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Editorial

We continue in geographic and theoretical diversity in given issue of Espes journal, a trend that we would
like to maintain and even deepen in the future. The long-term interest in internationalizing the Espes
journal may bring a more critical author’s base, as well as a reader community, which can stimulate the
publication of theoretically the most recent studies. Prepared issue (2019/1) dedicated to the selected
contribution from the conference Tired Arts: Creative Competence and the Critical 2.0 Biennial Conference of the
Czech Society for Aesthetics (Unavené uméni: Kompetence tirii a kritické 2.0 Bienalni konference Ceské
spolecnosti pro estetiku), which took place from 15* to 16" March 2018 in Olomouc is the proof of wider

cooperation. The conference examined contemporary art and ways of thinking about it in a different way.

The non-intentional theme of the presented issue could be aesthetics, as well as the philosophy of art,
with an emphasis on visual art and visuality as such. It turns out that both the terminological and the
definition problems are not solved at all, and that some notions requite even need their constant
reinterpretation or updating. Rénata Belicova (Musical Idioms as Meaningful and Expressive Constants:
Apolloopera - A Melodrama about Bombing for the Choir, Actor and Trombone) applies the Nitrian Reception
School to the problem of idioms in music, respectively in the sense of postmodern music, she argues that
there can be found a vatiety of compositional and stylistic elements. Katetina Dytrtova (Conceptnal Analysis
of Selected Work) continues in analyzing the current trends in fine art on the example of one artist's work.
She even deliberately opens the problem of the context as a necessary filter for the analysis of the work (in
which we always have to plant the artwork) and at the same time she asks about the nature and the
borders of contemporary art. Katarina Thringova addresses given problems from a different perspective
and examines the relationship between the recipient and the work under the inspiration of At affer
philosophy by L. Kossuth in her study (The Problem: of Aesthetics Experience in Contemporary Arf). A more
general and cross-sectional study (Ewuropean Thinking and the Study of World Art from a Natural Perspective) by
Ancuta Mortu concludes the study section of the given issue of Espes Journal. The thematic contours of
the issue are expanded by the reviewed publications by Jana Soskova (Aesthetics and Philosophy of Art of
Switophnk Stir), Michal Tiestik (At to Perceive Art: Guerilla Writing on Arf) and by Lukas Makky (The Image,
Art and Culture of Iron Age in Slovakia: Artistic and Aesthetic Approach).

Your editorial team of Espes journal.



Hudobné ididmy ako vyznamové a vyrazové konstanty

Marek Piacek: Apolloopera, melodrama o jednom bombardovani pre
zbor, herca a frombén*

Renata Belicova; r.belicova@ukf.sk

Abstrakt: V postmodernistickej hudbe sa mézu vedla seba ocitnit’ hudobné idiémy najroznejsich historickych,
skupinovych ¢ individualnych kompoziénych stylov. Recepéna interpreticia hudobnych diel sa opiera o idiémy
hudobnej reci ako o vyrazové a vjznamové konstanty. Prezradzaju nielen pozitivne ¢ negativne vizby aktualnej
hudobnej rec¢i na dobovo predchadzajuce hudobné poetiky, ale zarovenl su predmetom aktualizicie ich vyznamov.
Idiomatické hudobné Struktary prirodzene vrastaju do socidlneho systému hudby a stavaji sa tak sucast’ou hlbsich
urovni eurépskej kompozicnej tradicie. Ich hudobné vyznamy sa stavaju typickymi pre konkrétne sféry eurdpskej
hudobnej kultiry a moézu sa dokonca stat’ ich emblémom. Je dokonca pravdepodobné, Ze jednotlivé idiémy
prestavaju byt’ v procese recepcie vnimané ako zlozena hudobna struktara a stavaju sa kompozi¢cnym materialom ako
samostatné individualne a nerozlozitel'né jednotky hudobnej reci.

Na postmodernistickej kompozicii Marka Piaceka, Apollogpera, ilustrujeme nielen hibkovi referenént platformu
hudobnych idémov, ale sicasne skimame aj ulohu idiomatickych celkov v struktire postmodernistického diela.
Kracové slova: Recepcna hudobna estetika, idiomatické hudobné Struktdry, interpreticia, intertextualita, Marek
Piacek, Apolloopera.

Abstract: Musical idioms may appear side by side in a wide variety of historical, group-based or individual
compositional styles used in the postmodern compositions. The reception interpretation of musical works is based
on the idioms of musical speech as meaningful and expressive constants. Not only do the reveal the positive or
negative ties of current musical language to the musical poetics from previous periods, they also update their
meanings. The idiomatic musical structures naturally grow into the social system of music and thus become part of
the deeper levels of European compositional tradition. Musical meanings are becoming typical for the particular
sectors of European musical culture, and may even become their emblem. It is even likely that the idioms cease to be
seen as a complex musical structure in the process of reception and they become a plain composition material,
singular units of musical language.

Using the postmodern composition Apolloopera by Marek Piacek, we illustrate the in-depth reference platform of
musical idioms and examine the role of idiomatic units in the structure of a postmodern piece.

Keywords: Reception-aesthetics of music, idiomatic musical structures, interpretation, intertextuality, Marek Piacek,
Apolloopera.

Idiomatické hudobné struktury su prirodzenou sucastou hudobného jazyka, si obdobou frazém
v hovorovom jazyku. Vel'mi efektivne plnia operativne funkcie na pragmatickej rovine komunikacie.
V genetickom koéde kazdého idiému je ustilend a tradiciou fixovand ,,informacia o pévode®, ktord ho
referenéne ramcuje. Skutocna referencnd hodnota idiému sa vsak vzdy konsoliduje az na pozadi
dobového a situacného kontextu jeho aktuilneho pouzitia. Tato historicita idiémov, tak hudobnych ako
hovorovych, umoziuje ich permanentnt re-interpretaciu a vo sfére recepcie umenia udrzuje zmysel
klasickych interpretacnych otazok vplyvu, tradicie a originality (Bloom, 1973). Hudobné idiémy sa

samozrejme primarne emblémami konkrétnych sfér hudobnej kultiry aich funkénej realizacie v

* Prispevok je vysledkom riesenia vedeckej ulohy VEGA 1/0461/16 Reinterpreticia obrazov kultirnej pamid v
sticasnej estetickej a umeleckej reflexii.



hudobnych zanroch a druhoch. Tento ich sociativny potencidl nachiadza najvyraznejsie uplatnenie v
heteronémnej hudobnej produkecii, kde prave idiomatickost” hudobného jazyka je vyznamnym faktorom

porozumenia zmyslu hudby a jej konformnej tcelnosti.

Jazyk autonémnej hudby pracuje s typizovanou dcelnost’ou idiomatickych Struktdr odlisne. Kompozi¢né
stratégie vyuzivaju idiémy najréznejsich historickych, etnickych, skupinovych ¢i individualnych $tylov a
zanrov ako autonémne kompozi¢né jednotky. Primarnym zmyslom autonémnej hudby je jej sustredené
pocuvanie, pri ktorom sa plne uplatiuje fundamentalne metaforicka, konceptualna povaha ,,posluchovej*
skusenosti cloveka. V autonémnych kompozicnych poetikich plnia hudobné idiémy poetické funkcie
toposu, navracajucich sa metafor Stylizacie. Rozmanité kompozi¢né stratégie priebezne ,,testuju® potencial
ich aktualizicie a ich recepcénd efektivnost’ sa empiricky overuje v redlnych podmienkach hudobnej

kultary.

O metaforickom kontexte hudobnej idiomatiky uvazoval uz Theodor Wiesengrund Adorno. Idiémy
nevzt’ahoval len k ,,frazeologickfm® jednotkim hudobnej re¢i, ale k jej Stylistike, ako napr. v pripade
starého umenia, ked' piSe, Ze tu ,mapatie ostavalo med3i avedenymi ididmanmi velmi latentné. Pretoge totalita
nakoniec napdtie Fhitne a smeruje & ideoldgi’* (Adorno, 1997, s. 137). Adorno zjavne odkazuje na komplexna
stylisticku rovinu umeleckého diela, nielen na jeho ciastkové jednotky, napr. ked’ spomina Nietzscheho
upozornenie, ze v umeleckom diele méze byt’ vsetko aj inak, dodava, ze toto ,plati samozrejme len vo vniitri
ustdleného ididmu, ,stylu", ktory zarncuje variacni sirku’ (Adorno, 1997, s. 137).! Na inych miestach a v inom
kontexte zasa zmienuje idiémy vo vzt'ahu k hudobnému Zanru ¢i hudobnému druhu. Adornovo $pecifické
ponatie hudobného idiému mozno povazovat’ za sucast’ jeho stratégie ako efektivne metaforizovat’
vedecky jazyk (Beard — Gloag, 2005, s. 77; podobne sa vyjadruje Bowie, 2007, s. 333). Pre hudobnu
estetiku mé jeho $irSie chdpanie idiému v kontexte hudby aj iny vyznam, je poukazom na odklon od

strukturalistickej analyzy (od syntakticky chapanej idiomatiky) k pragmatike (Barham, 2011).

Problematiku pojmu hudobny idiém tematizuji po Adornovi najmi hudobn{ teoretici citlivi na prenasanie
terminov zinych umenovednych oblasti do $tandardnej hudobnej analyzy. Podozriva im je najmid
lingvistika, pravdepodobne preto, ze zvadza k stotozfiovaniu hudby s recou (Beard — Gloag, 2005, s. 77).
Ini muzikolégovia su viac otvoreni konsiliencii réznych umenovied a prijimajd funkénu figurativnost’
interpreta¢ného jazyka ako samozrejmost’, napr. muzikolég Andrew Bowie sa s velkym zdujmom venuje
Adornovym uvahiam o ,idiomatickych detailoch®, ,idiomatickych prvkoch® a ,,idiomatickom vyjadren{
aje pristupuje k nim ako k relevantnym terminom hudobnej estetiky (Bowie, 2007, s. 160, 333, 330).
Hudobna filozofia sa nad funkénou metaforikou vedeckého jazyka uz vobec nepozastavuje, napr.
respektovany hudobny filozof Stephen Davis pouziva termin hudobny idiém bez zvlastneho
vysvetlovania a neciti potrebu zastitit’ sa pti jeho pouzivani Adornovou autoritou (Davis, 2003, s. 22, 162,
173).

Identifikdcia hudobnych idiémov v autonémnej hudbe je samozrejme primarne Strukturalistickym
zadanim, odkryvanie ich aktudlneho vyznamu je viak vecou interpretacie. Specifické idiomatické $truktiry
sa vo funkcii Stylistickej typizacie mézu vzt'ahovat’ ina performativny kontext hudby. Instrumentalne
ivokalne idiémy su bezné nielen v strukturalnom kontexte hudby (ako inStrumentilny ¢&i vokalny

kompozicny $tyl), ale maju relevanciu 1 v hudobno-interpretacnom zmysle, napr. v podobe $pecifickych

1 Oba pojmy, das Idiom a der Stil, si p6vodné, uvedené aj v nemeckom vydani Estetickej tedtie: Adorno 1996, s. 3973
(Nietzsche hat das mit dem freilich problematischen atz gestreift, im Kunstwerk kénne ebensogut alles anderes sein.,
er gilt wohl nur innerhalb eines etablierten Idioms, eines ,,Stils*, der Variationsbreite garantiert.)



manier v artikulacii, improvizaénej ornamentacii, intonacii. Vac¢sinou sa vSak spijaju s autentickymi
hudobnymi kvalitami, rovnako v zmysle interpretacného ako kompozi¢ného idiolektu. Idiomatické
struktdry maji zvycajne komplexnu podobu, no mézu to byt aj motivické utvary so $pecifickymi profilmi
elementarnych segmentov, napr. s melickymi, rytmickymi, artikulaénymi, timbrovymi ¢i harmonickymi
charakteristikami. Bez ohladu na ich poévod, sa strukturovanie idiémov flexibilne prisposobuje
struktirovaniu aktualneho hudobného ttvaru. V autonémnom type hudby sa recepcény potencial idiomov
permanentne dynamizuje. Idiémy ziskavaji nové vrstvy vyznamov, dostavaji sa do novych kontextov, ba

£143

dokonca sa takto inovované vyznamové polia mozu spitne ,,odrazat’ a vzt'ahovat’ sa i na hudbu, ktora je
ich povodnym zdrojom. Vysledkom ne-konvencnej (anti-konvencnej) kompozicnej stratégie tak moze byt’

nielen potlacenie, ale i iplné popretie ich povodného konvenéného vyznamu.

Zakladom $pecifickej prace s idiomami v sucasnej hudbe, obzvlast’ v postmodernistickych hudobnych
dielach, su disparatne sposoby ich spajania a kombinovania. To ma vyznamné konzekvencie najmi
v rovine étosu, pretoze sucast’ou vyznamov dlhodobo recepéne sedimentovanych idiomov je vzdy aj
konkrétny hudobny étos. Prave takéto vyznamové hry na urovni hudobného étosu su napr. zakladom
mahlerovskej hudobnej poetiky, jej paradoxného a vo svojej dobe mimoriadneho umiestfiovania
»nizkeho do ,,vysokého, napr. cudzorodé idiémy vojenskej dychovky ¢i kasarenskych signalov pouzité v
symfonickej hudbe, ktord je emblémom vzneseného v hudobnom umeni. [Silu idiomatickej kompozicnej

poetiky si uvedomoval vel'mi dobre aj Adorno (1992)]

Désledkom zhlukovania a kombinovania eticky rozpornych ¢i celkom protikladnych hudobnych idiémov
je recepéné zneistenie zmysluplnosti hudby, teda problematizovanie pragmatickych funkcii umenia.
Citel'na intencia autonémnej hudby nardsat’ vzt'ahy jednotlivych idibmov prave na rovine hudobného
¢tosu totiz koliduje s ich tradicnymi referenénymi funkciami. Takyto autorsky zidmer sleduje nové vyzvy a
reviduje zdanlivo univerzalne pravdy. Inymi slovami, kreativna praca s idiomatikou revitalizuje historicitu
hudobnej re¢i. De-konstrukéné kompoziéné postupy nemusia mat’ eticky destruktivne nasledky, ak dielo
sleduje centralny étos a jeho dialekticki dynamiku, teda to, ¢o by malo zostat’ esencialnou kvalitou

umeleckého stvarnenia.

Kompozicné irecepéné aspekty vyuzivania idiomatickych prostriedkov v sicasnej kompozicnej praxi
mozno vel'mi dobre ilustrovat” dielom Marka Piaceka, Apolloopera, melodrima o jednom bombardovani
pre zbor, herca a tromboén. Bohatda idiomatika tohto diela je samozrejme najmi priznakom autorskej
poetiky postmodernistického skladatela, ale zaroven efektivne plni v celom diele funkciu metaforickej
stylistiky. Hudobna re¢ réznych historickych ¢i aktualnych hudobnych poetik tu primarne slizi ako topos,
no jeho referencné kvality su zamerne zneist'ované. Stavaju sa funkénymi idiomatickymi Stylistickymi
metaforami, ktoré poukazuji na humanne univerzalny problém eticky rozpornych aspektov dejin,
v ptipade Apolloopery, eticky rozpornych aspektov pribehov z ¢ias medzivojnového, vojnového
a sucasného stredoeurépskeho mesta. Kazdé z deviatich uzatvorenych cisiel Apolloopery predstavuje
svojrazny zivot v lokalite rafinérie v troch historickych etapach: v ¢ase medzi dvoma vojnami (1. — 4.
c¢ast’), na konci 2. svetovej vojny (5. — 8. ¢ast’) a v sucasnosti (9. ¢ast’). Vsetky spolu tak podavaju uceleny
obraz minulych i suc¢asnych dejin miesta, na ktorom stala bratislavska rafinéria Apollo.

Podra slov autora, vznik hudobného diela Apolloopera bol reakciou na ,,zabtudanie® na tragicku udalost’,

ktora zasiahla Bratislavu koncom 2. svetovej vojny, bombardovanie bratislavskej rafinérie Apollo (16. juna

1944 spojenci bombardovali rafinériu, ktora bola v nemeckych rukach). Toto ,,zabidanie” na minulost’ je



zjavné nielen z marginalizovania tragédie,? ale aj z pretrvavajuceho znecistenia pddy ropnymi reziduami
vareali byvalej rafinérie az necitlivosti dne$nych developerov k lokalite s historicky mimoriadnym

vyznamom.>

Uz nazov diela mo6ze byt” vaimany ako postmodernisticky konfrontacny. Bezstarostné oznacenie diela
jednym dychom ako opera i melodrama vSak nie je nahoda, ale autorsky zamer. Nazov opera moéze
implikovat’ inscenacné prostriedky, no vsilade s melodramatickym uzom ide o pédiové dielo.
Apolloopera v$ak nie je klasickou melodramou ani operou v tradicnom zmysle. Predstavuje autonémny
hudobno-dramaticky poédiovy utvar indpirovany charakteristikami oboch zanrov. Takyto hybrid moze byt
aj vysledkom snahy o recepc¢ne priaznivé zanrové riesenie. Postmoderni hudobnici rozhodne nepodcenuju
hudobno-kultirnu realitu, nielen recepénd, ale i ekonomickd. Z tohto hl'adiska poskytuje melodrama
dolezité recepcné benefity suvisiace sjej mimoriadnym komunikacnym potencidlom. Aj z hl'adiska
produkcie je melodrama zaujimava pre svoju performacni nenarocnost’. Hudobno-dramaticky koncept
Apolloopery nepracuje s narativnou Sirkou, takze moze rezignovat’ na Standardnd divadelnost’
a inscenovanost’ tradi¢nej opery. Aj pédiova performancia (koncertna produkcia) a angazovanie postavy
herca — rozpravaca si typickymi prvkami koncertnej melodramy. Avsak hudobna prekomponovanost’
dramatickych utvarov i lyrickej kontemplacie prekracuje rimec melodrimy smerom k opere. Chyba
konven¢na dramaturgia melodramy, rozdelenie dramatickych vyrazovych poléh medzi epického
rozpravaca a lyrickd hudbu. V Apolloopere nendjdeme hudbu scénickej, sprievodnej povahy, taka typickd
pre klasicka koncertnd melodramu.

Vyuzitie zanrovych idiémov melodrimy v opernom koncepte je platnym artistickym gestom. Napokon,
produkény (nie vSak zanrovy) melodramaticky ramec diela predurcuje aj dedikicia Apolloopery
konkrétnemu hudobnému telesu — Slovenskému filharmonickému zboru. Uz z nej je zrejma autorska
intencia prijat’ limity vyhradne zborového riesenia opernej poetiky ako kompozi¢na vyzvu. Zaangazovanie
rozpravaca sa teda javi ako logické rieSenie v ramci $pecifického obsadenia tejto hudobnej dramy. Herec —
nespevak nie je v Apolloopere len performacne ,komfortnym® rieSenim, ale je umelecky zaujimavym
nositelom dejovej dynamiky, pretoze saturuje vsetky vyrazové polohy dramy. Rozpriva¢ — herec je
dokumentaristom (priblizuje fakty aich historicky kontext, 1), je zaroven i lyrikom (prednasa poéziu) a
epikom (priblizuje konkrétne postavy aich pribehy). Operne nestandardna je i podoba instrumentalnej
zlozky kompozicie. Velky spevacky zbor shercom si doplneni jedinym hudobnym nédstrojom —
trombénom (prilezitostne sa angazuji dva trombény4). V Apolloopere vsak mozno najst’ i
jednoznacne operné rieSenia, iked iste nie v podobe ,cistych® opernych foriem ako ich poznime
zo scénickych opernych predstaveni. Dielo je Struktarované ako sled tzv. cislovanych, samostatnych
,»,obrazov*, v ktorych sa striedaju epické a lyrické plochy. V lyrickych tsekoch sa dramaticky ¢as meni,
spomaluje & celkom zastavi. ,,Predizeny ¢as niektorjch obrazov dramy pondka kontemplaciu

i dramaticky angazované prezivanie individualnych expresivnych dusevnych stavov a hnutf. Vzhl'adom na

2 Treba spomenut’, ze meno rafinérie — Apollo — sa uchovalo v pomenovani najnovsicho mosta cez Dunaj (Most
Apollo), ale i v pomenovani Hotela Apollo na ned’alekom Dulovom namesti. V roku 2014, rok po premiére diela,
uplynulo od bombardovania rafinérie70 rokov, co bola prilezitost’, ktora ozivila zdujem niektorych historikov
o vojnové udalosti v Bratislave.

3 Premiéra Apolloopery bola 19. novembra 2013 o 19. hodine v Malej sale Slovenskej Filharmoénie v bratislavske;
Redute (rézia — Marold Langer-Philippsen, dirigent — Jozef Chabron, Slovensky filharmonicky zbor, rozpravac —
Stefan Bucko, trombén — Albert Hruboveak).

4 Pri reprize Apolloopery pocas festivalu Bratislavské hudobné slavnosti v roku 2017, bolo sélové riesenie trombdénu
zmenené, jeden part bol rozpisany pre dvojicu trombénov. Tato uprava (zavisla od produkénych moznosti)
kompozi¢ne zodpoveda polychérickému kompozicnému rieseniu prvej (Adam) a poslednej (Veze) casti Apolloopery.



minimalistické herecké riesenie, je scénicka akcia z kI'icovych momentov diela celkom vypustena, objavi
sa len ako dramatickd marginalia v kratkom bizarnom dialégu, v scéne vyzvania do tanca, odohranej

¢lenmi zboru v 4. ¢asti Schodza.

Hudobno-dramatické spracovanie narodne vyznamnej historickej témy predpoklada (i vyzaduje) pracu s
typickymi vyrazovymi polohami klasickej dramy, so vznesenost'ou a patosom. Obe su v Apolloopere
dosahované vyhradne artistnymi prostriedkami, idiomatickymi $truktdrami odkazujicimi na historické
kompozi¢né techniky. Poetika Apolloopery je postavenid na principe metaforickej konceptualizacie.
Idiomatické Struktiry najroznejSicho pévodu umoziujd v ramei  historickej témy priame odkazy na
kultdrne vzdialené kontexty nielen na rovine libreta, ale i hudobnych struktir a kompozi¢nych technik.
Citaty vSeobecne znamych sentencif, alizie i nejasné naznaky a inotaje si zhudobnené Stylisticky rozdielne,
raz konformne popkultirne, inokedy artisticky, a to takym sposobom, Ze korektna interpreticia textu
ihudby miestami predpokladd az kryptoanalyzu. V zavislosti od posluchacskej skisenosti moézu mat’
idibmy vo vzt'ahu k ich pévodnym vyznamom nielen reprezentacné, ale i aktualizacné ¢i metaforické
funkcie. Reprezentacia idiémov sa nerealizuje len vo sfére familidrnosti, ako je to v mainstreamovej
popkultare, ale aj v ndznakoch, v juxtapozicidch, ¢i dokonca v absurdnych kombindciach, ¢im sa

zabezpecuje neustale narusanie recepéného komfortu.

Popkultdrna Stylistika sa povazuje za jeden z priznakov postmodernych umeleckych poetik. Pre
akademickd hudobnu estetiku bolo donedivna samozrejmost’ou, Ze recepéne prvoplinova popularna
hudba nevyzaduje interpretaciu ani vyklad. Narocnejsie publikum zasa typické popkultirne idiomatické
banality viaima ako kli§é, ktoré vyvolava pochybnosti o autentickosti a umeleckosti tvorivého gesta. Tieto
predsudky udrzuje pri Zivote aj presvedcenie, ze autori popkultury zdielajd so svojimi poslucha¢mi ,len®
fyzickd radost’ zo znejucej hudby, ktord protireci sustredenému, nicim nerozptylovanému poctuvaniu
hudby a jej kontemplacii. Ani pre estetiku a muzikolégiu nebola popularna hudba velkou intelektualnou
vyzvou, dokonca ani ako sucast’ modernistického umeleckého gesta. No tento nezaujem umenovedy o
»popularny” typ kompozi¢nych stratégii nezdielali vSetci profesionalni hudobnici ani vsetci hudobni
skladatelia (uz spominany Gustav Mahler je len jednym z nich).> Pre recepént hudobnu estetiku je
popularna hudobna Stylistika plnohodnotnym hudobnym esteticnom, ato ivtedy, ked sa od nej
neocakavaju autonémne hudobné kvality a jej recepcia nie je spita s kontemplativaym (interpretativnym)
pocivanim. V mnohych pripadoch (ak nie vo vic¢sine) sa totiz popkultirnej hudobnej produkcie

a autonémnej hudby od seba 1isi skor vonkajsou formou a Stylistikou, nez technikami kompozicie.S

Idiomatické popkultirne hudobné struktiry typické pre hudbu easy listening maji v v Apolloopere bohaté
zastapenie. Nielen melodické standardy, ale 1 rytmické prvky konkrétnych tanecnych typov maji v prvom
rade funkciu toposu, odkazuju na historicky ¢as, socialny kontext a snim spity étos. Rytmicky sprievod
tanecnej hudby zabezpecuju vyhradne zborové hlasy spevacky narocnymi beztextovymi vokalizami.
V pripade perkusivaych nastrojov by islo o relativne jednoduché rytmické postupy, no ich zborovy
aranzman vyznieva absurdne. Ide o typicky prejav skladatelovho hudobného myslenia v nestandardnych
kompozi¢nych rieseniach. Aranzérska odvaha skladatela je vo vysledku nielen zvukovo, ale aj

interpretacne zaujimava. Stvrta ¢ast’ Schodza prinasa celd encyklopédiu tane¢nych idiémov 30-tych rokov

> Neodskriepitelné argumenty ponuka velka c¢ast’ instrumentalnej hudby uz od obdobia baroka. Ak sa tieto hudobné
kusy dnes pocivaju ako autonémna koncertna hudba, neznamena to, Ze by sa mal interpretacne ignorovat’ ich
pévodny ucel — zabavat’, a to nielen dobovych posluchacov, ale aj samotnych hudobnikov.

¢ Porovnanie mainstreamovej popularnej hudby 20. storoc¢ia s klasickou autonémnou hudbou (presnejsie
s kompoziciami klasicko-romantickej hudby) ukazuje, ze kompozi¢né postupy oboch (v strukturdlnom zmysle) su si
vel'mi podobné, ba ¢asto totozné (podrobne pozti Michalec 2010, 2012).



20. storocia aranzovanych pre spevacky zbor. Rytmické Struktiry tanga s typickymi beatovymi a off-
beatovymi rytmickymi modelmi artikuluji zborové hlasy na slabiku -pa-, ,apolacka™ hymna Apollo,
Apollo, svet sa tocf okolo ...7 je zhudobnend na sposob rakuskej ,,hochstaplerskej” melddie a v idiémoch
easy listening pokracuje aj valcikovy hupavy sprievod altov (na beztextovu vokalizu -a-). Idiomatické
struktiry spolocenskych tancov, tak rytmické ako melické, uzatvaraju cela 4. ¢ast’ unavenou melédiou
tenorov spievajucich text autentického dokumentu — inventarneho zoznamu robotnickeho spolocenského
klubu Apollo, ktory je dodnes uchovany v historickom archive Slovnaftu.®

V5. casti Apolloopery nazvanej Piloti opustajd idiomatické struktury funkciu toposu postupne
nadobudaju povahu metaforickej stylistiky. AZ v obrazoch tejto €asti sa po prvy raz pripoment skutocné
vojnové udalosti, no vd’aka popkulturnej hudobnej $tylistike virazovo pokracuji v odl'ahéenej atmosfére
predchadzajicich casti. Text zostava hravy az roztopasny, no len na prvy pohlad. Autor kalkuluje
s neznalost'ou poézie Williama Blakea asnaz{ sa posluchdc¢ov uci¢ikat’ v detinskych off-beatovych
idiémoch swingu, ktorymi zbor spieva verSe z Blakeovych Prislovi z pekla (Busy bee has no time for
sorrow). Ani text ani hudba nemajiu samé osebe vyraz vojnovej tragiky, naopak, hlasy hravo poskakuju
a vyzyvaji Dip him, dip him, in the water. To, o ¢o ide, presnejsie, o sa nezadrzatel'ne bliZi je este prilis
hlboko a ,,¢ita” to len skaseny posluchac, skiseny literarne, kultdrne, historicky i hudobne. Anticipacia
tragédie je zjavna len ak sa vjznamovo skibia chladné ironické verse Williama Blakea, znalost’ dobového
amerického idealu dokonalej manzelky a pracovitého manzela a poznanie umiestnenia rafinérie Apollo v
blizkosti Dunaja. Rozpravaé je facilititorom len diastoéne, doplfia spev Brentanovej uspavanky
informdciami o tom, ze Bratislavcania boli presvedceni, Zze im letecké nalety nehrozia, pretoze lietadla
dovtedy vzdy len neskodne prelietavali ponad mesto. I ked je v tejto casti Apolloopery po prvy raz
zobrazené bombardovanie avizované uz v titule diela, hudba si vd’aka hre s popkultirnymi idiémami stale
udriuje Pahkovazny tén a tragika udalosti zostava stale len tusend. A% v 6. Casti nazvanej Cin sa dielo
za¢ina posuvat’ na recepcne odlisnd droven. Banalne harmonické sledy kadencii aj tu mozu pripominat’
(do istej miery) popkulturne klisé, no rozpravacov vecny popis bombardovania uz ohlasuje zmenu

atmosféry.

V rovine libreta sa zac¢inaju hromadit’ metaforické vrstvy vyznamov, ktoré posluchica posuvaju do stéry
artistickych semiotickych hier, ktorych horizont urcuje len jeho recepénd skdsenost’ a interpretacny
potencial. Od 7. casti libreto odkazuje na univerzalnu kultdrnu tradiciu, tvorf pasti§ z diel zakladajicich
hodnotové a etické principy eurdpskej civilizacie: biblickej Apokalypsy, Danteho Pekla, Horatiovych Satir,
z Prislovi pekla Wiliama Blakea, tryvku z basne Samuela Becketa ¢i Hviezdoslavovych Krvavych sonetov.
V poslednej, deviatej ¢asti Apolloopery nazvanej Veze, libreto opusta pastiSovy princip hromadenia
textovych fragmentov z ikonickych literarnych diel a prinasa celkom novy autorsky text pre rozpravaca. Je
presyteny idiémami jazyka a apokalyptickych obrazov Hviezdoslava, sentimentalizmov Machu,

melancholie Krasku i nepoucitel'ne optimistického postoja k buducnosti.

V stlade s poetikou libreta, aj hudobna kompozicia Apolloopery od 6. ¢asti odkazuje k univerzalnym
tradiciam eur6pskej hudby a zacina sa jednoznacnejsie hlisit’ k odlisnému hudobnému étosu, k étosu

historickych kompozi¢nych technik stredovekého moteta a polychorie.

7 Ide o autentickd piesenn robotnikov rafinérie, cit.: ,,Na zdbavach, tancovackach a réznych posedeniach kricali
podgurazeni pivom: ,Apollo, svet sa to¢i okolo‘!” (podl'a Kraus 2000, str. 17).

8 Inventarizacny supis majetku spoloc¢enského klubu Apollo z 30-tych rokov 20. storocia.



Hudobna semiotika sa vzt'ahuje k artistickfm vyjadrovacim prostriedkom, akymi si hudobno-rétorické
figiry, polyfénia a motetova technika spitd s polytextovost’ou a viacjazycnost’ou. Motetovy princip sa
niekolkokrat objavi uz v 2. ¢asti Tovaren, ked’ sa v librete simultinne stretnd vsetky jazyky typické pre
medzivojnovu Bratislavu: slovenc¢ina (Krasko), madarcina (Petdfi), cestina (Macha), nemcina (Brentano).
Archaicka hudobna idiomatika polyfénie tu anticipuje univerzalne etické vyzvy, no zostdva zatienend uz
zmienovanymi ididmami popkultirnej tanecnej a muzikalovej proveniencie.

Siedma cast” Spoved,, je strukturalne vel'mi clenita, vedl'a seba sa ocitaju hudobne 1 textovo diametralne
odlisné useky, a Co je interpretacne zaujimavé, odlisuji sa nielen svojou poetikou, ale i kompozi¢nymi
stratégiami. Polyfonicka skrumaz na sposob izorytmického polytextualneho moteta vratane tenoru v jeho
pévodnej motetovej funkeii drzanych ténov, sa strieda s ocarujucimi kantabilnymi homofénnymi dtvarmi
zhudobnujucimi Machove versSe. Vzapiti sa s apokalyptickym zvolanim (qués poterit star®®) a Horatiovym
versom (Mutato nomine, de te fabula narratur'), navracia bez akejkol'vek pripravy archaicky goticky
polyfonicky $tfl, nie v motetovej, ale textu primeranejsiej konduktovej sadzbe.!' Konduktus je apelativne;jsi
nez moteto, pretoze hlasy sa pohybujd syrytmicky, vd'aka ¢omu je v tomto kratkom tdseku text libreta
zrozumitelny. Hudba pokracuje polyfonickou technikou volnej imiticie, ktord je sprevadzana
pohyblivymi triolami nemelodickych hlasov, typickych skor pre homoféniu (opit’ paradox typicky pre
autorsku poetiku). Skrumdz kompozi¢nych stylov a technik je zaviSena profinnymi idiémami dychovky v
optimistickom zbore, ktory sprevadza rozpravaca. Zaver 7. casti ma podobu Struktirne zmitenej
kompozicie, ktora je skvelou psychologickou metaforou posttraumatického syndrému. Spolu s textom
rozpravaca je Struktira textu i hudby silnym agensom obrazu zmiteného zahradnika, ktory vytesfiuje

prezité hrozy a absurdne sa upina k povinnosti poliat’ travnik.

Zaver

Apolloopera skladatela Marka Piaceka pontka hudobnej estetike velky priestor na interpreticiu
kompozi¢nych hier s najréznej$imi typmi idiomatickych $truktar. Posluchd¢ Apolloopery sa striedavo
ocitd zoc¢i-vodi ,,prijemnym® popkultirnym hudobnym idiémom v rovnakej miere, ako je vystaveny in
medias res znepokojivému posobeniu tradicnych az archaickych idiomatickych hudobnych Struktar
a kompozi¢nych postupov. V Apolloopere sa prelinaju Stylisticky protikladné kompozi¢né stratégie
s odlisSnymi recepénymi narokmi: easy listening a Strukturalne komplikovana polyfénia. Z recepéného
hPadiska je vSak najzaujimavejSie vzajomné vyvazenie kontrastnej metaforickej idiomatiky, ktora
posluchacom ponuka, bez ohladu na ich posluchiacske preferencie, katarziu v duchu klasickych

poziadaviek dramy.
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Musical idioms as meaningful and expressive constants: Marek Piacek: Apolloopera - a
melodrama about bombing fot the choir, actor and trombone

Resume: Idiomatic musical structures are a natural part of musical language and they resemble phrasemes
in colloquial language. They effectively perform the operational functions on the pragmatic
communication plane. Even though idioms are considered to be holistic and non-degradable units, in the
language of music, they are often formed by complex structures composed of idiomatic segments of a
lower order, which mutually combine and overlay. Despite the fact that in the genetic code of each idiom
there is a firmly established and traditionally embedded "information", the information is inevitably
subject to socio-historical changes and its importance is only consolidated on the background of the
situational context of its current use. This historic property of idioms both in the area of music and
language enables their permanent re-interpretation and it maintains the sense of classical interpretive
questions of influence, tradition and originality in reception of art. The compositional and receptive
aspects of the idiomatic structures of musical language can be very well illustrated by Mark Piacek's
Apollogpera— a melodrama about bombing for the choir, actor and trombone. The rich idiomatic nature of this work


https://espes.ff.unipo.sk/

is not only a symptom of the poetics of a postmodernist composer, but also an efficient function of
metaphorical stylistics. The musical language of various historical and current musical poetics serves as
tgpos, whose reference qualities refer to the ethical dimension of the various aspects of the historical story
from the inter-war and war Bratislava through idiomatic stylistic metaphors. _Apolloopera combines the
stylistically contradictory compositional strategies with different requirements on reception: easy /stening
and structurally complicated polyphony. In terms of reception, the most interesting issue is the mutual
balance of the contrasting metaphorical idiomatic nature, which brings a catharsis to the listener in the
context of classic drama regardless of his/her listening preferences.
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Abstrakt: Text seznamuje Ctenife s vyukovou metodou nastaveni problému, jeho feseni pomoci zavedeni a
aplikovan{ teoretickych pojmu, konceptovou analyzou vybraného dila a duslednou oporou o kontext a ko-text dfla.
Priklady vybirda ze soudobé scény vytvarného uméni a jeho cilem je zduvodnéna interpretace dila. Opira se o
Goodmanovské terminy denotace, exemplifikace a exprese. Metaforickou exemplifikaci, expresi cleni
prihledem poznavacimi perspektivami 1. a 3. osoby na prozitkovou a empatickou komponentu, opira se tak o teorii
artefiletiky. Otevira a fesi tak problém vztahu relativnich objektivnich danosti dila, jeho intersubjektivné kotvené
interpretace a subjektivné vaimaného prozitku z dila. Tvorbu chape jako zptisob poznani.

Klicova slova: uméni, design, tvorba, obsah, vyznam, struktura dila, kontext, exprese, objektivni, intersubjektivni,
subjektivni, vyuka, metoda.

Abstract: The text introduces the reader to the teaching method of problem setting, its solution by introducing and
applying theoretical concepts, conceptual analysis of the selected work and consistent support for the context and
the co-text of the work. He chooses examples from the contemporary scene of fine arts and aims to provide a
reasoned interpretation of the work. He relies on Goodman's terms of denotation, exemplification, and expression.
The metaphorical exemplification, the expression is broken down by the perspective of the cognitive perspectives of
the first and third person on the experience and empathic component, relying on the theory of artefiletics. It opens
and solves the problem of the relationship between the relative objective dances of the work, its intersubjectively
anchored interpretation, and the subjectively perceived experience of the work. Creation is understood as a way of
knowing.

Keywords: art, design, creation, content, meaning, structure of work, context, expression, objective, intersubjective,
subjective, teaching, method.

Problém a jeho vyukova ucelnost

Satovka, nebo uméni? Provokativni otizka tohoto zamysleni nad smyslem a aktuilnim vyznamem svéta
umeéni obsahuje zamérnou chybu. Dilo Kathariny Grosse, které jsme vybrali jako piiklad kvalitnf a vlivné
soudobé tvorby, dilo autorky, ktera je dlouhodobé¢ zastoupena na vyznamnych piehlidkich evropské a
svétové trovné a zaznamenala vystavni Gspéch letos i v Praze (Veletrzn{ palac, 2018)', neni vyrobeno ze
satovky. Tedy materidlu
vyrobeného za ucelem Sitl
obleceni z latky v dané metrazi.
Ale je to zajimava teoreticka
otazka, kterd muze spustit
kritické myslen{ vnimatele, aby
umél sam sobé a druhym
ozfejmit, pro¢ malovana platna
Kathariny Grosse a jejich

vyznamna podobnost s efektni

satovkou nejsou to samé. Pro¢

Vystava K. Grosse ve Veletrznim palaci (2018)

I Narodn{ galerie, Katharina Grosse, Zazra¢ny obraz, Veletrzni palac, 16.02.2018 - 06.01.2019.



mu kulturné nesplyvaji, kdyz ob¢ ptisobi svou pestrosti esteticky velmi uspokojive a lakave.

Tento text by rad feSenim tohoto problému ozfejmil vyukovou
kritickou metodu, zalozenou na kontextualnich oporach blizkych
oblasti a ukazal, bez kterych teoretickych pojmu dnes stézi l1ze vyucovat
obor vizualntho uméni®. Témito oblastmi je jednak svét uménf a jeho
rozhrani k oblasti neuméni (tedy objekti, které nebyly za uméni uznany
nebo nebyly ani s témi ambicemi tvofeny) a pak velmi pfibuzny obor
designu, v tomto piipad¢ se jedna o design odévni. Na podobnych
podryvavych, avsak velmi interpretacné ucinnych otazkach lze zalozit i
vyklad stézejnich momentd moderny’ a postmoderny: Jak se dokonale
natfend vrata na modro odlisuji od celomodrych obrazi Yvese Kleina?
Jak se minimalistické objekty, napfiklad Morrisova Kostka, odlisuji od

matematickych modelt na vyuku objemu v matematice v Sesté tifde?

Jak se velmi poklesld a neeticka vystava Body* lisi od Hirstovych

Alexander McQueen, Rainbow-  objektii nalozenych také ve formaldehydu? Jak odlisime, kdyz barvami
Shipwrecked-Dress, 2003,

foto Steven Meisel caka malé dit¢, jindy cvic¢ena opice a jindy J. Pollock? Poptipadé, jak se

jiz hotova Pollockova platna lisi od cakanic na podlaze v kazdém

druhém malifském atelieru? Co odlisuje Duchampovu Fontanu od pisoaru?

Teoretické pojmy: obsah, vyznam a struktura dila

Téchto otazek lze vymyslet nekonecné (rozdil folklor — citace folkléru) zejména v dobé apropriacni praxe,
ktera byla silnd na rozhran{ tisicileti. Smysl téchto otazek je teoreticky se opfit o pojmy konvergentniho a
divergentniho mysleni a kriticky oteviit zakladni otazky obsabu, vyznamn a voitind struktury dila. Kriticky
dialog je tedy vyucovaci metoda, ale i zptisob mysleni, stojime-li na vystavé pfed neznamym dilem, kdy se
pottebujeme rozhodnout, jedna-li se o umélecky kvalitn{ ¢i nekvalitni objekt. Obsahova otevienost vede
ke klasifikacni a funkeni divergenci, ktera je nutnym predpokladem tvorby. Sama o sobé by vSak neméla
cenu, pokud by nebyla spojena s klasifika¢ni a funkéni konvergenci — uzaviranim artefaktd do spole¢né
ti{dy sjednocené pravidly. ,,1/ kogperaci téchto dvon protipohybii je zalogena nase schopnost rogpozndvat, porovndvat,
Syntetizovat, ale opét odlisovat, uzavirat do t7d shodného a presto védet o rozdilech. Dava to dynamiku nasemu mySlent,

umodinje viimat si stile jemnéjsich a jemnéisich rozdilii a shod (Slavik, Chrz, Stech et al., 2013, s. 48-49).

2 Termin vizualni budeme pouzivat z ddvodi obrovské medialni sife soudobé scény, zejména s ohledem na silné se
rozvijejici audiovizualni scénu. Text by rdd upozornil na plodné rozhrani umén{ — neumeéni, pak se také hodi $irsi
termin vizudlni vice, nez termin vytvarny.

3 Interpretaci moderny pod jinymi koncepty samoziejmé existuje bezpocet, napifklad Jana Migasova se vénuje
prinikim mezi détskfm a modernistickym projevem a v posunu pak koncepéni implementaci daného
v postmodernité¢ (Migasova, 2015).

4 Jednd se o vystavu, kde jsou rozpitvana a jako exponaty rozlozena lidska téla, ale bohuzel ne za ucelem lékafského
studia. Navic je zde sporna a nevyfesena otazka, kde se téla vzala, kdo z vystavovanych dal souhlas apod.



Obsah pfi tvorbé nebo
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Prolétavajici klin - schéma oscilalace mezi konvergenci a divergenci pfi pohybu od moZnosti pfes
pravdépodobnost k uskuteénéni a opétovnému otevieni novych moznosti

Slavik a kol., Tvorba jako zptisob poznavani, 2013.

Vénujme se terminu obsah dila, abychom pochopili uziti zavedenych pojmi a jejich ucinnost v praxi.
Obsah dila chapeme jako to, co mohou mit spolecné rtizné artefakty, jejich obsah v tom pifpadé muze byt
pokladan za shodny. Tim jsou artefakty zafazeny do stejné tfidy, ve které se odhlizi od jejich vzdjemnych
obsahovych odlisnosti (vSechny znamé obrazy Ofélii v dé¢jinich uméni maji stejny obsah - zobrazeni
Ofélie). Z druhé strany, vzdy jesté lze v kazdém artefaktu najit obsah, ktery pfesahuje difve objevenou
shodu a vypovida o rozdilnosti (kvalitni obrazy Ofélie pfinaseji novy typ zobrazeni Ofélie). Pestra Satovka
a Zazracny obraz mohou vsak pravé nepoucenému laikovi splynout do stejného obsahu, protoze jsou si
vizualné podobné. Proto ten, kdo k vizudlnimu oboru pfistupuje nepoucen koncepci dila, a pokud

neprozkoumad kontext dané¢ho dila, coz ma nas obor vyucovat, tato dv¢ dila nebude umét odlisit.

Nahodny vyber obrazka ,,Ofélie, aplikace google, spole¢ny obsah, tfida Ofélii

Abychom se co nejrychleji dostali k ozehavym otazkam, jak kvalitn{ je které zobrazeni, na obrazku Ofélif
mame smichané svéty uméni i neuméni, jak je bézné nabizi aplikace Google na internetu. Co musime
veédet o struktute zobrazovani Ofélif, abychom se zasmali u obrazku lezictho psa, snad ,,jako utopeného®?
Otevira se otazka, co z ohromnych (a v plném rozsahu nenaucitelnych) depoziti svéta umeni vlastné

vyucovat, co vybrat, abychom obstdli v téchto obycejnych avsak konfliktnich situacich. Co musi student



veédeét o Oféliich - pojd’'me jiz vyuzit synteticnost a abstraktnost obsahu: co musi védét o ,,Oféliovitosti®-

aby analyzoval dilo vyznamného soudobého fotografa Gregory Crewdsona?

V pozadi nasich zdanlivé odlehlych dvah
slySime otazku: co vime o Grosse-ovitosti,
abychom mohli dilo Zazra¢ny obraz odlisit
od duhovych satir Ke véem vyse polozenym
otazkdm vede cesta znalosti struktury
daného dila, coz byva velmi tézké urcit, kdyz
nezname dlouhodobéjsi koncepci autora
daného dila — tedy Grosse-ovitosti. Zkusme
u notoricky znamych autorti svéta dnes jiz
ponékud  zastarale  pusobici  moderny
pfistoupit na tuto hru: co je Warhol-ovitost?
Baquiat-ovitost?  Ale  vzpomenme i

nékterého velmi znamého slovenského

autora, pfedcasné zemfelého Mancusky — co

Gregory Crewdson, Ofélie, fotografie, 2001. je Mancuskovitost?

Dovolime si tvrdit, ze neznime-li $irsi
koncept autora a zptsob jeho uvazovani a zobrazovani, je interpretace jediného dila ¢asto pomeérne tézka
a muze byt zavadéjici (viz Crewdson, kde zamérné souvislosti neuvadime). Nevime totiz strukturni vazby
napfi¢ jeho koncepty a dané dilo neni do ceho ,upnout™ a ¢im nasvétlit. Z jediného dila se Spatné
odhaduje, ,,jako co“ ° autor své dilo mysli. Proto jsou tak zajimavé monotematické vystavy, které vzdy
upfesni, co jsme o daném autorovi letmo jiz védeli. Proto je jasné, ze vyuka oboru nemuze stale jen tékat
od autora k autorovi, ale u vybranych autorit je vhodné naucit studenta chapat skrytou strukturu jeho dila

(tuto nehmotnou ideu, tato pravidla za dilem, tuto vysokou abstrakci jsme vyjadfovali koncovkou -ost).

Jako co chapeme strukturur Struktura je ,,zpusob uspofadani®, je to nad-¢asova abstrakce vyznamovych a
logickych vztaht mezi ¢astmi a celky (stov. Peregrin, 1999, s. 54-55; Slavik, Chrz, & Stech et al., 2013, s.
49-50). Je to cird idea, tj. urcita ,,sestava podminéna vice ¢i méné¢ stabilnim pravidlem (jak obvykle
pracuje Mancuska? jak jsou konstruovany Ofélie, abychom poznali vtip na jejich téma?). Jednotlivé
realizace této struktury nazyvame konstrukce (kompozice v obraze, ¢asovani ve videu, ve zptsobu, jak je
focena fotografie). Struktury jsou bezc¢asna abstrakta vytvafend myslenim a dohadovanim lidif, zatimco
jejich konstrukce, tedy konkrétni provedeni, jsou ,,¢casova™ a ,mistni, jsou lokalizovana ,tady a ted*.
Struktura je proto vidéna ve svych konstrukcich jednotlivych dél, ale ,,sama® je neviditelna, protoze

zadnou abstrakci nelze piimo vidét.

Dulezité je, ze se proto nemusime shodnout na podobé struktury a pravidel, které ji podminuji, protoze ji
musime Interpretovat z jednotlivych konstrukci. Navic struktura uréi povahu celku 1 ¢ast dila, kterym
propujci takové vlastnosti, které budou vyraznéj$i nez individudlni vlastnost kazdého z nich mimo

strukturu. Proto ji tvarce tak pfesné ladi. Struktura netvoif své prostfedky (napf. ,,slova®) v navaznosti na

5> ,Jako co® je termin, ktery je vysvétlen a pouzivan hojné nize. Zde jen miZeme upozornit na jeho oborovou
pouzitelnost a podstatnost. Nekdy ,,jako co® muze byt hlavni koncepci kvalitnich vystavnich projektd, jak doklada
dilo Taryn Simon. Analyzou jejich projektu se zabyva text Fotografie ,,jako realita® a ,,jako fikce®. Analyza projektu
,»IKontraband® Taryn Simon v Rudolfinu (Dytrtova, 2017b).



struktury ,,skutecnosti (nevadi nam, ze Grosse nenapodobuje néjaky znamy efekt, naopak!), ale na bazi
svych vlastnich pravidel. Struktura ma sva pole platnosti, kontext, ve kterém dand pravidla funguji. Pravé o
tyto hranice vznikd jeji vnitini napéti a souhra vztaht. Naopak piili§ casto pouzivané struktury a
uspofadani zpusobuji, ze ma takova usporadanost ,,umrtvujici ac¢inek®. Pifkladem muze byt naduzivanost
ubéznikové perspektivy, ktera se pak jevi jako ,,pfirozend®, a¢ se jedna o uméle konstruovany systém
(Mukatovsky, 2007; Slavik, Chrz, Stech et al., 2013).

= .-

usporadani tyci a desek
, zidli,nositka a stil pfesahuje kontext
struktury deskovitosti a tyékovitosti

Z obrazku zidle, nositek a stolu mizeme vygenerovat strukturu za jejich konstrukénim provedenim: jedna
se strukturu pravych ahld ve spojeni tycek a desek. Kdo toto odtajnil, mize pokrac¢ovat v tvorbé policek a
celych uloznych ¢i sedacich sestav. Proto je dulezité, ze znalost struktury vede k dalsi tvorbé. Uvazovani o
struktufe dila vede kinterpretaci jeho obsahu, protoze teprve v urcitém interpretacnim ramci — v
kontextu, jako soucast néjaké struktury muzeme uvazovat o obsahu dila. ,,Struktura je podminkon pro
podiizeni mnohosti jevii jednoté ,gdsady divodsi® « (Cassirer, 1996). Jaké jsou ,,zasady dtvoda“ u Mancusky, jaké u

Crewdsona, jaké u Grosser U autora, jehoz dilo nezndme, je tento kol pomérné tézky.

Termin obsah jsme si zpevnili uvedenim do souvislosti s pojmy struktura, kontext a vyznam dila.
Otevienost a oscilace kolem neuzaviiteiného obsahu dila, které nas mize oslovovat cely zivot, a kazda
proména kontextu naseho Zivota ¢i nasich oborovych znalosti mutze generovat nové odstiny obsahu
daného hustého a inspirativatho dila, otevird problematiku interpretace. U monohoznaénych dél nelze

dojit k jediné interpretaci, a ani tak oboru nelze vyucovat.

Neuzaviitelnost obsahu jako podminky pro aktualizaci umeéleckych dél a jako nadéji pro nas osobni rist
vysvétlime dvahami o dvojakém charakteru obsahu.® Z hlediska intencionality, tedy zamérnosti, ,,jako co*
své dilo zamyslime, narazime na klicovy problém. V Husserlové fenomenologii (1993, s. 87 — 103 aj.) je
tato dvojakost vylozena jako rozliSeni mezi prozitkem védomi a jemu vnéjSim pfedmétem ve védomdi.
Searle (2004, s. 117, 120 n.) z pozice analytické filozofie sdili stejnou myslenku tvrzenim, ze intencionalita
zahrnuje kromé obsahu (content), téz psychickou modalitu (psychological mode). Tuto odlisnost lze
vystihnout popisem: mohu napf. védét ¢i byt presvédcen, ze prsi, predstavovat si, ze prsi, ucit se o desti. A
také mohu milovat dést’, chranit se pfed destém nebo mluvit o desti s druhymi lidmi. Spole¢nym obsahem
pro vsechny tyto psychické modality je dést’, v kazdé z nich vsak existuje v jiném psychickém nastaveni a
v jiné dynamice vztahu subjektu k sledovanému cili, proto je i rozdiln¢ psychicky uchopen a prozivan
(Slavik, Chrz, Stech et al., 2013, s. 84-85).

¢ Opfeme se jak o fenomenologicky (Husserl), tak o analyticky (Seatle) filosoficky proud.



Medializace, procesualnost, porozuméni

Tato dvojakost vede k dynamickému a procesuilnimu chdpani obsahu a struktury dila. K chapani
obsahu jako nikdy nedohotovitelnému (v tradici dekonstruktivismu), ale dnes za téchto (vyukovych a)
kontextualnich podminek praveé tak co nejpfesnéji stanovenému. Tuto dnes co nejpfesnéjsi ,,dohodu® o
dile nazveme aktudlnim vyznamem dila. Vznika vzdy ve spolecenstvi mysli, vzdy je zapfen o aktualni
kontext (jak Mancuskovi a Grosse rozumime pravé dnes — zitra totiz mozna jiz jinak) a ma tedy
Intersubjektivni zakotvenost. A to i v piipadé, Zze sami stojime pied dilem Grosse a uvazujeme, jestli
Zazraény obraz neni pouze stejné efektni, jako duhovand Satovka. To proto, ze nase mysl vzdy vtahuje do
uvahy nasi zkusenost s oborem, nase zpusoby uvazovani, performativitu oné chvile, protoze Zazracnému
obrazu se Ize podivovat, l1ze ho povazovat za pouze pestry, lze se ho pro jeho méfitko ponckud obavat, lze
se v ném ,,ztratit (viz vjse psychické modality). Pokazdé nam proto ze zpusobu uchopeni ,,vyjde® jina
interpretace. Je nutné tyto dynamické a proménlivé aktualni podminky vyucovat, jednak aby studenti sami

lépe chapali vlastni interpretace, jednak abychom méli empaticky vhled k interpretacim druhého.

Dynamické a procesudlni chapani jednotlivych pojmt budeme v dal$im textu jest¢ vice posilovat.
Intersubjektivita je pojem z triddy termini objektivni — intersubjektivni — subjektivni. Nez postoupime
k feseni problému odliSeni $atovky a Zazracného obrazu, stanovme, jak budeme témto pojmim rozumet.
Za objektivni (ac objektivita sama je ve své plnosti nedostizny idedl) budeme povazovat fyzikalni danosti
dfla’: Grosse vytvotila 10 metri vysoké dilo zjednotlivych roli platna, které prevrstvila a postifkala
pestrymi barvami ze stifkaci pistole. Nékdy nechava bily podklad prosvitat ve skvirach, jindy latku
ptfeklopi. Pro tyto relativné objektivni danosti dila mizeme pouzit oznaceni jedné z goodmanovskych
referenci — exemp]iﬁkaci.8 Dilo je vzorkem, piitkladem, exemplem uréitych vlastnosti, které samo ma:

barvy, rozmért, materialu, umisténi apod.

Podobné jako nedostupnost objektivity charakterizujeme neuchopitelnost subjektivity. A¢ své prozitky
vnimame velmi silné a redlné, jsou to nehmotné souvislosti v interiéru nasi mysli. Jakmile prozitek néjak
zhmotnime - chceme o prozitku nékomu vypravet (zvolime slova), chceme prozitek namalovat (malba,
plosna média obecn¢), chceme ho vyjadfit tony a zvuky (hudba, audio), mizeme ho naznacit gesty (gesta,
mimika) — vzdy ho néjak transformujeme do jiz znamého symbolického kédu. V zivorkich jsme
vyjmenovali vSechny znamé a dostupné. Proto je tvorba tak unikavy autorsky () fenomén, ktery se
z téchto duvodi ani nemtize s pivodni pfedstavou plné¢ shodovat. Zavadime tedy termin medializace,
prozitky a myslenky medializujeme, obsahove je transformujeme do dostupnych médii a jejich
symbolickych systému. Pritom je zasadné dulezity izomorfismus obsabn: tvotici autor usiluje o to, aby obsah
jeho dila byl izomorfni (tj. obsahov¢ ekvivalentni) s obsahem jeho tvircich zaméra a predstav.

Meédiajsou v tomto kontextu chipana jako nastroje symbolické nebo ikonické reprezentace, které tu verzi

svéta, kam nam umozn{ svymi moznostmi vstoupit, spoluutvaii, verze malba neni verze akusticky obraz,

kazda verze utvafi jinak zkonstruovany svét, s jinymi mezerami a fakty, s jinymi pravidly. Vznikly fikénf

7'V tradicich ceského strukturalismu (Mukafovsky, Chvatik) se jim fika ,,dflo-véc®.

8 Dalsimi terminy jsou denotace — kam dilo odkazuje, co jsme pfi nasf kulturni znalosti na dile rozpoznali, a exprese
— metaforicka exemplifikace, jaké lidské obsahy si dilo na zakladé toho, kam odkazuje (denotace) a co relativné
objektivné predvadi (exemplifikace), pfitahuje. Pfiklady expresi jsou: vasnivost, uzkost, neurcitost, suverénnost,
étericnosti, upocenost... Goodmanuav znamy piiklad: obraz je doslovné $edy, ale metaforicky smutny. Exprese jsou
proto vzdy metaforické, a proto interpretacné obtizné, zavislé na kontextu a ko-textu dila. Kontext chapeme jako
$irsi socialni, kulturni a politické pole souvislosti pro dilo, ko-text chapeme jako nejblizsi prostfedi sledovaného jevu
v dile: cervena vedle zelené, hrana vedle mezery. Ko-textu v dile se vénuje publikace Ko-text (Dytrtova, Raudensky,

2015).



svét (Dolezel, 2003) je zasadnim zpusobem témito nastroji zprostfedkovany. Média nejson pomickou ¢i

,»kabatkem®, do kterého oblékdme dany obsah, média tento fakt ##dri (Goodmanovo worldmaking).

Instrumenty, jejich prostiednictvim se tvorba uskutecniuje (Kvasz, 2015) a jejich roli pomohou dobie
vyjadfit ¢fsla a vztahy mezi nimi, totiz ty, které mohou vyjadfit. Stavaji se ndstroji symbolické reprezentace
a umoznuji tvorbu a vstup do novych realit, ¢imzZ je tvofi. Matematika je v tomto ohledu vyborny pfiklad,
ktery vysvétluje ,,mocnost™ médif, protoze pojednava ptimo o vztazich. Matematika nikam nedenotuje a
svymi vazbami rovnou utvafi, proto je velmi cistym pifkladem toho, co déld kazdé médium svym
zpusobem, mluvime pak o jisté medializaci. Jak instrumenty, tak média zprostfedkovavaji pfistup ke

skutecnosti, ktera se nam nedava ve své plnosti.

Existuje pluralita riznych ,,sad nastroja, sad médii ¢i instrumentalnich praxi, z kterych kazda otvira
odlisny piistup ke skute¢nosti (malba neni hudebni zvuk, kresba nenf ani malba, ani hudba atp.). Média a
instrumenty v tomto pojeti pak rtzné ,krdjeji* skutecnost a kazdd verze svéta je dana jistym intervalem
méfeni (u instrumentu) a ,rozsahu® u médil. K jakym zavéram lze touto tvahou dospét? Realita neni
piistupnd, je pouze néjak médii zprostfedkovana, i nase vlastni smysly jsou ,,biologické instrumenty*
(Kvasz, 2015), protoze vybiraji a upravuji, i nase vlastni vnimani je ,,druh zrna“. Proto nds »3dy zajima
gpisob medializace (tj. druh transformace). Vratime-li se pro vyse uvedeny pojem exemplifikace, vzdy nds
zajima, jak je obraz, jak je instalace, jak je zvuk, (jak je skvrna, jak je skvira).

Nyni jiz mizeme dokoncit myslenku triddy objektivni — intersubjektivni — subjektivni. Relativni
poznatkova nedostupnost objektivity a subjektivity otevira $iroké pole pro termin intersubjektivni, tedy
myslenky, dila, verze svéta jako socidlné kotvené, kontextudlné zdavodnitelné, ovsem velmi procesuilni a
proménlivé. To je pole, kde vyucujeme, dohadujeme vyznam ve ,spolecenstvi mysli (Dawidson, in
Kulka, Ciporanov, 2010), kde myslime a interpretujeme dila svéta umeéni, kde rozhodujeme, ze dany objekt
jako uméni neuznime a proc¢. Proto jsme vySe dbali o kontextudlni zakotvenost dila autora
(Mancuskovitost), nebo tématu (Oféliovitost) jako vyznamu a obsahu nosné. Vztahy, relace a reference
jsou tedy to, o¢ se jedna a co bychom méli vyucovat. Pii plném védomi jejich proménlivost a relativnosti
se snazili zas a znova dnes co nepfesnéji stanovit dosazeny vyznam z dané odhalené struktury (tyckovitosti

a deskovitosti v pozicich pravych thld) a jejim pochopenim tvofit nové objekty.

Intersubjektivné kotvené faze tvorby vystizné vystihuje Zuidervaart (2015, s. 18-19). ,,Pro mme je imaginace
komplexcnim procesem, ve Rterém jsou lidé ve vdjemné interakei a v interakci se svym okolim. Proto ji prisuzuji priviasteke
Jintersubjektivni’. Tento proces je wytvdren tremi praktikami: prigkumen, pregentacs, kreativni interpretaci, které json
souldsti kazdodennibo Zivota. V" priigkumn usilujeme o objevy. Pravidelné kondme prezentace — ddvdme tvar objektim,
produktiim nebo uddlosten, abychom achytili vyznamové nuance, o které ndm jde. Praktikujeme kreativni interpretaci —
pokousime se ddt smysl objektim, s kierymi se poji vétsi mira vyzmammn, neg ta, Rterou je obvyRly jagyk schopen
gprostiedkovat.  [sme pravidelné angagovani v praktikdch imaginace: v priizkumu, v prezentaci a interpretact
estetickych znaku.*

SLstetické znaky jsou v tomto Rontextn jednoduse prisoby, ve kterjch objekty, produkty a wuddlosti funguji v nasich
kazgdodennich praktickych aktech priigkumn, prezentace a kreativni imaginace. Funguji jako estetické naky ve svych
mognostech uchovat objev, Ziskat vyznamné nuance a vyjvat ke kreativni interpretaci, viy 13 podminky wuméni
(Zuidervaart, 2015, s. 18-19).

Klicovy problém interpretace uméleckych dél nebo veskerych estetickych objekti, prave tak jako ustfedni
problém vzdélavani v této oblasti, spociva v tom, Ze esteticky znak, jak o ném Zuidervaart uvazuje, je
»amalgam* mezi véci a ideou — nelze ho proto ,,rovnou chapat®, ale je nezbytné #orivé objevovat jeho obsah

ve vztazich mezi vaimanym vyrazem (Cassirerovym ,,smyslovym obsahem®), subjektivnimi evokacemi a



intersubjektivné interpretovanymi vyznamy. ,, I yignam vjragu spociva v urieni okolnosts, kdy maji dva vyragy stejny
vyznam, lapidarné konstatuje Quine (2002, s. 108) a ma tim na mysli vyrazy bézné nebo védecké feci:
slova nebo véty. Napf. kresba koné je vyrazem, ktery je ve svém vyznamu objeven a potvrzen teprve

tehdy, kdyz k nému pfifadime ekvivalentni vyraz: ,kan.

Pokud vsak chceme v kresbé spatfovat to, cemu Zuidervaart fikd ,,esteticky znak®, je objevovani jeho
obsahu mnohem komplexnéjs$i a vlecCems unikavejsi nez u interpretace piktogramu, slova ¢ véty.
Duvodem je skutecnost, ze esteticka nebo umélecka tvorba nezachdzi s vyrazy jen jako se ,,slovnikovymi®
nositeli viznamu (jako je tomu u znakd bézné feci nebo u piktogramu). V uméleckém nebo estetickém

pojeti jsou totiz vyrazy autorskym dilem zalozenym na metaforické organizaci obsahu.

Umeélecky vyraz je tedy predevsim predvedenou metaforon, ktera — navzdory mnoha shodnym aspektim —
vyzaduje odlisny pfistup k interpretovani a objasfiovani nez bézny nebo védecky jazyk. Pii uchopeni a
vykladu umeélecké metafory se interpret musi s velkou citlivosti pohybovat na pomyslném rozhran{ mezi
sférou umeén{ a sférou mimo-uméleckou, spjatou s kazdodenni zkusenosti (Slavik, 2001, s. 33—40).
Umeélecky nebo esteticky vyraz je proto tfeba chapat jako interpretacné otevieny ,,potencial obsahu®.
Jakmile je vyraz interpretovany jako uréity vyznam a proméni se timto aktem v plnohodnotny znak (tj. v
Peircovu referenéni ,tfet’'ost™), je ,,umrtveny™ a ztrati sviij potencial, svou obsahovou otevfenost. S timto
nebezpedim se musi vyrovnavat teoreticky apardt v teorii uméni i v teorii vzdélavani v uméleckych

oborech.

Proc¢ jsou tyto uvahy plodné pro vyukur Udrzuji blizkost umeéni a zivota, uci zdtvodnovat a obhajovat,
uvazuji v nuancich, které nasledné¢ budeme nazyvat alterace dila. Mluvi o smyslu objektu, tedy o
hermeneutické piistupnosti a o odhalitelnosti smyslu. Pro tuto snahu porozumét zavadi Zuidervaart
termin odkrytosti, kterou chape jako kvalitu porozumeni a sdileni porozumeéni ¢i vhledu. ,,Chapu uméni
Jako piisob, jimz objevujeme, rogsitujeme a testujeme nase porozuméni sobé samym, drubym lidem a univerzn, které
obyvdme. ‘Toto porogumeéni nemusi byt nutné artikunlovano 7edd, jakkoliv se tak casto déje |...| Zarover toto porozumeéni
nent poubym pocitem nebo emoci, jakkoli ndm pocity a emoce pomdhaji Jiskat k nému pristup |...) Ve skutecnosti bychom
mobli nabradit statickou vizudlni metaforn ,vhled’ (insight) vice dynamickymi terminy jako jsou (do Cestiny neprelogitelnd)
slova ,inbearing’, ,inreading’ i ,intonching’. Misto vsech téchto mognosti pousiji slovo ,odkrytost” (disclosure), které evokuje
Jak objevovani (discovering), tak odkryvani (uncovering) |...| Pravda vyroku podstatné prament 3 toho, jak se néco otevira
pro nase porozumeéni a konvergaci. Pravda vyjrokn ma co délat s kvaliton porozuméni. Jak se ona vér, o které my néco
tordime, otevird ve vtabu k_jinym vécens (Zuidervaart, 2015, s. 20-24).

K jakym zavérim jsme doposud dosli?

Zavedli jsme terminy neuzavfitelného oscilujictho obsahu, co nepfesnéjsiho aktualntho vyznamu platného
dnes a otevirajictho nové horizonty pro interpretace zitra s nékym a pro nékoho jiného. K pochopeni
jejich promeénlivosti a dynamicnosti nam pomohly pojmy konvergence, divergence a taktéz performativity
referenci (psychické modality). Terminy jsme kontextualné zakotvili jak do socialniho prostoru (neni
jedno, pro koho a s kym interpretaci utvatime), tak do zpusobu svéta umeéni (vybrany problém $atovky a
obrazu na jejich rozhrani). Proto nds zajima rozhranf umén{ a neuméni, které se dnes a denné nové musi
definovat a uvazovat o proménlivy vyvoj oboru a naseho zrani. Termin struktura dila ndm pomuze
spojovat dila napfi¢, srovnavat je a posuzovat jejich kvalitu, vede k dalsi tvorbé — o¢ jiného nez o tvofivé
mysleni a jeho materializaci by mél uditel v oblasti uméni usilovat? Uvahou nad triddou objektivni —
intersubjektivni — subjektivni jsme otevteli problém medializace v uméni a spolu s Kvaszem sdilime nazor,

ze sama realita je nedostupna, proto je nutné bedlivé studovat zpusoby medializace a druh jejich selekce ¢i



vybérovosti. Pak i nase vlastni vaiman{ je druh selekce (termin biologické instrumenty), k ¢emuz se sveét

uméni bohaté vyjadiuje.

Dalsi text bude piikladem alteraci, jejich variovani nam pomuize s tvahami o expresi’ dila, kterou bychom
radi argumentovali jako podstatu expresivnich obort. Pouzijeme Zuidervaartovy terminy odkrytosti a
pfesvédcivosti dila, jejichz praktiky ¢i faze nazval prizkumem, prezentaci a interpretaci estetickych znakd.

Opfeme se o presvédéent, e tvorba je zptsob poznavani (Slavik, Chrz, Stech et al., 2013).

Kontext dila, ,,jako co* je uméni

Zaénéme jiz nékolikrat polozenou koncepéni otazkou: ,jako co“ autor své dilo mysli.'"’ | Jako co® je
zamyslen design, ,,jako co® umeénf? Pomahd nim Wittgensteinuv (1993, s. 240) ,aspekt™ pod jakym

zornym thlem danou véc vaimam, tim se stava.

duta bedynka pInd kostka (ledu) pravy roh mistnosti zespoda
(pohled zespoda na strop s lampou)

Trikrat stejny objekt (nakresleny plnymi ¢arami) se stava tiikrat jinou prostorovou udalosti (naznaceno jen
pfedstavovanymi pferusovanymi carami) podle toho, ,jako co® objekt uvazuji, z jakého aspektu ho
posuzuji. Jednd se tedy o piiklad nezastupitelné role kontextu. V proméné kontextu je skryta i proména
objektu“. Tak doklada i dalsi piiklad, kdy utvar uprostfed se stava bud ¢islem nebo fonogramem, to podle

kontextu vertikaly nebo horizontaly.

0 Expresi jako metaforickou exemplifikaci, jejim vztahem k procesiim a nastavani, jejim dvojsmérnym a tedy vyrazné
kontextualnim vztahem se zabyva publikace Exprese (Dytrtova, Raudensky, 2017), také monotematické cislo
casopisu Kultura, uméni a vychova, 5(1).

10 Terminy de re (vypoved o véci) a de dicto (vypoved o roli) pomérne zasadné urcuji symboli¢nost, novou
vyznamnost v pozici objektu ,,de dicto”. Pomaihaji pochopit termin distanc - nahliZzet v distanci ,,jako néco®.
Odstup umoznuje zahlédnout jev exponovany v roli. ,,Byt v roli“ je urcity zpusob vypovedi vyvazovany pozici ,,byt
o véci® a metoda vyuzivana svétem uméni. Identita dila pak vznika ze zptasobu vnitfnfho uspofadani daného svéta.
Z téchto pozic lze oteviit otazku kvality a vlivnosti dila — je dilo dostate¢né husté? Zde je zasadni hrana mezi svéty
symbolizujictho uméni a skute¢nosti (jak se nam dava), které je nutné drzet oddélené: de re (vypovéd o véci, mrkam,
Ze jsem nemocny, reziln)'vv jev) a de dicto (V}'rpovéd’ o roli, mrkam, protoze ti délam vyzvu, symbol, ktery cosi znamena,
tzn. analogie ,,uméni®). Sifeji Slavik, Chrz, Stech et al., (2013, s. 126).

11 Exemplarnim piikladem pro to, ze pouhou zménou kontextu, bez zmén éehokoliv v dile, dojde k proméné
vyznamu dila, jsou objekty ready made. Tedy napf. Duchampova Fontiana redatovana na rok 1917. Bez kontextu
reakce na retardované umeéni nemocné akademismem, bez kontextu ztraty vSech evropskych hodnot znicenych 1.
sveétovou valkou, by Fontana byla prosté panskym pisoarem, designovym objektem.



Obsah interpretovany ze zmyslové podoby
artefaktu se muZe menit zménou kontextu,
I 2 resp. konceptualniho ramce, anebo zménou
pojeti ko-textu ibez fyzického zasahu do

A I; < smyslové podoby, protoZe volba jiného

kontextu anebo jiného pohledu na ko-text
I |I uréuje jina pravidla pro vyklad.

Zména interpretace prostfednfho znaku pfi zménach kontextu v zavislosti na zméné
ko-textu. (Slavik, Chrz, Stech, et., al., 2013)

Na dila, o kterych se chceme rozhodnout, kam patii, se podivejme jako na stfedni symbol B-13 a pfilozme
vykladovy kontext: bud’ svéta uméni, nebo jiné oblasti (designu). Ve které sféfe sledovany objekt dosahuje
nejzajimavejsich vysledkd, tam se piiklofime, tam se ho pokusme viadit, jestli v konkurenci zpisobu
tvorby vyznamu a dosahovanych hodnot daného svéta obstoji. Zamérné jsme vybrali jiné dilo Kathariny

Grosse, které svou magmati¢nosti a materialnost! mozna lépe mate smérem k duhovym satim.

Katharina Grosse, Windowall resized, 2010, 726x400 A.McQueen, Rainbow Shipwrecked Dress

Pestré duhové saty: byt” se jednd o velmi vymluvny model, pestrych vyraznych barev, expresivné podany
patetickou prelicenou modelkou, mimo odkazu k duham, krase a pestrosti, k exponované mohutnosti (ku
pasu modelky), hustoté a neobvyklé materidlové sytosti nefesi zadny existencialni tkol. Nema to ani
v koncepci a zaméru. Tento model chce byt nosen, musi proto vyhovovat zakladnim ergonomickym
proporcim, mus{ byt ,,nositelny*. Ale musi také pfekvapovat a lakat (na dotek, k mékkosti, k nejasnosti,
z ¢eho vlastné je), nenf to pfeci obvykly odév. Je to velmi krasna smyslové nabitd hadanka ,,k noseni.
Tomu se ptizpusobuje. Z jiného thlu pohledu se da fici, Ze nespoutatelnd krasa nebmotné svobodné duhy je
znasilnéna ,,byti tlustou sukni” - pokusme se v ivahach drzet i béznou konfliktnost interpretaci, a tim
zduaraznit vlivnost ,,psychického nastaveni” vnimatele, performativitu situace, v jaké vstupuje k interpretaci
dila. Tvorba vyznamu nikdy nezacind na ,zelené louce, zajima nas tedy cely trs kontextuzlnich

podminek pro tvorbu vyznamu dila: (a) kontext dila oproti jinym dilim, (b) kontext oblasti umeéni, co se



dnes fesi, (c) kontext doby, napf. soubéh riznych medialit (d) kontext nastaveni vnimatele (psychicka

modalita, psychological mode, Seatle viz vyse).

Ovsem tento byt’ sviidny model ve svété uméni neobstoji, neobsahuje zadnou neocekavatelnou metaforu,
expresi, nefesi zadny aktualni dkol svéta umeéni. (Vyucujeme dostatecné, co jsou aktudlni tkoly svéta
uméni, aby se nasi studenti nebali jit na soucasné projekty podivat?) Dobfe slouzi ve svété odévntho
designu, kde zdobi, pfekvapuje, je vizudlni pointou, bavi a lakd, denotuje k duhdm a buclatym mrakam,

mozna ke krase peff tropickych ptaka.

Dilo Kathariny Grosse z roku 2010 '* Windowall resized zdaleka neexponuie tvar, jako Zazraény obraz. Je
magmatickou hmotou organickych kvalit vagnosti, neurcitosti, zdanlivé ndhodnosti, proto jsme ho vybrali.
Smysl strukturné srovndvaci metody je nalézt co nejvice podobna dila, aby se zjemnil zptisob uvazovani o
obsahu dila (vice strukturné sladénych stolu, nositek a zidli). Toto dilo by proto mohlo laikovi pro
nedostatek obsahu pfiléhavéji spljvat s duhovymi Saty, které také exponuji materidlovou mohutnost,

marnotratnost tvara a barev.

Zkusme nynif uvazovat jako laik oboru (student): u duhovych $att byl kontrast §tthlého a tvarové hladkého
pasu a mohutnosti sukné, materidlové ,,oblacnosti“ sukné, tedy to je dilo zalozené na kontrastu; v dile
Grosse také vidime kontrast mezi geometrickou sazbou okna, které je barevné pfi-instalovano zasahem
autorcina barevného gesta, a hromadou ¢ehosi vagniho v popfedi. Tedy dila se shoduji v tom, ze obsahuji
vizualné exponovany hlavni kontrast. Studenti docela dobfe umi pozorovat dilo, kontrasty vanimaji, vsak
také to, ¢eho si doposud student vsimnul, jsou relativni objektivni danosti dila (exemplifikace). Denotace u
takto pruhlednych dél také nebyva problém: Saty odkazuji k duham, pefi, mrakim, Grosse odkazuje
k hromadam a oknim — ovSem ty tam totiz doslovné jsou (exemplifikace). Tedy studenta trochu
opravime, ze u $atd denotoval a u dila Grosse spadl nazpiatek do doslovnosti dila a znovu se muzeme
zeptat, kam jeji dilo odkazuje. A zde zacind problém. Protoze jestli odkazuje k hromadam (dtvar je jim

podobny) a okno tam bohuzel doslovné je, o ¢em tedy vlastné je, kam odkazujer

Zde zac¢ina problém vzdy a zde tedy upozorfiujeme na vyznamnou pedagogickou pfilezitost. Ko-text
dosazitelny popisem (kde je kontrast) nebyva problém, avsak bohuzel zde casto interpretace kondci.
Problém je, jak pouzit $irsi kontext a utvofit metaforu pro tvorbu obsahu dila. Zde se nim budou hodit
vyse uvedené vlastnosti syntetického oscilujictho obsahu vyjadfené koncovkou —ost. Co je Grossovitost?

Nevyhneme se tvorbé exprese'”.

12 Dalsf dila K. Grosse dostupné na: http://www.katharinagrosse.com

13 Nelson Goodman (2007, s. 84) koncentrované charakterizuje expresi pojmem wmetaforickd exemplifikace. ., Takto pojati
exprese je (3 logického blediska) na rozdil od denotace a ve shodé s exemplifikaci asymetricky vtah. Shodné jako u exemplifikace pro
expresi plati, Fe asymetricnost vyplhjvi ze soustiedéni na prisob repregentace. Na rozdil od exemplifikace se viak interpretovdni obsabn
exprese nezameéiuje ponze na predvadéné viastnosti, ale zejmeéna na komplexni poroguméni vyjadienémn obsabu. CoF se neobejde bez
postacujici Znalosti historicky proménného kulturniho kontextu. Z uvedenych diivodsi md exprese (v porovndni s denotaci a exemplifikact)
relativné nejslogitéisi logickon strukturu — abrnuje jak vlastni obled na prisob predvedeni (Z), tak i zwlastni obled na kulturni a
spolecensky fontext (K). Ve schematickém zdpisu: A referuje & B gprisobem Z v kontextn K (ArB; Z, K). Tim samoziejmé
negpochybiinjeme dilobu kulturnibo kontextu pro denotaci a exemplifikaci, ale v souvislosti s exipresi na néj Rlademe na cela vlasmi
diiraz, proto, Fe exprese beg analyzy kulturniho a spolecenského kontextu tviriiho dila trdci srozumitelnost a Zastira svij blubsi smysf
(Chtz, Nohavova, Slavik, 2015).
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Katefina Grosse

Nahodny vybér dila Grosse v aplikaci obrazky google

Nahodné jsme vybrali dila Grosse v aplikaci obrazky google (ozna¢me cisly 1, 2, 3,4 v prvaim fadku; 5, 6,
7, 8, 9 v druhém). Je to tedy ndhodny vzorek jejich piistupti. Pojd'me je popsat: barvou nerespektuje tvar
objektu, pfesahuje, pojima jeji pestrosti i dalsi objekty, barva se za¢ina chovat pohltive, zacind se ,,chovat*
(ve vsech pfipadech). Nezbarvuje poslusné, jak jsme zvykli z naseho fyzikalniho c¢asoprostoru, kde barvy
s vyjimkou duhy ,nechodi samy“ (proto jsou Kleinova celomodra dila duchovnim a existencidlnim
fesenim). Nepohlcyje jen interiéry (vSechny mimo ¢. 7), Grosse barvou pojima celé krajinné celky (¢. 7).
Maluje krajinou, vysvobozuje jeji tvary (odrazy nebe ve vod¢) do abstraktné chapanych skvin a dokoncuje
svymi gesty (fialova $rafura). Casto kontrast stavi na organicky nezvladatelném a geometricky uméle
konstruovaném (vSechny piiklady). Nékdy ovSem postiikany objekt posune (viz nize Bez ndzvu, 2002) a
misto mohutného vlnobit{ barevného prostoru vnimame tenkost pouhého barevného nanosu, stejnou
praktiku pfedvede, jak jsme si jiz vsimli, v Zazracném obraze (Skviry mezi latkami a prace se $ablonou —

bila rezerva). Doted jsme popisovali (exemplifikace).

K. Grosse, Bez nazvu, 2002 K. Grosse, Bez nazvu, 2002

Jakych obsahi a expresi tak Grosse dosahuje? Vystavuje zivelnost, barva se jakoby nezvladateln¢ chova,
roztahuje, pohlcuje. Dostavuje se zivocisny pocit byti v zivlu nebo pohledu na jeho bésnéni (voda, oher,
svétlo, zde barvy). Pro¢ se tak déje? Jde o soupefeni tvaru a barevného nanosu. Proto potfebuje Grosse
velké méfitko hal nebo krajin. Jiz sim tvar nas pfesahuje (budovy, haly, krajiny, drapérie velikosti opon),

ale barva ho jest¢ pfemuze a jesté ho ,,pfecakne”. Akcnost jejich piekryvi je proto tvarové velmi dulezita.
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To neni pfetazena konturka v omalovance, to jsou zbourané hranice na$i fyzikality. Barva se utrhla a
exponuje svetelné a prostorové kvality, které nevnimame, kdyz je ve sluzebné pozici oznacujictho. Musi se
stat oznac¢ovanym (Klein, proto jeho vlivnost na skupinu Zero, ktera pracovala s zivly, Newman, americt{
malifi barevnych poli). Na tuto tradici Grosse navazuje a barvu dava do role ,,akéné pokryvat®™, tim staré
prostory bofit a nové (nefyzikalni) budovat. Sama mluvi o ,,divaém prostoru®. To vaimame na vSech
piikladech, ovsem v piikladu ,,Bez nazvu® (vyse) autorka hru na novy prostor, na kterou jsme nadsené
pfistoupili, borti. Je to jen tenka vrstval To, co tak mohutné pusobi, je jen barevna slupka, pouhé zdani.
Grosse tak otevira uvahy o zdanlivosti, iluzivité, klamavosti tohoto svéta. Kdo o téchto tvahach neslysel
(dit¢ v prvni ti{d€), neporozumi tomuto kontextovému kulturnimu vztahu. Je tedy nasnadé, jaké
filosofické tvahy je nutné v ramci vykladu Grosse ve skolach zatadit: Platonovu jeskyni, zenové uvahy o
nicotnosti a zdani, o prazdnote, ktera je zdanlivé plna... celé obrovské kulturni bloky duchovnosti Zapadu
i Vychodu se jejim dilem oteviraji.

Proto nas neptekvapi, ze v Zazra¢ném obraze odkazuje zptisobem instalace k bazilikim. Vzdyt' ,,to* fika
jinymi prostiedky celou dobu. Jen se ubezpecujeme a vnimame novy zpevneénéjsi kontext pro jeji dilo:
vysokou duchovnost lidstva kontrastuje s hlinou, hromadami, podivnou organickou nezvladnutelnosti -

jak dobfe tomu rozumime, kdyz vime, v jakych télech Zijeme a o ¢em paralelné uvazujeme.

Obrat’me jest¢ pozornost k srovnani design — uméni. Zazra¢ny obraz (obr viz vyse) neni designem,
protoze ani jako tapeta, ani jako obleceni, ani jako nabytek, ani jako nic uc¢elového nenif vybaven. Nyni po
roz$ifen{ kontextu dila autorky vime, Ze toto nenastava v zadném z pfiblizenych dél. Vlastné se Zazracny
obraz dost ,,plete a bude problém ho demontovat. Je vyznamny svou bezicelnosti, avsak to byva znamka
symbolického vyznamu. Pravé proto objekty svéta umeni neplni jinou funkci, aby se mohly soustfedit na
symbolicky vyznam, ktery nedehonestuji a nefedi jinou ucelovosti. Neni designem, ovsem pro¢ by mél byt
dobrym uménim?

Je zde pfedev$im ohromujici méfitko. Vyberme si aspekt: mizeme ho interpretovat jako marnotratné
likvidovan{ materidlu, ale také jako velkolepou baziliku. Zde opét ptipomindme pied-nastavenost divdka a
performativitu situace (psychickou modalitu). Tyto diametralné rozdilné interpretace si pamatujeme také
jako ideologickou zakazku, jako politicky zabarveny vyklad déjin umeéni: barokni pateti¢nost lze vykladat

jako ,,omracovani - ohlupovani stejné¢ jako ,,omrac¢ovani - duchovni vertikdlu®.

Nepravidelné rozvrzené barevné efekty nabizeji necekanou prostorovou hloubku, avsak na vyznamné a
nepiehlédnutelné deklarované plose (jako obrazu), coz zajist'uji bilé utvary vzniklé jako rezervy pii stiikani
barvami. Expresi velkoleposti a sakrdlnosti kontextualné dodaji nase zkusenosti se star$imi epochami,
zejména s uspofadanim procesnich ritualnich mist.

Expresi zivocisnosti jsme zminili jiz vySe, zde tim, ze pruhy latky vyrazné denotuji k obraziim, ramovani,
vrstveni, jeji konotace pfevzaly jen zpusoby flekt barev. Chybi zde oproti jinym dilam téze autorky
organické kupeni.

Ovsem nase medidlné zaméfena doba doda dvahy o médiu, které rozvazuje o fikci, o klamavosti
povrchového zdani tohoto svéta (Skviry pfiznavajici roli platna). Efekty, které zname z elektronickych
médii, fes{ Grosse materialitou barvy a plochy - vytvafi fyzikalné neuvéfitelné prostory, kde latkovitost
pfinasi neurcitost hmoty, tize a tlaka. Zadna jind epocha (tj. na$ aktudlni kontext) by jeji barevné vpady
necetla v téchto zkifZzenych expresich: prave tak kulisovite, prave tak fyzikalne, prave tak vesmirne.
Exprese dila je utvafena autorem neustalym rozhodovanim béhem procesu tvorby, takze dilo-véc je
tvofeno souborem metaforicky prezentovanych vlastnosti, které tvarce zasifroval do hmotné podoby dila

(velkorysost, sakralnost, vasnivost, hloubka, fluidnost, neskute¢nost, rozporuplnost u K. Grosse). Proto je



]

exprese vzdy utvofend a artikulovana. Interpret expresivniho dila tedy ma pfedpokladat, ze dilo je
sjednocené urcitou tvaréi ideou a je vyjadfenim autorského zaméru (vyjadfit klamavost hlubiné
prozivané¢ho povrchu, a tim klamavost médii a svéta, a tim oteviit kosmologicka, mozna i jako cyklus
prozivana témata).

Tyto komplikované tkoly si design nemize v tomto mnozstvi a souvislostech dovolit fesit. Resi jiné:
zpusob funkénosti k danému dkolu. Proto toto srovnani neni zamysleno jako ponizovani a povysovani
dvou pfibuznych vizudlnich disciplin. Jsou jiné ve svych zamérech a koncepcich. Nebudeme vinit stékavé
draperie Grosse, ze jsou mizernou tapetou a pfekazeji a vlastné k ni¢emu ,,funkénimu® nejsou a prave tak
se nelze zlobit na $aty, ze jsou malo symbolicky zatizené. Oba obory maji jinou spolecenskou zakazku:
funkénim tvarem, povrchem a zpusobem zpracovani zpfesfiovat a zkvalitiiovat zivot (design); fesit tézko
dostupna existencidlni témata (uméni). S metaforou a expresi pracuji obé oblasti, jen jinak stanovuji cile
»jako co“ ma objekt slouzit. Jako rozvodna poznani, mysleni a zazitku - jako funkéni objekt, ktery chytfe
vyladil néjaky designérsky problém (bezpeéné a rychle projdeme s timto systémem komplikované

viceuroviiové metro).

Exprese, empatie a proZitek

Vyse jsme se vénovali rozhran{ relativné objektivnich danostf dila (exemplifikace), ke kterym lze sméfovat
detailnim popisem dila. Kulturné kontextualné je zatiZenéj$i denotace, zejména u dél, kde neni mimo
,hromady ¢ehosi a okna® co rozeznat. Dél, kterd zamérné minimalné denotuji, jsme nasli hodné v obdobi
moderny (Klein, Newman, barevna pole). Ovsem Siroce kontextualné a metaforicky je zakotvena
reference exprese. Pro¢ k tomu dochdzi, vysvétluje toto schéma na piikladu Sedého obrazu (Slavik in Chrz,
Nohavova, Slavik, 2015). Obraz je doslovné (exemplifikace) Sedy, ale metaforicky (u nas u lidi) ,,smutny*

nebo ,,prazdny*

~ T¥ida Sedych véci

I exemplifikuje
- N Y /4 Y— - _ EXEMPLIFIKACE
namalovany denotuje ‘
obraz

| metaforicky exemplifikuje

> EXPRESE

metaforicky denotuje |

Exemplifikace u Grosse: vsimli jsme si barevnych flekii a nazvali jsme je (zpétné jsme je denotovali)
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slovem ,,pestré skvrny“. Exprese: vSimli jsme si jejich prostorového efektu, srovnali se skvirami a jejich
modi a fialovost (zpétné denotovali) nazvali ,hloubkou®, protoze se nim dostavil oceanicky pocit

vybuzeny mnozstvim a kvalitou barvy denotujici hlubiny.

Muzeme si pfedvést fadu doslovnosti, které jsme v textu zpracovali jako exprese: bilé rezervy —
obrazovost, obrazovitost ve smyslu kulturni funkce obrazi; bilé Skviry — pfiznan{ fyzikality klamu; barevné

fleky pferustajici tvar — Zivocisna sila barvy odpoutané od fyzikality tohoto svéta; vyska 10 metra —
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nadosobni mefitko, pocit malosti, zaujmuti nadosobniho hlediska, vertikdla; pohyb divika prostorem
doptfedu/dozadu mezi pocikanymi pruhy platna - prichod rytmickymi pomyslnymi prostory, bazilikalni
travé a pohyb vumélych, matematicky pfesné clenénych prostorech, sakralita; osvétleni seshora —

baziliklni osvétleni pod fimsou stfechy, oznaceni duchovni cesty tmou zivota... atd.

V tomto strucném piehledu jsme si uvédomili, jak se kulturn{ kontext a zptisob metafory podili na expresi,
jaké prozitky a zazitky poskytuje a co ztoho vyplyva pro vyuku nasich obort. Nasledujici schéma
zpfistupnuje pochopeni pojmu zazitek, empatie a prozitek a srovnava je s goodmanovskymi referencemi.
Metaforickou exemplifikaci, ¢ili expresi ¢leni prihledem poznivacimi perspektivami 1. a 3. osoby na
prozitkovou a empatickou komponentu, opira se tak o teorii artefiletiky. Otevira a fes{ problém vztahu
relativnich objektivnich danosti dila, jeho intersubjektivné kotvené interpretace a subjektivné vaimaného

prozitku z dila.

Druhy symbolizace Komponenty zkuSenosti (zaZitku)

(intersubjektivni a objektivizujici perspektiva) (subjektivaéni perspektiva)

jak se symbolizace uskuteériuje co si skrze symbolizaci mohu uvédomit,

Exemplifikace Konstruktivni

(pfedvedeni vlastnosti) (dispozice predvadét pozorované vlastnosti)

Denotace Symbol Tematicka

(jmenovité oznacenif) lkon (dispozice jmenovité oznadit objekt nebo vlastnost)

Index

Exprese Empaticka

{metaforické predvedeni a metaforické oznaceni) (dispozice veitit se do druhého a simulovat jeho stav)
ProZitkova

(dispozice predstavit si a uvédomit si vlastni stav)

Zatimco artefileticka typologie zazZitkovych komponent je zaloZena na otdzce, co si skrze symbolizaci mohu uvédomit,
Goodmanova typologie odpovida na otdzku, jak se symbolizace uskute&iuje. (Slavik, 2015)

Artefiletika je teorie vytvarné vychovy (Slavik, 2001), kterd se opird o ideje filozofického, socidlnibo anebo
pedagogického konstruktivismu. Vychazi z analytické filosofie, ve snaze co nejpfesnéji podchytit proménu
vyznamu utvafeného ve spolecenstvi mysli a vzniklého tak z promény kontextu; a z fenomenologické
filosofie, aby byla co nejpfesnéji podchycena proména subjektivni perspektivy vnimatele'*. Podle
artefiletiky ma interpretovani dila dvé zakladni hlediska: hledisko objektivizujici a hledisko subjektivni.
Pro wvystizeni objektivizujictho hlediska artefiletika uziva vyse uvedené Goodmanovo rozliSeni
exemplifikace, denotace, exprese. Tomu zhlediska subjektivitho odpovidaji ¢tyfi  zazitkové
koncepty: tematicky (kam dilo odkazuje, denotace), konstruktivni (jak je dilo vytvofeno, exemplifikace),
empaticky a proZitkovy (empaticky a prozitkovy koncept jsou spolecnou subjektivni podminkou
exprese) (Slavik, 2015).

Vyuka expresivnich obora (hudby", audiovizualnich, vizualnich, literarnich a dramatickych obort), totiz

téch, kde tematizujeme metafory a exprese, mize vyucovat rozdil mezi tim, ze a¢ ja prozivim A, rozumim,

4 Artefiletika se vyviji od poc¢atku devadesatych let 20. stoleti jako vychovna a vzdélavaci koncepce zalozend na
didaktickém propojen{ exprese s reflexi. Timto pojetim artefiletika pfekrac¢uje omezeni tradiéni vzdélavaci klasifikace
obori podle uméleckych druht (hudba, divadlo, vytvarné ¢i vizualni umeénti aj.) s oporou v analyticky pojaté koncepci
exprese.

15 Kazda z expresivnich disciplin uvazuje o zplsobu interpretace a tvorbé vyznamu dila, jako pfiklad z hudebni
oblasti muzeme uvést publikace S. Kopcakové (2014).
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proc ty sdélujes B. Je to vysvétlen divodu trst interpretaci (Sife interpretacniho pole), které by kvalitni
dila méla poskytovat. A zaroven se umi svym zdivodnénim a opfenim o relativné objektivni danosti dila
zaméfit na interpretace vagni, nedomyslené ¢i hloupé. Umi je tim, Zze zduvodiuje, oznacit a zamitnout
s vysvétlenim, proto ani nekvalitni interpretace nezdrzuji vyuku, jsou zdrojem objasnénych chyb, coz je
velmi acinny typ vyuky.

Vse toto v procesu tvorby vyznamu dila ve Skolach a atelierech bézné nastava. Rozlisenim mezi
empatickym (umim si pfedstavit, jak je tobé ,,v tvych botach®, 3. osoba poznavaci perspektivy) a svym
vlastnim (prozivim pravé takhle, 1. osoba poznavaci perspektivy) napina pole socidlniho pochopeni a
sdileni, tolik potfebné v nasi casto xenofobni dobé. Cilem neni dojit k jednotné interpretaci, cilem je
v kritickém dialogu napnout mozny horizont kvalitnich uvah vzdy néjak kontextualné kotvenych a oznacit
ty nedomyslené (coz je u laikd, studentd bézné a predpokladatelné), povrchni (coz je bézné v dobé
spotieby a tékavych informaci) a pouze popisné (obsah dila skonéi u toho, ze jsem rozpoznal modrou
barvu na platné, naloZzenou kravu ve formaldehydu a hromadu postifkané hliny pod oknem). Tvorbu

chapeme jako zpusob poznani a expresi jako sdileni svétt lidskosti.
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Katharina Grosse - conceptual analysis of the selected work

Resume: The text introduces the reader to the problem-solving teaching method, its solution by
introducing and applying theoretical concepts, conceptual analysis of the selected work, and consistent
support for the context and the co-text of the work. He selects examples from the contemporary scene of
fine arts and aims to provide a reasoned interpretation of the work. He leans on Goodman's terms of
denotation, exemplification, and expression. The metaphorical exemplification, the expression is divided
by the perspective of the cognitive perspectives of the 1st and 3rd person on the experience and empathic
component, relying on the theory of artefiletics (Slavik). It opens and solves the problem of the
relationship between the relative objective dances of the work, its intersubjectively anchored
interpretation, and the subjectively perceived experience of the work. Creation is understood as a way of
knowing.

The problem is set on the work of contemporary German author Katharina Grosse "The Wondetful
Picture", which is cutrently exhibited in the Trade Fair Palace in Prague. It compates her colorful and
long-rolled work with a dress. But it is intended as a garment design. The articulation of these differences
opens the question: 1. "what" is the work intended and professionally verified? 2. What is the difference
between art and design? 3. Is this difference theoretically determinable? 4. Does the artistic field have
theoretical concepts to solve these tasks?

The text works with the concept analysis method, proposes theoretical concepts and uses it reasonably. It
leans on the concepts of convergent and divergent thinking and critically opens the basic questions of the
content, meaning and inner structure of the work. The critical dialogue that the text brings is therefore a
teaching method, but also a way of thinking if we stand at an exhibition before an unknown work when
we need to decide whether it is an artistically high-quality or low-quality object. Content exclusivity leads
to classification and functional divergence, which is a prerequisite for creation. It would, however, have no
value in itself if it was not associated with classifying and functional convergence - by closing the artifacts
into a common class unified by rules.

Other terms are structure and construction. The individual realizations of a given structure of a work are
called constructions, for example, the composition of the image, the timing in the video, the way the
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photograph is taken. We understand the structures as a timely abstraction created by thinking and arguing
people, while their constructs, that is, a specific embodiment, are temporal and local, are localized. The
structure is therefore seen in its construction of individual works, but it is invisible itself because no
abstraction can be directly seen.

What is important is that we do not have to agree on the form of the structure and the rules that make it
conditional because we have to interpret it from individual constructions. In addition, the structure
determines the nature of the whole as well as the parts of the work that give it properties that are more
pronounced than the individual property of each of them outside the structure.

The text builds on Husserl and Searl's two-fold character. Selects Seatl's psychological mode. Therefore, it
understands the content as dynamic and processual and adapts to the conditions of the interpretation of
the work that have a particular impact on the way the subject is educated. No interpretation begins in a
zero state and is always heavily dependent on the context and the co-text of the work.

Other terms include media, fictional wotlds, and instruments. It is based on the theory of L. Kvasz, that
there is a plurality of different "sets of instruments", sets of media or instrumental practices, each of which
opens a different approach to reality. The media and instruments in this concept then "cut" the reality in a
different way, and every version of the world is given by a certain measurement interval for the instrument
and the "range" of the media.

The terms of exploration, presentation and interpretation of aesthetic characters follow the text of L.
Zuidervaart, as the author justifies the socially anchored interpretation and verification of the work. This
contextual care best describes Wittgenstein's "aspect,” or Quin's reasoning: "the meaning of expression is
to determine the circumstances in which the two expressions have the same meaning." We are therefore
always interested in the whole range of contextual conditions for creating the meaning of the work.

The aim of the text is to give a reasoned variety of interpretations and in a critical dialogue to stretch the
possible horizon of quality reflections, which are always contextually anchored. He would like to recognize
the interpretations of an unthinkable, superficial and merely descriptive interpretation. Creation of the text
is understood as a way of cognition and expression as sharing the worlds of humanity.
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Abstract: Experiencing aesthetics and aesthetic experience has, for a long time, been perceived as the purpose and
goal of art. The aesthetic features of a work of art have been the only criteria used in its evaluation. However, these
modernist aspects cannot be applied to the conceptual and neo-avant-garde art of the 2nd half of the 20th century
that has not only brought a radical change in the artistic form, but, especially, the ontological nature of the work
itself. Modernist theories of art and normative rules which apply to perceptual art are no longer able to reflect the
changes brought by the art of mind. The traditional history of aesthetics oriented towards the definition of art
should, therefore, overlap with, for example, the history of ideas. In the text, I will thus focus on the crucial
moments which stood on the border between the old, modernist traditions, and the new, which has brought radical
changes into the study of aesthetics as well as the theory of art. The text is focused on three issues: ontological issues
of art, the criticism of aestheticism and tautology as a possible problem in interpretation, which will be dealt with
from the comparative viewpoint of the art of sense and art of mind.

Keywords: conceptualism, aesthetics experience, neo-avantgarde, ontology.

Introduction

When Julius Koller painted his “Ses” in 1963/1964, he probably did not expect that several years later it
would be in the centre of a rather sharp academic discussion of Slovak art theoreticians. Koller painted
this oil painting while still studying at AFAD in Bratislava and for a long time it was seen as an expression
of a student’s search for himself. He wrote, or rather painted, the word “sea” on the painting and let the
letters of this word “swim” on the waves. Although the painting does not depict any specific sea or the
idea of a sea, it is able to very intensely evoke undulating waves in the audience. Despite the loss of
materiality, replaced by a word, the painting has remained strongly visual. It is this very instability in the
perception and interpretation of this painting that has become a meeting point for differing
interpretational approaches. In 1979, Tomas Strauss termed “Ses”, in his samizdat manuscript “Conceptual
Art as a Media Analysis and Model of Reality (Comments on the Development of Art from 1970 to 1975)”, as a
unique phenomenon of Slovak conceptualism. (Strauss, 1992, pp. 55-62) He came to this conclusion on
the basis of the then current view in conceptualism which had also started to replace the visual aspect by
thoughts, ideas or concepts, represented in the form of a verbal statement. However, Strauss did not
support his argument with any available foreign manifestos of conceptual art and assessed Koller” work as
an effort by the author to express his opinion on the conceptual and semantic issues of the current artistic
trends through the painting. Radislav Matustik totally rejected this in his work ... Before. Crossing the Borders
1964 10 1971 in 1983, while evaluating Koller’s work in a completely different manner: ... bis painting
“Sea”, however, is not yet a fully developed textual announcement of his relationship to things, events and ideas; it is only a
frst entry into a different — non-pictorial — symbolic systems” (Matustik, 1994, p. 27) While the first theoretician

cleatly classified the painting among the primary examples of Slovak conceptualism, the latter rather finds

* This text was prepared as a grant output APVV-15-0294 Kognitivne prehodnotenie krasy: Zjednotenie
filozofického a kognitivneho stadia estetického vnimania.



it to be a continuation of the Dadaistic tradition of experimentation with writing in paintings. The
interpretational discussion regarding this painting also continued over the following years and was joined,
mainly, by Aurel Hrabusicky (1995, pp. 218-251) and Jana Gerzova (1999, pp. 145-149), who offered their
own analytical viewpoints and interpretational evaluations of Sea.! Their conclusions, but mainly the
nature of the dispute itself raises several fundamental questions: Why has this, seemingly non-problematic
and clear painting provoked interpretational disputes? Why have the theoreticians themselves found
various paradigmatic aspects of artistic development in it and why have they approached it with different
intentions? An answer to these questions corresponds to the situation in the 1960s and 1970s art. While
subsiding modernist theories were still highlighting visual aspects and aesthetic features of works of art,
which were highlighted by, for example, Radislav Matustik, others (Strauss), already in the spirit of
conceptualism, were looking for an idea and thought in the work that was intended to completely replace
the visual aspect with a semantic concept. I will try to gain more insight in this issue situated on the border
between the old modernist tradition and the new conceptualism by defining two methods of the
representation of the world which get their shape from art — the perceptual (sensory) and non-perceptual
(conceptual) forms of art. Each of these forms has a different approach to representation, i.e. the
depiction, of the world as well as to the medium used and the execution of the work itself, its formal
features, visual aspect and meaning. There are also differences in their approach to the viewer and their
place within the process of the perception of a work of art, i.e. to the aesthetic experience itself as well as
to a definition of art. Based on these approaches, the individual artistic forms began to be called: art of
sense and art of mind. While the first focused on the human senses which should be stimulated by a work
of art, the latter focused on the artistic stimulation of the mind but using different means.? They were
discussed more intensely in the 1960s and 1970s when the question of a new definition of art and the re-
evaluation of modernist aesthetical theories (formalism, expressionism), which were not able to give an
adequate response to the new artistic forms and strategies, resounded in the theory of art. The modernist
theories pay attention to a priori att, its aesthetic and artistic qualities free of functions beyond aesthetics
and art. They emphasize the autonomy of a work of art (Mukafovsky, 2000, pp. 208-214), while
highlighting its expressive and formal features (Clive, Beardsley). However, the situation in art has radically
changed. Modernism emphasized sensory experience arising from art and artistic work, but the result of
the rise of conceptualism (art of mind) was that aestheticism disappeared completely and was replaced by
comments by artists on social or political issues, intending to make a viewer think, with the visual aspect
excluded from the work. The principal difference between both of these approaches to art was not only
based on the above mentioned factors, but, according to Noél Caroll, it was particularly based on the
matter of aesthetic experience which is diametrically different in sensory and conceptual art. This question
of aesthetic experience has been the one most highly considered question in the theory of art and
aesthetics over the last 30 to 40 years (Caroll, 2003, p.. 42). It is related to the fact that sensory experience
which is connected to beauty has, for some time, disappeared from art, this has been caused by
conceptualism and other neo-avant-garde movements. A new challenge comes as a response to the
deliberate absence of aesthetic experience — the re-evaluation of aesthetic experience. The term “aesthetic
experience” originated in the early aesthetics of the 18% century (Baumgarten, Kant, Hutcheson) where it

was related to terms such as contemplation, self-enrichment, internal experience. In the words of Vlastimil

! For further information about this dispute see: Jablonska, Beata: Spor o slovenské ,,More” (2013, pp. 7-19). The author
offers an overview of various opinions on interpretation of the work which have been pronounced in the field of
Slovak art science.

2 This terminology was also used by E. Schellekens and P. Goldie, authors of Who's Afraid of Conceptnal Art (2010).



Zuska: “the aspect of the self-reflection of a perceiver and the “internalization” of an aesthetic object, its absorption into a
reflected perceptual sphere of subjectivity, are thus essential for aesthetic reception” (Zuska, 2001, p. 42). Several theories
have been formed in modern aesthetics which focus on aesthetic experience as well as the emphasising the
aesthetic features of a work of art, e.g. the concepts of Clive Bell, Susan Langer, John Dewey, Monroe C.
Beardsley, Clement Greenberg and others. Aesthetic experience is a term connected to sensory perception
and it is directly related to sensory art which possesses aesthetic features that are able to create an aesthetic
experience. For Clive Bell, a representative of formalism, the perception of a work of art is not only
simply looking. He raises it to an experience, in which the human mind is absolutely free, unbiased and
free of any external stimuli. It is free of all other interests besides aesthetic ones. This intense expetience
results in an extraordinary emotion which is related to the origination of an aesthetic experience that can
only come at the moment of experiencing an extraordinary emotion, which Bell calls an aesthetic emotion.
A perceiver has to possess extraordinary sensibility in order to be able to experience such an emotion. We
then call objects which arouse an aesthetic emotion, works of art. But why are certain objects more
extraordinary than others and how do they differ from one another? The difference lies in the so-called
significant form, based on the proper formal organization of lines, colours, forms and space. It is also the
only principle that contributes to the evaluation of a work and to distinguishing a work of art from a non-
artistic work. The significant form is put into the work by an artist and the proper organization of forms
in a specific work of art is always shrouded in mystery. An artist should be able to harmonize the
significant form to such extent that it arouses extraordinary emotions in the viewer. At the same time, Bell
points out that the aesthetic experience of a work of art is highly personal. Emotions are so individually
subjective that no system of aesthetic can have an objective character. However, he also admits that any
effort to search for objective truth in art is legitimate (Bell, 2005). We can also find aesthetic experience
seen as the objective and purpose of art as well as the nature of sensory perception in the ideas of a
younger theoretician, Monroe C. Beardsley. In his opinion, a work of art is “ereated in order to be endowed with
an ability to satisfy an aesthetic interest” (Beardsley, 2010, p. 244). As soon as we start to show an aesthetic
interest in artistic objects we deliberately head towards the aesthetic experience, which is a sort of climax —
the highest moment — of the aesthetic experience of a work of art. “Sometimes it bappens that, within the
receptive relationship, we realize our experience (which includes everything that forms our consciousness, i.e. perceptions,
Jeelings, emotions, instincts, desires, beliefs, thonghts) has been elevated in a way which can hardly be described: |...] it
includes the feeling of liberation from matters which present an external object of our interest, an intense feeling that is not
based on practical objectives, an elevating feeling of awakening of our curiosity, unification of onr selves and our experience”
(Beardsley, 2010, p. 243). If all the above mentioned aspects of an experience join together when
perceiving a work of art, we can speak about the aesthetic experience. The purpose of a work of art thus
lies in the satisfaction of our aesthetic interest and leading us towards aesthetic experience — in the case of
sensory art. However, what form does aesthetic experience and other aesthetic matters take in regards to

conceptual art?

In his article, The Problem of Non-Perceptual Art from 2003 (Shelley, 2003, pp. 363-378), John Shelley
considers three statements: 1) a work of art has aesthetic features that are relevant enough for us to
attribute an artistic value to the work (proposal R); 2) these aesthetic features are such that they can be
perceived through the five senses (proposal S); 3) however, there are also works that cannot be perceived
through the five senses — these are the so-called non-perceptual works and we evaluate them as works of
art (proposal X). The first two statements correspond to the aesthetic theory of art and try to find an
answer to the following questions: “Why do we assign an artistic value to a specific work? How do we

perceive a specific work of art?” The answer is oriented towards the aesthetic features of a work of art that



we perceive by our senses which help us to assign an artistic value to the work. The third proposal speaks
of works that we are not able to perceive through our five senses and cannot classify them among the
sensory arts since they do not possess any aesthetic features. These works are beyond the realm of the
concepts of the aesthetic theory of art; yet we evaluate them as works of art. Shelley forms variations of
the three statements, on the basis of which he finds a possibility for the evaluation of such avant-garde
works (Duchamp) that have freed themselves from aesthetic features and the possibility of perception
through the five senses. Before we start to deal with the question of the existence of aesthetic experience
in conceptual, or, in Shelley’s words, non-perceptual works of art, we will focus on some aspects of the
theoretical concept of this art. We will, however, focus only on the early stages of the development of
conceptualism where we can speak of it in its purest form. In the late 1970s, it was transformed into
various forms with many differences and specifics, taking a form of neo-conceptualism in the 1990s.
Conceptual art has been able to arouse many controversial claims and debateable questions. I will try to
cover at least those which are closely related to the aesthetic issues that conceptualism tried to delineate
itself from. At the same time, I will also focus on the ontological problem of conceptual art as well as

dealing with sensory perception and aesthetic experience.

Art after Philosophy?

In 1969, Jozeph Kosuth, in a passage from Ar? after Philosophy (Kosuth, 1999, pp. 158-177), spoke of the
end of philosophy, that it had exhausted its theoretical possibilities and was no longer able to grasp the
fast pace of change of the world and art in the 20t century. The given state can be characterized by
Kossuth’s claim: “The end of philosophy, the beginning of art” (Kosuth, 1999, p. 160). Prior to this period,
philosophy had analysed the world via empirical exploration or rationalist analyses. According to Kosuth,
today these procedures are no longer sufficient and are not able to fully grasp the changeability of the
world. The same applies to aesthetics which interprets art from the point of view of aesthetic features and
aesthetic categories.> However, the artistic development of the 27 half of the 20t century underwent a
radical change, liberating itself from aestheticism, expressionism, artistic form and beauty as the most
important aesthetic category. The importance of aesthetics — a scientific discipline dealing with sensory
perceptions, aesthetic tastes and aesthetic values — was justified in relation to traditional art, as the art
depicted and represented a certain aesthetic object which belonged to an artistic context; it was a part of
the artistic tradition. “Art &s a BEuropean tradition of pictorial and sculptural dichotomy” (Kosuth, 1999, p. 163).
This state also corresponded to aesthetic theory, especially formalistic criticism, relying on the morphology
of a work. If an artist respected the morphology of a painting, sculpture etc., they actually respected the
artistic tradition; therefore, there was no reason to question the aesthetic value of the work.* However, it is
not possible to apply aesthetics and an understanding of the theory of art in such way to conceptual art,
which rejected the traditional medium as well as the physical forms of a work of art, thus completely
rejecting the modernist paradigm based on aesthetic categories. At the same time, the function of art also
changed. The primary function of sensory art was decorative (portrait, landscape ...), referring to the
morphological aspects of a work and oriented towards beauty and aesthetic taste. Yet, we cannot any
longer look for a decorative function in conceptual works, which are called “pieces” by Kosuth. These are

works created by a conceptualist without any ambition to be works of art. They are only models of the

3 The Kosuth’s claim is, of coutse, disputable since practice has shown that philosophy still has its place in social as
well as in cultural context and is able to reflect both philosophical and artistic changes in paradigms.

4 According to Kosuth, an American Modernist Clement Greenberg was the last Mohican of the modernist theory.



artist’s idea, and it is this very idea which presents an actual work of art. “Pieces” are only the physical
form of the work of art that resides in the artist’s mind. The arousal of emotions, passions and feelings is
no longer the role of conceptual works; its main task is to communicate an idea and be the bearer of
semantic meaning. “An idea stands at the beginning of conceptual art and it is the most important aspect of the entire
work,” (LeWitt, 1999, p. 12) these are the words of Sol LeWitt, which he used to characterize
conceptualism. The creative process of the origination of the idea and its formation is much more
important than the actual physical realization of the work. Conceptual art puts an emphasis on the
intellectual process which includes all the intellectual as well as cognitive factors that support rumination,
thinking, searching for connections and the actual realization, i.c. the external form of the work, is only

secondary. “The mental process of an artist is sometimes more interesting than the final product” (Lewitt, 1999, p. 14).

“A work of art is a tautology as it is an anthor’s presentation of their intention |...| Art is art. The art is the truth a priori.
If somebody says it is art, it is art” (Kosuth, 1999, p. 165). This statement by Joseph Kosuth was based on
analytic linguistic philosophy as the only philosophical movement that conceptualism relies upon and
which is close to it, by its nature. Kosuth refers to the thoughts of the linguist A. J. Ayer and characterizes
a work of art as an analytical-analogical proposition. A work of art is tautological and, as such, a priori
truth as it represents the artist’s intention, idea, concept, thus being art itself, a definition of art as well as
its own interpretation. Similar to logic, mathematics and linguistics, conceptual art is a tautology with the
given statement being confirmed by itself. In its form, conceptual art is also a linguistic statement;
therefore, it is defined by itself and is interpreted in the same way. It is not possible to discuss a
conceptual work in any other way but tautologically. If we tried to interpret it in another way, we would
focus on other artistic aspects and not on the work itself. The art thus works on the principle of logic,
which means it is close to scientific thinking, as a strict systematic character must be present in both
systems. We also have to take a tautological approach to beauty itself, which is a tautological idea of clear
and absolute existence, meaning that beauty has absolutely liberated itself from the external aesthetic
features it was previously related with and has become an expression of the pure existence of the artist’s
idea. As it is an expression of pure existence, Kosuth sees no point in commenting on beauty and paying
more attention to it. As soon as we start to analyse it and search for its visual form, its pure function will
change to a decorative one, thus causing its degradation. “An artistic idea and art can be appreciated as art
without a necessity to prove it by their aesthetic features” (Kosuth, 1999, p. 166). Although, from a tautological
point of view, art is at the same level as logic or mathematics, they are still different. While the scientific
disciplines head towards a practical and useful objective, art is a pure existence that can fully replace
religion or philosophy, as it is able to meet “%he spiritual needs of man” due to the fact that “art is art. Art is a
definition of art” (Kosuth, 1999, p. 170).

Several fundamental questions arise from the aesthetic point of view of Joseph Kosuth’s theoretical
concept, which I will try to highlight and compare in the scope of the art of sense and the art of mind.
These are mainly essential issues such as the ontological problems of art; the new perspective of the artist
in an artistic process where the artist — creator — is replaced by an artist — thinker;> the problematic

position of the viewer in the process of perception — the annulment of his perceptual experience; the

> Elisabeth Schellekens says that the position and role of a conceptual artist is changing radically. They are no longer
a creator, but a thinker; therefore, no painting or craftsman skills are required from them. As the conceptual art is
based on semantics and not on the formal realization, the artist’s task is to be a “meaning-maker”, i.e. a creator of
meanings.



meanings and objectives of interpretations of conceptual art — is there any point in entering it?; aesthetic

experience and its place in conceptualism.

The Ontological Problems of Art

How does art exist? — a question asked by Reinold Schmiicker — represents an issue for current aesthetics
and the theory of art which was forced to take a certain approach to the state of art in the 2nd half of the
20t century (Schmiicker, 2010, p. 67). On one hand, the question is seemingly simple, not offering any
complicated answers, related to the most common answer we can offer: art exists in the form of a work of
art; its existence is a result of a creation of human subjectivity; the existence of such a work is to be
perceived and refers to aesthetic experience. All of the above mentioned characteristics could, under
certain conditions, be considered to be synonyms of art and a work of art. As has already been mentioned,
modernist theories are of an opinion that “art is only constituted together with the realization of aesthetic experience
and, furthermore, it does not exist outside this experience” (Schmiicker, 2010, pp. 71-72). However, we can still find
several problematic points in the answers to this question. The first issue arises when we connect the
existence of art with its specific form, i.e. we assign a shape to it, an external form realized through matter
or medium. The second issue occurs at the moment of joining the existence of the art with its subjective
perception and aesthetic experience. These are the aesthetic constructs related to sensory art or aesthetic
objects which can be perceived through our senses. However, the answers do not take into account arts
without a material form or that does not use traditional media — art which only exists in the mind of the
creator (or, as the case may be, in the mind of a perceiver), but also art presented in the form of a
performance, a happening, land art and such like. How does this art exist? We can find an interesting
answer in a study by Ginter Patzing (Patzing, 2010, pp. 81-92), who says that we should distinguish
between the existence of a work of art and the existence of material art (its material realization). It is
irrelevant to differentiate between perceptual and non-perceptual art, because, as regards their ontological
nature, all of them are born of an idea (medieval, renaissance as well as conceptual art). Therefore, the
difference does not lie in the idea, but in the material or non-material realization. While in the first the idea
is made real through medium or material, using various aesthetic means to help the perceiver the sensory
perception and aesthetic experience, the physical realization of an idea is unimportant for the latter form
of art. The existence of an idea is thus the ontological nature of art. “A work of art is not supposed to be a
creative experience of an artist (creator, producer), but an experience of understanding and perception in a recipient”
(Patzing, 2010, p. 90). According to this theory, the ontological nature of a work of art is only crowned
thanks to the perceiver in the perception process. Jens Kulenkampff, who questions the existence of the
ontological problem of a work of art, is of a similar opinion (Kulenkampff, 2010, pp. 93-107).¢ In his
opinion, it is a common practice in current art science to deal with the physical features of a material
object by applying an aesthetic-oriented manner of observation which distinguishes the physical
realization of art and its very meaning, or idea. As soon as this dualism is removed from art science, the
ontological problems of art will also disappear. Like Kulenkampff, Patzing draws inspiration from Charles
Sanders Pierce and his theory of words (type) — the bearers of meaning and tokens — the sound and

written manifestations of a word, in his conception. They applied this dichotomy to art, namely to works

¢ Kulenkampff presents a quote of Theodor Hetzer’s text whetre he describes Diret’s eatly self-portrait: “As #he
Sfamous Erlangen drawing — refusing everything that is typical of a bust — leaves only the face to appear before our eyes in a tangle of lines
composed of fertile forms of paper, it also shows man who is disconcerted, asking, thinking, who is a riddle to himself. It is not a matter of
isolation, politics, a deliberate attitude. Spirit and soul are immediately revealed in infinite movement” (pp. 96-97).



of art (type) and material objects (token) which bear aesthetic features. “Pierce’s distinction between type and
token — interprets works of art as types that can, just as every type can, have many exemplars” (Kulenkamptf, 2010, p.
105).7 This means there are such works of art in the art world that can be perceived aesthetically due to
their tokens, as they have aesthetic features and we head towards the aesthetic experience through
perception; yet, we have to accept the fact there are also such works of art which do not possess any
material form and only remain in the form of an idea. “I'he thesis that works of art exist here in form of types,
therefore, has been adopted as more or less the dominant opinion in the field of art ontology” (Schmucker, 2010, p. 73). If
we wanted to use the above mentioned arguments to answer Elisabeth Schellkens’ question,® as to
whether a medium was a necessary condition of the existence of a work of art, our answer would be
negative. The material shape is not the only characteristic which ensures the status of a work of art. A
similar opinion is also expressed by Joseph Kosuth who claims that ideas are considered to be the true
works of art, not their material shape. In his opinion, art thus does not only have to be a question of

beauty and aesthetic pleasure, but also a question of intellectual searching and thinking.

Criticism of Aestheticism

“Aestheticism is neither a necessary nor sufficient condition for the status of art” (Binkey, 2010, p. 283). The quote by
Timothy Binkey breaks all the notions of traditional aesthetics that have been formed since the 18®
century. Terms such as beauty, harmony and symmetry which are related to art suddenly seem to be
completely absurd and superfluous. The same applies to terms like an aesthetic object possessing aesthetic
features which allow us to classify an object as a work of art. Features which enable us to perceive,
experience and assess a “perceptual object”. The modernist thesis advocates the opinion that a work of art
exists so it may be perceived and the result is aesthetic experience. An equation — external perception =
internal experience — applies here. Searching for an aesthetic ideal of beauty, the deep internal experience
of art, intense aesthetic experience — terms and categories which cannot be applied to the art of the 2nd
half of the 20% century that completely liberated itself from all aesthetic categories and traditionally
understood aesthetics thus found itself in deadlock without the possibility to adequately reflect on current
artistic shapes and forms. It happened in the case of conceptual art, but also in performance, happenings,
land art, installations and so on, because works of art do not necessarily have to be aesthetic objects
(ready-made), but they do not have to be an object cither. This means they will not gain a material shape
but instead only remain in the form of the authot’s idea or creative process. As these works often do not
possess any material shape, we cannot speak of any aesthetic or artistic value, and so Binkey, to the same
as Kosuth, calls them “pieces”. The term “work of art” will thus be limited to “piece” (i.e. a work)
(Binkey, 2010, p. 278). Sensory perception is no longer the meaning of “pieces”; it is replaced by grasping
of an idea, albeit without a sensory percept, even without any aesthetic experience, because “@rt does not
have to be aesthetic” (Binkey, 2010, p. 292) and does not have to be of an aesthetic nature — thus also the
perceiver does not need any aesthetic experience either. However, if the work does not possess any

aesthetic qualities, does it have some others, e.g. cognitive or cultural qualities? Cognitive theory has

7 Schmiicker also thinks in the similar manner, claiming that various material forms of art allow us to physically
perceive works of art; yet “they are not works of art themselves: they are tokens, i.e. occurrences or manifestations of a work of art.
Consequently, the work itself is no material object, but it is a type which manifests itself in ifs occurrences, tokens” (Schmiicker, 2010,
p. 73).

8 Elisabeth Schellekns:  Conceptual Art.  Freely available at Stanford Encyclopaedia of Philosophy.
https://plato.stanford.edu/entries/conceptual-art

See also: Goldie - Schellekens, 2010.
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offered one of the possibilities, pointing out the importance of knowing that does not only originate from
logical/rational knowing, but also in art which, despite being more sensory than science, can be the bearer
of cognition and knowing just the same. It thus disposes of a cognitive value. Cognitive-oriented
theoreticians (Graham, Goodman, Freedberg) speak of art generally, not defining the special artistic forms
which are the bearers of cognition and which are not (they define neither the art of sense nor the art of
mind). We can reach cognition in all artistic forms. Nelson Goodman considers only cognitive knowledge
and cognitive value to be the main nature of art. Aesthetic perception and aesthetic knowledge are not
paramount or important to him, but they are replaced by cognitive perception and cognitive experience
which are, in some way, superior to aesthetic experiences, since each artistic and aesthetic element is a
source of cognition. “On one side, we put perceptions, viewings, arguments, presumptions — all the collected explorations
and investigations, facts and truths; on the other, we put joy, pain, willingness, satisfaction, disappointment — all the
thoughtless affective reactions, likings and aversions. Consequently, we do not see then that cognitive emotions operate in
aesthetic experiencing |...| Emotions in aesthetic experiencing are the means of determining the features a work has and
expresses” (Goodman, 2007, p. 190). The emotions that Goodman speaks of are thus taken out of the
sphere of purely aesthetic experience and we see them as a source of cognitive knowledge. Cognition

becomes a new meaning and nature for conceptual art as well as for other neo-avant-garde strategies.

Tautology as a Problem of Interpretation?

Let us return to the concept of Joseph Kosuth who calls a conceptual work a tautology. It is thus a priori
truth, it is defined and interpreted by itself and, as regards interpretation, it cannot be approached in any
other way than tautologically. This characteristic brings several questions. 1) Why does such work need a
viewer — perceiver — when it interprets itself? 2) Does a conceptual work admit the possibility of subjective
interpretation at all, if it is interpreted tautologically? 3) What is the objective of our interpretations? In
relation to the already discussed features of conceptual art, it is quite difficult to answer these questions. It
might appear that the role of the perceiver is absolutely useless and they do not participate in the
interpretation in any way. And it is out of place to speak of subjective interpretation, as it is a tautological
process of self-interpretation. The existence of conceptual works as well as other neo-avant-garde
strategies, however, is determined by interpretation and evaluation. According to Arthur Danto, there is
the so-called “art world” (Danto, 2010, pp. 95-111), which a work enters on the basis of its evaluation and
interpretation. A conceptual work is connected to a broad evaluation context which includes various
cultural, political, historical and social relations. “Actually, works of art owe their status as art to the fact they are
viewed as art” (Schmicker, 2010, p. 75). However, this is not only about subjective evaluations of
individuals who could introduce a work into the art world. It is about a broad consensus that Schmticker
calls “Gutersubjective agreement” (Schmiucker, 2010, p. 77), i.e. an agreement shared by more subjects. The
existence of at least one material manifestation in any form is necessary in order for a work to be
evaluated in such a way. Even a purely mental manifestation which confirms the existence of a work is
sufficient. How should Kosuth’s tautology be understood then? It does not minimize the role of a
perceiver or even its denial. Like other neo-avant-garde works, a conceptual work necessarily needs an
interpreter, but, since the work often does not have a material form (it is dematerialized) and works
exclusively with an idea, the author focuses his, as well as perceiver’s, attention only on the concept (idea).

The author tries to get the idea over to a perceiver, while the perceiver tries to understand it correctly.



Conclusion

In the present text, I have tried to point out the essential aesthetic problem which took shape during the
period of the formation of conceptual art when a principal change in the artistic-cultural and aesthetic-
theoretical paradigms occurred that also led to a change in artistic norms. Theoretical texts by the
conceptualists themselves (Kosuth, Sol LeWitt) form the primary basis for understanding the idea of
conceptual art. These texts also came at the beginning of thoughts about the relationship between
perceptual and non-perceptual art, and, based on the comparison of these arts, I defined three problematic
spheres: the ontological problems of art, the criticism of aestheticism and tautology as a possible problem
of interpretation. I particularly based my paper on texts of analytical aesthetics which demonstrate the
wide discussion concerning the existence of the art of mind and its place in the art world. Today, their
status is unquestionable and they are clearly accepted as artistic strategies that reflect both social and
artistic conditions. However, with respect to the breakthroughs and internal tensions which occurred on
the border between the old and new paradigms, I was interested in the moments which broke the
modernist rules and norms and made an effort to offer new possibilities, be it in the context of a

continuous follow-up or the discontinuous establishment of new rules of artistic reflection.
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European Thinking and the Study of World Art from a Natural
Perspective*
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Abstract: My aim in this paper is to address some difficulties related to the development of an emerging discipline
called world art studies. While it originates as a European discipline in the German scholarly tradition around 1900
(Pfisterer, 2008), wotld art studies comes to the fore only recently (Onians, 1996, 2016) with recent advances in
natural and cognitive sciences, which hold promise for providing more inclusive categories that could serve the study
of art as a worldwide phenomenon. I focus more specifically on the strengths and weaknesses of psychology as
explanatory framework for world art studies. While contemporary scholars no longer dwell on collective mentalities
or “spirits” of an age (Gombrich, 1967), the problem of postulating mysterious faculties in relation to art behavior
and aesthetic response is still present when adopting as an entry point the universality of human nature.

Keywords: art historical writing, world art studies, human cognition, psychology, European context

One of the recent developments in art history and art theory is world art studies, which aims at studying
art as a worldwide phenomenon. While it originated as a European discipline in the German scholarly
tradition around 1900 (Pfisterer, 2008), it has come to the fore in the European thought only over the last
two decades or so (Onians, 1996, 2016), with recent advances in natural and cognitive sciences. What is
the significance of this revival of the study of world art now and what are the historical components that
this discipline retains from past models of art history? In trying to tackle these issues, I divided this paper
into three parts. In the first part of the paper I look at the context in which world art studies took shape
and make some brief remarks about two art historical systems of thought that continue or contest the
Hegelian tradition, from which the field of world art studies fiercely tries to depart. In the next section I
narrow down my analysis to what I call “natural frames of references”, and more specifically psychology,
which serves as evidence for placing art history within the natural sciences. And finally, in the last section,
I dwell on the significance of world art studies’ emergence in a European context and on a few

puzzlements that this enterprise raises.

Models of Art History

In order to establish the theoretical background against which the emergence of world art studies may be
comprehended, 1 will start by considering briefly two models of art history!, which represent in a sense
two extremes of a continuum. These are the metaphysical model based on the Hegelian system and the

evolutionary model inspired from the Darwinian theory and biological sciences. The division is not

* An eatly version of this papet was read at the conference Coordinates of Aesthetics, Art and Culture 111, 2017. I would
like to express my gratitude to the audience for fruitful discussion and generous comments, and especially to Adrian
Kvokacka, who made this possible.

! For a survey of several models of art history, see (Danto, 1986; Rampley, 2016).



absolute. Numerous elements of the two models are combined, for instance in the late nineteenth century
writings of art historians such as Alois Riegl and Aby Warburg (Gombrich, 1960, pp. 15-17; Rampley,
2017, pp. 7-8).

The Hegelian model of art history offers an account of historical change and development of art by
recounting “a teleological tale of progress of civilization” (Bahrani e a/, 2014, pp. 184); on this view,
forms of art are regarded as ideal expressions of culture or age and, ultimately as expressions of human
thought which aspires to an awareness of itself (Danto, 1986, pp. 230-231). As regards the evolutionary
model, it appears to serve as a basic framework for most of the contemporary, naturalistic approaches to
art history and aesthetics, including world art studies (Rampley, 2016, pp. 18). The two models share the
common goal of providing an all-encompassing principle that could explain the development of world art
practices and the universality of art phenomena. Thus, on the one hand, the Hegelian, idealist solution for
dealing with the universality of art is to invoke some fictional, collective entities such as “World spirit”,
“spirit of the people”, or “spirit of the age” (Gaiger, 2011, pp. 178; Gombrich, 1979a, pp. 28, 33) which
are held responsible for the progress in the arts at particular locations over given periods of time, while on
the other hand, the naturalistic solution is to appeal to natural kinds, that is, to substantive, innate
categories that are part of our biological equipment (Bird, Tobin, 2017) and remain constant through
cultural change. Inherited features such as neuropsychological dispositions to take pleasure in formal
configurations that exhibit symmetry, regularity or balance (Onians, 2015, pp. 130-131) and to look for

meaning in such configurations are just a few examples.

It is a matter of debate whether the propensity to make art and to appreciate art are such inherited evolved
features in their own right. Yet, exploring the products of human action on such grand scales — from a
Spiritual down to an evolutionary history of mankind — might prove to be difficult to achieve, let alone to
subject to empirical verification. This holds equally true for answering the major questions that are asked
in these models concerning the ultimate end of art and, respectively, the origins of art-making. As
Gombrich (1979a, pp. 43) rightly remarks, every general theoretical framework needs some ordering
principle that provides its coherence; whether this framework is made of sign-systems, as adopted for
instance by semiotic art history (Bryson, 1983) or of some spirits, as implied in some social histories of art
such as that of Hauser, which incorporates elements of Marxism, it is difficult to escape the Hegelian
mythology altogether. It so happens, nonetheless, that some of the ordering principles that are available in
the theoretical realm encompassing art practices might be less problematic than others. My take on this is
that psychology might be a good explanatory framework that could serve art history and what I have in
mind is cognitive psychology considered at the level of the individual, as opposed to collective psychology,
evoking collective spirits as manifestations of specific cultures or nations® In other words, I am suggesting
that psychology may be a better-suited natural frame of reference than the evolutionary theory for coming
to grips with the problem of the universality of art, which is at the core of disciplines such as world art
studies. The idea is not new. It is Gombrich (1960) who most famously introduced psychology into the
description of “the beholder’s share”; he sought to affirm his concern with the individual human being
(.e. with his attitudes, convictions, behaviors etc.), thus importing in the realm of the arts the
“methodological individualism” (Gombrich, 1979a, pp. 50-51; Burke, 2014, pp. 14-15) adopted from Karl
Popper’s philosophy of science. According to Popper, the methodological individualism entails

“constructing and analyzing |...| models carefully in descriptive or nominalist ferms, that is to say, in terms of

2 On the suspicion that collective psychological entities might still thrive in present art historiographies, see
(Summers, 2002, pp. 144-145).



individuals, of their attitudes, expectations, relations, ete.”” (Popper as cited in Hemingway, 2009, pp. 300-301).
This is compatible with maintaining that there are psychological and behavioral dispositions that belong to

a shared human nature.

Natural Frames of Reference

What does it mean when we say that world art is interpreted in terms of natural frames of reference? As I
mentioned at the beginning of this paper, psychology proves to be appealing for the explanation of world
art practices insofar as it holds promise for locating the discipline of art history within the natural sciences.
Psychology is generally subsumed under a nomological approach that advances explanation in terms of
laws or mechanisms (Wright, Bechtel, 2006, pp. 46-47), for example information-processing mechanisms
(petception, attention, imagination and the like). The notion of “natural frame” at issue here is broad
enough to encompass types of inquiry that rely on explanations derived from the natural sciences. Other
natural domains of inquiry include, for instance, neuroscience, evolutionary psychology, cognitive
anthropology, neurophysiology of vision, biology, physics, chemistry and so on. One can assume that
what is really at stake in world art studies is to discover general laws (Rampley, 2017, pp. 2-3; Davis, 2015,
pp- 70; 2017, pp. 243-244) within art history, derived from the functioning of the human apparatus. Thus,
the epistemological issues related to the nature of art historical inquiries and the cognitive issues related to
the processes of art making and response become more pressing than surveying the field’s materials,
although global surveys of the products of material culture (Onians, 2004) which broaden the canon of art
are more and more expansive. A couple of decades ago, a classic definition of art history read as follows:
“the basic skill of what we call art history [is| the ability to assign a date, place, and, if possible, a name on the evidence of
style” (Gombrich, 1979b, pp. 133). These concerns, positivistic in flavor, regarding attribution and the
temporal and spatial placement of works of art (Summers, 2003, pp. 15), are becoming less pressing than
reflecting on the status and methods of the discipline of art history itself, which is in need of new
theoretical models for organizing the materials that have been gathered so far. Such organizing principles
could precisely be obtained by shifting the focus from the morphology of artifacts to the human response

to prevailing artistic practices, both in its cognitive and affective dimensions.

Although the interest in the natural frames of reference has been revived at the end of the 1990s due to
developments such as world art studies, the enterprise of worlding art through a natural grounding is of
course not new. First of all, there were similar attempts in bistorical and fiterary scholarship and we can
mention here Goethe’s dream of a “world literature”, hinted at in one of Gombrich’s papers concerning
the relativism in the humanities. Here’s a poignant passage: “Goethe could never have coined this beantiful term [of
world literature/ i his reading of Homer and of Shakespeare, of Hafez, Kalidasa, and finally of Plutarch, bad not
convinced him |that| “They were all human beings-so much is plaiw’ > (Gombrich, 1987, pp. 699). But there is also a
long tradition of natural histories of ar# (Pfisterer, 2008; Onians, 2011, pp. 79), according to which art
creation and appreciation are founded in human nature and psychology; it starts with Aristotle and Pliny
the Elder and flourishes in late twentieth century art historiography: again, the writings of E. H.
Gombrich, Michael Baxandall and John Onians are but a few examples. All of them were highly
influenced by anthropology, vision science, psychology of perception and surrounding disciplines aiming
at providing objective analyses of their objects of study. Gombrich and Baxandall, for instance, were
interested in the psychological implications of the perception of the arts and gave detailed analyses of
different modes of seeing and attending. These analyses were related to the singularity of art practices
(Davis, 2015, pp. 83; Gombrich, 1979¢, Baxandall, 1994) such as ornament or cubism; the results of



cognitive psychology that were put to use were therefore not overgeneralized. This is a significant point
considering that a recurrent problem with the scientific approaches to art is precisely to determine up to
what point one can abstract the phenomena described without loosing the very specificity (Rampley, 2017,

pp- 3-4, 12-13) of the practices themselves.

Another challenge for world art studies is to elaborate on the problem of universals as applied to art
without resuscitating the collective mentalities evoked by the Romantic, Hegelian historiographies. If it
was questionable to consider art as a manifestation of the spirit of a culture or a nation, which also
remains a problem for the cultural anthropologists of art (Anderson, 2014; Morphy, Perkins, 2006; Van
Damme, 2003), one can only picture the difficulties when having to deal not only with national or regional
art, but also with world art spanning thousands of years. One needs to be clear in the first place with
respect to the categories of analysis that are put to use. Starting with the categories presumably founded in
nature, which become part of the art historical analysis, for instance, the category of man as a biological
being and the category of human engagement with art regarded as an integral part of shared human
cognition (Gombrich, 1987, pp. 695-696). In what assumptions of individual human being is the study of
world art grounded? What exactly is universal in the universality debate which accompanies the study of
world art? If we refer to the universality of human nature as a whole does this entail the thesis that it is an
“exception” (Schaeffer, 2007) among other living organisms? This would lead eventually to positing a
transcendental foundation of humanity, rather than stressing the role of the biological nature of human
beings. Should we perhaps be talking about the universality of the capacity for aesthetic response, as some
evolutionary theorists of art do, entailing the same harmony of faculties for everyone (Schaeffer, 1992, pp.
381; Ingold, 1996, pp. 229-230) and a uniformity of human mind (Van Damme, 2011, pp. 46) when
appreciating art? This would amount to the problem of postulating mysterious faculties in relation to art
behavior and aesthetic response. Or maybe look instead for universal aesthetic properties (Kesner, 2007, pp.
102) rather than settling for considering the experience of beauty as a human universal? Finally, should we
rather be aiming at the universality of a concept of art, a wotld art concept that would stand in contrast to
historical, cultural inventions of art conceptions? All these are of course difficult questions to answer.
Nonetheless, if we were to confine ourselves to psychological universals® one could hope to find a
common basis for assessing world art practices in a manner that is compatible with the variability of
cultures. The psychological categories such as perceptual processing, attention mechanism, emotions, etc.
are perhaps less slippery than other universals, and they are becoming supported by substantial evidence
from cognitive science. That being said, acknowledging that there are constants in the human psyche does
not amount to positing a uniformity of response but it may be a good starting point for understanding
why some reactions keep manifesting themselves irrespective of the community in which they are

initiated.

World Art Studies in the European Context

Let me now come to the last part of my paper and make a few remarks about the significance of world art
studies’ emergence in a Buropean context. As noted above, the problem of treating art as a worldwide
phenomenon, — which implies both a temporal and a spatial stretching of the field of art — arises within
the European discourse, particularly in the German scholarly tradition around 1900 (Pfisterer, 2008, pp.
70; Van Damme, 2011, pp. 46), which is at the time already heavily marked by experimental psychology

3 For further examples of universals, see Brown, 2004.



and psychophysiology. The tradition within which world art studies develops is therefore not necessarily
suffused with historical determinisms that would lead art historians to regard works of art as mere tokens
of national identity, but is also relying on natural narratives that emphasize the role of constants in the
human mind and behavioral dispositions in art-making and appreciation. Despite its rich past, the field of
world art studies only acquires its name and becomes institutionally implemented at the end of the 1990s,
with the advance of knowledge in the natural and cognitive sciences. The field is built on several
methodological constructs (Rampley, 2016, pp. 17) but the conceptual tools adopted from the natural
sciences occupy a particularly significant place. It is John Onians (1996) who coins the term, in a paper
called World Art Studies and the Need for a New Natural History of Art. In keeping with the traditional
discipline of natural history, scholars who engage in world art studies aim to embrace the materials of
world art — which can be regarded very well as integral to the natural world — but at the same time try to
adjust their efforts to provide some principles that would make these materials part of a narrative which
would glue the loose pieces together, so to speak. This is reflected, for instance, in the entry “World art”
in the second edition of the Engyclopedia of Aesthetics, which presents world art studies as “examining
continuities, discontinuities and differentiation within visual cultures and the interaction between them

throughout human history” (Smith, 2014, pp. 316).

A general impression that we might be getting is that of historical periods occurring in cycles, rehashing
the same issues all over again; a related worry is that, eventually, this new natural representation of the art
world which places emphasis on human capacities and takes the idea of a common humanity for granted
adds nothing to the understanding of art practices. However, what may be making the difference in
today’s art historical scholarship is a firmer empirical grounding followed by a reframing of questions and
conceptual tools that appear as more plausible than the fictional entities and spirits of the late nineteenth
century which were summoned to account for art practices. One of the main objections to studying art as
a worldwide phenomenon is that the categories deployed in this endeavor (e.g. the categories of ‘art’
‘aesthetic experience’ etc.; Morphy, Perkins, 2006, pp. 2) are in any case Eurocentric and that Western
narratives could not pretend to capture non-Western realities. I take this point to be a nonstarter and
stress the need to refine the methodological principles that enable us to engage with artistic practices from
different cultures and different times. As long as the intercultural analyses are kept within reasonable

bounds, the study of world art from a natural perspective is as legitimate as it can get.

Conclusion

In this paper I have pointed to the possibility of studying world art within natural frames of reference,
with a particular focus on cognitive psychology. I argued that placing the study of world art within the
natural frame of psychology might be a good starting point for coming to grips with the problem of the
universality of art, which is at the core of disciplines such as world art studies. While there has been a
revived interest in evolutionary and neuroscientific perspectives concerning the art-related physiological
and behavioral dispositions and their neural formation (Onians, 2016; Rampley, 2017; Davis 2017) over
the past two decades, the postulates relative to the cognitive psychology of human response to art are still

in need of a thorough analysis.
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SOSKOVA, J. (2017): Aesthetics and Philosophy of Art of Svétopluk Stur.
Presov: FF PU, ISBN 978-80-555-1878-7.

Véra Beranovi; beranovavera@seznam.cz

IR 8- In The Aesthetics and Philosophy of Art of Svéitopluk Stir, the author,
‘gﬁaﬁﬂﬁﬁgﬁwpmm & . . . . .

=2 _ | Jana Soskova, presents a significant contribution in the history of
Slovak aesthetic thinking. However, we have to note that this is
not only an essential contribution to Slovak aesthetics, but in a
way it also highlights and analyzes the interconnection with the

Czech aesthetic tradition.

The author methodologically proceeds from the understanding of
the history of aesthetic thinking as a systematic reflection of
period, sometimes even contradictory views presented in
magazines and books. She also points to respecting the

philosophy of the previous and next generations. She cleatly

ESTETIKA A FILOZOFIA UMENIA

o stated: “This is the only way of holding a dialogue with the past as a

precondition for understanding the meaning of the past for the present and
potential prospects for the future.”

Jana Soskovi

The significant philosopher, aesthetician and critic, Svitopluk
Star, is the central figure of the presented text. The author draws on and respects his internal division of

the wide range of issues and also divides the text into five chapters.
I. Understanding of Aesthetics
I1. Aesthetic Perception of Visual Arts
ITI. Aesthetics and Philosophy of Performing Arts
IV. Aesthetics and Philosophy of Music

V. From Intuitive Aesthetics to a Realistic Philosophy of Art.

The articles of Stur in the periodical Prady (Currents) are the main source of J. Soskova’s understanding
and interpretation of Stur’s thinking. The author is aware of a certain limitation of the base of sources, as
well as the intentional focus of Stir on the issue of cultural events in Bratislava. This is also the result of
the author’s methodological approach based on Stir’s regional scope. In this context, the author declares
the direction of her interest, “[...] 70 the genesis of the aesthetic beliefs of the philosopher, and to the way of the
philosopher’s thinking about art and its purpose, althongh the geographical limitation was determined by the researched

anthor himself, becanse he was devoted mainly to the Bratislava environment.”” However, along with Stur, the author



extends her interest in the cultural events of her time also to Prague, Brno and Vienna. The interpretation
of Stur’s texts thus documents not only the genesis of his aesthetic-philosophical thinking, but also the

general cultural events of these centers.

In the first chapter called Understanding of Aesthetics, the author documents one of the essential foundations
of Star’s aesthetic thinking, which was undoubtedly a Czech tradition, in the sense of the message of M.
Ty, Otakar Hostinsky, with whom he met during his studies. The work includes the opinions of Zdenck
Nejedly, J. B. Foerster, from whom he studied music. However, other figures of Czech and world’s
aesthetic thinking appear in his texts, they are his inspiration, often a source of polemic, such as J. Bartos
and B. Croce. The author very precisely selects the moments and extracts from the large quantity of texts,
which contain a certain controversy and thus in the background of other opinions, the author specifies

Star’s own understanding, which naturally, in its own way, changes in time.

In her interpretation, Jana Soskova adheres to the time sequence and we thus have the opportunity to
unwittingly observe the social changes within the aesthetic thinking of the given period. The scope of the

issues Stur deals with is very wide and requires a profound factual background from the author.

In the second chapter of submitted work, called Aesthetic Perception of Visual Arts and Understanding the
Creation of Art, the author engages in Stut’s concept of artwork, which, according to her, sometimes had an
aphoristic form. His interest was determined and bound to the presentation of art life, especially in the
Pridy (Currents) periodical. From the number of Star texts and reviews, the author documents his

relation to the artwork, searching for the main idea, essence and meaning of the artwork.

She draws attention to the particularity of Stir’s texts, in which he uses “musical comparisons”, musical
terminology and musical assessment. The terminology is particularly suitable and apt in Stur’s analyses of
modern expression of visual arts. The author explains the emergence of the same terminological originality
thanks to the musical training of their author. The author notes that the situation could affect the reader
either positively or negatively. The positive influence can be noted in a certain stimulation, singularity of

the interpretation.

The third chapter called Aesthetics and Philosgphy of Performing Arts mostly documents Stdr’s interest in the
opera, which is understandable in relation to his musical education. He was particulatly interested in the
situation of Bratislava opera, certainly familiar with the situation in Prague, Brno and Vienna. Jana

Soskova points out exactly this interconnection and a broad interest platform.

The issue mentioned in the fourth chapter named “Aesthetics and Philosgphy of Music” was certainly Star’s
favorite. The most competent. It naturally emerges not only from his deep knowledge of musical life in
the sense of following and interpreting the specific creation, interpretation performances, but also from
his deep thinking about the issue of aesthetics and philosophy of music. Jana Soskova reveals the base of
his relation towards the art: “S#ir exactly knew where and how the “art” is created in the process of demonstration of the
work, whether there are disputes between musical composer and demonstration of his music by an artist, which has significant

consequences for the aesthetic effect of the music.”’

In the final chapter of a study about S. Star, named From Intuitive Aesthetics to a Realistic Philosophy of Art, ].

Soskova concludes to a certain generalization of the Stir’s theoretical thinking.

We can consider this chapter a certain completion of the whole text. The anthor was obviously confronted bere with the
ke¢y methodological issue. We shall realize the complexity of the choosing process of texts by the author,
texts with typical interconnection of a series of problems varying from theory of arts, aesthetics, to a great

amount of specific artistic-historical messages.



In her study, the author highlights exactly the issue characterizing the approaches of S. Stur, like issues of
non-ethical function of art, relation of life and art, issues of perspective and influence of art on life. She
presents him as an optimistic thinker and compares his approach with the approaches of his
contemporaries Ortega and Gasset, Adorn and others. The author moves the significance of S. Stir to a

broader context, morte specifically to the highest floors of time.

In conclusion, we state that the study of Jana Soskova is a significant article, not only within the scope of
Slovak thinking. Its significance lies in a deep analysis, pointing out the broad and unique thinking of a
significant figure of Slovak philosophical and aesthetic thinking, S. Stir. However, the author presents
here a broader context representing main flows of aesthetic, philosophical, art-historical thinking of the
given period. We should not forget to mention the moral within the history of the individual types of art,
obtained by the reader through the interpretation of Stir’s articles in the Prady (Currents) periodical.

Doc. PhDr. Véra Beranova, CSc.
beranovavera@seznam.cz
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TRESTIK, M. (2016): Uméni vnimat uméni. Guerilla writing about art.
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Michael Ttestik (18.9. 1947) je Cesky prozaik, architekt, zberatel

. o umenia, autor knth Umiéni sbirat uméni (2015), Chees-li rozesmat
l ] M I il, pdnaboba (2013, 2018) Sleiny 3 Avignonn (2010) a i. Za roman Zdi
wé (1988, 1990, 2009, 2018) ziskal v roku 1988 Wolkerovu cenu.

4
anmat V rokoch 1990-1998 sa Ttestik venoval tiez vytvarnej fotografii,

~ ~ navrhoval grafické upravy a obalky publikacii, pricom v roku
U M ENI 2000 ziskal ocenenie Fotografickd kniha roku 2000. Michael

Trestik zalozil aj filmovu produkciu, v ktorej produkuje filmy
guerilla writing svojej manzelky Heleny Ttestikovej. Je autorom filmu o prazskej
about art 2 architekture dvadsiateho storocia Hlava a pata Praby.

Na ceskej akademickej scéne je Michael Ttestik vnimany

pomerne kontroverzne, za ¢o mdze mozno miestami prehnane

Michael Trestik

zjednodusujici  a zovSeobecfiujuci  spésob,  akym  sa

popularizacne  pokusa  prihovarat’  Sirokému  Citatel'skému
prostrediu, ale i samotné otvorené znevazovanie akademického pristupu k umeniu. Podla jeho vlastnych
slov mrhal §tadiom odbornych publikacii ,,[...] zzogstvo energie a dodnes to citim ako krivdu. Uplne by mi staiilo
precitat’ si jednn ditl knigkn, lenge Fiadna takd nie je. Kladiem to 3a vinu profesiondlom. Si odpovedajiicim spdsobom
vdelant, vsetko potrebné poznaji, majii k dispozicii mmogstvo literatiiry a napisat’ takiito knigku by pre nich nemal byt
problém*c (Ttestik, 2016, s. 8). A mozno prave tu tkvie problém- o niektorych veciach nemozno pisat’
jednoducho a strucne. Napokon- hoci je Ttestikova kniha rozsahom dtla, ani jemu sa nepodatilo celkom
dodrzat’ vlastné kritérid a pisat’ ,,zdskodnicky, partizinsky” o umeni. Guerilla (vyraz z podtitulu Uméni
vnimat uméni) je pojem historicky spity s nezavislym bojovnikom, aktivnhou revoltou, ktord necakane
konfrontuje nepriatela a ako taktiku boja voli nepredvidateIné najazdy, sabotaz, pasce atd. Guerilla
Michaela Ttestika je naopak svojim obsahom predvidatePna: v Uvode, Siestich kapitolach a Zavere
nacrtava postupne jednotlivé témy, ktoré sa viazu k umeniu (prevazne venuje pozornost’ vytvarnému
umeniu). A tak sa naozaj pomerne predvidatelne postupne zoznamujeme v 1. kapitole V¢t obraz s prvou
fazou zazitku s umenim, teda zmyslovou fazou. Autor sa zaoberd pojmami, ktoré sdvisia s videnim,
evolu¢nymi mechanizmami, ktoré nase videnie a vnimanie podmienuji, pojmami figira, pozadie, priestor.
V druhej kapitole Odkud kam sahd zobrazeni presuva pozornost’ k moznostiam zobrazenia od realizmu
k abstraktnému umeniu, vysvetluje pojmy znak, schéma, koncept. Zaobera sa aj subkultarou graffiti, tagu,
piecy. Kapitola 111., Dovniti obrazu je venovana interpretacii chapania kontextu a pochopenia obrazn, pricom sa
autor opiera o Panofského koncepciu troch drovni vyznamu: prirodzeny, fakticky vyznam, konvencny

vyznam a vautorny vyznam. Tfe$tlk jednotlivé drovne vyznamu (a teda aj rolu kontextu a spésoby



pochopenia obrazu) demonstruje na priklade obrazu Vaclava Brozika, Mistr Jan Hus pred Kostnickym
koncilems, z roku 1883 ana obraze Vojtecha Hynaisa, Paridiv sound, zroku 1894. Autorova analyza
jednotlivych drovni viznamu inspirovand Erwinom Panofskym je vel'mi dobre spracovana, zrozumitel'na
a systematicky pripravuje citatela na porozumenie pojmov bodnota, nehodnota, gic, ktorym neskor v texte

venuje pozornost’.

Pisat’ o umen{ asi vzdy znamend dotknuat’ sa aj ich dejin, takze ako ¢itatel' spravne tusi, kapitoly IV. Pred
déjinami a N . Déjiny su venované témam stylu, vzniku Stylu, znalectva a stru¢nému prehl'adu jednotlivych
obdobi dejin od praveku a staroveku, cez stredovek, novovek, az po dvadsiate storocie a nasledny — opit’
citatel'sky predvidatelny fenomén- problém konca dejin. V kapitole VI. Smys/ tobo vseho vyast'uje
Trestikove putavé rozpravanie o umeni do hlPadania odpovede na otizky funkcie a zmyslu umenia,
nacrtava tému emocii, kognitivistické koncepty a pojem poézitok. V zavere citatela povzbudzuje, aby si
nedovolil ,,[...] Fadny kategoricky alebo obranicujiici nazor, nic také ako baroko ma nezaujima, alebo modernénu
umenin nerozumiens. Mali by sme si vsade nechat’ otvorené dyere, ktorékolvek dielo pustit’ do duse, o nit’ sa nepripravovat’
a neokrddat. Kazda informacia, kagdy novy poblad na obraz, kada asocidcia, ktord pritom vnikne, je vidknon, ktoré
nds s umenim spdaja. Ked' je tjch vidken vela, prestane vadit, $e si slabucké, trochu pomotané a Ze sa krigia. Videl som
vela obrazow, vela 3 nich mi nieco dalo, ale Ziadny 3 nich mi nit nevzal* (Ttestik, 2016, s. 216).

Ttestikova publikacia je vybornym a skuto¢ne putavo napisanym sprievodcom po svete vytvarného
umenia, hoci guerillou by som ju nenazvala. Autor sice explicitne nevymedzil metodologicky pristup, avsak
naznacil, Ze postupuje podobne ako IKEA: v baleni najdete vsetky pomocky, ale nabytok si musite
zmontovat’ sami. Jeho kniha je systematickd, opiera sa o vyklady a citicie akademikov a odbornikov
z dejin umenia (Erwin Panofsky, Ernst Gombrich-ktorého pristup sa zda byt v celom texte urcujici,
Michael Baxandall, Meyer Schapiro), filozofie (Nelson Goodman, Roland Barthes), psycholégie (Jifi
Kulka), estetiky (Tomas Kulka, Jan Mukatovsky, Kvétoslav Chvatik). Ocefujem, ze pristup k spominanym
autoritim nie je krypticky a referdtovy, naopak, Ttestik ich vyklada s invenciou a predovsetkym ponuka
citatelovi mnozstvo vlastnych prikladov, takmer vzdy doplnenych s obrazovym materidlom. Kniha Uweéni
vnimat uméni ako dopliujici Studijny material urcite potesi Studentov dejin umenia, alebo estetickej

vychovy, a ako zrozumitel'ny sprievodca svetom umenia i $irsiu verejnost’.

Mgr. Renata Kisonova, PhD.
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MAKKY, L. (2017): Obraz, umenie a kultira doby Zeleznej na Slovensku:
Umelecky a esteticky pohlad. Presov: Filozofickd fakulta PreSovskej
univerzity v Presove. ISBN 978-80-555-1843-5.

Jana Migasova; jana.migasova@unipo.sk

Publikacia predstavuje mimoriadne poctivy, detailny nahlad na
P existujucu,  stredoeurépsku  spisbu  k  doposial  kriticky
OBRAZ, UMENIE nereflektovanej téme, teda k pribehu ,,prehistorického umenia“ s
A KU LTURA dorazom na umelecki a esteticki hodnotu artefaktov.
52 BSI(%\EE [I\El é :2‘5 7 Leitmotivom celej price je snaha o legitimizaciu rozsirenia dejin
B Cleeky & esteticky pohiad umenia a pola pésobnosti estetiky o oblast’ prehistorického, ktoré
Lukas Makky tradicne z pohladu historika umenia spadalo do ,mnoziny*
pseudoumeleckych ¢ asponn periférnych umeleckych realizacii.
Monografia tak implicitne prispieva k takym — ,,mladym® - te6riam
umenia, ktoré odmietaju potrebu odrazat’ sa od podmienky
eurépskej vyspelej civilizacie.

Autor si postavil mimoriadne ndro¢nd dlohu a tomu zodpoveda aj

rozsah prace a pocet zdrojov. Sirka textu vypljva zo snahy

RRESOV . . . .
2017 pochopit’ a systematizovat’ vetky aspekty problému s odpoved’ou

na otazku: ,,MdZme hovorit’ o pravekom UMENI (dobe Zeleznej na

Slovensku)?“ Sthlasim s autorom, ktory jasne predstavil svoju poziciu: ,,Bez vymedzenia hranis, bez definicie
pravekého umenia sme na akademickel pode, obvldst’ v argumentainom prostredi umeleckej a estetickej tedrie, strateni.
Autor postupuje od dekonstrukcie umelecko-historickych a archeologickych pozicii po nové odhalovanie

struktiry pravekej kultdry, v ktorej by svoje pevné miesto mala aj esteticka funkcia.

Z mojho pohladu ma praca dva komplementarne celky, prvy je teoretickou bazou, ktory sa d’alej delf na
podrobny pohlad na stav badania s dorazom na cesku a slovenski umenovednd, pamiatkarsku a
archeologick spisbu a na esteticko-teoreticky zaklad. Prva cast’ prace (po stranu 44) ukazuje postupni
transformaciu pamiatkarského a tzv. ,starinarskeho® pristupu (toto oznacenie je legitimne, no vzhl'adom
na pejorativny nadych by som preferovala presnejsi nazov) a postupnu integraciu umelecko-teoretického
pohl'adu do archeologického badania. Ako vrchol tejto integracie autor zdoraznil rok 19911, kedy
vychadza kniha kolektivu autorov (vedeného trojicou Novotny — Kahoun — Bachraty) Shwvensko v obragoch:

vytvarné umenie.

1 Ak sa na strane 42 hovori o tom, ze v roku 1991 vychadzaji prvé syntetické dejiny slovenského umenia, ktoré
zac¢inaji od praveku, bolo by tiez zaujimavé, kedy vo svete sa objavuje prvykrat koncepcia dejin umenia zacinajacich
od praveku (nie od antiky); ked’ze je zrejmé, Ze slovensky model je nasledovatefom novej, Sirsej koncepcie dejin
umenia, ktora sa neustale rozsiruje, aj ked’ v sucasnosti v prospech postkolonialnych teérii a gendrovych stadii.



Druhy diel teoretickej bazy tvori rozpracovanie problému statusu a definicie umenia cez prizmu stcasnych
estetickych koncepcii. Tento segment prace predstavuje pre tedriu estetiky najzaujimavejsie zavery a tym
padom aj vychodiska d’alsich uvah. Autor zac¢ina otazkou zrodu a pévodu umenia a nasledne sa pokusa
praveké umenie definovat’, ked sa opiera o koncepcie Whitney Daviesa a predovsetkym o trojstupfiovi
definiciu umenia René Huygheho. Nasledne autor prostrednictvom diskurzivaych ukazok legitimizuje
postavenie kontextu pri uvazovani o pravekom, resp. akomkolvek umeleckom artefakte a v tomto
momente nadvizuje najma na strukturalistické pozicie. Pojem umenia podrobuje aj kritike institucionalne;
tedrie, ¢o je pre dekonstrukciu sucasného pohl'adu na praveky artefakt dolezitym krokom. Napokon sa
dostava k vlastnej, klastrovej definicii umenia, resp. ako uvadza opatrne ndzov podkapitoly, ide o navrh
definicie. Vychodiskové kritérium identifikacie pravekého objektu ako umeleckého artefaktu povazuje
zamer tvorcu vytvorit’ esteticky posobivy ¢i posobiaci objekt. Nasledne sa autor past’a do riskantného
projektu (s. 100-101), ktory je ale mimoriadne délezity — v problematickosti jeho definicie sa totiz zrkadli
problematickost’ dnesného ,,rozpravania o umeni” vébec. M6zeme tiez konstatovat’, ze akykol'vek pokus
o definiciu umenia vzdy vyprodukuje viac otazok ako istot. (Problematickou méze byt napr. podmienka
»formalnej komplexity a koherencie™.) Je prinosné, ze autor uvazuje o pravekom artefakte vzdy v dvoch
podobach — v podobe artefaktu v dobe svojho vzniku a v podobe, v ktorej sa ndm javi dnes. Dovolim si
tvrdit’, ze vicsina pravekych (ale aj starovekych, stredovekych a novovekych) diel bola vytvorena so

b144

zamerom ,pretrvat’ a ich historicita, ale aj ich pritomnost’ (¢i odkaz) pre uplynulé a nadchadzajice

epochy, je v nich inherentne dana. Inak povedané, nasa aktudlna recepcia artefaktu je jeho sucast’ou.

Takto vypracovany zaklad je aplikovany v nosnej casti prace o konkrétnych rekonstrukciach umeleckych
produkcii doby Zzeleznej na Slovensku. Poénic stanovenim si vychodiskovych problémov pred pokusmi
interpretovat’, sa autor d’alej venuje charakteristike doby Zeleznej segmentovanej do podkapitol o dobe
halstatskej, Trdkoch a Skytoch. Nasledne sa ponara do detailnych popisov a interpretacii hmotnej kultary
starSej doby Zzeleznej na Slovensku. V tychto castiach prace ilustracie a reprodukcie tvoria integralnu
stcast’ grafického vzhladu stranok a funkéne doplnaji text. Osobitnou, dost’ rozsiahlou kapitolou je
pojednanie o vplyve nomadskych kmeflov na slovenské tzemie a aj tu autor vypracuva diskurzivne

komparacie a interpretacie jednotlivych artefaktov.

Analogicky je koncipovany dal$i segment mapujuci mladsiu dobu Zzeleznd (dobu laténsku). Za vel'mi
prospesnu povazujem cast’ o nalezoch keltskych minci (s. 224-235), v ktorej sa principidlne vyhyba
porovnavaniu antickej a keltskej kultiry a poukazuje na vzity a nespravny spésob hierarchického vnimania
tychto dvoch kultar ako centralnej a barbarskej, t. j. periférnej (s. 224). Uvahy smerom k chapaniu
umelecko-historickej periférie by boli mozno spolahlivejsie, ak by sa opierali o — podla méjho nazoru —
najpoctivejsiu pracu k tejto téme na Slovensku, a teda o texty Jana Bakosa (napr. Periféria a symbolicky skok).
Pozoruhodnym prispevkom je problematizovanie tvrdeni, Ze na bratislavskych minciach keltskej kultary
ide o portrétne vyobrazenia, co nadvizuje na rozpracovanie problému realizmu, kde vychadza nie len zo
znamych Goodmanovych téz, ale opiera sa aj o Dawisa, Mukafovského, Worringera, Gadamera,
Ingardena, Levinsona a i. Prostrednictvom udvah o ornamente a porovnania Gadamerovho a
Wortingerovho nazoru (tu by pomohol snad’ viac formalista Alois Riegl alebo semiotik Meyer Shapiro) sa

dostava k fundamentalnym tvaham o symbole a prirodzene Cerpa najmi z Cassirerovho prinosu.

Naznacené trajektorie jednotlivych kapitol logicky smeruju k zaverecnej kapitole Ndabogenstvo, kult, viera a
mytoldgia doby Felezney, ktorej sa nedalo vzhl'adom na primarne kultova povahu najdenych pravekych
artefaktov vyhnut'. Preto autor vysvetluje kozmologické predstavy pravekého obyvatel'stva na nasom

uzemi opisom polyteizmu doby haltstatskej, trackych mytologickych postav, pantedénu skytskych bohov,



keltskych kultovych praktik atd’. Pri dvahach o myte sa celkom spravne opiera o tvrdenia C. Lévy-Straussa
a v zavere¢nom slove napokon uvadza stanovisko, ktoré mu z uvedeného vyplynulo: ,,Zopakujern, e hranica
medzid kulton a umenim je tu velmi tenkd, dokonca si dovolin tordit, e casto nelitatelnd alebo sa 3dd, akoby neexistovala.
Je to g toho dovodu, Ze ide o dve oblasti, ktoré nemozno plne oddelit’ a v dobe Felezney sphvajii skir v jeden celok.
Dodajme, ze sucasny pozorovatel sa na umenie diva cez ptizmu autonomizovaného ,,vesmiru umenia®,
preto je estetickd rekonstrukcia pravekého artefaktu naroc¢na a bez rekonstrukcie mimo-umeleckjch

skutocnosti nemyslitel'na.

Stanovenej koncepcii by v budicnosti prospel pohPad na dejiny koncepcii dejin umenia, na vyvoj
metodolégie, ked’Ze st to prave dejiny umenia, zberatelia a muzea, ktoré maju ti moc, ze institucionalne
pripisu artefaktu status umenia. Absentuje tu problém umeleckej praxe — ak hPadame pociatky chapania
pravekého umenia ako estetického objektu, je potrebné ich zaroven hl'adat’ medzi umelcami samotnymi —
v zlozitom procese tzv. estetickej preferencie primitivneho (pozri blizsie Gombrich, 2012). V tejto
stivislosti sice spravne autor poukazuje na prelomové dielo Josefa Capka (1938), no treba dodat’, Ze tento
Capkov opus bol zhrnutim a prehodnotenim starsich textov, ktoré nadvizovali na badania Carla
Einsteina, Wilhelma Uhdeho a i; a v ¢eskom kontexte na nich prvykrat reagoval Arne Novak (1905). Tieto
teoretické rehabilitacie ,,primitivneho®, ,,naivného* a prehistorického by vsak pravdepodobne nemohli
jestvovat’ bez umeleckych preferencii primitivneho — ¢i uz v skupine francizskych fauvistov a kubistov
alebo nemeckych expresionistov. Jednym dychom dodavam, ze autor musel z kapacitnych dovodov
selektovat’ témy podl'a vlastnych preferencii a niektoré sekundarne problémy vynechat’ — ako napokon aj

sam v zavere uznava.

Na zaver zhrniem, ze Makky ponuka poznatky o velkom mnozstve koncepcii prehistorického tvorenia a
vytvara tak mimoriadne potrebni mapu, o ktord sa mozno v dalsich vyskumoch spolahlivo optiet’.
Dalsim logickjm krokom by mohla byt previerka koncepcii viedenskej $koly dejin umenia, odkial

pramenia nase domace a ceské koncepcie.
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