UN\ENI SNl’ZEN EEEEEEEEEE
mmmmmmmmmmmmmmmm

>EF DABERNIG
~A JANSSENS
AS KEMPINAS
ARIN SANDER
\'~"BILL VIOLA
TIN VONGREJ
NO ZOBERNIG

EEEEEEEEEEEEEEEEEEEEEEEEEEEE
ooooooooooooooooo




»Tento svét ma svuj rad; je délen preciz-
nimi rozdily...,“ fika jeden z hrdind roma-
nu Virginie Woolfové." Svét diferencu-
jeme pomoci netprosné logiky smyslu.
Diferenciace slouzi nasi orientaci a vy-
tvari pocit bezpedi. Clovék ukotveny

v diferencovaném svété vnima jen tako-
vé elementy, které jsou dulezité — v po-
predi —, ostatni odsouva do pozadi. Vidi
a slysi hierarchicky. Co se stane, kdyz se
objekty prestanou s obvyklou intenzitou
oddélovat od svého pozadi?

Pripomenme, Ze zruseni rozliSovani
mezi ,figurou® (postavou, objektem,
linii) a pozadim, koncentrace ¢i redukce
na povrch predstavuje jeden z prvk
destrukce tradi¢niho obrazového radu.
Princip kontrastnich pland, pfi némz se
véci s riznou intenzitou odliSuji od své-
ho pozadi, je nahrazen nediferencova-
nou plochou, v niz (napriklad jednotlivé
linie) maji vztah pouze k sobé navzajem
a tvofi novou obrazovou kvalitu, jejimz
zakladnim kritériem je ,,hustota“ —
thickness.?

Co si pocit s takto znejasnénou a ote-
vienou informaci utodici na bezpedi
kontrastu? Kromé vztahu zaloZzenych na
kontrastech, pomoci nichz jsme zvykli
vnimat svét, kromé svéta diferenco-
vanych, separovanych objektl existuji

i nuance, intervaly, meziprostory, Stér-
biny. Stejné jako proménlivé procesy

a tekuté formy...

V knize Diference a opakovani (D/ffé-
rence et Répétition, 1968) uvazuje Gilles
Deleuze o diferenci jako o zdroji moz-
nych vyznam{ nahrazujicich strohou
dialektiku identity a negace, reknéme,
v antihegelovském duchu.

Petr Ingerle

1 Virginia Woolfova, Viny, Praha: Odeon, 2019, s. 17.
2 Viz Yve-Alain Bois, Painting as Mode/, London 1990.

Diference neni souhrnné oznaceni iden-
tit a jejich antitezi, a neni ji minén napfi-
klad ani rozdil mezi ZivociSnymi druhy ¢i
mezi pohlavim apod. Takto pojata dife-
rence nema nic spole¢ného s diferenci-
alnim pocétem zalozenym na nekoneéné
malych veli¢inach, a kone¢né, nejedna
se ani o pejorativni oznac¢eni odchylky
od platénsky dokonalého originalu.
Snaha promyslet diferenci v pozitivnim
smyslu je snahou o hledani diference
,,0 sob&“ neboli ,,Cisté” diference.

,Cistad“ diference predstavuje na prvni
pohled nerozpoznatelnou skuteénost,
Ze se dvé véci od sebe vzajemné odli-
Suji, popripadé jsou naopak identické,
néjakym zplUsobem analogické, ¢i tvori
vzajemné komplementarni nebo proti-
kladnou dvojici. Jinymi slovy, diference
a opakovani predstavuji koncepty tvor-
by vyznamového smyslu, jejichz statut
je nadrazen ideji identity nebo s ni ales-
pon nesouvisi bezprostredné. Namisto
primé reakce na rozdil identit nastupuje
cela skéala stupnu a intenzit ,,redinych®
diferenci.?®

V pripadé opakovani jako univerzalniho
principu se nikdy nejedna o opakovani
téhoz. A naopak, vznik nového nemusi
byt v protikladu k opakovani. Nejde

o repetici néceho, co jiz bylo, ale o néco,
co je v minulosti virtualné pritomno

a prozrazuje se svoji aktualizaci. Deleuze
uvadi jako priklad paradox svatku, které
opakuiji ,neopakovatelné®. Neni to tak,
Ze vyrocCi reprezentuji néjakou udalost,
ale naopak — historicka udalost oslavuje
jiz dopredu vSechny svatky.*

Jak souvisi s diferenci rozmanitost své-
ta, jeho diverzita? Neni s ni totozna,

ale diverzita je aktualnim produktem
diferenciacnich procesu. Klicova je zde
vnitfni diference, respektive ,,diference
intenzity®: ,Veskera diverzita, veskera
zména odkazuje k né&jaké diferenci, ktera
je jejim dostateé¢nym ddvodem. VSech-
no, co se déje a co se jevi, je ve vzajem-
ném vztahu s rady diferenci: s diferenci
Grovné, teploty, tlaku, napéti, potencia-
lu, s diferenciintenzity.®

3 Viz Gilles Deleuze, Difference and Repetition, London, New York: Continuum, 2011, s. 61. Slova ,,diference” uzivime
zadmeérné namisto ¢eskych ekvivalentl - odlisnost, riiznost apod. A to z toho divodu, abychom zd(iraznili substancialitu
diference. Idea nizké diference je podle nas schopna osvétlit existenci nékterych uméleckych dél, popfipadé tendenci
a postupt. A naopak, néktera dila slibuji byt vhodnym prostfedkem k diskursu o (nizké) diferenci.

4 Tamtéz, s. 2.

5 Tyz, cit. in: Petr Prasek, Clovék v Sileném déni svéta. Filozofie Gillesa Deleuze, Praha: Karolinum, 2018, s. 67.

UMENI SNIZENE

DIFERENCE

THE ART
OF DIMINISHED
DIFFERENCE

“This world has its order; is divided by
precise differences...”, says one of the
heroes of a novel by Virginia Woolf."

We differentiate the world through the
relentless logic of the senses. Differenti-
ation serves our orientation and creates
a sense of security. A person anchored
in a differentiated world perceives only
those elements that are important — in
the foreground — and pushes others into
the background. He/she sees and hears
hierarchically. What happens when
objects stop separating from their back-
ground with the usual intensity?

Let us recall that abolition of the distinc-
tion between the “figure” (figure, object,
line) and the background, concentration
or reduction to the surface, represents
one of the elements of the destruction
of the traditional pictorial order. The
principle of contrasting plans, in which
things of different intensities differ from
their background, is replaced by an
undifferentiated area in which (individual
lines, for example) relate only to each
other and form a new image quality,

the basic criterion of which is the
“thickness”.?

What to do with such obscure and open
information attacking the safety of
contrast?

In addition to the relationships based on
contrasts, through which we are used
to perceiving the world, in addition to
the world of differentiated, separated
objects, there are also nuances, inter-
vals, interspaces, slits. As well as varia-
ble processes and liquid forms...

In the book Difference and Repetition
(Difference et Répétition, 1968) Gilles
Deleuze considers the difference to

be a source of possible meanings re-
placing the austere dialectic of identity
and negation in the, say, anti-Hegelian
spirit. Difference is not a collective
designation of identities and their anti-
theses, nor does it mean, for example,
the difference between animal species,
or between sexes, etc. The difference
conceived in this way has nothing to

1 Virginia Woolf, Viny, Praha: Odeon, 2019, p. 17.
2 See Yve-Alain Bois, Painting as Mode/, London 1990.

do with the differential calculus based
on infinitesimal quantities, and finally,

it is not even a pejorative indication of
the deviation from the Platonic perfect
original. The effort to think of difference
in a positive sense is an effort to find

a difference “about oneself” or “pure”
difference.

The “pure” difference represents the
fact, indistinguishable at first sight that
two things differ from each other, or, on
the contrary, are identical, in some way
analogous, or form a mutually com-
plementary or opposite pair. In other
words, the difference and the repetition
represent concepts of creating signif-
icant meaning, the status of which is
superior to the idea of identity or at
least not directly related to it. Instead
of a direct reaction to the difference

of identities, a whole range of degrees
and intensities of “real” differences
takes place.?

In the case of repetition, as a universal
principle, it is never a repetition of the
same. Conversely, the emergence of

a new one does not have to be the op-
posite of repetition. It is not a repetition
of something that has already been, but
something that is virtually present in the
past and is revealed through its update.
Deleuze cites as an example the paradox
of holidays that repeat “unrepeatable”.
It is not the case that anniversaries rep-
resent an event, but on the contrary —

a historical event celebrates all holidays
in advance.?

How does the diversity of the world
relate to difference? It is not identical
with it, but diversity is a current product
of differentiation processes. The key
here is the internal difference, or the
“difference in intensity”: “All diversity, all
change refers to some difference, which
is its sufficient reason. Everything that
happens and appears is in a relationship
with the order of differences: with the
difference of level, temperature, pres-
sure, voltage, potential, with the differ-
ence of intensity.”®

3 See Gilles Deleuze, Difference and Repetition, London, New York: Continuum, 2011, p. 61. In our opinion, the idea of low
difference is able to shed light on the existence of some works of art, or tendencies and procedures. Conversely, some
works promise to be a suitable means of discourse about the (low) difference.

¢ Ibid, p. 2.

5 |d., cited in: Petr Prasek, Clovék v $ileném déni svéta. Filozofie Gillesa Deleuze, Prague: Karolinum, 2018, p. 67.

Mini drama oscilujici mezi bilym antiseptickym
prostorem a temnotou protagonistovych ust. Snizeny

kontrast bilé stény ordinace a bilych plastu, rousek atd.

Co je ,,odecCteno*? Kromeé minimalizace ¢i subtrakce
narativniho obsahu, komplementarni vztah mezi
obrazem a zvukovym ekvivalentem obrazové akce.

A mini drama oscillating between the white antiseptic
space and the darkness of the protagonist’s mouth.
Diminished contrast of the white wall of the surgery
and white coats, masks, etc. What is “subtracted”?
Beside the minimization or subtraction of narrative
content, the complementary relationship between the
images and the sound equivalent of the image action.

Josef
Dabernig

Rakousky umélec a filmovy rezisér Josef Da-
bernig absolvoval letech 1975-1981 obor so-
charstvi na Akademii vytvarnych uméni ve
Vidni pod vedenim Ferdinanda Welze a Joa-
nnise Avramidise. Vedle socharstvi se vénuje
fotografii a filmu, stalymi prvky jeho tvorby
jsou objekt, struktura a verejny prostor, jak je
vidét napriklad ze série kratkych fima, které
Dabernig realizuje uz od roku 1996. Za snimek
Hypercrisis byl roku 2011 v rdmci Benatského
filmového festivalu nominovan na Evropskou
filmovou cenu za nejlepsi kratky film.

Austrian artist and film director Josef Daber-
nig graduated in sculpture from 1975 to 1981
at the Academy of Fine Arts in Vienna under
Ferdinand Welz and Joannis Avramidis. In ad-
dition to sculpture, he focuses on photogra-
phy and film, the permanent elements of his
work are object, structure and public space,
as can be seen from a series of short films that
Dabernig has been making since 1996. His film
Hypercrisis was nominated for the European
Film Award for best short film at the Venice
Film Festival in 2011.



Deleuze v ramci filozofie diference nava-
zuje na Henriho Bergsona a jeho pojem
nuance, kterym oznacuje minimalni
jednotku zmény. Nuance rovnéz nezna-
mena odli$nost jedné véci od druhé ve
smyslu Cisté vnéjskového vztahu ode-
hravajiciho se v danych prostorovych
souradnicich. Diference—nuance tvori
matérii stfedniho pojmu Bergsonovy
monistické filozofie, kterym je ,trvani®
(qurée). Trvani je pohybem diference, je
tim, co méni podstatu, kvalitu. Bergson,
stejné jako Deleuze, nahradil negativitu
a jinakost dialektiky, které nutné dsti ve
spor, vnitrni diferenci — nuanci. Filozofii
protikladu nahradil filozofii diference.
Pritom ucinil z diference néco hlubsiho,
nez je dialekticka idea rozporu: ,,Smys-
lem toho, o€ usiluje Bergson, je myslet
vnitfni diferenci jako onu samu, jako
Cistou vnitrni diferenci, dospét az k poj-
mu diference a pozvednout diferenci na
absolutno.“® Metodou hledani a nalézani
diference se Bergsonovi stala intuice.
Intuitivné vnimame dva druhy diference.
Jednak jde o diferenci v povaze véci

a jednak se nam véci jevi (po faktické
strance) jako identické s vlastni (vnitrni)
diferenci. Plsobeni monochromni malby
bychom v re¢i minimalni diference (bilé
stény galerie a bilého monochromu)
mohli popsat tak, Ze na prvni pohled
dochazi k zaméné mezi diferenci miry
(stupné odlisnosti, kontrastu) a mezi
diferenci povahy (podstaty obrazu jako
nové reality). Intuitivné vnimame di-
ferenci v povaze, zatimco hledime na
diferenci ve stupni.

,Cistd“ diference je podminéna ideou
»Cistého vznikani“ (pure becoming — jak
byva prekladan dalsi z dulezitych kon-
ceptli Deleuze). Jde o stav trvalého
vznikani, kdy se byti redlného nachazi
neustale ve stadiu plynuti a diferencia-
ce. A to v protikladu ke zdani pevnosti

a identity, které predstavuji pouhou iluzi.
Proti sfére ohrani¢enych a méritelnych
véci tvoricich pevnou pfitomnost (nic-
méné brazdénou mezerami a pauzami)
stoji ,,Cisté vznikani® jako udalost bez
rozméru probihajici v kontinualnim
pohybu naraz do vsech stran. (Podobné
jako na kosmologické ilustraci Roberta
Fludda predstavujici stav hmoty pred
stvorenim univerza, kde je vyobrazen
¢erny Ctverec po obvodu doplnény

napisy ,, £t sic in infinitum®.) Protiklad
mezi fixovanou prezenci a ,,pfitomnosti
v pohybu® (presentness) neni protikla-
dem mezi inteligibilnim a senzibilnim,

ale predstavuje ,tajny dualismus® ukryty
v ideji i hmoté.

Becoming jako radikalni filozofie dife-
rence je Cistym pohybem bez pevného
referen¢niho bodu, a tedy opakem po-
tencialné jasné definované formy. Prikla-
dem muze byt mlha ¢i mrak — rozptylena
fraktalova struktura, jejiz podstatou je
vnitfni nekoncentrovany pohyb. Hubert
Damisch, ktery toto téma podrobil his-
toricko-semiotickému vyzkumu, mracna
chape jako ztélesnéni protikladu k princi-
plm uméni zaloZzenym na pevné linearni
formé. Mrak stoji ,,v protikladu k ideji
obrysu a ohrani¢enych linii a diky své
relativni non-substancialité konstituuje
negaci pevnosti, stalosti a identity, ktera
definuje tvar v klasickém smyslu tohoto
slova...””?

Na tomto misté pripomenme, Ze pri-
kladem realizace ontologie ,,vznikani*

je rovnéz Deleuzliv koncept ,,zahybu“
predstavujici kombinaci jemné diferen-
ciace a neustalé kontinuity ¢i kontinual-
niho labyrintu. Zahyb tvori separovany
element pohybu, ktery je v protikladu

k bodu ¢i linii determinovan svym oko-
lim: ,,zadhyb novin, prachu, mlhy, prazd-
noty je zdhybem okolnosti...“® Deleuze
v Zahybu rovnéz uvadi: ,,Zahyb je ne-
oddélitelny od vétru. Ventilovany pres
Véjif uz zahyb neni zahybem hmoty, pres
ktery vidime, ale je z&hybem duse, v niz
¢teme...“® Predstava zahybu jako ,,tem-
poralni koncepce objektu® je asociovana
s ,vytvarenim virivé formy pohanéné
stale novym virenim®,"® ,krivo¢arym
virivym pohybem*® a , kontinualni variaci
formy*“."

¢ Viz Gilles Deleuze, Pusté ostrovy a fin€ texty, Praha: Herrmann & synové, 2010, s. 43.

7 Hubert Damisch, 4 Theory of Cloud. Toward a History of Painting, Stanford, California, 2002, s. 15.
8  Viz Giles Deleuze, Zéhyb: Leibniz a baroko, Praha: Herrmann & synové, 2014, s. 55.
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In terms of philosophy of difference,
Deleuze follows Henri Bergson and

his notion of nuance, which denotes

the minimum unit of change. Nuance
also does not mean the difference of
one thing from another in the sense

of a purely external relationship taking
place in given spatial coordinates. Dif-
ference—nuance form the matter of the
central concept of Bergson’s monistic
philosophy, which is “duration” (durée).
Duration is a movement of difference; it
is what changes the essence, the qual-
ity. Bergson, like Deleuze, replaced the
negativity and otherness of the dialectic
that necessarily results in controversy
with an internal difference - the nu-
ance. He replaced the philosophy of
opposition with the philosophy of dif-
ference. At the same time, he made the
difference something deeper than the
dialectical idea of contradiction: “The
point of what Bergson strives for is to
think of the inner difference in itself, as

a pure inner difference, to reach the
notion of difference and raise the differ-
ence to the absolute.” ¢ Intuition became
Bergson’s method of searching for and
finding the difference. We intuitively per-
ceive two kinds of difference. 1) On the
one hand it is a difference in the nature
of things and 2) on the other hand things
seem to us (in fact) from the same as
our own (internal) difference. In the lan-
guage of minimal difference, the effect
of monochrome painting could be de-
scribed (white walls of gallery and white
monochrome) in such a way that at

first glance there is confusion between
difference of degree (degree of diversity,
contrast) and difference of nature (the
essence of the painting as a new reality).
We intuitively perceive the difference in
nature while we look at the difference in
degree.

The “pure” difference is conditioned by
the idea of “pure becoming” (as anoth-
er of Deleuze’s important concepts is
translated). It is a state of permanent
origination, when the real being is in

a constant stage of flow and differenti-
ation. This is in contrast to the appear-
ance of firmness and identity, which are
mere illusions. Against the sphere of
bounded and measurable things forming
a fixed presence (nevertheless furrowed

by gaps and pauses) there stands “pure
emergence” as a dimensionless event
taking place in continuous motion at
once in all directions. (Similar to Robert
Fludd’s cosmological illustration of the
state of matter before the creation of the
universe, where a black square around
the perimeter is depicted, supplemented
by the inscriptions “£¢ sic in infinitum”.)
The opposition between the fixed
presence and “presentness” is not the
opposition between the intelligent and
the sensitive, but represents the “secret
dualism” hidden in idea and matter.

“Becoming” as a radical philosophy

of difference, it is pure motion with-

out a fixed reference point and thus

the opposite of a potentially clearly
defined form. An example could be

a fog or a cloud - a scattered fractal
structure, the essence of which is inter-
nal non-concentrated motion. Hubert
Damisch, who subjected this topic to
historical-semiotic research, under-
stands clouds as the embodiment of
opposites to the principles of art based
on a solid linear form. The cloud stands
“in opposition to the idea of contour and
bounded lines and, thanks to its relative
non-substantiality, it constitutes a ne-
gation of strength, stability and identity,
which defines shape in the classical
sense of the word...””?

Let us recall here that an example of the
realization of the ontology of “origin” is
also Deleuze’s concept of “fold”, which
represents a combination of subtle
differentiation and at the same time
constant continuity or a continuous
labyrinth. The fold forms a separate
element of movement, which, in con-
trast to a point or line, is determined by
its surroundings: “the fold of a news-
paper, dust, fog, emptiness is a fold of
circumstances...”® In the Fo/d, Deleuze
also states: “The fold is inseparable from
the wind. Ventilated through the fan, the
fold is no longer a fold of matter through
which we see, but is a fold of the soul in
which we read...”® The idea of fold as

a “temporal conception of an object” is
associated with “the creation of a vor-
tex form driven by ever new vortices”, "
“curvilinear vortex motion” and “contin-
uous variation of form”."

See Gilles Deleuze, Pusté ostrovy a jiné texty, Prague: Herrmann & synové, 2010, p. 43.
Hubert Damisch, 4 Theory of Cloud. Toward a History of Painting, Stanford, California 2002, p. 15.

Ibid.
° lbid, p. 12.
" Ibid, p. 35.
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8 See Giles Deleuze, Zahyb: Leibniz a baroko, Praha: Herrmann & synové, 2014, p. 55.
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TEKUTA DIFERENCE
,CISTE VZNIKANJ*

LIQUID DIFFERENCE
“PURE BECOMING”

Cisté diference jsou nepretrzité variace, ,stavaji se’,
spiSe nez ,jsou’. Jsou to procesy, které nelze stanovit

z hlediska forem, konceptu nebo funkci. ,,Zahyb je
neoddélitelny od vétru. Ventilovany pres veéjir uz zahyb
neni zahybem hmoty, pres ktery vidime, ale je zahybem
duse, v niz ¢teme...“ Predstava zahybu jako ,,temporalni
koncepce objektu® je asociovana s ,vytvarenim virivé
formy pohanéné stale novym virenim®, ,,kfivocarym
virivym pohybem® a ,,kontinualni variaci formy*.

“Pure differences are continuous variations, they
“become” rather than “are”. They are processes that
cannot be fixed in terms of forms, concepts, or functions.
“The fold is inseparable from the wind. Ventilated
through the fan, the fold is no longer a fold of matter
through which we see, but is a fold of the soul in which
we read...” The idea of fold as a “temporal conception

of an object” is associated with “the creation of a vortex
form driven by ever new vortices”, “curvilinear vortex
motion” and “continuous variation of form”.

Zilvinas
Kempinas

Litevsky umélec Zilvinas Kempinas, absolvent
Akademie uméni ve Vilniusu, odesel za studii
na prelomu tisicileti do New Yorku. V letech
1998-2002 tam studoval na Méstské univerzi-
té ajiz se svou druhou vystavou v mistni galerii
Spencer Brownstone zazil Gspéch na mezina-
rodni scéné — celd instalace byla roku 2006
zakoupena organizaci Margulies Collection
a jesté tentyZ rok vystavena na Art Basel Mi-
ami Beach. O rok pozdéji ziskal ocenéni Calder
Prize, udélované inovativnim zacinajicim umél-
cum. Typickym materidlem pro Kempinasovu
tvorbu je rozmotana magnetickd paska. Tato
paska pri vyuziti v prostoru plsobi na rdzné
smysly, coz z vyslednych instalaci Cini dyna-
micky zazitek.

Lithuanian artist Zilvinas Kempinas, a graduate
of the Vilnius Academy of Arts, went to study
in New York at the turn of the millennium. He
studied there at the City University from 1998
to 2002, and with his second exhibition at the
local Spencer Brownstone Gallery, he expe-
rienced success on the international scene —
the entire installation was purchased by the
Margulies Collection in 2006 and exhibited
at the Art Basel Miami Beach the same year.
A year later, he won the Calder Prize, awarded
to innovative budding artists. A typical mate-
rial for Kempinas’ work is unwound magnetic
tape. This tape, when used in space, affects
various senses, which makes the resulting in-
stallations a dynamic experience.



Ann
Veronica
Janssens

Vizualni umélkyné Ann Veronica Janssens po-
chéazi z britského Folkestone, v souéasnosti
trvale Zije v Bruselu. Soustreduje se predevsim
na oblast light artu, ve svych sochéch a insta-
lacich vychazi z védeckych poznatkd a mini-
malismu. Jeji dila jsou proto nejCastéji tvorena
jednoduchymi, v nékterych pripadech pfimo
nehmotnymi slozkami, predevs§im svétlem,
zvukem nebo umélou mlhou. Skrze vlastnosti
zvoleného materidlu, jako jsou napriklad lesk
nebo prahlednost, a fyzikalni jevy — napfiklad
odraz, perspektiva nebo rovnovaha — objevu-
je smyslové vnimani reality a narusuje zazité
predstavy o hmoté.

Visual artist Ann Veronica Janssens comes
from Folkestone, UK, and currently lives per-
manently in Brussels. She focuses mainly on
the field of light art, she bases her sculptures
and installations on scientific knowledge and
minimalism. Her works are therefore most of-
ten made up of simple, in some cases directly
intangible components, especially light, sound
or artificial fog. Through the properties of the
chosen material — such as gloss or transparen-
cy — and physical phenomena - such as reflec-
tion, perspective or balance - she discovers
the sensory perception of reality and disrupts
the experienced notions of matter.

MIha ¢i mrak — rozptylena fraktalova struktura, jejiz
podstatou je vnitfni nekoncentrovany pohyb. ,,... zahyb
novin, prachu, mlhy, prazdnoty je zahybem okolnosti.. .
Sport je nécim, co evokuje limitu systému — bezmezné
dodrzovani pravidel a hiearchii. Co se stane ve chvili,
kdy hra prestava mit jasné kontury?

Fog or a cloud - a scattered fractal structure, the
essence of which is internal non-concentrated motion.
“... the fold of a newspaper, dust, fog, emptiness is

a fold of circumstances...” Sport is something that
evokes the limit of the system — boundless adherence
to rules and hierarchies. What happens when a game
ceases to have clear outlines?

Minimalni diference jako subtrakce (odecitani)
narativniho obsahu a samotného jazyka. ,,Cista*
diference neexistujiciho sdéleni — aktualni nicota - je
znakem usporadani skrytych virtualnich vztahu. Kazdé
slovo je jedinecny expresivni akt, a to i v pripade, ze
recnik opakuje totéz slovo. V ramci promluvy vznika
vzdy néco odliSného. | v pripadé, ze slova opakuje
tentyz mluvci.

The minimal difference as the subtraction of the
narrative content and the language itself. The “pure”
difference of a non-existent message — actual
nothingness — is a sign of the arrangement of hidden
virtual relationships. Each word is a unique expressive
act, even if the speaker repeats the same word.
Something different always arises within the speech.
Even if the words are repeated by the same speaker.

4




KdyzZ o deleuzovské (minimalni) dife-
renci hovoii Slavoj Zizek, oznacuje ji
jako diferenci ,,0 sob&“ a charakterizuje
jako minimalni zménu Ghlu pohledu
(paralaxu) — mezeru, ktera oddéluje véc
od sebe samé: ,,diference jiz neni rozdi-
lem mezi dvéma pozitivné existujicimi
objekty, ale minimalni diferenci, ktera
oddéluje jeden a tentyZ objekt od sebe
sama.” Paradoxni podstata ,,Cisté* di-
ference jako opakovéani téhoz, spociva
v tom, Ze na jedné strané ji nelze zalozit
na néjakém jasné daném pozitivnim za-
kladé, na vyctu podstatnych vlastnosti.
A zaroven ,na rozdil od pouhé diference
mezi objekty je samotna Cista diferen-
ce objektem®. Respektive predstavuje
»hepochopitelny objekt” (unfathomable
object; Zizek, The Parallax View, s. 18).

Zizek v ponékud zjednodusené Givaze
uvadi Jacksona Pollocka jako priklad
deleuzovského virtualniho pole poten-
cialit — ,,vznikani o sobé&” &i ,,Cistého
vznikani“ (pure becoming) a proti tomu
Marka Rothka jako predstavitele mini-
malni diference (rozdilu mezi figurou

a pozadim).?

Podle Mladena Dolara je minimalni
diference ¢i ,nulovy bod diference
diferenci mezi né¢im a absenci néce-
ho, takze absence je sama soucasti
struktury, manifestuje negativni povahu
oznacovaného®.”® Jestlize vyznam reci
pochazi spise ze vztahll mezi slovy nez
ze slov samotnych, pak samotné slovo
je v rdmci mluvené konverzace pouze
abstrakci — prazdnem v ramci hierar-
chizovaného celku. (Jak bude vypadat
projev zaloZzeny pouze na nesémantic-
kych prvcich reci, slovech, zvucich situ-
ovanych na dno hierarchické struktury?)
»Musime napriklad slySet ticho jako
absenci fonému, abychom pocitili jeho
vyznam, takZe symbolické ticho pred-
stavuje specificnost symbolického radu
jako takového, jeho strukturujici prin-
cip.“" Badiou i Zizek hovoii o ,uméni
nizké diference® v souvislosti s Ducham-
pem ¢&i Maleviéem, tedy v rdmci tématu
narusovani systému reprezentace, kdy
se otazka uméni a ne-umeéni stava otaz-
kou institucionalizace. V tomto duchu
jako priklad ,,uméni minimalni diference’
analyzuje Mladen Dolar i ironické podo-
benstvi o pistici mysi z posledni povidky
Franze Kafky ,,Zpévacka Josefina aneb
Mysi narod®, v niz Josefinin ,,zpév“ je
pouze otazkou vhodné prezentace. "

¢

Alain Badiou charakterizuje souc¢asny
svét jako ,,svét jeveni se”. Zakladnimi
idejemi, které jej popisuji, jsou velikost
a stupen identity. Pravdu ,jeveni se* to-
hoto fenomenologicky vnimaného svéta
obvyklé mnohosti, multiplicity. Jinymi
slovy, pravda se objevuje jako moment
prevraceni pravidel ¢i zakonu jeveni se
stavajiciho svéta. Neexistuje v rdmci

téch pravidel (zakont), které prevraci,
nicméné po ¢ase znovu upada pod vla-
du novych pravidel, které sama stanovi.

Pres svoji na prvni pohled nekone¢nou
komplexitu moznosti se logika ,,jeveni
se“ vyCerpava jednoduchymi zakony
diference a identity. Stupen identity
néjakého souboru prvk je zcela zavisly
na tom, jak podrobné se zaobirame jed-
notlivymi prvky, nakolik zblizka je zkou-
mame v ramci celku. Je-li tento stupen
roven nule, pak neexistuje ani dany
soubor (slovy Badioua je jeho existence
definovéna neexistenci). Jako ukazku
toho, jakym zpuisobem jsou stupné
identit strukturované, uvadi Badiou
priklad se stromoradim podél silnice.
Stupen identity jednotlivych stromu se
lisi podle toho, kdo je pozoruje. Stromy
se mohou jevit jako silné identické, jako
témér monotonni série i presto, Ze jsou
ontologicky zcela odli$né, a to napriklad
z perspektivy motoristy, ktery je miji
relativné velkou rychlosti. 16

Pro Badioua minimalni diference pred-
stavuje vytrzeni z radu, které odpovida
zkuSenosti Redlna. Jde o formalni me-
zeru dosazitelnou skrze akt, ktery autor
oznacuje jako ,subtrakci“ neboli ode-
¢itani. Badiou zavadi pojem subtrakce
redukce ¢i modernistické purifikace,

jez se v uplynulém stoleti staly sympto-
mem ,vasné pro readlné”. Subtraktivni
cestu oznacuje Badiou na jednom misté
rovnéz jako ,,minimalni diferenci®. Ma
predstavovat ocistu reality nikoliv za
Gcelem anihilace jejiho povrchu, ale s ci-
lem ,odecist ji od zjevné jednoty tak,
Ze v ni rozezname nepatrnou diferenci,
mizejici pojem, ktery ji konstituuje. "
Jako priklad minimalni diference —
re-figurace povrchové jednoty — uvadi
autor Malevicuv obraz Bila na bilé. Mini-
malni diference Malevicovy ,,Cisté ab-
strakce” je prikladem autonomie uméni,
jez je pripisovana modernismu. A to

v protikladu k post-autonomni deflaci
(vyprazdnéni) a negacim uméni, které
identifikujeme s historickou avantgar-
dou a neo-avantgardou. Z toho diivodu
Badiou — uprednostiujici subtrakci pred
destrukci — vystupuje jako kritik histo-
rické avantgardy. Ta pro néj predevsim
znamena praveé ono vyprazdnéni a ne-
gaci uméni, proti které stavi minimalni
diferenci jako priklad odecitani reality
aktem vystaveni.®

2. Slavoj Zizek, Organs without Bodies: On Deleuze and Consequences, Abingdon: Routledge, 2004, s. 33.
3 Mladen Dolar, 4 Voice and Nothing More, Cambridge: Massachusetts Institute of Technology, 2006, s. 152.

% Tamtéz.
5 Viz tamtéz.

"6 Alain Badiou, Second Manifesto for Philosophy, Cambridge: Polity Press, 2011, s. 37-39.

7 Alain Badiou, 7he Century, Cambridge 2007, s. 65.
8 Tamtéz.

When Slavoj Zizek talks about the Deleu-
zian (minimal) difference, he describes it
as a difference “of itself” and character-
izes it as a minimal change in the angle
of view (parallax) — a gap that separates
a thing from itself: “a difference which
is no longer a difference between two
positively existing objects, but a mini-
mal difference which divides one and
the same object from itself.” The para-
doxical nature of the “pure” difference,
as a repetition of the same, lies in the
fact that, on the one hand, it cannot be
based on any clearly given positive ba-
sis, on a list of essential characteristics.
And at the same time: “in contrast to

a mere difference between objects, the
pure difference is itself an object.” Or
rather it represents an “unfathomable
object” (Zizek, The Parallax View, p.18).

Zizek, in a somewhat simplistic sense,
cites Jackson Pollock as an example of
Deleuze’s virtual field of potentialities —
“pure becoming” and Mark Rothko as
a representative of the minimal differ-
ence (difference between figure and
background).

According to Mladen Dolar, the minimal
difference or “zero-point of difference

is the difference between something
and its absence, so the absence itself

is part of the structure, manifesting the
negative nature of the signifier.” " If the
meaning of speech comes from the
relationships between words rather than
from the words themselves, then the
word itself is only an abstraction within
a spoken conversation — a void within

a hierarchical whole. (What will a speech
based only on non-semantic elements
of speech, words, sounds situated at
the bottom of a hierarchical structure
look like?) “We have to hear silence, for
example, as the absence of a phoneme,
in order to get the meaning, so symbolic
silence represents the specificity of the
symbolic order as such, it structuring
principle.” "

Both Badiou and Zizek speak about the
“art of low difference” in connection
with Duchamp or Malevich, i.e. within
the topic of disrupting the system of
representation, when the question of
art and non-art becomes a question of
institutionalization. In this spirit, as an
example of the “art of minimal differ-
ence”, Mladen Dolar also analyzes the
ironic parable of the whistling mouse
from Franz Kafka’s last short story, “Jo-
sephine the Singer, or the Mouse Folk”,
in which Josephine’s “singing” is only

a matter of appropriate presentation.”

Alain Badiou characterizes the present
world as the “world of appearing”. The
basic ideas that describe it are the size
and degree of identity. The truth of the
“appearance” of this phenomenologically

perceived world consists of an exception
to how the usual multiplicities commonly
appear. In other words, truth appears

as a moment of overturning the rules

or laws of appearance from the present
world. It does not exist within the rules
(laws) that it overturns, but over time it
falls under the rule of the new rules that
it sets itself.

Despite its seemingly infinite complexity
of possibilities, the logic of “appearing”
is exhausted by the simple laws of differ-
ence and identity. The degree of identity
of a set of elements depends entirely

on how much in detail we deal with the
individual elements, how closely we ex-
amine them within the whole. If this de-
gree is equal to zero, then the given file
does not exist either (in Badiou’s words,
its existence is defined by non-exist-
ence). As an example of how the de-
grees of identities are structured, Badiou
gives an example of a line of trees along
the road. The degree of identity of indi-
vidual trees varies depending on who
observes them. The trees may appear
to be strongly identical, as an almost
monotonous series, even though they
are ontologically completely different,
for example from the perspective of

a motorist passing them at a relatively
high speed."®

For Badiou, the minimal difference is

an extraction from the order that cor-
responds to the Real experience. It is

a formal gap reachable through an act
that the author describes as “subtrac-
tion”. Badiou introduces the concept of
subtraction as a kind of more moderate
form of violent reduction or modernist
purification, which in the past century
has become a symptom of the “passion
for the real”. Badiou also describes the
subtractive path in one place as the
“minimal difference”. It is meant to repre-
sent the purification of reality not for the
purpose of annihilating its surface, but
for the purpose of “subtracting” it from
the apparent unity by recognizing in it

a slight difference, the disappearing con-
cept which constitutes it."” As an exam-
ple of minimal difference - re-figuration
of surface unity — the author cites Ma-
levich’s painting White on White. The
minimal difference of Malevich’s “pure
abstraction” is an example of the auton-
omy of art attributed to modernism. This
is in contrast to the post-autonomous
deflation and the negations of art that
we identify with the historical avant-gar-
de and the neo-avant-garde. For this
reason, Badiou, who prefers subtraction
to destruction, acts as a critic of the
historical avant-garde. For him, above
all, it means precisely the emptiness and
negation of art, against which he oppos-
es the minimal difference as an example
of the reading of reality by an act of
exposure.®

12 Slavoj Zizek, Organs without Bodlies: On Deleuze and Consequences, Abingdon: Routledge, 2004, p. 33.
3 Mladen Dolar, 4 Voice and Nothing More, Cambridge: Massachusetts Institute of Technology, 2006, p. 152.

" Ibid.
5 See ibid.

6 Alain Badiou, Second Manifesto for Philosophy, Cambridge: Polity Press, 2011, p. 37-39.

7 Alain Badiou, 7he Century, Cambridge, 2007, p. 65.
" |bid.

NiZKA DIFERENCE
LOW DIFFERENCE

Karin
Sander

Karin Sander déli sv(j profesni i soukromy Zi-
vot mezi dvé mésta — Berlin v rodném Némec-
ku a Svycarsky Curych. Po ukonéeni studia na
Statni akademii vytvarného uméni ve Stutt-
gartu absolvovala Nezavisly studijni program
(IPS) v newyorském Whitney Museum. Pro-
fesuru ziskala na Spolkové vysoké technické
skole v Curychu v roce 2007. V rdmci akade-
mické kariéry plsobila kromé domovské statni
akademie napfriklad na Akademii vytvarného
umeéni v Karlsruhe a na CalArts (California In-
stitute of Arts). Ve své umélecké tvorbé se za-
byva socialnimi a historickymi konotacemi nej-
raznéjsich situaci, jez prezentuje intervencemi
v existujicich strukturach a institucich. Pracuje
s Sirokou skalou médii, kromé tradi¢ni trojice
obraz-socha-architektura se opird napriklad
o védu a elektronicka média.

Karin Sander divides her professional and pri-
vate life between two cities — Berlin in her na-
tive Germany and Zurich in Switzerland. After
graduating from the State Academy of Fine
Arts in Stuttgart, she completed the Indepen-
dent Program of Studies (IPS) at the Whitney
Museum in New York. She received her pro-
fessorship at the Federal University of Tech-
nology in Zurich in 2007. During her academic
career, in addition to her home State Acade-
my, she worked at, for example, the Academy
of Fine Arts in Karlsruhe and CalArts (Califor-
nia Institute of Arts). In her artistic work, she
deals with the social and historical connota-
tions of various situations, which she presents
by interventions in existing structures and
institutions. She works with a wide range of
media, and in addition to the traditional trio of
painting-sculpture-architecture, for example,
she relies on science and electronic media.

Vytvoreni fyzického povrchu, ktery odkazuje pouze sam
k sobé, Ize vnimat jako subverzivni uméleckou metaforu.
Jako specifickou realitu minimalni diference, re-figuraci
povrchové jednoty danou nuanci v odstinu bilé. Na
jedné strané pokus o konceptualni formulaci prazdna

a na druhé rehabilitace povrchu véci (zivota, byti) —

tedy toho, co je intuitivné odmitano ve jménu vnitrniho
intelektualniho rozméru neboli duchovni hodnoty.
Jinymi slovy - zviditelnéni slupky skute¢nosti, ktera je
odectena od vnitrni hodnoty. Subtrakce neboli odeditani
predstavuje umirnénéjsi formu nasilné redukce Ci
modernistické purifikace. Znamena ocistu reality nikoliv
za ucelem anihilace jejiho povrchu, ale s cilem ,,odecist”
ji od zjevné jednoty tak, ze v ni rozezname nepatrnou
diferenci, mizejici pojem, ktery ji konstituuje. Minimalni
diference jako priklad odecitani reality aktem vystaveni.

Creating a physical surface that refers only to itself can
be seen as a subversive artistic metaphor. As a specific
reality of minimal difference, re-figuration of surface
unity by a given nuance in a shade of white. On the
one hand, an attempt at a conceptual formulation of
emptiness and, on the other, the rehabilitation of the
surface of things (life, being) — that is, of what is
intuitively rejected in the name of the inner intellectual
dimension or spiritual value. In other words — the
visibility of the shell of reality, which is subtracted from
the intrinsic value. Subtraction represents a kind of
more moderate form of violent reduction or modernist
purification. It is meant to represent the purification

of reality not for the purpose of annihilating its surface,
but for the purpose of “subtracting” it from the
apparent unity by recognizing in it a slight difference,
the disappearing concept which constitutes it. Minimal
difference as an example of the reading of reality by an
act of exposure.






V roce 2008 probéhla vystava s ndzvem
Prazdna (Voids. A Retrospective, pre-
miéra v Centre Pompidou, Pariz), ktera
predstavila radikalni vytvarné pociny
definujici prazdny prostor galerie jako
umélecké dilo. Expozice v historickém
prirezu revokovala sérii rliznych vy-
stav ,,prazdnych® galerii a poukazala na
dilezity ,,objev”, jejz ucinilo uméni v po-
loviné dvacatého stoleti: na autonomni
existenci galerijniho prostoru jako mista
nadaného vlastni subjektivitou a jako
transcendentniho média tvoriciho jadro
institucionalizovaného povrchu. Refe-
renénim bodem lVo/ds se stala v tomto
v parizské galerii Iris Clert v roce 1958."°
Umélec, ktery vymaloval celou galerii
bilou barvou (pomoci valecku) a pretvo-
ril ji tak na obrazovy - transparentni
prostor, v ni zd(iraznoval senzibilitu
galerijniho prostredi. Po jeho zkoumani
,»Cisté senzibility” pak nasledoval kon-
cept ,,zény imaterialni obrazové senzibi-
lity“, v némz Klein ohodnotil cenu umeé-
lecké senzibility, kdyz prohlasil, Ze ji Ize
vyVvazit cenou zlatého prutu vhozeného
do Seiny.

Autori katalogu vystavy Voids pfirovnali
prezentaci prazdné galerie k podobné
udalosti, jakou byl vznik ready-mades
Marcela Duchampa.?® Zdaraznili tak
symptomaticky jeji gesticky ¢i narativni
charakter. Proti tomu jadrem Badiouova
pojeti nizké diference je protiklad k nara-
ci — koexistence rlznych ¢asu, montéaz.
Rozdil mezi prazdnou galerii a nizkou di-
ferenci je rozdilem mezi gestem a nuanci
(témbrem). Konecné tuto skutec¢nost
zdlraznuje Badiou tim, Ze v jednom ze
svych rozhovor( se programové hlasi

k odkazu Malevice, kterého uprednost-
nuje pred Duchampem. Znamena to,

Ze klade ddraz na subtraktivni silu mini-
malni diference pred gestem destrukce.
Jinymi slovy Badiou pfritakdva myslence
nizké diference, kdyz si vybira ze dvou
historickych ,,konct uméni*.

® Vystava obvykle oznacovana jako Prézdno méla ve skuteénosti sloZité strukturovany nédzev La Spécialisation de la
sensibilité a I'état de matiére premiére en sensibilité picturale stabilisée.
20 Viz John Armleder — Mathieu Copeland (eds.), Voids. A Retrospective (kat. vyst.), Zurich—Paris 2009.

AFIRMACE
PRAZDNA A CISTA
SENZIBILITA
AFFIRMATION OF

EMPTINESS AND

In 2008, an exhibition entitled Vo/dss.

A Retrospective was premiered at the
Centre Pompidou in Paris, where it pre-
sented radical works of art, defining the
empty space of the gallery as a work of
art. In historical profile, the exhibition re-
voked a series of different exhibitions of
“empty” galleries and pointed to an im-
portant “discovery” made by art in the
mid-twentieth century: the autonomous
existence of gallery space as a place
endowed with its own subjectivity and
as a transcendent medium forming the
core of institutionalized surface. The
reference point of Vo/d's in this direction
was the initiation exhibition of Yves Klein
at the Iris Clert Gallery in Paris in 1958."°
The artist, who painted the entire gallery
white (using a roller) and transformed

it into a pictorial — transparent space,
emphasized the sensitivity of the gal-
lery environment in it. His examination
of “pure sensibility” was then followed
by the concept of the “Zone of Imma-
terial Image Sensitivity,” in which Klein
assessed the price of artistic sensibility
when he stated that it could be compen-
sated for the price of a gold bar thrown
into the Seine.

The authors of the catalogue of the
Voids exhibition compared the pres-
entation of an empty gallery to a similar
event as the creation of ready-mades
by Marcel Duchamp.?® They thus em-
phasized symptomatically its gestural
or narrative character. On the other
hand, the core of Badiou’s concept of
low difference is the opposite of narra-
tion — the coexistence of different times,
an assembly. The difference between an
empty gallery and low difference is the
difference between gesture and nuance
(timbre). Finally, Badiou emphasizes this
fact by programmatically professing

in one of his interviews to the legacy

of Malevich, whom he prefers over
Duchamp. It means emphasizing the
subtractive force of minimal difference
before the gesture of destruction. In
other words, Badiou endorses the idea
of low difference when he chooses from
two historical “ends of art”.

" The exhibition, usually referred to as £Emptiness, actually had a complex structured name La Spécialisation de la
sensibilité a I'état de matiére premiére en sensibilité picturale stabilisée.
20 See John Armleder — Mathieu Copeland (eds.), Voids. A Retrospective (exhibition catalogue), Zurich—Paris, 2009.

PURE SENSIBILITY

Bill
Viola

Videoartovy umélec Bill Viola pochazi z New
Yorku, Zije a tvori v Long Beach. Je jednim
z prakopnikd vyuZiti videotechniky v soucas-
ném uméni. Po dokonceni studii na College of
Visual and Performing Arts pobyval v letech
19741976 ve Florencii. Plsobil tam ve sdru-
zeni Art/Tapes/22 a vénoval se studiu rene-
sance. Poznatky z tohoto studia pozdéji vyuzil
ve svych videozdznamech, do nichZ prenasel
klasicka renesancni dila. Ve své tvorbé nejvice
pracuje s digitalnimi technologiemi a elektro-
nickou hudbou. Spolupracoval proto napriklad
s hudebnikem Davidem Tudorem, roku 2005
vytvoril ve spolupraci s dirigentem Esa-Pekka
Salonenem a reZisérem Peterem Sellarsem
avantgardni verzi opery 7ristan a /solda. Tema-
ticky se nejvice soustredi na klasické naméty
z lidského zivota — smrt, zrozeni, vyvoj. V ob-
sahu Violovych dél Ize rozpoznat ridizné kombi-
nace namétd ze zapadnich i vychodnich kultur
a nejruznéjsich nabozenstvi.

Alchymické spojeni zemé a oblohy, sotva rozpoznatelna
boure v oslepujicim svétle slunce. Ve skute¢nosti —
zruseni kontrastu mezi tim, co je skutecné a co je pouze
vysledkem nedokonalého vnimani nasimi smysly. To,

co je skute€né, je vystaveno deformujicimu vlivu mysli

a paméti. Nekontrastni nuance — ,minimalni diference” —
zprostredkovava zkusenost holé reality stojici mimo
kritéria estetického soudu. Misto néj Ize uvazovat

o konceptu sublimniho vztahujiciho se ke zkuSenostem
limitnich moznosti vnimani. Soucéasti prozitku sublimniho
je zruseni postupného vnimani po sobé jdoucich
reprezentaci a jejich nahrazeni simultanni prezenci.
Neuchopitelné je postizeno pomoci sledu diferenci.



Video artist Bill Viola comes from New York,
lives and works in Long Beach. He is one of
the pioneers of the use of video technology
in contemporary art. After graduating from
the College of Visual and Performing Arts,
he stayed in Florence from 1974 to 1976. He
worked there in the Art/Tapes/22 association
and devoted himself to the study of the Re-
naissance. He later used the knowledge from
this study in his video recordings, into which
he transferred classical Renaissance works. In
his work, he works mostly with digital tech-
nologies and electronic music. He therefore
collaborated, for example, with the musician
David Tudor; in 2005 he created an avant-gar-
de version of the opera 7ristan and /solde in
collaboration with conductor Esa-Pekka Sa-
lonen and director Peter Sellars. Thematically,
he focuses mostly on classical themes from
human life — death, birth, evolution. In the con-
tent of Viola’s works, various combinations of
topics from Western and Eastern cultures and
various religions can be recognized.
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An alchemical connection between the earth and the
sky, a barely recognizable storm in the blinding light
of the sun. Actually, the abolition of contrast between
what is real and what is only the result of imperfect
perception of our senses. What is real is exposed to
the distorting influence of the mind and memory. Non-
contrasting nuances — “minimal differences” — are
mediated by the experience of bare reality outside the
criteria of aesthetic judgment. Instead, the concept

of the subliminal can be considered. It describes the
experience of the limiting possibilities of perception.
Part of the subliminal experience is the abolition of
the gradual perception of successive representations
and their replacement by simultaneous presence.

The elusive is affected by a sequence of differences.

Vyzkum vztah mezi viditelnym a neviditelnym jako
,vnorovani se do nitra virtualniho bodu®. Tento virtualni
(neviditelny) bod autor nachazi v prirodé (napriklad

v pomyslném stredu letokruhti stromu), v geometrickych
objektech (torus, Mdbiova paska), a také v linearni
perspektivni konstrukcei (Gbéznik jako virtualni bod
pruniku sbihavych linii). DalSim prikladem ,,neviditelného
mista® muze byt povrch kruhového rotujiciho zrcadla,
jehoz otaceni neni v idealnim pripadé patrné. Otaceni
kruhu a zrcadleni tvori spolu s virtualnim stredem linearni
perspektivy principy absolutni symetrie.

A research into the relationship between the visible

and the invisible as “immersion into the core of a virtual
point”. The artist finds this virtual (invisible) point in
nature (for example, in the imaginary centre of tree
rings), in geometric objects (torus, Mdbius strip), and
also in a linear perspective construction (vanishing point
as a virtual point of intersection of converging lines).
Another example of an “invisible place” may be the
surface of a circular rotating mirror, the rotation of which
is ideally not apparent. Circle rotation and mirroring,
together with the virtual centre of the linear perspective,
form the principles of absolute symmetry.

Martin
Vongrej

Martin Vongrej se narodil v Bratislavé, kde do-
posud Zije i tvori. Je absolventem Vysoké Skoly
vytvarnych uméni, studia zakongil v roce 2012.
Na mezindrodni scéné se poprvé predstavil
roku 2010 na biendle Manifesta 8 ve Spanél-
sku. Byl nominovéan na Cenu Oskara Cepana
2013. Jeho dila jsou zastoupena ve sbirce Fon-
dazione Morra Greco. Ustfednim obsahovym
namétem Vongrejovych dél jsou lidské védomi
a duchovni vnimani. Instalace vzeslé z téchto
namétud jsou komplexni, intuitivni i systematic-
ké zaroven — jsou kombinaci vidénych a skry-
tych prvkd, receného a nevyréeného. Jako
zdroj inspirace slouzi Vongrejovi momenty
z bézného Zivota, které dale rozviji skrze vlast-
ni védomi a kontakt s okolim.

Martin Vongrej was born in Bratislava, where
he still lives and works. He is a graduate of the
Academy of Fine Arts, graduating in 2012. He
first appeared on the international stage in
2010 at the Manifesta 8 biennial in Spain. He
was nominated for the Oskar Cepan Award
in 2013. His works are represented in the col-
lection of the Fondazione Morra Greco. The
central subject matter of Vongrej's work is hu-
man consciousness and spiritual perception.
The installations arising from these topics are
complex, intuitive and systematic at the same
time — they are a combination of the seen and
hidden elements, of the spoken and unspoken.
Vongrej’s sources of inspiration are moments
from everyday life, which he further develops
through his own consciousness and contact
with his surroundings.



Osmnactého Unora 1974 byla v brnén-
ském Domé uméni realizovana sloven-
skou trojici autort — Stano Filko, Milo$
Laky a Jan Zavarsky — vystava/instalace
nazvana Bily prostor v bilém prostoru. \ly-
stava konand v éfe socialismu — v obdobi
tzv. ,normalizace®, propojujici historii
neoficialni vytvarné scény v byvalém
Ceskoslovensku s kulturnimi déjinami
mista (Domu uméni mésta Brna), reago-
vala na dobové snahy po dosazeni nulo-
vého bodu v uméni. Vystava sestavala

z bile natrenych pruh( tkaniny zavése-
nych ¢i poloZenych na podlaze galerie,
vytvarejicich tak jeji vnitfni nehmotny
povrch (malba zde méla slouzit pouze
jako neutralni technika, jejiz existence
ma byt ,,odectena®). Klicovou soucast
vystavy predstavoval manifest zformulo-
vany zminénymi umélci a prelozeny do
svétovych jazyku. Cela instalace pro-
béhla jako nékolikahodinova neoficialni
utajena akce, jejimz hlavnim praktickym
Ucelem bylo vytvoreni fotografické
dokumentace nasledné pouZité v (neofi-
cialné vydaném) katalogu.

Dobovy zajem o problematiku nového
pocatku, prazdnoty, nizké diference
monochromu atd. dokladaji obdobné
koncipované zahranicni vystavy, jako
napriklad White on White, Lincoln, Ma-
ssachusetts, 1965; Bianco Bianco, Rim,
1966; Weiss auf Weiss, Bern, 1966. Téma-
ta, kterad byla na Zapadé vnimana prede-
v§im v rdmci tzv. institucionalni kritiky,
tedy odmitnuti nadvlady trhu a jeho me-
chanismd, nabyla zcela jiného vyznamu
v éfe redlného socialismu. V kontextu
politické cenzury kritika institucionali-
zovaného uméni predstavovala zejména
revoltu proti statnim zasahum do tvarci
svobody umélct. Politicka angazovanost
byla s ryzim tvaréim aktem neslucitelna.
V pripadé brnénského ,,projektu” je tak

navaznost na smérovani k nulovému
stupni v uméni paradoxné podporena
faktickou (oficidlné institucionalizova-
nou) neexistenci vystavy, tedy jakousi
sprezenci v absenci®.

Souvislost vystavy Bily prostor s Klei-
novym revoluénim pocinem je zjevna
napriklad z toho, jak slovensti autofri

v manifestu pracuji s pojmem ,Cista
senzibilita®. (,,Pomoci ¢isté senzibility
zvyraznujeme nekonec¢nou prazdnotu.
[...]“ - bod 9. ,Cista senzibilita je me-
toda nasi tvorby.” — bod 10.) Prvni bod
manifestu navic zaujme proklamativnim
poprenim komunikativni funkce (v tomto
pripadé jedné konkrétni podoby) uméni.
(,,Nase tvorba je v protikladu k umé-

ni objektu, environmentu, konceptu,
hyperrealismu, minimalartu, lyrické

a post-geometrické abstrakce, opousti
predmétnou realitu a nesnazi se ziskat
zadné poznani o tomto svété.“ — bod 1.)
Autori manifestu se vymezovali nejen
vuci dobovému konceptualismu apod.,
ale i vi¢i gnoseologické funkci uméni.
(V terminologii dobové blizké marxis-
ticky orientované ,estetické vychové®
bychom mohli fict, Ze manifest vyjadruje
myslenku programového odmitnuti tzv.
»poznavaci funkce” uméni.) Vystava Bily
prostor predstavovala ve své dobé jeden
z nejradikalnéjsich uméleckych pocinu

z naseho prostredi usilujicich o trans-
cendenci reprezentovatelného, absoluti-
zaci nehmotného prostoru.

On 18th February 1974, an exhibition
by a trio of Slovak artists — Stano Filko,
Milo$ Laky and Jan Zavarsky — exhi-
bition/installation called White Space
in White Space took place in the Brno
House of Arts. The exhibition realized
in the era of socialism - in the period
of so-called “normalization”, connecting
the history of the unofficial art scene
in the former Czechoslovakia with the
cultural history of the place (The Brno
House of Arts), responded to period
efforts to reach a zero point in art. The
exhibition consisted of white-painted
strips of fabric hanging in the space

or laid on the floor of the gallery, thus
creating its inner intangible surface (the
painting was to serve only as a neutral
technique, the existence of which is

to be “subtracted”). A key part of the
exhibition was the Manifesto formulat-
ed by the aforementioned artists and
translated into several languages. The
whole installation took place as a sev-
eral-hour unofficial secret event, the
main practical purpose of which was
to create photographic documentation
subsequently used in the (unofficially
published) catalogue.

Contemporary interest in the issue of

a new beginning, emptiness, low differ-
ences in monochrome, etc. is evidenced
by similarly conceived foreign exhibi-
tions, such as White on White, Lincoln,
Massachusetts, 1965, B/anco Bianco,
Rome, 1966, Weiss auf Weiss, Bern,
1966. Topics that were perceived in the
West primarily within the framework of
the so-called institutional critique, i.e.
the rejection of market domination and
its mechanisms, acquired a completely
different meaning in the era of the so-
called “real” socialism. In the context
of political censorship, the critique of

BiLA NA BILE
WHITE ON WHITE

institutionalized art represented, in par-
ticular, a revolt against state interfer-
ence in the creative freedom of artists.
Political involvement was incompatible
with a genuine creative act. In case of
the Brno “project”, the connection to
the zero degree in art is paradoxically
supported by the actual (officially in-
stitutionalized) non-existence of the
exhibition, i.e. a kind of “presence in
absence”.

The connection between the White
Space exhibition and Klein’s revolu-
tionary work is evident, for example, in
the way Slovak authors work with the
term “pure sensibility” in the Manifesto.
(“We use pure sensibility to empha-
size infinite emptiness. [...]” — point 9.
“Pure sensibility is the method of our
creation.” — point 10.) In addition, the
first point of the Manifesto captures the
proclamative denial of the communica-
tive function (in this case, one particular
form) of art. (“Our work is in contrast to
the art of the object, the environment,
the concept, hyperrealism, minimal art,
lyrical and post-geometric abstraction;

it leaves the subject reality and does not
seek to gain any knowledge about this
world.” — point1.) The authors of the
Manifesto defined themselves not only
in relation to contemporary concep-
tualism, etc., but also in relation to the
gnoseological function of art. (In termi-
nology close to Marxist-oriented “aes-
thetic education” at the time, we could
say that the Manifesto expresses the
idea of the programmatic rejection of
the so-called “cognitive function” of art.)
In its time, the White Space exhibition
was one of the most radical works of art
in the Czech environment, striving for
the transcendence of the representable,
absolutization of intangible space.

Inflexe — ohyb, zahyb, bod na krivce, kde se méni
konkavni na konvexni. Zahyb predstavuje “kombinaci
jemné diferenciace a neustalé kontinuity ¢i kontinualniho
labyrintu. Zahyb tvori separovany element pohybu, ktery
je v protikladu k bodu &i linii determinovan svym okolim...”
Instalace vytvari situaci, ktera determinuje podminky
prezentace a ne-prezentace. Transponuje divakovu
pozornost od vystaveného objektu smérem k demarkaci
jako soucasti institucionalniho ramce. Zaroven zkouma
podminky vizualni a prostorové zkusenosti. Aranzma
vystavy — mise-en-scéne — se stava umeéleckym dilem.

Inflection — bend, fold, point on a curve where the
concave changes to convex. The fold represents

“a combination of subtle differentiation and at the same
time constant continuity or a continuous labyrinth.

The fold forms a separate element of movement,
which, in contrast to a point or line, is determined by

its surroundings...” The installation creates a situation
that determines the conditions of presentation and non-
presentation. Transposition of the viewer’s attention
from the exhibited object towards demarcation as

a part of institutional framing. At the same time, it
examines the conditions of visual and spatial experience.
The arrangement of the exhibition — mise-en-scéne -
becomes artwork.

Heimo
Zobernig

Heimo Zobernig pochéazi z rakouského
Mauthenu. Za studii prosel videnskou Akade-
mif vytvarnych uméni a Akademii uzitych umeé-
ni, s niz nasledné spojil svou pedagogickou
drahu: roku 1999 tam ziskal profesuru. Ve své
tvorbé akcentuje predevsim otazky toho, co je
to umélecké dilo, jaké jsou jeho funkce a jak je
vnimano ze strany pozorovatele. Aby pfi tomto
Zobernig se vdemi moznymi formami umeéni —
obrazy, sochami, architekturou, performanci
nebo filmovymi médii.

Heimo Zobernig comes from Mauthen,
Austria. He studied at the Vienna Academy of
Fine Arts and the Academy of Applied Arts. He
subsequently combined his pedagogical ca-
reer with the latter; in 1999 he obtained a pro-
fessorship there. In his work, he emphasizes
the questions of what a work of art is, what
its functions are and how it is perceived by the
observer. In order to get the widest possible
scope in this research, Zobernig works with all
possible forms of art — paintings, sculptures,
architecture, performances or film media.
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Uméni snizené diference

11.9.-1511.2020

VERNISAZ
10.9. 18:00

KOMENTOVANE PROHLIDKY VYSTAVY

S JEJIM KURATOREM
23.9. 16:00-17:30
2110. 17:0018:30

1411, 21:00-22:30 (v ramci Muzejni noci)

TVURCI DILNA

Z CYKLU PRO ME V DOME

710. 16:00-17:30

PREDNASKY

13410. 17:00-18:30

David Sir

2010. 17:00-18:00

Daniel Grdn

V Ustrety Cistej senzibilite. Vzorce
opakovania, malba bez ramu a bez
ukoncenia. Vyznamové kontexty Bieleho
priestoru v bielom priestore

3.1. 17:0018:30

Fedor Blas¢ak: O Bielom priestore

Umeéni snizené diference
The Art of Diminished Difference
11. 9.-15.11. 2020

Kuréator
Curator
Petr Ingerle

Spoluprace na vystavé
Collaboration on the exhibition
Barbora Klimova

Produkce
Production
Jitka Pernesova

Jazykova spoluprace a preklad

Copy edliting and transiation

Ivory Rodriguez, Katerina Danielova,
Alena BeneSova

Graficky design
Graphic design
Anymade Studio

Prostorové reseni
Exhibition design
Barbora Klimova

Instalace vystavy

Exhibition installation

Radek Cak, Pavel Dvorak, Pavel Klvana,
Tomas Plachky

The Art of Diminished Difference

11/09-15/11/2020

OPENING
10/9 6 pm

GALLERY TALKS

WITH THE EXHIBITION CURATOR

23/9 4 pm -5:30 pm
2110 5 pm -6:30 pm

14/11 9 pm =10:30 pm (within the

Museum Night)

CREATIVE WORKSHOP FROM
THE SERIES FOR ME IN THE HOUSE

710 4 pm —5:30 pm

LECTURES

13/10 5 pm -6:30 pm

David Sir

20/10 5 pm -6 pm
Daniel Grun

Towards a pure sensibility. Patterns

of repetition, painting without a frame
or finish. Contexts of The White Space
inside the White Space

3/ 5 pm-6:30 pm

Fedor Blas¢ak: About The White Space

Doprovodny a edukaéni program
Accompanying and educational programme
Romana Horakova, Lenka Trantirkova

Média
Media
Anna Kvasova

Zvlastni podékovani

Special thanks

Electronic Arts Intermix New Work,
FRAC Occitanie Montpellier,
Galerija VARTAI Vilnius, Fond na
podporu umenia

Statutarni mésto Brno dotuje provoz
Domu uméni mésta Brna, prispévkové
organizace

The Brno House of Arts is a contributory
organisation funded by the Statutory City
of Brno
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11.9.-1511.2020

ANN VERONICA JANSSENS

Oscar, 2009

Jednokanalova HD videoprojekce, bez zvuku, 12 min 08 s
Single-channel HD video projection, no sound, 12 min 08 sec
© Ann Veronica Janssens

ANN VERONICA JANSSENS

Fotbalovy zapas Berlin-Barcelona

Football Match Berlin-Barcelona, 2000

Kov, drevotfiska, lak, plastova félie, termocitliva lavicka
40x 207 x48 cm, video

Metal, chipboard, lacquer, plastic film, thermosensitive bench
40%x 207 %48 em, video

Collection FRAC Occitanie Montpellier

Photo Frac Occitanie Montpellier, Adagp, Paris 2020

© Ann Veronica Janssens

MARTIN VONGREJ

Rotuijici kruhové zrcadlo / Rotating Circular Mirror, 2015
pramér 200 cm, elektricky rotor

diameter 200 cm, electric rotor

HEIMO ZOBERNIG

JOSEF DABERNIG

Heavy Metal Detox, 2019

HD Video, ¢ernobilé, zvuk, 12 min
HD Video, blw, sound, 12 min

ZILVINAS KEMPINAS
O (Mezi vétraky) / O (Between Fans), 2006
2 ventilatory, smycka z magnetické pasky
2 large electric fans, loop of magnetic tape
Photo Alan Vouba

KARIN SANDER

Sténa / Wall Piece, 2020

85x90 cm

Vylesténa sténa do vysokého lesku
Wall polished to a high gloss

BILL VIOLA

Chott-el-Djerid

(Portrét ve svétle a zaru

A Portrait in Light and Heat), 1979
Video, barva, zvuk, 28 min

Video, colour, sound, 28 min
Courtesy Electronic Arts Intermix
(EAI), New York

Podiovy sitovy paravan / Stage Mesh Paravan, 2020
Pletivo, posttibreny polyetylen, drevo, 290x1200x150 cm
Sprinkler mesh, silver-coated polyethylene, wood,
290x1200x150 cm




