


ART IS WORK
CURATED BY APART COLLECTIVE

Za kazdym otvorenim vystavy, za kaz-
dym festivalom a za kazdym biendle sa
skryva kreativita a umeleckd préca.

V sucéasnom svete umenia a na globalnom
trhu s umenim je velky podiel umelec-
kej préace neuznany, i ked existencia
celého tohto prostredia stoji a pada
na jej hmatatelnych vysledkoch.

Vystava Art Is Work je snahou nad-
viazat na slovenskej vytvarnej scéne
na diskusiu o podfinancovanom kul-
turnom sektore, najméd o nedostatod-
nom finan¢énom ohodnoteni pre umelcov

a umelkyne a o nevyhovujucich podmien-
kach ich prace.

Prezentované diela, planované pred-
nasky a diskusie sa réznymi formami
pytaju na hodnotu umeleckej prace,
poukazuju na jej prekarizaciu, na jej
vztah ku kapitalizmu a na jej podoby
a transformacie v (neo) liberdlnej
spolo¢nosti. Zda sa,

ze aby sa systém nespravodlivého pre-
rozdelenia, v ktorom dnes zijeme, do-
kdzal reprodukovat, musi isté ,préca“
zmiznut aby sa iné ,préaca" objavila.
Ci uz ide o préacu kulturneho zamest-
nanca/zamestnankyne alebo umelca/
umelkyne, mzdového robotnika/ robot-
ni¢ky alebo umelecku in&taldciu ako
vysledok vytvarnej préce. Istu préacu
napriek jej nevyhnutnosti nesmieme
vidiet, aby sme nevideli nefunkénost
systému.

Behind every ex-
hibition opening,
festival and biennale
is hidden creativity
and artistic labour.
In the contemporary
world of art and the
global art market,

a great deal of ar-
tistic labour remains
unrecognized, even
though the existence
of the whole envi-
ronment stands and
falls on its tangible
results.

The exhibition Art Is
Work aims to estab-
lish a discussion
about the underfi-
nanced cultural sec-
tor in the Slovak art
scene, in particular
about the lack of
financial evaluation
for artists and in-
adequate conditions
for their work.

Presented art works,
planned lectures and
debates in various
forms ask questions
about the value of
artistic work, point
to its precarization
and its relation to
capitalism, and its
forms and transforma-
tions in (neo) liber-
al society. It seems,
that in order for

the system of unfair
redistribution, in
which we live today,
to reproduce itself,
certain “work” must
disappear in order
for another “work” to
appear. Whether it is
the work of a cul-
tural employee or
artist, wage worker
or artistic instal-
lation, which is

a result of artistic
labour. In spite of
its necessity, we

are not allowed to
see certain”work” so
that we do not see
the malfunctioning
of the system.
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8 APART
ANXIETY PLATFORM

Architektira pre vystavu Art Is Work vychadza z roznych zndmych
tvarov tabliet. Dve polovice utvarané stredovou liniou zlomu. V kon-
texte vystavy platforma volne artikuluje dualitu vztahu umelkyne/
umelca/ umeleckého kolektivu a instittcie. Prekarizovany stav,

v ktorych sa vsetky spominané pozicie casto nachadzaju, vytva-

ra existencni nestabilitu a ma Sirsi spolocensky dopad na fyzické

a psychické zdravie jednotlivcov. Prave umelecké instittcie a ume-
lecki pracovnici/pracovnicky spolocne vytvaraji budice podmienky;,
z ktorych budeme vsetci Cerpat. Anxiety Platform, ako ju kolektiv na-
zval, nastoluje otazku, ¢i je pomyselné uzitie lieku nevyhnutnostou
alebo symptémom uz pretrvavajiceho problému v sicasnom umeni.

Anxiety Platform bude pocas trvania vystavy hostovat:
1.3.2018 Pavel Sterec, predndska o umeleckych odboroch
16.3.2018 Tereza Stejskalova, prednaska o iniciativach Nulova mzda
a Feministicka ,uméleckd” instituce
22.3.2018 Jiri Skala v spolupraci s Tomasem Uhnakem, verejné citanie
diela Hristé, Pro¢ se nedivam z okna?
Apart, komentovana prehliadka vystavy Art is Work

The architecture for the exhibition Art Is Work is based on various known
shapes of pills. Two halves formed by the center line of the break. In the
context of the exhibition, the platform freely articulates the duality of the
relationship between artists /art collectives and institutions. Precarious
state, in which all the mentioned ones often find themselves, creates exis-
tential instability and has a wider social impact on the physical and mental
health of individuals. It is art institutions and art workers in particular that
together create future conditions from which all of us will profit. Anxiety
Platform, as the collective named it, raises the question whether imag-
inative use of a drug is a necessity or a symptom of an already ongoing
problem in contemporary art.

The Anxiety Platform will host:
March 1,2018 Pavel Sterec - lecture on art unions
March 16,2018 Tereza Stejskalova — lecture on initiatives Zero Wage and Feminist (Art)
Institution
March 22,2018 Jifi Skéla in collaboration with Tom4as Uhndak — public reading of the work
Playground, Why Am I Not Looking Outside the Window?
Apart - guided tour of the exhibition Art is Work
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Feminist (Art) Institution, 2017

Feministickd umelecka institdcia bola
séria seminarov a prednasok organizova-
nych iniciativou tranzit.cz v roku 2017.
Ucastnici semindrov boli umelci/umel-
kyne, kuratori/kuratorky a kritici/kriticky
z Ceskej republiky a Slovenska, ktori/é sa
snazili prist na definiciu feministickej in-
Stittcie, v ktorej by zaroven chceli praco-
vat. Cielom seminarov bolo formulovanie
principov, ktorymi by sa tieto institicie
mohli riadit a ktoré by vyvolali diskusiu
o etike instittcii v Ceskej republike, na
Slovensku a inde. Medzi hostami boli
Lubica Kobova, Xavier Arakistain, Ewa
Majewska, Giovanna Zapperi, Alex Marti-

nis Roe a Jana Kapelova.

The Feminist (Art) Institution seminar and
lecture series organized by tranzit.cz took place
in 2017. It was attended by a group of regular
participants (artists, curators, critics from the
Czech Republic/Slovakia) who were trying to
find out a definition of a feminist institution
that would be workable for them. The goal of the
seminar was to formulate a set of principles that
we could follow and that could initiate further
debate about sexism within art institutions in
the Czech Republic and Slovakia and beyond.
Among the guests we have invited to contrib-
ute were L'ubica Kobova, Xavier Arakistain, Ewa
Majewska, Giovanna Zapperi, Alex Martinis Roe
and Jana Kapelova.

FEMINISTICKA (UMELECKA) INSTITUCE
KODEX FEMINISTICKE UMELECKE INSTITUCE

Tento kodex vznikl jako vysledek se-
mindre, ktery se konal na jare v rdmci
programu tranzit.cz v roce 2017 a jez
se zabyval moZnymi podobami organi-
zaci a kolektivnich uskupeni, které se
chtéji oznacovat jako feministické.
Feministickd umélecka instituce pova-
zuje feministické my8leni za dllezity
zdroj, inspiraci a jedno z vychodisek
svého programu a fungovéni. Inspiruje
se historii feministického organi-
zovani, jakoz i feministickym myS$le-
nim o moci, préaci, vztazich a forméch
utlaku.

1. Feministickd uméleckd insti-

tuce je (sebe-)kriticka. Svou struk-
turu i program podrobuje revizi v sou-
vislosti s ménicimi se spoledenskymi
podminkami. Uvédomuje si svou neod-
délitelnost od spoleéenského kon-
textu, a proto si védomé voli zpl-
soby své spolecenské angazovanosti.
Feministicka umélecka instituce usi-
luje o rozvoj novych typl institucio-
nédlniho prostredi. Feministickd umé-
lecka instituce nové urcéuje, co to
znamend byt instituci verejnou a pod
pojmem verejnost zahrnuje i skupiny
jinak z rdznych ddvodd vylucované nebo
diskriminované. Uméni (a potazmo kul-
turu) povazuje za v&eobecné sdileny
statek (the common), na jejiz uzivani
maji v8ichni préavo.

Feministicka umélecka instituce se
otevrené stavi proti v8em projevim ne-
snasSenlivosti: rasismu, homofobie,
sexismu. Vyviji strategii, jak s nimi
zachazet, dojde-1i k nim.

Feministickd uméleckd instituce za-
stava hledisko téch, kteri jsou ve
spoleénosti utladovani, coz se promita
v jejim programu, vztahu k publiku,

i vlastni organizaci.

2. Etika vnitrniho fungovéni je pro ni
stejné podstatna jako program, jimz se
prezentuje navenek. Na jedné strané
usiluje feministickd instituce o cile,
jichz chce ve spole¢nosti dosahnout,

CODE OF PRACTICE

This Code of
Practice is one

of the outputs of

a seminar held in
spring as a part of
the tranzit.cz 2017
programme. The sem-
inar examined the
possible forms of
organisations and
collectives that
wish to be seen as
feminist.

A feminist art in-
stitution regards
feminist thinking to
be an important re-
source, an inspira-
tion, and one of the
underlying bases of
its programme and
operations. Such an
institution is in-
spired by the his-
tory of feminist or-
ganisation and by
feminist reflections
upon power, work,
relationships, and
forms of oppression.

1. A feminist art
institution is
(self)-critical. It
subjects its struc-
ture and programme
to review in order
to reflect changing
social conditions.
It recognises that
it cannot be sepa-
rated from the so-
cial context, and
selects its methods
of social engagement
accordingly. A femi-
nist art institution
seeks to develop new
types of institu-
tional environment.
It redefines what it
means to be a public
institution and em-
braces groups that
are otherwise mar-
ginalised or dis-
criminated against
within the concept
of public. It deems
art (hence culture)
to be a universally
shared asset (the
commons), to which
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a na druhou stranu se stara, aby se
ti, kdo v ni pracuji, citili dobre

a méli pocit, ze i jejich hlas se po-
¢ita. Je treba postavit takovou or-
ganizaéni strukturu, jez je schopnad
vyvijet smysluplny program, ale pri-
tom bere ohled na ty, kterfi jsou jeji
soucasti.

Feministicka umélecka instituce je
instituce postavend na vzajemné lcté
téch, kteri v ni pldsobi. Kvalita vza-
jemnych vztah( mezi témi, kteri pro
instituci pracuji (nezdavisle na je-
jich pracovnim zarazeni), je povazo-
vana za stejné dilezitou jako kvalita
programu.

Fungovani feministické umélecké in-
stituce je disledkem kolektivni dis-
kuse a kolektivniho rozhodovéani niko-
liv ,one wo/man show“. Rozvrzeni moci
je jasné artikulované. Je predmétem
debaty v8ech zainteresovanych a je
mozné ho zménit.

3. Feministicka umélecka instituce

vychédzi z feministického pojeti prace.

Inspiruje se dilezitosti, kterou fe-
ministickd teorie prisuzuje péci

(o déti, staré 1lidi, nemocné, handi-
kapované) a dalsim aktivitam, které
jsou trzné tézko zuroc¢itelné, ale pro
spole¢nost presto klic¢ové. Jednim

z ¢ild je zviditelnéni aktivit, jez
jsou pro existenci instituci zcela
zgsadni, ale presto zudstavaji na
okraji pozornosti a zUstavaji spole-
¢ensky a financéné ne(d)ocenéné. Ruzné
typy pécée (a uméni lze za typ péce
rovnéz povazovat) tkvi v centru je-
jiho zé&jmu.

Feministickéd umélecka instituce je
vstricnd vi¢i pecujicim osobéam: svij
program prizpusobuje tak, aby se jej
mohly ucastnit.

Priklad: Je bezbariérova, nabizi hli-
dani pro déti v k tomu adekvatnich
prostorech, organizuje své akce v cCa-
sech, které vyhovuji rodiélm s détmi,
jeji akce jsou dostupné lidem s nej-
rznéjsim zdravotnim ¢i mentalnim
handicapem.

Vychédzi vstric tém svym pracovniklm,
kteri maji pecovatelské povinnosti.
Snazi se utvaret takové pracovni

everyone has an in-
alienable right.
Feminist art insti-
tutions are stead-
fastly opposed to
all manifestations
of intolerance, e.g.
racism, homopho-

bia or sexism. They
formulate strat-
egies for dealing
with such situations
should they arise.
Feminist art insti-
tutions champion
the viewpoint of
the oppressed, and
this is reflected

in their programme,
their relationship
with the public, and
their own internal
organisation.

2. The ethics of its
own internal oper-
ations are as im-
portant to a femi-
nist art institution
as the programme

by which it pres-
ents itself to the
public. On the one
hand, it works to-
wards the objectives
it wishes to see en-
shrined in society,
and on the other en-
sures that those

who work for it

are happy and feel
that their opinion
counts. An organi-
sational structure
that is capable of
developing a mean-
ingful programme
while taking into
account the needs of
those who are part
of it, must be cre-
ated.

A feminist art in-
stitution is based
on the mutual re-
spect of those who
work in it. The
quality of their re-
lationships, irre-
spective of what po-
sition they occupy,
is considered to be
of equal importance
as the quality of
the programme.

The operations of

prostredi, aby v ném byl prostor i pro

péci.

Priklad: Pracovnici maji moznost
prace z domova. Nabizi hlidani déti
v pracovni dobé. Ve svych prostoréach
po¢itad s pritomnosti malych déti.
Préace produkénich, ucéetnich a vSech
téch, kteri prispivaji k udrzbé

a chodu instituce, je uznavana

a respektovana.

Priklad: Program FI uvadi v8echny ty,
kteri se na ném podileli. VySe platl
produkénich a kuratorl se od sebe
nelisi.

Feministickd uméleckd instituce plati
v8em, kdo primo participuji na jejim
chodu ¢i programu, honoréaf, na jehoz
vy8i nemad gender zadny vliv. (S vy-
jimkou instituci operujicich v rémci
D.I.Y., kde neni placen nikdo)

4. Feministickd uméleckd instituce
vychézi z toho, Ze soudasnd spoleé-
nost je patriarchalni a svét soucas-
ného uméni stejné tak. Jejim cilem je
prispét k boji za to, aby se tato si-
tuace zménila. Feministicka umélecka
instituce proto prosazuje kvoty jako
doc¢asné reSeni genderové nerovnovahy
a diskriminace.

Feministickd uméleckd instituce ve
svém celoro¢nim programu prosazuje

minimalné 50% obsazeni “Zen”, at uz se

jedna o zastoupeni na vystavéach, fes-
tivalech, konferencich ¢i debatnich
panelech.

Vedouci, tvaréi, zodpovédnost nesouci
pozice jsou ve feministické umélecké
instituci minimalné z 50% obsazeny
“Zenami”.

Feministicka uméleckd instituce se
odmitd ridit nepsanymi kritérii umé-
leckého provozu tak, jak jej dnes
zname. Umélecky svét stavi na soutézi,
v niz uspéji nemnozi ti, kteri pro-
kazou patrfiénou vytrvalost, ambici,
silu, asertivitu. Feministicka umé-
leckd instituce véri v jiné hodnoty
(bere v uvahu lidskou slabost, kreh-
kost ¢i unavu a stavi lidské vztahy
nad “vykony”) a stanovi si, v ramci
svych (finanénich) moznosti, odlisna
pravidla.

a feminist art in-
stitution are the
outcome of collec-
tive discussion and
decision-making,
and not a ‘one wo/
man show’. The dis-
tribution of power
is clearly artic-
ulated. It is sub-
ject to debate on
the part of all in-
terested parties and
can be changed.

3. A feminist art
institution is based
on a feminist under-
standing of work. It
is inspired by the
importance feminist
theory attributes

to care (for chil-
dren, the elderly,
sick and handi-
capped) and other
activities that can-
not be monetised but
are crucial for the
wellbeing of so-
ciety. One of the
aims of a feminist
art institution is
to raise the pro-
file of activities
that are essential
to the existence

of any organisa-
tion yet are taken
for granted and fi-
nancially unremu-
nerated. Different
types of care (and
art can be deemed

a type of care) are
of crucial concern
to a feminist art
institution.

A feminist art in-
stitution is recep-
tive to caregivers
and adapts its pro-
gramme so that they
are able to partic-
ipate.

Example: It is bar-
rier-free, offers
childminding ser-
vices and the appro-
priate space, organ-
ises its events at
times that suit par-
ents with children,
and ensures its
events are accessi-
ble to people with
physical or mental
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Timto kodexem se
zavazuji tyto umé-
lecké instituce:
Artwall,

Display,

etc. gallery,

INI Project,
Jindrich

Chalupecky Society,
tranzit.cz

Za inspiraci
dékujeme

Ewé Majewské,
Xabieru
Arakistainovi,
Giovanné Zapperi
a Lubé Kobové.

health issues.

A feminist art institution is receptive to
those of its workers who have responsibil-
ities as carers. It makes every attempt to
create a working environment that includes
space for care activities.

Example: Employees have the opportunity to
work from home. It offers childminding ser-
vices during working hours. It factors in
the presence of small children on its prem-
ises.

The work of production managers, accoun-
tants and all those who contribute to the
upkeep and maintenance of the institution is
recognised and respected.

Example: A feminist art institution’s pro-
gramme lists all those involved. There is no
difference between the fee paid production
managers and curators.

A feminist art institution pays a fee to ev-
eryone who participates directly in its run-
ning or programme. (An exception to this
rule involves institutions operating on

a DIY basis where nobody is paid.) Gender
has no influence on the level of the fee
whatsoever.

4. A feminist art institution takes it as an
article of faith that contemporary society
is patriarchal, as is the contemporary art
world. The aim of the institution is to par-
ticipate in the struggle to change this sit-
uation. A feminist art institution there-
fore promotes quotas as a temporary solution
to gender imbalance and discrimination.

A feminist art institution promotes a 50%
minimum representation of women in its an-
nual programme, whether this involves ex-
hibitions, festivals, conferences or panel
discussions.

At least 50% of all managerial, creative and
other positions of responsibility are occu-
pied by women in a feminist (art) institu-
tion.

A feminist art institution refuses to abide
by the unwritten criteria of the culture in-
dustry as we know it today. The art world is
based on a system of competition, in which
only those who demonstrate the requisite en-
durance, ambition, strength, assertive-

ness succeed. A feminist art institution ad-
vocates other values and virtues. It takes
into account human weakness, frailty and fa-
tigue, and prioritises human relationships
over ‘performance’. It sets itself differ-
ent rules within the framework of its possi-
bilities.

The following art institutions have de-
clared themselves bound by this Code of
Practice: Artwall, Display, etc. gallery,
INI Project, Jindrich Chalupecky Society,
tranzit.cz

We would like to offer our warmest thanks
to Ewa Majewska, Xabier Arakistain,
Giovanna Zapperi and Luba Kobova for their
inspiration.
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Liam Gillick
Everything Good Goes, Red Video,
14’ 52”,2008

Liam Gillick pripravuje a edituje sériu
textov a nahravku lekcii, ktoré prezen-
toval v unitednationsplaza v Berline.
Popritom ako prepracovava obsah lekcii,
sa zaroven snazi skonstruovat pocitacovy
3D model prostredia filmu Tout va bien
od Jeana-Luca Godarda a Jeana-Pierra
Gorina. Tento proces filmuju a spolure-
ziruja Laurent Vacher, Catherine Camille
Cushman a Stephen Blaise. Tout va bien
mozeme chapat ako Godardovu poctu
laviciarskemu aktivistickému duchu roku
1968, ale tiez ako, podla kritikov v tom
Case, spochybnovanie tlohy revolucnych
filmov v burzoaznej spolocnosti.

Liam Gillick is preparing and editing a series of
texts and recording of lectures that he presented
at unitednationsplaza in Berlin. As he reworks
the contents of the lectures, he is at the same
time attempting to construct a 3D computer
model of the film set of Tout va bien by Jean-Luc
Godard and Jean-Pierre Gorin. The process is
filmed and co-directed by Laurent Vacher, Cath-
erine Camille Cushman and Stephen Blaise. Tout
va bien may be seen as Godard’s homage to the
leftist, activist spirit of 1968, but also, according
to critics at the time, questions the purpose of
a revolutionary film in a bourgeois society.

DOBRO PRACE
LIAM GILLICK

Umenie, to su dejiny niénerobenia

a dlhy pribeh uzito¢nej ¢&innosti. Je
to vzdy feti8izacia rozhodnutia a ne-
rozhodnosti — kazdou stopou, 8truk-
tdrou, projektom. Naco je tato praca
dobra? Tato otazka v sebe obsahuje
vyzvu adresovanu suc¢asnym tvorcom —
alebo “dne$nym umelcom”, ¢o je termin,
ktory tu budem pouzivat, lebo vyraz
“suc¢asné umenie” uz nezachytava to, ¢o
sa dnes produkuje — ktord sa tyka viac
toho, ¢im sme sa stali, ako otéazky,

6o by sme mali alebo mohli navrh-

nudt, reprezentovat alebo nedosiahnut.
Tato vyzva vychadza z predpokladu, ze
umelci dnes — ¢i sa im to pac¢i alebo
nie — sa chytili do pasce, ktora vy-
plyva z toho, Ze existuju v réamci re-
zimu, ktory sa to¢i okolo bezuzdnej
kapitalizéacie mysle.

Obvinenie obsiahnuté v tejto otazke
je nasledovné: umelci su, v tom naj-
lepsom pripade, v podstate len “zna-
lostnymi pracovnikmi” na volnej nohe
alebo, v tom najhor8om pripade, ne-
schopni sa vymedzit voé¢i v8epohlcu-
jucej tuzbe pracovat non-stop, neu-
rotici, ktorych pristupy k tvorbe sa
celkom pekne prekryvaju s poziadav-
kami predatorského, neoliberélneho

a neustdle mutujuceho kapitalizmu.
Umelci su ludia, ktori sa spréavaju,
komunikuju a inovuju rovnakym spéso-
bom ako ti, ktori celé svoje dni tra-
via tym, Ze sa snazia skapitalizovat
kazdy okamih a kazdu transakciu kazdo-
denného Zzivota. Nepredstavuju ziadnu
alternativu.

Predstava umelcov ako kompromitova-
nych postédv méd dlhu histdériu, ktoru
mézeme vidiet napriklad v rdznych
historickych pokusoch vyrovnat sa

s tuzbou skumat vysoku kulturu ako fi-
lozoficky markantnu, pokusy, ktoré
komplikuje nerozrie8itelny problém - -
a to, Ze ideovd kultura, ktorou sa za-
oberaju, a funkcia, ktoru takato “vy-
soka” kulturna reflexia hré, nie su
navzadjom nikdy zladené. To znamena,

The Good of Work
Liam Gillick

Art is a history of
doing nothing and

a long tale of use-
ful action. It is
always a fetishiza-
tion of decision and
indecision—with each
mark, structure, and
engagement. What

is the good of this
work? The question
contains a challenge
to contemporary
practitioners—or
“current artists,”

a term I will use, as
contemporary art no
longer accounts for
what is being made—
that is connected
more to what we have
all become than to
what we might pro-
pose, represent,

or fail to achieve.
The challenge is

the supposition

that artists today—
whether they like it
or not—have fallen
into a trap that

is predetermined

by their existence
within a regime that
is centered on a ram-
pant capitalization
of the mind.

The accusation in-
herent in the ques-
tion is that art-
ists are at best the
ultimate freelance
knowledge workers
and at worst barely
capable of distin-
guishing themselves
from the consuming
desire to work at all
times, neurotic peo-
ple who deploy a se-
ries of practices
that coincide quite
neatly with the re-
quirements of the
neoliberal, pred-
atory, continually
mutating capitalism
of the every moment.
Artists are people
who behave, communi-
cate, and innovate
in the same manner
as those who spend
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2e obvinenie z toho, Ze fungujeme

v prostredi, ktoré uréuje predator-
sky neoliberalizmus stoji v prvom
rade na diskutabilnej projekcii vyso-
kej kulturnej funkcie, ktora nedokéaze
vysvetlit napé&tia pritomné v umeni

— a tie su bojom za kolektivitu v kon-
texte, ktory si vyzaduje kladenie dé-
razu na odlisnost.

Tedrie nemateridlnej prace — uvedo-
menie si informaéného aspektu a kul-
tdrneho obsahu komodity — mali za-
sadny vplyv na vychodiskd dne8nych
umelcov. To im umoznuje vnimat vzne-
sené obvinenie v kontexte pochyb-
nosti, ktoré su zdkladom préace umenia.
Désledkom je fakt, Zze otazka “Naco

je praca dobra?” lezi v uplnom jadre
tejto préace a nie je len jej vonkaj-
§im symptomom alebo vysledkom nahod-
nej proximity. To vysvetluje existu-
juce pochybnosti a zmadtok ako aj to,
prec¢o sa stretdvame s okamihmi stresu
a kolapsu v akejkolvek sugasnej ume-
leckej $trukture. Tieto okamihy za-
sadnej krizy su vyjadrenim vzdoru voci
danej $trukture: neustale re$truktu-
rovanie odpovedajuce na tuzbu vyhnut
sa praci v oblasti permanentne nedoce-
novanej prace.

Dévodom prec¢o je dost narocéné najst
nejaké viditelné rozdiely na urovni
kazdodennej rutiny a operécii me-

dzi novym “znalostnym pracovnikom”

a dne8nym umelcom je préave to, Ze ume-
nie funguje spbésobom, ktory je velmi
pribuzny prave tym Struktdram, ktoré
podrobuje kritike.

Dnesnych umelcov je od "znalostnych
pracovnikov” mozné odli8it len na z3&-
klade velmi podrobného a precizneho
pozorovania jednotlivych vyrobnych
procesov. Ak je otadzka “Preco préaca?”
zdkladnou otazkou dnesSného umenia, na
to, aby bolo mozné vyvratit obvine-
nie z toho, Zze umelci pracuju v sluz-
bach 8ir8ich procesov kapitalizacie,
je potrebné preskumat niekolko kluco-
vych otédzok tykajucich sa kontroly —
a pojednat o nich fragmentarnym spo6-
sobom. To, ¢o nasleduje je pojednanie

their days trying to
capitalize every mo-
ment and exchange of
daily life. They of-
fer no alternative
to this.

The notion of art-
ists as implicated
figures has a long
history, visible

in varied histori-
cal attempts to re-
solve the desire to
examine high culture
as a philosophical
marker, attempts be-
set by the unresolv-
able problem that
the notional cul-
ture being examined
and the function of
high cultural re-
flection are always
out of sync—mean-
ing the accusation
that we are func-
tioning in a milieu
dominated by preda-
tory neoliberalism
is based on a spu-
rious projection of
high cultural func-
tion in the first
instance that cannot
account for the ten-
sions in art, which
remain the strug-
gle for collectiv-
ity within a context
that requires a rec-
ognition of differ-
ence.

Theories of immate-
rial labor—an aware-
ness of the infor-
mational aspect and
cultural content of
the commodity—have
exerted a profound
influence on the
starting point of
current artists, al-
lowing them to per-
ceive the accusation
as framed by the
doubts that form the
base of art’s work.
As a result, the
question “What is
the good of work?”
is at the heart of
the work—it is not

a symptom or product
of accidental prox-
imity. It accounts

o tychto témach — s ktorymi je nutné
sa konfrontovat, ak sa ma z kritického
zrkadla stat okno.

Co sa teda stalo s prislubom volIného
¢asu? Mozno préave toto je to, ¢o néam
umenie méze poskytnut dnes: vec na po-
uzivanie alebo reflektovanie v zdne
permanentného volna buducnosti, za-
tial ¢o sa z “umeni” v zmysle in$tru-
mentalizovaného nasadenia stédva stéle
sofistikovanejs$ia a jasnejSie vyme-
dzend kapitalizovand zdéna. Tato zdna
v8ak nikdy nie je uréend vyluéne len
pre umelcov — préave naopak, je ur-
¢end Sirokej verejnosti ako spdsob
ako racionalizovat a odvysvetlit ino-
vacie v pracovnom prostredi tym, Ze

sU sUcastou vacsej matrice pochyb-
nosti a rozdielnosti. Umelci a umel-
kyne vyuzivaju rdézne mody tréavenia
volného ¢asu ako spdésob ako sa otvo-
rene postavit proti my8lienke prace
ako priestoru déstojnosti a inovacie,
a aby kritizovali, zosmie$nili alebo
parodovali ideu umeleckého zivota ako
hrania sa na nie¢o vo vnutri zény vol-
ného ¢asu. Zaroven ale tento prislub
volna nie je zosynchronizovany s tym,
ako je umenie redlne produkované.
Odmietnutie poskytovat pracovnu silu
a vytvorenie Struktur, v ramci ktorych
sU zamery a vysledky réznorodé, su in-
dikatormi, ktoré presahuju prislub
post-prace, ktory vzdy bol len pro-
jektovanim neurotického ne-stavu.

Zostava nam teda len jedina moznost:
dobry umelec, ktory splna vsetky do-
lezité kritéria? Umelec, ktory pra-
cuje, viac menej permanentne, a stéale
nachddza spésob ako vysvetlit svoje
bytie v kontexte, ktory si vyZaduje
stdle viac a viac interpretacie? Nie
je to volno, ale je to reédlne préaca?

V tejto podmnozine musime dbat na opa-
trnost pri kategorizacii. To znamend,
ze musime venovat pozornost metodo-
logickym zoskupeniam, ktoré vznikaju

v umeleckom kontexte a nie tomu, ¢o je
vyprodukované. Jednou z moznych odpo-
vedi, s ktorou sme sa mohli stretnut

v poslednych rokoch, bolo vznikanie
tvorivych komunit, ktoré predkladali

for the doubts and
confusion that ex-
ist and explains why
there seem to be mo-
ments of stress and
collapse within any
current art struc-
ture. These moments
of critical crisis
are an expression of
resistance to the
structure—a constant
restructuring in re-
sponse to the desire
to avoid work within
a realm of perma-
nently unrewarding
work.

The reason it is
hard to determine
observable differ-
ences between the
daily routines and
operations of a new
knowledge-worker
and those of an art-
ist is precisely be-
cause art functions
in close parallel to
the structures that
it critiques.

It requires precise
and close observa-
tion of the produc-
tion processes in-
volved in order to
differentiate be-
tween knowledge
workers and cur-
rent artists. If

the question “Why
work?” is the origi-
nal question of cur-
rent art, it is nec-
essary, in order

to counter the ac-
cusation that art-
ists are in thrall
to processes of cap-
italization beyond
them, to look at

a number of the key
issues around con-
trol. And to address
them in a fragmented
way. What follows

is a discussion of
these issues—a nego-
tiation of which is
necessary in order
to replace a crit-
ical mirror with

a window.

So what happened

to the promise of
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nové modality vztahu volno/préca. Je
to tym, Ze umelci ¢asto vytvaraju nie
nové zivotné $tyly, ale nové spdsoby
zivota. To zahrfa Uplnu reorganiza-
ciu vztahov, v ramci ktorej sa pred-
metom préce mdézu stat vztahy samotné
a diskurzivne modely ¢innosti nie su
vysledkom alebo produktom ale stéavaju
sa zakladajucim principom.

Na opacnom konci spektra je vedoma,
dobrovolna izoladcia a s flou suvisiaca
absencia zodpovednosti, ktoré su

v podstate Strukturdalnou hrou v kon-
texte, ktorého ideové podporné Struk-
tdry su premenlivé a dynamické. Dve
hlavné trajektdérie dnesSného umenia sa
obe poku$aju oprostit nas od vznese-
ného obvinenia: re8trukturovanie zi-
vota (spo6soby ako pracovat) a stiah-
nutie sa zo zivota (spdsoby ako
oslobodit pracu). Kategorizacie ume-
nia v tomto pripade zdanlivo zrkadlia
postoje vo¢i praci. Umelecké stra-
tégie, ktoré appropriuju a vyuzivaju
pre vlastné ciele rézne modely orga-
nizacie préace — ¢i uz z tovarni, ba-
rov alebo z celého spektra medzi nimi,
vratane konceptu umeleckého ateliéru
— ako konkrétne miesta vyroby, ktoré
bud imituju zabehnuté spdsoby organi-
zovania ¢asu alebo sa im naschval vy-
hybaju a popieraju ich, su uplne le-
gitimne a na mieste. Kategorizacie
umenia nevychadzaju len z toho, ¢o je
vyrobené, ale su hlb8im spdésobom pre-
pojené s tym, ako veci vznikaju, ako
su produkované. Je teda potrebné sa
sustredit na vyrobu a nie na spotrebu
(vratane nového formalizmu zodpovednej
didaktickej kritiky), ak mame odomknut
plny potencidl umenia a umoznit pre-
formulovanie vzneseného obvinenia.

My&8lienka odmietnutia alebo obmedze-
nia produkcie predstavuje kIu¢ k deko-
dovaniu pocitovanej uzkosti z prace.
Jednou z pretrvavajucich schopnosti
umenia, a jeden z nastrojov, ktoré su-
¢asni umelci pouzivaju na konsoli-
dovanie svojej Specifickosti po do-
siahnuti istého stupna etablovanosti,
je stiahnutie, neposkytnutie svojej

leisure? Maybe this
is what art can of-
fer us now—a thing to
use or reflect upon
in a zone of per-
manent future lei-
sure, as the “arts”
as instrumental-
ized deployment be-
comes a more refined
and defined capital-
ized zone. This zone
is never geared to-
wards artists alone
but instead directed
towards the general
population as a way
of rationalizing and
explaining away in-
novations within

the workplace as be-
ing part of a matrix
of doubt and differ-
ence. Modes of lei-
sure have been ad-
opted by artists

as a way to openly
counter notions of
labor as sites of
dignity and innova-
tion and in order to
critique, mock, or
parody the notion of
an artistic life as
role-play within the
leisure zone. Yet
the promise of lei-
sure is not synchro-
nized with artis-
tic production. The
withdrawal of la-
bor and the estab-
lishment of struc-
tures in which
intentions and re-
sults are uneven are
markers that go be-
yond the promise of
post-labor, which
was always just the
projection of a neu-
rotic non-state.

So are we left with
only the possibil-
ity of the good art-
ist who fulfills
the critical crite-
ria? The artist who
works—more or less
permanently—and al-
ways finds a way

to account for him
or herself within

a context demanding
more and more inter-
pretation? It is not

pracovnej sily, popripade obmedzenie
ponuky. Opak — fungovat volne, otvo-
rene a na poziadanie — je v galerij-
nom systéme vnimané ako problematicke
a vzdoruje jednoduchej komodifikacii
umenia. Tento posun pre¢ od dbérazu na
recepciu u suc¢asnych umelcov, smerom
k dérazu na produkciu u dne8nych umel-
cov je formou aktivneho stiahnutia sa,
nekooperovania.

Takéto chapanie toho, ¢o znamena
stiahnut sa, je mozné pochopit vo
vztahu k ndsledovnému: obsahuje dana
praca odpovede alebo otazky? To je
podstatné z hladiska obhajoby voéi
vznesenému obvineniu. V postmoder-
nom vnimani dne$ny umelec kladie di-
vakom otazky, zatialco on sam stoji
vedla nich. Je to prave nepochopenie
predstavy, Ze umenie kladie divékovi
otazky, ¢o lezi v jadre obvinenia,

ze dnesény umelec je (len) “znalost-
nym pracovnikom”. Posun od konfron-
tédcie k blizkosti je v praxi katego-
rickym posunom. Vo sfére, ktoru obyva
“znalostny pracovnik”, su novi spot-
rebitelia vzdy aktivovani a vni-
mani ako sofistikovani jedinci, kto-
rym je mozné predéavat tovar priamo

— prihovéarat sa im priamo, tvarou
tvar. Dokumentarne postupy umiest-
Auju uzivatela a vyrobcu bok po boku.
Vy&erpanie, ktoré je vysledkom nepre-
stajnej kapitalizacie nedavnej minu-
losti a nedavnej buducnosti, ma svoj
zdroj v snahe “vedomostného pracov-
nika” vysvetlit kazdu diferenciaciu.
Umelec na druhej strane produkuje
kazdu diferenciaciu spoloéne s reci-
pientom prace.

Tato dynamika suvisi s hrou, ktoru
umelec hra so schopnostou ovladat oka-
mih dokonéenia. Pre dne&né umenie mo-
ment vynesenia rozsudku nepatri vy-
luéne externému polu. Pocit kontroly
alebo odmietnutia, ktory vykonéava
vzhladom k tomuto momentu vymedzuje
zénu autondmie v rezime nadmernych
odlidnosti.

leisure, but is it
really work? Within
this subset we have
to engage in a care-
ful process of cate-
gorization, meaning
that we have to look
at the methodolog-
ical groupings that
emerge within the
art context rather
than what is pro-
duced. One answer on
offer over the last
years was the forma-
tion of communities
of practice form-
ing new leisure/work
modes. For artists
are often creating
new life in opposi-
tion to lifestyles.
This involves a com-
plete reorganization
of relationships,
wherein relation-
ships themselves may
become the subject
of the work and dis-
cursive models of
practice become the
founding principle
rather than a result
or product.

At the opposite ex-
treme there is de-
liberate self-en-
forced isolation

and a concurrent
lack of account-
ability,amounting
to a structural game
within a context
where notional sup-
port structures are
mutable and dynamic.
The two main trajec-
tories of current
art both attempt to
clear us of the ac-
cusation: restruc-
turing life (ways

to work) and with-
drawing from life
(ways to free work)
Categorizations of
art in this case can
superficially appear
to mirror attitudes
to work. It is quite
appropriate for art-
ists to co-opt work-
ing models and turn
them to their own
ends, from the fac-
tory to the bar and
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Odpovedou na vznesené obvinenie je
vytvaranie si vlastnych deadlinov,

v protiklade k len zdanlivému vytvéa-
raniu terminov, ktoré su nastolené.
My&lienka deadlinu je dblezitou apli-
kovanou 8tukturou, ktord prepaja ob-
vinenych s flexibilnymi “znalostnymi
pracovnikmi.” Poget deadlinov rastie
exponencidlne, vytvaraju ich produ-
centi a v rovnakej miere ich zavadzaju
aj ostatni. Uvedomie si povahy dead-
linu ako konStruktu umoznuje ¢loveku
raz sa zapajat, inokedy sa nezucast-
novat — a tak si vytvorit semi-auto-
némnu zonu.

Dlhodobda préaca s malym a obmedzenym
poétom deadlinov je vysadou, ktoréa
prinalezi nie len umelcom ale tiez
tym, ktori vykondvaju prilezitostné
prace, ktoré sice zahrfaju neznesi-
teInd nudu ale aj tazko vydobité prava
vis-a-vis pravidelnému zamestnaniu.
Tato vysada zachytava napdtie medzi
my$lienkou aplikovanej flexibility
a kritikou flexibility, ktord umoz-
nuje projektovat potencigl.

Vztahy s inymi ludmi su zé&sadne dbéle-
2ité. Ulohy sa menia kazdy ded — sam
spolu, spolu sé&m. Lebo umelci nefun-
guju v izolécii. A umelci mézu fun-
govat jedine v totdlnej izolacii.
Nadobudanie alebo odmietanie vzta-
hov je zasadnym indikatorom v ume-
leckej tvorbe/produkcii. Definuje
rozdiel medzi umeleckou praxou a su-
per-8pecifickou aktivitou produkova-
nia znalosti, ktoréd je hojne prespi-
kovanad rdéznymi deadlinami. To znamena,
2e vstup umelca do zdanlivo nedife-
rencovaného teritéria nekonecénej fle-
xibility sa stava kritickym vdaka re-
flexii sledu vymen, hranic, hrbolov

a odbociek.

Etické bariéry/hranice su identifi-
kované v priebehu tvorby umenia v na-
padtych podmienkach, ktoré vyplyvaju
zo vzneseného obvinenia. Okolnosti

a subjekty v tomto pripade vystupuju
ako moralne zombies — nemrtve a nemi-
losrdné obete — ktoré umelci odmie-
taju alebo prijimaju a existuju tak

even to the notion
of the artist’s stu-
dio, as specific
sites of production
that used to either
mimic established
daily structures

or deliberately
avoid and deny them.
Categorizations of
art are not limited
to what is produced
but are connected
more deeply to how
things might be pro-
duced. It is neces-
sary to focus on pro-
duction rather than
consumption (includ-
ing the new formal-
ism of responsible
didactic criticism)
if one is to unlock
art’s potential and
permit a recasting
of the accusation.

The notion of with-
drawing or limiting
production is the
key to decoding the
anxiety about work.
One of the endur-
ing powers of art,
and one of the de-
vices used by con-
temporary artists to
consolidate spec-
ificity once they
have attained a de-
gree of recognition,
is a withdrawal of
labor or a limiting
of supply. Doing the
opposite—operating
freely, openly, and
on demand-is viewed
as a problem within
the gallery struc-
ture and resists the
simple commodifi-
cation of art. This
shift to produc-
tion consciousness
by current artists,
away from recep-
tion consciousness
by contemporary art-
ists, is a form of
active withdrawal.

This notion of
withdrawal can be
understood in
relation to the
following: are there

v napéti voéi vytvaraniu alebo odmie-
taniu etickych hranic. Etika nie je
stabilnd, nie je lahké ju dosiahnut,
zivit alebo utratit.

V tychto napatych podmienkach exis-
tuje predpoklad, zZe umenie roz$iruje
pamét smerom vpred aj vzad. Inymi slo-
vami, umenie nie je nutne zosynchroni-
zované so slUdéastnostou. Co sa zda byt
metodoldgiou v suvislosti so sucas-
nymi pracami je len iluziou. Umenie
vyuziva flexibilitu na to, aby vy-
svetlilo existenciu mordlnych zombies
— aby sa orientovalo v teréne etic-
kej premenlivosti. Umenie roz8iruje

a redukuje pamét s pouzitim nastrojov,
ktoré boli pdévodne vynajdené na to,
aby pamdt skratili - teda, aby skapi-
talizovali blizku buducnost a nedavnu
minulost.

KedZze neexistuju limity, ktoré by ob-
medzovali pracu, taktieZ neexistuju
limity, ktoré by obmedzovali nepraco-
vanie. Predstava, Zze umelci si najdu
spOsob ako pracovat definuje dnesné
umenie. Vznika v kontexte uzkosti po-
st-préace a vytvarania a rozkladania
etickych bariér/hranic.

Model, na ktorom stoji vzesené obvi-
nenie, neberie do uvahy vyskum a ¢&i-
tanie ako aktivity. Umelci, ktorych
spOsoby préace sa primarne odvijaju

od vyskumu, su povazovani za “dob-
rych” pracovnikov. Venovat sa vyskumu
organizovanym a sustredenym spdésobom
a potom prezentovat vysledky tohto vy-
skumu nepredstavuje volnoc¢asovu ak-
tivitu. Ale snaha najst vysvetlenie
veci a vztahov, ktoré existuju v tomto
svete, vedie k dislokovaniu prace,

k vytvoreniu Strukturalnych subjektov.
V istom zmysle v8etko nové umenie zod-
povedd za v8etky predchadzajuce diela.
Toto vedomie nutne nezahrfina poznanie
v8etkych ostatnych diel v plnom roz-
sahu, ale skér pochopenie toho, ze
vSetky ostatné diela niekde existuju.

Dokonca aj v dokumentarnej praci,
okrem vytvarania didaktickych S$truk-
tur alebo nahradzovania extrémne

answers or questions
in the work? This is
central to the
defense against the
accusation. A post-
modern understanding
is that the current
artist asks ques-
tions of the viewer
while standing
beside them. It is
this sense of art as
something that asks
questions of the
viewer that is
misunderstood in the
knowledge-worker
accusation. The
shift of position
from confrontation
to proximity is in
practice a shift in
category. Within the
realm of the knowl-
edge worker, the new
consumer is always
activated and
treated as a dis-
criminating individ-
ual who can be
marketed to di-
rectly—spoken to
face to face.
Documentary practice
places the user and
the producer along-
side each other. The
exhaustion created
by the continual
capitalization of
the recent past and
the near future has
its source in the
knowledge work-

er’s attempt to
account for every
differentiation,
whereas the artist
is producing every
differentiation
alongside the
recipient of the
work.

This dynamic is
linked to a game the
artist plays with
control over the
moment of comple-
tion. For current
art, the moment of
judgment is not
exclusive to an
exterior field. The
sense of control or
denial exercised
over that moment
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seba-reflexivnej a unavenej $tvr-

tej mocnosti, je pritomny pocit, ze
sa tu spytuje samotnd povaha umenia.
Vyuzivanie dokumentarnych straté-
gii je zéaroven kritikou toku a kapita-
listickej logiky, ktorymi sa komodi-
fikuje umenie. Dokument permanentne
2ije z préce vykonanej v inych oblas-
tiach. Taktiez ale v sebe obsahuje
moznost, Ze budete poc¢as premy$lania
0 umeni zataty. To sa vam vsak nemdze
stat, ked pracujete ako “znalostny
pracovnik”.

To nés vedie k rovnici: “len dals$i ob-
¢an v miestnosti verzus vSetko, ¢o ro-
bim, si vyzaduje 8pecidlne vnimanie
Specifickosti druhych Iudi.” V jadre
tejto druhej umeleckej persony je ak-
tivne ob&ianstvo spolu s pozvanim
véimat si to, ¢o je neobycéajne oby-
¢ajné. Z biografického vytvara ta-
zisko zmysluplnosti. Ako sa umenie
stdvalo stale Specifickejsim, biogra-
fické sa stalo zaroven viac generic-
kym aj viac jedineé&nym — spbésobom ako
prezentovat to, ¢o je Specifické for-
mou, ktord by podnecovala viac $peci-
fickosti a viac odlisSnosti. Umenie je
dnes presadzovanim odlisnosti a nie
presadzovanim flexibility.

Ako najst lepsi Zivot uprostred toho
v8éetkého? Dnesna praca podkopava po-
cit alebo moZnost nekoneé¢ného volna.
Nekone¢né volno je len jednou z fo-
riem utépie, ktord vychédza z néabo-
zenstva — no¢néd mora plnd panien a za-
mo¢kov. Budu tam psy? Joj, dufam, Ze
tam budu psy. Byt uradnikom by bolo
rajom pre niektorych Iudi. Prelomenie
hranic medzi pracou, Zivotom a ume-
nim prostrednictvom priamej &innosti
by bolo ale e8te uzito¢nejs$im moznym
vysledkom. V umeni sa zd& byt najpod-
statnejs8i vysledok, ale vS8eobecne je
jeho zakladom ¢innost a zamestnanie.
Smeruje k nie¢omu. Oslovuje. Dava zmy-
sel len v uréitom kontexte a ten kon-
text bude vzdy urcovat, aké ¢innosti
si zlepSenie kontextu vyzaduje.

Toto vSetko nas uvadza do total-
nej komunikacénej uzkosti ohladom

marks a zone of
autonomy within

a regime of exces-
sive differences.

A response to the
accusation is the
creation of

one’s own deadlines,
as opposed to the
apparent creation of
imposed deadlines.
The notion of the
deadline is a cru-
cial applied struc-
ture that links the
accused with the
flexible knowledge
worker. The number
of deadlines in-
creases exponen-
tially, and they are
created by the
producer as much as
they are introduced
by others. An
awareness of the
constructed nature
of deadlines allows
one to electively
engage and disengage
and thus to create

a zone of semi-au-
tonomy.

Working for a long
period with limited
deadlines is a pre-
rogative of not just
the artist, but also
of the occasional
worker, whose job
description is one
of unbearable tedium
but includes hard-
won rights over
steady employment.
This prerogative
marks the tension
between the notion
of applied flexibil-
ity and a critique
of flexibility that
permits a projection
of potential.

Relationships with
others are crucial.
Roles are recast
daily—alone to-
gether, together
alone. For artists
do not operate in
isolation. And
artists can only
function in complete
isolation. The

diferenciacie. Umenie vnimané ako ge-
neralizovany terén kolektivity a od-
lisnosti operuje v ramci skutoénej
uzkosti, ktord len odraza réznorodé,
zdanlivo si protireéiace okamihy di-
ferenciacii, ktoré zneju simultanne.
Uzkost z existencie prilig velkého
po¢tu umelcov, nadprodukcie, neschop-
nosti urcéovat, 6o sa povazuje za kva-
litné — tieto v8etky su ideologicky
motivované a podriaduju sa radu po-
razenych autorit, ktoré by radSej do-
siahli neo-utopicky konsenzus, tr-
hovy konsenzus, alebo aspofl rezim
nejakého iného velkého konsenzu. Na
v8etky tieto veci sa utoéi v dneSnom
umeni a sud v dne$nom umeni zakazdym
znova porazené. Inak by sa v8etko vra-
tilo spdt k autorite a kontrole ako
defaultnym nastaveniam. Entropickost
Strukturdlnej a kritickej trajek-
térie umenia je spOsob, akym umenie
vzdoruje.

Vztah medzi umeleckou tvorbou/produk-
ciou a vyvijanim kreativnych nastro-
jov, ktoré umoznuju decentralizovanu
tvorbu/produkciu, je taktiez histo-
ricky ndhodny. Stac¢i sa len pozriet

na to, 6o je vytvarané, skrz primarne
obranné pletivo natiahnuté voéi pre-
datorskej kapitalizacii — Struktu-
rdlne pristupy k nastrojom, ktoré boli
pravdepodobne vyvinuté pre iné ucely.

Umenie nie je autondmnou zdénou.
Umenie neprodukuje Struktdry, ktoré
sU nejakym spdsobom vynimo¢né alebo
viditelné mimo ich vlastny kontext.
Preto dne$né umenie bude vzdy predsta-
vovat sled problémov pre v podstate
znamy kontext. Napriklad, umenie z&-
roven ukazuje prstom na postavu nedi-
ferencovaného flexibilného “znalost-
ného pracovnika”, ktory Zije v stave
neprestajnej uzkosti uprostred preli-
nania prace a volna, ale umenie zéaro-
ven operuje paralelne vedla neho ako
fantém inej skusenosti.

Umenie je miestom, kde sa pravidlé na-
sadenia vzdy daju spytovat. “Znalostny
pracovnik” taktiez zdanlivo spy-

tuje pravidld nasadenia ale mbéze tak

acquisition or
rejection of rela-
tionships is a cru-
cial marker in art
production, defining
an artistic practice
over and above

a super specific
knowledge-producing
activity peppered
with deadlines. This
means that the entry
of the artist into
the apparently
undifferentiated
territory of in-
finite flexibility
is made critical by
a recognition of

a series of encoun-
ters, borders,
humps, and diver-
sions.

The identification
of ethical barriers
emerges in the
course of making art
under the stressful
circumstances of the
accusation.
Circumstances and
subjects in this
case appear as moral
zombies—undead and
relentless victims—
that artists reject
or accept in tension
with the creation or
rejection of ethical
barriers. Ethics are
not stable, easy to
reach, feed, or kill
off.

Under these stress-
ful circumstances
there is an assump-
tion that art
extends memory
forwards and back-
wards. In other
words, art is not
necessarily synchro-
nized to the pres-
ent. What appears to
be a methodology
linked to present
works is an illu-
sion. Art deploys
flexibility in order
to account for the
moral zombie—to
navigate the terrain
of ethical mutabil-
ity. Art extends and
reduces memory using
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¢init len v procese vyroby softvéru
alebo v mnozine novych fragmentova-
nych vztahov. Umelec méze vytvorit
odcudzené vztahy bez vS8etkych tychto
spletitosti.

V jadre tuzby dne$ného umelca pribli-
zit sa kontextu, v ktorom robi, lezi
“extrémne seba-reflexivna” reflexia
komodity. Umelci si znova privlast-
Auju projektovanie a Spekulovanie ako
ngstroje na to, aby pohanali tuto “ex-
trémne seba-reflexivnu” reflexiu ko-
modity. Umelci projektuju smerom

k blizkej budicnosti a nedavnej mi-
nulosti, aby odhalili a spriehladnili
nové komoditné vztahy. Nadhodnota,
ktorou umenie je, sa nevztahuje len na
hodnotu novosti, ale je zakorenena vo
funkcii umenia ako systému reflexie

a uvedomovania si.

Umenie pozostéava z rady scenarov/
prezentacii, ktoré vytvaraju nové
priestory pre myslenie a kritické uva-
zovanie. Vytvorenie novych ¢asovych
hodndét a posunutych ¢asovych §truk-
tur redlne vytvara nové kritické zdny,
v ktorych mézeme nachédzat priestory
diferenciacie, odliSenia od znalost-
nej komunity. Lebo umenie nie je 1len
zkradlovym odrazom novych subjektiv-
nych svetov. Umenie je etickd rov-
nica, v ktorej je mozné konat na za-
klade nasho chapania spoloéenskych
funkcii a hodnét. Za poslednych &ty-
ridsat rokov nevzniklo Ziadne vy-
znamné umelecké dielo, ktoré by v sebe
nezahrfalo tuto zakladnu my$lienku
diferenciacie.

Idea “prvej préace” alebo rozvinu-

tie my$lienok uz nesmeruje k buducej
totédlnej produkcii vs8etkych diel. Tato
skutoénost vyvolava uzkost v ramci
kultury ako takej a vedie k hladaniu
analogovych Struktur, ktoré zda sa do-
¢asne funguju s moznym ale nahodnym
potencidlom niedo projektovat.

Aspektom sucasného umenia, ktory sa
vymykd logike kapitdlu, je jeho ne-
ustédle vracanie sa k my$8lienkam alebo
Strukturam, ktoré je vedomé a nie

len intuitivne. Predstava umelca

tools that were
instead developed to
shorten memory—that
is, capitalize the
near future and
recent past.

As there are no
limits to work there
are also no limits
to not working. The
idea that artists
find a way to work is
a defining charac-
teristic of current
art, emerging in the
context of post-la-
bor anxieties and
the creation and
dismantling of
ethical barriers.

Research and reading
as activities are
not accounted for in
the accusatory
model. Artists whose
modes of production
are primarily
informed by research
are assumed to be
the “good” workers.
To research in

a directed way and
then present the
results as a final
work is not a lei-
sure pursuit. But
accounting for
things and relation-
ships in the world
leads to displaced
work, the creation
of structural
subjects. There is

a sense in which all
new art accounts for
all other work
previously made.
This awareness is
not necessarily
accompanied by full
knowledge of all the
other work, but

a sense that all the
other works exist
somewhere.

Even in documentary
work, in addition to
the creation of
didactic structures
or the replacement
of a super-self-con-
scious and worn-out
fourth estate, there
is a sense that the

posadnutého Strukturou alebo ideo-
vym kontextom je niekedy samonosné.
Zdanliva préaca nie je ni¢im inym ako
maskovanie dlhodobej$ieho odkladania
rozhodovania. Také umenie sa stéava se-
mi-autondémnym aspektom Zzitej skuse-
nosti, pre umelca ako aj pre divaka.

Nepremy$§lat o umeni poc¢as tvorby ume-
nia sa 1i8i od nepremy$8lania po-

¢as pripravy PowerPointu v lietadle.
Samozrejme, z2e pracujem aj ked to vy-
zera, ze nepracujem. A ak aj nepracu-
jem a vyzeréd to, Ze nepracujem, stéale
mézem tvrdit, Ze pracujem a poc-

kat, kym si vypoéitate aké objektivne
znaky vlastne indikuju ¢as, ktory bol
straveny hodnotne, popripade pracu.
Toto je hra, ktord hra dne$né ume-
nie. Produkcia umenia a pracovné me-
toédy nie su doCasne prepojené alebo
vyrovnané, lebo my$lienka manazovania
¢asu nie je klucovou zlozkou umelecke]
tvorby a nie je nim ani motiv osobného
alebo objektivneho zisku. Iba ak sa
rozhodnu, ze takéto spréavanie bude su-
¢astou samotného diela/prace.

Pracovat sam ale v skupine je pro-
tiklad, ktory lezi v srdci dneS$nej
umeleckej tvorby. Vzdanie sa indi-
vidudlnej autondémie umelca na ukor
spoluprace je vzdy aktivnym rozhod-
nutim. Vo flexibilnej znalostnej ko-
munite, individudlna ¢innost musi byt
vzdy podriadend timovému zdielaniu
idei. Umenie ako zivot meniaci postoj
je vzdy vysledkom konkrétneho rozhod-
nutia, v ktorom su rozhodné momenty,
ktoré nie je mozné kontrolovat vylucne
zo strany umelca, ale na ktoré pbésobia
v8etci ostatni umelci. “Oni” a “my” su
ja amy amy amy aoniaoni.

Predpoklad, ze existuje niec¢o ako
“oni” je suc¢astou problému pochopit

to, ako umelci funguju v réamci spoloc¢-
nosti. Umelci su taktiez “"oni”, ktori
u¢inili konkrétne rozhodnutie fungovat
vo vynimo¢nej zone, ktora nutne nepro-
dukuje nie¢o vynimoéné. Prislusnost

k zivotu vysokej kultury je v kontexte
dnedného umenia flexibilnym koncep-
tom. Tato kriticka komunita je zaroven

nature of art is
being questioned.
The pursuit of
documentary strate-
gies is also a cri-
tique of the flow
and capitalist logic
that is applied to
the commodification
of art. The documen-
tary is permanently
working off of other
fields. It also
offers the possibil-
ity of being ar-
rested while think-
ing about art. This
is not possible
while working as

a knowledge worker.

This leads us to the
equation: “just
another citizen in
the room versus
everything I do
involves a special
perspective on the
specificity of
others.” At the
heart of the latter
artistic persona is
the assertion of
citizenship combined
with an invitation
to view the extraor-
dinary ordinary. It
makes the biographi-
cal a locus of
meaning. As art
became more specific
the biographical
became both more
generic and more
special, a way to
present the specific
in a form that would
encourage more
specificities and
more difference. Art
now is an assertion
of difference, not
an assertion of
flexibility.

How to find a better
life in all of this?
Current work under-
mines a sense or
possibility of
infinite leisure.
Infinite leisure is
only one form of
utopia based in
religion—a nightmare
full of virgins and
mansions. Will there
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subjektom aj obecenstvom. Tak vznika
situdcia, kedy umelec navrhne prob-
1ém a potom ho situuje tesne mimo do-
sah prave preto, aby otestoval poten-
cidl autondémnej tvorby.

Prinasat spravy o tom, ¢o je divné

v kazdodennom — to, ¢o sa ned& vysvet-
1it, lezi v jadre umeleckej tvorby,
ale nie z dévodov, ktoré by bolo mozné
popisat aj mimo samotného diela. A me-
nej préace méze viest k vacsSej pro-
duktivite. Tempo ideovej produkcie

v umeni je rdéznorodé, ¢o je nendhod-
nym vysledkom toho, ako sa umenie
tvori a toho, ako sa méze stat presnym
a inym, aj ked préve sa bori a tape

a hrdo nam potom hlasi svoj navrat do
samo-strazeného komplexu prezleéeného
za progresivny think-tank.

Umelci funguju v diskurzivnych mik-
ro-komunitach, ktoré su logické a za-
vislé na ich vlastnom kontexte,

a (Gasto) su generac¢nou zalezitos-
tou. Dnedni umelci su chyteni v in-
ter-generac¢nych hraniciach. Predstava,
ze umelci su dokonalym analdégom fle-
xibilnej podnikatelskej triedy je ge-
neraé¢nym konceptom, ktory len maskuje
nedostatok diferenciacie v typoch
¢innosti a katastrofalnu skutocnost,
ze umenie vedie neustaly boj proti
tomu, ¢o tu bolo kratko pred nim. Na
to je préaca dobra. Nahradzovanie mode-
lov, ktoré priniesla neddvna minulost,
modelmi lep$imi.

Nanni Moretti na zac¢iatku filmu Drahy
Dennik hovori: “Preéo v8etci? Preco
tédto fixacia na to, Zze sme sa “vSetci”
nechali kupit!” “Kri¢ali ste hrozné,
nasilné slogany. A teraz ste o$pa-
teli,” hovoria postavy vo filme, ktory
pozeréa, deprimovany “sell out” nostal-
giou, z perspektivy uUspechu a auto-
rity. “Ja som skandoval tie spravne
hesld a som skvelo vyzerajuci S$tyri-
dsiatnik.” “Aj v spolo¢nosti slusnej-
gej ako je tato bude moja vlnova dizka
zladena len s malopocetnou mensinou.
Verim v ludi, ale proste neverim vo
vacésinu ludi. Vzdy budem zladeny len

s médlopodetnou men$inou lTudi.” To sa
Iahko hovori umelcovi a tazko chépe

be dogs? Oh, I hope
there will be dogs.
To be a clerk would
be heaven for some
people. A breakdown
of the barriers
between work, life,
and art via direct
action is a rather
more rewarding
potential outcome.
Art appears to be
result-based but is
generally ac-
tion-based and
occupation-based. It
is towards some-
thing. It reaches
out. It only has
meaning within

a context and that
context will always
determine what
activities might be
necessary to improve
the context.

This leaves us
explaining every-
thing in total
communication
anxiety about
differentiation. Art
viewed as a general-
ized terrain of
collectivity and
difference operates
within a real of
anxiety that is
merely a reflection
of multiple appar-
ently contradictory
moments of differen-
tiations chiming
simultaneously.
Anxieties about too
many artists,
overproduction, and
lack of ability to
determine quality
are all ideologi-
cally motivated and
defer to a defeated
series of authori-
ties who would
prefer the attain-
ment of a neo-uto-
pian consensus,

a market consensus,
or at least the
regime of a big other
consensus. All of
these things are
attacked and are
permanently defeated
within current art.
Otherwise things

“znalostnému pracovnikovi”.
Mozno préave tu sa d& najst

priestor, kde existuje sku-
toény antagonizmus a odlis§-
nost a nie len otédzky vkusu
alebo spdsobov.

will default towards authority
and control. The entropic quality
of art’s structural and critical
trajectory is its resistance.

For the relation between art
production and the development of
creative tools for decentralized
production is also a historical
coincidence. It is only necessary
to look at what is produced
though the primary defensive mesh
arrayed against predatory
capitalization—its structural
approaches to tools that may well
have been developed for other
purposes.

Art is not a zone of autonomy. It
does not create structures that
are exceptional or perceivable
outside their own context.
Therefore current art will always
create a sequence of problems for
the generally known context. For
example, with regard to the
undifferentiated flexible
knowledge-worker who operates in
permanent anxiety in the midst of
a muddling of work and leisure,
art both points at this figure
and operates alongside him or her
as an experiential phantom.

Art is a place where the rules of
engagement are open to question.
The knowledge worker also appears
to challenge rules of engagement
but can only do so in the produc-
tion of software or a set of new
fragmented relationships. The
artist can create alienated
relationships without all these
intricacies.

A different sense of “su-
per-self-conscious” commodity
awareness is at the core of
current artists’ desire to come
close to the context within which
they work. Projection and
speculation are the tools they
reclaim in order to power this
super-self-conscious commodity
awareness. Artists project into
the near future and the recent
past in order to expose and
render transparent new commodity
relations. The surplus value that
is art is not limited to its
supposed novelty value but is
embedded in its function as

a system of awareness.

Art is a series of scenarios/
presentations that creates new
spaces for thought and critical
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speculation. The creation of new time values
and shifted time structures actually creates
new critical zones where we might find spaces
of differentiation from the knowledge commu-
nity. For it is not that art is merely

a mirror of a series of new subjective
worlds. It is an ethical equation where
assumptions about function and value in
society can be acted upon. There is no art of
any significance made in the last forty years
that does not include this as a base-level
notion of differentiation.

The idea of the “first work” or the develop-
ment of ideas is no longer directed towards
the total production of all work in the
future. This fact creates anxiety within the
culture in general and leads to a search for
analogous structures that also appear to
temporarily function with a contingent
potential for projection.

A sense of constantly returning to ideas or
structures by choice rather than by intuition
is an aspect of contemporary art that defies
the logic of capital. The notion that an
artist is obsessed by a structure or by an
idea-context is sometimes self-perpetuated.
The apparent work is no more than a foil to
mask a longer deferral of decision-making.
The art becomes a semi-autonomous aspect of
lived experience, for the artist as much as
for the viewer.

Not thinking about art while making art is
different to not thinking while preparing

a PowerPoint presentation on the plane. Of
course I am working even when it looks as if
I am not working. And even if I am not working
and it looks as if I am not working I still
might claim to be working and wait for you to
work out what objective signifiers actually
point towards any moment of value or work.
This is the game of current art. Art produc-
tion and work methods are not temporally
linked or balanced because the idea of
managing time is not a key component of
making art, nor is it a personal or objective
profit motive for artists. Unless they decide
that such behavior is actually part of the
work itself.

Working alone but in a group is a contradic-
tion at the heart of current art practice. It
is always an active decision to give up the
individual autonomy of the artistic persona
with the goal of working together. Within the
flexible knowledge community the assertion of
individual practice always has to be subsumed
within the team-worked moments of idea-shar-
ing. Art as a life-changing statement is
always the product of a specific decision
that involves moments of judgment that cannot
be controlled exclusively by the artist but
are also operated on by all other artists.
The them and us is me and us and us and us and
them and them.

The assumption that there is a “they” or
“them” is part of the problem involved in
understanding how artists function within
society. Artists are also “they” or “them”
who have made a specific decision to operate
within an exceptional zone that does not
necessarily produce anything exceptional.
For adherence to a high-cultural life is

a negotiated concept within the current art
context. This critical community is simulta-
neously subject and audience. Therefore we
have a situation in which an artist will
propose a problem and then position it just
out of reach precisely in order to test the
potential for an autonomy of practice.

Reporting the strange in the daily—-that
which cannot be accounted for is at the
heart of artistic practices, yet not for
purposes that can be described outside the
work itself. And still, working less can
result in producing more. The rate of
idea-production within art is inconsistent,
which is a deliberate result of the way art
is produced and how it can become precise
and other even while it flounders and then
proudly reports back to us within the
self-patrolled compound masquerading as

a progressive think tank.

Artists function in micro-communities of
discourse that are logical and contingent
within their own contexts, as well as
(often) generationally related. Current
artists are caught within generational
boundaries. The notion that artists are

a perfect analogue of the flexible entrepre-
neurial class is a generational concept that
merely masks a lack of differentiation in
observation of practice and the devastating
fact that art is in a permanent battle with
what came just before. That is the good of
work. Replacing the models of the recent
past with better ones.

At the beginning of his film Dear Diary,
Nanni Moretti says: “Why all? Why this
fixation with us ‘all’ being sold out and
co-opted!” “You shouted awful, violent
slogans. Now you’ve gotten ugly,” the
characters say in the film he is watching,
full of depressed sell-out nostalgia from
the perspective of success and authority.

“I shouted the right slogans and I’'m

a splendid forty-year-old.” “Even in a soci-
ety more decent than this one, I will only
feel in tune with a minority of people.

I believe in people but I just don’t believe
in the majority of people. I will always be
in tune with a minority of people.” This is
easy for an artist to say and hard for

a knowledge worker to understand. Maybe here
we can find a space where there is real
antagonism and difference rather than just
questions of taste or manners.
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Anetta Mona Chisa a Lucia Tkacova
All Periods in Capital

clay, acryl paint, plastic bag

2007

All periods in Capital pozostava z 22 591
rucne vyrobenych hlinenych guli¢iek
namalovanych na ¢ierno a uloZenych do
beznej bielej plastovej tasky. Tieto gulicky
predstavuju materializaciu vsetkych bo-
diek v diele Karla Marxa Das Kapital (Das
Kapital, Kritik der Politischen Ekonomie,
Verlag Marxistische Blatter, Frankfurt am
Main, 1976, vol.1), ktoré boli spocitané

a zrolované jedna po druhej.

Zhotovenie jednej hlinenej gulicky trvalo
v priemere 14 s, Co znamena, Ze vsetkych
22 591 kusov bolo nami dvomi vyrobe-
nych za 316 274 s, ¢o je 5271 min, a to sa
rovna 87,8 pracovnym hodindm

All periods in Capital consists of 22 591 hand-
made clay globules, painted black and put into
a generic white plastic bag. These globules
represent the materialisation of all periods of
Karl Marx’s Das Kapital (Das Kapital, Kritik der
Politischen Ekonomie, Verlag Marxistische Blat-
ter, Frankfurt am Main, 1976, vol.1), that were
counted and rolled one by one.

One clay marble took an average time of 14
seconds to be finished, meaning all 22 591 pieces
were done by the two of us in 316 274 seconds,
that makes 5271 minutes, which equals 87,8
working hours.

Anetta Mona Chisa a Lucia Tkacova
Things in Our Hands
Objects casted from melted euro coins, 2014

Things in Our Hands je séria soch vyrobenych z roztavenych eurominci, ktoré
vyzeraju ako zahadné nastroje, zbrane temného kultu alebo neidentifikova-
telné archeologické nalezy. Odliatky sa tvrdé a krehké, Spicaté a oblé, ostré

a ergonomické, pragmatické a zvlastne. Peniaze su tu oslobodené od svojej
symbolickej hodnoty a mézeme ich pouzit ako pastné kliny alebo ako uzito¢né
prostriedky pre prezitie — na kopanie, rezanie, bodanie a rozdelovanie. Podob-
ne ako narativ penazi samotnych, tieto sochy sleduju posun od konkrétneho

k abstraktnému. Vyrobené ludskymi rukami a dediace ich tvary, zosobnuju
sladkohorky vztah medzi nasimi telami a peniazmi a ich efemérnost, a pred-
znamenavaju ich zanik.

Dielo Things in Our Hands stelesnuje stav pred a po existencii penazi v nasom
svete a materializuje dva koncové body ich trajektérie. Na jednom konci st
zakorenené v prehistoérii, v casoch predtym ako boli peniaze vynajdené, ked
spolupraca predchadzala stutazenie a vlastnictvo neinfikovalo Iudské interak-
cie. Na druhom konci predznamenavaju poapokalyptickd budicnost, ked sa
peniaze stant bezcennymi a rataju sa alebo pouzivaja len ako ¢ista matéria.
Praca Things in Our Hands moze vyzerat ako fosilie z minulosti, ale v skutoc-
nosti predvida fosilie z buddcnosti.

Hodnota je fikcia, matéria je realna.

Things in Our Hands is a series of sculptures made out of melted euro coins, look-
ing like mysterious tools, weapons of a dark cult or unidentifiable archaeological
findings. The casts are hard and fragile, pointy and round, sharp and ergonomic,
pragmatic and strange. Here, money is liberated from its symbolical value and can be
used as hand-axes, as useful survival means: for digging, cutting, stabbing, splitting.
Similarly to the narrative of money itself, these sculptures trace the shift from con-
crete to abstract. Made by human hands and inheriting their shapes, they incarnate
the bittersweet relation between our bodies and money, the ephemerality of both,
and foreshadow their ends.

Things in our hands embody the state of before and after the existence of money in
our world, they materialise the two end points of its trajectory. On one end, they are
rooted in pre-history, in the times before money was invented, when collaboration
preceded competition and ownership did not infect human interactions. On the other
end, they are forecasting the after-apocalyptic future when money becomes valueless
and can only count and be used as pure matter. Things in our hands might look like
fossils from the past, but in fact they prefigure fossils from the future.

Value is fiction, matter is real.
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Barbora Kleinhamplova
& Tereza Stejskalova
SLEEPERS’ MANIFESTO, video 18’, 2014

Manifest spacov vyjadruje revoltu voci
neskoro kapitalistickej spolocnosti, ktora
len prilis rychlo bezi bez toho, aby ve-
dela kam, ktora oslavuje akciu pre seba
samu a ktorého hrdinami/hrdinkami st
ti/tie, ktori/é obetuja spanok pre tspech.
Manifest vyslovuje tizbu po odliSnom
svete, kde sd spanok a oddych hodnotné
samy v sebe. Vychadza z nasej vlastnej
skisenosti a skisenosti Iudi okolo nas,
ktori trpia nikdy nekonciacou tinavou,
uzkostou a nepokojnostou. Nazyvame to
namesacnym stavom sleep-mode (spiaci
rezim) vedomia. Tento nazov odkazuje na
technolégiu, ktord nie je ani vypnutd ani
zapnutd a tiez naznacuje, kol'ko zo zivo-
tov je penetrovanych technolégiou bez
ohladu na spolocensky status. Manifest
spacov je projekt o spanku ako symptome
nasej sicasnej spolocnosti.

Sleepers’ Manifesto expresses revolt against
late-capitalist society which is running only too
fast without knowing where, which celebrates
action for it’s own sake and whose heroes are
those who sacriface sleep for success. It express-
es a desire for a different world where sleep and
rest are valuable in themselves.

It comes from our own experience and those
around us suffering from never-ending tiredness,
anxiety and restlessness. We call this somnam-
bulist state of consiousness “sleep-mode” that
referes to technology that is neither turned off
nor turned on. This name also indicates how
much of lives are penetrated by technology
whatever our social status. Sleepers’ Manifesto
is a project about sleep as a symptom of our
current society.

14

15

Barbora Kleinhamplova

& Tereza Stejskalova

Sleepers. A three-act play with six actors.
performance / theatre play 40°, 2014

Hra bola prezentovana v galérii Tran-
zitdisplay (Praha, april 2014). Spanok je
nevedomy stav, ktory je v ohrozeni. Avsak,
napriek vSetkym minulym a sticasnym
snaham ho ukaznit, stale unika absolutnej
kontrole. Oddeluje nds od sveta bdelych,
i uz sa nam to paci alebo nie. Vsetci
vieme, ze skor ¢i neskor zaspime. Niekedy
dokonca bez toho, aby sme o tom tusili.
Kazdy bojujeme s nespavostou a Ginavou.
Zaspavame, ked chceme bdiet a nemoze-
me spat, ked netizime po nicom inom.
Spanok je vo svojej podstate radikalne
demokraticky a rovnostarsky. Transfor-
muje nas vsetkych na nevedomé tela

a rozmazava nase inak pevné presvedce-
nia, myslienky a vizie.

The play was performed in Tranzitdisplay gallery
(Prague, April 2014). Sleep is an unconscious
state that is in danger. Yet; despite all the past
and present attempts to discipline it, it still
evades total control. It separates us from the
world of the wakeful whether we like it or not.
We all know that sooner or later we fall asleep
sometimes even without our being aware of it.
We all fight insomnia and fatigue. We fall asleep
when we want to be awake and we cannot sleep
when we would wish nothing else. Sleep is in its
essence radically democratic and egalitarian. It
transforms all of us into unconscious bodies and
blurs our otherwise firm convictions, ideas and
visions.
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ELISKA MAZALANOVA
0 NYLONOVYCH SUVISLOSTIACH
JANY KAPELOVEJ

Projekt Nylonové suvislosti sa do-
tyka témy prekarizicie v oblasti kul-
tury a umenia - skuma stav ekonomickej
a spolocenskej neistoty a frustra-
cie plynucej z nestabilnej a nedo-
statoéne finanéne ohodnotenej prace.
Jana Kapelova oslovila svoje kolegyne
— umelkyne, histori¢ky umenia a kura-
torky - s prosbou, aby spisali a po-
delili sa o svoje pracovné skusenosti
a aktudlnu profesnu situaciu dolieha-
jucu na ich osobny zivot. Tieto osobné
vypovede, s ich subjektivnostou, nie-
kedy mozno skreslenym no bezprostred-
nym pohladom na vec su motivované nie-
len potrebou odhalovat a zverejnovat
nepohodlnu realitu, ale predovS$etkym
sprostredkuvaju v8eobecny pocit zien
pésobiacich v kulture. Na prvy pohlad
by sa mohlo zdat, Ze tu ide o &ire po-
nosovanie sa, neproduktivne stazZova-
nie a pasivne utéapanie sa ¢i uz v utr-
zenych krivdach alebo vo vlastnom
zlyhani. Formou kolektivnej perfor-
mancie v$§ak vytvara priestor na uve-
domenie si spoloéne zdielanej situ-
acie, na seba-reflexiu v porovnani

a v spolupatri¢nosti s druhymi dispo-
nujucu emancipaénym potencidlom stat
sa aktivnym subjektom.

Performovanie vypovedi zostavenych do
podoby fiktivnych dialégov pomenuva
suvislosti, ktoré su sice v8eobecne
zname, no obchaddza sa okolo nich poti-
chu, alebo len s malou mierou kritiky
a takmer Ziadnou iniciativou usilu-
jucou o ich zmenu. Su typické pre ob-
last kultury, ako aj pre dalsie ob-
lasti, kde je praca stotoznovana viac
so zivotnym poslanim nez s obzivou.
Pomenuvaju rodovy aspekt problematic-
kého fungovania umeleckej prevadzky
ako feminizovanej oblasti, s jej mar-
ginalizovanim a mzdovou nerovnostou.
Rovnako paradoxnu situdciu, kde usi-
lujeme o zlep$enie spoloénosti, no
vlastné neunosné podmienky, ako mélo
¢i vbébec platena préaca, fungova-

nie na zaklade kratkodobych projek-
tov a neistych grantov su prijimané

Project Nylon re-
lations deals with
the precaristion

in the area of cul-
ture and art - it
explores the situa-
tion of economic and
social insecurity
implicated by un-
steady work and in-
sufficient pay. Jana
Kapelova turned to
her colleagues, the
women among artists,
art historians and
curators, and asked
them to write down
and share their work
experiences and de-
scribe their cur-
rent work situa-
tion as it weighs on
their private lives.
These personal tes-
timonies, with all
their subjectivity
and deformed though
immediate percep-
tion, aren’t moti-
vated only by a need
to disclose and pub-
licize the unpleas-
ant reality but also
by the desire to ex-
press the general
views of women work-
ing in culture. At
first, it may seem
as a pure complain-
ing, unproductive
fault-finding and
passive pining at
both suffered injus-
tice and their own
failures. Through

a collective per-
formance, though,
she creates a space
for awareness of the
shared situation and
self-reflection by
comparison and by
shared fellowship,
i.e. the self-re-
flection that pro-
vides the emancipa-
tory potential of
becoming an active
subject.

Performing the ac-
counts compiled

into fictitious di-
alogues highlights
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ako prirodzend a trvald sucast sys-
tému. Systému, ktory idealizuje

a presadzuje individualizmus a su-
tazivost nad pozitivnym konsenzom

v spolo¢nosti.

the relations that
are generally known
but are usually ig-
nored. The only at-
tention they draw
yields only a weak
critique and al-
most no endeavor to
do something about
them. One can usu-
ally find them in
the culture but also
in other areas where
the work is moti-
vated by self-ful-
fillment rather than
by making a living.
They stress the gen-
der aspect of the
problematic oper-
ation of the art
world as a feminised
area with its mar-
ginalization and pay
inequality.

There is a similar
paradox when we try
to better the soci-
ety but the unbear-
able conditions such
as poorly paid or
unpaid work, work-
ing on short-term
projects and with
uncertain fund-

ing are accepted as
a natural and sta-
ble part of the sys-
tem, i.e. the system
that glamorizes and
enforces individu-
alism and competi-
tion at the expense
of a positive social
consensus.

NULOVA MZDA
VYZVA PROTI NULOVE MZDE

Komu: predstaviteldm kulturnich pri-
spévkovych organizaci, stétnich,
krajskych a méstskych galerii a center
souc¢asného uméni financovanych z ve-
rejnych rozpoétu

Véc: Chceme upozornit na neochotu in-
stituci platit honoréare umélcim a dal-
§im kulturnim producentdm, naprfiklad
kuratordm,na volné noze“. V této vyzvé
chceme pripomenout dusledky takového
konani a vyzyvame véas, abyste zménili
svlj pristup k tém, bez jejichZ spolu-
prédce by nebylo mozné vytvaret a rea-
lizovat kulturni program, kv0li némuz
jsou kulturni instituce zrizovany.

Pokud umélcdm/umélkynim neplatite ho-
noraf (nemluvé o tom, ze v nékterych
prfipadech ani neprispivate na produkci
uméleckého dila), je to vyraz hlu-
boké neucty k hodiném, dnlm ¢i mési-
cum préce, jez vyustila ve vystavu ¢i
kulturni program.Odmitate tim zaroven
nést odpovédnost za zivotni podminky
kulturniho producenta, jehoZz préace
legitimizuje existenci vas$i instituce.
Presouvate ji na nékoho jiného, pre-
dev8im na autora/autorku, uméleckou
komunitu, rodinné prisludniky ¢i ko-
meréni sektor. Své zaméstnance pritom
ocenujete stejné jako v8echny ostatni,
kteri se na vystavé ¢i projektu po-
dili (grafické designéry, kustody,
veskeré externi sluzby atd.). Klademe
si proto otazku - pro¢ jsou umélci

a umélkyné (a nékdy i kurdtori 6i ku-
ratorky) jedini lidé z dlouhé rady do-
davatell praci a sluzeb, kteri ho-
norar nedostavaji? Vzdyt bez nich by
primarni sluzba, kv0li niZz je gale-
rie zrizovana z verejnych zdroju, zG-
stala nenaplnéna a prostor galerie by
zistal prazdny. Cinnost instituci zé&-
visi na ¢ilé umélecké scéné, jejich
zéjem i podpora by se mély prirozené
tykat i Zivotnich podminek téch, kteri
ji vytvareji.

Mozna se domnivate, Ze vystavenim
uméleckého dila prispivate k autorové

Call Against Zero
Wage

To the representa-
tives of cultural
organizations oper-
ated by state, re-
gion, or city as
well as the centers
of contemporary art
financed from the
public budget:

We wish to point out
the lack of will-
ingness on the part
of art institutions
to pay fees to art-
ists and other cul-
tural producers
(e.g., free-lance
curators). In this
call we address the
consequences of

such a behavior and
we call on you to
change your approach
towards those with-
out whom you could
not realize the cul-
tural program - the
reason the institu-
tion exists in the
first place.

If you don’t pay
artists and curators
fees (not mention-
ing the fact that in
some cases you don’t
contribute to the
production of the
work or program), it
is a sign of a lack
of respect towards
the cultural pro-
ducer and the hours,
days, or months of
work that resulted
in an art exhibi-
tion or another form
of cultural program.
You thus refuse to
take the responsi-
bility for the 1liv-
ing conditions of
the cultural pro-
ducer, whose work
legitimizes your ex-
istence. You leave
it to to others -
the author him-
self/herself, the
art community, fam-
ily members or the
commercial sphere.
However, you do pay
your employees as
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viditelnosti, zvySujete tak jeho cenu
na trhu a pravé tim jej odménujete.
Radi bychom poukdzali na skuteénost,
?e galerie a muzea vytvarného uméni
byla od svého vzniku souc¢asti verej-
ného prostoru. Jako takova aspiruji
na spolecenskou relevantnost, kterad
se nevycCerpava zdanénim cen za prodana
umélecka dila. Tak jako jiné verejné
statky i ty umélecké vyzaduji insti-
tucionalni podhoubi pro tvorbu, pre-
zentaci i kritickou recepci. Mélo by
pak byt samozrejmé, ze vS8echny slozky
podilejici se na tvorbé, prezentaci

a recepci uméni v galeriich financo-
vanych z verejnych prostredkd najdou
své misto v alokaci financi urcéenych
na spravovani téchto instituci.

Galerijni instituce nejsou reklamnim
prostorem udélujicim umélci komeréni

.~rating® za penize danovych poplatnik.

Umélec akulturni producent neni pod-
nikatel ani spekulant. Neinvestuje do
nejistého zisku v budoucnosti. Jeho ¢i
jeji préace je dlvodem,proé¢ verejnost
instituce navs8tévuje a to bez ohledu
na to, co se s ni stane v budoucnosti.
Zneuzivate skuteénosti, ze tu exis-
tuje stédle se dopliujici rada umélcl,
kteri jsou ochotni uvérit prislibdm
symbolického ¢i finanéniho zisku a na
uvér znovu naplnit vystavni prostor
vasi instituce.

Je rovnéz nutné vzit v potaz, ze

uméni se v poslednich letech promé-
nilo a s nim i postaveni galerijni in-
stituce. Umélec jiz del$i dobu netvori
jen artefakty v soukromi svého ateli-
éru. Dnes je to préavé instituce, ktera
stimuluje uméleckou tvorbu a podstat-
nym zptsobem se na ni podili (napr.
kuratorskym zadanim). Néktera dila
dokonce existuji pouze v c&asoprostoru
vystavy a v komunikaci s nav8tévnikenm,
jsou neprenosnou (a neprodejnou) kva-
litou. Ceské instituce se musi také

s touto tendenci umélecké tvorby, jez
se objevila v poslednich padesati le-
tech, adekvatné vyrovnat a aktivné na
ni reagovat - a ne se stavét do pa-
sivné agresivni pozice nezajmu, neu-
¢asti a neporozuméni.

well as all the oth-
ers who participate
in the project/ex-
hibition (graphic
designers, gallery
guards and all the
other services pro-
viders). Why are the
artists (and some-
times also the cura-
tors) the only peo-
ple from the long
chain of service
providers who do not
get any honorarium?
Without them you
would not be able to
fulfill the specific
role of a gallery
funded from the pub-
lic budget, the ex-
hibition space would
remain empty. The
activity of the in-
stitution depends

on the existence of
a thriving artis-
tic scene, it should
therefore consider
the living condi-
tions of those who
are part of it.

Perhaps you think
that by exhibiting
an artwork you con-
tribute to its au-
thor’s visibility
and in this way you
raise the value of
his work in the mar-
ket and this should
be his or her re-
ward. If this is the
case, we would like
to point out that
art galleries and
museums have been
since the begin-
ning a part of the
public space. They
strive for social
relevancy that is
not exhausted by the
tax paid when an art
work is sold. As do
other parts of the
public sphere, also
art requires insti-
tutional structure
for creation, pre-
sentation and crit-
ical reception. It
should be taken for
granted that all the
activities involved
in creation, presen-
tation and reception

Umélec ¢i kurator na volné noze je
pro vas rovnocennym partnerem, mélo
by tedy byt samozrejmé, ze finan¢ni
1 jiné podminky vystavy ¢i projektu
jsou transparentni a predem jasné
stanovené.

Mdzete namitnout, Ze v Gase uspornych
opatreni maji instituce omezeny roz-
poc¢et. Ale ani kdyz omezeny nebyl, ne-
jednali jste jinak. A je to prave

v dobé krize, kdy je zretelné, Ze by
galerijni instituce mély prehodnotit
své priority, prestat parazitovat na-
voluntarismu umélcl, kuratord a jimi
vytvorenych strukturdch a zaéit uméni
podporovat - nikoliv mu jen poskytovat
docasny prostor pro vystaveni.

Hynek Alt, umélec

Zbynék Baladréan, umélec

Jan Haubelt, umélec

Vit Havranek, kurator

Vaclav Magid, umélec a kurator
Pavla Scerankovéa, umélkyné
Jiri Skala, umélec

Jakub Stejskal, teoretik
Tereza Stejskalova, kuratorka
Pavel Sterec, umélec

Tomas$ Svoboda, umélec

Jirfi Thyn, umélec

Tomas Uhnak, umélec

Aleksandra Vajd, umélkyné
Du8an Zahoransky, umélec a kurator

of art in galleries
funded by public fi-
nance are taken into
account and allo-
cated in the budget
dedicated to manage
these institutions.

Galleries are not
advertising spaces
supposed to provide
the artists with
commercial “rating”
for the tax-payers’
money. The artist or
cultural producer

is not a business-
man who invests into
an uncertain fu-
ture. His or her
work is the reason
people visit the in-
stitution no matter
what happens with it
in the future. You
take the advantage
of that there is an
endless line of art-
ists who are willing
to believe in the
promise of a sym-
bolic or financial
gain and fill your
exhibition space on
credit.

It is also necessary
to consider that art
has transformed it-
self in the recent
years and so did the
art institution. The
artist does not cre-
ate artefacts in the
privacy of his/her
studio. Today, it is
the institution that
stimulates artis-
tic practice through
a curator’s assign-
ment. Some works
exist only in the
space and time of an
exhibition, in the
communication with
the audience and are
therefore difficult
if not impossible

to sell. Czech in-
stitutions have to
come to terms with
this tendency of

art and not be pas-
sively aggressive
lacking interest and
understanding.
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The artist and cu-
rator should be an
equal partner and
the financial and
other conditions of
the project should
be transparent and
stated beforehand.

You could object
that that in the
times of austerity
measures the budget
is limited. However,
also when it was not
so limited, you did
not act very dif-
ferently. It is pre-
cisely in the times
of crisis that it
becomes clear that
gallery institutions
should reconsider
their priorities and
stop exploiting the
enthusiasm of art-
ists, curators, and
the structures they
have created. It

is time to actually
support art and not
only provide it with
a temporary exhibi-
tion space.

Hynek Alt, artist
Zbynék Baladran,
artist

Jan Haubelt, artist
Vit Havranek,
curator

Véaclav Magid, artist
and curator

Pavla Scerankova,
artist

Jiri Skéla, artist
Jakub Stejskal,
theoretician

Tereza Stejskalova,
curator

Pavel Sterec, artist
Tomé$ Svoboda,
artist

Jirfi Thyn, artist
Aleksandra Vajd,
artist

Du$an Zahoransky,
artist and curator

UMENI ZA CHODU STROJU

MOHAMMAD SALEMY

Tvorbu je treba omezit na povrch

1.

Mameli se na zakladé predpokladu, ze
uméni vzdy existovalo, pokusit vy-
svétlit jeho danost, musime zéaro-

ven prijit s takovym konceptem

uméni, ktery bude odpovidat existu-
jicim uméleckym dildm a jejich déji-
nam. Kdybychom naopak brali dosud vy-
tvorend dila jako zakladni predpoklad
pro vyhodnoceni toho, zda je vibec
mozny néjaky novy druh tvorby, mohli
bychom rychle zjistit, Zze mnoho véci
povazovanych dnes za uméni vlastné
vibec uménim neni. Pokud mame uchovat
cokoli, co bychom mohli oznac¢it jako
uméni, musime se snazit porozumét ne-
jen tomu, co uméni je, ale také tomu,
co vytvari anebo by mélo vytvéaret.

2.

Shodnemeli se na tom, Ze naivni huma-
nismus predstavuje nejvétsi problém
soudobého uméni, pak se ukaze, ze re-
8eni tohoto problému rozhodné neni
trivialni. Zavrhnutim predstavy, ze
riznorodé subjektivni interpretace
uméni jsou smyslem jeho existence, ml-
zeme rozbit celou strukturu soucas-
ného uméleckého paradigmatu. Nicméné
problém antropocentrického uméni ne-
lezi pouze v potencidlni rdznorodosti
interpretace, ale také v rozvolnéni
epistemickych standardd jeho hod-
noceni. Problém lezi v myS8lenkovém
zkratu, kdy je hodnota umé&leckého néa-
padu chéapéna pouze jako relativni vi¢i
uméleckému aktu, ktery tuto hodnotu

v praxi stvorfil.

3.

Z tohoto divodu nemlze mit uméni jako
produkt hodnotu samo o sobé. Uméni se
vzdy tyka problematiky zpristupnéni.
Proto musi odpovidat na otézku, jakym
zplsobem tvorba uméleckého dila zpri-
stupfiuje a ovliviAuje my$leni tvlrce

i divaka. Uméleckd ¢innost tedy nemlze
byt pouze formélni hrou. ,Formalizace"

1.

If we were to begin
with the assumption
that art has alwaysex-
isted, and try to ex-
plain its givenness,
then we would have to-
create a concept of
art that fits within
the set of existing
artworksand their his-
tories. However, if we
instead begin by de-
veloping aconcept of
art as a condition in
order to understand
whether anew kind of
art is possible, then
we could very well
find out thattoday,
much of what is taken

to be art simply isn’t.

If we are tohang onto
anything that might be

called or resemble art,

ourefforts have to in-
clude not only under-
standing what art is,
but alsowhat art does,
and even more impor-
tantly what it ought
to do.

2.

If we take naive hu-
manism as art’s main
problem today, then
thesolution can be-
come a nontrivial one.
By removing the diver-
seand subjective in-
terpretations or ex-
periences of art as
itscondition of pos-
sibility or telos, we
can collapse the en-
tire edificeof the
dominant art paradigm.
However, the prob-
lem of theexisting hu-
man-centered art does
not only lie in its
variegatedinterpreta-
tion, but also in the
relaxation of epis-
temic standards forthe
adjudication of its
value. Moreover, the
problem lies in thes-
hort circuit with
which the value of an
artistic proposal is
gaugedas being only
relative to the ar-
tistic act with which
it is affirmedand
produced.
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zahrnuje individudlni schopnost pra-
covat s omezenim, které mu klade zanr,
médium, vystavni prostor nebo obe-
censtvo. Tento fakt md dalekosdhlejs§i
dopad, nez jakym jsou ¢ird hra a ex-
perimentovani. Uméni by nemélo byt
hravé pouze po formédlni strance. Méli
bychom ho chapat spise jako zplsob na-
vigace v kognitivnévjemové topologii.

4.

Problematika uméni nemdze byt vyre-
§ena na urovni nazirani a interpre-
tace. Smysl konceptudlnich interpre-
tacénich praktik se neodviji pouze od
konfrontace divédka s uméleckym dilem,
ale zahrnuje také konceptualizaci,
kterd umoznuje samotny akt stvoreni
daného dila. Na uUrovni vyroby neuziva
umélec pouze ,techniku® v 8ir8im slova
smyslu, ale udrzuje také urc¢ité prin-
cipy své tvorby. Umélec zading s jis-
tym souborem my$8lenek a s uréitym pri-
stupem k dosavadnimu védéni. Stejné
tak chape, nakolik se vysledek umé-
leckého dila zamérné otevird vi¢i na-
hodilosti. Tento typ dila je procesem
a prilis se nelis$i napriklad od zpl-
sobu, jakym funguje vysokorychlostni
algoritmické obchodovani.

5.

Ackoliv uméni nemdze byt chapano pouze
v souvislosti se signdlem, infor-
maci, re¢i nebo pravidly, nemélo by
byt vykladéano ani pouze prostrednic-
tvim neuré¢ité a interpretativni bio-
fenomenologické zkuSenosti v prostoru
muzea, galerie nebo na jakémkoli ji-
ném verejném misté. Pritom ale ne-
mdzeme divakovi upirat jeho viru

v to, Ze svou zkuSenosti dilo zavr-
Suje. Budouci sila uméni zavisi na
jeho schopnosti mnohotvarnosti a pri-
zplUsobivosti vU¢i rdznym platforméam.
Aby uméni ¢elilo strojlm, musi opustit
majestat lidstvi a stat se plné proce-
sudlnim a prenositelnym.

6.

Mit na uméni konceptudlni a racio-
nadlni naroky znamend tvrdit, Ze jeho
hodnota nezavisi pouze na konceptu-
4alnim a neurc¢itém aktu individuélni

3.

This is why art as

a product cannot have
value by itself. To
simplyassume that any
act of creative affir-
mation by humans is
good initself is pre-
cisely what allows

the relativist as-
sertion that"every-
thing is art” to never
exhaust itself. Art
must respond to thep-
roblem of enablement,
i.e., how the making
of artworks enables-
both the maker and the
viewer to think. Thus,
art productioncan-

not be merely formal
play. “Formalization”
involves one’sability
to work within con-
straints set by the
genre, medium,display
space, and/or the au-
dience. This has far
more import thanpure
play and experimen-
tation. If anything,
rather than beingplay-
ful in relation to
form, art needs to be
approached as astrat-
egy of gaming the cog-
no-sensible topology,
or the surface ofthe
work.

4.

Art’s problem can-

not be solved at the
level of viewing and-
interpretation. This
is because the concep-
tual import ofinter-
pretive practices does
not merely occur cor-
relationally fromthe
viewers’ confrontation
with a produced work
of art, butinvolves

a type of conceptual-
ization that allows

a work of art tobecome
possible in the first
place. At the level of
production, theart-
ist not only utilizes
a “technique” in the
larger sense of the-
term, but also intro-
duces sufficient fi-
delity to maintain
certainassumptions.
The artist does so in
order to maintain the-
functionality of the
work, while speculat-
ing on how cognition-
automatically gener-
ates assertions about
art’s metaphysicala-
vailability to the
viewer. The artist be-
gins with a certain

interpretace, chapaném jako vysledek
subjektivniho nazirani. Tvorba umé-
leckych objektd musi byt znovu podmi-
néna tvlré¢im zamérem autora, ktery je
beztak v dile pritomen svym ,podpi-
sem“. Zachovat tuto krfehkou rovnovahu
znamena aktivovat funkce dané prace na
urovni povrchu, aniz bychom upadli do
spirdly humanismu.

7.

Z hlediska divactvi funguje socialni
rozmér uméni uvnitr uréitych ome-
zeni (napriklad prostorovych a ma-
teridlnich), ovlivaAujicich jeho po-
dobu. Proto musi tvaréi akt propojit
materidlni a spoleéensky rozmér dila,
aby nastolil nova pravidla, nebo,
chceteli, aby mél vibec néjaky vy-
znam. V opac¢ném pripadé uméni nezbyva
nez udrzovat sv(j monopol vi¢i spo-
le¢enskym hodnotéam a operacim, ja-
kymi jsou nébozenstvi nebo politika
reprezentace.

8.

Existuje zasadni rozdil mezi dvéma
koncepcemi uméni: prvni je obecna

a zahrnuje v8echny lidské aktivity za-
mérené na nové formy krdsy nebo na
bezpodmineéné a nedefinovatelné hod-
noty. Toto pojeti zastreSuje rdzno-
rodd média, jako jsou napriklad lite-
ratura, divadlo, hudba, architektura,
film, hry. Druhda, uz8i koncepce ozna-
¢uje strategie v ramci galerii a mu-
zei, véetné téch, které se snazi tuto
tradici prekonat. VétSina 1idi ma na
mysli druhou koncepci, kdyz mluvi

o uméni. Tuto omezenou definici udr-
zuje pohromadé pouze historicka ne-
hybnost a ekonomickéa moc.

9.

Moderni definice uméni, kterd upred-
nostnuje jeho vizudlni rozmér, dodéava
déjinné udalosti esenci prostred-
nictvim muzeologie a fotografie. Obé
tyto technologie legitimizuji dne$ni
uméni skrze jeho historicky predobraz
a skrze ritudl, ktery zname jako vy-
stavovani souc¢asného uméni. Vystavni
prostor plni funkci sekularni ka-
tedrédly a propudjc¢uje uméleckym dildm

set ofideas and access
to a level of already
produced knowledge, as
wellas an understand-
ing of how proactive
risk-taking opens up
theoutcome of the art-
work to contingency.
This type of work is
aprocess and is not
that different from,
for example, the way
high-speed algorithmic
trading works.

A simple wormhole ef-
fect is created us-
ing a revolved curve,
a projected grid, and
a light. Made using
Autodesk Maya, this
image is best known as
desktop wallpaper.

5.

While art cannot be
conceived only in
terms of signals,in-
formation, language,
and rules, it should
also not be legiti-
matedstrictly through
its indeterminate and
interpretive bio-phe-
nomenological experi-
ence in a designated
space called themuseum,
gallery, or any given
public space. Nor can
any faith berestricted
to the viewer for the
artwork’s completion
throughexperience. The
future valence of art
will depend on its
modularityand adapt-
ability to multiple
platforms. For art to
face themachines, it
needs to leave the
church of humans and
becomefully processual
and transmittable.

6.

To have conceptual and
rational demands from
art is to state that-
whatever value art-
works have does not
just reside in the-
conceptually inde-
terminate notion of
interpretation, un-
derstoodto be exclu-
sively on the side of
the subjective act of
viewing. Art-making,
therefore, must con-
cern itself with the
productiveintentions
of the maker, which
one way or another
will always beworn
like an identity tag
on art’s sleeve. To
maintain this finebal-
ance means making the
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rozmér metakvality. Zamé&nuje umélecka
dila za to, co jsme vy$8e oznac¢ili jako
obecnou podobu uméni, aby kolonizoval
a narokoval si vS8echny tvarcéi pristupy
ve jménu soucasného uméni.

10.

Prichod uméni budoucnosti pfimo za-
visi na dvou zédsadnich predpokladech.
Za prvé, uméni zitrka musi byt osvo-
bozeno od omezeného mechanismu dé-

jin uméni a zvlasté pak od onoho dlou-
hého a silného retézu, ktery je vaze

k tradici modernismu. Za druhé, uméni
se musi vymanit z role nositele vy-
znamu — tedy z role, kterd jeho vyvoj
dlouhodobé doprovéazi. Pokud chceme
uméni osvobodit z podru¢i lidské domi-
nance, musi byt tyto dvé podminky spl-
nény. Musime se zeptat sami sebe: jaké
podminky propdj¢ily vizudlnimu uméni
v zapadni kulture takovou zasadni
roli? Tato otazka po néas za&da, abychom
prepsali déjiny uméleckého vyznamu

v celé zapadni filosofii, od pravéku
az po dnesek.

11.

Osvobodit uméni od jeho déjin a onto-
logie znamend uvolnit jeho vazby na
lidskou minulost, aby mohlo jiz dnes
odhalit svou mechanickou budoucnost.
Uméni se v8ak nesmi uplné zbavit své
role nositele vyznamu, dokud neodha-
lime pravou formu ateismu, ktery ne-
guje jak bohy, tak vitalismus pri-
rody, lidi, materidlniho svéta, reci
i strojt. Do té doby musime zajistit,
aby umélci nebyli témi, kdo se snazi
sami tvorit vyznam.

12.

Lep$8i definici i ulohu uméni mdzeme
vytvorit pouze tehdy, pokud preko-
name jeho déjinnou nehybnost trvajici
od 20. stoleti. Tuto nehybnost m& na
svédomi posedlost umélcl otazkou po
identité uméni, jez je spojend s poru-
Sovanim téze identity uz pro samotny
akt poruSeni. Kdyz se tato tendence
spojil s postmodernim puzenim k diver-
zité a pluralité, vznikne prostredi
katastrofického nedostatku kritérii
pro tvorbu soudd o uméni. Dnes$ni uméni

functions of the work
executable on thelevel
of the surface without
succumbing to humanist
feedbackloops.

7.

On the level of view-
ership, the social as-
pect of art operate-
saccording to certain
constraints such as
the spatial and mate-
riallimits that in-
form and also con-
strain its appearance.
This is whythe art
part of art-making
must crisscross both
the material andso-
cial levels of its
production in or-

der for it to reason-
ably assertnew rules,
or as some might say,
have any meaning.
Otherwise,what remains
for art to accomplish
besides habitually as-
suming itsmonopoly on
certain kinds of so-
cial values and oper-
ations, likereligion
or representational
politics?

8.

There is a fundamen-
tal distinction be-
tween two senses of
art: ageneral one,
which includes all
human activities
aimed at newforms of
beauty or uncondi-
tional and indefinable
value—thevarious me-
dia and their histor-
ical accretions, such
as literature,the-
ater, music, architec-
ture, cinema, games;
and a more specific-
sense, as an identifi-
able gallery - or mu-
seum-based practice
thatincludes various
historical performa-
tive attempts to break
withitself. Most peo-
ple talk about art in
reference to the lat-
ter of thetwo. This
limited definition,
of course, has lit-
tle more thanhistor-
ical inertia and eco-
nomic power holding
it together as acon-
cept. Isn’t this why
it endlessly invites
the relativist wisdom
ofcurators and crit-
ics, since it pre-
sumes to articulate

a motleycollection of
practices that seem

je nuceno k produkci prebyteénych, se-
bestrednych dél: kdyz se poru$ovani
tradice stane jedinou hybnou silou,
ddsledkem je snaha prosadit svou vuli
proti jakymkoli omezenim. Nakonec

se z uméni stava akt, jehoz autorita

a hodnota jsou posvéceny automaticky
v momentu tvorby.

13.

Neomalenému spojovéani uméni s vé-

dou se musime vyhnout jako ¢Cert

krizi. Uméni dneSka nemd zadny epis-
temicky vliv, a pokud ano, pak pouze
jako vedlejs$i uc¢inek. Navzdory tvr-
zeni o tvorbé védéni skrze kvalita-
tivni i kvantitativni védecké projekty
si dne$ni uméni neklade za cil néjaké
veédéni skutecéné vytvaret.

14.

Dopad uméni na védéni - jeho schop-
nost u¢init védéni pristupnym - vzdy
odpovidal teoretické a estetické sle-
poté védy, kterd podle obecného mi-
néni védéni vytvari. Vzhledem k tomu,
e je uméni povazovano za typ racio-
nality se specifickym pristupem k ma-
nipulaci s formou a materidly, pred-
stavuje typ technologie hledajici
odpovéd na ty epistemologické nedo-
statky, na které véda nema trpélivost.
V tomto ohledu musi byt uméni chépéno
z hlediska jeho zamy$8lené i nezamy$-
lené role, a snad i v kontextu jeho
nahodilé spolec¢enskokognitivni ulohy
uvnitr oddélené komunity uméleckych
profesionald, kteri jsou skutec¢nymi
délniky v oboru umélecké tvorby.

15.

Samozrejmé by se dalo namitnout, ze
sou¢asné uméni, tedy uméni v uz-

§im smyslu, mGZe poskytnout ryzi in-
tersubjektivni prozitek, ktery na-
sledné mlGze spustit jedinecény sled
uvah, a uméni tak mdze byt pretvoreno
za ucelem produkce jistych néazorl nebo
jistych spoleéenskych standardd. AvS8ak
v nasSem stavu presyceni v8emi moz-
nymi, neustédle pristupnymi médii se
musime ptéat, zda vlbec potrebujeme
uméni, které by skrze svou profesio-
nadlni formu a technickou re¢ tvorilo
tento typ spolecenské konstrukce.

radically variegated
in contentbut are se-
cretly conjoined?

9.

The modern definition
of art that privileges
its visual character-
essentializes the his-
torical incident of
modern art throughmu-
seology and photog-
raphy—two powerful
nineteenth-century-
technologies. They le-
gitimate today’s art
through its histori-
calmirror image and
the materiality of the
ritual called exhib-
itingcontemporary art.
The exhibition space
imbues artworks with
ameta-quality within
these secular cathe-
drals of sorts, con-
flatingworks with what
we identified above

as the general sense
of art inorder to col-
onize and lay claim

to all other cre-
ative practicesunder
the name of contempo-
rary art.

A project of Vladimir
Ilyich Lenin’s plan
for “Monumental
Propaganda,” Vladimir
Tatlin’s vision for
Russian modernity only
made it as far as the
model stage, but lives
on for us in screen-
shot courtesy of
Salemy.

10.

The emergence of a fu-
ture art will directly
depend on twofunda-
mental conditions.
First, the art of to-
morrow needs to be-
freed from the shack-
les of the logic of
art history and par-
ticularlythe long

but thick chain that
leashes it to modern-
ism. Second, artneeds
to be freed from serv-
ing as the purveyor of
meaning, a dutythat
accompanies this his-
tory. These two condi-
tions are needed ifwe
are seeking to secu-
larize art from its
domination by human-
ity.This double liber-
ation does not require
the re-elaboration of
art’ssignificance; on
the contrary, it re-
quires a form of down-
gradingrather than
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16.

Pouze skrze tento omezeny uhel po-
hledu mize byt uméni zac¢lenéno do
schddného paradigmatu védéni, jez se
vymani z konceptudlnich pasti, tolik
oblibenych mezi umélci, ktefi hodnotu
své prace ospravedlnuji srovnava-

nim s uzitkovou hodnotou védy. V tomto
sméru se nechavame unédsSet zakouz-
lenym proudem romantismu a humani-
smu. V dnedni dobé o sobé& mnoho umélcu
tvrdi, Ze vykonavaji préaci védcu uz
jenom tim, Ze ve svych pracich ztvar-
nuji vysledky systematickych projektd:
je zde umélec jako historik, umélec
jako sociolog, umélec jako antropo-
log a dokonce i umélec uzivajici prvky
neurologie, fyziky, matematiky a ji-
nych védeckych oborl. Na druhé strané
bychom stejné tak méli svrhnout hod-
notu védy z piedestalu, na kterém se
momentdlné nachéazi.

To v8ak neni totéz jako tvrdit, ze
uméni nevytvari zadny typ védéni. Kdyz
pripustime, Zze ne vS8echno védéni je
posvatné a Ze uméni nevytvari zadné
objektivni védéni, uvédomime si, ze
kognitivni smérovani uméni je odlisné
od védeckého zkoumani a naopak. Pokud
se nesoustredime v prvé radé na vé-
déni a zamérime se misto toho na uméni
jako na platformu, kteréd dovede pre-
klenout rozestup mezi vnitrfnim rozmé-
rem uméleckého svéta a jeho vnéjskem,
pak nam uméni poskytne formy védéni,
jimiz se véda nikdy nezaobirala a zao-
birat nebude.

17.

Aby uméni 21. stoleti ziskalo novy
ucel, je treba je omezit na exaktni
védu o povrchu, neboli na nejmensi
¢ast toho, co estetickd teorie na-
zyva formou. Forma neni nic jiného

nez interakce a vzajemné prekryvani
rdznorodych topologickych povrchi.
Forma je tim, co pluralita povrcho-
vych efektd pokladd na povrch vniméni.
Jako véda o povrchu se uméni musi vy-
rovnat se svym vlastnim metafyzickym
nedostatkem a ddle se musi stat tvar-
¢im v réamci svych omezenych, povrcho-
vych moznosti. Tato hluboka véda o po-
vrchu hraje zadsadni roli pri budovéani

elevation. We must be-
gin by asking our-
selves: Whatconditions
have made visual arts
a concern of Western
culture?This question
requires us to re-
write the history of
the rise of art’ssig-
nificance in relation
to Western thought and
philosophy fromthe
prehistoric ages to
our own time.

11.

Art’s extraction from
its history and ontol-
ogy is a separation
thatonly loosens its
ties to its human past
so it can invent today
itsmachinic future.

By positing truth, in
the future art will be
able tomaintain its
negative condition of
skepticism, and si-
multaneouslyfocus on
the positive condi-
tions required to con-
struct newperspec-
tives. However, art
cannot rid itself com-
pletely of meaningun-
til the emergence of

a true form of atheism
that negates notonly
gods but also the vi-
talism of nature, the
human, the material-
universe, language,
and, finally, the ma-
chine. Until then, we
haveto ensure that
artists are not the
ones intending to pro-
duce directmeaning.

12.

We can only carve out
a better definition
and role for art if
weforgo its historical
inertia from the twen-
tieth century onwards.
This has constituted
artists’ obsession
with both defining

art andtransgressing
its definition for no
other purpose thant-
ransgression itself.
When combined with the
postmoderncompulsion
for difference, diver-
sity, and multiplic-
ity, thisoriginates
nothing other than

a catastrophic lack

of criteria formak-
ing judgments on art
and the consequent in-
determinacy ofcontem-
porary art. This has
reduced today’s art
practice toredundant

stereoskopické vize uméni/védy. Je
trfeba odebrat uméni jeho metafyzické
trumfy a primét ho uvédoméle pracovat
v ramci své vlastni ontologie. Toto je
prvni krok na dlouhé cesté, na jejimz
konci se uméni stane opravdovym zplso-
bem my$&leni. Aby uméni bylo vi¢éi védeé
autonomni, musi nejdrfive ovléadnout
vlastni doménu. Tato strategie obnasi
vidét uméni nikoli jako jev omezeny
lokalnim dopadem jeho povrchovych kva-
1it, ale jako prostredek prekonani
této lokalnosti.

18.

Z hlediska estetiky je v8ak uméni ob-
jektivni védou o povrchovych efektech.
Slupka, skrze kterou uméni zasahuje
do okolniho svéta, otevird jeho po-
tencidl stat se nosnou platformou. Je
nezbytné redukovat uméni na samotny
povrch, pokud chceme predat jeho ideu
i praxi nas8im strojum. Jako priklad
1lze uvést podobu a atmosféru fikénich
svétl nebo estetiku spoledenského po-
rozuméni a vztahd. V takovychto kon-
textech mdze uméni zpristupnit vé-
déni jak pro 1lidi, tak pro stroje. Na
této vys8s8i urovni, kterd se bohuzel

z na8i pozice jevi jako dosti omezen4,
mze uméni poskytnout metody kompri-
movani skrze svou formu. Dobrymi me-
taforami a priklady této mySlenky

jsou ¢arovy kéd, QR kdéd nebo emoti-
kony. Casoprostorové napodobeniny
téchto jednoduchych forem, které umoz-
Auji interakce ¢lovék-¢lovek, ¢loveék-
stroj nebo stroj-stroj, jsou jen jedny
z mnoha moznosti. Afektivni optickeé

a akustické vymény uvnitr vesmiru, ur-
¢itého prostredi a mezi Zzijicimi by-
tostmi byly vzdy bezdratové a velmi
uspésné v podpore zivota. Komprimace
musi v8ak byt chapana v navaznosti na
roli uméni pri tvorbé kognitivnich
procesl, a ne jako uctivand tvorba
specialniho hyperkognitivniho a lu-
xusniho produktu.

19.

Uméni nédm mdze pomoci lépe chépat roz-
dil mezi poskytovéanim vhledu a vytva-
renim védéni. Uméni, stejné jako fi-
losofie, jiz neni metodou ,znalosti

affirmative cre-
ations: as trans-
gression for its own
sakebecomes the sole
driver, the corollary
impulse is the imposi-
tion ofone’s will over
any and all existing
constraints. Finally,
artbecomes an abrupt
intervention whose au-
thority and value
areendowed automat-
ically in the act of
creation—even if,par-
adoxically, this very
occurrence is indexed
within its particular-
history of formal play
and transgression.

13.

As an important in-
junction, we have

to avoid the vul-

gar equationbetween
art and science like
the bubonic plague.
Today’s art hasno di-
rect epistemic ef-
fects, or if it does,
they are merelycontin-
gent. Despite claims
about the production
of knowledge viaquali-
tative or even quanti-
tative research proj-
ects, which might
beeffective for the
purpose of art funding,
art today is not di-
rectlyabout knowledge
production. In fact,
the only way that we
mightpositively recu-
perate art is by pre-
venting it from mas-
querading asa form

of intuitive knowl-
edge by colonizing all
other forms ofcreativ-
ity, including design.
The status of each of
the visual arts, as-
they operate today,
has to be understood
as a species belong-
ing toa wider genus
and not the other way
around.

14.

There is always a pen-
dular movement between
art’s impact onknowl-
edge—its capacity to
make knowledge cog-
nizable—and thetheo-
retical and aesthetic
blindness of the sci-
ences, whichsuppos-
edly produce knowl-
edge. Considered as

a mode ofrationality
with a particular way
of accessing and ma-
nipulating itsouter
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o nécem", ale spiSe ,znalosti, jak
néco délat“. Uméni jako objekt i pro-
ces se mUze stat tvlrcem védéni tim,
2e zpristupni svétu sadu schopnosti,
se kterymi mUze pracovat, spiSe nez
aby prosazovalo nebo potvrzovalo ur-
¢ity koncept. Skrze materialni moz-
nosti uméleckého dila, anebo diky
¢asovému rozméru jeho tvorby a vy-
stavovani, lze zprostredkovat in-
teligenci - mechanickou, lidskou ¢i
oboji. Uméni jako uréity vhled a jako
zplsob navigace, spiSe nez jako vé-
déni a vira, pak mGze byt chédpano jako
uméni epistemické orientace. Pro shr-
nuti: tvorba neni uméni samotné. Uméni
ma kognitivni roli, av8ak nemélo by se
na néj nahliZet pouze jako na kogni-
tivni produkt. I tento fakt odkazuje
na jeho kontinuitu, a to mnohem vice
nez jeho domnéléd zaménitelnost s ide-
aly a praktikami prirodnich véd.

20.

V tomto ohledu se role uméni velmi po-
doba filosofii, nebot mdze byt po-
vazovano za jisty druh kognitivniho,
filosofického modelovéni. Tim, ze
zpristupnuje podminky pro tvorbu vé-
déni, je posedlost uméni definovanim
sebe samého velmi Uzce spjata s jeho
neurc¢itym subjektivnim dopadem na po-
tencidlni divaky. AvS8ak spolecensky
rozmér uméni nese men$i vinu na nedd-
sledné neurc¢itosti uméni neZ materi-
alni tvorba samotna. Uméni budoucnosti
by mohlo synchronizovat své materi-
alni a normativni néaroky s témi spo-
le¢enskymi, ¢&imz by umoznilo kon-
krétni a ur¢ité soudy. Timto zpusobem
se spolecéensky rozmér uméni mdze opét
stat védénim, které nestagnuje a neni
zabredlé v neuréitosti a rozmaru.

21.

Precizni uméni zitrfka musi preklenout
rozkol mezi prirodnimi a humanitnimi
védami, ale mélo by zlstat na strané
véd humanitnich. Umélost povrchu mlze
velmi lehce souznit s konstruovanosti
¢iré my$Slenky, kterd mad svij vlastni
opensourceovany a kolektivné vytva-
reny umély povrch. Diky tomuto pro-
cesu mdze uméni odhodlané opustit sva

forms and materials,
art is then a type of
technologysearching
for solutions to the
epistemological short-
comings forwhich sci-
ence has no patience.
In this regard, art
needs to beunderstood
in terms of its in-
tended and unintended
cognitiverole, and
even perhaps its con-
tingent socio-cogni-
tive role withinthe
gated community of art
professionals who are
the real laborersin-
volved in its social
production.

15.

Of course one might
argue that contempo-
rary art, in a lim-
itedsense, can pro-
vide a genuine inter/
subjective experi-
ence, whichmay trig-
ger a particular set
of reflections, and
so therefore it canbe
engineered to pro-
duce certain beliefs
or represent cer-
tainsocial standards.
However, in the abun-
dance of all other
forms ofdirect and ac-
cessible 24/7 media,
do we really need art
with itsprofessional
attire and techni-
cal language to cre-
ate this kind ofsocial
construction?

16.

Only from this limited
angle might art be in-
tegrated within anav-
igational paradigm

of knowledge, escap-
ing the conceptualdead
ends fancied by art-
ists who justify the
value of their work
bycomparing it to the
use value of science,
a path that leads no-
wherebut down the en-
chanting Romantic
humanist stream.
Nowadays agreat num-
ber of artists claim
to be performing the
labor ofscientists

by simply incorpo-
rating the result of
systematicendeavors
within their own pro-
duction: artists as
historians,artists

as archivists, art-
ists as social sci-
entists, artists as-
anthropologists, and

vlastni tvrzeni o tvorbé a prijmout
svou funkci pri uréovéani limitd a moz-
nosti samotného poznani.

22.

Uméni, at uz s tim umélci souhlasi ¢i
nikoli, je absenci vyznamu zabale-

nou do kognitivni slupky, kterou vi-
dime jako povrch poznani a jako zhmot-
néni déjinné i sémantické prazdnoty,
ktera ho definuje. Je to série ové-
ritelnych tvrzeni, kterd jsou vlo-
zend do redlného svéta a zhmotnénd za
uc¢elem vyplnéni prézdného mista vy-
znamu - je to tedy prézdnota exis-
tujici v préazdnoté. Navzdory védé,
kterad funguje jako nevyrovnany pro-
strednik mezi tim, &im svét je, a tim,
¢im by mél byt, musi uméni byt cha-
pano jako vnéjsi forma (a to jak svéta
vnitfniho, tak vnéjsi reality), a tedy
jako dalsi prostrednik mezi empirickym
a konstruovanym, pusobici ve prospéch
svéta, jaky by mél byt. V nevyrovna-
ném sporu mezi svou znaéné& silnou on-
tologii a slabym epistemologickym po-
tencidlem stoji uméni nakonec vzdy na
strané epistemologie.

23.

Uméni musi vyjit ze své véze ze slo-
noviny, aby se mohlo vyrovnat s di-
sledky své existence. Ale na rozdil
od modernisml 20. stoleti si dnes jiz
nemdze dovolit vyjadrovat se pouze

k omezenim svého materidlniho z&dkladu
a stejné tak nemlze byt chédpano je-
nom ve spojitosti se svym historic-
kym vyvojem a ontologii. Ac¢koliv je
pravda, ze uméni je kondenzaci infor-
maci v ramci uré¢itého prostoru, ja-
kym je treba pevny disk, poc¢itacdovy
monitor nebo vystavni prostor, ne-
méli bychom redukovat jeho existenci
napriklad na sledovani dopadl svétla
na drovni nanoc¢astic a uzivat poc¢i-
tace k vyhodnoceni praktického uplat-
néni téchto procesd. Uméni dnes na-
léhavé potrebujeme proto, Ze mlze byt
prfepracovano tak, aby dovedlo smi-
rit lidské a mechanické subjektivity.
Uméni je nutné, nebot pouze skrze néj
mGzeme vypracovat netrividlni ky-
berneticky systém pro znovuobnoveni

even artists incorpo-
rating neuroscience, -
physics, and mathemat-
ics, and so on. On the
other hand, weshould
deflate the value of
knowledge or even sci-
ence in itspresent
constitution. This

is different from in-
sisting that artcannot
produce any knowledge
whatsoever. In under-
standing thatnot all
knowledge is sacred
and that art produces
no objectiveknowledge,
we can comprehend that
art’s cognitive tra-
jectory isdissimilar
to the interrogation
carried forth by sci-
ences and viceversa.
Now, if knowledge be-
comes just a second-
ary concern andthe fo-
cus is instead placed
on art as a plat-

form bridging thein-
ternality of the art
world to its exter-
nality, art will then
makeavailable differ-
ent forms of knowledge
that science has not
andwill not be con-
cerned with.
Inherently responsive,
the skin not only pro-
tects us from microbes
and the elements, but
also regulates body
temperatures while
permitting the sensa-
tions of touch, heat,
and cold.

17.

Building a new purpose
for art in the twen-
ty-first century be-
ginsby downgrading

it to a rigorous sci-
ence of the surface,
or thesmallest compo-
nent of what aesthetic
theory refers to as
form.What is form, if
not the interaction
and overlaying of mul-
tipletopological sur-
faces? What is form,
if not the form that
themultiplicity of
surface effects place
on the surface of per-
ception?As the science
of the surface, in-
volved art has to come
to termswith its meta-
physical deficit and
has become creative
within itslimited su-
perficial resources.
This deep science of
the surface isthe es-
sential component
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sdileného mimolidského a etického za-
kladu. Tato prace nemlze byt automati-
zovana a ponechéana vyhradné na lidech
¢i na strojich. Je treba uméni plné
vyuzit, drive nez n&$ prfehnany humani-
smus zni¢i moznost zrodu etické umélé
inteligence. Méli bychom naSe stroje
nau¢it porozumét uméni i tomu, nakolik
je jeho tvorba zdsadni pro spoleéensky
proces spoluindividualizace.

24.

Ve spojitosti s uménim jako individu-
4lné vykonavanou aktivitou je treba
zcela odmitnout idedl umélce jako je-
dineéného génia. Tendence zboz&to-
vat roli umélce je symbolicky spjata
s predstavou o privilegované pozici
¢lovéka ve svété. Mimolidskad podstata,
kterou sdilime s nasimi stroji, bude
i nadale vzdorovat subjektivnim sin-
gularitam. Uméni je treba prekonfigu-
rovat tak, aby se vazalo k tomu, ¢im

a pro co je vytvareno — tedy ke spole-
¢enstvi 1lidi a stroja.

25.

Uméni se nemusi bat o své publikum.
Musi si uvédomit, Ze 1lidé potrebuji
uméni daleko vice nez uméni ¢lovéka.
Autor je kritik a kurator.

Z anglického origindlu Art after the
machines (2015), publikovaného na e-
-flux, prelozili Vit Bohal a Vaclav
Jano&¢ik. Publikovéano se svolenim
autora.

http://supercommunity.e-flux.com/
texts/art-after-the-machines/

for the construction
of a stereoscopicvi-
sion of art/science.
It involves taking
away art’s metaphys-
icalcredit cards and
forcing it to be re-
sourceful with its own
ontology.This is the
first step in the long
road to art truly be-
coming the formof
thought. For art’s au-
tonomy from science,
it has to first becom-
ethe true master of
its own domain. This
strategy entails not-
limiting art to just
the local effects of
its surface quali-
ties, butusing them
as a path out of this
very locality.

18.

As far as aesthet-

ics are concerned,

art nevertheless pro-
duces anobjective
knowledge of sur-

face effects. The skin
through which artim-
pacts its surrounding
world is where its po-
tential as a platform-
lies. The reduction

of art to this sur-
face level is indeed
necessary ifwe intend
to teach and pass on
the idea and practice
of art to ourmachines.
Consider, for exam-
ple, the look and feel
of fictionalworlds and
the aesthetics of so-
cial insights and in-
teractions. Artcan, in
such contexts, facil-
itate access to knowl-
edge for bothhumans
and machines. On this
higher level, which
unfortunatelyfrom our
twentieth-century po-
sition may in fact
seem too low, art-

can provide modes of
compression in form.
Good metaphoricalex-
amples are: the bar
code, the QR code,

or even emoticons.
Thespatiotemporal im-
itations of these sim-
ple forms, which fa-
cilitatehuman-human,
human-machine, and ma-
chine-machineinter-
action are not nec-
essarily limiting.
Affective optical and
sonicexchanges be-
tween the cosmos, the
environment, and liv-
ingorganisms have al-
ways been wireless and

quite effective in aidinglife. However, this com-
pression must essentially be understood interms of
art’s role in cognitive processes and not as the
veneratedproduction of a special kind of hypercog-
nitive luxury product.

19.

With its indirect and silent modes of address, art
can help usunderstand the subtle difference be-
tween providing insight andconstructing knowledge.
Art, like the best kind of philosophy, isno longer
“knowledge of” but rather “knowledge of how to do-
something.” The goal of an artwork can be to help
cement afunctional cognitive product that is more
real than a belief, i.e., anaction—not by acting
as knowledge, but as the medium ofknowledge pro-
duction. Art, both as an object and process, can-
become a facilitator of knowledge production,
supplying theworld with a set of abilities to con-
ceive and move, rather than topromote adherence

to or the endorsement of a concept. Throughthe ma-
terial capacities of the artwork or the temporal
dimensionsof the process of its making and dis-
play, art can comportintelligence—machinic, hu-
man, or both. A type of art as insightand navi-
gation rather than knowledge and belief can also
bethought of as an art of epistemic orientation.
In conclusion, theproduction of knowledge is not
what constitutes an artwork assuch. Art has a cog-
nitive role but should not be thought of as acog-
nitive product. This, again, suggests a continuity
rather than aninterchangeability with the idea and
practice of science.

Joseph Wright of Derby, The Alchemist Discovering
Phosphorus, 1771. 0il on canvas.

20.

A scientific theory can be artistic, but it can’t
be soundly scientificif being creative is its sole
aim. Similarly, artworks can incidentally“produce
direct knowledge,” yet art can’t reliably produce-
knowledge if doing so is its intended aim. There
are unreliable andunsound extremes in both art and
science, which effectively definea spectrum that
begins with nonsense and ends in propaganda.

21.

In this regard, art’s position is similar to phi-
losophy and canvaguely be considered a type of
cognitive philosophical modeling.By enabling the
conditions for the production of knowledge—and-
since art isn’t just the effect produced by the
artwork, but is alsoshaped by a set of normative
social practices—art’s infatuationwith its own
changing definition is extremely tied to itsinde-
terminate subjective effects amongst any number
of potentialviewers. However, the sociability of
art has less responsibility thanits material pro-
duction for its ineffective indeterminacy. Future
artcould synchronize its material and normative
commitments withsocial commitments, thereby be-
ginning to allow concrete anddeterminate artistic
judgments. This is how the sociability of artcan
once again become a kind of knowledge that presses
forward, rather than being stuck in indeterminacy
and whimsy.

22.

The rigorous art of tomorrow must bridge the gap
between thesciences and humanities, yet remain on
the humanities’ side of thedivide. The artifici-
ality of art’s surface can be precisely aligned-
with the artificiality of pure thought, which has
its own open-source and collectively produced syn-
thetic surface. Through thisprocess art can confi-
dently abandon its claims about productionand ac-
cept its function as it ramifies the limits and
possibilities ofhow we know what we know.
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23.

Art, whether artists agree or not, is the
void of meaning folded incognitive wrap-
ping paper, visible only as the surface
of cognitionand as the materialization of
both the historical and semanticemptiness
which it carries. It is a series of veri-
fiable claimsinserted into the real world
and reified to take up the empty spaceof
meaning, a void occupying another void.
Contrary to science,which functions as an
uneven mediation between what the worldis
and what it ought to be in favor of the
real world, art needs to bethought of

as the outer form of both the inner and
outer worlds,another mediation between
the empirical and the constructed infavor
of what the world ought to be. In the un-
equal conflictbetween art’s powerful on-
tology versus its weak epistemological-
potential, rigorous art always ultimately
sides with the latter.

24.

Art needs to be removed from its contem-
porary ivory tower todeal with the im-
plications of its appearance, but unlike
twentieth-century modernisms, today art
cannot afford to be solely aboutthe 1lim-
itations of its supporting material, or
only conceived inrelation to its own his-
tory and ontology. While it’s true that
art isthe forming of information on its
supporting material, like a harddrive,
computer monitor, or gallery space, we
should resistreducing it to, for example,
the examination of the effects of ligh-
ton nano-scale particles and using com-
puters to work out howtheses interactions
could potentially be useful. We urgently
needart today because it can be reconfig-
ured to play a productive rolein the rec-
onciliation of human and machine subjec-
tivities. Weneed art because it is only
through art that we might be able tofind
a nontrivial cybernetic system for rees-
tablishing a sharedinhuman ethical foun-
dation. This work cannot be automated an-
drelegated exclusively either to humans
or to machines. We oughtto fully employ
art, before our excessive humanism de-
stroys thepossibility of emergence of an
ethical AI. We ought to teach ourmachines
how to make and understand art and how
its productionis crucial in the social
process of co-individuation.

25.

In regards to the notion of art as an
isolated activity by a singleindividual,
we ought to throw the artist as a pre-
cious flower intothe compost heap. The
reverence of the absolute figure of the
artistis a symbolic recognition of the
exceptional place of humans inthe world.
The inhuman essence we share with our ma-
chines willcontinue to resist subjective
singularities. Art should bereconfig-
ured to reference that which is produced
by and for acollectivity of humans and
machines.

26.

Art does not need to worry about an audi-
ence. It must begin byknowing that audi-

ences need art more that art needs them.

X

61



Krisdy Shindler
ART WORKERS WILL KICK ASS
2010

Plagat vytvoreny pre vystavu HALLelu-
jah 2 v Glasgow, 2010.
Néazov: Can Art Manipulate Money? 2010

Poster made for the exhibition HALLelujah 2,
Glasgow, 2010.
Title: “Can Art Manipulate Money? 2010”
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Jiri Skala
Playground
photography, 2016

V praci Hriste si Jiri Skala kladie otazku,
Co pre nasu spolo¢nost znamena volny
cas. Tento Casopriestor je dnes velmi hru-
bo penetrovany pracou. Nasa spolocnost
uz nedokaze volny cas presne uchopit,
nieto este definovat.

In the exhibition Playground, Jifi Skala inquires
after the meaning of leisure time for our society.
The boundaries between work and non-work are
fading. We have become incapable of under-

standing and articulating what leisure actually is.

12

13

USSR, Moscow,1965.

The State Circus,

UMENIE BEZ PRACE?

ANTON VIDOKLE

Nedavno som si spomenul, kedy presne
ma prvy krat napadlo, ze by som sa
chcel stat umelcom. Vyrastal som

v Moskve, méj otec bol hudobnik-samouk
a pracoval v cirkuse. Cirkusovi umelci
robia fyzicky extrémne tazko — nacvi-
¢ovanie ¢isel a tréning, ktoré si
akrobacia alebo chodenie po lane denne
vyzaduju, zaberd enormne vela c¢asu.
Cely den cvic¢ia a skusaju, v noci
vystupuju — je to praca takmer na
dvadsat$tyri hodin denne.

Raz som bol na oslave narodenin
dietata, ktoré byvalo v tej istej
budove ako my. T& patrila odborom
zastupujucim cirkusovych umelcov.
V8etky deti na oslave — mali sme okolo
pat-8est rokov — boli detmi klaunov,
cvigéitelov zvierat, a podobne. V telke
sme pozerali rozpravku a zacali sme sa
rozpravat o tom, ¢im by sme chceli
byt, ked vyrastieme. Po tradiénych
aspiréaciach ako kozmonaut, poziarnik

a podobne, jedno z deti povedalo, ze
by chcelo byt umelcom, lebo ti nepra-
cuju. Ja som bol velmi hanblivé dieta,
tak som nehovoril ni¢, ale pomyslel
som si, ze ten chlapec je fakt chytry
a 2e ani ja nechcem robit a tak by som
tiez mal skusit stat sa umelcom.

Iréniou je, ze toto
nédhle zistenie ma
nasmerovalo k tra-
jektorii, ktora
viedla k mnohoro¢-
nému stavu neusta-
lej préce — kym sa
moji spoluziaci
i81i po $kole bavit
alebo $portovat, ja
som kazdy vecer
sedel na hodiné&ch
kreslenia. Ked sme
sa s rodinou prestahovali do Ameriky,
zacal som chodit do troch 8§kO61l naraz:
do Skoly vytvarych umeni cez den, na
hodiny na Art Students League vecer

a cez vikendy na skupinové hodiny

Anton Vidokle
Art without Work?

I recently recalled
the precise moment
when it first
occurred to me that
I would like to
become an artist.

I grew up in Moscow,
and my father was

a self-taught
musician working at
the circus. Circus
artists work ex-
tremely hard physi-
cally: the amount of
daily practice and
physical exercise
necessary to perform
acrobatic acts or
walk a tightrope is
really enormous.
They practice and
exercise all day and
perform by night—
it’s nearly a twen-
ty-four-hour-a-day
job.

There was a birthday
party for one of the
kids in the building
we lived in, which
belonged to the
union of circus
artists. The chil-
dren at the party,
all about five or
six years old, were
children of clowns,
animal trainers, and
so forth. We were
watching a cartoon
on TV and at some
point a conversation
started about what
we wanted to become
when we grew up.
Following the usual
suggestions like

a cosmonaut or

a fireman, one of
the kids said that
he wanted to be

a fine artist,
because they do not
work. I was very shy
as a kid, so I did
not say much, but
thought to myself
that this boy was
really clever and
that I too did not
want to work and
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figurdlnej kresby. Idea nepracovania
sa nejako vytratila z obrazu a pocas
celého m6jho umeleckého vzdelania bol
déraz kladeny predovSetkym na pracu

— v sulade s predstavou, ze v8etok ¢&as,
ktory mam k dispozicii, musim vyplnit
uc¢enim a cvicenim a Zze samotnéd vynalo-
zend namaha zo mia spravi umelca.
Takto straveny ¢as mal mozno zaroven
byt aj pripravou na moju budicu kari-
érnu dréhu, a to byt profesionalnym
umelcom v spolo¢nosti, v ktorej su
prédca a Gas stdle zadkladymi tvorcami
hodnoty. Logika toho celého bola teda
nadsledovna: ak v8etok méj ¢as vyplni
prdca a namaha ufenia sa a ziskavania
umeleckych zruénosti, mozno z toho
vznikne niec¢o, ¢o bude mat hodnotu

a to potom povedie k celozivotnému
zamestnaniu umeleckou pracou. V tomto
scénari hralo myslenie zanedbatelnu
rolu.

Musim podotknut, Ze systém ne-univer-
zitného umeleckého vzdeldvania v tom
Case (80.-te roky 20. storo¢ia) také-
muto pristupu napomédhali, lebo umoz-
novali vyhnut sa takmer akémukolvek
akademickému §tudiu — literatire,
dejinam, filozofii, a podobne — v pro-
spech ateliérovej tvorby. T& bola
nastavena tak, aby nam pomohla vypes-
tovat si nejaky umelecky 8tyl, ktory
by bol spefiazitelny.

Niekedy poc¢as druhého stupna $tudia
som v8ak zac¢al citit, Ze napriek tomu
vSetkému som sa po umeleckej stranke
nikam neposuval a Ze nejaky iny
pristup alebo modalita praxe je ur-
¢ite mozna. Nemyslim tym len “posuva-
nie sa” v zmysle napredovania kariéry
— aj ked to bola dost vazna starost
pre vac¢sinu ludi na Skole — ale na
Uplne zadkladnej rovine toho, ze som
nebol presved¢eny o tom, Ze by malby
a objekty, ktoré som vytvaral, boli
nejako zvlast pdésobivé ako umelecké
diela napriek v8etkej préaci a drine,
ktoré som do ich tvorby vkladal.
Zacalo byt teda pre mia skutoéne
naliehavé najst nejaky iny spdsob ako
k tvorbe pristupovat, ale otadzka ako
by tento iny spdésob mohol vyzerat bola

should therefore try
to become an artist.

Ironically, this
momentary realiza-
tion ultimately
pointed me on

a trajectory that
led to a perpetual
state of work for
many years: while my
classmates in school
tended to just hang
out or play sports
after class, I went
to drawing lessons
every evening. When
my family moved to
America, I enrolled
in three schools
simultaneously: the
School of Visual
Arts by day, Art
Students League
classes by night,
and group life
drawing lessons on
weekends. Somehow
the idea of not
working went out the
window, and all
throughout my
artistic education
the emphasis was on
work: the idea being
that I had to fill
all my available
time with learning
and practice, and
that the sheer
effort of this was
bound to make me an
artist. Perhaps this
occupation of time
was also practice
for my future
career: being

a professional
artist in a society
where labor and time
are still the
ultimate producers
of value. So the
logic was that if
all my time was
filled with the
labor of learning
the skills of an
artist, perhaps
something of value
would be produced,
leading to a life-
time occupation by
artistic labor.
Thinking was of
relatively little
importance within

Artist At Work, 1977.

Mladen Stilinovic,

pre mia velmi m&tuca a velmi zahadné:
ne$lo mi o to stat sa umelcom-fléaka-
¢om, ale o to, ze som si uvedomil, ze
na to, aby umelecka tvorba mala zmysel
aj mimo toho, ako sa javi — mimo toho,
Zze vyzerda ako umenie — bol potrebny
uplne iny typ pristupu.

0d zac¢iatku 20. storoc¢ia vécsina
sofistikovanych analyz umelecke]j
tvorby pojedndva o umelcoch a intelek-
tudloch ako o “kultdrnych pracovni-
koch” (cultural workers). Myslim, ze
to bolo pravdepodobne velmi atraktivne
vnimat sa ako prislu$nika tej najdyma-
nickej8ej zo spoloc¢enskych tried, ako
prislusnika triedy, ktord mala podla
o¢akavani hrat prim pri vytvarani
dejin — teda ako prislusnika pracuju-
cej triedy. Ked som si pred nejakym
¢asom znova preéital Komunisticky
manifest, zaujalo ma, do akej miery si
bol Marx isty tym, Ze strednd trieda
(z ktorej vac¢sina kulturnych pracovni-
kov pochadza) je len mala a dejinne
nepodstatna skupina, ktorej osudom je
zaniknut v priebehu findlneho stretu
medzi burzZodziou a proletariatom

— suboja, v ktorom podla jeho ocCaka-
vani mal zvitazit proletariat a tym
doviest Dejiny k ich koncu. Ktory
progresivny kulturny &initel by chcel
patrit k strednej triede, tomuto

druhu na pokraji vyhynutia?

Dodnes mnohi Iudia ¢inni v oblasti
umenia trvaju na pouzivani terminu
cultural producer — “kulturny

this scenario.

I have to add that
the system of
non-university art
education at the
time (the 1980s)
aided such an
approach, because it
made it possible to
avoid academic
studies almost
entirely— litera-
ture, history,
philosophy, and so
forth—-in favor of
studio practice
geared toward
contriving some sort
of artistic style
that would be
marketable.

Sometime in graduate
school I started to
get the sense that
all this was not
getting me very far
artistically, that
some other approach
or modality of
practice was possi-
ble. I don’t mean
getting far only in
terms of a career—
although I remember
this being a fairly
serious concern for
most people in my
program—but on

a basic level of just
not not being
convinced that the
paintings and
objects I was making
were particularly
compelling as art
objects despite all
the labor I put into
making them. Thus
there was a real
urgency to find some
other way to go about
this, but what this
other way could be
was confusing and
very mystifying: it
was not so much about
becoming a slacker
artist, but rather

a realization that
an entirely differ-
ent type of engage-
ment was necessary
in order for an
artistic practice to
make sense beyond
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producent/kuliurny pracovnik * — ktory
m& udajne stierat rozdiely medzi
réznymi poziciami v umeleckom priemy-
sle, teda medzi umelcami, kuratormi,
kritikmi, historikmi, administratormi,
mecenasdmi — na zaklade predpokladu,

e naSa praca vedie k spolocnej
tvorbe/produkcii vyznamu a teda kul-
tary.

Podstatna ¢ast tohto uvazovania a ja-
zyka vychédza z predpokladu privile-
govaného postavenia préace: aby mohlo
vzniknut umenie, musi byt vynalozena
prédca — tvrda préaca, dblezitéa praca,
odborné préca, umeleckd préca.
Existuje mnoho rozdielnych néazorov na
to, o aky typ préce sa tu vlastne
jedna, kto by ju mal alebo mohol
vykonavat, alebo ¢i a ako by mali byt
na fnu ludia Skoleni, ale o ¢om sa
m&lokedy pochybuje je to, ¢i si tvorba
umeleckého diela zédsadne a nutne
vyzaduje vynaloZenie prace. Duchamp
Spekuloval, ¢i by mohli existovat
diela “nie-umenia” (a work “not of
art”), ale mohlo by existovat aj
umenie bez prace? Readymade je prvé,
¢o nas v tejto suvislosti napadne, ale
vyuzivanie existujucich predmetov,
ktoré boli vyrobené fyzickou préacou
inych Tudi podla mna ziadnym spésobom
nerie$i tento konkrétny problém,
pretoze tu nejde len o delegovanie,
outsourcovanie alebo privlastnenie.
Inymi slovami, ak je fyzicka préaca
umeleckej tvorby/produkcie outsourco-
vana na inych, zatialco umelec a trh
budu mat uzitok z vytvorenej nadhod-
noty, ide len o pokracovanie vykoris-
tovania, ktoré je zdrojom odcudzenia
v nasej spoloénosti. Moja predstava
“umenia bez préace” md bliz8ie k situa-
cii, ked hrate na hudobny nastroj pre
samotny pézitok z vytvarania hudby,
kde samotng aktivita prinéa$a poteSe-
nie a nie je charakterizovana ziadnym
druhom préace ako takej.

Vytvaranie umeleckych diel si sa-
mozrejme vyzaduje pracu, ale umenie
nepatri vyluéne do riSe predmetov.
Pred niekolkymi rokmi som sa napri-
klad dival na Matissove malby v MOMA.

appearances—beyond
merely looking like
art.

Since the early
twentieth century,
much of the advanced
analysis of art
production refers to
the position of the
artist and the
intellectual as
cultural workers.

I think that it
probably seemed
highly desirable to
see yourself as

a member of the most
dynamic class,

a class that was
expected to dominate
the making of
history: the working
class. While reread-
ing The Communist
Manifesto some time
ago, it was inter-
esting to note how
sure Marx was that
the middle class
(from which a vast
majority of “cul-
tural producers”
actually come) is
merely a small and
historically insig-
nificant group that
is destined to
vanish during the
final confrontation
between the bour-
geoisie and the
proletariat: a bat-
tle from which the
proletariat was
expected to emerge
victorious, bringing
about the end of
History. What
progressive agent of
culture would want
to belong to the
middle class, this
vanishing species?

To this day, many in
the field of art
insist on using the
term “cultural
producer,” a term
that supposedly
blurs differences
between different
participants in the
art industry-art-
ists, curators,
critics, historians,

Ked som vy8iel z muzea, zacal som si
uvedomovat rezidudlne dojmy, ktoré
prezeranie si jeho obrazov vytvorilo
— isty ¢as som vS8etko na ulici vnimal
v sUlade s vizudlnou logikou malieb,
ktoré som pred chvilou videl. Vtedy
som si uvedomil, Ze to je presne to,
v ¢om spoc¢iva Matissove “umenie”

— v tomto efemérnom a zaroven nesmi-
erne silnom efekte, ktory sa dostavi,
az ked sa na samotné obrazy uz nedi-
vate. Ale kedzZze tieto diela su takymi
drahymi a ziadanymi objektmi, mudzeum
ramuje naSe stretnutie s nimi ako
uctievanie fetiSovych predmetov, kde
sa dbéraz kladie na predmet samotny

a nie na to, ¢o mbéze alebo dokaze

v subjekte vyvolat — ¢o je velka
§koda. Umenie podla méjho nazoru
prebyva vo vnutri subjektov a medzi
nimi a subjekt sa dokaze niekedy
utvarat aj bez prace. Napriklad:
zamilovanie, nabozenskd alebo este-
ticka skusenost, a pod. k svojmu
vzniku nevyzaduju ziadnu préacu — preco
by teda vznik umenia mal vyZadovat
préacu?

Konceptuédlne umenie sa stava dblezi-
tou modalitou tvorby v tomto smere:
konceptudlnym umelcom sa podarilo
presunut vac¢sinu prace, ktoru tvorba
diela vyzaduje, na divéka prostred-
nictvom seba-reflexivneho réamovania

a explitictne tvrdili, Ze umelecké
diela nemusia byt vébec ziadnym spd-
sobom vyrobené — av8ak étos ich
pristupu sa dost odli8uje od situdcii,
ktoré ma tu zaujimaju a ktoré sa
snazim popisat. Nie je teda prekvape-
nim, Ze vac¢sinu konceptudlneho umenia
postihol rovnaky osud ako Matissa

a skon¢ili ako vysoko cenené predmety
v sukromnych a verejnych zbierkach.

Dalsim aspektom tejto otazky je posun,
ktorym si umenie pre$lo pocas in-
dustrializacie spolo¢nosti. V tradic-
nych spolo¢nostiach to, ¢o my dnes
volame umenie, bolo nieé¢im ovela
praktickej$im, utilitéarnejs8im — malo
jasnu dekorativnu, nédbozensku, alebo
inu uzitkovu hodnotu a nevyzadovalo si
ziaden $Specidlny spolodensky priestor/

administrators, and
patrons of art-on
the assumption that
we are all working
together to produce
meaning and thus
culture.

Much of this lan-
guage and thinking
is predicated on the
privileged position
of work: that in
order for art to come
into being, work
needs to be done-
hard work, important
work, expert work,
work of art, art
work. While there is
a lot of disagree-
ment about what type
of work is actually
required, who should
or can do it, or if
and how they should
be trained for it,
it is rarely ques-
tioned whether work
is actually neces-
sary or essential to
the production of
art. Duchamp mused
whether there could
be a work “not of
art,” but can there
also be an art
without work? The
readymade is some-
thing that immedi-
ately comes to mind,
yet I feel that
using existing
objects produced by
the labor of others
does not solve this
particular problem,
because it is not
about simply dele-
gating, outsourcing,
or appropriating. In
other words, if the
labor of art produc-
tion is outsourced
to others, while the
artist and the
market benefit by
the surplus value it
produces, it is
merely a perpetua-
tion of the ex-
ploitation that
creates conditions
of alienation in our
society. What I mean
by art without work
is perhaps closer to
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ramec, akymi su napr. vystava alebo
mizeum, na to, aby sa stalo zrozumi-
telnym, ¢itatelnym ako umenie. V tomto
ohlade bolo umenie ovela viac inte-
grované do kazdodenného Zivota a ne-
nieslo si so sebou ten druh suspendo-
vania reality, ktory je pre mnohych
umelcov a umelkyne dnes taky frustru-
juci: dnes umenie predstavuje kontext,
v ktorom mate slobodu povedat takmer
¢okolvek, ale za podmienky, Ze to nie
je skuto¢né, lebo je to umenie.

Otazka prace sa
tiez stala velmi
polemickou témou

v poslednej dobe

a to obzvlast vo
sfére umenia

a kultury. Cim je
praca pre umelca
alebo umelkynu

v nasom post-For-
dovskom splyvani
zivota a prace,
slobody a odcudze-
nia? V tomto kontexte je uzitoéné si
pripomenut Hannah Arendt a jej rozli-
$enie medzi fyzickou pracou (labor),
préacou v zmysle zhotovovania (work)

a jednanim (action). Pre Arendt sa
fyzicka préca (labor) vztahuje k na-
plhaniu zakladnej potreby prezitia

a udrzovania ludského Zzivota a zahrna
napr. polnohospodéarstvo, pripravova-
nie potravy, a pod. Praca v zmysle
zhotovovania (work) presahuje potrebu
naplnenia okamzitych potrieb a vzta-
huje sa k lIudskej schopnosti budovat
a udrziavat svet vhodny pre Iudské
obyvanie a uzivanie. Jednanie (action)
je “jedind ¢&¢innost [...], ktoréa sa
odohrava priamo medzi Iudmi, bez
sprostredkovania matériou, materialom
a vecami. Zadkladnou podmienkou, ktora
zodpovedd jednaniu, je fakt plurality,
totiz okolnost, Ze na zemi zije a ze
svet obyva nie jeden &lovek, ale
mnozstvo ludi”.

InSpiraciou pre toto rozliSenie boli
pre Arendt anticki Gréci, ktori pre-
chovévali vo¢i préci velku nevdlu
— fyzickd préaca bola pre otrokov;

a situation where
you play a musical
instrument for the
sheer enjoyment of
making music, where
the activity is

a pleasurable one
not defined by labor
or work per se.

Naturally, making
art objects requires
labor and work, but
art does not exclu-
sively belong to the
realm of objects.
For example, some
years ago I was
looking at Matisse
paintings at the
Metropolitan Museum
of Art. As I was
leaving the museum,
I became aware of

a residual sensation
that looking at
these paintings
produced: for some
time I was actually
seeing things on the
street according to
the visual logic of
the paintings. This
made me think that
this is exactly
where the "art” of
Matisse resides—in
this ephemeral yet
incredibly powerful
effect that occurs
when you are not
looking at the
paintings them-
selves. However,
because these works
are such expensive,
sought-after ob-
jects, the museum
frames the experi-
ence of encountering
them as the venera-
tion of fetish
objects, where the
emphasis is placed
on the object itself
rather than what it
can trigger within
the subject. This is
very unfortunate. It
seems to me that art
resides within and
in between subjects,
and subjects don’t
always require work
to produce them-
selves. For example,
falling in love, or

Mass. 1950.

Manomet,

Hannah Arendt striking a leisurely pose.

1924.

Alexander Rodchenko’s cover of LEF magazine,

slobodni ob¢ania sa mali venovat
politike, poézii, filozofii, ale nie
préaci. Jediny druh povolania, na ktory
sa vraj nedivali zhora, bolo pastier-
stvo — pravdepodobne preto, lebo ked
¢lovek pasie stado, md stale dostatok
volného ¢asu a priestoru premy$lat.

Nie som si uplne isty, ¢i sa dé& “jed-
nanie”, ako ho krasne definuje Arendt,
vzdy legitimne pouzit na popisanie
podmienok, ktoré umozfiuju tvorbu/
produkciu umenia, ale tu$im, Ze niek-
toré typy umeleckej praxe mézu preme-
nit oba typy préace (fyzickd pracu/
labor a préacu ako zhotovovanie/work)
v jednanie a tak oslobodit umenie

z jeho zavislosti na oboch druhoch
préace.

Z dejin pozname rézne pristupy k tomu,
ako to dosiahnut, ale zd& sa, ze
v8etky zdielaju spoloény zaujem o pod-
mienky vyroby. Ak je tvorba umenia
vysledkom istych konkrétnych podmie-
nok (a nie je to teda len skutok
génia, ktory nie je mozné alebo zauji-
mavé rozoberat), potom vytvorenie
takychto podmienok by vyprodukovalo
umenie. Ak zdkladnymi podmienkami
vyroby su svet a zivot (a nie ateliér
alebo muzeum umenia), potom isty
spbésob zitia, isty spésob bytia vo
svete, by sam o sebe viedol k produk-
cii umenia — bez potreby akejkolvek
préace.

Tato vzajomna
zadvislost medzi
umenim a zivotom,
a postavenie
subjektu upro-
stred nej, pred-
stavovala
Ustrednu otézku
pre mnohych
umelcov avantgard
zo zaciatku
dvadsiatého
storo¢ia. Zda sa,
ze zdielali
presvedéenie, ze
vytvorenie nového spdésobu zivota by
neustilo len do vyrobenia prelomového,

having a religious
or aesthetic experi-
ence does not
require work, so why
should art require
work to come into
being?

Conceptual art
becomes an important
modality of practice
in this respect:
while conceptual
artists managed to
shift much of the
work involved in art
production to the
viewer via self-re-
flexive framing, and
explicitly stated
that objects of art
need not be made at
all,1 I feel that
the ethos of their
approach is some-
thing quite differ-
ent than the condi-
tion I am trying to
describe. Not
surprisingly, much
of conceptual art
suffered the same
fate as Matisse,
ending up as prized
objects in private
and public collec-
tions.

Another aspect of
all this is a cer-
tain shift that art
underwent with the
industrialization of
society. In tradi-
tional societies,
that which we now
call art was some-
thing more practical
or utilitarian in
nature: it had

a clear decorative,
religious, or other
use value, and it
did not require

a special social
space/framework,
like an exhibition
or a museum, within
which to become
understandable as
art. In this sense
art was much more
integrated in
everyday life and
did not involve the
kind of suspension
of reality that many
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revolué¢ného umenia, ale aj naopak — Ze
vyrobenie nového typu umenia by vyls-
tilo do nového spésobu zivota

a v nadvaznosti na to, v novy subjekt.
Jednym z prikladov je ¢asopis Lef,
ktory spolo¢ne vydavali Rodcéenko,
Majakovskij, a dalsi. Explicitnym
cielom ¢asopisu bolo vyrobit novy
subjekt tym, Zze bude svojich &itatelov
vystavovat novému obsahu a novym
formam, novému umeniu.

Minuld zimu som vela Gasu stravil
pozeranim Warholovych filmov z polo-
vice Sestdesiatych rokov. Komplexnd
S§truktura, ktoru zaviedol na vyrobu
tychto filmov, mi pris8la velmi zauji-
mavad — zatialco sa najvacsSej pozor-
nosti kunsthistorikov te$ia Warholove
sietotlacové malby z tohto obdobia
(s¢asti preto, ze su drahymi predmetmi
v mizedch a sukromnych zbierkach),
vyzerda to, ako keby ich déaval vyréabat
prave kvéli tomu, aby mohol financovat
svoje filmy, ktorych vyroba bola draha
ale negenerovali ziaden prijem. Je
ldkavé to vnimat ako nekomplikovany
pripad toho, ked niekto robi nieco
explicitne len pre peniaze, aby tak
mohol financovat tvorbu svojich “sku-
toénych préc” — svojho umenia. Ale
tdto jednoducha dichotdémia na tento
pripad nesedi: v rozhovoroch z tohto
obdobia Warhol nijako nezastiera
svoju zjavnu indiferentnost vzhladom
k vyrobe svojich malieb a objektov

a hovori velmi jasne, Ze tieto malby
a objekty fyzicky nielenze vyrabaju
jeho asistenti, ale aj ich motivy
uré¢uju ini ludia. Jeho uc¢ast na fil-
moch sa v8ak od tohto az tak velmi
neli8i — scénare piSe niekto iny, on
sam hercov nereziruje, filmy netoc¢i
ani nestriha. Natacéaju sa takmer
vyluéne v jeho ateliéri — the Factory
(Tovaren).

Jednym z mojich
najoblubenejsich
je film The Couch
(Gau¢, 1964),
ktory podla
Gerarda Malangu
(ktory titulny

artists of our time
find so frustrating:
a context in which
you have freedom to
utter virtually
anything, but on the
condition that

it’s not real
because it’s art.

The question of work
has also become

a very polemical
issue these days,
and particularly so
in the field of art
and culture. What is
work for an artist
within our
post-Fordist blur
between life and
work, freedom and
alienation?

It’s useful to refer
to distinctions that
Hannah Arendt draws
between labor, work,
and action. For
Arendt, labor
corresponds to

a basic need for
human life to
sustain itself, such
as farming, prepara-
tion of food, etc.
Work goes beyond the
satisfaction of
immediate needs and
corresponds to the
human ability to
build and maintain

a world fit for
human use, while
action is “the only
activity that goes
on directly between
men without the
intermediary of
things or matter,
[and] corresponds to
the human condition
of plurality.”2

I suppose

Arendt’s understand-
ing of this was
inspired by the
ancient Greeks, who
frowned on the idea
of work: labor was
for slaves; free
citizens were
expected to engage
in politics, poetry,
philosophy, but not
work. The only type
of occupation not

Filmstill from Andy Warhol’s The Couch, 1964.

, ca.1961. Ballpoint ink on paper.

Feet and Campbell’s Soup Can

Andy Warhol,

¢erveny gau¢ nasiel na ulici a prenie-
sol do ateliéru) dokumentuje skutoé-
nost, Zze vzdy ked sa vS8etky iné akti-
vity vo Factory skon¢ili alebo
vycéerpali, niekto vzdy zacgal todit
gaué¢ a ¢okolvek sa na nom v tom Gase
dialo: rozhovory, jedlo, sex, a pod.
Nezdé sa, ze by sa pri tvorbe tychto
filmov poc¢italo s tym, ze by mali byt
videné celé od zagiatku do konca, ¢o
je pre véacésinu filmarov tazko stréavi-
telné — vac¢sinou chcete, aby divaci
videli celok va$ej préace, nech je
akokolvek experimentdalna, a je
frustrujuce, ked sa v polovici filmu
Tudia prestanu sustredit alebo ked
niekto vstane a odide. Vac¢$ina
Warholovych filmov sa ale zda mat

v sebe zabudovanu indiferentnost vocéi
tymto veciam.

V jednom z rozhovorov, ktoré som videl
— zhruba z r. 1966 — Warhol povie
rovno a bez mihnutia oka, Ze uz tri
roky nepracoval a ani touto dobou,

v Case rozhovoru aktudlne nepracuje.
Dalo by sa to samozrejme povazovat za
jeden z Warholovych vyhybavych manév-
rov alebo provokacii, v ktorych pocas
rozhovorov vynikal. Zaroven sa mi ale
zd4a, Ze tu bol v skutoénosti velmi
priamy: po tom ¢o vytvoril urcéité
podmienky pre vyrobu, bol pritomny
ale na to, aby vzniklo vyznamné ume-
nie, nebolo potrebné, aby pracoval.
Mozno bol len jednoducho fyzicky
pritomny v $truktire, ktorud dal do
pohybu.

Mam pocit, ze
najdélezitej-
§im mechani-
zmom the
Factory, jej
ustrednou
aktivitou,
nebola az tak
produkcia

: umeleckych

5 h objektov alebo
: filmov ale
vyroba velmi
Specifickych
spologenskych

looked down upon was
apparently that of

a shepherd, presum-
ably because when
one herds animals,
one is not fully
occupied and thus
free to think.

While I am not
completely sure that
action, in

Arendt’s beautiful
definition, is
always applicable in
describing condi-
tions that enable
the production of
art, I suspect that
certain types of art
practices can turn
labor and work into
action, and in doing
so, free art from

a dependence on
labor and work.

Historically there
have been different
approaches to
realizing this, yet
all seem to converge
on a concern with
conditions of
production. If art
is produced as an
outcome of certain
conditions (rather
then simply an act
of genius, which is
not interesting or
possible to dis-
cuss), then creating
such conditions
would actually
produce art. If the
ultimate conditions
of production are
the world and life
(rather than a stu-
dio or art museum),
it would then follow
that a certain way
of living, of being
in the world, would
in itself result in
the production of
art: no work is
necessary.

Such interdependence
between art and
life, and the state
of the subject
therein, was a cen-
tral concern for
many artists of the

75



76

vztahov — nového spésobu Zivota, ktory
nédsledne vyustil do filmov a dals8ich
veci. Warhol, predstavitel idey
Business Art-u, sa mOéze javit umelecky
na hony vzdialeny od idealistickej
alebo utopistickej avantgardy, ale
Struktury, ktoré vyuzival neboli
nepodobné: isty druh odosobnenia
umeleckého diela prostrednictvom
kolektivneho pristupu ukotveného

v tvorivej komunite — ktord zv1lastnym
spdsobom pripomina De Stijl, Bauhaus,
a pod., ktori kladli rovnako silny
déraz na reorganizaciu Zzivota a spo-
lo¢enskych vztahov ako na produkciu
umenia. Tento model nie je podla mna
vzhladom k dne8ku vébec zastaraly
alebo prezity, prave naopak — je
obzv14st relevantny v sudéastnosti,
kedy ho umozfiuju a posilnuju vplyvné

a volne dostupné nastroje komunikéacie,
produkcie a diseminacie, ktoré sa
nachadzaju prevazne na internete,

a ktoré dokopy vytvaraju moznost
istého stupna nezavislosti od kapi-
talu.

Iny, ale pribuzny pristup k nepracova-
niu sa da najst v umeni Rirkrita
Tiravaniju. Napriek tomu, ze jeho
prédca bola plne absorbovanéd a valori-
zovana umeleckymi inStituciami a tr-
hom, Tiravanija trva na tom, ze drviva
védc¢Sina jeho ¢innosti nie je voébec
umenim. Z jeho odpovedi na otazky je
jasné, ze on sam nepovazuje takmer nié
z toho, ¢o robi, s vynimkou prilezi-
tostnej malby, sochy alebo kresby, za
umenie. A nie je to pdéza ani provoka-
cia — zdad sa mi, Ze to prameni skér

z hlbokej ucty voc¢i istym vlastnostiam
kazdodennosti a z tuzby preskumat
tieto vlastnosti az do ich najpln-
8§ieho, najradikalnej$ieho rozmeru.

Pred niekolkymi rokmi sme v New Yorku
organizovali event, v ramci ktorého

sa vo vykladnom priestore e-fluxu
podadvalo jedlo zadarmo a poc¢as obedov
a vederi prebiehali rozhovory o sugéas-
nom umeni. Takmer vSetko jedlo pocas
troch dni trvania akcie varil Rirkrit,
s prilezitostnou vypomocou jeho asis-
tentov a kamaratov. Nikdy pred tym

early-twentieth-cen-
tury avant-gardes.
It seems that the
thinking at the time
was that the produc-
tion of a new way of
life would not only
result in the
production of

a groundbreaking,
revolutionary art,
but also the other
way around: that the
production of a new
type of art would
result in a new way
of 1life and, in turn,
a new subject. One
of the instances of
this is Lefmagazine,
co-published by
Rodchenko,
Mayakovsky, and
others, the explicit
goal of which was to
produce such a new
subject through
exposing its readers
to new content and
form, to new art.

Last winter I spent
a lot of time
looking at

Warhol’s films from
around the mid-’6@s.
I found the complex
structure he put in
place for the
production of these
films really inter-
esting: while
Warhol’s silkscreen
paintings from this
period garner most
attention from art
historians (in part
because they are
expensive objects in
museums and private
collections), it is
as if he had them
made in order to fund
his films, which
were expensive to
create but produced
no income.

It’s tempting to
understand this
simply as a situa-
tion where someone
works explicitly for
money to fund the
production of his
“real work”—his art.
However this simple
dichotomy does not

2011.

NYC,

Arts Center,

Rirkrit Tiravanija serving soup at Time/Food, Abrons’

Photo - Mila Zacharias.

som si nev8imol, kolko préace Rirkrit
mé&, ked vari pre také velké mnozstvo
Tudi. Kazdy z troch dni zac¢inal
skoro rano, okolo siedmej alebo
6smej, nadkupom potravin. Priprava
jedla zacala okolo jedenéastej, aby
bolo hotové naobed. Nasledovalo
niekolko hodin pratania, potom znova
nakup potravin na vecéeru (nemali sme
chladni¢ku a New Yorské leto bolo
horuce) a dalsia varka varenia

a pratania konc¢ila az hlboko po
polnoci. Priprava jedla v kuchyni,
ktora na to nie je dostatocéne vyba-
vena, je zv1last pracna. Na druhej
strane v8ak to, ze travil véc¢s$inu
svojho ¢asu v improvizovanej kuchyni
na zadnom dvore, mu umoznilo nezu-
Sastnovat sa na rozhovoroch, neroz-
pravat a neodpovedat na otazky

o svojom umeni, ¢&o pokial viem,
nerobi rad. Na otédzku, ¢i to, ¢o
robi je umenie, odpovedal nie, 1len
vari.

Myslim, Ze to, ¢o sa v tomto pripade
deje, je, ze Rirkrit namiesto toho,
aby hovoril alebo robil z pozicie
umelca, sa rad$ej plne zahlbi do
robenia nie¢oho iného v priestoroch
umenia. A nie nepodobne Warholovej
Factory, ale rozptylene do mnohych
umeleckych priestorov a réznych
¢asov, Rirkritova ¢innost docasne
vytvara zvladsStne spolocéenské vztahy
medzi uc¢astnikmi. Vytesnuje umelecky
objekt a postavu umelca z jeho
tradiéného miesta uprostred javiska

play out here: Warhol
is very blunt about
his apparent indiffer-
ence to the production
of his paintings and
objects in interviews
from that period,
where he is clear that
not only are the
paintings and objects
physically made by
studio assistants, but
even their subject
matter is determined
by others, and his
involvement in the
films is not very
different—the screen-
plays are written by
someone else, he does
not direct the actors,
or shoot the films, or
edit them. The set for
the most part is just
his studio: the
Factory.

One of my personal
favorites is a film
called The Couch
(1964),in which,
according to Gerard
Malanga (who found the
featured red couch on
the street and brought
it to the Factory),
documents the fact
that every time other
activities at the
Factory were finished
or exhausted, someone
would just start
filming the couch and
whatever was taking
place on it at the
moment: conversations,
eating, sex, and so
forth. The films do
not seem to be made to
be watched in their
entirety, which is
something that would
be hard for most
filmmakers to accept:
you want the audience
to see the totality of
your work, no matter
how experimental, and
it’s frustrating when
people stop paying
attention or leave
midway through the
piece. Yet the major-
ity of Warhol’s films
seem to have

a built-in indiffer-
ence to this.
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(do kuchyne), mozno
zrkadliac Duchampa, jeho
pritomnost vac¢sinou tvori
tichy ale délezity a for-
mativny stredobod pre
vS8etkych pritomnych.
Rirkritovi sa dari robit
umenie bez toho, aby
pracoval v ulohe umelca,
ale aby to dosiahol, musi
sa zavalit pracou: pra-
cuje velmi tvrdo na
niec¢om inom.

Myslim, ze étos v pozadi
véésiny tychto veci sa
dotyka komunistického sna
neodcudzenej préace. Ked
Marx pis8e o konci delby
prace a uUzkej $Specializa-
cie, popisuje spoloc¢nost,
v ktorej su identita

a spolocenské role velmi
fluidné: jeden den mézete
byt smetiarom, druhy
inzinierom, kucharom,
umelcom alebo starostom.
V tomto scénari sa odcud-
zenie vytraca a umenie sa
stdva neodlisitelnym od
bezného Zivota — rozplyva
sa v zivote. Existuje
jasna trajektoria tejto
tuzby po rozpusteni
umenia, ktora je evi-
dentnd v umeleckych
pristupoch od ranného
modernizmu az do dnesného
dia. Tato tuzba je
pravdepodobne star$§ia ako
komunizmus a istym spéso-
bom prezila aj kolaps
komunistickej ideoldgie
— preto sa domnievam, Ze
méze ist o niedo hlbsie
ako je ideolodgia. Je
mozné, Ze tato tuzba
suvisi s potrebou znova
nadobudnut redlnost,
ktord umenie mozno pred
industrializéaciou spoloc¢-
nosti malo.

In one of the interviews I saw, from
1966 or so, Warhol says point blank
that he has not worked in three years
and is not working at the time of the
interview. It’s easy to assume that
this is only another evasive maneu-
ver or provocation, which he was so
good at during interviews, yet it
seems to me that he was actually
being very direct: having created
certain conditions for production,

he was present, yet did not need to
work in order for significant art to
come into being. Perhaps he was
simply being physically present
within the structure he set in
motion.

It also seems to me that the most
important mechanism of the Factory,
its central activity, was not so
much the production of art objects
or films, but the production of very
particular social relations: a new
way of life that in turn resulted in
films and other things. Warhol, the
proponent of Business Art, may seem
to be artistically far from the
idealist or utopian avant-garde, but
the structures he was using were not
so dissimilar: a certain kind of
de-personalization of an artwork
using a collective approach rooted
in a creative community—-strangely
reminiscent of De Stijl, Bauhaus,
and so forth—all of which placed
just as strong an emphasis on the
reorganization of life and social
relations as on the production of
art. I find that, far from being
dated or obsolete, this type of
model is of particular significance
today, facilitated and amplified by
the emergence of powerful and free
tools for communication, production,
and dissemination found mostly on
the internet, which together create
a possibility for a degree of
autonomy from capital.

A different yet sympathetic approach
to not working can be found in the
artistic practice of Rirkrit
Tiravanija. Although his work has
been fully absorbed and valorized by
art institutions and the market, he
is rather adamant that much of his
activity is not art at all. In fact,
once you start questioning him, it
turns out that almost nothing he
does, with the exception of the
occasional painting, sculpture, or
drawing, is, in his opinion, art.
And this is not mere posing or

a provocation: it seems to me that
this comes from a deep reverence for
a certain capacity of the everyday

and a desire to explore this capacity to its
fullest, most radical extent.

A couple of years ago we did something in New York
which involved turning e-flux’s storefront into

a kind of a free meal/discussion space where three
days of conversations on contemporary art took
place during lunch and dinner sessions. Rirkrit
did most of the cooking, with some help from his
assistants and friends. I never noticed how much
Rirkrit actually works when he cooks for a large
number of people. Each of the three days started
early, around seven or eight in the morning, with
food shopping. Food preparation started around
eleven, to be ready in time for lunch sessions,
followed by a couple of hours of cleaning. Then
shopping again for dinner (no refrigerator during
the hot New York summer), cooking, and cleaning
again until past midnight. Not having a real,
equipped kitchen makes food preparation, cooking,
and cleaning very labor intensive. On the other
hand, spending most of his time in the improvised
backyard kitchen allowed Rirkrit to not engage in
the conversation and to not speak or answer
questions about his art, which is something

I think he does not like to do. When asked if what
he was doing is art, Rirkrit said no, he was just
cooking.

I think what happens here is that rather than
speak or work in the capacity as an artist,
Rirkrit prefers to make himself very busy doing
something else in the space of art. Furthermore,
not unlike the Factory, yet dispersed amidst many
different art venues and dates, Rirkrit’s activity
manages to temporarily construct a rather peculiar
set of social relations between those in atten-
dance. While he displaces the art object and the
figure of the artist from its traditional place at
center stage (to the kitchen), perhaps reflecting
Duchamp, his presence usually forms a quiet yet
influential and shape-giving center for those
present. Rirkrit does manage to produce art while
not working in the capacity of an artist, yet to
do so he really makes himself very busy: he works
very hard doing something else.

I feel that the ethos behind much of this has to
do with the communist dream of non-alienated work.
When Marx writes about the end of division of
labor and narrow professionalization, he describes
a society where identity and social roles are
extremely fluid: one day you can be a street
cleaner, the next day an engineer, a cook, an
artist, or a mayor.3 In this scenario, alienation
disappears and art becomes indistinguishable from
everyday life: it dissolves in life. Historically
there is a clear trajectory of this desire for the
dissolution of art, which is visible in artistic
practices from early modernism to the present day.
This desire may be actually older than communism
and, in a certain way, it outlasts the collapse of
communist ideology, which makes me think that this
may be something deeper than ideology. It could be
that this desire has to do with a need to reclaim
a reality that art may have had prior to the
industrialization of society.
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Rasa Todosijevic¢
Edinburgh statement
1975

V Edinburskom manifeste z roku 1975
Todosijevi¢ oznacil vsetkych tych, ktori

“profituji z umenia”. Tento dlhy zoznam

pomenava ucastnikov vsetkych udalosti,
ktoré st nejakym sposobom previazané
s umeleckou scénou. Vratane kustodov

a moderatorov televiznych novin.

In the Edinburgh Statement dated 1975 Todosi-
jevi¢ marked those “who benefit from art”. The
statement consisted of a long list of participants
in any event present on the art scene, including
even exhibition guards, and speakers who read
the news on television.
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W.A.G.E. Womanifesto, 2008.
Facsimile of a poster produced for the 2014

‘Wages 4 W.A.G.E.” campaign.

Working Artists and the Greater Economy
je aktivisticka organizacia, ktord posobi

v meste New York a bola zalozend v roku
2008. Nasim poslanim je vytvorit udrzatel-
né ekonomické vztahy medzi umelcami/
umelkynami a institGciami, ktoré nasu pra-
cu zazmluvnuju a zaviest na poli umenia
mechanizmy sebareguldcie, ktoré kolektiv-
ne prinesu spravodlivejsie prerozdelenie
jeho ekonomiky.

Working Artists and the Greater Economy is a New
York-based activist organization founded in 2008.
Our mission is to establish sustainable economic
relationships between artists and the institutions
that contract our labor, and to introduce mech-
anisms for self-regulation into the art field that
collectively bring about a more equitable distribu-
tion of its economy.

W.A.G.E. /M.Z.D.A./
WOMANIFESTO

ZOSKUPENIE W.A.G.E. (“WORKING ARTISTS
AND THE GREATER ECONOMY” - ”PRACUJUCI
UMELCI A SIRSI EKONOMICKY KONTEXT”)
ZAMERIAVA POZORNOST NA EKONOMICKE
NEROVNOSTI PRITOMNE VO SVETE UMENIA

A NA ICH RIESENIE.

W.A.G.E. VZNIKLO, LEBO MY - VIZUALNI
UMELCI A NEZAVISLI KURATORI - DODAVAME
PRACOVNU SILU.

W.A.G.E. VNIMA ORGANIZOVANU
NEZODPOVEDNOST TRHU S UMENIM

A INSTITUCII, NA ZAKLADE KTORYCH
FUNGUJE, A POZADUJE KONIEC ODMIETANIU
PLATIT HONORARE ZA PRACU, KTORA SA OD
NAS ZIADA: PRIPRAVA, INSTALOVANIE,
PREZENTOVANIE, KONZULTOVANIE,
VYSTAVOVANIE A REPRODUKOVANIE.

W.A.G.E. ODMIETA SITUOVANIE UMELCA

DO POLOHY SPEKULANTA A VOLA PO
ODMENOVANI KULTURNEJ HODNOTY V HODNOTE
KAPITALOVEJ.

W.A.G.E. VERI, ZE PRISLUB VIDITELNOSTI
A POZORNOSTI V SEBE SKRYVA
NEBEZPECENSTVO V SYSTEME, KTORY
POPIERA HODNOTU NASEJ PRACE.

AKO NEPLATENA PRACOVNA SILA POSOBIACA
V RAMCI ROBUSTNEHO TRHU S UMENIM,
KTORY GENERUJE OBROVSKE ZISKY PRE
INYCH, ZOSKUPENIE W.A.G.E. POUKAZUJE
NA VYKORISTOVANIE INHERENTNE

V TOMTO SYSTEME A POZADUJE ADEKVATNU
KOMPENZACIU.

W.A.G.E. ZIADA RIESENIE PREVLADAJUCICH
EKONOMICKYCH NEROVNOSTI, KTORE
ZNEMOZNUJU UMELECKYM PRACOVNIKOM
PREZIT V SIRSOM EKONOMICKOM KONTEXTE.

W.A.G.E. SA ZASADZUJE ZA BUDOVANIE
PROSTREDIA, V KTOROM VLADNE VZAJOMNY
RESPEKT MEDZI UMELCAMI A INSTITUCIAMI.

W.A.G.E. POZADUJE HONORAR ZA
VYTVARANIE ZAUJIMAVEJSIEHO SVETA.

Working Artists and the Greater
Economy (W.A.G.E.)

W.A.G.E.
WOMANIFESTO

W.A.G.E. (WORKING
ARTISTS AND THE
GREATER ECONOMY)
WORKS TO DRAW AT-
TENTION TO ECONOMIC
INEQUALITIES THAT
EXIST IN THE ARTS,
AND TO RESOLVE THEM.

W.A.G.E. HAS BEEN
FORMED BECAUSE WE,
AS VISUAL + PERFOR-
MANCE ARTISTS AND
INDEPENDENT CURA-
TORS, PROVIDE A WORK
FORCE.

W.A.G.E. RECOG-
NIZES THE ORGANIZED
IRRESPONSIBILITY

OF THE ART MARKET
AND ITS SUPPORTING
INSTITUTIONS, AND
DEMANDS AN END OF
THE REFUSAL TO PAY
FEES FOR THE WORK
WE’RE ASKED TO PRO-
VIDE: PREPARATION,
INSTALLATION, PRES-
ENTATION, CONSULTA-
TION, EXHIBITION AND
REPRODUCTION.

W.A.G.E. REFUTES THE
POSITIONING OF THE
ARTIST AS A SPECU-
LATOR AND CALLS FOR
THE REMUNERATION OF
CULTURAL VALUE IN
CAPITAL VALUE.

W.A.G.E. BELIEVES
THAT THE PROMISE OF
EXPOSURE IS A LIA-
BILITY IN A SYSTEM
THAT DENIES THE
VALUE OF OUR LABOR.

AS AN UNPAID LABOR
FORCE WITHIN A RO-
BUST ART MARKET FROM
WHICH OTHERS PROFIT
GREATLY, W.A.G.E.
RECOGNIZES AN IN-
HERENT EXPLOITATION
AND DEMANDS COMPEN-
SATION.

W.A.G.E. CALLS FOR
AN ADDRESS OF THE
ECONOMIC INEQUALI-
TIES THAT ARE PREVA-
LENT AND PROACTIVELY
PREVENTING THE ART
WORKER’S ABILITY TO
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SURVIVE WITHIN THE
GREATER ECONOMY.

W.A.G.E. ADVOCATES
FOR DEVELOPING AN
ENVIRONMENT OF MU-
TUAL RESPECT BETWEEN
ARTIST AND INSTITU-
TION.

W.A.G.E. DEMANDS
PAYMENT FOR MAK-
ING THE WORLD MORE
INTERESTING.

Working Artists and
the Greater Economy
(W.A.G.E.)

85



Zostavili / Edited by: Apart Collective

Texty / Texts © Apart Collective, Liam
Gillick, Eliska Mazaladnova, Mohammad Salemy,
Tereza Stejskalova, Anton Vidokle

Redakcia / Editing: Ema Hesterovéa, Denis
Kozerawski, Peter Sit

Preklady / Translation © Vit Bohal, Véaclav
Jano&¢ik, Kristina Orszaghova, Juliana
Sokolova, Andrej Zabkay

Tla¢ / Printed by: BB print
Néklad / Printing of: 199

Vystava a publikédcia bola podporené

z verejnych zdrojov poskytnutych Fondom na
podporu umenia. Publikdcia reprezentuje
vyluéne nazor autora a fond nezodpovedd za
obsah publikéacie.

The exhibition and the catalogue were
supported using public funds provided

by Slovak Arts Council. This publication
reflects the views only of the author, and
the Council cannot be held responsible for
the information contained therein.

Vydali / Published by Apart o.z. & Krokus
Galéria 2018
© Apart o.z. & Krokus Galéria 2018

ALCN#019

ISBN 978-80-970810-7-2

Dakujeme / Thanks to:

e-flux, Krokus Galéria, Miro Gajdos,
Martina Hajachovéa, Klaudia Kosziba,
Maureen Paley, Andrej Sadecky,

Lise Soskolne, tranzit.sk,

laureati Ceny Oskara Cepana 2017

- Katarina Hruskova, Nik Timkova,
Zuzana Zabkova

KROKUS

fond
na podporu
@ umenia

l".‘ll nu-”nu: 1‘

87



e

vy

=
- N
w

Ll




