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AKkEni uméni zilo u nas v poslednich pétadvaceti
letech jen na okraji kultury, nanejvys trpene, ale
vétSinou systematicky pronasledované minulym to-
talitnim rezimem. Neptiznivé spolecenske a politické
podminky na jedné strané umocnily autenticitu pro-
jevu jednotlivych akénich umeélcu, celkove vsak pod-
vazaly a fakticky znemoznily jeho normalni rozvoj.

Vystava "Uméni akce" realizovana prede dvema
roky v Manesu pfipomenula mnohé téemér jiz za-
pomenuté umélce a zevrubné zmapovala historicky
terén ¢eského, moravského a slovenského ak¢éniho
umeéni od 60. let do souc¢asnosti. Mimo jiné dolozila,
ze akéni umeéni presto, ze jeho kulminacni vrchol
jizodeznél, je i u nas stale zalezitosti zivou a nabyva
novych soucasnych podob.

Pro normalni rozvoj této oblasti uméleckeé tvorby
ve smyslu jejiho pfirozeného akceptovani jako
svébytné umélecké discipliny zde vSak dosud chy-
béla zakladni podpora ze strany galerii a dalSich
instituci. Ve snaze prispét k feSeni této situace
pfipravila Narodni galerie v Praze - sbirka moder-
niho socharstvi - 9. zari lonskeho roku festival akc-
niho uméni pod nazvem FACTUM I. Uskutecnil se
v arealu zamku na Zbraslavi, sidle uvedené sbirky

NG, a zucastnili se ho tfi zahranicni a trfi cesti
Zamérem poradatelu bylo zaradit akcni

umelci.
umeéni do pravidelné prezentacni Cinnosti a akvi-
zicniho programu galerie, umoznit domacim a za-
hranicnim umélcim konfrontaci jejich tvlrcich
pfistupl a prispét tim k oziveni domaci umélecke
scény. Prvni vstupni rocnik FACTA se pokusil uka-
zat nazorove rozpéti, ktere je v této oblasti umeélecke
¢innostimozné zaznamenat/i v castecné retrospek-
tivé - S. Janssen/ a demonstrovat tak jeji vyrazové
moznosti.

Performance vySe zminénych umélcu probihaly
na Zbraslavi od 15 do 21 hodin v nasledujicim
poradi: Monica Klingler /Svycarsko/ "Three songs
of Movements"”, Milos Sejn (CR) "Chozeni", Tomas
Ruller /CR/ "Akce pro Narodni galerii", Servie
Janssen /Holandsko/ "Dutch work" /pocta Pietu
Mondriaanovi/, Yvonne Austen /Anglie/ "Tanec v
zaplavé sveétla" a Marian Palla /CR/ "Zvuky, télo,
dech...". Festival uzavrelo vystoupeni skupiny Flo-
rian /M. Palla, P. Kvi¢ala/ v zameckém parku za
spoluucasti publika.

Sled vystoupeni jednotlivych aktéru byl koncipo-
van tak, aby probihala plynule z interiéru budovy
zamku do prostoru parku az s vyznénim ve volné
krajiné /T. Ruller/ a zpét. Festival otevrela tremi
svymi pohybovymi piecami v hlavnim sale expozice
ceského socharstvi 20. stoleti Monica Klingler. Za-
fazeni jeji tanecni performance na zacatek celé
akce do kontextu instalace Stursovych plastik bylo
v urcitém smyslu symbolické. Ne nahodou byla
Klingler vystizné nazvana socharkou téla. Jejiprojev
sice vychaziz tance, avSak od tance jako takového,
v némz je télo podrobovano artistniumeélé pohybové
stylizaci, se vyrazné odliSuje. Je zalozen na uve-
doméni a zviditelnéni elementarnich danosti lid-
ského téla. Klingler ve svych tanecnich performan-

cich tyto charakteristiky /ponderaci, stani, chuizi,
spojeni predni a zadni casti téla ¢i jeho jednotlivych
partii/ tematizuje. Autorcino uvédomeéni si a proziti
sveho téla do kazdické jeho casti je samo o sobé
hlubokym zazitkem. Monica Klingler dobte grado-
vala prubéh svého vystoupeni: od vstupni piecy s
humornymi prvky, v niz tematizovala loutkovitost
funkéni stavby a pohybu lidské postavy, pres lyric-
kou polohu monumentalni a uchvatnou v uzasné
pomalosti pohybu /a navic obestfenou milostnosti
krasné rezonujici se Stursovymi plastikami/ az k
dramaticky expresivhimu zaveéru, plnému napéti a
soustredéni, vyjadrujicimu motiv Casu a s nim spja-
tého lidského usili a vyznivajicimu v transcendenci.

Milo§ Sejn ve své performanci "Chozeni" navézal
na impuls peripatetickeého kresleni Karla Adamuse.
Transponoval jej vSak do zcela odlisne ritualné re-
ligiozni polohy, tematizujici jeden z ustfednich mo-
tivl svého dila - hluboky niterny vztah k Zemi, v
némz se soustfeduje jeho pojimani zivota a tvorby.
Hlavniatribut Sejnovy performance, protahly valoun
bilého hustého kamene, byl instalovan autorem
pred za¢atkem a na konci akce jako predmét zboz-
ného uctivani na "soklu-oltafi" s bilou a oranzovou
latkou. Tento symbol by mohl byt vykladan v relaci
ke kiestanskému mytu vzhledem ke svému tvaru
budto jako chléb nebo jako kost - Adamovo Zebro,
z néhoz Buh stvofil zenu. NaznacCeny eroticky
aspekt vyjadrilo Sejnovo neseni kamene piitisknu-
tého k télu i vlastni ritual pojidani zemeé. Ten v sobé
obsahoval moment Sokujiciho prekvapeni, jehoz za-
mérem bylo probudit nete¢né a spici. Kazdopadné
to byl moment pro dobrou performanci esencialni.
Kresba, kterou autor za chuze vyryval do kamen-
ného valounu, je elementarnim zaznamem jeho byti
- rytmu chuze, dechu i tepu srdce a v tomto smyslu
vyrazem bytostného souznéni. Performance MiloSe
Sejna rezonovala, receno s Rupertem Sheldrakem,
se znovuobnovenou ideou zivouci prirody jako
celku, s obnovenim prozitku posvatnosti Zeme v
ritu obéti.

V obdobny, i kdyz vice narativne traktovany apel
vyznéla i performance Tomase Rullera. Rozsifil ji
prostor akci o slepé rameno Berounky, pfilehajici
k zameckému parku. Jeho vystoupenibylo scénicky
pusobive, predevsim pak jeho uvod a zaveér - ptrijezd
poutnika na lodi po fece odnékud z neznama a
jeho odchod a zmizenive volné krajiné. Polyvalentni
symbolika Rullerovy ptibéhove performance obsa-
hovala prvky a atributy znamé z jeho predchozich
akci, ale predevSim nové momenty. Samotarska
¢erné odéna postava kontemplujicino nomadského
poutnika, vztahujiciho se k prirode, vyjadrila téma
pomijivosti /metaforicky akcentované v pusobivém
obraze s bilou latkou, kterou autor polozil na hladinu
feky a nechal pozvolna klesat do jejitmave hlubiny/,
téma vzdaleni se civilizaci. Tato metafora ve spojeni
s elementem vody nabyvala hlubsich duchovnich
vyznamu. Obraz rybare, loviciho v hlubinach vod,
muze byt vztazen jak k horizontu umélcovy vilastni
tvorby, tak k SirSimu celku soucasného zivota.



Tomas Ruller toho chtél hodné fici, nepochybné by
vSak naléhavost svého sdélenia plsobivost obrazu
umocnil kratSim Casovym rozpéetim performance.
Anglicanka Yvonne Austen situovala svoji akci,
Kterou nazvala poeticky i trochu zahadné "Tanec
v zaplaveé svétla“, na prah hlavniho vychodu z bu-
dovy zamku do zahrady. Této pozice na predélu
vnéjsku a vnitrku promyslené vyuzila k tematizaci
polarity muzstvi a Zenstvi. kamenna budova,
zhmotnujici a monumentalizujici ¢as jakoZzto projev
zjevné muzského elementu a volny prostor parku
- prirody, vyjadfujici vice zensky prvek. Jeji splétani
Ctvercového obrazce z pruh latky, které ustfihovala
ze zenskych Satl a kladla na prah dveti /pticemz
se stfidavé prevlékala ze zenskych do muzskych
Satu a naopak/, symbolizovalo tuto snahu o sjed-
noceni a harmonii polarit, v niz akcentovala zenstvi.
Vyjadrila to v zavérecném zabaleni muzskych Sat(
do zavésu utkaného z usttizkl zenskych Satd: muz-
stvi uzavieno do zenskych tradic a zkusenosti jako
protiklad oné zjevné muzské dominance, jiz zpfi-
tomnuje budova zamku. Autorcina interpretace zen-
stvi ve spojeni s vyznamové symbolicky chapanym
motivem prahu, vyvolava aluzi na motiv Prahy a
ceskou povest o knézné Libusi a Premyslovi, které
zde Austenova pravdépodobné reflektovala. Sym-
bolika prahu zde pfitom obsahuje ¢i rezonuje vice
rovin vzajemné spolu vnitfné souvisejicich vyzna-
mu: z hlediska erotického je mozné jej cist jako
symbol "vstupu" do hajemstvi a tajemstvi Zzenského
téla a svéta, dale jako symbol domu, respektive
domova a symbol pokory a ritudlu, jenz vytvari
esenci toho co s timto pojmem spojujeme. Mo-
notonnost opakovanych ukonl pusobila zamérné
stereotypné, misty az unavneé, ve svém asketickém
miCenlivém soustfedéni vSak obsahovala cosi
hypnotizujiciho. Domnivam se, Zze zminéna pozice
"na predelu" vyjadfila i psychologicky moment au-
torCiny soucasné tvorby - rozhodovanise mezi dvéma
alternativami, bod obratu a hledani nové cesty.
Servie Janssen uskutecnil svou performanci v
hlavnim sale expozice ¢eského socharstvi XX. sto-
leti v prvnim patfe budovy zamku. Ve srovnani s
akcemi tfrech posledné uvedenych umélci méla
tato zcela odliSny charakter, oprostény od psycho-
logickych a narativnich momentl. Janssen patfil v
Holandsku ve druhé poloviné 70. let spole¢né s
Frankem Gribblingem a Benem D’Armagnacem k
nejvyrazngjsim predstavitelim akéniho uméni.
Zbraslavskym vystoupenim se k témto svym tviréim
vychodiskum v dil¢i retrospekiivé vratil. V podobé
variace realizoval jednu ze svych starSich perfor-
manci "Dutch work", ktera méla svoji premiéru v r.
1979 v Amsterdamu a nasledné na podnét Henryka
Stazewského ji pak autor o dva roky pozdéji znovu
zopakoval na Konstrukciji v procesije v Akademii
Ruchu v Lodzi. Servie Janssen se touto performanci
prihlasil k tradicim modernismu, k jeho konstrukti-
vistickému kridlu, k davéfe v univerzalni rad reality
a tvorivost osvobozeného a ocisténého lidského
ducha. Flexibilni konstrukci z deviti ¢tvercl sloze-

nych ze cCtyfiadvaceti dvoumetrovych drevénych
lati, vzajemné spojenych provazy a lezicina podlaze
salu, uvedl umélec v pohyb a permanentni promény
fyzickou akci. Od pocate¢nich promén plosného
obrazce jednoduchym tahanim a posunovanim po
podlaze, dospél postupné k jeho preskupovani
zvedanim, prenasenim a skladanim. Vznikaly tim
fascinujici  kineticko-prostorové environmentalni
vztahy performerova téla uvnitf ménici se a jakoby
ozivlé konstrukce. V hlubSim vyznamu vyjadrila
akce Servieho Janssena implicitni pfitomnost fadu
v déni tvoreni.

Zbraslavské odpoledne jiz na prahu nociuzavrelo
vystoupeni Mariana Pally. Palla se ve svych per-
formancich zaméruje na zvuk a dotek v interakci
vliastniho téla a pfirodnich materiald /kament,
dreva, apod./. Marianovy akce jsou ponofenim se
do pfitomnosti, jejim oteviranim, bytim v ni bez
jakychkoliv dalSich vnéjsich referenci, odkazu ci
symboliky. Zpfitomnuji esenci byti kontemplativnim
zpusobem. Pallovo pomalé hlazeni dfeva pronika
k podstaté pfitomnosti /chvile/ a monumentalizuje
detail ne nepodobnym zplisobem, jak jsme to mohli
sledovat v tanecnich performancich Monicy Klin-
gler. Obdobné je i opakovani uréitého elementar-
niho vzorce ¢innosti, které ocistuje a soustieduje
performerovu i vnimatelovu pozornost do jednoho
pbodu. U Pally se pfitom nabizeji analogie se zenem
Ci jinymi duchovnimi praktikami Vychodu nebo s
minimalistickou hudbou. V kontextu soucasného
ceského vytvarného uméni bychom v této spojitosti
mohli-uvést Petra Kvicalu a Vladimira Kokoliu, ktefi
aspekt mantrického Ci ornamentalniho opakovani
chapou v kontextu malby a hudebni performance
analogicky. Performance Mariana Pally vyjadrila
obdobné jako akce Monicy Klingler esenci sily klidu
a nesentimentalni pokory a néhy, pramenici z byti
v pfitomnosti.

TeCkou za FACTUM I. bylo vystoupeni skupiny
Florian, jejiz hudebni performance, navazujici na
akci Pallovu, pfinesla odlehcujici humor, ktery uvol-
nil napéti vice nez pét hodin trvajiciho programu.

Na zbraslavskem festivalu bylo mozné vysledo-
vat dvé polohy, v nichz se souc¢asna performance
rozviji: 1. narativné-symbolickou, p¥ib&hovou /T.
Ruller, Y. Austen, M. Sejn/ navozujicireflexi uréitého
tématu Ci vzajemne spjatych okruht témat; 2. ate-
matickou, meditativni, jez sleduje Cistou esenci pro-
zitku a krasy chvile. Pro prvni polohu je charak-
teristické linearni rozvijeni ¢asu v déjovém piibéhu
Ci ritualu, pro druhou snaha o relativizaci az popreni
casovosti akci zalozenou na principu opakovani
urcCiteho vzorce cinnosti /M. Palla, M. Klingler, ¢as-
teCné S. Janssen/. V performanci Y. Austen bylo
mozné vypozorovat snahu o propojeni obou poloh.

Jifi Zemanek
prosinec 1992



At best tolerated, but mostly systematically sup-
pressed by the past totalitarian regime, action art
lived on the margin of culture in the last twenty five
years in this country. On the one hand, unfavourable
conditions multiplied the individual action artists’
authenticity of performance, but on the other hand,
they totally inhibited and made actually impossible
its normal development.

An "Art of Action" exhibition organized two years
ago in Manes newly presented many already almost
forgotten artists and mapped thoroughly the histo-
rical terrain of the Czech, Moravian and Slovak
action art since the 1960s until now. Among other
things it documented that action art, though already
passed its climax, was still alive and acquiring new
contemporary forms.

But any normal development of this type of art,
if it were to be naturally accepted as an independent
artistic form, required some basic support by gal-
leries and other institutions and such support was
then lacking. In an attempt to help improve the
situation the National Gallery in Prague - collection
of modern sculpture - organized a festival of action
art called FACTUM I. It was held on September 9,
1992 in the Zbraslav castle - a home of the sculpture
exposition - with the participation of three foreign
and three local artists. The organizer’s intention
was to make action art a regular part of presenta-
tions and acquisition programmes of the gallery; to
offer local and foreign artists an opportunity to com-
pare their individual artistic approaches; and, con-
sequently, to help enrich the local artistic scene.
The first FACTUM, which would be followed by
others, attempted to demonstrated the range of ap-
proaches existing in this type of artistic performance
(including partial retrospective - S. Janssen) and to
illustrate what means of expression it could offer.

Performances of the mentioned artists were pre-
sented at Zbraslav from 15:00 to 21:00 in the fol-
lowing sequence: Monica Klingler (Switzerland) -
Three Songs of Movements; Milos Sejn (CR) -
Walking; Tomas Ruller (CR) - Action for the National
Gallery; Servie Janssen (the Netherlands) - Dutch
Work (Homage to Piet Mondriaan); Yvonne Austen
(England) - Dance in the Flood of Light; and Marian
Palla (CR) - Sounds, body, breathing... The festival
was closed by a performance by the Florian Group
(M. Palla, P. Kvicala) in the castle park with the
audience participation.

The sequence of individual performers’ presen-
tations was planned in a way that would allow for
a free flow from the castle to the park and outside
into the open landscape and back again. Monica
Klingler opened the festival by her three pieces of
movement performed in the main hall of the Czech
sculpture exposition. Placing her dance performan-
ces at the beginning of the festival and let her
perform among Stursa sculptures was symbolic in
a sense. It was not a coincidence that Klingler was
named a sculptor of the body. Her performance
was based on dance but it differed substantially

from the dance as such in which the body was
subjected to artiste and artificial stylization of mo-
vement. It was based on the awareness and visu-
alization of elementary features of a human body.
In her dance performances Klingler turned these
features into themes (pondering, standing, walking,
linking of front and back of the body or of its indi-
vidual parts). The aritst’s awareness and experien-
ce of her body down to its every part were in itself
amazing. Monica Klingler's performance had an
excellent gradation: from her introductory piece with
elements of humour in which she thematized the
marionette type functional structure and motions of
the human body; through a lyrical position, monu-
mental and impressive in the slowness of motion
(and, moreover, enveloped in a gracefulness be-
autifully resounding with Stursa’s sculptures); to a
dramatically expressive conclusion full of tension
and concentration which related the theme of time
and human efforts all ending up in transcendence.

In his performance "Walking" Milos Sejna built
on the impulse originating from Karl Adamus peri-
patetic drawing. He transposed it, however, into a
completely different ritually religious position the-
matizing one of the central motifs of his work - a
deep inward feeling for the Earth in which he con-
centrated his perception of life and creation. Before
the beginning and at the end of the action, the main
attribute of Sejna’s performance - a long white

~ heavy boulder - was installed by the artist as an

object of veneration on a "pedestal-altar" covered
with white and orange cloth. In relation to Christian
myth and due to its shape the symbol could be
explained as either a loaf of bread or a bone -
Adam'’s rib from which God created a woman. An
implied erotic aspect was expressed in Sejna’s car-
rying the stone close to his body and the actual
ritual of eating the Earth. It included a moment of
a shocking surprise intended to wake up the in-
different and the sleeping. In any case, it was an
essential moment for a good performance. The
sketch etched into the boulder by the artist during
his walking was an elementary recording of his
being - rhythm of his walk, breathing, heart beat -
and of an innermost harmony. It could be said, with
Rupert Sheldrake, that Milos Sejna’s performance
resounded with the rediscovered idea of living na-
ture, with reexperiencing the Earth sacredness in
the ritual of sacrifice.

A similar, though more narrative in treatment,
was the appeal of Tomas Ruller's performance. To
the area for his action he added a dead arm of the
Berounka river bordering with the castle park. In
staging terms his performance was impressive, na-
mely its beginning and closing - the arrival of a
wanderer by a boat down the river from nowhere
and his departure and disappearance in an open
landscape. The polyvalent symbolic of Ruller’s nar-
rative performance contained elements and attri-
butes known from his previous actions but also new
moments. The lonely figure of a contemplating no-



madic wanderer dressed in black relating himself
to nature expressed the theme of transient nature
of things (it was metaphorically stressed in an im-
pressive image of a white cloth the author placed
on the river surface a let it slowly disappear in the
deep dark water of the river), the theme of distan-
cing oneself from civilization. Combined with the
water element the metaphor acquired deeper spi-
ritual meanings. The image to a fisherman catching
fish in deep waters could be related both to the
horizon of the artist's own creation and to the con-
temporary life in more general sense. Tomas Ruller
wanted to convey a lot, the urgency of his message
and appeal of the images, however, could have
been stronger had the time span of the performance
been shorter.

Yvonne Austen from England situated her action,
which she poetically and somewhat mysteriously
called "Dance inthe Flood of Light", on the threshold
of the main exit from the castle into the garden.
She used this position on the boundary between
the inside and outside for a well-conceived thema-
tization of polarity between the male and female
natures: the stone building as a material expression
of and a monument to time representing obviously
a male element contrasted to the open space of
the park - nature expressing the female element.
Her plaiting of a square image made up of strips
of cloth she had cut off a female dress and laid on
the door threshold (while changing alternately into
female and male clothing) symbolized the effort to
unify and find harmony between the polarities in
which she stressed the female nature. She expres-
sed it at the end by packing the male clothing into
the curtain made of cuts from a female dress: the
male element enclosed in female traditions and
experience as opposed to the obviously male do-
minance materialized in the castle building. The
artist’s interpretation of the female nature in con-
nection with her symbolically presented motif of a
threshold alluded to the motif of Prague and the
Czech legend about Princess Libuse and Pfemys|
which Austen probably reflected. The threshold
symbol contained or resounded even more interre-
lated meanings: from the erotic point of view it could
be seen as a symbol of an "entrance" into the
domain and mystery of a female body and world;
it could be a symbol of a house, a home; and a
symbol of humbleness and ritual which forms the
essence of what we connect with this notion. The
monotony of repeated actions was intended to look
like stereotype, at times even tiresome action. In
its ascetic silent concentration it was, however,
hypnotizing. | believe that the mentioned "boundary"
position expressed also a psychological moment
in the artist’s present creation - making a desicion
between two alternatives, a turning point, a search
for a new path.

Servie Janssen presented his performance in
the main hall of the 20th century Czech sculpture
exposition on the castle’s first floor. Compared to

the last three above mentioned artists his perfor-
mance was quite different, free of psychological or
narrative moments. Together with Frank Gribbling
and Ben D’Armagnac, Janssen belonged to the
most prominent representatives of action art in the
the Netherlands in the late 1970s. In his Zbraslav
performance he presented a partial retrospective
of his creative origins. He performed a variation of
one of his older performances called "Dutch Work"
which was first presented in 1979 in Amsterdam
and two years later, following a suggestion by Hen-
ryk Stazewski, repeated at Konstrukcija v procesije
at Akademia Ruchu in Lodz, Poland. In this per-
formance Servie Janssen professed his belonging
to the traditions of modernism, to its constructivist
trend, to the confidence in the universal order of
reality and creativity of a free and purged human
spirit. By his physical action the artist set in motion
and permanent change a flexible structure made
of nine squares that composed od 24two-meter
wooden bars connected by ropes and lying on the
floor of the hall. From the initial changes of the flat
form by simple pulling and pushing it on the floor
he gradually started reshaping it through lifting,
carrying around and folding. Fascinating kinetic and
spatial environmental relations between the perfor-
mer's body inside the changing structure which
seemed to have its own life were a result of his
actions. In its deeper sense Servie Janssen’s action
expressed the implicit presence of order in the act
of creation.

The Zbraslav afternoon, now almost a night, was
completed by a performance by Marian Palla. Palla
concentrates on sound and touch in the interaction
of his own body and materials from nature (stones,
wood, etc.). Marian’s actions are immersions into
the present, opening of the present, being without
any other external references or symbols. He makes
present the essence of existence in a contemplative
way. Palla’s stroking of wood penetrates deep to
the essence of the present (moment), monumeta-
lizes detail in a way not unsimilar to the way we
saw in dance performances by Monica Klingler.
Also similar is his repetition of a certain elementary
pattern of activity which purifies and concentrates
both the performer’'s and perceiver's attention into
one point. In Palla’s performances one may feel
anologies with zen or other spiritual practices of
the East or with minimalistic music. In the contem-
porary Czech fine art we may find an analogical
understanding of the aspect of mantric or ornamen-
tal repetitions in painting and musical performances
by Petr Kvicala and Vladimir Kokolia. Similar to
Monica Klingler, Marian Palla’s performance ex-
pressed the essence of the power of peace and
non-sentimental humility and tenderness springing
from being in the present.

FACTUM | was closed by a presentation by the
Florian group whose musical performance following
Palla’s action offered light humour which helped to
relieve the tensions of the programme that lasted



over five hours.

The Zbraslav festival showed two trends in the
development of contemporary performance: 1. nar-
-rative and symbolic (T. Ruller, Y. Austen, M. Sejn)
leading to a reflection of a certain theme or several
interrelated themes; 2. non-thematic, meditative,
which concentrates on a pure essence of experi-

ence and beauty of the moment. The former is
characterized by a linear development of time in a
story or ritual, the latter by an effort to make any
timing of actions relative, or even refuse any timing,
through repetition of a certain pattern of activity (M.
Palla, M. Klingler, partially S. Janssen). The per-
formance by Y. Austen showed an effort to combine
both trends.

Jifri Zemanek
December 1992



YVONNE AUSTEN Tanec v zaplave svéetla / Dance in the Flood of light
SERVIE JANSSEN Holandska prace (Pocta P. Mondriaanovi)

Dutch work (Hommage to P. Mondriaan)
MONICA KLINGLER Tri songy o pohybu / Three Songs of Movement
MARIAN PALLA Zvuky, télo, dech... / Sounds, body, breathing...
TOMAS RULLER Akce pro Narodni galerii / Action for the National Gallery
MILOS SEJN Chozeni / Walking

it




ANKETA/POLL

1. Mohl(a) byste fici:

a) co vas privedlo k performanci Ci obecneji
akénimu umeni?

b) jaké misto zaujima ve vasi tvorbe (vylucne
nebo je jen c¢asti vasi tvurci aktivity)?

c) jaké obsahy ¢i pocity se jim snazite vyjadrit?

2.V éem nachazite z hlediska vyrazovych moznosti
pfednost a nezastupitelnost performance ve
srovnani s tradi¢nimi vytvarnymi disciplinami,
malbou a socharstvim?

3. Dobou rozkvétu akéniho uméni byla Sedesata a
zvlasté sedmdesata léta. DalSi vyvoj vytvarneho
uménivsak ukazal, Ze vném akéniuméniinadale
bude hrat nezanedbatelnou roli. Jak nahlizite si-
tuaci vyvoje soucasného vytvarného umeni ve
svété na konci 2. tisicileti a jaké misto podle vas
v ném zaujima a mlze v budoucnu zaujimat
akéni umeni?

4. Vlyhovoval vam festivalovy charakter FAC-
TUM 1.? Jaky dojem si z ného odnasite? Co na
ném shledavate pozitivniho a co nikoliv?

1. Could you describe:
a) What reason do you have to perform?
b) Is performance being only part of your pro-
duction, or does it have the decisive impact on
it?
c) What feelings or messages are you trying
to convey by this form of art?

2. What do you see as unique in this form of art,
or how different is it from traditional art forms
(painting, sculpting)?

3. The highlights of Action Art were in sixties and
notably in seventies. However, further develop-
ment of Action Art showed, that it is always going
to play a significant role on the art scene. How
do you envision the global situation of contem-
porary visual arts, and where is (or going to be)
a space in it for the Action Art?

4. Were you satisfied with the qualitative and or-
ganizational sides of FACTUM |.? What kind of
impression do you have about it? What did you
like, what did you dislike, what did you miss?

(questions by Jifi Zemanek)
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Tanec v zaplavé svétia

Dance in the Flood of light

ODPOVEDI

1a. Nemam zadneé jiné (intelektualni) davody nez hrat. Mozna "divodem”, jestli vibec existuje, je osvobodit
Cas jako protiklad jeho uvezneni v tradici muzstvi. Na vsech cestach Zivota citim velice silné omezeny
prvek zenstvi a v umeni to neni jiné. Pro mne to znamena, ze prvku zenstvi v kazdém zivém organismu
v prirodé musi byt dovoleno Zit, ne pouze kvuli zachrané planety, na ktere zijeme, ale pro zachranu
lidstvi. Myslim si, ze mame posledm sanci a musime nyni vyuzivat schopnosti lidskych bytosti s ohledem
na pfirodu. Muzstvi dobyva, zklidnuje, uvéznuje a osvobozuje Cas, zatimco zenstvi je v nikdy nekoncicim
pohybu, plave ve vinach, pohybuje se, nechava se odnaset. Bez dalsich spekulaci a vedena témito pocity
se domnivam, ze to jsou mé duvody pro proces "tvofeni”, pro ¢innost nikdy vlastné nekoncici, pro vzajemny
kontakt, kdy riziko a moznost prohry je dule21tym faktorem.

1b. Nemohia bych pracovat jinym zpusobem nez uvedenym v pfedchazejici odpovedi - je to proces, jako
takovy musi byt vniman, jednoduse to neni hotove dilo. K dispozici jsou néjaké materialy, prostor a jsem
zde ja, abych povedela svuj pfibéh pomoci téchto jednoduchych prvkd. Casto jsou to materialy ponicene,
pouzité, zmenene a to Je transformace jednoho stadia do druhého, to je vypoved prace.

1c. Pocity "Ci vypovedi”, které si preji sdelit, nejsou Casto pred zahajemm urcené, jak jsem uvedla v
odpovedi (1b). Transformace jsou zde dulezr[ym faktorem a je v nich obsazen prvek rizika. Pokazdé, s
kazdym pohybem - ustfizenim latky, zapalenim sviCky, nabranim medu, vzdy se déje néco jiného. Toto
je postoj - historie se neopakuje.

2. V tradicnich formach uméni - malifstvi/socharstvi - vidime pouze kone¢ny produkt. Neni to proces,
vime, ze proces existoval, ale dilo nevypovida o procesu tvorby, jen o "KONCI" ukonceného dila. Neexistuje
otevieny konec a sadna moznost vzajemneho kontaktu. Ber, co je, nelibi-li se ti, nech byt. Riziko je
soucasti tvorby predstaveni, neexistuje ber Ci nech, zadné dllO nic hmatatelneho nakonec zbyva jen
zaznam priprav. To je nedokonalé a je to néco, s ¢im se ja sama nerada vyrovnavam, chapu to pouze
jako prostredek k ukazani tvorby nékde jinde. N&ktefi umalci pocituji potfebu zabalit tuto pFipravu, zavazat
ji jako konecny vyrobek, néco hmatatelného. Je to pochopitelné, nevidi-li umelec konkrétni vysledky
svého snazeni, dulezitost, dostatek zajmu, starost, podporu. Clovék je sam se znalosti historie druhého
ve svych vlastnich rukéch.

3. Myslim si, ze nyni pfisla doba, aby se umélci zmocnili sami sebe a akceptovali zodpovednost za sve
ciny. Nyni jiz nelze sedét v atelleru rikat si umélec a vytvaret nudici monstrozity, o které se zajima hrstka
lidi. Doposud uméni nikdy v minulosti nezménilo nic v politice, ekonomice, globalné, v sociologii, atd.
ale, pro Pana Boha, to neznamena, ze to nikdy nedokaze. Néktefi lide s tim zacali tam, kde "proces"
nebo akéni uméni ma svoji velkou ulohu. Tato forma uméni byla galeriemi vzdy popirana, to neni nahoda
a takeé to neni nutné negativni. Ve skuteCnosti budoucnost vizualniho umeéni je pozitivnil Musime se
konecné vydat na cestu a zacit odkopavat prekazky a vyplnovat mezery, umazat Si ruce a sestoupit ze
svého trinu sebedulezitosti, aby umélec sam a 50 miliont ostatnich se zbavilo egocentrického pluti po
povrchu a zacalo spolupracovat na zdrojich. My bychom mohli zacit nékolika vinami, napomahajicimi ne
K pohybu sebedestrukce, ale k procesu tvorivého mysleni. Nemame jiz mnoho c":asu, nez bude prilis
pozdé, ale musime zacit hned.

4. FACTUM | byl uspéchem urcité formy, o kterou byl zajem; nadéje ze stran jak divaku, tak autor(.
Mozna Zze by se véci mohly zmeénit, cosi existuje, pohybuje se, méni a tvori. Citim se tim prekvapivé
osvézena, ackoli individualni prace neni sama o sobé kreativni. Pfivedla vSak lidi dohromady, celkem
dost, a konala se diskuse, byl to den prace a vzajemneho kontaktu a jak jsem doufala, i otazek.

Pochopitelne pro umeélce nezbyly penize a tak jsem méla "prazdnou kapsu", coz se neda délat vzdy,
vSichni musime zit a dokonce i umélci. Vérte mi nebo ne, nemohou tvorit bez chleba, musi udrzet v
chodu mozkové bunky.

Skutecné si myslim, ze to bylo dobfe zorganizovano, mozna lepe, nez jsem cekala. Co se mi nelibilo,
bylo prilisné mnozstvi kamer. DalSi a dalSi pokusy nékterych divaki zmrazit a zachytit moment akce ve
svych rukou a dokazat, ze existuje! Za kamerou nemuZze Clovék opravdu proZzit okamziky historie v
momentu jejich zrozeni, a tak se nam nikdy nepodafi uchovat véci z pohledu historie. To je pro mne
opravdova bolest, kterou si, bohuzel, stale vice a vice uvédomuiji.

RESPOND

1a. | have no intellectual reason as such to perform. Perhaps the "reason” if it exists at all is to free
time, as opposed to capturing it in the masculine tradition. | feel very strongly the repressed feminine in
all walks of life and in art it is no different. For me the feminine side of nature in every living thing must
be allowed to exist finally to rescue not only the planet on which we live but also humanity. | think we
have one last chance and we must now fulfill our potential as human beings seeing things with a more
holistic view. The masculine captures, stills, encases and freeyes time and motion whereas feminine is
ever fluid, flowing, moving, letting go. Without pre-conception and with hindsight | guess this is my reason
for "performing" the process, the movement the end that never really comes, the interaction, the risk and
possible failure is the important factor.

1b. | could not make the work | make in any other form as stated above - it is a process, this is to be
seen, there simply is no finished product. There are a few materials, a space and there is me to tell a



story with these few simple elements. Often the materials are destroyed, moved, changed and it is the
transformation from one state to another that is the statement in the work.

1c. "Feelings" or "Messages" | wish to convey are not always known beforehand as stated in answer b.
the transformations are the important factor here and the risk element involved in these transformations.
Each time an action is made, a cut in a cloth; a lit candle; a pouring of honey, each time it is something
different. This is the statement - history does not repeat itself.

2. In traditional art forms painting/sculpture we see only a finished product. It is not a process, we know
for sure that a process existed but it is not telling us of that process just of the "FINAL" finished product.
There is no open end and no chance for interaction it is what it is, take it or leave it. Risk is an element
in performance, there is nothing to take or leave, no product, nothing tangible, only documentation is
finally left and this is inadequate and in fact something | myself do not like particularly, only as a necessary
means for applying to show work elsewhere. Some artists however feel the need to wrap up this
documentation, to package it to create the finished product, something tangible and it is understandable
when there is nothing else to see for ones efforts, no importance, no interest, no care, no support. One
is alone with only the knowledge of ones history within ones own head.

3. | think it is now time for artists to take hold of themselves and accept some responsibility. It is no
nonger o.k. to sit in ones studio calling oneself an artist and making boring monstrosities that only a
handful of other people are interested in. So art never changed anything in the past politically, economically,
globally, ecologically etc. but for Gods sake it doesn’t mean that it never can. Some people are beginning
and this is where "process" or action art have a very large role to play. This form of art has always been
denied by galleries and this is no accident nor is it necessarily negative in fact for the future of visual
arts it is positively positive! We must finally get out and begin to knock some dents and fill in few holes,
get our hands dirty and climb off our pedestals of self importance so your an artist you and 50 million
or so others so get off the egocentric merry go round and begin to pool resources we could now make
some waves that could help to not reverse a process of destruction but to change its course into a
forward moving/thinking creative process. We haven’'t much time before it is really too late but we must
start now.

4. FACTUM | was a success of some form there was interest, hope, hope from the spectators and
performers alike perhaps that things could/can change, something exists, is moving, is fluid and creative.
It felt for me surprisingly fresh although the individual works were perhaps not innovative in themselves,
it brought people together and quite a few and discussions took place, it was a day of action and
interaction and hopefully of questioning.

Of course there was no money for the performers and therefore | was left "out of pocket" which is
something that will not be possible forever, we all must live and even artists believe it or not can not
keep creating without bread to sustain the brain cells.

| did think it was very well organised on the whole, perhaps better so than | had expected. What | did
not like was the excessive media attention. The attempt once again by many spectators to freeze the
actions and capture them to hold the work in their hands and make it exist! Behind a camera one cannot
truly experience, on historicises events at the moment of their existence and therefore must never really
experience only with a historical sight. This for me is a true pain and one that | become unfortunately
increasingly aware of.

ZIVOTOPISNA DATA

Narozenavr. 1962 v North London v Anglii. Studovala na Swinden School of Art and Design (1985-1987)
a na Cardiff School of Art and Design - First Class Honors Degree - Fine Art (1987-1990). V r. 1990
ziskala ocenéni v Helen Gregory Memorial. K performanci se dostala pfes socharstvi, jemuz se dosud
paralelné s performanci vénuje. Od r. 1989 do dnesSka uskutecnila devatenact performanci v galerijnich
a alternativnich prostorech v Cardiffu, Arnhem, Maastrichtu, Edinburghu, Nijmegenu, Zurichu a Vidni. K
nejvyznamnéjSim z nich patfi: Sweat Heat - Cardiff, 1989; Honeyed Words, Sivered Tongues - Arnhem,
Ave Fest, 1989; Residual Ash - Maastricht, 1989; Visionary Mountains - Cardiff, 1990; Continuum -
Nijmegen, Gastatelier Elba, 1991; uc¢ast na skupinovém projektu Life is Strange - Zirich (Shedhalle),
Viden (Galerie Theruezbacher), 1991: Bend over Backwards, Stichting Time; What is mean |S - Zurich,
Raum F, 1992; The Upper Hand - Zirich, Sund and Schande Bar, 1992. Zije v Zlrichu ve Svycarsku.

BIOGRAPHY

Born in North London, England, in 1962. Studied at the Swinden School of Art and Design (1985-1987)
and at the Cardiff School of Art and Design, First Class Honors Degree, Fine Arts (1987-1990). In 1990,
she was awarded the Helen Gregory Memorial. She came to performance via her work in sculpture, to
which she continues to devote herself to in addition to performance. Since the year 1989, she has realized
19 performances in galleries and alternative spaces in Cardiff, Arnhem, Maastricht, Edinburgh, Nijmegen,
Zlrich, and Vienna. The most well-known of the include Sweat Heat - Cardiff, 1989; Honeyed Words,
Silvered Tongues - Arnhem, Ave Fest, 1989; Residual Ash - Maastricht, 1989; Visionary Mountains -
Cardiff, 1990; Continuum - Nijmegen, Gastatelier Elba, 1991; part of a group project Life is Strange -
Zurich (Shedhalle), Vienna (Galerie Theruezbacher), 1991; Bend Over Backwards, Stitching Time, What
Is Mean Is - Zlrich, Raum F, 1992; The Upper Hand - Zurich, Sund and Schande Bar, 1992. Ms. Austen
lives in Zurich, Switzerland.



Servie Janssen

P
A
'45’;’9:‘

%







Holandska prace /pocta P. Mondriaanovi/

Dutch work /Hommage to P. Mondriaan/

ODPOVEDI -
1a. Od roku 1975 uz nebyl zadny dlGvod k pokra¢ovani v malbé. Orientace na "nova média" generovala
nova vychodiska. VSechny tyto experimenty mé dovedly k performancim, jako pfimé a zcela nové
discipliné.

Védél jsem o surrealistech, dada a Fluxu, ale jesté jako "mlady pes" jsem chtél sam v aktualité chvile
udeélat praci. To trvalo do 1981-82. Nyni jiz zase maluji v ateliéru.
b. Od zacCatku sveho uméleckého plsobeni jsem se Siroce orientoval. Kreslil jsem, psal jsem texty a také
jsem jesté maloval, abych si zachoval kontakt se svym plavodnim talentem.
c. V obdobi 1975-1981 bylo dllezité vidét dimenze mimo ateliér jako stejné vyznamné, orientovat se na
pouziti a prizkum novych elementl jako instrumentaria té doby. Obsahové byla nezbytna a urgentni
primost mySlenky a konani a snaha ukazat je v jejich nevyhnutelné a zraniteiné podobé.
2. Kazdeé dilo - pokud je dobré - je unikatni; v tom se performance odliSuje od ostatniho vytvarného uméni
jen elementem spektaklu a udalosti. Nakonec v$ak plati tytéz zakony. Jsou trpce $patné performance,
protoze tyto zakony jesté neznaji nebo s nimi nepracuiji. Divadelni svét tento problém skvélym zplisobem
vyresil, aniz by néco k témto zakonim pfidal a aniz by tuto hranici preSel. Tento problém je pravé
ustfednim v performancich (v periodé mé tvorby 1975-1981 velmi jist&).
3. Zjevne existuji cykly, protoze také dnes se opét mladi umélci citi byt pfitahovani touhou pokracovat a
provadet "nekompromisni" prizkum. Ale mnozi - prili§ mnozi - objevu;ji jiz dfive objevené a plytvaji tak
znalostmi a informacemi z nejmladSich déjin uméni. Je mou zkusenosti, Ze mnozi umélci neradi &tou.

Budou vzdy existovat "nomadi", knézi, Samani, basnici, kouzelnici, podvodnici, diletanti, umélci a k
nebi se vzpinajici jedinci. VZdy znovu si vytvori prostor pro svoje aktivity.
4. Ano. Je mou zkusSenosti, ze charakter sympozia nebo festivalu s okrajovymi udalostmi a stalymi misty
setkani je pro performance nejlepsi platformou.

Dokonce i diskuse s pfednaSkami a vice intelektualni témata nebo ramec davaji praci hloubku a
umoznuji pfistup k tomu, co umélci fakticky délaji a zamysleji. VzruSeni a spektakl probouzeji "spici
spolecnost".



RESPOND
1a. Since 1975 there was no more any reason to continue painting. The focus on "new media" generated
new starting points. All the experiments brought me to performances as a direct and completely new
form of art.
| knew about surrealists, dada and Flux, but as a young dog | wanted to do the work alone in the actuality
of the moment. That lasted until 1981-82. Now | paint again in the studio.
b. Since my beginnings in the arts | have always had a very broad focus. Drawings, texts, paintings in
order to keep in contact with my original talent.
c. In 1975-1981 it was important to see dimensions outside the studio as being of the same importance,
to focus on the use and research of new elements as instruments of the time. In terms of contents, the
presence of an idea and action and the effort to show them in their unavoidable and vulnerable nature
were necessary and urgent.
2. Every work, if good, is unique. In this respect performance differs from other visual arts only by the
element of spectacle and event. In the end the same laws apply. There are bitterly bad performances,
because they do not know the laws yet or they do not use them. The world of theatre has resolved the
problem in a wonderful way without adding anything to the laws or crossing the boundary. This problem
Is of central importance in performances (at least it certainly was during my performance time in 1975-1981).
3. Obviously, there are cycles, because today again young artists feel the attraction of the desire to
continue and to do an "uncompromising” research. But many - perhaps too many - rediscover the wheel
and thus waste the knowledge and information from the newest history of art. | have an experience that
many artists dislike reading.

There will always be "nomads", priests, shamans, poets, magicians, swindlers, diletants, artists and
individuals reaching for the stars. They will always create a space for their activities.
4. Yes. It is my experience that the character of a symposium or festival with marginal events and
permanent meeting places is the best platform for performances.

Even discussions with lectures and more intellectual topics or framework add depth to the work and
offer access to what artists actually do and intend to do. Excitement and spectacle can wake up the
"sleeping society".

ZIVOTOPISNA DATA

Narozenvr. 1949 v Eindhovenu v Holandsku. Studoval na Méstské akademii v Maastrichtu (1967-1971),
Akademii sztuk pieknych v Krakoweé (1971-1972 - stipendium polske vilady), Akademii Jana van Eycka
v Maastrichtu (1972-1975). V r. 1976 dostal cestovni stipendium kanadské viady, v r. 1981 obdrzel od
mésta Nijmegen cenu Karla Velikého. Od r. 1973 do dneSka realizoval celkem jednapadesat performanci
a environmentalnich instalaci. Paralelné se zabyval také zvukovymi performancemi a deklamacemi textu
(Nietzsche v Lédzi, 1981 v Lédzi, ad.), filmem, videem, vytvofil nékolik knih objektu a vydal celkem tfinact
vlastnich knih (Dimensies van stilte en mythe, 1974; Het Massief, 1982; Hz, 1989, ad.). Vedle toho se
zabyva malbou a kresbou a vytvarenim objektl. Vybér z performanci: Analyse van het alfabet - Jan van
Eyckacademie, Maastricht, 1975; Highland platform navigation - Halifax, Anna Leonowens Gallery, 1976;
Der Zauber bleibt durch die Ruhe bis in Morgenlut - Galerie Michael Leaman, Dusseldorf, 1977; Wilfeiten
en Intuitie - Stichting De Appel, Amsterdam, 1978; All values of things glitter on me - Galerie Remont,
Warszawa, 1978; Glaswand - Le Cinéma, Lyon 1979; Dutch work - Works and Wods Festival, Amsterdam,
1979; Sheetrock, Franklin Furnacé / Brodway 626, New York, 1980; Tri konstrukce_ - Konstrukcija v
procesie Lodz, Lodz, Lublin, Warszawa, 1981; Flux Fosfori - Lokaal 01, Breda, 1985. Zije v Nijmegenu.

BIOGRAPHY

Born in 1949 in Endhoven, Holland. Studied at the Stadsakademy in Maastricht (1967-1971), Akademia
sztuk pieknych in Krakow (1972-1975 on a stipend from the Polish government), and the Jan van Eyck
Academy in Maastricht (1972-1975). In 1976 he received a traveling scholarship from the Canadian
government, and in 1981 he was awarded the Charlamagne prize by the city of Nijmegen. Since the year
1973, he has executed, in all, 51 performances and environmental installations. At the same time, he is
involved with sound performances and recitation of texts (Nietzsche in Lodz, 1981 in Lodz, etc.), films,
videos, and he produced several book-objects and 13 of his own books. (Dimensies van stilte en mythe,
1974; Het Massief, 1982; Hz, 1989; and others). He also engages in painting and drawing and making
objects. Selected performances: Analyse van het alfabet - Jan va Eyck Academy, Maastricht, 1975;
Highland Platform Navigation - Halifax, Anna Leonowens Gallery, 1976; Der Zauber Bleibt durch die
Ruhe bis in Morgenlut - Galerie Michael Leaman, Dusseldorf, 1977; Wilfeiten en Intuitie - Stichting De
Appel, Amsterdam, 1978; Glaswand - Le Cinéma, Lyon, 1979; All values of things glitter on me - Galerie
Remont, Warszawa, 1978; Dutch Work - Works and Words Festival, Amsterdam, 1979; Sheetrock,
Franklin Furnace - Broadway 626, New York, 1980; Three constructions - Konstrukcija v procesie L6dz,
Lodz, Lublin, Warszawa, 1981; Flux Fosfori - Lokaal 01, Breda, 1985. He lives in Nijmegen.
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TFi songy o pohybu

Three Songs of Movement

ODPOVEDI

1 a. Lidské télo mé fascinuje jako misto a moment setkavani a treni mezi materialnem a nematerialnem,
racionalnem a iracionalnem. Je to na$ nastroj vnimani, nastroj reflexe, oblast vyzkumu a objevu. Pro
mne je tanecni performance idealnim prostredkem pro reflektovani a oslavu a jiny Zivot.

1 b. Performance je mou nejdulezitéjsi tvaréi ¢innosti.

1c,viz1a

2. Miluji jedineCnou pfimost performance. Je v ni pouze energie, zadny materidl, zadny produkt, pouze
horkost byti.

3. Postaveni akéniho uméni ve vytvarném umeéni bude ziejmé vzdy okrajové, ale zasadné dllezité.

4. Byla jsem velmi spokojena s organizacni i kvalitativni strankou FACTUM |. Misto, atmosféra, formalné
neformalni kvalita, to vSe bylo nadherné. Podle mne by bylo idealni (pokud je to mozné) stejny pocet
umeélcu rozlozit do dvou dnu, aby bylo vice ¢asu na diskuse, vymény nazorl... Pro mne tu vznika jedna
otazka, a to kolik Casu v ramci performance samotné by mélo byt poskytnuto pro dokumentaci. Podle

mne bylo fotografovani a nataceni pfilis v popredi.

RESPOND

1 a. The human body fascinates me as place and moment of meeting and friction between the material
and the immaterial, the rational and the irrational. It is our instrument of perception, a tool of reflection,
a region of research and discovery. To me dance performance is an ideal means of reflecting upon and
celebriting and other life.

1 b. Performance is my most important artistic activity.

1c.seel1a

2. | love the unique directness of performance. There is nothing but energy; no material, no product,
only the heat of being.

3. The space for action art in the visual arts will probably always be marginal but of central importance.
4. | was very satisfied with the organizational and qualitative sides of FACTUM I. The site, the atmosphere,
the formal-informal quality were wonderful. | would find it ideal, /if possible/ to have the same number
of artists spread over two days, in order to give more time for discussion and exchange...The one question
which arose for me was how much space inside the performance itself should be allowed for documentation.
To me the fotographing and videoing was too prominent.



ZIVOTOPISNA DATA

Narozena v r. 1958 v Cooperstown v USA ve staté New York. V letech 1978 -1981 studovala tanec
v Laban Centre for Movement and Dance v Londyné a u E. Opplingera a E. Nemetha v Zirichu. Vlastni
invenci dalekosahle presahla oblast tance smérem k performanci. Jeji viastni pojeti se nachazi na pomezi
obou (s tancem zustava spjata uplatnénim choreografie a hudby) a je mozné je oznacit za tanecni
performanci. Od r. 1984 uskutecCnila tane¢ni performance v Kunsthalle v Basileji, Foyer Stadt-Theatr v
Basileji, Kunsthalle v Bernu, The Kitchen v New Yorku, Centro teatrale di Sangeminiano v Modené,
Centro teatrale di Pontedera, Santarcangelo dei teatri, Kunstmuseum v Dusseldorfu, Documenta 8 v
Kasselu, Festival der Fraune v Hamburgu, Avignonském festivalu a dale v Marseilles, Cannes, Berlinég,
Munsteru, Praze, Freiburgu, Hannoveru, Luzernu, Zirichu, Bernu, Winterthuru, Dornbirnu, Moskvé,St.
Petersburgu, Modene, Milanu, Barcelloné, Bruxellu, Liége. V 1990 byla hostem Berliner Kiinstlerprogra-
mmes de DAAD, na prelomu 1991 a 1992 realizovala choreografii divadelniho projektu Démonu F. M.
Dostojevského v St. Petersburgu a v témze roce performanci "femmes accroupies" s Dorotheu Schiirch
v Dusseldorfu a Zurichu.

BIOGRAPHY

Born in Cooperstown /New York/ in 1958. In the years 1978-1981, she studied dance at the Laban
Centre for Movement and Dance in London, and with Opplinger and Nemeth in Zirich. The wide-ranging
penetration of the sphere of dance into performance is her own invention. Since 1984 she has had dance
performances in the Kunsthalle and in the Foyer Stade-Theatr in Basel, the Kunsthalle in Bemn, The
Kitchen in New York, Centro teatrale of Sangeminiano in Modena, Centro teatrale of Pontadera, San-
tarcangelo dei teatri, the Kunstmuseum in Dusseldorf, Documenta 8 in Kassel, Festival der Fraune in
Hamburg, the Avignon festival, and others in Marseilles, Cannes, Berlin, Mlnster, Prague, Freiburg,
Hanover, Luzern, Zurich, Bern, Winterthur, Dornbirn, Moscow, St. Petersburg, Modena, Milan, Barcelona,
Brussels, and Liege. In 1990 she was a guest at the Berliner Klinstlerprogrammes de DAAD; at the turn
of the year 1991-1992, she did the choreography for a theatrical project of Dostoyevsky’s Demons in St.
Petersburg; and this year, she performed "femmes accroupies" with Dorothea Schiirch in Diisseldorf and
Zrich.
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Zvuky, télo, dech,...

Sounds, body, breathing, ...

ODPOVEDI

1. Byl to telefonat z Bratislavy. Zeptali se mé, jestli mohu udélat néjakou performanci a ja fekl, ze ano.
b. Ani vyluéné, ani "nevylucné". Pro mne neni velkého rozdilu mezi malovanim obrazu, Ci délanim
performance. Myslim si, ze tak jak nemaluji klasicky obraz, tak také nedélam klasickou performanci.
Nékdy se pro mne stava malovani obrazu performanci a nékdy se pro mne stava performance hudbou.
c. Jsem rad, ze to nevim, mam z téch slov hrlzu.

2. Co mne zajima na performanci, je okamzik, chvile, kdy pfedstupuji pred lidi a nevim presne, co se
bude dit. Nic se neda opravit. VSechno se déje ted a pouze ted.

3. Velmi Siroka otazka. Nékdo déla uméni jako disciplinu. Ja ho délam proto, abych se nezblaznil, proto
nemohu podat hodnoceni.

Jaké misto bude zaujimat performance v budoucnosti? Budoucnost v uméni (nastésti) neexistuje, je

to posledni oblast, kde muze byt Clovék svobodny a proto budu branit uméni pfed budoucnosti, jak to
jen pujde, z toho plyne, ze je mi upiné fuk, co se s performanci stane.
4. Vadilo mi pouze jedno vriskajici diteé - nemohl jsem se soustredit. Mozna, ze by to chtelo trochu
propracovaneéjsi rezii. Jako divak bych pfivital, kdyby to "Slapalo”. Po klidné véci, pracujici s casem, by
se mél objevit néjaky narez ¢asem se nezabyvajici apod. Ale chapu, ze vytvaret show pro divaka by
mohlo celou akci potopit.

Potom mné takeé chybél stanek s obCerstvenim, ale jinak to bylo fajn.

RESPOND

1. It was a phone call from Bratislava. They asked me whether | could do a performance and | said yes.
b. Neither exclusively, nor "non-exclusively". For me there is no big difference between painting of a
picture or doing a performance. | believe that as | do not paint classical pictures | do not do classical
performance and sometimes performance becomes music for me.

c. I am glad | do not know. | am scared by these words.

2 Most interesting for me in performance is the moment when | confront the audience and do not know
exactly what will happen. Nothing can be corrected. Everything is happening now and only now.

3. A very broad question. Someone does art as a discipline. | do it not to get mad, therefore | cannot
evaluate.

What will be the future place of performance? Future does not exist in art (fortunately), it is the last
sphere where one can be free and therefore | will defend art against future as much as | can. It means
that | do not care at all what will happen to performance.

The only problem | had was a screaming child - | could not concentrate. Perhaps a better planned
direction could help. As a viewer | would wish it to "move on". After a peaceful thing working with time,
there should come something real big, not dealing with time, etc. Bud | understand that making the show
for the audience would kill the whole thing.

And | missed a food and drink stand. Otherwise, it was real fine.



ZIVOTOPISNA DATA

Narozen v r. 1953 v KosSicich. Studoval na Statni konzervatori v Brne (1970-1975). Pallovy akce a
performance jsou jen cCasti jeho konceptualni vytvarné aktivity, jez nachazi dale svij vyraz v jeho
knihach-objektech, knihach-textech, kresbach, obrazech, objektech a plastikach. Od r. 1980 realizoval
presné nezaznamenanou fadu akci a performanci v galerijnich a alternativnich prostorach i volné krajine:
v Brné, Praze, Bratislave, Vysokych Tatrach, Hammerslagu, Grazu, Vidni, Salzburgu, Pafrizi, Plasich, aj.
Veskere Pallovy aktivity jsou tematizaci autorovy bytostne potreby dobirani se pritomnosti, byti v pritom-
nosti, jez spojuje jen na prvni pohled protikladne aspekty jeho prace (meditaci, vaznost, humor a hravost)
a vysvetIUJe jeji paradoxy - autorovu snahu byt mimo déjiny. Na Pallovo pojeti performanoe mela téz vliv
jeho orientace k hudbé; sam pusobi jako profesionalni hudebnik. V tomto smyslu téz jeho Cinnost ve
skupiné Florian, kterou zalozil s P. Kvicalou a M. Magnim, je nedilnou a organickou soucasti jeho vyse
zminénych aktivit. Netradicni hudebni projev Florianu, pojici se s ritualizovanou, meditativni i hravé
humornou ¢innosti, Ize oznacit za hudebni performanci.

Vybeér z autorovych performanci a akci: 24 hodinova cara - Galerie Na bidylku, Brno, 1980; Cesta za
dotykem - Vysoké Tatry, 1983; 5 hodin dechu - Galerie Na bidylku, Brno, 1991; performance na Festivalu
intermedijalnej tvorby kostel U klarisek, Bratislava, 1991; performance na mezinarodnim symposiu Hermit,
Klaster v Plasich, 1992; Cesky kamen do Evropy - Viden, Salzburg, Pariz, 1992.

BIOGRAPHY

Born in 1953 in Kosice. Studied at the State Conservatory in Brno (1970-1975). Pallas’ actions and
performances are only part of his conceptual artistic activities which find further expression in his
book-objects, book-texts, drawings, paintings, objects and sculptures. Since the year 1980, he has realized
a series of actions and performances, not precisely documented, in galleries, alternative spaces and the
open countryside in Brno, Prague, Bratislava, the High Tatras, Hammerslag, Graz, Vienna, Salzburg,
Paris, Plasy, etc. All of Palla’s activities are thematizations of the author’'s essential need to try to
comprehend the present, to be in the present, which connects the seemingly contradictory aspects of
his work (meditation, gravity, humor, and playfulness) and explain its paradoxes the author’s struggle to
be outside of history. In Pallas’ conception, performance has been influenced by his orientation to music
and his own work as a professional musician. In this sense, his work with the group Florian, which he
started with P. Kvi¢ala and M. Magni, constitutes an mtegral and organic part of his more well-known
activities. The non-traditional musical expression of Florian, connected with ritualized, meditative, or
playfully humorous experiences, could be referred to as musical performance. Selected performances
and actions: 24- Hour Line - Gallery Na bidylku, Brno, 1980; Road to Touch - the High Tatras (Vysoke
Tatry), 1983; Five Hours of Breath - Gallery Na bidylku, Brno, 1991; a performance at the Festival of
Intermedial Creation, Church of St. Clare Order (Kostel U klarisek), Bratislava, 1991; a performance at
the International Symposium Hermit, Plasy cloister, 1992; the Czech Stone Joined to Europe - Vienna,
Salzburg, Paris, 1992.



i
o
7

’ ;/ . .’ g ’ . 7 o ‘ ’f 7 . 77 i 7 7
7 ) 5 7 L . . 6 .
7 i % o L
” / ’ .
7 ’ ‘ J’
e . /4- .
| .

.
o

’ 6} %@9 G "‘%
7 / o

7 /
/ ﬁ”’."{” 7
A
/”4,,,/"’#’ ’M{
//#’?%’ .
o
/’4%}4% G
.
- i

7

i
7

S
S
5

S
SRR
o =
\%\*“
S5
S

o
*/
i

i
.
i

f»

] o 7
% o
i
.
g

T
e
o
fﬁ i 7
i
i
e
A

4

s
7
i

.
G

i







Akce pro Narodni galerii

Action for the National Gallery

ODPOVEDI

K performanci mne pfivedla pozornost k té€lesnym i dusevnim procesum v tvuréim pristupu ke skute¢nosti,
zkoumani vztahu tvurce-tvorivost-tvorené.

Konkrétnim zlomovym momentem byla zkusenost destrukce objektu - produktu vytvarné ¢innosti, ktera
mne pfirozené orientovala na aktivitu samu, az k soustiedéné bezpredmétnosti, v niz se zjevuje krasa
pomijivosti. To ovSem neznamena bezpodminecné zatraceni pfedmétu. Otazka védomi je klicova a
vedomi promeénlivosti zaklada jiné chapani skutecnosti, v némz predmét nabyva nové kvality. Proto pracuiji
nejcastéji s multimedialnimi strukturami, kde performance je pouze jednou z vyrazovych metod. V kom-
plexnim dile otevrené tvary integruji nejen prostredi a kontext, ale jejich soucasti byva | autor.

Pozornost nalezi tvuréi situaci jako takové - v ni se odevzdavam spoluucasti na "velkem dile", jez
manifestuje samo sebe.

V umeleckém svété se Cas od Casu dostava akéni uméni do mody, tak jako se jindy ocita v nezajmu.

Ve svété uméni vdak mélo, ma a bude mit vzdy sve nezastupitelne misto.

Zda se mi, ze situace sou¢asného vytvarného umeéni na konci 2. tisicileti odpovida celkové situaci
vyvoje svéta. Do soudasného uméni véeobecné vzato patfi souCasna tvorba australskych Aboriginall
stejné jako Joseph Kosuth, Jeff Koons nebo Jan Hana. Co nahlizim, je nehomogennost koncepce, kde
jedni mluvi o "koze" a druzi o "voze".

Za pozitivni povazuji to, ze se Factum | stalo faktem, ze doslo konecné k posunu v dosud ustrnulé
pozici NG smerem k zivému umeéni. Nedostatky organizace vyvazil entuziasmus organizatora a prislib
lepsich zitrku. Odnasim si dojem pfijlemného podvecera po poctivé vykonané praci.

RESPOND

| was lead to performance by focusing on physical and mental processes in a creative approach to
reality, by studying the creator-creation-created relationship.

An experience with a destruction of an object produced by artistic activity was the specific turning
point which made me focus on the activity itself; it in turn lead to concentrated abstraction in which the
beauty of the transient appears. It does not, of course, mean a complete disappearance of an object.
The issue of awareness is the key one and awareness of a change forms a different vision of reality in
which the object acquires a new quality. Therefore, | mostly work with multimedia structures where
performance is just one of the methods of expression. In a complex work open forms integrate not only
the environment and context but usually also the author.

Attention belongs to the creative situation as such - in it | participate in the "big work" which manifests
itself. :

From time to time action art becomes fashion in the world of art, some other time it attracts no interest
at all.

But it has had, has and will have an irreplaceable role in the world of art.

It seems to me that the situation of the contemporary fine arts at the end of the 2nd millennium
corresponds to the general situation of the world. In general terms, contemporary art includes both the
works by Australian Aborigines and works by Joseph Kosuth, Jeff Koons or Jan Hana. What | see is a
lack of homogeneity in conception, that is talking of cross purposes.

| believe it is positive that FACTUM | has become a fact, that there has been a shift in so far rigid
position of the National Gallery toward living art. Problems in organization have been balanced by the
organizer’s enthusiasm and promise of a better tomorrow. | take with me a feeling of a pleasant afternoon
after a well done work.



ZIVOTOPISNA DATA

Narozen v r. 1957 v Brné. Studoval na Akademii vytvarnych uméni v Praze (1976-1982, sochafrstvi,
architekturu). Rullerova cesta k akénimu umeéni vysla ze sochatrstvia byla ovlivnéna jeho vlastni zkusenosti
s divadlem (v I. 1982 - 1987 spolupracoval s brnénskym Divadlem na provazku jako herec). V r. 1974
uskutecnil svoji prvni akci Cestou v jeskyni Pekarna v Moravském krasu a od te doby realizoval témer
ke stovce performanci, prezentaci, happeningl, eventl, ceremonialu, situaci a akci-instalaci. K hlavnim
z nich patti: To be or not to be - Svéduv stal, Moravsky kras, 1979; Véci - Expanded Theatre, Medzyzdroje,
1983: Pradeni na konci chodby - radnice, Brno, 1984; S kuzi na trh - Junior klub Chmelnice, Praha,
1985; Dialog (s B. Nielsonym) - Maximal Art Gallery, Poznan, 1985; u€ast na Black Market - Galerie
Megert, Bern - Belluard Bollwerk Fest, Fribourg - Kinstlerhaus Stuttgart, 1986; Fish and soya Beens (S
Minem Tanakou a Mai Juku), 1988; Otevirani - Oteviena situace, Praha, 1989; Obcansky projev -
University Tennessee, Knoxvill - N. York U.S.C., U.C.L. A, LAM.A.G. - Los Angeles, 1990; TvUj Pro-jev
- Museum of Moderne Art, Oxford, 1990; Novy pro-jev - P.S.122, New York / Colledge of Design,
Passadena /Camerawork, San Francisco/ Centre Georges Pompidou, Paris, 1990; New York Mandala
- P.S.1, New York. Vedle akci se zabyva také tvorbou architektonickych realizaci. Zije v Brné a v Praze.

BIOGRAPHY

Born in Brno in 1957. Studied at the Academy of Fine Arts in Prague (1976-1982, sculpture and
architecture). Ruller's path to action art came out of sculpture and was influenced by his own personal
experience with the theater (in the years 1982-1987, he worked as an actor at Brno’s Divadlo na provazku).
He performed his first action, Path in Pekdrna Cave, in the Moravian karst in 1974 and since that time
he has realized almost 100 performances, presentations, happenings, events, ceremonials, and action-
installations. Major works include: To Be Or Not To Be - Swedish Table, Moravian Karst, 1979; Things
- Expanded Theatre, Medzyzdroje, 1983; Raising Dust at the End of the Hall - Town Hall, Brno, 1984;
Risking One’s Skin - Junior klub Chmelnice, Prague, 1985; Dialogue (with B. Nielson) - Maximal Art
Gallery, Poznan, 1985; participation in Black Market - Galerie Megert, Bern - Belluard Bollwerk Fest,
Freiburg - Klinstlerhaus, Stuttgart, 1986; Fish and Soya Beans (with Min Tanaka and Mai Juku), 1988;
Opening - Oteviena situace, Prague, 1989; Civic Show - University of Tennessee, Knoxville, New York,
U.S.C., UC.LA., L AMA.G. - Los Angeles, 1990; Your Expression - Museum of Modern Art, Oxford,
1990; New Expression - P.S. 122, New York, College of Design, Pasadena, Camerawork, San Fransisco,
Centre Georges Pompidou, Paris, 1990; New York Mandala - P.S.1, New York. In addition to these
actions, he also takes part in the creation of architectonic realizations. He lives in Brno in Prague.
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Chozeni

Walking

ODPOVEDI

Jelikoz sam nevim dostate¢né presné, co rozumeét performanci, tézko se mi odpovida na tyto tak
kategoricky kladené otazky, vychazejici z urCité obecné, i kdyz ne primo vyslovené pfedstavy o ni.

Existuji nazory, ze performanci se muze stat cokoliv, co existuje nebo co si pfejeme, aby to bylo.

Pro mne je dulezity proces. V okamzitém prostoru za ucastenstvi téla byt v prostoru vzpominek.
Artikulované a neartikulované je zde jedno.

Nékdo dalsi muze toto napéti vnimat jako dramatickou udalost. Nemusi vSak byt jedno, ale zaroven i
muze a je jedno, zda se na to nékdo diva ¢i nediva. Ritualni chovani od slova "ritual" tu ma vybledlé
obrysy néceho sjednoducujiciho, co chybi.

Toto je asi typické pro performanci dnes a tim se i liSi od komplexnich uméleckych projevu davné
minulosti (nebo "necivilizované" pritomnosti), kde ovSem utvareji témér nerozliSitelnou celistvost zivota s
jeho rytmy vSednosti a svatku.

Mnée osobné se na Faktum | nepracovalo dobfe. Mam vSak dojem, ze pro nasi kulturni verejnost to
byla udalost pozitivni, a to zvlasté stastnym konfrontovanim velmi riznych pristupt v chapani akéni
povahy uméleckého projevu, navic v sepéti s prostfedim muzea jako instituce, podilejici se na formovani
a prezentaci hodnot. Pravé ale toto prostfedi muzea a z toho vyplyvajici prisouzena role publiku jako
ucastnikum poucné podivané byly pro mne rusivé.

O to prirozenéjsi se mi zdalo letosni pracovni setkani v klausure plaského Hermitu, kde maska muzea
chybéla jak prostredi, tak lidem. Pobyt zde se stal ucastenstvim naprosto vSem.

RESPOND

Since | do not know exactly what to understand under performance it is difficult for me to answer
these categorically asked questions based on a certain general though not directly articulated idea about
it.

There are opinions that anything what exists or what we wish it to be can become a performance.

For me important is the process. In the space of the moment with the participation of the body to be
in the space of memories. Articulated or non-articulated, it is not important.

Someone else may perceive tension as a dramatical event. It may not be indifferent but at the same
time it may and is indifferent whether someone watches or not. Here ritual behaviour, derived from the
word "ritual”, has blurred shapes of something which unites, which is missing.

It iIs perhaps typical for the performance today a it is what distinguishes it from complex artistic
expressions of the past or "uncivilized" present where they, however, from almost undistinguishable
integrity of life with its rhythms of normal days and feasts.

For me FACTUM | was not the right place to work. But | have a feeling that for our public it was a
positive event, especially thanks to the fortunate combination of different approaches to the understanding
of the action nature of an artistic expression and all this combined with the environment of a museum
as an institution taking part in forming and presenting values. But exactly this museum environment and
the resulting role of the audience as partlolpants in an instructive presentation was what disturbed me.

For me more natural was this year's working meeting in the seclusion of the Plassy Hermit where
neither the environment nor the people wore the mask of a museum. To be there meant to participate
for all.



ZIVOTOPISNA DATA

Narozen 1947 v Jablonci nad Nisou. Studoval na Stfedni umeéleckoprimyslové Skole pro zpracovani
kovu a kamene v Turnove (1962-1966), Filosoficke fakulté Univerzity Karlovy v Praze (déjiny uméni a
estetiku 1970-1976 a vytvarnou vychovu 1974-1978 - Z. Sykora). Od r. 1990 je profesorem na AVU v
Praze. AkcCnost a télovost jsou charakteristickymi rysy Sejnovy mnohostranné konceptualné zameérené
vytvarne prace v krajiné, jejimz hlavnim tématem je velké téma pfirody, jiz od jejich pocatku. V pribéhu
vyvoje autorova dila se zminény procesualni aspekt v jeho tvorbé osamostatnoval v relativne svébytnou
a nakonec zcela samostatnou vyrazovou formu projevu. Ta si vSak stale uchovava vazbu k umélcovym
puvodnim tvurcim vychodiskim. U Sejna je dospéni k akci a performancj vysledkem procesu jako cesty
sebepoznavani; s necim obdobnym se setkavame i u Pally a Austen. Sejnovy prvni prace, v nichz je
explicitné akcentovana pritomnost umeélcova subjektu v interakci s prostiedim, jsou jeho fotograficky
dokumentované kresby plamenem v jeskyni Mazarna ve Velké Fatfe z r. 1982. Na né navazuji dalsi
podobné akce, které maiji jiz charakter soukromych ritualt: Padajici slunce 23. 6. 1983 - Zebin u Ji¢ina,
Ke slunci, 21. 6. 1983 - Cesky raj atd. V poslednich letech realizuje autor soukromé akce - instalace a
verejne performance mimo prirodni ramec v architektonickém prostoru: akce-instalace na vlastni vystavée
Cara - Galerie Csl. spisovatele, Praha, 1991; performance Space - |X. Festival internationale di poesia,
musica, video, performance, danza e teatro, Milano, 1991; performance Hluboké znéni a Hermit -
mezinarodni vytvarné sympozium Hermit - 92 klaster Plasy, 1992. Zije v Ji¢iné a v Praze.

BIOGRAPHY

Born in 1947 in Jablonec nad Nisou. Studied at the Secondary Art School for the Refinement of Metals
and Stone in Turnov (1962-1966), at the Faculty of Arts of Charles University in Prague (art history and
esthetics 1970-1976, and art education 1974-1978 - Z. Sykora). Since 1990 he has been professor at
the Academy of Fine Arts in Prague. Action and corporeality are the characteristic features of Sejn’s
many-sided, conceptually focused creative work in the landscape, whose main theme is the great theme
of Nature, since its very beginnings. In the course of the development of the artist’'s works the said
process-like aspect of his creation was transformed through self-awareness into a relatively original, and
finally quite individual form of artistic expression. The link with the original creative points of departure
of the artist is still there, though. Sejn has arrived at action and performance through the process of
self-perception; something similar can be found in Palla and Austen. Sejn’s first works in which the
presence of the artist’s subject in the action - interaction with the environment is explicitly accepted are
his photographically documented flame drawings from Mazarna cave in the High Fatra from 1982. Those
have been followed by other, similar actions, which take on the character of private rituals: Falling Sun
June 23, 1983 - Zebin u JiCina, Towards the Sun, June 21, 1983 - Cesky raj and others. In recent years
the artist has been accomplishing private actions - installations, and public performances outside the
framework of nature, in architectural space: action-installation at his own exhibition Line - Gallery Cs.
spisovatel, Prague, 1991; performance Space - IX. Festival internationale di poesia, musica, video,
performance, danza e teatro, Milan 1991; performance Deep Resounding and Hermit - International Art
Symposium Hermit - 92, Plasy cloister, 1992. He lives in JiCin and in Prague.
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Zahajeni festivalu

/M. Sejn, M. Palla,

P. Kvicala, Y. Austen,
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Opening of the festival
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Divaci pri zahajeni festivalu

Spectators during _
the opening of the festival
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FACTUM I
Mezinarodni festival akéniho uméni

Narodni galerie v Praze
Sbirka ceského socharstvi 20. stoleti

Zamek Zbraslav, 9. 9. 1992

Koncepce a organizace festivalu, uvodni text katalogu Jifi Zemanek
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