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Uméleckd rada / Art Board >
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Dean of the Faculty of Fine Arts of Brno University of Technology
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Vybér umélecké rady / Art Board Selection >

Jifi David

* 28.8.1956, Rumburk (Ceska republika / Czech Republic)

zije a pracuje v Praze / lives nad works in Prague (Czech Republic)

studia / graduate > Akademie vytvarnych uméni v Praze / Academy of Fine Arts in Prague
WWW.Jiri-david.cz

Peter Demek

* 24.7.1980, Presov (Slovensko / Slovakia)

zije a pracuje v Brné / lives nad works in Brno (Czech Republic)

studia / graduate > Fakulta vytvarnych uméni, Vysoké uceni technické v Brné / Faculty of Fine Arts,
Brno University of Technology

Eva Eisler

* 27.7.1952, Praha (Ceskd republika / Czech Republic)

zije a pracuje v Praze a v New Yorku /

lives nad works in Prague (Czech Republic) and in New York (USA)
studia / graduate > Parsons School of Design, New York

Pavel Hosek

*10.9.1976, Zlin (Ceska republika / Czech Republic)

zije a pracuje ve Vysokém Myt¢ a v Praze /

lives nad works in Vysoké Myto and Prague (Czech Republic)

studia / graduate > Akademie vytvarnych uméni v Praze / Academy of Fine Arts in Prague

Jozef Jankovi¢

*8.11.1937, Bratislava (Slovensko / Slovakia)

zije a pracuje v Bratislavé / lives nad works in Bratislava (Slovakia)
studia / graduate > Vysokd $kola vytvarnych umeni, Bratislava /
Academy of Fine Arts and Design, Bratislava
www.artgallery.sk

Ladislav Jezbera

*29.12.1976, Hotice v Podkrkonosi (Ceska republika / Czech Republic)

zije a pracuje v Domasové u Brna / lives nad works in Domasov u Brna (Czech Republic)
studia / graduate > Fakulta vytvarnych uméni, Vysoké uceni technické v Brné /

Faculty of Fine Arts, Brno University of Technology

Pavel KorbiCka

*2.10.1972, Brno (Ceskd republika / Czech Republic)

zije a pracuje v Brné / lives nad works in Brno (Czech Republic)

studia / graduate > Akademie vytvarnych uméni v Praze / Academy of Fine Arts in Prague
http:/ans.ffa.vutbr.cz/pavelkorbicka.html

Marius Kotrba

*30.9. 1959, Celadni (Slovensko / Slovakia)

zije a pracuje v Roznové pod Radhos$tém /

lives nad works in Roznov pod Radhostém (Czech Republic)

studia / graduate > Akademie vytvarnych uméni v Praze / Academy of Fine Arts in Prague
www.kotrbamarius.cz

Hans Kupelwieser

* 8. 4.1948, Lunz an See (Rakousko / Austria)

zije a pracuje ve Vidni / lives nad works in Vienna (Austria)

studia / graduate > Hochschule fiir angewandte Kunst Wien / University of Applied Arts Vienna
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Vojtéch Mica

*11.1.1966, Praha (Ceskd republika / Czech Republic)

zije a pracuje v Praze / lives nad works in Prague (Czech Republic)

studia / graduate > Akademie vytvarnych uméni v Praze / Academy of Fine Arts in Prague
www.vojtechmica.cz

Michal Morav¢ik

*12.8.1974, Bratislava (Slovensko / Slovakia)

zije a pracuje v Bratislavé / lives nad works in Bratislava (Slovakia)
studia / graduate > Vysokd $kola vytvarnych umeni, Bratislava /
Academy of Fine Arts and Design, Bratislava
www.moravcik.sittcomm.sk

Jifi Petrbok

*28.3.1962, Kladno (Cesk4 republika / Czech Republic)

zije a pracuje v Praze / lives nad works in Prague (Czech Republic)

studia / graduate > Akademie vytvarnych uméni v Praze / Academy of Fine Arts in Prague

Lukas Rittstein

*31.7.1973, Praha (Ceskd republika / Czech Republic)

zije a pracuje v Praze / lives nad works in Prague (Czech Republic)

studia / graduate > Akademie vytvarnych uméni v Praze / Academy of Fine Arts in Prague
doktorské studium na Vysoké skole uméleckoprimyslové v Praze /

postgraduate studies at Academy of Arts, Achitecture and Design in Prague
www.lukasrittstein.com

Jaroslav Rona

* 27.4.1957, Praha (Ceska republika / Czech Republic)

zije a pracuje v Praze a v Robliné / lives nad works in Prague and Roblin (Czech Republic)
studia / graduate > Vysokd $kola uméleckopriimyslovd v Praze /

Academy of Arts, Architecture and Design in Prague

www.jaroslav-rona.cz

Cestmir Suska

* 4.1.1952, Praha (Ceskd republika / Czech Republic)

zije a pracuje v Praze / lives nad works in Prague (Czech Republic)
studia / graduate > Akademie vytvarnych uméni v Praze /
Academy of Fine Arts in Prague

Www.suska.cz

Vladimir Skoda

*22.11.1942, Praha (Ceskd republika / Czech Republic)
zije a pracuje v PafiZi / lives nad works in Paris (France)
studia / graduate > Lécole supérieure d’art de Grenoble
Ecole nationale supérieure des beaux-arts de Paris
www.baudoin-lebon.com

Pavel Tasovsky

*22.11.1960, Brno (Ceska republika / Czech Republic)

zije a pracuje v Ndmésti nad Oslavou / lives nad works in Ndmést nad Oslavou (Czech Republic)
studia / graduate > Skola uméleckych femesel v Praze / College of Arts and Crafts in Prague
Mistrovskd skola uméleckych femesel v Praze / Master Craftsmen’s Academy in Prague
www.tasovsky.com
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Benedikt Tolar

*8.2.1975, Plzeti (Ceskd republika / Czech Republic)

zije a pracuje v Manétin€ a v Plzni / lives nad works in Manétin and Pilsen (Czech Republic)
studia / graduate > Akademie vytvarnych uméni v Praze / Academy of Fine Arts in Prague

Lubomir Typlt

*6.6.1975, Jilemnice (Ceskd republika / Czech Republic)

zije a pracuje v Berliné a v Praze / lives nad works in Berlin (Germany) and Prague (Czech Republic)
studia / graduate > Vysokd $kola uméleckopriimyslovd v Praze /

Academy of Arts, Achitecture and Design in Prague

Fakulta vytvarnych uméni, Vysoké uceni technické v Brné /

Faculty of Fine Arts, Brno University of Technology

Kunstakademie Diisseldorf

www.typlt.com

Simon Wachsmuth

*20.10. 1964, Hamburg (Némecko / Germany)

zije a pracuje v Berliné a ve Vidni / lives nad works in Berlin (Germany) and Vienna (Austria)
studia / graduate > Universitit fiir angewandte Kunst Wien / University of Applied Arts Vienna
www.galeriehohenlohe.at

Petr Zubek

*17.2.1967, Frydek-Mistek (Ceskd republika / Czech Republic)

zije a pracuje v Koliné nad Rynem / lives nad works in Cologne (Germany)

studia / graduate > Akademie vytvarnych uméni v Praze / Academy of Fine Arts in Prague
Kunstakademie Diisseldorf

www.petr-zubek.de

Vybér primdtora mésta Brna / Lord Mayor of the City of Brno Selection >

Jaromir Gargulak

*5.2.1958, Brno (Ceska republika / Czech Republic)

zije a pracuje v Brné a Senetdfové / lives nad works in Brno and Senetdiov (Czech Republic)

studia / graduate > vytvarny autodidake, jind studia > Fakulta strojniho inZenyrstvi — obor slévirenské
technologie, Vysoké uceni technické v Brné / autodidact in fine arts, others > Faculty of Mechanical
Engineering, Department of Foundry Technology, Brno University of Technology
www.gargulak.cz
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Mayor of the
Statutory
City of Brno

Roman Onderka  Introduction

When a bronze caster Jaromir
Garguldk approached me and sug-
gested to turn Brno into an open air
gallery for several spring weeks, I did
not hesitate long. Sculptures would
come down from their pedestals

and mingle with people... I realized
the project might be of exceptional
nature. And I was thrilled the project
could be “ours”.

The event “Sculptures in the Streets”
— brno art open '08 was realized
thanks to the endeavour of dozens of
people and under the expert supervi-
sion of the Brno House of Arts.

For the first time this year — and I
believe it is the start of a new tradi-
tion. The ten dots in the official logo
represent ten places in the city where
sculptures by notable Czech and
foreign artist will stand for nearly

a month. And whereas most of them
will leave Brno later on, two rather

exceptional pieces will take roots here

for good: Kupelwieser’s Gonflable
—a work of art that will be born in

the courtyard of the House of the

Lords of Kunstdt over and over again,

and Michal Morav¢ik’s Farewell and

Goodbye — a symbol of Czechoslovak

split located nowhere else than in

front of the Tugendhat Villa.

Why is there this interest in art
outside galleries and show-rooms?
Because we want public spaces to
become the basic communication
means in the city, a place for people
and their get-togethers. Artworks
possess of such peculiar power:
they are able to make attractive and
upraise even the most noteless place,
provide it with an unseizable genius
loci.

So if you see sculptures now while
walking through the streets of Brno,
try to stop for a while. As they are
able to talk to the city and people in
it. And even though they are often
motionless, there is much life in
them...
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Roman Onderka

Kdyz za mnou lijec bronzu a cizelér
Jaromir Gargulik prisel s ndvrhem
proménit Brno na nékolik jarnich
tydna v galerii pod $irym nebem,
dlouho jsem nevdhal. Sochy sestoupi
z piedestalti a vmisi se mezi lidi. ..
Doslo mi, Ze ten projekt muze byt
vyjime¢ny. A nadchlo mé, Ze ten
projekt maze byt ,nas“.

Akci Sochy v ulicich — brno art
open '08 se podafilo zrealizovat diky
nasazeni desitek lidi a pod odbornym
vedenim Domu uméni mésta Brna.
Letos poprvé — a ja véfim, Ze tim
za¢ind novd tradice. Deset tecek ofi-
cidlniho loga akce ukazuje deset mist
ve mésté, kde budeme témér mésic
potkdvat sochaiskd dila vyznamnych
tuzemskych i zahrani¢nich umélca.
Zatimco vét$ina z nich poté Brno
opusti, dvé zcela vyjime¢nd u nds
zapusti kofeny natrvalo: Kupelwiese-
rova instalace Gonflable — dilo, které
se bude zas a znovu rodit na nddvoii
Domu pdnt z Kuns$tdtu, a Sbohem
a nashledanou Michala Morav¢ika

— symbol éesko-slovenského rozdéle-
ni umistény kde jinde nez pfed vilou

Tugendhat.

Pro¢ takovy zdjem o uméni mimo
galerie a vystavni siné?

Protoze chceme, aby vefejnd pro-
stranstvi byla zédkladnim komunika¢-
nim prostorem meésta, mistem pro
lidi a jejich setkdvdni. Uméleckd dila
takovou zvld$tni moc maji: dokdzou
zatraktivnit a povznést i to sebevic
nendpadné misto, ddt mu neuchopi-
telny genius loci.

Az tedy pfi prochdzce v ulicich Brna
potkdte sochy, zkuste se chvilku
zastavit. Umi totiz mluvit s méstem
as lidmi v ném. A i kdyz jsou ¢asto

nehybné, maji v sob¢ hodné Zivota...

Uvodni
slovo
sochy

v ulicich

brno art
open '08
Roman
Onderka

primator

statutéarniho

mésta Brna
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Rostislav Kory¢dnek  In Time of Art

The team of the Brno House of Arts
employees spent last year summer
months in disputes about the further
direction of the institution, devising
near future plans, and setting long-
term goals. For several future years
we also riveted upon the idea of a
gradual formation of such ideological
and organizational conditions that
would enable Brno to accommodate
gatherings of artists whose goals
would be art interventions into the
public space. In this respect visual
arts would become the medium of

a dialogue between the city and its
residents.

When the Brno House of Arts was
invited to become expert supervi-
sion for a sculpture show in the city
streets, it concurred with these very
ideas to a certain extent. And in

spite of a lack of time for the precise
theme organization and focused
dramaturgy of the exhibition, it was a
chance to get a number of interesting
authors into Brno.

It is only possible to reach a firm
guarantee of the most interesting
pieces, if decision about art produc-
tion quality is based on a consensus
that crystallizes out of professional
discussions. In order to reach such

a state, we suggested the formation
of an Art Board that would become
the supervisor of selected and ad-
dressed artists. This solution has
proved very favourable, as well as the
choice of Art Board members. The
exhibited collection was decided on
unanimously and with dedication by
Michal Gabriel, rector of the Faculty
of Fine Arts in Brno, Milan Houser,
visual artist, Ivo Kabel4¢, architect
and urban planner, Marek Pokorny;,
director of the Moravian Gallery and
Eduard Schmidt, former rector of
Masaryk University.

Despite limiting conditions we
succeeded in addressing a promis-
ing group of authors and the Art
Board was faced with a difficult task
to choose those who best fitted the
pre-set parameters of the show. With
regard to financial and organizational
intensity it was even necessary to
turn down a number of top quality
projects that would have fitted the
theme of public space and its assisted
contentual change excellently. Out-
side the limits of this year was e.g.
the French artist Cairo who knows
local situation very well thanks to

his former creative stay in Brno; he
supplied a design of a light pyramid
protecting the city. It was not any
easier to refuse the Dutch Hendrik-
Jan Hunneman who wanted to install
a narrow strip of mirrors saying
“Close you eyes and pretend you're
somewhere” eyes-high in the ground
floor parterre of the street. Reflective
introspection was also invoked by

a mosaic by the unselected French
Amilitos Eleftherios. The number of
other notable European artists was
reduced also due to the fact that a lot
of them fill their diaries with dates of
symposia and exhibitions with more
than a year advance.

It was even sadder for us that even

in the process of finalizing the show
exceptional sculptors Jan Ambruiz
and Ales Vesely were forced to cancel
their part even though they had con-
firmed it earlier. Both had decided to
present their — at that time — unreal-
ized pieces in Brno but both had

to abandon the intention due to its
time costingness. Despite all forced
strokes in author lists, I dare say,

the wide general public in Brno and
intrigued visitors to the city have the
opportunity to see a top-quality and
composed collection of outstanding
Czech, Slovak, Austrian, German and
French artists. This main part of the
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Rostislav Kory¢dnek  V dase uméni

Letni mésice lonského roku vénoval
tym pracovnikdt Domu uméni mésta
Brna mimo jiné disputacim o dal$im
smérovani nasi vystavni instituce,
spraddni nejblizsich pldna,

ale i vymezovani dlouhodobéjsich
cila. V horizontu ptistich nékolika
let jsme se upnuli také k myslence
postupného vytvéfeni ideovych

a organiza¢nich podminek pro to,
aby se v Brné mohla odehrdvat
setkdni umélet, jejichz cilem by byly
vytvarné intervence do vefejného
prostoru. Vytvarné umeéni by se

v tomto poddni mélo stit médiem
pro dialog mezi méstem a jeho oby-
vateli.

Kdyz byl Diim uméni vyzvin

k tomu, aby se stal odbornym garan-
tem pfi pfipravé sochaiské piehlidky
odehrdvajici se v ulicich mésta, kon-
venovalo to do uréité miry pravé

s témito piedstavami. A prestoze
nebyl z ¢asovych davodu prostor

na to, aby bylo mozné zorganizovat
tematicky precizné a soustiedéné
ptipravenou dramaturgii prehlidky,
byla to vhodna ptilezitost, jak do
Brna dostat celou fadu zajimavych
autortl. Dosdhnout nezpochybnitel-
né garance toho nejzajimavéjsiho je
mozné jen tehdy, je-li rozhodovani

o kvalit¢ uméleckého vykonu opfeno
o konsensus, ktery se téibi v diskusi
odborné vefejnosti. Abychom tohoto
stavu mohli dosidhnout, navrhli jsme
vznik Umélecké rady, kterd se méla
stdt supervizorem vybéru oslovo-
vanych autort. Toto rozhodnuti se
ukdzalo jako velmi $tastné, stejné
jako vybér uméleckych radnich.

Na cizelovani vystaveného souboru
se nakonec svorné a obétavé podileli:
rektor FaVU v Brné Michal Gabriel,
vizudlni umélec Milan Houser, archi-
tekt a urbanista Ivo Kabela¢, feditel
Moravské galerie Marek Pokorny a
byvaly rektor Masarykovy univerzity
Eduard Schmidt.

Ptes limitujici podminky se podafilo
oslovit slibnou skupinu autort a pred
Uméleckou radou lezel obtizny tkol
vybrat ty, ktefi nejlépe zapadali do

uz nastavenych parametrt prehlidky.
S ohledem na finan¢ni a organizac-
ni ndro¢nost bylo dokonce nutné
odmitnout mnohé kvalitni névrhy,
které ptikladné zapadaly do tématu
vefejného prostoru a jeho asistované
obsahové promény. Nad rdmec letos-
niho ro¢niku byl naptiklad francouz-
sky umélec Cairo, ktery zdejsi redlie
velmi dobfe znd z obdobi tviréiho
pobytu v Brng; jeho prispévkem
méla byt svételnd pyramida chranici
toto mésto. O nic leh¢i nebylo ani
odmitnuti odmitnuti Holandana
Hendrika-Jana Hunnemana, ktery
chtél v piizemnim parteru ulice insta-
lovat ve vysce o¢i tzky pds zrcadel s
ndpisem ,Zaviete o¢i a predstirejte,
ze jste nékde®. K reflexni introspekci
pobizela i mozaika dal$iho zamitnu-
tého, Francouze Amilitose Eleftherio-
se. Bohatsi Gcast jinych vyznamnych
evropskych tviirct redukoval i fake,
ze tada z nich plni svoje didfe termi-
ny sympozii ¢i terminy vystav s vice
nez ro¢nim predstihem.

O to bylo pro nds smutnéjsi,

ze i v prubé¢hu finalizace piehlidky
museli svoji ucast odfeknout vyjimec-
ni sochafi Jan Ambriz a Ale$ Vesely,
ktefi svoji tcast uz dfive potvrdili.
Oba se rozhodli pfedstavit v Brné
dosud nerealizovanou prdci a oba
museli na tento zimér rezignovat
kvali ¢asové ndro¢nosti pfipravova-
nych projekti. Pres véechny vynu-
cené skrty v seznamech autor si
dovolim tvrdit, Ze Sirok4 brnénska
vefejnost a zvidavi ndv$tévnici mésta
maji moznost shlédnout kvalitni

a vyrovnanou kolekci prednich
eskych, slovenskych, rakouskych,
némeckych a francouzskych vytvarni-
k. Tato hlavni ¢ast prehlidky vznik-
nuvsi v kompetenci Umélecké rady je
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Rostislav Kory¢dnek  In Time of Art

exhibition that originated through
the verdict of the Art Board is accom-
panied by a category called “Lord
Mayor of the City of Brno Selection”
which includes an object by Jaromir
Garguldk, the author of the original
idea of a gallery in the streets itself.

Having said that it is obvious that
time was the greatest limitation of
the event and the element of time
has also stirred the concept of this,
now open, catalogue. Because it is
impossible to document all exhibited
works before the exhibition opening,
the idea of a “two-stage catalogue”
has been implemented. The first part
tries to introduce authors and their
work. Spectators are then left to
place artefacts that should be there
to unoccupied localities for the time
being. However, they can be even
more playful and combine those
places with other works of art and
thus perceive change in those corners
and areas. Real interaction of exhib-
ited objects, the city and its residents
has been undertaken to record by the
second part of the catalogue that will
be published three weeks after the
first part.

I must appreciate enthusiasm the
Brno House of Arts team and their
external collaborators have put into
the preparation of the sculpture
show. I also value the credit the city
of Brno had entrusted us with and
above all I prize the trust the ad-
dressed artists have invested in us,
most probably convinced that pres-
tige of the Brno House of Arts is an
adequate guarantee of a quality event.
It is also creditable with what per-
sonal concern political representatives
of the city approached the event and
thus contributed to its realization.

It offers the opportunity to finish its
concept over time and attain a form
that would intermediate new views
of Brno and become an inspiration
of its improvement and enrichment.
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Rostislav Kory¢dnek  V dase uméni

doplnéna kategorii ,Vybér primdtora
mésta Brna“, do které byl zafazen
objekt autora pivodni myslenky gale-
rie v ulicich Jaromira Garguldka.

Z vyse uvedeného je zfejmé patrné,
ze ¢as byl nejvétsim limitem celé akce
a casovy prvek se vepsal i do konci-
povéni pravé rozevieného katalogu.
Protoze v den vernisdze vystavy

jesté nemohou byt zdokumentovina
vSechna vystavend dila, pfistoupili
jsme k myslence vydani ,,dvoufizové-
ho katalogu®. Prvni dil se snazi pfib-
lizit autory a jejich dila. Divdkovi je
pak ponechdn prostor k tomu, aby na
zatim neosazené lokality sim nalepil
artefakty, které zde maji byt. Muze
byt i daleko hravéjsi a jednotlivd
mista zkouset kombinovat i s dal$imi
dily a uvédomovat si tak proménu
zvolenych zékouti ¢i prostranstvi.
Skute¢nou interakci vystavenych
objektt, mésta a jeho obyvatel se pak
pokousi zaznamenat druhy dil katalo-
gu, ktery bude publikovin s tfityden-
nim odstupem od dilu prvniho..

Musim vysoce ocenit nasazeni,

s jakym se tym Domu uméni a jeho
extern{ spolupracovnici na piipravé
sochaiské prehlidky podileli. Vazim
si také davéry, s niz se na nds obrétilo
mésto Brno, a pfedevsim si cenim
duavéry, kterou do nés vlozili osloveni
autofi nejspiSe v piesvéddéent,

ze renomé Domu umeéni je dosta-
te¢nou zdrukou kvalitniho podniku.
Zasluzné je také osobni zaujeti poli-
tickych predstaviteltt mésta, kterym
prispéli k uskute¢néni této akee.
Daévd totiz piilezitost dopracovat
postupem ¢asu jeji koncepci

do podoby, kterd bude zprostredko-
vatelem novych pohledd na Brno

a inspiraci, jak jeho prostiedi zkvalit-
nit a obohatit.
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Marek Pokorny  Brno, Open City?

After an initiative that has rehabilitat-
ed courage to enter the public space
in a traditional way but concurrently
well up-to-date, i.e. by a series of
sculptures dedicated to important
personalities involved in cultural and
social life of the city of Brno, we are
setting off on another journey inquir-
ing into the possibility of coexistence
of art and urban sphere. If the task
and interim results of competitions
for sculptures-reminders

(I am cautious of mentioning me-
morials and monuments today) have
brought satisfactory results, the show
“Sculptures in the City” has been
“work in progress”so far. I hope this
first year will indicate at least where
and how we would picture its future,
even though the compromise be-
tween a vision of a very actual, living
penetration of art into the public
space and a nostalgic recollection of
sculpture as a stable close-set unit has
been more than apparent in con-
temporary setting. The work done
by the Art Board was long-term and
challenging considering the original
impulse and little time the project
preparation had been allocated

with. After many versions have been
thought over, the first issue of the
project finally includes a number of
outstanding Czech authors and —
and this must be stressed — even sev-
eral notable artists from abroad, as it
is clear that restricting such an event
to merely local production would
mean encirclement and resignation
to the very international nature

of contemporary art in the first place.
Even though there is no greater
concentration of projects that would
expand into the urban sphere in a
freshly and to a certain extent un-
controlled way — or rather direct it as
a sequence of actions and reactions

— it is possible to say that by hold-
ing the first year the city of Brno and
people who feel responsible for what

the social and cultural parameters

of its everyday life are, have started
the necessary dialogue with future.
Chances that Brno will inspire others
have grown a little again. It will now
only depend on the amount of liber-
alism and open-mindedness of artists,
residents and city representatives they
will be approaching one another with
during the event.
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Po iniciativé, kterd rehabilituje odva-
hu vstoupit do vefejného prostoru
tradiénim zpusobem, ale pfitom zcela
soucasné, tedy projektem série soch
vénovanych vyznamnym osobnostem
spjatym s kulturnim a spolec¢enskym
zivotem mésta Brna, se vyddvime na
dal$i cestu za zkoumdnim moznosti
koexistence uméni a urbdnni situace.
Jestlize zaddni a prozatimni vysledky
soutézi na sochy-ptipominky

(o monumentech, pamdtnicich

a pomnicich bych dnes rdd mluvil

s jistou zdrzenlivosti) pfinesly vysled-
ky uspokojivé, prehlidka Sochy ve
mésté je zatim ,work in progress®.
Doufdm, ze prvni ro¢nik alespon
naznadi, kde a jak bychom si predsta-
vovali jeji budoucnost, ackoli kom-
promis mezi pfedstavou o skute¢né
aktudlni, Zivé penetraci vefejného
prostoru uménim a nostalgickou
vzpominkou na sochu jako stabilni,
do sebe uzavienou jednotku je

v nynéjsi dramaturgii vice nez patrny.
Préice odborné poroty byla dlouhodo-
b4 a ndro¢nd vzhledem k pavodnimu
impulsu i krdtkosti ¢asu, ktery mél
projekt vyméfen na pripravu.

Po mnoha zvazovanych variantich se
do prvniho vyddni projektu dostala
fada vyznamnych ceskych autort,

ale — a to zduraznéme — i nekolik
pozoruhodnych umélct ze zahranidi,
nebot je jasné, ze omezit takovou akci
na ukdzky domdci produkce by zna-
menalo hned na pocdtku zacykleni

a rezignaci na bytostné mezindrodni
povahu soucasného uméni.

Byt se nepodafilo dosdhnout vyssi
koncentrace projekta, které zivé

a do jisté miry nefiditelné expan-
duji do urbanni situace, respektive

ji tematizuji ve sledu akef a reakef,
muZzeme konstatovat, ze uskuteéné-
nim prvniho ro¢niku zac¢inaji mésto
Brno a lidé, keeff citi zodpovédnost
za podobu socidlnich a kulturnich
parametrt jeho kazdodennosti,
nezbytny dialog s budoucnosti.

Brno, oteviené mésto?

Sance, 7e pravé Brno bude inspirovat
jiné, se tak opét o néco zvysuji. Zalezi
uz jenom na velkorysosti a otevienos-
ti, s nimiz budou v ¢ase trvan{ akce

k sobé pfistupovat umélci, obyvatelé
i zdstupci meésta.
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" The differ-
ence between
terms place
and space is
mentioned by
Edward S.
Casey in his
book The Fate
of Place:

A Philosophical
History,
University

of California
Press,
Berkeley, 1997.

2 Among all,

the public
sphere is
considered as
virtual space by
Alan McKee in
his book

The Public
Sphere:

An Introduction,
Cambridge
University
Press, 2005.

3 A sociologi-
cal analysis of
space is carried
out by Martin
Léw in his book
Raumsoziolo-
gie, Frankfurt
a.M.:
Suhrkamp,
2001. Herman
Minkowski
comes up with
new mathemati-
cal concepts of
relative space.
It is space
where oriented
vectors play a
significant part.

Véclav Hijek

The term public space emerged rather
recently. It has been used in its mo-

dern sense only since the second half

of the twentieth century. The usage of
expressions public space (vefejny prostor)
and public place (vefejnost) is surrounded
by many ambiguities; they are both being
mixed up and partially swapped. De-
scribing spatial qualities of public life in
English, the expressions public space and
public place are being used. They have
been exchanged for each other frequently
which may cause certain difficulties. At
least from the point of philosophy there
are substantial differences to be found
between the expressions space and place.’
‘The term place can be used to name a
position of a subject as attempted by sub-
jective philosophy and phenomenology.
The term space, on the other hand, claims
certain (illusionary) objectivity and was
defined in the pre-modern period already.
Public space may be thought of as real,
material or even virtual. Virtual spatial
qualities have been ascribed to the public
sphere itself.? Some authors consider the
public / public sphere (vefejnost, Offentli-
chkeit, etc.) to be an integral part of the
early modern project (a position main-
tained by Jiirgen Habermas primarily).
'This implies an open society made up of
equal, free individuals participating in the
political discussion and taking active part
in the power (and its various forms). The
new concept of a society reflects a whole
range of institutional transformations.
The number of periodicals rises, new
museums and other public buildings are
being opened, the legislation gets changed
etc. Many scholars (sociologists for the
most part) nowadays speculate since when
it has been possible to trace the consid-
erable influence of the so called public
meaning on political decision-making.
'The origins of a majority of public mecha-
nisms have been traditionally attributed
to the early Modern period. It is being
supposed though, that in theory they
occur yet in the Enlightenment. The im-
plementation of such ideas was meeting
many obstacles. Attempts to push them
through using violence (as for example
during the French revolution) provoked
overt scepticism.

Side by side with the Enlightenment
projects a different stream of thinking —

Outside and under the Roof. Notes on Art in Public Space

also known as the Romantic or subjective
one — was developing. Concerning this
ideological trend, public space represents
a very relative and more or less question-
able notion. The spatial qualities are
determined by a subject itself as it stands
for a privileged element determining
directions and orientation in space. An
object is placed to the left or to the right,
in front or at the back of, at the top or at
the bottom only with respect to a subject.
‘The space forms no social entity. A society
rather inhabits a multitude of “places”
(the subjective spatial units). Places oc-
cupied by other individuals are more or
less unrecognizable in a way an objective
thing is. In early modern philosophy a
subject was defined as a spiritual element
(by Kant for instance).

Only later on do geometrical qualities of
a subject substitute its physical aspects
(they had not been reflected upon in
more details till phenomenology, by
Mertleau-Ponty primarily). The spiritual
and the physical places are not collective,
they are not transferable. On the other
hand, such a place appears as natural, liv-
ing or inhabitable. It forms the setting for
a concrete life. We are able to orientate,
handle things and provide for our needs
only in a place we are the centre of. It is
the world we know. We are able to start
an interaction within the spatial coordi-
nates of other subjects, we can communi-
cate, trust, keep our distance. Respecting
the other subject’s place is an ethical
commitment dependent on discussion.
‘The Enlightenment concept of space was
defined more or less politically and legally.
‘The Romantic notion of place rather
operates with philosophical and moral
arguments. The modern concept of hu-
man or living space which will be to cer-
tain extent reflected in the exact thought
too (in mathematics and physics) has its
origin in both of the discourses though.
The question of space is significant for
modern philosophy, sociology, anthropol-
ogy and the natural sciences.® Surpris-
ingly, no major conceptual differences
between the fields occur.

The Romantic concept of inhabitable
place (e.g. a space concentrated around
the subjective focus) resonates with a
perception of beauty of the period.
Such a place is to be understood as arms
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Termin vefejny prostor je pomérné
mlady. V dnesnim slova smyslu se uzivd
teprve od druhé poloviny 20. stoleti.
Existuji velké nejasnosti v uzivdni termi-
ni vefejny prostor a vefejnost; dochdzi

k jejich miSen{ a ¢dste¢nému zaménovi-
ni. K popsdni prostorovych kvalit vefej-
ného zivota se v angli¢tiné uzivaji pojmy
public space nebo public place. Tyto
pojmy jsou béZné zaménovdny, coz mize
vyvoldvat urcité problémy. Pfinejmensim
z filosofického hlediska totiz existuji mezi
prostorem a mistem zna¢né rozdily."
Terminem misto lze popsat pozici
subjektu, jak se o to snazi subjektivni
filosofie ¢i fenomenologie. Prostor si
naproti tomu ndrokuje jistou (iluzorni)
objektivnost a jednd se o pojem, ktery
byl definovany uz v pfedmoderni dobé.
Vefejny prostor miize byt povazovin

za prostor redlny ¢i materidlni, ale i za
prostor virtudlni. Virtudln{ prostorové
kvality byvaji pfipisovdny vefejnosti
samotné.? Vefejnost (public / public
sphere, Offentlichkeit atd.) oznacuji
nékeeff autofi za jednu z nejpodstatnéj-
$ich souédsti rané moderniho projektu
(to tvrdi pfedev$im Jiirgen Habermas).
Jednd se o oteviené spolecenstvi rovno-
prévnych, svobodnych jedinct, ktefi se
Ucastn{ politické diskuse a maji podil na
moci (v jejich nejraznéjsich podobéch).
Nova koncepce spole¢nosti se odrdzi

v fadé instituciondlnich zmén. Zvysuje
se mnozstvi tisku, oteviraji se muzea

a jiné vefejné budovy, promériuje se
legislativa atd. Rada teoretiki (ptedeviim
z oblasti sociologie) dnes uvazuje o tom,
od kdy Ize mluvit o vyznamném podilu
tzv. vefejného minéni na politickém
rozhodovéni. Piivod vétsiny verejnych
mechanismu se obvykle klade do rané
moderni doby. V teoretické podobé je Ize
tdajné nalézt uz v osvicenském mysleni.
Realizace téchto ideji nardzela na fadu
prekdzek. Snaha o jejich ndsilné prosazeni
(napf. za francouzské revoluce) vyvolala
zjevnou skepsi.

Soubézné s osvicenskymi projekty se roz-
vijel jiny proud mysleni, které mazeme
oznacit za romantické ¢i subjektivni.

Z hlediska tohoto myslenkového trendu
je vefejny prostor velmi relativni a vice-
méné pochybny pojem. Pro prostorové

Viclav Hidjek  Venku a pod stfechou. Pozndmky o uméni ve vefejném prostoru

kvality je zde urcujici subjekt sim.

Ten piedstavuje privilegovany bod, ktery
urcuje sméry a orientaci v prostoru.
Pouze vzhledem k subjektu mutize byt
néjakd véc umisténa vlevo nebo vpravo,
vpfedu nebo vzadu, nahofe nebo dole.
Prostor zde neni spolecenskou entitou.
Spolecenstvi Zije spiSe v mnohosti ,,mist*
(subjektivnich prostorovych bun¢k).
Mista druhého jedince jsou viceméné
stejné nepoznatelnd jako objektivni véc.
V rané modernf filosofii byl subjekt defi-
novin jako duchovni bod (tfeba u Kan-
ta). Geometrické kvality subjektu teprve
pozdéji nahrazuji jeho télesné aspekty

(0 nich uvazuje vice teprve fenomenolo-
gie, predev§im Merleau-Ponty).
Duchovni ani télesné misto neni kolek-
tivni, je nepfenositelné. Na druhou
stranu je toto misto pfirozené, zité ¢i
obyvatelné. Jednd se o rimec konkrét-
niho Zivota. Pouze v misté, jehoz jsme
stfedem, se miiZeme zorientovat, mani-
pulovat vécmi, obstardvat své potieby.
Jednd se o nds, zndmy svét. S prosto-
rovymi soufadnicemi jinych subjeket
miizeme vstoupit do interakce, mizeme
komunikovat, dvéfovat, zachovavat
distanci. Respektovdni mista druhého
subjektu je eticky zdvazek, keery zdvisi na
diskusi. Osvicensky prostor byl definovin
viceméné politicky a prévné. Romantickd
koncepce mista operuje spie s filosofic-
kymi a mordlnimi argumenty.

Oba tyto diskurzy vsak zaklddaji moderni
pojeti lidského ¢i Zitého prostoru, které
se uréitym zptisobem projevi i v exakt-
nim mysleni (v matematice ¢i fyzice).
Otidzka prostoru je dtlezitd pro moderni
filosofii, sociologii, antropologii i pfirod-
ni védy.® Mezi koncepcemi téchto obort
neni piekvapivé Zddny zdsadni rozdil.

Romantickd koncepce obyvatelného
mista (gj. prostoru, ktery se shromazduje
kolem subjektivniho téZi$té) souzni

s dobovym pojetim krésna. To je chdpd-
no jako jakdsi ndruc, keerd je naplnéna
blizkymi, uchopitelnymi vécmi. Krdsno
se klade do kontrastu se vzneSenymi, sub-
limnimi jevy. Vzneseno pfesahuje lidské
méfitko, moznosti smysla. Je potencidlné
nebezpecné. Podle Kanta se jednd o isté
konceptudlni operaci, nikoli o smyslovy
nebo materidln{ jev. V mysleni, keeré se
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"Rozdil mezi
pojmy misto

a prostor
zminuje Edward
S. Casey

v knize The
Fate of Place:

A Philosophical
History, Univer-
sity of California
Press, Berke-
ley, 1997

2 Vefejnost
oznaduje za
virtualni pros-
tor tfeba Alan
McKee ve

své knize The
Public Sphere:
An Introduction,
Cambridge
University
Press, 2005.

3 Sociologické
zkoumani
prostoru
provadi
Martina Léw

v knize Raum-
soziologie,
Frankfurt
a.M.:
Suhrkamp,
2001. S novymi
matematickymi
koncepcemi
relativniho
prostoru
pfichazi
Hermann
Minkowski.
Jedna se

o prostor,

v némz uréujici
roli hraji orien-
tované vektory.
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filled with things that are intimate and
palpable. Beauty is being put in opposi-
tion to noble, sublime features. Majesty
exceeds human scale and sensual ca-
pacities. It is potentially dangerous. Kant
believes beauty to be a purely conceptual
operation, not a sensual or a material
phenomenon. For the stream of thinking
sceptical to the Enlightenment project a
collectively shared space may also repre-
sent a certain form of danger. The idea

of public place was, therefore, occasion-
ally forced out to be replaced with an
exaggerated stress on the private sphere.
A fear of public mechanisms returns
predominantly in the periods of political
catastrophes and crises. All modern spatial
concepts exert certain virtues as well as
lures. It is necessary to keep their extremes
in balance (i.e. the extremely political and
extremely subjective concepts of space).
The radical subjectivism would take the
public space for a sublime entity. Such

an opinion is unable to be maintained as
it contains an open contradiction. The
public space is characterized by an ongo-
ing communication in form of a discus-
sion. Sublime features, on the other hand,
keep an unsurpassable distance from

their environment. The sublime space is
filled with gaps and obstacles. Hence is
there any possibility to combine an idea
of a public sphere with the qualities of a
subject? Both of the ideas are “inventions”
of modern thought there is no way to take
them for outdated anachronisms.

Let us now concentrate in greater details
on the ways public sphere deals with the
matter of a subject. Modern thought
considers public sphere to be made up of
equal individuals mutually respecting each
other’s autonomies. An autonomy is based
upon a regularly updated contract signed
of one’s own free will. The autonomy is
more than a political requirement; it plays
an important part in the philosophical
definition of a subject. The idea of an
individual acting of his or her free will
and being responsible for his or her doing
has not existed at all times. Plato’s concept
of human soul, for instance, coins an idea
of an individual being manipulated or
dragged with hardly controllable powers
and desires. The autonomy is, therefore,
out of the question, people do not make
decisions independently. An absolute

Outside and under the Roof. Notes on Art in Public Space

rejection of autonomy reappears in Plato’s
interpretation of slavery. Due to some
particular natural reasons (such as the cli-
matic changes), some individuals (slaves)
are not equipped with free will and they
are, therefore, forced to be subject to

an external supervision. The division of
people into free citizens and a sort of
living machines used to be fairly common
in the Ancient times. Even a privileged
citizen used to be subject to a number of
inviolable restrictions of legal, cultural
and religious nature. Refusing individual’s
autonomy occurs even later on in the
period of European Modern Age. It is
possible to be traced in the religious and
philosophical contexts too as illustrated
by the reformation teaching of predestina-
tion and the negative evaluation of the
physical (the body is often understood as
an automatically functioning mechanism
by philosophers of the time). The space
for an individual’s autonomy opens as late
as in early Modern thought. This time
the participation of masses of individuals
— not of the members of elite — in politi-
cal decision-making is at least theoreti-
cally granted. The subject is defined by its
distinction from the outer world as well
(may that be the Fichtian not-I or Kant’s
thing-in-itself). The philosophy of subject
later on ends up in extremely solipsistic
opinions presenting the outer world as
fiction or even hallucination. Such an ap-
proach, nevertheless, conceded autonomy
to individuals and thus brought about a
change of the whole, so far persisting tra-
dition of thought, on the society. Only in
this scope was the modern social project,
relying upon the possibility of dialogue

and rational consensus, able to succeed.

‘There are, none the less, clear differences
and contradictions to be found between
the Enlightenment and the Romantic no-
tions of a subject too. The Enlightenment
comes up with an optimistic or, let us say,
futuristic vision of a political discussion
and power compromise. Romanticism
stresses the position of a subject within
the centre of a “natural” world which
resembles the later phenomenological
concept of a world that should be spread-
ing between a subject and its horizon. The
horizon either implies the basic prop-
erty of a thing (its definition in certain
respect) or a relative, moving border of
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skepticky stavélo k osvicenskému projek-
tu, mize byt kolektivné sdileny prostor
povazovan téz za jistou formu nebezpedi.
Idea vefejnosti byla proto obcas vytlaco-
véna a nahrazovdna pfehnanym darazem
na soukromou sféru. Strach z vefejnych
mechanismu se navraci hlavné v obdobi
politickych katastrof ¢i krizi. Viechny
moderni prostorové koncepce se vyzna-
¢uji jistymi prednostmi i ndstrahami.

Je tfeba zachovdvat rovnovdhu mezi jejich
extrémy (tj. mezi krajné politickym

a krajné subjektivnim pojetim prostoru).
V duchu radikélniho subjektivismu by
vefejny prostor byl sublimni entitou.
Tento ndzor neni udrzitelny, nebot
obsahuje zjevny rozpor. Vefejny prostor
charakterizuje to, Ze se v ném odehrdvd
komunikace, diskuse. Sublimni jevy si
naopak zachovdvaji vii¢i svému okoli
nepiekrocitelnou distanci.

Sublimnfi prostor je plny propasti

a prekdzek. Lze tedy néjak sloudit ideu
vefejnosti s kvalitami subjekeu?

Oba pojmy jsou pfitom ,,vyndlezem*
moderniho mysleni; nelze tvrdit, Ze by
nékeery z nich byl ptekonanym anachro-
nismem.

Zaméfme se vice na to, jak se modern{
mysleni o vefejnosti vyrovndvd s pro-
blémem subjektu. Moderni mysleni si
predstavuje vefejnost jako spolecenstvi
rovnoprdvnych jedincd, kteff vzdjemné
respektuji svoji autonomii. Tato auto-
nomie je podloZena smlouvou, kterd se
uzavird na zdkladé svobodné vile a je
pravidelné aktualizovdna. Autonomie
neni jen politickym poZzadavkem,

ale hraje vyznamnou dlohu i ve filoso-
fické definici subjektu. Predstava, ze se
jedinec tidi svobodnou vili a je zodpo-
védny za své jedndni, vSak neexistovala
vzdy. Naptiklad v Platénové koncepci
lidské duse se objevuje ndzor, ze jedinec
je manipulovén ¢i vldcen tézko kontrolo-
vatelnymi silami ¢i vd$némi.

O autonomii proto nemuze byt fedi,
¢lovék se nerozhoduje sém. S naprostym
odmitnutim autonomie se setkdvdme
znovu u Platéna v jeho vykladu otroctvi.
Neéktefi jedinci (otroci) nejsou z urditych
ptirozenych davodu (tfeba diky klima-
tickym podminkdm) vybaveni svobod-
nou vili a musi tedy podléhat vnéjsimu

Viclav Hijek  Venku a pod stfechou. Pozndmky o uméni ve vefejném prostoru

fizeni. Déleni lid{ na svobodné obcany

a jakési oZivlé stroje bylo v antice zcela
bézné. I plnoprdvny obcan tehdy podlé-
hal fadé¢ neptekrocitelnych omezent,
kterd méla pravni, kulturni i nidbozen-
skou povahu. Odmitdn{ autonomie
jedince se objevuje i pozdéji, v evrop-
ském novovéku. Setkdvime se s nim

v ndbozenském i filosofickém kontextu.
Spadd sem napfiklad reformacni uceni

o predestinaci ¢i negativni hodnoceni
télesnosti (télo dobovi filosofové Easto
chdpou jako automaticky fungujici
mechanismus). Prostor pro autono-

mii jedince se otevird teprve v rané
modernim mysleni. Podil na politickém
rozhodovini je tehdy alespon teoreticky
pfizndn mase jedinct a nikoliv pouze pii-
slusnikam elity. Subjekt je téz definovin
svou odlisnosti od vnéjsiho svéta (at uz je
to fichtovské Ne-J4 ¢i kantovskd véc

o sobé). Filosofie subjektu dsti pozdéji
do extrémné solipsistickych ndzoru, které
prezentuji vnéjsi svét jakozto predstavu ¢i
halucinaci. Tento postoj vsak oteviel pole
autonomie lidského jedince a zménil tak
celou dosavadni tradici mysleni o spole¢-
nosti. Teprve v tomto rdmci mél Sanci

na Uspéch moderni socidlni projekt,
ktery divétuje v moznost dialogu

a raciondlniho konsensu.

Mezi osvicenskym a romantickym
pojetim subjektu vsak existuji také zjevné
rozdily a rozpory. Osvicenstvi pfichdzi

s optimistickou ¢i futuristickou vizi
politické diskuse a mocenského kompro-
misu. Romantika zd{iraziiuje postaven{
subjektu jakozto stfedu ,,pfirozeného
svéta, coz pripomind pozdéjsi fenome-
nologickou koncepci svéta, ktery se pry
rozprostird mezi subjektem a jeho hori-
zontem. Horizont znamend bud zdkladni
vlastnost véci (svym zptisobem pojem)

di relativni a pohyblivou hranici naseho
konkrétniho mista existence, nikoliv
jakéhosi abstraktniho, indiferentniho
prostoru. Existuji proto dvé hlavni cesty,
po nichz se ubird moderni mysleni

o vefejném prostoru. V prvnim piipadé
je vefejny prostor chdpdn jako didaktic-
k4, vychovnd ¢i demokratiza¢ni institu-
ce. V druhém pripadé vefejny prostor
znamend symbidzu pfirozenych mist,
kterd jsou uréend k zivotu a disponovani
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our concrete place of existence, not an
abstract, indifferent space. The Modern
thought on public space appears in two
main forms. In the first case, public space
is regarded as a didactic, educational or
democratizing institution. In the second
case, public space stands for a symbiosis
of natural places that is reserved for living
and managing property. The futuristic
project of the public had become in
defensive after a failure of the
Enlightenment or revolutionary

attempts to carry out an organized social
transformation. The failure of the French
Revolution is followed by a period of
sharp differentiation between a public
and a private spheres. In the Enlighten-
ment thought the notion of privacy

had still lacked its specific meaning.
Individuals’ activities should have been
leading to a participation in discussion
on public affairs, i.e. to certain form of
political activity. This changed with the
restoration of the old regimes after 1815.
An individual now seeks privacy and
introspection which is a position enforced
by the ruling power as well. Privacy func-
tions as a tolerable alternative to the social
order. In this period, the mythicisation of
family and home comes to existence. It is
no coincidence that we come across the
same trend even nowadays in the field of
advertising. Pushing a mass society out

of the public sphere satisfies the ruling
classes as it conserves their position and
dominance. A popular culture participates
in this trend in an inconspicuous, perhaps
even involuntary way. A rising passivity
of mass-media consumers is stated by

the critical theory of media (Adorno et
al.). An exaggerated stress on privacy and
family represents an obvious threat to the
“open society”. A number of circumcised
alternatives to a public space of openly
de-politicizing nature arise yet in the

first half of the nineteenth century. This
refers to institution such as museums,
schools, interest clubs, salons etc. Such
institutions do, indeed, bring about some
positive effect (such as integration of
women in a public discourse). In spite of
that, they often only substitute the actual
public activity which finds itself under
the surface and is expressed in a form of
moderate metaphors. In this country, for
instance, this considers the period of the
so called “absolutisms” (under Metternich

Outside and under the Roof. Notes on Art in Public Space

or Bach) and naturally also the twentieth-
century totalitarian regimes. From time to
time, the public discourse is successfully
revived, mainly in the times

of revolutionary movements (18438,

1989 etc.). These are moments when

the amount of critical political print is
rising, discussions are being held even in
hibernated public places such as schools,
theatres and the like. At those times, other
political demands arise to claim for:
uncensored media, freedom of speech,
suffrage etc. It would seem that all of
these problems have been solved by now
and that there is therefore no need to
mention them again. This is wrong to
think of course. The public discourse is
still being restricted and that often inten-
tionally.

Art has often played an important part

in efforts to establish and maintain public
space. Not only has it been regarded as

a tolerable alternative to public action,
but also it frequently caused mass reac-
tions developing into political discussions
or demonstrations. Various public institu-
tions such as museums or salons were
officially tolerated or even patronized.

A political discussion was not present
here in the first place but it was

operating with success in an underground
level. The social role of art institutions
was significant especially in France where
they were backed up by the rich tradi-
tion of both the state and the national
representation.® The mass spectator was
used to active reacting and deciphering
hidden meanings of seemingly apolitical
artefacts. Art sparked lively discussion,
polemic, conflict and even scandals. Art
meant political trouble to the ruling elite
as well, as is illustrated by the opening of
alternative exhibition shows resisting the
official salon (starting with an administra-
tion of Napoleon IIL.). In this context,

a work of art was apprehended in the
Enlightenment sense: it represented

a field of public dialogue and consensus.
Enabling and presupposing spectators’
involvement, art became surrounded by
both the actual and the virtual public
space.

The second art concept comes out of the
intellectual background of Romanticism.
A work of art, in this case, does not
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vécmi. Futuristicky projekt vefejnosti se
ocitl v defenzivé po netspéchu osvicen-
skych ¢i revolu¢nich snah o organizova-
nou pfeménu spolecnosti. Po nezdaru
francouzské revoluce nastupuje obdobi
velmi ostré diference mezi vefejnou

a soukromou sférou. V osvicenském mys-
leni nemél pojem soukromi jesté Zddny
zvla$tni vyznam. Aktivita jedince méla
sméfovat k tcasti na diskusi o vécech
vefejnych, 4j. k uréité formé politické
aktivity. To se zménilo po restauraci
starych rezima po roce 1815.

Jedinec nyni sdm vyhleddvd soukromi

a introspekei a k tomuto postoji je i
nucen vlddnouci moci. Soukromi fun-
guje jako prijatelnd alternativa spolecen-
ského fddu. V tomto obdobi se objevuje
mytizace rodiny, domova. Nenf ndhodou,
ze s timto trendem se setkdvdme i dnes
napiiklad v oblasti reklamy. Vytlacovdni
masové spolecnosti z vefejné sféry vyho-
vuje vlddnoucim skupindm, nebot to
konzervuje jejich postaveni a dominanci.
Populdrni kultura se na tomto trendu
nepozorované a moznd nezdmérné podili.
Vzrist pasivity masmedidlniho konzu-
menta konstatuje tieba kritickd teorie
médif (Adorno ad.). Pfechnany ddraz na
soukromi a rodinu pfedstavuje zjevné
nebezpedi pro ,otevienou spolecnost”.
Uz v prvni poloviné 19. stoleti se objevu-
je fada oklesténych alternativ vefejného
prostoru, které se vyznacuji zjevnou de-
politizaci. Jednd se o takové instituce jako
muzeum, $kola, zdjmovy spolek, salon
atd. Tyto instituce hraji samozfejmé i
pozitivni tlohu (napiiklad z hlediska
zaclenovani zen do vefejného diskurzu).
Pfesto vsak mnohdy jde pouze o jakési
ndhrazky skute¢né vefejné aktivity, keerd
se ocitd pod povrchem a je vyjadfovdna
za pomoci umirnénych metafor.

U nds jde tfeba o obdobi tzv. absolutismi
(Metternichova ¢i Bachova) a pochopitel-
né o obdobi totalit ve 20. stoleti. Vefejny
diskurz se obcas podaif ozivit, hlavné

ve chvilich revolu¢nich pohybu (1848,
1989 atd.). V téchto chvilich nartistd
mnozstvi kritického politického tisku,
diskuse se vedou i v hibernovanych vefej-
nych prostorech, které predstavuji skoly,
divadla apod. Tehdy se také objevuji dalsi
politické pozadavky: na necenzurovani
média, svobodu slova, volebn{ prévo atd.

Viclav Hijek  Venku a pod stfechou. Pozndmky o uméni ve vefejném prostoru

Zd4 se, ze vsechny tyto problémy byly
dnes uZ vyfeseny a proto neni potieba je
ptipominat. To je samozfejmé omyl.

K oklestovani vefejného diskurzu dochdzi
neustdle a mnohdy zcela zdmérné.

Umeéni hrilo mnohdy vyraznou tlohu

v rdmci usili vytvdfet a udrzet vefejny
prostor. Jednak bylo vlddnouci moci
povazovano za ptipustnou alternati-

vu vefejné aktivity a jednak mnohdy
vyvolalo masovou reakci, kterd prerostla
v politickou diskusi ¢i demonstraci.
Oficidlné piipustné a vlastné i podporo-
vané byly riizné vefejné instituce, jako
muzeum ¢ salon. Politickd diskuse zde
nebyla primdrné piitomnd, ale v jakémsi
spodnim proudu Uspésné fungovala.
Umeélecké instituce hraly vyznamnou
spolecenskou tlohu pfedevsim ve Fran-
cii, kde se mohly opfit o bohatou tradici
statni i ndrodni reprezentace.*

Masovy divik zde byl zvykly aktivné
reagovat a desifrovat skryté vyznamy
zddnlivé apolitickych artefaktd. Uméni
zde vyvoldvalo Zivou diskusi, polemiku,
konflike i skanddl. I pro vlddnouci elitu
ptedstavovalo uméni politicky problém,
jak to dokldd4 tieba otevfeni alternativ-
nich vystavnich prehlidek vidi oficidlni-
mu salonu (po¢inaje vlddou Napoleona
IIL). Umeélecké dilo zde fungovalo

v onom osvicenském duchu: bylo polem
vefejného dialogu a konsensu. Kolem
uméni se tak shromazdoval redlny i virtu-
4lni vefejny prostor, ktery umoziioval

a predpoklddal aktivitu divdka.

Druhou variantu pfedstavuje koncepce
uméni, kterd vychdzi z romantického
myslenkového pozadi. Umélecké dilo zde
neobyvd prostor instituce, ale vytvafi pole
oteviené pro disponovdni fenomény

a pro fantazijni ¢innost divaka (tj. divak
je zde opét aktivizovdn). To konstatuje
pozdéji tieba Heidegger, kdyz tvrdi,

ze dilo (tfeba sochafské) ,prosvétluje
pustinu® a vytvéii tedy ono obyvatelné,
privilegované ¢i orientované ,misto.
Misto, které je konkretizovdno dilem,
neni uz indiferentni rozprostranénost,
ve které se nemtizeme redlné pohybovat.
Krasné dilo podle Kanta vytvari idylic-
kou ndru¢, kterd se svou jedine¢nosti lisf
od abstrakeniho a tedy sublimniho mys-
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inhabit the space of an institution.

It forms a field open to disposing of
phenomena and the observer’s imagina-
tive processes (i.e. spectators are made
active again). This situation is later on
stated by Heidegger who claims that an
artwork (such as sculpture) “lightens

the wasteland” and therefore creates an
inhabitable, privileged or oriented “place”.
A place that is being specified through an
artwork ceases to be an indifferent spatial
layout we are unable to move within. Ac-
cording to Kant, an excellent work of art
forms idyllic arms which are distinguished
by their uniqueness from the abstract and
therefore sublime thought. An artwork in
the “romantic” sense significantly contrib-
utes to a stratification of space which it
converts into a human world.

A didactic function of a work accented by
the Enlightenment thinking does not play
any major part in this concept.

Some scholars, from time to time, at-
tempt to trace certain prehistory of an
artwork in public space. Concentrating
on themes such as the monuments, they
stress the role of an artefact located in the
open air. This is a serious mistake. Public
space is far from representing only that
which is located in the exterior, and mere
matching of a monument with a work of
art is also rather questionable. An artefact
of this kind usually had other functions
too: the representational, didactic, cult
one etc. A prehistory of the made-public
art rather embraces various types of insti-
tutions relying on an art discourse (such
as museums and the like) where a quasi-
political debate was going on. This prehis-
tory is further made up of the Romantic
concept of a work of art representing an
autonomous ‘subject”, a work initiating
spectators’ imagination and contribution.
Romanticism, for instance, operates with
the term hieroglyph. It stands for a visual
or language (or mixed) symbol,
possessing no easily decipherable mean-
ing, that could be interpreted in various
ways. Its interpretation depends on the
capacities of an observer or a reader who
approaches the work with individual
equipment and requirements. This expres-
sion was propagated by Novalis who
pleaded for the return of “hieroglyphic
art”, hence such art that would provide
sufficient space to its consumer. A work
of this kind contains certain empty space

Outside and under the Roof. Notes on Art in Public Space

(as pointed out by Wolfgang Iser) which
is to be filled only with relation to recipi-
ents’ activity. Romantic production tried
hard to make viewers involved; it merely
generated certain stimuli to encourage im-
agination. The subject of a work reserves a
part of its space for the subject of a viewer
which may be understood as a form of
becoming open to the public (i.e. a com-
munication or interaction of subjects).
Public artwork therefore implies a par-
ticipant and mover of a discussion that s,
in the broad sense of the word, political.
But a public work of art also represents

a phenomenon that opens space, creates

a place of indeterminancy (in words of
Roman Ingarden) which may be entered
and intervened by a viewer. Both concepts
come out of early modern intellectual in-
novations although as theories they began
to be explored in more details yet in the
second half of the twentieth century.

The question of art in public space
became very topical in the second half

of the twentieth century. After a number
of political and social catastrophes of the
time, the public, so to say, needed to be
re-established and drawn up on renewed
principles again. In the age of totalities
both the autonomy of a subject and the
public political discussion were being
suppressed. Making an artwork public be-
comes a highly positive act in the period
when attempts to newly respect and de-
fine a subject are being made. Moreover,
on the border of a public and a private
sphere a subject is being built up space

it could inhabit. Making art public has
contributed to democratization of elitist
symbolical ownership and deterritorializa-
tion of power. This trend has been very
topical in this country as a totalitarian re-
gression has not been fully repressed here
either intellectually or symbolically. Public
space is still necessary to be laid out using
autonomous pieces of art. The claim of an
autonomy (being a basic legal principle)
is thus able to get in the blood of a mass
viewer. An awareness of autonomy is for
the most part increased by a disruption
of conventional ideas on a work of art
in service”. Hence both the virtual and
the physical space may become open

and saved from a danger of quasi-privacy,
which it is nowadays being threatened

by (mainly in the field of consumerism

— shopping malls etc.).
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lenkového pochodu. V ,romantickém®
pojeti se tedy dilo vyrazné podili

na strukturaci prostoru, z néhoz vytvé-
if lidsky svét. V tomto pojeti nehraje
74dnou zvldtni tlohu didaktickd funkce
dila, kterd je zdtraziiovdna v ,osvicen-
ském“ uvazovani.

Neékeefi teoretici se oblas snazi vystopo-
vat jakousi prehistorii uméleckého dila
ve vefejném prostoru. Zdtraznuji roli
artefaktu pod sirym nebem, zamétuji se
tieba na problematiku pomnika. To je
velky omyl. Vefejny prostor ani zdaleka
nepfedstavuje pouze to, co je venku

a je také velmi sporné, zda lze v ptipadé
pomniku mluvit v plném slova smyslu
o uméleckém dile. Takovyto artefake
mél obvykle jiné funkee: reprezentacni,
didaktickou, kultovni atd.

K prehistorii zvefejnéného uméni patii
spiSe riizné typy instituci, které se opiraly
o umélecky diskurz (napiiklad muzeum
apod.) a v nichz probihala kvazi-politickd
diskuse. Do této prehistorie ddle spadd
romantickd koncepce dila jakoZzto auto-
nomniho ,subjektu®, dila, které iniciuje
fantazii a podil divdka. V romantice se
pouzivd tieba pojem hieroglyf.

Ten znamend jakysi vizudlni ¢i jazy-
kovy (¢i smiSeny) symbol, keery nemd
jednoznaéné desifrovatelny vyznam.
Interpretovat jej Ize riznym zptsobem.
Interpretace zdvisi na divakovi

¢i Ctendti, ktery k dilu pfistupuje se
svou individudlni vybavou a pozadavky.
Tento pojem razil tieba Novalis, keery
si pfal ndvrat ,hieroglyfického uméni®,
tedy uméni, které poskytuje dostatecny
prostor svému konzumentovi.

Takové dilo obsahuje urcité prazdné
misto (to zminuje Wolfgang Iser),

jehoz zaplnéni zdvisi na aktivité recipien-
tll. Romantickd tvorba se velmi snazila
o aktivizaci divdka; vytvdfela pouze
urcité pobidky pro imaginaci. Subjekt
dila uvoliiuje ve svém prostoru misto
pro subjekt divdka, coZ Ize chdpat téz
jako formu zvefejnéni (tj. komunikace
¢i interakee subjeket). Vefejné dilo tedy
znamend jednak dcastnika a hybatele
rozpravy, kterd je v $irokém slova smyslu
politickd. Jednak predstavuje fenomén,
ktery otevira prostor, vytvafi nedource-
né misto (slovy Ingardena), do kterého

Viclav Hijek  Venku a pod stfechou. Pozndmky o uméni ve vefejném prostoru

muize vstoupit a zasdhnout divdk. Obé
tato pojeti vychdzeji uz z rané¢ modernich
myslenkovych inovaci, ale teoreticky se
zkoumaji vice az v druhé poloviné

20. stolet!.

Uméni ve vefejném prostoru se stalo
velmi akeudlni otdzkou ve druhé poloviné
20. stoleti. V této dobé bylo tieba po
fad¢ politickych a socidlnich katastrof
vefejnost vlastné znovu zalozit a koncipo-
vat na staronovych zdkladech.

V obdobi totalit byla potlacena autono-
mie subjektu i vefejnd politickd diskuse.
Zvetejnéni dila hraje mimotddné pozi-
tivni tlohu v dobé, ktera se znovu snazi
respektovat a definovat subjekt, vytvorit
pro néj obyvatelné misto na hranici mezi
vefejnou a soukromou sférou.

Zvetejnéni uméni se podili na demokra-
tizaci elitntho symbolického vlastnictvi

a na deteritorializaci moci. U nds je tento
trend stdle velmi aktudlni, nebot totalitni
regrese nebyla jesté plné myslenkové

a symbolicky piekondna. Vefejny prostor
je stdle potfeba rozvrhovat za pomoci
autonomnich uméleckych dél.
Pozadavek autonomie (jakozto zdkladni
prévni princip) tak muze pfejit do krve
masovému divikovi. Védomi autonomie
zvy$uje predevsim narusovdni
konven¢nich predstav o ,sluzebném*
uméleckém dile. Virtudlni i télesny
prostor lze timto zplisobem znovu otevfit
a zachrdnit ho pfed nebezpetim kvazi-
soukromi, které mu dnes redlné hroz{
(hlavné v oblasti konzumu — ndkupni
centra apod.).
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