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Predmluva

Publikace Jiri Cernicky — Zapad Zemé ze Slunce navazuje na vystavni projekt tohoto
autora prezentovany pod totoznym ndzvem v Galerii Lazné v Liberci. Jeji obsahova struk-
tura ovSem neni koncipovana jako klasicky vystavni katalog, nebot se zabyva Sir§imi
souvislostmi dila tohoto autora. Nahlizi na né jak z perspektivy nejnovéjsiho umeéleckého
vyvoje, tak v kontextu aktualnich kulturnich i spolecenskych pohybti ovlivnénych dyna-
micky se proménujicimi environmentalnimi, politickymi ¢i ekonomickymi podminkami
soucasného svéta.

Publikace je uvozena subjektivnim autorskym manifestem formulovanym Jifim
Cernickym, ktery osvétluje jeho specificky pristup k tradici moderniho uméni reprezen-
tovaného avantgardou a fenoménem postmoderny. Nastinuje piitom moznost piekonani
rozdéleného vnimani téchto uméleckych proudt, kterou demonstruje na zakladnich
vychodiscich vlastni umélecké tvorby. Sousttedi se pritom na zdtGraznéni principti este-
tického ,,neutopického” universalismu latentné piitomného v jeho kresbach a multimedi-
alniho stylového ,,chameleonstvi® charakterizujiciho jeho malitskou ¢i objektovou tvorbu.

Prispévek vyznamného ¢eského filosofa Martina Nitscheho je inspirovan zajmem
Jitiho Cernického o vyuzivani satirickych a parodickych strategii vyrazné formujicich
jeho celkovy umélecky pristup a na liberecké vystavé predevsim vyznamné pritomnych
v cyklech kreseb, které tvori jeji zakladni obsahové zazemi. Nitsche se ovSem ve svém
textu soustiedi predevsim na zkoumani fenomenologického zakladu téchto strategii
ajejich vztahu k vnimajicimu védomi, pricemz je interpretuje na pozadi vykladu mysleni
Edmunda Husserla a Maurice Merleau-Pontyho zamétreného na otazky spojené s pro-
blematikou fenomenologické redukce, respektive problematikou vztahu mezi vnimanim
a fedi. V zavéru textu se jeho autor vraci k tvorbé Jitiho Cernického a zasazuje ji mimo
tradi¢ni dualitu moderni/postmoderni, nebot ji chape jako nastroj pro zasadni vyjadieni
k manipulativni povaze moci v procesu vnimani svéta disledné vyuzivajici prostredky
satiricko-parodického apriori pfitomného v samotnych strukturach lidského védomi.
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Filosof a publicista Petr Fischer obraci sviij zajem ke kritice fenoménu postmo-
dernismu, kterd je spojena s problematikou hybridni mediace formulovanou francouz-
skym filosofem Bruno Latourem. Pfemysleni nad nestalym a dynamicky se proménujicim
charakterem prosttedi, které nas obklopuje, dale plasticky dopliiuje o koncepty ne-mista
a utopie chapané jako mozné pristupy disponujici potencidlem nezbytnym pro opétovné

,osmyslovani*, jak ho nastinuje francouzsky filosof Jean-Luc Nancy. Autor zaroven v této
souvislosti upozoriuje na schopnost umeéni spojovat nespojitelné a prekonavat tak usta-
lené pojmy a svazujici doktriny. Praci Jitiho Cernického ptitom chépe jako krystalickou
ukazku umélecké hybridizace, ktera disponuje potencidlem znovu skladat rozdélené
dimenze lidské existence.

V zavéru publikace se v kuratorském textu vénuji koncepci vystavy Jitiho Cer-
nického v Galerii Lazné v Liberci, na¢rtavam aktualni pozici tohoto autora v kontextu
dlouhodobého vyvoje jeho tvorby a zaroven se vnoruji do husté sit€ uméleckych a socio-

-kulturnich propojeni, ktera charakterizuji jeho komplexni umélecky pristup. Pokousim
se pritom naznacit osvézujici bohatstvi vyznami ptitomnych v jeho praci — vyznami,
které se pies sebe vrstvi, Casto se zdanlivé navzajem vymezuji, ale v konec¢ném disledku
synergicky formuluji jeho originalni, kriticky i hlubinné ucastny aktivisticky piistup
k realité¢ dnesSniho svéta.

Obrazova dokumentace dél Jittho Cernického je v publikaci rozdélena do dvou
¢asti. Ta prvni se soustiedi na expozici Sirokého konvolutu autorovych kreseb, a tvoii
tak podmanivy vizualni pandan prispévku Martina Nitscheho. V zavéru publikace je
potom komplexnim zptisobem piedstavena instalace vystavy Jitiho Cernického Zapad
Zemé ze Slunce v Galerii Lazné v Liberci.
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Foreword

The volume entitled Jifi Cernicky — Earthset from the Sun accompanies the exhibition
project bearing the same name that showcases the artist’'s work in the Lazné Gallery
in Liberec. In terms of its structure the publication does not act solely as an exhibition
catalogue, for it addresses wider connotations of the work of this author. The volume
enunciates an analysis from the perspective of the artist’s most recent artistic evolution
as well as the wider context of contemporary social and cultural developments that are
constantly shaped by the environmental, political as well as economic conditions of the
dynamically ever-changing world of today.

The volume is introduced by a subjective author manifesto formulated by Jiti
Cernicky, who elaborates on his specific approach to the tradition of modern art repre-
sented by the avantgarde and the phenomenon of post-modernity. The artist sheds light
upon the ability of overcoming the fragmented perception of these artistic approaches,
which he demonstrates through examples of his own art practice. In doing so, the author
primarily focuses on accentuating the principles of aesthetic “non-utopical“ universalism,
latently present in his drawings, alongside multi-media stylistic camouflage, which is
characteristic for his painterly or object-based artworks.

The contribution presented by the prominent Czech philosopher Martin Nitsche
is inspired by the interest of Jifi Cernicky in the use of satirical and parodic strategies
that starkly mould his entire artistic approach. These are prominently visible in the
Liberec exhibition specifically in the author’s series of drawings, which create its se-
mantic backdrop. In the scope of his text, Nitsche targets the phenomenological basis
of these strategies and their relation to the perceiving mind. Simultaneously, the author
takes on the analysis of interpreting them via the means of the writings of Edmund
Husserl and Maurice Merleau-Ponty, from the philosophical world of which he spe-
cifically accentuates the themes of phenomenological reduction and the relationship
between perception and language. In the conclusion of the text, the author returns to
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the work of Jiti Cernicky and situates it outside the traditional modern/postmodern
duality, as he understands it as a tool for a fundamental commentary on the manipu-
lative nature of power in the process of perceiving the world, consistently employing
the means of satire and parody that are a priori embedded within the very structures
of human consciousness.

Philosopher and publicist Petr Fischer posits a critique of the phenomenon of
postmodernism attached to the concept of hybrid mediation formulated by French phi-
losopher Bruno Latour. His reflection on the unstable and dynamically changing nature
of the environment that surrounds us is further enhanced by the concepts of non-place
and utopia. These are proposed as possible approaches possessing the potential that can
catalyse a renewed “re-meaning,” as outlined by the French philosopher Jean-Luc Nancy.
In this context, the author also highlights art’s ability to conjoin the unjoinable, thereby
transcending established concepts as well as restrictive doctrines. Petr Fischer views
Jiti Cernicky’s work as a crystalline example of artistic hybridisation, which possesses
the potential to reassemble the fragmented dimensions of human existence.

The concluding section of the publication presents my curatorial text that ex-
amines the underlying conceptual framework of Jifi Cernicky’s exhibition at Lazné
Gallery in Liberec. I outline the artist’s current position within the context of the long-
term evolution of his practice, while also delving into the dense network of artistic and
socio-cultural connections that characterise his comprehensive artistic approach. In
doing so, I aim to highlight the refreshing abundance of meanings present in his work -
meanings that densely layer upon one another, in order to often seemingly define each
other, but that ultimately synergistically formulate his original, critical, and deeply en-
gaged activist approach to the reality of today’s world.

The image-based documentation of Ji#i Cernicky’s artworks is partitioned into
two sections. The first displays a wide plethora of the author’s drawings and creates
a compelling visual component to Martin Nitsche’s contribution to the publication. Con-
trastingly, the conclusion of the volume offers a complex insight into the installation of
the exhibition of Jiti Cernicky Earthset from the Sun.
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Proc to tak vypada’

Zamyslim-li se nad divodem, pro¢ moje prace vypada tak, jak vypada, musim se vratit do
devadesatych let minulého stoleti, kdy se v akademickych kruzich komunikoval problém
postmoderniho mysleni a s nim souvisejici otazky obsahu a formy umeéleckych dél. Teh-
dy jsem se snazil drzet si od takovych debat odstup, protoZze se pti nich pouzivalo prilis
vyznamovych nalepek a uvozovek, jez ohybaly domnélou pravdu do, na mtij vkus, prilis
artificialnich poloh. Domnival jsem se totiz, Ze je mozné uchovat si z obou myslenkovych
sméra to nejcennéjsi. Na moderné, a predevsim na avantgardé, jsem obdivoval nekom-
promisni Ipéni na progresivismu potazmo inovaci. Na postmoderné pak svobodu nebat
se jit zpét ke korentim a recyklovat minulost. Nevidél jsem v tom tehdy rozpor. Rovnéz
jsem postupné samoziejmé pocitoval i stinné stranky obou ptistupti.

Od chvile, kdy jsem zac¢al uméni vnimat seriozné a krok za krokem postupné cha-
pal, co Ze to je ,moderni® silil ve mné rozporuplny pocit. Byl jsem fascinovan neuvéritelné
odvaznymi kreacemi a inovacemi, které zcela jisté zménily nas svét. Jednim z mnoha
mych hrdina byl Pablo Picasso, jenz byl ziejmé opravdu ovlivnén Henry Bergsonem a Al-
bertem Einsteinem, a tudiZ i on sam zménil uvazovani o prostoru a ¢asu na poli umeéni.
Tim se cas akceleroval a umélci zacali chrlit smr$t navazujicich ¢i vymezujicich se ,,isma*,
které dokonale ilustrovaly prival prekotnych zmén pocatku 20. stoleti. Mimochodem
neni snad Picassova série interpretaci Veldzquezova obrazu Las Meninas z roku 1957
jiz postmoderni predzvésti onoho prikopnika rané moderny?

V moderné to mnohdy byvalo tak, ze ¢im byl umélec avantgardnéjsi, tim byl vice
adorovan, a diky tomu rostla i jeho pycha a pohrdani rigidnimi maloméstaky a zpatec¢niky.
Vzpomenme na eskapady Vladimira Majakovského a jeho ponizovani symbolista typu
Ivana Bunina a Anny Achmatovové. Déjiny moderniho uméni jsou pohrdani plné. Avant-
gardista byl totiz vniméan jako myticky hrdina ménici budoucnost lidstva. Na druhou
stranu se vSak nékteri z téchto revolucionaiti dopoustéli velmi problematickych ¢ind, jez
svédci o jejich bezmezné aroganci zZivené anarchii. Ve svém zajmu o progresivni destrukci
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starych spolecensko-politickych poradk se napriklad italsky futurista Filippo Tommaso

Marinetti nestitil sprahnout se s Mussoliniho faSismem a horoval pro vale¢né bésnéni

ve jménu pokroku. Podobné utopické blouznéni postihlo i nékteré ze stoupenci ruské

avantgardy, ktefi ve jménu revoluce s krvavyma oc¢ima propagovali bolSevické nasili a ko-
munismus. Neuvédomovali si tehdy, jakou spoust ud€la toxicka smésice individualismu

s radikalismem. Podobnych prikladli je moderna piirozené plna a postupem, jak se ¢as

inadale zrychloval, mnozily a radikalizovaly se i skandaly, excesy, provokace, bezbiehé

nonkonformity a s tim i anarchie a chaos. Mezi nejradikalnéjsi umeélecké extrémisty
americka a britska punkova a undergroundova scéna a dalsi.

Neni tedy divu, Ze se néco zménit muselo. Bylo nasnadé prijit s né¢im, co ony
avantgardni excesy prestane adorovat a umozni umeélciim tvofit emancipovang, nor-
malné, bez pohrdani. A tak vznikla transavantgarda, ktera dovolila umélciim pracovat
pluralitné bez hanby a posméchu. Sméli proste jenom malovat, sochafit, tisknout grafiky,
klidné recyklovat minulost podle libosti a ejhle, ono to preci jen kupodivu vypadalo jinak
nez pred modernou - ano, tak trochu picassovsky, jako jeho ,Las Meninas®. Nebylo to
tolik akademicky zasmusilé a leckdo si s ulevou vydechl, kdyz zjistil, Ze postmoderni
estetika je svézi, Sik. Moderna se razem stala nemoderni.

Vzdy jsem nicméneé tusil, Ze i kdyz takovéto ,logické” vysvétlovani déjin umeéni
jisty smysl dava, je z casového odstupu preci jen velmi zjednodusené. Mnohé vyznamné
kuratorské a kunsthistorické texty vsak prave takto kategoricky vymezujici byly. Bylo
tomu zjevné proto, aby bylo viibec mozné v oné dobé takovou slozitou problematiku
uchopit a jednotlivé sméry a tendence od sebe odlisit. Ja si vSak myslim, Ze v kazdém
hlavnim protezovaném proudu je i spousta jemnych protiproudt ¢i meandrua, které tiSe
vypovidaji o alternativni znejasnujici povaze déni. A proto tvrdim, Ze zcela jisté existo-
valo mnoho lidsky skromnych modernich umélct, kteii i presto, ze skandaly nedélali
a nebyli konfrontacni, vytvareli avantgardni dila bez defétismu, regrese a akademismu.

Takovi umélci neméli v povaze byt proti, jen jim $lo o to vytvorit néco nového,
a to nemusi byt nectnostné. Za vSechny bych zminil: Henriho Matisse, Pieta Mondriana,
Frantiska Kupku, Otto Dixe, Giorgia de Chirica, Marca Chagalla, Josepha Beuyse, Mar-
ka Rothka, Sol LeWitta, Tetsumi Kuda, Nam June Paika a mnoho dal$ich, kteti prisli
s velkymi inovacemi, ale nebyli za kazdou cenu arogantnimi radikaly. Nevymezovali se
zbytec¢né viici svétu a minulosti, jen prosté do jejich otevieného prostoru néco cenného
pridali. Prave to néco mi dnes v postmoderné chybi. Jen pod ¢arou: neodsuzuji ony ra-
dikaly jako celek, viibec ne. Nevazim si pouze téch, kteti prekracovali zakon, pracovali
na néci ukor nebo horovali pro zlo ve jménu vlastniho ega.

Vici avantgardé€ se mi proto jevi postmoderni pfistup trochu polo-funk¢ni a zde
bych se zminil o tom, Ze i kdyZ dnes neochvéjné mluvime o nasi postmoderni dobg, ktera,
jak leckdo véri, bude existovat na veéky, citime, Ze nas jeji povaha zjevné dusi. Ano - zda
se, ze fenomén postmoderny okoli devalvuje jako smog, ktery si vse plizive a invazivné
privlastiiuje a zamoruje. Kazdy vyrok, myslenka, gesto, ¢in je postmodernou s naprostou
setrvacnosti pohlcovan, stravovan, rozmélnovan, okradan o energii a vypada to, jako by
se v jeji naruci ztracela veskera autenticita a vitalita. Vse je stale dokola fedéno, vraceno
do obéhu a dale oslabovano a vyprazdnovano. Nic neni chapano naptimo — naopak spiSe
konceptualng, zastupné prostiednictvim néceho jiného, ale i tato podivna konceptualita
je daleko nanicovatéjsi nez ta, ktera formovala tvorbu modernistickych konceptualistt,
neo-konceptualisti &i post-konceptualistil. Rika se dokonce, Ze vie jiz vytvoieno bylo
anyni nezbyva, nez to jen interpretovat a modifikovat. Nepripomina to temnou postavu
Jorgeho z Burgosu z romanu Umberta Eca Jméno riiZe? Originalita a autenticita v uméni
jsou dnes passé, a dokonce ani kreativita, jez byla kdysi zakladem tvorby, neni nutna.
Umeéni se neziidka stava jakousi psychoterapii, inikem ze svéta plného utrpeni do fikce
pohodli. Komunikovat o pravdé je také irelevantni, protoze podléha vSudyptitomnému
relativismu.

Nesouhlasim s takovymi zjednodusujicimi nazory! Jsem totiz presvédcen o tom,
Ze ani moderna, a ani postmoderna nejsou terminy vystihujici to, o€ tu §lo a stale bézi.
Tyto nalepky vychazeji z prepjatosti souboje ideji hledajicich pravdu. Stejné tak, jako
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v buddhistickém zenu, je ale dobré zabrzdit, poodstoupit a polozit si otazku, zda tim,
Ze si vyty¢ime vytouzeny cil, v tomto pripadé€ napriklad osviceni, se ve snaze po jeho
dosazeni tato cilova meta naopak nevzdaluje. Nevim, mozna ona touha za kazdou cenu
dokazat prevahu ostatnim lidem (publiku) deformuje pravdu, ve kterou véfim a ktera by
byla pozvoln€jSim procesem vyvoje obnazena sama od sebe bez urputné touhy a natlaku.
Proc¢ se v postmoderni dobé€ vzdavat rozumné progresivnosti, inovaci, novych myslenek
azmeén? Uz dels$i dobu jsem velice ¢asto obklopen lidmi, kteti se téchto udajné moderni-
stickych aspektli boji. Domnivaji se, Ze z nich vzejde né€jaka dalsi tragédie, jak tomu bylo
ve vale¢nych konfliktech 20. stoleti. Modernismus je pro n€ Spatné, pohrdanihodné slovo
a postmodernismus pohodlna a lehce zatuchla nuda, vyraz slabosti.

Presto stéale vétfim v to, Ze je i dnes mozné prinaset nové objevné myslenky bez
arogance a adorovani vlastni vyjimec¢nosti. Ve svété vizualniho uméni je to preci jen
ponékud jinak nez v politice a védg, ty jsou daleko nebezpecnéjsi. Je-li umeéni kvalitni,
miva vétSinou daleko jemnéjsi momentéalni dopad. Umélec ¢asto nebyl bran ve své dobé
prilis vazné, aija pocituji dnes a denng, Ze jsem jako vytvarnik (strasné slovo) majoritni
spole¢nosti vniman spi$ tak trochu jako snilek. Drtiva vétSina populace vizualnim umél-
cim nerozumi, jsou ji proti mysli. Je to prost¢ tak, ze umélci pracuji s delsi casovosti. Ani
avantgarda ve svém nejvétSim vzepéti nikdy déjiny primo a okamzité neménila, protoze
byla bagatelizovana nebo prosté potlacovana. Az casem se mnohdy ukazalo, s jakou
citlivosti umeélci vnimali svét kolem sebe. U nékterych z nich se to projevovalo takika
prorockym vidénim piitomnosti i budoucnosti. To nas s odstupem ¢asu samoziejmé
fascinuje a mame sklon davat takovym uméleckym projeviim velkou hodnotu, protoze
vypovidaji o neuvéritelnych schopnostech nejen onéch autort, ale i ¢lovéka jako tako-
vého. Neni tedy nutné ztracet odvahu, drive a vzdavat se snéni o neobvyklych inovacich,
ochuzujeme se pak o nové prizna¢né nazirani na svét, coz je jisté velka skoda.

A nyni tedy kone¢né nastinim, pro¢ mé umeéni vypada tak, jak vypada. Vnimam
jeho podobu jako jakousi intuitivni obranu proti obvyklym intelektualnim skatulkam.
Ty mi ne tak uplné vyhovuji. Mam dojem, Ze jsou nepfirozené, zjednodusené. Vyuzivam
v zésadé dvé strategie. Netvrdim, Ze funguji jako univerzalni nastroj. Mné vSak opravdu
dobre slouzi k tomu, abych se citil svobodné.

Nejprve se chci zminit o té ¢asti mé tvorby, ktera vychazi z kreseb a vSech na né nava-
zujicich médii (instalaci, soch, objektt, film1, vynalez...). Abych postmoderné pouze

nerecykloval individualni modernistické estetické pristupy, nesnazim se vracet nékam

do konkrétniho ,ismu‘, slohu ¢i tendence minulosti, ani do historismu a ,,prehistorismu®.
Ano, leckdo by polemizoval, Ze se tak ¢i onak musim nékam vracet - je jen otazkou kam.
Ja presto tvrdim, ze ,nikam". A praveé v pripad¢ kreseb, které jsou zakladnimi ideovymi

koreny mé prace, tak ¢inim. Tyto kresby jsou onim pomyslnym univerzalnim pismem,
které pouziva kazdy a slouZi jen k tomu, aby upozornilo na to nejdtlezit€jsi — na obsah.
Estetika mych kreseb nema mit umeéleckou, autentickou, osobni estetickou hodnotu,
o kterou prave vétSinou umélctim jde. Estetika mych kreseb je proto zastupna, blizici se

fadni realistické naraci. Nepouzivam osobni originalni estetiku k vytvoreni zdanlivého

tajemstvi. Jeho cilem totiz Casto byva zamlzeni ideje, aby bylo navozeno pouhé zdani

zahady, ktera divaka tak pritahuje a opaji. Ja se naopak pokousim kreslit to, co umélctim

moc nevoni a ¢eho si moc nevazi. Mam na mysli obsah se zdanlivé pfimocarym ,feSenim®.
Nabizim divakovi moznost podivat se na ideu, kterou se dale snazim popsat, vysvétlit,
navrhnout jeji logicka a raciondlni vyusténi, aby byla chapana v souladu s mym autor-
skym zamérem. Z toho by mélo plynout, Ze divak pti takovém autorském piistupu moc

prostoru pro interpretaci nema. Ja vSak tvrdim, Ze tomu tak ve skute¢nosti byt nemusi.
Tato metoda pouze udava myslenkovy smér.

Mnou vyuzivana technika kresby navazuje na hlubokou tradici tzv. didaktickych
¢i nau¢nych kreseb, které se pouzivaly k tomu, aby co nejdetailnéji popsaly a vysvétlily
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sledovany fenomén. Jejich ucelem bylo zptistupnit divakovi presn€jsi pochopeni pro-
birané latky. Mély mu pomoci pochopit vyznam zobrazeného a potazmo rozvinout jeho
kognitivni schopnosti pti vzdélavacim procesu. Cilem takovych kreseb bylo nazorné
popsat naptiklad néjaky princip, piirodni ¢i technické charakteristiky. Tyto kresby byly
soucasti nejen ucebnic, nau¢nych knih a botanicko-zoologickych atlast (bunék, rostlin,
hub, hornin, zvirat, lidskych etnik...), ale i roztodivnych alb kuriozit, ve kterych prostred-
nictvim rliznych pland, diagramu, tabulek, grafii, mechanickych a architektonickych
vykresu, sbirkovych a archivnich predméti ilustrovaly specifické anatomicko-lékarské,
fyzikalni ¢i matematické jevy.

Diky této estetické neutralité, kterou pii tvorbé kreseb vyuzivam, si mohu dovolit
polozit diraz na obsah, avSak v mém pripadé v ramci umeéleckého nazirani spise na pro-
blém. Mohu tak byt umélecky progresivni, novatorsky a ideové originalni. Smim tvotit
své ,neutopie”. Jeden piiklad za vSechny: napadlo mé kdysi, Ze takova eutanazie je pro
katoliky jisté velky problém, a proto by se dalo na jeho feSeni podivat z necekané stra-
ny — uméleckyma ocima. Jelikoz je mi lito pacientq, ktefi dozivaji v bolestech, bez nadéje
na ukonceni nevylécitelného utrpeni, pokusil jsem se prijit s umeéleckym reSenim. Domni-
vam se, Ze tito veérici mohou mit strach ze spachani neodpustitelného htichu. Sakralizoval
jsem proto plivodni technicky prototyp stroje na eutanazii od Jacka Kevorkiana. Diky
této vizualni proméné doslo k prekvapivé spiritudlnimu, symbolickému vyznéni. Nova
podoba stroje kombinuje reprezentaci bozské slavy s vysokym zlatnickym remeslem,
kterym katolicka cirkev navozuje pocit vzacnosti, exkluzivity a svatosti. Myslim, Ze je
to feSeni inovativni a stoji za to se nad nim zamyslet. Asociuje totiz necekanou skalu
dtlezitych otazek souvisejicich se Zivotem a smrti, s tim, jaky maji kfestanska dogmata
vliv na spolec¢nost, jak silny mize byt esteticky propagandisticky jazyk atd.
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Moje druha4 strategie, jak se vymknout vySe zminénym zatézujicim skatulkam, je zit
tvurci zivot mnoha umeélcti najednou a nepouzivat tedy néjakou osobni estetiku. Tato
strategie se tyka vSech ostatnich médii, ktera nejsou ovlivnéna kresbou. Jsem presvédcen
o tom, Ze pouhé odliSovani se od identity ostatnich umélci nema se skute¢nou identitou
umeélce jako ¢lovéka nic spoleéného. Tato domnéla identita ho pouze zbyte¢né limitu-
je. Navic, kdyz se jeji atraktivita vycerpa, je tézké uspét s dalsi novou osobni estetikou,
na kterou divaci nejsou zvykli. Touto cestou se lecktery umeélec dostal do pasti vlastni
estetiky a vyhasl drive, nez bylo nutné. Dobrovolné vlezl do klece, kterou si sam vyrobil.
Myslim, Ze ve skutec¢nosti neni nutné se jakkoli omezovat, nevedou-li k tomu ekonomické
divody. Multiesteticky a intermedialni pristup rozevira pred autorem vétsi moznosti
kreativity, vice nezavislosti a svobody. Naopak nevyhodou podle oponentti miiZe byt,
Ze takovy intermedialni umélec s mnoha identitami je tézko uchopitelny v tradi¢nich
umeéleckohistorickych kategoriich, a tudiz se s nim dé hiare pracovat a jeho dila mohou
byt rovnéz i sloZité obchodovatelna. O to tu ale prave jde. Komplikovand zaraditelnost
popira smysl tradi¢nich kategorii, ale v diisledku poukazuje na autentickou identitu
protoze k pochopeni takového umeélce vede ktivolaka cesta. Kuptikladu pouze v malbé
v soucasnosti pouzivam cca 25 stylii, pfiCemz ty se, az na par vyjimek, nesnazi nic pre-
birat a recyklovat, ale jsou postavené na inovativnosti, originalité a autenticité. Zabavné
je, ze leckteré z téchto stylll jsou s naprostou samoziejmosti vyuzivany i jinymi umelci.
A koneckonct, pro¢ ne, nejsem proti.

Pro¢ to tak vypada?



Jifi Cernicky

Jiti Cernicky (narozen 1966 v Usti nad Labem, Zije a pracuje v Praze) patii mezi zasadni pied-
stavitele umélecké generace devadesatych let 20. stoleti, ktera na scénu vstoupila v ramci
spolecenské, politické a kulturni transformace po rozpadu autoritativniho reZzimu v tehdej$im
Ceskoslovensku. Jeho tvorba latentné vyriista ze zkusenosti spojenych s dospivanim v Usti
nad Labem uprostied industrialni atmosféry byvalych Sudet formované celou fadou palcivych
socialnich a environmentalnich strett. Tato specificka témata stojici na pocatku jeho tvorby
ovéem Jiii Cernicky cilené rozviji jak v souvislosti s neustalym rozsifovanim zajmu o priizkum
neuralgickych bodt souc¢asné globalizované society, tak prostfednictvim schopnosti disledné
experimentovat s expandujicimi prostfedky umeéleckého vyjadreni. Vedle spolecenské a komu-
nitni angazovanosti je pro tohoto autora rovnez charakteristické suverénni surfovani napric
uméleckymi styly i technikami, pfi¢emzZ vybér konkrétni formy dila ¢asto prirozené vyrista
z jadra vypravéného ptibéhu. V rozlehlém prostoru tvorby Jifitho Cernického, stejné jako na
jeho aktualni vystavé v Galerii Lazné v Liberci, se tak potkavaji tradi¢ni umeélecké vyjadiovaci
prostfedky — malba ¢i kresba — s experimentalnimi pristupy reprezentovanymi objektovou
a instala¢ni tvorbou, videoartem, performativnimi projevy a v neposledni radé také zajmem
o expanzi do vefejného prostoru.
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Why does it look
like that?

When I reflect upon why my work looks the way it does, I must return to the 1990s, when
academic circles were grappling with the problem of postmodern thought and the related
questions of content and form in works of art. At the time, I tried to maintain my dis-
tance from such debates because they relied too heavily on labels and quotation marks
that warped supposed truths into constructs that were, for my taste, overly artificial.
I believed, in fact, that it was possible to preserve the most valuable elements from both
schools of thought. I revelled in the uncompromising commitment to progressivism and,
by extension, innovation offered by modernism and especially the avant-garde. In turn,
I admired the manner in which postmodernism opened the path to freely return back to
the roots and recycle the past. I didn't see a contradiction in that at the time. Nevertheless,
the downsides of both approaches gradually became obviously clear to me.

From the moment I began to take art seriously and incrementally reached the
understanding of what “modern” actually meant, a conflicting feeling grew within me.
I was fascinated by the incredibly bold creations and innovations that had undoubtedly
changed our world. One of my many heroes was Pablo Picasso, who was clearly influ-
enced by Henri Bergson and Albert Einstein and thus, in their footsteps, he himself trans-
formed the way of thinking about space and time in the field of art. This accelerated the
perception of temporality, as a result of which artists began churning out a whirlwind of
related or deliminating “isms” that perfectly illustrated the torrent of rapid changes at
the beginning of the 20th century. Incidentally, isn’t Picasso’s 1957 series of interpreta-
tions of Velazquez’s Las Meninas already a postmodern foreshadowing of that pioneer
of a fledgling modernism?

It was often the case in modernism that the more avant-garde an artist was, the
more he was adored, and as a result, prideful, which resulted in his contempt for rigid
provincials and reactionaries. Let us recall the escapades of Vladimir Mayakovsky and
his humiliation of Symbolists such as Ivan Bunin and Anna Akhmatova. The history
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of modern art is replenished with such contempt. The avant-gardist was, after all, per-
ceived as a mythical hero reshaping the future of humanity. On the other hand, however,
some of these revolutionaries committed highly problematic acts that testify to their
boundless arrogance fuelled by anarchy. In his zeal for the progressive destruction of old

socio-political orders, the Italian futurist Filippo Tommaso Marinetti, for example, did

not hesitate to ally himself with Mussolini’s fascism and championed the ravages of war
in the name of progress. A similar utopian delusion also afflicted some of the followers

of the Russian avant-garde, who, in the name of revolution, promoted the Bolshevik
Revolution and Communism with bloodshot eyes. They did not realize at the time what

havoc a toxic mixture of individualism and radicalism would wreak. Modernity is doubt-
lessly full of similar examples, and as time continued to accelerate, scandals, excesses,
provocations, boundless nonconformity - and with them, anarchy and chaos - multiplied

and radicalized. Among the most radical artistic extremists were the Dadaists in Berlin,
Viennese Actionism, the Lettrists in Paris, and the Situationists in Italy, the American

and British punk and underground scenes, etcetera.

It’s no wonder, then, that something had to change. It was only natural to come
up with something that would stop idolising those avant-garde excesses and allow art-
ists to create freely, normally, without contempt. And so the trans-avantgarde was born,
allowing artists to work in a pluralistic manner without shame or ridicule. They were
simply allowed to paint, sculpt, make prints, and freely recycle the past as they pleased -
and lo and behold, it actually looked different than it did prior to modernism - yes,
a bit Picasso-esque, like his “Las Meninas.” It wasn’t so academically gloomy, and many
breathed a sigh of relief when they realised that postmodern aesthetics were fresh and
chic. Modernism suddenly became outdated.

I always suspected, however, that even though such “logical” explanations of art
history make a certain amount of sense, they are, in hindsight, ultimately very simplistic.
Yet many significant curatorial and art-historical texts were precisely driven by such
a categorical distinction. This was clearly done in order to render possible the grasping
of such a complex issue at that time and to distinguish individual movements and trends
from one another. I believe, however, that within every major, prominent current there
are also many subtle counter-currents or meanders that quietly speak to the alternative,
ambiguous nature of events. And that is why [ maintain the position that there were
certainly many modest modern artists who, even though they did not cause scandals
and were not confrontational, created avant-garde works free of defeatism, regression,
and academicism.

Artists like these weren’t inherently opposed to anything; they simply wanted
to create something new, and in itself doesn’t have to be dishonourable. To name but
a few: Henri Matisse, Piet Mondrian, FrantiSek Kupka, Otto Dix, Giorgio de Chirico, Marc
Chagall, Joseph Beuys, Mark Rothko, Sol LeWitt, Tetsumi Kudo, Nam June Paik, and
many others who brought about great innovations but were not arrogant radicals at any
cost. They did not unnecessarily set themselves apart from the world and the past; they
simply added something valuable to their open space. It is precisely that something that
I find lacking in postmodernism today. Just a side note: I do not condemn those radicals
as a whole, not at all. I simply do not respect those who broke the law, worked at someone
else’s expense, or championed evil in the name of their own ego.

Compared to the avant-garde, the postmodern approach therefore strikes me as
somewhat semi-functional, and here I would care to mention that albeit we speak today
with unwavering certainty about our postmodern era - which, as many believe, will last
forever - we feel that its very nature is clearly suffocating us. Yes - it seems that the phe-
nomenon of postmodernism devalues its surroundings like smog, which insidiously and
invasively appropriates and poisons everything. Every statement, thought, gesture, and
action is absorbed, digested, and pulverized by it with utter inertia, robbed of its energy,
and it seems as though all authenticity and vitality are lost in its embrace. Everything
is endlessly diluted, returned to circulation, and further weakened and emptied. Noth-
ing is understood directly - rather, conceptually, mediated through something else, but
even this strange conceptuality is far more trivial than that which shaped the work of
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modernist conceptualists, neo-conceptualists, or post-conceptualists. It is even said
that everything has already been created and now all that remains is to interpret and
modify what came before. Is this not evocative of the dark figure of Jorge of Burgos from
Umberto Eco’s novel The Name of the Rose? Originality and authenticity in art are out-
dated today, and even creativity, which was once the foundation of creation, is no longer
necessary. Art frequently becomes a kind of psychotherapy, an escape from a world full
of suffering into the fiction of comfort. Communicating truth is also irrelevant, because
it is subject to ubiquitous relativism.

I disagree with such simplistic views! For I am convinced that neither Modern-
ism nor Postmodernism are terms that accurately capture what was at stake then and
what is still at stake today. These labels stem from the strained clash between differing
ideas that seek the truth. Just as in Zen Buddhism, however, it is good to pause, broad-
en one’s perspective, and therafter inquire whether, by setting a desired goal - in this
case, for instance, enlightenment - the very act of striving to achieve it might, in fact,
cause that goal to recede further into the distance. I don’t know; perhaps the desire to
prove one’s superiority to others (the audience) at any cost distorts the truth (in which
I believe), a truth that would be revealed on its own through a more gradual process
of development, without such relentless desire and pressure. Why eschew reasonable
progressiveness, innovation, new ideas and change in the postmodern era? For quite
some time now, I have very often been surrounded by people who fear these supposedly
modernist tendencies. They believe that some further tragedy will arise from them, as
was the case in the wartime conflicts of the 20th century. To them, modernism is a bad,
contemptible word, and postmodernism is the epitome of comfortable and slightly stale
boredom, an expression of weakness.

Nevertheless, I still believe that even today it is possible to offer new, ground-
breaking ideas free of arrogance or adulation of one’s own exceptionality. Ultimately,
the world of visual art is somewhat different from that of politics and science, which are
considerably more dangerous. If art is of high quality, it habitually carries a more subtle
immediate impact. Artists were often somewhat dismissed in their own time, and even
today I feel on a daily basis that, as a visual artist (a dreadful word), I am perceived by
mainstream society as more or less a dreamer. The vast majority of the population does
not understand visual artists; they are opposed to their way of thinking. It is simply the
case that artists consider a greater temporal scale. Even the avant-garde, at the height
of its power, never directly or immediately changed history due to the fact that it was
trivialized if not simply suppressed. Only with the passage of time did it often become
clear just how sensitively artists perceived the world around them. For some of them,
this manifested itself in an almost prophetic vision of both the present and the future. In
hindsight, this naturally fascinates us, and we tend to place great value on such artistic
expression because it speaks to the incredible abilities not only of those creators but
of humanity itself. It is therefore vital not to lose courage, drive, or give up dreaming of
extraordinary innovations; doing so would deprive us of new, distinctive perspectives
on the world, which would certainly be a great pity.

And now, finally, I'll outline why my art looks the way it does. I see its form as
a kind of intuitive defence against the usual intellectual categorisations. They do not
quite suit me. I feel they’re unnatural, oversimplified. I essentially implement two strat-
egies. I'm not claiming they work as a universal tool. But they really do serve me well in
helping me feel free.
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First, [ want to mention the segment of my work that stems from drawing and all related
media (installation, sculpture, object, film, invention...). So as not to merely recycle indi-
vidual modernist aesthetic approaches in the post-modernist fashion, I do not attempt
to return to any specific “ism,” style, or trend of the past, nor to historicism or “pre-his-
toricism.” Yes, many would argue that I must return somewhere - it is just a question of
where. Nevertheless, | maintain that “nowhere.” And this is precisely what I do in the
scope of my drawings, which serve as the fundamental ideological roots of my work.
These drawings are that imaginary universal script used by everyone and which serves
purely to draw attention to what is most important - the content. The aesthetics of my
drawings are not meant to have the artistic, authentic, personalised aesthetic value that
most artists strive to achieve. Therefore, the aesthetics of my drawings are representative,
approaching a bland, realistic narrative. I do not use a personal, original aesthetic to
create an illusion of mystery. The goal of such an aesthetic is often to obscure the idea
in order to evoke a mere semblance of mystery, which attracts and intoxicates the view-
er with such force. I, on the other hand, attempt to draw what doesn’'t appeal to artists
and what they don’t value. I'm referring to content with a seemingly straightforward
“solution.” I offer the viewer the opportunity to examine an idea, which I then attempt to
describe and explain. Then, I present its logical and rational outcomes in order for it to
be understood in accordance with my artistic intent. One might therefore postulate that,
with such an authorial approach, the viewer has little room for interpretation. However,
I argue that this need not necessarily be the case. This method merely sets the direction
of the flow of thought.

The drawing technique I use builds on a long tradition of so-called didactic or
educational drawings, which were used to describe and explain the observed phenome-
non in as much detail as possible. Their purpose was to provide the viewer with a more
precise understanding of the subject matter at hand. Their aim was to facilitate access for
the viewer the comprehension of the significance of what was depicted and, by extension,
develop their cognitive abilities throughout the educational process. The goal of such
drawings was to illustrate, for example, some principle, or natural or technical character-
istics of a subject. These drawings were not only found in textbooks, educational books,
and botanical and zoological atlases (of cells, plants, fungi, rocks, animals, human ethnic
groups...), but also of various albums of curiosities, in which specific anatomical-medical,
physical, or mathematical phenomena were depicted via various plans, diagrams, tables,
graphs, mechanical and architectural drawings, and collected and archival items.

Thanks to this aesthetic neutrality which I employ in my drawings I am able to
focus on content. In my case however, the framework of an artistic perspective on the
issue plays a crucial role. This allows me to be artistically progressive, innovative, and
ideologically original. I am free to create my own “non-utopias.” One example among
many: it had once occurred to me that euthanasia is certainly a major issue for Catholics,
and therefore one could search for the solution through a different lense - through the
eyes of art. Since I feel remorse for patients who are living out their final days in pain,
with no hope of ending their incurable suffering, I tried to come up with an artistic
solution. I sensed that these believers may fear committing an unforgivable sin. I there-
fore sacralised the original technical prototype of Jack Kevorkian’s euthanasia machine.
This visual transformation gave way to a surprisingly spiritual, symbolic resonance.
The machine’s new form combines a representation of divine glory with the fine art of
goldsmithing, through which the Catholic Church evokes a sense of rarity, exclusivity,
and holiness. [ believe this is an innovative solution and one worth considering. It raises
an unexpected range of important questions related to life and death, the influence of
Christian dogma on society, the power of aesthetic propaganda, and so on.
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My second strategy for breaking free from the restrictive labels mentioned above is to
live the creative life of many artists at once, and thus avoid adhering to any particular
personal aesthetic. This strategy applies to all other media that are not influenced by
drawing. I am convinced that merely distinguishing oneself from the identities of other
artists has nothing to do with the artist’s true identity as a human being. This supposed
identity only unnecessarily limits him. Moreover, once its appeal wears thin, it is difficult
to succeed with yet another new personal aesthetic to which viewers are unaccustomed.
In this way, many an artist has fallen into the trap of his own aesthetic and by effect faded
away sooner than necessary. They voluntarily climbed into a cage of their own making.
I believe that, in reality, there is no need to limit oneself in any way unless there are eco-
nomic reasons to do so. A multi-aesthetic and intermedia approach opens up greater
creative possibilities, more independence, and greater freedom for the artist. Contrarily,
according to critics, the disadvantage may be that such an intermedia artist with multi-
ple identities is difficult to categorise within traditional art-historical frameworks, and
thus is harder to work with and in effect his works may also prove difficult to market.
But that is precisely the point. The difficulty of classification negates the meaning of
traditional categories, but ultimately points to the artist’s authentic identity, which, while
more complex, is perhaps all the more genuine. It is a long-term endeavour, because the
path to comprehending such an artist is a winding one. For example, in painting alone,
I currently use approximately 25 styles, most of which, with a few exceptions, don't try
to copy or recycle, but are built on innovation, originality, and authenticity. The funny
thing is that many of these styles are offhandedly used by other artists. And after all,
why not? [ am not averse to it.

Jifi Cernicky

Jiti Cernicky (born 1966 in Usti nad Labem, lives and works in Prague) belongs to one
of the key figures of the artistic generation of the 1990s, which emerged on the scene
during a period of social, political and cultural transformation following the collapse of
the authoritarian regime in Czechoslovakia at this period. His work draws implicitly on
experiences connected with growing up in Usti nad Labem, in the midst of the indus-
trial atmosphere of the former Sudetenland, shaped by a range of pressing social and
environmental conflicts. These specific themes present at the outset of his practice are
consistently developed by Jiti Cernicky both in relation to his ever-expanding interest in
exploring the neuralgic points of contemporary globalised society, as well as through his
ability to experiment rigorously with emergent means of artistic expression. Alongside
his social and communal engagement, this artist is also characterised by a confident
navigation across mutiple artistic styles and techniques, whereby the choice of a spe-
cific form often organically emerges from the core of the narrative being told. Within
the expansive field of Jifi Cernicky’s practice, as well as in his current exhibition at
Lazné Gallery in Liberec, traditional artistic media - painting and drawing - thus meet
experimental approaches represented by object and installation-based work, video art,
performative practices, and, last but not least, an interest in venturing into public space.
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satiricko-parodicke apriori.

K fenomenologickému Cteni
satirickych a parodickych
postupi v dile Jifiho Cernického

1. Vstupni dilema vztahu satiry
a parodie k vnimajicimu védomi

Zac¢néme dilematem: Je satirické a parodické pojednani nécim, co vychazi z povahy
tématu, anebo je lidské vyjadiovani vzdy jiz ovlivnéné satirickou a parodickou povahou
naseho védomi? Jinymi slovy: bud'si o satiricko-parodické uchopeni tika realita (a lidské
védomi se tomu prizplisobilo), anebo naopak realitu satiricko-parodicky vnimame, pro-
toze nase védomi je tak jiz pred zkuSenosti zformovano. Rozhodnuti v tomto dilematu
neni banalni, protoze rozhodnout se ve prospéch kazdé z téchto dvou stanovisek méa své
konsekvence. Pokud preferujeme prvni stanovisko, Ze satirické a parodické pojednani
vychazi z tématu, znamena to, Ze jednak existuji témata, kterd jsou inherentné satiricka
a parodicka, ale vedle toho i takov4, ktera tuto povahu nemaiji a satite i parodii se vzpiraji.
Proti tomu ale umélecka zkusenost rik4, Ze parodovat lze vsechno, jakékoli téma, stejné
jako se cokoli mutze stat ter¢em satirického zpracovani. To by znamenalo, Ze jsme jako
lidé schopni satiru a parodii vidét vS§ude a Ze by tedy satiri¢nost a parodi¢nost mohla
byt vlastnosti naseho vnimani a védomi jako takového. K podobnému nazoru mifi prave
druhé stanovisko, jez by vsak, pokud by bylo brano radikaln€, mohlo mit za disledek tvr-
zeni, Zze i smutné ¢i tragické prozitky vnimame zc¢asti i satiricko-parodickym prizmatem.
Mohlo by to znamenat, Ze nelze prozit hluboky smutek, aniz by v sobé tento prozitek
nenesl moznost prechodu na satirickou ¢i parodickou rovinu. Mohlo by to znamenat,
Ze schopnost hluboce prozit smutek je ohrozena. Proti tomu lze ze zkuSenosti namitat,
ze smutek hluboce prozit Ize a Ze pritom zadné parodicko-satirické sklony rusit nejen
nemusi, ale vlastné nemohou.

Z povahy kazdého dilematu vSeobecné plyne, Ze jeho feseni je nutné hledat v né-
jakém stiedovém stanovisku. Plati to tedy i pro vySe zminéné uvodni dilema. Hledani
stfedového stanoviska pro toto dilema je cilem predkladané stati. Pti stalém respektu
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k nutnosti nalézt stfedové stanovisko se vSak tento text vice kloni k druhému stano-
visku, totiz k tomu, Ze lidské vnimani svéta je bytostné satirické a parodické, protoze
struktura lidského védomi samotna4 je satiricka a parodicka. I ve sttedovém ramci se
tedy odklanime od prvniho krajniho stanoviska, ze parodické a satirické vyjadreni cerpa
svou povahu z tématu, o kterém mluvi. V ¢em vsak, ptejme se predbézné, spoc¢iva povaha
parodického a satirického vyjadreni? Budeme o tom podrobné mluvit déle, ale na avod
feknéme, Ze jadrem parodie je prevraceni smyslu a zdrojem satiry je zase prehlceni
smyslem. Satirické i parodické vyjadieni tedy pracuje se smyslem, parodie ho prevraci
v nesmysl ¢i pseudosmysl, satira ho zahustuje tak, ze se nesmyslem ¢i pseudosmyslem
stava také. Mluvime-li o nesmyslu ¢i pseudosmyslu, je vSak nutné se ptat: ,Co je smysl?*
Touto otazkou nehledame néjakou ideovou odpoveéd (typu: smyslem je dosazeni har-
monie a podobn¢), ma totiz primarn€ strukturni povahu. Pohybujeme-li se v dilema-
tu, zda je zdrojem prace se smyslem spiSe zakousejici védomi, nebo zakous$ena situace,
sméiuje otazka ,Co je smysl?“ na strukturu zkusenosti — a pt4 se tedy vlastné: ,Ceho se
tyka smysl?“ Na této roviné je pak jasné vidét, co je zdrojem dilematické povahy nasi
vstupni vyzvy. Smysl se totiz tyka vzdy vztahu zakousejiciho a zakouSeného a bylo by
chybou jej vazat jen na jednu ze stran propojeni, kterému fikame ,,zkuSenost®. Jisté, v dé-
jinach filosofie se objevily riizné pokusy definovat smysl jednostranné; ty byly vedeny
otazkou ,,Co je zdrojem smyslu?“. Tuto otazku lze zodpoveédét jednostranné: zdrojem
smyslu mutze byt bud’ védomi (mysl, duse, duch), nebo zakousSena situace (objekt, véc,
zivot, hmota). Avsak at tuto otazku zodpovime jakkoli, nelze popfit, Ze smysl se tyka
vzdy celého vztahu, zkuSenosti, ktera spojuje zakousejiciho a zakousené. Nase vstupni
vyzva ,Vychazi satirické a parodické pojednani z tématu, nebo ze struktury védomi?“ ma
tedy dilematickou povahu prave proto, Ze je analogii otazky zamérené na zdroj smyslu,
nikoli na jeho strukturu. Nas text se sice v ramci tohoto dilematu kloni ke stanovisku
védomi, ale zaroven, protoze dilema je znamenim slepé ulicky mysleni, je nutné ustoupit
z radikality naseho stanoviska.

Stredové stanovisko, které tu tedy zaujimame, tik4, Ze parodie i satira se vzdy
tykaji celku zkusenosti, tedy vztahu védomi k néjaké situaci, ktera tomuto vztahu zaro-
ven dava néjaky ramec. K tomuto stanovisku nas dovedlo strukturni uchopeni otazky

,Co je smysl?“. A zaroven jsme dospéli k tomu, Ze zdrojem dilematu je tdzani po zdroji
smyslu - je to védomi, nebo situace, jiz jsme si védomi, uchopena jako téma? Znamena
tedy nalezeni stfedového stanoviska ustup z kladeni otazky po zdroji smyslu? Anebo
spiSe jeji odlisné polozeni? MiiZe nas stale zajimat, zda zdrojem parodického a satiric-
kého vyjadreni je védomi, nebo véc, o niZ se vyjadiujeme? Lze stale smétrovat k tvrzeni,
Ze nase védomi ma jiz v sobé zakédovanu moznost satirického a parodického vnimani
skute¢nosti?

Cilem tohoto zamysleni je dolozit toto tvrzeni, i jeho dosah pomoci fenomenolo-
gické metodologie (protoze fenomenologie se zaméruje na popis struktur a dynamiky
veédomi jako vztahu ke vnimané situaci) a s prihlédnutim k dilu Jititho Cernického, zvlasté
k liberecké vystaveé Zdpad Zemé ze Slunce (protoZe se satirou a parodii pracuje jako se
zakladnim médiem sdéleni).

Satiricko-parodické apriori



2. Fenomenologie a satiricko-parodické apriori

Fenomenologie, metoda mysleni vychazejici z dila moravského rodaka Edmunda Husserla,
se zaméruje na popis struktur védomi v jeho vztahu k prozivané skutecnosti. Jde o popis,
ktery primarné vychazi z individualni perspektivy, z presvédceni, Ze svét ma pro kazdého

7 nas svou specifickou podobu a zZe tedy pristup k nému mame skrze své vlastni vnimani,
které je nezastupitelné. Struktura i dynamika vztahu védomi ke svétu je vSak v obecnych

rysech stejna. Jsme stejni lidé, to, Ze nam svét ukazuje jinou tvar diky nasi individualni

povaze, neznamena, Ze nase védomi je strukturné jiné. Ano, je tfeba vzit vazné fakt, ze

naptiklad trauma nebo socialni ¢i politicky utlak jsou tak silné, Ze proménuji zptisob vni-
mani. Podobné i cilené manipulace, ve vztazich ¢i politice, proménuji zptisoby vnimani.

Neurologie dokonce mluvi o tom, Ze trauma méni strukturu mozku.' A tam, kde
psychicka manipulace saha az k traumatizujicimu jednani, maze k takovym zménam
dochazet také. Fenomenologicky piistup vsak vychazi z toho, Ze struktura védomi v jeho
vztahu ke svétu je stejna. Neurologicky se nase vnimani muze lisit, ale fenomenologicky,
na obecné roviné fenomenologického popisu, ustavujeme vSichni vztah ke svétu, v jeho
Casové a prostorové povaze, orientujeme se podle smyslu, a proto hledame v tomto vzta-
hu ke svétu jednotky smysluplnosti. Na této obecné strukturni roviné se lidské védomi
vztahuje ke svétu stejne.

Fenomenologie vychazi z popisu individualni lidské zkuSenosti (a respektuje tak
i zménéné zplisoby vnimani) a tento popis peclivé zobeciiuje tak, aby zachytila obecné
struktury toho, jak se utvaii smysluplnost svéta. Zakladnim nastrojem, ktery k tomu
vyuziva a se kterym prisel pravé Husserl, je fenomenologicka redukce. Pro nas je da-
lezita proto, Ze zaujima v otazce ptivodu védomého vztahu ke svétu stredové stanovis-
ko - a ukazuje tak cestu, jak se vyhnout dilematu ,védomi nebo uvédomovana situace”.
Pozoruhodné, jak dale uvidime, je i to, Ze ani na sttedovém stanovisku se fenomenologie
nevzdava otazky po zdroji smyslu. Fenomenologicka redukce v Husserlové pojeti vyko-
nava klicovy krok: vytvari pro popis vztahu védomi ke svétu specifickou deskriptivni
oblast. Slovo redukce vytvari matouci dojem, Ze jde o néjaké omezovani vyzkumného
pole, ale tak tomu neni. Tento vyraz je nutné chapat s ohledem na jeho latinsky vy-
znam - re-ductio - tedy znovu-pirevedeni né¢eho nékam. Husserl takto prevadi (a je
tfeba to chapat jako prostorovou metaforu) védomi do nove zaloZené oblasti, ktera ma
vyzkumnou povahu. Tato oblast, které Husserl fika ¢isté¢ védomi, ma stifedovou povahu,
protoze se rozchazi s rozliSenim vnitini a vnéjsi zkusenosti.?

V pohledu Logickych zkoumani, prvniho Husserlova vypracovani fenomenolo-
gické metodologie, prvniho vypracovani fenomenologické metodologie, by bylo mozné
nase vstupni dilema formulovat jinak: Vychazi satirické ¢i parodické vyjadreni zevnitt
zkusenosti (tedy z nasi mysli, z naseho nitra), nebo z redlného vnéjsku (tedy ze situaci,
jak k nim dochazi mimo nés a bez naseho pricinéni)? Nebo jinak: Existuje parodicko-

-satirické vnimani, nebo parodie a satira vychazeji z usporadani reality, které je v tom ¢i
jiném pripadé néjak ,smeésné“? Zneplatnéni rozdilu mezi vnitini a vnéjsi zkusenosti, jako
soucast fenomenologické redukce, by pak tomuto dilematu odebiralo jeho bud’— anebo.
Nejde totiz o to, zda satira a parodie vychazeji zevnitt, ¢i zvnéjsku, zda ze zplisobu vnima-
ni, nebo z usporadani reality. Protoze k védomi nélezi oboji. Plati oboji zaroven. Védomi
je jiz primo urceno jako vnimany obsah, neexistuje prazdné védomi. Fenomenologie se
snazi naucit nas odliSovat védomi na jedné stran€ a nitro ¢i mysl na druhé. Nechame-li
stranou spiritudlni vyznam nitra (a tedy to, Ze nam poskytuje jakysi bezpecny prostor
pro rozjimani a premysleni), je to mysl, ktera vykonava pohyb zevniti do naseho okoli,
kde se chape toho, co vnimame a dava tomu jména. Tato jména (pojmy) se zapisuji do
naseho védomi, stavaji se jeho soucasti, avSak nejsou jeho podstatou. Fakt pritomnosti
pojmi v nasem védomi, stejné jako fakt, Zze védomi miizeme vyjadrit feci, je davodem,
proc byva védomi zaménovano s mysli. Védomi vS§ak neni mysli a jeho vztah k teci je
komplikovanéjsi (a nize se k tomu vratime). Védomi samotné je nejvhodn€jsi vnimat
jako vztahovou strukturu, jeho podstatou je propojeni. Ackoli jsme zvyKkli jej lokalizo-
vat dovniti hranic naseho téla (k mozku), vlastni misto védomi se nachazi v poli naSe-
ho vztahu ke svétu. Védomi lezi uprostied, mezi mysli a svétem. Védomi je strukturou,
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ktera propojuje vnitiek a vnéjSek, samotné neni ani vnitikem, ani vnéjskem. Pravé proto
Husserl pii definici védomi opousti rozliSeni vnitini a vnéjsi zkusenosti a postuluje (Cisté)
védomi jako stiedovou oblast naseho vztahu ke svétu.®

Pti popisu védomi je nutné opustit obvyklé predstavy o jeho lokalizaci. Jiz jsme
zminili, Ze spontanné jej umistujeme nékam k mozku, coz ma bezesporu své fyziolo-
gické daivody; védomi lze v tomto smyslu spojit i s elektrickym neuronovym napétim.
Fenomenologie zase prinasi jiné divody, vedené vice povahou vnimani, které predstavu
o védomi dokazi spojit spise s vnéjskem nez vnitikem téla. Védomi mtiZe byt pochopeno
jako to, co obyvame, v ¢em a skrze co se situujeme ve svéte. Védomi proto miizeme chapat
jako prostredi, jako milieu, které obyvame, jak pozdéji radikalizuje husserlovsky piistup
k redukci Merleau-Ponty (viz dale).? Pro kazdého z nas ma svét jinou tvat, jak jsme jiz
zminili, na zakladé toho, jak rizné vyhodnocujeme své okoli na zakladé zkusenosti a ji-
nych subjektivnich vlivi. Lze fici, Ze svét obyvame tak, jak jsme si ho védomi. Proto dava
i vnéjsi lokalizace védomi do zplisobu obyvani svéta opravnény smysl. Nicméné i to je
jen predstava. Fenomenologicka redukce lokalizuje védomi do stfedové oblasti, kterou
je mozné chapat Cisté vyzkumneé ¢i deskriptivné; neni nutné na ni ukazovat prstem.®

Védomi je tedy pomoci redukce dtsledné uchopeno jako stiedova vztahova struk-
tura, kterd neni ani vniti'ni, ani vnéjsi, ani subjektivni, ani objektivni, nybrz vSechny tyto
dimenze propojuje. Zatimco klasicky, na subjektivitu, orientovany pristup spojuje védomi
s nitrem (napiiklad v kartezianismu a navaznych smérech), fenomenologické védomi je
sice subjektivni, ale prisné stredové, bez lokalizace k nitru. Stredova lokalizace metodic-
ky brani vyhranit se pii popisu zkusenosti pro vnitiek, nebo vnéjsek. Pro terminologii
nasSeho dilematu ,vychazi satira a parodie z védomi, nebo reality?* to prinasi dilezité roz-
liseni. Ptame-li se, pii védomi rizik této otazky, po zdroji satiry a parodie a smétfujeme-li
k odpovédi, Ze jim je védomi, neznamena to, Ze by satira a parodie pochéazely z lidského
nitra. Pokud satira i parodie, jak se pokusime dale ukazat, nalezi k bytostnym strukturam
védomi, znamena to, Ze satiri¢nost a parodi¢nost jsou zpusoby, jak se strukturuje lidsky
vztah ke svétu ve svém priabéhu. Satira a parodie sice nevyvéraji z lidského nitra, stejné
jako realita sama o sob€ neni satiricka ¢i parodicka pouhym faktem usporadani véci, ale
svét se Cloveku vzdy ukazuje jako satiricky a parodicky vyjadritelny. Realita parodicka
a satiricka neni sama o sobg, ale svét ma pro Clovéka parodicky a satiricky tvar vzhledem
k tomu, jaka je struktura lidského védomi.

V tomto kontextu bychom mohli zavést i novy vyraz: satiricko-parodické apriori.
Pokud bychom apriori chapali kantovsky, jednalo by se o vrozené charakteristiky lidské
mysli. Satiricko-parodické apriori by pak znamenalo prave to, co odmitame, zZe lidska
mysl, lidské nitro je jiz pfed narozenim urcené tak, Ze vnima satiricky ¢i parodicky, ze
satiricko-parodicky tvaruje svét. Fenomenologické apriori, metodologicky naznacené jiz
Husserlem, neni vrozenou vlastnosti lidské mysli, ale charakteristikou toho, jak se svét
ukazuje v setkani ¢lovéka a reality. Tomuto setkani rikdme védomi, proto lze konstato-
vat, zZe satiricko-parodické apriori je strukturujici charakteristikou védomi, aniz by to
uvahy odklanélo ke zdroji vrozené tvarujici sily. [ fenomenologické apriori ma vsak svoji
nutnost, nikoli tak razantné narokovanou jako v pripadé formulace vrozenych vlastnosti,
presto vSak dostate¢né plisobici na to, abychom mohli tvrdit, Ze satira a parodie nejsou
jen nahodilymi jevy, které vychazeji pouze z urcité realné konstelace véci a osob.

Zkusenost po fenomenologické redukci neni nijak omezena z hlediska své Site
a plnosti. V tomto ohledu redukce nepfinasi zadnou zménu, jde stale o nasi iplnou prozi-
vanou zkusenost. To, co se méni, je perspektiva jejiho popisu, které je disledné stredova,
mimo rozliSeni vnitfniho a vnéjsiho. Jde o popis, ktery se soustiedi na struktury védomi
jako stfedového pole zkusSenosti, v niz se nam skrze vnimani ukazuje svét. VSimnéme
si v nasledujicich dvou ¢astech naseho textu detailnéji nejprve satiry a poté parodie tak,
jak jsou zakladem konkrétnich struktur védomi.

Satiricko-parodické apriori



3. Saturace védomi a satira

Moznost rozvinuti fenomenologie satiry spociva predevsim v tom, Ze satira jako umélecky,
zvlaste literarni, zanr dosahuje smésnosti presycenim textu vyznamem, jeho saturaci.
Satira tu znamend vyznamovou saturu, tento vyraz se pro literarni kontext preklad4 jako
vSehochut, ale znamena také presyceni, excesivni saturaci. Zatimco dilo, jehoz cilem je
zobrazeni reality po zpisobu reprezentace, dba na presné davkovani vyznamu a odliSeni
podstatnych ryst od téch méné diilezitych, satira je vyznamem prehlcena, bez jakychkoli
strukturujicich prvki, bez znakové hierarchizace, bez rozliSeni diilezitého a banalniho.
Nejen v literarnim, ale i vytvarném kontextu, by tedy zakladni technikou satiry jako satury
bylo excesivni davani vyznamu vSemu, bez ohledu na to, co je dtilezité a co okrajové, co
sdé€lenim orientuje divaka a co je banalni. Nechejme nyni stranou fakt, ze to, co lezi na
okraji zajmu, na periferii pozornosti, mize mit klicovy vyznam a je jen prehlizeno. Smys-
lem satiry je upozornit na zékladé prehlceni vyznamem na absurditu zobrazované situace.

Pri spojeni satiry jako Zanru se saturaci vyznamu zatim ale stale mluvime o dile,
o vyjadreni, nikoli o védomi, jak jsme si dali za tukol. Jak tedy souvisi moznost tvorby
dila, které je presycené vyznamem, s védomim jako stfedové lokalizovanou vztahovou
strukturou subjektivita—svét? Jak dochazi, jinymi slovy, k saturaci védomi tim, co pak
vyjadrujeme jako vyznam a smysl? Pii odpovédi na tuto otazku je nutné peclivé odlisit
vyznamovou saturu a saturaci. Vyraz satura se skute¢né pouziva v uzsim smyslu lite-
rarni historie a teorie uméni viibec k oznac¢eni ptivodu satiry jako zanru. Odkazuje ke
dvojimu, jak jsme jiz naznacili, k presyceni vyznamem a ke zmateni ohledné rozliseni
dualezitého a banalniho. Satura akcentuje zvlasté druhy bod, nebot v latiné se timto
slovem oznacovala vSehochut na talifi, pokrm, ktery michal slozky bez respektu k vy-
vazeni jednotlivych chuti (lanx satura).® V éeském kontextu v tomto smyslu referujeme
diky bratrim Capkovym k dortu, ktery vatila ko¢icka s pejskem. Satura tedy referuje
k vyznamovému presyceni a pomichani akcentli vyznamnosti. Saturace naproti tomu
oznacuje prosté naplnéni vyznamem, které ma sviij prah nasyceni. Nenaznacuje tedy
ani preplnéni, ani orienta¢ni zmateni. Satura a saturace spolu presto, jak chceme tvrdit,
uzce souvisi a vzajemné se podminuji. Vyznamova saturace jako zakladni charakteristi-
ka védomi podminuje presyceni vyznamem i zmateni vyznamnosti. Je tieba tedy klast
si nasledujici otazky: V ¢em spociva saturace védomi vyznamem? MtiZe byt védomi
vyznamem také presycené? Muze ve védomi dojit ke zmateni vyznamnosti? Tyka se
tedy presyceni a zmateni také védomi, anebo je jen charakteristikou dila, jez se k vé-
domi vztahuje jako jeho vyraz? (A je tato posledni otazka variantou naseho vstupniho
dilematu?)

Napovédou k vykladu saturace védomi vyznamem budiz ptistup Maurice
Merleau-Pontyho, fenomenologa, ktery intenzivné uvazoval o vztahu vnimani a reci
jako jeho vyrazu. JizZ ve Fenomenologii vnimani z roku 1945 se objevuje teze: ,Mluva
je nadbytek nasi existence nad prirodnim bytim* (Merleau-Ponty, 2013, s. 249). V ori-
ginale je vyraz ,nadbytek” vysloven jako ,l'excés"’, ivaha o excesivnosti je tedy piimo
v jadru fenomenologického pojednani o vztahu védomi a fec¢i. Merleau-Ponty chape
védomi jako stfedové pole, jehoz zakladem je télesné zanoteni se vnimajiciho do své-
ta. V souladu s Husserlem chape védomi jako milieu, které obyvame a v némz se jako
ve smyslu svéta orientujeme. Re¢ ma ptivod v této orientaci; pojmenovavani piedméti
a vztahil mezi nimi je vyrazem moznosti orientovat se ve svété na zakladé védomi. Re¢
je také znamenim saturace védomi vyznamem. V tomto bod¢ vSak Merleau-Ponty déla
dilezity metodologicky krok, rozliSuje dvoji podobu reci: ,,promlouvajici mluvu® (parole
parlante) a ,mluvu, jiz se mluvi* (parole parlée) (Merleau-Ponty, 2013, s. 249). Saturaci
védomi vyznamem zastupuje ta prvni, promlouvajici mluva, ktera vyjadruje to, Ze svét
nam dava smysl feCové, Ze se v ném pohybujeme a orientujeme zptisobem, ktery Ize vzdy
vyjadrit fe¢i. Nase vnimani je vzdy jiz feCové, tuto promlouvajici mluvu neni nutné se
ucit. Nase védomi nestoji proti svétu a primarni podobou feci neni to, Ze by vytvarela
z momentd svéta predméty a prevadéla je v pojmy. Ta druha podoba feci je tou, ktera zni
v pronasenych slovech a vétach. A prave tato mluva, jiz se mluvi, je excesivni, pridava totiz
k vnimajicimu védomi, jiz tak saturovanému vyznamem, novou vrstvu — vrstvu, na niz
se pracuje primo s jazykem jako vyrazem, kde se hraje se slovy, kde se tvori pomoci slov.
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Parole parlante je feCovym vyrazem, explikaci védomim neustéle lokalizovaného
pohybu svétem. V tomto smyslu je védomi vzdy néjak saturované, protoze nemuize byt
prazdné, je totiz stredovym ztélesnénim toho, Ze vnimajici je situovany ve svété, nikoli
v néjakém metafyzicky chapaném stavu pred zkusenosti, nebo mimo ni. Je v§ak otazkou,
zda z faktu, ze védomi ve fenomenologickém smyslu nemtize byt nikdy prazdné, vyplyva,
ze je vzdy plné saturované. Jinymi slovy, zda neprazdné znamena naplnéné. Vyrazem

,pIné saturované” totiz minime situaci naplnéni smyslem, skute¢nost, Ze vyznamu neni
méné, nebo vice. Do tohoto kontextu také zapada nase predchozi otazka, zda maze byt
védomi vyznamem presycené — a tedy samo o sobé¢ satirické. Pro Merleau-Pontyho
rozliSeni dvou podob mluvy se fenomenologické feseni nabizi jen zdanlivé snadno:
védomi je vzdy vyznamem saturované tak, jak ma byt, protoze svét se prosté dava. Ex-
ces je spojeny s parole parlée, tedy s feci, jak zni mezi lidmi. Znéjici parole parlée je
excesem védomé prozivané parole parlante. Re¢ové ttvary ,mluvy, jiz se mluvi® jsou
nadbytkem pro védomi, nabizeji totiZ praci s vyznamem, kterd jde nad vnimany svét.
Analogicky se to tyka i vSech ostatnich tvircich vyjadieni, nejen mluvy, ale také na-
priklad vizualniho jazyka, ktery je v centru nasi pozornosti v této publikaci. Zdanliva
snadnost feSeni problému saturovanosti védomi pomoci rozliseni dvou rovin mluvy,
a tedy i dvou rovin vyznamu, se ukazuje byt komplikovanéjsi. Exces vyznamu spojeny
s ,mluvou, jiz se mluvi“ se totiz zpétné zapisuje do védomi samotného a saturuje jej
inaurovni ptivodni ,promlouvajici mluvy*, Na tomto principu se odehrava imaginace,
jez mize byt v podobé napriklad bdélého snéni soucasti prvotni mluvy, ale stejné tak
se muze stat soucasti hry s jazykovymi utvary na drovni kulturné vyslovované mluvy.
Kreativni prace v oblasti nadbytku, excesu, zp€tné ovliviiuje i primarni védomi svéta —
obohacuje primo tento svét.

Promyslime-li tedy merleau-pontyovské navedeni k feSeni otazek spojenych se
saturaci védomi vyznamem a excesivitou vyjadieni, kterd je vlastni sature, ukazuje se
dtlezita podvojna dynamika. RozliSeni mezi parole parlante a parole parlée nechapeme
jen jako pojmenovani dvou podob mluvy, ale $ifeji jako rozliseni dvou rovin vyjadreni,
nejen fecového, ale i Siteji znakového, naptiklad vizualniho, nebo gestického. Snad
bychom mohli pri posunu smérem od mluvy k vyjadieni mluvit az o vyjadritelnosti ¢i
explikovatelnosti védomi. V prvni a primarni podobé vyjadritelnosti jde o to, Ze védomi
jako stredova struktura vztahu ke svétu je jako takové vyznamuplné, Ze nemiiZe byt
prazdné a Ze jej Ize vyjadrit slovy, jinymi znaky a gesty. (Dtilezitym negativnim doplné-
nim této analyzy jsou situace naruseni primarni vyjadritelnosti védomi, které zptisobuje
hrani¢ni traumatizace. Situace existencidlniho zmlknuti, vyjadiena naptiklad zndmou
Adornovou tezi, Ze po Osvétimi neni mozna poezie.® Neni mozna nikoli proto, Ze nelze
psat verse, nybrz proto, Ze samotna primarni vyjadritelnost védomi radikalné umlkla.
Trauma muze narusit, ba odebrat, primarni — a konsekventné i sekundarni — vyjadri-
telnost védomi.) Druh4 a sekundarni podoba spociva ve tvorbé d¢l, jez vnimatelnym
zpusobem realizuji primarni vyjadritelnost védomi. Na této druhé roviné lze vytvaret
idila, jeZ reaguji na jina dila a rozvijeji diskurs sekundarni vyjadritelnosti. Saturace vé-
domi vyznamem je pak na prvni roviné€ samoziejma, esencialni, védomi neni obsahova
struktura, jezZ by mohla ztistat prazdnou, jde o vztahovou strukturu, ktera je vyznamem
saturovana. Na druhé rovin€ jde o excesivni vyjadieni primarni saturace, které se pak
zpétne stava soucasti primarni vztahové struktury. Timto zpétnym pohybem se exces
vyjadfeni miiZe stat nadbytkem saturace primarni situace. Zpétnym pohybem exces
vyjadieni obohacuje védomi svéta na prvni drovni saturace.

Merleau-Ponty se k excesu saturace na primarni urovni védomi jako vyrazu
télesné situovanosti ve svéte vraci i ve svém pozdnim dile, v pfednaskach na College
de France 1957-1958, které se tykaji pojmu ptirody a konkrétnéji také animality (toho,
v ¢em se shoduje lidské a zvireci prozivani svéta). Merleau-Ponty tu komentuje Uex-
kiillovo rozliseni mezi dvéma zakladnimi vrstvami prozivani svéta, jejichz rozliseni plati
pro kazdy Zivy organismus, mezi tzv. Merkwelt a Wirkwelt. Merkwelt, svét, jak si ho
v§imame, je pristupny smyslovym organtim, jde o svét vhimany. Na zakladé vnimani se
vSak organismus také n€jak chova a jedn4, témito zasahy do vnimaného svéta povstava
pravé Wirkwelt. Pro nasi souvislost je zajimavé konstatovani, Ze svét jednani s sebou
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nese ,nadbytek zvyznamnéni®, ktery se zapisuje ,na povrch piedméti®.® Umélecka
tvorba, kterou lze v Sir§im smyslu také povazovat za jednani a ktera vychazi z nadbytku
nejen chovani, ale také mluvy, se tedy timto mechanismem ,nadbytku zvyznamnéni*
zpétné zapisuje do struktury vnimaného svéta.

Na vyse kladené otazky jiz tedy mame nékolik odpovédi. Vime, Ze védomi je plné
saturované vyznamem z toho prostého divodu, Ze samotné je vztahovou strukturou,
ktera nemuize byt obsahové prazdna. Dospéli jsme také k tomu, Ze védomi mize byt i na
této primarni strukturni roviné presycené vyznamem diky zpétnému zapisu toho, co je
vlastnim zdrojem nadbytku vyznamu: totiZ moznosti pomoci feci anebo jednani jit nad
vnimany svét, a vytvorit excesivni vyznamovou vrstvu napiiklad umeéleckého dila. V po-
slednim kroku nasi uvahy o saturaci a satire si v kontextu predchozich zavért vS§imnéme
otazky, ktera se tyka nikoli saturace, ale satury: zda se presyceni a zmateni tyka také
védomi, anebo je jen charakteristikou dila, jeZ se k v€édomi vztahuje jako jeho vyraz?

Fenomenologicka odpovéd smétuje k tomu, Ze zmateni vyznamnosti ma nutné
také dveé roviny a Ze ta, které rikame satura, se odehrava na té druhé. Védomi jako sa-
turovana vztahova struktura primarn€ miize byt i matouci, pokud je nase zkusenost se
svétem sama sebou situa¢né zmatena (napriklad pri ztraté orientace). Nejde vSak o zma-
tek zplisobeny autorskym zasahem, manipulaci s prozivanymi vztahy, zménou akcentd
a podobné. Satura se odehrava na sekundarni roviné vyjadritelnosti védomi, tedy v nad-
bytku mluvy, a na primarni rovinu se mtiZze dostat az zpétnym zapisem (napriklad, kdyz je
ztrata orientace zpisobena matoucim dilem, manipulovanymi smérovkami a podobné).

4. 0d satury k satire a parodii

Satira a parodie jako umélecké Zanry (a tedy i Zanrové postupy) podle naseho a ve feno-
menologii zakorenéného nazoru vychazeji ze ti vyse vysvétlenych, predpokladi: 1. satu-
race védomi vyznamem,; 2. excesivniho prekroceni této saturace zhmotnélym vyjadienim
(dynamicky neseném sekundarni vyjadritelnosti spojenou, mimo jiné, s umeéleckymi dily)
a 3. efektu zpétného zapisu (setkani s uméleckym dilem mtize doslova promeénit nas sveét).

Tvorba na sekundarni urovni vyjadritelnosti (s Merleau-Pontym na roviné parole
parlée) v zakladnim momentu znamena predevsim viibec zhmotnéni primarni vyjadii-
telnosti (parole parlante). Tedy to, Ze vyjadtfeni vyznamu nabyde hmotné podoby zné&jici
feci, textu, vytvarného dila, performance a podobné. V ramci tohoto zhmotnéni excesu
saturace védomi vyznamem mohou byt uplatiiovany i Zzanrové techniky satiry a parodie.
U satiry jde predevsim o akcentaci ptirozené excesivnosti vyjadfovani, o zintenzivnéni
excesu. Satira je vyznamem prehlcend, poskytuje divakovi velké mnozstvi podnéti a de-
tailf, avSak bez znakové hierarchizace, bez rozliSeni dilezitého a banalniho. Parodie se
pak soustredi na prevraceni smyslu, na zvrat ve vyznamnosti — za dulezité vyzdvihuje
to, co je banalni, zatimco to podstatné zustava na okraji. Parodie je para ddou, doslova
zpévem, ktery ma prevraceny smysl. Vyse jsme zminili, Ze primarni saturace védomi
muze byt sama o sobé zmatend, pokud je matouci pfimo dana konkrétni zkusenost
svéta. Parodie viak pievraci vyznamnost na urovni sekundarni vyjadritelnosti. Casto
tedy dochazi k tomu, zvlasté u politicky motivované parodie, Ze bizarni, podstatné ma-
touci, realita Zivota v néjakém typu diktatury je parodicky vykreslovana se vsi vaznosti,
jako by byla v poradku. Zmatek je parodicky prevracen v jasny ad, aby se poukazalo na
bizarni povahu reality.

Z fenomenologického pohledu, ktery jsme vyse shrnuli ve tiech bodech, je sa-
tira pfedpokladem parodie, vyznamova satura je ptivodnéjsi nez zvrat vyznamnosti.
Parodické prevraceni vyznamnosti, vyznamovy obrat v binarnich pomeérech dtlezité —
banalni, matouci - jasné, smésné — vazné a podobné, predpoklada excesivni vyjadieni
saturovaného védomi. Satira umeélecky pracuje piimo na plidé excesivnosti, a to s nad-
bytkem vyznamu jako takovym. Parodie ma spiSe povahu umeélecké techniky, kterou
fenomenologicky chapana satira vyuziva.

Martin Nitsche
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"In order to grasp the world of the
animal, we must not only make
perception intervene, but also
behaviors, because these deposit

a surplus of signification on the surface
of objects.” MERLEAU-PONTY, M.
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de France. Evanston IL: Northwestern
University Press, 2003, s. 172-173.
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5. Fenomenologické poznamky k satire
a parodii v dile Jifiho Cernického

Prace Jitiho Cernického jsou bytostné satirické a jejich interpretace mtize pomoci dolozit
fenomenologicky vyklad satiry a parodie. Nejde samoziejme o ilustrace tohoto vykladu,
naopak jde o svébytna dila, ktera podle naseho porozuméni Cerpaji svym vyznacnym
zptisobem ze saturovanosti védomi vyznamem a excesivni povahou umeéleckého vy-
jadreni. Soustfedme se predevsim na dila vystavena v ramci liberecké vystavy Zdpad
Zemé ze Slunce.

Samotny nazev vystavy je parodicky, protoZe, se v§i vaznosti, ik4, Ze vystava ob-
raci perspektivu. Cernicky upozoriuje navétévniky na to, Ze zména polarity v binarnim
vztahu Zemé - Slunce vytvari vystavni ramec pro uméni, které je na postupech parodie
a satiry zalozené. K tomu pristupuje i navedeni ztélesnéné instalaci kreseb, ktera zacina
s linii podlahy a odtud smétuje vzhiiru. Zatimco klasicky jsou kresby a malby instalovany
v souladu s linii stropu - nikoli od stropu, ale s respektem k linii o¢i, ktera vSak vzhledem
k vyvysené poloze hlavy sleduje linii stropu - liberecka vystava obraci polaritu vztahu
stropu a podlahy.

Na vystavé jsou ukazany objekty a vystaveny kresby z nékolika cyklt. Na Cer-
nického kresbach lze dolozit fenomenologickou tezi, Ze satira predchazi parodii. Lze
je povazovat za bytostné satirické, protoze pracuji se saturovanosti védomi vyznamem
a umélecky zmnozuji excesivni povahy vyjadieni. K tomu pripomerime fenomenologicky
diiraz na to, Ze védomi ma topologickou povahu, Ze jde o stfedove lokalizovanou struk-
turu, ktera v sobé koncentruje vztah vnimajiciho a svéta. Cernicky s topologii pracuje
skute¢né excesivné. V cyklech Anatomické studie nehmotnych entit, Architektonické
kresby a plany ¢i Kresby a pldny 2017..., z nichz pochazi cela fada vystavenych kreseb
(cykly vSak nejsou vystaveny kompletné€), se setkavame s peclivé do detailu vypracovanou,
skute¢né satiricky prehusténou, topologii fik¢nich tél, staveb a krajin.

V cyklu Anatomické studie nehmotnych entit nahlizime na anatomické plany
fantazijnich a mytologickych bytosti - se satirickym diirazem na detail je v nich zvidi-
telnéna anatomie néceho, co ze své podstaty je neviditelné (napriklad neviditelna ruka
trhu, Duch svaty, Biih v podobé oblakového sloupu, piizrak, fata morgana). Cernicky
ovsem nezviditelnuje neviditelné, naopak vzdy respektuje jiz existujici, néjak mytologicky
vyjadienou predstavu o viditelnosti (Duch svaty v podobé holubice), satiricky pritom
zahustuje a micha excesivni vyjadreni saturace védomi vyznamem téla. Na tomto zakladé
je pritomna i parodie, protoze se pievraci vyznamnost v polarité symbolicka télesnost —
anatomie téla. Autor parodicky upozoriiuje na to, Ze pokud se jiZz néco ukazuje v téle, musi
to mit i anatomii. Umélecky tak odhaluje moznou manipulativni povahu v ideologicky ne-
senych dlirazech na zviditelnovani vyznamu, at se to d€je v nabozenstvi, nebo ekonomii.

Podobn¢ je tomu i v cyklu Architektonické kresby a plany. Opét se jako divaci
setkavame se satiricky zaloZzenym piehusténim kresby topologickymi detaily, které zob-
razuji realné stavby v parodicky pojatém kontextu. V kresbach jako jsou Projekt Spirit,
navrh na pristavbu urychlovace koordinace posmrtného Zivota k chramu sv. Petra ve
Vatikdnu ¢i Plan na dostavbu Bilého domu vidime realisticky ztvarnény Vatikan, respek-
tive Bily dam. Satiricky postup tedy vyuZziva nadbytku vytvarné parole parlée a posiluje
saturovanost primarniho vnimani téchto staveb prokreslenim detailti i podrobnymi
(fikénimi) popisky. Z tohoto satirického zakladu vychazi parodické doplnéni kreseb
urychlovace koordinace posmrtného zivota, respektive sttedoveké pevnostni véze. Pa-
rodicky doplnék pak dava satirickému vyobrazeni téchto center moci silu demaskovat
riziko manipulativnich strategii cirkevni, respektive velmocenské politiky.

Cyklus Ndvrhy na monumentalni socharské projekty, z néhoz jsou vystaveny
napiiklad kresby Monument véc¢né vyzvy ¢i Navrhy na nova umisténi oslavnych komu-
nistickych monumentii na regionalni aktivni sopecné vulkdany, analogickym zptisobem
propojuje satiru s parodii. Satira prinasi realistickou a detailné€ propracovanou expresi
vyznamu a parodie tento satiricky exces reality prevraci z hlediska polarity toho, co je
vazné, a co smeésné. Neékolik kreseb navrhujicich umisténi komunistickych monumen-
td na sopecné vulkany k tomu pridava jesté zajimavy moment prostorového piesunu.
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Védomi je, jak jsme zddraznili, topologickou strukturou, kterd situuje lidskou orientaci

ve sveété. Moment presunu na vystavenych kresbach si s lokalizaci predmétt v radmci této

orientace satiricko-parodicky hraje. Satiricky ji priznava podstatnou dulezitost a paro-
dicky prevraci jeji smysl a odhaluje tak manipulativni dezorientaci, kterou komunistické

pomniky fakticky zt€lesnovaly.

6. Zaver

Satirické postupy hyperbolizace vyznamu v dynamice prodlouzeni excesivnosti vy-
jadfovani pomoci vytvarnych technik i parodické prevraceni smyslu byvaji spojovany
s postmodernou — a s ni je zase ¢asto spojovany Jifi Cernicky. My jsme se v této kapitole
pokusili nabidnout jiné, fenomenologické, ¢teni jeho prace. Chtéli jsme demonstrovat, Ze
satiricko-parodické postupy v jeho dile nevychazeji z postmodernich variaci vyznamu,
ale mnohem vaznéji respektuji pivodni povahu védomi. Pomoci pripravnych fenomeno-
logickych analyz tato stat odhalila lidské védomi jako bytostné satirické a parodické. Na
tomto zakladé nasledné v hrubych rysech formulovala i fenomenologickou teorii satiry
a parodie. A kone¢né poukazala na to, ze Jiti Cernicky vytvarné sestupuje pravé k tém,
fenomenologicky zptistupnitelnym, nejhlubsim strukturdam lidského védomi a odtud
¢erpéa excesivni silu k satiricko-parodickému vyznéni svého dila. V ném nikdy nejde
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v ¢eskych galeriich a muzeich uméni.

Mezi jeho kli¢ové tituly vydané v ¢estiné patii publikace Sono-fenomenologie.
O tom, co se fenomenologie miiZe naucit popisem zvukovych prostredi (Praha:
Karolinum, 2025), Metodickd prednost spleti. Tranzitivné-topologicky model
fenomenologie (Praha: Togga, 2016) ¢i Prostranstvi byti. Studie k Heideggerové
topologii (Praha: Togga, 2011).

jen o postmoderni hru s vyznamy, ale o vaZn4, satiricko-parodicka vyjadieni k povaze
moci a k tomu, jak dokaze manipulovat s lidskym védomim. Cernicky vyuziva satiricko-

-parodické apriori v samych strukturach naseho védomi a umeélecky ho aplikuje pti
kritické analyze mocenskych manipulaci s vinimanim svéta.
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1. The Initial Dilemma of the Relationship Between
Satire and Parody and the Perceiving Mind

Let’s begin with a dilemma: Is a satirical or parodic treatise something that arises from
the nature of the theme, or is human expression always inherently influenced by the
satirical and parodic nature of our consciousness? In other words: either reality calls
for a satirical-p arodic approach (and human consciousness has adapted to it), or,
conversely, we perceive reality in a satirical-parodic way because our consciousness
is already shaped that way prior to experience. The decision process in the attempt to
resolve this conundrum is not trivial, because choosing either of these two stances bears
its own consequences. If we prefer the first position, that satirical and parodic treatment
stems from the subject matter, this means that, on the one hand, there are subjects that
are innately satirical and parodic, but on the other hand, there are also those that do not
possess this nature and resist satire and parody. Artistic experience, however, suggests
that any subject can be parodied, just as anything can become susceptible to a satirical
rendering. This would imply that, as humans, we are capable of seeing satire and paro-
dy everywhere, and that satirical and parodic qualities might therefore be inherent to
our perception and consciousness as such. The second stance points toward a similar
view, which, however, if radicalised, could postulate that even sad or tragic experiences
are perceived partly through a satirical-parodic lens. This could further signify that it
is impossible to undergo deep sadness without this experience being conjoined with
the possibility of a shift to a satirical or parodic level. It could signify that the ability to
experience deep grief is in peril. However, experience suggests that it is in fact possible
to live grief deeply, and that parodic or satirical tendencies not only needn’t interfere,
but in fact cannot.
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The nature of any dilemma presupposes that the solution to it must be sought in
some middle ground. This is equally the case of the aforementioned initial conundrum.
Finding such a middle ground for this dilemma is the aim of the present essay. While
consistently respecting the need to find a middle ground, however, this text favours the
second position, namely that human perception of the world is inherently satirical and
parodic, for the structure of human consciousness itself is satirical and parodic. Even
within this middle ground, we thus depart from the first extreme stance, namely that
parodic and satirical expression derives its nature from the subject it addresses. But
what, let us pose a preliminary query, is the nature of parodic and satirical expression?
We will elaborate upon this later, but to begin with, let us state that the core of parody is
the reversal of meaning, and the source of satire is, in turn, an oversaturation of meaning.
Both satirical and parodic expression thus instrumentalise meaning; parody reverses
it into nonsense or pseudo-meaning, while satire intensifies it to the point that it, too,
becomes nonsense or pseudo-meaning.

However, whilst negotiating nonsense or pseudo-meaning, we must ponder: What
is meaning? With posing such a question, we are not seeking some abstract answer
(such as: “Meaning is the attainment of harmony” or the like); rather, it is primarily of
a structural nature. If we find ourselves in the dilemma of whether the source of working
with meaning is rather the experiencing consciousness or the experienced situation, the
question “What is meaning?” points to the structure of experience—and thus actually
asks: “To what does meaning pertain?” At this level, it thus becomes clear what is the
source of the dilemmatic nature of our initial challenge. Meaning, in fact, always pertains
to the relationship between the perceiver and the perceived, and it would be a fallacy to
tie it solely to one side of the connection we call “experience”. Certainly, various attempts
to define meaning unilaterally have appeared in the history of philosophy; these were
guided by the question “What is the source of meaning?”. This query can be resolved
one-sidedly: the source of meaning can be either consciousness (mind, soul, spirit) or
the experienced situation (object, thing, life, matter). In whichever manner we resolve
this query, it is undeniable that meaning always encompasses the entire relationship,
the experience that connects the experiencer and the experienced. Our initial problem,

“Does a satirical and parodic treatise stem from the subject matter or from the struc-
ture of consciousness?”, is therefore of a dilemmatic nature precisely because it is not
a problem focused on its structure, but an analogy of a question focused on the source
of meaning. While our text favours the position of consciousness within this dilemma,
at the same time, it is necessary to reconsider the radical nature of our position, for the
dilemma is a sign of a standstill in thinking.

Hence, the middle ground we situate ourselves in is that both parody and satire
always pertain to the totality of experience - that is, the relationship of consciousness to
a given situation, which simultaneously provides a framework for that relationship. We
have reached such a stance via a structural approach to the question “What is meaning?”.
At the same time, we have concluded that the source of the dilemma lies in the question
of the source of meaning - is it consciousness, or the situation of which we are conscious,
grasped as a theme? Does finding a middle ground, then, signify a withdrawal from
inquiring about the source of meaning? Or does it rather allude to a different path to
approaching this problem? Can we still be interested in whether the source of parodic
and satirical expression is consciousness or rather the thing on the topic of which we
are expressing ourselves? Can we still argue that hitherto our consciousness has the
possibility of satirical and parodic perception of reality encoded within it?

The aim of this reflection is to substantiate this claim and its scope via phe-
nomenological methodology (since phenomenology focuses on describing the struc-
tures and dynamics of consciousness as a relationship to the perceived situation) and
with reference to the work of Ji¥i Cernicky, particularly his exhibition in Liberec titled
Earthset from the Sun (since the author implements satire and parody as the funda-
mental medium of communication).
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2. Phenomenology and the Satirical-Parodic A Priori

Phenomenology, a method of thought based on the work of Moravian-born Edmund
Husserl, focuses on describing the structures of consciousness in relation to lived reality.
This description is primarily based on an individual perspective. It is premised upon the
conviction that the world takes on a specific form for each of us and that we therefore
access it through our own perception, which is irreplaceable. However, the structure
and dynamics of the relationship between consciousness and the world are, in general
terms, the same. We are a same people; the fact that the world shows itself differently
due to our individual nature does not mean that our consciousness is structurally diverse.
Evidently, we must take seriously the fact that, for example, trauma or social and political
oppression are so powerful that they transform perception. A similar case can be made
in the instances of deliberate manipulation in relationships or politics.

Neurology even suggests that trauma alters the structure of the brain.' Such
changes may also occur in instances where psychological manipulation extends to trau-
matic behaviour. The phenomenological approach, however, is based on the premise that
the structure of consciousness in its relationship to the world is the same. Neurologically,
our perceptions may differ, but phenomenologically, at the general level of phenome-
nological description, we all establish a relationship with the world in its temporal and
spatial nature. We orientate ourselves according to meaning, and therefore seek units
of meaningfulness within this relationship to the world. At this general structural level,
human consciousness relates to the world identically.

Phenomenology is based on a description of individual human experience (and
thus also respects altered modes of perception) and carefully generalises this description
in order to capture the universal structures of how the world’s meaningfulness is con-
stituted. The fundamental tool it employs for this purpose - one introduced by Husserl
himself - is phenomenological reduction. It is important to us because it takes a middle
ground on the question of the origin of the conscious relationship to the world - and thus
exposes a pathway to circumvent the conundrum of “consciousness or the conscious
situation.” As we shall seg, it is also remarkable that phenomenology does not abandon
the question of the source of meaning even from within this middle ground. Phenom-
enological reduction, as conceived by Husserl, performs a key step: it creates a specific
descriptive domain that elucidates the relationship of consciousness to the world. The
word “reduction” creates the misleading impression that it involves some kind of limita-
tion of the field of inquiry, but this is not the case. This term must be understood in light
of its Latin origin re-ductio, that is, the re-transferral of something somewhere. Husserl
thus transposes (and this should be understood as a spatial metaphor) consciousness
into a newly established domain that has an investigatory nature. This domain, which
Husserl calls pure consciousness, is of a central nature, as it diverges from the distinction
between inner and outer experience.?

From the perspective of Logical Investigations, the first elaboration of phenome-
nological methodology, our initial dilemma could be presented differently: Does satirical
or parodic expression arise from within experience (that is, from our mind, from our
inner Self), or from the real external world (that is, from situations as they occur outside
of us and without our intervention)? To reiterate: does a parodic-satirical perception
exist, or do parody and satire arise from an arrangement of reality that is, in one way
or another, somehow “laughable”? The nullification of the distinction between inner
and outer experience, as part of phenomenological reduction, would then remove the

“either-or” nature of this dilemma. For the point is not whether satire and parody arise
from within or without, nor whether they stem from the mode of perception or from
the structure of reality; for both belong to consciousness. Both hold true simultaneously.

Consciousness is already directly defined as perceived content; there is no such
thing as empty consciousness. Phenomenology seeks to teach us to distinguish between
consciousness on the one hand and the inner Self or mind on the other. If we set aside
the spiritual significance of the inner Self (and thus the fact that it provides us with
a kind of safe space for contemplation and reflection), it is the mind that performs the
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movement from within into our surroundings, where it grasps what we perceive and
gives it names. These names (concepts) are inscribed into our consciousness and become
embedded within it, yet they are not its essence. The fact that concepts are present in
our consciousness, just as the fact that we can express consciousness through language,
is the reason why it is often confused with the mind. However, consciousness is not
the mind, and its relationship to language is more complex (this shall be elaborated on
further). Consciousness itself is best understood as a relational structure; its essence
is connection. Although we are accustomed to locating it within the boundaries of our
body (in the brain), the true locus of consciousness lies in the field of our relationship to
the world. Consciousness resides in the middle, between the mind and the world. Con-
sciousness is a structure that connects the inside and the outside; in itself, it is neither the
inside nor the outside. This is precisely why, in defining consciousness, Husserl abandons
the distinction between inner and outer experience and posits (pure) consciousness as
the transitional area of our relationship to the world.®

When describing consciousness, it is necessary to set aside conventional attempts
at localisation. We have already mentioned that we spontaneously emplace it somewhere
within the brain, which undoubtedly has physiological reasons. In this sense, conscious-
ness can also be linked to electrical neural activity. Alternately, phenomenology offers
different reasons, grounded more in the nature of perception, which can link the concept
of consciousness to the exterior rather than the interior of the body. Consciousness can
be understood as that which we inhabit, in which and via which we situate ourselves in
the world. This is further radicalised by Marleau-Ponty in his discussion of reduction,
where the author approaches consciousness as an environment, a milieu. (see below)?
As we have already mentioned, the world bears a different nature for each of us based
on how differently we evaluate our surroundings, which stems from experience and
other subjective influences. It could be said that we inhabit the world in the way in which
we are conscious of it. Therefore, the external localisation of consciousness within the
manner we inhabit the world makes legitimate sense. Nevertheless, even that is merely
a conception. Phenomenological reduction localises consciousness in a transitional
area that can be understood purely in investigatory or descriptive terms; further spec-
ification proves redundant.®

With the assistance of reduction, consciousness is thus consistently understood
as a central relational structure that is neither internal nor external, neither subjec-
tive nor objective, but rather performs a connecting role between all these dimensions.
While the classical, subjectivity-oriented approach links consciousness to the inner
Self (for example, in Cartesianism and related schools of thought), phenomenological
consciousness is indeed subjective, but strictly central, without being localised within
the inner Self. This central localisation methodologically prevents us from distinguish-
ing between the inner and the outer when describing experience. Upon considering
the terminology of our dilemma - “do satire and parody stem from consciousness or
reality?” - this formulates an important distinction. If, whilst proceeding with caution
and in full awareness of the potential risks embedded within this question, we inquire
about the source of satire and parody and arrive at the answer that it is consciousness,
this does not imply that satire and parody originate from the human inner Self. If, as
we will attempt to show below, both satire and parody belong to the essential structures
of consciousness, this means that satirical and parodical approaches are ways in which
the human relationship to the world is structured in its progression. Satire and parody
do not spring from the human inner Self; just as reality itself is not satirical or parodic
merely by virtue of the arrangement of things. Rather, the world always presents itself
to humans as something that can be expressed satirically and parodically. Reality is not
parodic and satirical in and of itself, but the world takes on a parodic and satirical form
for humans given the structure of human consciousness.

In this context, we could even introduce a new term: the satirical-parodic a pri-
ori. If we were to understand a priori in the Kantian sense, it would refer to the innate
characteristics of the human mind. A satirical-parodic a priori would then signify pre-
cisely what we aim to refute: that the human mind, the human inner self, is prior to
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birth, predetermined to perceive things satirically or parodically, to shape the world in
a satirical-parodic manner. The phenomenological a priori, already methodologically
implied by Husserl, is not an innate attribute of the human mind, but a characteristic of
how the world reveals itself in the encounter between human beings and reality. We call
this encounter consciousness. Hence, we can state that the satirical-parodic a priori is
a structuring characteristic of consciousness, without this being a diversion that would
lead our polemic to consider the source of an innate formative force. Nevertheless, the
phenomenological a priori is equally replenished with its own requirement, albeit not
as forcefully asserted as in the case of innate attributes. Nonetheless, it is sufficiently
effective in order for the claim to be made that satire and parody are not merely contin-
gent phenomena that arise purely from a certain real constellation of things and persons.

Experience subsequent to phenomenological reduction is in no way limited in
terms of its breadth or plenitude. In this respect, reduction brings about no change;
our complete lived experience remains untouched. What is subjected to change is the
perspective from which it is described, which is consistently medial and evades the dis-
tinction between internal and external. It is a description that focuses on the structures
of consciousness as the central field of experience in which the world is revealed to us
through perception. In the following two segments of our text, let us examine in more
detail firstly satire and secondly parody, and comprehend them as formative for specific
structures of consciousness.

3. The Saturation of Consciousness and Satire

The potential for developing a phenomenology of satire lies primarily in the fact that
satire, as an artistic - and particularly literary - genre, achieves its comic effect through
the overabundance of a text with meaning, a saturation of the text as it were. Satire here
signifies a satura-tion of meaning; in a literary context, this term translates to “a blend,”
but it also implies a surplus, an excessive saturation. While a work whose aim is to de-
pict reality via the means of representation gives consideration to the precise dosing
of meaning and the differentiation between essential features and less important ones,
satire is encumbered with meaning, while at the same time lacking any structuring el-
ements, a hierarchy of signs, or distinction between the important and the banal. Upon
discussing the fundamental technique of satire as a form of satura-tion in not solely the
literary but equally the artistic context, one thus arrives to the core of the matter which
is the excessive attribution of meaning to everything. This concerns all - regardless of its
importance or marginality; that which assists the orientation of the viewer and directs
him towards the message, and that which is platitudinous. Let us, for the sake of the
present argument, omit the fact that what often lies upon the margins of interest, on
the periphery of attention, may be of vital importance and is simply overlooked. The
purpose of satire is to draw attention to the absurdity of the depicted situation through
an overload of meaning.

However, upon conjoining satire as a genre with the conception of saturation of
meaning, we continually discuss a work, an account, rather than consciousness, which
has been our objective. We might pose the question of how, then, does the possibility of
creating a work that is oversaturated with meaning relate to consciousness as a centrally
located structure within the subjectivity-world relation? In other words, how does the
saturation of consciousness occur through what we then express as meaning and sense?

In answering this question, it is necessary to carefully distinguish between se-
mantic satura and saturation. The term satura is indeed used in the fields of literary
history and art theory in general to denote the origin of satire as a genre. It denotes two
features, as we have already indicated: an overabundance of meaning and a blurring of
the distinction between the important and the banal. Satura particularly emphasises
the latter, for in Latin this word denoted a hotchpotch on a plate, a dish that mixed
ingredients without regard for the balance of individual flavors (lanx satura)®. In the
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Czech context, thanks to the Capek brothers, we refer in this sense to the cake baked
by the Cat and the Dog.” Satura thus refers to an overload of meaning and a confusion
of various accentuations of significance. Saturation, on the other hand, denotes a sim-
ple replenishment with meaning that has its own abundance threshold. It thus implies
neither overflow nor confusion in terms of orientation. Nevertheless, as we wish to
propose, satura and saturation are acutely related and mutually dependent. Semantic
saturation, as a fundamental characteristic of consciousness, conditions both the over-
saturation of meaning and the confusion of significance. We must therefore ponder the
following questions: What is the essence of saturation of consciousness by meaning?
Can consciousness itself be oversaturated by meaning? Can a confusion of meaning
arise within consciousness? Does oversaturation and confusion therefore also apply to
consciousness, or is it merely a characteristic of a work that relates to consciousness as
its expression? (And is this last question a variation of our initial dilemma?)

A useful guide to interpreting the saturation of consciousness by meaning is
provided by the approach of Maurice Merleau-Ponty, a phenomenologist who intense-
ly reflected upon the relationship between perception and speech as its expression. As
early as in Phenomenology of Perception (1945), he presented the thesis that “Speech
is the surplus of our existence over natural being.”® In the original, the term “surplus”
is rendered as “I'exces™®; thus, the reflection on excessiveness lies at the very core of
the phenomenological treatise on the relationship between consciousness and speech.
Merleau-Ponty understands consciousness as a central field grounded in the perceiv-
er’s bodily immersion within the world. In agreement with Husserl, he conceived of
consciousness as a milieu we inhabit and within which we orient ourselves, as in the
sense of the world. Speech originates within this orientation; the naming of objects
and the relationships between them is an expression of the possibility of orienting
oneself in the world on the basis of consciousness. Language is also a sign of the sat-
uration of consciousness by meaning. At this point, however, Merleau-Ponty takes an
important methodological step, for he distinguishes between two forms of language:
the “speaking word” (parole parlante) and the “spoken word” (parole parlée).”° The
saturation of consciousness with meaning is represented by the former, the speaking
word. The former expresses that the world makes sense to us through language, that
we pass through and orient ourselves within it in such a manner that may always be
expressed through language. Our perception is always inherently linguistic; this speak-
ing word need not be learned. Our consciousness does not stand in opposition to the
world, and the primary form of speech is not that it creates objects from moments of
the world and translates them into concepts. The latter form of speech is the one that
resounds in spoken words and sentences. And it is precisely this spoken word that is
excessive, for it adds a new layer to the perceiving consciousness - a consciousness
already saturated with meaning - a layer in which language itself is worked with as
a form of expression, where words are played with, and where creation takes place
through the medium words.

Parole parlante is a linguistic expression, an explication of consciousness as
a constantly situated movement through the world. In this sense, consciousness is
always saturated in some way, because it cannot be empty; it is, in fact, the central
embodiment of the fact that the perceiver is situated in the world, not in some meta-
physically conceived state prior to experience, or external to it. The question, however,
is whether the fact that consciousness in the phenomenological sense can never be
empty implies that it is always fully saturated. In other words, whether “not empty”
means “filled.” By “fully saturated,” we mean a state of being replenished with meaning -
a state in which there is neither a surplus nor a deficiency of meaning. Our previ-
ous question also fits into this context: whether consciousness can be oversaturated
with meaning - and thus satirical in itself. For Merleau-Ponty’s distinction between
two forms of speech, a phenomenological approach only seemingly resolves this:
consciousness is always saturated with meaning as it should be, because the world
simply offers itself. Excess is associated with parole parlée, that is, with speech as it
sounds among a people. The sounding parole pariée is an excess of the consciously
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experienced parole parlante. The linguistic forms of the spoken word are an excess
for consciousness, for they offer a work with meaning that goes beyond the perceived
world. Correspondingly, this equally applies to all other forms of creative expression,
not solely to speech but also, for example, visual language, which is the focus of our
attention in this publication. The apparent ease of solving the problem of the satura-
tion of consciousness by distinguishing between two levels of speech - and thus two
levels of meaning - proves to be more complex. The excess of meaning associated with
the “spoken word” is, in fact, inscribed back into consciousness itself and saturates it
even at the level of the original “speaking word”. Imagination is shaped by the same
framework; it may take the form of, for example, daydreaming and thus be a part of
primary speech. Nevertheless, it may just as straightforwardly become part of a play
with linguistic forms on the level of culturally enunciated speech. Creative work in
the realm of excess retroactively equally influences the primary consciousness of the
world - it directly enriches this world.

If we consider Merleau-Ponty’s approach to addressing issues related to the sat-
uration of consciousness with meaning and the excessiveness of expression inherent
in such a saturation, we observe the emergence of an important dual dynamic. We do
not understand the distinction between parole parlante and parole parlée merely as
a designation of two forms of speech, but in a broader sense as a distinction between
two levels of expression - this being not purely of a linguistic nature, but also, in a wid-
er context, a semiotic one, such as visual or gestural. Perhaps, in shifting from speech
to expression, we could even speak of the expressibility or explicability of conscious-
ness. In the first and foremost form of expressibility, the point is that consciousness,
as the central structure of our relationship to the world, is meaningful in and of itself.
Hence, it cannot be empty, and may be expressed through words, signs, and gestures.
(An important negative addition to this analysis are situations caused by disruption
of the primary expressibility of consciousness, caused by borderline traumatisation.
Situations of existential muteness, expressed, for example, by Adorno’s well-known
thesis that no poetry is possible after Auschwitz." It is rendered impossible not be-
cause one cannot write verses, but due to the fact that the very primary expressibility
of consciousness has fallen radically silent. Trauma can disrupt, or even remove, the
primary - and consequently also the secondary - expressibility of consciousness.) The
second and secondary form consists of the creation of works that tangibly realise
the primary expressibility of consciousness. On this second level, one is equally able
to create works that respond to other works and develop the discourse of secondary
expressibility. On the first level, the saturation of consciousness by meaning is self-ev-
ident and essential; consciousness is not a content-based structure that could remain
empty, but rather a relational structure saturated with meaning. On the second level,
it is an excessive expression of primary saturation, which then retroactively becomes
part of the primary relational structure. Through this retroactive movement, the ex-
cess of expression can become an abundance of saturation in the primary situation.
Through this retroactive movement, the excess of expression enriches the conscious-
ness of the world on the first level of saturation.

Merleau-Ponty equally returns to the excess of saturation on the primary level of
consciousness - as an expression of bodily situatedness in the world - in his later work,
in his lectures at the Collége de France from 1957 to 1958. These address the concept of
nature and, more specifically, animality (the point in which human and animal experi-
ences of the world converge). Here, Merleau-Ponty comments on Uexkiill’s distinction
between two fundamental layers of experiencing the world—a distinction that applies
to every living organism—between the so-called Merkwelt and Wirkwelt. The Merkwelt,
the world as we perceive it, is accessible to the sensory organs; it is the perceived world.
However, based on perception, the organism also behaves and acts in certain ways; it is
precisely through these interventions in the perceived world that the Wirkwelt arises.
The observation that the world of action carries with it a “surplus of signification” that
is inscribed “on the surface of objects” is of interest to our discussion.”? Artistic creation,
which in a broader sense can also be considered an act and which stems from a surplus
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not only of behaviour but also of speech, is thus re-inscribed into the structure of the
perceived world through this mechanism of a surplus of meaning.

Thus, we now have several solutions to the queries posited above. We know that
consciousness is fully saturated with meaning for the simple reason that it is itself a re-
lational structure that cannot be empty of content. We have also concluded that con-
sciousness can be oversaturated with meaning even at this primary structural level due
to the re-inscription of that which is the very source of an excess of meaning. Namely,
it is possible to transcend the perceived world through speech or action and create
an excessive layer of meaning, as is the case with a work of art. As a final reflection
on saturation and satire in scope of the aforementioned conclusions let us consider
a question that concerns not saturation but satura: does overabundance and confu-
sion also pertain to consciousness, or is it merely a characteristic of a work that relates
to consciousness as its expression? The phenomenological answer suggests that the
confusion of meaning must necessarily operate on two levels as well, and that the one
we call satura takes place on the second level. Consciousness, as a saturated relational
structure, can equally be bewildering in itself if our experience of the world is situation-
ally confused (for instance, upon the loss of orientation). However, this is not confusion
caused by the author’s intervention, manipulation of experienced relationships, shifts
in emphasis, or the like. Satura takes place on the secondary level of the expressibility
of consciousness - that is, in the excess of speech - and can only reach the primary level
through retrospective recording (for example, when a loss of orientation is caused by
a confusing work, manipulated signposts, and the like).

4. From Saturation to Satire and Parody

In our phenomenologically-oriented reading, satire and parody as artistic genres (and
thus also as procedures distinguishable within these genres) operate upon the three
premises explained above: 1. the saturation of consciousness with meaning; 2. the exces-
sive transgression of this saturation through materialised expression (dynamically sus-
tained by secondary expressibility associated, for instance, with works of art); and 3. the
effect of re-writing (an encounter with a work of art can literally transform our world).

Creation on the secondary level of expressibility (following Merleau-Ponty, at the
level of parole parlée) essentially denotes the materialisation of primary expressibility
(parole parlante). In other words, it means that the expression of meaning takes on
a material form -such as spoken language, text, a work of art, or a performance. Within
this materialisation of the excess of consciousness saturated with meaning, the genre
techniques of satire and parody may also be employed. Satire primarily mobilises the
accentuation of the natural excessiveness of expression, and thus intensifies the excess.
Satire is replete with meaning; it provides the viewer with a great number of stimuli and
details, yet without a hierarchical ordering of signs and lacks the distinction between the
important and the banal. Parody, on the other hand, focuses on the reversal of meaning,
on a turnaround in significance - it highlights the banal as important, while the essen-
tial remains marginalised. Parody is a para-ode, literally a song with inverted meaning.
We mentioned above that the primary saturation of consciousness can be confusing
in itself if the specific experience of the world is directly confusing. Parody, however,
inverts significance at the level of secondary expressibility. Thus, commonly, especially
in politically motivated parody, that the bizarre, profoundly confusing reality of life
under some form of dictatorship is parodically portrayed with utter seriousness as if
it were perfectly mundane. Chaos is parodically inverted into a clear order to highlight
the bizarre nature of reality.

From the phenomenological perspective, which we summarised above in three
points, satire is a prerequisite for parody; semantic saturation is more fundamental than
the reversal of meaning. The parodic reversal of meaning - the semantic shift in binary
oppositions such as important/trivial, confusing/clear, ridiculous/serious, and the like
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- presupposes the excessive expression of a saturated consciousness. Satire operates
artistically directly within the terrain of excess and specifically utilises the tool of an
excess of meaning. Parody can rather be likened to an artistic technique employed by
phenomenologically understood satire.

5. Phenomenological Notes on Satire and
Parody in the Work of Jifi Cernicky

Jiti Cernicky’s works are fundamentally satirical, and their interpretation can yield a sub-
stantiation of a phenomenological interpretation of satire and parody. Of course, these
artworks are not mere illustrations of such a reading. On the contrary, they are unique
works which, in our understanding, draw in a distinctive way on the saturation of con-
sciousness with meaning and the excessive nature of artistic expression. Let us focus
primarily on the works exhibited as part of the Liberec exhibition Earthset from the Sun.

The very title of the exhibition is parodic because, in all seriousness, it suggests
that the exhibition reverses perspective. Cernicky draws visitors’ attention to the fact
that the reversal of polarity in the binary relationship between Earth and Sun creates
an exhibition framework for art that is founded on the techniques of parody and sat-
ire. This is further emphasised by the direction suggested by the installation of draw-
ings, which begins at floor level and extends upwards. While traditionally drawings and
paintings are installed in accordance with the line of the ceiling - not from the ceiling,
but with respect to the line of sight, which, however, due to the elevated position of the
head, follows the line of the ceiling - the Liberec exhibition reverses the polarity of the
ceiling-floor relationship.

The exhibition features objects and drawings from several series. Cernicky’s draw-
ings illustrate the phenomenological thesis that satire precedes parody. They can be con-
sidered inherently satirical because they engage with the saturation of consciousness
with meaning and artistically amplify the excessive nature of expression. In this regard,
let us recall the phenomenological emphasis on the fact that consciousness has a top-
ological nature, that it is a centrally localised structure that concentrates within itself
the relationship between the perceiver and the world. Cernicky works with topology
in a truly excessive manner. In the series Anatomical Studies of Entities, Architectural
Drawings and Plans, and Drawings and Plans 2or7..., from which a number of the exhib-
ited drawings originate (though the series are not exhibited in their entirety) - we en-
counter a meticulously detailed, truly satirically overloaded topology of fictional bodies,
structures, and landscapes.

In the series Anatomical Studies of Entities, we examine anatomical renderings of
fantastical and mythological beings. With a satirical emphasis on detail, these depictions
reveal the anatomy of something that is, by its very nature, invisible (such as the invisible
hand of the market, the Holy Spirit, God in the form of a cloudy pillar, a phantom, or
a mirage). Cernicky, however, does not render the invisible visible. On the contrary, the
author always respects the already existing, mythologically expressed notion of visibility
(the Holy Spirit in the form of a dove), while at the same time he satirically intensifies
and melds the excessive expression of the saturation of consciousness by the meaning
of the body. Parody is also present on this basis, as the significance is inverted within
the polarity of symbolic corporeality - the anatomy of the body. The author parodically
denotes that if something is already manifested in the body, it must also have an anatomy.
Artistically, he thus reveals the potentially manipulative nature of ideologically driven
emphases on making meaning visible, be it in religion or economics.

The same is true of the series Architectural Drawings and Plans. Once again, as
viewers, we encounter a satirical overabundance of topological details in the drawings,
which depict real buildings in a parodic context. In drawings such as Project Spirit, a pro-
posal for an extension of the afterlife coordination accelerator to St. Peter’s Basilica in
the Vatican, or Plan for the Completion of the White House, we see realistic depictions
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of the Vatican and the White House, respectively. The satirical approach thus exploits the
excess of visual parole parlée and reinforces the saturation of the primary perception
of these structures by rendering details and adding detailed (fictional) captions. This
satirical foundation gives way to the parodic addition of drawings of the afterlife coor-
dination accelerator and the medieval fortress tower, respectively. This parodic addition
then gives the satirical depiction of these centres of power the ability to expose the risk
of manipulative strategies in church and superpower politics.

The series Proposals for Monumental Sculptural Projects, which includes, for
example, the drawings Monument of the Eternal Challenge and Proposals for New Lo-
cations for Commemorative Communist Monuments on Active Regional Volcanoes,
similarly intertwines satire with parody. Satire offers a realistic and meticulously detailed
expression of meaning, while parody subverts this satirical excess of reality by inverting
the polarity of what is serious and what is comical. Several drawings add an interesting
element of spatial displacement, such as those proposing the placement of communist
monuments on active volcanoes. Consciousness, as we have emphasized, is a topological
structure that situates human orientation in the world. The moment of displacement in
the exhibited drawings questions, satirically and parodically, the nature of localisation of
objects within this orientation. It satirically acknowledges its fundamental importance
and parodically subverts its meaning, thereby exposing the manipulative disorientation
that communist monuments actually embodied.

6. Conclusion

Satirical techniques of hyperbolising meaning through the prolongation of excessive
expression via visual arts and the parodic subversion of meaning are often associated
with postmodernism, a movement frequently associated with Jiti Cernicky. In this chap-
ter, we have aimed to offer an alternate, phenomenological reading of his work. Our goal
was to demonstrate that the satirical-parodic techniques within the artist’s work do not
stem from postmodern variations of meaning, but rather respect the original nature of
consciousness in a substantially more serious manner. Through preliminary phenome-
nological analyses, this essay has revealed human consciousness as inherently satirical
and parodic. On this basis, it subsequently outlined a phenomenological theory of satire
and parody. Finally, it pointed out that Jiii Cernicky artistically descends precisely to
those deepest structures of human consciousness that are phenomenologically acces-
sible, from where he draws the excessive power embedded within the satirical-parodic
resonance of his work. His work is never merely a postmodern play on meanings, but
a serious, satirical-parodic commentary on the nature of power and its ability to manip-
ulate human consciousness. Cernicky utilises the satirical-parodic a priori within the
very structures of our consciousness and artistically applies it in a critical analysis of
power’s manipulation of our perception of the world.

The Satirical-parodic A Priori.
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Umelec — dZin
hybridniho svéta

,Svét neni pevnym kontinentem faktii, na némz se tu a tam rozprostira
pdr jezer nejistot, nybrz rozlehlym oceanem nejistot, v némz se tu a tam
objevuje par ostriivkii ucelenych a ustalenych forem.”

—Bruno Latour (Latour, 2025, s. 245)

Umeéni je nekone¢ny souboj formy a obsahu. Neexistuje pritom Zadna preferovana forma,
ani preferovany obsah, ani preferovany zptisob propojeni ¢i preferovana konfigura-
ce vztahu. Dokonce ani pevné oddéleni obsahu od jeho formy. Prostupuje se vS§echno
navzajem, jde o rozdélovani a zaroven pruzné ¢i plastické splyvani obojiho. Zatimco
star$i uméni jesté napliiovalo predstavu jakési mimetické reprezentace svéta, odvozené
od presného kopirovani a pretvareni originalu, moderni uméni se napodoby zbavuje
a v boji obsahu a formy mizi v neomezeném prostoru imaginace. Prezentuje, nez aby
predstavovalo, jakkoli se predstavovani nedokaze uplné zbavit, a tak ¢asto nabizi jakousi
reprezentativni dvojakost, roztrzeni reprezentace (split representation, dva a vice v jed-
nom). Predstavuje se nepredstavitelné, dokonce nepredstavitelnost sama, tedy proces,
v némz se predstavovani vymazava jakozto preferovana platforma uméni. Imaginace se
déje, do imaginativniho se propadame, nebo neexistuje viibec.

Aktualni uméni dokaze spojovat nespojitelné podobné, jak se to déje v Paristanu,
v 118i dzint, kterou tak kouzelné€ popisuje Salman Rushdie ve svém romanu Dva roky,
osm mésicii a osmadvacet noci jako horni Carovnou Fisi, v niz se mazou véechna pozem-
ska pravidla, mizi protiklady a omezuji se prirodni zakony. Tak jako je dzin hybridnim
stvorenim propojujicim nadzemské a pozemské byti, dokazou i umélecti dzinové tvorivé
hybridizovat svét, ktery se nam obvykle zda byt pomérné piehledné rozdélen. Moderni
svét, ve kterém snad stdle jesté Zijeme, ostatné — jak si vypravime ve skolach — vyrus-
ta z této oddelujici exaktné vymezitelné prehlednosti. Ve své slavné knize Nikdy jsme
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nebyli moderni to velmi presné popisuje francouzsky myslitel a teoretik védy Bruno

Latour. Moderni svét se odkazuje k presnému védeckému poznavani. Kompetence se

v ném postupné rozdé€luji mezi prirodni a socialni védy, pricemz jedny jsou odborniky na

inertni, neménné zakony predmétt a druhé na pohyblivé, presto vSak obecné fixovatelné

zakonitosti spolecenské organizace moci. Moderni véda déla vSe pro to, aby procistova-
nim svych myslenek a pojmi zprehlediiovala pevné rozdily mezi obéma riSemi poznani,
nemitze tedy prijmout jejich propojovani, protoze by to zbouralo zaklady moderniho

svéta. Zijeme tak v trvalém paradoxu, jak pie Latour: ,..zakladaci listina modernity
umoznuje expandujici proliferaci hybrid vseho druhu, jejichz existenci, jejichz oprav-
dovou moznost ale sama struktura moderniho poznani odmita*“ (Latour, 1993, s. 35).
Pricemz navazuje na o néco drive myslené: ,Jestlize uvazujeme o hybridech, nakladame

pouze se smiSeninami prirody a kultury; kdyz ale uvazujeme o (védecky dominantni)

praci procistovani pojmi a koncepti, jsme konfrontovani s totalnim oddélenim ptirody
a kultury* (Latour, 1993, s. 31).

Zivotni zkugenost ptitom ukazuje, Ze ¢isté oddéleni piirodniho a kulturniho
fakticky nikde neexistuje, v takovém svété zkratka nikdy nezijeme, tvrdi Latour. Nas
primarni svét je smési ¢i hybridnim propojenim obojiho, kazdé konkrétno, jak nazna-
Cuje etymologie, je néjaka srostlina (tfeba pojmu, ideje a hmoty), coz vidime napiiklad
na dopadech politiky na prirodni zdroje, ptipadné i na ptikladu klimatické zmény, na
pandemické krizi nebo na zivoté v digitalnim svété a jeho vlivech na fyzicky pobyt ve
svété. Hranice je tu vlastné fiktivni, protoZe je oboustranné prostupna. Latour oznamuje
primarnost hybridniho, zprostiedkovaného, srostlého svéta. ,VSechno se d€je uprostied,
vSe probiha mezi dvéma konci (napf. priroda/kultura), v§e probiha skrze mediaci, zpro-
stredkovani, skrze preklad a sit€, ale tento prostor neexistuje, nema zadné misto. Je to
ono nemyslené, je to nevédomi modernich lidi* (Latour, 1993, s. 38).

Prave do tohoto prostoru hybridni mediace vstupuje uméni, rodi se v tomto ,,mezi*.
A to zcela samoziejmé, protoze v zivlu imaginace od poc¢atku odmita moderni rozdéleni
svéta, kterému se stale prisuzuji descartovské koreny, jakkoliv sam Descartes mél o ostré
oddélujici hrané mezi prirodnim a kulturnim, fyzickym a dusevnim své pochybnosti.
Umélec Jiti Cernicky je v tomto svété hybridi, ktery u ného nékdy déla dojem pro-
stupovani vychazejiciho z vychodni filosofické tradice, kde se suplementuji struktury
jin/jang, jako doma. V prolinani zdanlivé nesourodého - jako naptiklad na mapé svéta
propojeného zilnim systémem svétové krve — nabizi Cernicky novou zivou logiku, ktera
neni pouze kombinaci riaznorodych protikladnych prvk, nybrz nécim skute¢né novym,
jez jde daleko za pouhou zménu perspektivy patrnou v nazvu aktualni vystavy Zdpad
Zemé ze Slunce.

Anorganika Zemé, zachycena na kartografickém obraze, dostava na ,,zilnim ob-
raze svéta“ organickou napln, ktera pritom zcela odpovida sitovému fungovani soucas-
ného svéta. Lze to napriklad vidét na zcela aktualni iranské vale¢né krizi v Hormuzském
prulivu, ktery zaziva svou zastavu, svoji mrtvici, svtij infarkt s ni¢ivymi dopady na zbytek
zilami propojeného globalniho svéta. Sta¢i jeden vmetek, tak jako jinde mavnuti motylich
kridel, a katastrofa m4 kaskadovy efekt. Extrémni rozdil lokalni/globélni i tady hraje
latourovskou hybridni hru tolik podobnou naptiklad Cernického nerealizovanému na-
vrhu Ducha svatého, vyobrazeného ve stylu mystiky Williama Blakea jako mohutného
svalnatého muze z masa a kosti. Sila Ducha pod zavojem je onou moci dZina z Paristanu,
ktery dokaze propojit duchovni princip s hrubou silou svalt. Duch svaty, vybaven kultu-
ristickou mohutnosti Arnolda Schwarzeneggera, snadno prekracuje hranici mezi fyzic-
kym a inteligibilnim, a jeho nepredstavitelna moc ziskava snadno vnimatelnou dimenzi.

Nemyslené v nevédomi modernich lidi, o némz v psani o hybridni realit¢ mluvi
Bruno Latour, se v Cernického imaginativnim svété naplituje konkrétnimi vizemi. Hyb-
ridizace se prece, jak vime z kazdodennosti, tyka i ideji, priCemz je vzdy na strazi ideova
policie hlidajici spravny vyklad — pojmu, viry, politické ideologie, uméleckého zanru.
Béjeénym, az vzorovym konceptualnim hybridem je katolicky automat na vykonava-
ni eutanazie. Opét: spojeni nesourodych extrémnich pozic katolické viry v dar zZivota
a humanistické touhy ulehcit ze soucitu krajni nesnesitelné bolesti medicinskym vypnu-
tim organismu nabira sofistikovanou (védeckou) podobu harmonizujiciho stroje. Dvé
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neslucitelné dogmatiky zivota nabozské/lidské spojuji sily, a plni obé funkce (duchovni
i télesnou) zaroven. Blasfémie i prozitek viry a Zivotni feseni v jednom.

Samostatnou ¢asti hybridnich modelt Jitiho Cernického jsou navrhy na monu-
mentalni sochy lidskych velikand. Nejde jen o postmoderni hru s méritky, jejichz posou-
vani méni perspektivy a interpretace, tak jako kdyz Damien Hirst v Rudolfinu vystavi
ohromny popelnik plny nedopalki, popela a krabi¢ek od cigaret' nebo praveé Jiti Cer-
nicky zvétsi na stejném misté skateboard?®. Cernického hybridizace jde v tomto piipadé
mnohem dal, totiz k méritku nelidského v lidském. Vytvor lidsky se pomértuje s tvorbou
Prirody (¢i Boha, nebot tu plati Spinozovo Deus sive Natura), a otevira tak kulturni otaz-
ku primérenosti a také vykladu hybris v feckém smyslu lidské zpupnosti vici zakontim
spolec¢nosti a prirody, tedy i bohi. Je tomu tak naptiklad v jeho utopicko-destruktivnim
navrhu na monumentélni 300 metrt vysoky memoridl Putina (Putinka), umistény na
pobriezi Krymu nedaleko Sevastopolu, hrozici celému svétu destrukci a ovladnutim, a pri-
tom vyrabéjici elektrickou energii prostfednictvim gigantické vétrné turbiny. Zpupné
prehanéni, pretazeni snesitelné, inosné miry neboli bytostna nadmira ma vzdy také
svlij humorny rozmeér, se kterym si umélec-dzin do sytosti pohrava a vselijak ho variuje.

Latour o mediaci ¢i procesu hybridizace piSe jako o prostoru, v némz se sice ode-
hrava vSe podstatné a dtilezité, ale je to prostor, ktery neexistuje — ,,nema zadné misto".
V zapadni tradici se toto ,misto — ne-misto“ nazyva recky u-topos. Jedna z moznych
etymologickych cest dokonce mluvi o eu-topos, tedy dobrém misté. ,Ne-misto“ je dob-
rym mistem, protoZe na ném mohou vznikat vize ¢i stavby, kterych bychom se v realité
bali a nedokazali si je predstavit. Ne-misto nema hranice na zadnou stranu, dokonce ani
v Case, natozpak v ¢ase déjinném. Utopie nejsou potom jen vabivou bludickou lidstva,
za niz se nevyplaci chodit, jsou i pozitivnim voditkem, které dokaze transformovat celé
spole¢nosti a civilizace. Bez utopickych vizi by se lidské svéty nikam nehybaly. Utopie
v tomto latourovském smyslu je funkénim srdcem svéta.

Zijeme v$ak zaroven v dobé ,vyderpani utopickych energii®, jak uz v osmdesa-
tych letech minulého stoleti nejen v reakci na postmoderni situaci ,konce velkych vypra-
véni® napsal nedavno zesnuly filosof a sociolog Jiirgen Habermas.® Legenda Frankfurtské
skoly Institutu pro socialni vyzkum popisovala zapadni svét jako prostor unaveny blaho-
bytnym socialnim statem, ktery uz nema silu na to, aby efektivné zivil nadéje vSech na
emancipaci ¢i osvobozeni osobnich i skupinovych moznosti. Pfesto uvolnéné ne-misto
po padu komunistickych rezimi rychle zaplnilo dalsi velké vypravéni o definitivnim
vitézstvi liberalni demokracie, ramované heslem Konce déjin, i kdyz krize této utopic-
ké predstavy uz davno bézela a dnes dobiha nas véechny. Po roce 1989 se tak i v Cesku
budovalo néco, co se davno hroutilo do sebe. Dnes tuto vyhotelou, pfinejmensim stale
vyhasinajici utopickou energii nahrazuje reaktivni sila osvobozeni socialni bezohlednosti
a také technologicky optimismus, ktery byl ve 20. stoleti spojujicim prvkem zapadni
a vychodni ¢asti evropské civilizace, jez nakonec spojovalo mnohem vic, nez se nam dnes
miize zdat (proto filosof Jan Patocka uz v padesatych letech 20. stoleti hovoril o spole¢né
ideji Nadcivilizace”, technického ujaimeni lidské existence, jedno pfitom, zda kapitalis-
tické, ¢i socialistické; odtud pozdéjsi teorie konvergence obou systému). Rovnéz dnesni
digiutopie je v postavach vlivnych bohatych lidi, jako je $éf spole¢nosti Palantir Peter
Thiel®, hnana vizi nesmrtelnosti a prekonani omezujici lidské konstituce smérem k ves-
mirnym, nadlidskym bytostem. Um¢la inteligence nabizi cestu k nové organizaci moci
ve spole¢nosti do podoby programovaného planetarniho lidského mravenisté, v némz
jedinec slouzi snadné&ji novému radu vyvolenych. A tak je i liberalni demokracie najed-
nou pro Thiela a dalsi digibarony Antikristem a jeji zastanci a vé¢ni hledac¢i napojeni
na vyCerpanou utopickou energii kaciti nového prichazejiciho nabozenstvi technosvéta.
Hlupaci, kteti nepochopili, Ze svét pobézi po jinych cestach nez doposud.

Umeéleckd mediace, kterou jsme vySe s odkazem na pronikavé mysleni Bruna
Latoura nazvali mozna trochu drze hybridizaci, samoziejmé pracuje i s utopickymi vrs-
tvami socialni imaginace. U Jitiho Cernického je konstrukce novych utopickych svétii
dokonce velmi mocna vrstva, tak jako jeho sklon k uméni chapanému coby avantgarda
spolec¢nosti, nebot si na rozdil od vétsiny dovoluje luxus konstrukce ve spolecenském
snéni. Mala socialni predstavivost ostatné byva ¢asto uvadéna jako jedna z ptic¢in dnesni
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Dilo Necropolis britského umélce
Damiena Hirsta bylo vytvoreno v roce
2005. V roce 2009 bylo vystaveno

v rémci autorovy rozsdhlé prehlidky
nazvané Life, Death and Love, kterou
kurdatorsky pfipravili Gunnar B. Kvaran
a Petr Nedoma v Galerii Rudolfinum

v Praze. Vice o této vystavé https://
www.galerierudolfinum.cz/cs/vystavy/
archiv-vystav/damien-hirst-zivot-smrt-
a-laska/

Dilo Jifiho Cernického nazvané

BozZsky skate bylo vytvoreno v roce
2016 a poprvé prezentovano na jeho
rozsahlé autorské prehlidce Divoky sny
v Galerii Rudolfinum v Praze v tomtéz
roce, kterou kuratorsky pfipravil David
Korecky. Vice o této vystavé https://
www.galerierudolfinum.cz/cs/vystavy/
archiv-vystav/jiri-cernicky-divoky-sny/

Vice k této problematice viz
HABERMAS, J. Diskursivni teorie
liberdlni demokracie.

Praha: Karolinum, 2018.

ISBN 978-80-246-3826-3.

Této problematice se Jan Patocka
(1907-1977) vénoval v pavodné
nepublikovaném textu nazvaném
Nadcivilizace a jeji vnitini konflikt, ktery
formuloval na pocéatku padesatych

let minulého stoleti. Viz PATOCKA‘ J.
Nadcivilizace a jeji vnitini konflikt. In:
PATOCKA, J. Sebrané spisy Jana
Patoéky, Svazek 1: Péée o dusi I. Praha:
Oikoymenh, 1996, s. 243-303. ISBN 80-
86005-24-0.
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socidlni a politické krize, tady se tedy ocitdme na opac¢ném konci §kaly. Utopie socialni
rovnosti se do dnesnich dni vyCerpavala riistem socialni nerovnosti, rostouci propasti
mezi ultrabohatymi, kteti dnes vladnou takika jako feudalové, a zbytkem svéta. Uméni
jakozto prirozena hybridizace tohoto rozpolceného svéta dokaze zoufalé a nezastavitelné
rozpojovani reality prekonavat. A vytvaret a udrzovat tak néco jako univerzum, jakkoliv
muze byt jenom zdanlivym a velmi provizornim zaplnénim centralniho ne-mista. Neni
to v8ak néjaka nezavazna umélecka hra, Zadné novodobé odpoutané dada. Slovo hra je
tu tireba brat vazneé v celé jeji ontologické a socidlni sile, jak ji zname naptiklad z Finkovy
knihy Hra jako symbol svéta nebo z Huizingova veledila Homo ludens. Pozdné moderni
hybridiza¢ni umélecka hra, jak ukazuje i dilo Jifiho Cernického, ma piedevsim epis-
temologicky efekt. Méni nastaveni smyslt a praci ,lidského“ mozku. Prekresluje pole
vnimani a rozsituje tak moznosti piredstavitelného, ale preformatovava i zptisoby vidéni
a nastroje pojmové konstrukce, které diky ironickému naboji ziskavaji vétsi zivost, aniz
by ztracely narok na jakousi trvajici univerzalitu vypovédi. Celkovost, ktera hraje hru
s prasklinou v sobg, ,dekonstruujici se totalita“, kterou vsak nelze uzavrit, nebot spolu
s vneéjsi realitou neustale imploduje dovnitt, jak doufame, do bezedného svéta umeéni.

Takova hybridizace utopického ne-mista tedy zachovava moznost dotykat se
smyslu, ktery v naSem bézném predmétném nakladani se svétem tak snadno unika
a nekonecné se odklada, takze se dostavuje zklamani, frustrace a prazdnota. Jak na-
znacuje francouzsky myslitel Jean-Luc Nancy, takto chapané uméni ,,osmyslovani® se

,dotyka redlna, protoze jeho prezentace smyslové-inteligibilnich forem vyprostuje smysl
z vyznamu a takto vyprostuje od vyznamu i svét a vystavuje nas ,momentu svéta jako
takového, byti svéta svétem"” (Nancy, 2022, s. 73). Uméni, které se vlastné od pocatku
pohybuje v hybridnim tvir¢im sporu formy a obsahu, pritahuje i divaky pozdni doby
prave proto, ze umoziuje prozit tento necekany dotek bytostné celkovosti (ve fyzickém
iv preneseném dusevnim, ale nakonec i vduchovnim smyslu).

Umeélec jako dzin z Paristanu zprostredkovava néco, co nema zadnou podstatu
¢i esenci, co ale prekryva rozdélené dimenze lidské existence jako tajemny kouzelny
zavoj, diky némuz dokazeme najednou byt ob¢any dvou riiznych svéti, aniz bychom
narazeli na omezeni jejich hranic. Prave to se ale nakonec jevi jako zakladni lidska situace,
condition humaine, na niZ musime peclivé pracovat. ,Tim, Ze budeme s to rozvijet obé
dimenze najednou (priroda/kultura, ¢lovék/ne-¢loveék), budeme schopni také zamérit
a rozlisit hybridy, dat jim misto, jméno, domov, filosofii, ontologii a, jak doufam, také
novou zakladajici dohodu® (Latour, 1993, s. 52), piSe 0 nasem pozdné modernim hybrid-
nim svété Bruno Latour. I proto je tu také umélec-dzin, kdo vSechny obezietné varuje
pred nebezpecnou snahou promeénit starou ambici Pana a Vladce svéta a konecné se
stat naplno ideologicky vzorovymi modernimi lidmi.

Nakonec tedy vcelku zajimavé a necekané zjisténi —- Uménd je asi nejlepsi a mozna
ijedina skute¢na sebeobrana moderniho ¢lovéka pied sebou samym...

Umélec — dzin hybridniho svéta
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The Artist -
A Djinn (Genie
of the Hybrid World

“The world is not a solid continent of facts sprinkled by a few lakes
of uncertainties, but a vast ocean of uncertainties speckled by a few islands
of calibrated and stabilized forms.”

— Bruno Latour (Latour, 2025, p. 245)

Art unfolds as an endless struggle between form and content. Yet there is no preferred
form, no preferred content, no preferred mode of connection, nor any preferred con-
figuration of this relationship. Not even a strict separation of content from its form.
Everything permeates one another; it is a matter of division and, at the same time, a flex-
ible or malleable merging of both. While older art still fulfilled the idea of a kind of
mimetic representation of the world derived from the precise copying and reworking of
the original, modern art sheds such constraints and, in response to the struggle between
content and form vanishes into the boundless space of the imagination. It presents rather
than represents, though it cannot entirely rid itself of representation, and thus often
offers a kind of representational duality, a split representation (two or more in one). The
unimaginable is presented, the depiction of unimaginability itself - i. e., the process in
which representation is erased as the preferred platform of art. Imagination occurs; we
fall into the imaginative, or it does not exist at all.

In this sense, the realm of the imaginative can be likened to Paristan - the land
of the djinn so enchantingly described by Salman Rushdie in his novel Two Years, Eight
Months and Twenty-Eight Nights as the Upper Enchanted Realm. There, all earthly rules
are erased, opposites vanish, the laws of nature are suspended — and the ununitable may
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be united. Just as the djinn is a hybrid creature connecting the supernatural and the
earthly, artistic djinns have the capacity to creatively hybridize a world that usually seems
to us to fairly clearly divided. The modern world, which we hopefully still inhabit - after
all, as we are taught in schools - grows out of this distinct, precisely delineable clarity.
This theme is discussed with precision by the French thinker and science theorist Bru-
no Latour in his famous book We Have Never Been Modern. The modern world refers
to precise scientific cognition. Competence within it is gradually divided between the
natural and social sciences, with the former specializing in the inert, immutable laws of
objects and the latter in the fluid, yet generally fixable laws of the social organisation of
power. Through the means of refinement of its ideas and concepts, modern science does
everything in its power to clarify the distinction between these two realms of knowl-
edge; it cannot therefore accept their interconnection, as this would undermine the
foundations of the modern world. We thus live in a constant paradox, as Latour writes:

“..the modern Constitution allows the expanded proliferation of the hybrids whose ex-
istence, whose very possibility, it denies.” (B. Latour, 1993, p. 35). He expands on an idea
he expressed previously: “If we consider hybrids, we are dealing only with mixtures of
nature and culture; if we consider the work of purification, we confront a total separation
between nature and culture.” (Latour, 1993, p. 31).

However, life experience shows that a clear separation between nature and cul-
ture is virtually non-existent; Latour argues that we simply do not live in such a world.
Our primary world is a mixture or hybrid interconnection of both; every concrete entity,
as etymology suggests, is a kind of hybrid (such as a concept, an idea, and matter). This
can be evidenced, for example, by witnessing the impact of politics on natural resources,
climate change, the pandemic crisis, or life in the digital world and its effects on our
physical existence in the world. The concept of boundary here proves to be fictitious,
because it is permeable on both sides. Latour proclaims the primacy of the hybrid, me-
diated, fused world. “Everything happens in the middle, everything passes between the
two, everything happens by way of mediation, translation and networks, but this space
does not exist, it has no place.” (Latour, 1993, p. 38).

Art enters precisely this space of hybrid mediation; it is born in such an “in-be-
tween.” And this is entirely natural, for in the realm of imagination, art has from the
very beginning rejected the modern division of the world - a division still attributed to
Cartesian roots, regardless of Descartes himself having his doubts about a sharp division
line between the natural and the cultural, the physical and the spiritual. The artist Jiti
Cernicky feels at ease in this world of hybrids, which in his work sometimes evokes an
interpenetration of the Eastern yin/yang duality. In the intermingling of the seemingly
disparate - such as in the example of a map of the world connected by a venous system
of global blood - Cernicky offers a new, living logic that is not merely a combination of
diverse, contradictory elements. Rather, he formulates something truly new that goes
far beyond the mere shift in perspective, which is palpable in the title of his current
exhibition, Earthset from the Sun.

The inorganic nature of the Earth, captured by the cartographic image, takes
on an organic dimension in this “vein-like image of the world,” one that perfectly cor-
responds with the networked functioning of the modern world. This can be witnessed
in the most current example of the Iranian war crisis in the Strait of Hormuz, which
is experiencing its own standstill, its own stroke, its own heart attack, with devastat-
ing effects on the rest of the vein-connected global world. A single spark, the flutter
of a butterfly’s wings, is enough for the catastrophe to have a cascading effect. The
extreme dichotomy of local/global unravels here as in a Latourian hybrid game, much
as in the example of Cernicky’s unrealised proposal of the Holy Spirit. He is depicted
by the artist in the mystical style of William Blake as a robust muscly man of flesh and
bone. The power of the Spirit beneath the veil is that of the djinn from Paristan, who is
capable of uniting the spiritual principle with that of brute muscular force. The Holy
Spirit, endowed with the bodybuilder’s bulk of Arnold Schwarzenegger, easily crosses
the boundary between the physical and the intelligible, and his unimaginable power
takes on an easily perceptible dimension.

The Artist = A Djinn (Genie) of the Hybrid World



The unthought in the unconscious of a modern people, which Bruno Latour dis-
cusses in his writings on hybrid reality, takes concrete form in Cernicky’s imaginative
world. After all, as we know from everyday life, hybridisation can also be applied to
ideas, with the ideological police always on guard to ensure the correct interpretation
of a concept, belief, political ideology, or artistic genre. A marvellous, even exemplary
conceptual hybrid is the Catholic machine for performing euthanasia. Once again: the
combination of the disparate, extreme positions of the Catholic faith expressed towards
the gift of life and the humanistic desire to alleviate extreme unbearable pain through
the medical shutdown of the organism out of compassion takes on the sophisticated
(scientific) form of a harmonising machine. Two incompatible dogmas of life - divine
and human - join forces, fulfilling both functions (spiritual and physical) simultaneously.
Blasphemy, an experience of faith and a life solution all in one.

An independently acting segment of Jiii Cernicky’s hybrid models consists of
designs for monumental sculptures of historical figures. This is not merely a postmod-
ern play with scale, where shifting proportions alter perspective and interpretation, as
one could encounter in at the Rudolfinum, where Damien Hirst exhibited a monumen-
tal ashtray filled with cigarette butts, ash and cigarette packs,' or when Jiii Cernicky
enlarged a skateboard and displayed the out-of-scale sculpture it in the same venue.?
Cernicky’s hybridisation by far surpasses the aforementioned, namely in the discussion
of scale of the inhuman within the human. Human creation is measured against the work
of Nature (or God, for Spinoza’s Deus sive Natura applies here), thus raising the cultural
question of proportionality and also the interpretation of hybris in the Greek sense of
human arrogance toward the laws of society and nature—and thus equally toward that
of the gods. This is the case, for example, in the artist’s utopian-destructive proposal
for a monumental 300-meter-tall memorial to Putin (Putinka) located on the Crimean
coast near Sevastopol, threatening the entire world with destruction and domination, yet
generating electricity via a gigantic wind turbine. This defiant exaggeration, this pushing
beyond the tolerable and the limits of the bearable - in essence, this excess - always has
a humorous dimension as well, which the artist-djinn plays with to his heart’s content
and varies in every possible way.

Latour writes of mediation or the process of hybridisation as a space in which
everything essential and important takes place, yet it is a space that does not exist—*“it
has no place.” In the Western tradition, this “non-place” is called u-topos in Greek. One
possible etymological interpretation even refers to eu-topos, meaning a good place. “Non-
place” is a good place because it allows for the emergence of visions or structures that
we would fear in reality and be unable to imagine. Non-place has no boundaries in any
direction, not even in time, let alone in historical time. Utopias are therefore not merely
an alluring mirage offered to humanity, one not worth pursuing; they are also a positive
pathway capable of transforming entire societies and civilizations. Without utopian
visions, human worlds would not move forward. Utopia, in this Latourian sense, is the
functional heart of the world.

At the same time, however, we live in an era of “utopian exhaustion,” as the late
philosopher and sociologist Jiirgen Habermas wrote back in the 1980s.° This was not only
in response to the postmodern situation of “the end of grand narratives.” The legendary
leading figure of the Frankfurt School at the Institute for Social Research described the
Western world as a space weary of the affluent welfare state, one that no longer has the
strength to effectively sustain everyone’s hopes for the emancipation or liberation of
individual or collective potential. Nevertheless, the non-place produced by the fall of the
communist regimes was quickly filled by another grand narrative of the definitive victory
of liberal democracy, framed by the slogan The End of History, even though the crisis
of this utopian vision had long been underway and is now catching up with us all. After
1989, something was thus being built in the Czech Republic that had long since collapsed
in on itself. Today, this burnt-out, or at least waning, utopian energy is being replaced
by the reactive force of the liberation of social ruthlessness, as well as by technological
optimism, which in the 20th century served as a unifying element between the Western
and Eastern parts of European civilisation—a civilisation that ultimately had far more in
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common than it may seem to us today (which is why philosopher Jan Patocka, as early as
in the 1950s spoke of the common idea of a Supercivilization, the technical enslavement
of human existence, regardless of whether capitalist or socialist; hence his later theory
discussing the convergence of both systems).* Equally, today’s digital utopia is driven
by wealthy influential figures such as Palantir CEO Peter Thiel, who are motivated by
avision of immortality and the transcendence of the limitations of the human condition
toward becoming cosmic, superhuman beings.® Artificial intelligence offers a path to
anew organization of power in society, that can be likened to a programmed planetary
human anthill in which the individual more readily serves the new order of the chosen
few. Hence, for Thiel and other digital barons, liberal democracy is suddenly the Anti-
christ, and its advocates, eternal seekers of a connection to exhausted utopian energy,
are heretics of the new, emerging religion of the techno-world. Fools who have failed
to understand that the world will follow diverse paths than those that came previously.

Artistic mediation—which we perhaps rather boldly termed hybridisation, draw-
ing on Bruno Latour’s insightful thought, naturally engages with the utopian layers of
social imagination. In Jiti Cernicky’s work, the construction of new utopian worlds is in
fact a very powerful layer, as is his inclination toward art understood as the avant-garde
of society, for unlike most, he allows himself the luxury of construction within social
dreaming. The lack of social imagination, after all, is often cited as one of the causes of
today’s social and political crisis. Here, we find ourselves at the opposite end of the spec-
trum. The utopia of social equality has been gradually eroded to this day by the growth of
social inequality, by the widening gap between the ultra-rich who now rule in a manner
bordering on feudalism and the rest of the world. Art, as a natural hybridisation of this
divided world, is capable of overcoming the desperate and unstoppable fracturing of
reality. It thus creates and maintains something like a universe, however much it may
be only an illusory and very provisional filling of the central non-place. However, this
is not some noncommittal artistic game, nor is it a modern, detached Dada. The word
game must be taken seriously here in all its ontological and social force, as we know it,
for example, from Fink’s book Play As Symbol of the World or from Huizinga’s master-
piece Homo Ludens. As Jii{ Cernicky’s work demonstrates, late-modern hybrid artistic
play has primarily an epistemological effect. It alters the calibration of the senses and
the workings of the “human” brain. It redraws the field of perception, thereby expanding
the possibilities of the imaginable, but it also reformats modes of seeing and the tools of
conceptual construction. Therefore, thanks to its ironic charge, it gains greater vitality
without losing its claim to a kind of enduring universality of expression. A totality that
plays a game while at the same time being fractured within itself, a “deconstructing to-
tality” that cannot, however, be closed off, for together with external reality it constantly
implodes inward, as we hope, into the bottomless world of art.

Such a hybridisation of the utopian non-place thus preserves the possibility of
touching upon a meaning that so easily eludes us in our everyday, an object-oriented
engagement with the world and is endlessly deferred, leading to disappointment, frus-
tration, and emptiness. As the French thinker Jean-Luc Nancy suggests, art understood
as a way of “making sense” “touches the real, because its presentation of sensory-intel-
ligible forms liberates meaning from signification and thus liberates the world from
signification as well, exposing us to “the moment of the world as such, the world’s being
a world”” (Nancy, 2022, p. 73). Art, which has in fact been situated from the very begin-
ning in a hybrid creative tension between form and content, attracts audiences of the
late modern era precisely because it allows them to experience this unexpected touch of
essential wholeness (in the physical as well as the figurative mental sense, but ultimately
also in the spiritual).

The artist, like a djinn from Paristan, mediates something that has no substance or
essence, yet which overlays the divided dimensions of human existence like a mysterious,
magical veil. Thanks to this we are suddenly enabled to become citizens of two different
worlds without encountering the limitations of their boundaries. Yet this is precisely
what ultimately appears to be the fundamental human condition, the condition humaine,
upon which we must work diligently. “By deploying both dimensions at once, we may be
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able to accommodate the hybrids and give them a place, a name, a home, a philosophy,
an ontology and, I hope, a new constitution,” (Latour, 1993, p. 52) writes Bruno Latour
about our late-modern hybrid world. This is also why the artist-djinn is here, cautiously
warning everyone against the dangerous endeavour of transforming the old ambition
of the Lord and Master of the world and finally become fully ideologically exemplary
modern people.

To conclude, then, with a rather interesting and unexpected finding - Art is per-
haps the best and maybe even the only real self-defense modern man has against himself..

Petr Fischer
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Petr Fischer

Petr Fischer (born in 1969 in Jablonec nad Nisou; lives and works in Prague) is a Czech
journalist, philosopher, and screenwriter. He writes film, literary, and art reviews, as
well as cultural essays and commentaries on politics, society, and economics. His re-
search interests focus on the intersection of culture and politics. He studied education
at the Faculty of Education at Jan Evangelista Purkyné University in Usti nad Labem
and philosophy at the Faculty of Arts, Charles University in Prague, where he completed
his studies in 2000 with a thesis titled On the Path (from) Metaphysics: Heidegger and
Derrida. He worked at the daily newspaper Lidové noviny, where he became chief com-
mentator in 2001. From 2003, he worked in the Czech editorial department of the BBC.
Over a period of three years, the author headed the section dedicated to culture at the
daily newspaper Hospodaiské noviny. For two years, he directed the culture-oriented
broadcast Czech Radio Vltava. Prior to that, he led the cultural department at the Czech
Television. On CT Art, he equally hosted his own cultural talk show titled Confrontations
of Peter Fischer, and, together with Josefina Formanova, produced the philosophical
podcast Think and Live for the same platform. He is currently the editor-in-chief of the
periodical Pritomnost.

Petr Fischer contributed to the screenplays for the documentary films The Paper
Assassination and Catenaccio a la Drnovice or Journey to the Beginning of the Time
of Economic Transformation. He is the author of the volume Public Enlightenment:
Post-modern ethics, Postmodern Politics released in 2008 by the sociological publishing
house SLON in Prague. He has equally written the essay collections Was This a Crisis?
Why Some Planes Are Invisible (2020) and The Truth and Lies of Documentary: Essays
on a Film That Supposedly Cannot Lie (2022) both released by the Novela Bohemica
Publishing House. In 2022, the same publishing house issued the volume You Will All
Die: Conversations from The Slavia Café, which constitutes of a collection of interviews
conducted by Petr Fischer with the prominent Czech philosopher Miroslav Petricek.

In 2012, Petr Fischer received the prestigious Ferdinand Peroutka Award for
his journalistic accomplishments. In 2010, he was awarded the Rudolf Medek Prize
for outstanding research and cultural work in the region of Central and Eastern Europe.

Bibliography

FINK, E. Spiel als Weltsymbol. Stuttgart: Verlag Kohlhammer, 1960.

HUIZINGA, J. Homo ludens. A study of the play element in culture.
Leiden: Leiden University, 1938.

LATOUR, B. We have never been modern. Cambridge:
Harvard University Press, 1993. ISBN 0-674-94839-4.

LATOUR, B. Reassembling the Social: An Introduction to Actor-Network-Theory.
Oxford: Oxford University Press, 2005. ISBN 978-0-19-925604-4.

NANCY, J. The Muses. Stanford: Stanford University Press, 1996.
ISBN 0-8047-2781-3.

RUSHDIE, S. Two Years Eight Months and Twenty-Eight Nights.
London: Jonathan Cape, 2015. ISBN 978-1-78470-185-7.

PATOCKA, J. Nadcivilizace a jeji vnitini konflikt. In: PATOCKA, J.
Sebrané spisy Jana Patoéky, Svazek 1: Pécée o dusi I.
Praha: Oikoymenh, 1996, pp. 243-303. ISBN 80-86005-24-0.

79 The Artist = A Djinn (Genie) of the Hybrid World



Zapad Zeme
ze Slunce

»Pouze hluboka pozornost zmirruje ,nestalost pohledu*
a vytvari soustredénost, jez je s to ,spojit bloudici ruce prirody.
Bez této kontemplativni soustredénosti bloudi pohled neklidné
sem a tam a neni s to dospét k Zadnému vyrazu.

I3

Uméni je ale ,nakladani s vyrazem:
— Byung-Chul Han (Han, 2016, s. 23)

»Jaka je rychlost radosti a jaka hriizy?

Jak hluboko saha dno osaméni?

Jak daleko od c¢lovéka se Siti jeho soucit?
Ovladl jsem techniku méreni neurcitych jevii.
Jsem Zak Humboldta s minulosti mnoha vin.
Tak hledam ochranu pred vycitkami —

snad mi pomiiZe pri prizkumu - skafandr z neutrin.”

— Jiti Cernicky — basent Méti¢ ze sbirky
Mafian a Stromboli, 1988-1994 (Cernicky, 2020, s. 14)’

Kdyz jsme s Jitim Cernickym premysleli nad nazvem vystavy ptipravované pro Galerii
Lazné v Liberci, bylo jaksi samoziejmé, Ze vyuzijeme titul nékteré z jeho kreseb. Prave
jejich rozsahly cyklus jsme od samotného pocatku uvazovani o jeji koncepci vnimali
jako pomyslny stied vystavni expozice. Z mnoha moznosti, které se nam nabizely, jsme
nakonec zvolili subtilni abstrahovanou skicu, ktera svym charakterem piece jen vybocuje
z hlavni linie autorovych kreseb zamérné vyuzivajicich realistické, popisné ¢i didaktické
strategie. Pojmenovani Zdpad Zemé ze Slunce, sou¢asné explicitné€ prezentované v ramci
minimalistické kompozice skici, presné vyjadiovalo ambivalenci vytvarejici zakladni
obsahovy ramec chystané vystavy. Napinavé stiety pritomné v jejim vyznamovém poli

Michal Koleéek
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Sbirku basni Mafian a Stromboli

vydal Jifi Cernicky ve spoluprdci

s nakladatelstvim TORST v Praze

v roce 2020. Sbirka je vyborem basni,
které Jifi Cernicky napsal na pielomu
osmdesdatych a devadesatych let

20. stoleti. CERNICKY, J. Mafidn

a Stromboli. Praha: Torst, 2020.

ISBN 978-80-7215-677-1.

Artemis Il byla druhd vesmirnd

mise NASA realizovand v rdmei
programu Artemis. Start se uskuteénil
1. dubna 2026 a étverice astronautt
obletéla Mésic a na Zemi se vratila

11. dubna 2026. Béhem mise byly
pofizeny fotografie odvracené strany
Mésice véetné celé fady snimku
dokumentujicich zapad Zemé nad jeho
povrchem. Viz NASA (.gov). Artemis Il.
Lunar Flyby. Online, fotografie. [2026].
Dostupné z: https://www.nasa.gov/
gallery/lunar-flyby. [cit. 11-05-20261].

Les Voyages extraordinaires
(Podivuhodné cesty) je oznaéeni pro
cyklus Sedesati dvou dobrodruznych

a védeckofantastickych romanu

a sedmi novel spisovatele Julese Verna
(1828-1905), které v letech 1863 az 1919
vydal nakladatel Pierre-Jules Hetzel.
Jednotlivé publikace byly bohaté
vybaveny nejprve éernobilymi a pozdéji
po roce 1890 barevnymi rytinami, na
kterych spolupracovala celd fada
vyznamnych dobovych ilustratort.
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vyrustaji z autorovy schopnosti zapojovat do tvarciho procesu alternativni zptisoby mys-
leni, narusovat tradi¢ni perspektivy, odstupovat od stereotypniho vnimani reality, hledat
nova zdanlivé utopicka vychodiska, kombinovat exaktni a fiktivni metody vyzkumu.

Velkym prekvapenim a zaroven také potvrzenim relevance uméleckého uvazovani
Jitiho Cernického se pravé v souvislosti se zvolenym ndzvem vystavy staly fotografie
zverejnéné jenom nékolik dna po jejim zahajeni. Jednalo se o snimky pofizené astro-
nauty mise Artemis 11, ktera piekonala nejvétsi dosazenou vzdalenost ¢lovéka od nasi
planety, kdyz obletéla Mésic. Mohli jsme na nich spattit dosud nepredstavitelné zabéry
Zemeé zapadajici za odvracenym mési¢nim povrchem. Samoziejme Ze takové vyjevy lze
chapat jako na hony vzdalené Cernického futuristické koncepci sledovani obéznice Zemé
pomalu se skryvajici za energetickymi explozemi vibrujici hladinou Slunce. NemozZnost,
absurdita ¢i nedosazitelnost takového cile v§ak byla fotografiemi rozesilanymi NASA
do vsech svétovych médii nenavratné zpochybnéna.

KdyZ jsem se na tyto zabéry dival, vytanula mi na mysl fada moment( uprostied
rozhovort s Jifim Cernickym, ve kterych se zcela neéekané navzajem prolnula realita
okolniho svéta s jeho expandujicimi obrazy narusujicimi hranice mezi moznym a zamys-
lenym, planovanym a dosazitelnym, hmatatelnym a nekone¢nym. Jeho posluchac - stejné
jako divak na jeho vystavé — totiZ permanentné Celi pocitu nejistoty, ktery prameni ze
zpusobu vypravéni pouzivanym autorem pro komunikaci s okolim. Zdanlivé nepied-
stavitelné, neuskutecnitelné a nevyuzitelné popisuje racionalnim zptisobem, opattruje
navody a technickymi poznamkami, kvantifikuje a verifikuje v ramci systému, ktery
vedle utopické hyperboly obsahuje také logiku funkce a prospéchu.

Zcela zasadni je v této souvislosti vztah Jitiho Cernického k feéi a textu i role
téchto vyjadtrovacich struktur v jeho tvtrcich strategiich. Jazyk a vypravéni lze bezespo-
ru chapat jako primarni nastroje, které vyuziva k formulaci vizi a z nich vyrustajicich
podmanivych obrazui. Koteny takového pristupu k formovani umeéleckého dila mtizeme
samoziejme spattfovat v konceptualnim uvazovani pozdni avantgardy, ktera je jednim ze
zakladnich inspirac¢nich zdroji tohoto autora. Zarovei je ale zfejmé, Ze pristupuje k mi-
mésis jako k prostredku, ktery ndm dovoluje rozsitit nase porozuméni skute¢nosti, nebot
v ricoeurovském smyslu (Ricoeur, 2000, 2002, 2007) prostfednictvim umélecké fikce
nenabizi pouhé pasivni napodobovani reality, nybrz odkryva nové moznosti a skryté
vyznamy okolniho svéta. Pozornému a do prostoru autorova dila vtazenému divakovi tak
predklada klubko zdanliveé nesourodych zapletek, aby je skrze empaticky akt vypravéni
uzlik po uzliku rozmotaval a v novych souvislostech spojoval do smysluplného celku.

Vystava Jitiho Cernického v Galerii Lazné, piipravena pro jedine¢ny podmani-
vy prostor podbazénové haly, nabizi nesoustavny prehled jeho novéjsi tvorby, pricemz
rozviji jeho dlouhodobé péstované mimetické strategie metamorfozy ¢asu a reality na
pozadi redlii kazdodennosti. Autor se soustiedi na priizkum hranic systémi, které pro-
pojuji experimentalni procesy oscilujici na pomezi uméleckych forem, védeckych vy-
zkum a znepokojujicich aktualnich spole¢enskych pohybu. Vystavni expozici sestavuje
jako mozaiku, jejiz skladba kombinuje ornamentalni zdobnost, purismus myslenkového
konceptualniho gesta, angazovanou figurativni popisnost i environmentalni aktivismus.
Zdanliva vyrazova nesourodost ovsem piesné vyjadiuje jeho chapani svéta jako celku
tvoreného protikladnymi energiemi, ovladaného odlisnymi zajmy, analyzovaného rtizny-
mi laboratofemi, interpretovaného rozdilnymi filosofiemi, vypravéného mnoha prib&hy.
Strategie pribézného skicovani témat i jejich rafinovaného splétani do plastickych celki
se pritom odrazi v akcentaci média kresby, které tvoii pomyslny stied expozice, pricemz
dovoluje Jitimu Cernickému komponovat rytmus, intenzitu, naléhavost i atraktivitu
vypravéni a zaroven se stava nepostradatelnou soucasti aparatu, jehoz prostrednictvim
1ze sledované uchopit a dale zprostiedkovat.

Vztah autora ke kresbé vyrusta jak z jeho pevné relace k jazyku, tak z jeho touhy
objevovat - byt vyzkumnikem, ktery podava komplexni zpravu o svych experimentech
a jejich vysledcich. Jiti Cernicky piitom zmifiuje vlastni fascinaci rozsahlym soubo-
rem rytin ¢i chromolitografii ilustrujicich romény Julese Vernea, soustiedéné v edici
Voyages extraordinaires® nakladatele Pierra-Julese Hetzela, ktera vychazela v letech

1863-1919. Tento obrazovy materidl je vysledkem prace né€kolika autorl a prirozené
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obsahuje riizné tematické celky, pii¢emz pro Cernického nabyva na diilezitosti prede-
v§im tam, kde jednotlivé ilustrace vizualizuji verneovské predstavy o vysledcich techno-
logického pokroku ¢i teprve tusenych védeckych objevech. Jenom tézko si totiz z dnes$ni
perspektivy mizeme naplno uvédomit jejich dopad na tehdejsi ¢tenare i na rozvoj jejich
imaginace spojené s vyhledy do blizké ¢i vzdalené, ale kazdopadné neznamé budoucnosti.
Mohly sice byt vnimany jako utopické a realn€ nedosazitelné navrhy, zaroven vsak v dobé
pozitivistické viry v moznosti rozvoje lidstva a technického pokroku intenzivné jittily
predstavivost ve spojeni s prekracovanim dosud netusenych horizontl védéni ¢i limita
vychazejicich z hranic lidské télesnosti.

Takovy zptisob vyuziti vytvarného uméleckého prostiedku dovoluje Jitimu Cer-
nickému v¢lenit do umeéleckého procesu aspekty objevovani, formulovani vyzkumnych
hypotéz i jejich zaznamu, ale také skicovat spolecenské projevy a pridavat k nim kritické
komentare, vyuzivat ironii a humor ¢i karikaturu. Autor pro tyto ucely uprednostnuje
médium realistické, neztidka esteticky nepriznakové projektové kresby, Casto opatiené
nezbytnym komentarem, ktery spole¢né s nazvem definuje myslenkové ¢i vyzkumné pole
sledovaného tématu. Koreny vyuzivani takového tvirciho postupu sahaji v jeho tvorbé
jiz do druhé poloviny devadesatych let a naplno se projevily v souvislosti s vystavou
Divoky sny”, kterou Cernicky v roce 2016 ptipravil pro Galerii Rudolfinum. Cel4 fada
realizaci — casto monumentalnich instalaci — prezentovanych v jejim ramci vychazela
pravé z kreseb postupné vznikajicich pribliZzné€ od roku 1998, pti¢emz tyto studie tvorily
konceptualni zazemi této prehlidky — jakéhosi privodce uvadéjiciho divaky do myslen-
kového pole autora i vzajemnych vztahti mezi jednotlivymi exponaty.

Pro objasnéni zptisobu prace s timto specifickym estetickym aparatem i ve vztahu
k novéjsim kresbam z let 2018-2025, které tvori zaklad vystavy v Galerii Lazné v Liberci,
je dilezité se zastavit u dila Start Prounu z roku 2014. Do kompozice této kresby autor
vstupuje nasledujicim textem:

~Autorem myslenky Prounu byl El Lissitzky. PokousSel se prepracovat konvenc¢ni formy
obrazu, sochy a architektury. ,Prouny® jsou prestupni stanice mezi materidlem a archi-
tekturou. Jako dynamicka abstraktni jednotka mohou byt pouzity jakymkoli anonymnim
autorem. Mohou piechazet z obrazu na obraz, ale i kamkoli jinam. Tak mtize vznikat
novy prostor o vice rozmérech. Prouny jsou novou formou, schopnou vytvorit novy
univerzalni, organicky prostor - realitu.

Navrhuji, aby byly Prouny vypoustény na obéznou drahu z mésta Bajkonur ptvod-
né znamého jako Leninsk. Nachazi se v Kazachstanu. Sou¢éasti mésta je kosmodrom, kde
se provadeély a provadéji zkousky balistickych raket.

Proun by mél byt funkéné vybaven stejnym technologickym zarizenim jako bézné
ruské rakety, dopravujici naklad ke stavbé orbitalnich stanic, satelitd a jinych podobnych
objektt nachazejicich se na obézné draze.

Navrhuji, aby byl prvni Proun vénovan obétem kyjevského Majdanu. Jeho vyroba
i odpaleni by mély byt financovany z ruskych statnich zdroju, tedy i ze zdroji ruské mafie.
Zaruvzdorné kapoty Prount by mély byt popsany jmény obéti.*

Cernicky v ramci pregnantné a zamérné neosobné formulovaného tematického ram-
ce tohoto dila propojuje odkazy k realnym, rekli bychom objektivnim, skute¢nostem,
kterymi v tomto piipadé jsou odkaz ruské avantgardy reprezentované koncepci prou-
nu - projektu pro potvrzeni nového — formulovanou konstruktivistou a suprematistou
El Lissitzkym®, problematika kosmického vyzkumu a zcela aktualni vale¢ny konflikt
probihajici na vychodé Ukrajiny®. Modernisticky utopicky patos transformuje do podoby
fantazijniho postrealistického aktivismu - a svoje myslenky doplnuje modely raketovych
prount vznasejicich se vysoko pod stropem Rudolfina.

Tti proplétajici se témata pritomna na plose této kresby pritom dlouhodobé hlu-
biné formuji mentalni mapu tviréiho prostoru Jitiho Cernického. Jeho kriticky zajem
o poselstvi moderniho uméni propojeny s obdivem k ruskému konstruktivismu vyrasta
ze zkusenosti, které nacerpal jesté v osmdesatych letech minulého stoleti, kdy byl stu-
dentem aprobace rusky jazyk a literatura a vytvarna vychova na Pedagogické fakulté

Michal Koleéek

Rozsdhld samostatnd vystava Jifiho
Cernického nazvand Divoky sny
probéhla v Galerii Rudolfinum v Praze
od 27. ledna do 10. dubna 2016.
Kurdatorem vystavy byl David Korecky.
Vice o této vystaveé viz GALERIE
RUDOLFINUM. Jiii Cernicky /

Divoky sny. Vystavy. Online.

27.ledna - 10. dubna 2016. https://
www.galerierudolfinum.cz/cs/vystavy/

archiv-vystav/jiri-cernicky-divoky-sny/.

[1-05-20261.

El Lisickij, v anglické transkripci

El Lissitzky a plvodnim jménem Lazar
Markovié Lisickij (1890-1941), byl

rusky vytvarny umélec, malif, architekt,
designer a typograf. Patii mezi

klicové osobnosti ruské avantgardy
poédatku 20. stoleti. Spole¢né

s Kazimirem Malevi¢em je povazovan

za zakladatele uméleckého sméru
suprematismus. Jednim z vrcholu

jeho tviréich experimentu se stala

série Prounu, kterou vytvofil mezi lety
1919-1927. Jednalo se o dila kombinujici
geometrickou abstrakei, suprematismus
a konstruktivismus, kterd zkoumala
prostor a architekturu, pficemz
fungovala jako propojeni mezi malbou

a trojrozmérnymi projekty.

Ruska agrese na Ukrajiné je reakei

na demokratizaéni procesy a zménu

zahraniéni orientace Ukrajiny, které

vyvreholily v rémei tzv. Euromajdanu

na prelomu let 2013 a 2014, vedly

k padu proruského prezidenta Viktora

Janukovi¢e a nastoleni prozapadniho

kurzu zemé. V roce 2014 provedla

Ruskd federace prvni éast agrese,

Vv jejimz ramci doslo k anektovani

ukrajinského poloostrova Krym

a vyhlaseni separatistickych Donécké

lidové republiky a Luhanské lidové

republiky. 24. unora 2022 potom

byla zahdjena plnohodnotnd invaze

vojenskych sil Ruské federace na uzemi

Ukrajiny s propagandistickym cilem
wdenacifikace a demilitarizace Ukrajiny*.

Kunstkomora Rudolfa Il. tvorila ustfedni
&ast rudolfinkych sbirek. Byla umisténa
v Novém krdalovském paldci Prazského
hradu, ktery nechal Rudolf Il. pravé
pro tyto Ucely zbudovat. Sbirka vedle
uméleckych dél zahrnovala i knihy,
prirodniny, dobové védecké pristroje
arovnéz rizné kuriozity. Vice o tomto
tématu viz FUCIKOVA, E. (ed.).

Rudolf Il. a Praha. Praha — Londyn —
Milan: Sprava Prazského hradu —
Thames and Hudson - Skira, 1997.
ISBN 80-902051-6-X.
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v Usti nad Labem a stravil jeden semestr na stazi v perestrojkové Moskvé. Dal$im inspira-
tivnim prostorem, do kterého se Jifi Cernicky soustavné nof, je pulsujici pole védeckych

objevi, prirodovédnych experimentt, historickych exkurz, prazkumnych sond nebo

vesmirnych vyprav. Autor piitom ozvuky téchto ve své podstaté hlubiné racionalnich

témat doplituje vlastnimi predstavami o jejich vyzkumném potencialu. V neposledni fradé

se autor obraci k zajmu o kriticky aktivismus, kdyz s hlubokym porozuménim a neziidka

s citem pro postiZzeni prozatim skrytych posunt predznamenavajicich budouci stiety
a konflikty formuluje poznamky, které odhaluji zlomy, hrany a prarvy narusujici aktualni

spolecensky konsensus a vyvoj.

V navaznosti na dlouhodoby ptistup Jifiho Cernického k tomuto zakladnimu
umeéleckému médiu je budovana i monumentalni instalace slozena z osmdesati kreseb
rtznych formatd, technik i tematického zaméreni, ktera vystavnimu prostoru v liberecké
Galerii Lazné presveédcive dominuje. Zdanlive kiehky vyrazovy prostredek je zde vyuzit
tak, ze evokuje format klasické kunstkomory. Tyto historické kabinety uméni a rarit,
z nichz jednou z nejznaméjsich byla ta, kterou na Prazském hradé vybudoval na prelomu
16. a17. stoleti cisait Rudolf IL.", uchovavaly encyklopedické sbirky propojujici umélecké
artefakty s prirodovédeckymi exponaty a dalSimi dobovymi vydobytky z oblasti 1ékar-
stvi, astronomie &i filosofie. Podobné Cernického instalace predstavuje souvisly pas
kreseb, skic a ¢rta, rozpracovavajicich klicova témata dnesniho svéta, reprezentujici
rizné podoby moci. Prave vypjata aktudlnost syzeta pritomnych v tomto toku obrazt
kloubi jejich tradi¢ni atmosféru vylu¢ného mista, nabizejiciho vytrzeni z kazdodenniho
shonu, s jinym souc¢asnym kaleidoskopickym zplisobem komunikace, ktery predstavuji
medialni newsroomy s pableskujicimi sténami sloZzenymi z monitort soustiedici vSech-
ny konflikty soucasného svéta do jediné spole¢né chladné zarici svételné instalace. Jiti
Cernicky tedy ve své do nékolika fad strukturované obrazové férii konfrontuje piedsta-
vu o jedine¢nosti umeéleckych dél, ktera hrdé prochazeji déjinami, aby reprezentovala
genialitu jejich tvarcil a také moc jejich majitelti, s povrchni, ale piesto nezdolnou silou
vizualnich noticek, okrajovych v jejich blasfemické pomijivosti, neporazitelnych v jejich
exponencidlnim mnozstvi.

Tuto kolekci zdanlivé chaoticky nahusténych obrazii pritom Jiti Cernicky peclive
¢leni jak podle vlastnich zajmovych kritérii, tak v ndvaznosti na stfedobody protinajicich
se silocar formujicich spletité hierarchické vztahy souc¢asného svéta. Ve stiedu jeho
pozornosti se tak viici sobé vymezuji a zaroven spolu vedou dialog hranice empirie ata-
kujici grafy s ideologiemi architektur, vynalezy k prasknuti napinajici struny racionality
s vinobitim magické prirody, hmota pomnikl nostalgie s mihotajicimi se anatomiemi
prchavych preludt. Ve formé pribéznych poznamek a glos jsou tyto cykly kreseb do-
plnény sérii karikatur, které vyslednou monumentalni instalaci pribézné aktualizuji.

Na pocatku uvazovani o uspoiadani instalac¢niho celku sloZzeného z kreseb pritom
stoji monumentalni skica Kolobéh krve v piirodé, kterou Jiti Cernicky vytvoril krvi na
japonském papifre v ramci pobytu v Ciné v roce 2019. Jeji kompozice predstavuje mapu
svéeta propojeného vlase¢nicemi obéhového systému clovéka, jehoz ménici se intenzita
odkazuje k predstavam o centrech globalni moci i k mistim spolecenskych, politickych
a vale¢nych konfliktli. Rozdéleni na zdanlivé dllezité a nedtlezité, silné a slabé, vlivné
a zavislé je permanentné€ narusovano a rekonfigurovano proudénim migrujicich lidi,
informaci, kapitalu, surovin, zbrani. V mistech konflikti a naruseni téchto tokti potom
dochazi k vyrontim nasili a bolesti. Vse je v pohybu a vse se prehfiva — systém smeéruje
k nezadrzitelnému kolapsu predznamenanému ranami presycenymi krvi. Abstrahovana
struktura této cirkulace stretli pritom symbolicky vymezuje cézury, do kterych vstupuji
jednotlivé kresby jiz pevné pripoutané ke konkrétnim subtémattim odkazujicim ke ko-
fentim katastrof i moznostem traumaplanti reprezentujicim kiehkost sou¢asného svéta.

V bohaté plose kreseb zaplnujicich obzor galerie predstavuji ur¢ité naruseni
dynamické obdélniky dvou obrazovek, na kterych se odehravaji pribéhy navazujici na
projektové kresby nazvané Putinka a Plan na dostavbu Bilého domu. Jiti Cernicky si pro
vyboceni ze statického pasu informaci zamérné vybira dvé témata vymezujici dichotomii
zapadniho a vychodniho svéta po generace urcujici zivotni pocit obyvatel stfedni Evropy.
Obohaceni architektury sidla americkych prezidentt o archaizujici a romantizujici véZni
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pristavbu je konfrontovano s projektem gigantické zatici sochy diktatorského prezidenta
Putina tyc¢ici se na pobtezi okupovaného Krymu a vyuzivajici vitr pro vyrobu elektrické
energie pro nedaleky Sevastopol. Autor tyto fiktivni monumenty, které vSak vzdy Cer-
paji urcité opodstatnéni z realnych situaci, sleduje pomoci dront, snad jako amatérsky
voyer, investigativni novinar ¢i zpravodajec zahrani¢ni rozveédky. Jeho prizkum vsak
konci selhanim a katastrofou, nebot moc ideologii a ekonomickych zajmi nelze porazit.

Jako protivahu vyznamové i vyrazove prekypujici plochy tvorené kresbami lze
v koncepci vystavy Jitiho Cernického chapat trojici multimedidlnich sochatskych reali-
zaci, které predstavuji jeho uvazovani postupujici od vizualni konceptualizace myslenek
k tvorbe funkenich prototypt ¢i komplexnich modeltl. Objekty Stav, VadZrapldn (Hromo-
bil) a Hamak reprezentuiji linii napnutou mezi energiemi formujicimi lidsky osud v pra-
seciku silocar duchovni predestinace a dirazu kladeného na racionalni zaklad naseho
rozhodovani. Nitky zapletené do vzoru latky jakoby utvarené na historickém pletacim
stavu kon¢i v rukach abstrahovanych postav, které mohou byt strtjci pribéht, ale také
palickami ovladanymi vy$sim radem. Ten snad Ize ztotoZnit s nekone¢nou energii prysti-
ci z ritualniho piedmétu — vadzry® —, ktery je v hinduistické mytologii mocnou zbrani
a v pojeti Jitiho Cernického nevycerpatelnym zdrojem energie vyuzivané pro neomezeny
pohyb vozitka Vadzraplan zaparkovaného v samotném centru galerijniho prostoru. Nebo
naopak ho Ize objasnit na zakladé méreni a dal$ich racionalnich experimentd pregnantné
formulovanych patentovanym objevem otevirajicim nové perspektivy vyvoje technologii
a poznani, ktery je vysledkem vyzkumného pobytu védce na zakladné Hamak zavésené
kdesi v korunach stromt destného pralesa. Duchovni energie, ktera se stava pohonem
automobilu, ¢i védecka analyza vedouci ke splynuti badatele s majestatem prirody tak
tvori krajni meze, ve kterych je osud ukolem i udélem.

Diraz polozeny na mimouméleckou tematiku, je v ramci vystavy Jifiho Cernické-
ho vyvazen cyklem nasténnych reliéfnich objekti nazvanych Vzorky, které reprezentuji
jeho latentni zajem o zavésny obraz. Ten se v jeho tvorbé projevuje jak vyuzivanim kla-
sickych maliiskych forem, tak konceptualnim hledanim fyzickych hranic ¢i technologic-
kych limit(i tohoto média. V souvislosti s priklonem k vyzkumnym metodam riznorodé
pritomnym ve vlnicich se vrstvach liberecké vystavy vénuji se i Vzorky koncentrované
analyze barvy chapané jako zakladni prostiedek vyrazového potencialu umeéleckého
dila. Autor se pritom nofti do vnitiniho prostoru barevné suroviny, odhaluje jeji anatomii,
analyzuje jeji obsah a propojuje ji s materialitou ptirody, civilizacnimi technologickymi
vydobytky ¢i experimenty avantgardnich umeéleckych revoluci. Barva dle samotného
autora tak miiZze byt tvorena Zulou, sklenénou hmotou ¢i elektrickou energii.

Podobné¢ jako mnohokrat ve vzdalené i nedavné minulosti i dnes uméni hleda
vlastni vyznam, ktery dovoluje komplexné, a presto s diirazem kladenym na osobni
angazovanost, postihnout zlom, v jehoz ryhach a zahybech se pravé nachazime. Ta-
kové predurceni samoziejmeé muize byt vnimano jako zlovéstné varovani, ale zaroven
je avizem dalsi, snad ochranné, vrstvy, ktera se tvori na neustdle narustajicim povrchu.
Krakelury a praskliny v rozpadajicich se krustach jistot stale silnéji hrozi nenavratnymi
sesuvy a s jemnym praskotem ohlasuji nové konfigurace obav z budouciho vyvoje. Bez
soustfedénosti, kterou zminuje filosof Byung-Chul Han v citatu uvozujicim tento text,
neni mozné tyto posuny naplno pochopit. Jsou soucasti nasich zivotd, a predevsim jsou
pevnou soucasti prirody. Abychom si je s veSkerou vaznosti uvédomili, je nezbytné noveé
a srozumitelné skladat jejich kompozici, modelovat jejich vyraz. Uméni jisté disponuje
systémy, ve kterych rozdéleni miize byt spojenim, touha nabizi cestu k nadéji, pozornost
otevira porozuméni. Jiti Cernicky na vystavé Zdpad Zemé ze Slunce refiguruje ¢as a rea-
litu, kdyz do jejiho obéhového systému zavadi transfuze slozené z piekvapujicich pribéha
a pohledu za horizont predstavivosti. Uvolnuje tak energii, kterd proudi z ozdravnych
hloubek imaginace a trasuje nové cesty ke smysluplnému a neustupnému smiieni se se
svetem, se vS§im tim, co nas obklopuje a v konec¢ném dtisledku i se sebou samym.
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Vadzra (v tibetstiné dordze)

je slovo plivodem ze sanskrtu

a byva ¢asto prekladdano jako
wdiamant* &i ,hromoklin®*. Tibetské

oznaéeni dordze byva vykladdno jako
wheznicitelny". V budhismu se slovo

vadzra pouzivd také pro oznaéeni

ritudiniho predmétu, ktery je ¢asto

uzivan ve vadzrajanovych tantrickych

ritudlech. Lze jej nalézt na mnoha

budhistickym symbolam.

Michal Kolecek

Michal Kole¢ek (narozen 1966 v Liberci, Zije a pracuje v Usti nad Labem) ptisobi jako
profesor na Katedfe dé&jin a teorie uméni Fakulty uméni a designu Univerzity Jana Evan-
gelisty Purkyné v Usti nad Labem, a zaroven jako feditel Domu uméni Usti nad Labem.

Po celou svou kariéru se podili na profilaci regionalni umeélecké scény, ktera
nézorové vychézi z jadra etablovaného na poc¢atku devadesatych let 2o. stoleti (Ustecky
neokonceptualni okruh - Jifi Cernicky, Daniel Hanzlik, Zdena Koleckovd, Pavel Kopii-
va, Pavel Mrkus, Michaela Thelenova), jez se formovalo kolem Kolec¢kem tehdy vedené
Galerie Emila Filly v Usti nad Labem.

Pripravil celou fadu samostatnych vystav umeélcti a umélkyn, jejichz tvorba re-
prezentuje klicova vychodiska aktualniho vyvoje sttedoevropské umeélecké scény, mezi
nimiz lze zminit nasledujici: Sejla Kameri¢ - Is it Rain or is it a Hurricane, Galerie Emila
Filly Usti nad Labem, 2008; Slaven Tolj - Untitled Retrospective, Miicsarnok Budapest,
2009; Pavel Mrkus - Next Planet, Pori Art Museum, 2012; Csaba Némes - Pdd..., Dim
umeéni Usti nad Labem, 2016; Anna Daugikové - Politiky gest, Diim uméni Usti nad Labem,
2017; Jiti Cernicky - Spiritualist Science, Arsenal Gallery Bialystok, 2018; Jifi Kovanda —
Planetarium, TRAFO Center for Contemporary Art Szczecin, 2019; Adéla Matasova —
Metasystémy, Galerie Stiedoceského kraje v Kutné Hote, 2022.

Dlouhodobé¢ se vénuje praci ve vefejném prostoru a kuratorsky se mimo jiné
podilel na projektech Geschichten vor Ort, Kunst im 6ffentlichen Raum Wien (spolec-
né s Margarethe Makovec), 2006; Art of Urban Intervention, Fakulta umeéni a designu
Univerzity Jana Evangelisty Purkyné v Usti nad Labem, 2010-2011; Na hrané pribéhu,
Brno Art Open, 2013; Gardening of Soul: In Five Chapters, Fakulta uméni a designu
Univerzity Jana Evangelisty Purkyné v Usti nad Labem, 2022-2024. V letech 2018-2020
pusobil jako kurator realizace série permanentnich uméleckych dél ve verejném pro-
storu nazvané Lungo Mare v ramci programu Port of Diversity — Rijeka 2020 Evropské
hlavni mésto kultury.

Mezi jeho nejnovéjsi publikace patii jim editorsky pripravena rozsahla kolektivni
monografie Gardening of Soul: Conclusion vydana v roce 2025 Fakultou uméni a designu
Univerzity Jana Evangelisty Purkyné v Usti nad Labem, ktera do ¢eského kontextu kom-
plexné uvadi problematiku spojenou se strategiemi umeéleckého gardeningu rozvijenymi
v §irsich spolec¢enskych a environmentalnich souvislostech.
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Earthset from
the Sun

“Only profound attention prevents ‘unsteadiness of the eyes’
and yields the composure capable of ‘join[ing] the wandering
hands of nature.” Without such contemplative composure,
the gaze errs restlessly and finds expression for

999

nothing. That said, art is ‘expressive action’.
— Byung-Chul Han (Han, 2010, p. 23)

“What is the speed of joy, and what is the speed of horror?
How deep does the bottom of loneliness reach? How far from a person
does his compassion spread? I have mastered the technique of
measuring indeterminate phenomena. I am Humbold’s pupil, with
a past of many guilt-ridden deeds.And thus I seek protection from
reproach perhaps, in my exploration a spacesuit of neutrin will help.”

— Jiri Cernicky —the poem Méric¢ (The Measurer), from the collection
Mafian a Stromboli, 1988-1994 (Cernicky, 2020, p. 14)'

When Jiii Cernicky and I were contemplating the title for the exhibition we were prepar-
ing for the Lazné Gallery in Liberec, it seemed only natural to use the name given to one
of his drawings. From the very outset of our conceptualisation, we viewed this extensive
series as the thematic centrepiece of the exhibition. From the numerous options avail-
able to us, we ultimately chose a subtle, abstract sketch that, in its character, deviates
from the main thematic tone of the artist’s drawings, which deliberately employ realistic,
descriptive, or didactic strategies. The title Farthset from the Sun explicitly presented
within its minimalist composition, had precisely expressed the ambivalence forming the
fundamental conceptual framework of the upcoming exhibition. The compelling clashes
present in its semantic field arise from the artist’s ability to incorporate alternate ways
of thinking into the creative process, to disrupt traditional perspectives, to depart from
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The collection of poems Mafidn

a Stromboli was published by Jifi
Cernicky in cooperation with the TORST
publishing house in Prague in 2020.

The collection is a selection of poems
that Jifi Cernicky wrote at the turn of the
1980s and 1990s. CERNICKY, J. Mafian
a Stromboli. Prague: Torst, 2020.

ISBN 978-80-7215-677-1.

Artemis Il was NASA's second space
mission carried out as part of the
Artemis program. The launch took place
on April 1, 2026, and the four astronauts
flew around the Moon and returned

to Earth on April 11, 2026. During the
mission, photographs were taken

of the far side of the Moon, including

a series of images documenting the
Earth setting above its surface.

See https://www.nasa.gov/gallery/
lunar-flyby/.

87

stereotypical perceptions of reality, to seek new, seemingly utopian starting points, and
to combine precise and fictional research methods.

The confirmation of the utter relevance of Jifi Cernicky’s artistic vision took
shape in the form of photographs published just a few days after the exhibition opened,
and even further highlighted the nuance present in the exhibition’s title. These were
images taken by astronauts on the Artemis II° mission, which broke the record for the
greatest distance humanity has ever travelled from our planet by orbiting the Moon.
Through the lens of these photographs, we were able to witness previously unimaginable
views of Earth setting behind the far side of the Moon. Of course, such depictions can be
seen as a world apart from Cernicky’s futuristic concept of observing Earth’s satellite
slowly hiding behind the surface of the Sun, as it vibrates with energetic explosions.
However, the impossibility, absurdity, or unattainability of such a goal was irrevocably
relativised by the photographs distributed by NASA to media outlets worldwide.

Upon studying this footage, a number of moments from my conversations with
Jiti Cernicky resurfaced in my mind. These were moments which, quite unexpectedly,
interwove the reality of the surrounding world with his expanding images that blur the
boundaries between the possible and the intended, the planned and the attainable, the
tangible and the infinite. The listening party - much like a visitor within his exhibition - is
constantly confronted with a sense of uncertainty stemming from the narrative style the
artist uses to communicate with his surroundings. He captures the seemingly unimagi-
nable, unfeasible, and unusable in a rational manner, provides instructions and technical
notes, quantifies and verifies them within a system that, alongside utopian hyperbole,
also contains the logic of function and utility.

In this context, it is paramount to speak of Jifi Cernicky’s relationship to language
and text, and equally to the role of these expressive structures in his creative strategies.
Language and narrative can undoubtedly be understood as the primary tools he uses
to formulate visions from thereby emergent captivating images. The origin of such an
approach to the creation of a work of art can, doubtlessly, be found in the conceptual
thinking of the late avant-garde, which is one of this author’s fundamental sources of
inspiration. At the same time, however, it is clear that the artist approaches mimesis as
a means that allows us to expand our understanding of reality. In a Ricoeurian sense,
through the means of artistic fiction, mimesis does not offer a mere passive imitation
of reality, but rather reveals new possibilities and hidden meanings embedded in the
surrounding world. To the attentive viewer who becomes immersed in the space of the
author’s work, Cernicky thus presents a plethora of seemingly disparate plots. The viewer
is then subsequently invited to implement the empathetic act of narration in order to
untangle them, knot by knot, to discover new contexts and consequently merge them
into a meaningful whole. (Ricoeur, 1983-1985).

Jiti Cernicky’s exhibition at Galerie Lazné, designed for the unique, captivating
space of the hall situated underneath the swimming pool, offers a non-linear overview
of his recent work, and further develops his long-standing mimetic strategies of meta-
morphosis of time and reality against the backdrop of everyday life. The artist focuses
on exploring the boundaries of systems that interconnect experimental processes os-
cillating at the intersection of artistic forms, scientific research, and unsettling current
social tectonic shifts. He constructs the exhibition as a mosaic whose arrangement com-
bines ornamental decorativeness, the purism of conceptual gesture, engaged figurative
descriptiveness, and environmental activism. This seeming heterogeneity of expression,
however, precisely exposes his understanding of the world as a whole composed of
opposing energies, governed by divergent interests, analysed by various laboratories,
interpreted by differing philosophies, and narrated via countless stories. The strategy
of continuously sketching themes and their refined weaving into sculptural wholes in
the artist’s process is reflected in the emphasis placed on the medium of drawing, which
forms the imaginary centre of the exhibition. This allows Jifi Cernicky to compose the
rhythm, intensity, urgency, and appeal of the narrative, while simultaneously becoming
an indispensable part of the apparatus through which the observed can be grasped and
further mediated.
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The author’s relationship to drawing stems both from his strong connection
to language and from his yearning to explore, to assume the role of a researcher who
provides a comprehensive account of his experiments and their results. Jiti Cernicky
mentions his own fascination with the extensive collection of engravings and chromo-
lithographs that illustrate Jules Verne's novels, compiled in the Voyages extraordinaires®
series published by Pierre-Jules Hetzel between 1863 and 1919. This visual material is
the result of the work of several authors and naturally encompasses various thematic
units. Cernicky, finds particular significance in the moments where individual illustra-
tions visualise Verne’s visions of the outcomes of technological progress or scientific
discoveries that were only just taking shape. From today’s perspective, it is difficult to
fully appreciate their impact on readers of that time and on the development of their
imagination, linked to visions of a near or distant - but in any case unknown - future. In
an era of positivist faith in the possibilities of human development and technical pro-
gress, these may have been perceived as utopian and realistically unattainable proposals.
Nevertheless, these illustrations deeply stirred the imagination in connection with the
surpassing of hitherto unimagined horizons of knowledge or limits stemming from the
boundaries of human physicality.

Jiti Cernicky adopts such an approach to the visual arts in order to incorporate
the aspects of discovery, the formulation of research hypotheses and their documen-
tation, as well as to sketch social phenomena and embed them into his artistic process
in order to provide his own critical commentary with the use of irony, humour and
caricature. For these purposes, the artist prefers the medium of realistic, often aesthet-
ically non-representational project drawings, frequently accompanied by a necessary
commentary that, together with the title, define the conceptual or research field of the
subject under examination. The roots of this creative approach in his work date back to
the second half of the 1990s and were fully realized in connection with the exhibition
Wild Dreams “, which Cernicky prepared for the Rudolfinum Gallery in 2016. A whole
series of works - largely monumental installations - presented within the framework of
that exhibition were based precisely on drawings created gradually beginning around
1998, with these studies forming the conceptual foundation of the exhibition. These
served as a sort of guide that introduced viewers to the artist’s field of thought and
exposed the interrelationships between the individual works.

To clarify how this specific aesthetic apparatus is employed equally in relation
to the more recent drawings from 2018-2025 that form the basis of the exhibition at
Galerie Lazné in Liberec, it is important to examine the 2014 work Start of the Proun

. The artist introduces the composition of this drawing with the following text:

“The originator of the Proun concept was El Lissitzky. He attempted to rework the con-
ventional forms of painting, sculpture, and architecture. Prouns are transitional spaces
between material and architecture. As a dynamic abstract unit, they can be used by any
anonymous author. They can move from painting to painting, but also anywhere else.
Thus, they can produce an original multidimensional space. Prouns are an innovative
form capable of creating a new universal, organic space - a reality.

I propose that the Prouns be launched into orbit from the city of Baikonur, origi-
nally known as Leninsk. It is located in Kazakhstan. Part of the city is a spaceport where
ballistic missile tests were and are conducted.

Proun should be functionally equipped with the same technological equipment
as standard Russian rockets, transporting cargo for the construction of orbital stations,
satellites, and other similar objects in orbit.

I propose that the first Proun be dedicated to the victims of the Kyiv Maidan. Its
production and launch should be financed from Russian state funds, including those
of the Russian mafia. The heat-resistant nosecones of the Prouns should be inscribed
with the names of the victims.”

Within the succinct and deliberately impersonal thematic framework of this work,
Cernicky interweaves references to real (one might say objective) facts, which in this
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Les Voyages extraordinaires
(Extraordinary Journeys) is the fitle

of a series of sixty-two adventure
and science fiction novels and seven
novellas by the writer Jules Verne
(1828-1905), published between 1863
and 1919 by the publisher Pierre-
Jules Hetzel. The individual volumes
were lavishly illustrated, initially with
black-and-white engravings and, after
1890, with color engravings, created
in collaboration with a number of
prominent illustrators of the time.

A major solo exhibition by Jifi
Cernicky titled Wild Dreams was

held at the Galerie Rudolfinum in
Prague from January 27 to April 10,
2016. The exhibition was curated by
David Korecky. For more information
about this exhibition, see: www.
galerierudolfinum.cz/en/exhibitions/
past-exhibitions/jiri-cernicky-divoky-
sny/

El Lissitzky, originally named Lazar
Markovich Lisitsky (1890-1941), was

a Russian visual artist, painter, architect,
designer, and typographer. He is
considered one of the key figures of the
early 20th-century Russian avant-
garde. Together with Kazimir Malevich,
he is considered a founder of the
Suprematist art movement. One of the
highlights of his creative experiments
was the Proun series, which he created
between 1919 and 1927. These works
combined geometric abstraction,
Suprematism, and Constructivism,
exploring space and architecture while
serving as a bridge between painting
and three-dimensional projects.

Russia's aggression in
Ukraine is a reaction to the
country's democratization processes
and shift in foreign policy orientation,
which culminated in the so-called
Euromaidan at the turn of 2013 and 2014,
leading fo the ouster of pro-Russian
President Viktor Yanukovych and the
adoption of a pro-Western course
for the country. In 2014, the Russian
Federation carried out the first phase
of its aggression, which included the
annexation of the Ukrainian peninsula
of Crimea and the declaration of the
separatist Donetsk People's Republic
and Luhansk People'’s Republic. On
February 24, 2022, a full-scale invasion
of Ukrainian territory by the military
forces of the Russian Federation
began, with the propagandistic goal of
“denazifying and demilitarising Ukraine."

Rudolf II's Kunstkammer formed the
centerpiece of his collections. It was
housed in the New Royal Palace at
Prague Castle, which Rudolf Il had built
specifically for this purpose. In addition
to works of art, the collection included
books, natural history specimens,
period scientific instruments, and
various curiosities. For more on this
topic, see: FUCIKOVA, E. (ed.). Rudolf Il
and Prague. Prague — London -

Milan: Prague Castle Administration —
Thames and Hudson - Skira, 1997.
ISBN 80-902051-6-X.
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case include the legacy of the Russian avant-garde, represented by the concept of “proun”
which in itself was a project for affirming the new. This concept that had been formulated

by the constructivist and suprematist El Lissitzky® is in Cernicky’s view conjoined with

the issue of space exploration, and the very current armed conflict unfolding in eastern

Ukraine®. He transforms modernist utopian pathos into a form of fantastical post-realist

activism and complements his ideas with models of rocket-powered “prouns” hovering

high from the ceiling of the Rudolfinum.

The three intertwining themes present in this drawing have long shaped the men-
tal cartography of Jiti Cernicky’s creative space. His critical interest in the message of
modern art, combined with his admiration for Russian Constructivism, stems from
experiences he gained as early as the 1980s. During this period, he was a student ma-
joring in Russian language and literature and art education at the Faculty of Education
in Usti nad Labem and spent a semester on an internship in perestroika-era Moscow.
Another inspiring realm into which Jiti Cernicky consistently delves is the pulsating
field of scientific discoveries, natural science experiments, historical excursions, ex-
ploratory probes and space missions. In doing so, the author complements the echoes
of these essentially profoundly rational themes with his own ideas in order to expose
their research potential. Last but not least, the author turns to an interest in critical
activism, formulating observations that reveal the fractures, edges, and rifts disrupting
the current social consensus and development. He does so with deep understanding
and, not infrequently, a keen sense of the as-yet-hidden shifts foreshadowing future
clashes and conflicts.

In conjuction with Ji¥i Cernicky’s longstanding engagement with this fundamen-
tal artistic medium, a monumental installation has been created, comprising of eighty
drawings of various formats, techniques, and thematic focuses, which convincingly
dominates the exhibition space at the Lazné Gallery in Liberec. This seemingly fragile
medium is employed here in a way that evokes the format of a classical kunst-kammer.
Such historical cabinets of art and curiosities (one of the most famous of which was
built at Prague Castle by Emperor Rudolf II" at the turn of the 16th and 17th centuries)
housed encyclopaedic collections linking artistic artifacts with natural science exhibits
and other achievements of the period from the fields of medicine, astronomy, and phi-
losophy. Likemindedly, Cernicky’s installation presents a continuous strip of drawings,
sketches, and outlines elaborating on key themes of today’s world that serve equally as
representations of various forms of power. It is precisely the intense topicality of the
subjects present in this flow of images that combines their traditional atmosphere of an
exclusive place offering an escape from everyday commotion with a utterly contempo-
rary, kaleidoscopic mode of communication such as in media newsrooms with flickering
walls composed of monitors that concentrate all the conflicts of the contemporary world
into a single, coldly glowing light installation. In his pictorial series, structured into sev-
eral sections, Jifi Cernicky thus confronts the notion of the uniqueness of works of art,
which proudly traverse history to represent the genius of their creators and the power
of their owners, with the superficial yet indomitable force of visual snippets, marginal
in their blasphemous transience, invincible in their exponential abundance.

Yet Jiii Cernicky carefully organises this collection of seemingly chaotic and
dense masses of imagery both according to his own criteria of interest and in relation
to the focal points of intersecting lines of force that shape the intricate hierarchical
relationships of the contemporary world. At the centre of his attention is the definition
and dialogue of empirical margins which attack graphs with architectural ideologies;
inventions that strain the strings of rationality to the breaking point and interact with
the surging waves of magical nature; and the materiality of monuments to nostalgia
which intertwine with the shimmering anatomies of fleeting illusions. In the form of
ongoing notes and glossaries, these cycles of drawings are supplemented by a series of
caricatures that continuously actualise the resulting monumental installation.

The initial concept for the arrangement of this installation, composed of draw-
ings, is based on the monumental sketch Natural Blood Cycle, which Jiti Cernicky cre-
ated using blood on Japanese paper during his stay in China in 2019. Its composition

Zapad Zemé ze Slunce



depicts a map of the world interconnected by the capillaries of the human circulatory
system, whose varying intensity alludes to notions of global power centres as well as

sites of social, political, and military conflict. The division into seemingly important and

unimportant, strong and feeble, influential and dependent is constantly disrupted and

reconfigured by the flow of migration of people as well as of information, capital, raw
materials, and weapons. In places of conflict and disruption of these flows, outbursts of
violence and pain materialise. Everything is in motion and everything is overheating, the

system is heading toward an unstoppable collapse foreshadowed by wounds saturated

with blood. The abstracted structure of this circulation of clashes symbolically defines

the caesuras into which individual drawings enter. These are already firmly anchored in

specific subthemes referencing the roots of catastrophes and the possibilities of trau-
matic scenarios that represent the fragility of the contemporary world.

Amid the rich expanse of drawings filling the gallery’s horizon, the dynamic rec-
tangles of two screens introduce a certain disruption, displaying stories that build upon
the project drawings titled Putinka and White House Completion Plan. To break away
from the static stream of information, Jifi Cernicky deliberately chooses two themes
that define the dichotomy between the Western and Eastern worlds, a dichotomy that has
shaped the sense of life for Central Europeans for generations. The enrichment of the
architecture of the U.S. presidential residence with an archaic and romanticised tower
extension is juxtaposed with a project for a gigantic, glowing statue of the dictatorial
President Putin towering on the coast of occupied Crimea and harnessing the wind to
generate electricity for nearby Sevastopol. The author observes these fictional monu-
ments (which, however, always draw some justification from real situations) by the use
of drones, assuming the role of an amateur voyeur perhaps, an investigative journalist,
or a foreign intelligence correspondent. His investigation, however, ends in failure and
catastrophe, for the power of ideologies and economic interests cannot be defeated.

As a counterbalance to the visually and conceptually rich surfaces created by the
drawings, Jiti Cernicky’s exhibition concept features a trio of multimedia sculptural
works that illustrate his creative process and its progression from the visual conceptual-
isation of ideas to the creation of functional prototypes or complex models. The objects
Loom / State, Vajra Plane (Thunderbolt Vehicle)), and Hammock represent a tension
between the energies that shape human destiny at the intersection of the lines of force
of spiritual predestination and the emphasis placed on the rational basis of our deci-
sion-making. The threads woven into the fabric pattern, as if created on a historical
loom, end in the hands of abstracted figures who may be the architects of stories but
also bobbins controlled by a higher order. This can perhaps be identified with the in-
finite energy emanating from a ritual object - the vajra® - which in Hindu mythology is
a powerful weapon and, in Jiti Cernicky’s conception, an inexhaustible source of energy
used for the unlimited movement of the Varja Plane vehicle parked at the very centre
of the gallery space. Or, contrarily, the vehicle can be subjected to analysis on the basis
of measurements and other rational experiments succinctly formulated by a patented
discovery that opens new perspectives for the development of technology and knowledge.
This is the result of a scientist’s research stay at the Hammock base suspended some-
where in the treetops of the rainforest. Spiritual energy that powers a car or scientific
analysis leading to the researcher’s merging with the majesty of nature thus form the
outer limits within which fate is both a task as well as a destiny.

The emphasis on non-artistic themes in Jiti Cernicky’s exhibition is balanced by
a series of wall-mounted relief objects titled Samples, which reflects his latent interest
in the hanging picture. This interest manifests itself in his work both through the use of
classical painterly forms and through a conceptual exploration of the physical bounda-
ries and technological limits of this medium. In connection with the inclination toward
research methods diversely present in the undulating layers of the Liberec exhibition,
Samples also engage in a concentrated analysis of colour, which can be understood as
the fundamental means of a work of art’s expressive potential. In doing so, the artist
delves into the inner space of the coloured material, reveals its anatomy, analyses its
content, and connects it to the materiality of nature, the technological achievements
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Vaijra (dordje in Tibetan) is a word of
Sanskrit origin and is often translated as
“diamond” or “thunderbolt.” The Tibetan
term dordje is usually inferpreted
as “indestructible.” In Buddhism, the
word vaira is also used to refer to
aritual object that is frequently used in
Vajrayana tantric rituals. It can be found
in many depictions and is one of the
most important Buddhist symbols.
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of civilization, or the experiments of avant-garde artistic revolutions. According to the
artist himself, colour can thus be composed of granite, glass, or electrical energy.

As has often been the case in both the distant and recent past, art today is search-
ing for its own meaning; one that allows it to capture, in a comprehensive yet deeply
personal way, the turning point in the furrows and folds of which we find ourselves at
present. Such a predestination can, of course, be perceived as an ominous warning, but
at the same time it heralds another, perhaps protective, layer forming on the ever-ex-
panding surface. The cracks and fissures in the crumbling crusts of certainty threaten
with irreversible landslides with an increasing urgency. Moreover, with a gentle crackling,
they herald new configurations of fears regarding future developments. Without the
mindfulness mentioned by philosopher Byung-Chul Han in the quote at the opening of
this text, it is impossible to fully understand these shifts. They are part of our lives, and
above all, they are an integral part of nature. To truly grasp them, it is essential to reas-
semble their composition anew and in a comprehensible way, to shape their expression.
Art certainly possesses systems in which division can be a union, desire offers a path to
hope, and attention opens the door to understanding. In the exhibition The West of the
Earthset From the Sun, Jiti Cernicky refigures time and reality by introducing into its
circulatory system a transfusion composed of surprising stories and views beyond the
horizon of the imagination. In doing so, he unleashes energy that flows from the healing
depths of the imagination and charts new paths toward a meaningful and unyielding
reconciliation with the world, with everything that surrounds us, and ultimately with
ourselves.
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Michal Kolec¢ek (born in 1966 in Liberec; lives and works in Usti nad Labem) is a professor
in the Department of Art History and Theory at the Faculty of Art and Design at Jan
Evangelista Purkyné University in Usti nad Labem, and is equally the acting director of
the Usti nad Labem House of Arts.

Throughout his career, he has contributed to shaping the regional art scene, which
ideologically stems from a core group established in the early 1990s (the Usti Neoconcep-
tual Circle constituted of Jiti Cernicky, Daniel Hanzlik, Zdena Koleckova, Pavel Kopiiva,
Pavel Mrkus, Michaela Thelenova). The collective originally formed around the Emil
Filla Gallery in Usti nad Labem and was at the time headed by Koled&ek.

He has curated a vast number of solo exhibitions by artists which created a potent
framework for analysis of current developments within the Central European art scene,
including the following: Sejla Kameri¢ - Is it Rain Or Is It a Hurricane, Emil Filla Gallery,
Usti nad Labem, 2008; Slaven Tolj - Untitled Retrospective, Miicsarnok, Budapest, 2009;
Pavel Mrkus - Next Planet, Pori Art Museum, 2012; Csaba Némes — Fall..., Usti nad Labem
House of Arts, 2016; Anna Dauéikova — Gesture Politics, House of Arts, Usti nad Labem,
2017; Jiti Cernicky - Spiritualist Science, Arsenal Gallery, Biatystok, 2018; Jiii Kovanda

— Planetarium, TRAFO Centre for Contemporary Art, Szczecin, 2019; Adéla Matasova —
Metasystems, Central Bohemian Region Gallery in Kutna Hora, 2022.

Over an extensive period of time, his focus has been dedicated to art in public spa-
ce and, as acting curator, he has contributed to projects including Geschichten vor Ort,
Kunst im 6ffentlichen Raum Wien (a joint project with Margarethe Makovec), 2006; Art
of Urban Intervention, Faculty of Art and Design at Jan Evangelista Purkyné University
in Usti nad Labem, 2010-2011; On the Edge of a Story, Brno Art Open, 2013; Gardening
of Soul: In Five Chapters, Faculty of Art and Design, Jan Evangelista Purkyné University
in Usti nad Labem, 2022-2024. From 2018 to 2020, he acted as curator overseeing the
implementation of a series of permanent artworks situated in public space titled Lungo
Mare as part of the Port of Diversity project in the scope of the Rijeka 2020 European
Capital of Culture programme.

Among his most recent publications is the extensive collective monograph Gar-
dening of Soul: Conclusion, of which he was editor and which was published in 2025 by
the Faculty of Art and Design at Jan Evangelista Purkyné University in Usti nad Labem;
this work comprehensively introduces issues related to artistic gardening strategies as
well as artistic gardening within the Czech context, and develops an investigation of this
theme within broader social and environmental contexts.
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Resume / Summary

Publikace Jifi Cernicky — Zapad Zemé ze Slunce piedstavuje dilo tohoto autora jak na po-
zadijeho samostatné stejnojmenné vystavy v Galerii Lazné v Liberci (28. 4. - 5. 7. 2026),
tak s dlirazem na postiZeni Sirsich souvislosti, které spoluutvareji obsahové pole i vyra-
zovy rejstiik jeho aktudlni tvorby. Jiti Cernicky (narozen 1966 v Usti nad Labem) patii

mezi klicové osobnosti generace vytvarnych umeélcti a umelkyn, ktera vyrazné formuje

situaci Ceského vytvarného uméni jiz od devadesatych let minulého stoleti a je spojovana

se spole¢enskou a kulturni transformaci po rozpadu autoritativnich rezimi ve stfedni

ajihovychodni Evropé€. Pro tuto generaci se pritom zasadnim vyznamovym polem stala

témata navazujici na razantni prinik postmoderny do naseho socio-kulturniho prostredi,
reprezentovana problematikami genderu, vztahu centra a periferie ¢i multikulturalismu.
Publikace je uvozena programovym textem Jiiiho Cernického, jehoz prostiednictvim

se autor zamysli nad vztahem k rozhodujicim dichotomickym principtim moderny

a postmoderny modelujicim $iroké kulturni milieu sou¢asného svéta, pricemz se snazi

v priniku mezi jejich silovymi poli definovat vlastni umeéleckou pozici. Prispévek filosofa

Martina Nitscheho postihuje jeden z podstatnych aspektii vyjadiovaci strategie Jifiho

Cernického, kterym bezesporu je vyuzivani satirickych a parodickych principt. Nitsche

tyto principy podrobuje fenomenologickému zkoumani a dochazi k charakteristice

Cernického umélecké prace vystupuijici z polarity mezi modernimi a postmodernimi

pristupy, nebot ji chape jako néstroj pro kritické vnimani reality disledné vyuzivajici

prostiredky satiricko-parodického apriori. Kulturni publicista Petr Fischer nahlizi na

tvorbu Jitiho Cernického z perspektivy fenoménu postmodernismu, kterou propoju-
je s problematikou hybridni mediace formulovanou francouzskym filosofem Bruno

Latourem. Na vybranych ptikladech Cernického tvorby poukazuje na jeho jedineénou

schopnost spojovat nespojitelné a prekonavat tak ustalené pojmy a svazujici doktriny.
Zavéreény text Michala Kolecka predstavuje kuratorskou koncepci vystavy Jitiho Cer-
nického Zdpad Zemé ze Slunce v Galerii Lazné v Liberci a snazi se postihnout hustou

sit uméleckych a spolecenskych propojeni pritomnych v jejim plastickém obsahovém

pozadi. Pokousi se tak naznacit nepfeberné bohatstvi vyznamovych odstini jeho prace,
které synergicky formuluji originalni, kriticky i hlubinné ucastny aktivisticky pristup

tohoto umeélce k okolnimu svétu.
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The purpose of the volume Jifi Cernicky — Earthset from the Sun is twofold. Firstly, it
presents the author’s work both in the context of his solo exhibition of the same name
at the Lazné Gallery in Liberec (April 28 - July 5, 2026). Secondly, the publication ex-
pands on a broader contextual framework that helps shape both the thematic scope
and the expressive vocabulary of the artist’s current practice. Jii Cernicky (born 1966
in Usti nad Labem) is among the key figures of a generation of visual artists who have
significantly moulded the landscape of Czech visual art since the 1990s and are associ-
ated with the social and cultural transformation following the collapse of authoritarian
regimes in Central and South-Eastern Europe. For this generation, themes linked to the
rapid penetration of postmodernism into our socio-cultural environment have become
a field of fundamental significance. Amongst these one must mention issues of gender,
the relationship between urban centres and peripheries, as well as multiculturalism.
The publication is introduced by a systematic text by Jifi Cernicky, in which the au-
thor reflects on the relationship to the decisive dichotomous principles of modernity
and postmodernity that frame the broad cultural milieu of the contemporary world.
Simultaneously, the author aims to define his own artistic position at the intersection
of these fields of tension. Philosopher Martin Nitsche’s contribution captures one of the
essential aspects of Jifi Cernicky’s expressive strategy, which is undoubtedly the use of
satirical and parodic principles. Nitsche subjects these principles to phenomenolog-
ical examination and arrives at a characterisation of Cernicky’s artistic practice that
emerges from the polarity between modern and postmodern approaches. The thinker
understands these as a tool for critically perceiving reality that consistently employs
the means of a satirical-parodic apriori. Cultural journalist Petr Fischer examines Jiti
Cernicky’s work from the perspective of the phenomenon of postmodernism, which he
links to the concept of hybrid mediation formulated by the French philosopher Bruno
Latour. Using selected examples of Cernicky’s work, he accentuates his unique ability
to merge the incongruous and in doing so transcend established concepts as well as
restrictive doctrines. The concluding text by Michal Kolec¢ek presents the curatorial
concept behind Jiii Cernicky’s exhibition Earthset from the Sun at the Lazné Gallery in
Liberec. The author seeks to encapsulate the dense network of artistic and social con-
nections present in the exhibition’s sculptural, content-rich backdrop. Simultaneously,
the author attempts to outline the inexhaustible wealth of nuances in the artist’s work.
These synergistically articulate Cernicky’s original, critical, and profoundly engaged
activist approach to the surrounding world.
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OBJECT-ively, Kunsthalle Bratislava, SK

Energie prvotni ¢ary — Gesto, rytmus, pohyb v sou¢asném umeénti,
Galerie moderniho uméni v Hradci Kralové, CZ /

Energy of the Initial Line — Gesture, Rhythm, Movement

in Contemporary Czech Art, Hradec Kralové, CZ

2017
PANELAND, Moravska galerie v Brng, CZ /
PANELAND, Moravian Gallery in Brno, CZ

Interiéry duse. Umélecké bytovani v prostoru Loosovych plzeriskych

architektur, Zapadoceska galerie v Plzni, CZ /
Soulful Interiors. Artistic accommodation in Loos’ architectural
spaces in Pilsen, The West-Bohemian Gallery of Pilsen, CZ

2016

Nevratny posun, Dim umeéni mésta Brna, CZ /
Irreversible Shift, The House of Arts, Brno, CZ
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STAV

dfevo, textil, plast, 2021, 170 x 90 x 70 cm

Objekt Stav odkazuje nejen na technické zafizeni uréené

k vyrobé tkanin, ale rovnéz k vyznamu tohoto slova, ve smyslu
situace, ve které se nachdzi nas osud. Sokl dila tvarové
pfipomind jednoduchy stav uréeny ke tkani &i pali¢kovdni.
Krajka na ném utkand evokuije vidkno osudu, které tkala bajné
bohyné Moira nebo pohdadkové sudicky.

Objekt se sklada ze dvou éasti. Tou prvni je krajka utkand
podle diagramu déjin lidstva od jejich poéatku az po
soucéasnost. Druhou &dsti je skrumdz prostych difevénych
figurek nakupenych tam, kde se obvykle nachdzeji palicky,
jeiichz prostifednictvim textilie vznika.

Figurky na rozdil od paliéek nejsou organizovdny podle
pevného fadu. Lezi na sobé chaoticky jako bezvladné
loutky. Nitky krajky jsou navézané na jejich kiehké konéetiny
a situace tak plsobi, Ze je osud splétdn pouhym prozivanim
jejich zivotu.

Kouzlo objektu spoéiva v moznosti uvazovat nad tim, kdo
vlastné koho ovladd, zda osud figurky pomoci vyssi sily &i
pfirodnich zakonl nebo zda ony tkaji osud pomoci vliastnich
spontdnnich pohybt. Dal$i moznosti je, Ze kdesi jakysi loutkaf
¢i tkadlec figurky ovlada jako domnélé palicky, aby tkal osud
jejich prostrednictvim.

LOOM / STATE
wood, textile, plastic, 2021, 170 x 90 X 70 cm

The object Loom / State refers not only to a technical device
for weaving textiles but also to the word state in the sense of
the situation in which our destiny unfolds. The base of

the work resembles a simple loom or bobbin stand. The lace
woven on it evokes the threads of fate, spun by the mythical

goddess Moira or by the fairytale Fates.

The object consists of two parts. The first is a lace woven
according to a diagram of human history, from its beginnings
to the present. The second is a heap of simple wooden figures,
piled where the bobbins used for weaving would normally sit.
Unlike the bobbins, the figures are not arranged in order; they
lie chaotically, like lifeless puppets. The threads of the lace are
attached to their fragile limbs, giving the impression that fate
is being spun merely through the experience of their lives.

The magic of the object lies in the possibility of contemplating
who truly controls whom—whether a higher power or natural
laws guide the fate of the figures, or whether they themselves
weave their destiny through spontfaneous movement.
Another possibility is that somewhere, a puppeteer or weaver
manipulates the figures as if they were bobbins, weaving
destiny through them.
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VADZRAPLAN (HROMOBIL)

kombinovana technika, 2019-2026, 180 x 430 x 300 cm

Vadzraplan neboli HROMOBIL, je jezdici i létajici vozitko,
které disponuje schopnosti vyuzivat energii vesmiru.

Je pohdnéno dvéma hromokliny integrovanymi

s nosnou konstrukci podvozku.

Hromobil md potencidl vyuzivat takovou energii, kterd

je na jednu stranu v podstaté nevyéerpatelnd a na stranu
druhou disponuje takovym vykonem, ktery umozni pohyb
vozitka az rychlosti svétla.

Vadzra (Dordze) je slovo puivodem ze sanskrtu a byvad
¢asto prekladdno jako ,diamant* &i ,hromoklin®, neznigitelny.
V buddhismu se slovo vadzra téz pouzivé pro oznacéeni

ritudalniho predmétu, ktery slouzi pfi tantrickych ritualech.

V hinduistické mytologii je vadzra zbran Indry, védského
boha desté a viddce dévi. Je velice mocnou zbrani,
kterd kombinuje vlastnosti mede, palcatu a kopi.
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VAJURA PLANE (THUNDERBOLT VEHICLE)

mixed-media, 2019-2026, 180 X 430 x 300 cm

The Vajra Plane, also called the Thunderbolt Vehicle,

is a mobile and flying craft capable of harnessing the

energy of the universe. It is powered by two “thunder wedges™
integrated info the supporting chassis. The vehicle has the
potential to utilize energy that is, on the one hand, virtually
inexhaustible, and on the other, possesses sufficient force

to propel it at speeds approaching that of light.

The term Vajra (Dordze) originates from Sanskrit and is

often translated as "diamond™ or “thunderbolt,” meaning
indestructible. In Buddhism, the word vaijra also refers

fo aritual object used in tantric ceremonies. In Hindu
mythology, the vajra is the weapon of Indra, the Vedic god

of rain and ruler of the devas. It is an extraordinarily powerful
weapon, combining the qualities of a sword, club, and spear.



VZORKY
kombinovana technika, 2020, variabilni rozméry

V sérii Vzorky je barva prezentovdna jako zakladni
matérie —prirodnina —, kterd je testovana umeéleckymi
prostiedky. Smyslem dila je nahlédnout na zkoumany
vzorek novyma oéima a pouzit k fomu analytické metody.

Pro instalaci vzorkU testovanych barevnych hmot slouzi
specidlné navrzené objekty. Ty predstavuii fuzi mezi obrazem,
jenz dovoluje pouziti malifskych ploch, polic, na niz je mozné
vzorek polozit a vitrinou, kterd poskytuje rém a intimni
solitérni prostor. Objekty samy pUlsobi jako artefakty spojené
s modernismem, které prostfednictvim neutrdini estetiky
vytvarejii vzorkiim pozadi.

K tomu, aby se zamysleny vyzkum malifské matérie dal
uskuteénit, bylo nezbytné vyvinout sofistikované surrealistické
magické dada metody. Ty maiji potencidl v kombinaci

s exaktnimi védeckymi postupy, jako je méreni, opticka
analyza, elektrodiagnostika, vibraéni diagnostika,

indukce a dalsi, umoznit divakovi proniknout do svéta

malby neoéekdvanym, strukturovanéjsim a v disledku

toho hlubsim zplsobem.

Curriculum vitae
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SAMPLES
mixed-media, 2020, variable dimensions

In the Samples series, color is presented as a fundamental
material—a natural substance —tested through artistic
means. The work invites the viewer to examine each sample
with fresh eyes, employing analytical methods.

For the installation, specially designed objects support
the tested color samples. These objects fuse elements
of a painting surface, a shelf for placing the sample, and

a display case providing a frame and intimate, solitary space.

They resemble modernist artifacts, whose neutral aesthetic
creates a background that situates the samples.

To enable the intended exploration of painterly matter,
sophisticated surrealist, magical, dadaist methods were
developed. Combined with precise scientific procedures
such as measurement, optical analysis, electrodiagnostics,
vibration diagnostics, induction, and more, these methods
allow the viewer to penetrate the world of painting in
unexpected, structured, and ultimately deeper ways.

Curriculum vitae



.-H i

[

HAMAK

multimedidlni instalace, 2021,
kombinovanda technika, 600 x 170 x 200 cm

Hamak je jakousi provizorni komprimovanou laboratori
pfirodovédce, jenz badd ve vysokych patrech stromu tropické
dzungle. Toto terénni pracovisté je sice dobfe technologicky
vybaveno, ale nikdo pfedem nepredpokladal, Ze jeho uzivatel
bude okolni pfirodou naprosto fascinovdn a nebude chtit
Hamak jen tak opustit.

V prubéhu baddani totiz pfisel na pozoruhodné objevy. Jejich
povaha ho nuti improvizovat a vyuzit kreativitu k tomu, aby
nejenom mohl smysluplné pokraéovat v prizkumu, ale aby
v divokém prostiedi dzungle vibec prezil.

Postupem ¢asu ho pfitom prace v izolaci drsné divo¢iny méni.

Pozici seriézniho raciondlniho védce sice zarputile neopousti,
av$ak diky nepldnované improvizaci a tézkym Zivotnim
podminkdam se jeho mysl plizivé transformuje.

Na jednu stranu jeho civilizaéni navyky logicky degraduii,

ma napriklad velky problém s hygienou, a proto i jeho vizudlni
podoba stradd. Na druhou stranu jeho zbystiend inteligence
a zruénost sméruji k nekonvenénim vysledkam badani,

které ovSem obsahuji symptomy podivinstvi hraniciciho

se §ilenstvim navozujicim surredlni dojem.

Curriculum vitae
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HAMMOCK
mixed-media, installation, 2021, 600 x 170 x 200 cm

The Hammock functions as a provisional, compact laboratory for a naturalist
studying the upper reaches of tropical jungle trees. Although the field station
is well-equipped technologically, nobody could have anticipated that its
occupant would be so captivated by the surrounding nature that leaving

the Hammock would become impossible.

During his research, he made remarkable discoveries. Their nature required
him to improvise and apply creativity not only to continue his investigations
meaningfully but also to survive in the wild environment of the jungle.

Over time, the experience of working in isolation in this harsh wilderness
transformed him. While he stubbornly retains the role of a rational, serious
scientist, the unplanned improvisation and extreme living conditions
gradually reshape his mind.

On the one hand, his civilized habits logically deteriorate—he, for
example, struggles with hygiene, which affects his appearance.
On the other, his heightened intelligence and dexterity lead to
unconventional research outcomes, imbued with eccentricity
bordering on madness, evoking a surreal impression.

-
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KRESBY

2016—2025, instalace, 80 kreseb,
kombinovand technika, variabilni rozméry

Soubor 80 kreseb predstaveny na vystavé Zapad Zemé ze
Slunce formou rozsdhlé instalace, kterd zdmérné evokuije
atmosféru tradiénich obrazdren, vznikal mezi lety 2016

az 2025. Tyto kresby obsahuji aspekty objevovani, formulovani
vyzkumnych hypotéz i jejich zaznamu/U, ale také skicovani
spoleéenskych procest se zapojenim kritického komentare,
aktivismu, ironie a humoru. Vyuzivaiji pfitom realistickou
estetiku projektovych skic nebo védeckych ilustraci
opatienych nezbytnym komentdifem nebo pozndmkovym
aparatem, které spoleéné s ndzvem definuji myslenkové

¢i vyzkumné pole sledovaného tématu.

Jako jejich inspiraéni zdroje je mozné zminit bohatou
fradici modernistické protivaleéné karikatury spojenou
napfiklad s obdobim pfed prvni svétovou vélkou nebo

rozsdhly soubor rytin doplriujicich romdny Julese Vernea,
které vizualizovaly verneovské predstavy o moznostech
technologického pokroku ¢i teprve tusenych védeckych
objevech.

Kresby jsou tematicky rozélenény do nékolika oblasti — grafy,
architektury, vyndlezy, magickd pfiroda, nostalgie, karikatury
a anatomie. V galerijni instalaci i v obsahu jednotlivych
kreseb se ov§em tyto oblasti riizné prolinaji, doplriuji a vrstvi.
Vynikd tak komplexnost, se kterou se dotykaji neuralgickych
bodl soué¢asného svéta formovaného silicim spole¢enskym
a politickym napétim, eskalujicimi valeénymi konflikty,
environmentdlnim ohroZzenim ¢éi neopodstatnénou virou

v moznosti technologického pokroku a dominantni postaveni
¢lovéka v centru planetarniho ekosystému.
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DRAWINGS

installation, 80 drawings, 2016 —2025,
mixed-media, variable dimensions

The set of 80 drawings presented in Earthset from the Sun
exhibition emerged between 2016 and 2025 as part of an
extensive installation that deliberately evokes the atmosphere
of traditional painting salons. The drawings encompass the
discovery of phenomena, formulation of research hypotheses,
and their documentation, as well as sketches of social
processes incorporating critical commentary, activism, irony,
and humor.

They employ a realistic aesthetic reminiscent of project
sketches or scientific illustrations, annotated with commentary
or notes, which together with the title define the conceptual

or research field of the subject. Inspirations include the rich
tradition of modernist antiwar caricature, particularly

from the pre-World War | era, and extensive collections

of engravings complementing Jules Verne's novels, visualizing
Verne's visions of technological possibilities and nascent
scientific discoveries.

Thematically, the drawings are organized into several

areas: Graphs, Architectures, Inventions, Magical Nature,
Nostalgia, Caricatures, and Anatomy. In both the gallery
installation and the individual drawings, these areas overlap,
complement, and layer upon one another. This highlights
the complexity with which they engage the critical points of
the contemporary world, shaped by intensifying social and
political tensions, escalating conflicts, environmental threats,
and an ungrounded faith in technological progress

and humanity’s dominant position at the center

of the planetary ecosystem.



A BILA VEZ
video, 3D animace, 2020, 3:50 min
spoluprdace s Janem Darksem a Michalem Sljusarem

: PR A WHITE TOWER

video, 3D animation, 2020, 3:50 min
in collaboration with Jan Darks and Michal Sljusar
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A PUTINKA A PUTINKA
video, 2017, 3D animace, 2:00 min video, 3D animation, 2017, 2:00 min
spoluprdce s Klarou Mickovou in collaboration with Klara Mickova
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Podoba Baby Vangy zachycena
médiem béhem spiritistické seance,
ENG

kresba pastelkou??, rok??, 69 X 53 cm

PODOBA BABY VANGY ZACHYCENA MEDIEM BEHEM SPIRITISTICKE SEANCE
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