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PETR STEMBERA

Spani na stromé — Praha
— duben 1975

Po tfech dnech a nocich
beze spanku

jsem Ctvrtou noc

stravil na stromé.

PETR STEMBERA

Sleeping in a Tree — Prague
—April 1975

After three days and nights
without sleep

| spent the fourth night

in a tree.




Tato publikace obsahuje rozhovory
s vybranymi ¢eskymi umélci, ktefi se v 70. a 80.
letech zabyvali performanci. Rozhovory byly nahrany
v rdmci projektu Replaced — 2006, v némz jsem
zopakovala akce od péti z téchto performerd.
Kritériem vybéru akci k sou¢asnému provedeni
byla predevsim okolnost, Ze pivodni akce
probéhly — nebo mohly probéhnout — ve vefejném
prostoru. Spi$ nez komponované, jednoznacné
identifikovatelné performance mému zaméru
vyhovovaly udalosti a gesta, které se pohybovaly
na hranici obecné pfijatelného chovani.
Pokusila jsem se prozkoumat, co se stane,
kdyZ premistim dfive zaznamenané gesto do zcela
proménéné reality. Zajimalo mé, jakym zpGisobem
se zménil vefejny prostor a ve, co s nim souvisi
(politika, urbanismus, architektura, ale i spolecenské
konvence a pravidla spojend s urcitymi misty).
Opakovala jsem jednotlivé akce nékolikrat v riznych
prostedich, abych zjistila, jestli a jaké jsou tu
rozdily. PGvodni akce byly dokumentovany fotografii
a textem. Abych se dovédéla vic o okolnostech,
za kterych vznikaly, setkala jsem se s téméF
viemi jejich autory a povidala si s nimi o jejich
zkusenostech a dlvodech, pro¢ je uskutecnili.
Ukdzalo se, Ze vedle sondy do vefejného prostoru
mij projekt nutné reflektuje i proménu toho,
jakym zpUsobem se na jejich akce divame dnes.
Publikace se skldda z nekracenych textovych
prepist mych rozhovord s umélci a z DVD se
zaznamem vlastnich rekonstrukci, které doplfiuji
vybrané komentafe autor( plivodnich akci.

Barbora Klimova

This publication contains interviews with selected
Czech artists who worked with performance art as
a medium during the 1970s and 80s. The interviews
were documented within the context of the project
Replaced 2006 in which | repeated performances by
five of these artists.

A criteria for the selection of performances which
would be reenacted was foremost that the original
performance took place -- or could have taken place
-- in public space. Gestures or events identifiable
through their obviousness, bordering on normal
acceptable behaviour, suited my intentions rather
than composed works.

| attempted to research what happens when
| place a previously recorded gesture into
a completely altered reality. | was interested
in which ways public space and anything related
to it had changed (politics, urbanism, architecture,
but also social conventions and codes associated
with particular locations). | repeated individual
performances in several environments in order
to find out if and what the differences were.

The original performances were documented

in photographs and texts. In order to find out more
about the circumstances under which they were
initiated, | met with practically all of the artists

and discussed their experience and the reasons
behind their actions. It came to light that in addition
to my project being a probe into public space,

it reflected a transformation in the manner

in which we view these performances today.

This publication is a collection of unedited
transcripts of my interviews with these artists
and from the DVD documenting my own
reconstructions which | complimented with selected
commentary by the performances’ original authors.



VLADIMIR AMBROZ — Clovék automobil — Brno — 1976
VLADIMIR AMBROZ — Automobile Man — Brno — 1976
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VLADIMIR AMBROZ
Brno 17. Cervence 2006

V sedmdesatych a osmdesatych letech jste
realizoval fadu akci ve vefejném prostoru. Jaky je
va$ ndzor na proménu urbanniho prostoru v ¢eském
prostredi v poslednich desetiletich? Jak vzhledem
k této zméné vnimate své tehdejsi akce?

Svoboda podle mé s sebou nese to, Ze v mych
akcich ze sedmdesétych a osmdesatych let jiz
neni dramaticky néboj, neni tam nebezpedi, néco,
o je stavi mimo spolecnost. Najednou je z nich
establishment.

Je absurdni, Ze se podobny druh uméni studuje
na vysoké skole. Proto ja uz to ted ani nesleduii.

VZdycky jsem proZival véci od Chrise Burdena.
Petr Stembera v sedmdesétych letech sestavil
a preloZil z riznych casopist jeho texty. Vibec
nevim, jestli od té doby vysla néjaka jeho
monografie. J& mam pofad ten samizdat, napsany
na stroji. Jeho véci jsou UZasné, i intelektuding,

a pfitom byly délané ve svobodné zemi. Ale dneska
je téZké udélat néco, co by byl postoj a nebyla to
exhibice.

Pro mé je zajimavé, Ze jste v dobg, kdy jste své
akce provadél, byl architektem.

Studoval jsem architekturu. Svoje prvni
performance jsem délal nékdy kolem roku
1974.V té dobé jsem nikoho z okruhu ceské
ani zahranicni performance neznal. Chodil jsem
ale do Moravské galerie, kde odebirali rizné
Casopisy, napiiklad Flash Art, coz byl v té dobé
UpIné jiny casopis neZ dnes — cernobily tisk,
velky format, byl to téméF underground, na rozdil
od uméleckych casopisd, kterym se dnes podobd
a kterymi jsem tehdy pohrdal. Poslal jsem do Flash

Artu dokumentace nékterych svych performanci
a prostfednictvim tohoto casopisu, diky Helené
Kontové, jsem se sezndmil s lidmi z Prahy.

Které z vasich akci byly na zacatku?

Ja nevim, co bylo prvni. Mné se zda, Ze to
obdobi nasi historie jakoby neexistuje, je to
¢ernd dira. Nebo se pofad mluvi o néjakych tfech
Ctyfech lidech, kteff s tim vydrZeli dodnes. Nékteff
z tehdejsich aktér emigrovali, jini zmizeli, napfiklad
v politice. Petr Stembera a Jan Mi¢och jsou
zaméstnani v Uméleckoprimyslovém muzeu. Karel
Miler pracoval, pokud j& vim, v knihovné." Je jen pér
lidi, kteff u toho zstali a stali se z nich, fekl bych,
zaslouZili umélci. J& sdm jsem se oddélil a zacal
jsem délat néco jiného, abych se uZivil.

Tehdy se to bralo spi$ jako postoj. Nevzpomindm
si, Ze by to nékdo bral ¢isté jako uméni. Samozfejmé
tim, Ze se akce publikovaly v uméleckych ¢asopisech
a pofad se rozebiraly, tak se dostaly jinam.

Ja mam fotodokumentace svych vlastnich akci
a zaroveri i fotky performanci dalsich lidi. Ty
fotografie jsou hrozné nekvalitni, nebyly pojimané
tak, aby byly vytvarné. Dnes ale ten vizualni vjem
prevlada nad obsahovosti. UvaZoval jsem o tom,

Ze bych z téch fotografii udélal velké zvétseniny
— zpracoval je vizudIné v pocitadi, jenomze to by
bylo popfeni téch véci.

Postoj k akcim tady byl naprosto jiny nez
napiiklad v Americe. Tam je brali jako krok
ve vyvoji uméni, a tady to byl ve své podstaté
osobni postoj. Nevim, jestli zndte Madara Tétha,
ktery Zil v Budapesti. Tehdy chodili viichni s méavétky
a on si vyrobil transparenty: Jsem $tasten, Ze jsem



stasten. To byl politicky postoj, ale co si z toho mize
vzit néjaky kunsthistorik ze Zdpadu?

Méte pocit, Ze akce, které byly délané napfiklad
v Americe, jsou oproti tém, které byly provadéné
u nés, jiné i formalné?

Moznd jenom pocitové, ony navenek mizou
vypadat podobné. Treba kdyZ se Burden nechal
zavfit u stropu v néjaké galerii a divaci o ném
pouze védéli, Ze tam je. To mné bylo celkem blizké.
Nedovedu si pfedstavit, co v to v Americe pro lidi
znamenalo. TakZe formaIng, vizualné to mohlo
vypadat stejné, ale pocitové to bylo jiné.

Vzpominém si na akdi, kterou d&lal Petr Stembera
ve Vratislavi. Byla u toho i polskd televize, vysilali
to ve zpravach, coz bylo absurdni. Petr si lehl pod
deku, roznul si lampicku a do mikrofonu cetl knihu.
Ta deka byla husta a on, jak cetl, tak postupné
ztracel dech. Trvalo to asi ¢tvrt hodiny a konilo
to tim, Ze UpIné chroptél a museli ho odtam
vytdhnout, protoZe by se byval udusil. To byl ve své
podstaté sileny zazitek, béha vam mréz po zadech.
No a samoziejmé tohle Ize pfenést do jakékoli
situace, ale pohled bude pokazdé jiny.

Zéroveri mam dojem, Ze ¢im vic je uméni aktuaini,
tim vétsinou nema dlouhodobou platnost. Dneska
jsem si Cetl o néjakém némeckém sochafi, ktery byl
Hitlerdv oblibenec. Ve své podstaté délal asi uzasné
sochy, ale ve Spatné dobé.

MUZete mi priblizit nékteré z akci, které vznikly
ve verejném prostoru? Napiiklad vase akce Zrcadlo.

Zrcadlo? To tady byla néjaka Francouzka, pfinesla
mi knizku, kterd se jmenovala Svét je odrazem.
Zaujalo mé, Ze clovék stoji v urcitém prostoru
a odrdZ{ to, co je kolem ného — jinou realitu. Takze
jsem chodil se zrcadlem po mistech, kde byly jisté
rozpory. V zrcadle, pfed mym oblicejem, byl jiny
obraz nez okolo mé. Mam to nafocené, asi deset
fotografit.

Byla to akce zacilend na verejnost? Nebo spi$
na tu fotografii?

Ja si nemyslim, Ze bychom do toho chtéli
verejnost néjak vtahovat. Ne Ze bychom se lidi bli,
ale je to nezajimalo. Pro vefejnost jsme byli divni
lidé, kteff délaji divné véci. Vétsinou nas sledovalo
par sblizenych lidi, ktefi méli zajem o jiny pohled
na svét, nez byl ten prevladajici.

Ja jsem tehdy organizoval i vystavy, coZ
byl bez povoleni obcas problém. Tehdy byla
aféra v novinach, Ze v Benatkach na biendle
vystavovali ¢esti autofi, Kolar a dalsi. A tak jsem
si pronajal v Brné v Zidenicich sl v hospodé
Na Benatkach. Udélali jsme tam vystavu na stolech
— Na Benatkach po Benatkéch. Pak se to hned
shalilo a odneslo.

Dnes ma viechno spolecensky a komercni
charakter. Tehdy nebylo po penézich nebo néjaké
komerci ani vidu. Pamatuji si, Ze Jifi Valoch mél
jedny z prvnich pfedmétl Fluxu nebo néjaké véci
od Christa, tehdy to bylo za smésné penize. Ve Flash
Artu byl zvetejnény cenik. Prodévalo se napiiklad
ptilhodinové video Yoko Ono za jeden a pul dolaru,
nikdo to nechtél, nikoho to nezajimalo.

Neékdy okolo roku 1969 jsem poprvé narazil
na Sonyho Halase. On v Brné tehdy poradal
happeningy podobné tém, které délal Allan Kaprow.
Se Sonym jsem se potom dlouhou dobu pratell,
délali jsme spolu akce. Od Mariana Pally jsme si
napfiklad nosili teply vzduch k sobé do ateliéru.

On tam mél pretopeno a u mé byla strasna zima.
Tak jsme ve velkém igelitovém pytli pfendseli vzduch
z Kotlafské na Jana Uhra. Délali jsme to pro radost.
Dneska ma vsechno komer¢ni vyznam. Kdyz tu
moZznost nemate, kdyZ vas penize netrapi, tak jste
svym zplsobem Stastnéjsi a délate si, co cheete.
Coz je teda absurdni, Ze ta svoboda s sebou
pfinesla to, s ¢im nikdo nepocital.
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V ¢em spocivala vase akce Clovék automobil?

To jsem si sehnal Ctyfi pneumatiky a v podstaté
jsem se zaparkoval na parkovisti. Kolem chodili lidi
a ja jsem lezel na rdmu s pneumatikami na rukach
a na nohach.

Mél jsem ateliér na ulici Jana Uhra, kde vznikalo
hodné praci. Byl tam dvdr a za nim byly garaze
Statni bezpecnosti. Zrovna tam skaceli strom. A my
jsme spolecné s jednim kamaradem svafili obrovsky
strom z igelitu, asi 10—12 metrd velky. Nafoukli
jsme ho vysavacem a napustili rizovou dymovnici.
Ten rlzovy strom stél za zdi, kam jezdila auta Statni
bezpecnosti. Vychézelo to z takového radostného
pocity, ale v kontextu vnitrobloku to muselo pUsobil
absurdné.

Nebo jsem si tam nastéhoval televizi a rozhodl se,
Ze ji budu sledovat tak dlouho, dokud to vydrzim.
Tehdy byly prenosy z konferenci Komunistické strany
Ceskoslovenska. Ty bézely nonstop. Ja jsem se na né
dival od osmi od rana do pulnoci. Pak jsem teda
nespal, to neslo.

Taky jsem chodil za Marianem Pallou a on sedél
ve svém ateliéru a délal ¢ary dlouhé nékolik hodin,
nebo popisoval papiry, které se mu tam vrsily.
Jednu dobu, protoZe nemél co jist, pronajimal sva
dila. Treba natel knihy a pjcoval je, naptiklad
pijcil knihu za kilo ryze na mésic. Mam doma jeho
spaleny obraz. Maloval obraz, ktery potom spalil,
popel dal do krabice a dal mi ji.

J& mém jeho staré véci hrozné rada.

Musim Fict, Ze kdyZ ho dneska potkém, tak
mam pocit, jako bych se vratil tficet rokt zpétky.
Myslim, Ze se pfilis nezménil. Ja to obdobi vniméam
jako jednu svoji Zivotni etapu, ale uz jsem jinde.
Samoziejmé urcity pfistup k vécem, kdyZ je nahlizite
z rznych UhIG pohledu, to v ¢lovéku zlistane. Kdyz
jsem ted délal néjaké grafické nebo architektonické
névrhy, tak jsem toho pohledu vyuZival. Spousta

védi, které se dnes objevuji v reklamé, z toho téZ,
a kdo to proZil, tak to vidi. Skoro kazda véc se d4
vyuZzit propagacné.

Ted probiha biendle. [Biennale grafického designu
v Bmé] Nevim, jestli sledujete graficky design?
Moje dcera studuje graficky design na UMPRUM.
Délaji opravdu zajimavé véci, takze maji na bienéle
prezentaci. KdyZ jsme byli na vernisézi, tak mé
zarazila jista podobnost. Dcera tam mé fotografie,
na nichz jsou riiznf lidé, ktefi na sobé maji trika
s natisténym pismenem. Jsou vyfoceni v riznych
situacich, fotografie vedle sebe tvoif text. Ja jsem
v sedmdesatych letech délal takové zoufalé vykiiky.
Nechal jsem si vytisknout plakaty formatu A0, na
kterych bylo natisténé vzdy jedno pismeno. V Brné
fungoval jeden lepic plakatt. On mi po celém Brné
rozlepil asi tficet plakatd, které dohromady tvorily
text. Jenom 4 jsem védél, jaky to byl text, protoze
tim, jak to bylo roztrousené po celém Bmé, tak jsem
si mohl fikat, co jsem chtél. To jsou véci, které se
nedaji zopakovat, protoZe ekonomicka situace je
naprosto rozdilna.

Formalné je dcefina prace podobnd, ale je to
propagacni véc, kdezto tohle bylo néco jiného. Jela
jste okolo plakatovaci plochy a na ni bylo obrovské
0, ale nikdo nevédél proc. Tehdy byly plakaty malé,
nevyrazné a najednou se tam objevila AO. Kazdy
na to koukal, pro¢ to tam je. Tehdy to jesté nékoho
zajimalo. Dnes uZ to v premife vizudlnich informaci
nikoho nezajima.

Jste stale aktivni jako architekt?

Ja jsem vlastné po architektufe nechtél stavét
panelaky, takze jsem Sel na vystavisté, kde jsem
délal interiéry a scénografii. Coz délam dodnes.
Tehdy mé stvalo, Ze nebudu délat to, co jsem
vystudoval, ale dnes je mi to jedno. Byval bych
skonil ve Stavoprojektu a dneska bych jezdil kolem
Bohunic a stydél se za domy, co se tam postavily.



VLADIMIR AMBROZ - Zrcadlo — Brno — 1977
VLADIMIR AMBROZ - Mirror — Brno— 1977

VLADIMIR AMBROZ — Poster — Brno — 1978
VLADIMIR AMBROZ - Poster — Brno— 1978

Dost znamych architektl mé tyhle pomnicky
za sebou.

Co jsem délal, tim bych se stejné neuzivil.
Kdybych Zil jinde, moznd Ze bych se etabloval
do polohy néjakého oficidlniho artisty.

Jako kdybych to neproZil. Tim, jak se méni svét,
¢lovék se obcas zamysli a fekne si: Proboha, tohle
jsem opravdu délal? Jsem to skute¢né ja? Nenf to
tak, Ze bych to zapomnél, Ze bych to popiral. Ale
dneska se ¢lovék soustredi na fadu véci. Podnikéni
neni nic jiného nez permanentni vélka a ja se
snazim, abych ji prezil. Nékdy mné to az vadi, ze
uvniti neni zadné etické zézemi. To vas tak vycerpa,
Ze nemZete na nic jiného myslet. Obdivuji lidi, ktefi
pracuji dodnes jako tehdy, s tim, Ze maji néjaky
svét, kterého se vilbec nic nedotklo. Tyhle véci
reflektovaly, co se délo ve spole¢nosti. Ale dnes
se véci ménf kazdy tyden. Vzpominam si, jak jsem
dostal do rukou text od Mc Luhana Medium is the
message, ktery preloZil Petr Stembera. Piznam se,
Ze jsem tomu tehdy moc nerozumél, protoZe pojem
globalni vesnice tady jesté nefungoval. Tehdy mi
pfipadalo, Ze to prehani, dneska se mi zd4,

Ze prehnana je okolnf realita.

' Karel Miler od konce Sedesatych let pracoval jako odborny
pracovnik Narodni galerie v Praze.
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VLADIMIR AMBROZ
Brno, July 17th, 2006

You realized a series of performances in public
space in the 1970s and 80s. What is your opinion
on the transformation of Czech urban space
during the last decade? How do you perceive your
performances of that time in light of these changes?

In my opinion, freedom carries something with
it that lessens the drama of my actions from the
1970s and 80s, there is no danger present, nothing
that places it outside of society. All of a sudden they
are establishment. It's absurd that people study
a similar genre of art at university. For that reason
I don’t even follow it anymore. | always admired
Chris Burden’s work. Petr Stembera translated and
put together several of his texts from different
magazines during the 1970s. | don’t even know
if anything of his has been published since. I still
have the typed samizdat publication. His work
is incredible, intellectually as well, and yet they
were performed in a free country. But nowadays
it’s difficult to take a stance by doing something
without it looking like exhibitionism.

I find it compelling that you were an architect
during the time when you carried out your
performances.

| studied architecture. My first performances
date back to around 1974. At that time | wasn't
acquainted with anyone from the Czech or
international performance art scene. | did go to
the Moravian Gallery though where they had
subscriptions to several magazines, like Flash Art
for example, which was a completely different
magazine than it is today — black and white print,
large format, it was practically underground,

as opposed to how art magazines look now and
which | then disrespected. | sent documentation
of some of my performances to Flash Art and in

this way, thanks to Helena Kontovd, met people

from Prague.

Which of your performances were among
the first?

I don’t know which one was first. To me it's
as if that part of our history doesn't even exist, it's
like a black hole. Or you only hear about three or
four individuals who have continued with it until
now. Some of the artists from that time emigrated,
others disappeared, for example in politics. Petr
Stembera and Jan Micoch are employed at the
Museum of Decorative Arts. As far as | know, Karel
Miler worked at a library." There are only a few
people that stuck to it... who | would say became
official artists. | distanced myself from it and started
to do something else, to make a living.

Then it was taken rather as a stance. | don't recall
anyone considering it purely art. Of course since the
performances were published in art magazines and
were constantly being discussed they moved into
a different sphere.

| have photo documentation of my own
performances as well as photographs of other
people’s performances. The quality of the
photographs is terrible, they weren't taken to be
artistic. Today visual appearances carry more weight
than content. | thought about making large format
blow-ups of the photographs — working with them
visually using the computer, but that would be
denying them.



Here the attitude toward performance was
completely other than, say, in America. There it was
considered one step in the evolution of art, and
here it was at its core taking a personal position.

I don’t know if you're familiar with Toth, Hungarian,
who lived in Budapest. Then everyone walked
around with streamers, he made banners: I'm happy
that I'm happy. It was a political stance, but what
could an art historian from the west make of it?

Are you under the impression that performances
which took place for example in America differ from
those which took place here formally as well?

Perhaps only the sensibilty, their appearances
might seem quite similar. Like when Burden
imprisioned himself just beneath the ceiling in
a gallery, and the viewers merely knew about the
fact that he was there. | could really relate to that.
| can’t imagine what it could have meant for people
in America. So formally, visually, it could have been
the same, but the sensibility was different.

| remember a performance by Petr Stembera in
Vratislav. Even Polish television was there, it was on
the news, which was absurd. Petr laid down under
a blanket, turned on a small lamp and read a book
into a microphone. The blanket was heavy and as
he read he slowly began to loose his breath. It took
about a quarter of an hour and ended with him
reading in a completely hoarse voice and having to
be pulled out of there so he wouldn't suffocate. In
essence it was a mad experience, it sent chills up
your spine. So, of course this can be transferred to
whatever situation, but the perception of it will be
different each time.

At the same time. | have the feeling that the
more contemporary art is the less longevity it has.
Today | was reading about a German sculptor, who
was Hitler's favorite. In essence he probably made
extraordinary sculptures, but at the wrong time.

Could you describe in more detail some of the
performances which came about in public space?
For example, your performance Mirror.

Mirror? There was this French woman here, she
brought me a book that was titled, The World
Is a Reflection. | was fascinated by the idea of
a person standing in a certain space reflecting
that which is around him — a different reality. So,
| walked with a mirror in places where there had
been specific disputes. Their was a different image
in the mirror before my face than around me. It was
documented, about ten photographs in all.

Were the performances aimed towards the
public? Or rather towards the photographs?

I don’t think we wanted to involve the public.

Not that we were afraid of anyone, they just weren't
interested. For the public we were strange individuals
doing strange things. Usually those closest to us
followed along, those that were interested in seeing
the world in a different way than the majority.

| organized exhibitions which at that time without
a permit was a problem. There was a scandal in the
papers about that time, concerning Czech aritsts
exhibiting at the Venice Bienale, KoldF and others. So
I reserved a hall at a pub in Brmo--Zidenice called Na
Bendtkdch (At Little Venice). We made an exhibition
on the tables — Na Bendtkdch po Benatkéch
(Through Venice at Little Venice). Afterwards we
packed it up and took it away.

Nowadays everything has a social and commercial
character. At that time there was no commercial or
monetary aspect to those things. | remember Jif
Valoch had one of the first Fluxus artifacts or some
things by Christo, for a laughable sum at that time.
A pricelist was published in Flash Art. They were
selling a half hour video by Yoko Ono for a dollar
fifty for example, nobody wanted it, it didn't interest
anyone.
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Sometime around 1969 I first ran into Sony Halas.
He organized happenings in Brno at that time,
similar to what Allan Kaprow was doing. | was
friends with Sony for a long time after that, we did
performances together. For example we brought
warm air from Marian Palla’s studio to our own.

His place was heated while mine was freezing.

So we carried air in big plastic bags from Kotldrska
street to Jana Uhra. We did it for the pleasure of it.
Nowadays everything has a commercial significance.
If you don’t have the opportunity, if you aren’t
worried about money, then you are happier in

a way and you can do what you like. It's absurd that
freedom long sought after brought something with
it no one counted on.

What was your performance Automobile Man
about?

I managed to get four tyres and in essence parked
myself in a parking lot. People walked past and
I was lying on a frame with tyres on my arms and
legs.

My studio was in Jana Uhra street, where | created
a lot of work. There was a courtyard and behind it
there were the STB? garages. They had just cut down
a tree. A friend and | put together a huge tree made
out of plastic bags, about 10-12 meters tall. We
blew it up with a vacuum cleaner and filled it with
a pink smoke bomb. This pink tree stood behind the
wall where the STB's cars drove. It stemmed from
a feeling of pleasure but in the context of the inner
courtyard it must have seemed absurd.

Or I moved a television into the studio and
decided to watch it for as long as | could stand
it. At that time there were broadcasts from the
Czechslovak Communist Party’s conferences. They
were on non-stop. | watched them from eight in the
morning until midnight. Then | couldn’t sleep, it was
impossible.

| also visited Marian Palla who sat in his studio
making lines several hours long, or describing
papers that had piled up. At one time, when he
had nothing left to eat, he rented his art work. For
example he painted his books and lent them, one
book in exchange for a kilogram of rice per month.
I've got his 'burnt picture' at home. He painted
a picture which he then burned, he put the ash
in a box and gave it to me.

I really like his older work.

| have to say, when | meet him today, | have the
impression I'm taken back thirty years ago, | don't
think he’s changed very much. | perceive that era
as one chapter of my life, but I'm elsewhere now.
Of course a certain approach to things, if you
observe them from different perspectives, remains
in a person. Recently while doing some design
and architectural work |, used that perspective.

A lot of things that appear in advertising today
borrow from that perception, and those who lived
through it notice it. Almost anything can be used
for propaganda.

The Biennale is on at the moment. [Brno Biennale
of Graphic Design] | don’t know if you follow
graphic design? My daughter studies graphic
design at UMPRUM. They do a lot of interesting
things, so they have a presentation at the Biennale.
When we were at the opening | was stunned by
certain similarities. My daughter has a series of
photographs there with different sorts of people on
them, wearing t-shirts with letters printed on them.
They're photographed in various situations and the
photographs presented side by side create a text.
| the 1970s | did these helpless cries. | had large
format posters printed with one big letter on each.
There was only one person that pasted posters in
Brno. He pasted about thirty posters throughout
all of Brno which all together formed a text. | was
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the only one who knew what the text was. Since
they were scattered throughout the town | could
say whatever it is | wanted to. Those are things that
can't be repeated, because the economic situation
is completely different.

Formally my daughter’s work is similar, but hers
is concerned with promotion whereas this was
something other. You went past this hoarding
with a great big O on it, but no one knew why
it was there. Posters were small at that time,
inconspicuous, and all of a sudden this huge format
appeared. Everyone stared at it, wondering why
it was there. It didn't interest anyone then. Today
in the abundance of visual information it doesn’t
interest anyone either.

Do you still work as an architect?

After [ finished studying architecture | didn’t
want to build panel housing, so | went to work
at the exposition fairground where | did interiors
and stage design, which | continue to do till today.
| was angry at the time that | wasn’t going to do
what [ studied but now it doesn’t matter to me.
| would've ended up at Stavoprojekt® and would
drive past Bohunice today, ashamed of the houses
that were built there. Quite a few renowned
architects have those little monuments on their
conscious.

I wouldn’t have been able to make a living with
what | was doing anyway. If | lived somewhere else,
perhaps | could have established myself as some
sort of official artist.

It's as if | hadn't experienced it. The way the
world changes one often contemplates: My God,
did I really do that? Is that really me? It's not that
I've forgotten, that | would deny it. But today
people focus on a number of things. freelancing
is nothing more than a permanent battle and I'm
trying to survive. Sometimes it's to the point that

it bothers me, that there is no ethic foundation
within. It’s so exhausting you can't even think
about anything else. | admire people who continue
to work today as they did then, that have a certain
world that remains untouched by anything.

These events reflected what was happening in
society. But today things change from week to
week. | remember when | got my hands on Petr
Stembera’s translation of Mc Luhan’s Medium Is the
Message. | have to admit | didn’t understand it too
well since the term Global Village didn’t yet exist
here. | remember thinking he was exaggerating,
today it seems to me the surrounding reality is
exaggerated.

" Karel Miler worked as a specialist at the Prague National
Gallery at the end of the 1960s.

2 The State Security or StB was a plainclothes secret police force
controlled by the Communist Party of Czechoslovakia established
in 1945 and used as an instrument of power and repression
against any activity or individual considered anti-communist.

3 Stavoprojekt was a state owned and managed company,
affiliating architects, planning engineers, builders and developers
responsible for the majority of public building works.



JAN MLCOCH - Vzpominky na P.— Krakov, Polsko — 7. fijna 1975
Na méstském trzisti jsem po dobu jedné hodiny prodéval osobni véci, které mi pfipominaly prétele.

JAN MLCOCH — Remembering P. — Cracow, Poland — 7th October 1975
I sold personal possessions which reminded me of my friends at a market for a period of one hour.
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JAN MLCOCH
Praha 15. srpna 2006

Zajimalo by mé, jak jste béhem akdi, které jste
realizoval v sedmdesatych a osmdesatych letech
ve vefejném prostoru, vnimal okolni realitu,
premyslel jste o jejich vztahu k okolnimu prostredi?
Mné nejblizsi lidi Karel Miler a Petr Stembera se
zacali témi aktivitami zabyvat dfiv nez j&. Mimo jiné
proto, Ze jsou starsi. Petr plvodné snad maloval,
pak se zabyval, fekl bych, télové-konceptudinimi
aktivitami. Karel Miler psal texty, zacinal jako
basnik a potom presel k télesnym aktivitdm, které
byly vZdycky hrozné minimalistické. J& jsem do toho
vpad| v roce 1974.V mém pfipadé $lo o pomérné
krétkou periodu, protoZe jsem koncil viceméné
v roce 1978, posledni véc jsem udélal v roce 1980.
Vsichni tii jsme to roku 1980 uzavreli. Byli tady
i ndm mili lidé, jako napfiklad Jirka Kovanda, ktery
je stejny ro¢nik jako j4, zacinal trochu pozdéji.
Takovou tou jednoduchosti, skromnosti a stfizlivosti
svych aktivit jakoby navazoval na Karla Milera.
V okamZiku, kdy my jsme koncili, tak on mél za
sebou prvni etapu, pokracoval a pokracuje dodnes.
Alespori sédm za sebe miZu fict, Ze jsme se nikdy
necitili byt umélci na piny tvazek a cely Zivot. To
je role, kterou jsme si nikdy nezvolili, a proto jsme
z toho vlaku vystoupili, uz to pro nas prestalo byt
naléhavé. Z divodi osobnich, z dGvodd vnéjsich,
tfeba i politickych, to pro nds prestalo byt zajimavé.
Navic typ prace, ktery jsme délali, se zacal strasné
rychle akademizovat, jako vSechno nakonec.
V té dobé uz se to, ¢im jsme se zabyvali, zacalo
ucit na vysokych skolach v zahranici, a koneckonci
i v Cechach pfisla uz v osmdesatych letech
generace, kterd tento typ aktivit tlacila k naprosté

akademii. Nic proti tomu, to je nezadrZitelné,
vzdycky se to posune k obecnéjsimu uplatnéni.
Pro nds to ale bylo hodné intimni, hodné osobni.

Mnohé z aktivit se odehravaly v urcitém okruhu
divakd, nefikdm uzavieném, méli jsme pomémé
Siroky okruh lidi, kteff znali nasi praci, byli
z nejriiznéjsich prostredi, ale neméli jsme moc
prileZitosti vystupovat UpIné na vefejnosti. To se
spis délo pfi nékterych akcich v zahranici. Jezdili
jsme do Polska, Madarska, ja jsem potom jednou
vyjel do Pafize. A Petr Stembera vyjel koncem
sedmdesatych let jednou jedinkrat do Ameriky.

Tim to haslo. Jinak se to odehravalo tady v Praze
nebo v dalsich méstech, v Koling, v Hradci Kralové
a podobné.

Nase aktivity sledovali napfiklad Ludvik Hlavacek,
manzelé Seveikovi, filozofové Petr Rezek, Mirek
Petficek, Ivan Chvatik a Jifi Némec a néktefi
lidé kolem Plastikd. Byli to lidi, ktefi neustrnuli
v Sedesatych letech. V sedmdesatych letech, v té
takzvané politické normalizaci, se tady pofad
jenom vzpominalo na Sedesata léta. To bylo celkem
nestastné. Takovy az sentimentalismus a stesk.

My jsme timhle morem pfili§ zasazeni nebyli.

Byli jsme trochu mladsi a drzejsi, takze jsme chtéli
délat i jiné véci nez vzpominat. Samoziejmé fada
autortl padesatych a Sedesétych let byla vyznamna
i pro nés. Karel Miler je kunsthistorik, diky nému
jsem se s nékterymi z nich seznamil.

Rikal jste, Ze jste své akce realizovali spi§ v tzkém
okruhu lidi. Bylo to proto, Ze tehdy nebylo mozné je
uskutecnit venku, nebo vés reakce Siroké verejnosti
nezajimala?
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Vsechny ty véci staly na vztazich, na napéti. | kdyz
ta véc tfeba byla koncipovana pro dva lidi, tak stala
na vazbé, na vztahu téch lidi. Treba jednou jsem
délal takovou zvIastni akdi, uz si ani nepamatuii,
jak se to jmenovalo. Potkal jsem pritele z détstvi
a on se mé pofdd vyptaval, co délam. Tak jsem
ho pozval do domu v Praze v Nuslich, kde jsem
tehdy bydlel. Bylo to v nodi a ja jsem ho zaved|
do koridoru sklepa. Bylo to tam, jak to v ¢inzacich
byva, po obou strandch plarikové ploty a rizna
zékouti. Sli jsme za Uplné tmy, jenom na konci stala
svitka. A potom jsme se vratili, on odesel a kone¢né
se dovédél, ¢im se zabyvam.

Urcitym dobovym paradoxem je, Ze jsme vsichni
tfi (s Karlem Milerem a Petrem Stemberou) v té
dobé pracovali v kulturnich institucich. TakZe ja
jsem tfeba dost svych akci délal fyzicky na plidé
Nérodni galerie nebo podobné. Je to sranda,
protoze nékteré z nasich véci vznikaly tam, kam
je potom v devadesatych kupovali jako sbirkové
predméty. Vznikly ve vefejném prostoru, ale fekl
bych nevefejné, nebo ne zcela vefejné. Ty véci
jsme tam délali tfeba v noci, nebo jsme to nedélali
ve vystavnich prostorach, ale tfeba v AneZském
klastere na pldé, tam jsem délal napriklad to
Zavéseni. Pak jsme néco délali v nakladatelstvi
Odeon, kde jsem pak pracoval v archivu. VyuZzivali
jsme, co bylo. Dalsi véci jsme délali na vefejnych
prostranstvich tady v Praze. Hlavné jsme se nikdy
nikoho neptali, jestli néco smime, nebo ne. To
byla ta nase ¢innost v tom takzvaném vefejném
prostoru. Nebyli jsme svazani s Zadnymi spolky,
neméli jsme ambice stat se cleny jakychkoli tvlrcich
¢i netvarcich skupin, nesilhali jsme po prodeji svych
véci ve Fondu vytvarnych umélct, nic. Vsechno
to byla naprosto svobodna volba, ¢im se chceme
a nechceme zabyvat. Kdyz nds néco zajimalo, tak
jsme si to udélali. Téch par fotek a trochu textu

jsme dali do obalek hodili jsme to na postu. Tam

to sice moZna cenzurovali, ale doslo to kamkoli

do svéta. Vystavovali jsme ve Francii, v Némecku,
Japonsku, kde se ndm to hodilo, na nejpodivnéjsich
vystavéach. Treba ted se mi vybavuije, ze nékdy

v druhé pali sedmdeséatych let byla v Kanadé
vystava Od masochismu ke kanibalismu, nebo néco
takového, a tam se taky nase aktivity dostaly. Byla
to srandovni zkusenost v nesrandovni dobé. Ta
doba byla opravdu hnusnd! To bylo nejupatlanéjsi
bahno, jaké si dovedete predstavit, ve spolecnosti,
v politice. Tak jsme alespori jednali tak, jako kdyZ
vlezete do mocélu a rozhrabnete si kolem sebe ten
Zabinec. Je to ale jenom na chvili. Doba to byla
hnusna, zejména ta prvni plilka sedmdesatych let,
potom se to prece jenom zacalo promériovat, tfeba
po Charté. | kdyZ to neznamenalo, Ze se situace
lepsila, naopak, to zacaly tvrdé perzekuce, zejména
na konci sedmdesatych let, rok 79/80 byl piiserny,
protoZe byli lidi vyhanéni ze zemé.

Ve vytvarné tvorbé to bylo zvIast upatlané.
Odvaha se nepéstovala, spousta vytvarnikd, kteff
méli razitko v ob¢ance a chtéli z uméni Zit, se
orientovala na spolupraci s architekty. Proto ta doba
znamenala zlaty vék uzitého uméni. Tam mohli
lidé, sklari, textilaci délat nezavadné abstraktni
kompozice, jinak kdyz nékdo maloval abstrakci,
at dobrou nebo 3patnou, tak to musel pred
komisemi zdGvodnovat. Je to paradox, zdGvodriovat
v sedmdesatych letech abstraktni obraz, ale takové
provin¢ni poméry tady viadly.

A vy jste v té dobé méli prehled o tom, co se déje
v Americe? O akcnim uméni?

J& jsem mél to Stésti, Ze jsem kamaradil s Petrem
a Karlem. Zejména Petr Stembera tehdy fungoval
jako kanal propojujici nds nejen s Americany, ale
i s Madary, Poléky. Diky Petrovi jsme byli v kontaktu
a dokonce tady byli tfeba Ulay a Marina Abramovic,
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Chris Burden, Tom Marioni ze San Franciska.
V3ichni dokonce bydleli u Petra a délali tady
néjaké véci. Petr byl v kontaktu s Némci, Francouzi,
tfeba s Ginou Pane. Zajimalo nas, fekl bych,
extrémnéjsi kiidlo body artu nebo konceptuélniho
uméni.

Karel Miler udrZoval kontakt s Giancarlem Politim,
to byl levicové orientovany Ital, ktery vydaval Flash
Art, tehdy jako noviny. A v sedmdesétych letech
byl hodné otevieny vychodoevropskému uméni.
Karel Miler mu tam potom natransportoval Helenu
Kontovou, kterd se stala jeho manzelkou.

Jsou akce, které vznikaly v Cechach, formalné
rozdilné oproti tém, které vznikaly v Americe?

Nevim, samozfejmé to vyristalo z jiného
prostiedi, jak spolecenského, politického, ale
i kulturniho. Treba Chris Burden zacal své nejranéjsi
véci délat jako absolventské prace na vysoké skole.
Ale nebylo to tady vyrazné zpozdéné a ty prace mély
u nds trochu jiny nadech. Dost ¢asto se objevovala
ironie, zvlastni typ humoru. Mné se to ale tézko
nahliZi. J4 se tim uZ nezabyvam.

Vy jste fikal, Ze jste ve verejném prostoru
pracovali vétSinou v zahranici. Bylo to proto, Ze tady
to neslo?

Ty vyjezdy byly jen obcas. Jinak vétsina akci
se odehrala tady. Treba hned tady, sedime
v Uméleckopriimyslovém muzeu a kdyZ prejdete
pres most na Klarov, tak napravo od mostu je
drevény domek, plivodné tam snad koncila nékdejsi
Zeleznd lavka. Ten domek byl v sedmdesatych
letech Uplné zdevastovany, bouracka. Tam jsme
napriklad délali néjaké véci. Myslim, Ze jsem
zrovna na tom misté rouboval Petru Stemberovi
tu vétev do ruky. Vef'ejny prostor, ale vefejnost ho
vyuzivala jediné k tomu, Ze si tam nékdo odskocil
na WC. Jinak se mi ale ta nase ¢innost spojuje ani
ne tak s ulicemi a s piirodou, jako s témi prostory,

kde byl nékdo z nds zaméstnany. Muzea, galerie,
nakladatelstvi Odeon. Samé, fekl bych, velevéZené
instituce.

Neméte pocit, Ze v tomhle to bylo svym zplsobem
svobodné? Pfedstavte si dneska zlistat v noci
v Nérodnf galerii.

Svym zplisobem ano. Ale bylo to tim, Ze jsme se
nikoho neptali. Treba kdyZz Narodni galerie jesté
sidlila v Méstské knihovné, tak tam mél vystavu
Vaclav Stratil, a dokonce ve vystavnich salech, ne
ve sklepich nebo na pldach. Taky tam délal své
prace Jirka Kovanda, byl tam depozitorem. Ani my
jsme do Narodni galerie nepfichazeli zven, j&

s Karlem jsme byli jeji zaméstnanci. Petr Stembera
byl zaméstnanec Uméleckopriimyslového muzea.
Prosté jsme brali to, co bylo. A shodou okolnosti
to byly zrovna tyhle velevazené kulturni instituce.

A to, Ze tfeba v Polsku vznikla akce na trzisti,
primo ve mésté, bylo tim, Ze tam byl vefejny prostor
svobodnéjsi?

Ne, to byla jenom pfilezitostna véc. Snad téhoz
dne jsem délal vystavu a akci v bytové Galerii Anny
Marie Potocké. A tohle byla takovd pfilezitost, mimo
jiné proto, Ze v Cechach tenhle typ trzist viibec
nebyl. A ja jsem tam prodéval svoje osobni véci.

Na rozdil od toho, Ze pres den se tam prodavala
zelenina.

TakzZe to se odehrdvalo v noci?

Ne, dopoledne jsou trhy a odpoledne to trzisté
osiff, je prazdné, a ja jsem si tam udélal tenhle
prodej.

Prodal jste néco?

Ne, ale sjednéval jsem. Néjaky chlap ode mé chtél
koupit tenisky, ale j& jsem byl drahy.

A jak dopadla vase akce, kdy jste rozeslal dopisy
s popisem své osoby a Zadosti o sledovéni?

To nemélo zadnou dohru. Stejné tak i nékteré
dalsi akce nemély dohru. V jednom pfipadé, zaplat



22

panbiih za to, protoze jsem napsal policii dopis,
Ze jsem podpdlil Veletrzni paldc.

A nic se nestalo?

Ne. Teda, kdyZ jsem ten dopis psal, tak jsem si
nechal omrznout ruce, protoZe prece jenom nechat
se v sedmdesatych letech zavfit za podpéleni
Veletrzniho palace neni nic moc.

Co jste v Narodni galerii délal?

Depozitora. Nejdriv ceské malby 20. stoleti
a potom 19. stoleti. Hlavni depozitéf byl ve zrovna
rekonstruovaném Anezském klastefe, tehdy tam
jesté nebyla stéla expozice. Byly tam obrovské
prostory, do kterych jsem mél pfistup. Proto jsme
tam mohli nékteré véci uskutecnit. Napiiklad Petr
Stembera tam délal Narcise, ja jsem tam délal to
Myti.

Mné se vybavuje, kdyZ jsem tfi roky po revoluci
vyjela do Britdnie a méla jsem si tam uZivat
svobodné prostredi, a mné se ten prostor zdal
byt hrozné omezujici. Najednou jsem pied sebou
vidéla kopec, na ktery jsem nemohla vylézt, protoZe
nékomu patfil. J& myslim, Ze ty skuliny a ten bordel
tady byly néco specifického.

To vite, to byla jina doba, svét je absolutné jinde.
My jsme si s tim hlavné neldmali hlavu, byli jsme
mladsi a drzejsi. Taky jsme nepotfebovali Z&dné
technické vybaveni, jako néjaci divadelnici. Vétsinou
nés bylo tak osm az deset, néktery vecer jsme
délali akci kazdy z nas. Viybrali jsme si néjaky kout
a postupné jsme udélali kazdy svou performanci.
Byl tam pfitomny fotograf, ktery to vyfotil, a $lo se
domd.

Mél jste néjak definované, kde zacina
performance a kde je vas osobni Zivot?

Ne, viibec. My jsme se nelicili, kdyz jsme i na to.
Tehdy nds spousta lidi osocovala, Ze jsme extrémni

v sebezranovani. To ja jsem v Zadném pfipadé nebyl.

Petr Stembera trochu byl, nékdy pouzival kyseliny,

ohen, stfepy. Ale nikdy neslo o to, abychom si
prvopldnové ubliZili. J& uz se na to taky divém jinak.
I kdyz nékteré véci byly pocitové uz tehdy a dodnes
se na né koukdm s povytazenym obocim. Ale
upifmné feceno, to jsou asi ty nejzajimavéjsi védi,
které jsem kdy udélal.

Co povaZujete za svoje nejzajimavéjsi véci?

Ty, kterym dodnes nerozumim. Treba ta akce
s kamaradem ve sklepé, jak jsem vam popisoval.

Ja si nemyslim, Ze jsme dokdzali néco strasné
exkluzivniho. Délali jsme to, co jsme uznali za
vhodné a necekali jsme na dobu, ktera bude tém
jsem se vzdycky zajimal o véci, které vznikaly
v padesatych letech nebo za valky, a je zajimavé, Ze
vzdycky v té hnusné dobé se tu a tam nékdo utrhne
a déla véci naprosto svobodné.

J& jsem mél hrozné Stésti, Ze jsem mél mozZnost
seznamit se s fadou zajimavych lidi. Velky zajem
o0 nasi praci mél Jindrich Chalupecky, ktery ve svych
vice nez Sedesati letech byl obdafen zvIastnim citem
pro védi, které uméni nékam posouvaji. Takze ty
svoje klicové texty vénoval Knizakovi, Mlyndrcikovi,
Kolarovi a i ndm. To pro nas byla velkd pocta.

To, co jsme délali, je spjaté se sedmdesatymi
lety. Vy se zabyvéte ndvraty. Ja jsem musel kroutit
hlavou, kdyz Eugen Brikcius v devadesatych letech
délal remaky svych praci ze Sedesétych let. A to
uz byla, fekl bych, nérodni veselice, kde pivo tece
proudem. Z toho, co bylo v téch Sedesatych letech
osobni, pro omezeny okruh lidi, se udélala trachtace
v pfimém pfenosu televiznich kamer. To mé moc
nezajimalo.
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JAN MLCOCH
Prague, August 15th, 2006

I'd like to know how you perceived the reality
around you during the performances you gave
in the 1970s and 80s in public space; did you
think about their relationship to the surrounding
environment?

Karel Miler and Petr Stembera, who were closest
to me, started doing performances before | did.
Among other things, one of the reasons was the
fact that they are older than | am. Initially, Petr,
| believe, did paintings, and then, he started doing,
say, bodily/conceptual performances. Karel Miler
wrote texts, he began as a poet and then went
on to do body performances which were decidedly
minimalist. | stumbled into performance art in 1974.
In my case, | did performances for a relatively brief
period of time since | more or less finished by 1978;
I gave my last performance in 1980. The three of us
closed this chapter in 1980. There were also those
people we liked, such as Jirka Kovanda, who was
born the same year as | was, he started somewhat
later though. The kind of simplicity, modesty, and
sobriety of his work seemed to continue with what
Karel Miler had started. When our careers were
ending, the initial stage of his first artistic period
was over; he has continued doing art ever since.

If | am to speak for myself | can say that we never
felt like full-time artists for life. We never chose this
role and this is why we decided to put an end to our
careers, it ceased being urgent for us. We no longer
found it interesting for personal, as well as exterior,
say political reasons. The sort of work we were
doing at that time started to become academic
very fast as, in fact, everything else. The activities

we were involved in then began to be taught at
universities abroad; ultimately a generation arrived
in Bohemia in the 1980s which pushed these
kind of activities to absolute academicism. | have
nothing against this, it's inevitable, things always
shift towards a more general application. For us, it
was most intimate though, very personal indeed.

Many of the performances we gave took place
in a certain circle of spectators, | don’t mean to say
it was closed, the circle of our friends was rather
broad; they were familiar with our work, came
from various backgrounds but we didn’t have many
opportunities to perform in public in the proper
sense of the word. We were able to do so in the
scope of our performances abroad. We performed in
Poland and Hungary, and once | also went to Paris.
In the 1970s, Petr Stembera travelled to America on
a single occasion and that was it. Other than that,
everything took place here in Prague or in other
cities and towns such as Kolin, Hradec Krélové, and
the like.

Ludvik Hlavacek, the Sevciks, philosophers
Petr Rezek, Mirek Petficek, Ivan Chvatik and Jirf
Némec and some people around the Plastic People
of the Universe watched our activities closely.
These people hadn't stagnated in the 1960s. In
the 1970s, at the time of the so-called political
normalisation, everyone kept looking back on the
1960s solely. That was quite unfortunate, that kind
of sentimentalism and nostalgia. We hadn't been
stricken by this plague too much though. We were
a bit younger and cheekier so we wanted to do
other things, not just travel back in our memories.
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Of course there was a series of artists of the 1950s
and 60s who were significant to us, too. Karel Miler
is an art historian, thanks to whom | met some of
them.

You said that your performances had taken place
in a rather closed circle of people. Was it because
of the fact that it wasn't possible then to hold them
in public or because you weren't interested in the
general public’s reaction?

All of the performances were based on
relationships, on tension. Even though the piece
may have been conceived as a performance for two
people, it was based on the relationship specifically
between those two people. For example once,

I did an extraordinary performance, | don't even
recall what it was called. | met a childhood friend
of mine who kept asking me what | was doing. So
I invited him to a house in Prague-Nusle where

I was living then. It was at night and he followed
me into a cellar corridor. There were wooden bars
and various secluded corners on both sides, like in
other rental houses. The dark was thick, there was
only one candle at the end of the corridor. Then, we
went back and he left; and he learnt at last what it
was | was doing.

A certain paradox of that time is the fact that
the three of us (Karel Miler; Petr Stembera and 1)
worked at cultural institutions. For example | gave
a lot of my performances on the premises of the
National Gallery or the like. It's funny because some
of our works were conceived in those institutions
which in the 1990s consequently purchased them
as items for their collections. They were conceived
in public space, but in @ manner which wasn't
public, or not entirely public. We gave some of
those performances at night, or we didn’t do them
in galleries but in the attic of the Saint Agnes
Convent, for instance: that’s where | did Suspension

(Zavéseni). Then we did some performances at the
Odeon Publishing House where | was working in
the archive. We took advantage of what was at our
disposal. We did other performances in public spaces
here in Prague. The thing is we never asked anyone
whether we were allowed to do anything or not. So
these were our activities in so-called public space.
We weren't affiliated with any associations, we had
no ambitions to become members of any creative
or non-creative groups, we didn’t have our eyes on
selling off our work to the Artists’ Fund, nothing.
Everything was an entirely free choice -- what we
wanted or didn’t want to do. If we were interested
in something, we went ahead and did it. We put
those few photographs along with some text into
envelopes and took them to the post office. They
might have been censored but they were delivered
anywhere in the world. We had exhibitions in
France, Germany, Japan, wherever we liked, at the
strangest possible events. For instance | recall an
exhibition called From Masochism to Cannibalism or
something like that, which was shown in Canada in
the second half of the 1970s: our works made it to
this event too. It was a funny experience at a time
which wasn't funny at all. That period was really
hideous! The stickiest mud you can possibly think
of, in society, politics. So we acted as if we were in
a swamp spreading the plankton surrounding us.
That was just for a while. It was a hideous time,
the first half of the 1970s in particular; after that,
it gradually started to change, after Charter 77
for instance. That doesn’t mean the situation was
improving though, on the contrary, that was when
severe persecutions were launched, especially
towards the end of the 1970s, 79/80 was a ghastly
year, people were being expelled from the country.
Artistic production of that time was particularly
slimy. Courage wasn't cultivated then, a lot of
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artists, who had stamps in their identity cards and
wanted to live off of their art, concentrated on
cooperation with architects. That is why the period
was a golden age of applied arts. That's when
people like glassblowers and textile artists could do
their flawless abstract compositions, otherwise, if
someone did abstract paintings, whether good or
bad, they had to explain why they were doing them
before various commissions. It's paradoxical to have
had to explain an abstract painting in the 1970s
but those were the ruling provincial conditions of
that time.

Were you aware of what was happening in
America then? Of performance art?

| was lucky to be friends with Petr and Karel. Petr
Stembera especially functioned as a communication
channel connecting us with the Americans, as well
as with the Hungarians and the Poles. Thanks to
Petr, we were in touch with and even managed
to get Ulay and Marina Abramovic, Chris Burden,
and Tom Marioni from San francisco to come here.
All of them stayed at Petr’s place and did some
performances here. Petr kept in touch with the
Germans, French, with Gina Pane for instance. We
were interested in, say, the extreme wing of body
art or conceptual art.

Karel Miler kept in contact with Giancarlo Politi;
he was, I'd say, a left-wing Italian who published
Flash Art, as a newspaper then. In the 1970s, he
was very open to East European art. Karel Miler
then had Helena Kontovd transported to Italy, who
became his wife.

Are the performances which were conceived in
Czechoslovakia formally different from those that
were conceived in America?

I don't know, of course they were conceived in
a different environment, social, political as well as
cultural. For example Chris Burden began doing

his earliest performances as graduate works at
university. Over here, it wasn't that delayed though
and performances had a slightly different tinge.
Irony, a special type of humour, was apparent in
them quite often. But | find it difficult to analyse it
now. | no longer try to.

You said that you were able to work in public
space abroad for the most part. Was it because it
wasn't feasible here then?

Those trips took place now and then. Otherwise,
the majority of our performances took place here.
For instance this place, were sitting at the Arts
and Crafts Museum and when you cross the bridge
to Klarov, there’s a house on the left side of the
bridge; I'm told that originally an iron footbridge
ended there. The house was completely derelict
and dilapidated in the 1970, a ruin. We did some
performances there. | believe it was there, on that
spot, where | grafted a branch onto Petr Stembera’s
arm. Even though it was public space, the public
only used it as a loo. Otherwise, | tend to associate
our performances not so much with the street and
nature but rather with those spaces where some
of us were employed. Museums, galleries, the
Odeon Publishing House. All of them are, say, most
prestigious institutions.

In this respect, don't you have the feeling that it
was free in a way? Imagine staying overnight at the
National Gallery nowadays.

Yes, in a way. But we managed to do so because
we didn’t ask anyone. For instance when the
headquarters of the City Library were still at the
National Gallery, Vaclav Stratil had an exhibition
there, in the exhibition halls, not in the cellar or the
attic. Jirka Kovanda did his performances there, too,
he worked there in the depository. We didn’t have
to enter the National Gallery from outside, Karel
and | were employed there. Petr Stembera was
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employed at the Arts and Crafts Museum. We took
advantage of what was there. By coincidence, they
were all very prestigious cultural institutions.

One performance was given in Poland, at
a marketplace, directly in the city centre; was it
because the local public space was freer?

No, it was an occasional matter. It was on
the same day, | believe, when | was showing an
exhibition and doing a performance at the Anna
Marie Potockd Apartment Gallery. And regarding
the performance you have mentioned: it was an
opportunity for us because, among other things,
there were no such marketplaces in Czechoslovakia
then. | was selling my personal things there as
opposed to the fact that vegetables were sold there
during the day.

So your performance took place at night?

No, markets take place in the morning and the
marketplace becomes deserted by the afternoon,
it's empty and that was when | started selling things
there.

Did you sell anything?

No, but | was negotiating. One guy wanted to buy
my trainers but they were too expensive for him.

Once you sent out letters with a description of
yourself and a request to be followed. How did that
performance end?

It didn't result in anything, like other
performances. Thank God, because once | sent
a letter to the police, informing them that I'd burn
the Veletrzni paldc.

So nothing happened?

No. Actually, while | was writing the letter, I let my
hands get frostbitten because it was nothing much
to be imprisoned for burning down the Veletrzni
palace in the 1970s.

What did you do at the National Gallery?

| worked in the depository. | focused on Czech
painting of the 20th Century, then of the 19th
Century. At that time, the main depository at the
Saint Agnes Convent was under reconstruction and
there was no permanent exhibition. The spaces
were huge and | could access them. That's why we
could give some of our performances there. Petr
Stembera, for instance, gave his Narcissus and | did
Washing (Myti).

I recall going to Great Britain three years after
the revolution where | was to enjoy the free spirit
but I found the space terribly constraining. All
of a sudden, | saw a hill which | couldn't climb
because it belonged to someone. | think those
loopholes and the mess here were something
specific.

You see, it was an entirely different period, the
world has shifted somewhere else, entirely. We
didn't rack our brains over it, we were younger
and bolder. Also, we didn’t need any technical
equipment like some theatre people do. There were
usually eight to ten of us, there were evenings
when each of us gave a performance. We would
choose a corner and do our performance one after
the other. A photographer was there who took
photographs and we went home.

Did you have a defined borderline, delineating
performance from your personal life?

No, not at all. We didn’t put on any make-up
when we were about to start. At that time,
many people accused us of being extreme in self-
flaggelation. | wasn't that type of person by any
means. Petr Stembera kind of was, sometimes he
used acid, fire, broken glass. But it was never about
hurting ourselves in the first place. These days,
| look at it differently too. Although there were
certain things which were emotional then -- even
today, I raise my eyebrows when | think about
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them. Speaking frankly though, those are the most
interesting works I've ever done.

What do you consider the most interesting works
of art you've done?

Those which | haven't understood till today.

For instance the performance with the friend of
mine in the cellar which | described.

I don't think we've attained something awfully
exclusive. We did what we thought appropriate
and didn’t wait for a period which would be more
favourable for our work. And | regard this as
important. I've always been interested in works
which were produced in the 1950s or during the
war; it’s interesting to see that in those hideous
times, here and there someone always breaks loose
and does things entirely independently.

I was terribly lucky to have had the opportunity
to meet a number of interesting people. Jindfich
Chalupecky, who at the age of sixty and more
was endowed with extraordinary empathy for
those works which moved art somewhere, took an
eminent interest in our work. So he devoted his key
texts to Knizak, Miyndrcik, Kolar and to us, as well.
That was an immense honour for us.

What we did is linked with the 1970s. You deal
with comebacks. | had to shake my head when,
in the 1990s, Brikcius did remakes of his work
from the 1960s. And that was, I'd say, a national
Jjamboree where beer flows freely. What had been
personal in the 1960s, designed for a selected circle
of people, was turned into a feast in a live television
broadcast. | didn't find it that interesting really.



28

.

JIRI KOVANDA — Pokus o seznameni — Praha — 19. fijna 1977
Pozval jsem pratele, aby se podivali, jak se pokusim seznamit se s divkou.

JIRI KOVANDA — An Attempt at Meeting a Girl — Prague — 19th October 1977
Iinvited my friends to witness my attempt at meeting a girl.
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JIR KOVANDA
Praha 15. srpna 2006

Jak dnes vniméate své akce ze sedmdesétych
a osmdesatych let, které se uskutecnily ve vefejném
prostoru? Myslite, Ze pfi nich hrél roli vztah
jedince — umélce ¢i divdka — ke spolecnosti nebo
k prostredim, kde se akce odehravaly? Napiiklad
Karel Miler, kdyZ jsem s nim o této otdzce mluvila,
podobny vztah vibec nevnimal.

Pohled na tyto véci se za tu dobu strasné
proménil. Lidi vnimaji otdzky, které my jsme v tom
tehdy nevidéli. Vystoupila a najednou hrozné
nabobtnala spole¢enska rovina nasi tehdejsi
prace, socidlni a j& nevim jakd. Bylo to postavené
spis velmi osobné, jako subjektivni prozivani spis
nez socidlni. Tykalo se to vnimani ,j&" spise nez
néjakych spolecenskych problémd.

Ale ty akce se odehraly na ulici.

Jasné, protoZe to byl prévé jedinec mezi jinymi
jedinci. Clovek ostatni nevnima jako jednotlivce,
vnima je jako dav, jako skupinu. Napfiklad na
eskaldtoru potom uZ jedinec, na kterého se divate,
vystoupf z Sedého davu.

Ja jsem jednou zkousela vasi akci na eskalatoru,
kdy jste se otocil ¢elem a dival se do o¢i ¢lovéku
jedoucimu za vami, a musim fict, Ze to pro mé bylo
strasné. Jak jste to vnimal vy?

Bylo to strasné. To jste docela hrdinka, Ze jste to

vydrzela. J& jsem to vZdycky délal v takovém stavu...

Nevim, jak bych to nazval, nebylo to UpIné pfi
védomi. Byl to stav trochu jako v tranzu, ale nebylo
to alkoholem nebo ¢imkoli jinym. Byl jsem naprosto
stifzlivy, ale jako bych se obrnil, abych byl schopny
to udélat, byl jsem v takovém nepfitomnu. Protoze
jé jsem spis uzavfeny, rozhodné nejsem typ clovéka,

ktery by takové véci snadno délal. Spis se stydim,
takZe to viibec nebylo jednoduché.

Meély ty akce i autoterapeuticky vyznam?

Moznd Ze to bylo ddlezité i pro normaini osobni
fungovéni. Z néj to nakonec také vyplyvd. To
byly casto vztahové védi, které vychdzi z urcitych
problém, které clovék proziva. Néjakym zplisobem
se k nim stavi. Ne Ze by se tim problémy feily,
ale ¢lovék se tfeba zamérné do takovych situaci
dostava, aby testoval vlastni moZnosti. Je to trochu
autoterapeutické, mozna vic ne7 tieba estetické.
Chtél jsem prekrocit hranici, ktera mi je nepiijemna
a kterou bych dobrovolné neprekracoval. Sam sebe
jsem uvadél do situaci, které pro mé nebyly pfijemné.

Rikéte, 7e vase akce byly v podstaté
autoterapeutické. Hodné velka ¢ést jich vznikla
na ulici. VEfil jste tehdy, Ze je mozné tou akci néco
proménit, poukdzat na nékteré charakteristiky
vefejného prostoru?

Autoterapie, o které jsem mluvil, se tyka kazdé
osoby Cisté subjektivné, at uz jde o tvirce Ci
o divéka, tam snad mize dojit k néjaké proméné.
V proménu svéta skrze uméni, jak o to usilovaly
avantgardy minulého stoleti, tenkrat uz véfil
mélokdo. | kdyZ se da fict, Ze i malicka proména
jednoho ¢lovéka je vlastné proména svéta.

Nepusobily vase akce ve vefejném prostoru
konfliktné?

Ne, nebyly konfliktni, ani nemély byt. Ony
taky netrvaly dlouho. NeZ by se mohlo néco
udat, tak to skonilo. To neméla byt konfrontace
s vefejnym poradkem. To byla urcita gesta, ktera
méla jisty vyznam, ale nemélo dojit ke konfliktu.
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Mohl byste srovnat zkusenost z ulice
v sedmdesatych letech s tou soucasnou?

Ja necitim zadny velky rozdil v tom, jak jsem
zakousel vefejny prostor tehdy a ted. | kdyZ hranice,
co si ¢lovék mlze dovolit v bézném, ,normalnim”
fungovani, je jisté posunutd k daleko vétsi volnosti.
Ale jet na eskaldtoru obracené je UpIné stejné divné
i dnes. Myslim, Ze rozsah spole¢ného prostoru byl
UpIné stejny, lisila se jen mira toho, co si tam ¢lovék
miiZe dovolit.

Jak lidi reagovali na vase intervence?

Lidi tenkrat reagovali spis bazlivé, nechtéli s tim
mit za zadnych okolnosti nic spolecného, a to ani
v pozitivnim, ani v negativnim smyslu. Myslim, Ze by
dnes reagovali vic oteviené — tedy vic nepratelsky.
Ale vniméni téch véci, tedy jejich hodnocenti, by bylo
asi UpIné stejné jako tehdy.

Jak dopadla konkrétné vase akce Pokus
0 sezndmeni?

Pokus o seznameni dopad| tak, Ze jsem to po
20-30 minutach ukondil, protoze jsem si netroufl
nikoho oslovit. Pozvanym jsem fekl, jaké jsem mél
Umysly a Ze to prosté dopadlo takhle. Myslim, Ze
dneska bych to zvladnul lip — kdyZ je ¢lovék starsi,
prece jenom Uz to ego nebere tak ukrutné vazné.

Jan MI¢och mi fikal, Ze pro své akce vyuZivali
skuliny v tehdejsim systému. Spousta jejich akci se
odehréla po pracovni dobé ve stétnich institucich.
V tom mi ta doba oproti dnesni nepfijde tak
restriktivni.

Ta doba samozfejmé restriktivni byla vic nez
soucasna, ale skuliny se vyskytovaly, to je pravda.
Aty mozna dneska nejsou. Ja jsem pracoval
v Narodni galerii v depozitafi, v budové Méstské
knihovny, v dobé, kdy tam sidlila Nérodni galerie.
KdyZ se v salech nekonala vystava, tak jsme tam
parkrat néco udélali. Pamatuju si tfeba vystavu
Vaclava Stratila. Jeden den tam rozvésil svoje

velkoformétové rysované kresby. V ten den tam
pfislo kolem padesati lidi. Vzdycky $li za mnou

do depozitare na navstévu a ja jsem jim to ukazal.
Tohle by dnes moZné nebylo, to je pravda. Mozna
by to tém vratnym bylo divné. | kdyz tehdy jim to
muselo taky pfijit divné, Ze za mnou béhem jednoho
dne pfislo padesat lidi na navstévu. Nikdy z toho
ale nic nebylo.

Pro Karla Milera, se kterym jsem se o jeho akcich
neZ samotnd akce. Vnimal jste to u nékterych svych
akci podobné?

Ne, pro mé byla dilezita ta zkusenost v rediném
Case. Fotografie byla dokumentace. | kdyz
samozfejmeé ta hranice nenf ostra.

Vasim akcim je ¢asto dévan priviastek minimalni
nebo minimalistické. Myslite, Ze skutecnost, Ze ty
akce byly minimalni, byla zpdsobena spis vami
0sobné, nebo to bylo ovlivnéno i okolnostmi
a kontextem, ve kterém jste je délal?

Ja myslim, Ze to vyplyva z toho, Ze povazuji za
daleZité pfiznani si vlastni slabosti. Ze je pozitivni,
kdyz si ¢lovék pripusti, Ze je zranitelny nebo
do urcité miry manipulovatelny. S tou spole¢ensko-
-politickou rovinou to ale, myslim si, souvisi taky.
ProtoZe takovy zpUsob prezentace prace, jaky
je typicky napfiklad pro americky minimalismus
—mam na mysli to, co pod minimalismem jako pod
smérem rozumime — to tady prosté nebylo mozné.
Clovék na to nemél podminky v Zadném sméru,
prostor, moznosti prezentace, finan¢ni prostredky,
to viechno s tim samozfejmé taky souvisi. Mé ale
vzdycky bavilo vyjit z danych podminek se vsemi
omezenimi a prekdzkami a udélat z nich prednost.
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JIR KOVANDA
Prague, August 15th, 2006

How do you perceive your performances from
the 1970s and 80s in public space presently? Do
you think the relationship between the individual
-- be it the artist or the spectator -- and society or
the environment in which they took place played
a certain role in them? For instance Karel Miler,
when asked the same question, replied that he
wasn't aware of this kind of relationship.

Since then, the manner in which these things are
regarded has changed tremendously. Nowadays,
people perceive those aspects which we then failed
to see. The social dimension of our work at that time
(and | don’t know which other dimension) has come
to the foreground and swelled terribly. However, our
work was conceived on a more personal basis, as
a subjective experience rather than a social one. It
was also related to the manner in which the “I” was
perceived, rather than to social problems.

Those performances took place in public space
though.

Of course, because it was concerned precisely
with the issue of an individual being placed
amongst other individuals. One fails to see others
as individuals, one sees them as a mob, a group.
For instance, when one notices an individual on an
escalator, he or she steps out of the grey crowd.

| once tried to do your performance on an
escalator, the one where you were face to face with
the person standing behind you, looking at him/her
directly in the eyes; | must say that | felt horrible.
How did you feel then?

It was horrible. You're a heroine if you were able
to handle it. | always did it in a certain state of

mind... | don’t know what you would call it, | wasn't
fully conscious. It was a state of mind slightly
similar to a trance but | wasn’t drunk or anything
like that. | was absolutely sober but it felt as if I'd
been armoured to be able to do it, | wasn't really
there. Because I'm rather introverted, I'm certainly
not the kind of person who would be at ease doing
these things. | tend to feel ashamed, so it wasn't
easy at all.

Did the performances have an auto-therapeutic
significance?

They may have also been important for me
to function as a person normally, from which
it ultimately stems. These things were usually
concerned with relationships and stemmed from
certain problems one goes through. A person
approaches them in a certain way. This doesn’t
suggest that the problems get resolved; rather,

a person may intentionally get into these situations
to test his/her own possibilities. It's a little auto-
therapeutic, perhaps more than aesthetic. | wanted
to cross a border, which | found unpleasant and
wouldn’t have crossed voluntarily. | introduced
myself into situations which were unpleasant for
me.

You're saying that your performances were in
fact auto-therapeutic. The vast majority of them
took place in the street. Did you believe then that
it was possible to alter something through the
performance, to indicate some of the characteristics
of public space?

The auto-therapy which I've referred to concerns
everyone at a purely subjective level, be it the
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performer or the spectator; hopefully a change

can be attained here. At that time, very few people
believed in changing the world via art, something
last century’s avant-gardes strived for. Although

it's possible to say that even the smallest change

a person undergoes effectively amounts to a change
in the world.

Didn’t your performances in public space provoke
conflict?

No, they didn’t and they weren't intended to
anyway. They didn't last long. Before something
could happen, they were over. They weren't
supposed to confront public order. They were certain
gestures which had a particular meaning, but they
weren't supposed to cause a conflict.

Could you compare your experience of the street
in the 1970s with your current experience of the
street as it is today?

| don't sense a major difference in how
| experienced public space then and how
| experience it now. The borderline determining
what you can do in everyday “normal” life has
definitely shifted towards greater freedom.
Nonetheless even today, it’s still bizarre to stand
on an escalator and turn to face the person behind
you. | reckon the extent of public space was exactly
the same, what was different was the threshold
determining what a person was allowed to do.

How did people react to your interventions?

Then, people responded sheepishly, they didn‘t
want to have anything to do with it at any cost,
be it in a positive or negative sense. | think they'd
react more openly these days -- in a more hostile
way. But the manner in which things are perceived
and assessed would probably be the same now as
it was then.

How did your performance Attempt to Meet
Someone work out?

Attempt to Meet Someone had the following
conclusion: | ended it after 20-30 minutes because
| didn’t dare speak to anyone. | told those whom
I'd invited what my intentions had been and that
it simply wound up that way. | believe I'd handle
it better now -- when you're older; you no longer
consider your ego so terribly important.

Jan Micoch told me that you, artists, took
advantage of loopholes in the system of that
time. Many of their performances took place after
working hours at state institutions. In this respect,

I don't find that period so restrictive as opposed to
the situation today.

That period was, of course, more restrictive
than today’s but the gaps were there, that’s true.
Perhaps these gaps are no longer there. | worked at
the National Gallery depository, in the City Library
building, at a time when the National Gallery’s
headquarters were located there. On several
occasions, when there were no exhibitions on
view, we did performances. For instance, | recall an
exhibition of Vaclav Stratil's work. Once, he installed
large format drawings there. On that day, around
fifty people came to see the exhibition. They would
always follow me to the depositary for a visit and
I would show them the exhibition. This wouldn’t
be possible today, that's true. Perhaps the porters
would find it strange. At that time, though, they
must have thought it was strange too, watching fifty
people coming to visit me on a single day. It never
amounted to any punishment nor were there any
repercussions.

For Karel Miler, with whom [ discussed his
performances, photographic documentation was at
times more important than the performance itself.
Did you perceive a similar aspect of any of your
performances?
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No, for me, the particular experience was
important in real time. Photography equalled
documentation; although the boundary isn't that
sharp of course.

Your performances are sometimes characterised
as being minimal or minimalist. Do you think the
fact that those performances were minimal was
the result of your personality rather than being
influenced by circumstances or the context in which
you gave them?

| reckon it stems from the fact that | consider it
important to admit one’s own weaknesses; that
it’s positive when a person acknowledges that
he/she is vulnerable or prone to manipulation to
a certain extent. | feel it's also related to the socio-
political dimension though. Because this kind of
presentation of someone’s work, which is a typical
example for American Minimalism -- | mean
what we understand by minimalism as an artistic
movement -- that simply wasn't possible here. We
lacked the necessary conditions in whatever respect,
we lacked space, opportunities to present ourselves,
financial means; all of this is, of course, interrelated
as well. I've always liked to base my work on
given circumstances, with all of its inhibitions and
obstacles, turning them into assets.

JIRI KOVANDA — Na eskaltoru — Praha — 3. zaH 1977
Na eskalatoru... otocen, hledim do oci ¢lovéku, ktery stoji
za mnou...

JIRI KOVANDA — On the Escalator — Prague — September 3rd 1977
On the escalator.. turned back | gaze into the eyes
of the person standing behind me...

JIRI KOVANDA — Divadlo — Praha — listopad 1976

Chovam se presné podle predem napsaného scénare. Gesta
a pohyby jsou voleny tak, aby nikdo z kolemjdoucich netusil,
Ze jde o, predstaveni”.

JIRI KOVANDA — Theatre — Prague — November 1976

| behave exactly according to the written script. My gestures
and movements are chosen so that not one of the passers-by
can guess he is watching a “performance”.
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MILAN KOZELKA
Praha 16. srpna 2006

MILAN KOZELKA — Bez ndzvu — nedatovano
MILAN KOZELKA — Untitled — Undated

Shodou okolnosti jsem se nedavno zacala
zabyvat performancemi, které jste délali
ve vefejnych prostorach v sedmdesatych
a osmdesatych letech v tehdejsim Ceskoslovensku.
Vznikl projekt, v némZ nékteré z akci zopakuiji
v soucasnych podminkéch. Vlastni rekonstrukci
zaroveri konfrontuji se zkusenosti ptivodniho
performera. Zajimaji mé jednak akce samotné,
ale hlavné to, co se délo okolo — proc¢ a za jakych
okolnosti akce vznikaly?

Lidi vasi generace nemaji co fict. Jsou rozmazleni
penézi, poméry, moznostmi. Uhranuti tim, Ze jim
vsichni lezou do prdele. Ono je to, co produkuji, stejné
blby jako to, co délali umélci v sedmdesatych letech,
ale ti tomu alesponi véfili a byli pfimocafi.

Na nékteré véci, které jsem v té dobé délal ja nebo
Petr Stembera, ale vzpominam rad. Nicméng v Ghmu
nerad, protoZe to bylo $ilené kreténské obdobi. Musel
jsem odejit z Prahy, protoZe by mé tady jinak zabili
nebo utrapili. Takové to nezavislé nebo zakéazané
uméni, to je stupidni pojem. Nic nebylo zakdzané,
bylo to neficialni. Na nase vystavy chodilo mnohem
vic lidi neZ na ty, které byly oficiIni. V podstaté
vsichni méli néjaka tepla mista, v kancelafich nebo
na vrtnicich. TakZe nevim, na co si vsichni stéZuji.
Asi to ale souvisi s Ceskou alibistickou mentalitou
nebo s takovou tou polovicatosti. Nemém rad termin
,Ceské uméni”, spige bych fekl uméni v Cechéch.
Nevim, co to je eské uméni. AZ na velmi malo
vyjimek to, co se délalo v Cechach, bylo pfejaté.

A kdyz na néco lidi pfisli sami, tak teprve potom,
co odtud odesli do zahrani¢i — napfiklad Sima, Kupka
a podobné.
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Kdyz fikéte, Ze soucasné ceské uméni nema co Fict,
myslite si, Ze je soucasné uméni ve svété jiné?

Hlavné tam neni takova ta striktni hra na
akademické sochafe a malife. V3imnéte si, ze
v Americe to nejaktudlnéjsi uméni (to neznameng,
Ze je to umeéni, které je nejvic prezentované) délaji
psychologové, sociologové a jiné neumélecké
nebo mimoumélecké branZe. J& jsem se na uméni
nastval, protoZe se podlézavé bratii se vsemi
systémy, rezimy, vsichni maji jedinou starost,
jak z toho wytlouct sldvu, penize a pohodiny
Zivot. Je to takovy ego-stimulant. Myslim si, Ze
by se mélo objevit néco nového, co presahne
zprofanovany pojem uméni. S rekonstrukcemi
nasich akci mé nenadchnete. Za par mésici jedu
do Ameriky na dva festivaly performance, Boston
a New York, a bojim se, Ze mé za to, o se jim
tam chystdm predvést, odvezou na Guantanamo.
V sedmdesatych letech byly ty performance dost
univerzalni. Dnes se uméni pofad hrabe samo
v sobé, viude jsou fotky, jak byli umélci a umélkyné
malé holcicky a chlapecci a jak by chtéli byt
velkymi holcickami a chlapecky.

To tehdy neslo, aby uméni bylo egocentrické,
egocentrik by v té dobé nepreZil. Ale tahle doba
tomu naopak vyhovuje. Ja jsem mél z téch lidi rad
jenom Petra Stemberu a par véci od Jana Mi¢ocha.

Které véci od Jana Mi¢ocha méate na mysli?

Jednak to, jak se zavésil v AneZce na plidé. Potom
kdyz dostal vystavni termin v Amsterdamské galerii
deAppel a komousi mu nedovolili vycestovat. On
ten prostor dal k dispozici studentdm, turistm
a vandrakdim jako noclehdrnu.

A vy jste svoje akce délal v Olomouci?

V Olomouci jsem délal jenom asi tfi z nich, a to
u Stratila v ateliéru, jinak jsem Zil v Praze. Mél jsem
podkrovni mistnost kousek od Celetné. Délal jsem
tam akce na pidé, ale i rzné po mésté. U Stratila
v Olomouci jsem délal Pohyblivé hroby, coz byly akce
podle maleb Mikolase Medka, jehoz véci mam rad,
znal jsem ho osobné, byl jsem u ného v ateliéru.
Proc cheete ty rekonstrukce délat? Délejte svoje véci!

Ty akce, které jsem si vybrala, vznikly ve vefejnych
prostorach v Cechach v urcité dobé. A mé zajima,
co se stane, kdyZ je pfenesu na stejnd nebo
podobnd mista v soucasnosti. Chtéla bych mimo jiné
reflektovat proménu, jakou ceské prostredi proslo
a prochazi.

Ale ty akce v této dobé ztrati vyznam. MiiZe z toho
vzniknout fraska, mize to byt chdpané tak, Ze si
z téch lidi délate legraci. Taky proc byste si ji nedélala,
muzZete, klidné, ale musite si uvédomit, z ¢eho si tu
legraci délate a proc.

Ale j& to nechci zesmésiovat.

A jak jste se k tomu dostala?

Ja jsem ted Zila nékolik let v Nizozemi. Jednak
diky kazdodenni zkusenosti tam, ale i proto, Ze kdyz
jsem Cetla nékolik studif zabyvajicich se urbannim
prostorem, tak jsem si zacala uvédomovat, jak je nase
prostredi rozdilné. Pfestoze mohou komer¢ni centra
Ceskych mést pripominat ta v zahranici, nelze, az
na vyjimky, teorie napsané v Nizozemsku aplikovat
na nase podminky. Zkusenost posledni Ctvrtiny
dvacatého stoleti je pro nds, myslim, zésadni.

Shodou okolnosti jsem se ve stejnou dobu
dostala k textim o Ceské performanci sedmdesatych
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a osmdesatych let. Zaujaly mé hlavné akce, které v té
dobé vznikaly ve vefejnych prostoréch. Reagovaly
piimo nebo nepiimo na situaci tady. Napadlo mé,

7e by se dala prostfednictvim téch akci proména,
jakou verejny prostor prosel, néjak uchopit. TakZe mé
zajima, v jakych prostordch ty akce vznikaly? Jakd

byla zkusenost ptivodniho performera v tehdejsim
prostedi? Jaké bylo to prostfedi? Jaké byly reakce lidi?

Téch opravdu vefejnych akci bylo malo. Asi dvakrat
jsme délali takovy festival performance u mé na
piidé v Templovce. Ucastnil se jich mimo jiné i Tomas
Petfivy, ktery tady délal podle mé nejlepsi akce ve
vefejném prostoru. Byl to chartista z Bratislavy, kterého
vyhodili z FAMU, tak délal no¢niho hlidace a uklizece.
V prvni poloviné osmdesatych let se mél vystéhovat
do Rakouska, ale estébéci ho pred tim, myslim v roce
1983, u néj doma zabili.

V rdmci naseho festivalu v Praze sedél pred Kotvou,
mél tam maly stolek a Zidli, dvé velké plechové misy
a mlynek na maso. Koupil u feznika deset hovézich
srdci, které pak pred lidmi mlel, maso padalo do
misy. Nedovedete si predstavit, co se tam délo. Lidi
se ho ptali, jak to, Ze tam nema cenu? Jestli na to ma
povoleni? A tak dal. Trvalo to asi dvé hodiny, neZ ho
zatkla policie, zjistili, Ze je chartista, tak Sel na ctyfi
dny do basy.

Dalsi véc ve vefejném prostoru délal v Bratislavé.
Na zem nakreslil dva kruhy, v nich stal. Na obliceji
mél jednoduchou bilou masku a druhou masku drzel
ped sebou. Kolem chodili lidé a méli divné fedi. Asi
za hodinu pfisla holka, kterd si vzala jeho druhou
masku a stoupla si do druhého kruhu. V tu chvili
ji predal i svou masku a odesel, a takhle to mohlo
pokracovat. Nebo v jiné performanci lezel na bfise,
oblicejem k zemi, vedle obrubniku chodniku pod
novym bratislavskym mostem, na obliceji mél bilou
masku. Ridici, ktefi kolem projizdéli, si uvédomili, ze
tam nékdo leZi, tak k nému pfisli, otocili ho a zjstili,

7e ma na tvafi bilou masku. Tak tam vznikl zmatek,
volali policii.

Je jeho préce nékde publikovana?

Ne, vilbec. Pochopte, Ze mladi ¢esti kunsthistorici
si mysli, Ze uméni zacalo, kdyz se narodili. Historici
nés, kromé Stembery, Mi¢ocha a Milera, Uplné
zazdili. Vsichni pofad mluvi jenom o Knizakovi,
piitom nikdo to nezazil, nikdo pofadné nevi, jak to
bylo. To byly vyborné védi, ty jeho komuny. Kdyby Zil
Chalupecky, tak by do téch krasavcd, co dostavaji
tu Chalupeckého cenu, ani nestouchl klackem.
Jediny Stembera byl ve svétovém kontextu pojem
a osobnost.

Vénujete se performance i v soucasnosti?

Ja jsem dlouhou dobu jenom psal, ale kdyz vidim
ty bezproblémové cukrouse, ktefi délaji studentské
recese a nesrozumitelné nesmysly, kterym fikaji
performance, tak mné to neda. Ale taky to vyplynulo
z mého psani a uvazovani. V mych akcich je hodné
ddileZité literdrni zazemi.

MuZeme se jesté vratit k vasim ranym
performancim? MiZete mi je priblizit?

Ja jsem se tady za bolSevika na vSechno vykaslal.
Nejprve jsem délal kulisdka, a protoZe jsem rozsifoval
samizdatové materialy, tak mé vyhodili. Rekli mi, ze
mé uZ nikdy nezaméstnaji v kulturni organizaci. Tak
jsem se toulal po republice. Celkem jsem si odsedél
pét let, tfi a pdl za pfizivnictvi. Dostal jsem se na osm
mésicl do samovazby. Vite, co to je? Jste sama v cele,
jednou za tyden vas vyvedou ven, jidlo, Ze by po ném
chcipla kocka. Mné tam ale bylo dobfe. Koncentroval
jsem se na hrubé omitnutou sténu, ktera byla jakousi
projekéni plochou pro vize a fantasmagorie a vzniklo
tam nékolik pozdéjsich akci. Potom, kdyZ jsem vylezl
ven, tak jsem délal akce s lidmi, nebo bez nich. Nejvic
mne fascinovaly akce na Sumavské fece Vydre. Ale
teprve Stembera mi fekl, Ze to, co délam, jsou vlastné
performance. J& jsem myslel, Ze délam happeningy.
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MILAN KOZELKA
Prague, August 16th, 2006

Coincidentally, I've recently started focusing
on your performances in public space during the
1970s and 80s in former Czechoslovakia. I've
begun a project in which | aim to reconstruct
some of the performances under today’s given
conditions. At the same time, | strive to confront
my own reconstruction with the experience of
the original performer. I'm not only interested in
the performance itself but, above all, in what else
was happening around -- why and under what
circumstances the performances were produced?

People of your generation have nothing to say.
They are spoilt by money, the standard of living,
opportunities. They are bewitched by the fact that
everyone kisses their ass. What they produce is as
stupid as what artists did in the 1970s -- but at
least they believed in it and were straightforward.

But | do like to recall some of the performances
| or Petr Stembera did at that time. However, all in
all, I hate to look back since that period was awfully
idiotic. I had to leave Prague because otherwise,
they would have killed me or tortured me to death
here. This so-called independent or prohibited art,
is a stupid concept. Nothing was prohibited, it
was unofficial. Far more people came to visit our
exhibitions as opposed to those that were official.
As a matter of fact, everyone had some kind of
warm place, in an office or porters” lodges. So
I don’t know what everyone is complaining about.
| think it may be related to the Czech mentality of
refusing to take personal responsibility for things or
to their half-heartedness. | dislike the term “Czech
Art”, 1d rather refer to it as “Art in Bohemia”.

I don’t know what “Czech Art” is. With very few
exceptions, what was happening in Bohemia had
been appropriated. And when people invented
something themselves, they only managed to do so
after they had moved abroad - for instance Sima,
Kupka and so on.

When you claim that contemporary Czech art has
nothing to say, do you think that contemporary art
is different elsewhere in the world?

Most importantly, it’s not this sort of strict game
distinguishing between academic sculptors and
painters. Note that in America, the most topical
art (this doesn’t mean it's the kind of art which is
presented most often) is done by psychologists,
sociologists, and other non-artistic professionals.
I've become cross with art because it subserviently
hobnobs with all systems, regimes, everyone is
concerned with how to get fame, money and
a comfortable life out of it. It's a kind of ego-
stimulant. | reckon something new ought to be
discovered which will transcend the over-profaned
concept of art. You aren't going to electrify me
with your reconstructions of our performances. In
a few months, I'm leaving for America to see two
performance festivals in Boston and New York and
| fear they'll send me to Guantanamo for what
I intend to show them. Performances in the 1970s
were rather universal. These days, art keeps poking
about in itself there are photographs everywhere,
portraying artists being little girls and boys and how
they wanted to become big girls and boys.

It wasn't possible for art to be so egocentric,
an egocentric person wouldn’t have survived at
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that time. But this period, on the contrary, is very
convenient in this respect. Of those people, | only
liked Petr Stembera and some of Jan Micoch’s work.

Which works by Jan Micoch do you mean?

First, I liked the piece in which he suspended
himself in the attic of Saint Agnes’ Convent. Also, he
was assigned a date for his exhibition at deAppel
Gallery in Amsterdam but the Communists refused
to allow him to leave the country. He offered
the space to students, tourists and tramps as
a dormitory.

Did you do your performances in Olomouc?

| only realized approximately three of them in
Olomouc, at Stratil’s studio, | lived in Prague. | had
an attic room near Celetnd. | did performances in
the attic, as well as in various parts of the city. | did
Moving Graves at Stratil’s in Olomouc which was
a series of performances based on Mikolds Medek’s
paintings; | like his paintings, | knew him personally
and visited his studio.

Why do you want to do these reconstructions?
Do your own stuff!

The performances which ['ve selected were
realized in public spaces in Czechoslovakia at
a particular time. And I'm interested in finding out
what will happen when I transpose them onto the
same or similar places at present. Among other
things, I'd like to reflect the change that the Czech
environment has undergone and is undergoing.

But those performances will lose their meaning at
this time. It may become a farce, it may be perceived
as if you were mocking those people. Then again,
why shouldn’t you, you can, why not, but you need
to realise what you are ridiculing and why.

I don’t want to ridicule it.

And what made you decide to do it?

I've spent some time living in the Netherlands.
Everyday experience on the one hand, and also

when | was reading a number of studies on urban
space, made me begin to realise how different the
Czech context is. Even though commercial centres
in Czech towns may resemble those abroad, with
few exceptions it isn't possible to apply the theory
conceived in the Netherlands to local conditions.
Our experience from the last quarter of the 20th
Century is crucial to us, I think.

By coincidence, at the same time | came across
texts on Czech performance art in the 1970s
and 80s. | was fascinated particularly by those
performances which took place in public space.
They responded directly or indirectly to the situation
here. A thought came to my mind that the transition
which public space has undergone could be grasped
somehow by means of these performances. So I'd
like to know in what spaces these performances
were conceived? What was the original performer’s
experience in the environment of that time? What
kind of environment was it? What were people’s
reactions?

There were few really public performances. On
two occasions we organised a kind of performance
festival in my attic in Templovka. Among other
people, Tomds Petfivy took part, who, in my opinion,
did the best performances in public space. He was
a Charter 77 signatory from Bratislava; after he'd
been kicked out of FAMU, he worked as a night
watchman and cleaner. In the first half of the 1980s,
he was supposed to leave for Austria but before he
did so, the secret police killed him in his home in
1983, | think.

As part of our festival in Prague, he sat in front
of the Kotva (Anchor) shopping mall, on a chair
at a small table, with two large metal bowls and
a mincing machine. He'd bought ten beef hearts at
a butcher’s which he then minced in front on the
on-lookers; the meat fell into the bowls. You can't
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imagine what was going on there. The people asked
him how come there was no sticker indicating the
price on them? Did he have permission? And so on.
It took approximately two hours before the police
arrested him; when they found out he was a Charter
77 signatory, he spent four days in jail.

He did another performance in public space
in Bratislava. He drew two circles on the ground
which he stood inside. He was wearing a simple
white mask and was holding a second mask in
front of him. People were passing by and made all
sorts of weird comments. Then, after about an hour
a girl came, took the second mask and positioned
herself into the second circle. At that moment,
he handed his other mask to her and left; the
performance could have continue that way. Or in
another performance, he was lying on his stomach,
his face turned towards the ground, next to the
curb underneath the new Bratislava bridge; he was
wearing a white mask. Drivers who were passing by
in their cars realised that someone was lying there,
when they approached him and turned him over,
they realised he had a white mask on. This confused
them and they called the police.

Has his work been published anywhere?

No, nowhere at all. You see, young Czech art
historians believe that art emerged when they were
born. With the exception of Stembera, Micoch and
Miler, we've been completely ignored by historians.
The only one anyone ever talks about is KniZak,
even though no one actually experienced it, no one
knows what really went on. Those communes of
his -- that was excellent stuff. If Chalupecky were
alive, he wouldn't touch these handsome men who
are awarded the Chalupecky Prize with a ten foot
pole. Stembera was the only personality who meant
something in an international context.

Do you do performances at present?

I've spent a long time writing but when [ see
those unproblematic sweeties who do student
pranks and present that incomprehensible
nonsense they call performance art, | can’t help
myself. But this has also stemmed from my writing
and contemplation. A literary foundation is very
important to my performances.

Can we go back to your early performances? Can
you describe them to me?

| didn’t give a damn about anything under the
Bolsheviks. First | worked as a stagehand and
since | was disseminating samizdat materials | was
made redundant. | was told they'd never employ
me in a cultural organisation again. So | wandered
throughout the country. | spent five years in prison,
three and a half years for parasitism. | spent eight
months in solitary confinement. Do you know what
that means? You are in a prison cell by yourself
they take you for a walk once a week, you're given
food a cat would die from. | was fine there though.
| focused on the rough-cast wall which was a sort
of projection screen for my visions and fantasies;
| conceived a number of performances there which
| gave later on. Afterwards, when | was released,
| did performances with people or without them.
| was most captivated by performances on the Vydra
River in the Sumava Mountains. But it was actually
Stembera who told me that what | was doing was
performance. | thought they were happenings.
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KAREL MILER
Bud/a nebo — Praha — 1972

KAREL MILER
Either/or — Prague — 1972
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KAREL MILER
Praha 23. srpna 2006

Jaka je vase osobnf zkusenost jako performera
a autora aki, které jste provadél v sedmdesatych
a osmdesatych letech ve vefejném prostoru?

Je asi potieba nahliZet na né v kontextu doby, ve
které vznikaly. Tehdy jsme pocitovali, Ze je potieba
vstoupit do prostoru nasim vlastnim télem, nikoli
prostfednictvim kamene, jako sochat. Nebyli jsme
Zadni bojovnici. Mél jsem pocit, Ze tradicni vytvarné
prostedky jsou uZ zbytecné, Ze je potieba se
vyjadrit bezprostiedné, bez Stétce, bez dlata. PouZit
namisto nich to, co ma ¢lovék nejelementaméjsiho
k vyjadreni. A to je v podstaté vlastni télo. Kdyz
je nékdo tanecnik, tak pottebuje hudbu, aby mél
na co tancit. Kdyz je mim, tak potfebuje néjaky
scénat, podle kterého pantomimu provéadi. Ndm
$lo o pouziti téla bez jakéhokoli zprostfedkujiciho
¢lanku. To byla prvni véc. A druhd véc souvisi
s moji osobni povahou. Kromé toho, Ze jsem jako
¢lovék svazan se svou dobou a reaguiji na ni, tak
se jesté projevuji sdm za sebe, osobné. Mné byl
ve druhé poloviné Sedesatych let blizky jeden
z proudd konceptudiniho uméni, ktery se nazyva
minimal art. Bylo mi blizké minimalistické citéni.

A to se spojilo s télesnosti. Zacal jsem délat akce,
které byly nejminimaInéjsi mozné, aby uz neslo

s télem udélat aki, kterd by byla jesté jednodussi.
Sméfoval jsem k elementdrnimu projevu, protoZe
v ném byla urcitd sila. Na druhé strané byla snaha
uplatnit vlastni télesnost tak, jak obsazuje prostor.
Z minimalismu jsem prevzal urcitou idealitu dila.

I Stembera a Mi¢och pracovali s ur¢itou ideou, ono
se vlastné ani bez vice nebo méné vyslovené ideje
neda pracovat. Mné $lo o to, aby ta idea netrcela,

aby byla v hlubokém pozadi, aby to byla akce, ktera
je Uplné minimdlni. ProtoZe jsem Véfil, Ze takova
akce ma v sobé fascinujici prvek.

Pro mé jsou vase akce zajimavé, protoZe je to,
jak vy fikdte, oprosténé minimalni gesto v redlnych
dimenzich. Nezda se vam, Ze se tam fotografickou
dokumentaci dostava dalsi ¢lanek? Nékde jsem
Cetla, Ze jste fotografii vnimal jako prostiedek
ke komunikaci. Bylo to u nékterych akdf tak, ze
komunikovala sama za sebe v realném case?

J& mam vlastné dva druhy akci. Jedny jsou
skutecné k tomu, aby byl pofizen naprosto
neutralni, to znamend neumélecky snimek. Tak jako
kdyz se vyfoti dopravni nehoda — reportazni zabeér,
pokud mozno bez v3ech fotografickych efektd.
Aby to byl zaznam akce. Potom fotografie plsobi
ve smyslu ideje, rovnomocné samotné akdi. Vlastni
proZitek souvisi s mym télem a mdzu ho prozivat
fyzicky jenom ja, vsichni ostatni jsou odkdzani na
své odi, neticastni se télesné, pouze se divaji. Ale
mdm i nékteré véci, do kterych jsem vtdhnul i jiné
lidi. Akce byla zavisla na konkrétnim okamziku,
kterého se lidé Ucastnili. To fotografie také zachyti,
ale uz jen jako memento. Zatimco u nékterych
véci jakoby fotografie byla platonskad idea. Jeji
skute¢nost je v tom, Ze je neménnd. Zatimco Rekové
Véfili, Ze co je skutecné, jsou pravé ideje a jejich
skutecnost odvozovali od jejich neproménlivosti,
nas smyslovy svét je kazdou hodinu jiny. Tak kde
je jaka skutecnost. Indové tomu fikaji Mdja, to je
predivo smyslovych viemd, které mizi nendvratné
do minulosti. Rekové tvrdili, Ze jediné, co zdstava
a co prokazuje skutecnost, jsou ideje, ty se casem
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neméni. Méni se fenomény, jevy, ty jdou do héje.
Ideje ¢as nepoZere. Mé u nékterych véci zajimalo
dostat je do polohy, kdy je myslenka pfitomna
jako idea. Jakmile je jednou zaznamenan4,

nic s ni nehne. Proto jsem fikal, Ze je pro mé
fotodokumentace dileZita, protoze ona zachyti
vizudlni podobu ideje. J& jsem nechtél v prostoru
aktivovat kolemjdouci a vtdhnou je do néjakého
predem pfipraveného scénare, tak jako to délali
napiiklad Knizak nebo Brikcius. Happening nebyl
mdj problém, mné slo o minimalni akdi, ta mé
fascinovala.

Kdyz se akce odehrala na ulici, vnimal jste tu ulici
néjakym zplisobem? Nebo jste byl spi§ zaméreny
na vnitini proZzitek, kupfikladu doteku nebo
vyméfovani?

Byla to takova magie. Vlastné j& jsem byl v té
chvili centrem. KdyZ jsem provadél elementarni akdi,
tak to bylo, jako kdyz $aman nékde sype bylinky.
V té chvili jeho akce jakoby vlddne celému svétu.
To, co on udéla, ma dalekosahly vliv. A on svét
v té chvili viibec nevnima, vnimé, jak ma spravné
provést aki. To je rozdil, ktery zdGraziiuji oproti
happeningu, ktery je obracen ven ke svétu a ¢ekd
na reakci zvenku. Ja jsem necekal. Vytvoril jsem
néjaké dilo, které potom mélo vyzarovat a vyvolat
interakci. Ale to uZ jsem ja sam udélal krok zpatky
a nechal jsem dilo fungovat samo o sobé.

Znamena to, Ze k interakci mélo dojit pfi styku
s fotografif?

Ano. To je, jako kdyz vidite obraz, tfeba Portrét
doktora Gacheta. Ja jsem mél ndhodou to Stésti
vidét van Goghovu vystavu v Amsterodamu. Kdyz
ten obraz vidite, jste fascinovana jim samotnym,
nemyslite na malife. To je realita sama o sobg,
kterd vés Uplné celou vyplni. Ja, chrafi panbih,
nechdi fikat, Ze moje véci takhle plisobi, nejsem
van Gogh. Ale mél jsem predstavu, Ze kdo uvidi

fotodokumentaci akce, tak se diky neuméleckosti
fotografie nenecha svést zadnymi jejimi krasami

a bude vnimat jenom déj. Déj je tak minimalni, ze
je témé&f k nerozeznani. Rekne si, tady je stejna
fotografie jednou, podruhé, potfeti, ale potom si
vsimne, Ze se fotografie jistym zpdsobem méni.
Probiha v nich jakysi proces, ale je tak strasné
elementarni, Ze je skoro nepostfehnutelny. Zatimco
jini rozvijeli slozité happeningy, déje pIné vielijakych
udalosti, j& jsem véfil pravé v minimalitu. Mné

se tieba hrozné libilo, co délalo hnuti Fluxus.
Napfiklad La Monte Young, vzpomindm si na

akdi, kdy udélal vystavu, pfines| klec plnou Zlutych
motyld, oteviel dvitka. Spocivala v tom, Ze motyli
jeden za druhym postupné vylétavali a az vyletél
posledni, tak zavfel dvifka a vystava skoncila. To
byly akce-vystavy, které jsem mél rad a libily se mi.
Co mé ale nejvic fascinovalo, nebyly poetické akce,
jaké provadél Fluxus, mé pfitahoval minimalismus
ve své zakladnf ideji. | kdyZ nejsem vytvarnik, takze
jsem se nevyjadroval vytvarnymi prostfedky. Sahnul
jsem po prostiedku — vlastnim téle, mohl jsem délat
jisté pohyby, gesta. Ta gesta nebyla vyrazova, jako
u néjakého mima, ale méla UpIné jiny smysl.

A myslite, Ze podobny zéZitek, ktery mi
zprostiedkuje fotodokumentace, mohl zazit néjaky
nahodny kolemjdouci v moment, kdy jste akci
provadél? Nebo tim, Ze tam stél fotoaparat, tak
lidé vnimali spis fotografovani udalosti nez udalost
samotnou?

To je velmi obtizné fict. Ja tézko mGzu mluvit
za nékoho, kdo 3el kolem. Samoziejmé, byl tam
fotoaparat, ktery rusi. Na fotografii uz fotoaparat
ani fotograf neni. V tom klasickém happeningu se
fotograf jakoby zapojil mezi sezvané. U mé mél
¢isté technickou roli. Kdyby to mohl zaznamenat
néjaky robot, vyjde to nastejno. Slo o naprosto
objektivisticky zéznam akce.
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A to jsme méli vsichni tfi spolecné. | kdyz
Stembera a Micoch délali daleko expresivngjsi véci.
Vlastné jsme kazdy délali néco jiného, rozuméli jsme
si, spolupracovali jsme, ale kaZdy mél v hlavé néco
trochu jiného.

Mluvil jste o dvou typech svych akdi, pricemz
u jednéch slo 0 zaznam a u druhych o konfrontaci.
Vznikaly ty konfrontacni v okruhu zndmych lidi,
nebo byly urcené i Sirokému publiku?

Tehdy to bylo hrozné, to si viibec nedovedete
predstavit. Stacilo, kdyz jste na ulici zapalila
zmuchlané noviny, a uz k vdm béZel policajt a chtél
vasi obcanku. To byly doby, kdy délat néco verejné,
bez povoleni dradd, okamzité vzbuzovalo strach.
Lidé se od toho distancovali, protoze tusili, ze
z toho bude malér. Nakonec Eugen Brikcius, jakmile
udélal happening s chleby, skoncil v Bartoloméjské.
Za komunistického reZimu se nepfipoustéla
aktivita, kterd by nebyla schvélena drady. Lidé byli
obezfetni, nevédéli, co to znamena. Byli vystrasent.
Ostychavost vefejnosti tady byla nestastna. Zatimco
na Zapadé byli lidé zvykli, Ze se kolem nich déje
spousta véci a pfijimali je, jakoze se déji. Budto je
to zajimalo, nebo ne, ale reagovali pfirozené, kdezto
tady byl kazdy ve své reakci rezervovany.

Prvek vefejné akce, ktery vymyslel John Cage,
pracovat s nahodilym divakem, to nebyl mu;j
problém. Stembera délal své akce vétSinou
v galeriich, kde uz bylo publikum zvyklé na to, Ze
se setkdva s uménim. KdyZ se nékdo postavil na
hlavu, tak si kazdy fekl: Co to znamena? Protoze uz
byl pfipraven, Ze se setka s uméleckym projevem.

I Micoch provadél vétsinu performanci s lidmi, které
s&m pozval. My jsme nebyli happeningafi, lidi, kteff
se setkavaji s neznamym divakem. Pro nés byla
idea mnohdy vyznamnéjsi neZ konkrétni realizace.
Konkrétni realizace byla vyznamna pro nas osobné.
Pro to, co si Stembera, Mi¢och nebo ja potfebujeme

odzit. Tak jako basnik, ktery napise baser proto,
aby se zbavil néjaké své tenze, nebo kdyz malif
namaluje obraz, a tim to ze sebe dostane. TakZe pro
nés bylo daleko duleZitéjsi to dostat ze sebe, nez ze
bychom kalkulovali s reakci nahodilého divaka.

Ale presto, délal jste své akce ve vefejném
prostoru, kde si dovedu predstavit, Ze muselo vase
jednani pUsobit nepfirozené. Treba kdyZ jste se
dotykal kanal, to prece néjakou reakci vzbudit
muselo.

Ja jsem 3el po ulici a ty kandly mé uhranuly.
Prosté tam byly, nebo tam byl néjaky papir nebo
cokoli. Clovék byl uhranuty tim, co to tady najednou
je. Je to Ctvercové, md to mfiZe. Je to stradné
vytvarné a lezi to na ulici, kazdy na to $lapne, prejde
pes to. Je to takova divna realita, tfeba kanal, kdyz
mluvime o ném. Tak jsem si ho zméfil tim, co mi
moje télo umoziiovalo k nému pfiloZit jako miru.
Hodné jsem pracoval s rukama.

Existuji néjaké akce nebo nezrealizované koncepty
aki, které nejsou publikované ve vasem spolecném
katalogu?

To se ptate na moc vzddlenou dobu. To je tficet
let, pokud mél clovék néjaké poznamky, Ze chce
néco udélat, vzal je Cas. UZ se to ode mé odlouplo.
Jako kdyZ se budete bavit se spisovatelem, ktery
napsal pred tficeti lety néjakou knihu. Bude na ni
vzpominat jako na néco, s ¢im nemé nic spole¢ného,
co si matné vybavuje, ponévadz uz ji davno prikryly
jiné z&Zitky. Sam se vevnitf posune jinam. J& jsem
jiny ¢lovék, nez jsem byl ped tficeti lety. Vzpominam
na sebe s dojetim, protoZe jsem se tehdy dokazal
nechat fascinovat tplné obycejnymi vécmi. Treba
tim, jaké mam rozméry téla. Vzal jsem kfidu a natéhl
jsem ruku nahoru, jak ji mam dlouhou, potom jsem
udélal oblouk, jak ji mam Sirokou, pak jsem ji pfitahl
k télu. A vznikl obraz, co ta ruka maze.
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A jak vniméate soucasnou ulici? Nechavate se
jesté fascinovat?

Malér je v tom, Ze za téch tficet let jsou tady
v Praze ulice plné aut. To nebylo. Tady stélo jedno
auto, tamhle nékde druhé, a jinak ulice byla prazdna
a po ni chodili lidé. To se UpIné zménilo. Dneska
nikdo nechodi, vsichni jezdi autem, pomalu i pro
noviny a pro cigdra. Potkdvate samé turisty. Mimo
sezonu tu potkate jednoho, dva lidi. Pfipadné kdyz
tady nékdo bydli, tak pfijizdi od domu a k domu
autem. Auta jsou tak postavend, Ze kanaly ani
neuvidite, protoZe jsou zakryté plechy. Realita ulice
se UpIné zménila. Auta ze srdce nemam réd, protoze
vyZadujf, abych se jim podfizoval. Dfiv jsem si
chodil, kde jsem chtél, dneska smim jenom tam, kde
jsou namalované ¢ary, jinak mi hned daji pokutu.
Auta mé donutila chodit jenom nékde, zmensila
mi svét. J& uZ se musim pohybovat jenom podle
toho, jak mi prikazuje autoprovoz, ponévadz on ma
prednost pred clovékem. Ulice uZ nejsou moje, uz
patfi autlim.

Co ted vniméte jako své teritorium? Sv{ij diim
nebo byt?

J& jsem UpIné vydésen, je ze mé takovy bojacny
kralicek. Zkusil jsem jit do kina, vesla tam skupina
lidi, chroustajice néjaké popkorny, halasice a vesele
se bavice a ja jsem byl mimo sebe. KdyZ jsme
chodili do kina dfiv, to bylo jako do galerie. Staly
se hodinové fronty na listky. Copak dneska stojite
hodinovou frontu na listky? Uméni se stalo zbozim.
Film je spotfebni artikl. My jsme chodili do kina
s velkou Uctou, stejné jako na vystavy. Dneska
jsou vystavy pripravené predevsim tak, aby byly
zajimavé udélané, nezalezi na tom, co je vystaveno.
Divaka zi'ejmé daleko vic zajima to ,jak". Jak je
auto vymodelované, jakou mé karoserii. Motoru
vlibec nerozumi. Motor je zapecetény, ani si nemGze
odklopit kapotu a $tourat se v ném. To jsou véci,

které 21. stoleti straslivé proménily. V¢etné mobild,
kdy spolu lidé jakoby hovoff, a ve skute¢nosti spolu
nehovofi, jenom si vyménuji jakési informacni znaky:
Jsem u Zelezni¢niho mostu, za deset minut jsem
doma. Potfebuje to ten doty¢ny védét? Kdyby mobil
neexistoval, tak ten chlap bude stejné za deset
minut doma, tramvaj ho tam rychleji neodveze. Jaka
je hodnota té informace?

Jsou lidé prizpdsobivi a nepfizplsobivi, j& patfim
k tém nepfizpdsobivym a do 21. stoleti jsem vlastné
ani nevstoupil.

KdyZ jste mluvil o tehdejSim vefejném prostoru,
fikal jste, Ze lidé byli vystraseni, bali se jinakosti.
Vnimate dnesni prostor jako svobodny?

Tehdy to byli Zivi lidé, ktefi byli vystraseni. Mné
uz dnes nepfipadajf ani jako Zivi. Kdyz je vidim, jak
neustale néco obsluhuji. KdyZ se posadi ve vinarné,
tak si pred sebe postavi laptop. Pristroje si neustale
vynucuji pozornost.

Vniméte se tedy jako pfislusnik dvacétého stoleti?

Urcité. Dvacaté stoleti bylo zoufalym pokusem
0 odvraceni katastrofy. Prvni svétova valka
znamenala hluboky propad Zebficku hodnot, na
kterém stéla zapadoevropskd kultura, jeji mravni
a estetické hodnoty. Je mozné se odvolat na Franze
Werfla a spoustu autord, ktefi si byli plné védomi
toho, Ze jakmile sem vtrhly po prvni svétlové valce
projevy amerikanismu, at uZ to byl jazz (j& mdm
rad jazz), neony, lesky, nocni Zivot, velkovyroba, Ze
tim koncf evropska kultura, Ze prvni svétova valka
pohibila hodnoty, na kterych evropskd kultura
stéla. Je to nezastavitelny proces, j proti nému
neprotestuiji. V prvni svétové valce se ukdzalo, Ze
¢lovék neni schopen respektovat to, co vyznaval.
Mravni hodnoty, jako jsou Cestnost, upfimnost,
vérnost. Ty platily jesté pro napoleonské vojaky,
ktefi se proti sobé postavili s cisafskymi, odéni
tak, Ze lepsi terc jste si nemohla predstavit, a jesté
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sevfeni v fadach tak, aby délo, kdyZ do nich prasti,
jich sebralo co nejvic. Takhle $ly armady proti sobé,
az néjakym manévrem jedna z nich vyhrala. Ale

byl to boj muZe proti muzi. Pruni svétova valka
pfinesla napfiklad plyn. Jak se mate branit, kdyz

na vas nékdo pusti yperit. To neni cestny zplisob
boje. To neni ja, nebo ty, to jsi jednoduse porazeny
ty. Mravni hodnoty spocivaly v jakési rytifskosti, ale
i tfeba v gentlemanstvi. Dneska se Zeny vztekajf,
kdyZ je muz pousti do dveff, Ze je to diskriminace.
Jakym pravem mém jit prvni do dvefi? Mladik sedi
v tramvaji, nad nim stoji babicka, a on sedi, protoze
si zaplatil. Neciti nutnost ctit stafi. Jak ctit? Vzdyt
ona vibec neni ekonomicky produktivni. Misto
nabozenstvi jsme dosadili ekonomismus, hodnota
Clovéka se urcuje jeho ekonomickou vykonnosti.
Kdyz jste stary a nevykonny, tak jste nehodnotny,

a mGzete znat lliadu zpaméti. Ze jste protrpéla

a proZila spoustu véci, ze se vam narodily a umrely
spousty déti, to se nepocita. Poitd se to, kolik jste
schopna vyrobit — odsedét hodiny u programu, ktery
fidi néjakou linku. My jsme si zvolili trzni ekonomiku
a ta pocita s vykonem, bez pardond, Zadny
sentiment. Bud je ekonomika vykonnd, nebo ne.

Jak vnimate v tomhle smyslu minimalismus a to,
Z7e vznikl v Americe?

Minimalismus vznikl proti Americe. Tak jako
veskeré uméni v Sedesatych letech, pocinajic
beatniky. Beatnici zacali vyznavat zenovy
buddhismus, odmitli metodistické cirkve, v Americe
je jich asi ¢tyficet. Vybrali si vychodni ndbozenstvi.
Zatimco aby sedéli na misté a pracovali, tak
chlastali a jezdili po Americe sem a tam. Udrzovali
se v pohybu, protoZe se instinktivné branili
zafazeni do systému. Uz Chaplin ve svém filmu
Moderni doba ukézal clovéka v plsobivé scéné,
kdy se dostane do stroje a v ném pojizdi a stroj
si ho riizné podava. Nakonec i Voskovec a Werich

to v jednom filmu také maji. Clovék se dostal do
podruci. My jsme za Amerikou zpoZdéni Ctyficet
let, ale diky technologiim se to da dohnat. Tézko
doZenete lidskou zralost, ale naucit se ovlddat
pfistroj je snadné. Prectete si manual a uz to umite
taky. Takze my Ameriku v technologické sféfe
dokazeme dohnat. Ale uz beatnici védéli, Ze to je
malér. A vsichni umélci, ktefi zacali délat land art
nebo body art, chtéli pracovat tak, aby dila nebyla
prodejnd. Jim se konzumni spole¢nost pricila. V té
dobé jsme si u nas mohli o konzumni spole¢nosti
nechat jen zdat. My jsme v padesatych letech stali
fronty na maso. Beatnici protestovali proti tomu,
aby se se v3im k3eftovalo, ponévadz se keftovalo

i s uménim. Abstraktni expresionisti, myslim
Newmanna, Rothka, Tobeyho, kdyZ s tim zacali, tak
o nich v celém New Yorku védélo Ctyficet lidi, pak se
rézem stali svétové proslulymi a zacali se prodavat
za astronomické ceny. Jesté vcera by jim nikdo

za obraz nedal ani dolar, a dnes, kdyZ kolem nich
udélaji média humbuk, prohlasi je za Newyorskou
Skolu, tak se obraz prodava za statisice dolard.
Abud jste chytrak, ktery si fekne: Sldva, mém
penize! A nebo si fikdte: Co to je za svét? Kdyz to
jeden den nikoho nezajima a za tyden je prestizni
mit to v salonu, kdyZ si pozvu svoje obchodni
pratele. Ti umélci si uvédomovali tu hrizu, Ze se

z uméni stava artikl, jako z aut. Prodava se, protoze
je nutné, abyste se udrZela na spolecenské trovni.
KdyZ chcete, aby vés kolegové brali, tak vam musi
pred domem stét mercedes a doma viset Rothko
nebo Pollock. Nic vam to nefikd, ale reprezentujete
se tim. To je néjaky divny osud uméni. Shératelé,
kteff si v roce 1910 kupovali Picassa a Braqua, ti
to méli radi. Dneska se nikdo nezabyva tim, jestli
to mam, nebo nemam rad. Musim to mit, abych

az udélam party pro své obchodni pratele, aby
vidéli, Ze jsem na drovni. VSichni ti minimalisté,
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bodyartisté, konceptualisté méli dstfedni myslenku,
aby délali dila, ktera nebudou prodejnd. Mike
Heitzer, jeden z velkych americkych landartistd, ryl
v Nevadské pousti zemni dila buldozerem, protoze
si fikal: Pfece si nikdo nekoupi Nevadskou poust.
Jenze trh je semlel na prasek.

Z Ceho tedy vychazel cesky minimalismus?

My na spolecenskou skute¢nost nereagujeme
tak bezprostiedné jako Americané. My jsme prosté
Evropané, ndrod s dvoutisiciletou kulturou, oproti
Ameri¢anCim, ktefi pred sto padesati lety pobili
indidny a postavili si Zeleznici napfi¢ Amerikou.
Konceptualismus tady vysel z fascinace, protoze my
jsme vytvarné hrozné vzdélani, ani o tom nevime.

Denné chodime kolem gotickych a baroknich staveb.

Tady uZ od détského véku nasavate kulturu. Navic
diky tlaku komunistického rezimu lidé vyhledavali
duchovni hodnoty. At uz v knihdch, zakazanych
vystavach nebo filmech. Ja jsem v Sedesatych letech
vidél distojniky, jak cetli Literamni noviny, kam
psala nase intelektudlni elita. Tak jsem si fikal, to
jsme na tom néjak dobre, Ze u nas dlstojnici ¢tou
Literarni noviny. Ale to bylo jenom na kratkou dobu.
Jak pfisli Rusové, tak to vsechno $lo do hdje. Ale
Sedesdtd Iéta tu byla velmi zajimava. Jak nérod po
tvrdém Utlumu v padesétych letech zacal rozkvétat.
V padesatych letech nebyly zadné informace o tom,
o se déje za hranicemi. To bylo totalni embargo
na cokoli. V roce 1958/59, kdyz se situace zacala
uvolfiovat a néjaké informace sem zacaly pronikat,
tak lidi koukali, co se ve svété vlastné déje. Zjistili,
Ze je to UZasné, Ze nds to oslovuje. Samoziejmé
americti minimalisté tam dospéli pred evropskymi,
nerkuli ¢eskymi. My jsme to objevovali uz
zprostiedkované. Ale mluvilo to k nam, citili jsme, ze
musime néjak reagovat.

Ja vam vlastné nedokazu solidné popsat kofeny
Ceského minimalismu, kaZzdopadné byly daleko

estetictéjsiho rézu nez v Americe. Tam to bylo hlavné
spolecensko-politické. Oni se tak zacali vyjadfovat,
protoze chtéli udélat takovd dila, ktera by nemohla
byt ddna do aukce.

V Ceském uméni otdzka trhu nebyla pfitomna
vibec, Ze?

Ne, viibec. Tady byl jediny problém, jestli clovék
skon¢i v Bartoloméjské, a nebo ne. Taky jsme tam
vsichni tfi skoncili. Udélali jsme vystavu v Mildné
a tamni kulturni ata3é okamzité vyslal zpravu, Ze
ngjaci tfi Cesi vystavuji prapodivné fotografie. A uz
jsme byli vsichni tfi zavolani do Bartoloméjské, kde
byla Statni bezpecnost, a uz nas pékné vyslychali,
o to vlastné déldme a jestli to neni protistatni.

My jsme méli naprosto jinou problematiku nez
Americani. Ameri¢any nemohl nikdo podezirat

z protistatni ¢innosti. To byl jiny svét. Americkou
skutecnost jsme neznali, takZe jsme jejich uméni
vnimali jako esteticky jev. Dneska uz samoziejmé
vime, co to znamenalo, ale v roce sedmdesat to
nikdo nevédél. Kdyz jsme v néjakych casopisech
nalezli reprodukce minimalistickych dél, tak to

pro nas byly jakési fantomy. Ale kupodivu jsme s tim
souznéli. To je nepochopitelné. Nedovedu vysvétlit,
Ze pohyb v uméni jde mimo hranice. Hned jsme

k tomu méli pozitivni vztah. Nechtéli jsme nékoho
dohdnét, byla to pro nés pravdivd vypovéd. Umélec
vlastné nechce nic jiného, nez podat pravdivou
vypovéd o svété, ve kterém Zije. Skutecny umélec
to nedéld ze zistnych ani huménnich davodd, on

to prosté ze sebe potfebuje dostat, aby si udrzel
duevni rovnovéhu.

Zminoval jste, Ze jste byli vyslychani, jestli vase
¢innost byla protistatni. Byla protistatni?

Kdyz to vezmete do hloubky, tak byla. Protoze
byla proti duchu komunistické ideologie, ktera tady
byla ideologii viadnouci. Komunisticka ideologie
byla statem. A nase mysleni se s ni rozchazelo,
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tim padem bylo nepratelské statu. Nase mysleni
$lo proti tomu, jak ndm byly véci prezentované

v novinach, v radiu, my jsme se je snazili nazirat

z jiného dhlu pohledu. Hlavné to bylo svobodné
vyjadrovani, bez hranic. My jsme nepocitovali
Zadné hranice. Kdezto komunisté porad rozdélovali
svét Zeleznou oponou. Tady je socialismus, tady
kapitalismus. Kdo déla néco, co ma co do cinéni

s kapitalismem, je nepfitel statu. Nas nezajimalo,
co délali Némci nebo Francouzi, ale spis to, co délaji
dalsi lidé.

KAREL MILER — Dotyk — Praha — 1975
KAREL MILER — Touch — Prague — 1975
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KAREL MILER — Svaty j& — Praha — 1977
KAREL MILER — The Holy Self - Prague — 1977
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KAREL MILER
Prague, August 23rd, 2006

What is your personal experience as an author of
performances during the 1970s and 80s in public
space?

| guess it's necessary to view them in the context
of the period in which they were being created. At
that time, we felt the need to enter public space
by means of our bodies, not by means of stone as
sculptors did. We weren't warriors. | had the feeling
that whichever mediums were useless then, that it
was necessary to express myself directly, without
a brush, without a chisel. Instead, one could make
use of the most elementary items available in order
to express one’s self. Which is, in essence, one’s own
body. If you're a dancer; you need music to dance to.
When you're a mime, you need a scenario of some
sort, based on which you perform the pantomime.
We were concerned with the use of the body with
no item of facilitation. That was the first feature.
The second feature lies in my character. Beside the
fact that as a person, I'm bound to the period in
which I live and react to, | also express myself as
an individual. In the second half of the 1960s, | felt
close to one particular movement of conceptual
art which is called minimal art. | was close to
the minimalist sentiment, which was linked to
corporality. | started to do performances that were
as minimal as possible, not allowing myself to do
anything with my body which could be even simpler.
| aspired to an elementary expression because there
was a certain strength in it. On the other hand, | was
striving to apply my own corporality in the same
way as it occupied space. | adopted a certain ideal
for my work from Minimalism. Even Stembera and

Micoch worked with an idea of some sort; effectively
it's not possible to work without an idea which is
more or less uttered. | was concerned with the idea
not sticking out, with it being implanted somewhere
deep in the background to enable it to become

an action which is absolutely minimal. Because

| believed that such a performance contained

a fascinating element.

I find your performances interesting because
they are, as you say, a freed, minimal gesture in
real dimensions. Don't you think that photographic
documentation introduces another element
into it? I've read somewhere that you perceived
photography as a means of communication. Did any
of your performances communicate for themselves
in real time?

In fact, | do two kinds of performances. The
purpose of the first kind is to take a completely
neutral, that means non-artistic photograph. As if
a picture of a road accident’s taken -- a reportage
snap shot, with no photographic effects if possible.
To create a record of a performance. That way,
the photograph functions in the sense of an idea,
it has the same power as the event itself. My
own experience is related to my body and only
| can experience it physically, everyone else relies
on their eyes, they don't participate physically,
they simply watch. However, | have some works
which | managed to drag other people into. The
performance was dependent on a specific moment
in which the people took part. This can be captured
in a photograph but merely as a memento, while
in some of my works, the photograph seems to be
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Plato’s idea. Its reality lies in that it's unalterable.
While the Greeks believed that it was ideas, which
were real, and inferred their reality from their
unalterable nature, our sensory world’s different
every hour. It also depends on the kind of reality.
Indians call it Maya: it is the spun yarn of sensory
perceptions which vanishes in the past for good.
The Greeks argued that ideas which dont change
in time are the only thing which remains and proves
reality. Phenomena change and are finished. Ideas
aren’t devoured by time. In some of my works,

| was concerned with getting them into a position
in which a thought is present as an idea. As soon
as it's been recorded, nothing can change it. This is
why | was saying that photographic documentation
was important for me because it can captivate the
visual form of an idea. | didn’t want to activate
passers-by in space and drag them into some sort
of preconceived scenario, like KniZak or Brikcius.
Happenings didn‘t concern me. | was concerned
with minimal performance which fascinated me.

When a performance took place in the street, did
you perceive the street in any way? Or did you focus
on your inner experience, a touch, or taking the
measurements for instance?

It was a kind of magic. In fact, | was the centre
at that very moment. When | did elementary
performances, it felt as if a medicine man were
scattering herbs somewhere. As if his performance
ruled the world in that particular moment. What he
does has a profound impact. He does not perceive
the world at all, he senses what he has to do to
carry out his task properly. That's the difference
I emphasise in contrast to a happening, which is
directed outwards, towards the world, and awaits
response from the outside. | didn’t wait. | produced
a work of art which was then supposed to emanate
and provoke interaction. But immediately after that

| took a step backwards and allowed the work to
function on its own.

Does that mean that interaction was supposed
to take place when entering into contact with the
photograph?

Yes. It's like seeing a painting, for example Portrait
of Dr. Gachet. By chance, | had the opportunity to
see a Van Gogh exhibition in Amsterdam. When you
see the painting, you're fascinated by it, you don't
think about the painter. It's reality as such fills you.
God forbid, | don’t want to suggest that my works
function that way, I'm not Van Gogh. But | had
a vision that when someone sees the photographic
documentation of a performance, they won't be
tempted by its beauty and will perceive the action
only thanks to its non-artistic nature. The action
is so minimal that you can hardly discern it. The
spectators may think that they see the same photo
once, twice and a third time, but then they’ll notice
that the photographs change in a certain way.

A process is taking place in them, but it's so very
elementary that one can hardly spot it. While others
conceived complex happenings, actions full of all
sorts of events, | believed in the minimal nature.

| liked what the Fluxus movement did immensely.
For instance, La Monte Young. | recall a performance
where he set up an exhibition: he brought a cage
full of yellow butterflies and opened the door. The
idea of the exhibition lay in that the butterflies were
leaving the cage one by one and when the last one
flew out, he closed the door and the exhibition was
over. This was the kind of performance-exhibition

I was fond of and liked. But what most fascinated
me wasn't poetic performance like Fluxus, | was
attracted by minimalism in its fundamental idea. I'm
not an artist, so | didn’t express myself by means of
art. | reached for a means -- my own body; | could
do certain movements, gestures. The gestures
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weren't expressive like those of a mime: they had
an absolutely different meaning.

Do you think that a passer-by could have had
a similar experience facilitated by photographic
documentation while you were giving the
performance? Or did the people perceive the
process of something being photographed rather
than the performance itself just because the camera
was there?

This is very hard to tell. | can't really speak for
someone who was passing by. Of course the camera
was there which was disruptive. But then, the
camera and the photographer don’t appear in the
photograph. In a classical happening, it may seem
as if the photographer got involved along with the
other people invited. For me, his role was purely
technical. If a robot could have done the same job,
the outcome would have been the same. | was
concerned with an absolutely objective document
of the event.

The three of us had this in common, although
works by Stembera and Micoch were far more
expressive. In fact, each of us did something else,
we understood one another, we cooperated but
each of us had something slightly different in mind.

You mentioned two types of performances, the
former being concerned with the documentation
and the latter with confrontation. Were the
confrontational performances conceived within
a circle of your acquaintances, or were they
designated for the general public too?

At that time, it was horrible, you can’t possibly
imagine it. It was enough to set an old newspaper
on fire and a cop was running after you wanting to
see your identity card. Then, if you did something
in public, without the authorities’ permission, it
immediately frightened people. People tried to
distance themselves from it because they sensed

mishap. In the end, as soon as Eugen Brikcius did
his happening with loafs of bread, he ended up at
Bartoloméjska. Under the Communist regime, no
activity was allowed which had not been approved
by the authorities. People were careful, they didn’t
know what it meant. They were frightened. Local
people’s bashfulness was unfortunate, while people
in the West were used to the fact that plenty of
things were happening around them and they
accepted them to be happening. Either they were
interested or not, but they responded naturally;
whereas here, everyone was reserved in their
reactions.

I wasn’t concerned with the element of public
performance invented by John Cage: to work with
the casual spectator. Stembera did most of his
performances in galleries where the audience was
accustomed to encountering art. When someone
stood on their head, everyone would think to
themselves: What does it mean? This was possible
because they were prepared to come across an
artistic expression. Micoch, too, did the majority of
his performances with people whom he himself had
invited. We weren't authors of happenings, people
who meet unknown spectators. To us, an idea
was sometimes more significant that the specific
process of implementation. The implementation was
significant for us personally. For what Stembera,
Micoch or | needed to live through. Like a poet who
writes a poem to get rid of a certain tension, or
a painter who paints a picture to get it out. So for
us, it was far more important to get it out than to
expect the casual spectator’s reaction.

All the same, you gave your performances in
public space: | can imagine that your behaviour must
have appeared somewhat artificial. For instance
when you were touching drains, that must have
provoked some reaction.
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| was walking down the street and was bewitched
by the drains. They were simply there or there was
some paper or whatever. | was bewitched by what
I saw all of a sudden. It's square and barred. It's very
artistic and it's lying on the street, everyone treads
on it, walks over it. It's a sort of weird reality, a drain
for instance when we talk about it. So | measured it
by means of what my body made available for me to
use as a ruler. | used my hands a lot.

Are there any performances or drafts which
haven’t been published in your joint catalogue?

You're asking too much, given the remoteness
of that period. It's been thirty years, if we had
some notes on what we'd planned to do, time’s
destroyed them. It's separated from me. It's like
talking to a writer who wrote a book thirty years
ago. He's bound to remember it as something
he has nothing in common with, something he
vaguely recalls because it's been covered with other
experiences. He's shifted elsewhere inside. | am
a different person from who | was thirty years ago.
I'm moved whenever | remember myself because
at that time, | allowed myself to be fascinated by
completely ordinary things: by the size of my body,
for example. | took a piece a chalk and stretched
my arm upwards to see how tall it was, then | made
a curve to see how wide it was, then | drew it back
towards me. A picture was created, depicting what
the arm could do.

How do you perceive the contemporary street?

Do you still allow yourself to be fascinated?

The trouble is that after thirty years, the streets in
Prague are packed with cars. This wasn't the case
then. A car would be parked here, another there,
otherwise the street was empty and there were
pedestrians. This has changed altogether. No one
walks nowadays, everyone drives, the next thing you
know they'll even be driving to fetch a newspaper

or cigarettes. We only encounter tourists. You meet
one or two people here outside the peak season.
As the case may be, if someone lives here, they
leave and go home in their car. Cars are parked
in a way which makes it impossible to see drains
because they're covered with metal. The reality of
the street’s changed completely. | really dislike cars
because they require me to subordinate to them.
There used to be a time when | walked wherever
| wanted; these days, I'm only allowed where there
are lines drawn, or else | get a fine. Cars have forced
me into designated places, they've made my world
smaller. I'm obliged to move depending on where
the traffic allows me to because it has the right of
way over mankind. The streets are no longer mine,
they belong to the cars.

What do you perceive to be your territory? Your
house or flat?

I'm absolutely frightened, I've become very
shy. Once, | tried to go to the cinema: a group of
people came, crunching popcorn, making noise
and talking loudly; | was completely off the beam.
When we used to go to the cinema, it felt like going
to a gallery. We spent hours queuing up for tickets.
Do you have to queue up for tickets for hours these
days? Art has become commodity. Film is an item
of consumption. We went to the cinema with great
respect, to exhibitions too. Today, exhibitions are
prepared to be interesting above all, it doesn't
matter what's on display. Spectators are probably
more interested in the “how". How a car’s designed,
what the bodywork looks like. They don’t understand
the engine at all. The engine’s sealed, they can't
even open the bonnet and find the defect. This is the
kind of things which have altered the 21st century
in a negative sense. Including mobile phones on
which people pretend to talk to each other and in
reality, they don't, they only exchange some sort of
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informational signals: I'm at the railway bridge, will
be home in ten minutes. Does the person concerned
need to know this? If mobile phones didn’t exist,
the chap would be home in ten minutes anyway, the
tram won't be there any faster. What's the value of
the information?

There are adaptive people and those who can't
adapt,

I belong with the latter and haven't even entered
the 21st century in fact.

When you spoke about public space of that
period, you said that people were scared, they
feared diversity. Do you see today’s public space
as free?

Then, those people who were scared were alive.
These days, | no longer find them alive. When | see
how they keep operating something. When they sit
down in a wine cellar, they place a laptop in front of
them. Machines constantly call for attention.

Do you perceive yourself to be a member of the
21st century?

Definitely. The 20th Century was a desperate
attempt to ward off a disaster. WWI meant
a profound downfall of the system of values on
which West European culture stood, along with it
moral and aesthetic values. It's possible to refer
to franz Werfl and many other authors who were
fully aware of this as soon as various aspects of
Americanism had invaded Europe after WWI,
whether it was jazz (and | love jazz), neon, glitter,
night life, large-scale production, they argued that
European culture had come to an end, that WWI
buried the values on which European culture had
been built. It's an unstoppable process, | don't
protest against it. WWI showed that mankind isn't
able to respect what it'd professed. Ethic values such
as honesty, sincerity, faithfulness. These applied to
Napoleonic soldiers who stood face to face with

imperial soldiers, dressed in a way that you couldn’t
have imagined a better target, encircled in rows for
the cannon to hit the largest possible number of
them. That way, armies marched against each other
till either of them won after a certain manoeuvre. It
was a man-to-man fight. WWI introduced gas, for
instance. How are you supposed to defend yourself if
someone gases you with yperit. That isnt an honest
fight. It isn’t about me or you, it's simply about
you being the loser. Moral values lay in a certain
cavalierness, but possibly in being a gentleman too.
Nowadays, women are cross when a man opens the
door for them, saying it's discrimination. Who gave
the man the right to walk through the door first?
A young man sits on a tram, a granny’s standing
above him and he remains seated since he’s paid for
it afterall. He doesn't feel the necessity to honour
old age. How to honour it? She’s not economically
productive, for God's sake. Instead of religion,
we've inserted economy, the value of a person is
determined based on economic performance. When
you're old and unproductive, you have no value,
even if you know the lliad by heart. What you've
suffered and lived through, the fact that you gave
birth to many children who died -- that doesn’t
count. What counts is how much you're able to
produce - to spend hours sitting at a programme
which runs a production line. We've chosen market
economy which counts on performance, with no
pardons, no sentiment. Economy’s either productive
or not.

In this sense, how do you see minimalism and the
fact that it was conceived in America?

Minimalism was conceived against America.
Like the entire art of the 1960s, starting with
the Beatniks. The Beatniks began to profess Zen
Buddhism, they rejected Methodist churches, there
are approximately forty of them in America. They
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chose eastern religion. Instead of sitting in one
spot and working, they boozed and travelled across
America. They kept themselves moving because they
instinctively feared being labelled and categorised
into a system. In his film Modern Times, Chaplin
showed mankind in a gripping scene: after getting
into a machine, he’s moved and handled by it. Even
Voskovec and Werich have a similar scene in one

of their films. Mankind has gotten under the yoke.
We are forty years behind America but we can
make up for it thanks to technology. It's difficult to
catch up on human maturity, yet it's easy to learn
how to handle a machine. It's enough to read the
manual and you can do it too. So in the sphere of
technology, we can catch up on America. But the
Beatniks knew that was the trouble. And all of the
artists who started to do land art or body art wanted
to work so that their works of art weren't for

sale. Consumerist society was repugnant to them.
Then, we could only dream of consumerist society.
In the 1950s, we had to queue up for meat. The
Beatniks protested against everything being traded
in since art was being traded in too. When abstract
expressionists, | mean Newman, Rothko, Tobey,
started, forty people knew of them in all of New
York; then suddenly they became known worldwide
and their works started to sell at astronomical
prices. Yesterday, no one would give them a dollar
for their paintings and these days when they've
entered into the limelight of the media, they've been
labelled the New York School and their paintings
are sold for hundreds of thousands of dollars. Either
you're smart and think to yourself: Fabulous, | have
money! Or you say: What kind of world is this? One
day, nobody’s interested and the following week,
it's a matter of prestige to have it in a pub when

I invite my business friends. Those artists realised
the horror of art becoming an article, like a car. It's

sold because it's necessary to maintain yourself at

a certain social level. When you want to be accepted
by your colleagues, you must park a Mercedes in
front of your house and have Rothko or Pollock at
home. It means nothing to you but it represents you.
It is an odd fate art has. Collectors who purchased
Picasso and Braque in1910 loved those paintings.
Nowadays, no one is concerned with me liking it or
not. | have to have it for my business friends to see
that I'm the cream of society when | throw a party.
All those minimalists, body artists, conceptualists
had the central thought of producing works of art
which wouldn't be for sale. Mike Heitzer, one of the
great American land artists, dug ground works of art
with a bulldozer in the Nevada dessert because he
said to himself: No one can buy the Nevada dessert,
can they? But the market crushed them into powder.

What was Czech minimalism based on then?

We don't react to social reality as directly as
Americans do. We're simply Europeans, a nation
with a culture which is two thousand years old, as
opposed to Americans who killed native Americans
one hundred and fifty years ago and built a railway
across America. Conceptualism, too, was based
on fascination because in terms of art, we're very
erudite, we don't even realise it. Every day, we
walk past Gothic and Baroque buildings. Here,
we've inhaled culture from childhood. Moreover,
thanks to the pressure by the Communist regime,
people have sought spiritual values. Be it in books,
at prohibited exhibitions or in films. In the 1960s,
| saw soldiers reading Literdrni noviny in which
articles by our intellectual elite were published.
Then, | thought to myself that if Czech soldiers read
Literdrni noviny, we were very well-off But it only
lasted a short time. As soon as the Russians invaded
Czechoslovakia, that was the end of it. But the
1960s were very interesting. How the nation started
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to thrive after the heavy oppression of the 1950s!
In the 1950s, there was no information about what
was happening just across the border. There was
a total embargo on everything. In 1958/59 when
the situation started to grow laxer and here and
there, information began seeping through, people
were astonished to learn what was happening in
the world. They realized it was amazing, it appealed
to us. Of course, the American Minimalists got there
before the Europeans, not even mentioning the
Czechs. Our discovery of it was mediated then. But it
spoke to us, we felt that we had to react somehow.

In fact, | can’t soundly describe the roots of Czech
Minimalism for you;, at any rate they were far more
aesthetic than those in America. It was mainly socio-
political there. They started to express themselves
that way because they wanted to produce such
works of art which couldn't be auctioned.

In Czech art, the question of market didn’t come
up at all, did it?

No, not at all. The only problem was whether
or not the person concerned was going to end up
at Bartoloméjskd. The three of us ended up there.
We showed an exhibition in Milan and the local
cultural attaché immediately sent out a message
that three Czechs were displaying rather odd
photographs. Then, the three of us were summoned
to Bartoloméjska where the headquarters of the
Secret Police were located; they started interrogating
us, what we were doing and if it wasn't hostile to
the state. Our topic was very different from what
Americans were dwelling on. No one could suspect
Americans of a subversive activity. It was a different
world. We weren't familiar with the American
reality so we perceived their art as an aesthetic
phenomenon. These days, we know of course what
it meant, but in 1970, no one knew that. When we
came across reproductions of minimalist works of

art in magazines, they were a kind of phantom to
us. Surprisingly, we were in harmony with it. Which
isn’t understandable. | can't explain the fact that
movement in art avoids boundaries. All of a sudden,
our relationship to it was positive. We didn’t want
to catch up with anyone, it was a true testimony
for us. An artist wishes nothing else but to provide
a true testimony about the world in which he lives.
A real artist doesn’t do so for mercenary or humane
reasons, he needs to get it out of himself to keep

a mental equilibrium.

You've mentioned the fact that the police
interrogated you to find out if your activity was
hostile to the state. Was it?

If you examine it in depth, it was since it was
against the spirit of the Communist ideology
which was the ruling one. The Communist ideology
was the state. Our way of thinking was different
from it, that's why it was hostile to the state. Our
thinking was against the manner in which things
were presented to us in newspapers, on the radio,
we tried to look at it from another angle. Most
importantly, we were concerned with freedom
of expression, without limits. We didn't feel
any borderlines. Whereas the Communists kept
dividing the world by the Iron Curtain. Socialism’s
here, Capitalism there. Those who are involved in
something to do with capitalism are the state’s
enemy. What the Germans or French did didn’t
interest us, rather, we were interested in what other
people did.

! Cultural and political weekly periodical
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VLADIMIR HAVLIK
Brno 24. srpna 2006

Ve tvém pripadé mé obzvlast zajima davod, pro¢
jsi svoje akce zacal délat. Rikal jsi mi, Ze jsi je délal
mimo styk s predstaviteli tehdejsiho akéniho uméni
v Cechach i bez povédomi o svétovém body artu.

J4 si myslim, Ze u mé sehralo velkou roli setkéni
s Jifim Valochem. TakZe Uplné nepoucené moje
akce nebyly. KdyZ o tom ted premyslim, tak zjistuji,
Ze to vlastné byla socidIni terapie. TéZko se mi
komunikovalo s lidmi. Jako plachy ¢lovék z vesnice
jsem se ocitl v Olomouci a néjak to neslo. TakZe
jsem si fikal, co mém délat, abych lidi néjak vic
potkal. V nékterych akcich byla pfitomnd i potfeba
ndvratu k pfirodé. Ackoli se to nezdd, pro mé
byla zména zplsobena prechodem z vesnice do
Olomouce obrovskd. TakZe jsem na sebe vymyslel
takové zkousky. KdyZ dobre vysly, tak mi ta situace
opravdu umoznila byt blizko lidem, sobé, pfirodé.
Navic to byla ¢innost, u které jsem nemusel
premyslet, jestli mé tak byt, nebo ne. Védél jsem,
Ze v rdmdi takto postaveného konceptu se mize
vyvinout naprosto svobodné, bez Uzu, bez pravidla.
Jakmile existovalo pravidlo, tak mé to odpuzovalo.
Uz na skole jsem byl zbésily ze zadéni, kterd pro
mé byla $ilené svazujici. Je pravda, Ze jsem prvni
roky, od roku 1978, mél informaci o akénim uméni
minimalné. Dnes, kdyZ se na ty akce divdm, vidim,
Ze byly misty hrozné naivni. Takové poetické, nékdy
az na hrané kyce. Jestli je v nich néjaky nadhled,
ironie nebo humor, tak to je naprosté ndhoda.

Myslis, Ze byly naivni uz v té dobé? Nezdd se ti
to aZ ted, kdy se na né divas s odstupem?

Tenkrdt byly naivni urcité. U fady akci jsem mél
jenom mlhavou predstavu o tom, co budu délat.

Vyrazili jsme a ja jsem zhruba védél, Ze chci oZenit
smrk s bfizou, ale nemél jsem ten strom vybrany,
nemél jsem pripraveny scéndr, takze spousta véci
probihala spontanné. Soucasné vznikaly odnoze
akdi, které jsem zacal délat intuitivné, az kdyz
skoncila akce, kterd byla pfedem naplanovana.
Nebyla tam velka pfipravenost ani kontinuita.
Jenom ta, Ze jsem takovy. A s odstupem si myslim,
Ze takova ta naivni, poeticka nalada je v nich
pfitomna poréd.

Karel Miler mluvil o tom, Ze kdyZ své akce délal,
bylo to, jako kdyZ néjaky Saman provadi sviij obfad.
Vzpominal na dobu, kdy se nechaval uchvacovat
svétem okolo sebe. To mi trochu pfipomind, jak li¢is
svlij ,naivni pristup”.

Ano, Zasnuti, vytrZeni, to tam viechno bylo,
ale spi$ v oteviené podobé. Trochu mé dési slovo
$aman. Ja jsem nechtél byt guru, ktery vSechny
vede, tak jako Knizék. | kdyz jsem mél viili néco
délat, aby to fungovalo, aby bylo lidem spolu dobre,
vytvorit vétsi pohodu, neZ byla ve spole¢nosti.
Nékdy to samoziejmé bylo potieba vést, to jsem se
musel prekonavat, to pro mé byla zkouska.

Doslo u akdi, které jsi délal na vefejnosti, k néjaké
interakci s nahodnymi kolemjdoucimi?

Samozfejmé doslo, kdyZ se odehravaly na ulici,
tak se to muselo stat, protoZe tam jednoduse lidé
jsou. Prizndm se ale, Ze jsem s nimi v tu chvili nijak
zvIast nepocital. Mné $lo o prostorovou zménu.
Dalo by se fict o zésah do architektury mésta. O néj
mi 8lo vic, nez Ze bych Cekal socidlni konflikt. Védél
jsem, Ze se miiZe néco prihodit, a vétsinou se to
stane uz tim, Ze lidi bud' délaji, jako Ze se nic nedéje,
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nebo néjak reaguji. Ale u akdi, jako byla tieba ta,
kdy jsem vytahl dlazebni kostku a zasadil misto
ni kvétinu, mi $lo hlavné o jejich uskutecnéni. Ale
necfhal jsem na nejvhodnéjsi okamzik, nepobihal
z jednoho konce ulice na druhy, abych si pockal
na nejmifi riskantni chvili, kdy nikde nikdo nebude.
Prosté jsem tam Sel a udélal to. Teda rozhlidl jsem
se, jestli tam neni policajt, to ano. Potom $lo hlavné
o skutecnost, Ze tam ta kytka je, a cekalo se, co
bude. Chodil jsem se na ni divat.

A jaka tedy byla reakce?

V té dobé byla reakce minimalni, jakoby se
nic nedélo. Lidi se bali. Vidéli, Ze jsem délal néco
divného, tak se tomu vyhnuli. J4 jsem mél Stésti
na tuhle reakci, protoze ta druhd by byla represe.
To jsem také zaZil, kdyZ jsem premistil dlaZdici
z ndmésti, stejné velky Ctverec vystfizeného koberce

z mého pokoje a stejné velkou ¢ast travniku z parku.

Chtél jsem ty Ctverce v urcitém Casovém obdobi
zaménovat. Zrovna kdyZ jsem odnésel dlazdici,
tak mé zatkla policie. PovaZovali to za rozkradani
vefejného majetku. U vyslechu jsem potom
vysvétloval, Ze jde o zaménu, Ze jsem dal namisto
dlazby koberec z mého pokoje, v mém pokoji Ze je
trédva z parku. Podafilo se mi policajty presvédcit,
aby se mnou zajeli ke mné doma, aby vidéli, Ze
nelzu. Kdyz to vidéli, tak se zacali smat a ukoncili
vysetfovani. PovaZovali mé za pako.

Rekl jsi jim, Ze délas konceptudlni uméni?

Rekl jsem jim, Ze studuji vytvarku a Ze d&lém
takovou prostorovou zkousku, Ze zkousim
v prostoru prohodit pfirodu, urbanismus a interiér
soukromého prostoru.

Dokumentoval jsi své akce sam, nebo ti je fotil
nékdo jiny?

Vétsinou je dokumentoval nékdo dalsi, protoZe
i kdyz na téch fotkach nefiguruiji, tak pro mé
bylo dulezité si situaci proZit. Kdybych se staral

o fotoaparat, nebylo by to mozné. Potieboval jsem
byt ponofeny do procesu, ne néco vyrobit a pak
nafotit. Mél jsem Stésti, Ze to pitel Horacek nafotil
dobre.

Myslis, Ze lidé tehdy vnimali spi$ akci samotnou,
nebo skutecnost, Ze tam nékdo néco foti? Nebyla
fotoaparatem narusend bezprostiedni reakce
néhodného divéka?

Samoziejmé asi vnimali oboji, ale z mého pohledu
to nemohli ¢ist jinak, neZ jakoZe se déje néco
nebezpecného. Mam pocit, Ze to mohu zobecnit
— to, ¢emu tehdy lidé nerozuméli, je ohroZovalo.
Rikali si: Co se to tam d&je? Maze mé to ohrozit?
Prijede policie. V&déli, Ze to nebude snadné se
s tim utkat. Lidi, ktefi to dokézali prozit, Ucastnit,
nebo alespoii vnimat, bylo miniméIné. Ale to je
vidét i z Kovandovych fotek. Lidé se tvafi, jakoby
tam nic nebylo. Myslim, Ze dnes je vefejnost daleko
vic informovana. Lidé majf zkusenost se skrytou
kamerou a raznymi férky. Vi, Ze se jim nic nem(ize
stat, Ze je maximalné zacne nékdo natécet a oni
feknou, Ze nechtéji, pokud tedy nechtéji. Kdyz
jsem napfiklad délal v devadesatych letech Exhiba
v Ostravé na namésti, tak palka lidi délala, jakoze
tam nic neni, ale druha plka reagovala. Bylo to
zhruba pil napdll, kdeZto tehdy, na prelomu 70.

a 80. let, bylo tak jedno procento lidi, ktefi se tfeba
jen usmali.

Vnimalo to publikum v devadesatych letech
v Ostravé jako uméni?

Ja si myslim, Ze ne. Akce se sice odehravala
v rdmci festivalu performance, takze se samoziejmé
po mésté potulovali i umélci, ktefi se na ni divali
jako na performance. Obycejni chodci ji ale brali spi$
jako legraci nebo jako néco pro média. Protoze tam
také byla kamera.

Dneska je to tézké, vezmi si tfeba jen posledni
zvonéni. Mésto se hemzi studenty, ktefi na sebe
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navlecou kdeco. Mira znejisténi prostrednictvim
performance je mald. Aby se odlisila od toho, ¢emu
se fika studentska recese. Tenkrét to bylo jasné.
Studenti nic nedélali, majalesy nebyly, takZe to
opravdu néco znamenalo. Ale nefikam to v tom
smyslu, Ze by néco bylo lepsi nebo horsi.

Fakt je, Ze védomi, Ze se miiZe néco stat, v Zilach
plisobilo. Ja vim, Ze uz to zni jako fraze, ale
neubranim se fict, Ze tenkrat opravdu o néco o, ze
¢lovék tieba skutecné mohl byt vyhozeny ze 3koly.

Toho sis byl v té dobé védomy?

VEdél jsem, Ze se mliZe leccos stat, ale udélat
jsem to musel.

Znamena to, Ze jsi svymi akcemi reagoval na
nesvobodu?

PFima reakce to urcité nebyla. To nebyly politické
védi, jako protesty nebo podobné. Ale asi néjak
podvédomé si ¢lovék chtél vzit kus svobody.

V osobni roving, kdyz to ¢lovék udélal, tak mu bylo
dobre.

MuZes jesté vic pribliZit reakci lidi v souvislosti se
svymi akcemi v devadesatych letech?

Jsou lidé, ktefi budou vzdycky délat, Ze se jich
nic netyka, ale spousta jich reagovala tak, Ze se
pobavili. Ony i ty akce byly jiné. Védomi, Ze nadhled
ma byt zébavny, tam uz bylo. UZ se nedala vratit
takova ta zvlastni, naivni poetika, Cista metafora,
tu uZ bych ted snad ani nedoved|. KdyZ véfis, ze
pokud zasadi$ kytku misto dlazby, bude to krasné.
Mam pocit, Ze dneska jako bych si chtél nechat
prostor pro ironii, abych nemohl byt obvinény, ze
jsem smrtelné vaZny, Ze pfehanim v lyricnosti, Ze
je to sladké nebo Ze to ma byt krdsné, mluvim
0 pozitivité ¢inu. Dnes mam takovy ndzor, Ze je
dobré mit nadhled a nechat prostor i pro jiné ¢teni.
V soucasnosti bych ke kytce asi néco pridal, aby
to bylo znejisténé. Tenkrat jsem chtél, aby to bylo
takhle a basta. Metafora je piima, a proto se ¢lovék

nékdy az osiva. Dat najevo cit nékdy zavani kycem.
Vlastné Cista metafora, napfiklad ozenit smrk

s bifizou, je az kycovita. Tehdy jsem ji ale naprosto
véfil. Kdybych ji délal ted, tak si myslim, Ze bych
tuhle Cistou rovinu neustal a chtél bych pridat: My
prece vime.

Myslim si, Ze zde je ten rozdil a v ném se
zpétné dostavame k tomu, Ze moje dispozice byly
takové, protoZe jsem nebyl pouceny, nemél jsem
moZnost promyslet véci v kontextu vyvoje svétové
performance. A jestli uZ mam mit vétsi odstup,
nebo ne.

Byly tvoje akce néjak ovlivnéné Sedesatymi lety?

Samozfejmé jsme milovali hippies, ale doba uz
byla zcela nékde jinde. V Sedesatych letech lidi
spojoval duch doby, byli aktivni, prosté jeden velky
happening. Kdezto v sedmdesatych pfichazeli
z rliznych Zivotnich situaci na performance a cekali,
Ze pro né néco pfipravim. | kdyz dochazelo
samoziejmé ke kfiZen( s poetikou Sedesatych let,
tfeba Vitani jara.

Byla Vitanf jara sdilend, nemél nékdo tendenci si
z nich délat legraci?

Pokud si vzpomindm, tak se vytvofila takova
atmosféra, Ze lidi pochopili, Ze i za legracni
déjovosti 0 néco jde. Asi jsem se také obklopoval
lidmi, ktefi méli podobnou citlivost k urcitym vécem.

Jakym zpiisobem jsi akce organizoval? Vyvésil jsi
nékde letaky?

Ne, to tehdy neslo. Informace se $ifila tichou
postou. Roznesla se pres kamarady, kterym jsem
dlivéfoval, a oni o tom zase fekli svyym kamaraddm.
Byvalo nas okolo 12—-15 lidi.

Ale vlastné u mé prrevladaji osobni performance.
Happeningd jsem udélal jenom pér. O to vic si jich
na zorganizovani, tak aby se lidi bavili. Chtél
jsem je provést nécim, o cem jsem mél matnou
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predstavu, jak md probihat. Ale nepokladal jsem
to za manipulaci. Dnes, kdyZ uz mé ¢lovék daleko
vic zkusenosti, tak mu vyvstane otazka, kde je
mira manipulace. Jestli se tim, Ze chci lidi dostat
do néjaké situace, nedopoustim urcité manipulace.
Citim ¢im dal vic zranitelnost komunikace.

VyuZil jsi zkuSenost s organizovanim happeningl
ve své pedagogické praxi?

Na zacétku devadesétych let jsem se pokusil
se studenty provést nékolik happeningl stejnym
zplisobem jako v osmdesatych letech. Vymyslel
jsem a zorganizoval udélost a snaZil se, aby si ji lidé
uzili. Ale pak prisel pravé pocit manipulovatelnosti
okamZiku. UZ nebylo tak samoziejmé primét
patnact lidi ke spole¢né cinnosti. Také dnes jsou lidé
hrozné rozdilni. To si moZnd ani neuvédomujeme,
ale proces individualizace se projevil. Jak byli lidé
ovlivnéni osmdesatymi léty, tak jakoby nécemu
vsichni rozuméli naprosto stejné a na tom pocitu
Slo stavét. A to uZ ted tak neni, lidé jsou strasné
rozdilni. Vzdycky ze spole¢ného pocitu nékdo
vypadne. Abych ho vratil do hry, tak bych s nim
musel manipulovat.

Vnimd3 néjaky podstatny rozdil v tehdejsi
a soucasné ulici?

Ur¢ité vnimam vétsi pestrost. Nemyslim jen
obleceni, ale i chovéni a vyrazy lidi. To tehdy bylo
srovnané.

Vétsina akdi, které jsem si vybrala, je na hrané
normdlni reality, toho, co spolecnost povazuje za
normalni.

No jo, ale ta hranice je ted pravé daleko
posunuta. Spolecnost snese téméf cokoli, hlavné
ta nase, je skutecné tolerantni, tady se smi téméf
cokoli. Je hrozné tézké najit néco, co by lidi
prekvapilo.

I' kdyz mozna, Ze by véci byly dneska také drsné,
protoZe spolecnost se mezitim pevné provazala

zakony, na néco sahnes, a uz je to majetkopravni
trestny ¢in. Tahle pravidla svym zpisobem zase
vytvareji nesvobodné prostiedi. Mozna by ¢lovék
paradoxné dostal daleko vétsi flastr, kdyby dnes
vydloubl dlazebni kostku, nez za komunist(i. Oznacili
by to tfeba za ohroZeni bezpecnosti. Dneska bych

si to uZ rozmyslel, protoZe té potom nékdo zazaluje
a kde ty miliony vezmes. TakZe to prosadis jako
takzvané uméni ve vefejnych prostorach, sezenes
penize. Ale co to potom znamend?

Mém jeden zdZitek, ktery mi trochu splyva
s minimalnosti akc, které jsem si vybrala. Jednou
jsem ve mésté vidéla starou pani, kterd zametala
tramvajovou zastavku. Nedélala to proto, Ze by
za to byla placend, ale Cisté z lasky pro pofadek,
nebo byla néjak vysinuta. To podle mé byla
ohromna performance. Byla to naprosto upfimna
péce o prostiedi.

Ona je vlastné velka vyzva udélat v soucasném
prostiedi néco navazno, s maximalnim nasazenim,
bez ironie a pfilisného humoru. Pfiznam se,

Ze je to myslenka, ktera mé nenapadala jako
moznost. Myslel jsem, Ze uz vzdycky bude problém
kontextem. Ale nakonec, pro¢ by upfimnost neméla
¢lovéka zasahnout?
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VLADIMIR HAVLIK
Brno, August 24th, 2006

Concerning your work I'm especially interested to
know why you started doing performances. You told
me your performances had taken place outside direct
contact with the representatives of what was then
Czech performance art and without your knowledge
of body art in an international context.

| believe that my encounter with Jifi Valoch played
a major role in my artistic life, so my performances
weren't utterly uninstructed. When | think about it
now, | realise it was in fact social therapy. | found
it difficult to communicate with people. As a shy
person from the countryside, | found myself in the
middle of Olomouc and somehow it wasn’t working.
| asked myself what | should do to meet people
a little more. In some of my performances, a need
to return to nature was present. Even though it may
not appear so, the transition from the countryside to
Olomouc was a huge change for me. So | invented
all sorts of tests for myself. When the outcome was
good, the situation really allowed me to be close to
people, myself, nature. Moreover, it was an activity
during which I didn’t have to think about whether
or not it was right or wrong. | was aware that within
the framework of such a concept, it could develop
absolutely freely, without any customs or regulations.
Whenever there was a regulation, | was put off. As
a pupil, | was enraged by assignments which were
awfully binding for me.

It is true that during the first few years, starting
in 1978, | had virtually no information about
performance art. Today, when | look at those
performances, | see that at times they were very
naive indeed. Kind of poetic, sometimes on the verge

of kitsch. If there is any perspective, irony, or humour
in them, it is an absolute coincidence.

Do you think they were naive at that time? Don't
you find them naive now, in hindsight?

Then, they were definitely naive. In many of my
performances, | only had a vague idea of what | was
going to do. We set off and | knew roughly that
| wanted to marry a pine with a birch but | hadn’t
selected the tree, hadn't prepared the scenario,
so many things took place spontaneously. At the
same time, offshoots of my performances started
to evolve, which | began to do intuitively as soon
as the original performance was over which had
been planned in advance. There was no major
preparation or continuity. Only to such an extent that
corresponded with my nature. When looking at them
in hindsight, | reckon that a kind of naive, poetic
mood is still present in them.

Karel Miler said that while doing his performances,
it felt as if a medicine man were conducting
a ceremony. He recalled a time when he let himself
be enthralled by the world around him. This reminds
me slightly of the way you describe your “naive
approach”.

Yes, astonishment, ecstasy, it was all there but in
a more open form. I'm a little frightened by the word
“medicine man”. I've never wanted to be a guru
who leads people, like Knizak. At the same time,

I had the will to do something, to make it work, to
make people enjoy being together, to make them feel
at ease as opposed to the general mood in society.
Sometimes, it was of course necessary to be lead,
which | had to overcome -- that was a test for me.
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Has any interaction with a passer-by ever taken
place during one of your a performances in public?

Of course such an interaction has taken place.
Especially when | performed in the street, it was
bound to happen for a simple reason: there are
people in the street. However, | admit that at that
particular moment, | didn’t really expect them to
interact. For me, it was about altering space. One
could say about making an impact on the town’s
architecture. It was more about that for me than
anticipating social conflict. | knew that something
could happen and for the most part something does
happen, simply because either people are acting
as if there is nothing going on or by reacting in
some way.

But in the case of performances similar to the
one during which | removed a cobble stone and
replaced it with a flower, | was mostly concerned
with it being done. But | didn’t lie in wait for the
most suitable moment, running from one end of the
street to the other;, waiting for the safest moment,
when there wasn't anyone anywhere around.
| simply went there and did it. Or rather, | looked
around to see whether there were some cops, that's
true. Then it was a matter of the flower being there
and me awaiting what would happen. | kept coming
back to look at it.

And what was the reaction then?

At that time the reaction was minimal, as if
nothing out of the ordinary was going on. People
were frightened. They knew | was doing something
weird, so they avoided it. | was lucky to have
received that kind of reaction, because the other
would have been repression. | experienced that as
well, when | replaced a cobblestone in the square
with a piece of carpet from my room of the same
size and a piece of lawn from a park of the same
size. | wanted to interchange the squares during

a certain period of time. While | was removing the
cobblestone, the police arrested me. They qualified
it as misappropriation of public property. During

the interrogation, | explained that it was about
exchange: I'd replaced a cobblestone with a piece of
carpet from my room and there was a piece of lawn
from the park in my room. | succeeded in convincing
the cops to drive me home to see that | wasn't
lying. When they saw it, they started to laugh and
terminated their investigation. They thought | was

a freak.

Did you tell them you did conceptual art?

I told them I studied at an art school and was
doing a kind of spatial test by means of which | was
trying to interchange nature, urbanism and the
interior of a private place in public space.

Did you document your performances yourself or
did someone else photograph them for you?

Someone else documented them for me for the
most part: even though I'm not in the photographs,
it was very important for me to experience and live
the situations. Had | been obliged to handle the
camera, it wouldn’t have been feasible. | needed to
delve into the process, not to produce something
and then take photographs of it. | was lucky to have
my friend Hordcek who photographed them well.

Do you think people then perceived the
performance itself or rather the fact that something
was being photographed? Wasn't the immediate
reaction of passers-by disturbed by the camera?

Of course they probably perceived both but from
my point of view they couldn’t have understood
it otherwise: for them, something dangerous
was happening. | have the feeling that | can't
generalise -- people were jeopardised by what
they didn’t understand at that time. They would
say to themselves: “What's going on there? Can
it endanger me? The police are going to come”.
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They knew it wouldn't be easy to face that. The
number of people who were able to experience it,
take part in it, or at least perceive it, was minimal.
But you can see that in Kovanda’s photographs as
well. The people are acting as if nothing is going on.
| believe that today’s public is far more informed.
People have experience with hidden cameras and
various jokes. They know that nothing can happen
to them: at worst, someone can start filming them
and they’ll say they don’t want to be filmed if they
don't want to be. When | performed Exhibus on
the Ostrava square in the 1990s, half of the people
present pretended that nothing was going on, but
the second half responded. The proportion was
approximately fifty-fifty; however, in the 1970s and
80s, there was perhaps only one percent of the
people present who did as little as smile.

Did the Ostrava audience perceive it as art in the
1990s?

I don't think so. The event took place in the
framework of a performance festival, so there were
artists wandering the city who considered it to be
performance. Ordinary passers-by took it rather as
a joke or something for the media. Also because the
camera was there.

Today it is very difficult, take the “final bell”
for instance. Cities and towns are teeming with
students who are dressed in all sorts of costumes.
The degree of making someone restless by means
of performance is very low. To be differentiated
from what's considered a student prank. Then it was
clear. Students didn’t do very much, there were no
rag days, so it really meant something. But | don't
mean to suggest that something was better or
worse.

The fact is that the knowledge that something
could happen circulated in my veins. | know that it
sounds like a cliché now, but  can't help saying that

something was really at stake then, that one could
have been kicked out of school for instance.

Were you aware of this at that time?

I knew that it could cost me all sorts of things, but
| had to do it all the same.

Does that mean that you reacted to the lack of
freedom through your performances?

It definitely wasn't a direct reaction. They
weren't political acts, like protests, but somehow
unconsciously, one wanted to take a piece of that
freedom. On a personal level, when someone
succeeded in doing so, they felt good.

Can you describe in more detail people’s reactions
in relationship to your performances in the 1990s?

There are people that will always pretend things
don't concern them, but a lot of them reacted,
as if they were amused. The performances were
different in that sense. The consciousness was there
of having that perspective and it being entertaining.
It can’t be put back, that strange, naive poetic,
pure metaphor, | couldn’t manage to do that now.
The belief that if you plant a flower instead of
a cobblestone, it will be beautiful. | feel as if today
I'd like to allow more space for irony in order not to
be accused of being deadly serious, of exaggerating
in my lyricism, of being sweet or of the performance
having to be beautiful, | speak of the positive
nature of an act.

Nowadays, in my opinion, it's good to be objective
and leave some space for a different interpretation.
At present, I'd probably add something to go with
the flower to make it less certain. Then, | wanted
it to be like that, end of story. Metaphor is direct
and that's why you fidget at times. To express
affection may sometimes smack of kitsch. In fact,
pure metaphor, as in marrying a spruce with a birch
may verge on kitsch. At that time, | believed in it
completely. If | performed it now, I reckon | wouldn't
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be able to handle this pure dimension and would
like to add: We do know, don't we?

| think that is where the difference lies, which
brings us back to the point that my tendencies
were such because | wasn't well-read, | didn’t have
the chance to ponder things in the context of the
development of the performance. And whether or
not | should keep myself more at a distance.

Were your performances influenced by the 1960s
in any way?

Of course we loved the hippies but the period was
somewhere else then. In the 1960s, people could
relate one to another through the spirit of the times,
they were active, it was simply one huge happening.
Whereas in the 1970s, people from various walks of
life came to my performances and expected me to
have prepared something for them. However, some
cross-breeding with the poetic of the 1960s took
place, such as in the Welcoming of Spring.

Did everyone take part in the Welcoming of Spring
or did anyone have a tendency to make fun of it?

If | remember well, a certain atmosphere was
created in which people understood that even
beyond that comical action-like surface, something
was going on. Also, | probably surrounded myself
with people who had a similar sensitivity to certain
things.

How did you organise such events? Did you hand
out leaflets?

No, it wasn't possible then. The information was
disseminated by word of mouth. It was spread via
my friends whom | trusted and who informed their
friends. There used to be around 12—15 of us.

Personal performance prevails in me. I've done only
a few happenings. | value them all the more because
in a certain respect they were more demanding to
organise in order for people to enjoy them at the
end of the day. | wanted to guide them through

something about which | had a vague idea. | didn't
regard it as manipulation. These days, when one is
more experienced, the question arises as to where
the degree of manipulation actually lies. Whether
or not one manipulates people in a certain way by
trying to introduce them into a situation. | feel the
vulnerability of communication all the more.

Have you taken advantage of organising
happenings during your pedagogical career?

At the beginning of the 1990s, | tried to organise
a series of happenings with my students in the
same way as in the 1980s. | came up with and
organised an event and did my best to have
people enjoy it. But then a sense of danger of
manipulating a moment arose. Then, | suddenly
didn’t take making fifteen people do the same
thing for granted. Also, people are very different.
Perhaps we don't even realise it, but the process
of individualisation has been manifest. The way in
which people were influenced by the 1980s, as if
absolutely everyone understood it in the same way,
made it possible to build on that feeling. Nowadays,
this is not the case, people are very different.
Someone always loses that common feeling. I'd
have to manipulate that person to get them to
return to the game.

Do you perceive some substantial difference
between the street then and now?

| certainly see greater diversity. | dont mean
clothing only, but also people’s behaviour and
expressions. Then, everything was all in line.

The majority of cases I've chosen are on the verge
of normal reality, of what society considers normal.

Oh yes, but these days, the borderline has shifted
a great deal. Today's society can bear almost
anything, particularly ours which is really tolerant,
one can bear almost anything. It's very hard to find
something which would surprise people.
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Although it is possible that things could be rough
now since in the meantime, society has been closely
interlinked by law; you touch something and it's
a crime. These requlations, in a way, create a milieu
which lacks freedom. Paradoxically, today a person
could get a harsher punishment for removing
a cobblestone than one would have gotten
under Communism. They would perhaps label it
endangering security. Nowadays, I'd have to think
twice: someone sues you and where do you find the
millions? So you manage to have your performance
recognised as so-called “art in public space”, you
fundraise the necessary resources. But what does it
mean then?

I have an experience which overlaps slightly
with the minimal nature of performances I've
chosen. Once | saw an elderly lady in town who
was sweeping a tram stop. She didn’t do it for
money but out of sheer love of orderliness or she
was somehow deranged. That was, in my view, an
incredible performance. It was an utterly sincere
environmental action.

As a matter of fact, it's quite a challenge to
do something seriously in the contemporary
environment, at full stretch, without irony or
exaggerated humour. | admit it is a thought which
didn’t cross my mind as an option. | thought there
would always be a problem with ambivalence, with
a distanced interpretation, and weakened context.
But after all, why shouldnt one be touched by
sincerity?
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REPLIKA NEZNAMENA JEN KOPII, ALE | SOUCAST DIALOGU

Barbora Klimova nové inscenovala vybrané
performance Ceskych umélcd sedmdesatych
a osmdesatych let a jejich nové provedeni
konfrontovala s archivni dokumentaci i s plivodnimi
uméleckymi zaméry jejich autord. Zdénlivé
jednoducha myslenka otevrela v kontextu
Ceského uméni hned nékolik okruhd otdzek. Jak
ukdzaly kladné i zaporné reakce, neslo o otazky
trividIni. Klimova se, vétsinou neplanovang,
dotkla i nékterych tabu, které v domdcim vnimani
vytvarného uméni pretrvavajl.

Pro nékteré divaky mohl byt obtizny
samotny jazyk, se kterym Klimova v projektu
nazvaném Replaced pracovala, a nalezeni
jeho vztahu k tradi¢nimu vytvarnému projevu.
Soucasny umélec jiz neni jen femesInik vnucujici
nepoddajnému materialu nové formy, ale je tvdrce,
ktery pracuje predevsim s vyznamy. Hodnota
jeho dila nespocivé v dokonalém rukodéiném
provedeni nebo emociondlni presvédcivosti, ale
v myslenkové originalité. Co to vlastné originalita
je, jak se projevuje a proméiuje, patfi k velkym
tématlm kultury dvacatého stoleti. Doba, jez diky
novym technologiim umoziuje témér neomezenou
mechanickou reprodukovatelnost obraz(i, podobné
(vahy a na né navazujici experimenty pfirozené
vyvolavd. Americkd umélkyné Elaine Sturtevant
jiz od let Sedesétych vytvari dokonalé kopie dél
Franka Stelly, Marcela Duchampa nebo Josepha
Beuyse. Umélci jako Sherrie Levine nebo Mike
Bidlo od osmdesatych let znovuvytvareji ikonicka
dila svétového malifstvi nebo fotografie a testuji
vzniklé vyznamové posuny nejen v{ci jednotlivym

originallim, ale predevsim vzhledem k nasemu
vnimani a hodnoceni moderniho umén jako celku.

Projekt Replaced Barbory Klimové ale nebyl
koncipovén jako postmoderni hicka na téma
opakovatelnosti ¢ jedinecnosti uméleckych
artefakt(i." K tomu se ostatné performance,
zakladni materidl, se kterym pracovala, prilis
nehodi. Cilem nebylo vytvorit pfesné repliky akci
jiz jednou uskutecnénych v minulosti. Jejich novym
inscenovdnim chtéla vytvorit situaci, kdy s nimi
bude moci navazat dialog, vytvorit repliky ve smyslu
pomysinych odpovédi na otdzky nahozené jiz pred
celym ¢tvrtstoletim.

Happeningy a performance vznikly do urcité miry
jako reakce na fetisizaci obrazli a soch, nad kterymi
po jejich vytvoreni neméli umélci dostatecnou
kontrolu. Zacali proto vytvaret Zivé akce v redlném
Case, které byly schopny predat esteticky impulz bez
hmotné fixace do materialu. Performance prezivaji
jen ve formé dokumentace a vzpominek téch, ktefi
se jich zdcastnili. Hlavni rozvoj uméni performance
spadal do Sedesétych a sedmdesatych let minulého
stoleti. V poslednich letech se ve svété mizeme
setkat s novou vinu zajmu o tyto formy uméni, a to
jak ze strany historikd, tak umélcd. Klasické prace
Allana Kaprowa, Vita Acconciho nebo Valie Export
jsou podrobovany novym interpretacim i novym
provedenim.

Nejde pfitom o zpochybnénf jejich jedine¢nosti,
remake je pfirozenym prostiedkem, jak s materiélem
historickych performanci v sou¢asnosti pracovat.
Vzhledem k tomu, Ze se performance vétSinou
dochovaly jen v podobé fragmentarnich zéznamd,
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mohou byt jejich interpretace velice volné, umozniuji
vznik novych, do novych poloh posunutych
uméleckych dél. Jde o strategii Siroce rozsitenou.

V roce 1995 natocili kalifornsti umélci Mike
Kelley a Paul McCarthy pétactyricetiminutovy
film s nazvem Fresh Acconci. Nechali v ném
prehrat nékteré performance klasika zanru
Vita Acconciho herci z americkych béckovych
seriall a soft-pornofilmd. Znovuprovedené akce
se neodehrdvaji ve strohém prostredi ateliéru
nebo galerie, ale v hollywoodskych vilach, misto
cernobilého videa umélci pracovali se syté barevnym
zaznamem. Nicolas Bourriaud toto dilo ve své
knize Postprodukce jmenuije jako jeden z prikladi
,nového programovani jiz existujicich dél”.2
Z&émérem umélcd mohl byt i ironicky komentdr stavu
americké kultury, kde vedle sebe existuje odkaz
avantgardniho uméni i hollywoodsky brak.

V roce 2001 usporadal v berlinské galerii
Kunst-Werke kurator Jens Hoffmann akci nazvanou
A Little Bit of History Repeated. Vyzval skupinu
mladych umélcd, aby znovuinscenovali dila
performer( 60. a 70. let. Elke Krystufek nebo John
Bock znovu provadéli to, co pred tficeti lety Vito
Acconci nebo John Baldessari. Cilem nebyla presna
kopie performance, ale pivodni dilo slouzilo spise
jako partitura k nové varianté klasického opusu.
Z&kladnim , notovym zéznamem" byly Cernobilé
fotografie, videa a slovni popis performanci. Pokud
se pfi produkdi vyskytla nové okolnost ¢i necekana
situace, interpreti na né reagovali. Vznikla tak fada
novodobych interpretadi, jez se od svych vzor{
Casto velmi lisily. Rtznymi formami znovuprovadéni
performanci se zabyvala i vystava Life, Once More
v rotterdamskeé galerii Witte de With v lednu 2005.

Spektakularni akci podobného druhu, nazvanou
Seven Easy Pieces, proved|a v listopadu 2005
v newyorském Guggenheimové muzeu i jedna

z pionyrek evropské performance Marina
Abramovic. V pravidelnych vecernich predstavenich
postupné prehrala pét cizich dél z historie klasické
performance Sedesatych a sedmdesatych let a dvé
performance vlastni. Ke znovunastudovani opét
pistupovala jako k provedeni hudebniho dila:

od plvodnich autord si vyzadala povoleni (jeden
z oslovenych — Chris Burden — toto povoleni
nedal a jeho préce do prehlidky zafazena nebyla)
a zaplatila jim autorské poplatky. Vysledkem byly
Zivé obrazy z déjin performance, jejiz je Abramovi¢
sama soucasti. Svou motivaci vysvétlovala jako
naplnéni touhy na vlastnim téle prozit dila, ktera
ji ovlivnila, ale které znala jen zprosttedkované

z dokumentace.

Vycet podobnych projektd by mohl dale
pokracovat: newyorsky umélec Clifford Owens
opakuje performance fluxového umélce Benjamina
Pattersona. Sdruzeni Continuous Project organizuje
Cteni historickych panelovych diskuzi o uméni
a dalsi formy , premistovani historického materilu
do soucasnosti”. Otazku, jak prezentovat dilo
zakladatele ak¢niho uméni a happeningu Allana
Kaprowa (1927-2006), esili i organizatofi jeho
posmrtné putovni retrospektivy v letech 2006
a 2007 (Art as Life, Haus der Kunst Mnichov, Van
Abbenmuseum Eindhoven a Kunsthalle Bern). Vedle
fotografif a dokumentace byl jeji soucasti i bohaty
program novych uvedeni klasickych historickych
performanci, na kterych mohli participovat i divéci.

Remaky performanci vznikaly a vznikaji
i v Cechach. Vzhledem k lokalIni historii zanru
performance se vztahuji predevsim k jeho klasiktim
ze sedmdesatych let. V roce 1999 pfijel do Prahy
francouzsky umélec Didier Courbot. Pro svou
vystavu v druhém patfe Staroméstské radnice
se rozhod| vytvofit remake akee lifiho Kovandy
Cekam az mi nékdo zavold z roku 1976. Courbot
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ale nakonec v Praze Kovandovu performanci
nerealizoval.> V roce 2004 uskutecnila skupina
Rafani remake performance Jana Micocha Bianco

z roku 1977. Umélec si tehdy lehl na zada na
podlahu a 30 minut si plival do tvare. Pak si sedl

ke stolku a pomalu psal vlastni podpis, aniz by ho
byl dokoncil. Rafany na této Micochové akci zfejmé
zaujal sém akt plivani do vlastni tvare. Neslo zde

0 pokus akademicky znovuozivit stary kus a potvrdit
jeho platnost, ale pro Rafany byl jisté lakavy

i ironicky posun zpdsobeny hromadnym provadénim
performance, podtrZeny uzitim skupinovych
uniforem.

Znovuprovadénf ikonickych dél historie
performance, zvIasté téch ze 60. a 70. let, se tedy
v posledni dobé stalo béZnou praxi soucasnych
umélct. Melanie Gilligan ve svém clanku The
Beggar’s Pantomime: Performance and its
Appropriations* dava tento trend do souvislosti
nejen s rozsifenim performance v poslednich
letech, ale i s rozsifujicim se vnimanim toho, co
vsechno za performanci povazujeme. Umélci,
mezi nimiz cituje napiiklad i v nasem prostredi
zndmého Romana Ondéka, ¢asto apropriujf nejen
performance, ale i béZné socialni situace. Rozrusuje
se tak hranice mezi uménim a Zivotem, splyvajf role
umélce a divéka. To, jestli se jedna o uméni nebo
nahodnou akdi, ¢asto pozndme jen ze zasazeni
do institucionalniho kontextu galerie ¢i muzea.
Snad pro tyto vlastnosti je mezi domacimi umélci,
jejichz staré performance jsou pro nové provedeni
nejvice Iakavé, nejpopularnéjsi Jifi Kovanda. Jeho
prace z prelomu sedmdesétych a osmdesatych let
jsou nendpadné a nékdy obtizné odlisitelné od
béznych dennich aktivit. Soucasné umélce na ném
piitahuje témé¥ neznatelny odstup mezi uménim
a Zivotem, pfi pozdéjsich reinterpretacich zvyraznény
novym provedenim nékym jinym a v jiné dobg.

Napfiklad bezejmennou performanci Jifiho Kovandy
2 19. listopadu 1976, pi niZ stél s roztazenymi
pazemi uprostted zapInéného chodniku na
Vaclavském namésti, v roce 2005 znovu uskutecnila
Daniela Barackovd. Z normalizacni Prahy ji prenesla
na Times Square do New Yorku. Slo ji o provedeni
performance ve vnéjskové podobném prostredi
vefejného prostoru, ale v odlisném socialné-
-politickém i dobovém kontextu (jeji akci po tiech
minutach ukoncila newyorska policie). Performance
pro ni soucasné predstavovala symbolické osobni
gesto lidského jedince s nadcasovou platnosti.
Projekt Replaced Barbory Klimové nevychézel
z potieby zkoumat paradoxy spojené s novym
provedenim historickych performanci. Jejich nové
inscenovani slouilo jen jako prostredek analyzy
verejného prostoru a jeho promén. Vybrala si takové
performance, které se odehravaji nejen ve vefejném
prostoru, ale soucasné predpokladaji socidlni
interakci. Napéti mezi historickymi performancemi
Vladimira Havlika, Jifiho Kovandy, Karla Milera,
Jana Mi¢ocha a Petra Stembery a zplisobem,
jak v interpretaci Barbory Klimové zapadaji do
dnesniho svéta, odhaluji jeho jinak obtizné viditelné
mechanismy i historické promény. Pfi pozorném
pohledu na zpisob, kterym Klimova historické
performance vyuzila, Zjistime, Ze je imysiné
posunula z pavodnich vychodisek a vyznamd. Karel
Miler by si pro svou akci zfejmé nevybral obrubnik
v centru mésta. Nechtél se — jako o tficet let
pozdéji Klimové — konfrontovat se svym okolim, ale
pouze demonstrovat riizné krajni pozice vlastniho
téla. Klimova zase neméla v imyslu otrocky
zopakovat Milerovo dilo, ale vyuZila ho v jiném case
a v jiném prosttedi jako ilustraci spolecenskych
zmén. LeZeni na zemi by bylo v Milerové dobé
vnimano ziejmé jako provokace, ktera by upoutala
pozornost okolojdoucich i statnich organt. Roku
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2006 se podobna, nékolikrat opakovana akce

v centru Brna setkala s nezajmem. Chovani
prekracujici bézna pravidla sice bylo registrovano,
ale ignorovano. Pouze v jednom pfipadé kdosi
anonymné privolal zachranku, komunikovat s lezici
mladou Zenou se v3ak nikdo sém neodvaZil.

| Pokusna kvétina Vladimira Havlika pfi svém prvnim
provedeni v roce 1981 vyvolala u policie podezfent,
Ze jde o naruseni poradku. V roce 2006 pisobila
jako recese nebo néktery z gagti skryté kamery.
Pouze pokus zasadit kvétinu do kvétinového zahonu
soukromé spolecnosti vyvolal u ochranky odmitavou
reaki.

Presné znovuinscenovani performanci Petra
Stembery nebo Jana MI¢ocha je obecné proti jejich
ptivodnimu duchu — tito umélci se vyjadfovali
performanci pravé proto, Ze chtéli vytvéaret asové
vymezené, neopakovatelné situace postavené na
osobnim prozitku. To Klimova dobfe vi, a pokud
na svém videu reinterpretace Stemberova Spani na
stromé ukazuje, jak s pomoci pritele leze na strom,
zamérné odhaluje mechanismus provedeni akce
a jeho odlisnost od originalu. Pofizeny videozdznam
je ale soucasné dlikazem, Ze na stromé v parku
skutecné stravila celou noc, opét bez toho, aniz by
doslo k néjaké vyznamné interakci s verejnosti.

Radikalni proménu naseho svéta v poslednich
desetiletich ilustruje i interpretace Mi¢ochovych
Vzpominek na P., provedenych pdvodné v roce 1975
v Krakové. Jan Micoch byl tehdy zaujat vefejnymi
trhy v Polsku, kde byly na rozdil od normaliza¢niho
Ceskoslovenska velice rozsitené. V dopolednich
hodindch se proto na opusténém trzisti pokousel
prodavat osobni véci, které mu pfipominaly jeho
pratele. K opétovnému provedeni této performance
jiz nepottebovala Barbora Klimovd cestovat do
Polska, protoze Ceské republika je pInd trist,
ve kterych plisobi predevsim asijsti obchodnici.

Ti nad jeji invazi do svého teritoria i nabizenym
sortimentem projevili idiv a zvédavost, ale i velkou
miru tolerance.

Znovuprovedeni Kovandova Pokusu o sezndment,
pfi némz v roce 1977 umélec pozval své pratele,
aby se podivali, jak se pokusi seznamit se
s divkou, ukazuje i posun zplisobeny pouZzitim
jiného zaznamového média. Kovandova akce je
dokumentovéna ctyfmi cernobilymi fotografiemi.
Na prvni vidime skupinu Kovandovych piatel, na
dalsich tfech samotného umélce, ktery se rozhlizi
po davu spéchajicich lidi. Vlastni pribéh akce
a jeho vysledky nam zlistavaji skryty, zdGraznén
je pouze dohled pratel nad programovym, a proto
dvojnésobné trapnym seznamovanim, ktery jinak
intimnf ¢innost proménil v divadlo pro zvané.
Barboru Klimovou pfi jejich seznamovacich
pokusech sleduje kamera, prostfednictvim které se
jich mohou ztcastnit i divaci. Paradoxem zlistava,
Ze v roce 1977 Kovanda nesebral odvahu oslovit ani
jedinou divku. Klimova oslovila muzi celou fadu, ti
viak byli k pokustim o konverzaci velice podezfivavi
a vétsinou si prali kontakt co nejrychleji ukoncit.

Vedle analyzy zmény chapani vefejného prostoru
a s nim souvisejiciho socialniho chovani skryvéa
projekt Replaced jesté dalsi podstatnou rovinu.
Tvotila se od okamziku, kdy Barbora Klimova
zacala sbirat a zpracovavat rozhovory s umélci
ptivodnich akci. Rovina reflexe jejich autorského
piistupu vznikla vlastné az v druhém planu, presto
je v celku jejiho projektu velice dlezita. Historie
povalecného Ceského uméni je doposud zpracovand
jen fragmentarné. Bez ni oviem nemiizeme
plnohodnotné analyzovat ani soucasnou produkdi,
ktera zcela prirozené reaguje — at uz pozitivné i
kriticky — na umélecké formy minulosti. Zvlastni
pozici v ¢eském povélecném uméni ma pravé ceska
performance. Jde o kapitolu z velké miry uzavfenou,
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nebot vétsina jejich protagonistli se bud'z umélecké
scény zcela stahla, nebo se sousttedila na jiné
médium. Soucasné jde o snad nejuspésnéjsi kapitolu
Ceského povélecného uméni, kdy se domdci umélci
dostali do kontextu svétové avantgardy. Uzavienost
kruhu Ceskych performert se doposud nikdo
nepokousel piilis rusit a interpretaci jejich dila se
doneddvna zabyvali pouze historici uménti, ktefi byli
sami piftomni u jeho zrodu. Barbora Klimova tak
ve vztahu k Ceské performanci prezentuje potiebny
novy pohled na pomez/ kritické a uméleckeé reflexe.®
Posunem historickych performanci do soucasnosti
déla Klimova jejich autorGim dulezitou sluzbu.
Oni sami nesouhlasili s jednoznacnym politickym
interpretovanim své cinnosti. Replaced ukazuje, Ze
Ceska performance sedmdesatych a osmdesatych
let nebyla jen dobové omezenym zpiisobem, jak
dat Zivotu v dobé totality smysl. Zdanlivé banalni
nebo naopak drastické ¢innosti nemély jen politicky
terapeutickou funki, ale vytvarely vyznamy, které
mohou mit svou platnost i dnes. Sice jiz nejsme
obklopeni represivnim stétem jako v sedmdesétych
letech, ale ve svém efektu podobné totalitné
plsobi komplexni ¢innost obchodnich spole¢nosti
a medidlnich kanald, kvdli kterym ve svych Zivotech
¢im dal vic vstupujeme do predem vybudovanych
a regulovanych vztah(. At se nam to libf, nebo ne,
nase osobni svoboda je tim omezena. Moderni
civilizace zpUsobuje, Ze nezijeme piimo, ale ¢im dal
vic pouze zprostiedkované. Replaced je tak nejen
analyzou mechanismi moderniho svéta a jeho
promén, ale i osobnim pokusem Barbory Klimové
navazat primy vztah s casti déjin ceského uméni.
Neni néhoda, Ze je to pravé ta, pro kterou byla
ddlezitou hodnotou autenticita. Na vlastni kizi
prozila scénare vybranych performandi, a i kdyz si
byla dobre védoma toho, Ze nelze dvakrat vstoupit
do téZe feky, charakter jeji zkusenosti prekracuje

bézné poznani skrze texty, dokumenty a artefakty.
A tuto komplexni zkusenost — v limitech spole¢ného
plisobeni videozdznami, fotografif a textl — prendsi
i na divaka.

Tomas Pospiszy!

1 Zfejmé nejvlivnéjsi domaci ukdzkou uméni tzv. apropriace

byla Spole¢na vystava Vaclava Stratila z roku 1997, ve které si
Stratil pomoci xerokopii privlastnil dila Vaclava Bostika. Chtél tak
zkoumat, jestli se do mechanické kopie promitne i duchovnost
plvodniho obrazu. Jinym dilem, které ve své dobé vzbudilo
diskuze na téma originality a Unosnosti umélecké citace,

byl projekt Tomase Varika z finalové vystavy Ceny Jindficha
Chalupeckého v roce 2001, ve kterém pozménil nékteré obrazky
Josefa Lady. Mezi dily Stratila a Vaiika mizeme pozorovat vyrazny
posun. Vanék své dilo zafadil mezi participy, tj. do série dél, pro
néZ je urcujici spoludcast divaka. Svdj zasah disledné nazyval
interpretaci kreseb, tj. zptsobem ¢teni, pro ktery jsou pivodni
kresby jen vychozim materialem.

2 Nicolas Bourriaud, Postprodukce, Tranzit, Praha 2004, s. 5.

3 Za tuto informaci dékuji Vitu Havrankovi.

4 Melanie Gilligan, The Beggar's Pantomime: Performance and
its Appropriations, in: Artforum XLV, ¢. 10, Summer 2007, s.
426-433.

> Pokracujici zajem Barbory Klimové o reflexi historického uméni
potvrdila i jejf vystava Tém, kdo se tady nenarodili v Olomoucké
galerii Caesar v srpnu 2007. Na Ceské scéné je tak Klimova
dalsim z umélcd, jejichz projekty se pohybuiji na pomezi viastni
tvorby a kurdtorské prace s dilem jinych autord.
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A REPLICA DOES NOT REPRESENT MERELY A COPY BUT PART OF A DIALOGUE

Barbora Klimovd has recently restaged selected
performances by Czech artists of the 1970s and
80s, confronting their new production with archive
documentation, as well as testimony of the artists’
original intentions. A seemingly simple idea has
raised a number of questions in the context of
Czech art. As both positive and negative reactions
have shown, these issues are by no means trivial.
Unintentionally for the most part, Klimovd has also
touched upon some taboos, which still persist in
the manner in which art is perceived in the Czech
Republic.

Some spectators may find the language in which
Klimové worked in her Replaced project difficult;
they may have also found it difficult to establish
its relationship with traditional art. Not only is
the contemporary artist a craftsman imposing
new forms onto solid material, but also an author
who works with meaning in the first place. The
value of his/her work of art does not lie in manual
design or emotional demonstrativeness, but in its
originality on the level of thought. The question of
what, in fact, originality is, how it is manifest and
how it changes, is one of the major topics of 20th
Century culture. The current period, which, thanks
to new technologies, allows for almost unlimited
mechanical reproducibility of images, naturally

provokes similar reflections and related experiments.

Since the 1960s, American artist Elaine Sturtevant
has produced identical copies of works of art by
Frank Stella, Marcel Duchamp, or Joseph Beuys.
Since the 1980s, artists like Sherrie Levine or Mike
Bidlo have recreated iconic works of art within

the realm of painting or photography, testing the
ensuing shifts in meaning not only in relation to the
original works but, above all, to our perception and
assessment of modern art as a whole.

Barbora Klimova’s project Replaced was not
conceived as a post-modern play on the topic
of originality or uniqueness of artistic artefacts.’
After all, that does not really suit performance, the
fundamental material she worked with. The aim of
the project was not the creation of an exact replica
of those performances which took place in the past.
By means of their new production, she wanted to
create a situation which would allow her to enter
into a dialogue with them, to create replicas in the
sense of answers to questions raised as far back as
a quarter of a century ago.

Happenings and performances were conceived,
to a certain extent, as a response to painting
and sculpture being turned into fetish: after
they had been created, their authors lost control
over them. This is why artists started to do live
performances in real time which had the capacity
of communicating an aesthetic impulse without the
material fixation. Performances survive only in the
form of documentation and the memories of those
who took part in them. The 1960s and 70s saw
the main development of the art of performance.
In the past few years, we have witnessed a new
wave of interest in these forms of art, by historians,
on the one hand, as well as artists on the other.
Classic works of art by Allan Kaprow, Vito Acconci,
or Valie Export are exposed to new interpretations
and remakes.
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At the same time, it is not about impugning
their uniqueness: the remake is a natural means of
contemporary work with the material of historical
performances. In view of the fact that records of
the vast majority of performances are fragmentary,
their interpretations can be very loose, allowing for
the introduction of new works of art with new shifts
in their meaning. This is a strategy which is most
widespread.

In 1995, Californian artists Mike Kelley and Paul
McCarthy made a 45-minute film called Fresh
Accondi, featuring American B-movie and soft-porn
actors who replayed some of the performances by
the classic author of the genre, Vito Acconci. The
remake of the performances does not take place
in the austere milieu of a studio or a gallery but in
Hollywood villas; instead of a black-and-white video
recording, the artists made the film in rich colours.
In his book Postproduction, Nicolas Bourriaud cites
this work of art as one of the examples of “new
programming of already existing works of art“2. The
artists may have aspired to ironic commentary on
the state of American culture where avant-garde art
coexists with Hollywood trash.

In 2001, Curator Jens Hoffmann held an event
called A Little Bit of History Repeated at the Berlin
Kust-Werke Gallery. He urged a group of young
artists to restage performances from the 1960s and
70s. Elke Krystufek or John Bock restaged what
Vito Acconci or John Baldessari had performed
years before. The aim was not to create an exact
reenactment of the performance; rather; the original
work of art served as a score for a new variation
of a classical opus. Black-and-white photographs,
videos, and verbal descriptions of the performances
served as the basic “score”. If a new circumstance
or an unforeseen situation occurred during the
staging, the performers reacted to them. Thus,

a series of modern interpretations emerged, which
often differed considerably from their original
templates. An exhibition called Life, Once More,
displayed at the Witte de With Gallery in Rotterdam
in January 2005, also focused on various forms of
restaging performances.

A spectacular event of a similar sort, entitled
Seven Easy Pieces, was staged by the pioneer
of European performance, Marina Abramovic in
November 2005 at the Guggenheim Museum in
New York. At regular evening shows, she restaged
five works of art by different authors from the
history of performance of the 1960s and 70s and
two of her own performances. She approached
the restaging of the works in the same way as she
would have approached a musical masterpiece: she
asked the authors for permission (one of the artists
-- Chris Burden -- did not give her permission and
his performance did not appear in the presentation)
and paid their author’s fees. The outcome of the
presentation was a series of lively and vivid scenes
from the history of performance, Abramovic being
part of them. She described her motivation as the
fulfilment of her desire to make her own body
experience those works of art which had influenced
her but which she had known from documentation
only.

The list of similar projects could go on: New
York — based artist Clifford Owens reproduces
performances by Fluxus artist Benjamin Patterson.
An association called Continuous Project organises
readings of historical panel discussions about art
and other forms of “transplanting historical material
into the present”. The question of presenting the
founder of performance art and happenings, Allan
Kaprow (1927 — 2006) and his works of art was
dealt with by the organisers of his posthumous
touring retrospective in 2006 and 2007 (Art as
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Life, Haus der Kunst in Munich, Van Abbenmuseum
Eindhoven and Kunsthalle Bern). Along with
photographs and documentation, remakes of
classical historical performances were part of a rich
programme in which the audience could participate.
Performance remakes have been and are being
conceived in the Czech Republic, too. Given the
local history of the genre, they concern, foremost,
the classics of performance art of the 1970s.
In 1999, French artist Didier Courbot arrived in
Prague. For the purposes of his exhibition at the Old
Town City Hall, he decided to do a remake of Jifi
Kovanda’s performance I'm Waiting for Someone to
Call Me from 1976. In the end, however, Courbot
did not give Kovanda’s performance. In 2004,
the Rafani group did a remake of Jan Micoch’s
performance Bianco from 1977 in which Mlcoch
was lying on his back and spitting into his own
face for 30 minutes. Then, he sat at a table, signing
himself slowly without ever finishing a single
signature. Apparently, Micoch’s performance was
interesting for Rafani because of the act of spitting
into one’s own face. It was not an academic
attempt to revive an old piece and confirm its
validity; rather, the ironic shift in the mass remake
of the performance, emphasised by the use of group
uniforms, must have been enticing for Rafani.
Remakes of iconic works of art from the history
of performance, particularly those from the 1960s
and 70s, have recently become a common practice
for contemporary artists. In her article The Beggar’s
Pantomime: Performance and its Appropriations?,
Melanie Gilligan links the trend not only with
performance becoming widespread in recent years
but also with the broadening of the manner in
which performance is perceived and understood.
Artists (and she cites Roman Ondak, for instance,
who is well-known locally) frequently appropriate

not only performance but also common social
situations. The borderline between art and life

is thus distorted, the artist and the spectator’s
roles overlap. We can often tell whether it is art

or a casual event only from its being planted into
the institutional context of a gallery or a museum.
Perhaps it is because of these features that Jirf
Kovanda has become the most popular of all the
Czech artists whose old performances are the
most attractive for remakes. His work from the

end of the 1970s and the beginning of the 1980s
are inconspicuous, at times hard to discern from
commonplace daily activities. What contemporary
artists find attractive is an almost imperceptible
distance between art and life which is, in later
reinterpretations, emphasised by the fact that
someone else remakes it in a different period. For
example Jifi Kovanda’s nameless performance

of November 19th, 1976, in which he was standing
in the middle of a crowded pavement in Wenceslas
Square, his arms spread, was remade by Daniela
Barackovd in 2005. from Prague at the time of
the communist normalisation, she transposed it

to Times Square in New York. She was concerned
with the performance being given in public space
resembling the original environment in terms of
exterior but in a different socio-political context and
a different period (her performance was terminated
by the New York police after 3 minutes). At the
same time, the performance represented for her

a symbolic personal gesture of a human being of
timeless validlity.

Barbora Klimové'’s project Replaced was not
based on the need to examine those paradoxes
related to the remake of historical performances.
Their restaging was meant to serve only as a means
of analysing public space and its transformations.
She chose performances which take place in
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public space and, at the same time, presume

social interaction. The tension amongst historical
performances by Vladimir Havlik, Jifi Kovanda,
Karel Miler, Jan Micoch, and Petr Stembera and the
manner in which they fit in today’s world in Barbora
Klimovd’s interpretation disclose mechanisms as
well as historical changes which are otherwise
difficult to see. When looking carefully at Klimova’s
use of historical performances we realise that the
shift from the initial premises and meanings was
intentional. Karel Miler apparently would not have
chosen the kerb of a pavement in the city centre
for his performance. He did not want to confront
himself with his surroundings, only to demonstrate
various extreme positions of his own body -- like
Klimova did thirty years later. Then again, Klimovd's
intention was not to repeat Miler's work of art
slavishly; instead, she availed herself of it in

a different period and in a different environment
to illustrate social changes which have taken place.
At the time when Miler gave his performance, the
fact that he was lying on the ground was obviously
perceived as provocation which would have drawn
passers-by and state authorities” attention. In 2006,
people were indifferent to a similar performance
which was given on several occasions in the centre
of Brno. The kind of behaviour which broke the
common rules of conduct got noticed but was
ignored. In one case only did someone dare call an
ambulance anonymously; however, no one dared
communicate with the young woman who was
lying on the ground. Vladimir Havlik's Experimental
Flower, too, made the police suspect that public
order had been disturbed when the performance
was first given in 1981. In 2006, the same
performance seemed like a student joke or a Hidden
Camera gag. Only her attempt to plant the flower
into a flowerbed of a private company made the

security agency react disapprovingly.

Generally speaking, an exact restaging of Petr
Stembera or Jan MI¢och’s performances is against
their original spirit -- these artists expressed
themselves by means of performance precisely
because they wanted to bring about situations
which were defined in terms of time, irreproducible
and based on a personal experience. Klimovd
knows this very well and if she shows in her
video reinterpretations of Stembera’s Sleeping in
a Tree how her friend helps her climb a tree, she
intentionally discloses the mechanism of carrying
out the performance and its dissimilarity with
the original. At the same time, though, the video
recording is evidence that she spent a night in
a tree in the park without artistic interaction with
the public whatsoever.

An interpretation of Micoch’s Reminiscences of
P, originally given in 1975 in Krakow illustrates
a radical change in our world in the past decades.
At that time, Jan Mlcoch was fascinated by public
markets in Poland which were very popular as
opposed to the then Normalisation Czechoslovakia.
In the morning, in a deserted market place, he
tried to sell personal items which reminded him of
his friends. In order to remake this performance,
Barbora Klimové no longer needed to travel to
Poland since the Czech Republic is full of markets
in which Asian sellers work for the most part. Those
sellers were astonished by, curious at, and tolerant
of her invasion into their territory and the selection
of goods she offered.

The remake of Kovanda's 1977 Attempt to Meet
Someone, to which the artist had invited his friends
to observe him trying to meet a young woman,
shows a shift in its meaning caused by the use of
a different means of recording the performance.
Kovanda’s performance is documented in four
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black-and-white photographs. A group of Kovanda’s
friends is in the first picture, the artist himself is

in three pictures, looking at a crowd of people in

a hurry. The performance itself and its results remain
concealed to us; what is stressed is his friends’
supervision of the programmatic meeting (which
was embarrassing all the more), which changed

an otherwise intimate activity into a theatre
performance for the invitees. During her attempts
to meet someone, Barbora Klimova is watched

by a camera by means of which spectators can
participate too. The paradox remains that in 1977,
Kovanda had not gathered the courage to speak to
a single young woman. Klimova spoke to numerous
men, nonetheless they were very suspicious of her
attempts to converse with them and for the most
part wished to terminate contact as quickly as
possible.

Besides an analysis of the perception of public
space and related social conduct, the Replaced
project offers yet another substantial dimension.

It had been evolving since the moment Barbora
Klimova first started collecting and editing
interviews with the original performers. The
dimension of reflecting upon the author’s approach
emerged only as a secondary plan in spite of the
fact that it is very important to the project as

a whole. To the present day, the history of post-war
Czech art has been mapped only fragmentarily.
Without doing so, however, we cannot fully analyse
the contemporary production which responds -- be
it in a positive or a critical way -- to artistic forms
of the past in an entirely natural way. It is Czech
performance which occupies an extraordinary
position in Czech post-war art. It is a chapter
which is closed to a large extent since the majority
of the then performers withdrew from Czech art
altogether, or it focused on a different medium. At

the same time, performance may be said to be the
most successful chapter in the history of Czech post-
war art in which Czech artists managed to become
part of the context of the world avant-garde. To
date, no one has tried to disturb the reserved nature
of Czech performers; until recently, it was only art
historians who had witnessed the creation of their
works of art and dwelled on their interpretation. In
relation to Czech performance, Barbora Klimova’s
approach represents a necessary new viewpoint on
the verge of critical and artistic reflection.®

By shifting historical performances into the
present, Barbora Klimova does their authors
a good turn. They themselves did not agree with
an unequivocal political interpretation of their
work. The Replaced project shows that Czech
performance of the 1970s and 80s was not limited
in terms of the period; that it was not solely a way
of fulfilling the meaning of life under the totalitarian
Communist regime. The seemingly banal or on the
contrary drastic activities not only had a politically
therapeutic function; they also created meanings
which may be valid today, as well. Even though
we are no longer surrounded by a repressive state
as in the 1970s, in effect a similar totalitarian
impression is made by the complex activities of
business and media due to which, we increasingly
enter relationships which have been constructed
and regulated in advance. Whether we like it or not,
our personal freedom is inhabited by it. Modern
civilisation makes us experience and live indirectly,
increasingly in a mediated way only. Replaced is
thus not only an analysis of the mechanisms and
transformations of the modern world but also
a personal attempt by Barbora Klimovd to establish
a direct relationship with a part of the history
of Czech art. The fact that it is the very part for
which authenticity was crucial is not a coincidence.
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She experienced the scenarios of the selected
performances herself and although she was aware
of the impossibility of “entering the same river
twice”, the character of her experience exceeds
common knowledge via texts, documents and
artefacts. And this complex experience -- within
the limits of a joint effect of video recordings,
photographs and texts -- is transferred onto the
spectator.

Tomds Pospiszyl

! Possibly the most influential Czech example of art of so-called
appropriation was the 1997 Vdclav Stratil Joint Exhibition in
which Stratil had appropriated Véclav Bostik's works of art

by means of xerocopies. Through this, he wanted to examine
whether the spirituality of the original paintings could be
projected into a mechanical copy. Another work of art, which
provoked discussions about the topic of originality and
acceptability of artistic citation of that time, was Tomds Vanék’s
project for the final exhibition of the Jindfich Chalupecky Award
in 2001 in which he had modified some of Josef Lada’s drawings.
We can observe a shift in Stratil and Vanék’s works of art. Vanék
classified his work as Participes, i.e. into a series of works of

art in which the spectator’s participation is a determinant. He
consistently called his intervention “interpretation of pictures”,
i.e. a reading for which the original pictures represent the point
of departure.

2 Nicolas Bourriaud, Postprodukce, Tranzit, Prague 2004, p. 5.

3 | thank Vit Havrének for this piece of information.

4 Melanie Gilligan, The Beggar'’s Pantomime: Performance and
its Appropriations. In: Artforum, Summer 2007, XLV, No. 10,

p. 426-433.

* Barbora Klimové's continuing interest in the reflection of
historical art was confirmed by her exhibition For Those Who
Were NotBorn Here held at the Caesar Gallery in Olomouc in
2007. In the Czech art scene, Klimové has ranked herself among
those artists whose projects oscillate on the border between their
own production and the work of a curator with other artists”
production.
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KAREL MILER — BudYa nebo — Praha — 1972 (s. 40)
KAREL MILER — Either/or — Prague — 1972 (p. 40)
Video — 4:31

VLADIMIR HAVLIK — Pokusna kvétina — Olomouc — 1981 (s. 56)
VLADIMIR HAVLIK — Trial Flower — Olomouc — 1981 (p. 56)
Video — 4:04

JIRI KOVANDA — Pokus o sezndmeni — Praha — 19. fjna 1977 (s. 28)
Pozval jsem pratele, aby se podivali, jak se pokusim seznamit se s divkou.
JIRI KOVANDA — An Attempt at Meeting a Girl — Prague — October 19th, 1977 (p. 28)
| invited my friends to witness my attempt at meeting a girl.
Video - 4:10

JAN MLCOCH —Vzpominky na P.— Krakov, Polsko — 7. fijna 1975 (s. 18)
Na méstském trzisti jsem po dobu jedné hodiny prodéval osobni véci, které mi pfipominaly prétele.
JAN MLCOCH — Remembering P. — Cracow, Poland — October 7th, 1975 (p. 18)
| sold personal possessions which reminded me of my friends at a market for a period of one hour.
Video - 4:03

PETR STEMBERA — Spani na stromé — Praha — duben 1975 (s. 6)

Po tfech dnech a nocich beze spanku jsem ¢tvrtou noc strévil na stromé.
PETR STEMBERA — Sleeping in a Tree — Prague — April 1975 (p. 6)
After three days and nights without sleep | spent the fourth night in a tree.
Video - 6:06



