col-
lective subscription by the readership



or through the transformation of the
journal’s form into a fanzine, a leaflet or
various Internet-publishing projects.
The majority of the editorial board fi-
nally agreed that this would deprive us
in most cases of the possibility of inter-
vening in already existing cultural or art
projects. Therefore, we were - in a cer-
tain way - forced to start up a non-gov-
ernmental organization - the MUS
collective - as the necessary tool for pro-
viding publishing and other activities.
Actually, we decided to take the chal-
lenge head-on and to confront the perils
of succumbing to - what was named in
our discussions as - the “NGO logic”.

Being formally an NGO - which is the ju-
dicial equivalent of a private firm - MUS
has to obey all the rules for conducting
business - which at least means to em-
ploy an accountant for dealing with
taxes and other fiscal obligations - and
to have, at least formally, a legally stipu-
lated hierarchy. All this is quite at odds
with the principles of collective work
and the non-hierarchical structure that
we had from the very beginning. It also
means getting involved in the “business
of fundraising”, which in turn requires a
substantial amount of administrative
work and what is nowadays called “net-
working”. This “NGO economy” - like the
so-called “new knowledge economy” of
media, fashion and art in the “creative
industries” - relies heavily on a US-style
internship system to perform the neces-
sary but routine gofer roles that hold it
all together. It is effectively a system of
bourgeois apprenticeships or - putting
it more bluntly - an elaborated and up-
dated system of capitalist exploitation.

Foundations and institutions of culture
focus on supporting programs or ex-
changes - something that is actualized in
an evident form of the immediate prod-
uct such as artwork, exhibition, sympo-
sium or publication - but rarely or never
on the costs of organizational mainte-
nance. Associations, collectives or work-
ing groups are in this way forced to
overproduce in order to survive - that is,
to have as many subsidized programs as
they can get. This process of hyper-pro-
duction additionally increases adminis-
trative tasks, leaving progressively less
and less space for the proper conceptu-
alization of programs or for their criti-

cal reflection. Thereby what was inten-
ded at the outset to be a critical produc-
tion is replaced with a kind of “aesthetics
of administration” - to use Benjamin
Buchloh’s term - which represents the
predominant form of the neoliberal in-
stitutionalization of critique.

How is it then possible to produce a crit-
ical stance within this context? More-
over, how is it possible to develop
emancipatory strategies in the field of
art and cultural production? Well, there
is no simple answer to this. The con-
temporary institution of culture is a
contested terrain, a kind of battlefield,
and - to paraphrase Foucault - since
there is no power without resistance(s),
each position is an outcome of struggle.
What we can do and what we are trying
to do is to articulate those points of re-
sistance with - always “precarious” and
“undecidable” - interventions within
the existing constellation. But criticism
as the discursive form of an interven-
tion in the “public sphere” can only be a
starting point. Critique - a veritable ma-
terialist critique - in order to be effi-
cient, i.e. to produce effects in the
material reality of social exchange, must
be practical; it must intervene within
and strive to tackle the existing and on-
going social practices. This kind of crit-
icism entails a self-criticism whereby
one reflects upon his/her own role as
well as the effects and the repercussions
of one’s own actions.

Therefore, our position is - strictly
speaking - a “non-existing impossibil-
ity”. By evoking today's “non-existing”
Marxism and Communism, we are in-
voking the possibility of a definite “im-
possibility” - a radical alternative to the
prevailing material practices of social
exchange. At least, this is almost a “nat-
ural” position for anyone opposing the
omnipresent neoliberal anti-Commu-
nist consensus of both the pro-Euro-
pean “democratic” forces of “civil
society” and the likewise obligatory pro-
European nation-building forces of the
former Czechoslovak governments. MUS
is an attempt to break with this given
constellation - in the last instance, with
capitalism itself. It is a synonym - a
makeshift word - for what today ap-
pears quite impossible - revolution.

AlSova jihocCeska galerie
v Hluboke nad Vltavou

Ztizovatel: Jihocesky kraj
Reditel: Ing. Lubomir Bednaft

Historie:

AlSova jihoceska galerie byla zalozena v
roce 1951 jako krajska galerie a do nazvu
dostala jméno jihoceského rodaka Mi-
kolase Alse. V dubnu 1956 presidlila do
nové adaptovanych prostor jizdarny
zamku Hluboka, kde sidli podnes. V
roce 1967 byla zfizena poboc¢ka AJG v Be-
chyni se zaméienim na moderni ¢eskou
a svétovou keramiku. Sidli v rekon-
struovanych prostorach nékdejsiho za-
meckého pivovaru. Pro vystavni acely
AJG byl v roce 1993 otevien rekonstruo-
vany renesan¢ni dém v Ceskych Budé-
jovicich.

Sbirky:

Gotické uméni jiznich Cech. Vyznamna
sbirka sochaistvi a deskového maliistvi,
zahrnujici dila z jiho¢eského regionu a
Sumavy od konce 13. stoleti do prvni tie-
tiny 16. stoleti a ¢itajici na 200 predméta.
Ceské a evropské uméni 16. aZ 18. stoleti.
V této sbirce vynikaji piedevsim kolekce
nizozemské malby. Rozsahla je kolekce
barokniho sochaistvi, piedevsim jiho-
¢eské provenience. Ceské uméni 19. sto-
leti. Soubor maleb, plastik, kreseb a
grafik minulého stoleti je mensiho roz-
sahu vzhledem k tomu, Ze jeho sbirani
bylo kdysi na dvé desetileti zastaveno.
Ceské uméni 20. stoleti obsahuje témé¥
vSechny dilezité nazorové okruhy s ur-
¢itym darazem na fantazijni aspekty
moderni tvorby. Zastoupena je rovnéz
neoficialni tvorba 50. a 60. let.

Prohlaseni:

Existuje nékolik zajimavych duvodi,
proé¢, v ramci vyvoje ceské umélecké
a kulturni scény, uvazovat o vztazich
mezi institucemi, kritikou instituci,
uméleckou tvorbou, autonomnimi orga-
nizacemi a socialni kritikou. Od poc¢atku
Sedesatych let je mozno vysledovat vice-
méné jasnou délici ¢aru vedouci napt¥i¢
touto scénou, ktera, béhem hledani al-
ternativnich cest k tvorbé a prezentaci
uméleckého dila, nalezla novou definici
statutu uméni a forem zprostredkovani
vztahu mezi umélcem, instituci a publi-
kem. Dosahla toho pomoci kladeni radi-
kéalnich otazek po ,autonomii“ muzej-
niho a galerijniho systému a po roli a
fungovani spolec¢enskych instituci. Tim
uvedla v zivot participativni kolektivis-
ticky model existence s taktickym vyuzi-
tim médii. Ackoli velké mnozstvi autort
patticich do tohoto proudu se ke kul-
turnim institucim stavélo kriticky,
v aktivitach tohoto tak zvaného Nového
umeéleckého provozu neni mozné nalézt
zadné piiklady kritiky instituci, obdob-
né té, ktera existovala na zapadé.
Zatimco ,prvni vlna“ kritiky instituci,
probihajici v sedmdesatych letech, za-
hrnovala systematicky vyzkum systému
muzei a galerii - ptricemz odlozila svou
neutralitu a soustfedila se na potlaceny
trh, ekonomicky a politicky kontext -
nebyla kritickd prace umélca v CSSR
v tomto obdobi pfimo zaméiena na sys-
tém muzei a galerii. Orientovala se spise
na politicky a ideologicky kontext a také
na otazky primého vytvareni autonom-
néjsiho systému tvorby a distribuce
uméni.

Ackoli, pokud se pokousime posuzovat
status soucasnych uméleckych postupu
a slozita a c¢asto i protikladna témata,
ktera tyto postupy resi, neni institucio-
nalizovana kritika plné vyuzitelny a do-
statujici termin, budou dusledky asimi-
lace kritiky instituci, i obecné umélecké
kritiky, jednim z vychodisek pro vyzkum
vztahti mezi uméleckymi postoji, kritic-
kymi aktivitami a spektrem problémut
spojenych s jejich institucionalizaci.
Mluvime-li o zvlastnostech konkrétni
kulturni scény - jako v tomto pripadé
naptiklad ¢eské - je nevyhnutelné nutné
se dotknout také jejiho postoje k $irSimu
metapiibéhu historie uméni. Neni zde
ale namisté soustiedit se pouze na nalé-
havou otazku ptijeti vychodoevropského
uméni do ,univerzalniho systému® za-
padniho uméni, ale spiSe (a piedevsim)
se pokusit z mistni perspektivy defor-
mované ,problémy s institucemi®, na-
értnout obrysy riznych podob kritiky,
jejich kritiku stavajicich instituci, for-
movani novych podob instituci a pro-
cesu institucionalizace.

Kritika instituci, ptvodné vznikla
v ramci konceptudlniho uméni, po-
tvrdila mistné specificky piistup,
v némz samotné misto realizace zis-
kava zasadni dulezitost, jelikoZ se na né
pohliZi jako na komplexni heterogenni
kulturni a politicky prostor, obklopeny
umeéleckymi institucemi, prostor plny
protikladti a potla¢eného napéti. Insti-
tucionalni ramec zaznamenal, zaroven
s roz§ifovanim pole ptisobnosti uméni,
jeho jazyka, definice uméni, zmén
v uméleckych zvyklostech a rozdéleni
roli ve svété uméni, také své vlastni po-
kusy a promény. Dokazal, Ze neni
pouze zkostnatélou strukturou, ale
také dynamickym ramcem schopnym
promény, adaptace a neustalé obnovy.

Jasné referen¢ni body hybridnich forem
soucasnych uméleckych aktivit zahrnuji
dédictvi feministického uméni, rtizné
antikomeréni pristupy - vyvinuté bé-
hem 60. a 70. let, jez kladou duraz na
kontext konkrétniho mista a vztahuji ho
k podminkam tvorby, prezentace a piiji-
mani umeéni - stejné jako rizné postupy
vefejného uméni zamétené na aktivis-
mus, socialni témata a komunitni pro-
jekty rozvijené v 80o. letech. To vSe zasad-
né piispélo k proméné uméleckého
ramce.

Napéti a komplexni dynamika existujici
mezi uméleckou kritikou kulturnich
instituci (jez nezbytné - at uz implicitné
nebo explicitné - zahrnuje také kritiku
spolecenskych instituci) na jedné strané
a podnéty smérem k umélcim vzeslé
z instituci na strané druhé, mély proti-
chidny, ambivalentni efekt. Tento efekt
kriticky potencial povzbuzuje ale zaro-
venl ho také umlcuje.

To, zda ,obranné®“ mechanizmy instituci
vedly smérem k asimilaci, cenzute nebo
ignorovani kritiky bylo pravé onou dy-
namikou mezi uméleckou produkeci
a tim, jak na ni instituce reagovaly, ktera
poméahala formovat obrysy proménli-
vého vztahu ,lasky a nenavisti®, ktery
charakterizuje existen¢ni mody kom-
plexniho uspotradani kulturnich insti-
tuci a umeélecké tvorby.

Eve Chiapello, ktera ve své praci o krizi
konceptt kritickych postoji cerpa ze
analyz hegemonie flexibilniho kapita-
lismu, jehoz problematiku zkoumala
spolu s Lucem Boltanskim (“ Le Nouvel
esprit du capitalisme / Novy duch kapi-
talismu”, 1999), dava - pouze z povrch-
niho hlediska paradoxné - do kontextu
efektivity uméni fakt, Ze je kritika ¢im
dal méné schopna plnit své spolec¢enské
funkce. Samo piijeti potencidlu kritiky
do dominantniho diskurzu neomanage-
mentu je jednim z hlavnich piiznaku vy-
¢erpanosti kritickych postupti. .,V mnoha
ohledech je mozno ¥ict, Ze postupy ne-
omanagementu jsou vysledkem bedli-
vého naslouchani stiznostem formu-
lovanym ,,uméleckou kritikou®. Zkratka,
pravé uspéch ,umélecké kritiky” vedl
k tomu, Ze se ji jeji protivnik zmocnil
a ona sama ztratila mnoho ze své nalé-
havosti.“

Termin ,umeélecka kritika®, historicky
pochézejici z 19. stoleti jako jedna
z podob odporu k nové industrialni ka-
pitalistické burzoazni spole¢nosti, je
uzivan jako zastie$ujici pojem, jez im-
plicitné zahrnuje rtizné podoby kritic-
kych spole¢enskych aspiraci, a na rozdil
od mnoha souvisejicich pojm1u, klade
daraz na skute¢nost, Zze umélecka po-
zice a hodnoty, které prislu§ny zivotni
styl ztélesniuje, se od svého okoli oddé-
luji upozornovanim na zdanlivé ima-
nentni rozdily mezi uméleckou tvoti-
vosti a imperativem tvorby zisku. Piesto,
ze se napln kritiky instituci pochopi-
telné posunula daleko od romantického
¢i modernistického idealu ,,umélce -
hrdiny” vytvorila také novy typ kritiky.
Rtizny auto-defini¢ni potencial kritic-
kych vychodisek ve vztahu k systému
uméni i mimo né mél za nasledek
upravu dosavadniho paradigmatu a da-
leko pruznéjsi prifazovani roli.

Uprava paradigmatu autorstvi v jedné
vlné s piedefinovanim kli¢ovych kon-
ceptil ideologie modernismu, v nichz
jsou individualni tvorba a koncept
umélce - génia nahrazeny rtiznymi for-
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mami kolektivni a participativni prace,
meély za nasledek takovy posun, Ze, slovy
Charlese Harrisona: ,,...smrt umélce jako
autora byla zaroven okamzikem zrozeni
umeélce, jako svého vlastniho kuratora -
vlastnika a ochrance své naprosto
konzistentni a naprosto nezaménitelné
znacky®.

Aspiraci umélce je ted proménit role
znalce a autora cenicich si umélé auten-
ti¢nosti na autora vzniklého z kreativ-
niho spotiebitele. ,Teto vyvoj se ne-
odrazi pouze ve zménach paradigmatu
uspofddani vztahti mezi umélcem
a instituci, ale také v za¢lenéni kurator-
ské ¢innosti piimo do modifikovaného
paradigmatu. Skute¢nost, Ze umélci na
sebe berou i manazerské role, aby mohli
systém ovliviiovat tak p¥imo a auto-defi-
niéné, jak to je jen mozné, byla dopro-
vazena aspiraci ¢asti kulturnich insti-
tuci a kuratorti zaujmout kritické a au-
torské role.

Cim dale pruzngjsi prirazovani roli a ne-
stabilni pozice zaroven uvniti a vné
instituci mély za nasledek, vzajemné
sparazitovani“ obou stran a také vznik
kritického diskurzu a uméleckého sys-
tému. Nasledkem je ambivalentni si-
tuace: tak, jako podpora, zprostired-
kovani a institucionalni organizace nej-
sou pouze v rukou kuratora nebo insti-
tuci, neni ani kriticky postoj pouze
umeéleckym ,,privilegiem®. Kritické akti-
vity umélcti mély v kontextu souc¢asného
uméni nepiimo za nasledek jednu z vy-
znamnych zmén - katalyzovaly narast
poctu inovativnich kuratorskych mo-
deld, stejné jako vznik zcela nové ,tviaréi
kategorie® uméleckych pracovniki.

Ve vztahu k popsanému vyvoji je mozno
v ¢eském kontextu hovotit o svého dru-
hu kulturni kontinuité. Aktivity starsich
generaci, orientované predev§im na
uméni, byly v posledni dobé posileny
prosttednictvim fenoménu autonomni
a mimoinstitucionalni scény, ktera se
netyka striktné pouze uméni. Vzhledem
ke svému progresivnimu potencialu se
nicméné soustiedi na spolupraci a spo-
le¢enskou angazovanost, pri¢emz toto
dédictvi asimiluje jako vstupni kulturni
kapital a znovu definuje otazku tvorby
kritickych postojt a pozic.

Zatimco otupovani kritického ostii v ram-
ci instituci na (byvalém) zapadé je ved-
lejsim pi#iznakem asimilace kritickych
postupti, nejsou souvisejici kritické fe-
nomény v ¢eském kontextu stale jesté
soudasti ,oficialniho® p¥ib&hu lokalnich
déjin uméni. Je tomu tak z dtivodu exis-
tence kulturni politiky zaloZené na iden-
tité a nefunkénosti hlavnich oficialnich
instituci, jejichZ (ne)¢innost byla po de-
setileti setrva¢na a aktivné ignorovala
potiteby mistni scény.

Systematicky nedostatek zajmu o sou-
¢asné umeéni ze strany muzejnich sbi-
rek, teoretické interpretace, archiva
a védomostni zakladny, mél za nasledek
vznik mnoha pruzné jednajicich inicia-
tiv (v ramci neziskovych nevladnich or-
ganizaci), které zacaly budovat rtzné
hybridni mikroinstitucionalni formy.
V poslednich sedmi letech se mezi
dvéma obdobné problematickymi mo-
dely tradi¢nich instituci - konzervativ-
nim, nefunkénim, narodné oriento-
vanym modelem a jeho protikladem
v podobé populistické globalni ideje kul-
turni instituce jako ,podniku® - rodi
novi kulturni protagonisté. Jsou to ne-
formalni, autonomni organizace sdru-
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zené do siti, jejichz postupna proména
v instituce se odehrava v nestabilnich
a proménlivych podminkach ,meziin-
stitu¢niho® prostoru. Zaroven s tim do-
chazi v mezinarodnim kontextu k uzna-
ni a integraci neoavantgardniho a kon-
ceptualniho uméni Sedesatych a sedm-
desatych let. Ale aktivity nové auto-
nomni umélecké scény nejsou, stejné
jako zkuSenosti pitedchozi generace, ze
strany instituci na mistni tirovni proza-
tim stale ocenlovany a uznavany za pii-
nosné.

Ackoli mezinarodné uznavani umeélci
jako naptiklad Milan Knizak a nebo Jiti
Kovanda nejsou ve svém prostiredi v za-
dném piipadé disidenty a pocetné ,,mi-
kroinstituce® také mnefunguji uvnitf
takzvaného alternativniho kulturniho
prostoru, zustava skute¢nosti, Ze mistni
kulturni instituce nestavi svou identitu
na kritické zku$enosti. Zatimco na za-
padé je osvobozujici kriticky potencial
zatleniovan piimo do zakladt umeélec-
kych instituci a prispiva tak - nechténé
- k procesu formovani kulturnich vliva
a k dominanci jisté normy, obdobné ten-
dence v mistnim kontextu vedly prede-
v§im ke vzniku ,paralelniho systému®
kulturnich akci a uméleckého provozu.
Sedmdesatd 1éta v CSSR byla ve znameni
umeélct, kteri zaujimali politicky aktivni
a kriticky postoj, a jejichz aktivity ¢asto
zahrnovaly velké mnozstvi ucastnika
fungujicich jako ,autonomni prostor®
paralelni k umeéleckému. Tehdejsi sys-
tém tak byl nep#imo kritizovan, skoro
jako by se jednalo o vedlejsi vytvareni
autonomnéjsiho zptisobu umélecké
tvorby a distribuce.

Jakkoli vystavovani ve veiejnych a alter-
nativnich prostorech nepiedstavovalo
konfrontaci s galeriemi, ale bylo spise
vysledkem touhy primo komunikovat
s okolim, byla tato strategie implicitni
a Casto i hoikou formou kritiky instituci
a jasnym odrazem potieby realizovat
kriticky potencial umeéni v konkrétnim
¢asovém ramci a socialnim kontextu,
z nichz dané dilo vyrostlo. Tento zptisob
byval preferovan oproti nékolikaletému
procesu, v néjz by vyustila snaha prosa-
dit dané dilo v systému oficialnich insti-
tuci. Vedle implicitni kritiky instituci, je
kriticky rozmér aktivit této generace
nejjasnéji vyjadien konfrontaci s ideo-
logii a drastickym prolinanim soukro-
mého a veiejného. I ten nejprostsi fakt
volby materialu, z néhoz bude dilo vy-
tvoieno, muze fungovat jako kritika
uméleckého a spolec¢enského systému.
Umélec Goran Trbuljak se rozhodl pra-
covat s oby¢ejnymi listy papiru, které si
mohl kdokoli koupit v papirnictvi. Vy-
bral si je proto, ze piedstavuji .....nej-
vétsi a nejpriléhavéjsi format, ktery
odrazi mé postaveni, spolec¢enské pod-
s ramcem muzejnich instituci se umeélci
nikdy nevyrovnaji svému protivnikovi,
ale s obrovskou mirou strategické ironie
zpochybriuji svou vlastni uméleckou po-
zici uvnitt systému.

Presto, Ze protiklad ,,oficidlnich® a ,ne-
oficidlnich” umeéleckych systému je v ze-
mich vychodniho bloku ostie vyhra-
nény, od konce Sedesatych a zacatku se-
dmdesatych let az do soucasnosti je na
¢eské scéné je mozno kontinualné sle-
dovat vyvoj a koexistenci paralelnich
kulturnich systémti. V téchto paralel-
nich systémech jsou pojeti uméni a jeho
role ve spole¢nosti drasticky rozvrst-
vené a rozdélené. Ackoli lo o jasny kon-
flikt vizi a (pi¥ipadné) také dramaticky

rozdilnych verzi historie a déjin umeéni,
nemélo toto napéti, oproti o¢ekavani, za
nasledek ,kulturni valku®, nybrz vice-
méné klidnou koexistenci obou pojeti
kultury.

Po desetileti byla nezavisla kulturni
scéna stavéna na roven ,alternativni®
kultute, nicméné pojem alternativa®
neni ve stavajicich podminkach plné
funkéni. Jakkoli autonomni scéna pied-
stavuje vzacnou viditelnou alternativu
k represivnim kulturnim politikam, at
uz se sklonem k nacionalismu v jednom
piipadé nebo k neoliberdlnimu trhu
v pripadé druhém, nejedna se v zadném
piipadé o ,alternativni® kulturu nebo
subkulturu. Misto aby se integrovala do
hlavniho kulturniho proudu, zazname-
nala v devadesatych letech alternativni
kultura sedmdesatych a osmdesatych
let ndhlou dezintegraci. Rtzné formy
kritiky byly ohrozovany a potla¢ovany
dobovym lokalnim etnocentrizmem
a nacionalistickymi naladami. Rozvoj
obéanské spole¢nosti v Ceské republice
byl komplikovan skute¢nosti, Ze zakon
o neziskovych organizacich byl piijat az
v roce 1997 a v ném obsazené restrikce
byly odstranény teprve v roce 2001, kdy
doslo k jeho novelizaci. Az tato druha
faze, v niz byly omezeny byrokratické
bariéry v procesu registrace organizova-
nych skupin (neziskovych organizaci),
podpotila jejich masivni rozvoj.

Velka ¢ast soucasné umeélecké produkce
pochazi z hybridniho ,progresivniho
mezinarodniho mainstreamu®, ktery se
zabyva lokalnimi zalezitostmi vznikaji-
cimi kolem konkrétnich mist, infra-
struktury, a vztaht. Z hlediska spolu-
prace dosdhla tato scéna svého vrcholu
v nékolika poslednich letech, kdy se
sjednotila v ramci konfrontace s domi-
nantnimi modely reprezentace a také
béhem paralelniho vzniku inovativnich
modelt kulturni politiky a interdisci-
plinarni spoluprace.

Prazska scéna se sjednotila kolem ustied-
niho problému tvorby vetejného mést-
ského a také symbolického artikulaé-
niho prostoru ohrozeného neoliberal-
nimi a narodnimi zajmy. Soucasna au-
tonomni scéna charakteristicka ruz-
nymi formami kontinuity zaujala postoj
v opozici proti oficidlnim modeltim
mistni dominantni kultury a formovala
se v neptimé reakci na nefunkéni, ne-
adekvatni, neprimérené a nenapadité
fungovani stavajicich instituci. Tato,
v zasadé frustrujici, situace svym zpuso-
bem katalyzovala dosazeni cila auto-
nomni scény. V paralelni existenci dvou
institucionalnich systému se ale skryvaji
mnoha uskali a nebezpeci.

Klicova je otazka preziti: muZze scéna
vznikla v nedavné dobé (jakkoli je vy-
znamna) piezit v obecné velmi prekér-
nich a nepiatelskych podminkach?
Aékoli jsou jeji aktivity jako celek syste-
maticky povazovany za vystielky a jsou
vystaveny neustalému nebezpedi za-
niku, nedostate¢né infrastruktury a tla-
ktm nadprodukce (za uc¢elem ziskani
prostiedkt pro pouhé pieziti), prijeti
této scény se v posledni dobé o néco
zlepsilo, predevsim diky jejimu rostou-
cimu mezinarodnimu uznani. Otazka
pieziti je zaroven také otazkou zmeény,
obrody stavajicich instituci a zajisténi
kontinuity a svobodného fungovani
instituci ,,ve fazi vzniku®. Je otazkou,
zda tento druh progresivniho systému
kulturni tvorby na lokalni scéné bude
mit Sanci plné rozvinout svij potencial.

Tustrativni piiklad byl vysloven zahieb-
skym umélcem Mladenem Stilinovi¢em,
ktery v letech 1975-1979 pracoval v ramci
neformalni Skupiny sesti autorit - sku-
piny, ktera zavedla Zanr ,akéni vystavy®,
jenz kdysi upozornil, Ze zakladni rozdil
mezi kolektivy a skupinami v sedmde-
satych letech a v soucasnosti je odlisna
ekonomie radosti z kolektivni prace
a také rtizna mira byrokratizace. Pu-
vodni radost je dnes nahrazena pokusy
o vytvoieni jeji efektivni spravy. Zatimco
se kolektivy v minulosti plynule roz-
poustély tak, jak upadalo potéSeni ze
spoluprace, dnes skupiny musi ¢elit 1a-
kadlu své vlastni institucionalizace.
Zminéné dvé vlny kolektivnich aktivit
nebyly uvedeny s imyslem demonstro-
vat pienos vlivil, ale spiSe naopak: aby
podtrhly obéma spole¢nou touhu po-
kradovat v jisté formé uméleckého a spo-
le¢enského experimentu za radikalné
rozdilnych okolnosti. Zatimco na zapadé
jsme v poslednich letech svédky nahlého
mizeni mensich progresivnich instituci,
v piipadé instituci, jejichZ vyvoj jsme se
pokusili nastinit v tomto hrubém obrysu
takzvané umeélecké nebo kulturni kri-
tiky, je hlavni otazkou to, jak pokracovat.
To znamena: jak pokracovat v rozvijeni
prostort pro kritické formulovani a pre-
zentaci, které piesahuji dusivou koexis-
tenci narodné zamérenych model kul-
turnich instituci pochazejicich z devate-
nactého stoleti a jejich neoliberalnich
obdob.

Klicovym piispévkem soucasné auto-
nomni scény k problému preziti - stejné
jako rozpadu - jistych institucionalizo-
vanych forem neni pouze pal¢iva otazka
jejich vlastni promény v instituce, ale
také proména podminek, které zakonité
vyvijeji tlak na opusténi uzkych hranic
a pozadavkl na jednotlivé profese. Ac¢-
koli se muize zdat nevhodné zabyvat se
témito podminkami v kontextu ome-
zeni uméleckého svéta, samotna kri-
ticka aktivita rozsiteného umeéleckého
svéta se neustale vénuje zivym témattim
a pottebé jejich dalsiho zpracovani. Je
jasné, ze v tomto pripadé neexistuji
zadné jednoznacéné a uplné odpovédi,
jasné postupy ¢i existujici modely pii-
pravené k pouziti a k nasledovani.
Proces formulovani a nového definovani
zahrnuje také otazku statusu vetejného
prostoru, aktualizace kolektivni minu-
losti a pokusti o jejich kolektivni alterna-
tivni interpretaci. Pal¢iva témata a uikoly
stojici pied autonomnimi organizacemi
se nestavaji jejich vlastnim smyslem
a tcelem; to, pred ¢im stojime je neuza-
vi'eny proces nabity riskantni nejistotou,
ktery si v8ak i pi‘es to udrzuje povédomi
o tom, Ze neexistuji ,nevinné postoje®.

Bez ohledu na rozdilné vysledky a po-
tencialni feseni problému v soucasnosti
plné vycerpanych forem fungovani, ¥ika
jedna z ,poudek” kritiky v mistnim kon-
textu, ze socidlni a kulturni instituce
nejsou ,pevnosti dané od boha®, ale
spiSe ktehké stavby plné nedokonalosti
nachylné ke zménam. Riizné podoby au-
tonomnich kulturnich aktivit, které za-
plavily v poslednich letech ¢eskou scé-
nu, tvoii neoddélitelnou soucast vyvoje
z piedchozich desetileti. Jakkoli je asi-
milovani potieb konce Sedesatych let
a let sedmdesatych ,,zachycené v pokii-
veném zrcadle nové hegemonie® nepo-
chybné klicovym momentem pro for-
movani této kritické scény, je zaroven
také jednim z potencidlnich zdrojua je-
jich vnit¥nich rozport.



NevycCerpavali se pouze svym vlastnim
wkritickym narcismem®, pak jejim hlav-
nim problémem neni ani tak otazka, jak
v ramci scénaita - v nichz casto hraje
piedem urdené role ¢i scénaii, kterym
se pokousi vyhnout - odolavat neolibe-

ralnim vliviim, nad nimiz nemda kon-
trolu, ale spiSe jakymi zptisoby mohou
jeji aktivity, v rdmeci institucionalni plat-
formy, prispét k efektivnéjsi kritice ne-
oliberalnich mechanismut a dusledku,
které jsou s nimi spojené.

Ales South-Bohemian
Gallery in Hluboka

nad Vitavou

Authority: The South-Bohemian Region
Director: Ing. Lubomir Bednar

History:

The Ale§ South-Bohemian Gallery was
set up in 1951 as a regional gallery and
was named after the painter Mikolas
Ales, a native of South Bohemia. It
started its activities on 1 January 1953 at
the premises of the regional museum in
Ceské Budgjovice. In 1956 it moved into
the newly restored building of the riding
school at Hluboka chateau (architect
F.Beer 1845-1847, rebuilt by J. Fidra),
where it remains to this day

Collection:

South-Bohemian Gothic art. An impor-
tant collection of sculpture and panel
paintings including artwork from South
Bohemia and the Sumava area.

Czech and European art - 16th to 18th
century. Most significant are the collec-
tion of Dutch paintings. The Gallery has
a rich collection of Baroque sculpture,
chiefly from South Bohemia.

Czech 19th-century art - the collection of
paintings, sculpture, drawings and
graphic art is somewhat smaller, as the
acquisitions were at a standstill for two
decades

Czech 2oth-century art - in this collec-
tion visitors will find almost all the
trends found in modern Czech art, with
a special emphasis on fantasy aspects of
modern art.

Statement:

There are several reasons why it is in-
teresting to try to deliberate on the re-
lationship  between  institutions,
institutional critique, artistic produc-
tion, self-organisation and social cri-
tique within the dynamics of the Czech
artistic and cultural scene. From the
end of the sixties onwards we can trace
a more or less distinct line within this
scene that, while searching for alterna-
tive means of production and presenta-
tion of the artwork, has redefined the
status of art and modes of mediation be-
tween artist, institution and audience.
It has achieved this by asking radical
questions about the ‘autonomy’ of the
system of museums and galleries and
about the role and operation of societal
institutions. This way it has inaugurated
a participative, collectivist model of op-
eration with a tactical deployment of
media. Although a great number of au-
thors from this stream were critical of
the cultural institutions, no examples
can be found within the activities of this
so-called New Artistic Practice of institu-
tional critique similar to that in the
West.

Whilst the ‘“first wave’ of the practice of
institutional critique in the seventies in-
cluded systematic research into how the
system of museums and galleries func-

tions by repudiating its neutrality and
accent on the suppressed market, eco-
nomic and political context, the critical
work of the artists in CSSR during this
period was not directly focused on the
system of museums and galleries.
Rather, it was directed at the political
and ideological context, as well as the
issue of directly creating a more au-
tonomous system of production and dis-
tribution of art.

Although institutionalised critique is
not a fully operational and sufficient
term when trying to evaluate the status
of contemporary artistic practices and
complex, often contradictory issues that
such practices address, the repercus-
sions of the assimilation of institutional,
and broadly speaking artistic, critique
will be one of the starting points for in-
vestigating the relationships between
artistic positions, critical practices and
a spectrum of problems related to their
institutionalisation.

When speaking about the specifics of a
single cultural scene, such as the Czech,
touching upon its attitude towards the
wider meta-narrative of art history is
unavoidable. However, it's not the right
context here to focus solely on the acute
question of the canonisation of Eastern
European art into a ‘universal system’ of
Western art, but to first and foremost
try to sketch the contours of different
forms of critical practices, their critique
of existing institutions, the formation of
new institutional forms and processes
of institutionalisation, from a local per-
spective marred by ‘problems with in-
stitutions’.

Originally initiated within conceptual
art, the practice of institutional critique
has affirmed a site specific approach, in
which the very space of realisation as-
sumes vital importance, as it is itself
viewed as a complex, heterogeneous cul-
tural and political place, framed by the
institutions of art, suffused by contra-
dictions and suppressed tensions. Par-
allel to the broadening of the fields and
languages of art, the redefinition of art-
work, alterations of artistic conventions
and the distribution of roles in the art
world, the institutional frame has also
experienced its own trials and transfor-
mations. It has proven to be not only an
ossified structure but also a dynamic
frame prone to reconfigurations, adap-
tations and continuous redefinitions.
Inevitable points of reference for the
different hybrid forms of contemporary
artistic practices include the heritage of
feminist art, a series of anti-commercial
artistic approaches developed through-

out the sixties and seventies that accen-
tuated the context of a certain location
and related it to the conditions of pro-
duction, presentation and the reception
of art, as well as different public art
practices focused on activism and social
issues, and the community based proj-
ects developed throughout the eighties.
All of these have also greatly contributed
to the redefinitions of the artistic frame-
work. The tension and complex dynam-
ics between the artistic critique of
cultural institutions (which necessarily
implicitly or explicitly includes the cri-
tique of social institutions) on the one
hand, and the institutional encourage-
ment of artistic practices on the other,
have resulted in contradictory, ambiva-
lent effects. These effects encourage and
dumb down the potential for critical ac-
tion at the same time.

Whether the ‘defensive’ institutional
mechanisms worked towards assimila-
tion, censorship or ignoring the critical
practices, it was precisely the dynamic
between artistic production and the
way the institutions reacted to it that
formed the contours of the variable
‘love and hate’ relationship that charac-
terises the modes of the complex con-
stellation of cultural institutions and
artistic production.

By drawing on analyses of the hege-
mony of flexible capitalism, whose prob-
lems she investigated in cooperation
with Luc Boltanski (“Le Nouvel esprit du
capitalisme / New Sprit of Capitalism”,
1999), when writing about the crisis of
concepts of critical positions, Eve Chia-
pello contextualises the fact that criti-
cism increasingly fails to fulfil its social
functions, only prima facie paradoxi-
cally, into the area of its efficiency. Coop-
tation of critical potentials into the
dominant economic discourse of neo-
management is one of the most promi-
nent signs of the exhaustion of critical
practices. “In many respects, one might
say that neo-management practices are
the result of paying careful attention to
the complaints articulated by ‘artist cri-
tique’. In short, it is precisely the success
of ‘artist critique’ that has led to its
being co-opted by its adversary and los-
ing so much of its poignancy”.
Historically situated in the 19th century
as one of the forms of resistances to the
new industrial, capitalist and bourgeois
society, the term ‘artist critique’ is used
as the umbrella term that implicitly in-
cludes different forms of critical social
aspirations and which, unlike numer-
ous related terms, accentuates the fact
that the artistic position and the values
that the respective lifestyle embodies
detaches itself from its surroundings by
pointing out the seemingly immanent
differences between artistic creativity
and the imperative of profit.

Although the practice of institutional
critique has, of course, moved far away
from the romantic or modernist ideal of
the ‘hero artist’, it has also affirmed a
new type of criticism. Different self-
defining potentials of critical positions
in relation to the art system and beyond
have resulted in the modification of the
existing paradigm and far more fluid
role assignments. The modification of
the paradigm of authorship on the wave
of the redefinition of key concepts of the
ideology of modernism, in which indi-
vidual creation and the concept of the
artist as genius are replaced by various

forms of collective and participative
work, has resulted in the shift such that,
in the words of Charles Harrison, “...the
death of the artist as the author was the
birth of the artist as the self-curator -
proprietor and protector of an always-
consistent, always-unmistakable logo.
The artist now aspires to reverse the
roles of connoisseur and author, treas-
uring the artificial authenticity as the
author who is extracted from the cre-
ative consumer”. This dynamic is reflec-
ted not only in the change of para-
digm within the configuration of rela-
tionships between artist and institution,
but also in the placing of curatorial prac-
tice into the modified paradigm. The
adoption of managerial functions by the
artists so as to affect the system as di-
rectly as possible and in a maximally
self-defining way, have been accompa-
nied by parallel aspirations on the part
of cultural institutions and curators to
assume critical and authorial positions.
Increasingly fluid role assignments and
the increasingly unstable status of be-
longing both inside and outside the in-
stitutions have resulted in both sides
acting ‘parasitically’ on each other, as
well as the adoption of critical discourse
and the art system. This has resulted in
an ambivalent situation: just as the fa-
cilitation, mediation and institutional
organisation does not lie solely in the
hands of the curators or institutional
administration, so a critical position is
not a ‘privilege’ related solely to artistic
positions. One of the important changes
indirectly caused in the contemporary
context by artistic critical activities is
the catalysis of the increasing appear-
ance of innovative models of curatorial
practice, as well as the appearance of
the whole new ‘creative class’ of cultural
workers.

In relation to the said dynamics, in the
contemporary Czech context one can
speak of a kind of relevant cultural con-
tinuity. The activities of the earlier gen-
erations, primarily related to the field of
arts, have lately been intensified
through the phenomenon of a self-or-
ganised and extra-institutional scene
that is not strictly related to arts. Due to
its progressive potential, however, it
does focus on cooperation and social en-
gagement, assimilating this heritage as
the initial cultural capital, whilst re-
defining the issue of the production of
critical discourse and critical positions.
Whilst the dulling of the critical edge
within the institutional context of the
(former) West is a side effect of the as-
similation of critical practices, the re-
lated critical phenomena in the Czech
context are still not a part of the ‘official’
narratives of the local art history. This is
the case primarily because of the focus
on identity-based cultural politics and
the dysfunctional operation of the cen-
tral official institutions whose (in)activi-
ties have for decades been inertial and
have actively ignored the needs of the
local scene.

The systematic lack of institutional en-
gagement in the field of museum col-
lections, theoretical interpretations,
archives and the knowledge-base con-
cerning contemporary art has brought
about the appearance of numerous
flexible initiatives (based on NGO-type
organisations) that have started con-
structing various hybrid micro-institu-
tional forms.
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In the constellation of two equally prob-
lematic models of traditional institu-
tions - the conservative, dysfunctional,
nationally oriented model, and its an-
tipode in the form of the populist,
global ideal of the ‘enterprise’ cultural
institution in the making - we can fol-
low the emergence of new cultural pro-
tagonists over the last seven years. These
are informal, self-organised, networked
organisations, whose gradual institu-
tionalisation takes place in the unstable
and oscillating conditions of institu-
tional ‘interspaces’. Alongside this,
within the international context, the
neo-avant-garde and conceptual artistic
practice of the sixties and seventies is
recognised and integrated. But like the
activities of the recent self-organised
cultural scene, the experiences of the
previous generation on the local level
are still not institutionally evaluated
and recognised as relevant.

Although internationally recognised
artists, such as Milan Knizdk or Jiti Ko-
vanda, for example, are by no means
dissidents within their own milieu, just
as the numerous ‘microinstitutions’ do
not function in the so-called space of al-
ternative culture, the fact remains that
the local cultural institutions do not
construct their identity on critical ex-
periences. Whilst in the West the eman-
cipative potentials of critical practices
are being built into the constitution of
artistic institutions, thus contributing
involuntarily to the process of the for-
mation of cultural influences and the
hegemony of a certain norm, the related
tendencies in the local context have first
and foremost encouraged the creation
of the ‘parallel system’ of cultural action
and the circulation of art.

The seventies in CSSR were marked by
the artists who took a politically active
and critical artistic stance and whose
activities often included a large number
of participants, functioning as ‘au-
tonomous spaces’ parallel to the art sys-
tem. The existing system was thus
indirectly criticised, almost as a side ef-
fect of the creation of a more au-
tonomous mode of artistic production
and distribution.

Although exhibiting in the public and
alternative spaces did not represent a
confrontation with the galleries, but
was an outcome of a desire to directly
communicate with the surroundings,
this kind of strategy was in fact an im-
plicit, and yet bitter, critique of the in-
stitutions and a clear reflection of the
need to realise the political potential of
art in the specific timeframe and social
context out of which the given artwork
arose. This was preferred to the several
years it would probably take to include
the given artwork in the official institu-
tional system. Alongside the implicit
criticism of the institutions, the critical
dimension of this generation’s activities
is most clearly expressed in the con-
frontation with the ideology and drastic
merging of the public and the private.
Even the simple gesture of selecting the
artwork material can function as a cri-
tique of the artistic and social system.
The artist Goran Trbuljak decided to
take as his work material a simple sheet
of paper that anyone can buy in a sta-
tionery shop, and which he takes to rep-
resent the “... largest and most fitting
format reflecting my status, societal
conditions and the situation I live in.” In
confrontations with the framework of
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museum institution the artists, as a
rule, do not size up their opponent, but
question their own artistic position
within the system with plenty of strate-
gic irony.

Although the opposition between the
‘official’ and the ‘unofficial’ artistic sys-
tem is sharply polarised in the countries
of the Eastern block, within the Czech
scene it is possible to follow the conti-
nuity of the development and co-exis-
tence of the parallel culture systems
from the late sixties and seventies to the
present day. The conception of art and
its role in society is drastically stratified
and disjointed in these parallel systems.
Though what is at stake is a conflict of
visions, as well as (eventually) of drasti-
cally different versions of history and
art history, this tension did not result in
a ‘culture war’, as might have been ex-
pected, but in a more or less ‘peaceful
coexistence’ of both concepts of culture.
The independent culture scene has
been equated with so-called ‘alternative’
culture for decades, but the term ‘alter-
native’ is not entirely functional in the
present conditions. Although the self-or-
ganised scene represents a rare visible
alternative to repressive cultural poli-
cies with a national slant one the one
hand, and the neoliberal market on the
other, this is by no means an ‘alterna-
tive’ culture or subculture. For instead
of becoming integrated into main-
stream culture, the alternative culture
developed throughout the seventies and
the eighties has undergone a sudden
disintegration in the nineties. The eth-
nocentric and nationalistic climate of
the time threatened and suppressed dif-
ferent forms of critical action. The de-
velopment of civil society in Czech
Republic has been hampered by the fact
that the parliamentary act concerning
NGOs was adopted as late as 1997, and its
restrictions revised only in 2001. It was
at this later stage that reduced bureau-
cratic procedures for the registration of
formal collectives (NGOs) encouraged
their widespread formation.

A large part of the recent cultural pro-
duction comes from the hybrid ‘pro-
gressive international mainstream’,
which discusses the open local issues
that emerge around specific infrastruc-
tural, locational and relational coordi-
nates. Clustered around confrontation
with the dominant models of represen-
tation and the parallel development of
innovative models of cultural policy and
inter-disciplinary cooperation, this
scene has peaked in the last few years in
terms of collaboration.

The creation of a public, urban and also
symbolic space of articulation, endan-
gered by neoliberal and national inter-
ests, is the central problem around
which the scene in Prague has consoli-
dated. By adopting a position counter to
the representational models of the local
dominant culture and generally marked
by the establishment of different forms
of continuity, the recent self-organised
cultural scene was formed as an indi-
rect reaction to the dysfunctional, inad-
equate and uninventive operation of the
existing institutions. In a way, this basi-
cally frustrating situation has catalysed
the achievement of the goals of the self-
organised scene. But many entrapments
and dangers lie hidden in the hitherto
parallel existence of two institutional
systems. The key issue is one of survival:
can the scene activated in recent years,

although very prominent, survive by
acting within extremely precarious and
generally inhospitable conditions? Al-
though its actions are, on the whole, sys-
tematically treated as an excess, exposed
to constant dangers of disappearance,
insufficient infrastructure and pres-
sures of hyper-production (in order to
provide for basic survival), its recent re-
ception is somewhat improved, prima-
rily through growing international
recognition. The survival issue is at the
same time one of change, redefining the
existing institutions and securing the
continuity and freedom of operation of
the ‘institutions in the making’.
Whether this kind of more progressive
system of cultural production on the
local scene will have a chance to develop
its full potential is questionable.

An illustrating example, articulated by
the Zagreb based artist Mladen Stili-
novié, who worked within the informal
Group of Six Authors from 1975 to 1979, a
group that introduced the genre of the
‘action-exhibition’, once pointed out
that the foundational difference be-
tween the collectives and groups of the
seventies and the contemporary ones is
a different economy of joy in collective
work and a different level of bureau-
cratisation. The former place of enjoy-
ment is replaced today by the attempts
to construct effective administration for
it. Whilst the collective bodies of the
past naturally dissolved as the joy of col-
laboration declined, the challenge faced
by collectives today is the lure of their
own institutionalisation.

The given two waves of collective action
were not presented so as to demonstrate
the flow of influence, but on the con-
trary, in order to accentuate the corre-
lated emancipating desire to continue a
certain kind of artistic and social exper-
iment in radically altered circum-
stances. Whilst in the recent years one
can witness the sudden termination of
smaller progressive institutions in the
West, in the case of the situation whose
dynamics we have been tracing in the
rough outline of the so-called artistic or
cultural critique above, the topical issue
is how to continue. That is, how to con-
tinue to develop the spaces for critical
articulation and self-representation
that goes beyond the suffocating co-ex-
istence of the nineteenth century na-
tionally focused models of cultural
institutions and their neoliberal equiv-
alents. The key contribution of the re-
cent self-organised scene to the problem
of survival - as well as the dissolution -

of certain institutional forms is not only
the burning question of its own self-in-
stitutionalisation, but also of the trans-
formation of the conditions that neces-
sarily push for the abandonment of the
narrow boundaries and demands of in-
dividual professions. Although it might
seem inappropriate to raise these con-
ditions in the context of the confine-
ments of the art world, the critical
action of the expanded artistic field it-
self continually raises the open issues
and the necessity of their further elabo-
ration. It is clear there are no unam-
biguous and universal answers, clear
formulae, preset and ready-made mod-
els that can be followed in this case.
The processes of articulation and redef-
inition include raising the issue of the
status of public space, the actualisation
of the collective past and attempts of an
alternative interpretation of it. The
burning issues and tasks before self-or-
ganisation do not become their own
purpose, but what we have before us is
an unfinished process, loaded with
risky uncertainties, nevertheless main-
taining the awareness that there are no
‘innocent positions’.

Regardless of the different outcomes
and potential solutions for the pre-
sently fully exhausted existing forms of
operation, one of the ‘morals’ of the crit-
ical practices in the local context states
that the social and cultural institutions
are not ‘God-given’ fortresses, but frag-
ile constructs full of incomnsistencies,
susceptible to change and modification.
Different forms of self-organised action
in culture that have swamped the Czech
scene in recent years are an inseparable
part of the dynamics of the previous
decades. Although the assimilation of
the demands of the late sixties and sev-
enties, caught in the “distorting mirror
of a new hegemony”, is undoubtedly the
key moment for formation of this criti-
cal scene as well, it is also one of the po-
tential sources of its internal incon-
sistencies.

Without being exhausted solely in their
own ‘critical narcissism’, the key issue is
not how to resist the neoliberal effects
that it cannot control and within the
scenarios of which it often plays - or
tries to avoid - its pre-assigned roles, but
in what ways its activities can, within
the institutional platform, contribute to
the more effective criticism of the mech-
anisms of neoliberalism and the conse-
quences that lay scattered behind them.

Galerie umeni

Karlovy Vary

Zrizovatel: Karlovarsky kraj
Reditel: Mgr. Jan Samec

Kuratorky: Mgr. BoZzena Vachudovi, Be. Katefina Rejchrtova

Historie:

Galerie uméni vznikla 1. ledna 1953. Od
pocatku byla umisténa v byvalé vzor-
kovné Zivnostenského spolku a Zivnos-
tenské obchodni komory (postavena
veetné vystavni siné v letech 1911-1912),
kde sidli i dnes. Poboc¢ka karlovarské ga-
lerie byla ziizena v roce 1966 v rané ba-
roknim letohradku vévodt lauenburs-
kych (A. Leuthner) v Ostrové nad Ohti.

Sbirky:
Sbirka ¢eského uméni 20. stoleti je pied-

znamenana naladovymi, symbolistnimi
a realistickymi dily z pfelomu stoleti,
z poc¢atkt vzniku moderniho vytvarného
umeéni. Kvalitné je zastoupena také tvorba
autoru valeéného obdobi, zabyvajici se
¢lovékem, méstem a civilizaci. Stalou ex-
pozici ¢eského uméni uzavira kolekce
tvorby soudobych autoru, prezentujici
rozmanity sou¢asny umeélecky projev.



Prohlaseni:
GUKY jako prostor pro uméni a uvazo-

vani. Programové prohlaseni 2009 -
2012.

Smysl tohoto dokumentu spo¢iva v pired-
neseni obryst, pozice, aktivit a linie bu-
douciho vyvoje nasi instituce, jako jedné
z kli¢ovych v zakladni infrastruktute vy-
tvarného uméni v Cesku. Dokument ob-
hajuje, jakym zptisobem rozvijime a tii-
bime nasledujici piedsevzeti: - pracovat
lokalné a zaroven také na narodni a
mezinarodni bazi; - utvaret novou rov-
novahu mezi produkeci vystav, vyzku-
mem, diskuzi, produkci védéni a vzdé-
lanim, - navazovat na zasadni problémy
jak v umeélecké praxi a teorii, tak i v sa-
motné spole¢nosti; - angaZzovat se rov-
nomérné jak v produkci tak i v pre-
zentaci; - pracovat s veiejnosti na bazi
participace; - a byt ve spojeni s dal$imi
institucemi a praktikujicimi jednotlivci
v Ceské republice a v zahraniéi, a to
nejen v oboru vizualniho uméni. Po
dobu existence nasi galerie se ndm pod-
atilo stat se pfednim uméleckym insti-
tutem, schopnym zamérit se na zasadni
otazky a témata v uméni a prostiednic-
tvim uméni. V ¢asovém piedstihu rozvi-
jime pracovni postupy, které zasadnim
zpusobem ovliviiuji institucionalni
praxi v oboru vizualniho uméni doma i
v zahraniéi.

GUKY je tedy mistem zasvécenym mys-
leni, které: -vychazi z uméni, -je o umeéni
a -je Sifeno prostiednictvim uméni. An-
gazujeme se ve zkoumani a posilovani
dvou zasadnich vztaht: jednak pojitka
mezi uménim a vetejnou sférou, jednak
aliance mezi uméleckou praxi a teorii. V
souvislosti s tim, abychom mohli tyto
vztahy v uméni plnohodnotné realizo-
vat iniciujeme vyzkum na téma paléi-
vych otazek ve spole¢nosti a spole¢né s
umeélci a dal§imi kulturnimi ¢initeli rea-
lizujeme projekty, jako jsou vystavy,
piednasky, vzdélavaci programy, publi-
kace a produkce novych praci. Nase
zkoumani v oblasti uméni a toho, jaké
ma umeéni v dne$nim svété moznosti, je
dlouhodobym neptetrzitym zavazkem,
ktery je globalné erudovany a zaroven
lokalné angazovany.

Pod mym vedenim se GUKV podrobila
tkolu vlastni transformace a vydala se
na cestu procesu reorientace ve snaze o
nalezeni formy idealniho institutu sou-
¢asného uméni. Dalo by se ¥ici, Ze nase
prace je charakterizovana neustalym
pirehodnocovanim piedpokladti a para-
metra prostoru uréenému uméni. Tako-
vému prostoru, ktery je experimentalni
reakci na radu otazek, kterymi se vy-
znacuji nase snahy, naptiklad: Proc¢ kii-
sit tuto instituci, zvlasté v Cesku zahl-
ceném na poli uméni podobnymi insti-
tucemi? Je mozné si vibec predstavit
instituci, ktera si uvédomuje zasadnost
globalni situace, ve které se pohybuje, a
stejné uvédomeéle se potyka s tématy ak-
tualnimi v Karlovych Varech a potazmo
v celé Ceské republice? Jak je mozné ak-
tivovat potencial Karlovych Varua vis-a-
vis takovym kulturnim hraé¢am jako je
Praha a Brno, nemluvé o Berling, Istan-
bulu, nebo Hong Kongu? Jak mtize dnes
umeéleckd instituce fungovat ve stinu
vlivu diktatu kapitalizmu, ptisobiciho
na kulturni pramysl, zdbavu, atrakce
a navstévnost? Jak si dnes predstavit
instituci, ktera nebude pouhou nad-
obou ¢ekajici na naplnéni nesouviseji-
cimi vystavami a objekty, ale spise
jednotkou, ktera se seriézné angazuje v
mysleni spole¢né s umélci a tvirei kul-

tury; takovou, ktera promlouva jen
tehdy, pokud ma co #ici? Je mozné, aby
umélecka produkce a cely diskurz s ni
svazany byly uznany za rovnocenné a
bylo s nimi i tak zachazeno? Jak spravné
pievést stav institucionalni moci do
stavu zodpovédnosti? Jaké mame k di-
spozici moznosti, abychom mohli ¢elit
potfebam dneska? V kratkosti, co je
nutno udélat? GUKV je odpovédi na tyto
otazky, dolozenou praktikami partici-
pace, diskurzivity, produkce, flexibility,
plynulosti a kriti¢nosti. Piedstavujeme
si to ne jako néjaky striktné definovany
model, v ramci kterého bychom realizo-
vali pfredem dana schémata, ale spise
jako zptisob jednani a mysleni, jako sta-
lou vyzvu moznostem umeéni. V procesu,
ktery jsme nazvali ,stat se sebou sa-
mymi“ se GUKV stala jakymsi opérnym
bodem, schématem, zasadni slozkou,
fundamentalni oporou a zakladnou, na
které mohou umélecké a diskurzivni
projekty spo¢inout a rozvijet se dal.
Prestoze ztélestiujeme proces neusta-
lych zmén a obnovovani s cilem dosah-
nout ideadlniho stavu, jsme zaroven
nepochybné uznavanou profesionalni
instituci na v§ech turovnich: lokalni, na-
rodni i mezinarodni. Projekty, které rea-
lizujeme, se skladaji z mnoha aspektti a
¢asti, takZe je mozné objekt zajmu posu-
zovat z nékolika thla pohledu, riznym
tempem, s idealni intenzitou a v odlis-
nych formatech. Mluvim tu o typicky
dlouhodobych projektech zahrnujicich
fazi vyzkumu, skupinové ¢teni a kolek-
tivni badani, coz vse, za piispéni mno-
hych umélct, kuratora, teoretika a
dalsich kulturnich é&initelti, vnasi do
projekta klicové impulzy a zvySuje uro-
ven védéni. Samoziejmé mnoho takovy-
chto mnohostrannych projektt je
prezentovano formou vystavy, ale pres-
toZe vystavy jsou zasadnim mistem pre-
naseni védomosti a prostorem pro
zhmotniovani piedstav, nemaji vysadni
postaveni oproti nasim dal$im aktivi-
tam.

Se stejnym durazem se vénujeme sériim
piednasek, diskuzim, vzdélavacim mo-
dultim a publikaéni ¢innosti. Tyto akti-
vity - pokud ovSem situace nevyzaduje
néco jiného - jsou zpravidla realizovany
piimo na pudé nasi instituce. Obdobné
také nejsme zaméieni vylu¢né na spolu-
praci s umélci, spiSe pracujeme na $iro-
kém poli umeéleckych a teoretickych
pristupti. Pokud umeélec nebo umélkyné
dostane piileZitost pro samostatnou vy-
stavu, pak je ucelem umoznit jim seri-
6zné prozkoumat moznosti jejich
vlastni prace a realizovat novy projekt
zpusobem, ktery by byl jen obtizné mys-
litelny v jinych souvislostech. Zapojime
potom v8echen nas intelekt a organi-
zaéni schopnosti, abychom podpoftili
umeélce v jejich zaméru. Abychom pre-
kro¢ili hranici piedvidatelnosti, vyhnuli
se opakovani uspésnych modelt a moti-
vovali umélce k hledani novych zptisobti
reSeni, spolupracujeme s umeélci na za-
kladg kvality a potencialu jejich prace,
tedy bez ohledu na to, k jaké generaci
patii, nebo pozici, kterou ve svém oboru
zastavaji.

Snazime se maximalné omezit mozné
externi prekazky a poskytnout autorim
- i ptesto, Ze jen na piechodnou dobu -
zdzemi a oporu k plné koncentraci na je-
jich projektech. Musim zde také zminit,
Ze jsme zasadné pro to, aby stale docha-
zelo k piehodnocovani podminek, ve
kterych umélci a jini kulturni ¢initelé
pracuji a také, aby tito jednotlivci byli za

svou praci a ¢as eticky ohodnoceni. Za
ucelem podpory rozvoje mysleni, sou-
stredéni a soustavného studia a zaroven
jako vysledek snahy takového idealu do-
sdhnout, byl iniciovan program Vy-
zkumnych reziden¢nich pobyti (RIR -
Research-In-Residence). Mezinarodni
umeélci, spisovatelé, kuratoii a kritici tak
mohou stravit uréity ¢as v Karlovych Va-
rech, a na misté tak rozvinout svou umé-
leckou a teoretickou praci.

Na bazi otevieného profesniho vztahu
zaloZzeného na duvéie a spiiznéném
piistupu k chapani moznosti, které
uméni poskytuje, se rezidenti dcastni
pirednasek, promitani, seminaia, atd. a
piispivaji "mezinarodné lokalni" komu-
nité enormnim potencidlem novych na-
padt, navrha a energie, jak v ramci
mésta, tak Ceské republiky. Vybér témat
nasich projektti je motivovan naléha-
vosti nékterych situaci v uméni a ve spo-
le¢nosti a je ustaven tak, aby mohli o
soucasnych podminkach a socialnich
problémech nasi rezidenti oteviené dis-
kutovat. S védomim toho, Ze tyto pod-
néty se tykaji kazdého bez ohledu na
jeho nebo jeji kulturni, politickou, soci-
alni, ekonomickou nebo zemépisnou
pozici, porddame veiejné diskuze, diky
nimz Sifime do povédomi spole¢ny
jazyk, s jehoZ pomoci mtZzeme oslovit a
zpytovat soucasny stav véci. Uméni tu
hraje roli agenta ve zpochybriovani pie-
vazujiciho konsenzu a ztélesniuje pied-
stavy o tom, jak by véci mohly vypadat
jinak.

GUKV chéape uméni jako prostor ote-
vi‘eny novym moznostem ve spole¢nosti,
prostor ve kterém je umoznéno imagi-
nativni hloubani, experimentovani, for-
mulace alternativ, navrht a moznosti.
Umeéni je v Sir§im pojeti (to jest za hra-
nici tradi¢né pojimaného umeéni, zalo-
zeného na osviceneckém idealu $iteni
védéni, moci, vztahu k divakovi a bur-
Zoazni veiejnosti) mistem, ve kterém se
jednotlivé diskurzy (esteticky, kulturni,
politicky, socidlni, ekonomicky a jiné)
potkavaji a navzajem ovliviiuji. Nasimi
nastroji v obhajovani pozic verejné
sféry, jejichz prostiednictvim se anga-
Zujeme v zaleZitostech etického a poli-
tického dosahu, jsou primarni atributy
uméni jako je imaginace a hloubani. Ve-
fejna sféra by byla v idedlnim piipadé
otevienym prostorem, kam je zvan
kazdy, kdo ma snahu nenasilnym zpu-
sobem obhajovat a distribuovat vy-
znamy koexistence. OvSem realita je
takova, Ze je tento prostor napadan eko-
nomickymi a politickymi pozadavky. A
pravé GUKYV prostiednictvim svych pro-
jektt hleda cesty, jak tomuto vlivu trhu
a ekonomiky uniknout. Netnavné se
snazime, aby se GUKV stala férem, ve
kterém se piispévky umélct a kultur-
nich ¢initelti a jejich vetejny a pod-
nétny hlas stanou soucasti spole¢nosti.
Galerie sidli v Karlovych Varech, ve
mésté jak geograficky, tak i duchovné
mimo hlavni proud kulturnich paméti-
hodnosti, zdbavy a konceptu uméni jako
odpocinku, coz ndm dava za pravdu, Ze
je potireba tady rozvijet a predavat dal
poznatky o uméni a prostiednictvim
umeéni. Karlovy Vary jsou piedevsim uni-
verzitnim méstem s umeéleckou skolou,
coz, jak si myslime, umozinuje "pomaly”,
soustiedény a detailni zptsob prace
umélecké instituce paralelné s vyho-
dami vyssiho vzdélavani. GUKYV si také
piredsevzala navazat uzky trvaly vztah s
Univerzitou Karlovou, zvlasté s fakultou
humanitnich studii. S vazbou na nase
klicové projekty zaloZené na vyzkumu

spolupracujeme s Univerzitou Karlovou
na postgradualnich kurzech a dal$ich
vzdélavacich programech, ve snaze najit
spole¢nou fec¢ a posilit tak umélecky a
akademicky vyzkum. Nékteré projekty,
na kterych se spolupodilime (pievazné
série prednasek a publika¢ni ¢innost)
dosahuji uznani v kulturnim a akade-
mickém svété mnoha disciplin a oborit.
V otazce vlivu na vetejnost jsme v zasadé
proti zaménovani tohoto pojmu za na-
vStévnost vystav nebo divaky. Aby se
tento rozdil zvyraznil, zavedli jsme poli-
tiku "nulového navstévnika" (coz nezna-
mena nulové publikum) a poukazujeme
tak na nesmyslnost pozadavku ziizova-
tele, ktery uprednostiiuje parametr
kvantity ilustrovany poétem navstév-
nikt pied typem prace a usilim GUKV.
Misto toho se zaméfujeme na rozvoj
komplexni prace s vefejnosti praktiko-
vané v mnoha rovinach. Prvni ¢ast na-
$eho publika je tvoiena zpravidla lidmi
aktivnimi v kultuie, kteti s ndmi spolu-
pracuji na rozvoji a realizaci projekta.
Jak uz jsem zminil vyse, projekty GUKV
jsou pojimany jako kolektivni praxe, za-
hrnujici dlouhodoby vyzkum mezi
umélci, kuratory, teoretiky, atd. Druhou
¢ast publika predstavuji primi navstév-
nici nasich vystav a diskusnich aktivit.
Tieti ¢asti publika (o néco fyzicky a geo-
graficky vzdalenéjsi) je ta, se kterou
GUKV komunikuje prostfednictvim
svych publikaci. Jsou to informaéni bul-
letiny, pFiruc¢ky (misto tisténych pozva-
nek a jinych marketingovych nastroju
publikujeme malé brozury obsahujici
odpovidajici mnozstvi informaci o
ustiednich tématech kazdého jednotli-
vého projektu a ty potom zdarma roze-
silime na na$ mezinarodni adresar),
kritické sborniky textti (misto katalogti
vystav publikujeme sborniky texti, aby-
chom tak vytvofili paralelni prostor pro
zvetejnéni tématicky souvisejicich textt
umeélctt a teoretiktl), a nakonec také
nase webova stranka (obsahujici ¢asto
navs$tévovany video archiv vSech nasich
piednasek, konferenci, rozhovoru a pa-
nelovych diskuzi, stejné tak jako refe-
rencni seznamy doporucené literatury a
jinych prament odbornych informaci).
Ctvrta ¢ast publika je tvoiena prostied-
nictvim diskurzu, ktery kolem sebe,
diky recenzim a analyzam reagujicim na
projekty a nas institucionalni piistup,
GUKYV vyviji na mezinarodni urovni.
Fyzicky pocet osob v realném prostoru
galerie neni v typu préce, ve které se an-
gazujeme, zasadni. Naopak, otazka p¥is-
tupu k myslenkam a védéni generova-
nému nasimi aktivitami je mnohem za-
sadnéjsi, nez kdyby snad nékdo chtél
hodnotit nedostatky, které s sebou nese
tak nejednotna skladba publika galerie.
I pies svoji relativné kratkou historii
jsme dosahli unikatni pozice mezi os-
tatnimi uméleckymi institucemi na lo-
kalni, narodni a mezinarodni tirovni.
Praxe GUKV naprosto jednoznaénym
zpusobem ovlivnila institucionalni za-
zemi, napln a typ prace v oboru soucas-
ného uméni. GUKV je v odbornych
kruzich pravidelné zminovana mezi nej-
progresivnéjsimi a nejkriti¢téj$imi ume-
leckymi instituty, schopnymi podnitit
zmény napri¢ soucasnym uménim.
Mimoto svych zkuSenosti a uspéchu vy-
uziva i k prohlubovani spoluprace, ko-
legiality a solidarity s dal$imi umé-
leckymi a kulturnimi institucemi. In-
iciujeme v této souvislosti neformalni
spolupraci mezi lokalnimi uméleckymi
institucemi. Pravidelné se angazujeme
na vytvoreni kulturniho zazemi ve
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mésté a regionu jako takovém a stejné
tak na ambicich mésta stat se Hlavnim
méstem kultury v roce 2018. Univerzita
Karlova a predevsim jeji fakulta huma-
nitnich studii je nagim kli¢ovym part-
nerem pro budouci vyvoj a spoleény
koncept zapojeni uméni mimo jeho tra-
di¢ni sféru - v oblasti filozofie, sociolo-
gie, socialnich véd, politické teorie, atd.
Chceme prehodnotit rozdily mezi ,teo-
rii“ a ,uméleckou praxi®, které vidime
ne jako oddélené, ale spiSe vzajemné se
doplnujici faktory.

Kromé partnerstvi na obsahové urovni
a projektech sdilime s Univerzitou Kar-
lovou ambice plnit lokalni zavazky (Kar-
lovy Vary), mit narodni vyznam (Ceska
republika) stejné tak, jako koncepéni
vdhu a vyznam v mezinarodnim a glo-
balnim kontextu. V Ceské republice pat-
11 GUKYV spolu s TranzitDisplay v Praze a
Domem uméni v Ceskych Budéjovicich
do triady kli¢ovych uméleckych center, a
jako takova se aktivné ucastni spolec-
nych vetejnych diskuzi, vyménuje si in-
formace a spolupracuje velmi efektivnim
a angazovanym zpusobem. GUKYV, Tran-
zitDisplay a Dim umeéni se na vIlné spo-
le¢ného zajmu spojili, aby sdruzili sily v
mezinarodnim marketingu a komuni-
kaci a také spolec¢né navrhli program
hostujicich kritikt uméni.

Pro budoucnost GUKV bude smérodat-
nych pét klicovych pojmu: badani, pied-
stavivost, kolektivita, zadvazky a konti-
nualnost. BAdanim mame na mysli sna-
hu podrobit cely svét, véetné umélec-
kého svéta a nas samych, nepietrzitému
zkoumani. Udélat z né&j subjekt naseho
studia a prizkumu. To znamena ne-
ustale upozornovat na zazité konvence
ve stavu véci, stejné tak jako netnavné
tyto konvence odhalovat a zpochybiio-
vat. Uvédomujeme si vS8ak zaroven, ze
neni mozné kritizovat néco, ¢eho by-
chom nebyli soudasti. Proto se nadale
budeme snazit vytvaret podminky, ve
kterych uméni najde svoje misto a bude
konstruktivné a promyslené aktivovat
piredstavivost a naznacovat dal§i mozné
vize toho, jak by se mohly véci ménit. O
tom, Ze rozvijime naSe projekty pro-
stfednictvim sdilenych akei s $irokou
ucasti veirejnosti napovida pojem kolek-
tivita, ktery zaroven vyjadiuje zakladni
podminku nutnou pro existenci veiejné
demokratické sféry.

Od doby svého zaloZeni pocitujeme
trvaly zavazek podridit se plné intelek-
tualné i organiza¢né snaze o naplnéni
svych piedsevzeti. Nase snaha je umoc-
néna zakladnim principem: kontinual-
nosti. Ziikdme se oteviené prvopla-
novych reakci na pozadavky dnesniho
demokratického kapitalizmu jako jsou:
inovace, trendy, kult mladi, okamzity
vzruch, uspokojovani trhu, povrchnost,
kvantita, zabava a atrakce. Misto toho
tvorime dlouhodobé obohacujici vazby
mezi intelektualy a umeélci. Ve skuteé-
nosti svét, ve kterém zijeme, a piredstavy
o tom, co je v ném mozné, jsou pro nas
stéZejnim tématem, které si zaslouzi,
aby bylo probadano do hloubky z mno-
ha uhla, stanovisek a prostiednictvim
projektt, jejich zpracovani a diskuzi.
Na tomto myslenkovém zakladeé, zpitiso-
bem nikoli nepodobnym tomu, ke kte-
rému nase prace dospéla doposud, bude
GUKYV dale rozvijet projekty v ¢asovém
horizontu od roku 2009 do roku 2012.
Aktivity GUKV reaguji na aktualni vyzvy
a vyviji se podle specifického obsahu
prace a tudiz neni mozné, piredlozit
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zadné striktné dané schéma nebo pro-
gram. Pokud vezmeme v potaz urcitou
flexibilitu, ktera je v nasi praci zasadni,
a predstavime si, jaké projekty se budou
konat v GUKV v nasledujicich trech le-
tech, bude to pravdépodobné jedna az
dvé samostatné umeélecké vystavy za
rok, spojené s realizaci novych podstat-
nych umeéleckych dél. Vystavy tohoto
typu probihaji po dobu pt#iblizné t¥i mé-
sicti, diky ¢emuz se mohou uskute¢nit
relevantni vzdélavaci aktivity ve spolu-
préci s univerzitami a akademiemi, roz-
vine se diskurz a vefejnost bude mit
dostatek ¢asu prohloubit svoje znalosti
o projektu. Sledujeme soustavné aktivity
pomérné Sirokého spektra umélct, se
kterymi hledame mozné cesty budouci
spolupréce. Dale se béhem ro¢niho pro-
gramu v galerii uskuteéni dlouhodobé
multioborové projekty, zahrnujici uréi-
tym aktualnim smérem zaméieny vy-
zkum na poli sou¢asného umeéni stejné
tak jako ve spole¢nosti. Vyzkum bude ve-
deny ve spolupraci s univerzitou a bude
se prezentovat formou komplexni vy-
stavy jak v GUKY, tak v dalsich veiejnych
prostorech Karlovych Vart. Za intelek-
tualniho a uméleckého piispéni pro-
bé&hnou série piednasek, diskuzi,
workshopti, a jako analyza a piispévek k
rozvoji mysleni bude vydan sbornik kri-
tickych textu.

To vSe si vyzada zna¢né nasazeni v ko-
lektivnim usili mnoha odbornika ¢in-
nych v kultuie, kterym GUKV poskytne
jak praktické, tak i intelektualni zazemi.
V minulosti se GUKV zamérila na témata
jako jsou emigrace a valka v roli novych
organiza¢nich principt ve spole¢nosti.
Témata, kterd budeme v budoucnu
zkoumat do hloubky, jsou: navrat nabo-
zenstvi do vetejné sféry; odkaz déni
roku 1989 na Zapadé, a to, jaky dopad
meél posun v pojeti "Zapadu" na umélec-
kou praxi; kultura protestu a opozice a
jeji moznosti existence ve svété global-
niho kapitalizmu, kdy kritika neni
ni¢im jinym, nez zbozim uréenym ke
spotiebé (spole¢né se zkoumanim moz-
nosti uméleckého, kulturniho a politic-
kého aktivizmu, aktualniho dnes a
v tomto stoleti). V mezinarodnim mé-
ritku je nasi ambici inspirovat a rozvijet
nékteré projekty v jinych kontextech,
jako je tomu v ptipadé Ceského pavi-
lonu na nadchazejicim benatském bie-
nale (2009) nebo Dokumenty v Kasselu
(2012). GUKV planuje zastitit takové
mezinarodni velkoformatové projekty,
které jsou zalozené na specifickém té-
matu a podpoiit je odpovidajicimi teo-
retickymi podnéty, zapojit do nich
mezinarodni klicové i avantgardni
umélce, instituce a odborniky, fungovat
jako usmérnujici vyzkumné centrum a
aktivovat specifickym zptisobem moz-
nosti dané jinym prostiedim. Naplné-
nim tohoto zaméru je nami jiz
iniciovany projekt s nazvem Byvaly
Zapad. Zkouma se v ném vyvoj v uméni
na Zapadé po padu berlinské zdi, tj. v
obdobi mezi roky 1989 a 2009. Piijde o
rozsahlou putovni vystavu prezentujici
uméni zapadni provenience z inkrimi-
novaného obdobi, ktera se uskute¢ni na
nékolika v souc¢asné dobé rozjednanych
mistech.

Pravé po této kontinudlni linii se bude
GUKV ubirat v nasledujicich letech
(2009- 2012). V tomto programovém pro-
hlaseni jsme vénovali zna¢nou ¢ast filo-
zofii nasi instituce, jak obsahové, tak i ve
zpusobu nasi prace, a zaroven jsme na-
znadili, na co se zamérime v budoucnu.

Prestoze nas vysledky nasi prace utvrzu-
jivnutnosti ji dale rozvijet, je z hlediska
ekonomiky nutna radikalni zména: pod-
statné navyseni objemu financi, které

The Gallery
of Fine Arts
Karlovy Vary

Authority: The Karlovy Vary Region
Director: Mgr. Jan Samec

Curators: Mgr. BoZena Vachudova,
Bc. Katerina Rejchrtova

History:

The Gallery of Fine Arts was founded on
1 January 1953. Its premises from the
very beginning until now are at the for-
mer office building of the Trades Associ-
ation and the Trades Chamber, built,
including the exhibition rooms, in 1911-
1912. A branch of the Karlovy Vary
Gallery was installed in 1966 at the Early-
Baroque summerhouse of the dukes of
Lauenburg (A.Leuthner) at Ostrov nad
Ohti.

Collection:

The collections of 2oth-century Czech
art contain the turn of the century emo-
tional, symbolist and realist works dat-
ing from the period of the birth of
modern fine art. Other parts of the col-
lection exemplify the changing trends
in the first half of the 20th century - Ex-
pressionism, Fauvism, Cubism and Sur-
realism. Well represented are artists
active during the war, who focused pri-
marily on Man, the city and civilization.
There are important works from the
1960s by artists presenting their concern
with issues of human life in geometrical,
informal, imaginative and neo-figurative
form. The permanent exhibition of
Czech art ends with contemporary au-
thors, whose artistic expression is most
heterogeneous

Statement:

GUKY as a Space for Art and Thinking
Policy Document 2009 to 2012.

This policy document discusses the pro-
file, activities, position, and trajectory of
the future development of GUKV,The
Gallery of fine Arts in Karlovy Vary, one
of the key institutions in the basis in-
frastructure in the field of the visual
arts in the Czech Republic. It argues
how GUKYV developed distinct ways of: -
working locally as well as in the national
and international contexts;- creating a
new balance between exhibition-mak-
ing, research,discussion, production of
knowledge, and education;- connecting
to critical issues both within artistic
practice and theory as well as in the so-
ciety;- investing itself equally in produc-
tion and presentation;- working with
the public by means of participation;-
and connecting to other practitioners
and institutions in the Czech Republic
and abroad, both in the sector of visual
arts and other fields. In the brief history
of its existence GUKV became a leading
art institute capable of addressing criti-
cal issues and themes in and through
art ahead of its time and in ways that to
a great extent influence institutional
practice for the visual art field at home
and abroad.

musi byt k dispozici a které napomutizou
stabilizaci, profesionalizaci a jinak pod-
pofti slibny potencial nasich aktivit, tak
zasadni v infrastruktufe naroda.

GUKYV is a space dedicated to thinking
from, about, and through art. GUKV in-
vests itself in the exploration and em-
powerment of two vital relationships:
the link between art and the public
sphere, and the alliance between artis-
tic practice and theory. In this respect,
GUKYV initiates research on diverse sub-
jects of urgency in society that are key
to the pursuit of these crucial relation-
ships in art, and together with artists
and other cultural practitioners realizes
projects such as exhibitions, lectures,
education, publications, and produc-
tions of new work. GUKV's examination
of the possibilities of art in today's world
is a long-term continuous critical en-
gagement, which is both globally in-
formed and locally committed.

Under my direction, the institution un-
dertook the task of rethinking itself and
embarked on a process of reorientation
in search of the ideal contemporary art
institute. GUKV could be said to be an
embodiment of such a trajectory of con-
tinuous questioning of the conditions
and parameters for a space dedicated to
art, and as such, an experimental re-
sponse to a number of questions that
marked this endeavor: Why call this in-
stitution to life, and specifically why in
the Czech Republic, with its field of art
oversaturated with institutions? How
can one conceive of an art institution
that recognizes the profound interna-
tional-global even-condition in which
we work, and at the same time deals
with the issues that appeal to and are
relevant for the people in Karlovy Vary
and in the Czech Republic? How can
one activate the potential of the city of
Karlovy Vary vis-a-vis cultural players
such as Prague and Brno, not to men-
tion Berlin, Istanbul, or Hong
Kong? How can an art institution oper-
ate beyond the capitalist imperatives of
the cultural industry, entertainment,
spectacle, and quantitative visitorship
today? How can we imagine an institu-
tion that would not be just an empty
vessel waiting to be filled with unrelated
exhibitions and objects, but rather a
body that seriously engages in thinking
together with artists and cultural pro-
ducers, and which speaks only when it
has something to say? Can artistic prac-
tice(s) and the discourse around it be
recognized as equals and dealt with as
such? How might we rearticulate the no-
tion of the art institution's power into
one of responsibility? What are the pos-
sibilities at our disposal for responding
to the urgencies of our times? In short,
what is to be done? GUKY is our answer
to these questions, exemplified by prac-
tices of participation, discursivity,
production, flexibility, fluidity, and
criticality. It is envisioned not as a num-



ber of strictly defined contents or proj-
ects, but rather as a way of acting and
thinking, not as the discovery or real-
ization of something pre-given, but a
process and a development, a continu-
ous activation of the possibility of art. In
this process, which we have called "be-
coming oneself,” GUKV has become a
basis; a base, an understructure, a prin-
cipal constituent, a fundamental sup-
port, and a foundation on which artistic
practice and discourse activities can
rest and develop further.

Although envisioned as a process of
constant change and renewal in search
of an ideal space for art, a number of
characteristics distinguish GUKV as a
distinct institution on the local, na-
tional, and international levels. The
projects that GUKV realizes in most
cases consist of number of facets-episo-
des or parts-so that the subject of exam-
ination can be looked at from different
angles, at a varied pace, with a diversity
of required intensities and concentra-
tion, and through divergent formats.
These are typically long-term projects,
involving a phase of research, reading
groups, and collective learning that in-
fuses the project with knowledge and
impulses on key issues from a number
of artists, curators, theorists from vari-
ous fields, and different cultural practi-
tioners. Characteristically, most of these
long-term, multifaceted projects include
exhibitions, and although exhibitions
are crucial vehicles for us to communi-
cate knowledge and provide a space for
imagining and thinking, they are not
held in a position of first importance
over other types of activity at GUKV.
GUKV places equal emphasis on activi-
ties such as lecture series, conversa-
tions, teaching modules, and publi-
cations. Usually they either belong to
the facets of GUKV's projects, or, if the
character of a project so requires, stand
on their own. This is analogous to the
fact that GUKV does not engage in col-
laborations exclusively with artists, but
rather with a wide array of (interna-
tional) practitioners in the field of artis-
tic and intellectual practice. When we
choose the format of a solo exhibition
besides the large-scale multifaceted
projects, it is in order to provide an
artist with the opportunity to seriously
engage in exploring the possibilities of
his or her work-including the realiza-
tion of new, significant artistic produc-
tion-in ways that would not be readily
thinkable in other contexts. GUKV then
invests all its intellectual and organiza-
tional capacity to support the artist in
experimenting with his or her practice.
GUKV wants to challenge artists,
notwithstanding which generation they
belong to or what their status within
the field is (the quality and potential of
the artist's work is what guides our se-
lection) to step over the predictability
and repetition of successful formulae,
and encourage them to explore other di-
rections.

To the extent possible, GUKYV strives to
eliminate external obstacles for concen-
trated work, and to shield the artist,
however temporarily, from the fast pace
and existential burdens that this pro-
fession otherwise requires, and provide
time, space, and the necessary funds to
invest all his or her attention into the
development of the work. We cannot
avoid mentioning here that GUKV finds
it critically important to engage in re-

thinking the conditions under which
artists and other cultural practitioners
labor, and that these individuals need to
be ethically compensated for their time
and work. Also dedicated to thinking,
concentration, and ongoing study, as
well as to the exploration of how to cre-
ate circumstances for such an ideal, is
the Research-In- Residence (RIR) pro-
gram, committed to offering a possibil-
ity for international artists, writers,
curators, and critics to spend a period
of time living and working in the city of
Karlovy Vary in order to further develop
their artistic and theoretical work.

In a sort of an open source relationship
based on trust and akin to understand-
ing the possibilities of art, the residents
are active in lectures, screenings, work-
shops, etc. and contribute to a commu-
nity that is "internationally local" with
immense potential for infusing the en-
vironment in the city and the Czech Re-
public with new ideas, concepts, and
energy. The themes and subjects of
GUKV's projects develop from urgencies
both in art and in our society and are
aimed at creating a space for artists,
writers, curators, scholars, and the pub-
lic to speak about our contemporary
condition and ways of living together.
Believing that these subjects concern
everybody notwithstanding his or her
cultural, political, social, economic, or
geographic position, we provide a fo-
rum for developing a shared vocabulary
through which to think of possible ways
to address and challenge the present
state of things, while seeing art as an el-
ement of empowerment in questioning
the prevalent consensus and imagining
how things might be otherwise.

GUKV understands art as a uniquely
open field of possibilities inside society,
in which imaginative speculation, ex-
perimentation, and the articulation of
alternatives, proposals, and models of
"what might be" takes place. Art in the
expanded sense (i.e. envisioned beyond
the traditional art sphere based on the
Enlightenment ideals of display of
knowledge, power, spectatorship, and
the bourgeois public) is thus the field in
which various discourses (aesthetic, cul-
tural, political, social, economic, and
other) intersect and exchange. Imagina-
tion and speculation, the primary at-
tributes of art, are our tools to negotiate
the terrain of the public sphere by
means of engaging with concerns of eth-
ical and political consequence. The pub-
lic sphere could be ideally imagined as
an empty space welcoming everybody
willing to engage in (nonviolent) articu-
lating, negotiating, and distributing the
meaning of coexistence. In reality, this
space is barricaded by economic and po-
litical voices. In this context, GUKV
seeks ways to become emancipated
from these market- and political de-
pendencies through its projects. In its
very ideal, GUKYV tirelessly works to be-
come a forum in which self-expression
by artists and cultural practitioners can
be inserted into society, become a pub-
lic voice proposing diverse agendas for
public discussion. Located in Karlovy
Vary, a city both geographically and
mentally slightly off the major axis
of cultural sightseeing, entertainment,
and the concept of art as leisure, there
is, we believe, additional room to claim
for GUKYV in tune with its aspiration to
invest in the generation and transfer of
knowledge about and via art. Above all,
Karlovy Vary is a city home to a univer-

sity and art school and therefore we
think of the possibility for the "slow,"
concentrated, and in-depth mode of
working of an art institution in parallel
with the advantages of higher educa-
tion. GUKV has undertaken the task of
developing an enduring relationship
with Charles University, and namely
with its Centre for the Humanities. For
its key research-oriented projects, GUKV
has begun developing education and
teaching modules and graduate courses
together with Charles University to
search for points of intersection and
empowerment between artistic and aca-
demic research, and co-develop projects
(mainly series of lectures and publica-
tions) as collaborative efforts reaching
towards cultural and academic publics
across various disciplines and fields.
The notion of the publicness GUKYV in-
vests itself in must not be confused with
the question of visitorship or audience.
To stress the distinction, early on GUKV
adopted a "zero visitors" policy (which
does not mean zero public), aimed at
suggesting in an outspoken way the ir-
relevance of the quantitative manage-
rial requirement of a number of visitors
for the type of work and engagement of
GUKYV. Instead, GUKV developed a com-
plex way of working with the public on
several levels. Our first public, so to
speak, consists of cultural practitioners
involved with and participating in the
development and realization of the proj-
ects at GUKV. As mentioned before,
GUKYV's projects are developed as a
collective practice through long re-
search trajectories with artists, writers,
curators, theorists, etc. The second pub-
lic is constituted by people attending ex-
hibitions and discourse activities
organized by GUKV. The more (physi-
cally and geographically) remote third
public consists of those people with
whom GUKYV communicates through its
publications, including mnewsletters
and handbooks (instead of invitation
cards or other marketing instruments,
GUKY publishes small booklets contain-
ing a significant body of knowledge on
issues at the center of each project,
which are distributed free of charge to a
wide range of recipients internation-
ally), critical readers (instead of catalogs
for exhibitions, GUKV publishes readers
as platforms for parallel explorations of
particular ideas through a series of texts
by artists and theorists), and our web
site (which includes a well-visited video
archive of all GUKV's lectures, confer-
ences, conversations, and panel discus-
sions, as well as background references
such as recommended reading lists on
the issues GUKV engages with, and
other research information). The fourth
public is formed through the discourse
that evolves internationally around
GUKY itself through reviews and analy-
ses of its projects and institutional ap-
proach. One can argue, of course, about
the different sensitivities and receptive-
ness of remote publics and GUKV's local
constituency, but for the type of work
GUKYV engages in, the notion of access to
ideas and knowledge articulated
through its activities is of much greater
importance than the body count at the
physical threshold of GUKV's premises.

Despite its relatively brief history, GUKV
has achieved a unique position as an art
institution on local, national, and inter-
national levels. In implicit and explicit
ways, GUKV's practice has come to in-
fluence the contents, modes of working,

and the institutional terrain for the
field of contemporary art. In the dis-
course around art institutions, BAK is
regularly quoted amongst most progres-
sive and critical art institutes capable of
instigating change across the field of
contemporary art. Yet it strives to use
this accomplishment as a means to in-
vest back into the field by encouraging
collaboration, collegiality, and solidarity
with other art and cultural institutions.
In this context GUKV has initiated in-
formal collaboration among visual art
institutions in the region and regularly
contributes a decisive voice to discus-
sions about the cultural field in the city
as such, as well as in connection to the
ambition of the town to become the Cul-
tural Capital in 2018. Charles University,
and namely its Centre for the Humani-
ties, are GUKV's key partners for future
development in sync with GUKV's con-
cept of art intervening in fields other
than the traditional art field, touching
upon such areas as philosophy, sociol-
ogy, social science, political theory, and
so on and rethinking the distinction be-
tween "theory" and "artistic practice" not
as separate but rather mutually recip-
rocal. Besides a partnership on the level
of content and projects, GUKV shares
with Charles University the aspiration
of local commitment (Karlovy Vary), na-
tional significance (the Czech Republic),
as well as conceptual consequence and
relevance in the international and
global context. In the Czech Republic,
together with TranzitDisplay in Prague
and House of Arts in Ceské Budgjovice,
GUKV belongs to the triad of the key
contemporary art centers, and as such
actively engages in discussion with
them on issues of common interest in
public, exchanges information, and col-
laborates on an effective and visible
scale. In concrete terms and in this vein
of thinking, GUKYV, House of Arts, and
TranzitDisplay have developed plans for
joining forces for international market-
ing and communication and have out-
lined a visiting program for art critics.

The future of GUKV will develop around
five key propositions: inquiry, imagina-
tion, collectivity, commitment, and con-
tinuity. By inquiry we mean bringing
the world, including the art world and
ourselves, under permanent scrutiny,
making it a subject of our study and ex-
ploration. This involves continuous ar-
ticulating and disclosing what the
prevailing consensus about the state of
things is, as well as tireless efforts to call
this consensus into question. However,
no oppositional voice is relevant with-
out acknowledging that we ourselves
are part of the condition we critically
engage with, and thus GUKV will con-
tinue striving to provide circumstances
in which the constructive, speculative
possibilities of art can find their place
by activating imagination and suggest-
ing other visions and possibilities about
how things might become. Collectivity
suggests both our way of developing
projects at GUKV through shared, par-
ticipatory undertakings as well as the
principle, root condition for the exis-
tence of a democratic public sphere.

GUKYV extends enduring commitment to
this task through a willingness to bind
itself intellectually and organizationally
to the pursuit and course of the direc-
tion it embarked upon since its incep-
tion. The endeavors of GUKV are
underlined by one main principle: con-
tinuity. GUKV avoids cheap answers to
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the demands of today's democratic cap-
italism such as innovation, trends, the
cult of youth, short-term excitement,
feeding the market, superficiality, quan-
tity, entertainment, and spectacle. In-
stead, it practices long-term, enduring
engagement with artistic and intellec-
tual labor. In fact, GUKV ultimately en-
gages with the one and only question
that needs to be explored in-depth-
albeit through many angles, attitudes,
projects, practices and debates-that is
our relationship to the world we live in
and imagining what else could be made
possible.

In this vein of thinking, in the pe-
riod 2009-2012 GUKYV will continue de-
veloping projects in a way not dissimilar
to how its work has evolved thus far.
GUKV's activities and their formats de-
rive from the content and react to pres-
ent urgencies; therefore there is no
strict scheme such as an annual pro-
gram to present. Keeping in mind the
flexibility that is essential to the way
GUKV operates in determining what
kind of projects will take place in this
period, one can imagine approximately
the following: One to two solo exhibi-
tions per year involving significant new
production of works of art. These exhi-
bitions are on view for up to three
months, in order to allow for related ed-
ucational activities in collaboration
with art academies and universities to
evolve and for discourse to deepen the
understanding of the work within the
public. We follow the development and
practices of diverse group of artists,
with whom we are exploring the possi-
bility of collaboration in the near fu-
ture.

Further, a long-term, multifaceted proj-
ect takes place within such a yearly pro-
gram, consisting of a research trajectory
of a key subject at play in both contem-
porary art and contemporary society in
collaboration with the University in-
cluding a large-scale exhibition at GUKV
and in public spaces in Karlovy Vary, a
series of public lectures, conversations,
workshops, and a critical reader elabo-
rating on the significant analysis and
production of knowledge of the subject
at hand through artistic and intellectual
contributions.

This involves the active and participa-
tory commitment of an immense num-
ber of cultural practitioners who
develop the project as a collective en-
deavor, for which GUKYV offers itself as
both an organizational basis and an ar-

ticulate intellectual framework. In the
past, GUKV focused on subjects such as
immigration, war as a new organizing
principle in the society, etc.

The themes GUKV will explore in depth
in the future include: the return of reli-
gion to the public sphere; the legacy of
the year 1989 in the West and an exami-
nation of what impact the shift of the
notion of the "West" had on artistic pro-
duction; and the culture of protest and
opposition and the possibility of its ex-
istence in times of global capitalism, in
which critique is nothing but a com-
modity to consume (including an exam-
ination of the possibility of artistic,
cultural, and political activism in this
day and age). Internationally, it is
GUKV's ambition to develop and inspire
projects in other contexts, such as in the
case of the coming Czech Pavilion in the
Venice Biennale (2009) or the Docu-
menta in Kassel (2012). GUKYV intends to
initiate projects from the content per-
spective by providing theoretical stimuli
for large scale international collabora-
tions with key and avant-garde visual
arts institutions and art practitioners
abroad, in which GUKYV functions as a
research center guiding a network of
partners through multifaceted projects,
activating the potentials of different
places and different contexts in a con-
sequential, significant way. One exam-
ple of such an undertaking is the
project entitled Former West, initiated
by GUKV. It explores the developments
in arts in the West after the fall of Berlin
Wall, i.e. in the period between 1989 and
2009. A large-scale, traveling exhibition
with key works of Western art from this
era by a diverse group of artists will take
place in early 2010 in a number of ven-
ues, currently being negotiated.

It is precisely in this line of continuity
that GUKV envisions itself in the period
from 2009-2012. We have dedicated a
good portion of this policy paper to ar-
ticulating GUKV's philosophy both in
terms of its content and mode of work
and suggested where our focus will con-
tinue to be. Yet if GUKV's achievements
encourage us to strongly believe that we
have to continue this work, a radical
change is absolutely necessary and vital:
it is in significantly increasing the vol-
ume of funds that need to be made
structurally available to GUKV in order
to stabilize, professionalize, and further
support its promising potentials as one
of the key constituents of the national
basis infrastructure.

Galerie vytvarneho
umeni v Chebu

Zrizovatel: Karlovarsky kraj
Reditel: PhDr. Jifi Vykoukal

Historie:

Statni galerie vytvarného umeéni byla za-
lozena v roce 1962 ptivodné jako zatizeni
zaméiené piedev§im na vystavni ¢in-
nost. Od poloviny 60. let zac¢ala vytvaiet
vlastni sbirky a na pielomu 60. a 70. let
jiz byla specializovanym muzeem vy-
tvarného uméni. Vedle prezentace vlast-
nich sbirek v stalych expozicich poiada
galerie vystavy starého a soucasného
uméni.
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Sbirky:

Sbirka gotického sochatstvi na Chebsku
je unikatnim souborem témét padesati
uméleckych dél, vétsinou polychromo-
vanych dievorezeb, z ¢asového rozmezi
1350-1550 z tizemi byvalého historického
Chebska. Sbirku starého uméni tvoii
konvolut maleb stfedoevropskych a ho-
landskych mistra 17. a 18. stoleti, do-
plnény mensim souborem praci z
oblasti umeéleckého truhlaistvi - cheb-
skych reliéfnich intarzii.

Sbirka ¢eského moderniho umeéni za-
hrnuje malbu, plastiku, kresbu a gra-
fiku. Na reprezentativnich dilech
piednich ¢eskych vytvarnych umeélct je
dokumentovan vyvoj ceského moder-
niho uméni od ptelomu 19. a 20. stoleti
az po soucasnost.

Prohlaseni:

Zajima me piedev$im pfreména nomen-
klatury na postkomunistickou elitu ak-
tivni v administrativé; jinymi slovy si
kladu otazku, jak doslo k tomu, ze se
z byvalych aparaté¢iki stali vlajkonosi ne-
oliberalniho kapitalismu. V naSem pti-
padé se mezi elity poditaji ti, kdo jsou
zaroven nositeli spole¢enské moci ve
sluzbach vlastnich zajm.

Povazuji vSak za nezbytné rozliSovat, jak
probiha diskuze o elitach ve vychodni
Evropé, obzvlasté ve srovnani s tim, jak
probiha v Evropé zapadni. Ta ma ten-
denci vidét v elité vychodu nového obét-
niho beranka selhdni ,demokratizac-
niho procesu®, které je s postupem ¢asu
stale vice ziejmé. Takovéto chapani pak
ospravedliiuje nové nabytou mocenskou
pozici zapadu, kdy mezi elitami existuje
kvalitativni predél, ktery umoznuje sta-
bilizaci jiz dosazeného stavu.

Indicka literarni kriticka a teoreticka
Gayatri Spivakova rozlisuje tii skupiny
elit v kolonidlni Indii: za prvé domi-
nantni skupinu cizincti, dile domi-
nantni domadaci skupiny na narodni
urovni, a za treti dominantni domaci
skupiny na mistni a regionalni urovni.
To, o ¢em zde budu hovotit, se tyka
druhé a treti skupiny, neznamena to
vsak, Ze by nemély byt chapany ve spoji-
tosti se skupinou prvni. Tyto skupiny
jsou ve vztahu vzajemné podminénosti
a jedna bez druhé nemohou operativné
jednat.

Transformaé¢ni proces ve vychodni Ev-
ropé povazuji za soucast selhani indu-
strializa¢niho procesu zaméieného na
emancipaci téchto oblasti. Navzdory ves-
kerym rozdilnostem byla industriali-
zace pokusem ze strany téchto oblasti
uniknout z postaveni a funkce periferie,
ktera jim byla po staleti piisuzovana.
Tento pokus v8ak na zakladé geopolitic-
kych podminek selhal a oblast se nyni
navraci k tomu, ¢im ve smysleni zapadu
vzdy byla, tedy k polokolonidlnimu
vztahu viéi zapadnim mocnostem. To
vSak neplati pouze pro Evropu- nezapo-
minejme, Ze ¢lensti kandidati vstoupili
nejprve do NATO a teprve pak do Evrop-
ské Unie.

Intelektualové, kteii se nékdy mezi elity
pocitaji, jejichz role se vSak vycerpava
kritizovdnim, nebudou piredmétem
mého zajmu. K dnesni situaci je nutno
dodat, ze intelektualni kritika, dokonce
i ta radikalni, miize mit snad vyznam ve
svych vlastnich kruzich, kde se mtze do-
nekone¢na nadymat, dal vsak ztstava
bez vétsiho efektu. A jelikoz jsou média
od roku 1945 stéale vét§imi zastanci pri-
myslového a finanéniho kapitalu, je
mozné predev§im ve vychodni Evropé
sledovat nejen jak dochazi k piebirani
strategickych zdrojt, ale téZ jak dochazi
ke strukturovani novych nazort. Od
doby takzvané premény piesel prakticky
veskery tisk do rukou zapadnich spole¢-
nosti. Zajmy zapadnich sponzort jsou
vSak velmi rtiznorodé. V. mnoha pripa-
dech nemaji na kritiku p#imy vliv. Na
druhou stranu podporuji i periodika, je-
jichz ¢tenari jsou predevsim kriti¢ti in-
telektualové; v téchto periodicich je na

kritiku kladen velky dtraz a vznikaji
mezi nimi kontroverze. Tato periodika
vSak zdaleka nemohou byt povaZzovana
za soucast Siroké spolecenské skutec-
nosti. Témata, kterymi se zabyvaji, jsou
natolik Uzce zamérena, Ze se sotva
mohou v uspokojivé mife zabyvat cel-
kovy rozvojem spole¢nosti, napiiklad
jednoznaénym navratem k polokoloni-
alnim podminkam.

Postkolonialni teorie neni ve vychodni
Evropé rozsitenym tématem, jesté méné
je pak znamo historické pozadi soucasné
podoby kolonializace. Podminkami,
které by daly prostor kritice, se zabyva
malokdo. Nejista svoboda je podminéna
neefektivitou na politické trovni. Je-
diné, ¢eho takova kritika dosahne, je to,
¢eho by mohla dosdhnout i v ramci od-
borného diskurzu na zapadé. Odtiznuti
diskurzu od skuteénych souéasnych spo-
le¢enskopolitickych a ekonomickych
procest a od kazdodenniho Zivota ma za
nasledek omezeny pohled; takové stano-
visko je nutné ,,o¢i$téno” od spolecen-
skych a primych politickych obsahu i
bez jakéhokoli piimého natlaku. Pri-
ncipy, kterymi se vliv diskurzu #idi, jsou
jiné nez principy vlivu ekonomického.
Vliv diskurzu se uplatiiuje skrze pozna-
vaci mechanismy: vidyt opravdu ne
vSechno se dnes povazuje za soucast dis-
kurzu, ne kazdému dnes nékdo naslou-
cha ... A tak se dne$ni inteligence ve
vychodni Evropé snazi dosdhnout co
nejlepsiho postaveni tim, Ze hovoii jazy-
kem typickym pro diskurz zapadu - a
doufa, ze tak dojde sly$eni. Parafrazu-
jeme-li Spivakovou, mtizeme v tomto
smyslu tvrdit, Ze co se tyce spolet¢enské
piemeény, ktera pravé probiha, a co se
tyce rekolonizace, kterd pravé probiha,
neumi vychodni Evropa promluvit. Sly-
$ime jen mléeni, jakési tiché piijeti okol-
nosti. Jediny odpor, ktery se proti
transforma¢nimu procesu na vychodé
vzedmul, spoé¢iva v pravicovém Sovinis-
tickém dogmatu udrzeni narodniho ma-
jetku. V tomto ohledu se vzhledem
k vychodni Evropé miizeme pozastavit
jediné nad selhanim levicovych politik,
at uz na té ¢i oné strané.

Zacatkem nového elitaistvi byl fakt, ze
ekonomické systémy realného socia-
lismu se zhroutily, at uz z jakéhokoli dii-
vodu. Navzdory tvrzenim o opaku ve
vychodni Evropé zadna revoluce nepro-
béhla. Velkou roli zde sehrala konku-
rence ve svétovém ekonomickém
meéfiitku stejné jako zavislost na mezina-
rodnim ménovém fondu a svétové bance
(v sedmdesatych letech) a prirozené také
vojenské soupeteni. K objasnéni toho,
jak se zménily vojenské dispozice, pos-
tadi analyza situace v dobé ,$oku okolo
Sputniku® v letech padesatych a ,,hvézd-
nych valek® v letech osmdesatych. Na
poli mezinarodnich financi nastala na
konci osmdesatych let situace, kdy staty
vychodni Evropy jiz sotva mohly pokryt
své dluhy. Polsko, Madarsko, Bulharsko
a Jugoslavie byly ochromeny a pohybo-
valy se v bludném kruhu neustale ros-
touci hory dluhtt u mezinarodnich
véritelt, a diky neefektivité svych hos-
podaistvi se ¢im dal vice orientovaly na
mezinarodni soutéz; a to navzdory levné
pracovni sile a podpoie SSSR, zvlasté
v energetickém sektoru. V Rumunsku,
které své dluhy dokazalo splacet jen diky
drastickym uspornym opatienim, za-
znamenala osmdesata 1éta silny apadek
Zivotni uirovné obyvatelstva. Souéasti na-
rodni odvety byla poprava Nikolaje a
Eleny Ceausescovych. Manzelé Ceauses-
covi v8ak byli jen drastickym varovnym



piikladem, za jejichz zady se mohla
lehce skryt celd nomenklatura - aby pak
aspésné probéhlo pievlékani kabatt.
V tom také spociva hlavni myslenka: to,
co se na elité vychodu zménilo, nejsou
lidé, ale slova, ktera vypousti z tist. Onen
nepatrny rozdil viéi diivéjsku spociva
v tom, Ze tento novy druh reci je v mate-
ridlnim ohledu mnohem lukrativnéjsi
nez ten pred ,preménou®.

Je evidentni, Ze v tomto smyslu pietrva-
vaji i staré instituce. Institucionalni spo-
jeni nebyla zruSena, zménilo se spise
smétovani spole¢enskopolitického, kul-
turniho a ekonomického rozlozeni sil.
Instituce se ukazaly byt nastroji, které je
mozno ¥idit, at uz je ridi kdokoli. Se zru-
Senim starych provoznich predpisti pii-
$lo i nové nazvoslovi. Pro tuto kontinuitu
existuje vysvétleni: kdyz doslo ke ko-
lapsu, neexistovaly spolecenské sily,
které by se mohly spojit a zarovern mohly
byt jednozna¢né povaZzovany za nositele
osvobozujici zmény. Bylo tomu tak i
proto, Ze po kolapsu se v8e ubiralo smé-
rem ke znovunastoleni - a z historie je
znamo, Ze progresivni sily se v podob-
nych dobach nikdy snadno nesluc¢ovaly
a nezachovavaly. Namisto toho nastalo
obdobi jakési dezorientace, jehoz vysled-
kem bylo spole¢enské vakuum, které se
naplnilo starymi obsahy, avsak pod za-
stitou nového.

Nomenklatura vétiila svézi vitr uz za Mi-
chaila Gorbacova a jeho reforem. Jelikoz
byli jeji ¢lenové uvykli ostrazitosti uz
v ramci starého systému, kdy reagovali
na rizné odchylné proudy uvnit# stra-
nického aparatu, rozpoznali zahy na-
znaky nové doby - obzvlasté poté, co jim
Chruscov jiz v Sedesatych letech ukazal,
jak se v8e muzZe ze dne na den zménit
a pritom ztstat stejné. Nomenklatura
zemi vychodni Evropy zustala z velké
¢asti nepfemozena a misto toho jen po-
krytecky pievratila moc naruby. Ve pro-
spéch koho? Jich samych, jen pod jinym
jménem. A tim jménem - linguou fran-
cou moderniho zapadu, kterou zacali
pouzivat a nadale pouzivaji - je naciona-
lismus. Pravé nacionalismus je onou
pakou, kterou je znovu mozné ziskat nad
lidmi moc. Tato moznost nadvlady vy-
tvorila dalsi perspektivu: prerozdéleni
kolektivniho majetku do soukromého
vlastnictvi. Jacques Rupnik, ktery by mél
situaci znat, protoze byl sim poradcem
naseho ¢eského disidenta a prezidenta
Vaclava Havla béhem hlavniho privati-
za¢niho obdobi v letech 1990 az 1992, to
popsal nasledovné: ,,Uplna privatizace
vychodnich stiedoevropskych ekonomik
znamenala nejvét$i pierozdéleni pro-
stiredkti od druhé svétové valky. Byla eko-
nomicky uspésna, a¢ probéhla bez
nalezitého pravniho ramce a byla do-
provazena korupci, jejiz rozméry odpo-
vidaly rozméru privatiza¢niho usili.*
Soukromé vlastnictvi je klicovym slovem,
co se novych elitnich kruhti vychodni Ev-
ropy tyce. Jako ironickou poznamku na
okraj (v nasem kontextu vsak stoji za to)
je mozno podotknout, Ze tato ideologicka
renacionalizace ma kotfeny kromé jiného
v leninistické myslence narodniho ko-
munismu. Jak znamo, Lenin se lisil od
Marxe, ktery piedvidal revoluci prede-
vS§im v ekonomicky vyspélych kapitalis-
tickych zemich, tim, Ze ¢elil nutnosti
odtivodnit revoluci v Rusku, ekonomicky
zaostalé zemi, aby ji mohl rozpoutat. Bol-
Sevici, kteii se povazovali za internacio-
nalisty, tak rozdélili definici tiidy na
obsah a formu. Obsah se musel oriento-
vat na socialismus, forma musela byt na-
cionalni. Tehdy si tento tiidni konflikt

vyty¢il za tkol zrusit soukromé vlastnic-
tvi. Nomenklatura v devadesatych letech
pouzila stejnou strategii, jen opacné.
Tentokrat bylo obsahem obnoveni kapi-
talismu a radikalni znovunastoleni sou-
kromého vlastnictvi - pii¢emz tak velka
¢ast, jak jen to bylo mozné, skonéila
v rukou zapadnich spole¢nosti.

Co se elitnich kruh ty¢e, na zacatku to-
hoto procesu se rozdélily, takze c¢ast
z nich pievzala roli opozice spolu s ,,di-
sidenty®, které zapad podporoval jiz de-
setileti. Nicméné vSechny se bez zabran
a bez ustani ohanély pojmem vlastniho
naroda. Narod byl jejich utopickym ie-
Senim pro ,lid“, ktery se nalézal v moii
nejistot, frustrace, drasticky rostouci ne-
rovnosti a represi. A skute¢né, v§ude na
vychodé se na za¢atku transformaé¢niho
procesu slovo narod skloriovalo ve v§ech
padech a narodni mys$lenka hraje i nad-
ale roli nikoli zanedbatelnou v nejra-
znéjsich vyvojovych stadiich az do
dneska. Novou elitu vychodu doposud
tvoiili pievazné ¢lenové tajnych sluzeb,
stranic¢ti funkciona¥i a podvodnici.
V Ceskoslovensku k nim pattili také ob-
chodnici se zbranémi, prekupnici penéz,
paseraci a jini prosluli $melinati. Byli
schopni vyuzit touhy obyvatelstva po za-
padnim zboZi, po materidlnim blaho-
bytu a po hospodaiském vyvoji pro
vlastni tcely, a k tomu se jim ideologie
nacionalismu hodila.

Privatiza¢ni zakony byly ve vétsiné ev-
ropskych zemi p¥ijaty v roce 1990. Orga-
nizatory téchto privatiza¢nich procesu
byly statni instituce. Stat byl v podstaté
centralnim mechanismem, ktery fungo-
val konzistentné az do posledni chvile,
aby spolecenskopoliticky a ekonomicky
porazil sam sebe na cesté za ,.etnicky ¢&is-
tym“ nacionalnim statem. Tento proces
vyvlastnéni kolektivniho majetku pro-
st¥ednictvim statnich instituci pak do-
razily mezinarodni banky, které donu-
tily vychodoevropské zemé, aby pievzaly
vSechny ptjcky poskytované mistnimi
bankovnimi institucemi az do bodu je-
jich prevzeti coby statniho dluhu. Tyto
dluhy zarucuji piedepsanou vazalskou
roli statu na dobu prakticky neomeze-
nou. To neznamena nic jiného nez to, ze
v ramci téchto velkolepych narodostatt
bude statnim institucim svéien kol vy-
birat dané od neprivilegovanych vrstev
obyvatelstva a zmensSovat tak statni
dluh. Ideologické sméiovani statnich
instituci tak podstoupilo nasledujici
obrat: od krokui socialni podpory, orien-
tovanych na industrializaci a kolektivis-
mus k nové orientaci na strategie jistoty
a potradku ve sluzbach novych vladcu.
Vznik nacionalismu vyhovoval washing-
tonskému konsensu, ktery mél katastro-
ficky dopad uz v osmdesatych letech
v zemich latinské Ameriky. Situace ve vy-
chodni Evropé neni v zddném piripadé
pouze zalezitosti vychodni Evropy.
V tomto ohledu jsme taktéZ soucasti své-
tové scény. Washingtonsky konsensus za-
hrnuje makroekonomickou stabilizaci,
liberalizaci finan¢nich trht a moderni-
zaci zaostalého primyslu. Navzdory di-
razné hlasanému potlaceni statu a jeho
instituci byla hlavnim zdmérem v prvni
radé jeho pieména. Co se ty¢e moderni-
zace prumyslu, mélo k ni dojit vyhradné
skrze privatizaci - coz v mnohych piipa-
dech pro kupce neznamenalo nic jiného
nez zbaveni se nadbyte¢né konkurence.
Privatizace je vedle soukromého vlast-
nictvi druhym kli¢ovym slovem v pro-
cesu pievratu na vychodé, a to se
pouzivalo jednim dechem se slovem ,,de-
mokracie®. KdyZ byla vedle demokracie

a lidskych prav piedstavena také ochra-
na minorit ¢i obéanska spole¢nost, slou-
zila tato neustale omilana slavka k vyt-
vareni pozadavku a propagaci privati-
zace ve formé narustajiciho osobniho
vlastnictvi. Neoliberalismus p#iSel zven-
ku a nacionalismus zevniti za ucelem
neoliberalniho znovunastoleni kapita-
lismu. Po zac¢lenéni vétsiny statti do Ev-
ropské unie se tato snaha jevi jako Gspés-
na. Navzdory opakovanym vyjadienim
odporu ze strany zodpovédnych intelek-
tudlnich sluzebnikt bylo béhem vstup-
nich vyjednavani zirejmé, Ze nacionalis-
mus EU celkem vyhovuje. Kandidati
jeden po druhém podepsali acquis com-
munautaire, a nikoho z nich ani nena-
padlo, ze kdyby proti bruselskym komi-
saifim postupovali spoleéné, mohli
tento ritudl podmanéni zménit ve sku-
te¢né vyjednavani.

Jak k oné zméné doslo? VSechno to za-
¢alo dvojim Sokem. Na jedné strané to
byl Sok materialni, kdy nasledoval dras-
ticky pokles spole¢enské produktivity,
jehoz vysledkem pak bylo kromé jiného
podstatné snizeni platd, nartst socialni
nerovnosti, rist chudoby a nezaméstna-
nosti a zniceni dosavadnich majetko-
vych vztahti. To bylo jesté zjitfeno
upadkem sluzeb ve zdravotnictvi, vzdé-
lani, v oblasti Zenskych prav a v nepo-
sledni #¥adé i v niz8i primérné délce
zivota, ktera klesla v priiméru o deset let.
Na druhé strané znicila tato terapie
Sokem ve vychodni Evropé myslenku
propojenosti ideologie a spole¢nosti,
ktera byla do té doby bézna. Nahradila ji
¢ird ideologie - protoze spole¢nost se te-
prve musela utvoiit. Tato nova ideolo-
gicka disciplina nesestavala z niceho
jiného nez ze slibti do budoucna: ideolo-
gie demokracie, ktera ve skute¢nosti za-
dnou demokracii neni a nikdy ji ani
nebude. Jak shrnuje Rupnik: ,,Uspéch
novych elit, které staly v ¢ele obratu od
komunismu, spo¢iva v konzolidaci de-
mokratickych instituci, aniz by se na
nich podileli a ve vytvoieni konsenzu na
acet politického procesu.” Demokra-
tické instituce bez ucasti a konsenzus
bez politického procesu, to jsou kli¢ova
slova nového ideologického sméiovani
ve vychodni Evropé. PonévadZ bylo
pravé spojeni mezi ideologii a materialni

zdkladnou zruseno (v tomto ptipadé za
ucelem nastoleni jiného druhu spole-
¢enského usporadani), vznikl ve vy-
chodni Evropé novy druh ideologického
nominalismu; je to nominalismus, ktery
nové definuje uc¢inek slov presahujici
skute¢né materidlni okolnosti, a kdo se
timto newspeakem rychle nau¢i mluvit
a bude jej pouzivat v kazdodennim Zi-
voté, zakusi hmatatelny narast materi-
alni a ideologické moci.

Tato ,spravna“ slova nachazeji uskutec-
néni v ucasti na ,nejvétsim spolecen-
ském pierozdélovani od druhé svétové
valky®, jak dale ekl Rupnik. Byl to oties,
ktery byli ochotni p#ijmout ti, kdo pod-
nikali kroky v ramci uskutecriovani ,,de-
mokracie®. V nasem piipadé nebyla
»2demokracie® nic nez vabna predstava
ohromného pierozdéleni kolektivniho
majetku na soukromé vlastnictvi, tedy
neoliberalni restrukturalizace. Pro-
stredky, které mély zajistit, abychom
tento ottes zvladli, abychom se z néj
vzpamatovali, byly totozné s témi, které
ho zptisobily; tedy s privatizaci. V tomto
procesu byli nezbytni ,,prostiednici®, no-
sitelé demokracie odhodlani se osobné
obohatit, obzvlasté elity vychodni Ev-
ropy, které jsou dnes velmi dobi‘e situo-
vany. Tak se z prislusniki byvalych
stranickych kadru stali uspésni podni-
katelé. V soucasné dobé si tito podnika-
telé zajistuji pozici uzkou spolupraci
s nové vznikajicimi stranami, muZeme
dnes tudiZ hovotit o rostoucim kliente-
lismu v oblasti celé vychodni Evropy.
Tento klientelismus je dédictvim diivéjsi
stranické piislusnosti. Od socialni oli-
garchie za Gcelem industrializace k ne-
oliberalni oligarchii za ticelem nartistu
ziskti z nadnarodnich spolecnosti - ta-
kovy je soucasny spole¢enskopoliticky
vyvoj v Ceské republice. Jedinou moz-
nosti, jak dnes ve vychodni Evropé unik-
nout pasti chudoby, je bud udrzovat
dobré osobni vztahy s vladnimi a ekono-
mickymi elitami, nebo zvolit moznost,
kterou zvolily miliony dalsich, totiz vy-
dat se vsttic evropskému zapadu. Nic-
méné i to je zase jen dalsi soucasti neo-
kolonialni strategie, jak ziskat levnou
pracovni silu. V tuto chvili z ni neni
tniku.

The Gallery of Fine Arts

in Cheb

Authority: The Karlovy Vary Region
Director: PhDr. Jifi Vykoukal

History:

The State Gallery of Fine Arts was
founded in 1962, at the time chiefly to or-
ganise exhibitions. Since the mid-sixties
it began to establish its own collections
and by the turn of the sixties and seven-
ties it was already a specialized arts mu-
seum. In addition to the permanent
exhibitions of its collections the Gallery
holds temporary exhibitions of old and
contemporary art. As part of the inter-
national cultural festival Mitte Europa
(In the Middle of Europe) it presents vi-
sual art of ethnic minorities in Bohemia.

Collection:

The collection of Gothic sculpture from
the Cheb region is a remarkable set of
some fifty works, for the most part poly-
chromatic wood carvings from the years
1350-1550 and the former historical

Cheb region.In the collection of old mas-
ters are works by Central European and
Dutch painters from the 17" and 18"
centuries. There is also a small collection
of old furniture from the region with its
typical relief inlaying. The collection of
modern Czech art covers painting,
sculpture, drawings and graphic art.
Representative works of major Czech
artists trace the development of modern
Czech art from the turn of the 19* and
20" centuries until today.

Statement:

What interests me is the transformation
of the nomenklatura into the post-com-
munist elite involved in administration;
in other words, the question of how it
came about that the former appa-
ratchiks turned into flag-bearers of ne-
oliberal capitalism. In our case, the elite
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are those who function as carriers of so-
cial power in the service of their own in-
terests. I think it is necessary to make a
distinction here, specifically in contrast
to the way the discussion about the elite
in Eastern Europe has recently been
conducted in Western Europe. There is
a tendency to invent the elite in the East
as the new scapegoats for the failure of
the “process of democratization” that is
gradually becoming evident. This sup-
plies a justification for the newly ac-
quired power position of the West with
a quality divide between the elites,
specifically to stabilize what has been
achieved.

The Indian literary critic and theorist
Gayatri Spivak distinguishes three
groups of elite in colonial India: first the
dominant group of foreigners, then the
dominant native groups at the national
level, and thirdly the dominant native
groups at the local and regional level.
What I will talk about here deals with
the second and third groups, although
they are not at all to be considered sep-
arately from the first group. The differ-
ent groups are mutually conditional
and cannot act operationally separately
from one another.

I consider the transformation process
in Eastern Europe as part of the failure
of a process of industrialization ori-
ented to emancipation in these regions.
Despite all the differences, industrial-
ization was an attempt on the part of
these regions to escape from the posi-
tion and function of the periphery that
was attributed to them for centuries.
This attempt failed in light of geopoliti-
cal conditions, and the region is now
being returned to where it has always
been in the logic of the West, namely to
a semi-colonial relationship to the West-
ern powers. This certainly does not
apply only to Europe - let’s not forget
that the member candidates first joined
NATO and only later became part of the
European Union.

The intellectuals, who are sometimes
subsumed under the elite, whose role
today is exhausted in criticizing, are not
my topic either. For our current situa-
tion, it is to be noted that intellectual
critique, even radical criticism, which
serves its small public, can be endlessly
inflated, yet remains without effect.
Since the media since 1945 have increas-
ingly become supporters of industrial
and financial capital, we can observe
particularly in Eastern Europe not only
how this strategic resource is taken over,
but also how new opinions are struc-
tured. Since the so-called change, prac-
tically the entire press landscape has
been transferred into the hands of West-
ern corporations. The interests of the
Western funders, however, are highly di-
versified. In many cases there is no di-
rect influence on critics at all. On the
contrary, periodicals are also funded,
whose readership consists primarily of
critical intellectuals, in which a high
value is placed on critique and contro-
versies are carried out among one an-
other. Yet these periodicals are not at all
to be regarded as part of a broad societal
reality. The themes they deal with are so
specialized that the overall development
of society, e.g. the unequivocal return to
semi-colonial conditions is hardly
treated to a satisfactory degree. Post-
colonial theory is not a topic in Eastern
Europe, let alone the historical back-
ground of the current form of colonial-
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ization. The conditions of the scope for
critique are hardly reflected. Precarious
freedom is conditioned by ineffective-
ness at the political level. The only im-
pacts that develop are the effects that
this critique achieves within the lines of
discourse that are highly specialized in
the West as well. The separation of the
discourse from the actually occurring
socio-political and economic process
and from everyday life also results in a
constriction of the view; yet the stand-
point is “purified” from all social and di-
rectly political content without any
direct pressure. The principles that dis-
cursive influence follows are different
from those of economic influence. Dis-
cursive influence takes place through
the mechanism of recognition: indeed,
not everything is recognized as part of a
discourse, not everyone is listened to
today ... So the current intelligentsia in
Eastern Europe positions itself best by
speaking the specific discursive “lan-
guage” of the West - whose ear they
hope to catch. Paraphrasing Spivak, in
this sense we can maintain that in
terms of the social transformation actu-
ally taking place, in terms of the re-col-
onization of the territory actually taking
place, Eastern Europe cannot speak.
Here we must note a silence, a kind of
silent acceptance of the circumstances.
The only resistance against the trans-
formation process in the East is based
on the right-wing chauvinist dogma of
preserving the property of the nation.
In this respect, all we can note so far in
relation to Eastern Europe is a failure
on the part of left-wing politicians - re-
gardless of whether there or here.

The beginning of the new elite was the
fact that the Real Socialist economic sys-
tems collapsed - for whatever reason.
Despite assertions to the contrary, there
was no revolution in Eastern Europe.
Competition at the world economy scale
played as much a role as dependency on
the International Monetary Fund and
the World Bank (in the 1970s), and natu-
rally the military race as well. With re-
gard to the latter, it is sufficient to
analyze the situation during the “Sput-
nik shock” in the 1950s and “Star Wars”
in the 1980s to clarify how the military
dispositive has changed. In the field of
international financing the situation
arose in the late 1980s that the Eastern
European states were hardly able to
cover their debts. Poland, Hungary, Bul-
garia and Yugoslavia were paralyzed in
a vicious cycle of a constantly growing
mountain of debts to the international
lenders and due to the ineffectiveness of
their economies increasingly oriented
to international competition; and this
was the case despite cheap labor and
support from the USSR, especially in the
energy sector. In Romania, which was
able to pay its debts with drastic auster-
ity measures, the 1980s saw a massive
deterioration in the living standard of
the population. The retaliation of the
people included the execution of Niko-
lai and Elena Ceausescu. On the whole,
however, the Ceausescus were drastic ex-
amples, behind which the other mem-
bers of the nomenklatura could easily
hide - to successfully implement the
technique of a change of heart. This,
then, is also the thesis here: what is new
about the elite in the East is not the peo-
ple, but rather the words that flow from
their mouths. The small difference to
before is that this new kind of speaking
is materially much more lucrative than
that from before the “change”.

In this sense a continuity of institutions
is evident as well. It is not the institu-
tional conjunctions that were re-
scinded, but rather the direction of the
socio-political, cultural and economic
deployment. Institutions show them-
selves to be instruments that can be op-
erated, regardless of by whom. With the
rescinding of the old operating instruc-
tions, a new vocabulary was imple-
mented as well. These continuities can
be explained: because it was a collapse,
no social forces could coalesce that
could be clearly defined as the carriers
of an emancipatory change; this was
also the case because the given direction
following the collapse was also one of
restoration - and it is well known that
historically the progressive forces have
never easily coalesced or even preserved
themselves in times like these. Instead,
everything has played out in a kind of
disorientation, in which the resultant
social vacuum is filled with what is al-
ready there, but what is there under
new auspices.

The nomenklatura already sensed the
new wind with Mikhail Gorbachev’s
ideas of reform. Alert as they had al-
ready been within the old system to var-
ious deviating currents within the party
apparatus, they quickly recognized the
new signs of the time - especially since
Khrushchev had already demonstrated
to them in the 1960s how everything can
change from one day to the next and
still remain the same. In a large part of
the Eastern European countries the
nomenklatura was not overthrown, in-
stead they sanctimoniously turned over
power. To whom? To themselves, just
under a different name. And this name
- the lingua franca of Western moder-
nity, which they proceeded to make use
of and still make use of - is nationalism.
Exactly that, nationalism is the lever
used to gain new control over the peo-
ple. And this opportunity for control
created another perspective as well: the
redistribution of collective property in
the direction of private property.
Jacques Rupnik, who should know, be-
cause he was himself an advisor to our
Czech dissident and president Vaclav
Havel during the crucial phase of priva-
tization between 1990 and 1992, phrased
it in this way: “The comprehensive pri-
vatization of Eastern Central European
economies was the greatest redistribu-
tion of resources since World War II. It
was economically successful, although it
took place without an appropriate legal
framework and was accompanied by
corruption commensurate with the di-
mension of the endeavor.”

Private property is the key word, when
the new circle of elites in Eastern Eu-
rope is involved. An ironic side note, but
certainly worth mentioning in our con-
text, is the fact that this ideological re-
nationalization is rooted in, among
other things, the Leninist idea of a na-
tional communism. As is well known,
Lenin differed from Marx, who foresaw
a revolution first of all in the economi-
cally progressive countries of capital-
ism, in being confronted with the
necessity of justifying the Revolution in
Russia, an economically underdevel-
oped country, in order to invoke it. The
Bolsheviks, who regarded themselves as
internationalists, thus split the defini-
tion of class conflict into content and
form. The content had to be oriented to
socialism, but the form had to be na-
tional. At the time, this class conflict set

itself the task of abolishing private
property. This is exactly what the
nomenklatura did strategically in the
1990s, just the other way around. This
time the content was the restoration of
capitalism and the form was again na-
tionalism. At the same time, the task
was none other than a radical re-intro-
duction of private property - whereby
as much of it as possible was to end up
in the hands of Western corporations.
As far as the circle of the elite is con-
cerned, at the beginning of this process
it divided up, so that part of them began
to play the opposition together with the
“dissidents” that had been supported
for decades by the West. Nevertheless,
they all operated uninhibitedly and in-
cessantly with the concept of one’s own
nation. They offered the nation as a
utopian solution to a “people” that
found itself in a sea of insecurity, frus-
tration, drastically growing inequality
and repression. The fact is that the na-
tion was written large everywhere in the
East at the beginning of the transfor-
mation process and that the national
idea continues to play a not insignifi-
cant role in the most diverse develop-
ments up to the present. The new elite
in the East had so far largely consisted
of members of the secret service, party
functionaries and crooks. In Czechoslo-
vakia they were joined by arms dealers,
currency dealers, smugglers and other
illustrious profiteers. They were able to
use the population’s desire for Western
goods, for material prosperity and for
economic development for their own
ends by making use of the ideology of
nationalism.

The privatization laws were passed in
most of the Eastern European countries
in 1990. The organizers of this process of
privatization were the state institutions.
The state was altogether the central
mechanism that worked consistently to
the last to oust itself socio-politically
and economically along the way to an
“ethnically pure” nation-state. This
process of the dispossession of the col-
lective by means of state institutions
was finished off by the international
banks, as they urged the Eastern Euro-
pean states to take over all the loans
granted by local bank institutions up to
the point of takeover as national debts.
These debts guarantee the prescribed
vassal role of the state for a practically
unlimited time into the future. This
means nothing other than that within
the framework of the glorious nation-
states, the state institutions will be
charged with the task of collecting taxes
from the non-privileged portions of the
population to reduce the debts. The ide-
ological orientation of the state institu-
tions thus underwent a reversal: from
social support actions oriented to in-
dustrialization and collectivity to a new
orientation to security and order poli-
cies in the service of the new rulers.
The formation of nationalism was opti-
mally suited to the Washington Consen-
sus, which had already had disastrous
impacts in Latin American countries in
the 1980s. The situation in Eastern Eu-
rope is by no means to be regarded
solely as an Eastern European situation.
In this respect, we find ourselves on a
world stage as well. The Washington
Consensus includes macro-economic
stabilization, a liberalization of the fi-
nancial markets and the modernization
of outmoded industry. Despite the
loudly asserted ousting of the state and



its institutions, what was intended was,
first and foremost, to convert it. As far
as the modernization of industry is con-
cerned, this was to be carried out solely
through privatization - which in many
cases was understood by the buyer to
mean nothing other than getting rid of
unnecessary competition. Next to pri-
vate property, privatization is the sec-
ond key word in the process of upheaval
in the East and was used almost synony-
mously with “democratization”. When,
in addition to democracy, human rights,
the protection of minorities or civil so-
ciety were also introduced, these buzz
words served and still serve to demand
and promote privatization in the form
of increasing private property. Neoliber-
alism came from the outside and na-
tionalism from the inside for the
purpose of a neoliberal restoration of
capitalism. With the integration of the
majority of these states into the Euro-
pean Union, it seems that this endeavor
has been successful. Despite repeated ex-
pressions of distaste on the part of the
responsible intellectual servants, it was
evident during the accession negotia-
tions at the latest that nationalism was
quite suitable for the EU, for example.
One after another the candidates signed
the acquis communautaire, and it did
not occur to anyone that proceeding col-
lectively against the Brussels commis-
sioners might have turned this ritual of
subjugation into real negotiations.

How did the transformation occur? It
all started with a double shock. On the
one hand it was a material shock with a
drastic drop in social productivity,
which resulted in, among other things,
a substantial reduction of wages, an in-
crease in social inequalities, an expan-
sion of poverty and unemployment, and
a destruction of existing property rela-
tions. This was exacerbated by the dete-
rioration of health services, education,
in the area of women’s rights and, not
least of all, the lower life expectancy of
people, which was reduced by an aver-
age of ten years. On the other hand, the
shock therapy in Eastern Europe
smashed the idea of the connection be-
tween ideology and society that had
been maintained until then. It was re-
placed by pure ideology - because soci-
ety first had to be created. This new
ideological discipline has consisted of
nothing other than promises of a fu-
ture: an ideology of democracy that was
no democracy in reality and never will
be. As Rupnik summarizes: “The success
of the new elite, who placed themselves
at the spearhead of the turn from com-
munism, is based on the consolidation

of democratic institutions without par-
ticipation and on the establishment of a
consensus at the cost of the political
process.” Democratic institutions with-
out participation and consensus with-
out a political process are the key words
of the new ideological orientation in
Eastern Europe. Because the real con-
nection between ideology and material
basis was severed - in this case to install
a different form of societal organization
- what emerged in Eastern Europe was a
new form of ideological nominalism; a
nominalism that redefines the effect of
words beyond the real material circum-
stances, with the result that those who
quickly learn this new-speak and apply
it in everyday life experience a tangible
increase of material and ideal power.
The “right” words materialize in partic-
ipation in the “greatest social redistrib-
ution since World War II,” as Rupnik
stated further. That is the shock that
those who took these measures for the
sake of implementing “democracy” were
willing to accept. In our case, “democ-
racy” was none other than the seductive
face of a tremendous redistribution of
collective assets in the direction of pri-
vate property, in fact a neoliberal re-
structuring. The means that were
offered to cope with this shock, to re-
cover from it, were the same as those
that had caused it, namely privatization.
The “middle men”, the carriers of
democracy intent on personal enrich-
ment, specifically the elite in Eastern
Europe who are well situated today,
were necessary in this process. Thus the
members of the former party cadre
turned into successful entrepreneurs.
These entrepreneurs are currently se-
curing their position by closely allying
themselves with the newly created par-
ties, so that today we may speak of a
growing clientelism throughout the en-
tire Eastern European region; a clien-
telism that has inherited the legacy of
former party membership. From a so-
cial oligarchy for the purpose of indus-
trialization to a neoliberal oligarchy for
the purpose of increasing the profits of
international corporations - that is the
current socio-political development in
the Czech Republic. The only possibility
for escaping the poverty trap in Eastern
Europe today is either to cultivate good
personal connections to the govern-
mental and economic elite, or the alter-
native that millions of others take,
namely to set out in the direction of the
European West. Yet that too is only a
part of the neocolonial strategy of ac-
quiring cheap labor. At this time, there
is no escape.

Galerie Klatovy

/ Klenova

Zrizovatel: Plzernisky kraj
Reditel: Mgr. Marcel FiSer

Historie:

V roce 1964 vznikla na Klenové Statni ga-
lerie vytvarného umeéni. Ideou jejiho vy-
stavniho i akvizi¢niho programu bylo
vytvoieni galerie ¢eské plastiky v pii-
rodé. Pivodné byla umisténa v arealu
hradu a zamku Klenova, roku 1978 zis-
kala dalsi vystavni prostory ve vile man-
zeltt Kotrbovych na Klenové. Od roku
1989 je jeji soudasti také Galerie U bilého
jednorozce v Klatovech a od roku 1997
Galerie Sypka Klenova.

Sbirky:

Zaklad sbirek tvori soubor c¢eského
umeéni 20. stoleti. Soucasti sbirek je také
soubor portrétia piislusnikt habsbur-
ského rodu z 18. stoleti. Vedle nekon-
vencéniho vystavniho a hudebniho pro-
gramu piistoupila galerie k zasadnimu
ozZiveni sbirkového fondu, ktery se za-
méril na ¢eské a slovenské uméni, s du-
razem na zijici umeélce. Vyznamnou sou-
¢asti ¢innosti galerie jsou programy
mezinarodniho razu.

Prohla8eni:

Jak se tvoii svét? Jak se svét rozpada?
Neoliberalismus tyto dvé otazky sloucil
do jediné - a 11. zaii pak ukazalo, zZe
zadna dokonala syntéza neexistuje. V jed-
nadvacatém stoleti se kontinenty daly do
pohybu. Zde se pied aktivisty, ale také
pied institucemi a vyzkumniky oteviraji
plany nové ,velké hry“. Postaviteli se
sami proti nezmérnym obzoram kata-
strofy, je, v ramci sou¢asného svétového
systému, nalezeni modelt a zptisobt1 in-
tervence do prozité skutecnosti cestou
k z&dkladni intelektualni aktivité.

V souctasnosti funguje dvoji vyvoj ktery
nici to, co sam stavi, rozpousti to, co
sloucil. A piesné s tim musime pracovat.
Jeden z nejlepsich piikladt je neustalé
roz$ifovani Evropské unie od padu vy-
chodniho bloku v roce 1989 az po fiasko
ultraliberalni ustavy odmitnuté v refe-
rendech v roce 2005. Konec historického
oddéleni zapadu a vychodu se zda byt
pocatkem déleni na evropské jadro a no-
vou Evropu, kdy socidlné demokratické
basty zapadu hledaji utocisté pred glo-
balnim trhem, zatimco postkomunis-
tické staty na svych cestach k bohatstvi
odmitaji jakékoli omezovani rychlosti.
Odpor proti Evropé byl pievazné dilem
tradi¢nich zastanct suverenity, pii¢emz
levicové sily kolisaly mezi svymi narod-
nimi a mezinarodnimi idealy. Nicméné
absence demokratické ustavy je ke pro-
spéchu pouze korporatnim skupindm
a velmocem, pii¢emz véerejsi parlamenty
figuruji pouze jako koutova clona nad zi-
trej$imi skuteénymi rozhodnutimi.
Jeste markantnéjsi je samu sebe zasti-
nujici rist Svétové obchodni organizace,
u niz to v 9o. létech vypadalo, Ze je
predestinovana do role odpolitizované
svétové vlady. Mezinarodni obchodni
pravidla se konsolidovala az poté, kdyz
vypukla mezi USA a Evropskou unii celni
valka, po celé zemékouli se vzedmula
vlna protestti a proces formovani blokt
nabral na rychlosti: probihalo vyjedna-
vani jak o Oblasti volného obchodu
(FTTA), tak i o obnoveném Mercosuru
v Jizni Americe, do$lo i k novym kroktim
smérem k rozsifeni systému ASEAN (do
né&jz se zapojila Cina, Japonsko a Jizni
Korea). A neni také moZno zapomenout
i na venezuelsky projekt ALBA (Alterna-
tiva Bolivariana para las Américas) hla-
sajici Latinské Americe novy levicovy
»asvit“ poté co nastal soumrak volného
obchodu v Yankeeském stylu. Dnes uz je
jasné, ze FTTA selhala, zatimco severoa-
mericka NAFTA byla posilena prostied-
nictvim takzvaného Partnerstvi pro
bezpeénost a prosperitu (Security and
Prosperity Partnership) z roku 2005 a vy-
chodoasijsky systém pokracoval ve svém
neohrozitelném rustu za ekonomickou
hegemonii. Mezinarodni ménova krize
se ale stale vynoiuje a, jak si vybavi
kazdy historik, formovani ekonomic-
kych blokii po padu zlatého standardu
bylo ve 40. letech 2o0. stoleti ptedehrou
globalnich konfliktu.

Pokud vas zajima co nejzvlastnéjsi spo-
jeni protikladt ve dne$nim svété, pak
sta¢i vzpomenout na symbiotické pouto
mezi industrializovanou Cinou a fi-
nanéni velmoci USA. Cina se bez ustani
snazi vyrabét to, co se USA bez ustani
snazi spotiebovavat - coZ ma z nasledek
ekologické riziko, které nikdo nedokaze
ani odhadnout. Aby udrzela kolo stésti
v pohybu ptij¢uje Cina své zisky z vyroby
zpét do USA, podporuje tak spekulaci se
vSemocnym dolarem a udrzuje solvent-
nost nejvétsiho svétového trhu. Kazda

ekonomicka krize piidava této ekono-
mické rovnici na nejistoté: a v posled-
nim desetileti jsme jich vidéli stale vice.
Co se stane, pokud ¢insky penézovod do
americké pokladny vyschne, to muze
kazdy odhadnout sam; ale poté co se za-
plavova vlna z New Orleans proménila
v domaci bazinu, ktera silné pripomina
mezinarodni katastrofu v Irdku, zacdaly
americké pokusy o zachranu slabnouci
hegemonie vypadat dosti beznadéjné. Je
mozné, Ze jiz nastava nova faze systémo-
vého otfesu. Mnozstvi konfliktti na
celém svété vzrusta a problém s tim, jak
jako svétoobcéan intervenovat se stava
piedtim.

Antiglobaliza¢ni hnuti zaznamenala
prvni pokusy o Siroce provazanou odpo-
véd na svétovy systém po roce 1989. Tato
hnuti byla tvofena nejasnou smési de-
mokratickych zastdnct suverenity, li-
bertariant odmitajicich jakékoli hranice
(wnovych anarchisti®, jak je nazval David
Graeber) a tradi¢nich, odbora¥sky zamé-
fenych Keynesianct. V8ichni kritizovali
selhani neoliberdlnich vlad, ale rozcha-
zeli se a vahali nad tim, jaké jsou jeho
kulturni dusledky. A tyto dtsledky na
sebe nenechaly dlouho ¢ekat. Odiiznu-
tim spolecenské solidarity a destrukci
ekologické rovnovahy vrhl neoliberalni
program rychlé kapitdlové expanze
okamzité sviij neokonzervativni stin
v podobé vojenského, moralniho a na-
bozenského navratu k ¥adu. Nic lepsiho
si pro zakryti odmitnuti demokratické
kritiky, potla¢ovani ob¢anskych svobod
a neustavajici rozpoétovy posun od spo-
le¢enského blahobytu k korporatni bez-
pe¢nosti snad ani nelze predstavit.
Odpor proti globalizaci se stal novym
mocnym nastrojem manipulace, ktery je
vyuzivan stejnymi elitami, jez cely pro-
ces puvodné spustily.

Soucasné spory o konsolidaci regional-
nich blokt odrazeji hledani kompromist
mezi globalnim dosahem a tizemni sta-
bilitou. Hlavni otazkou jak pied ,stiretem
civilizaci® tak i po ném se stava realna
uroven stavajicich socialnich vztaht.
Z této perspektivy je politika volného
trhu prosazovana v Latinské Americe
Bushovou administrativou srovnatelna
se sny AlKajdy o Chalifatu na Stiednim
vychodé. Propojené vyrobni systémy tvo-
tici se v Japonsku a Ciné nebo evropské
dvoieni se Rusku, neustavajici ani po
zvérstvech spachanych v Ceéensku, umo-
znuji na tento boj obdobné pohledy
o piijatelnou miru, ktera v zasadé odpo-
vida ,kontinentu®, a to i pies to, jak pru-
Zny a nejasny tento termin mutize byt.
Kontinentalizace vSak nestoji proti glo-
balnimu sjednocovani, nybrz jej jim - pa-
radoxné - naopak pohanéna. Za tekto-
nickymi zlomy na pfelomu milénia stoji
nahromadéné nasili tiicetiletého neoli-
beralniho tlaku smérem ke svétu bez
hranic, otevifenému nejvétsim a nejagre-
sivnéj$im korporacim.

Vyjimeéna $iie a rychlost soucasné pro-
mény - opravdové zmény epochy ve své-
tovém systému - stavi levicové aktivisty
pied dvé rtizné vyzvy nebo, chcete-li, dvé
ruzné prilezitosti. Na jedné strané musi
znovu zmapovat kulturni a politickou si-
tuaci, ktera byla neokonzervativni
vrstvou preménéna, zatimco si, na
druhé strané, musi neustale uvédomo-
vat neoliberalni principy, které jsou pod
povrchem stale aktivni. V tomto usili
jsou klicové socialni védy, podatili se je
vysvobodit z jejich klamné neutrality.
Ekonomicky zemépis je klicovy pro sle-
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dovani svétové délby prace a pochopeni
$irsiho ramce toho, ¢emu evropsti akti-
visté tikaji ,nouze®. Sociologie sdruzo-
vani objasni, kdo je u moci, i jak je moc
v chaotickém svété rozdélena a udrzo-
vana. Studium techniky ptedvida bu-
doucnost, ukazuje, jak co funguje a pro
koho. A piirucky socialni psychologie
nabizeji pohled do struktury dobrovolné
slepoty a zmateného souhlasu, které
udrzuji p¥i Zivoté vladnouci hegemonie.
Pro iniciativy, které mohou snadno
sklouznout do slepych uli¢ek manipula-
tivnich ideologii, je tento druh analyzy
Zivotné dulezity.

A disciplina musi byt také piekonana ve
prospéch experimentu Nezavislé zkou-
mani vyZzaduje rozchod s pievazujici kar-
tografii. =~ Pokud opravdu chcete
transformovat vyvoj méniciho se svéta,
pak musi byt kompas i soutadnice
znovu nalezeny. Jediné pomoci dezori-
entace sebe sama a vykotenéni jedno-
strannych jistot muze kdokoli doufat, Ze
se mu podati vpravit do nevédomého vy-
voje geopolitického Fadu injekci pozi-
tivni zmény.

Jak tedy mohou nase skromné instituce
a vyzkumnici, bez zab¥ednuti do neexis-
tujicich svétu estetické extrapolace, vy-
volat zménu v orientaci platnych map,
transformovat vladnouci kartografie?
Problém je neoddélitelné spjat se svym
ztélesnénim, se svymi socidlnimi pro-
jevy. Jen zkuste pred publikem experi-
mentovat: za pouziti ru¢né psanych
adaji a sipek a obycéejného zpétného
projektoru; doslova stopovat toky kapi-
talu, proudy blahobytu a vzestup i pad
mezinarodnich organizaci po roce 1945.
Cilem je sestrojit kartograficky narativni
ramec vzniku, peripetii a krize severoa-
merické hegemonie po roce 1945; ale za-
rovenn také prostiednictvim gest
a pohybu predvadét, jak geopoliticka
proudéni prochazeji lidskymi tély, sta-
vaji se soudasti haptického védomi
a vstupuji do toho, ¢emu néktefi s nas ii-
kaji ,procitény vetrejny prostor”. Intelek-
tualni prace se zintenziviiuje je-li vyva-
zana ze svého normalizujiciho ramce,
pievedena do podoby socidlniho experi-
mentu ve vlastnim seminari, ve squattu
nebo zabraném domé, na protestnim
shromazdéni, ve vlaku Zenoucim se na-
piic¢ Sibifi... Spolu s tim, jak nadnarodni
regiony zahrnuji stale vétsi populace
a piechod ménicich se hranic je stale
béznéjsi, je v konkrétnich vécech i v pred-
stavach geopolitika stale zkusenéjsi; ode-
hrava se na kolektivni ktizi. To je okam-
zik, kdy se zasadni ¢innosti a prislibem
osvobozeni stava geopoetika.

Jak vykladat umélecka dila, umélecko-
aktivistické intervence a institucionalni
praktiky tak, aby byly zdtraznény po-
doby vze$lé z geopoetické zasobarny?
Prostirednictvim analytické prace na vy-
voji forem a t¢innosti symbolickych roz-
déleni se je mozno pokusit o priblizeni
schematické urovni, v niZ je kartografie
pocitti proménéna prostiednictvim ex-
perimentu. Tato uroven prichazi do hry,
kdykoli dojde na ptechod od analyzy
zpét k intervenci. Vzhledem k p¥i¢nému
sméru globalnich proudt je mozné be-
hem vlastni konfrontace s moci vychazet
ze zkuSenosti davnych aktti odporu, jak
v jejich surové objektivni podobé, tak
i v jejich jemném zvnitinéni. Sit inspi-
race napjata mezi masovym tlu¢enim na
hrnce b&hem argentinského povstani
v roce 2001 a téméi okamzité navazujici
meéstskou mobilizaci z 15. itnora 2002 ve
Spanélsku, jez vytrvala az do svrzeni pro-
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Ihané a mocichtivé Aznarovy vlady v bie-
znu 2004 je velkym piikladem procesu
transdukce. To je plodna stranka sou-
¢asného kontinentalniho driftu. Pocitit
dynamiku odporu a tvorby jdouci napti¢
provazanym svétem znamena zacit par-
ticipovat na solidarité a spolupraci,
které se po celé planeté rodi jiz od konce
90. let.

Pokud se chcete vénovat podobnému
druhu vyzkumu, pak necekejte piilisnou
podporu ze strany stavajicich instituci.
Mnohé z nich maji stale plno prace se
svoji vlastni adaptaci na diktat neolibe-
ralniho managementu a to nejlepsi,
¢eho jsme béhem prvniho velkého kri-
tického kola dosahli byl iinos nékolika
z jejich lidi a ziskani nékolika jejich
zdroju. Jakakoli stale je$té oteviena
okna, se s dal$im neoliberalnéneokon-
zervativnim piitvrzenim pravdépodob-
né zaviou. Autonomni skupiny budou
muset rozvinout kolektivni proces uc¢eni
se z dusledkt socialni atomizace a eko-
nomického poddanstvi - v podstaté
pujde o pochopeni podob soucasného
odcizeni - a budou muset zkoumat re-
akce na tyto trendy od silné negativnich
(fasistické a rasistické uzavirani diive
demokratickych spole¢nosti) az po ty
pozitivni a do budoucna zaméirené
(aktivistické intervence, objeveni novych
podob spoleéenské samospravy, kul-
turni presmeérovani, ekologicky inosné
formy rozvoje). Dal$im cilem kritiky je
pozvednout uroven debaty a angazova-
nosti v kulturnich a umeéleckych kruzich
- tedy v klicovych médiich socialniho vy-
jadieni - kde je stale normou narcistni
slepota k nasili, které plodi souc¢asné
podminky. Dalsi oblasti, ktera nezbytné
potiebuje prozkoumani je zivna ptda
mezijazykové vymény a kiizicich se vek-
tort piekladu skryvajici se za béZznou
meénou imperialni anglic¢tiny. Jiné moz-
né podoby svéta budou tvoieny mnoz-
stvim jazykti vyjadi‘ujicich se svymi vlast-
nimi slovy a slovy cizinctt: intimni, mést-
sky, narodni, kontinentalni, globalni
prelévajici se mezi jejich idiosykratic-
kymi vyrazy. Geopoetika je babylonské
veseli.

vvvvvv

pomoci znovu nastartovat védomi a mo-
bilizaci instituci, jez byly kolem pielomu
tisicileti tak slibné. ,,Pomoci“ je to spravné
slovo, protoze mezi aktivisty neexistuje
zadné intelektualni privilegium. Aktivis-
tévyzkumnici mohou ptispét ke kratko,
stfedné a dlouhodobé krizové analyze
tim, Ze budou zkoumat a vymyslet nové
zpusoby intervence na mikropolitické
urovni, na niz kone¢né zac¢inaji i ta nej-
vétsi hnuti.

Kdo tuto velkou hru mtize hrat? Kdokoli,
kdo je schopen se zapojit do struktury
nebo ji sdm z nezavislych vyzkumnikt
vytvorit. Jaké jsou soucasti, teritoria,
sazky a pravidla? Ta, ktera bude vase
skupina povazovat za nejproduktivné;jsi
a nejlépe siritelné. Jak pokracovat ve
hie, kdyz mi¢ vypadne ze hii$té nebo ze
sféry ptisobnosti? Prostiednictvim spo-
le¢nych setkani v ramci jedné sité, mezi
nékolika sitémi, prostrednictvim kolek-
tivni akce, postoje, projektii a publikaci.
A to nejdtlezitéjsi: Kdo vyhrava? Kazdy,
kdo na prahu dvacatého prvniho stoleti
dokaze klast jakykoli efektivni odpor
klesajici spirale lidského souZiti.

The Gallery Klatovy

Klenova

Authority: The Pilsen Region
Director: Mgr. Marcel FiSer

History:

In 1964 a State gallery of fine arts was
founded at Klenova with the idea of cre-
ating an open-air museum of Czech
sculpture. Originally it was located on
the grounds of the castle and chateau
Klenova. In the year 1978 it acquired ad-
ditional exhibition rooms in the villa of
the Kotrba family in Klenova. As of the
year 1989 the Gallery at the White Uni-
corn in Klatovy joined a part of the
gallery. Gallery Granary Klenova joined

in 1997.

Collection:

The core is made up of a collection of
20th-century Czech art. The Gallery also
has a painting collection portraying of
members of the Habsburg dynasty from
the 18th century. Besides its rather un-
conventional programme of exhibitions
and concerts, the Gallery is systemati-
cally updating its collections, focusing
on Czech and Slovak art with an em-
phasis on living artists. A significant
part of the Gallery’s activities are pro-
grammes of an international character.
It publishes the catalogue Sedé cihly
(Grey bricks), which includes exiled au-
thors. The gallery also organises the Di-
alogues I - IV with the participation of
Slovak artists, co-operates with German
and Italian artists (4x10, Interaction,
etc.) and organises an international
symposium on artistic issues, including
the youngest generation of artists.

Statement:

How does a world come together? How
does a world fall apart? Neoliberalism
made these questions into one — and
September 11 showed that there can be
no perfect synthesis. In the twenty-first
century the continents have gone adrift.
Here is where the maps of a new “great
game” unfold, for activists and also for
institutions and researchers. Locating
yourself against the immense horizons
of disaster, then finding the modes and
scales of concrete intervention into
lived experience, are the pathways for
grassroots intellectual action in the con-
temporary world-system.

A double dynamic is at work today,
which destroys what it constructs, dis-
solves what it unifies. And that is exactly
what we all have to deal with. One prime
example is the continuous enlargement
of the Furopean Union since the coll-
pase of the Eastern bloc in 1989, right up
to the fiasco of the ultraliberal constitu-
tion, proposed and rejected by popular
referenda in 2005. The end of the his-
toric split with the West now appears as
the beginning of a Core Furope/New Eu-
rope divide, with the social-democratic
bastions of the West seeking shelter
from the global market, while post-Com-
munist states refuse any speed limits on
their yellowbrick road-to-riches. The
backlash against Europe has largely
been the work of traditional sover-
eignists, with leftist forces wavering
between their national and internation-
alist ideals. But the absence of a fully
democratic constitution only favors cor-
porate lobbies and big-power deals, leav-

ing yesterday’s parliaments as a smoke-
screen over tomorrow’s real decisions.
An even more striking case is the self-
eclipsing rise of the WTO, which in the
1990s seemed fated for the role of a de-
politicized World Government. No
sooner was the international trading
regime consolidated than tariff wars
sprang up between the US and the EU,
protests flared around the globe and the
process of bloc formation gathered
steam, with negotiations for both the
Free Trade Area of the Americas (FTAA)
and a renewed Mercosur in the South-
ern Cone, plus bold new moves toward
an expanded ASEAN system (joined by
China, Japan and South Korea). And
don’t forget the Venezuelan proposal of
ALBA, or Alternativa Bolivariana para
las Americas, calling for a leftist “dawn”
in Latin America after the sundown of
Yanqui-style free trade. Today the FTAA
has already failed, while North Amer-
ica’s NAFTA has been strengthened by
the so-called Security and Prosperity
Partnership of 2005 and the East Asian
system has continued its inexorable
climb toward economic hegemony. But
the international monetary crisis con-
tinually looms; and as any historian re-
members, trading-bloc formation after
the collapse of the gold standard was a
prelude to the global conflicts of the
1940°.

For the strangest embrace of contradic-
tory forces in the world today, consider
the symbiotic tie between industrialized
China and the financialized United
States. China constantly struggles to
produce what the US constantly strug-
gles to consume — at an ecological risk
that no one can even measure. To make
the wheel of fortune go on spinning, the
Chinese lend their manufacturing prof-
its back to the US, so as to prop up spec-
ulation on the almighty dollar and keep
the world’s largest market soluble. Every
economic crisis makes this equation
more uncertain: and over the last
decade we’ve been seeing more and
more of them. What will happen if the
Chinese pipeline to the US Treasury
stops flowing is anybody’s guess; but
America’s attempts to save its fading
hegemony have already begun to look
desperate, ever since New Orleans flood-
waters receded into a domestic quag-
mire that clearly recalled the interna-
tional disaster in Iraq. A new period of
systemic upheaval could already be
upon us. Levels of conflict are rising all
across the globe, and the problem of
how to intervene as a world citizen
becomes more complex and daunting
than ever.

The counter-globalization movements
marked the first attempt at a wide-
spread, meshworked response to the
chaos of the post’89 world system.
These movements were an uneasy mix
between democratic sovereignists, no-
border libertarians (David Graeber’s
“new anarchists”) and traditional,
union-oriented Keynesians. They could
all critique the failures of neoliberal gov-



ernance, but they all diverged and fal-
tered before its cultural consequences.
And the latter wasted no time in com-
ing. By undercutting social solidarities
and destroying ecological equilibriums,
the neoliberal program of accelerated
capital expansion immediately spawned
its neoconservative shadow, in the form
of a military, moral and religious return
to order. Nothing could have made bet-
ter cover for the denial of democratic
critique, the clampdown on civil liber-
ties and the continuing budgetary shift
from social welfare to corporate secu-
rity. The backlash against globalization
became a powerful new tool of manipu-
lation, used by the same elites who
launched the whole process in the first
place.

The current scramble to consolidate re-
gional blocs reflects the search for a
compromise between global reach and
territorial stability. Beyond or before the
“clash of civilizations,” a feasible scale of
contemporary social relations is the
leading question. From this perspective,
the free-market policy of the Bush ad-
ministration in Latin America is com-
parable to Al Qaeda’s dreams of an
Islamic Caliphate in the Middle East.
The networked production system form-
ing around Japan and China, or the EU’s
continuous diplomatic courtship of Rus-
sia despite flagrant atrocities in Chech-
nya, give similar insights into this quest
for a workable scale, which is essentially
that of a “continent,” however elastic or
imprecise the term may be. Paradoxi-
cally, continentalization is not coun-
tered but is driven ahead by global
unification. Behind the tectonic shifts at
the turn of the millennium lies the ac-
cumulated violence of a thirty-year ne-
oliberal push toward a borderless world,
wide open to the biggest and most
predatory corporations.

The extraordinary breadth and speed of
the current metamorphosis — a verita-
ble phase-change in the world system —
leaves progressive leftist activists facing
a double challenge, or a double oppor-
tunity. On the one hand, they must
remap the cultural and political param-
eters that have been transformed by the
neoconservative overlay, while, on the
other, remaining keenly aware of the ne-
oliberal principles that remain active
beneath the surface. In this effort, the
social sciences are the key, whenever it’s
possible to emancipate them from their
illusory neutrality. Economic geography
is crucial for tracing the global division
of labor and grasping the wider frame-
works of what European activists call
“precarity.” The sociology of organiza-
tions reveals who is in control, how
power is distributed and maintained in
a chaotic world. The study of technics
charts out the future in advance, to
show how it operates and on whom.
And the toolkits of social psychology
offer insights into the structures of will-
ful blindness and confused consent that
uphold the reigning hegemonies. This
kind of analysis is critically important
for activist initiatives, which can stum-
ble all too easily into the programmed
dead-ends of manipulated ideologies.
Yet the disciplines also have to be over-
come, dissolved into experimentation.
Autonomous inquiry demands a rup-
ture from the dominant cartographies.
Both compass and coordinates must be
reinvented if you really want to trans-
form the dynamics of a changing world-

system. Only by disorienting the self
and uprooting epistemic certainties
could anyone hope to inject a positive
difference into the unconscious dynam-
ics of the geopolitical order.

How then could our modest institutions
and researchers move to disorient the
reigning maps, to transform the domi-
nant cartographies, without falling into
the never-never lands of aesthetic ex-
trapolationism? The problem is insepa-
rable from its embodiment, from its
social elaboration. Just try this experi-
ment in public presence: literally trac-
ing out the flows of capital, the currents
of warfare and the rise and fall of
transnational organizations since 1945,
using hand-drawn dates and arrows on
a conventional Mercator projection. The
effect is to build a cartographic frame-
narrative of the emergence, complexifi-
cation and crisis of US hegemony since
1945; but at the same time, through ges-
ture and movement, to act out the ways
that geopolitical flows traverse living
bodies and become part of haptic con-
sciousness, entering what some of us
call “felt public space.” Intellectual work
becomes intensive when it is unmoored
from normalizing frameworks, acted
out as a social experiment in a self-orga-
nized seminar, in a squat or an occupied
building, at a counter-summit, on a
train hurtling through Siberia... As
supranational regions engulf ever-larger
populations and the passage of shifting
borders becomes an ever-more common
activity, geopolitics is increasingly expe-
rienced in the flesh and in the imagi-
nary, it is traced out on the collective
skin. This is when geopoetics becomes a
vital activity, a promise of liberation.
How to interpret artworks, artistic-ac-
tivist interventions and institutional
practices so as to highlight the forms
taken by the geopoetic imaginary?
Through analytical work on the dynam-
ics of form and the efficacy of symbolic
ruptures, one can try to approach the
diagrammatic level where the cartogra-
phy of sensation is reconfigured
through experiment. This level comes
constantly into play whenever it is a
matter of moving through analysis back
into intervention. Because of the trans-
verse nature of global flows, it is possi-
ble to draw on the experiences of
faraway acts of resistance in the midst
of one’s own confrontations with power,
both in its brute objective forms, and in
its subtle interiorizations. The network
of inspiration between the pot-banging
cazerolazos of the Argentinean insur-
rection in 2001 and the almost continu-
ous urban mobilizations in Spain, from
February 15, 2003, all the way up to the
ouster of the mendacious and power-
hungry Aznar government in March
2004, is a large-scale example of this
process of transduction. This is the gen-
erative side of the contemporary conti-
nental drift. To sense the dynamics of
resistance and creation across the in-
terlinked world space is to start taking
part in the solidarities and modes of co-
operation that have been emerging
across the planet since the late 1990s.
If you want to accomplish anything like
this kind of research, don’t expect much
assistance from other existing institu-
tions. Most are still busy adapting to the
dictates of neoliberal management; and
the best we could achieve during the
first big round of meshworked critique
was to hijack a few of their people, to di-

vert a few of their resources. What’s
more, the open windows that do subsist
are likely to close with any further hard-
ening of the neolib-neocon turn. Self-or-
ganized groups will have to generate a
collective learning process about the ef-
fects of social atomization and eco-
nomic subjugation — essentially, a new
understanding of the forms of contem-
porary alienation — and they will have
to explore the reactions to those trends,
whether intensely negative (the fascist
and racist closure of formerly demo-
cratic societies) or positive and forward-
looking (activist interventions, the
invention of new modes of social self-
management, cultural reorientations,
ecologically viable forms of develop-
ment). Another goal of the critique is to
raise the level of debate and engage-
ment in the cultural and artistic sectors
— the vital media of social expression —
where a narcissistic blindness to the vi-
olence of current conditions is still the
norm. Yet a further realm that urgently
needs exploration is the matrix of in-
terlinguistic exchange and the criss-
crossing vectors of translation, beyond
the common currency of imperial Eng-
lish. Other possible worlds will only be
articulated by a multitude of tongues,
speaking the relations of the scales in
their own words and in the words of
strangers: intimate, urban, national,

continental, global, all overspilling their
idiosyncratic dictions. Geopoetics is the
revelry of Babel.

Still the most important aim, for me
anyway, is to help relaunch institutional
awareness and mobilizations that were
so promising around the turn of the
millennium. “Help” is the word here, be-
cause there is no intellectual privilege
in the activist domain. Activistre-
searchers can contribute to a short,
middle and long-term analysis of the cri-
sis, by examining and inventing new
modes of intervention at the micropo-
litical scales where the even largest so-
cial movements begin.

Who can play this great game? Whoever
is able to join or form a meshwork of in-
dependent researchers. What are the
pieces, the territories, the wagers and
rules? Whichever ones your group finds
most productive and contagious. How
does the game continue, when the ball
goes out of your field or domain?
Through shared meetings in a mesh-
work of meshworks, through collective
actions, positions, projects and publica-
tions. And most importantly, who wins?
Whoever can provoke some effective re-
sistance to the downward spiral of
human coexistence at the outset of the
twenty-first century.

Zapadoceska galerie

v Plzni

Ztizovatel: Plzerisky kraj
Reditel: Mgr. Roman Musil

Historie:

Zapadoceska galerie byla ziizena v roce
1954 vy¢lenénim z byvalého Krajského
vlastivédného ustavu. Pivodné sidlem v
budové Krajského muzea v Plzni, vyviji
od roku 1972 vystavni ¢innost v rekon-
struovaném objektu byvalych Masnych
kramu. Roku 1981 bylo sidlo galerie pie-
lozeno do domu ¢. 16 v Prazské ulici. V
téze ulici ¢. 13 ziskala galerie dal$i ob-
jekt, nyni feditelstvi a vystavni sin ,,13“

Sbirky:
Sbirkovy fond Zapadoceské galerie je

soustiedén na ¢eské vytvarné umeéni od
stredovéku po soucasnost. Obsahuje na-
sledujici tematické celky: soubor sta-
rého uméni od gotiky pies renesanci k
baroku, velkou kolekci ¢eského uméni
19. stoleti, v niz jsou zastoupeny vSechny
vyznamné osobnosti tohoto stoleti, zej-
ména pak generace Narodniho divadla,
uméni prelomu 19. a 20. stoleti véetné
pocetnych autorskych soubort J. Pre-
islera a A. Slavi¢cka. Uméni 1. poloviny 20.
stoleti s dtirazem na kubismus, socialni
tvorbu, surrealismus aj., a tvorbu po
roce 1945.

Prohlaseni:

Produkty, které jsou povazovany za
sumélecka dila“, byly vy¢lenény jako kul-
turné vyznamné piedméty témi, kdo v
urcité dobé a spolecenské vrstvé uplat-
nuji moc k tomu, aby jim bylo zminéné
sumélecké dilo“ propujéeno; nedokazi se
povznést nad mnoZstvi uméleckych
piedmétit pouze na zdkladé néjakych
vnitinich hodnot.

Dnes patii muzea a srovnatelné umé-
lecké instituce jako napiiklad ICA v Lon-
dyné, do skupiny zprostredkovatelt ve

spolec¢nosti, kteti maji zna¢ny, i kdyz ni-
koli exkluzivni podil na této kulturni
moci na drovni takzvaného ,,vysokého
uméni®. Bez ohledu na ,avantgardni®
nebo ,konzervativni®, ,,pravicovy” nebo
Hlevicovy® postoj, ktery muzeum mutze
zaujmout, je kromé jiného také nosite-
lem socialnépolitickych konotaci. Uz sa-
motnou strukturou své existence je
politickou instituci. To plati pro muzea
v Moskvé nebo Pekingu stejné jako pro
muzea v Plzni nebo pro Guggenheimovo
muzeum. Otazka soukromého nebo ve-
fejného financovani takové instituce
nema na tuto zasadu zadny vliv. Politika
instituci financovanych z vetejnych
zdroji ocividné podléha schvaleni do-
hlizeciho vladniho organu. Naopak insti-
tuce financované ze soukromych zdrojt
piirozené odrazeji zaliby a zajmy téch,
kteti je podporuji. Kazdé statni mu-
zeum, které dostane soukromy dar, se
muzZe ocitnout ve stietu zajmut. Na druhé
strané miiZze také mnoha soukromym
institucim zptsobit problémy i nep¥ima
dotace ve formeé vyjmuti z dani nebo ¢as-
te¢ného financovani jejich programu.
Casto v8ak ve skute¢nosti panuje n&kdy i
zamérna tolerance nebo dokonce shoda
piislusnych ideologickych piesvédéeni.
V zasadé rozhodnuti piredstaviteltt muzei,
at jiz jsou urcovana ideologicky nebo
maji sklon k odchylkam od normy, re-
spektuji hranice stanovené jejich maji-
teli. Tyto hranice nemusi nutné byt
vyslovné vyjadteny, aby platily. Piedsta-
vitelé muzei ¢asto internalizuji smys$leni
nadtizenych do té miry, ze jim piipada
piirozené prijmout ,spravné“ rozhod-
nuti, a mezi zameéstnancem a zameéstna-
vatelem vladne souhra. Bylo by vsak
piili§ zjednodusujici piedpokladat, ze
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piedstavitelé muzei ve vSech pripadech
do politiky muzea jen vérné promitaji
zajmy svych mnadi#izenych, zejména
proto, Zze u novych kulturnich projevi
nelze vidy rozpoznat, zda jsou pro pti-
slu§nou stranu vhodné anebo nevhodné.
MozZnost zmatku zvySuje také fakt, zZe
piesvédéeni ,umélce” se nutné neodrazi
v objektivnim postoji, ktery jeho dilo za-
ujima ve spolecensko-politickém mé-
ritku, a Ze tento postoj se muze v
prabéhu let dokonce zménit az k bodu,
kdy jej umélec odmita. K tomu, abychom
ziskali predstavu o silach, které pozdvi-
huji uré¢ité produkty na uroven ,,umé-
leckych dél¥, je vsak mezi jinym
zkoumdanim také vhodné podivat se na
ekonomické a politické podtony u insti-
tuci, jednotlivetl a skupin, které se podi-
leji na regulaci kulturni moci.

MozZn4a Ze se vyvinou i strategie ke spl-
néni tohoto ukolu tak, zZe jejich projevy
budou mit sklon byt povazovany za
wsumélecka dila“ sama o sobé. Neni nic
piekvapivého na tom, Ze nékterd muzea
se nedomnivaji, Ze jsou dostate¢né neza-
visla, aby stavéla na odiv takovy portrét
své vlastni struktury, a snazi se odrazo-
vat ¢i dokonce cenzurovat dila této po-
vahy, jak se ukazalo. Nastésti umeélecké
instituce a dal$i kulturné mocni pted-
stavitelé netvoii monoliticky blok, a tak
muze byt piistup vefejnosti k témto
dilim moZna omezeny, ale nikoli zcela
nemozny.

Nazor Bertolda Brechta z jeho Péti obtizi
pii psani pravdy z roku 1934 je dodnes
platny. Jde o nutnost psat pravdu, i kdyz
je pravda potla¢ovana, mit dostatek in-
teligence k tomu, aby ji autor rozpoznal,
i kdyZ je pravda skryta, mit dsudek vy-
brat ty, v jejichZz rukou bude G¢inna, i
duavtip k tomu, aby ji mezi nimi $i¥il.
Neexistuji vSak zadni ,umélci®, kteii by
byli imunni vii¢i ptisobeni a vlivu social-
népolitického hodnotového systému ve
spole¢nosti, ve které Ziji a jejiz soudasti
jsou vSechny kulturni agentury bez
ohledu na to, zda si jsou védomi téchto
omezeni nebo ne (,umélci® jsou stejné
jako ,umeélecka dila® davana do uvozo-
vek, nebot jsou predikaty hodnoticich
konotaci a svou hodnotu odvozuiji z rela-
tivné ideologického ramce dané kul-
turné mocenské skupiny). Takzvané
avantgardni uméni funguje v nejlepsim
piipadé v tésné blizkosti hranic stanove-
nych jeho kulturnim/politickym pro-
stiredim, ale vzdy ptisobi v jejich rozmezi.
,Umeélci® jsou, stejné jako ti, kdo je pod-
poruji, i jejich neptratelé bez ohledu na
ideologické zabarveni, nechténymi part-
nery uméleckého syndromu a jsou dia-
lekticky vzajemné spiiznéni. Spole¢né se
podileji na udrzovani a/nebo rozvoji
ideologického charakteru spole¢nosti.
Funguji v tomto ramci, urcuji si jej a
sami jsou do ramce zatazovani.

The West-Bohemian
Gallery in Pilsen

Authority: The Pilsen Region
Director: Mgr. Roman Musil

History:
The West-Bohemian Gallery was founded

in 1954 when it separated from the for-
mer regional natural science institution.
It was originally situated in the building
of the Regional Museum in Pilsen. Since
1972 its headquarters are at the recon-
structed historical Masné kramy (meat
market). In 1975 the Gallery’s manage-
ment moved to Prazska street 16 and
later obtained yet another building on
the same street (no.13), which houses
the management and the exhibition
rooms “13”.

Collection:

The Gallery collections are focused on
Czech art from the Middle Ages (Gothic)
until today. The collections are arranged
in the following manner: an extensive
collection of old masters (Gothic, Ren-
aissance, Baroque); a large collection of
19'h-century Czech art with works by all
the important artists of the last century,
especially by members of the so-called
generation of the National Theatre; art
at the turn of the 19" and 20'™ centuries;
art from the first half of the 20" century
with an emphasis on Cubism, social art,
Surrealism etc.; and art after 1945.

Statement:

What interests me is the transformation
products which are considered "works
of art" have been singled out as cultur-
ally significant objects by those who, at
any given time and social stratum, wield
the power to confer the predicate "work
of art" onto them; they cannot elevate
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themselves from the host of man-made
objects simply on the basis of some in-
herent qualities.

Today, museums and comparable art in-
stitutions, like e.g. the ICA in London,
belong to that group of agents in a soci-
ety who have a sizable, although not an
exclusive, share in this cultural power
on the level of so-called "high art."
Irrespective of the "avant-garde" or "con-
servative," "rightist" or "leftist" stance a
museum might take, it is, among other
things, a carrier of socio-political con-
notations. By the very structure of its ex-
istence, it is a political institution. This
is as true for museums in Moscow or
Peking as for a museum in Plzen or the
Guggenheim Museum. The question of
private or public funding of the institu-
tion does not affect this axiom. The poli-
cies of publicly financed institutions are
obviously subject to the approval of the
supervising governmental agency. In
turn, privately funded institutions nat-
urally reflect the predilections and in-
terests of their supporters. Any public
museum receiving private donations
may find itself in a conflict of interests.
On the other hand, the indirect subsidy
of many private institutions, through
exemptions from taxes and partial fund-
ing of their programs, could equally cre-
ate problems. Often, however, there
exists in fact, if not by design, a toler-
ance or even a congruence of the re-
spective ideological persuasions.

In principle, the decisions of museum
officials, ideologically highly deter-
mined or receptive to deviations from
the norm, follow the boundaries set by
their employers. These boundaries need
not be expressly stated in order to be
operative. Frequently, museum officials
have internalized the thinking of their
superiors to such a egree that it be-
comes natural for them to make the
"right" decision, and a congenial atmos-
phere reigns between employee and em-
ployer.

Nevertheless, it would be simplistic to
assume that in each case museum offi-
cials are faithfully translating the inter-
ests of their superiors into museum
policy, particularly since new cultural
manifestations are not always recogniz-
able as to their suitability or opposition
to the parties concerned.

The potential for confusion is increased
by the fact that the convictions of an
"artist" are not necessarily reflected in
the objective position his/her work takes
on the socio-political scale and that this
position could change over the years to
the point of reversal.

Still, in order to gain some insight into
the forces that elevate certain products
to the level of "works of art" it is helpful
- among other investigations - to look
into the economic and political under-
pinnings of the institutions, individu-
als, and groups who share in the control
of cultural power.

Strategies might be developed for per-
forming this task in ways that its mani-
festations are liable to be considered
"works of art" in their own right. Not
surprisingly, some museums do not
think they have sufficient independence

to exhibit such a portrait of their own
structure and try to dissuade or even
censor works of this nature, as has been
demonstrated. Fortunately art institu-
tions and other cultural power agents
do not form a monolithic block; so the
public's access to such works might be
limited but not totally prevented.

Bertold Brecht's 1934 appraisal of the
"Five Difficulties in Writing the Truth" is
still valid today. They are the need for
"the courage to write the truth, although
it is being suppressed; the intelligence
to recognize it, although it is being cov-
ered up; the judgment to choose those
in whose hands it becomes effective; the
cunning to spread it among them."
There are no "artists," however, who are
immune to being affected and influ-
enced by the socio-political value-system
of the society in which they live and of
which all cultural agencies are a part,
no matter if they are ignorant of these
constraints or not ("artists" like "works
of art" are put in quotation marks be-
cause they are predicates with evalua-
tive connotations deriving their
currency from the relative ideological
frame of a given cultural power group).
So-called "avant-garde art" is, at best,
working close to the limitations set by
its cultural/political environment, but it
always operates within that allowance.
"Artists," as much as their supporters
and their enemies, no matter of what
ideological coloration, are unwitting
partners in the art syndrome, and relate
to each other dialectically. They partici-
pate jointly in the maintenance and/or
development of the ideological make-up
of their society. They work within that
frame, set the frame, and are being
framed.

Severoceska galerie
vytvarneho umeni
v Litomeéricich

Ziizovatel: Ustecky kraj
Reditel: PhDr. Jan Stibr

Historie:

Galerie byla zaloZzena v lednu 1956,
sbirky byly pro veiejnost zpFistupnény
za dva roky - 9. kvétna 1958. Galerie pre-
zentuje umélecka dila z obdobi od 12.
stoleti do soucasnosti prevazné ceské
provenience. Dila jsou soustiedéna dle
obdobi vzniku do samostatnych sala -
sal gotiky, sl renesance, sal baroka, sal
umeéni 19. stoleti a prostory pro doc¢asné

vystavy.

Sbirka starého uméni je dokladem toho,
jak vyznamnym kulturné socialnim mis-
tem byly v proménach véka Litoméiice.
Tézisté stalé expozice galerie spociva ve
vytvarném uméni oblasti Litométicka a
severozapadnich Cech obdobi 14. aZ 16.
stoleti. V dalsSich prostorach je predsta-
veno uméni baroka, uméni typické svou
dynamikou a okazalosti. Zavér stalé ex-
pozice galerie tvoii umeéni 19. a 20. sto-
leti.

Prohlasent:

Rad bych zaméiil pozornost na ménici
se pojeti funkce muzea. Zdtiraziiovat ,,za-
zitek” muze dovést muzeum daleko od
tradi¢nich zptisobt expozice a piinuti je
si uvédomit, jakkoli neochotng, Ze se
ocita v oblasti komunikace. Je vsak ne-
bezpeéné a absurdni byt nadseny do ,.ko-
munikace®, aniz by mél ¢lovék jasnou
piredstavu o tom, co se snazi sdélit, nebo
pro¢ a komu. Pouze ,komunikovat® je
stejné absurdni koncept jako ,milovat®
nebo ,,vérit“.

»Participace®, dal$i modni muzejni slo-
vitko, se ¢asto uziva stejné volné a vétsi-
nou bezobsazné. Na seminari, konaném
v roce 1967 v nasi galerii v Litomé¥icich,
byly uvedeny piiklady této politovani-
hodné moderni tendence nechavat
srdce vitézit nad rozumem. V pribéhu
seminai'e Dr. Marshall McLuhan vyjadiil
typicky piehnany a provokativni nazor,
kdyz napadl to, co sim oznadil za ,p¥is-
tup dé&jové linie“ - uZivani artefaktt
k ilustraci ptribéhu nebo tématu. Dr.
McLuhan ocenil Expo 67 na zakladé
toho, Ze se jednalo o prvni svétovou vy-



stavu, ktera zadnou déjovou linii ne-
méla. Byla to, jak fekl, ,jenom mozaika
nesouvisejicich piedméti, ve které si
lidé tolik libovali praveé proto, zZe jim o
celkovém schématu nebo tvaru nikdo
nic neiikal a mohli si tak svobodné obje-
vovat, participovat a zapojovat se do celé
té véci. Vysledkem bylo, Ze je to nikdy ne-
unavilo.

V pribéhu seminaie byly nastinény
obecné rysy ,participujiciho® muzea. To
navstévniktm spis klade otazky, nez aby
davalo odpovédi. Vybizi navstévniky, aby
si na objekty sahli. Dava stejnou vahu
porozuméni u$ima jako porozuméni
o¢ima. Predpoklada, ze komunikace je
slozita a neuspoiadana, ze ¢lovék ,Zije
v oralnim svété, kde na néj tento pri-
marni zpusob komunikace doléha ze
vSech stran soucasné a tluc¢e do néj.“ Na-
zory Dr. McLuhana na to, co muzeum
muze a mélo by délat, jsou vyrazné od-
lisné do téch, které byly rozsitené v mu-
zejnim svété pred triceti, ¢tyticeti lety.
Jsou mozné pouze jako vysledek pouziti
novych elektronickych prostiedka a na-
zorné ilustruji, Ze je potieba muzea ne-
ustale nové definovat v kontextu novych
technickych moznosti a novych spole-
¢enskych pozadavk.

Muzea byla produktem renesance, pro-
duktem aristokratické a hierarchizované
spole¢nosti, ktera vétila, ze uméni a vzdé-
lanost byly pro uzavireny okruh lidi. V Ev-
ropé a ve vétsiné kolonidlnich uzemi
zacaly muzea a galerie vznikat v dobé, kdy
lidé, jenz tato tzemi ovladali, opovrhli
masami. Sbirky vytvareli lidé, kteii si je
piali ukazovat dal$im lidem se stejnym
vkusem a stejnou urovni vzdélani, jakou
meéli oni sami, a dale znalctim a u¢enctim.
Myslenka, Ze by mohla existovat povin-
nost u¢init tento material zajimavy ¢i sro-
zumitelny Sir§imu spektru navstévnika,
by byla povaZzovana za absurdni.

V sedmnactém stoleti bylo zpravidla
jenom vyzna¢nym cestovatelim nebo
cizim uéencim dovoleno shlédnout
sbirky evropskych panovniku, kteii je
uchovavali ve svych palacich. Obdobné
se pristupovalo i k prohlidkam botanic-
kych zahrad. Po roce 1700 byl za popla-
tek umoznén veiejnosti pristup do

Cisatské galerie ve Vidni, podobné jako
v Rimé do Kvirinalského palace a v Ma-
dridu do Escorialu. Naproti tomu obrazy
patiici francouzské kralovské rodiné
zustaly vetejnosti neptistupné az do po-
loviny osmnactého stoleti, kdy byly na
zakladé petic stovky obrazti vyvéseny
v Lucemburském palaci, kde si je vetej-
nost mohla po dva dny v tydnu prohli-
zet. Kvuli tajnustkaistvi a majetnickosti
sbérateltt méla v jedné dobé obzvlasté
$patné jméno Anglie. Bohati Angli¢ané,
kteti Siroce nakupovali v Italii a dalSich
evropskych statech po celé sedmnacté a
osmnacté stoleti, neméli pocit, ze by je-
jich sbirky mohly, coby kulturni bohat-
stvi, patfit narodu nebo Evropé jako
celku, a Ze je bezohledné branit ostatnim
lidem mit z nich pozitek. Zato nékteii
znémeckych dvorant zaujali velkorysejsi
a progresivnéjsi postoj. Napiiklad galerii
v Drazdanech bylo mozné si bez potizi
prohlédnout jiz od roku 1746.

Kdyz byla na konci stoleti v Evropé za-
kladdna vefejna muzea, tak jako tieba
Britské muzeum, pokracovalo se v tra-
dici soukromych sbirek. Mohla sice pa-
trit statu nebo spravnimu sboru, stale
ale byla exklusivni a elita¥ska, tak jako
jejich predchtdci. Ridili je autokraté,
kteti se nikoho neptali, jak maji byt
sbirky prezentovany nebo organizovany.
Byt vpustén bylo privilegium, nikoli
pravo. To, co se tedy od navstévniku oce-
kavalo byl vdék a obdiv, ne kritika.

Kazdopadné jazyk, kterym by mohla byt
néjaka kritika vyjadiena, se jesté dlou-
hou dobu vyvijel. Shromazdit umélecké
piedméty z Italie, Némecka, Nizozemi,
Recka a stiedniho vychodu naptiklad v
Arundel House v Londyné, znamenalo
pieménit je v néco umélého, jiného. Mu-
zeum, tento zcela evropsky vynalez, vy-
jima obraz nebo sochu =z jejiho
puavodniho, smysluplného kontextu a
nuti navstévnika divat se na ni jako na
izolovanou abstrakei, na umélecké dilo.
Analyzovat a popisovat ji z hlediska to-
hoto nového konceptu vyzaduje neotiely
piistup, jiny druh odbornosti a speciali-
zované vyrazivo. V Litoméficich se té-
mito vyzvami zabyvame, abychom mohli
dal8i generaci piedat srozumitelny a kri-
ticky jazyk.

The North-Bohemian
Gallery of Fine Arts
in Litomerice

Authority: The Usti nad Labem Region
Director: PhDr. Jan Stibr

History:

The gallery was established in January
1956 and was opened to the public two
years later. The gallery present works
from the 12th century until present
times, with a emphasize on regional art.
The works are exhibited according to
their respective time periods, e.g. in hall
of gothic, renaissance, barock and art
from 19th century as well as contempo-
rary exhibitions.

Collection:

The collection of old art is showing the
cultural and social heritage of Litométice
and its immediate region throughout the
ages.

Statement:

I would like to bring the focus to the
changing concept of a museum's func-
tion. To emphasize "experience" can,
however, lead a museum a very long way
from traditional methods of display,
and force it to realise, however unwill-
ingly, that it is in the communication
business. It is dangerous and ridiculous,
even so, to become enthusiastic about
"communication” without having a clear
idea as to what one is trying to commu-
nicate or why or to whom. Merely to
"communicate" is as absurd a concept as
to "love" or to "believe". Another fashion-
able museum word, "participation”, is
often used in the same loose and largely
meaningless way. There were examples

of this regrettable modern tendency to
allow the heart to conquer the head at a
seminar held in 1967 in our gallery in
Litométice. In the course of the pro-
ceedings, Dr. Marshall McLuhan ex-
pressed a characteristically exaggerated
and provocative view, when he attacked
what he described as "the story-line ap-
proach" - using artifacts to illustrate a
story or theme. He praised Expo 67, on
the grounds that it was the first world's
fair to have no story-line whatever, It
was, he said, "just a mosaic of discontin-
uous items in which people took an im-
mense satisfaction precisely because
they weren't being told anything about
the overall pattern or shape of it, but
they were free to discover and partici-
pate and involve themselves in the total
overall thing. The result was that they
never got fatigued.

During the seminar, the general outline
of the "participating" museum emerged.
It would ask the visitor questions,
rather then give him answers. It would
encourage visitors to touch objects. It
would give equal value to understand-
ing through the ear and understanding
through the eye. It would assume that
communication was both complex and
untidy, that the person "who lives in an
oral world, that is where the primary
method of communication comes into
him simultaneously from all sides,
banging at him." Dr McLuhan's ideas of
what a museum can and should do are
clearly very different from those cur-
rent in the museum world thirty or
forty years ago. They are possible only as
a result of new electronic tools and they
illustrate how museums need to be con-
tinually redefined, within the context of
new technical resources and new social
demands.

Museums were a product of the Renais-
sance, a product of an aristocratic and
hierarchical society which believed that
art and scholarship were for a closed
circle. In Europe and in most colonial
territories, museums and art galleries
began at a time when the people who
controlled them had a contempt for the
masses. Collections were formed by men
who wished to display them to others
with the same tastes and the same level
of knowledge as themselves, to connois-
seurs and scholars. Any idea that there
might be a duty to make this material
interesting or intelligible to a wider
range of visitors would have seemed lu-
dicrous.

In the seventeenth century only distin-
guished travelers and foreign scholars
were, as a rule, permitted to see the col-
lections belonging to the FEuropean

princes, which were often housed in the
palaces themselves. A similar attitude
controlled visits to the botanical gar-
dens. After 1700 the general public was
admitted to the Imperial Gallery in Vi-
enna on payment of a fee and there
were similar opportunities in Rome, at
the Quirinal Palace, and in Madrid, at
the Escorial. On the other hand, the pic-
tures belonging to the French monarchy
remained inaccessible to the public
until half-way through the eighteenth
century when, as a result of petitions,
about a hundred paintings were hung
in the Luxembourg Palace, where the
public would see them on two days a
week. At one time England had a partic-
ularly bad name for the secrecy and pos-
sessiveness of her collectors. The
wealthy English, who bought widely in
Italy and other continental countries
throughout the seventeenth and eigh-
teenth centuries, had little feeling that
their collections might, as cultural as-
sets, belong to the nation or to Europe
as a whole and that it was irresponsible
to prevent other people from enjoying
them. Some, at least, of the German
courts took a more generous and pro-
gressive view. The gallery at Dresden, for
example, could be viewed without diffi-
culty from 1746 onwards.

When public museums, such as the
British Museum, were established in Eu-
rope at the end of the century, they car-
ried on the traditions of the private
collections. They might belong to the
state, or to a body of trustees, but they
were as exclusive and elitist as their
predecessors. They were run by auto-
crats, who asked for nobody's advice as
to how the collections should be pre-
sented or organized. Visitors were ad-
mitted as a privilege, not as a right, and
consequently gratitude and admiration,
not criticism, were required of them.
But, in any case, the language in which
criticism could be expressed took a long
time to develop. To bring together into,
say, Arundel House in London works of
art from Italy, Germany, the Nether-
lands, Greece and the Middle East was
to transform them into something arti-
ficial and different. The museum, an en-
tirely European development, removes
the picture or sculpture from its origi-
nal, meaningful context and compels
the visitor to see it as an isolated ab-
straction, a work of art. To analyze and
describe it in terms of this new concept
demands a fresh attitude, a different
kind of expertise and a specialized
phraseology. In Litoméiice, we try to en-
gage in these challenges so we can pass
over both an articulated and critical
voice to our next generation.

Galerie moderniho umeni
v Roudnici nad Labem

Ztizovatel: Ustecky kraj
Reditelka: PhDr. Miroslava Hlavackova

Historie:

V roce 1910 daroval sbératel August Sva-
grovsky méstu Roudnici na 250 obraz,
mj. od A. Slavicka, M. Jirdnka, A. Hu-
decka a dalsich ¢eskych maliit. Ty vy-
tvorily zaklad roudnické meéstské
obrazarny, zpristupnéné v aule méstan-
ské skoly v roce 1913. Od roku 1930 do
roku 1942 sidlila galerie ve druhém

patte spotitelny, kde ziskala vlastni vy-
stavni sin. Jejim definitivnim sidlem se
staly rekonstruované prostory byvalé
barokni lobkowiczské jizdarny, upravo-
vané pro potreby galerie od roku 1960 a
zpiistupnéné v roce 1965.
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Sbirky:

Galerie se specializuje na ¢eské umeéni
20. stoleti. Vlastni velkou kolekci obrazt
¢eskych impresionista. Sbirkové fondy
tvoii také dila skupiny Sedm v fijnu,
Skupiny 42 a piedstavitelu ¢eského sur-
realismu a imaginativniho umeéni. Stala
expozice piedstavuje Ceské moderni
uméni od konce minulého stoleti do
soucasnosti.

Prohlageni:

Soucasnost od uméni vyzaduje, aby do-
pliiovalo velké podniky, nebot maji spo-
le¢ny zdjem na zachovani socidlniho
klidu, soudrznosti a tcty k autoritdm v
bouri tvireéi destrukee, kterou §iri hos-
podaisky systém. Vlada v Ceské repub-
lice povazuje uméni za zputsob, jak
posilit ekonomiku, zejména v takzva-
ném ,tvaréim pramyslu®; za pomiicku v
regionalnim rozvoji i za spolecensky lék
na socialni rozdily, které se vyostiily za
dlouha 1éta vlady konzervativet. Uméni
by mélo byt kvalitni, aniz by bylo elitis-
tické, a mélo by lakat nové raznorodé
publikum. Podobné akce probihaji v Ev-
ropé a v USA, kde jsou dotace Narodni
nadace uméni (NEA), které dlouha léta
pridélovali konzervativni politikové,
nové zduvodnovany tim, Zze uméni ma
hrat roli v socialnich programech, véetné
sniZovani zlo¢innosti, bydleni nebo vzdé-
lavani. Nebezpedi takovych kroku tkvi

v tom, ze kdyz odhaluji ii¢inky umeéni,
zaroven az piili§ jasné ukazuji vztah
mezi uménim a statem, ktery ma byt za-
lozen na idealismu a trvalych lidskych
hodnotach. Pokud stat financuje uméni,
aby vylepsil duse svych obc¢ant, je tento
acinek znicen, kdyz spottebitelé uméni
bloudi po galeriich a piemysleji o re-
klamnich strategiich a regionalnim roz-
voji. Stale ¢astéji jsou vSak tyto myslenky
nevyhnutelné. Uméni muize uspokojit in-
strumentalni pozadavky na obchod a stat,
pokud je jeho funkce skryta za idedlem
svobody a je vérné dodrzovano jeho kvali-
tativni oddéleni od volného obchodu. Stat
a obchod rady uméni nechavaji mimo
dosah maximalizace ¢istého zisku. U
mnoha narodu hraje stat velkou roli pti
sbirani a vystavovani piedmétu, pii¢emz
vSak ovliviiuje uréovani vkusu i vyvoj
uméni. Kdyby umeélecka dila byla sku-
te¢né obchodnim artiklem jako vSechno
ostatni, stat by se mél spokojit s tim, ze
jejich nakup, ochranu a odstratiovani
ponecha na trznich silach. I kdyz panuje
nazor, 7e obchodni artikl rozdéluje, ale i
urcuje identitu a apeluje na konku-
ren¢ni impulzy v kazdém jednotlivci,
existuje také pochybny piedpoklad, ze
umeélecké dilo v muzeu stvrzuje spole-
¢enskou soudrznost, dokonce i kdyz osla-
vuje rozdilnost, a posiluje kolektivni
pamét, i kdyz recykluje a znovu kombi-
nuje riznoroda a nesouroda sdéleni.

The Gallery of Modern Art
in Roudnice nad Labem

Authority: The Usti nad Labem Region
Director: PhDr. Miroslava Hlavackova

History:
In 1910 August Svagrovsky donated some

250 paintings from his collection to the
town of Roudnice. These pictures formed
the core of the Roudnice municipal pic-
ture gallery, which was opened in the au-
ditorium of the local school in 1913. From
1930 to 1942 the premises of the picture
gallery, including the exhibition rooms,
were on the second floor of the local sav-
ings bank. The Gallery found its perma-
nent home in the newly reconstructed
Lobkowicz riding school (Baroque). From
1960 until 1965, when the gallery opened
its doors to the public, the premises were
substantially reconstructed.

Collection:

The gallery specializes in 20th-century
Czech art. It owns a large collection of
pictures from the Czech Impressionists.
The Gallery also has works by members
of the groups Sedm v #ijnu (Seven in Oc-
tober), Skupina (Group) 42 and by rep-
resentatives of Czech Surrealism and
imaginative art. The 1960s are chiefly
represented by artists belonging to Nova
figurace (New figuration) and struc-
turalism. The permanent collection rep-
resents modern Czech art from the late
19th century up until today.

Statement:

Recent state demands on art comple-
ment those of the corporations, for both
have similar interests in fostering social
calm, cohesion, and deference in the
face of the gale of creative destruction
that the economic system are commit-
ted to propagating continually gives
rise. In Czech Republic the government
sees art as a way to boost the economy,
particularly in the so-called 'creative in-
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dustries', as an aid to regional develop-
ment, and as social balm to heal the di-
visive social rifts opened up by the long
years of so-called totalitarian rule.

Art should be of quality without being
elitist, and should draw in new, diverse
audiences. There are similar moves in
all of Furope and in the US, where Na-
tional Endowment of the Arts (NEA)
funding, long under attach from con-
servative politicians, is newly justified
on the grounds that art has a role to
play in social programmes, including
crime reduction, housing, and school-
ing. The danger of such moves is that re-
vealing the instrumentality of art, they
also unmask with too much clarity the
relationship between art and the state,
which is supposed, after all, to be
founded on idealism and eternal
human values.

If states fund the arts to improve the
souls of their citizens, the effect is ru-
ined if those consumers of art wander
about our galleries thinking about ad-
vertising strategies and regional devel-
opment. Increasingly, those thoughts
are unavoidable. Art can only meet the
instrumental demands of business and
state if its function is concealed by the
ideal of freedom, and its qualitative sep-
aration from free trade is faithfully sus-
tained. The state and business are
happy to leave art beyond the reach of
pure profit maximization. In many na-
tions the state plays a large role in
hoarding and displaying objects, influ-
encing the determination of taste and
the coarse of art writing. If artworks
were truly commodities like any other,
states should be content to leave their

purchase, conservation, and disposal to
market forces. While commodities are
thought to divide as well as define iden-
tity, appealing to competing impulses
within the individual, there is a doubt-
ful assumption that the art work within

the museum forges social cohension
even as it celebrates difference, and re-
inforces collective memory even as it re-
cycles and recombines diverse and
disparate references.

Galerie Benedikta Rejta

v Lounech

Ziizovatel: Ustecky kraj
Reditelka: PhDr. Alica Stefanéikova

Historie:

Galerie Benedikta Rejta vznikla roku
1965 osamostatnénim oddéleni uméni
Okresniho muzea. Cinnost zahéjila v his-
torickém domé v Pivovarské ulici. Do
roku 1991 galerie vystavovala v pronaja-
tych prostorach, tzv. Malé sini na na-
mésti. V letech 1967-1989 probihala
rekonstrukce budovy méstského pivo-
varu pro potieby galerie. V roce 1993 vy-
pracoval arch. E. Piikryl projekt na
piestavbu objektu a podle néj byla sta-
vebni rekonstrukce v roce 1996 ukon-
cena.

Sbirky:

Galerie se zaméiuje na konstruktivis-
tické tendence ceského vytvarného
uméni a zahranié¢ni umeéni této orien-
tace. Ve sbirkach se téz nachazeji auto-
rské soubory a pozustalosti nékterych
vyzna¢nych umeéleckych osobnosti 20.
stoleti, kolekce piedvaleéného vytvar-
ného a uzitého uméni a pozustalost
Emila Filly.

Prohlaseni:

V anti-uméni umélec chape svou pozici
ne uz jako tviirce k premysleni, ale jako
iniciator tvorby jako takové - tento pro-
ces se zavrSuje dynamickou udasti ,,di-
vaka®, jenz je nyni povaZovan za
Lucastnika®. Anti-uméni dnes dava od-
povéd na kolektivni potiebu tviaréi ¢in-
nosti, ktera je skryta a umélec ji uréitym
zpusobem umi aktivovat. Metafyzicka,
intelektualni a esteticka pozice tak
nema hodnotu - neexistuje zadna na-
bidka, Ze ,,divak bude povznesen na tiro-
ven tvorby“, do ,,metareality”, ani Ze mu
bude vnucena néjaka ,myslenka® ¢i ,es-
teticky model® odpovidajici témto poje-
tim uméni, ale prosté dostane piilezitost
se zudastnit, aby ,,nasel” néco, co si chce
uvédomit. To, co umélec nabizi, je tak
Htviréi realizace®, realizace vynata z mo-
ralni, intelektualni a estetické oblasti.
Anti-uméni je z ni zcela vynato; je to jed-
noduché stanovisko ¢lovéka v ném sa-
motném i v jeho zasadnich tviaréich
moznostech. ,Nenalézt“ je v8ak stejné vy-
znamna ucast, jelikoz jde o definici svo-
body ,volby“ kazdého, komu je tato uéast
nabizena. Umélcovo dilo, at ma jakékoli
fixni aspekty, dostava vyznam a zavrsi se
pouze postojem vSech ucastnika - jen
oni mu pritknou odpovidajici vyznam,
tedy néco, co umélec o¢ekava. Pritknuté
vyznamy vSak jsou neocekdavané moz-
nosti, které vyvolava dilo - a k tomu
patfi mezi vSemi nes¢etnymi moZznostmi
i neudast. Nevznika zde otazka, zda dilo
piestava existovat - neexistuje totiz defi-
nice toho, co uméni je.

Existuje takova svoboda prostiedki, Ze i
samotny akt nevytvafeni uz plati za
tvardéi projev. Sem uz vstupuje i eticka
nutnost dal§iho typu, kterou bych rov-
néz zahrnula mezi ,,environmentalni®,

nebot jeji prostiredky se realizuji slovem,
at uz psanym nebo mluvenym, a mno-
hem slozitéji pak rozpravou: je to spole-
¢ensky projev, ktery v sobé zahrnuje
etickou (ale i politickou) pozici a dohro-
mady je projevem individualniho cho-
vani. Méla bych to trochu vic objasnit: za
prvé miize byt takova pozice pouze zcela
anarchisticka - takovy stupen volnosti
obsahuje. Je proti vS§emu, co je tiZivé spo-
le¢ensky i viiéi jednotlivei - v8echny za-
vedené i dekadentni formy vlady nebo
vladnoucich spolecenskych struktur.
Spolecensko-environmentalni pozice je
vychozim bodem pro v8echny spolecen-
ské a politické zmény anebo alespori pro
jejich rozviteni. Je neslucitelna se v§emi
zdkony, které nejsou uréeny definova-
nou vnit¥ni potiebou, nebot zakony se
neustale predélavaji; jde o opétovné zis-
kani davéry jednotlivce v jeho instituce i
jeho nejvzacnéjsi nadéje.

Z politického hlediska zastavaji tuto po-
zici v8echny autentické levice na svété -
samoziejmé nikoli utlacovatelské levice
(jako napiiklad stalinismus). Asi to ne-
muze byt jinak. Pro mne byla nejuplnéj-
$im vyrazem celého pojeti ,environ-
mentace” formulace toho, ¢emu brazil-
sky umélec Helio Oiticica ika Parangole.
To je mnohem vic nez jen pojem, ktery
definuje #adu typickych dél: kapuce,
vlajky a stan. Parangole je kone¢nou for-
mulaci toho, co je environmentalni an-
tiuméni, pravé proto, Ze jsem v téchto
dilech dostala prilezitost a napad spojit
dohromady barvu, struktury, poeticky
smysl, tanec, slova, fotografii - byl to
jakysi kone¢ny pakt toho, ¢emu iikam
totalitni dilo, da-li se v této souvislosti
mluvit o paktech. Budu proto od této
chvile ¥ikat Parangole viem koneénym
principim zde formulovanym, véetné
principu ,neformulace® pojeti, ktery
je nejdualezitéjsi. Nechci ani nemam
v umyslu vytvatet néjakou ,,novou este-
tiku anti-uméni®, protoze to by uz byla
zastarald a konformni pozice. Parangole
je anti-uménim par excellence; a ja hod-
lam rozs$itit tuto praxi privlastnéni i na
véci na svéte, se kterymi se setkavam na
ulicich, prazdnych parcelach, na polich,
v okolnim svété; na véci, které se nedaji
pienaset, ale ke kterym bych ptizvala ve-
fejnost, aby se jich zucastnila. Byla by to
osudova rana pro pojeti muzea, galerie
atd. i samotné pojeti ,vystavy“. Bud to
zménime, nebo zustaneme, jaci jsme.
Muzeum je svét: kazdodenni zazitek.



Benedict Rieth Gallery

in Louny

Authority: The Usti nad Labem Region
Director: PhDr. Alica Stefanéikova

History:

The origin of the Gallery of Benedict
Rieth dates back to 1965 when the Arts
Department of the District Museum was
set up as an independent institution. It
started its activities in a historical build-
ing on Pivovarska Street. Up until 1991
the Gallery exhibited in rented premises
- at the so-called Small Hall on the
square. In the years 1967-1989 the build-
ing of the local brewery was recon-
structed for the Gallery. In 1993 the
architect E. Piikryl submitted a new de-
sign for the reconstruction of the build-
ing, which was then completed in 1996.
As of 1967 the Gallery is also in charge of
the Memorial Hall of Emil Filla at the
chateau in Peruc.

Collection:

Constructivist trends in Czech visual art
are represented by the works of J. Kolay,
M. Grygar, C. Kafka and other. Foreign
art of this orientation includes works by
Victor Vasarely, K. H. Adler, V. Koleichuk
etc. K. Linhart, V. Mirvald, Z. Sykora are
a few who represent constructivist art
from the Louny region. The collections
also include whole sets of works and
legacies of outstanding 2oth-century
artists, a collection of fine and applied
art from the period between the two
wars and Emil Filla’s estate

Statement:

Anti-art, in which the artist understand
his or her position not longer as a cre-
ator for contemplation, but as an insti-
gator of creation - "creation" as such:
this process completes itself through
the dynamic participation of the "spec-
tator", now considered as "participator."
Anti-art answers the collective need for
a creative activity which is latent and
can be activated in a certain way by the
artist. The metaphysical, intellectualist
and aestheticist position thus become
invalidated - there is no proposal to "el-
evate the spectator to a level of cre-
ation", to a "meta-reality", or to impose
upon him an "idea" or "aesthetic model"
corresponding to those art concepts,
but give him a simple opportunity to
participate, so that he "finds" there
something he wants to realize.

What the artist proposes is, thus a "cre-
ative realization," a realization exempt
from moral, intellectual or aesthetic
premises - anti art is exempt from these
- it is a simple position of man within
himself and in his vital creative possi-
bilities. "Not to find" is an equally im-
portant participation, since it defines
the freedom of "choosing" of anyone to
whom participation is proposed.

The artist's work, in whatever fixed as-
pects it may have, only takes meaning
and completes itself through the atti-
tude of each participator - it is he who
attributes the corresponding signifiers
to it: something unanticipated by the
artist, but the attributed signifiers are
unanticipated possibilities, generated
by the work - and this includes non-par-
ticipation among its innumerable pos-

sibilities. The issue of knowing whether
it ceases to be, is not raised: there is no
definition of what art is.

There is such a freedom of means that
the very act of not creating already
counts as a creative manifestation. An
ethical necessity of another kind comes
into being here, which I would also in-
clude in the environmental, since its
means are realized through the word,
written or spoken, and in a more com-
plex way through discourse: This is the
social manifestation, incorporating an
ethical (as well as political) position
which comes together as manifestations
of individual behavior. I should make it
a bit clearer, first of all, that such posi-
tion can only be a totally anarchic posi-
tion, such is the degree of liberty
implicit in it. It is against everything that
is oppressive, socially and individually -
all the fixed and decadent forms of gov-
ernment, or reigning social structures.
The "socio-environmental" position is
the starting point of all social and polit-
ical changes, or the fermenting of them
at least - it is incompatible with any law
which is not determined by a defined in-
terior need, laws being constantly re-
made - it is the retaking of confidence by
the individual in his or her intuitions
and most precious aspirations.

Politically, this position is that of all the
genuine lefts of this world - not of
course the oppressive lefts (of which
stalinism was an example). It could not
possibly be otherwise. For me, the most
complete expression of this entire con-
cept of "environmentation" was the for-
mulation of what was called by the
Brazilian artist Helio Oiticica, namely
Parangole. This is much more than a
term which defines a series of typical
works: the capes, banners and tent.
Parangole is the definitive formulation
of what environmental anti-art is, pre-
cisely because, in these works, it was
given the opportunity, an idea, of fusing
together color, structures, poetic sense,
dance, words, photography - it was the
definitive pact with what should be de-
fined as totality - work, if one may speak
of pacts in this regard. We should there-
for from now call Parangole all the de-
finitive principles formulated here,
including that of nonformulation of
concepts, which is the most important.
He do not want or intent to create, as it
were, a "new anti-art aesthetic", since
this would already be an outdated and
conformist position. Parangole is anti-
art par excellence; and we should intend
to extend this practice of appropriation
to things in the world which we come
across in the streets, vacant lots, fields,
the ambient world, things which would
not be transportable, but which we
should invite the public to participate
in. This would be a fatal blow to the con-
cept of the museum, art gallery, etc. ,
and to the very concept of "exhibition."
Either we change it, or we remain as we
are. Museum is the world: daily experi-
ence.

Galerie vytvarneho
umeni v Nachode

Zrizovatel: Kralovéhradecky kraj
Reditel: Mgr. Jan Kapusta

Historie:

V lednu 1966 byla ziizena v Nachodé
Okresni galerie vytvarného uméni a
téhoz roku ji byl pieveden umélecky
fond nékdejsi Méstské obrazarny. Galerie
byla umisténa v nachodském zamku,
roku 1972 vSak v souvislosti s rekon-
strukci zdmeckého arealu o tyto vystavni
prostory piisla. V roce 1978 ziskala chat-
rajici zdmeckou jizdarnu, tu zadaptovala
a od roku 1983 zde ma sidlo i vystavni
prostory. V roce 1979 provedla galerie sta-
vebni tupravy nevelkych mistnosti v
domeé na nameésti T. G. Masaryka a zpiis-
tupnila tzv. Malou vystavni sin, kterou
pouzivala pro proménné vystavy do roku

1997.

Sbirky:

Galerie se vedle tradi¢niho zaméteni na
¢eské umeéni 19. a 20. stoleti specializo-
vala na ruské malitstvi. V duchu starsich
snah vybudovat galerii uméni slovan-
skych zemi zacaly od roku 1986 vznikat
soubory malby, kresby, plastiky a grafiky
dalsich narodnich gkol tehdejsi SSSR, a
rovnéz Polska a Bulharska. Zvlastni ge-
nezi a postaveni ma relativné ¢etny sou-
bor grafiky, malby a plastiky pobaltskych
republik.

Prohlaseni:

V 19. stoleti vznikaly po celém svété
véetné Afriky a Japonska razné skoly rea-
listické malby. Vyjma realismu francouz-
ského a némeckého (tfebaze posledné
jmenovany je povaZovan za vyznamny
pouze na pocatku 19. stoleti) jsou povétsi-
nou tiSe povazovany za druhotné styly,
které si nezaslouzi vic nez letmy zajem lo-
kéalniho vyznamu.

Systém regionalnich galerii je patrné tim
nejzainéjsim vyrazem naseho soucas-
ného nazoru na uméni v Ceské republice.
Snazi se vytvorit nelinearni, demokratic-
kou a ,,souhrnnou” historii, ktera nikoho
nevylucuje. Pfesto je uméni 19. stoleti asi
jedinym smeérem, ktery nebyl na tuto
oslavu diverzity pripustén. Lokalni rea-
lismus se stale chape jako ky¢, tak jako ve
stati Clementa Greenberga ,Avantgarda a
ky¢* (1939), kde je ky¢ zosobnén Iljou Re-
pinem a jeho neochvéjnou bastou je Tret-
jakovska galerie. Jakakoli narazka na
lokalni realismus se v sou¢asném uméni
povaZuje za postmoderni gesto, které je
beztak beznadéjné zastaralé. Takze kdyz
chce dnes néjaky umélec nebo kurator
udélat néco skute¢né skandalniho - do té
miry, Ze mu bude odepien vstup na vy-
stavu - mtize zkusit pracovat se styly nebo
medii realismu 19. stoleti.

Malo lidi si pamatuje, Ze v mnoha zemich
byl realismus 19. stoleti vyrazem moder-
nizace. Peredviznici byli prvni rusti mo-
dernisté. V Rusku bylo sekularni malitstvi
vnuceno spole¢nosti Petrem Velikym. Do
8o. let 19. stoleti povazovali umélci natu-
ralismus spiSe za problém filosoficky nez
jen za oby¢ejnou techniku. Realismus byl
pro své vyznavace stale novou formou
(nebot mnoho z nich se skolilo jako tra-
dié¢ni mali¥i ikon). Rovnéz rada soucas-
nych ¢eskych umélcti se uéila jako sovétsti
ymali¥i ikon®, a pozdéji si museli sami re-
definovat, co je skute¢né Velké uméni.
V tomto sméru se jejich situace podoba té

umélct z 19. stoleti. Dnes spatiujeme na-
turalismus jako typicky ptiklad piistup-
ného umeéni, zatimco abstraktni sym-
bolismus znad¢i uméni ,sofistikované.”
Ale nebylo tomu tak vzdy: neplati to na-
piiklad pro lidové uméni. V mnoha pii-
padech provozovala naturalismus uzka
elita jako vysoce teoretickou védu.
Vypada to, Ze mnoho véci musime znovu
uvazit. Ke konci 19. stoleti byl hlad po
Lrealistické vérohodnosti® v uméni na-
hrazen hladem po ,pravdivém uméni,”
které tvrdi, Ze obraz je plochy, barevna
skvrna je barevna skvrna a ¢ara je ¢ara.
Tato pravda vyjadiovala fakt, Ze obrazy
jsou véci a zbozi, které jde na trh, tak jako
Olympia Edouarda Maneta. Obraz byl
pravdivy fakt o komodité, vyjadieny jazy-
kem komodit. Sou¢asné uméni se vyvi-
nulo timto smérem a vyviji se tak dodnes.
Takové je jeho pravidlo.

Rusti umélci se od samého pocatku zdra-
hali vydat touto cestou. Kdyz Ivan Kram-
skoj namaloval svou vlastni Olympii, svou
hrdinnou prostitutku, Nezndmou Zenu
v roce 1883, netouzil po tom nic potlaco-
vat nebo zjednodu$ovat. Pravé naopak,
snazil se namalovat jeji lis¢i koZesinu a
satén s ilusionismem hrani¢icim s ob-
scénnosti. Piestoze byl Kramskoj jednim
z nejuspésnéjsich portrétnich maliia své
doby, toto mu zatézkavalo svédomi. Rusti
peredviznici - k nimz patiil i Kramskoj -
si byli dobie védomi tohoto problému:
obraz se stal komoditou. Od doby, kdy se
marxistické dé&jiny uméni v nasi zemi
ocitly na pokraji smrti, nebylo o tomto
problému mnoho napsano. At tak ¢i
onak, narozdil od svych soucasnikt v za-
padni Evropé, peredviZznici se ho nepo-
kouseli fesit tim, Ze by na néj oteviené
ukazovali, ale vé¥ili utopii, Ze uméni muze
mit i jinou dimenzi. Vydali se cestou re-
zignace, ktera neni totéZ co smifeni se, ale
odmita zjednodusovani a nevynasi pied-
¢asné soudy. To je dtivod, proc jejich ob-
razy - obrazy vytvoiené v zemi, jez
vstoupila do moderniho, pramyslového
svéta - obsahové patii jednozna¢né do
epochy modernity, ackoli nebyly povazo-
vany za modernistické co se stylu tyce.
Dlouhou dobu se zdalo, Zze tato cesta
nikam nevede. Zdalo se, ze dvojrozmér-
nost a zjednoduseni forem triumfovalo.
Ale toto vitézstvi se ukazalo byt vitézstvim
Pyrrhovym, jakmile se prostiedky avant-
gardy staly soucasti mainstreamu. Ro-
vinné obrazy a minimalistické objekty
odkazujici k sobé samym jsou pouhé véci
a komodity, nejsou kritikou komodit. To
je pro¢ nyni citlivéjsi umélci znovu obra-
ceji sviyj zrak k utopii. Jenomze tentokrat
to neni Velka utopie avantgardy, ale mno-
hem méné znama utopie ruského rea-
lismu 19. stoleti, kde to vlastné vSechno
zacalo. To je dtivod, pro¢ je zajimavé zpo-
chybniovat tak zvané inklusivni kvality
soucasné vytvarné scény s jejim global-
nim pristupem. Je skute¢né vice piis-
tupnd pro vSechny, vice tolerantni? Vice mi
to pripomina to, co mnozi povazuji za so-
vétskou uméleckou propagandu, uvedu na-
zorné priklady z doby pozdnich dvacatych a
zacatku tiicatych let, z doby po futuristicky
romantické avantgardé a pied nastupem
totalitniho, Stalinova oslavného stylu.
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Sovétské uméni bylo, jak vime, zaloZeno na
ruznych sociologickych prosttedich, prak-
ticky zakotveno v ekonomice a tato ekono-
micka alternativa jiz neexistuje: tieti svét
se prolind s prvnim, druhy je mimo ,hru®.
Proto je sovétské uméni pro mnohé tézko
pochopitelné. Nicméné jeho zrezivéla kri-
ticka masinérie stale pracuje a s tim mu-
sime pracovat. Realismus a sovétsky
realismus 19. stoleti byl ptivodné spojeny
s kritikou komodit a jeho historickou roli
bylo poukazat na nedostatky a omezenost
kapitalismu, coz je zajimavé, kdyz si uvé-
domime dnes$ni politiku poradani vystav.
Mluvime zde o méné znamém, ale odhod-
laném anti-kapitalistickém uméni, radé
skupinovych vystav, na nichz byl tento rys
uméni prezentovan. Tyto skupinové vy-
stavy zahrnovaly vice druht medii a druhu
obraz, jako naptiklad ,,Boj o vlajku®, (bo-
jujici revolucionati, piredstava stietu byla
dilezit4...), ale i nasténné malby, slogany,
plakaty, fotografie, stru¢né ¥ec¢eno, podo-
baly se dne$nim ,instalacim®.

Tyto instalace (Ustanov) byly samoziejmé
propagandou, politickou agitaci, ale z for-
malniho pohledu byly interdisciplinarni,
vzdy s ndmétem, ktery byl rozdélen do ka-
pitol a vedeny skupinou kuratortu. Na-
v§tévnici byli vzdy vyrazné zapojeni, byli
dotazovani na dila, ktera se jim libila, pro-
bihaly diskuze a podobné. K ¢emu se sna-
zim dobrat je otazka, co zahrnovaly tyto
vystavy co dnes normalné nezahrnuji? Na
to muze odpovédét nasledujici seznam a
osvézit nase vnimani inkluze a tolerance u
dnesnich vystav:

1. Zahrnovaly uméni, které neméli radi,
napft. spolecenské vrstvy 19. stoleti, které
nemaéli v lasce, povésili na ¢ernou zed jako
gesto odporu. Nastolili otazku, kterou ak-
tualneé fesi politika vystav: miize byt dnesni
umeélecka vystava takto oteviené kriticka?

Vime, Zze umélec a jeho dilo muize byt kri-
tické, ale muize byt kriticka vystava? Podle
mého nazoru jsou dne$ni vystavy spiSe
néco jako ,vitriny®, jako vykladni skiiné.
2. Na vystavé byla vyvé$ena neoriginalni
dila, $patné reprodukce dél, ke kterym ne-
meéli piistup, nebyl tu problém s ,aurou®,
ne jako Walter Benjamin, nic jako Ze uni-
kat je drazsi. Jejich piistup bychom vsak
dnes oznadili za ,hospodatsky terorismus.”
3. Vystavovala se dila ,neprofesionalnich
umélet”, politickda platna, ,amatérskeé
uméni®, zddné krajinky ptilezitostnych
maliit, ale obrazy z pracovist, které byly
v galeriich pFijimany. Muzea piijala zpo-
chybnéni rozdéleni moci a potizovala si
tato dila. (Pozdéji je vsak ze svych sbirek vy-
radila, jako napt. v Tretjakovském muzeu.)
Existuje dnes néco jako soucasné neprofe-
sionalni uméni, a pokud ne, pro¢ ne?
Dnes v uméni stadle zachoviavame tento
ideologicky ,linearni vyvoj®, podobné jako
v 19. stoleti, ale dnes miii vektor opa¢nym
smérem. Pievlada nase piedstava ,fran-
couzského vyvoje“, od naturalismu k Cé-
zannovi, k impresionismu, ke kubismu, ke
geometrické abstrakci a tak dale. V jistém
smyslu zijeme v modernim akademismu,
kde plochost a modernisticka forma slouzi
jako kritika komodit, zatimco v 19. stoleti
akademismus naturalistického mali¥stvi a
optické iluze hral podobnou roli. Manet
byl prvnim malitem, ktery prohlasil, ze
obraz je prostitutka a smétuje k plochosti.
Rodcenko naptiklad malitstvi zcela odmitl
a tato plochost slouzila jako kritika komo-
dit. Nestranim realismu, ale co dnes vidi-
me, je tendence jit v ¢ase, ,,devenir®, jak by
to formulovali Francouzi, formovat se, za-
Byt znepokojujici, zapojit ¢as,
jako film, sochaistvi, fotografie a zabyvat se
otazkou p¥istupu realistti miize byt v tomto
sméru plodnou polemikou.

The Gallery of Fine Arts

in Nachod

Authority: The Hradec Kralové Region
Director: Mgr. Jan Kapusta

History:
The District Gallery of Fine Arts in N&-

chod was founded in January 1966 and in
the same year the Nachod District Mu-
seum transferred to the Gallery all works
of art from the former Municipal Picture
Gallery. The Gallery was housed in the Na-
chod Chateau, but had to leave these
premises in 1972, as a result of recon-
struction to the chateau grounds. In 1978,
however, the Gallery acquired the rather
dilapidated chateau riding school, which
it adapted - since 1983 these premises
house both the administration and exhi-
bition rooms.

Collection:

In addition to its traditional focus on
19th- and 20th century Czech art, the
Gallery specializes in Russian art.

Statement:

In the 19th century, various schools of Re-
alist painting took shape all over the
world, in places even including Africa
and Japan. With the exception of the re-
alisms of France and Germany (though
the latter are considered important only
in the early 19th century), they are for
the most part today silently understood
to be derivative styles that deserve no
more than a fleeting local interest. The
regional gallery system is probably the
most vivid expression of our current
view of art in the Czech Republic. It tries
to construct a non-linear, democratic,
"global" history that excludes nothing. Yet
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19th-century art may be the only form
that has not been admitted to this cele-
bration of diversity. Local realisms are
still understood as kitsch, as in Clement
Greenberg's "Avant-garde and Kitsch"
(1939), where kitsch is personified by Ilya
Repin and its staunchest bastion is the
Tretyakov Gallery. Any allusion to a local
realism in contemporary art is read as a
postmodern gesture, which in turn is al-
ready painfully outdated. So if an artist or
curator wants to do something really
scandalous today - to the point of being
denied entry into an exhibition - he might
try working in the styles and media of
19'-century Realism.

Few people remember that in many
countries 19th-century realisms were the
language of modernization. The Wander-
ers or called Itinerants were Russia's first
modernists. In Russia, secular painting
was imposed on society by Peter the
Great. Up to the 1880s, artists perceived
naturalism as a philosophical problem
rather than an ordinary technique. Real-
ism was still a new form to its practi-
tioners (since many of them were trained
as traditional icon painters). Similarly,
many Czech contemporary artists were
educated as Soviet "icon painters" who
had later to redefine for themselves what
Great Art really is. In this sense their sit-
uation is like that of artists in the 19th
century. Today, we see naturalism as a
hallmark of accessible art, while abstract
symbols indicate that art is "smart." But

this was not always the case: It does not
hold true for folk art, for example. In
many cases, naturalism was practiced as
a highly theoretical science by a small
elite. It seems, we have much to recon-
sider. In the late 19th century, the thirst
for "lifelike veracity" in art was replaced
by the thirst for "the truth of art," which
dictate that the painting is flat, a spot of
color is a spot of color, and a line is a line.
This truth expressed the fact that paint-
ings are things and commodities that put
themselves on sale like Edouard Manet's
Olympia. Painting was the honest truth
about the commodity, expressed in the
language of commodities. Contemporary
art developed along these lines and con-
tinues to do so today. This is its norm.
From the very outset, Russian artists have
been reluctant to take this route. When
Ivan Kramskoy painted his own Olympia,
his heroic prostitute, the Unknown
Woman of 1883, he had no desire to flat-
ten or simplify anything. Quite to the
contrary, he tried to paint her fox furs
and satin with an illusionism that bor-
dered on obscenity. Even if Kramskoy
was one of the most successful portrait
painters of his time, this was something
that weighed heavy on his conscience.
The Russian Wanderers - and Kramskoy
was one of them - were very much aware
of the problem: the painting had become
a commodity. Little has been written on
this since the near-death of Marxist art
history in our country. Be this as it may,
in contrast to their contemporaries in
Western Europe, the Wanderers did not
attempt to solve the problem by demon-
strating it in the most candid terms, but
through the utopian belief that art could
have another dimension. They followed
the path of resignation, which is not the
same as reconciliation, but a refusal to
make simplifications and to pass judg-
ment prematurely. This is precisely why
their paintings - paintings made in a
country as it entered the industrial, mod-
ern world - clearly belonged to the epoch
of modernity in terms of content, though
they were not considered modernist in
terms of style. For a long time this route
seemed like a dead end. Planarity and
the simplification of form seemed to
have triumphed. But this victory proved
Pyrrhic as soon as the devices of the
avant-garde entered the mainstream. Pla-
nar paintings and self-referential, mini-
malist objects are just things and
commodities, and not critiques of com-
modities. This is why more sensitive con-
temporary artists are again turning their
gaze toward utopia. Only this time
around, it is not the Great Utopia of the
avant-garde, but the far lesser-known
utopia of 19th-century Russian Realism,
which is actually where it all began.
This is why it is interesting to question
the so called inclusive qualities in the
contemporary art scene, with its global
approach. Is it really more including,
more tolerant? It reminds me more of
what for many is considered propaganda
from the Soviet art, let me give some illu-
minating examples from the period of
late 20s, beginning of 30s, the period
after the futuristic romantic avant-garde,
and before the totalitarian and Stalin glo-
rification official style. Soviet art was as
we know based on different sociological
backgrounds, basically rooted in econ-
omy, and this economical alternative
does not anymore exist; the 3rd world is
merging with the 1st, the 2nd is out of
the "game". This makes Soviet art hard to
understand for many. However, it's rusty
critical machinery is still working and we
need and have to use it in this way. Real-

ism and Soviet 19th century realism was
initially related to criticism of the com-
modity, and its historical role was to
point at capitalist shortcomings and lim-
itations, and this is interesting when con-
sidering today the politics of exhibition
making. We are talking here about the
less known, but committed anti-capitalist
art, several group-shows, where this char-
acter of art was presented. These group-
shows included several kinds of media
and kind of paintings, like the "struggling
for the banner", (struggling revolutionar-
ies, the idea of conflict was important...)
but included was as well murals, slogans,
posters, photographs; in short, it is re-
sembling today's "installations".

These installations (Ustanov) was of
course for propaganda, political agita-
tion, but formally speaking interdiscipli-
nary, always with topics, was divided
into chapters, and managed by a group
of curators. Visitors was often strongly
involved, asked for which works they pre-
ferred, there were discussions and so on.
What I want to get at, is the question
what did these shows include which we
do not normally include today? The fol-
lowing list may answer this and bring
light to our perception of inclusion and
tolerance in contemporary exhibition
making.:

1. Included was art they disliked, e.g. 19th
century social classes they didn't like, ex-
hibited on a black wall, as a gesture of dis-
like. This raise the question of today's
politics of exhibitions. Can today’s art ex-
hibitions be that directly critical, we
know that the artists and the work of the
artist may be critical, but is the exhibi-
tion critical? In my view, our exhibitions
is more something like a "vitrine" for us,
or like a shop window.

2. They could include in the show not
originals, but poor reproductions, from
works they could not get access to, it was
not a problem with "aura", not like Walter
Benjamin, like the unique cost more. This
attitude would be something like "market
terrorism" today.

3. They were showing "mon-professional
artists." Showing non-professional artists,
political paintings, "amateur art", not
Sunday painting, but painting from the
work place, and that was acquired in the
galleries. Challenge of division of power
was accepted in the museums, and was
acquired by the museums. (Later they got
rid of these from the collections, e.g. in
the Tretyakov museum.) Is there today
such a thing as non-professional contem-
porary art, and if not, why not?

Today, we still somehow retain the ideo-
logical "linearity-progress" in art, similar
as in the 19th century but the vector is
today the exact opposite. Dominant is
that we have the idea of a "French evolu-
tion", from Naturalism, to Cezanne, to Im-
pressionism, to Cubism, to Geometric
Abstraction and so on. In a sense, we live
in a modern academicism, where flatness
and modernist form serve as commodity
critique, while in the 19th century, aca-
demicism of naturalist painting and op-
tical illusion was playing a similar role.
Manet was the first painter to say that
painting was a prostitute, and going to-
ward flatness. Rodchenko, for example,
rejected painting at all and this flatness
served as a commodity critique. I am not
favoring realism, but what we see today,
is the tendency of going into time, how
the French would formulate as "devenir",
becoming formation, involving...to be dis-
turbing, involving time, like film, sculp-
ture, photography, and bringing the
questions of realist approach can be a
fruitful polemic in this regard.
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