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Zamérem konference ,Intuice” bylo zkoumat a reflektovat nase
zkuSenosti diky aplikovani intuice v digitalni éfe. Tento fenomén,
ktery stale zlistava z velké ¢asti zahadou, uziva védomé a nevédomé
zkuSenost a je povazovan za hnaci motor inovaci. Intuice je
imanentni a efektivné nam umoznuje vyuzivat nase zkuSenost.
Jednotlivé ¢asti (této zkueSenostni)informace jsou aplikovany

na specifické ukoly k vyreSeni. Ochotné se podilime na rozsahlém
procesu poskytovani zkuSenosti a informaci, ktery nasledné
pretvari algoritmy naseho plisobeni ve svété. Fakt, Ze nikdy neziskame
uplnou informaci o jakékoliv skute¢nosti nas vede k tomu,
abychom spoléhali na zdroje, které aktivné vyhledavame. Vysledkem
je vytvareni nového druhu socialni inteligence. Ta se nadale
spoléha na nase zkuSenosti z fyzického svéta, ale soutasné zaclefuje
také naSe zkuSenost z digitalni sféry. TouZime po tom, aby nas
programy ujistily o spravnost jakychsi univerzalnich pravd. Touzime
po predpokladech vytvorenych na zakladé nami vioZené intuice,

jako odrazu nas$i vlastni zkusenosti. Co je nam nasledné nabizeno, je to,
co je postaveno na nasi vlastni zkusenost a intuitivni volbé - tedy

na tom, co jsme vlozili do systému. Tim padem je nam prezentovan
predpoklad touhy, ktery jsme sami ovlivnili.

Tento shornik obsahuje prispévky vétsiny u¢astnikl konference.

Jde 0 zaznam uréitého momentu v ¢ase, ve fluidnim prostfedi nasich
fyzickych a digitalnich osobnosti a rozsifené spole¢nosti. Jde

o reflexe, které jsou nam nabizeny vnimavymi bytostmi, obyvajicimi
neustale rostouci pole vzajemného viyvu.

Jennifer Helia DeFelice

Uvod

The aim of the Intuition Conference
was to examine and reflect on the
application of intuition in the digital
era. This phenomenon, the clear
functioning of which remains, to
a large extent a mystery, utilizes our
CONSCIOUS and uNconscious experi-
ence and is understood as a motor
of innovation. Intuition is immanent
and makes efficient use of the bits
of experiential information which
are applied to specific problems or
challenges to be solved. We willingly
participate in the extensive process
providing the information that en-
sueingly reshapes the algorithms of
our mode of being in the world. The
impossibility of ever having complete
infomation about anything causes us
to rely on sources we actively seek
out, creating a new type of social in-
telligence which continues to rely on
our experience of the physical world
but incorporates our experience of
the digital realm. We want programs
to have been given an awareness of
certain universal truths. We desire
assumptions to be made based on
the value of the intuition we provide
through the record of our experi-
ence. What we're being offered is
based on what we've entered into
the system ourselves and thus in

akind of cyclical backlash we're be-
ing presented with an assumption of
what we desire.

This reader includes contributions
froma majority of conference partic-
ipants. It is a document of a particular
moment in ime in the fluid devel-
opment of our physical and digital
personas and extended society.
They are reflections offered to us by
perceptive beings who inhabit ever-
-growing mutual fields of influence.

Jennifer Helia DeFelice

Introduction
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Prednaska se pokusi prehodnotit a revidovat implikace stézejniho
konceptu Henriho Bergsona, intuice, v kontextu sou¢asnych
otazek vizualniho uméni. Bergsonovy nazory byly v nékolika
poslednich desetiletich dilezité pro definovani pozitivniho,
alternativniho pristupu k politickym problémim souc¢asnosti. Navrhuiji
tedy, Ze revidované ¢teni jeho nazorli nam muize pomoci priblizit
matouci podstatu umeéleckeé identity a ¢innosti v nééem, co se zda byt
nesmirné medializovanym svétem.

Mnoho véci, o kterych dnes budu hovofit, jsou koncepty, které
rezonuiji s teorii pozdniho 20. stoleti. Myslim, Ze je v kontextu takovéto
diskuze vzdy nezbytné vratit se k témto zdrojtim, jako napfiklad

ke kliovych pracem Henriho Bergsona.

Nejprve budu mluvit o filosofii Henriho Bergsona - predniho
francouzského filozofa ze zacatku 20. stoleti. Ma prednaska bude
postavena na nékolika jeho dilech, Lintuition philosophique z roku 1911
a Uvodu do metafyziky z roku 1903. Jedna se o klicova dila, kde
autor adekvatné definuje sviij koncept ,intuice” v kontextu své obecné
filozofie. Pokusim se je prezentovat ,intuitivnim” zplisobem za
pouziti nékolika Bergsonovych citati k diskusi. Pokud se to nezdafi,
nezdafi se to obdivuhodnym zplisobem, a pokud se to podafri,
doufejme, Ze to ovlivni nékoho v publiku. A nejspi$ nejvic mne osobné.

VZdy musime zadit né¢im zajimavym, napfiklad touto scénou z Matrixu,
kde se protagonista Neo poprvé setka s kddovanym Matrixem:

-Jetohle..2

-..Matrixe Jo.

- Vidi§ jej vZdycky jako kdd2

- Jinak to nejde. Obrazové prekladace funguii pro konstrukéni program. Ale
stejné je tu prilis mnoho informaci pro dekddovani Matrixu. Zvyknes si.

Ja uz ten kod ani nevidim. Jediné, co vidim, je ,blondyna’, ,bruneta’, ,zrzka".
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My talk will attempt to re-access and
re-consider the implications of Henri
Bergson's key concept, ‘Intuition’, in
the context of contemporary issues
in visual art. Bergson's ideas have
been important in the last decades
for establishing a positive and al-
ternative approach to the politically
charged issues of contemporaneity.
| propose that a re-newed re-reading
of his ideas can help us address the
confusing nature of artistic identity
and action within what seems to be
an overwhelmingly mediatized world.

Much of the things | will be talking
about today are things that resonate
with late 20" century theory. | think it
is always necessary in terms of that
discussion to go beck to these sourc-
es, such as Henri Bergson's key works.

What I'l be talking about is the phi-
losophy of Henri Bergson, who was
avery prominent French philosopher
in the early 20" century. My discus-
sion will be based on a couple of
works of his, Lintuition pilosophique
from 1911 and Introduction to meta-
physics from1903. These are the key
works where he defines his concept
of “intuition” quite wellin the context of
his general philosophy. [ will be trying
to present these in an ‘intuitive” way,
using a number of quotes of Berg-

son's to talk around. If it fails, it will fail
admirably; if it succeeds it will hope-
fully affect someone in the audience,
and perhaps me the most.

But, we always have to begin with
something interesting, a scene from
The Matrix where Neo, the protago-
nist, first encounters the coded Matrix:

- Is that..2

-..the Matrix2 Yeanh.

- Do you always look at it in cod-
ing2

- Well you have to. The image
translators work for the con-
struct program. But there is way
too much information to decode
the Matrix. You get used to it. I...
I don't even see the code. All | see
is ‘blonde’, ‘brunette’, ‘redhead..

There are actually a few interesting
aspects happening here; first of all
we have the idea of the ‘code’, which
the character reads directly; what we
also have here is the way habitual
reality is a constructed reality, which
means it is an approximaton and
not really reliable, not reality in itself;
yet another aspect is that there is
way too much information available,
making it impossible to decode the
‘matrix, so that while he is reading’
it, he is not reading at all—he doesn't
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Je zde hned nékolik zajimavych aspektt; za prvé, mame koncept kddu,
ktery ¢te postava pfimo; mame zde ale i zplisob, jakym je bézna
realita konstruovana realita, coz znamenag, Ze je to pfiblizné a tedy neni
prili$ spolehliva, ne realita jako takova. DalSim aspektem je, Ze je
dostupné prilis velké mnozstvi informaci, coz znemoziuje dekddovani
matrixu. TakZe zatimco jej hrdina ,¢te”, viastné vilbec necte -

na to nema ¢as, misto toho to musi délat systematicky, aby videél
obrazy skryté za kodem. Jelikoz je okolo pfili$ velké mnozstvi
informaci k umoznéni ¢teni kddu, pouziva hrdina intuici, coz je to, co
se timto pfikladem snazim ilustrovat. Takze zde mame priklady

dvou duleZitych aspektu: zptisob, jakym je realita sama konstruovana
a zpUsob, jakym je tato konstrukce reality pro nas necitelna.

Ale zpét k Bergsonovi. Rad bych zacal jeho definici konceptu
smyslu, ktery v plvodnim francouzském jazyce zahrnuje jak
perceptualni pojeti smyslu, tak vyrazy ,smysiny™ a ,smyslupiny”,

Smysl je vic pohyb mySleni nez véc smysleni, vic smér nez pohyb.'

Je to zasadni otazka Bergsonovy teorie, tedy zpisob, jakym

je smysl obecné dynamicky. Bergson naznacuje zptisob, kterym se
pokousi vymanit binarnim definicim, definuje smysl nepfimo

a nezretelng, jako pohybuijici se $kalu: vic jako pohyb nez véc mysieni,
a opét vic jako smér nez pohyb. To koreluje s Bergsonovou
filozofii pohybu, filozofii, ktera neni staticka. A sou¢asné tato my$lenka
rezonuije s jeho kritikou obecnych védeckych teorii, které se snazi
definovat stavy v akci s cilem je analyzovat; Bergson naopak tvrdi,
ze zivot nema zadné stavy, ve smyslu zivota je stav anomalie

a tedy ne-normaini. Abychom byli schopni s absenci definovatelnych
stavll ziskat pristup k tomuto pohybu nebo sméru, potfebujeme
intuici. Tedy ke zkoumani reality ne-analyticky timto zplisobem byl
nutny zplsob ne-normalniho médu mysleni, zejména na zaCatku

20. stoleti, a je dokonce nutny i dnes.
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1. Le sens, qui est moins une
chose pensée qu'un mouvement de
pensée, moins un mouvement qu'une
direction.

Bergson, H.(1938). La Pensée et le
mouvant, Lintuition pilosophique. Paris:
LaPensée et le mouvant. p.133.

1 Le sens, quiest moins une chose
pensée qu'un mouvement de pensée,
moins un mouvement qu'une direction.
0 (1938). La Pensée et le
mouvant, Lintuition pilosophique.
Paris: La Pensée et le mouvant. p. 133.

2. Le philosophe ne part pas d'idées
préexistantes; lout au plus peut-on dire
quilyarrive.

Ibid., 134.

have time to read it—instead he has
todoitinasystematic way, to seethe
images behind the code. As there is
too much information to be able to
read the code, what he doesis to use
intuition, which is a point I'm trying
to make with this example. So, here
we have examples of two important
aspects: the way reality is construct-
ed; and the way that construction of
reality isn't readable to us.

So, going on to Bergson, | want to
start with his definition of the con-
cept of sense, which in the original
French means both meaning and
perceptual sense at the same time,
both sensuous and meaningful.

Sense is less a thing thought
than a movement of thought, less
a movement than a direction.’

This is an essental issue for Berg-
son's theory, the way it is generally
dynamic. Bergson shows the way
he attempts to escape from binary
definitions, defining sense here not
clearly, but as a sliding scale: less
athing of thought than a movement,
andthen again more a direction than
a movement. This is in accord with
Bergson's philosophy of motion,
a philosophy that is not in stasis.
This is in accord with his critique of

general scientific ideas trying to de-
fine states within action, in order to
analyze them; Bergson addresses
that by saying that life doesn't have
any states, interms of life a state isan
anomaly and not normal. In the ab-
sence of definable states, to be able
to access that motion, or movement
or direction, we need intuition. That,
to examine reality non-analytically
in that way, was the non-normal
mode of thought, especially in the
beginning of the 20" century, and
even now.

The philosopher does not depart
from pre-existing ideas; all the
more one can say that is where
he arrives®

Here we have another aspect of
Bergson's theory that is very im-
portant, dealing with the idea of
progress. This is a lovely quote that
encapsulates this, the way the phi-
losopher does not start with the
prevailing philosophic studies and
the continue onwards. This is an
aspect of Bergson's ideas that phi-
losophers like Gilles Deleuze took
to heart, | think, in their attitude to
philosophy in general. Instead of
starting with the known a philoso-
pher, or artist, always has to discover
philosophy or art all anew in order

Intuition
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Filozof se nedistancuje od starSich ideji; tim spi§ mlZeme fici, ze
k nim sam dojde.

Zde mame dalsi velmi dllezZity aspekt Bergsonovy teorie, a to
jednani s myslenkou pokroku. Je to nadherny citat, ktery shrnuje
zpUsob, jakym filozof nezacina s prevladajicimi zplsoby
filozofickych studii a jednodu$e v nich nepokracuje. Je to aspekt
Bergsonovych myslenek, které si dle mého nazoru filozofové,

jako napriklad Gilles Deleuze vzali k srdci ve svém vlastnim pfistupu
k filozofii jako takové. Bez moznosti zaCinat s tim, co je jiz
znameé, musi filozof nebo umélec vzdy objevit filozofii ¢i uméni zcela
nanovo, pokud chce byt schopen fungovat intuitivné. To, jak
vzdy dospéjeme k zavéru, je velmi dllezita soucast Bergsonovych
teorii. Nyni to délam i ja diky opakovanému ¢teni téchto textl

z 20. let, abych k nim sam dospél znovu a v tomto procesu tak objevil
néco nového pomoci nelinearniho pojeti ¢asu samotného.

Nyni tedy K intuici:

Sestupme do sebe samotnych: tim hlub$i bude bod, kterého
se dotkneme, a tim mocnéjSi bude tlak, jenz nas vrati na povrch:
kontaktem je filozoficka intuice a impulsem je filozofie.?

vvvvvv

Je to mySlenka mentalniho sestupovani do psychiky, duse, mysli, nebo
do éehokoli, ¢im to nazvete a vytvoreni impulsu, kterym se vratite
zpét na povrch, do védomi. Kontakt s bodem hluboko uvniti' nas je
podstatou filozofie, nadhernou definice filozofie; intuice je impuls,
ktery je tfeba k dosazeni tohoto bodu a filozofie je impuls podilgjici se
na cesté zpét - schopnost pochopit, cifit, Ci vytusit tento kontakt.
Nesmime zapomenout, ze to, co je zde popisovano, je v Bergsonovych
podminkach metafyzické, zatimco Deleuze to pozdéji definoval jako
zcela materialisticke. Toto neni empiricka predstava materiainiho svéta, kde
mUiZe byt vSe prisouzeno vztahlm mezi pficinou a nasledkem. To, co

Intuice
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2. Le philosophe ne part pas
d'idées préexistantes; tout au plus
peut-ondire quilyarrive.

Ibid., 134.

3. Descendonsalorsalintérieur
de nous-mémes : plus profond sera
le point que nous aurons touché,
plus forte serala poussée quinous
renverraalasurface. Lintuition
philosophique est ce contact, la
philosophie est cet élan.

Ibid., 140.

3. Descendonsalors alintérieur

to be able to function in an intuitive
way. This is a very important part
of Bergson's ideas, how you are al-
ways arriving at a point, the way I'm
attempting by re-reading these texts
from the early 20" century, to arrive
at them again and always discover-
ing something new in the process,
through a certain non-linear notion
of time itself.

So, onto intuition:

Let us descend inside ourselves:
deeper will the point we will touch
be, stronger the push that returns
us to the surface. Philosophical
intuition is that contact, philosophy
is that impulse.?

This is one of Bergson's more prosaic
definitions of intuition. Its the idea of
descending mentally into the psyché,
or the soul, or the mind or whatever
you want to call it, pushing to create
an impulse that pushes you back
to the surface, to consciousness.
The contact with the point deep
inside of ourselves, is the making
of philosophy, a beautiful definition
of philosophy; intuition is the pulse
needed to reach down to that point,
the act of philosophy is the impulse
involved in coming back, being able

to understand, or feel, or sense that
contact. We have to keep in mind
that what is being described here
is in Bergson's terms metaphysical,
while Deleuze later described it as
being utterly materialistic. This is
not the empirical notion of a mate-
rial universe where everything can
be attributed to cause and effect
relations. What Bergson is saying
is that everything—the psyché and
the world—is one constant whole
that is not divided into any aspects.
You don't have an ‘outer’ or ‘inner’
reality; it's all one. So the differences
are just amatter of different degrees
of extension or impulses within that
one all-encompassing reality. That
applies to simple observations of
the world, as well as to the intuitive
process Bergson defines as being
implicated in philosophy, being made
up of intensions, contacts, and im-
pulses within the mnemonic living
body of the mind. This is a dynamic
philosophy, where there is no way to
stop in the process itself, that is just
not how the mind functions.

The rule of science: obey in or-
der to command. The philosopher
does neither obey nor command,
he attempts to sympathize.* With
its applications that do not show

Intuition
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Bergson popisuie, je, Ze vSe - psychika i svét - je jeden konstantni celek,
ktery jiz neni dal rozdéleny na zadné aspekty. Nemame ,vngjSi“ nebo
~nitfni” realitu; vSe je jedno. Rozdily jsou pouze zaleZitost rdznych stupfid
extenze nebo impulsd uvniti této jeding, vSe obsahuiici reality. To se

tyka jak jednoduchych pozorovani svéta, tak intuitivnino procesu, ktery
Bergson definuje jako ,implikovany” ve filozofii; tvoreny intencemi,
kontakty a impulsy v zivem téle mysli. Tato filozofie je dynamicka, neni zde
zadny zpUsob, jak tento proces zastavit. Tak prosté mysl nefunguie.

Pravidlo védy: poslouchej, abys mohl prikazovat. Filozof neposloucha

ani neprikazuje. Filozof se snazi sympatizovat.* S aplikacemi, které ukazuji
pouhou komoditu existence, ndm véda slibuje blaho a vse pro vice
potéSeni, ale filozofie nam jiz radost dala.’

Jednim z dal$ich Bergsonovych hlavnich namétu, predevsim v téchto
textech, je vzdy se stavét proti témto védeckym principtim.
Av$ak nakonec sam fika: ,Abychom se zdokonalili v intuici, musime
mit védu.” Ve skutecnosti se v§ak stavi vii¢i principu negace,

kdy zac¢iname tim, ze véci negujeme. Kdy za¢neme tim, Zze néco
rozkrajime. Podle mého nazoru je to podstata védy - jako nlizky

véci rozstiiha a poté se je pokousi znovu slozit. Jako déti: rozbiji iPad
a pokusi se jej poskladat znovu, ale je jasné, Ze to nejde. Toto

by byla, jistym zpiisobem, jedna z jeho metafor. Véda nam mize dat
informace, ale jestli chcete s zivotem néco délat, véda nestaci;
potiebujete intuici.

Sem patfi i tento Uzasny citat, Ze véda obvykle funguje empiricky
a militaristicky. Musite poslouchat jako na rozkaz a az poté
mUzZete poroucet. Bergson fika, Ze filozofie nedéla ani jedno: filozofie
se snazi sympatizovat.

Jednim ze zpUsobd, jak intuice podle Bergsona funguje -
a k tomu, jak funguije, se jeSté vratim - je, Zze funguje se soucitem.
Zni to slabo$sky, ale to, jak operuje se soucitem, je velmi silny

Intuice
O Vila Stiassni

4, Laregle delascience est...:
obéir pour commander. Le philosophe
nobéit nine commande il cherche a
sympathiser.

Ibid.,139.

5. Avec ses applications qui
ne visent que la commodité de
l'existence, la science nous promet

le bien-étre, tout au plus le plaisir.
Mais la philosophie pourrait déja nous
donner lajoie.

Ibid., 142.

but the commaodity of existence,
science promises us well-being,
all for more pleasure. But philos-
ophy has already given us joy.°

And, one of Bergson's main themes,
in these articles especially, is always
talking against these scientific prin-
ciples, but stillin the end he says: We
have to have science in order to get
better at intuition. But what he's actu-
ally doing is that he's talking against
that principle of negation where you
start off by negating things, where
you start of by... cutting it up. I mean,
that is the root of science, the same
as with scissors, you cut things up
andthenyou try to reassemble them,
you know, like kids do, they destroy
the iPad and then they try to reas-
semble it. But of course it doesn't
reassemble. And that would be one
of his metaphors, in a way. Science
can give you information but if you
want to do something with life, it just
isn't enough; there you need intuition.

And one of his parts of this is that sci-
ence generally functionsin animper-
ical and militaristic way. You have to
obey, and then you can command.
What he says is that philosophy does
neither: it attempts to symphathize.

One of the other ways Bergson de-
scribes — and Il come back to the
way intuition works: intuition works
with sympathy. It sounds weak, but
it is a very strong feeling, the way
it works with sympathy. Instead of
looking at something or someone
as an object from a certain point of
view, you actually enter into it, and
sense it in that sense—which is
sympathy in a way.

In the context of ordinary empirical
scientific capitalist, whatever, logic,
that is not a very powerful thing to
do, but I think that's an idea that we
who wish to keep on living on this
planet have to endorse to a greater
degree. And so, what he then goes
on to, which I think is quite remark-
able in 1911, is connecting directly at
that ime into the consumer culture
that's happening. So: science being
an attribute that is propigating con-
sumer culture, going into the com-
moditys’ existence as acommodity.
Because existence in Bergson's eyes
is the static scientific view. Science
tries to see things as something that
is there to observe, whereas what
he proposes is the dureé which is
something that is constantly in mo-
tion, constantly happening and in-
viting things.

Intuition
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pocit. Misto pozorovani nékoho ¢i nééeho jako pouhy objekt z jistého
Uhlu pohledu vstoupime dovniti a pocitime jej smysly - coz je
vlastné jistym zplsobem soucit.

V kontextu bézného empirického védeckého kapitalisty je jakakoli
takovato logika nedostatecné silna. Ale ja se domnivam, zZe je

to idea, kterou my, jez chceme dal Zit na této planeté, musime vic
podpofit. A co se Bergson dal rozhodl udélat (a co bylo podle
mého nazoru na rok 1911 tctyhodné) bylo, Ze se snazil pfimo spojit
s tehdejsi konzumni kulturou. Tedy: véda, ktera je atributem,
ktery propaguje konzumni kulturu, vstupuje do Zivota (existence)
produktu jako produkt. Existence, jak ji vidi Bergson, je staticka
forma védeckeého pohledu na véc. Véda se pokousi pozorovat véci jako
objekty, které existuiji jen pro svou schopnost byt pozorovany.
Naopak Bergson navrhuije, Ze jde o dure¢, coz je néco v konstantnim
pohybu, stale se déjici a neustale iniciujici nové véci.

A presné proto fika: ,Filozofie nam uz radost dala.” Mohli bychom

fici, Ze na to pozdéji navazal, kdyz miuvil o filozofii a vede. Jistéze Clovek
miZe byt filozoficky ve svém pristupu k vedé, a musi byt t67 védecky
naladén ve svém pristupu k filozofii. Ale filozofie by ndm méla davat radost
aosobng simyslim, Ze tento fakt m{izeme pripsat nékterym aspektiim
umeéleckého mysleni,

Veédomijednim smérem poklada svij objekt na hranici pozorovanik uréeni
miry, souvislost, a komparace.

Studie materialu

Prostorovy Cas a prostor

V jiném sméru sympatizuje s realitou.

Studie duchovna

Realna doba trvani®

TakZe zde mame vlastné dva sméry, védecky a filozoficky. V jednom
se védomi snazi postavit svlij objekt na hranici pozorovani
a studovat jej v definitivnim ¢ase a prostoru (a Bergson opravdu
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6. ilestincontestable que la
connaissance appuie dans une
direction bien définie quand elle
dispose son objet en vue de la
mesure, et quelle marche dans
une direction différente, inverse
méme, quand elle se dégage de
toutearriere-pensée de relation et
de comparaison pour sympathiser
avec laréalité. Nous avons montré
que la premiére méthode convenait
alétude de la matiere et laseconde
acelle de l'esprit, quilya dailleurs
empiétement réciproque des deux
objets l'unsur lautre et que les
deux méthodes doivent s'entraider.
Dans le premier cas, on a affaire au
temps spatialisé et a l'espace ; dans le
second,aladurée réelle.

Ibid., 177,

6. ilestincontestable que la
connaissance appuie dans une direction
bien définie quand elle dispose son
objet envue de lamesure, et quelle
marche dans une direction différente,
inverse méme, quand elle se dégage

de toute arriere-pensée de relation

et de comparaison pour sympathiser
avec la réalité. Nous avons montré

que la premiere méthode convenait
alétude de lamatiere et la seconde
acelle de l'esprit, quily a diailleurs
empictement réciproque des deux
objets l'unsur lautre et que les deux
méthodes doivent sentraider. Dans

le premier cas, on a affaire au temps
spatialisé et a l'espace; dans le second, a
la durée réelle.

Ibid., 177.

Andthat is why he says: “philosophy
has already given us joy." You could
say he later on adds to that when
he talks about the philosophical and
scientific. Of course you can be phil-
osophicalin science, and you have to
be scientific in philosophy as well. But
the philosophical would then give
us joy and we could also relate that
to some aspects of artistic thought
| think as well.

In one direction conscience plac-
es its object in view for measure,
relating and comparing.

study of material

spatial ime and space

In another it symphathises with

reality.

study of spirit

real duration®

And so what we have there are the
two directions, the scientific and the
philosophical in a sense, in that one
of those, conscience tries to place
its object in view and study it, and it
tries to place it in a definite ime and
space, and Bergson really hates the
idea of ime being chronological, and
of space being a measurable idea,
whichis empty and not specific in a
way, that does not relate to life, but
relates to some sort of a universe

that doesn'tinclude life. And the oth-
er one is symphathizing with reality
which is the only way you can gain
access to reality, you can't do that
through images, you can't do that
through concepts. Concepts can only
approximate reality, they can never
give you the real feel. He uses the
metaphor that you canlook at all the
pictures of Paris, or Prague for that
matter, but that doesn't give you an-
ything about the real Paris or Prague.

So, | think I'm running out of time,
which is fine, ime is something you
run out of when it's chronological.

The firstimplies one turning around
a thing, depends on the point of
view where one places oneself and
symbols by which we express our-
selves, stops at the relative, scientific
analysis + construction. The second
implies entering into a thing, does not
take a point of view and does not de-
pend onany symbol, where possible,
attains the absolute, philosophical
intuition + multiplicity in unity.

So, the scientific depends on points
of view, it depends on symbols to
express itself, and what it presents
is a constructed reality, it is always
trying to construct it in more detail,

Intuition
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nenavidi myslenku, ze ¢as je chronologicky a prostor méfitelny,
coz je dle néj prazdnéa idea nevztahujici se k Zivotu, ale
néjakému vesmiru, ktery Zivot nezahrnuje), a druhy se snazi
s realitou sympatizovat, coz je jediny zpusob, jak k ni ziskat
pristup. Nemizeme to udélat pomoci obrazl, nemlizeme to udélat
pomoci konceptl. Koncepty mohou realitu pouze pfiblizit.
Nikdy nam nemohou dat opravdovy pocit. Bergson sam pouziva
metaforu, Ze se mliZete podivat na vSechny mozné fotografie
Pafize ¢i Prahy, ale to vam nikdy neda skuteénou Pafiz nebo Prahu.
Myslim, Ze mi dochazi ¢as, coZ je v poradku - ¢as vam muze
dojit pouze pokud se jedna o véc chronologickou, takze v poiadku.

Prvni pfistup implikuje, Ze véc pfevracime. Zavisi na uhlu pohledu,
ktery zaujmeme a symbolech, pomoci kterych se projevujeme.
Zastavuje se u véci relativnich, u védeckeé analyzy a konstrukce.
Druhy pristup implikuje vstoupeni do véci, nestavi thel pohledu

a nezaleZi na zadném symbolu. Kde je to mozné, dosahuje absolutni,
filozofické intuice a multiplicity v jednote.

Véda ve svém vyjadreni tedy zavisi na thlech pohledu
a na symbolech, to, co prezentuje je konstruovana realita. Neustale
se snaii ji zkonstruovat ve vétsim rozliSeni, ale vzdy skonéi
s realitou pixelovanou. Nem(izeme mit védeckou realitu, protoze
je vzdy analyticka. Véda véci analyzuje. Bergson navrhuje uziti
filozofické intuice, kde ndm nehrozi obtiznost, kde mlzeme mit jak
multiplicitu v jednoté, tak jednotu v tomtéz pojeti a kde vime, ze
védomi je v jistém slova smyslu také jednota. Tuto jednotu miiZete citjt
- ale také jisté vite, Ze mlize byt rozptylena v prostoru. A Bergson
to popisuje docela pékné, ale na to uz nam nezbude ¢as. Myslim,
ze toto téma budeme muset opustit a vénovat se otazce trvani.

La durée intérieure est la vie continue d'une mémoire qui prolonge le
passe dans le présent, soit que le présent renferme distinctement Iimage
sans cesse grandissante du passé, soit plutot qu'il témoigne, par son
continuel changement de qualité, de la charge toujours plus lourde qu‘on

Intuice
O Vila Stiassni

but it's always pixelated, you can't
get a scientific reality, because it's al-
ways analytical, it analyses things.

What he proposes is to use the phil-
osophical intuition where you don't
have the difficulty, where you can
have both multiplicity and unity in
the same construct, and you know
that conscience is in some degrees
a unity, you can feel its unity—but
then again you know it can be really
scattered all over the place. and Berg-
son describes that quite beautifully,
but we do not have time to get into
that. | think we'll leave that and go
into duration.

La durée intérieure est la vie con-
tinue d'une mémoire qui prolonge
le passé dans le présent, soit que
le présent renferme distinctement
I'image sans cesse grandissante
du passé, soit plutdt qu'il témoigne,
par son continuel changement de
qualité, de la charge toujours plus
lourde qu'on traine derriere soi a
mesure qu‘on vieillit davantage.
Sans cette survivance du passé
dans le présent, il n'y aurait pas
de durée, mais seulement de I'in-
stantanéité.

Internal duration, is Bergson's idea of
how intuition, or philosophical intui-
tion functions and in what space it
functions. It doesn't function within
a rigorous mathematical space, or
mathematical imes. It is internal du-
ration that he is talking about which
includes everything, rocks, peo-
ple, pyramids; everything is always
changing, it is not static in any way.
So it's life, and then its continuing
a memory, which prolongs the past
into the present, that stretch, that
elastic stretch, and you have that ever
increasing image of the past becom-
ing part of that elastic band. So that
is duration, and that also gives you
a foresight into something that you
could callintuition, and it it not divided
into past, present future; that is our
existence or our becoming where
we're always within that space.

And if you don't have this survival
of the past within the present, then
what you have is only the instant and
he says that's unconsciousness.

L'état, pris en lui-méme, est un
perpétuel devenir. J'ai extrait de
ce devenir une certaine moyenne
de qualité que j'ai supposée invar-
iable : j'ai constitué ainsi un état
stable et, par la méme, schéma-
tique. J'en ai extrait, d'autre part,
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traine derriere soi @ mesure qu'on vieillit davantage. Sans cette survivance
du passé dans le présent, il n'y aurait pas de durée, mais seulement
de linstantanéité.

Vnitfni trvani, coz je Bergsonova pfedstava o tom, jak intuice
a filozoficka intuice funguje v daném prostoru, neprobiha

v rigordznim matematickém pojeti Casoprostoru. Je to pravé vnitrni
trvani, které zahrnuje naprosto vSe - kameny, lidi, pyramidy

- 0 ¢em mluvi, nic neni stagnantni, vSe je stale v pohybu. Takze je
to zivot, je to pokracujici mySlenka, ktera prodlouzi minulost az

do pritomnost, cely ten elasticky usek. A mame ten stale se zvétsuijici
obraz, ve kterém se minulost stava soucasti tohoto elastického
pasu. Toto je trvani. Da vam to téz nahlédnuti do néceho, co by se
dalo nazvat intuici. A neni to rozdéleno na minulost, pfitomnost
abudoucnost; je to nase existence nebo stavani se v misté v prostoru,
kde jsme neustale.

A jestlize nemame toto preziti minulosti v pfitomnost, mame
jen okamzZik; podle Bergsona nevédomi.

L'état, pris en lui-méme, est un perpétuel devenir. Jai extrait de ce devenir
une certaine moyenne de qualité que jai supposée invariable : j‘ai
constitué ainsi un état stable et, par la méme, schématique. Jen ai extrait,
d‘autre part, le devenir en général, le devenir qui ne serait pas plus le
devenir de ceci que de cela, et c'est ce que j‘ai appelé le temps que cet état
occupe.

Stav, stavani se a ¢as zde nebude, ale vSichni pfece nesnasi stavy.
Analyza operuje s imobilnim stavem. Intuice se poklada
do mobility béhem trvani. Clovék poznava realno, ziti, konkrétno

tam, kde se skryva variabilita.

Stale je to Bergson, ale skonéeme Matrixem.

Intuice
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le devenir en général, le devenir
qui ne serait pas plus le devenir
de ceci que de cela, et c'est ce que
j'ai appelé le temps que cet état
occupe.

State, becoming, ime will not be
here, but then everybody here
hates state.

Analysis operates on the immobile.
Intuition places itself within mobility,
within duration. One recognzes the
real, the lived, the concrete, within
that which is variation itself,

Thisis Bergson as well, but let's finish
with the Matrix.

Matrix, scene 2: “"He is the one.”

So, we have the same thing hap-
pening there, but it is an interesting
analogy; the positive thing that hap-
pens, the passive guy in the begin-
ning, the one everyone hates, he is
actually working with intuition, what
Neo does is that he actually manag-
es to analyse the situation, make it
static—so, that's why the fim is so
successful and makes such a lot of
money—it supports this world view
that we are able to analyse things

as static things and then work away
from that, reconstruct reality.

And in this world we live in, we're ac-
tually reconstructing it, but it's going
to hell at the same time, so | think
we need to get into some sort of
sympathetic agreement with re-
ality, through a very radical way of
intuition.

Intuition
O Vila Stiassni



Matrix, scéna 2:,,0n je vyvoleny.”

TakZe se zde déje to stejné, ale je to zajimava analogie; pozitivni
véc, ktera se stane. Pasivni muz ze za¢atku filmu, ten, kterého
vSichni nenavidi, vlastné pracuje s intuici. Neo analyzuje situaci,
promeni ji ve statickou, a pravé proto byl tento film tak uspé$ny

a vydélal tolik penéz - podporuje tento pohled na svét, stejny pohled,
ve kterém jsme schopni analyzovat véci jako statické a poté

s nimi pracovat, tedy rekonstruovat realitu.

A tento svét, ve kterém nyni Zijeme, vlastné rekonstruujeme,
ale ve stejné chvili jde do haje. Myslim si tedy, Ze musime vstoupit
do jakéhosi sympatického ujednani s realitou pomoci radikalni intuice.
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Maria

Cerno, zvukova Black, a sound
basen pOEm

Dalberg
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kamen, cerny kamen, Cerny, ¢erny ve slovech
cerna slova, slova ve mné, erny, cerny jazyk
zub

Zlatavy zub, jazyk, polibek, zlatavy zub

Zlato, zlato ve mné, zlatavy zub, zub ve mng
polibek, jazyk, Gerna ve mng, ¢erna

cerna ve slovech, Cerny, Cerny kamen

kamen ve mng, ¢erno

Cerno, zvukova basef. PouZil/a jsem tyto zapisky b&hem performovani.
Performance je improvizaci vtom, Zze b&hem Eteni basné nasleduiji

svoji intuici. Néktera ze slov se opakuiji podle rozliénych rytm mého
téla. Témito rytmy jsou napf. mij dech, mdj puls, pohyb mych
bokU a otevirani, i zavirani oi. K tomu maiji tyto skuteéné rytmy
odli§nou rychlost od rytmu mého hlasu, zatimco ¢tu poezii.
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Black was animprovisational sound
poem, performed only once. | closed
my eyes and | only saw the colour
black. | touched my neck, sensing
the rhythm coming from my pulse.
| followed this rhythm and called
aloud: "black, black, black.”

While performing, | kept my eyes
closed, sensing my chest moving up
and down. | focused on the rhythm
coming from my breath and called
aloud: “kiss, tongue, kiss, tongue,
kiss, tongue.”

| continued performing the words
written on this note. While speaking
aloud | followed different rhythms
found in my bodily movements, for
example, the movements of my hips,
my blinking eyes, and so on.

Intuition
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Dodda Maggy (nar. 1981) je islandska umeélkyné Zzijici a pracuiji
v Reykjaviku. Od nejutlejSiho véku projevovala tviréi nadani,
hrala na nékolik hudebnich nastrojl, ale zajimala se také o vytvarné
umeéni a pozdeéji i multimedialni tvorbu. Kdyz doslo na vybér $koly,
musela se rozhodnout mezi vytvarnym uménim a hudbou a zvolila
Islandskou akademii vytvarnych uméni, kde predpokladala lep§i
propojeni obou médii. Béhem prvniho roéniku, v roce 2001, se seznamila
s videokamerou a od té chvile se neohlizi zpét, stala se pro ni
hlavnim médiem.

Na zaGatku své kariéry se soustfedila zejména sama na sebe, objektiv
kamery neustale proti sobé, jako zrcadlo ke zkoumani sebe
sama a hledani hranic mezi télem a mysli. V nataceni nasla zpUsob,
jak spojit zvuk a vytvarné uméni dohromady, do jediného
média. ZaCala pro sva dila skladat hudbu, kdy kazdé dilo ma svou
toninu, coz ji pozdéji dovedlo ke studiu na $kole Zvukového
umeéni (Sound Art) soubézné s magisterskym studiem na Kralovské
akademii vytvarnych uméni v Kodani. Ziskala tak diplom na
obou téchto Skolach.

obr. 1. Iris, 2006.

Dilo nazvané Iris, které oznacuije jako video/hudbu, pochazi z prvniho
roku magisterského studia v Kodani (2006). Autorka se tu stava
hlavnim pfedmétem uméleckého dila, hudba neustale zni v pozadi, ale
takt a rytmus urcuje ona sama a jeji télo. Najdeme tu naznaceny
vyvoj vypravééské linky, ale neni natolik logicky, abychom dilo
mohli nazvat vypravénim, jde spi$ o lyrickou strukturu. Cas je
zhustény nebo roztazeny, ¢asto ve zpomaleném zabéru, promlouva
skrz opakuijici se gesto —i kdyZ se zadny zabér nikdy neopakuje
dvakrat. Video za¢ina radostnym skakanim zenskeé postavy na pohovce
doprovazeném jemnou hrou piana a hlubokym kiehkym hlasem.
Celé video je zaloZzeno na opakovanych zabérech radostného skakani
na pohovce, poté nasleduije stfih na SirSi zabér, télo se odrazi
z pohovky, a pohyb se opakované zastavuje ve vzduchu. Nasleduje
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Dodda Maggy (b. 1981)is an Icelandic
artist living and working in Reykjavik.
From a young age she was creative,
practising music and played several
instruments, but was also interest-
ed in fine art and later mulimedia
art. When it came tme to decide on
further education she had to choose
between the two and decided on
the Icelandic Academy of Art where
she felt that she would have a better
chance of using both media. During
her first year there in 2001she came
into contact with a video-camera,
since then there has been no looking
back, and it has been her primary
medium ever since.

At the beginning of her career the
focus was on herself, the camera
constantly pointed at her, like a mir-
ror that she would use to self-explore
and test the boundaries between
body and mind. By doing so, she
found a way to combine music as
well as fine art together as one medi-
um. She began composing music for
her artworks, a special tune for each
video which later led to her studying
Sound Art at the same tme as she
was working on her MFA in fine -art
atthe Royal Danish Academy of Fine
Art, so Dodda Maggy has a degree in
both Sound Art as well as Fine Art.

fig. 1. Iris, 2006.

The work Iris, which she categorizes
as video/music, is from her first year
of studying for her MFA in Copen-
hagen 2006. She is the main sub-
ject of the artwork, music is playing
underneath but she, and her body
is the beat, the rhythm in the work.
There is a suggestive development
in the storyline, but it is not logical
enough to be called a narrative, it
is rather a lyrical structure. Time is
compressed or stretched, often in
slow motion, presented as a repeat-
ed gesture - although never using
the same shot more than once. The
Video/Music Iris starts with a female
character jumping joyfully on a sofa
while the music consists of a soft pi-
ano and a low fragile singing voice.
The videois based on repeated shots
of the artist jumping joyfully on the
sofa, then there is a cut to a wider
angle and she jumps from the couch,
the movement repeatedly edited in
mid-air. Cut to an angle where she
is seen landing on a mattress, then
a closer frame as she lands and at
that point the mood changes. Here
itis asif she is being thrown violently,
over and over again, onto the mat-
tress while the music continues in
asoothing, soft way, as alullaby. The
video and the music takes the audi-
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zabér dopadu na pohovku, zabér zblizka a atmosféra se obraci. Jako
by bylo télo pokazdé znovu nasilim vrzeno do vzduchu, a pfitom
hudba pokracuje svym jemnym, uklidiujicim stylem, jako by $lo
0 ukolébavku. Video a hudba zvou divaka na emotivni pout,

od radostného dojmu — dospéla Zena v rtizovém spodnim pradle
a duhovém svetfiku skotaci na pohovce - prechazi v nepfijemny
pocit piny skrytého nasili, at uz si jej postava plisobi sama, nebo je
za nim nékdo jiny.

obr. 2. Madeleine, 2014

Madeleine je dalSim dilem, které se zabyva emocemi, tentokrat

vSak opacnymi. Objektiv kamery opét mifi na umélkyni samotnou,
Dodda Maggy je obleéena v elegantnich Satech, nali¢ena

a ucesana, jako by se chystala na néco slavnostniho. Kamera miri
primo na ni, zda se, ze lezi na zemi, hudba je prizra¢na a jakmile
Dodda otevie o€i, zmocni se nas neklid, nebot jsou piné slz. Hudba
je ¢im dal naléhavé;jSi, Dodda Maggy se stale diva upfené do
kamery, a nuti divaky, aby se do ni vcitili. Chceme se odvratit, ale
zaroven ji pomoci a utésit, jenze neni jak.

obr. 3. DeCore (Aurae) 2012

Dilo DeCore (Aurae) vzniklo, kdyz Dodda Maggy studovala
magistersky program ve Svédsku. Pracovala stale s video/hudbou, ale
hledala v té dobeé jinou metodu, ktera by ji pomohla vytvorit novy

druh umeéni, nechtéla v§ak ménit médium. Vysledkem je dilo DeCore
(Aurae) z roku 2012. Pi'estoze nema zadny zvuk je oznaceno jako
video/hudba.

Az do té doby mifil objektiv kamery vZdy pouze na ni samotnou,
citila na sobé neustaly pohled nékoho, kdo ji sleduje. Nyni ale
kameru otaci, vyrazi ven z ateliéru a objevuje jeho okoli. Prochazi
ulicemi Malmo, filmuje rostliny a kvetouci stromy, cokoli co
ji zaujme. Prekvapi ji, jak snadné ji to pfipada, poté co tak dlouho
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ence on an emotional ride, first the
experience is joyful, a grown woman
in pink underpants and a rainbow
coloured sweater jumping on the
sofa, but ends as an uncomfortable
experience filled with hidden vio-
lence, self inflicted or by another.

fig. 2. Madeleine, 2014

Madeleine is another work that ex-
plores emotions, however this time
opposing emotions. With the video-
-camera still pointed at her, Dodda
Maggy is dressed in a fine dress,
wearing full make-up with her hair
done as if she is going out to a spe-
cial occasion. The camera is aimed
directly at her as she seems to lie
on the floor, the music is eerie and
as soon as she opens her eyes the
audience gets an uncomfortable
feeling, as her eyes fill with tears. The
music gets more intense as Dodda
Maggy looks constantly at the cam-
era, forcing the audience to feel with
her. We want to look away but at the
same time we want to help her and
comfort her, but we can't.

fig. 3. DeCore (Aurae) 2012
DeCore (Aurae) was made while

Dodda Maggy was studying her
Master's programme in Sweden.

She had been working with Video/
Music but was by that ime looking
for a new method to create a new
kind of art while still holding on to
both mediums. The outcome was
DeCore (Aurae) from 2012. Aithough
the video has no sound she lists it as
a sound installation - visual music.

Until this artwork the camera had
only been on her and she could
feel the constant gaze of someone
watching her. She now took the
camera and not only did she turn it
the other way, she took it out of the
studio and started exploring her en-
vironment. She walked the streets of
Malmo, filming plants and blooming
trees, anything that caught her atten-
tion and was amazed at how easy it
came to her after having worked in
a different manner for so long. Back
atthe studio she would work the ma-
terial over and over again untila new
organic form had been made. It was
a long process; the 12 minute video
that was the final result took her four
years to complete. The method is
similar to Video/Music, recording,
repeating over and over again untl
the right outcome is reached.

The inspiration and the link for these
artworks to intuiion were bad mi-
graines that Dodda Maggy suffers
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pracovala zcela jinym zplisobem. Nato¢eny material pak ve svém
ateliéru opétovné zpracovava, az dospéje k Uplné novému
organickému tvaru. Je to velmi dlouhy proces, dvanactiminutové
video, které je koneénym vysledkem, zpracovavala 4 roky.
Metoda se blizi video/hudbé, nahravani a opakovani stale dokola,
az je dosazeno zamysleného vysledku.

Inspiraci a spojujicim ¢lankem téchto praci s intuici jsou kruté
migrény, kterymi Dodda Maggy trpi. Pfed kazdou migrénou pozna, ze
se zachvat bliZi a vi, ze si bude muset lehnout a pfipravit se na

néj, nebof v priibéhu téch nejhorsich ztraci zrak a ziistava po néjakou
dobu slepa. Nez k tomu dojde, vidi v§ak obrazy podobné tém,

jaké najdeme v dile DeCore (Aurae). To nejprve nebyl jeji zamér, pak
si ale jednoho dne uvédomila, ze se blizi migréna a vidéla pred
oCima tyto obrazy, a pochopila spojitost mezi nimi a dily, na kterych
nékolik poslednich let pracovala.

obr. 4. DeCore (Venus) 2014-2015

Od té doby Dodda Maggy metodu prace dale rozvinula, jak
ukazuje prace DeCore (Venus). Tady vychazi ze sladkovodnich perel
a vytvari z nich animaci, kdy je pfetvari na specifické formy,
které maji matematicky zaklad, a které miizeme nachazet kolem
sebe, jsou jako vzajemné odrazy. Jedna se o geometrickeé tvary,
vesmiru. Jsou to pfirodni tvary, ale v tomto dile vznikaji spojenim
prirody a ¢lovéka, tvary vytvari umélkyné a perly nechava rist ¢lovék.

DeCore (Venus) je také video/hudebni dilo, instalace slozena z videa
a hudby. Animace perel zni ke zvuku violoncella, které hraje ton

fis v mnoha vrstvach pres sebe a s riiznou hlasitosti. Nékteré tony
postupné prehlusi ostatni, zanou kolidovat, aZ je témér bolestné

je poslouchat. Hlasitost v§ak zaroven nikdy neprekro€i snesitelnou
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from. Before each migraine she
could feel it coming and knew she
would have to lie down and prepare
for them, because during their worst
spells she would lose her sight and
go blind for a short period of ime, but
before that would happen she would
see images similar to the ones we
see in DeCore (Aurae). Initially that
was not her intention, it was not un-
til she could feel a migraine coming
onone day and started seeing these
images that she realized the link be-
tween them and the artwork she had
been working on the past few years.

fig. 4. DeCore (Venus)
2014-2015

Dodda Maggy has since then de-
veloped a way of working with her
art as can be seen in DeCore (Ve-
nus). Here she has taken fresh water
pearls and animated them to specific
forms, mathematical forms that can
be found everywhere around us in
nature and are a kind of a reflection
of each other. These are geometri-
cal forms - Sacred Geometry that
can be found in the rhythm of Earth
and Venus outinthe cosmos. These
forms are natural but in the artwork
itis amixture of nature and man, the
forms are made by the artist and the
freshwater pearls are grown by men.

DeCore (Venus)is also a video/mu-
sic work, an installation of video and
sound. The animation of the pearls is
played to a sampled tune of a cello,
the tone f# which is played in many
layers and different volumes. Some
tones gradually get louder than oth-
ers, they collide and it almost be-
comes overwhelming to listen to.
But the volume never gets too loud
and in that way the sound is also
see-through, much like the artwork
itself, which is projected on a thin
sheet of fabric so itis also visible on
the wall behind it and on the viewer
that walks around in it.

Dodda Maggy has grown and de-
veloped as an artist over the past
ten years. Starting with the camera
aimed at herself, exploring the body
as well as inner emotions and how
they affect the audience with the
music playing (or not playing) un-
derneath. The mystic tones in the
artwork truly do “set the tone" and
have an eerie affect on the viewer.
After dealing with deep emotions at
the beginning of her career she later
felt the need to go outside and ex-
plore her surroundings, the bloom-
ing flowers and trees - leading to the
rhythmic works of the DeCore se-
ries that consist of nature as well as
man's touch and affect on it with the
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mez, a tak je vlastné i zvuk prisvitny, podobné jako vizualni ¢ast dila,
ktera se promita na prlsvitnou latku a tim padem i na sténu za ni,
stejné jako na autorku, ktera prochazi dilem a kolem néj.

Dodda Maggy v poslednich deseti letech prosia ve své tvorbé znaénym
posunem. Nejprve stala pred kamerou sama, zkoumala télo

a vnitfni emoce, i to jak plsobi na publikum ve spojeni s hudbou,
ktera hraje (nebo nehraje) v pozadi. Mystické tony dila doslova
Ludavaji ton" a vyvolavaiji v posluchadi-divaku zneklidiujici pocit.
Po obdobi, kdy se zabyvala hlubokymi emocemi, citila Dodda
Maggy poti'ebu vyjit ven a zkoumat pfirodu, kvéty rostlin a strom{ —
tak vznikly rytmickeé prace cyklu DeCore, jez vychazi z prirody,

ale takeé z vlivu ¢lovéka na pfirodu, to vSe podkreslené hudbou. | tady
ale zlstava cosi zneklidiujiciho, kdyz se krasné, neustale se
ménici tvary promitaji na sténu. V tom je sila video/hudby.

VSechna videa a dalSi informace o Doddé Maggy najdete zde:
hitp://www.doddamaggy.info/
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music playing underneath, but stll
giving the audience an uncomfort-
able feeling as beautiful, constantly
changing forms are projected on
the wall. That is the power of Video/
Music.

All of the videos referred to in this
text, as well as further information
about Dodda Maggy, can be found at:
http://www.doddamaggy.info/
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obr. 1. Iris, 2006
fig. 1.Iris, 2006

obr. 2. Madeleine, 2014
fig. 2. Madeleine, 2014
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obr. 3. DeCore (Aurae) 2012
fig. 3. DeCore (Aurag) 2012

obr. 4. DeCore (Venus) 2014-2015
fig. 4. DeCore (Venus) 2014-2015
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Pro€ sou¢asnym umeélctm Why contemporary artists
vyvhovuje spekulovat feel comfortable speculating
0 ontologii objektu on the ontology of the object

Korimek

Intuice Intuition
O Vila Stiassni O Vila Stiassni




Prestoze je pro podstatnou ¢ast sou¢asného umeéni nejen po archivnim
obratu dilezity vyzkum, ¢i dokonce analyza, dovoluji si tvrdit,
Ze stale podstatnou roli v procesech tvorby sehrava intuice. Z ¢eho
se rodi poGatecni idea, nebo dokonce vize? Co je to inspirace?
Okamzik, ktery nedovedeme zachytit. Nékde nas néco napadlo.
Intuitivné na zékladé pfedchozich zkuSenosti a snad i jistého
penza poznani. Intuitivné neboli tak néjak. Umélci je intuice hlavnim
nastrojem a to nejen v dobé, kdy jeho ¢innost neni definovana
médiem, na némz je prezentovan vysledek. Tim se odliSuje od vétSiny
ostatnich lidskych roli; architekta, politiCky, Iékarského konsorcia.

Vztah umélecké praxe je velmi podobny vztahu s filozofii. Ne

tou Zivotni, ani tou osobni, ale filozofii jako praci. Ostatné, otazkou je,
zda umélec a filozof jsou zameéstnanimi. Doufam, Ze ne. Véfim,

Ze jsou né¢im vysSim. Nasledujici text se pokusi oboji porovnat,
nespokoji se s timto obecnym chytracenim, sekundarné bude
davat do souvislosti nékolik si blizkych filozofickych proudd, terciarné
pak zjisti, pro¢ je u souéasnych umélcl takovy zajem o filozofii.

A naopak.

1.

Soucasné umeni je intelektualni ¢innosti. Metodou popisu svéta.
Neni adekvatni védé, pracuje méné exaktné a v této soutézi
by jen tratilo.

Soucasné umeni je z velké ¢asti dematerializaci, odhmotnénim.
Pokud tomu tak neni, pak bylo celé konceptualni hnuti ped vice

jak polovinou stoleti k ni€emu. Pravé soustiedéni se na myslenkovy
objekt, ideu dila, popis jeho okoli, aniz se musi nutné stat
hmotnym objektem, ma blizko k filozofickym rozklad(im. Koho jiného
by méla filozofie zajimat nez umélce? A kdo jiny by mél uméni
porozumét vic nez filozof?
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Although research and, by extension,
analysis have proven to be important
and substantial parts of contempo-
rary art, including but not limited to
the post-archival turn, | daresay that
intuition plays a very significant part
in the creative process. From what
does an initial idea, or even vision,
stemée What is inspirations Amoment
that we cannot seize. We simply
thought of something somewhere
intuitively, based on previous expe-
rience and perhaps even on certain
knowledge; intuitively, or somehow
along those lines. For artists, intuition
represents the main tool, not only
during the tmes when their activity
cannot be defined by the mediumin
which the resultis presented. This is
precisely what sets artists apart from
other human roles, e.g. architects,
politicians, or amedical consortium.

The relationship within artistic prac-
tice bears a distinct resemblance
to philosophy. Not with that of life,
however, nor with the personal kind,
but with philosophy that represents
work. After all, the question remains
whether “artist” or “philosopher” can
be considered occupations. | sin-
cerely hope not - | believe them to
be something superior.

The following text attempts to place
both issues in contrast with each
other while avoiding simplistic smart
talk. It also contextualizes several
closely-related philosophical move-
ments and reveals why present-day
artists have such an interest in phi-
losophy and why philosophers are
sointerestedin art.

1.

Contemporary art is an intellectual
endeavor, a method with which to
describe the world. It is not related
to science, as it works with less ex-
actitude and would only lose in such
a competition.

Contemporary art consists largely of
dematerialization and etherealization.
If that were not the case, then the
entire conceptual movement dating
back half a century would have been
futile. Itis precisely the act of focus-
ing onan object of the mind, the idea
of a piece, and the description of its
surroundings without having to pro-
vide it with tangible substance and
thus grant it a shape, that is so simi-
lar to philosophical debates. Who else
could be interested in philosophy if not
an artist¢ And what better person to
comprehend art than a philosopher?

Intuition
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2.

V dubnu 2007 probéhla na londynské Goldsmith College konference,
na niz se poprvé predstavil nazorovy proud pojmenovany
spekulativni realismus. Nechci zde rozebirat adekvatnost oznaceni,
ani se pokusit o letmé pripomenuti jeho hlavnich tezi. Bylo by

to povrchni. Misto toho se budu snazit odhalit, pro¢ je pro umélce
tolik pritazlivym.

3.

Atraktivnim je zajisté uz fakt, ze se ,zakladajici" konference
udala na Goldsmith College, ktera se diky svym vyznaénym alumni
zapsala do déjin uméni. Navic s odérem provokace, svobody

a experimentu.

4.

Umélce pfitahuje novost. Pokud ne, tak je néco $patné a v takovém
pfipadé se jedna o reakcionarstvi, zatrpkly konzervatismus,

v lepSim pripadé bezpeéné retro. Bez ohledu na to, zda jde o obraz
nad gau¢em nebo politické gesto. Spekulativni realismus je novy.

Tim padem i pfitazlivy. Pro neanglofonni zemé o to vic, ze vysoka
mira nemoznosti diskuse (autority sem nejezdi, ptivodni texty
nevychazeji, stale pfetrvava jazykova bariéra) automaticky vyvolava
pocit spiklenectvi. Spiknuti je sexy.

0.

Quentinem Meillassouxem provedena kritika korelacionismu
musi kazdému umeélci konvenovat. Stejné jako proklamovany odklon
od kontinentalni filozofie a vyrovnani se s postkantovskou
epistemologii.

Intuice
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2.

In April 2007, Goldsmiths College
in London hosted a conference at
which the intellectual movement
known as “speculative realism” was
firstintroduced. | do not wish to delve
into the accuracy of this term nor
attempt to outline its main principles.
That would be superficial. Instead,
| will try to unravel why artists find it
S0 attractive.

3.

The fact that the “establishing” con-
ference took place at Goldsmiths
College, which had already made
a significant mark in the history of
art due to its eminent alumni, was
attractive in itself. On top of that, it
came with an air of provocation,
freedom, and experiment.

4,

Artists are attracted by novelty. If
they are not, something is wrong,
andin that case, what they create is
not art but mere reactionism, em-
bittered conservatism, and at best,
safe retro, regardless of whether
the piece in question is a painting
above the couch or a political ges-
ture. Speculative realismis novel and

thus attractive. This is more true for
non-Anglophone countries, since
the impossibility of discussion (due
to the fact that authorities on spec-
ulative realism don't travel to those
countries, original texts are not
published in non-Anglophone lan-
guages, and a language barrier sill
persists) automatically elicits feelings
of conspiracy. Plotting is sexy.

0.

Quentin Meillassoux’s critique of
correlationism simply must con-
vene with every artist, just as the
proclaimed deviation from cont-
nental philosophy and subsequent
adjustment to post-Kant epistemol-
ogy. ltis as if we resolutely ceased all
attempts to adhere to the means of
delineating the world executed by
modernist philosophical schools.
We don't need to know them any
longer. Away with Foucault. Away
with deconstruction. We failed to
understand it anyway.

0.

Someone once noted that the
postinternet era was like the Holo-
caust: they both happened, and thus
can'tbe denied. A Czech art theorist
writes: ‘I am far more interested in
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Jako bychom razné skoncovali s popisem svéta provedenym
modernistickymi filozofickymi $kolami. UZ je nemusime znat.
Pry¢ s Foucaultem. Pry¢ s dekonstrukci. Stejné jsme ji nerozuméli.

6.

Kdosi napsal, ze s postinternetem se to ma jako s holocaustem. Oboji
se stalo a nelze tedy popfit. ,Zajima mé vic, co je za uménim,

nez umeéni samo,” pravila jedna Geska teoreticka umeéni. Spravné.
Grahamem Harmanem prosazovana objektové orientovana
ontologie nejen ji vychazi vstfic. 0znaceni objekt je dnes vic nez jen
synonymem pro sochu. Objekt je nééim vic. Podivejme se jen na
nazvy nedavnych prazskych vystav. Skupinové vystavy v Meetfactory
Objektonomie: Ekonomie objektu a Vaclavem Janos§¢ikem nedavno
uspofadané mezinarodni skupinové vystavy v Kvalitari Neklid veci
a do ni zakomponovaného projektu Marisy Olson Navrat objektu.
Nestadi vSak jen nazvy... V anotaci vystav kurator Jano$¢ik mimo
jiné uvadi:

.Tento moment konfrontace €lovéka (subjektu) s objektem je
rozehran a pfivlastnén samotnymi dily. Jejich objektovost se rozvira
a ziskava svérazny i autonomni, esteticky ¢i konceptualni tvar.
Objekt prekonava sveé fyzické hranice - jsou pfilnavé, roztavené
a interobjektové. Obrat k objektu (turn to the object) se stava
naladénim se na objekt (tune to the object). Neni to divak nebo lidska
bytost, ktera se obraci nazpét, k pasivnimu objektu. Je to sam
objekt, ktery se obracia diva." V zavéru pak, na ¢eské pomeéry odvazneé,
shrnuje:

.Nasim cilem je rozsifit mozné pole porozuméni objekttl a jejich
objektovosti v soucasné kulture, které by rezonovalo v kontextu
spekulativniho realismu, objektové orientované ontologie,
postinternetu a akceleracionismu.” V posledni vété se pak prfiznava:
.Cely tento projekt vyvéra z hluboké, a snad i naivni viry v to,
ze prave dialog mezi uménim a filosofii je tim, co dnes potrebujeme.”
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1 Retrieved from http:/kvalitar.
cz/cpoiwehba/uploads/2015/07/
Tiskova-zprava_Navrat-objektu_
Neklid-veci_10_9_2015_CZ2.pdfon
April 4th,2018.

1 Retrieved from hitp://kvalitar.cz/
cpoiwehbaluploads/2015/07/Tiskova-
zprava_Navrat-objektu_Neklid-
veci_10_9_2015_CZ2.pdfon April

4th, 2018.

what is behind art than in art itself."
The object-oriented ontology pro-
moted by Graham Harman meets
this theorist and many others half-
way. These days the designation of
‘object” is more than just a synonym
for a statue. An object is something
more. Let us look at the titles of re-
cent Prague exhibitions. There was
an exhibition in Meetfactory — Objec-
tonomy: The Economy of the Ob-
ject, curated by Sally Haftel Naveh —
and The Disorder of Things was
an exhibition in the Kvalitar Gallery
curated by Vaclav JanoS¢ik, which
also incorporated a project by Mari-
sa Olson named The Return of the
Object. Yet names are not enough.
Janoscik, the curator, mentions this
in the Kvalitar's exhibition synopsis:

This moment of confrontation be-
tween a person (the subject) and an
objectis played out and appropriated
by the display itself. The objectivity of
the pieces flourishes and achieves
both idiosyncratic and autonomous
aesthetics/conceptual shape. The
object surpasses its physical bound-
aries — they are adhesive, melted
and inter-objective. A turn towards
the object becomes tuning into the
object. It is neither a spectator nor

a human being who is turning back
towards the passive object. It is the
object itself that turns and observes.

He sums this up in a manner rather
provocative for the Czech art milieu:
Our objective is to broaden the field
of object comprehension and of the
mentioned objectiveness in contem-
porary culture, which would reso-
nate in the context of speculative
realism, objectively oriented ontolo-
gy, the Postinternet movement and
accelerationism.

In the last sentence, he confesses,
“This entire project stems froma deep
and perhaps naive belief that the dia-
logue between art and philosophy is
exactly what we need these days.”

To avoid being limited to Prague, I'd
like to mention a recent pivotal ex-
hibition, which demonstrates (and
not only in its name) the tension
between contemporary art and the
new philosophical movement. Su-
sanne Pfeffer, curator of the Kassel
Fridercianum, titled her international
postinternet art exhibition Specu-
lations on Anonymous Materi-
als. The presence of personalities
such as lain Hamilton Grant, Robin
Mackay, and Reza Negarestani at
the accompanying symposium was
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Abychom neztistali jen v Praze, pfipomenu jednu ze zasadnich vystav
posledni doby, na niZ (nejen na nazvu) Ize dokazat Sirokou treci
plochu souéasného umeéni a nového filozofického proudu.

Spekulaci 0 anonymnich materidlech (Speculations on Anonymous
Materials) nazvala svoji vystavu mezinarodniho postinternetového
umeni kuratorka kasselského Fridericiana Susanne Pfeffer. Pfekvapenim
pak nemize byt ucast laina Hamiltona Granta, Robina Mackaye

a Rezy Negarestaniho na doprovodném sympoziu. Prvni patfi mezi otce-
-zakladatele spekulativniho realismu ze vzpominané konference

v Goldsmith, druhy je editorem a vydavatelem ¢asopisu Collapse, kolem
néjz se soustredi vétsina predstavitell spekulativniho realismu/

000 a vydavatelem rady sbornik(i (napf. na strankach uméleckych
magazinli recenzovaného vyboru textl #Accelerate), treti pak
inspiroval nazev vystavy pouzitim podtitulu svého romanu/teorie
Cyclonopedia: Complicity with Anonymous Materials.

PiestoZe objekt z galerii nikdy nezmizel, rozumime, co jeho
navrat mize mimo jiné znamenat: komodifikaci dél nejmladSich
talenttl. Téch umélct, co z virtualnich viaken umi pfist zlatou nit.

1.

Za vidinu zisku by se sou¢asny umélec nemél stydét. Za zivot
v kapitalismu v§ak ano. Tradi¢ni priklon umélct k levici v§ak pod tihou
akceleracionismu bere za své. Byt sou¢asnym znamena byt
kritickym k levici. Slovy Nicka Srniceka: ,Tradiéni taktika pochodovani
s transparenty a vytvareni doGasnych autonomnich zon je
riskantni, nebot dava zucastnénym jedinclim zradny dojem politického
uspéchu.” A na jiném misté Manifestu akceleracionismu navrhuje
presmérovani neoliberalismu k novym spole¢nym ciliim: ,Pouze post-
-kapitalisticka spolecnost s pfistupem k akceleracionistické
politice dovede splnit slib vesmirnych programt dvacatého stoleti —
vyménit svét mrzkych technologickych zlepSovakl za svét,
kde technologie méni samu podstatu spole¢nost.” Sou¢asny umélec
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2. Retreived from http:/
criticallegalthinking.com/2013/05/14/
accelerate-manifesto-for-an-
accelerationist-politics/ on April
6.,2018.

accelera anifesto-for-an-
accelerationist-politics/ on April 6., 2018.

0d

hardly a surprise. Grant was among
the founding fathers of speculative
realism from the Goldsmiths con-
ference; Mackay is the editor and
publisher of Collapse magazine,
around which most representatives
of speculative realism tend to gather,
and also the publisher of a number of
anthologies (e.g. on the pages of art
magazines and the peer-reviewed
journal #Accelerate); Negarestani
inspired the name of the exhibition
through the use of the subtitle of his
novel/theory Cyclonopedia, Com-
plicity with Anonymous Materials.

Although the object never officially left
the gallery, we do understand what its
return could mean: the commodifica-
tion of works by young talented artists,
the artists that have the ability to spin
virtual yarn into a thread of gold.

[,

Today's artists should by no means
feel guilty about profit, yet they
should do so about a life lived in
capitalism. Traditional art leftism has,
however, perished under the weight
of accelerationism. To be modern is
to be criticaltowards the left. To quote
Nick Srnicek, “The traditional tactic of
marching with banners and creat-
ing temporary autonomous zones is

risky, since it grants the participants
a false sense of political success."
Elsewhere in the Accelerationism
Manifesto, Srnicek proposes the
diversion of neoliberalism towards
new joint aims: Only a post-capitalist
society with access to accelerational
politics can truly keep the promise of
twentieth century space travel —and
replace a world of sordid technolog-
ical contraptions with a world where
technology itself changes the very
essence of society. The contempo-
rary artist may thus destroy capital-
ism without having to engage with
the left, which for the artist represents
amere empty bourgeois gesture that
offers no solutions, only criticism.

8.

Afresh beliefinthe future puts the new
media back on the scene, or in this
case, the interest in technology that
they bring along. It is possible to dis-
cern invisible structures in the world
and "basic mechanisms” through data
representation visualization.

Our generation finally has a phi-
losophy that comes into existence
under our fingertips while we type
out reactions to blog posts, You-
Tube channels, or artists’ theoretical
texts for free download in PDF on
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tedy mize kapitalismus zni€it, aniz se smoci v levici, ktera je pro néj
jen prazdnym meéstackym gestem nepfinasejicim Zadna feseni.
Pouze kritiku.

8.

Nova vira v budoucnost vraci na scénu nova média, respektive
zajem o technologie, které pfinesla. Skrze vizualizaci datové
reprezentace Ize poznat neviditelné struktury svéta a ,zakladni
mechanismy"“. Nutné je uvazovat co mozna nejkomplexnéji.

Nase generace ma kone¢né filozofii, ktera nam vznika pod prsty

na klavesnici béhem reakci na blogy, YouTube kanaly a teoretické texty
umélcl ve volné stazitelnych PDF. Navic kyberkultura byla na
pocatku akceleracionismu i spekulativniho realismu.

9.

Predstavitelé spekulativniho realismu dospivali v dobé, kdy prestavalo
byt nutnym odliSovat subkultury a hlavni proud. Popularni
kultura uz nebylo sprosté slovni spojeni a zabavni priimysl prorost
do kazdodennosti ve vSech myslitelnych podobach. Timothy
Morton se neostycha s jistou mirou dvoijité nostalgie rozebirat
devadesatkovy song PM Dawn, postaveny na samplu hitu
Spandau Ballet o deset let starSim. Ray Brasier do hloubky rozebira
noise na prikladu nedavno se vrativSich To Live And Shave in
LA. Graham Harman priznava, ze pokud néco vSechny protagonisty
spekulativniho realismu spojuje, pak je to laska k HP Lovecraftovi.
Se vSeobecnym nadSenim pfijata prvni série True Detective se svym
trivialnim rozieSenim, vysmivajicim se konspiraénim teoriim
a pritakanim klasickym Kli§é hororu, ma s nékterymi myslenkami
soucasné filozofie mnoho spole¢ného. Nelze se ani divit, kdyz
za jednu ze svych inspiraci uvadi autor serialu praci Raye Brasiera Nihil
Unbound. Steve Goodman, znaméjsi pod pseudonymem Kode9,
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our keyboards. Not only that — cy-
berculture was at the heart of the
inception of both accelerationism
and speculative realism. It is neces-
sary to ponder in the most complex
possible manner.

9.

The protagonists of speculative re-
alism grew up during a ime when
the need to differentiate various
subcultures and the mainstream
began to subside. Popular culture
ceased to be a vulgar collocation and
the entertainment industry seeped
into everyday life in all perceivable
shapes and forms, while implement-
ing a certain degree of dual nostalgia.
Timothy Morton pulls no punchesin
the dissection of the 90s song “Set
Adrift on Memory Bliss" by PM Dawn
that samples the Spandau Ballet hit
single from ten years earlier. Ray
Brassier performed an in-depth
analysis of noise using the exam-
ple of the recently returned band
To Live And Shave in LA. Graham
Harman confesses that if there is
indeed something that unites all the
protagonists of speculative realism,
it is love for HP Lovecratt. The criti-
cally appraised first season of the TV
series True Detective, with its trivial
resolution that laughed in the face of

conspiracy theories and adhered to
classical horror clichés, bears many
similarities to certain ideas of to-
day’s philosophy. Itis hardly surpris-
ing then that the author of the series
listed Ray Brassier's Nihil Unbound
as one of his sources of inspiration.
Steve Goodman, the head of the in-
fluential Hyperdub record label and
one of the inventors of the dubstep
music genre, better known under his
nickname Kode9, is an ex-student of
Nick Land. And he's not the only one.

10.

Nick Land. Every band has its lead-
er, every art group has someone
who determines its direction, each
sect has its guru, and faith itself is
fixed firmly on God. In hindsight,
the personality of philosopher Nick
Land appears crucial. He taught
at the University of Warwick in the
nineties, where he, along with Sadie
Plant, established the Cybernetic
Culture Research Unit (Ccru) which
was subsequently taken over by
students. The Ccru hosted a num-
ber of conferences, including the
Virtual Futures conference. These
conferences became interdisci-
plinary meetings that centered on
(then) unconventional topics such
as cyberculture, performance art,
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maijitel vlivného vydavatelstvi Hyperdub, a tedy jeden z vynalezcl

hudebniho stylu dubstep, patii mezi dfivejsi studenty Nicka
Landa. A nejen on.

10.

Nick Land. Kazda kapela ma svého leadera, kazda umeélecka
skupina nékoho, kdo uruje smér, sekta svého guru a vira
se upina k bohu. S odstupem doby se jevi uréujici postava filozofa
Nicka Landa pUlsobiciho v poloviné devadesatych let na
University of Warwick, kde spoleéné se Sadie Plant zalozZil dale
pak studenty vedenou skupinu Cybernetic Culture Research
Unit (Ccru). Ta mimo jiné poradala konference Virtual Futures,
které se staly interdisciplinarnimi setkanimi nad tak (tehdy)
odliSnymi tématy, jako je kyberkultura, performativni uméni,
post-strukturalismus ¢i okultismus. Znamé jsou Landovy
piednasky dalece pfesahuijici to, na co jsme zvykli na akademickeé
pldé, a to nejen na humanitnich, ale i uméleckych Skolach.
Pamatna je jeho pfednaska na Virtual Futures v roce 1996, kdy ,....
misto, aby Cetl pfispévek, Land — pod jménem ,DogHead
SurGeri' — pfi téhle spoleéné akci s uméleckou skupinou Orphan
Drift, doprovazen jungleovym soundtrackem, lezel za pddiem
na zemi (,stavani se hadem’ predstavujici prvni fazi télesné
destratifikace) a skfehotal zahadné invokace prokladané
utrzky Artaudovych basni z blazince. V této delirantni hlasové
telegrafii se zdal vyznam rozpadat na ¢irou fonetickou
materii, roztékal se na technikou cut-up zpracované beaty
a pUsobil pfimo na podvédomi.” (Robin Mackay, Nick Land
—experiment s nehumanismem, 2012). Zivy obraz o déni v Ccru
si mGZzeme udélat z reportaze hudebniho publicisty Simona
Reynoldse Renegade Academia: The Cybernetic Culture Research
Unit. lain Hamilton Grant a Ray Brassier, jedni z mnoha ¢lend
Ccru, patfili mezi ony ¢étyfi filozofy, ktefi na Goldsmith predstavili
spekulativni realismus. Nick Land je pak povazovan
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post-structuralism, and occultism.
Land's most renowned lectures far
surpass what we are used to in the
humanities and art schools, even in
academia. For example, his lecture
at Virtual Futures in 1996, described
thus: “..instead of reading a paper,
Land - under the pseudonym of
DogHead SurGeri - accompanied by
the art group Orphan Drit and a jun-
gle soundtrack, used this communal
occasion to lie onthe floor behind the
podium (“becoming the snake” and
figuratively embodying the first stage
of physical destratification) and shout
mysterious invocations blended with
snippets of Artaud's poetry from the
madhouse is particularly memora-
ble. It seemed as though meaning
itself were disintegrating into raw
phonetic matter during this delirious
vocal telegraphy; melting away into
beats rendered by use of the ‘cut up’
technique and influencing the sub-
conscious directly.” (Robin Mackay,
Nick Land — Non-Humanism Ex-
periment, 2012). We may visualize
the events at Ccru from the report
Renegade Academia: The Cy-
bernetic Culture Research Unit
by music journalist Simon Reynolds.
lain Hamilton Grant and Ray Brassi-
er, two of the many Ccru members,
were also two of the four philoso-

phers who introduced speculative
realism at Goldsmiths. Nick Land is
now regarded as the main theorist of
the accelerationistic theory.

And we could go on and perhaps
never finish. Philosophy attracts us
on an intuitive level; offering adven-
ture yet retaining the potential to lead
to madness. It has the power to re-
habilitate our artistic endeavors and
grant them a hint of importance. The
same intuitive strength, only in the
opposite direction, is what whispers
to us about keeping a safe distance,
not succumbing to clouds of non-
sense and always keeping in mind
that whenever something is born,
water is present - water upon which
thoughts and even entire theses may
lightly float, and thus “be afloat”,
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za hlavniho teoretika akceleracionistické teorie. Pfestoze je dnes
na seznamech nezadoucich osob.

A mohli bychom pokra¢ovat dale a tfeba i nikdy neskongit.
Filozofie nas intuitivné pritahuje, nabizi dobrodruZstvi a mize Ustit
v Silenstvi. Je schopna nase umélecka snazeni rehabilitovat, dat
mu ramec duleZitost. Stejna intuitivni sila, jen vedena v druhém sméru,
nam naSeptava udrzovat si pfiCetny odstup, nepropadnout
oblak(im blabol(i a mit v patrnost, ze vZdy, kdyZ se néco rodi, je u toho
pfitomna voda, na niz mohou myslenky, ¢i dokonce celé teze

lehce plavat, tedy ,byt na vodé”.
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Helena

Velikost The size
sveta of the world
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Dlouho jsem premyslela, jak psat
o intuici. Racionalizovat a popsat
proces intuitivniho poznani nedo-
kazu. Je to jako mihnuti zvifete
mezi stromy, zahlédnuta hibet-
ni ploutev tésné pod hladinou.
Je to moment zfetelnosti vidéni.
Nedokazu o ném psat. Myslim, Ze
intuici ponecham jeji existenci -
beztvaré a bezejmenné.

Rozhodla jsem misto toho napsat
o velikosti svéta. Jeho rozmér je
dan geografickym mérenim, na-

§im védomim, predstavou o ném,
kulturnim dédictvim, poétem
slov jeho popisu, dohlédnutim
oka k obzoru. To vSe je soucasti
naSeho védomi, které je soucasti
kolektivniho védomi, a to je pak
soucasti vesmiru, pro jehoz veli-
kost jsme jen nepatrnou plisni na
jedné malé planeté. Nékde mezi
témito vztahy je pravdépodobné
teritorium, kde Zije intuice, kde Ize
nahmatat jeji tep.

Kamen

Jednou jsem se probudila a méla jsem jasnou predstavu o existenci
kamene. On je, ja ho vidim, ma barvu, ktera odpovida mé
schopnosti vnimat difizni odraz svétla, ma tvar, ktery vidim, mohu
slovem kamen. Ale kdmen o tom v§em nic nevi, nema jak, jen
existuje. VSe, co 0 ném vim, je nas konstrukt, je soucasti
naseho popsaného a viditeIného svéta, je limitovan hranicemi
moznosti naSich smysli. V tomto polosnu jsem se na par vtefin
citila jako kamen. Vlastné jsem néco takového Cetla, ¢i vyslechla
na piednasce, o vztahu ¢lovéka a svéta, ale ted mam jasny
a intenzivni pocit, jak se to ma s tim kamenem. UplIné jasno. Casto
jsem se snazila vratit k této jasnost, ale uz se mi to nepodafrilo.
JiZ se tyto dva svéty — m(j a kamene — v mé mysli nepotkaly.
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I've thought about how to write about intuition for a long time. | don't feel
capable of rationalizing and describing the intutitve process of learning.

It's like catching a glimpse of an animal between the trees, the sighting of
afinjust above the surface of the water. It's an instance of overt sight.

I'm not able to write about it. | think I'l leave intuition to its own devices -
shapeless and nameless.

I've decided to write about the size of the world instead. Its dimension
is understood through geographic measurements, our CoNscioussness, our
notion of it, our cultural heritage, the number of words in its description,
how far the eye can see. All this is part of our conscious, which is part of
the collective conscious, and in turn part of the universe, for which,
in its vastness, we are but an insignificant mildew on one small planet. The
territory that intuition inhabits is most likely somewhere in between
these relationships, there where it would be possible to catch a glimpse of it.

Stone

Once | woke up with a clearimage in
my mind of the existence of a stone.
It's there. | can see it. It is a color
which suits my ability to perceive
adiffused reflection of the world. It is
ofavisible shape | can move around
to gain a clearer perspective of its
form. I know that it is labeled with the
word ‘stone’. But the stone doesn't
know any of these things. It has no
way to. It merely exists. Everything
| know about it is our construct,
a part of our described and visible
world, constrained by the limited

abilities of our senses. In this half-
-dream | felt like the stone for a few
seconds. Actually, | read something
like that, or heard it at a lecture,
something on the relationship be-
tween man and the world, but now
Ihave a clear and intense feeling just
how it is with the stone. Perfectly
clear. I have often tried to return to
this lucidity, but have never man-
aged to. Those two worlds — mine
and the stone’s — never met again
in my mind.
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Pfemyslela jsem, jak asi vypada, kdyz takové dva mimobézné svéty
do sebe narazi. Vymyslela jsem si stret vesmiru s ¢lovékem.
Predstavovala jsem si, jak obfi meteorit spadne na ¢lovéka. Zabiti
bleskem je velmi nepravdépodobné, o smrt zapri¢inéné
padajicim meteoritem jsem neslySela... Pochopitelné se mi pak vynofil
Cattelan(v papez lezici na kobere¢ku mezi hromadou stiepl
zavaleny kamenem. Ale nezlistavam u této instalace a dal si vymyslim.
Asi o tyden pozdéji, shodou okolnosti chci podotknout, jsem
narazila na udalost, ktera je piesné tim, co jsem si predstavovala.
V Alabamé v roce 1954 meteorit proletél zemskou atmosférou,
stfechou, stropem, odrazil se od velkého radia a prastil pani Elisabeth
Hodges, ktera drimala na gauci. Pani zlistala v Soku, popalena,

s velkou modfinou na boku. Prijela sanitka, manzel, policisté, novinari.
A nad nimi vSemi zela ve stropé dira, skrze niz nasledoval
trajektorii padu kamene v opaéném sméru Mefisto v naruéi dabla
v jiném Case, na jiném misté, v jiné realité. Jen velké diry ve
stropech jako by propojovaly tyto souvislost, stejné jako ¢erné diry
vesmiru zakfivuji Gas a prostor a propojuji vesmiry.

Kus vesmiru se tedy stal soucasti osudu ¢i fetézce nahod zde
na Zemi. Kus kamene se stal predmétem soudniho sporu, nebot
majitelka nemovitosti povazovala meteorit za sv(ij, kdyZ padi na
jeji plidu, na jeji dim. Verejnost si zase myslela, Ze patfi pani Elisabeth,
nebot to byla ona, kdo stal v cesté padajicino kamene... Celou
véc zkomplikoval $éf mistni policie, ktery mezitim kamen predal
letecké obrané Spojenych statti. Zena sama trpéla pozornosti

médii a soudnich stani, udajné se to stalo pfi¢inou rozvodu a jejiho
brzkého umrti.'

Naraz mimobéznych svétl vychylil Zivot jednotlivce, dal vzniknout
nutnosti popisu vlastnickych vztah. Lidska spolecnost a jeji principy
fungovani se tvari v tvar vesmiru zdaji malicherné. A jaky je
pozemsky osud onoho kamene2 Nehybny, neménny, lhostejny vlici svému
majiteli, leZi ve sbirkach Smithsonian Museum, adoptovali jsme ho

do naSeho svéta. Kdmen byl klasifikovan jak obyEejny chondrit.
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| thought about what it would look
like if two parallel worlds collided
with one another. | imagined a col-
lision between space and a human.
| imagined a huge meteorite falling
onsomeone. To be killed by lightning
is highly unlikely; I had never heard
of death by falling meteorite... Under-
standably, Maurizio Cattelan’s Pope,
struck down on a carpet among
a pile of shards laying under a boul-
der, later came to mind. But | don't
linger on this installation and con-
tinue imagining. Coincidentally,
about a week later, | came across
an incident which was precisely
what I had imagined. In 1954 in Ala-
bama, a meteorite flew through the
earth's atmosphere, aroof, a ceiling,
richochetted off alarge radio and hit
Mrs. Elisabeth Hodges, asleep on her
couch. She was in shock, burned,
with a large bruise on her hip. The
ambulance, her husband, the police,
and jounalists arrived on the scene.
A hole stared at all of them from
the ceiling, the trajectory of which
a falling stone had followed in the
opposing direction; Mephisto in the
arms of the devil in a different ime,
in a different place, in a different
reality. Merely a huge hole in the
ceiling seemingly joins these relat-

ed events, in the same way a black
hole warps tme and space, and
connects universes.

A piece of the universe had become
an integral part of fate, or a series
of coincidences, here on Earth. This
piece of stone had become the ob-
ject of litigation; the property’'s owner
considered the meteorite to be hers
since it had fallen on her land, on her
house. The public felt it belonged to
Elisabeth since she was the one that
had stood in the meteorite’s path. In
the meantime, the local police fur-
ther complicated the entire case by
having handed the meteorite over to
the United States Air Force. Elisabeth
herself suffered from the media at-
tention and the litigation, which sup-
posedly was the cause of her divorce
and untmely death.!?

A collision with a parellel world al-
tered the life of an individual and en-
abled the manifestation of a neces-
sity to define relationships of owner-
ship. And the earthly fate of the stone
in questiong Motionless, unaltered,
apathetic towards its owner, laying
in the collection of the Smithsonian
Museum, adopted into our world.
The stone has been classified as an
ordinary chondrite.
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Mimobézné
svety

Zajima mé, kolik takovych mimobéznych svét(, které jsem
schopna si uvédomit, existuje. Pfemyslela jsem o nejstarsim Zijicim
zvireti. Jednim z nejstarSich obratlovcli je Zralok malohlavy,
jeden jeho jedinec Zije na svété pravdépodobné uz asi Gtyfi sta let,
celou dobu se pomalu pohybuje v chladnych vodach Severniho
oceanu.® Zatimco jeden takovy postarsi tvor plave, v Evropé zufri
tficetileta valka, nic nevi, na bojovém poli nevi nikdo nic
o0 zralokovi, pak stoupne a padne hvézda Napoleona, prejdou obé
svétové valky. A do konce svych dnl, po cely Zivot, se tento
tvor nesetkal s lidskymi déjinami, je jen svédkem chladné vody, tmy

a svétla...

Kdyz si pfedstavuiji tyto dva mimobézné svéty, mam pocit, Ze svét

je 0 néco veétsi, zahrnuje v sobé jiné svéty, které jsou neuchopitelné.
V dobé, kdy se zemékoule zmenSila na duhovou kuliéku, ktera je
chycena do pavouci sité internetu, pozorovana ze satelitli a ze vSeho
nejvice mi pripomina rozfiznutou Mozartovu marcipanovou
kouli, touZim najit jiny rozmér.

C

as

Vzdalenost v Case je také vzdalenost. Jednou jsem premysiela, co je
starSi nez ja. Krom dfive narozenych jsou to z zivé pfirody
predevsim stromy. Zvifata, se kterymi se setkavam, jsou jiz mnohem
mladSi neZ ja, nékteré druhy béhem mé existence jiz zazily
nékolik generaci. Mam zvlastni pouto k vécem a stvorenim, které
jsou starsi nez ja. Jejich existence v dob& mého zrozeni mi dava
jakysi pocit sounalezitosti s nimi, jsou svédky mého Zzivota, mozna
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Of

Parallel
Worlds

| wonder how many other such
worlds | am capable of imagining
exist. I thought about the oldest living
animal. One of the oldest vertabraes
is the Greenland shark. It can live on
the earth for approximately four hun-
dred years, moving slowly through
the cold waters of the Arctic Ocean®,
While it swam, the Thirty Year War
raged in Europe, unaware, on the
battlefield no one knowing anything
about the shark, Napolean waged
battles, two world wars took place.
And untilthe end of its days, its entire
life, this creature will never encounter
human history, only bearing witness
tothe cold water, darkness and light...

When | imagine these two parallel
worlds, | have the feeling the world
iIs somewhat larger, that other
worlds are incorporated within it-
self, unfathomable ones. At a time
when the earth has shunken to the
size of a colorful marble, trapped
in the spider web of the Internet,
watched from satellites and more
than anything reminiscent of a Mo-
zartkugel, | crave the discovery of
a different dimension.

Time

Distance in tme is also distance.
Once | considered what it is that
is older than me. Other than those
that were born before me, in nature
there are foremost trees. Animals
that | encounter are much younger
than me, some species have already
gone through several generations.
I have a strange connection to things
and beings that are older than me.
Their existence at the time of my
birth evokes a sense of solidarity,
they are witnesses of my life, maybe
in a parallel world, but that doesn't
matter. 'm aware of them.

What do lownthatis older than me?
A few fossils, stones, my grandfa-
ther's dress shirt, his fishing rods
and rubber stamp, a couch, a table
and chairs that belonged to a Ger-
man collaborator who had been ex-
pelled from Brno, and his pedestal,
where a bust of Hitler had stood. My
grandfather smashed the bust with
a hammer after he moved into the
vacant apartment near the Smeral
factory. Presently I'm considering
a new occupant for the pedestal,
a new object, but | always see the
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v mimobézném svéte, ale to mi nevadi. Vim o nich. Co vlastnim a je
to starsi nez ja2 Par fosilii, kameny, dédovu kosili, jeho rybarské
pruty a razitko, gaug, still se Zidlemi po némecké kolaborantce, ktera
na konci valky byla z Brna odsunuta, také jeji sokl, kde stéla
sadrova busta Hitlera, kterou déda rozbil kladivem po nastéhovani
do prazdného bytu pobliz Smeralovych zavod(. A ja pfemyslim

0 novém obsazeni soklu novym objektem, vzdy ale nového okupanta
vidim v souvislosti s okupantem historickym. Zatim na ném

stoji kvétinac.

A pak tu jsou véci, udalost, zivoty, které byly a uz nejsou. Zanechaly
po sobé otisky, které Ize Cist, zpfitomnuji si jiz neexistujici
v predstavach. Australopiték Lucy je nejslavnéjsi kosterni nalez
dokladaijici evoluci lidského druhu. Pfi nedavném zkoumani
zbytku jejich kosti bylo zjiSténo, Zze pravdépodobné spadla ze stromu
a na nasledky zranéni zemrela.* Asi se $karedé polamala, muselo
ji to bolet, ostatni se ji urité snazili pomoci, ale uz se asi na vlastni
nohy nepostavila. Pfedstavuiji si cely pribéh, citim jeji bolavé télo,
vidim jeji mladata smutna, kréici se na vétvi nad ni. A ona se divé na
nebe a leZi na zemi. Lehnu si na zem a sleduiji to stejné nebe.

Konkrétni informace o Zivoté nékoho milidny let vzdaleném.
VIéva se mi obraz miliény let stary do dnesniho dne.

Misto

Co vSe se da jesteé objevit? Je mozné, ze vypotiebujeme vSechna
tajemstvi svéta? Jednou jsem pfemysiela o tom, Ze cely svét je
jen jedinou viditelnou kombinaci, kterou zname. A pak ze je tu
nesCisiné mnoho dalSich kombinaci, které si ani nemtizeme
predstavit, vSeho se v§im... Je mozné, zZe by byl vycet variant koneény?
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new occupant in relationship to its
historical one. A potted plant rests
upon it for the ime being.

And then there are things, events,
lives, that were and no longer are.
They have left traces of themsleves
which can be read; they make that
whichis no longer existent presentin
the mind. Lucy the Australopithecus
is the most famous archaeological
skeletal evidence of the evolution of
humankind. During a recent inves-
tigation into her skeletal remains, it
was discovered that she had most
likely fallen from a tree and died as
a result of her injuries.* She must
have been severely broken. It must
have been awfully painful, the others
certainly tried to help her, but it's un-
likely she ever got back on her feet.
| imagine the whole story, feel her
aching body, | see her distressed
young, screaming on a branch above
her. And her laying on the ground
staring up at the heavens. | lay on
the ground and watch the same sky.

Concrete information about the life of
an individual millions of years away.
Animage thatis millions of years old
poured into the present.

Place

What else is possible to discover? Is
it possible to use up all the mystery
of the worlde Once | considered the
whole world as just the one visible
combination that we know. And
then there are the countless num-
ber of other combinations, which
we aren't even capable of imagin-
ing, everything with everything... Is it
possible that the number of combi-
nations is finite¢ But | would have to
be able toimagine them all at one in-
stance of collision, so that the world
wouldn't undergo transmutation in
time... And I'm not capable of that...
I'm glad the world is immeasurably
vast for the ime being.

The rapid succession of evaluation
and assigning meaning is limitless.
It escapes rational judgement in its
speed, or it is perhaps this judge-
ment of animperceptible realization;
everything is reordered, additional
connotations are initiated. The tangle
ofinaugurated images and thoughts
sometimes get jammed into one
place. For me itis a moment of pre-
cision, itis when I feel clarity. I return
to that point, | circle round it.
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Ale to bych si je musela v§echny predstavit v jednom momentu naraz,
aby svét nepodlehl proménlivosti v ¢ase... A to nedokazu... Mam
radost, svét je v tuto chvili pro mé nekoneéné obrovsky.

Rychly sled vyhodnocovani a pfifazovani vyznam je neohraniceny,
unika svou rychlosti racionalnimu soudu, nebo je mozna

toto posuzovani jiz nepostrehnutelné uvédomeénim, zpétné se vse
a myslenek se ob¢as zasekne na jednom misté. Pro mé je to moment
presnost, kdy pocitim jasnost. K tomuto bodu se pak vracim,
krouzim kolem néj.

Minulost a pfitomnost je jen teritoriem, které se rozprostira vSemi
sméry okolo mizivého plovouciho bodu pfitomnosti. More
interpretaci véci budoucich i minulych, skryvajici tajemstvi ve vSech
¢asech. Jediné uvédoméni jednosmérného sméfovani je starnuti

nasi télesné schranky, ktera spéje do hrobu. Kéz bych mohla zasadit
vypadané vlasy a divat se, jak rostou a kvetou. Ale vlastné sito
umim predstavit.. Ménim tedy kurz ¢asu, ted jen domyslet barvu
kvétl... A ano, budou to trvalky.
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The past and the present are mere
territories branching out in all direc-
tions around the drifting and fading
point of the present. A sea of inter-
pretations of things future and past,
hiding the mysteries of all imes. The
only awareness of unidirectional di-
rection is the aging of our physical
casing, aging toward the grave. Oh
that | could plant my hair that has
fallen out and watch it sprout and
bloom! Actually, | can imagine it... ['l
change the course of ime then; now
just to think up the color of the flow-
ers.. And yes, they'll be perennials.
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'] 3. Nobel, J. (2013, February
20").The True Story of History's Only
Known Meteorite Victim. National
Geographic News. Retrieved from
hitp://news.nationalgeographic.
com/news/2013/02/130220-russia-
-meteorite-ann-hodges-science-
-space-hit/ on December 10", 2016.

e —

1 4. Photo of the ceiling. Retrieved
S kspicsblog.files.

1CKSPIC

Aimeteor75287273.
jpg on December 10th, 2016.

obr. 3. Moody Jacobs ukazuje velkou modfinu na boku pacientky Anny
Hodges, kterd bylaranéna padajicim meteoritem, Sylacauga,
Alabama, 1954.°
fig. 3. Moody Jacobs shows a giant bruise on the side and hip of his patient, Ann
Hodges, after she was struck by a meteorite, Sylacauga, Alabama, 1954.2

obr.1. Kdmen v kontextu lidské kultury, Michael Heizer - Negative
Megalith - 5, LACMA L. A.,1998.!
fig. 1. The Stone in the Context of Human Culture, Michael Heizer - Negative
Megalith - 5, LACMA L. A, 1998.!

1 CULTURE SPECTATOR:

Michael Heizer at LACMA. (2012,
July 12'). Retrieved from https:/
culturespectator.com/2012/07/12/ obr. 4. Dira ve stropé po priletu meteoritu, Sylacauga, Alabama, 1954./

michael-heizer-at-lacma/ on fig. 4. Hole in the ceiling after the meteorite passed through it, Sylacauga,
December 10", 2016. Alabama, 19544

2. Bates, M. (2014, March). The
Creature Feature: 10 Fun Facts
About the Greenland Shark. Wired.
Retrieved from hitps://www.wired.
com/2014/02/creature- feature-10-fun-
greenland-shark/ on December

obr. 2. Zralok malohlavy, nejdéle ijici obratlovec (Greenland shark).2
fig. 2. Greenland shark, the longest living vertebrae (Greenland shark).?
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Paid E. Reimudler

GLENDORA, CALIFORNIA
December 1, 1954

Mra, Hewlett lodges
Sylacauga, Ala,

Doar Kra, liodges;

I would 1like to have the rock or meteorite,
whichever it is, for my boy.

Fould you accept a dollar or two for it 7

It would make my boy very happy, although as
far as I am concerned, it is'nt worth a cent.

Please drop a line and let me know whether of
not it 1s for sale.

Very truly,

PQ‘?’#:‘ ;Z{sz;«iﬁ

obr. 5. Kdmen jako komodita.’

fig. 5. The Stone as aCommodity.

Intuice
O Vila Stiassni

5. Theloggingroad, photobook
researchand selection: [T MUST HAVE
BEEN SUBLIME: ,.Zschhht, bumm, gone”.
Aconversation with Regine Petersen
on her KEHRER publicationin three
volumes: Find a Fallen Star. (2015, May
28" Retrieved from hitp:
wordpress.com/2015/05/28/it-must-
have-been-sublime-zschhht
-bumm-gone-a-conversation-with-
-regine-petersen-on-her-kehrer-
-publication-in-three-volumes-
-find-a-fallen-star/ on December
10", 2016.

iphorblog.

6. Encyklopedie mésta Brna.
Retrieved from htt
brna.cz/home-mmb/2acc=profil_
udalosti & load=3994 on December

10™,2016.

ncyklopedie.

obr. 6. Pamatka na dédecka - jeho rybarskeé pruty, Brno (foto autorka).
fig. 6. Grandfather Memento - his fishing rods, Brno (photograph by author).

obr. 7. Jen kousek za kostelem, na Kfenové ulici v domé €. 47, stéla v dobé
vzniku této fotografie sddrové busta Hitlera. Za par tydnd ji mdj déda
rozbije kladivem. Kolona tanki Sherman na Kienové ulici, Brno
26.4.1945°
fig. 7. A plaster bust of Hitler stood inside house no. 47 on Kfenové street, located
just past the church in the photograph. A few weeks later my grandfather
destroyed it with a hammer. A convoy of Sherman tanks on Kfenova street,
Brno April 26",1945.5
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obr. 8. Zpfitomiiovani existence - rekonstrukce podoby na zékladé
nalezenych ostatk(, model australopitéka Lucy v Museo Nacional de
Anthropologia, Mexiko.”
fig. 8. Making existence present - reconstruction of resemblance based on found
remains, model of Lucy the Australopithecus at the Museo Nacional de An-
thropologia, Mexico.”

Intuice
O Vila Stiassni

1. Rojas, J. M. (2016).
Recconstruccion de
Australophitecus Afarens!

(Lucy)

3.2 miliones anos a.p. Museo Nacional
de Anthropologia. Retrieved from

ttp://www.mna.inah.gob.mx/coleccion,
pieza-6/licha-basica.html on December

10", 2016.

8. Roob, A. (2001). Alchemy and
Mysicism, KdIn: Taschen.

9. Besant, A.& LEADBEATER,
C.W.Thought-forms. Retrieve:
hitp://www.gutenberg.
16269-h/16269-h.ntm o
10", 2016.

obr. 9. Definovani nezndmého, August Strindberg, z dila Modra kniha, 1918: Takto vypadéa maly
krab vyskytujici se v Oresundu: Cancer maenas.”Neni to vyjimkou, ale pravidlem; kdyZ
jsem jich koupil dvacet v okoli tohoto pobreZi, vSech dvacet mélo stejny znak podobny
ospalému vyrazu v obli¢eji. (..) Co to znamenaz Nevim!"®
fig. 9. Defining the unknown, August Strindberg, from the Blue Book, 1918: “This is the appearance of
asmall crab found in the Oresund: Cancer maenas. Itis not an exception, but the rule; when | bought
twenty of them along that part of the coastline, all twenty were marked by the same, sleepy facial
expression. (..) What does it mean2 | don't know!"®

obr.10. Snaha zachytit nehmotné duSevni/duchovni procesy vedla k prvnim abstraktnim
obrazdim, Annie Besant a C. W. Leadbeater - z knihy Thought-forms, 1901.
fig. 10. An attempt to capture the intangible mental/spiritual processes led to the first abstractim-
ages; Annie Besant and C. W. Leadbeater - from the book Thought-forms, 1901.°
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Oristina

Divadlo Theatre of
komunikace communication

Maldonado
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Zacnéme od nazvu: Cristina Maldonadovéa popisuje svj projekt
Narusitel (Interruptor) jako ,naruseni zplisobu, kterym vnimame

a pomoci kterého si vytvarime vztahy.” Narusitel je pfihodny nazev
pro instalaci/performanci, ktera vrha jednotlivé divaky do
dezorientujiciho virtualniho prostredi a narusuje pritom jejich zplisob
vnimani a komunikace. Narusitel v8ak souéasné umoznuje
vizualni konverzaci mezi dvéma cizimi lidmi, jeho cilem je otoéit
~ypinaGem”, Jak vysvétluje Maldonadova v jednom rozhovoru,

v téch 40 minutach... se zptisob, jakym jste s jinym ¢lovékem, zasadné
li$i od zpUsobu, ktery zazivate v kazdodennim Zivoté.” Autor¢in
svérazny scénar nenavozuje ani tak naruseni, jako spis inspiraci
a plynuti.

Maldonadova vystupuje v Narusiteli vZdy s jednim ,hostem”,

se kterym v8ak nikdy nema primy kontakt. Treti osoba usadi hosta
ke stolu, na kterém je rizné naradi a rekvizity — napfiklad Gtrzky
papiru, niizky, fixy, zvétSovaci sklo - a instrukce, Ze tento material
se ma poutzit v osvétleném prostoru ve stiedu pracovni plochy.
Maldonadova, skryta za zasténou, sedi u stejného stolu a ¢eka, az
jeji host zahaji performanci. VSe, co host umisti do stfedového
Ctverce, je snimano kamerou a promitano na pracovni plochu
Maldonadové a naopak. Vysledkem je vytvareni identickych
kombinovanych obrazt, které dodavaji obéma vystupujicim pocit
spolecné interakce. Maldonadova ¢eka, az jeji host zaCne vizualni
dialog, tak, Ze polozi ruku do osvétleného tverce. ,Pokud jsem pasivni,
mUze dojit na improvizaci,” vysvétiuje Maldonadova. ,Cekam, aZ
druha osoba ukaze, co ji zajima, a pak na to zareaguiji.”

Interakce mezi umélkyni a jejimi stfidajicimi se spolupracovniky je
osobni a intimni, neni pfi ni zadné klasické publikum. Béhem
performance se odehraiji tfi az ¢tyfi ,cykly”, dodava Maldonadova,
a kazdy je delSi nez ten pfedchozi. . Je zde poatek néceho, co

se za€ina vyvijet, a vy hledate konec. A pak je zde prazdnota, kdy
presné nevime, co délat, protoze néco se vyvijelo a skongilo.
Takze nasleduje prestavka a po ni zagina novy cyklus.”
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X Maldonado, C. (2015, December
8") Personal interview.

5 Maldonado, C. (2015, December 8")

Beginning with the title: Cristina Mal-
donado describes Interruptor as
“an interruption in the way that we
perceive, and that we relate.” Inter-
ruptor is an appropriate name for
an installaion—performance that
plunges individuals into a disori-
enting virtual environment, upset-
ting their modes of perception and
communication. Yet Interruptor also
facilitates a visual conversation be-
tween two strangers, aiming to flip
a "switch,” Maldonado explained in
an interview. “In these 40 minutes..
the way that you are with another
person is totally different in the way
you areindaily life." The peculiar sce-
nario she sets up precipitates not
so much interruption, but inspiration
and flow.

Maldonado performs Interrup-
tor with one “guest” at a time, with
whom she never interacts face-
-to-face. A third person seats the
guest at a table covered with tools
and props—among others, scraps
of paper, scissors, markers, a mag-
nifying glass—and a set of directions,
indicating that the materials are to
be used in alighted area at the cen-
tre of the workspace. Unseen be-
hind a cloth barrier, Maldonado sits
at an identical table, waiting for her
guest to initiate the performance.

Anything the guest places in the
square is filmed and projected into
Maldonado's workspace, and vice
Versa, creating composite images
that give both individuals the sense
that they are interacting with one
another. Maldonado waits for her
guest to initiate their visual dialogue
by placing a hand in the lighted
square. “Improvisation can happen if
|am passive,” Maldonado explained.
‘| wait for the other person to show
what they are interested in and then
reactto it

The interaction between the art-
ist and her rotating collaborators
is personal and intimate; there is
no audience, per se. Three or four
‘cycles” elapse over the course of
a performance, Maldonado explains,
each typically longer than the last.
“There is the beginning of something
that starts to develop, and you find
the conclusion. And then there is an
emptiness, where we don't know
what to do, because something
evolved and concluded. So then
there is a pausa, and then another
cycle starts.”

Interruptor is part of the Stranger
Gets a Gift Project, a series of per-
formances Maldonado has devel-
oped over the past several years that
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Narusitel je souéasti projektu ,Neznamy dostava darek’, coz je série
performanci, které Maldonadova vytvorila béhem nékolika
poslednich let a pfi nichZse snazi zapojit do vystoupeni divaky-
~ucinkujici. V ¢asti Reminiscence dostane ,neznamy” Salek
kavy, novy sestfih nebo suvenyr, ale zaroven i dezorientujici
audiovizualni zazitek, ktery zamlzZuje nebo smazava hranice

mezi realitou, paméti a technologii. V projektu Zprava od neznamého
rozda Maldonadovd kazdému ucéastnikovi €islo mobilu
neznamého ¢lovéka a iniciuje vyménu anonymnich SMS v priibéhu
dvou dndi. Ugastnici si navzajem sdéluji, jaké pocity maji ze
svych ,neznamych” - jejich zpravy, které autorka shromazduije, sahaji
od banalnich az po prekvapivé inimni. Narusitel, stejné jako
Zprava od neznameého, zprostredkovava ,sluzbu” tim, Ze umoziiuje pocit
kontaktu mezi dvéma jedinci, ktefi se nikdy nesetkali. Podobné

jako Reminiscence pouziva technologii jako prostiedek dezorientace
hosta a vytvareni prostoru, ve kterém je spojeni mezi naprosto
cizimi lidmi umoznéno pouze izolovanymi smysly zraku (Narusitel)
a sluchu (Reminiscence).

Prace Maldonadové v oblast divadla a tance a uvedeni Narusitele
v ramci improvizaéniho festivalu vs. Interpretation nadace Agosto
Foundation v8§ak vybizi publikum, aby prehodnotilo kategorie,
ve kterych je jeji dilo obvykle klasifikovano. Je to divadlo, kdyz se
to odehrava v promitaném obraze (nebo na displeji mobilniho
A je to vlibec improvizace, kdyZ konverzace mezi prateli je vzdy
improvizovana? Maldonadova rika, ze performance je ,Uping, kdyz
¢lovék néco vytvori.” Ale pfinejmensim stejné zajimavé jako to,
co host vytvori béhem 40 minut na stole nebo jak chytre manipuluje
rukou s objekty, je zplsob, ktery objevi nebo vymysli pro vstup
do dialogu s Maldonadovou, a zaklad, na kterém se tento dialog odviji.
.Sluzby” Maldonadové ani tak nenastavuiji ,zrcadlo pfirodé”,
jako spi$ aranzuji prvky pro hosty tak, aby mohli nastavit své vlastni
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strives to deliver a service to its audi-
ence—participants. In Reminiscen-
cia, the "Stranger” receives a cup of
coffee, a haircut, and a souvenir, as
well as a disorienting audiovisual ex-
perience that obfuscates or erases
the lines between reality, memory,
and technology. For the project The
Stranger’'s Message, Maldonado
pairs each participant with the mo-
bile phone number of a stranger,
encouraging the exchange of anon-
ymous SMS messages over the
course of a two-day period. Par-
ticipants report feeling connected
to their “strangers,” and their mes-
sages to one another, collected by
the artist, range from the banal to
the startlingly intmate. Interrup-
tor, like The Stranger’'s Message,
delivers the “service" of facilitating
afeeling of personal connection be-
tween individuals who never meet
face-to-face. Like Reminiscencia,
it employs technology as a means of
disorienting the guest and of creating
a space in which the isolated sens-
es of sight (Interruptor) and sound
(Reminiscencia) alone foster a con-
nection between total strangers.

But Maldonado's history in thea-
tre and dance, and the inclusion of
Interruptor in the Agosto Foun-
dation's improvisatory vs. Interpre-

tation Festval, beg an audience to
reconsider the terms under which
her work is classified. Is it theatre, if
it takes place ina projected image (or
on the screen of amobile phone)¢ Is
it performance, when the perform-
ersare their ownand only audiences
Is it improvisation, any more than
a conversation between friends is
improvised¢ Maldonado says that
the performance is “complete if
the person makes something.” But
certainly as compelling as what
a guest "makes" of forty minutes at
the table, or how cleverly he or she
manipulates the objects on hand,
is the mode the guest discovers or
devises for entering into a dialogue
with Maldonado and the basis on
which that dialogue is sustained.
Rather than holding “the mirror up
to nature,” Maldonado's “services”
put the elements into place for her
guests to hold up their own mirrors,
to reveal themselves to themselves,
such that their collaborations with
Maldonado perform an experiment
in the realm of the social sciences
as much as an act of poiesis in the
theatre.

These lines are blurred; the slight
distinction is meant to interrogate
the mode through which individuals
find lines of communicating rather
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zrcadlo, aby odhalili sami sebe jim samym, podobné jako je jejich
spoluprace s Maldonadovou experimentem v oblasti socialnich
véd a souCasneé aktem poiesis v divadle.

Tyto hranice jsou neostré a nepatrny rozdil mezi nimi zkouma zptisob,
jak jednotlivci nachazeji hranice komunikace, spiSe nez to,

jak se vyporadaji s obsahem komunikace. V sérii ,Neznamy dostava
darek” se odehrava néco jako symbolicka antropologie, do které
umeélkyné-antropolozka zapojuje své subjekty, aby mohla studovat
zplsob, jakym probiha jejich interakce s novym materidlem

a s neznamym ¢lovékem - jakysi zplsob obraceného pozorovani
ucastnikd. Host jako jediné ,,publikum” déla predstaveni sam pro
sebe. Nékomu se mozna vybavi antropolog Victor Turner zabyvajici
se symbolikou.

Jestlize je ¢lovék rozumné uvazujici tvor, tvor, ktery si vyrabi
nastroje, vytvari svou osobnost a pouziva symboly, je sou¢asné
i tvorem, ktery pfedvadi hru, Homo performans, ne ve smyslu
cviéenych zvirat v cirkusu, ale tak, ze hraje sam pro sebe - jeho
.predstaveni” jsou svym zplisobem reflexivni, ve hie se odhaluje

jen sam pred sebou.

Zku$enost objevu a predvadéni nového zplsobu komunikace
v prostoru kombinovanych obrazti Maldonadoveé vytvafi sdilenou
komunitu, nebo spis§ communitas: sdileny pocit komunity, ktery vznika
ze stavu prahovosti (a ktery Turner popisuje jako ,0kamzik v Gase
a souCasné mimo néj"). Turner vysvétluje, Ze communitas plsobi
na jednotlivce jako vyrovnavaci sila, a v prahovych stavech ritu
nebo ritualu ,vytvari relativné nerozli§eny comitatus, komunitu nebo
spojeni jednotlivct, ktefi jsou si navzajem rovni.” Maldonadova
popisuje zkuSenost plynuti, které se objevuje po nékolika minutach
spoluprace s hostem, jako sérii ,nadhernych dohod"; hovofi
0 objevovani ,hry” mezi lidmi. ,Je to néco, nad ¢im neprestavam

zasnout,” vysvétluje, ,Zze mizete néco podobného provadét
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2. Turner, V. (1969). The Ritual
Process: Structure and Anii-Structure.
New York: Aldine De Gruyter.s. 96.

2. Turner, V. (1969). The Ritual
Process: Structure and Anti-
-Structure. New York: Aldine De
Gruyter. p. 96.
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than simply take inventory of the
content of their communication.
The work in Maldonado's “Stranger
Gets a Gift" series performs a sort
of symbolic anthropology, in which
the artist-anthropologist engages
her subjects in order to study the
way they interact with new mate-
rials and with a stranger — a mode
of reverse participant observation,
perhaps. As the only “audience,” the
guest likewise performs for him or
herself. The symbolic anthropologist
Victor Tuner springs to mind:

If man is a sapient animal, a tool-
making animal, a self-making ani-
mal, a symbol-using animal, he is,
no less, a performing animal, Homo
performans, not in the sense, per-
haps that a circus animal may be
aperforming animal, but in the sense
that a man is a self-performing ani-
mal—his performances are, in a way,
reflexive, in performing he reveals
himself to himself.

The experience of discovering and
performing a new mode of com-
munication in the space of Mal-
donado’s composite image creates
a shared community, or perhaps
communitas: the shared sense of
community emerging out of a state
of iminality (a state Turner describes

as a ‘moment in and out of ime").
Communitas, Turner explains, acts
as an equalizing force upon individ-
uals, who, suspended in the liminal
passage of arite or ritual, “form arel-
atively undifferentiated comitatus,
community, or even communion of
equal individuals.”> Maldonado has
described the experience of flow
that emerges after a few minutes of
collaborating with her guest as a se-
ries of "beautiful agreements”; she
speaks of discovering the “game”
between people. “That is something
that keeps me in total awe,” she ex-
plained, “that you can do that with
people you have no information or
reference to. And of course,” she
adds, “It would be even more sur-
prising if you could do it with some-
one you know very well”

But beautiful agreements don't
always flow naturally. William
O. Beeman describes perfor-
mance as ‘cooked” in Claude
Lévi-Strauss's sense of the word,
meaning that culture renders it into
intelligible symbols. Performance,
Beeman suggests, is communica-
tive; when a performer is inhibited—
by his or her own nature, or due to
outside forces—so, too, do symbols
become unintelligible and commu-
nication blocked. Beeman teaches
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s lidmi, o kterych nemate zadné informace, kde nejsou Zadna voditka.”

A dodava: ,Vysledek by byl uréité jesté prekvapivejsi, kdyby Slo
o0 nékoho, koho naopak znate velmi dobre.”

Avsak ,nadherné dohody” neplynou vzdy pfirozené. William 0. Beeman
popisuje performancijako ,predvaienou” ve smyslu uéeni Clauda
Léviho-Strausse, coz znamena, Ze ji kultura prevadi do srozumitelnych
symbolli. Performance je podle Beemana komunikativni, kdyz je
performer omezovan: bud svou vlastni povahou, nebo néjakou vnéjsi
silou, kdy se symboly stavaji nesrozumitelnymi a komunikace

je blokovana. Beeman uci svoje studenty, Ze performefi — na jevist
i v $irSim smyslu slova - maji spoleéné ,univerzaini obtize", které
narusuji efektivnost jejich vystoupeni. Tyto obtize zahrnuiji:

natlak, coz Beeman popisuje
jako projev usili zobrazit
symbolicky material, pfiéemz
odvadime pozornost od
vyznamu performance;

ztratu koncentrace

nizkou pfipravenost, ktera brzdi
schopnost performera
prezentovat material ,plynule
a spontanné”

prehnanou pripravenost

Spatny odhad kontextu,
vyznadujici se tim, ze
performer piedvadi néco,

co publikum nudi, nebo co je
.natolik ezoterické, ze to
divaci nemohou pochopit.”

Intuice
O Vila Stiassni
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his students that performers—on
the theatre stage, and in the broad-
er sense—share a set of “universal
difficulties” that infringe upon the
effectiveness of their performance.
These difficulties include

pushing, which Beeman describes
as the display of effort in represent-
ing symbolic materials, distracting
others from the message of the per-
formance

losing concentration

underpreparation, which hampers
the performer’s ability to present
material “in a smooth and sponta-
neous way"

overpreparation

miscalculation of context, marked
by the performer’s presenting some-
thing that bores the audience or that
"Is S0 esoteric that they cannot com-
prehend it

Beeman argues that these five pit-
falls of performance are the sourc-
es of crossed wires in the fields of
anthropology and theatre studies
(he teaches the same notion of
performance in both). The varia-
ble character of Interruptor — its

cast, of course, revolves from hour
to hour — produces variations in
communicative flow, from fluidity to
stagnation. Having interacted with
many different guests in the unusual
environment and learned the “tricks”
of her technology and props, Mal-
donado admits that the interaction
“can easily become a kind of show"
in which the artist dominates the
interaction. To resist Beeman's haz-
ards, Maldonado follows her guests'
lead, reacting to their interests, be-
ing careful to engage and contribute
where appropriate and to hold back
where necessary. “We are on the
same level because we are having
a conversation,” the artist explains.
"Sometimes | do see myself saying,
‘This was totally wrong, | did not see
this thing that was so important,
| didn't follow it. Okay, | hope he will
be patient with me.'l also go through
these episodes of self-criticism.”

The provocative title of the vs. Inter-
pretation festival, a showcase of im-
provised performance, suggests that
whilst performative content devised
on the spot resists interpretation,
scripted performance comes pre-
packaged in a more digestible form,
more readily translatable into the
comprehensible. Yet if performance
is indeed “cooked,” as Beeman ar-
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Beeman tvrdi, Ze téchto Sest uskali performance je zdrojem napéti mezi
antropologii a teatrologii (vyucuje stejnému pojeti performance
v obou téchto oborech). Variabilni charakter NaruSitele — obsazeni
se méni kazdou hodinu - vytvafi variace v komunikativnim
plynuti, od fluidity po stagnaci. Po interakci s mnoha riznymi
hosty v neobvyklém prostredi a zvladnuti ,trik(” technologie
a rekvizit pfiznava Maldonadova, Ze interakce ,se snadno muze stat
zabavnou show," kde dominuje umélec. Aby se vyhnula riziktim,
ktera popisuje Beeman, necha se Maldonadova vést hosty, reaguje
na jejich zajmy, opatrné se zapojuje a pfispiva tam, kde je to
vhodné, a naopak se drzi zpatky, kdyz je potfeba. ,Jsme na stejné
urovni, protoze spolu mame konverzaci,” vysvétluje. ,Nékdy
se pristihnu, jak si fikam: ‘Tohle bylo UpIné Spatné, nevidéla jsem to,
co bylo skute¢né dulezité, nesla jsem za tim. OK, doufam, ze
bude mit se mnou trpélivost.' A mivam i zachvaty sebekritiky.”

Provokativni nazev festivalu, ktery predstavuje improvizované
performance, vs. Interpretation, nazna€uje, ze zatimco
performativni obsah vytvoreny na misté odolava interpretaci,
performance zaloZené na scénari uz v sobé zahrnuiji stravitelngjsi
formu, kterou Ize snadnéji predlozit tak, aby byla pochopitelna.
Ale i v pfipadé, kdy je performance opravdu ,predvarend”, jak

tvrdi Beeman, musi byt pohyby Maldonadové a jeji vyuziti rekvizit
transformovany do nééeho srozumitelného, musi byt pfetvoreny

tak, aby se staly ,jedlymi” jako symboly, a totéz plati o performanci
hosta. Aby vytvofrili novy vizualni jazyk, musi Maldonadova

a jeji hosté nejdfive dojit k vzajemnému pochopeni symbold, které
pouzivaji. Slovy slavné analogie Clifforda Geertze, musi byt
schopni rozlisit ,mrkani od tiku".* KdyZ navazeme na vySe uvedenou
metaforu konzumace, Ize fict, Ze recept se zménil, ale ingredience
zUstavaji stejné.

Otiepana otazka ,A je to vibec divadlo2” samoziejmé nechape,
o€ tu bézi. V definici Petera Brooka zni odpovéd Ano. O tom,
kde konéi performance a za€ina divadlo, se Ize jen dohadovat,
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Description: Toward an Interpretive
Theory of Culture, The Interpretation of
Cultures. New York: Basic Books, Inc.,

4, Geerlz, C.(1973). Thick Descrip-

tion: Toward an Interpretive Theory
of Culture, The Interpretation of
Cultures. New York: Basic Books, Inc..
Publishers.p.7.

5. Blurred Genres: The refigura-

tion of social thought. (Spring 1980)
The American Scholar. 49(2). pp.
165-79, . 67.
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gues, Maldonado's movements and
use of props must be transformed
into something intelligible; they must
be reframed in such a way that they
become “palatable” as symbols, and
the same is true for the performance
of the guest. In order to establish
a new visual language, Maldonado
and her guests must first come to
a common understanding of the
symbols they employ. To borrow Clif-
ford Geertz's famous analogy, they
must be able to distinguish winks
from blinks, blinks from twitches.*
Extending the metaphor of con-
sumption beyond its breaking point,
whilst the recipe has changed, the
ingredients remain the same.

The most exhausting question—"but
it is theatreg"—of course misses
the point (“loses the plot"). By Pe-
ter Brook's definition, the answer is
yes. Where performance ends and
theatre begins is anybody’'s guess;
if anything, Interruptor is a drama
of communication, for which the
social sciences have found ample
metaphor in theatrical language. But
"a dramatistic perspective in the so-
cial sciences needs to involve more
than pointing out that we all have
our entrances and exits, we all play
parts, miss cues, and love pretense,’
argues Geertz in his essay “Blurred

Genres.” Maldonado's embrace of
the table-as-stage, headphones-
-as-stage, mobile-phone-as-stage
suggest the ubiquity of theatrical
‘play,” or perhaps, conversely, it ar-
gues that Theatre with a capital T
simply serves as a useful metaphor
for what unfolds on those stages.
“At a tme when social scientists are
chattering about actors, scenes,
plots, performances, and personae,
and humanists are mumbling about
motives, authority, persuasion, ex-
change, and hierarchy, the line be-
tween the two [..] seems uncertain
indeed,” writes Geertz.® Any interpre-
tation—or none at all—will do.

Morgan Childs
Interruptor was realized at the Intui-

tion Conference through the support
of the Agosto Foundation.

Intuition
O Vila Stiassni



v wvr

a pokud je viibec nécim, je Narusitel dramatem komunikace, pro
kterou nasly spoleéenské védy fadu metafor v jazyce divadla.
AvS$ak ,dramatistni perspektiva ve spoleéenskych védach musi
zahrnovat vic neZ jen zdlraznéni, ze v§ichni mame své vstupy

a odchody ze scény, vSichni hrajeme néjaké role, ob¢as zmeSkame
narazky a milujeme predstirani,” piSe Geertz v eseji Blurred
Genres (Zanrovéa rozostienost). Zapojeni stolu, sluchatek
a mobilnich telefont jako jevi§té u Maldonadové naznacuje
vSudypfitomnost divadelni ,hry”, nebo mozna naopak ukazuje, ze
divadlo s velkym D jednoduse slouzi jako uZiteéna metafora

pro to, co se na téchto jevistich odhaluje. .V dobé, kdy spoleéenské
védy donekoneéna hovofi o hercich, scénach, zapletkach,
predstavenich a postavach, a humanitni véda omila fraze o motivech,
autorité, presvédéeni, vymeéné a hierarchii, se hranice mezi
témito dvéma kategoriemi [...] zda byt opravdu nejista,” fika Geertz.®
Postaci jakakoli interpretace — anebo zadna.

Morgan Childs

Interruptor byl realizovan na konferenci Intuice diky podpore nadace Agosto
Foundation.

5. Blurred Genres: The refiguration
of'social thought. (Spring 1980) The
American Scholar. 49(2). pp. 165-79,
s.67.
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Uvahy o neexplicitnich
znalostech v Iékarskych
védach
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Speculations on the case of
non-explicit knowledge in Life
Sciences
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Poté, co jsem mél pfileZitost pracovat nékolik let v kontextu
molekularni mediciny v Portugalsku a hovofit s védci
avyzkumniky v tomto oboru, jsem nabyl dojmu, Ze konvence a zplisob
vyjadfovani v laboratornim Zivoté popsaném v odbornych
knihach a v recenzich naprosto zanedbavaiji interpersonalni
a implicitni znalost.

Védecky jazyk, ktery je strukturovan podle poZadavku, aby byl
jasny afakticky, a je tedy redukovan ve $kale vyraz(i, ale na druhé strané
také konvence v kazdodennich setkanich védcl nevytvareji
prileZitost k diskusi o niGem, co Ize nazvat intuici. V laboratofich, které
jsem navstivil, se nezdalo vhodné diskutovat o podminkach
kazdodenni prace v obecnéjsi roviné. Spoleéna témata byla predem
dana, a byly akceptovany podminky, kde prevladal dlraz na
efektivitu a funkénost, zdanlivé neutralni a indiferentni k ,mékkym*”
faktorlim, které by byly naopak vyzdvihovany v socialnich
védach a umeni.

Ve 30. letech 20. stoleti vyvinul polsky imunolog Ludwik Fleck koncept
myslenkového kolektivu,' ktery je ve védeckém pokroku velmi
omezuijici. ,Sila, ktera udrzuje kolektiv a sjednocuje jeho ¢leny, vychazi
z kolektivni nalady. Tato nalada vytvari pfipravenost k identicky
Fizené percepci, evaluaci a pouziti toho, co je vnimano, tedy spoleény

styl mysleni.”

To znamen4, ze védecké obory jsou limitované, omezené
skupinou pravidel a postupt, jenz mohou brzdit védecky pokrok.
Nekonvenéni, interdisciplinarni vymeéna hraje kliCovou roli

v ziskani novych poznatk(.

V umélecké praxi je pfirozené pohybovat se napfi¢ obory a ménit
odbornost, a pfeformulovani konvenci se zda byt klicové pro to,

aby vzniklo nové a relevantni umélecké dilo.
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After having had the opportunity to
work for several years in the context
of Molecular Medicine in Portugal,
and having talked to several sci-
entists and researchers in the field,
| was left with the impression that
conventions and registers of labora-
tory life in lab books and reviews, left
no space to address interpersonal or
tacit knowledge.

The scientific language that is struc-
tured based onademandto be clear
and factual and therefore reduced in
its range of expressiveness on the
one hand, and the conventions in dai-
ly encounters between scientist on
the other, fail to create opportunities
to discuss anything one might call
intuition. It did not seem appropriate
to have discussions about the con-
ditions of day to day work on a more
general level in the laboratories that
[visited. Common ground was estab-
lished and conditions were accepted
that were dominated by a call for ef-
ficiency and functionality, seemingly
neutral and indifferent to soft factors
that would be highlighted in the social
sciences or art.

In the 1930 s, Ludwik Fleck, a polish
Immunologist, developed the con-
cept of the thought collective'that
is very restrictive in the progress of

science. ,The force which maintains
the collective and unites its mem-
bers is derived from the community
of the collective mood. This mood
produces the readiness for aniden-
tically directed perception, evalua-
tion and use of what is perceived, i.e.
a common thought-style"?

This means that scientific genres are
limiting and locked into a set of rules
and proceedings that might hinder
the scientific progress. Unconven-
tional and interdisciplinary exchange
plays a key role toward new findings.

Crossing disciplines and switching
fields of expertise is simply natural
in artistic practice. And the refor-
mulation conventions of production
seems to be key to arriving at new
and relevant artistic output.

Knowledge that cannot easily be
expressed or explained, plays an
important role in many fine art
practices and many methodological
proceedings cannot be fully covered
through the usage of the language
of nature science. And althoughiit is
often claimed that the main differ-
ence between the artistic method
andthe scientific method is its grade
of reproducibility, 'm not convinced
that this is actually true.
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Védomost, které nelze jednoduse vyjadfit nebo vysvétlit, hraji
ddlezitou roli v mnoha sférach uméni, a fadu metodologickych
postupli nelze pIné objasnit s pouzitim jazyka prirodnich véd. | kdyZ se
Casto tvrdi, Ze hlavni rozdil mezi uméleckou metodou a védeckou
metodou je stupen reprodukovatelnost, nejsem presvédcen o tom,
ze tomu tak skutecné je.

DetailnéjSi pohled ukazuije, ze mnoho experimentli v Iékarskych
védach nelze vzhledem k jejich slozitosti piné reprodukovat. Moje
osobni zkuSenost dokazuije, Ze systematicky umélecky vyzkum
vytvafi vysledky, které (aCkoli je nelze piné reprodukovat) jsou
pro znacny pocet odbornik(i naprosto srozumitelné.

Uméni miZe rozsifovat chapani prostiedi mnoha zpisoby,
zvlast pokud jde o kalibraci vnimani srozumitelnéj$im zplsobem,
¢asteéné s novym vyuzitim jiz zapomenutych technik, trvanim

na védomostech, které Ize nazvat intuitivnimi, nebo know-how, které
presahuje pozitivisticky koncept chapani zivota.

B&hem studijniho pobytu v Ustavu molekularni mediciny (IMM)

v Lisabonu v letech 2010 az 2013 jsem provadél experimenty, kde
jsem testoval vrstvy védomosti v kazdodennich postupech
laboratorni prace, které nebyly explicitni.

Experimenty byly zaméfené na specifické motorické schopnost
védcu a jejich vnimani laboratornich objekt( (sklenéné nadoby,
pipety, bedny, pfistroje, etc.) jako funkénich jednotek integrovanych
do kazdodennich pracovnich postup(, versus jejich potencialni
status autonomnich predmétll se specifickou materialnosti
a estetickymi kvalitami.

Vystupy experimentli prokazaly stopy implicitnich védomosti
a naznacily, ze i kdyZ tento zavér neni kompatibilni s konceptem
vytvareni védomosti v oboru molekularni biologie, neexplicitni
védomosti a intuice hraji zasadni roli v Zivoté ve védeckeé laboratofi.
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3. Rheinberger, H.(1997). Toward
aHistory of Epistemic Things,
Synthesizing Proteins in the Test
Tube. Stanford: Stanford University
Press. p.238.

A closer look shows that many ex-
periments in the Life Sciences are
not reproducible to their full extent
due to their complexity. My personal
experience has shown me that sys-
tematic artistic research does create
results that are (even though not ful-
ly reproducible) comprehensible to
arelevant amount of experts.

Art can widen the understanding
of the environment in many ways,
especially when it comes to the cali-
bration of perception in a more com-
prehensive way. Partly by readapting
forgotten techniques or insisting on
knowledge that may be called intu-
iive or know-how that goes beyond
apositivistic concept of understand-
ing life.

At my artistic residency at The In-
stitute of Molecular Medicine (IMM)
located in Lisbon between 2010 and
2013, | developed some experiments
to test the layers of knowledge inthe
daily proceedings of laboratory work
that were not explicit.

The focus of the experiments was
onthe scientists’ specific incorporat-
ed motor skills and their perception
of the lab objects (glasses, pipettes,
boxes, arrays, etc.), as functional

units integrated into everyday pro-
ceedings versus their potential status
as autonomous items with specific
materiality and aesthetic qualities.

The outcome of the experiments
documented traces of tacit knowl-
edge and suggests that even though
it's not compatible with the concept
of knowledge production in the field
of molecular biology, non-explicit
knowledge or intuition plays a vital
role in laboratory life.

These experiments also showed
some very specific personal under-
standing of the requests, depending
on the participating scientists and
documented an individual style
within the performance in the ex-
periments. Obviously the assembly
ofa whole group of scientists will re-
sultin an extended array of percep-
tions and a group competence that
goes beyond the individual scope.
But it will also unite the intuition or
non-explicit knowledge of people
coming from diverse cultural and
generational backgrounds.

A successful experimental sys-
tem® uses the full array of means of
perception whether they are explicit
or not. In this sense I'm convinced
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Tyto experimenty rovnéz ukazaly velmi specifické osobni chapani that "know-how" and interpersonal

pozadavkd, zlezejici na védcich podilejicich se na experimentech, soft factors are underestimated or
a prokazaly individualni styl pfi vykonavani experiment(i. Shromazdéni rather suppressed in the official doc-
skupiny védci bude mit pfirozené za vysledek rozsifené pole umentation of successful projectsin
vnimani a skupinovou kompetenci piesahujici moznost jedince, the natural sciences.

ale také sjednoti intuici a neexplicitni znalost lidi z odliSného
kulturniho a generacniho prostredi.

Usp&3ny experimentaini systém? vyuziva piny rozsah prostredki
vnimani, at uz jsou explicitni ¢i ne. V tomto smyslu jsem
piesvédéen, ze ,.know-how” a interpersonaini mékké faktory se
podcenuji nebo jsou dokonce potlaceny v oficialni dokumentaci
uspésnych projektl v pfirodnich védach.

3. Rheinberger, H. (1997). @
Toward a History of Epistemic Things,

Synthesizing Proteins in the Test Tube.

Stanford: Stanford University Press. Fl
$.238.
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Uvahy o intuici Considering the intuition
mediovaného téla of the mediated body

Hosycult
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Tento ¢lanek zacal tak, Ze jsem
premyslela, odkud intuice vlast-
né pochazi: je to pocit v téle,
v mysli, nebo kombinace ohoji-
ho? Pro mne je to velmi télesna
zélezitost. Budu se zabyvat tim,
co se déje s intuici téla, kdyz je
mediovano pfistroji, a sou¢asné
tématy s tim souvisejicimi, jako
je smrt arozklad. Nedo$la jsem
v této oblasti k Zadnym zaveé-
rGim, jen k vaham. A soucasné
vas provedu radou teorii.

Zacénu Merleau-Pontym, jehoz
fenomenologicky popis téla
jako média prekonava dualis-

mus mysl-télo: ,Clovék je t&-
lesny subjekt, nebof télo je nase
médium k tomu, abychom méli
svét.” Podle Merleau-Pontyho
.jako télesné subjekty jsou nase
vnimani a védomi télesné nebo
ztélesnéné.”? To znamena, ze
.t8lo je nas postoj vnimani*, ne-
bot kazdy z nas néco odnékud
vnima.? Ztélesnéni rovnéz ovliv-
fuje, jak a co vnimame, protoze
~vnimani neni vnitini, mentalni
zobrazeni vnéjSiho svéta, ale
,otevieni se tomuto svétu."

Obr. 1. Steina Vasulka, Cela vize, 1976

Toto je pohled do jednoho z prostredi vytvorenych Steinou
Vasulkou, Cela vize, z roku 1976. ,Steina transfiguruje divakovu

orientaci tim, ze konstruuje fyzicky prostor, ktery je zapojen do
konverzace se systémy vnimani lidského oka a objektivu
fotoaparatu.” Nastoluje otazky, jak ,mize byt vnimani zménéno nebo
zveliceno mechanickym propojenim.” Podstatou je, ze ,stroj
umoznuje pohled na néco, co by jinak nebylo mozné vnimat." Cela
vize je pouze jeden pfiklad mediace téla v uméleckém kontextu.

Avsak jak vytvofime télesnou intuici mediované existence?
Piednaska nazvana The Body Medium and Media Ecology: Disembodiment
in the Theory and Practice of Modern Media (Télo jako médium
a ekologie médii: odtélesnéni v teorii a praxi modernich médii) uvadi
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This inquiry began with me just considering the source of intuition; is it
a feeling in the body, the mind, or a mixture of bothe For me, it is a very
bodily thing. | want to consider what happens to the body's intuition when
itis mediated through an apparatus. | want to consider what happens to the
body's intuiion when it is mediated through an apparatus and other bodily
realities such as death and decay. | don't have any conclusions here, only
considerations. 'm going to weave you through many theorists.

Il begin with Merleau-Ponty whose phenomenological description of the
body as a medium overcomes the mind-body dualism: “humans are ‘body-
-subjects’ as the bodly is our ‘medium for having a world."' So according to
Merleau Ponty, “as body-subjects our perception and consciousness are
corporeal or embodied.” This means that “the body is our standpoint of and
for perception” as we are each somebody who perceives from somewhere.
Embodiment also shapes how and what we perceive as “perception is not
an interior, mental representation of an exterior world, but ‘an opening onto
and into that world."

Figure 1. Steina Vasulka,
All Vision, 1976 of what would otherwise be impos-
sible to perceive.” This is just one

This is a view from one of Steina  example of mediation with the body

Vasulka's environments from 1976,
All Vision. "Steina transfigures the
viewer's orientation by constructing
a physical space which is engaged
in conversation with the perceptual
systems of the human eye and the
camera lens.” It brings up some
of the questions asked about how
“perception can be altered or exag-
gerated by amechanical interface.”
Basically, “the machine allows a view

inan arts context.

But how do we constitute the bodily
intuition of mediated existence? In
a paper called The Body Medium
and Media Ecology: Disembodi-
ment in the Theory and Practice
of Modern Media, important dis-
tinctions are made. Although mod-
ern media embody, they also dis-
embody.2 As the body is a medium,
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dulezité rozliSeni. | kdyz moderni média ztélesiuiji, zaroven také
odtélesnuiji.® Protoze télo je médium, eliminace jeho uplné
pfitomnost odtélesruje. Odtélesnéni nejen redukuje, ale soucasné
ma tendenci intenzifikovat vyjadfovaci prvky, které zahrnuije.
Fotografie odtélesniuiji tim, ze redukuiji sluchové prvky, ale intenzifikuiji
vizualni stranku.’

Ale jak miize byt odtélesnéné intuitivnim? Jednou moznosti je, ze
tim, Ze jsme odtélesnéni, jsme zaroven soucasti sité, coz predstavuje
naprosto odliSny typ intuice.

Richard Kramer v knize Unfinished Music (Nedokon¢ena hudba)
rozebira vétu Waltera Benjamina z roku 1924, kterou napsal v dopise
priteli: ,Kazdé dokonalé dilo je posmrtnou maskou své intuice."®
Benjamin se zde pokusil definovat moment, ktery se nikdy nemlze
stat zcela jasnym:

.Nepredstavitelny okamzik, béhem kterého vznika pfedstava
mysSlenky.. — ve kterém je intuitivni transfixovano jako text.
Benjaminova posmrtna maska evokuje moment, ve kterém
tento nepostizitelny, efemérni... proces tvoreni probiha: co zbyva, je...
Dilo... Vitalita tvoreni ustupuije artefaktu. Tento fluidni akt tvofeni
je petrifikovan do formalni konstrukce, kterou Ize analyzovat."

Benjamin onu masku dale popisuje:

.Maskovat znamena prestrojit, skryt... Ale v dobé pfed vznikem
fotografie méla posmrtna maska uchovat rysy subjektu
s dokonalou vérnosti: odhalovat. Benjaminova metafora je tak
spojena s dalSim paradoxem, protoze pokud je dokonéené
dilo zrcadlem nastavenym intuici, ktera jiz zmizela, zistava jedinym
dlkazem této intuice. Maskuje v tomto dvojim protichlidném
smyslu, skryva, méni, previéka agonii intuice, dokonce i kdyz
odhaluje, vymezuje, nastavuje praci v néjakém formalnim
jazyce, ktery dovoluje ji porozumét. Posmrtna maska nevyjadruje
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the elimination of its full presence
disembodies. Disembodiment not
only reduces but tends to intensify
the elements of expression that are
included. Photographs disembody
through reducing the aural, but in-
tensify the visual.®

But how can the disembodied be
intuiive¢ One possibility is that by
being disembodied, we are also part
of a network, and this is a whole oth-
er type of intuition altogether.

Richard Kramer,inabook called Un-
finished Music discusses a quote by
Walter Benjamin from 1924, which
he wrote in confidence to a friend:
“Every perfect work is the death
mask of its intuition."”® Here Benja-
min tried to define a moment that
can never become clear in focus:

"... Benjamin set his sights on a mo-
ment that can never click into focus:
the unimaginable moment during
which idea (and, by extension, art) is
imagined - in which the intuitive is
transfixed as text. Benjamin's Death
Mask invokes the moment at which
this elusive, ephemeral, wavelike
process of creation is spent: what
remains is called the Work. The
spontaneity, the play of creation is
over. The vitality of making gives way

to artifact. The fluidity of composi-
tion, the act of creating, is stopped,
petrified in the formal construct that
more readily responds to cognition
and analysis."

Benjamin goes on to describe
this mask:

.10 mask is to disguise, to conceal...
Butin an age before photography, the
death mask sought to preserve the
features of its subject in perfect fidel-
ity: to reveal. Benjamin's metaphor is
thus shrouded in further paradox, for if
the finished work is a mirror held up to
an intuiion now vanished, it remains
the only evidence of that intuition. It
masks in these two contradictory
senses, concealing, altering, disguising
the throe of intuition even as it reveals,
limits, sets the work in some formal
language that allows of its apprehen-
sion. The death mask stands neither
for the work nor our response to it,
but for something less specific: a pro-
cess, perhaps, internal to the creation
of works, a mirror held up to the inner
consciousness of the artist."?

But now | will get into something
| know Benjamin had great interest
in as well: the intersection of death
and technology. Thanatosensi-
tivity explores human-computer
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ani dilo samotné, ani naSi reakci na né, ale néco méné specifického:
proces vzniku dila, snad vnitfni, zrcadlo nastavené vnitinimu
védomi umélce."”

Nyni se budu zabyvat nééim, o ¢em vim, ze velmi zajimalo
i Benjamina: priise¢ikem smrti a technologie. Thanatosensitivita
zkouma interakci ¢lovéka a pocitaCe a to, co se déje pfi této
interakci poté, co lidsky uzivatel prestane existovat. Kdyz
vezmeme v Uvahu sociologické a kulturni nuance prochazejici
transformaci, kdyz pfitomnost uzivatele v socialnich médiich
nekon¢i biologickou smrti, je zf'ejmé, Ze ,odveke biologickeé, socialni
a kulturni udalost tykajici se smrti jsou nové mediovany
sou¢asnymi technologickymi kontexty.”® Termin thanatosensitivita
popisuje interakci ¢lovéka a pocitace, ktera vznikla, aby
vzala v uvahu smrt a umirani, a tento vyraz je odvozen od reckého
boha smrii Thanata. | kdyZ se ¢ast vyzkumu soustredila na
digitalni dédictvi a online memorializaci, zasadné roste dlleZitost
uzivatelského rozhrani jako takového.

Soucasny vyzkum thanatosensitivity chce vyuzivat humanistické
mys$lenky k ziskani nahledu do smrt a technologie, nebot vhodny
metodologicky postoj pro tento typ studia se odehrava nejen
v pocitacovych laboratofich. JelikoZ neexistuji zadné predepsané
metody spoleéenskych véd pro tuto oblast studia, vyzkum
interakce Clovéka a pocitace se presunul do sféry uméni a designu,
aby tak ziskal lepSi pohled na kazdodenni interakci mezi lidmi

a pocitadi.

Pfiklady humanistického vyzkumu smrti a technologie Ize najit
u Sigmunda Freuda, ktery tvrdil, Ze smrt je nejen zavr§enim
Zivota, ale Ze rovnéz hraje roli zésadniho determinantu v rozhodnutich
ucinénych béhem Zzivota. Freud se na zékladni psychologické
roviné zamyslel jednak nad mirou, do jaké maiji lidé pud Zit i zemfit,
a zejména nad ,pudem zemrit”, Tato mySlenka byla podporovana
i nejvétsimi filozofy 20. stoleti.” Jednim z ¢astych ventill ,,pudu smrt*
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interaction and what is happening
to this interaction after the human
user is no longer living. When one
considers the sociological and cul-
tural nuances undergoing transfor-
mation when a user's social media
presence does not end at his/her
biological death, it is apparent that
the “age-old biological, social and
cultural events concerning death
are being newly mediated by con-
temporary technological contexts.
The name thanatosensitivity has
been given to describe human-
-computer interaction that is de-
signed to take death and dying
into account, deriving its name
from the traditional Greek god of
death, Thanatos. Although some
research has focused more on
digital inheritance and online me-
morialization, the user interface
itself is gaining more importance
at a fundamental level.

Current research into thanatosen-
sitivity wishes to use humanist
thought to gain insights into death
and technology, as an appropriate
methodological stance for this kind
of study does not only take place in
the computer lab. As there are no
prescribed social science methods
for this particular avenue of study,
human-computer interaction re-

search has turned to the field of arts
and design to pursue better insight
into the daily interaction occurring
between humans and computers.

Examples of humanistic investiga-
tions into death and technology can
be taken from Sigmund Freud whose
argument was that death is not only
the conclusion of life, but also acts
as amajor determinant in decisions
made during life. Freud considered
the extent to which humans own
both a drive to live and an equal drive
to die at a basic psychological level,
essentally a “death drive," which has
been maintained by the most influ-
ential 20" century philosophers.*
One often approached outlet for the
“death drive” has been through writ-
ing, which creates the opportunity
for oneself to be presented end-
lessly in posthumous continuation.
This was once done solely through
the medium of paper in the form of
publications, journals, letters, etc, but
in the digital age the paper medium
is giving way to “multimedia artifacts”
of the digital medium.®

In all of this discussion on the inter-
sections between death and tech-
nology, it is the fundamental basis
of these intersections that is rarely
directly addressed, that being the
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7 vr

je psani, které vytvari pro ¢lovéka prilezitost byt nekoneéné pfitomen
i po smrti. Psani bylo kdysi praktikovano pouze pies médium
papiru ve formé publikaci, casopist, dopistl atd., ale v digitalnim véku
ustupuje papir ,multimedialnim artefakttim" digitalniho média."”

Ve vSech diskuzich o priise¢iku smrt a technologie je zasadni
podstata tohoto priiseciku zfidka zkoumana pfimo - tj. fakt, Ze smrt
znamena, pri soucasném stavu védy, biologicky konec téla.

Télo se v hlavnim smyslu stava stale méné dllezitym kazdodennim
identifikatorem v technologickych interakcich. Jsme odtélesnéni
médii. UZivame k interakci napf. riizné socialni weby se stale vétsi
zavislosti. Tyto druhy for jsou kompletné mediované, a hlavné
nejsou nikdy osobni, coz €ini jejich roli poté, co télo prestane existovat,
kliGovou oblasti zkoumani toho, jak spole¢nost a kultura za¢aly
pristupovat k mediaci téla. Zaroven to poskytuje kontext pro tivahu
0 organizaci télesného vnimani pfi tom, kdy se stava, slovy
Michela Foucaulta, ,docilnim télem"”. Jak docilni (poslus$né) télo
intuitivné funguje, kdyz jsou jeho smysly organizované podle
struktury sily?

Foucault poprveé pouzil termin ,docilni télo” v knize z roku 1975 Discipline
and Punish; The Birth of the Prison (Disciplina a trest. Plivod vézeni),

ve které se zabyva mimo jiné tim, jak zagalo byt télo pfirovnavano
k ekonomické poloZce vojenské dllezitosti. Lidské télo vstupuje

do stroje moci, ktery je zkouma, rozlozi a pretransformuije.”

Z Foucaultovych mySlenek vychazi Jonathan Crary v knize z roku
2001, Suspensions of Perception (Zastavené vnimani), kde autor
sleduje historii pozornost lidstva a zptsob, jakym byla rozloZena
do kvantitativnich klasifikaci, zatimco jeji kvalitativni povaha

byla ignorovana v podminkach souc¢asného rychlého technologického
a politického vyvoje. Crary popisuje, jak se institucionalni moc
spoléha na vnimani funguijici zplisobem, ktery ,zajistuje, Ze subjekt
je produktivni, ovladatelny a predvidatelny.""

Intuice
O Vila Stiassni

15, Massimi,M.a Charise, A.(2009).

Dying, Death, and Mortality: Towards
Thanatosensitivity in HCI. Retrieved
from http://www.sigchi.org/chi2009/
altchisystem/submissions/
submission_mmassimi_208_
1232961565.pdf on October 10, 2016.

16.  Foucault,M.(1995). Discipline
and Punish; The Birth of the Prison.
(A.Sheridan, Trans.). New York:
Random House Books. (Original work
published 1975). s.137-138.

17. Crary,J.(2001). Suspensions
of Perception: Attention, Spectacle,
andModern Culture. Cambridge: MIT
Press.s. 4.

16.  Foucault, M. (1995). Discipline
and Punish; The Birth of the Prison.
(A. Sheridan, Trans.). New York: Random
House Books. (Original work published
1975). pp. 137-138.

7. Crary,J.(2001). Suspensions
of Perception: Attention, Spectacle,
and Modern Culture. Cambridge: MIT
Press.p. 4.

18.  Ibid.,37.

19, Ibid., 74-T5.

factthat death means, in this current
hour of scientific progress, the bio-
logical end of the body. The body, in
the largest sense, has become less
and less the essential daily identifier
in one’s technological interactions.
We are disembodied by media. We
use interfaces such as various social
media sites for interaction with more
and more dependency. These kinds
of forums are completely mediat-
ed, and essentally never in-person,
which makes their role once the
body ends a key investigative realm
into how society and culture has
come to consider the body's me-
diation. It also provides a context for
considering the organization of bod-
ily perception in becoming, as ex-
pressed by Michel Foucault, a ‘docile
body'. How does a docile body intuit
when its senses are organized ac-
cording to a power structure?

The term ‘docile body’ was first used
by Foucault in his book published
in 1975, Discipline and Punish;
The Birth of the Prison, in which
he considers, among many things,
how the body came to be likened
to an economic asset of military
importance: The human body was
entering a machinery of power that
explores it, breaks it down and rear-
ranges it."®

Foucault's ideas form part of the
foundation of Jonathan Crary's
thoughts in his book from 2001, Sus-
pensions of Perception, in which
the author reviews the history of
humanity's attentiveness, and the
way it has been dissected into quan-
titative classifications, while ignoring
its qualitative nature in a current of
overwhelming technological and po-
liical progression. Crary expresses
how institutional power has relied
on perception functioning in a way
“thatinsures a subject is productive,
manageable, and predictable."

Crary proposes that society has
produced ‘docile bodies’ in the “en-
forced attentiveness implicit in the
diffusion of the personal computer.®
He claims that the majority of all ba-
sic technological objects are similar
inthat they arrange the body in such
a way that isolates and separates,
which s just another method of gov-
erning attention even as the user is
given the illusion of free will and in-
teraction with the device.”® A histor-
ical analysis of human beings and
machine interfaces/systems of all
kinds has been assessed in the work
of Gilles Deleuze, who proposes that
Foucault's original model of ‘soci-
eties in control’ has been modified
as there now exists a vast network
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Crary se domniva, Ze spole¢nost vyprodukovala ,poslusna téla”
ve ,vynucené pozornosti implicitni v difuzi osobniho pocitace."®
Tvrdi, Ze vétSina vSech zéakladnich technologickych objektl je
podobna v tom, Ze aranzuiji télo takovym zplsobem, ktery
izoluje a oddéluje, coz je jen dalSi metoda Ffizeni pozornost, i kdyz
ma uzivatel iluzi svobodné vile a interakce s objektem."
Historickou analyzu riznych interakci a systémd lidi a stroju Ize
najit v praci Gillese Deleuzeho, podle kterého se Foucaultlv
ptivodni model . kontrolujicich spolecnosti” zménil, nebot nyni existuje
Siroka sit kombinujici ,globalni trh, informacni technologie

a neodolatelny imperativ komunikace,” ktery ,produkuje nepretrzity
a neomezeny efekt kontroly.”?® Rozsah, do jakého bylo lidské

télo podrobeno stale vice disciplinarnim proceduram na pocatku stale
vétsi technologickeé spotieby, rovnéz koreluje se spotiebou stale
vétSiho mnozstvi technologickych obrazd.

Crarylv intenzivni vyzkum zahrnuije i dileZitost Nietzscheho podani
fyziologickych stav(iumélce, kde popisuje umélce s mobilizaci

téla v procesech ,jako druh automatismu celého svalového systému
ovladaného silnym vnitfnim impulzem...””' To Ize spatfFit

i na obraze z let 1887-1888 Parade du Cirque (Cirkus) od Georgese
Seurata, ktery zachycuje noc v parizském cirkusu. Na levé strané
obrazu je holy strom, ty€ici se vyS$ nez vyzably principal uprostred.
Podle Craryho by mohl byt strom chapan jako ,strom a sou¢asné

i narazka na retinalni strom jako znak zapisu téla do pole vnimani,
spojeni fyzického oka se strukturou viditeIného svéta."? StarSi
biologické analyzy v Craryové vyzkumu odhalily slozity charakter
zobrazeni, kdyz jde o oko jako organ. Fotoreceptory lidského

oka se nachazi v zadni ¢ast sitnice, coZz znamena, zZe krevni cévky
jsou soucasti vizibility oka.?

Obr.2.  Georges Seurat, Cirkus, 1887-88
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combing “a global market, informa-
tion technology, and the irresistible
imperative of communication” which
“oroduces continuous and unbound-
ed effects of control."”® The extent
to which the human body has been
subject to more and more discipli-
nary procedures in the onset of more
and more technological consump-
tion, correlates to the consumption
of more and more technological
images as well.

Among Crary's intensive research,
he also sites of relevance Nietzsche's
description of the physiological
states of the artist, in which he finds
the artist with their bodily mobiliza-
tion towards processes “as a kind of
automatism of the whole muscular
system impelled by strong stmu-
li from within.."”?' This is read with
possibility into the painting from
1887-1888, Parade du Cirque by
Georges Seurat which portrays a Pa-
risian night at a circus tent. In the left
portion of the painting is a tree, bare
of leaves and spindling up higher
than the circus master in the center.
Crary proposes that the tree could
be presented as “both a tree and an
allusion to the retinal tree as a sign
of the body's own inscription of itself
onto a perceptual field, a binding of
the physical eye to the structure of

a visible world.”? Earlier biological
analysisin Crary's research revealed
the complex nature of representation
when it comes to the seeing eye as
an organ. The human eye's photo-
-receptors lie at the back of the reti-
na, which means that blood vessels
are part of the eye's visibility.2

Figure 2. Georges Seurat,
Parade du Cirque,
1887-88

In investigating another structure of
our perception, Crary claims that the
“figure of the cube, the theater, the
volumetric closure of representation
has an enduring function within the
economy of instinctual life... " which
may coincide with “a particular im-
mobilization and objectification of the
body.”® Crary sites Jean-Francois Ly-
otard who maintains that the body is
foremost a surface “with no inside or
outside, on which it is impossible to
assume a position.” Lyotard is effec-
tive in pointing out this basic truth at
this juncturein the research of human
and machine interaction and more
precisely in the history of humani-
ty's attentiveness being dissected
into quantitative classifications, while
ignoring its qualitative nature in the
progression of technology, because
itis essentially the body’s surface that
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Pfi zkoumani dal$i struktury naseho vnimani Crary tvrdi, Ze ,obraz
kostky, divadla, volumetrického uzavreni zobrazeni ma trvalou
funkci uvnitf ekonomie instinktivniho Zivota...," jenz mlize probihat
paralelné se ,zvlastni imobilizaci a objektivizaci téla."** Crary
cituje Jeana-Francoise Lyotarda, podle kterého je télo pfedevsim
povrch, ,co nema vnitiek ani vnéjSek a na kterém nelze zaujmout
zadnou pozici."®® Lyotard zdlrazfiuje tuto zékladni pravdu v tomto
dilezitém okamziku vyzkumu interakce lidského téla a stroje,

a presngji v historii pozornosti lidstva rozloZzené do kvantitativnich
klasifikaci, zatimco je ignorovana jeho kvalitativni povaha

ve vyvoji technologie, protoze pfedevsim povrch téla je neustéle
Ltransformovan do zobrazovaciho schématu pritomnosti

a absence, interiority a exteriority."?

Oproti tomu Linda Nochlinova v knize The Body in Pieces, the Fragment
as a Metaphor for Modernity (Télo rozdélené na ¢asti. Fragment
a metafora v moderni dobé) vidi rozSireni téla jako destrukci minulost
a znameni modernost. Co to vS§ak znamena pro odtélesnéni
virtualniho mediovaného téla¢ Ted uz nesestava jen z Casti, je
prevedeno do pixelli a hologramti a odeslano na opaénou stranu
svéta, vystieleno do vesmiru a preneseno zpét na zem. Lze se ptat:
co provedl stroj médii s lidskym télem?

Obr.3.  Vezméme Fuseliho kresbu Umélec pohicen
vzneSenosti zniCené antické sochy z roku 1780
(rudka, lavirovano sépii):

Socha zobrazuje kofeny v antice a vnimani utopie. Utopické
idealy ve spojeni s fragmentaci téchto dvou ¢asti naznacuiji rozklad
starého radu. Nochlinova tvrdi: ,Umélec oplakava strasnou
ztratu, ztraceny stav $tésti a uplnosti, ktery musi byt nyni vytlaen
do minulosti nebo do budoucnost.” V presvédceni, ze uplnost
rychle mizi, se Nochlinova domniva, Ze Francouzska revoluce vedia
k vzestupu modernity zobrazované v 19. stoleti: ,Fragment
jako pozitivum, spiSe nez jako negativni tropus, byl podstatou jadra
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is constantly and continually being
‘reshaped into a representational
schema of presence and absence,
interiority and exteriority."

However, Linda Nochlin, in The
Body in Pieces, the Fragment as
a Metaphor for Modernity, sees the
body's dissemination as a destruction
of the past and a sign for modernity.
Then what does this mean for dis-
embodiment, the screened, virtual,
mediated bodyg Now it is not only in
pieces, but pixilated, hologrammed,
on the other side of the world, shot
to space and then brought back to
earth.. what have media apparatus
done to the body?

Figure 3. Consider
Fuseli's Artist
Overwhelmed by
the Grandeur of
Antique Ruins from
1780 inred chalk and
sepia wash:

The statue is representative of its
roots in antiquity and perceived
notions of Utopia. Utopian ideals in
junction with the fragmentation of
the two parts suggest the crumbling
of an older order. Nochlin asserts,
JThe artist[is in mourning], mourning
a terrible loss, a lost state of felici-

ty and totality which must now be
displaced into the past or the future.”
Under the assumption that totality
was quickly disappearing, she as-
serts that the French Revolution led
to the rise of modernity represent-
ed inthe 19" century, “The fragment
as a positive rather than a negative
trope constituted the essence of
representational modernism... The
fragment, for the Revolution and its
artists rather than symbolizing nos-
talgia for the past, enacts the delib-
erate destruction of the past."#

Giuliana Bruno also discusses mod-
ernist ruins and decay. Bruno asks if
we can even really speak of a mod-
ernist ruin. “Unlike the porous, per-
meable stone of ancient building,”
she says, “the material of modern-
ism does not ruin.’ Concrete does
not decay.®

As we live inanage in So many ways
repelled by ruination, what kind of
archaeology can we now creates\We
should recognize that our history is
made up of different ruins. In modern
times, different architectures bear
the mark of ime. Time passing is
not simply etched on the surface
of stone, but is marked on the skin
of celluloid. It is impressed on other
kinds of architecture - the translu-
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modernistického zobrazovani... Fragment nebyl pro revoluci a jeji x s oo paiemime. - CENT SCrEENS of Moving image in- 1y to the (then) current state of the
. N v . er Cambridge: MIT Press. p.82. . . . . . . . .
umeélce symbolem nostalgie po minulost, ale pfedstavoval jeji stallations. Pictures in motion write  technicalimage, and specifically, to

30.  Armstrong, C.(2004). Cezanne

zamérnou destrukci."” G our modern history. They can be  his idea of the role of the "key" in the
o o he the living, moving testimony of the  technical image.
Giuliana Bruno rovnéz hovofi o modernistickych ruinach a rozkladu. ppn o effects of duration. Moving images

Pta se, zda mizeme skute¢né hovorit o modernistickych ruinach.
.Na rozdil od pdrovitého, prostupného kamene antickych staveb se
material modernismu nerozpada. Beton se nerozklada."?

Protoze Zijeme ve véku, kdy fada véci nepodléha rozpadu,

jaky druh archeologie miizeme vytvoritz Méli bychom si uvédomit,
Ze nase historie je tvorena jinymi ruinami. V moderni dobé
nese znamku €asu jiny typ architektury. Plynuti ¢asu jiz neni vyryto
do povrchu kamene, ale do celuloidu. Je otisknuto do jinych
druht architektury — do prisvitnych obrazovek pohyblivych obrazl
instalaci. Obrazy v pohybu piSou moderni historii. Mohou byt
Zivym, pohyblivym svédectvim o nasledcich trvani. Pohyblivé obrazky
jsou ruinami modernity.?

V tomto smyslu jsou fragmenty téla jako zati$i vyznadujici se
smrtelnosti. Pokud je fragmentované télo u Nochlinové metaforou
modernity, pak jsou technologicka zobrazena nasich tél a ponoreni

se do digitalni kultury naSimi smysly nasi posmrtnou maskou.

Kdyz se presuneme od tradi¢nich obrazi k technickému vesmiru
riznych medii a obrazovek, méfitko a perspektiva zlstavaji
klicovym pojitkem v jejich zdsadnich rozdilech. Téma méfritka
a perspektivy, nééeho komplikované detailniho uprostied
velkého prostoru, se objevuje i u Vilema Flussera, v jeho filozofii médii
popsané v textu z roku 1985, Into the Universe of Technical Images
(Vesmir technickych obrazti), kde detailné popisuje vzory komunikace,
které se vyvinuly v priibéhu historie, po¢inaje vynalezem pisma

az po vynalez fotografie a po (tehdy) moderni stav technickych obrazt,
a hlavné po myslenku role ,kli¢e” v technickém obraze.
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are modernity's ruins.2®

In this sense then the fragments of
the body are like a still life, marked by
our mortality. If Nochlin's fragmented
body is a metaphor for modernity,
then the technological representa-
tion of our bodies and immersioninto
digital culture with the senses are
our death mask.

Shifting from the traditional image
universe of paintings to the techni-
cal universe of various media and
screen-views, scale and perspec-
tive remains a key bridging point in
their fundamental differences. The
subject of scale and perspective, of
the intricately detailed in the midst
ofalarger expanse, is also related in
Vilem Flusser’s philosophy of media
written in his text from 1985, Into
the Universe of Technical Imag-
es, in which he details the patterns
of communication that have devel-
oped throughout history, beginning
with the invention of writing, to the
invention of photography, and final-

The medium of the technical image,
the electronic screen, is composed
itself of particle pixels that the view-
er'seyes correlate into a scene that is
recognizable to them, which is instru-
mental when considering the previ-
ously examined role of the organ of
the eye ina phenomenological sense
“iInwhich the world seen... comes into
being inthe living act of seeing and is
all bound up with the temporal, phys-
ical, and kinesthetic subjectivity of the
person doing the seeing."®

Flusser discusses how apparatuses
were inventedto aid man's search for
eternallife,as man's answer to death
has been to “inform” his surround-
ings, and that, in this way, “technical
images are reservoirs of information
that serve ourimmortality.®' The un-
canny ability of the 'key’, or interface,
in technology is coming from the
ability of the 'key' to reach over into
the gigantic, by their being infinitely
small in size. They are instruments
capable of reaching into the mass of
particles for us and operate inatme
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Médium technického obrazu, elektronicka obrazovka, sestava
z pixell, které oko divaka koreluje do scény, kterou
muzZe rozeznat, coz je podstatné, kdyz vezmeme v tvahu dfive
zkoumanou roli organu oka ve fenomenologickém smyslu,

.ve kterém vidény svét.. zaCne existovat az v zivém aktu vidéni
a je svazan s doCasnou fyzickou a kinestetickou subjektivitou
osoby, jez provadi ¢innost vidéni."*

Flusser zkouma stroje vynalezené k tomu, aby pomahaly lidem hledat
veécny Zivot, nebot lidska odpovéd smrt je ,informovat” svoje
okoli, a Ze tedy ,technické obrazy jsou zasobarnami informaci, které
slouzi nasi nesmrtelnost.”' Udivujici schopnost ,kli¢e” nebo
rozhrani v technologii je dana schopnosti ,kliGe” dosahnout az k tomu,
co je gigantické, tim, Ze jeho velikost je nekoneéné mala. Tyto

klie jsou nastroji schopnymi dosahnout k mase ¢astic a fungovat
v Gase, ktery nesouvisi s nasi kazdodenni realitou, a existovat

v nekoneéném vesmiru ¢astic.* Tvofi most mezi atomickym, lidskym
a astronomickym a predstavuji monumentalitu méritka, protoze

pro stroj tfidi obrovské pole moznosti tvofené ¢asticemi.? Co je
neviditelné pro lidské oko, je pro stroj soubor moznych funkci,
napfiklad zpUsob, jakym stroj ,transformuije Gcinky foton(i na molekuly
nitratu stfibra ve fotografii.."3* Stroj vykonava tuto funkci slepé,
stejnym zplisobem, jakym je slepa pro nas, coz je podle Flussera
.10, co je technicky obraz: naslepo realizovana moznost, néco
neviditelného, co se slepé stalo viditelnym."®

Technicky obraz, ktery je diky své pixelované povaze soucasné
jak nekone¢né maly, tak nekone¢né velky, se odehrava na

.poli moZnosti..., ze kterého se néco nahodou vynofi.”*® Flusser zde
pouziva vyraz ,moznost” jako ,material vesmiru a védomi, které

se vynoruje.” Pi vytvareni technickych obrazil pouzivame ,klic",
abychom vytvorili spojeni mezi oblasti mikro a makro, ale pfi
tvorbé malby se lidské télo stava ,klicem®, ktery provadi organizaci
a rozmisténi ¢astic.
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unrelated to everyday human-tme
and exist in an infinitesimal particle
universe.* They bridge the atomic,
human and astronomical, exercising
the monumentality of scale as they
sort out for the apparatus the enor-
mous field of possibilities made up
of particles.®® What is invisible to the
naked human eye is for the appara-
tus another set of possible functions,
for example, in the way an apparatus
Jransforms the effects of photons on
molecules of silver nitrate into photo-
graphs.."3* The apparatus performs
this function blindly in the same way
that itis blind to us, which, according
to Flusser, “is what a technical im-
age is: a blindly realized possibility,
something invisible that has blindly
become visible."

The technical image, through its
pixilated medium of being both in-
finitely small and infinitely large si-
multaneously, occurs in a ,field of
possibiliies... from which something
accidentally emerges.”® Flusser
uses “possibility” in this sense to
mean “the stuff of the universe and
the consciousness that is emerg-
ing.*"Inthe production of a technical
image, we use a key' to make this
connection between the micro and
macro, but perhaps in the creation of

apainting, the human body becomes
the key' doing the particle organizing
and placing.

Flusser describes in the chapter of
his book titled “To Suffer," how his
whole treatise on the emerging uni-
verse of technicalimages, is, in fact,
about the effort to become immortal
through images. Flusser describes
how memory is the opposite of
death, and therefore the underlying
theme throughout his book. Relat-
ing this back to the placement of the
body in the technicalimage universe,
the only place in which there can
exist suffering, both physiological
and existential, is in the human body;
technology cannot do it for us.

The importance of memory here,
in the context of Flusser, is placed
in terms of how it has changed in
form following the introduction of
the institution of writing and how
the change from an oral, non-linear
movement to a linear movement
changed "scenes into processes.”®
Flusser also posits the disposition of
“media as material forms of memo-
ry" because of the transcendental
nature of ime within technology.
Flusser claims that technicalimages
will be the end of history; they were
programmed to bring about the end
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V jedné kapitole své knihy nazvané Trpet popisuje Flusser, jak tato
cela debata o vynorujicim se vesmiru technickych obrazli

je vlastné o nasem usili stat se nesmrtelnymi pomoci obraz(.
Flusser popisuje, jak je pamét opakem smrt, a proto je

i nosnym tématem jeho knihy. Kdyz to vztahneme k umisténi téla
ve vesmiru technického obrazu, jediné misto, ve kterém miize
existovat utrpeni, jak fyziologické, tak existencialni, je v lidském
téle; technologie to za nas neudéla.

Dulezitost paméti ve Flusserové kontextu je dana do souvislost
s tim, jak se zmeénila jeji forma po zavedeni instituce pisma a jak zména
od ustniho, nelinearniho pohybu zménila ,scény v procesy.”®
Flusser rovnéz postuluje charakter ,médii jako materialnich forem
pamét” vzhledem k transcendentalni povaze ¢asu uvnitf
technologie.* Tvrdi, Ze technické obrazy budou koncem historie,
byly naprogramovany k tomu, aby pfivodily konec linearniho
¢asu, a tudiz reaktivovaly ,pamét, ktera se nekonecné navraci
a prenasi vSe do pfitomnost."* Tuto drahu sméfuijici ke ztraté
historie a védomi historie Ize zvratit v nékterych ¢astech organickym
naru$enim ve smycce feedbacku, ve formé revize téla a jeho

umisténi v ramci médii.

Série knih s pfiznaénym nazvem Postmodern Romantics, propojujici
umeélce s filozofy, ¢asteéné odpovida na otazku mediace
téchto myslenek v $ir§im kontextu. Romantismus, v uméleckém
a literarnim vyznamu, implikuje silnou emocionalitu, pfenaseni
antropomorfnich vlastnosti do pfirodniho prostfedi, stejné jako silny
priklon k nostalgii, zejména po pozlstatcich zaniklych kultur.
Myslenka zavedeni ,romantiky” pomoci postmoderniho kontextu tvori
zéklad pro zasadni otazky ve svém jadru: jak Ize byt nostalgicky

kvli né¢emu v prostoru a ¢ase, kdyZ v§echno v prostoru a éase mame
na dosah, jak vyjadrit opravdové emoce bez technické interakce

a jak umistit hmotné télo do digitalniho svéta.
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of linear time, therefore reactivating
‘a memory that eternally returns,
bringing everything into the pres-
ent.° This trajectory towards aloss
of history and consciousness of his-
tory could be thwarted in some parts
by an organic rupture in the feed-
back loop in the form of a revision-
ing of the body and its placement in
a mediated framework.

An aptly named book series pairing
artists with philosophers titled Post-
modern Romantics answers in part
the question of mediating these ide-
as in a wider context. Romanticism,
in the art and literary sense of the
term, implies strong emotionality, the
giving of anthropomorphic qualities
to natural environments, as well as
strong inclination towards nostal-
gia, especially for the remnants of
past cultures. The idea of situating
romantic’ thought in a postmodern
context, lays the groundwork for the
fundamentalissues at its core: how
to be nostalgic for anything in space/
time when all of space/time is right
next to you, how to express genuine
emotion without an interface, and
how to place one’s corporeal body
in the digital world.

One editioninthe Postmodern Ro-
mantics series pairs Jean-Francois
Lyotard with the French pop-realist
painter, Jacques Monory. Lyotard de-
scribes Monory as being both a re-
alist and romantic by the way “[his
images]... connote... the loss of aura,
the techno-science of capital. They
seem to be the reality they purport
to show, a reality already dead."' In-
teresting to note here in relating the
importance of scale in terms of an
image’s aura, as it is often purported
to be the aura thatis lost in the tech-
nicalimage is the criterion posed by
Walter Benjamin, who defines the
creation of the aura as the "appear-
ance of a distance, however close it
may be." The appearance of near-
ness or distance stems from a spatial
awareness that arises from aninvol-
untary memory from which the aura
arises and gives it “the profundity of
a temporal far-off.." as “there is no
aura without continuity in the tme
of the psyche and of tradition."?
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V jednom vydani knihy Postmodern Romantics je Jean-Francois Lyotard
sparovan s francouzskym umeélcem pop-realismu Jacquesem
Monorym. Lyotard popisuje Monoryho jako realistu i romantika,
podle zplsobu, ,jakym jeho obrazy evokuiji.. ztratu aury,
technovédu kapitalu. Zdaji se byt tou realitou, kterou chtéji ukazat,
realitou, ktera je jiz mrtva.""Je zajimavé si zde povSimnout
spojeni dlleZitosti méfitka ve spojeni s aurou obrazu, nebof se ¢asto
uvadi, Ze aura ztracena v technickych obrazech je kritériem
zavedenym Waltrem Benjaminem, ktery definuje tvorbu této aury jako
.objeveni se vzdalenost, jakkoli blizka mize byt."? Objeveni se
blizkosti nebo vzdalenosti prameni z védomi prostoru, které vznika
z nedobrovolné pameét, z niz vznika aura, a dava mu ,hloubku
docasného odstupu...”, nebot ,Zadna aura nemdiize existovat bez
kontinuity v ¢ase psychiky a tradice."*®

Obr.4.  Jacques Monory, Udoli smrti &. 1, 1974
Lyotard ve svém popisu Monoryho obrazli opakuje myslenku
téla vykonavajiciho akci kliée", kterou predlozil Flusser, a to zejména
v tom, jak dale piSe, Ze ,znalosti prochazi télem malife, protoze
v ném musi organizovat rozloZeni energie pfes vizualni receptory
a svalovou motoriku."* Timto zplisobem je aura pocitovana jako
intuice, vychazejici z prostorového védomi téla.

Monoryho obrazy ¢asto opakuiji motiv zachyceni digitalniho zivota, jako
by pochazely z ilustraci, jako napfiklad jeho hvézdy filmového
platna v modrém monochromnim provedeni, které ¢astec¢né plsobi
jako nastroj paméti v tom, Ze pfinuti divaka si zapamatovat
digitalni podminky. Lyotard nazyva foto-elektro-optické nastaveni
ekonomickou aktivitou, a prace, ktera s ni souvisi, je toho
druhu, jenz implikuje zmizeni jak vykonavatele, tak vykonavané
akce, coz je to, co je v tomto procesu zachovano: vzpominka
na néj. PfeskoCime zpracovavani véci a ptijdeme pfimo k paméti véci,
coz vyjadfuje Lyotard ve svém nazoru, ze ,experimentovani
vyplyvaijici z technovédy nezanechava zadny prostor pro auru
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Figure 4. Jacques Monory,
Death Valley no.1,
1974

Lyotard echoes in his description of
Monory's paintings the idea of the
body performing the action of the
'key' that Flusser proposed, espe-
cially as he continues in saying that
"knowledge passes through the
body of the painter, because it has
to organize in him the distribution
of energy over the visual receivers
and muscular motors." In this way,
one's sense of the aura is anintuition
stemming from the body's spatial
awareness.

Monory's painting often repeat the
motif of portraying digital life as if
taken fromiillustrations, for example
his film screen stars in blue mon-
ochrome, which somehow acts
as a memory device in getting the
viewer to remember our digital
condition. Lyotard calls the photo-
-electro-optical set up an economic
activity, that the work involved is the
kind that implies the disappearance
of both the doer and the done-to
occurring in the act itself, which is
therefore what is preserved in the
process: its memory. We skip the
processing of things and go straight
to the memory of things, which, as

expressed in Lyotard in his decla-
ration that ,the experimentation re-
sulting from techno-science leaves
no place for the aura of memories
and hopes. It knows only facts... that
make possible the analysis of forms
of power and knowledge and their
infinite expansion."® The technical
image absorbs all other images and
texts; everything becomes eternally
reproducible, so the only reservoir
for memory may be in the body.
In looking at Monory's paintings of
skies, Lyotard suggests that “these
reconstitutions of bizarre objects... go
beyond our perceptive and interpre-
tative capacities. The cosmological
infinite seems to be effaced behind
the technological infinite."®
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vzpominek a nadgji. Zna jen fakta.., ktera umoznuji analyzu forem
moci a znalosti a jejich nekoneéné rozpinani.”*® Technicky
obraz absorbuje vSechny ostatni obrazy a texty; v§e se stava vé¢né
reprodukovatelnym, takZe jediny zdroj paméti mize byt v téle.
Kdyz se Lyotard zabyva Monoryho obrazy oblohy, pfedklada nazor,
ze ,toto znovuvytvoreni bizarnich objektd... presahuje nas
perceptivni a interpretaéni potencial. Kosmologické nekonecno se
zda byt skryto za technologickym nekone¢nem."
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Obr. 1. Steina Vasulka, Cela vize, 1976
Fig. 1. Steina Vasulka, All Vision, 1976

Obr. 2. Georges Seurat, Cirkus, 1887-88
Fig. 2. Georges Seurat, Cirkus, 1887-88
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Obr. 3. Vezméme Fuseliho kresbu Umélec pohicen vznesenosti znicené antické
sochy z roku 1780 (rudka, lavirovano sépii):
Fig. 3. Consider Fuseli's Artist Overwhelmed by the Grandeur of Antique Ruins
from 1780 in red chalk and sepia wash:

Obr. 4. Jacques Monory, Udoli smrt &.1,1974
Fig. 4. Jacques Monory, Death Valley no. 1,1974
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Vystava Kristin Scheving s nazvem Pohled/Vnimani, prozkoumava
rozpoznavani vzorct vrstev materialu, vetkanych do rozliénych
cykll, které tvori kazdodennost. Scény do¢asné povahy a fotografie
tiSténé na hlinik jsou dilkazem jejiho dlouhodobého vybruSovani
estetiky vzorcu a jejich propojovani s ro¢nimi obdobimi, lunarnimi
mésici, rotaci planet a epochami lidské civilizace, tedy vzorci
které nas obklopuji. Zobrazuje synchronicitu mezi vzorci vétSimi
destilaci, a integraci mnoha obraz(i najednou, nebo za sebou v rychlé
sekvenci, coz vychazi z jeji Gasté kuratorské i uméleckeé prace

s videem. Kristininy vzorce rovnéz neodhaluiji specifi¢nost mista, ale
vSudypritomny narativ globalniho mésta a nezmeérné mnozstvi
informaci a dat dostupnych béhem kazdodenni prochazky ulicemi
mésta kdekoliv na svéte.

Erin Honeycutt
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Kristin Scheving's exhibition View/
Perception, explores the pattern
recognition of material layers woven
into the various cycles that make up
the everyday. Scenes of a transitory
nature, the photographs, printed on
aluminum, are evidence of Kristin's
lifeime of honing her aesthetic for
patterns and the threads interwo-
ven in them that are connected to
the patterns that engulf us such as
the earthly seasons, lunar months,
planetary rotations, and epochs of
human civilization. She displays a
synchronicity between these larg-
er patterns and the patterns of our
everyday lives. Working often with
video as an artist and curator, her
scenes speak of the reception, dis-
fillation, and integration of numerous
scenes at once or in quick succes-
sion. Likewise, Kristin's patterns do
not reveal specificity of place, but the
ubiquitous narrative of the global city
and the vast amounts of information
and data available in the everyday
walk on a city street anywhere in
the world.

Erin Honeycutt

Intuition
O Vila Stiassni



Intuice Intuition
O Vila Stiassni O Vila Stiassni




Intuice Intuition
O Vila Stiassni O Vila Stiassni




Intuice Intuition
O Vila Stiassni O Vila Stiassni




Odborna redakce
Edited by

Texty
Texts

Odborny recenzent
Reviewed by

Jazykova korektura

Language editor

Anglicky pfeklad

English translation

Cesky preklad Czech translation

Produkce Production

Graficka uprava a sazba
Graphic design and layout

Pisma Typeface
Tisk Print

Naklad Print run
Vydavatel Publisher

Vydani prvni First edition

Intuice
O Vila Stiassni

Jennifer Helia DeFelice

Maria Dalberg, Asta Fridriksddttin,
David Kofinek, Helena Lukasova,
Cristina Maldonado, Herwing Turk,
Erin Honeycutt, Kristin Scheving
Ruth Mateus-Berr

Olina Ondrakova, Anne Johnson,
Juraj Machalek

Irma Long, Jennifer Helia DeFelice

Irma Long
Monika Simkova, Katefina Horackova

Karel Barina

Elegant, Grape (Vojtcch Kollert)
Fakulta vytvarnych uméni VUT
100 ks

Fakulta vytvarnych uméni VUT

2018




Intuice
O Vila Stiassni



Intuition
O Vila Stiassni



Intuition

O Vila Stiassn

ICe

O Vila Stiassni

Intu



Intuice Intuition
O Vila Stiassni O Vila Stiassni




Wy

___.‘ -




suap.ef usdQ v BpRJUBZ BUBJIAS)Q V
201N 90IN)u|

janaw
apaessE

-
¥ fa.r".!'
(APY -
\ = AT
\__(RerY
i a 7
{ O AE
uE FouELIO
oupwniopad BT
|abpuEw WA 59
Intuice Intuition

O Vila Stiassni O Vila Stiassni



80Inju|

o
—
D
<
=«
D
=
s
N
Q
=
=
Q
(=3
Q

aoInu|

suap.eb usdp v




epelyez euajAslQ v
susp.eb usdQ v 901Ny
901Ny




epelyez euajAslQ v
susp.eb usdQ v aoInju|
201Ny




Susp.eb usdQ v
2oIN1y|




Intuice

Intuiton



Intuice
A Otevrena zahrada

Intuition
A Open Gardens

© Vysoké uceni technicke v Brné
Fakulta vytvarnych umeéni © 2018




Obsah

Uvod / Introduction

Tomas Ruller

Intuice: jeji etymologie a ontologické predpoklady
Intuition: its etymology and ontological prerequisites

bora Vilhjalmsdottir Wright
Vidét znamena vérit! Intuice ve svété masmédii
Seeing Is Believing! Intuition in a world of mass media

Filip Martinek
Intuice a svétlo
Metafyzika: neni tak v lufté, jak si nékdo predstavuje
Intuition and Light
Metaphysics: not as flighty a concept as one may imagine

Barbora Trnkova
Tomas Javurek

Prejete si pokraCovat?
Do you want to continue?

Karolina Kohoutkova

Inland a Vertigo v Mt Isa
Inland and Vertigo in Mt Isa

24

32

40

90

66

80

100

18

188

144,

Zuzana JanecCkova

Siesty zmysel v praxi
Sixth sense in practice

Milo$ Vojtéchovsky
Manifest FOS
The FOS Manifesto

Jana Francova

Intuice v digitalnim véku
Intuition in the digital Age

Andreas GajdoSik

Android, Debord a remediace ob¢anstvi
Android, Debord and remediation of citizenship

Ladislav Tejml

Bez nazvu
Untitled

Lenka KosSicova

Hra na bohy. Na¢ a jak oZivit kFemikovy prach.
Aneb, jak se zamilovat do pocitace.

Games of god. How and why to animate silicon dust.

Or how to fallin love with a machine.

Content



Zamérem konference ,Intuice” bylo zkoumat a reflektovat nase
zkusSenosti diky aplikovaniintuice v digitalni ére. Tento fenomén,
ktery stale zlistava z velké Casti zahadou, uziva védomé a nevédomé
zkusenosti a je povazovan za hnaci motor inovaci. Intuice je
imanentni a efektivné nam umoziuje vyuZivat nase zkusenosti.
Jednotlivé ¢asti (této zkueSenostnijinformace jsou aplikovany

na specifické tkoly k vyreSeni. Ochotné se podilime na rozsahlém
procesu poskytovani zkusenosti a informaci, ktery nasledné
pretvarialgoritmy naseho pisobeni ve svété. Fakt, Ze nikdy neziskdme
Uplnou informaci o jakékoliv skutenosti nas vede k tomu,
abychom spoléhali na zdroje, které aktivné vyhledavame. Vysledkem
je vytvareni nového druhu socialni inteligence. Ta se nadale
spoléha na nase zkuSenosti z fyzického svéta, ale soucasné zaclefiuje
také nase zkusenosti z digitalni sféry. TouZime po tom, aby nas
programy ujistily o spravnosti jakychsi univerzalnich pravd. TouZime
po predpokladech vytvorenych na zakladé nami vioZzené intuice,

jako odrazu nasi viastni zkusenosti. Co je nam nasledné nabizeno, je to,
co je postaveno na nasi vlastni zkusenosti a intuitivni volbé - tedy

na tom, co jsme vloZili do systému. Tim padem je nam prezentovan
predpoklad touhy, ktery jsme sami ovlivnili.

Tento sbornik obsahuije prispévky vétsiny ticastnikl konference.

Jde 0 zaznam urcitého momentu v ¢ase, ve fluidnim prostredi nasich
fyzickych a digitalnich osobnosti a rozsifené spolecnosti. Jde

o reflexe, které jsou nam nabizeny vnimavymi bytostmi, obyvajicimi
neustale rostouci pole vzajemného viyvu.

Jennifer Helia DeFelice

Uvod

The aim of the Intuition Conference
was to examine and reflect on the
application of intuition in the digital
era. This phenomenon, the clear
functioning of which remains, to a
large extent a mystery, utilizes our
conscious and unconscious expe-
rience and is understood as a motor
of innovation. Intuition is immanent
and makes efficient use of the bits
of experiential information which
are applied to specific problems or
challenges to be solved. We willingly
participate in the extensive process
providing the information that en-
suingly reshapes the algorithms of
our mode of being in the world. The
impossibility of ever having complete
information about anything caus-
es us 1o rely on sources we aclive-
ly seek out, creating a new type of
social intelligence, which continues
to rely on our experience of the
physical world but incorporates our
experience of the digital realm. We
want programs to have been given
an awareness of certain universal
truths. We desire assumptions to be
made based onthe value of the intui-
tion we provide through the record of
our experience. What we're being of-
feredis based on what we've entered
into the system ourselves and thus

in a kind of cyclical backlash we're
being presented with anassumption
of what we desire.

This reader includes contributions
froma majority of conference partic-
ipants. Itis adocument of a particular
moment in ime in the fluid devel-
opment of our physical and digital
personas and extended society.
They are reflections offered to us by
perceptive beings who inhabit ever-
growing mutual fields of influence.

Jennifer Helia DeFelice

Introduction



Tomas

Intuice: Intuition:
Jeji etymologie a ontologicke its etymology and ontological
predpoklady prerequisites

Ruller

Intuice Intuice
A Oteviena zahrada A Open gardens




Vbézné mluvé,ina konferencich, se pouziva slovo ,intuice* v riiznych
vyznamech. Jakoby mohlo jit o ,tuseni“ a ,predvidani’, jakoby
intuitivni ¢innost mohla byt jakymsi ,hledanim®, ,tapanim*, intuitivni
¢in vychazet ,z podvédomi®, nebo intuitivni akce a reakce byt

az ¢imsi ,nevédomym®. S takovym pojetim si dovolim polemizovat.
V oblasti, ktera nas zajima primarné, tedy v zalezitostech
uméleckého tvirciho €inu, se intuice ocita v sousedstvi predevsim
s pojmy ,imaginace" a ,inspirace"”. | zde by bylo tfeba jasnéjsi
vymezeni, k tomu zde ale nebude stacit vymezeny ¢as.

Abychom si rozuméli a vyhnuli se matoucim zavériim, pokusim se
osvétlit vyznam pojmu intuice z jeho etymologie.

Opiram se o texty ze sborniku Intuice ve véde a filosofi, vydaného
Filosofickym tistavem CSAV 1993, editori Jifina Stachova a Jifi Nosek.

Milan Mraz piSe, Ze vyraz intuitio byl v latiné odvozen ze starsiho
podstatného jména intuitus (pohled, vzhled i ohled), které ma
etymologicky zdroj ve slovese tueri (divat se, hledét i hlidat), intueri —
divat se (na néco) i pohlizet. Vyraz intuitio byl chapan jako
ekvivalent Feckého emfasis, od slovesa emfanein — objevovat, ukazovat,
v pasivnich tvarech objevovat se, ukazovat se. Emfasis miize
znamenat zjev, odlesk, zrcadleni, zevnéjSek, ale i vnuknuti, oznameni,
vvklad, nazor, nazreni, nebo vyznamnost aj.

Emfasis vyjadruje smyslové vlastnosti predmeétt, resp. jejich
primé plisobeni na vnimajici mysl, a na druhé strané ijejich postrehnuti
timto smyslem nebo postihnuti dané vécirozumem. V zasadé je
vyjadrovan akt vnimani predevsim ze strany vnimaného predmétu,
coZ ma svij zdroj ve vyznamech zakladniho slovesa fainein (jevit

se). Vidéni, zfeni v tomto pripadé znamena, Ze néco samo vstupuje
do vnimajiciho smyslu, dava se vidét. U latinskych slov intuitus
aintuitio ovSem obé vychozi slova (tueri a intueri) vyjadfuji akt vnimani
ze strany vnimajici bytosti.

Intuice
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We use the term intuition both in
common speech and at confer-
ences in many modes and with a
variety of definitions. It is as if the
concept could be interpreted as a
kind of foreboding and anticipation,
as ifthe intuitive process might be a
means of searching and fumbling;
as though an intuitive act could
originate from the subconscious or
intuitive action and reaction could
be something almost unconscious.
| will now attempt to polemicize this
conception, if I may. In our primary
field of interest, which is artistic and
creative matters, intuition finds itself
inthe vicinity of terms such as imag-
ination and inspiration. More precise
definitions would be required even
here, but there is not enough time
to cover them.

Inorder for us to comprehend each
other and avoid misleading conclu-
sions, | will attempt to shed some
light on the meaning of the word
intuition by drawing upon its ety-
mology.

| lean on texts from the collection
Intuition in Science and Philoso-
phy, published by Philosophical In-
stitute of Czech Academy of Scienc-
es in 1993, editors Jifina Stachova
and Jiff Nosek.

Milan Mraz is writing, that in Latin, the
term intuitio was derived from the
more ancient noun intuitus (sight,
appearance, and regard), which trac-
es its own etymological source to
the verb tueri (to look, to gaze upon,
and to guard); intueri — to look at
orobserve. The phrase intuitio was
seenas equivalent to the Greek em-
fasis, from the verb emfanein - {0
discover, to indicate, and in passive
terms, to appear (as oneself) or to
show (oneself). Emfasis can mean
appearance, (light) reflection, mir-
roring, and one's exterior, but also
suggestion, notification, explication,
opinion, the act of beholding, and
significance.

Emfasis expresses the sensory
properties of objects, specifically
their direct effect on the sentient
mind, and, in contrast, their per-
ception by the sense in question
or their capture by the mind itself.
In essence, the act of perception is
primarily expressed from the point
of view of the observed object, the
source of which liesinthe meanings
of the verb fainein (lo appear/seem).
Sight and vision in this case indicate
that something automatically enters
this sense of perception; it lets itself
be seen. In Latin, the words intuitus
and intuitio are both derived from

Intuice
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Vyraz intuitio byl pouZivan ve filosofickych textech od 13. stoleti pri
prekladani substantiva epibol¢ vztahovat (na nékoho nebo na
néco) ruce, dotykat se, uchopovat. Epibolé se jako vyraz pro celkové
pochopeni daného predmétu stava opositem vyrazl pro
diskursivni mysleni. U Plotina se dostava do velmi blizké souvislosti
se slovesem vidét. V reckych vykladech vnimani se vétSinou
neuvazovalo 0 soubézné védome aktivité vnimajici bytosti, pozornost
zde byla vénovana predevsim tomu, Ze na vnimajici mysl ptisobi
aktivné vnimané predméty.

V Plotinové vykladu o €innosti Rozumu (Nus), ktery je v jeho pojeti
nejvyssi sférou byti, mysieni tohoto rozumu nemiize byt
diskurzivni, nebot je zcela neCasove, v ¢ase neménné a vécné
skute¢né v celém svém obsahu. Je to jakési duchovni vidéni,
jednak - a to v uplnosti - sebe sama, jednak — tentokrate jiz ne
v ipInosti - bozského Jednoho. Plotinos charakterizuje mysleni
rozumu nejen vyrazem vidét sebe sama“, ale i slovem epibolé. Rozum,
ktery mysli sama sebe, uskuteCnuje to zamérenim na sama
sebe, sebe-chapanim, priemz vidi sebe i vse, co je v ném zahrnuto.
Takové vidéni je v Plotinové pojeti vysadou Rozumu, jako nejvyssi
sféry emanovaného byti, kdezto lidskému rozumu, jehoz mysleni se
uskuteciuje v Case, zlistava odepreno.

Platon v Ustavé, ve znamém priméru o jeskyni, pracuje témér
vyhradné s vyrazy pro vidéni. Poznani ,pravého jsoucna’, tj. idei, je pro
Platona jakymsi jejich duchovnim vidénim, i sama slova eidos
aidea jsou odvozena od sloves idein - uvidét, vidét.

I podle Aristotela (ze spisu O vnimani a vnimatelném) ma zrak ze vsech
smysll pro ¢lovéka (a i sam o sobé) nejvetsi vyznam. Ve spise
0 dusi nalézame primé prirovnani rozumoveého poznani k vidéni.

Soucasné rozliSuje tzv.€inny atrpny rozum. Sam rozum je pro Aristotela
obdobou svétla, v némz Ize duchovné ,vidét". Substantivum
theorid — nazirani, zvl. ve smyslu filosofické kontemplace, povazuije za
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words that express the act of per-
ception (tueriand intueri) from the
point of view of the perceiving being.

The term intuitio was used in phil-
osophical texts dating back to the
13th century translating the sub-
stantive epibolé (to reach out one’s
hands after someone/something, to
touch, to grip). As a phrase, epibolé
became the opposite of terms em-
ployed in discursive thought in that
it encompassed total comprehen-
sion of the subject.

With Plotinus, the word ventures
very close to the verb to see. Per-
ception was rarely considered a
parallel conscious activity of the
aware mind in other Greek inter-
pretations; attention was given pri-
marily to the fact that objects that
are actively observed influence the
perceiving mind. In Plotinus’s essay
on the function of Intellect (NUS), he
interprets intellect as the highest
sphere of existence; thought de-
rived from this part of the intellect
cannot be discursive, for itis entirely
unrelated to ime, unchangeable in
time, and eternally real to its full-
est extent. Intellect has, on the one
hand, something of the manner of
spiritual sight=inits entirety — of the
self, and on the other hand - this

time lacking the element of entirety
— the divine Oneness. Plotinus dis-
tinguished the thinking of the intel-
lect in two phases: seeing oneself
and epibolé. Intellect that does its
own thinking does so by focusing
onitselfand by understanding itself
while observing and seeing itself
and all that the self encompass-
es. This observation is, according
to Plotinus, a virtue of the Intellect
as the highest sphere of an eman-
cipated being; human intellect, in
which the thought s realized in real
time, is denied such privilege.

In his famous cave parable from The
Republic, Plato works almost solely
with expressions involving the sense
of sight. For him, cognition of “genu-
ine existence,” that being ideas, is a
kind of intrinsic spiritual sight. The
words eidos and idea are derived
from the verb idein — to behold and
to see.

According to Aristotle (from his
Theory of Perception), sightis the
most important of human senses
(also on its own). A direct parallel
between intellectual comprehen-
sion and sight may be found in his
essay On the Soul.

Intuice
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o mysleni prvniho nehybného hybatele tak, Ze tento hybatel

jako rozum mysli sebe sama, pricemz predmétem svého mysleni se
stavatim, Ze se sebe jako myslitelného dotyka. Noetické mysleni
noésis, poznava jako jedno to, co je i ve skuteénosti jednim, na rozdil
od diskursivniho mysleni v soudech.

U Platona i Aristotela se tedy intuice objevuje tam, kde mysleni

ma poznat urcitou jednotu, at uz jednotu néceho, co je jednotlive,
jednoduché, nebo jednotu, ktera je univerzalni,nebo i absolutni.

Oba ukazuii, Ze rozum pri poznavani nékterych stranek skutecnosti
nevystadi s logickymi a vyrazovymi prostredky, které vznikaji

na bazi bézného diskurzivniho mysleni. Rozum miZe sice takovou
jednotu poznavat, ale mnohdy mu chybi adekvatni prostredky

pro plnou reflexi viastniho postupu. U téchto mimoradné intenzivnich
vykont rozumu Platon mluvi o ,nejvétsim usili, kterého je lidska

mysl schopna®. V novopythagoreismu i novoplatonismu pak takové
metafyzické vidéni provazi extdze.!

Podle Zderika Neubauera, intuice znamena ptivodné ,hledim®,
,nahlizim", ,dohliZzim®, a svym tvarem navozuje predstavu pohledu
dovnitf, €ili vhledu. Provazi ji prozZitek udalosti nahlého
pochopeni, ¢i napadu reseni, spojeny s pocitem presvédCivosti,
bezprostrednosti, zrejmosti. Intuice je vnitFni udalost nahledu

do nitra skute¢nosti, zjednavajici pristup k samé podstaté. Lze fici,
Ze tam, kde neni nitro, neni vhledu. Jsoucnu naleZi nitro, v némz
spociva povaha véci, pri€emz nitrem rozumime vnitfni prostor,
prostor moznosti — moznosti promén, projevi a plsobeni.
Vnitini prostor jsoucen, v némz spociva jejich bytostna povaha, Ize
proto chapat jako svébytny autonomni rad manifestaci - rad
spontannich projev, tedy cosi jako spolecnou logiku podob, jeveni
a utvareni.

Intuice
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1. Mréz, M. (1993). Vyraz intuice
amotivy jeho zavedeni do latinské
filosofické terminologie v Stachova, J.a
Nosek, J. (Eds.) Intuice ve védé a filosofi.
Praha:Filosoficky stav CSAV.

1 Mréz, M. (1993). Vyraz intuice
amotivy jeho zavedeni do latinské
filosofické terminologie v Stachovd, J.a
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At the same time, he differentiates
the active intellect from the passive
intellect. For Aristotle, intellect itself
is an analogue of light whereby it is
possible 10 “see.” He considers the
substantive theoria — contemplation
—viewing, specifically inthe sense of
philosophical contemplation, as the
highest and most beautiful human
activity. His Metaphysics offers an
essay on the thought of the first im-
mobile mover by postulating that this
mover (as intellect) thinks of himself,
whichallows him to become the ob-
ject of'his own thought by his touch-
ing himself as a conceivable object.
Noésis, the mental or intellectual
manner of thought, recognizes as
‘one” that which'is one in reality, as
opposed to the discursive vision
achieved through judgement.

According to Plato and Aristotle, in-
tuition appears where thought has
the opportunity to acquire knowl-
edge of a certain unity/oneness, a
unity of something that is unani-
mous and uncomplicated or a unity
that is universal or even absolute.
Both indicate that intellect cannot
operate by logical and expressive
means alone when attempting to
comprehend certain aspects of
reality, even though these means

come into existence through basic
discursive thought. Intellect can, on
the one hand, recognize and observe
this unity, but it often lacks adequate
means for full reflection uponits own
procedures. Plato speaks of such ex-
ceptionally intensive performances
of the intellect as the “highest en-
deavor of the mind.” In both Neopy-
thagoreanism and Neoplatonism
thus metaphysical sight is followed
by ecstasy.

According to Zdenék Neubauer, orig-
inally intuition meant “l gaze upon,” |
am looking at,” or “l am overseeing.”
Through its form, it promotes the
idea of a glance within, or insight.
The experience of this occurrence is
accompanied by a sudden feeling of
comprehension, or anidea that suc-
cessfully tackles aresolution associ-
ated with a feeling of persuasiveness,
casualness, and “self-evident-ness”.
Intuition is an internal occurrence,
gazing into the core of reality, estab-
lishing a pathway toits essence. One
can say that where there is no core,
there cannot be insight. Again, insight
is an internal occurrence belonging
to the very core of reality. Existence
encompasses the soul upon which
the nature of all things is based. By
soul, we meaninner space, the are-
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Intuitivni poznani umoZziuije jak identifikaci, tak realizaci (viz podvojny
vyznam anglického to realize: uvédomit si a uskutecnit). Intuici

se naSe mysl sama dostava do pohybu vnitiniho sebeutvareni“a sdili
sviij prirozeny prostor. Intuici se stadvame subjektem skute€nosti
samotné. Intuitivni poznani je svou povahou subjektivni.

VnitFni prostor, ktery je obsahem intuice, Ize ztotoZnit s platdnskou
ideou (idea, eidos). Pro Platdna byla idea rovnéz zdrojem jejich
podob, zplisobem jejiho zjevovania predpokladem jeji poznatelnosti.
Proto v ideich spocivala skute¢nost véci. Z tohoto hlediska je

pak intuice prosté tim, co Platon nazyval zienim idel.

Aristotelovo chapaniidei poskytuje jeho pojem ,tvarové priciny* jez je
zdrojem tvard, utvareni, projevi a déji vychazejicich z povahy

véci a zjevuijicich tuto povahu. Eideticky diivod neni tedy tvar, nybrz
pricina tvaru - tedy cosi jako princip, blizky tomu co dnes
nazyvame informaci.

In-formace znamena doslova ,ztvarnéni uvnitr“: in-formace
je skute¢né jakymsi vnitfnim tvarem, ktery odpovida za
chovani, ridi vnéjsi projevy €i utvareni navenek. Informace je tak
tvarem moznosti, je nesena (kodovana) urcitym usporadanim,
nastavenim, tedy strukturou, jez urcuje povahu véci. Intuici Ize pak

rve

povazovat za poznani tvarove priciny.’

Zdenék Mathauser pripomina, Ze fenomenologicky orientovana
filosofie, pojem intuice sméruje k exaktnosti a k nejzazsimu,
evidentnimu kritériu platnosti minéni.

V Husserlové fenomenologii intuice hraje rozhoduijici tlohu a to

z hlediska tzv. piného aktu védomi, v némz jde o zaZitek totoznosti
sintencionalné naziranym. Intuice nepostihuje Zadny psychicky
obsah, nema nic spoleného s psychologickou introspekci.

Intuice
A Oteviena zahrada

. Zdenék Neubauer, Z.Vzhled

17

. Zdenék Neubauer, Z.Vzhled

na of possibilities — opportunities for
transformation, manifestation, and
influence. It is possible to compre-
hend the inner space of existence
within which its fundamental nature
Is grounded as an independent au-
tonomous manifestation system —a
system of spontaneous expression,
a kind of collective logic of shapes,
appearances, and formations.

Intuitive cognition facilitates both
identification and realization (note
the double meaning of the English
verb to realize: to implement and
to become aware of). Our mind sets
itselfinto “inner self-assembly” mo-
tion through intuition and shares its
natural space. Through intuition, we
become the subject of reality itself.
Intuitive cognition is, in and of itself,
subjective. The internal space upon
which intuition is based may be
equated with the Platonic idea (idea,
eidos). For Plato, anidea was simul-
taneously the source ofits forms, the
manner of its appearance, and the
prerequisite for its cognition. Hence,
the reality of things lay inideas. From
this point of view, intuition is simply
that which Plato referred to as the
act of beholding ideas.

Aristotle’s understanding of ide-
as is provided by his term causa
formalis, which is the source of
all forms, formations, expressions,
and processes derived from the na-
ture ofan object and exhibiting this
nature. Hence, the eidetic cause
is not a form but rather the cause
of the form — a principle, of sorts,
similar to that which we refer to as
information today.

In-formation, taken literally, means
“forming inward" in-formation is truly
something of an internal form re-
sponsible for our behavior, external
demeanor management, and even
external manifestation. Information
is thus the form of possibilities, car-
ried (coded) in a certain sequence,
selting, or structure that determines
the nature of a thing. Intuition can
thus be considered the cognition of
aformal cause?

Zdenék Mathauser reminds, that
phenomenologically-oriented phi-
losophy directs the term intuition
towards exactitude and to the fur-
thermost evident criteria of validity
of opinion.

In Husserl's phenomenology, in-
tuition plays a decisive part as the
standpoint of what he terms the
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Bergson diirazné rozliSuje mezi intuici a instinktem: ten je darem
prirody, kdezZto intuice je darem ducha. Pokud jde o vztahintuice

a intelektu, dochazi k zavéru, Ze intelekt se vyznacuje prirozenym
nepochopenim Zivota, neb intelekt je naladény nainertni hmotu,
zatimco intuice na Zivot. Vtomto srovnani s ratiem intelektu se intuice
objevuje jako jakési super-ratio, trans-ratio.

0 intuici zpravidla uvazujeme jen jako o schopnosti subjektu,

jako 0 nasi viceméné tajemné mohutnosti, jiz se zmociujeme
predmétu, azapominame na to, Ze v intuici miize byt také néco

ze schopnosti objektu zmocnit se nas samych. Vintuici sméfujici nejen
od subjektu ke svétu, ale i od svéta k subjektu, se objevuje néco

jako ,erotika intuice". Intuice jakoby tu byla odezvou subjektu na lasku
svéta k nému samému.®

Zde se priblizujeme k pojmu inspirace” - ,in-spiratio®, in-spire",
tedy ,na-dech”, ,v-dechnuti” atd.

Zdenék Neubauer zdliraziuje, Ze intuitivni poznani se obvykle
projevuije jako poznanivzhledu a slovo vzhled je presny protéjSek
k Fecké dvoijici eidos/idea.

Vzhled je to, ¢im se véc sama dava v jednoté rozmanitost svych
jevovych stranek.

Slovo vzhled* patii ke skvostiim Ceského jazyka: svym tvarem
navozuje predstavu vzchazeni vzhiiru a diivéru k vstricnosti vici
hledéni.

Na vzhledu pozname ,co to je* a to se tyka podstaty véci - jeji
esence, nikoli pouhé existence — nahodilé konkrétni zjevnosti. Vzhled
proto neni predmétem vnéjSkoveého pohledu, nybrz obsahem
intuitivniho vhledu. Kazdé pochopeniie tudiz intuiivni povahy: je to védeént
vzchazejici ze setkani vzhledu a vhledu. Ve vzhledu se zraci povaha
byti — a z této intuice povstala Platdnova ontologie.
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full act of consciousness, in which
the focus lies with the experience
of identity together with that which
is intentionally observed. Intuition is
thus a part of the content of the act
itself and plays the main role in be-
holding the pure meaning of intent,
which arises with the cleansing of
meaning fromall things insignificant.
Intuition does not affect any mental
content as it has nothing incommon
with psychological introspection.

Bergson highlights the difference
between intuition and instinct; in-
stinct is a gift from nature while in-
tuitionis a gift from the soul. When it
comes to the relationship between
intuition and intellect, Bergson con-
cludes thatintellect is characterized
by a naturalincomprehension of life,
for intellect is tuned to inert matter,
while intuition is tuned to life. In this
comparison withthe ratio of intellect,
intuition appears as something of a
super-ratio or trans-ratio.

As a rule, we consider intuition to
be an ability only confined to the
subject, a more or less enigmatic
strength with which we seize a given
object. We tend to forget that within
intuition there may also be some-

thing of the object’s ability to seize
our own selves. Something that may
be referred to as an eroticism of in-
tuition appears that inclines in the
directions of both the subject toward
the world and from the world toward
the subject. Itis as if intuition plays
the part of the subject’s echo of the
world's love back atitself?

At this point, we begin to venture to-
wards the expression inspiration —
in-spiratio, in-spire, or in-respiration,
in-aspiration —and so forth.

Zdenék Neubauer emphasizes that,
intuitive cognition is usually char-
acterized as the understanding of
appearance, the word appearance
here being a direct counterpart to
the Greek pairing of eidos/idea.

Appearance is that by which an
object presents itselfin the inte-
grated scope of the phenomenal
variability of its aspects.

The word appearance [Czechvzhled]
manifests one of the many delights
of the Czech language: intrinsic in
its formis the notion of entering up-
wards, eliciting trustin the obligatory
nature of the terms of observation.
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Samo byti zivych bytosti spociva v telesném sebeuskutecnéni vzhledu.
Vzhled je projevem sebevyjadieni, vyrazem tviirci spontaneity,
kterym bytosti davaji najevo zplsob svého byti. Smysl Zivota je tieba
hledat pravé v sebeprojevu. Je-li Ziva bytost subjektem svého
zjevovani, pak ma ke svému vzhledu ¢inny vztah: musi védét/chapat/
vnimat jak vypada, aby se vyznala ve svém vnitinim i vnéjSim
prostoru. To predpoklada samovztaznost (self-reference).

To Cloveku dava moznost sdélit nesdélitelné: zjevit obsah své jedinecné
intuice. Zjednava tak i druhym pristup k zazraku setkani vhledu se
vzhledem. V sebevyjadrovani tak mame moznost tvofit z nitra samotné
skuteCnost. Sebevyjadrenim vztazenym k intuitivnimu nazirani
odkryva Clovek bytostnou povahu skutec¢nost.

Zda se mi ziejmé, Ze intuice, je jev vazany na védomi.

A védomi (komplexni, celostni, nedélitelné) je lidskou zkus§enosti,
neprevoditelnou do digitalnich dat, ,nehologramovatelnou".
Jsem tedy presvédcen, Ze intuice je fenomén, ktery se digitalnich
sfér primo netyka.

Chapeme-li digitalni - ,virtualni* skute¢nost jako stvorenou
lidskym intelektem, ziskavame zpét tautologicky jen to co jsme vloZili.
Na nasi schopnosti intuice, v pravém slova smyslu, to nic neméni.

Intuice neni vyplouvani fenoménti z podvédomi a nevédomi.

Uzname-li pojem ,nad-védomi*, nabizi se otazka, existuje-lii tady
fenomeén intuice, pripadné neni-li intuice zableskem ,nad-védomi,

Lze dodat, Ze v pristupu ke sféram prekracujicim nase ,jastvi‘, naSe
,€g0", je velmitreba pokory.
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We recognize what it is through its
appearance, and that correlates with
the nature of an object - its essence
rather than its mere existence — a
random and specific manifestation.
Hence, an appearance is not an ob-
ject of external observation, but the
sum of intuitive insight. Each act of
comprehension is thus intuitive in
nature: it is knowledge stemming
from appearance meeting insight.
The nature of existence is mirrored in
insight — and Plato’s ontology arose
from this intuition.

The existence of living beings
per se lies in the bodily self-im-
plementation of appearance. Ap-
pearance is a form of self-expres-
sion, a manifestation of the creative
spontaneity with which a being can
externally project the manner of its
existence. When searching for the
meaning of life, itis necessary to look
into self-expression. If a living being
is the subject of its manifestation,
thenit has anactive relationship with
its appearance: it has to know/com-
prehend/perceive what it looks like
in order to be able to know its way
around in bothinternal and external
space. The presupposition of this is
self-reference.

It is this that grants a person the
possibility of conveying the in-
conceivable; to reveal the con-
tents of their unique intuition. It
also secures a manner of access
to the miracle of insight meeting
the look and appearance to oth-
ers. The act of self-expression
thus grants us the opportunity
to create from the soul of reali-
ty itself. A person may uncover
the fundamental nature of reality
through self-expression related
to intuitive observation.’

It looks obvious, that intuition, is
a phenomenon tied to the con-
sciousness.

And because the consciousness
(complex, holistic, indivisible) is a
human experience not transferable
to digital data and wholly non-holo-
grammable, | believe that intuition is
aphenomenon directly unrelated to
the digital milieu.

Should we consider digital — virtual
—reality a creation of the human in-
tellect,itis a mere tautological acqui-
sition of what we have already putin.
Our intuitive ability in the true sense
of the word remains unchanged.

Intuice
A Open gardens



Jsou-li naSe téla, smyslové organy a nervové systémy véetné mozku,
jen jakési antény prijimajici z nekoneéné skute¢nosti jen
vymezené frekvence signald, podle naladéni, a existuje-li napriklad
veskery ¢as (minuly i budouci) v kontinuité absolutni pritomnosti,

je otazkou jakym zptisobem se muize takova formace ,in-formovat’,
dostavat se do formy.

MoZna praveé skrze ,in-tuici”.
Ne nahodou se v takovych pripadech nékdy hovorio ,osviceni.
Ve svétle takovych zkuSenosti pak mizeme nalézt misto —

vychozi bod, kde se filosofie jako ,filo-sofia“, tedy ,laska k moudrost‘,
nachazi v setkani s védou, spiritualitou a uménim.

Intuice
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Intuition is not a surfacing of phe-
nomena from the subconscious and
the unconscious. Should we recog-
nize the term above-conscious, the
question arises of whether the phe-
nomenon of intuition exists here too,
or whetherintuitionisitself a flash of
above-conscious.

It can be only added, that humility is
very necessary when approaching
the spheres that transcend our me-
Ness or ego.

If our bodies, our sensory organs
and nervous systems, including the
brain, are mere antennae receiving
signals of specific frequencies from
the infinite reality depending on how
they are tuned, andif, for example, all
time (past and future) exists in the
continuity of'absolute presence, how
cansuchaformationin-form, to get
into the form ¢

Perhaps through the very act of
in-tuition.

Itis no coincidence that we refer to
such occurrences as enlightenment.

In the light of such experiences, we
may find a place — a starting point
wherein philosophy, as philo-sofia or
love of wisdom - finds itself meeting
science, spirituality and art.

Intuice
A Open gardens



Vidét znamena verit!
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Intuice ve svété
masmedii
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Seeing is believing!
Intuiion in a world
of mass media
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Za davnych ¢ast, jak pravi pribéh... Zajatci sedéli v jeskyni a netusili,
co se déje venku. Cely jejich svét byl vymezen sténamijeskyné,
neznali jinou pravdu nez tu, kterou vidéli pred sebou a slySeli kolem.
Stiny dopadajici na stény tvorily cely jejich vesmir. To byla jejich
pravda, jejich jedina pravda. Nevédéli, co stiny vytvari, ani co se déje
za jejich zady, Ci kolem jeskyné. Neméli jinou moznost, nez

vérit tomu, co mohli vnimat viastnima ofima. Neznamena snad vidét
vlastnima ocima - vérit?

Dnes lidé sedi ve svych umélych jeskynich a pozoruiji projekce

na zdech a obrazovkach, kamkoli se hnou. To, co vidi, je jejich pravda.
Obrazy, které se na obrazovkach mihaji, se stavaji povédomymi

a divéryhodnymi, aZ je z nich pravda, jen ne cela. Véci vyrobené
lidmijsou vSude kolem nas, od téch malych, jako jsou nausnice,

az po ty velké, jako tfreba mrakodrapy. Tenhle velky svét vizualni
kultury tvori umélci, designéria dalsi, kteriza tyto obrazy a véci,

jeZ se maji vyrobit, plati. Penize hybou svétem a nékdo hlida, jak
budou pouZity. Na celém svété jsou lidé, kteri rozhoduii, co se
bude vyrabét, co bychom méli potrebovat a chtit, koho napodobit
a koho nesnaset. To, z ¢eho vybirame, uz pro nas bylo vybrano
predem, a existuji odbornici, ktefi nam radi o nasem vlastnim Zivoté
a potrebach.’

Public relations, marketing, obraz, propagace, hodnota a dalsi,

jsou v dnesnim svété stéZejnimi pojmy. Jak se chovat intuitivné ve svété
zahlceném fizenou pobidkou? Priikopnikem ajednou z kliCovych
osobnosti v oblasti PR byl Edward Bernays (1891-1995). Bernays byl
$pickou v oblasti utvareni nazorti a propagace, pracoval v rtiznych
korporacich a odvétvich, a také pro americkou viadu.’

Ve své praci se znamenité vyznal, nabizel lidem myslenky, které
povazovali za své. Ve dvacatych letech minulého stoleti pracoval
pro americkou tabakovou spolecnost. V roce 1920 presveédcil Zeny,
které se zucastnily velikono¢niho privodu v New York City,
aby s sebou nesly krabi¢ky Lucky Strike, coby ,pochodné svobody*?
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As the story goes, a long time ago;
prisoners sat around in a cave, not
knowing what was outside. Their
world was confined to the cave walls;
they knew no other truth than what
appeared in front of them and what
they heard around them. Shadows
were cast on the walls which creat-
ed this world for them; this was their
truth - their only truth. They did not
know what made these shadows,
what went on behind them or what
was outside the cave. They had no
option other than to believe what
they could perceive with their eyes.
After all, isn't seeing believing?

Today people sit around in man-
made caves looking at reflections on
their walls and on screens wherever
they go. What they see is their truth.
The images that appear become
familiar and trustworthy and so
they become the truth, just not the
whole truth. There are man-made
things everywhere around us; from
small things such as earrings to big
things like skyscrapers. This big
world of visual culture is made by
artists, designers, and others who
make or pay for images and things
to be made. Money makes the world
g0 around and someone controls
how this money is spent. There
are people all over the world who

decide what is to be made, what
we should need and want, who to
emulate and whom to hate. What
we get to choose from has already
been chosen for us and there are
specialists giving us ideas about our
lives and needs all the ime.

Public relations, marketing, imag-
es, propaganda, value, and so forth
are very important concepts in our
world today. How can we be intuitive
in-a world of controlled stimulation?
One of the key figures and pioneers
in the field of public relations was
Edward Bernays (1891-1995). Ber-
nays was a leader in opinion making
and propaganda, working for various
corporations and industries as well
as for the US government 2

Bernays was an expert in propa-
ganda, giving people ideas they per-
ceived as theirown.Inthe 1920 s, he
worked for the American Tobacco
Company. In 1929, when women
went marching for their rights in New
York City, he persuaded the women
to hold up Lucky Strike cigarettes
as “Torches of Freedom.” He had
found a way to use women's fight
for equality for the good of his client.
As aresult, women “gained the free-
dom”to smoke in public.*
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Nasel si zplisob, jak vyuZit boj Zen za rovnopravnost ve prospéch
svého klienta. Vysledkem bylo, Ze Zeny ziskaly ,svobodu“ koufit
na verejnost.*

Ridit dav je mozné i bez jeho védomi. Skupinova mysl totiz funguje
odlisné od osobni. Ne Ze by pfimo ,myslela‘, ale rozhoduje se na
zakladé emoci, podnétil a zvyklosti, nejéastéji nasledovanim viidce.
Ovlivnite viidce a skupina se vyda za nim. Pokud skupina viidce
nema, néjaky obraz Ci povédomeé klisé jej nahradi. Nemusite ani
shromazdit lidi na jednom misté, abyste je ovlivnili. Clovék je svou
povahou tvor stadni, citi se byt soucasti stada a vyda se jeho cestou.’

Uniknout takovym obraziim je dnes tézké. Jsou vSude kolem nas ve
vétsiné zemi svéta. Na ulicich, uvnitf domovd, online, v televizi,
vreklamé, v novinach ajinych ti§ténych materialech. Casto si téchto
obraz(i pi nasi pouti dnem ani nev§imneme. Ale kdyZ dojde na
rozhodovani, je snadné se rozhodnout pro néco, co uz zname... A co
zname? Nékteré znaCky vidime Castéji nez jiné, zname lidi, kteri

je maji radi, uz jsme je predtim koupili. Volba je snadna.

Jak tedy mizeme byt v tomto svété intuitivni2 Vime - nebo premyslime
viibec — o tom, jak si utvarime nazory a jak se rozhodujeme?
Zajima nas to2 Neni uz naSe mysl presycena, takze neni s to myslet
jasné a nezavisle? Staci jen znat a uvédomovat si vlivy?
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Controlling the masses is possible,
even without their knowledge, be-
cause the group mind works differ-
ently than the mind of the individual.
It doesn't exactly “think™ but makes
decisions based on emotions, im-
pulses, and habits, and usually by fol-
lowing its leader. Influence the leader
and the group will follow. If there is
no leader,animage or some form of
familiar cliché or words will do. There
Isnoneed to gather people together
to be influenced; man is gregarious
by nature and feels like he is a part
of'a herd. He will follow the path of
the herd®

Today it is hard to escape these im-
ages. They are everywhere in most
parts of the world. In the streets, in
homes, online, on television, in ad-
vertisements, in newspapers and
other printed matter, and so on. We
may not take notice of suchimages
in our journey through the day, but
when it comes to decision mak-
ing, it is easy to pick something we
know... and what do we know? We
have seen a few brands more often
than all the others, we know of peo-
ple who like them, we have bought
them before. The choice is easy.

S0 how, in this world, can we be in-
tuitive? Do we know — or even think
about —how we make decisions and
form opinions¢ Do we care¢ And if
S0 can we avoid it Are our minds
not so entirely saturated by now that
itis impossible to think clearly and
independently? Is it enough to know
and be conscious of the influences?
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Intuice a svétlo Intuition and Light
Metafyzika: neni tak v lufte, Metaphysics: not as flighty a
jak si nékdo predstavuje. concept as one may imagine

WVarinek
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Meritem mého prispévku je snaha intuitivné proniknout do spojeni
tématu Mezi svétlem a intuici, v némz chapu svétlo jako
metafyzickou veli¢inu, ktera v soudobém post-medialnim svété
sehrava velkou roli.

Tento prispévek budiz snahou prispét svym pohledem do
chrtanu intuice. Pri diikladném zkoumani mnohdy shledavame ty
nejdulezitéjsi véci nejvice banalnimi anebo jen velmi tézce
sdélitelnymi. Myslim, Ze na Givod je nutné urcit vychozi bod, od kterého
se budou odrazet ma dalSi slova. Zapo€nu tedy volnou citaci
mych oblibenych filosoft, predstavitelil Skoly s ndzvem Academia
Bohemica, a to Jifiho Fuchse a Romana Cardala.' Vénovat se
budu prevazné diilezitostineempirického poznani, tedy jakési podobé
imanentniho bytostného poznani.?

Soudoby svét, ve kterém Zijeme, se stavi a velmi zbroji proti
neempirické sfére lidského byti. Snazi se o jeji striktné racionalni
uchopeni, coZ neni primo Spatné, nebot cela filosofie by méla

byt postavena na dlisledné myslenkové ¢innosti. AvSak negativum,
které tento pristup prinasi, bych oznacil jako navyk na

klec zkuSenosti. V této souvislosti neni pak viibec tézké se bézné
setkat s tvrzenim, Ze pokud se dana skuteCnost naléza
mimo zkuSenost, tak soucasné takova skute¢nost nema oporu
v realité. Jsme tedy svédky stavu, kdy se vzdélanost dostala

do zajeti empirismu. JiZz Kant zkoumal lidské mysleni v tomto
duchu a tvrdil, Ze naSe teoretické mySleni nem(ize proniknout za
zkuSenost.* To znamena stat za ni, nad ni, mimo ni. Kant tvrdi, Ze nase
mysSleni musi byt fixovano pouze na empirickd data.* Zde vSak
vyvstava upozornéni: Samotné vyroky Kanta jsou neempirickym
poznanim, nepoznal je pomoci zkusenosti. Z toho Ize vyvodit,

Ze limituje lidské mysleni. Kant sice rika, abychom se nezabyvali
tzv. vysokymi otazkami Zivota, pfitom on sam neempiricky
poznaval strukturu lidského mysleni. Tim se Kant trivialné vyvraci -
popira neempirické mysleni pomoci neempirického mysleni.
Takové negace neempirickeé sféry jsou tedy samy o sobé rozporné.
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1 Academia Bohemica je sou-
kromé filosofické $kola. Jeji zaméfeni
Ize charakterizovat nezavislosti na
dnes prevladajicich zplsobech
filosofovani.

2. Imanentnim bytostnym pozna-

nim rozumim takové poznani, které
je bytosti naleZicia pfimo inherentni.

Bytosti rozumim jsouci subjekt Zivota.

3. Kant, I. (2001). Kritika Cistého
rozumu. Praha: OIKOYMENH,
s.519-521.

(Dedukce €istych rozvazovacich
pojmu: O apriornich plvodech moz-
nosti zkusenost.).

4. Tamtéz, s. 519-521.

1 Academia Bohemica is a private
philosophical school. It specialises in
independence from the philosophical
methods prevalent today.

2. Byimmanent fundamental cogni-

zance | mean such cognizance that both
belongs to, and isinherent in a being. By
being I mean an existing life subject.

3. Kant, 1.(2001). A Critique of
Pure Reason. Prague: OIKOYMENH.
pp.519-521.

(The deduction of pure contemplative
concepts: On the a priori origins of the
possibility of experience.)

4. lbid, pp.519-521.
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This contribution is an intuitive
attempt to penetrate the link be-
tween light and intuition, in which
| comprehend light as a metaphys-
ical quantity that plays a significant
role in this contemporary, post-
-media world.

The work will therefore serve as
a means of gazing into the very
maw of intuition by means of my
own perspective. Meticulous inspec-
tionreveals that we often hold things
ofthe utmostimportance inaregard
far more banal than they deserve,
or determine they are hardly com-
municable. To begin with, I think it is
important to establish a starting point
from which my subsequent words
may spring. Hence I shallcommence
with aloose citation from my two fa-
vourite philosophers, both represent-
atives of the Academia Bohemica
school: Jiff Fuchs and Roman Cardal.!
My principal focus will remain upon
the importance of non-empirical
cognition, a kind of immanent fun-
damental cognizance.?

The present-day world in which
we currently exist in opposes, and
actively arms itself against, the
non-empirical sphere of human
existence. It attempts to grasp it in
arational manner — whichis not in-

trinsically wrong — since the entire
concept of philosophy should be
built upon in-depth thought pro-
cesses. | would describe the nega-
tive brought upon by this approach,
however,as an addiction to the cage
ofexperience. Itis then quite easy to
encounter the assertion that knowl-
edge found outside the scope of ex-
perience simultaneously bears no
foundation in reality. We are subse-
quently witness 1o a state wherein
education has fallen prisoner to em-
piricism. This is the spirit with which
Kant examined human thought,
leading him to maintain that our
theoretical thought cannot ven-
ture beyond the scope of experi-
ence. This means standing behind
it, above it, beyond it. He maintains
that our thought must be fixated
on empirical data alone.*Itis here
that a warning emerges, howev-
er: Kant's statements are per se
a form of non-empirical cognition;
he did not discover them through
experience. One may draw the con-
clusion here that Kant limits human
thought. While stating that we should
not occupy our minds with the so-
-called heavy questions of life, he
himself discovered the structure of
human thought non-empirically.
Thus Kant trivially disproves his
own thesis - refuting non-empirical
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Filosofické koncipovani lid-
skeho byti

Clovék neni pouhym Zivotnim procesem. Primarné neexistuji
Z4dné ziskané identity, ¢i dynamicky vyvoj a zména identity lidské
bytosti. Jako priklad pro snazsi pochopeni uvedu osobnost Vaclava
Havla. Predstavme si Vaclava Havla coby disidenta pred rokem 1989.
A pak sijej predstavme jako prezidenta po roce 1989. My pravdivé
oznacujeme identifikaCni etapy Zivota lidského jedince. Kdybychom
jeho bytostnou identitu vykladali jako soubor Zivotnich jevt, pak

by se jednalo o jiného Elovéka, o jinou identitu, o tzv. ziskané identity.
V zakladé je ale pouze jedna jedina ontologicka identita. Ta

je predpokladem pro sekundarni identity. Aby ji mohly patfit. Tuto
skutecnost tedy Ize oznacit jako naplriovani ontologicke identity
identitami sekundarnimi. Stavy minulé jsou jiz neexistujici a stavy
budouci jsou jests neexistujici. Clovék ve své identité neni dan
svymi jednotlivymi akty, ale identita jedné lidské bytosti predpoklada
jednotného nositele vech téchto akta. V této souvislosti je tedy
¢lovék nositelem Zivota, je jeho subjektem.

Intuice a svétlo

Stejné tak samotna intuice je Clovéku vlastni jiz ze své podstaty,
je pro néj imanentni. Je zakladem identity, spolustvoritelem
skutecnosti, které subjekt Zivota - tedy Clovék — vytvori a které
mu naleZi. Intuice je zaZzehnuty plamen. Diky nému vime, Ze
to, pro co plane, je spravné a vérime v to. A kone€né - tim cilem
je mysSleni, které musi samo sebe oddvodnit. Obrazové
pripodobnéni intuice k plameni neni nahodné. Je to pravé ohen,
jehoz vyslehuijici jiskry hypnoticky chiiapaji po nasi pozornosti.
0d vékil s uzasem pozorujeme vinici se siluety ohnivych plachet, az
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thought by the use of non-empirical
thought. Such negations of the non-
-empirical domain are fundamentally
contradictory.

The Philosoph-
ical outlining of
human existence

A human being is not a mere life
process. Acquired identities do not
primarily exist, nor do dynamic de-
velopment and changes ina human
being's identity. | shall use the per-
sonality of Vaclav Havel as an exam-
ple for better understanding. Let us
imagine Vaclav Havel as a dissident
prior 10 1989. Now let us imagine him
as the president post-1989. We are
correctly labelling stages of identity
in the life of @ human being. If we
were to comprehend his funda-
mental identity as an aggregate of
life events, we would be speaking of
adifferent person entirely, a different
identity, known as acquired identi-
ty.Inessence there is but one onto-
logical identity, however. This is the
prerequisite for the secondary iden-
fity. So it may belong to it. This reality
can then be described as fulfilling

the ontological identity with sec-
ondary identities. Previous states
no longer exist and future states do
not yet exist. A human being in its
identity is not represented by its indi-
vidualacts, but rather hasiits identity
assumed as a unified carrier of the
entirety of these acts. Ahuman being
I in this sense the carrier of life; it is
its subject.

Intuiton
and light

Intuition is in essence intrinsic to
ahumanbeing in the same way itis
immanental to them. Itis the basis of
identity, the co-creator of the reality
that the subject of life — the person —
creates and thus owns. Intuition is
a sparked flame, thanks to which
we know that for which it burns for
is correct, and worthy of our trust.
And finally — the aim is a thought
process that must rationalize itself.
The pictorial comparison drawn
between intuition and a flame is
not serendipity. It is precisely this
flame’s blazing sparks that hypnoti-
cally gropes for our attention. We have
watched the sinuous silhouettes of its
burning sails in awe since the begin-
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jim nadobro propadneme. V ohni se skryva cosi nevyslovitelného.
A i kdyZ mame védecké poznani svéta velmi prohloubeno,’
nedokaZzeme vyjadrit tuto podobu dialogu mezi nami a planoucim
ohném. Jestlize uvazime intuici, coby spontanni realizaci
mysleni, pak ji Ize oznacit jako skutecné osvétlujici plamen, nastroj,
jimZ je nam v temnoté zpristupfiovano mysleni a konstrukce
precizace mysleni.

V historii se ohen staval mistem hmotnym, ideovym a socialnim.
Mistem v prostoru, okolo kterého se lidé sdruzovali. Poskytoval
teplo a bezpecdi. Ale ne pouze teplo ve smyslu fyzického pocitu, ale
prave jakésiteplo intuice, ktera privadéla mnohé ke spolenému
ohnisti. Ai kdyZ umlkly hovory a pouze praskalo hofici dfevo, nastavala
jiZ zminéna podoba tichého dialogu mezi ohném a kazdym, kdo

v ném spocCinul zrakem a ponechal svoji pozornost piné oddanou
baletu plaminki. Béhem ¢asu jsme ovSem omezili @ to velmi
znacéné) nase setrvavani okolo ohné s ostatnimi lidmi. A pokud oher v
podobé plament pouzijeme dnes, neslouzi vicetcelové, ale spise

je primo ucelny néjaké vyrobni ¢innosti. Je degradovan. Ov§em jeho
prazdné misto a meditativni funkce sdruzovani v nasi soudobé
historii i soucasnosti) postupné prevzaly vydobytky post-medialniho
svéta. Zde spatruji souvislost s theologickym podtextem uméni
sakralni architektury, ktery je pfimo patrny z porovnani podobnosti
linuti svétla a jeho vyzarovani. Vitraze z katedraly sv. Vita (ve
smyslu ohné vyzarujiciho svétlo) v porovnani s primym svétlem,
jez vychazi z dataprojektoru, poskytuiji velmi dobry zplisob
suplovani. Toto faktum jakoby nam ale nedostacovalo. Situace, kdy
lidé sedi u ohné, je dnes nahrazena shlukem prihliZzejicich lidi
semknutych okolo zaricich displejii a obrazovek.
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5. Védeckym poznanim je zde
mysleno poznani ve smyslu vykladu
exaktnich, empirickych véd.

5. Scientific knowledge in this con-
text refers to the interpretation in terms of
exact, empirical sciences.

St

ning of ime, to the point at which we
succumb to them. Fire possesses
something unutterable. And although
our scientific knowledge of the world
remains profound®, we cannot yet ex-
press this form of dialogue between
ourselves and the blazing flames. If
we consider intuition a spontane-
ous realization of thought, then we
may indeed describe it as an illumi-
nating flame; a tool which grants us
accessibility to thought in darkness
and which allows the construction
of precise cognition.

Throughout history, fire has taken on
the forms of a corporeal, ideological,
and social space. A locationin space
around which people gathered. It
provided warmth and safety. The
warmth, however, extended beyond
the physical feeling. It was a kind of
intuitional warmth that brought many
to the communalfireplace. And even
after the murmur of voices had sub-
sided and only the crackle of burning
wood remained, the quiet form of di-
alogue between the ballet of flames
and anyone who rested their eyes
upon them was performed, seizing
attention with their dance. As ime
went by, we gradually @and signifi-

cantly) limited our imes around the
fire with other people. If we use fire
in the form of flames today, it does
not serve a multipurpose end, but
rather entails a single, direct purpose
insome kind of manufacturing work.
It has become degraded. However,
the empty space it left behind and
the meditative function of assembly
it provided have both been steadi-
ly taken over in our contemporary
history (the present day) by the con-
veniences of the post-media world.
Here | begin to see a connection
with the theological subtext of sa-
cred architecture, which is directly
apparent from comparison of simi-
larities between the flooding of light
andits emanation. The stained glass
of St. Vitus's cathedral grants (in the
context of fire emanating light) a very
efficient substitute to the direct light
provided by a data projector. How-
ever, it is as if this fact were not sat-
isfactory to us. The event in which
people sit around a fire has been
replaced these days by a cluster of
faces close-packed around shining
displays and screens.
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Tma je intuitivnim
hledanim svétla

Tma, nakolik je tmou, musi byti i svétlem, nebot je v ni pfimo
obsazeno. A nelze rozliSit tmu bez znalosti svétla. Problematika tmy,
svétlaasuplementace ohné se snoubiv tématu digitalni projekce.
Takova projekce svétla je nam schopna demonstrovat promitani
¢erné barvy. Stava se exemplifikaci Cerné. Ta, i pres svoiji
primarni kvalitu éerné barvy, v souvislosti promitani, vyzaruje svétlo
amutzeme o ni tedy rici, Ze vlastné sviti. Skrze tuto problematiku
skuteény oher az néjvychazejicisvétlo, ale stejné tak jejmlizeme
sledovat na monitoru pocitace a vnimat jej stejné - jako by horel pred
nami. Otazka zni: Co vliastné sledujeme? Je to ohen, ktery je
zaznamenan pomoci video zaznamového média, anebo je to svétlo,
které vychazi zmonitoru2 V obou pripadech nastava fascinace,
ktera je velmi podobné upoutani pozornosti pomoci ohné jako
takového. ACkoli to, na co se divame, ve skutenosti neni ohném,

ale pouhym shlukem rozptyleného svétla, presto intuitivné
pokraCujeme v Cinnosti takrka tupého zirani. Nase re-akce jsou
totozné jako v pripadé ohné skutecného.

V nasi schopnosti vidéni existuiji i tzv. mrtvé body, které nevidime
a vidét nemulizeme. V takovém mrtvém bodu se miiZze nachazet

i svétlo, 0 jehoZ existenci nejsme nijak empiricky presvédceni €imz se
odkazuiji k zaGatku mého prispévku). Takové svétlo neni viditelné
lidskym zrakem, ale miiZe byti zviditelnéno pomoci zaznamu kamery.
Z hlediska empirie miZeme prokazatelné f'ici, Ze zminéné svétlo
vlastné neexistuje.

Na zavér bych se rad ve struénosti zaméril na jednu velkolepou
projekci svétla. | kdyZ neni vytvorem lidské Cinnosti, presto
je od nas neoddélitelna. Je mozno ji sledovat prevaziné v nocnich
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Darkness is an
intuitive search
for light

Darkness must be light to the extent
to which it is darkness, for light is
directly included in it. It cannot be
differentiated without knowledge of
light, either. The issues of darkness,
light, and the supplementation of fire
allunite under the topic of digital pro-
jection. Such light screening is able
to demonstrate to us the projection
of black. It becomes the exemplifi-
cation of black which, in spite of its
primary quality of dark coloration,
also emanates light in the context
of projection. Hence we can state
thatitalso shines. Through this issue
we abruptly arrive at light-viewing
differentiation. We may see areal fire
and its emanating light, but we may
just as easily watch it on a comput-
er monitor and perceive it just as
well — as if it were burning before
us. The question is: What are we
actually looking at¢ Is it the fire that
was recorded by means of a video
recorder medium oris it the light that
emanates from the monitor¢ Fasci-
nation similar to that which grips one
when gazing into real fire takes place

inboth cases. Although that at which
we are looking is not in reality fire,
but a mere assembly of dispersed
light, we still intuitively carry on with
an activity that basically amounts
tovacuous gazing. Our re-actions
are identical to those in the case of
real fire.

There are certain spaces in our vi-
sion that we lack the ability to see.
These can be described as dead
points. Such a dead point may even
contain light the existence of which
we have no means of determining
empirically (by this I refer to the be-
ginning of my article). A light of this
kind is invisible to the human eye
but could be made visible by use
of'avideo camera. From the point of
view of empiricism we can verifiably
state that the aforementioned light
does not really exist.

In conclusion, I would like briefly to
address one spectacular projection
of light. Although not a creation of
human activity, itisinseparable from
us. It may be observed mainly during
the night with the naked eye, entirely
intuitively. The moon, a poet's most
precious jewel. Itis a mystical man-
ifestation that a human being has
physically touched. It is the perfect
summary of everything I have briefly
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hodinach a to pouhym okem, zcela intuitivné. Luna, mésic,
nejdrazsi drahokam basnikl. Je mystickym zjevenim,
kterého se fyzicky dotykal ¢lovék. Je dokonalym shrnutim vSeho,
o ¢em jsem v kratkosti psal. V ramci intuice ji chapeme
témer jako nasi soucast, vzhlizime k ni a vime, Ze tam je, i kdyZ ji
pravé nevidime. Jsme presvédceni o jeji existenci, i kdyz
vétSina z nas se tam nejspiSe nepodiva. Dokaze vrhnout svétlo,
i kdyZ samotna neni jeho zdrojem. Je temna a pusta, a presto

diky ni svétlo nezanika. Naopak - je tam, kde je tma. Ovliviiuje kazdého
Z nas, a to primo, jako by se nas dotykala.

Luna, tak, jak jsem ji popsal, se pro mne stava symbolem intuice.
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written upon. We comprehend it as
almost a part of us in the scope of
intuition; we look up to it and know
itis there, even if we do not see it
at that precise point in ime. We are
sure of its existence even if most of
us do not look. It may shed light with-
outitselfbeing its source. It does not
allow light to perish even thoughitis
itself dark and barren. On the con-
trary — itis there where it is dark. It
influences each and every one of us,
asiftouching us directly.

The Moon, as I've described her, has
become my symbol of intuition.
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Rédi bychom se alespon v naznaku dotkli mista, které se nam zda
ve vztahu intuice s digitalnim prostredim problematické. Nase
vychodiska, navrhy a zavéry mohou byt vlecCem spekulativni, i presto,
mozna prave proto, vérime, Ze se nam podari vyjadrit esenci
predstavy, kterou vtomto sméru chovame.

Abychom se mohli dostat k jadru véci, navrhneme nejprve zékladni
definice potrebnych pojmu. Tyto definice se v§ak pokusime
redukovat pouze na nezbytné nutny rozsah, reknéme pracovni, ktery
bude tfeba pro vyjadreni podstaty problému, jez mame na mysli.

Prvnim takovym pojmem je pojem Intuice. Pro tento tucel ho
vymezime pracovni verzi: Intuice je esencidlni schopnost téla dostat
se k cili bez mapy: Velmi obrazné rfeceno - intuice umi subjektu
podavat/odrazet originalniinformace, ale vzdy zavislé na tom, kam ji tento
subjekt nasméruije. Je velmi podstatné toto misto presné a spravné

- byt abstraktné - definovat. Zadame-li Spatné misto urceni, a¢ nase
intuice bude spravna, nem(izeme ani priblizné dojit tam, kam jsem
chteli. Proto nas intuice a jeji prinos nezbavuje nejen Upiné svobody, ale
takeé spoluautorstvi za ty obsahy, které diky ni svétu predkladame.
Treba v podobe uméleckych dél, nebo vynalez(l.

Digitalni prostredi prozkoumame trochu hloubéji. Pro osvétleni,
jak digitalni prostredi vnimame, rozdélime skute¢nost na tri
vrstvy: Chaos, Kosmos a Logos. Skute¢nost, necht obsahuje vSechny
tri slozky soucasné a soumistné. Chaos at zlistane nécim, co
nejsme schopni uchopit a co obsahuje vS§echny mozné varianty
Kosmu. Kosmos budeme nazirat, a to doslova, jako zhrouceni
veskerého potencialu, jeZ nese Chaos, do jediné varianty, Feknéme
téla bez paméti. Kosmos je pro nas, v tuto chvili, nejvyssi metou.
A kone€né Logos. Ten je pro nas ucel velmi podstatny. Prisudme
mu pamét a schopnost relativniho usporadavani absolutnich
hodnot Kosmu. Nazvéme tuto vrstvu interpretacni vrstvou Kosmu.
Povaha Kosmu necht je spojita a povaha Logu diskrétni. Pro nas
ucel poslouzi také dobre predstava, kde Kosmos budeme uvazovat
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We would like to touch upon, or at
least hint at some areas which seem
problematic to us in the realtionship
between intuition and the digital en-
vironment. Our points of departure,
proposals, and conclusions may be
speculative in some aspects, how-
ever, perhaps precisely for this rea-
son we believe that we will be able
to express the essence of the ideas
we entertain in this field.

Firstly, In order to get to the core of
the issue, we would suggest a fun-
damental definiion of the necessary
concepts. We will attempt to reduce
these definitions to their absolute
necessary scope, let's say working
definitions, which will be necessary
inorder to express the nature of the
issue at hand.

The first is Intuition: For this pur-
pose we will reduce it to the fol-
lowing statement: Intuition is the
body’s essential ability to arrive
at a destination without a map:
Very figuratively speaking - in-
tuition can provide (or reflect for)
the subject original information
but always in relationship to the
subject’s direction. It is essential
to define this place precisely,
accurately and correctly, albeit
abstractly. If you enter the wrong

destination, although our intuition
may be correct, we cannot ar-
rive there where it is we wanted
to, even approximately. There-
fore, our intuition and its contri-
bution does not only relieve us
of complete freedom, but also
co-authorship of the contents
which thanks to it we present to
the world. Perhaps in the form of
works of art or inventions.

Let's investigate the digital environ-
ment a bit more deeply. For clarity,
onhow we perceive the digital envi-
ronment, we'll divide reality into three
layers: Chaos, Cosmos and Logos.
Reality that contains all three com-
ponents simultanesously and co-
incidently. Chaos will be something
we are unable to grasp and which
contains all possible variations of
the Cosmos.We will label Cosmos,
literally, as the collapse of all poten-
tial, which Chaos carries, into one
variation, let’s say the body without
memory. The Cosmos is for us, at
this moment, the penultimate goal.
Andfinally Logos. Thisis fundamen-
tal for our purpose. Let us attribute
to Logos memory and the ability to
relatively order the absolute values
of the Cosmos.
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vzdalenéjsi a Logos blizsi. Budeme tak nazirat Kosmos skrze Logos.
Diskrétni povaha Logu nam v§ak umozni nazirat Kosmos i primo
(0 tom nize).

Interpretace Kosmu, tedy specificka konstelace jeho slozek, je
zasadni pro vznik aparatu, ktery mizeme nazvat uchopenim

¢i pochopenim Kosmu. V tuto chvili musime jeSté poznamenat,
Ze jednotlivé interpretace, jednotlivé funkce pro vytvoreni
konstelace, jsou vysledkem tvorivého procesu a maji vidy svého
autora. Autora, ktery se chopil ur¢itych ¢asti Kosmu a dal je do
relativniho vztahu. Tento vztah méa dynamickou povahu. | proto ho
zde také nazyvame aparatem, funkci, €i strojem. Autor vi, jak je

stroj konstruovan a muize toto know-how poutzit (i ve sviij prospéch).
Logos je piny takovych strojli pro manipulacis Kosmem. Logos
dynamicky pretvari obraz Kosmu. Logos je fakticky dynamickou
a signovanou interpretaci Kosmu.

| ten nejprimitivnéjsi aparat interpretace, z povahy své vnitrni
dynamiky, v sobé skryva jednu funkcinavic, kteraje zalozena vztahem
ke svému autorovi, resp. uZivateli. Tou funkci je zpétna vazba od
uZivatele k autorovi.

A kdo je tu viastné uzivatel?

Tim je ten, ktery pro své nazirani kosmu, z hlediska tispory
energie, redukce sloZitosti a mnoha dalSich diivodd, pouZziva jiz
vytvorenou interpretaci.

A ¢im je v tomto smyslu digitaini prostredie

Je interpretaénim ramcem, platformou? Nikoli. Je pouhopouhou
interpretaci. | pres svou Sifku a schopnost interpretace myriady
vztahd, zlistava interpretaci. Interpretaci v§ak na vysost vyjimecnou
svou zaludnosti. AC priznava svou diskrétni povahu jiz slovem
digitalni, jeji ambice jsou v irovni Baudrillardovy mapy. Interpretuje
Kosmos simulaci kontinualniho prostoru. Je tfeba siv§ak uvédomit,

Ze tato simulace stoji pouze na rozliseni a rychlosti, jez jsou dimenzovany
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Let us call this the interpretive layer
of the Cosmos. Let the nature of
Cosmos be continuous and that
of Logos be discrete. For our pur-
poses, it will also serve beneficial
that our notion of Cosmos is as dis-
tant and Logos as close. We will
therefore contemplate Cosmos
through Logos. The discreet na-
ture of Logos, however, allows us
to contemplate Cosmos directly
(more on that below).

Interpretation of the Cosmos, that
is to say a specific constellation of
its components, is essential for the
formation of an apparatus, which we
canlabela grasping or understand-
ing of the Gosmos. At this point, we
must note that individual interpreta-
tions, individual functions for form-
ing constellations are the result of
a creative process and always have
anauthor.

The author, who grasps certain ele-
ments of the Cosmos and puts them
into a relative relationship. This rela-
tionship is of'a dynamic nature. And
therefore we are also calling it here
the apparatus, function, or machine.
The author knows how the machine
s designed and may use this know-
-how (even in their own favor). Logos
is full of such machines for handling

the Cosmos. Logos dynamically
transforms the image of Cosmos.
Logosisinfactadynamic and signed
interpretation of the Cosmos.

Even the most primitive interpretative
aparatus, from the nature of its inner
dynamic, conceals one additional
function, which is based onts rela-
tionship to its author, respectively its
user. That function is the feedback
between the user and the author.

And who is the user actually?

The user is one who, for their con-
templation of the cosmos, in terms
of energy conservation, reduction of
complexity and many other reasons,
uses analready existing interpretation.

And what, in this sense, is the dig-
ital environment?

Is it an interpretive framework,
a platforme Neither. It is sheer inter-
pretation. Despite its breadth and
ability, the interpretation of myriad
relationships remains an interpre-
tation. But interpretations are em-
inently exceptional for their insidi-
ousness. Although it acknowledges
its discreet nature through the word
digital, its ambitions are on the level
of Baudrillard's maps. It interprets
the Cosmos through simulations of
continuous space. It should however,
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(zatim) tésné za hranici schopnosti naseho vnimani. Za touto hranicije
povaha digitalniho prostredi stale diskrétni a dérava jako cednik.
A touto povahou je Kosmos Logem nutné redukovan.

Jakou roli v tomto modelu hraje intuice?

Na zaCatku jsme si pojem vymezili jako esencialni schopnost téla
dostat se k cili bez mapy. Kosmos jsme definovali jako télo bez pamét.
Kam se chce ale télo dostat? Co je tu cilem? Cilem neni nic jiného

neZ interpretace. Sebedefinice Kosmu a vznik paméti. Pri pohybu bez
pameéti je ve hi'e pouze jediny nastroj a tim je intuice. Kde je tedy
problém? Cely proces se zda byt harmonicky.

Problém je ve vztahu uZivatel-intuice-digitalni prostredi. Digitalni
prostredi je interpetace a jako takova ma svého autora (resp.
mnoho autort) a je aparatem automaticky odesilajicim zpétnou vazbu
uZivani aparatu uZivatelem.

Intuice bez cile, jak jsme jiZ rekli, je nastrojem, ktery odhaluje
pouze prvni podvédomé obrazy, jez jsou nam ,jaksi“ vlastni. Ty
zakladaji kolektivni zkusenost a davaji vzniknout Interface,
dnes sofistikovanéji — User Experience.

Intuice s vytyCenym cilem sice odhaluje Stérbiny uvnit diskrétniho
prostoru, ovSem zpétna vazba je otaguje terminem ,bug“a prida
do TODO listu autortim interpretace s velkym vykri¢nikem.

Ze své touhy po simulaci kontinua, autori interpretace reaguiji
upravenim konfigurace stroje a zapInénim priihledu novou,
lepSi interpretaci.

UzZivatel svym intuitivnim jednanim v digitalnim prostredi buduje
Baudrillardovu mapu. Zvysuije rozliSeni a iluzivni schopnost
digitalniho prostrediinterpretovat kontinualni povahu Kosmu. Buduje
intuitivni prostredi, které uprednostiuje intuitivni chovani bez
cile. Jakmile se ztrati,bugs" iluze bude dokonala. Prejete si pokracovat?
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be remembered that this simulation
is based on resolution and speed,
which are dimensioned (for the ime
being) to just beyond the capabilities
of our perception. Beyond this border
the nature of the digital environment
is still discreet and as full of holes as
a colander. And it is this character
with which the Cosmos is neces-
sarily reduced through Logos.

What role does intuition play in
this model?

Initially we defined the concept
the essential ability to arrive at
a destination without a map. We
defined the Cosmos as body with-
out memory. But where is it the
body wishes to gog What is the goal
here¢ The goalis nothing other than
interpretation. The self-definition
of the Cosmos and the genesis of
memory. In a game, when moving
without memory, there is but one
tool, intuition. Where therein lies the
probleme The entire process ap-
pears to be harmonious.

The problemis in the relationship
between user-intuition-digital envi-
ronment. The digital environment is
interpretation and as such it has its
author (respectively many authors)
andis the aparatus of the automatic
sender of feedback on the user's us-

age of the aparatus. Intuition with-
outagoal,as we have already men-
tioned, is atool, which merely reveals
the first familiar images, which are
‘somehow” our own. These create
the basis of collective experience
and allow for the interface to come
into being, today in an even more s0-
phisticated form — User Experience.

Intuition with its stated goal may re-
veal niches within a discrete space,
however feedback is tagged as “bug’,
adding it to the TODO list of the au-
thor's interpretation with a large ex-
claimation point.

From the desire for the simulation of
acontinuum, the authors react by re-
configuring the machine and by filling
the niche with a vista of a seemingly
new, better interpretation.

The user builds Baudrillard's map
through their intuitive negotiations in
the digital environment. It heightens
the resolution and illusory ability of
the digital environment to interpret
the continual nature of the Cosmos.
It builds an intuitive environment,
which prioritizes intuitive behaviour
which does not have a goal. As soon
as the “bugs” are worked out, the il-
lusion will be perfect. Do you wish
to continue?
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obscure-motif.metazoa.org says:

Vase hesla napovidaji, Ze se snazite nejednat podle prvniho popudu a
pokazdé vse peclivé zvazite, nesnasite mravenci praci, mate silny smysl
pro humor, ale nedokazete prijmou vtip o sobé. Nesnasite kdyz si vas
nékdo dobira.

Prozkoumat vice

obscure-motif. metazoa.org says:

Zistili jsme problém s Vasl identitou. Pfejete si pokrafovat?

Prevent this page from creating additional dialogs.
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Zavolala jsem otciz niceho nic, prijedu’. Byla jsem tam, ale nevydrzela
moc dlouho. Vydala jsem se na cestu do stredu pusté zemé.

| called my father out of the blue to say 'm coming. | was there, but it didn't
last long. I started off on a voyage to the center of a deserted land.

Ato proce?
And why exactlye

Intuice
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Rozlucka se svobodou?
A farewell to freedom?

Prvotni plany cesty se rozplynuly; bylo prijemnéjsi putovat, plynout.
Cestu urcovala viing.
Initial plans for the trip dissipated, it was more pleasant to wander, flow.
Fragrance led the road.
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Ochutnat nové misto bylo to, co zvedalo kotvy.
To taste new places, that was what lifted the anchor.

Zila jsem venku, poutnice, turistka, spoléhajici se na cit pro
vSechno.

| lived outside, a pilgrimess, a tourist, relying on the senses for
everything.

Intuice
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Fotila jsem, kreslila a délala terénni nahravky. Dojela jsem do
mésta muztl. Védéla jsem, Ze tam vznikne néjaka prace.

| photographed, drew, and made field recordings. I arrived in a town
of men. Iknew some kind of work would evolve there.

Propadla jsem jedné popoveé
pisnicce.
| was obssesed with a particular
pop song.
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Zjistila jsem, Ze budu mit dité, nebo takeé se to da rici jinak, Ze
budu matkou.
| found at that | was going to have a baby, or to put it another way; |

was going to be a mother,

Co miize byt vétsi dilo nez tohle
— takove klise!

IS there no other greater work —what
a clich¢!
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Nicméné s timhle jsem pak chodila, nadSena, le¢ vyloucené;si
z umeni vice nez jindy.

Nevertheless, this is what I was then walking with, enthusiastic despite
being more excluded from art than ever before.

Intuice
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Skrze tuto ups skutecnost hodnoti se predesié konani jako

trochu fuj.

Through this oops reality, what had come before becomes just a bit

yuck.

Jak je to mozné?
How is it even possible? In this day and age.
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V praxi In practice
~(Q0
©
N
>

Jane

Intuice Intuice
A Oteviena zahrada A Open gardens



Schopnost rychleho rozhodovania a improvizacie je v su¢asnom
hektickom vystavnom kolobehu prakticky nevyhnutna. Pri
realizovani umeleckych diel a vystavnych projektov ¢asto dochadza
k zmenam, na ktoré treba reagovat velmi rychlo a nebat sa
riskovat. RieSenia sa Casto doslova zjavuju. Odvaha kuratorov
aumelcov sa postiva roznymi smermia skiisa hranice Ginosnosti
kustodov a divakov. Konkrétne priklady zjaveni: veStecky koncept
programovych letakov Galerie TIC 2014, diela umelca Oldricha
Morysa, 0sobna skusenost s viastnou tvorbou.

Jasnovideckeé versus
jasnovedecke

0d roku 2012 som zacala pracovat ako kuratorka v Galerii TIC Brno,
priCom som velmirychlo zistila, Ze pozicia kuratora v malej galérii
vsebe zahrfia niekolko dalSich zamestnani a vyzaduje okrem flexibility
aj dobruintuiciu. Kazdy rok uvazujeme o novej vizualnejidentite
a v roku 2014 sa nou vdaka grafickému stadiu DIP stali jasnovidecké
vstupy. Pre kazdy vystavni blok bola uskuto¢nena Specialna
vestba, pre ktort sme oslovili 4 profesionalne vestkyne (pani Lucie, pani
Klara, pani Milka, Svetlana Guzmanova), 2 ,amatérky" z oblasti
umenia, ktoré sa dlhodobo zaoberajt roznymi vesteckymi technikami
(Milen,B.A. PetraH,) priCom sme respektovaliich anonymitu a dve
vestby sme s kuratorkou Marikou Kupkovou spravili podla navodov
(kava, text Maldororove spevy). VSetky prorocké vyklady vystav
sprevadzala premenliva miera vierohodnosti, interpretacna variabilita
a intuitivnost. Kuratorské texty a tlaCoveé spravy dostali vdaka
napadu grafickych dizajnérov Specificky ,nadhlad” a stali sa nielen
sebakritickym zrkadlom, ale aj skiisenostou ako viest rozbory
vystav slobodnejsim smerom. Celkom prebehlo osem vesteni a to
z ciganskych kariet, z tarotovych kariet, z kavy, numeroldgie
a z textu Maldororovy zpévy z roku 1869 od francuzského dekadenta
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The ability to make quick decisions
and improvise is practically inpos-
sible to do without in the cycle of
ahectic contemporary art exhibition
program. The need to make changes
often arises during the realization of
works of art and exhibition projects.
These need to be addressed quick-
ly without fear of taking risks. Solu-
tions often literally appear. The cu-
rator's and artist's courage moves in
various directions testing the limits of
the custodian's and the viewer's ca-
pacity. Some specific examples of
this phenomenon include the TIG
2014 Gallery program tailor-made
leaflet, the work of artist Oldrich Mo-
rys, and the personal experience of
my own work.

Sixth sense ver-
sus sixth science

From 2012 | began working as a cu-
rator at the TIC Gallery Brno, where
| quickly realized that the position of
curator at a small gallery involves
several other roles and requires, in
addition to flexibility, a fair amount of
intuition. Each year we come up with
anew visual identity. In 2014, thanks
to the designers at DIP graphic stu-

dio, they were based on clairvoyant
data. A special event was held before
each exhibition block, for which we
contacted four professional psy-
chics (Mrs. Lucie, Mrs. Klara, Mrs.
Milka, Svetlana Guzmanova), and
two “amateurs” from the field of art,
who have long been engaged invar-
jous divination techniques (Milena
B. and Petra H.). We respected their
wish for anonymity. Marika Kupkova
and | prepared two of the prognoses
ourselves according to instructions
using coffee grounds and texts from
the Songs of Maldoror. The premoni-
tions for each exhibition was charac-
terized by varying degrees of cred-
ibility, interpretative fluctuation, and
intuitiveness. The curatorial texts and
press releases underwent specific
treatment by the graphic design-
ers, who created a self-contained
mirror in addition to providing the
experience of conducting the ana-
lyzes of exhibitions in a more liberal
manner. A total of eight predictions
were made using Tzigane and tarot
cards, coffee grounds, numerology,
and the Songs of Maldoror writtenin
1869 by French decadent Comte de
Latreaumont. A different color was
used for each interpretation as well
as characteristic typography. In this
particular case CURIOSITY had CON-
QUERED OUR FEAR.
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Comte de Latreaumonta. KaZda interpretacia mala navyse aj svoju
farbu a Specialnu ,Carodejnicku typografiu“. Na§a ZVEDAVOST
v tomto pripade ZVITAZILA NAD STRACHOM.

Soucasti vseho
s Oldrichom Morysom

Zazitkova baza umeleckych diel je priamo zavisla na interakcii.
Oldrich Morys divakov viac ¢i menej nenapadne vtahuje do
spoluprace, vdaka comu nasledne preZivaju prekvapenie a ocistnu
katarziu. Sam autor vedome postiva svoje limity a schopnost
realizovat diela na a za hranicami bezne vnimanych mantinelov, ktoré
ho intuitivne pritahuji ako magnet. Napriek tomu jeho diela
nie su samoucelne neprirodzené, aj ked'sa zdaju niekedy absurdné,
ba prave naopak, vZdy citlivo mapuji dany kontext a priestor.
Vsite specific projekte Soucasti kresby, (Galerie mladych, 2013) divak
prechadzal uzkym tmavym koridorom, na konci ktorého zrazu
cez maly preskleny otvor uvidel, Ze sa pohyboval po velmi tenkom
lade". Stabilita celej konstrukcie totiz zavisela od mnoZstva
malych a krehkych predmetov, o ktoré sa opierali jednotlivé nosné
systémy. Cesta spat viedla len tymistym smerom, a stala sa tak
pre divaka nielen skuSkou odvahy ale aj dovery voci autorovi - ak
sa cheel vratit, nemal velmi na vyber. Spustenie mechanizmu
vinstalécii ,Masli¢ka“ vyZadovalo od divaka zas enormnu pozornost
a zvedavost. Morys dal upevnit do sadrokartonovej steny
v Galerii U Dobrého pastyre nenapadnu ¢ervenu snirku, ktora bola
prepojena s nenapadnou drevenou Krabicou situovanou na
vonkaijSej fasade budovy, kde sidli galéria. Ak niekto zatiahol za Sndrku
na masliCke, ta nasledne zmizla v malej dierke a uvolnila na
opacnej strane budovy zaklopku na krabici, z ktorej na ulicu ne¢akane
vypadli peniaze. Autor reagoval na kuratorské zadanie vystavy
o dielach tvorenych na zakéazku a pomyselné vyznamoveé nitky, za
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One with
everything with
Oldrich Morys

The foundation of experiencing
works of art is directly contingent
oninteraction. The viewer in Oldrich
Morys work engages in cooperation
more or less inconspicuously, and
Is consequently surprised through
the experience of a purifying cathar-
sis. The author himself deliberately
shifts his boundaries and his ability
to realize works on and beyond the
borders of commonly perceived lim-
its that intuitively attract like a mag-
net. Nevertheless, his works are not
self-explanatorily nor unnatural. Al-
though they may seem absurd at
times, they always map the given
context and space sensitively. In
his site-specific project Part of the
Drawing (Young Artists' Gallery, 2013),
the viewer walks through a dark
narrow corridor at the end of which
it is suddenly apparent, by peer-
ing through a small glass covered
hole, that she was walking on very
“thinice.” The stability of the entire
structure depends on a number of
small and fragile objects which up-
hold the individual components of

the supporting structure. The path
back is through the same space
thus becoming a test of courage for
the viewer, as well as one of trust in
the author; there was little choice
if one wished to return. Launching
the mechanisms of the "Mouse” in-
stallation demanded extra attention
and curiosity on behalf of the view-
er. Morys put an inconspicuous red
string into a plasterboard wall at the
Good Shepherd's Gallery, which was
connected to a discreetly placed
wooden box situated on the exte-
rior facade of the gallery building.
I someone pulled on the string, it
would disappear into a small hole
and release a flap on the box at the
opposite side of the building from
which money unexpectedly fell onto
the street. The author responded to
the curatorial commissioning for an
exhibition of custom-made works
dealing with the notion of strings
whichaudience, artists, and curators
pull at exhibitions and the pinnacle of
its achievements. | would also like
to mention the exhibition Rotpunkt
in Banska Bystrica (2016) in which
Morys realized the exhibition's ar-
chitectural solution where, again,
he uses a string (or rope in fact), as
akey metaphor for the activity of art
collecting. A distinctly evident desire
to inspect the exposed essence of
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ktoré potahuju divaci, umelci aj kuratori na vystavach, v tomto
momente dosiahli maximum. Z dalSich realizacii spomeniem

eSte vystavu Rotpunkt v Banskej Bystrici (2016), kde Morys realizoval
architektonickeé riesenie vystavy, ktorym sa stala opat Snirka
(resp. lano), ako kiti€ova metafora pre zbierkotvornu ¢innost. Pre
vSetky jeho diela je prizna¢na evidentna chut pozriet sa na
obnaZenu podstatu veci a viera v schopnost pohotovo reagovat na
zéklede vlastnej intuicie v neGakanych situaciach.

Otuzovanie
tela a mysle

V umeni sa miera intuicie a instinktu prejavuje podfa toho, ¢isa
autor viac priklana k subjektivnemu alebo objektivnemu zobrazeniu
toho, ¢o chce vyjadrit a ako vlastne pri tvorbe postupuije. Piet
Mondrian napisal vo svojich Givahéch, Ze ,inStinkt a intuicia navzdory
svetovému chaosu ludskost privadzaju ku skutocnej rovnovahe
aumenie ukazuje, ako sas pokrokom intuicia stale viac stava vedomou,
pricom inStinkt sa stale viac precistuje. Ked'sa pozriem spatne
na svoju tvorbu, velka vas€ina diel zo zaCiatku vznikala intuitivne. Po
nadobudnuti urcitej sumy vedomosti som zacala svoj pristup
racionalizovat a diela vznikali vo vedomej linii a nadvaznosti. Napriek
tomuto posunu som k spracovaniu témy vzdy pristupovala
aj .iracionalne" az instinktivne. Pri realizacii diplomovej prace Bez
nazvu (2008) aj dizertacnej prace Slovnik anonymity (2012) sa
mi spdsob aj forma prezentécie prisnili, ked'som pracovala na diele
Zimny semester (2007, autoportrét ako tu¢niak), podvedome
som sa obliekala do Cierno-bieleho obleCenia a stretla sa s otuzilcami,
pricom by som neverila, Ze sa o par rokov budem otuZovat ajja.
Niektoré vecinas pritahuju bez toho, aby bolo mozné jasne detekovat
ich priciny. Pri¢ina sa moZe ukazat az po rokoch a zhody nahod
zrazu do seba zapadnu ako kItU¢ do zamku, otvoria dalSie stvislosti
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things and the belief'in the ability to
reactinstinctively based on personal
intuition in unexpected situations is
characteristic for all of his work.

Strengthening
of the body and
mind

In art, the extent to which intuition
and instinct is employed is reflected
by whether the author is more in-
clined to reflect on what she wants
to express subjectively or objectively,
and how she actually approaches
her work. Piet Mondrian wrote in his
reflections that “instinct and intuition,
despite world chaos, bring humanity
into true balance. Art shows how,
with progress, intuition becomes
more and more conscious, while in-
stinct becomes more pronounced.”
When I'look back at my work, the
majority of it began intuitively. After
acquiring a certain level of knowl-
edge, I began to rationalize my ap-
proach and the works became con-
scious with direction and continuity.
In spite of this shift, I have always ap-
proached working through topics in
a manner ranging from irrational to

instinctive. In the course of realizing
my thesis entitled Untitled (2008),
and the dissertation work entitled
The Anonymity Dictionary (2012),
| conceived the manner and the
form of the presentation while | was
working ona piece during the winter
semester (Self-portrait as a penguin,
2007). I dressed in black-and-white
clothing and met with ice water
swimmers. At the time | would have
found it hard to believe that | would
be doing the same as them in just
afew years time. Some things attract
us without us being able to clear-
ly detect their causes. The cause
may only become apparent years
later when a series of coincidences
suddenly come together like a key
in a lock, revealing other connec-
tions which in themselves become
new causes. Intuition and instinct
are intertwined in the process of
creation, like the unique double-
-thread of DNA, while intuition itself
combines sensibility and the mind.
| consider the work entitled ARTINFO
(2010) my most intuitive piece. In it
limprovise commentary on various
pieces at an exhibition of work by
Méria Stefancikova. It was not clear
what | would interpret or how. | re-
alized that my grandmother was in
a similar situation when | asked her
to comment on my thesis dealing
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a tie sa stand novymi pric¢inami. Intuicia a inStinkt sa v procese tvorby
prepletaju podobne ako jedinecné vliakna dvojzavitnice DNA,
priCom v intuicii sa spajaju cit aj mysel. Za najintiuitivnejSie svoje dielo
povazujem sériu videokomentarov pod nazvom ARTINFO (2010-),

kde som v diele Marie Stefanéikovejimprovizovane komentovala diela
na roznych vystavach. Nebolo jasné, o budem interpretovat

ani ako. Uvedomila som si, Ze v podobnej situacii bola moja stara
mama, ktort som poprosila 0 komentovanie diplomovej prace
zameranej na pomenuvanie diel. Video som nazvala nakoniec
UNITITLED (2009) a nazov vznikol tak, Ze stara mama ,zle"
precitala slovo ,untitled’, ¢im paradoxne najlepSie vystihla podstatu
bipolarity prace, o ktort som sa snafzila.
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with the naming of works. Inthe end
| called the video UNITITLED (2009),
the title having been created by my
grandmother’s mispronunciation of
the word “untitled” which, paradoxi-
cally, better illustrated the essence of
the work’s bipolarity, which is what
I had been striving for.
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Manifest FOS The FOS Manifesto
Lege Artis Lege Artis

Vojtechovsiy

Intuice Intuice
A Oteviena zahrada A Open gardens



Nekolik slov k prvnimu vydani:

Téma intuice je v nasledujicim textu
spiS vnorené, nez explicitné pojedna-
né a Manifest nevznikl na objednav-
ku a v plvodni podobé vznikl docela
intuitivné. Proto jsem uvital moznost
zverejnit jej v tomto sborniku. Na
zacatku byla frustrace a nutkava
potreba si pro sebe kratce a pokud
mozno srozumitelné seradit tucet
mihavych obraz(i o vztahu umén,
spolecnostia prirody. Postupné prosla
poeticka mihovina dost nelitostnym
sitem vlastniho rozumu. Manifest
byl podroben také kritice nékolika
ochotnych a rozumnych lidi a pod-
statné se proménil. Naraz na hranice
intuitivniho uvazovani a jednani je
v mysli neustale pritomny. Jakkoliv

Intuice
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ie toto rozhrani prostupné, pohyblivé
a nejasné. Stejné jako ostatni limity,
snimiz se v kazdodennim Zivoté stre-
tavame. Ale jsou viibec - vedle Cisté
matematiky — néjake lidske konstruk-
tyavzorce rozumné, Jogickee Jazyk,
iehoz prostrednictvim mysSlenky for-
mulujeme a konkretizujieme logicky
ani racionalnf neni. Racionalnf a ro-
zumné nevypada nase ani plisobent
na svete. Co je dulezité je predevsim
zaujmout dobré misto pozorovate-
le a uvédomit si pritomnost ramce,
uvniti néhoz otazku nahlizime. Na
rozdil od kultury, umeéni, nebo jazyka
ie priroda nejSirSim urcujicim obzo-
rem, za ktery nemdzeme nahlédnout.

MiloS Vojtéchovsky

33

A few words on the first edition:

The theme of intuition is nested rather than explicitly discussed

in the following text. The manifesto was not commissioned, its
original form was arrived at quite intuitively. For this reason

I welcome the opportunity to publish it in this reader. Its beginning was
characterized by frustration and an urgent need to briefly and,

as far as possible, comprehensively sort out a dozen vague images
concerning the relationship between art, society, and nature.
Gradually the poetic nebula passed through a fierce net of sensibilty.
The manifesto has also been critiqued by several willing and
reasonable individuals, and in so has been modified considerably.
The impact on the boundaries of intuitive thinking and behavior

is consistently present in the mind. However permeable, movable,
and unclear this interface happens to be. It is similar to other
limits we encounter in everyday life. But are there any — other than
pure mathematics — human constructs and patterns which are
reasonable, logical“¢ The language through which we formulate and
conceive ideas is neither logical nor rational. Not even our being

in the world could be described as rational or reasonable. What is
important, first and foremost, is to find a good observation point

and to realize the presence of the frame from within which we may
look at the question. Unlike culture, art, or language, nature is

the widest determining horizon beyond which we can not look.

Milo$ Vojtéchovsky
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Manifest FOS vznikl v navaznosti na mezinarodni projekt Na pomezi
samoty/Frontiers of Solitude (2015-16), zaméreném na souvislosti

mezi ekologii a sou¢asnym umeénim. V nasledujicim textu jsme se
kratce pokusili shrnout a nastinit alespon néktera témata,
kterych se FOS tykal.

,No program can find all the viruses on your computer, unless it interferes
with the operating system itself!”

Drive, nez zaCneme uvazovat o tom, jak bychom soucasné umeni
mohli proménit, aby davalo v nasich Zivotech smysl, aby umélec vytvarel
smysluplnou praci, by bylo vhodné poodstoupit a provest inventuru
zazité terminologie. Teprve pak jsme schopni odhalit doposud ukryté
prezivajici stereotypy, nefunkeni balast kategori, antikvarni konstrukee.
Vychazime z priesvédCeni, Ze umeéni nelze omezit ani na zboZz, esteticky
konsumerismus, techniku, algoritmy, na pripravek k zaplriovani
prazdnoty, luxus, nebo soukromou zalibu. Ze jak v samotné aktivni tvorbé,
tak v obcovani s umeénim dochdzi k nécemu podstatnému, co utvari
nejen nasf osobnost, ale i realitu. Ze tvorba auméni maif terapeutické Ucinky,
mohou tifbit schopnost veiténi, porozuméni viemu co je ,jiné". Ze
umeéni - jakkoliv z dnesniho pohledu dosud v nejasné podobé - zistane pro
jednotlivee i spole¢nost nenahraditelné. A predevsim, Ze otazky vztahu
Zivota a prostoru - tedy Zivotniho prostredi, environmentalni Ci ekologické
odpoveédnosti nabizeji soucasnému umeéni prilezitost k preformulovani
vlastnich vychodisek. Jsou pobidkou k hledani novych obsahti a spojenectvi.

Umeéni by pak mohlo byt katalyzatorem propojeni spolecenskych
a individualnich ekologit. Jestli tyto praktické i mentalni ekologie

maiji Celit stale se zrychlujicimu tempu techno-spolecenskych procest je
nutno je neustale obnovovat, udrzovat v procesu neustalé obmeény.
Aktualnost uvazovani v ekologickych rozmérech spociva pravé v prijet
Lepistemologického posunu’, odpoutani se od vnimani svéta jako
souboru véci smérem k pojeti a prijeti obrazu svéta jako neustale se
proménuijiciho a vzajemné propojeného plynuti déjll. Tento manifest

je tedy zastaraly v okamZiku, kdy byl formulovan.
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The FOS Manifesto was created as
part of the international project Fron-
tiers of Solitude (2015 - 16) which fo-
cused on the relationship between
ecology and contemporary art. In
the following text we have attempted
to briefly summarize at least some of
the main themes underpinning FOS.,

Before we attempt to think how
we can change contemporary art
so0 that it has meaning in our daily
lives, it is proper to take a step
back and conduct an inventory
of our habitual terminology. Only
then will we be able to expose the
hidden but still active stereotypes,
the useless ballast of categories
and antiquated constructions.
We hold to the conviction that
art cannot be reduced to a com-
modity, aesthetic consumerism,
technology, algorithms, a tool for
filling vacuums, a luxury, or a per-
sonal hobby. We believe some-
thing important happens in the
active production and apprecia-
tion of art, something that forms
not only our personality, but also
our reality, and that creating art
has a therapeutic effect and can
enhance our ability to empathize
and understand all that is “other.
No matter how tenuous its role
may seem from today’s perspec-

tive, art, no matter what we may
call it, will remain irreplaceable
for the individual as well as for
society. And foremost, we believe
that questions regarding environ-
mental and ecological responsi-
bility pose a direct challenge to
contemporary art, thus opening
up a space to reformulate its
agenda. This constitutes a call to
find new content and alliances.
Art could thus become a cata-
lyst for conjoining personal and
social ecologies. If these practical
and mental ecologies are to face
the ever accelerating tempo of
techno-social processes, they
need to be constantly updated
and kept in a state of permanent
revision. This manifesto is out-
dated and has been from the very
first moment it was formulated.

1.

How to overcome feelings of help-
lessness which overtake the indi-
vidual when faced with the high-
-speed transformations of the An-
thropocene? Can one maintain an
objective stance and decouple him/
herself from all that is outside, de-
couple culture from nature? Rename
nature ‘the natural environment’ and
thus loudly proclaim humanity's vic-
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1.

Jak prekonat pocity bezmocnosti, které ¢lovéka v konfrontaci
s rychlosti a rozsahem zmén doby antropocénu premahaji?

Lze zaujmout odstup, oddélit se od vSeho, co je venku, kulturu od
prirody. Prirodu prekrtit na Zivotni prostrredi a dokazat tim,

Ze jsme ji premohli, klopotné se od ni emancipovali. Pak Ize pfirodu
zdalky i zblizka pozorovat, obdivovat, kontrolovat, kategorizovat,
opravovat a perforovat. V obsesivni potrebé objektivity ji zaklit
v predmét, ktery k €lovéku uz nepatri, jakoby byla za rozhranim
nasich systému, vSudypritomnych cidel, satelitnich sledovacich
aparatu, za okny a za obrazovkami pocitaci.

Povznesenost, s niZ oslavujeme vlastni schopnosti pomérovat

a popisovat svét prostrednictvim umeéni, ¢i védy, oznaCujeme se za
prirodé nadrazené, nas zastihla v situaci, vymezuijici nas ze
spolecenstvi dalSich bytosti, zvirat a rostlin. V situaci zajatce éry
klimatizované samoty.

NezaleZi na slovech a nezalezi tedy na tom, zda budeme prirodu
nazyvat superorganismem, komplexnim systémem, matrixem, bytosti
obdarenou védomim, rozhodneme se interpretovat kulturu

jako ,zrcadleni” prirody, Cijeji souGast. Text by mél naznacit moznosti
smireni mezi clovékem a prirodou a roli, kterou zde muze hrat
umeéni. Je to posetila a nadnesena predstava? Vérime, Ze ne: odedavna
mély sociabilni, ritualni a integruijici funkce uméni diilezité misto,
ramovaly socialni podstatu uméni.V antropocénu jsme se v nékolika
vinach tohoto archaického vyznamu vzdavali a uméni postupné
zplosStovali az k vyprazdnéni.

2.

Teorie podle nichZ je ekonomika vydélovana ,mimo* sféru Zivotni
prostredi jsou destruktivni a smrtelné nebezpecné. Pro
technokrata a geoinZenyra je environmentalni problematika ¢asto
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toryin overcoming ite We could then
observe nature from both near and
far, admire, monitor and categorize
it, modify and penetrate it. In our
obsessive drive for objectivity, we
strive to transform it into an object
no longer related to the human, as if
it existed only beyond the interface
of our systems, computer screens,
ever-present sensors, satellites, and
beyond our windows. We celebrate
our own aloofness and our ability
to measure and label the world by
means of art and science, which we
regard it as superior to nature. This
state has befallen us at a ime when
we find ourselves removed from the
communities of other beings, plants
and animals. We are inmates in an
era of air-conditioned solitude.

It does not matter whether we call
nature a super-organism, complex
system, matrix, or sentient being,
evenif we have opted to see culture
as the mirror image of nature, or as
aconstituent part of it. This text aims
to point out the certain potential for
reconciliation between man and
nature, and the part art may play in
such an endeavor. Is this idea naive
or exaggerateds We believe that it
is not: the sociable, ritual and inte-
grative functions of art have for ages
held a prominent place in society,

and affirm the social essence of art.
During the Anthropocene we have
gradually discarded this archaic
form of art’s signification, and it has
pulled back as we have emptied it
of meaning.

2.

Theories which understand the
economy as functioning “outside”
the sphere of the natural environ-
ment are destructive and deadly.
For a technocrat or a geo-engineer,
environmental issues are an ob-
stacle to humanity's drive towards
prosperity, and are understood as
aroadblock to reason and progress.
Neo-liberalism is an eConomic sys-
tem where regulation, the state and
society are set in opposition to the
freedom of the individual, to labor
and the free circulation of goods. Itis
a culmination of the drive to combine
previously very disparate tools, terri-
tories and communities into one vast
experimental laboratory. The global
policies of deregulation, standardi-
zation, and individuation have come
to bear on previously immeasurable
space and have radically collapsed
it. Today, we have been granted the
privilege of being witnesses and ac-
torsatatime of ecological catharsis.
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prekazkou smérovani lidstva k blahobytu, je bariérou rozumu
a pokroku. Neoliberalismus predstavuje ekonomicky systém,

kde regulace, stat a spole¢nost jsou v protikladu volnosti jednotlivce,
prace a pohybu zbozi. Do diisledki je zde dovedeno priblizeni
riznorodych, drive vzajemné vzdalenych nastrojd, teritoriia komunit
do jediné gigantické vyzkumné laboratore. Globalni ekonomika
deregulace, standardizace, individualizace ovlivnila ptvodné
nezmérny prostor a radikalné jej zmensila. Jsme dnes patrné

vic nez kdykoli v minulosti vzajemné propojeni a dostalo se nam
privilegia byt svédky i aktéry ekologickeé katarze.

3.

Teprve v poslednich desetiletich mira porozumeéni prirodnim
procestiim umoznila Clovéku alespon zlomkovité pochopit
nepredstavitelnou sloZitost a propojenost systému, jehoz jsme

jen nedokonalym zahybem. BohuZel jsme se k tomu porozumeéni
dopracovali teprve v dobé, kdy nase kultura, nas zpiisob Zivota
ohrozil mnoho jinych Zivotnich forem. Slovo kultura pouZivame
v §irokém vyznamu, presahujicim vyluéné lidsky rozmér. Nejde
pouze 0 ,negeneticky predavané vzorce chovani, viastni lidskému
druhu®, ale o v§echny symbiotické, eusocialni vzorce souZiti
vSech Zivych bytosti.

4,

Do vybaveni naseho ,spolecného domova*“ dnes patri ,prirodni‘, i to
co jsme vytvorili - ,antropogenické struktury*. Geologické
a lidské nelze uz snadno rozeznat: kf'emikové infrastruktury chytrych
mést a invazivni biologické druhy, relikty stredovékych mést
a vesnic, dalnice a toxicka voda v rekach, mizici planiny destnych
prales a laboratore na psychotropni latky, blankytné modré
hladiny kyselych jezer a derivaty produkce lithia, spory, po¢itacové
Cipy a drony, podzemni tloZiSté jaderného paliva, raselinisté,
uhelné sloje a ropovody, herbicidy, bakterie a bifenyly, polymery
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3.

Only in recent decades has our un-
derstanding of natural processes
allowed man to at least partly under-
stand the unimaginable complexity
andinterrelatedness of that system,
of which humanity constitutes just
one of its myriad folds. It is unfor-
tunate that we have achieved such
anunderstanding precisely atatime
when our culture and our way of life
have put in jeopardy the whole bio-
sphere. We use the word ‘culture’ in
a broad sense, one that transcends
its simply human dimension. It is
more than “non-genetically trans-
mitted patterns of behaviour, com-
mon to the human species,” but
encapsulates all symbiotic, eusocial
schemes of coexistence.

4,

Our “‘common home™ is furnished
with both “natural” and “anthropo-
genic” structures. The geological and
the human can no longer be easily
distinguished, for this encompasses
the silicon infrastructures of smart
cities and invasive biological species,
the relicts of medieval towns and vil-
lages, freeways and toxic river water,
the receding biotopes of rain forests,
psychotropic substance laboratories,

the azure surfaces of acidic lakes
and derivatives of lithium production,
spores, computer chips and drones,
underground nuclear waste storage,
peat-bogs, coal beds and oil pipelines,
herbicides, bacteria and biphenyls,
polymers and teratogenic substances,
coral reefs and satellites, fracking and
pharmaceuticals, fish farms and nu-
tritional agrology, genetically modified
agriculture and global waste disposal
management, weather and meteorol-
0y, cybernetics and space elevators.

O.

Ifwe maintain the tempo and mode
of operation of the production-
-consumption cycle, a paradigm
we have become accustomed to
in our part of the globe, the idea
of'a “common home™ will become
untenable. We are carving up our
planet into zones of production and
consumption, factories, warehouses
and waste dumps, life and death. Our
change of practice, including that of
art production, is predicated on the
acceptance of the need for rationally
and emotionally grasping the inter-
relatedness of the human with the
environment, the acceptance of the
ramifications of our activity and the
causal chain reaction that a single
gesture may precipitate inthe whole.
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a teratogenni latky, koraloveé Utesy a satelity, frakovani a farmaka,
rybi farmy a agrologie Zivin, geneticky modifikované zemédélstvi

a globalni management smetist, pocasi a meteorologie, kybernetika
avesmirné vytahy.

0.

Jestlize budeme pokracovat v tempu a zpiisobu cyklu vyroby-
-spotreby, na ktery jsme si - v naSich souradnicich - navykli, stane
se podoba ,spoleéného domova“ neudrZitelnou. Parcelujeme

naSi planetu na zony vyroby a spotreby, tovarny/skladisté a smetiste,
miru a riznych forem valky, Zivota a smrti. V manualu zmény
upotrebeni, véetné promény uméni stoji akt uznani skutkové podstaty:
akt pokani rozumové i emocionalné uchopit propojenost ¢lovéka

s krajinou, priznat si dlisledky naseho ¢inéni, kauzalitu kazdého gesta
zietézeného s celkem.

Sentimentalita, pocit solidarity s jinymi bytostmi neni projevem
slabosti. Je to naopak krok k preziti. Darwindv prirodni vybér,
mezidruhovy boj je pro soucasnost nepouZzitelny, prihodnéjsi

je koncept konsilience socialniho biologa Edwarda 0. Wilsona. Je to
jeden z rady pokust sjednotit rec prirodnich a spolecenskych

véd a potvrzeni dllezZitosti ,pratelstvi‘, symbidzy a koexistence
v prirodé, v lidském spolecenstvi.

6.

Prechod od kapitalismu k postkapitalismu provazi hluboké
ekologické zmény, protoZe je nebyvale silnou vyzvou k prizptsobeni.
konflikty ekonomickeé, rasové, tridni, nabozenske, nebo socialni
povahy. Ekologickeé nasili ale vyriista ze stejného ekonomického
a ideologického podloZi. Vyrista z modell, na nichz stoji systémy,
proménujici skuteCnost na objekt, na registr zbozi. Jestli
s okolnim svétem budeme zachazet jako s bezduchou véci, lidé také
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Sentimentality and solidarity with
other beings is not a mark of weak-
ness. Rather, it is a step towards
survival. Darwin's theory of natural
selection and interspecies compe-
liion is useless as a framework in
the contemporary situation. A more
useful tool is social biologist's Ed-
ward O. Wilson's concept of “consil-
ience.” It is one of many attempts to
join the language of natural sciences
and the humanities, and stands as
an affirmation of the importance of
friendship, symbiosis and coexist-
ence, both in nature and in the hu-
man community.

6.

The transition from capitalism to
post-capitalism is accompanied
by deep ecological changes, and
constitutes a call for intensive ad-
aptation. Ecological conflicts tend
to be interpreted as more abstract,
more “distanced” than conflicts of
an economic, racial, class, religious
or social nature. Ecological violence,
however, grows from the very same
economic and ideological substrate.
Itis predicated upon the same pre-
conditions from which grow those
systems which transform reality into
an object and make it an inventory
of commodities. If we approach the

world as a soulless thing, then peo-
ple willalso become things. If we re-
sign on the gift of thinking and on our
subjectivity we will be transformed
into an object through the powers
of that immense entity which sur-
rounds us and determines us.

[,

The effects ofindustrialization onthe
natural environment are often de-
nied or labeled as a necessary tax —
atithe paidinthe name of “progress”.
The idea of permanent growth in-
dexes ever broader frontiers and
constantly postpones its finallimit for
anever more distant future. Without
proposals for solutions, and without
political, economic, technological
and social change that must occur
atasystemic level, we cannot reach
any form of satisfactory resolution
for the environmental crisis, nor can
we mitigate the ongoing and future
catastrophes related to it.

“The true artist is the grindstone
of the senses; he sharpens eyes,
mind and feeling; he interprets
ideas and concepts through his
own media. In the midst of wide-
spread social controversies he
cannot escape that task. He has
to take sides and make his stand;
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LZvécni“, Zbavime-li se daru premyslet a chovat se jako subjekt,
budeme proménéni v objekt, indexem sil hmoty nepoméritelné
vétsi a v disledcich mocnéjsi, ktera nas urcuje a obklopuije.

1.

Vlivy industrializace na Zivotni prostredi byvaji dodnes zapirany,
nebo oznacovany jako nutna dan - jako desatek placeny za
podil na pokroku. Idea permanentniho ristu odkazuje k dalSim
adals$im hranicim, limittim, odsunovanym smérem k budoucnosti.

Bez politickych, ekonomickych, technologickych a socialnich
systémovych zmén a ndvrhu moznych reseni nemuiizeme dospét

ani k diléimu reSeni ekologickeé krize, ani k zmirnéni probihajicich,
nebo nastavaijicich katastrof's ekologickou krizi spojenych.
Skutecny umélec je brusicem smysli, zostfuje oko, mysl a city,
interpretuje myslenky a koncepty viastnimi prostredky. V situaci
silnych spolecenskych sporti se nemdze vyhnout tomuto tkolu. Musi
zaujmout stanovisko a vyhlasit sviij postoj. Umélec ma skutecné
formativniideologickou roli,jinak by jeho prace byla pouhym predvadénim
kompozicni dovednost. Lazsld Moholy-Nagy, 1949

8.

VIIIl.  Uméni zabyvaijici se ekologickymi ¢i environmentalnimi
otazkami je na pomezi mezi socialnim aktivismem, obéanskym
pasivismem, sentimentalnim naivismem, estetickym
eskapismem. Casto se spokojuje se zjednodusovanim a zamISovanim
pricin. Nové uméni bude hledat inspiraci u systémového
uméni, v prirodnich i humanitnich védach, v socialnich a politickych
hnuti minulosti. Spoji prostor mezi specializacemi, lidskym
a mimolidskym, etickym a estetickym, predmétnym a abstraktnim
myslenim s empatii a intuici. Takové uméni bude formulovano
kdekoliv, hlavné na okrajich automatizované vyroby, obchodu,
primyslu, reklamy, coz je systém, na kterém je umélec
existencné, spoleCensky a psychologicky zavisly. Vétsi nezavislost
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indeed the artist has a formative
ideological function. Otherwise
his work would be only an ex-
ercise of skill in composition.”
Lazsld Moholy-Nagy, Vision in
Motion, 1949

8.

Art, when preoccupied with eco-
logical or environmental issues,
inhabits a space between social
activism, civic passivity, sentimental
naivety and aesthetic escapism. It
often remains content with reduc-
tionism and the obfuscation of root
causes. The new art will search for
inspiration in systems, in both nat-
ural science and the humanities, in
social and political movements of
the past. It will straddle the space
between specializations, the hu-
man and the inhuman, the ethical
and the aesthetic, between practi-
cal and abstract thinking, empathy
and intuition. Such art can emerge
anywhere, especially on the pe-
ripheries of automated production,
business, industry and marketing
--a system on which the artist is
existentially, socially and psycho-
logically dependant. Larger auton-
omy will bring more self-confidence
and breed potentialities. The artist
will not be solely preoccupied with

the aesthetics, cratt, strategy and
method of production of an iso-
lated artifact. The fluid oscillation
between the use and the critique
of technology and its opposite, be-
tween the calibration of the tool and
mindfulness, and between mobility
and occupying the space we inhab-
it will be of the utmost importance.

9.

The transformation of art will not
be achieved while seated in well-
-tempered rooms, galleries and
museums, hidden away in the cou-
loirs of academies and universities.
Transformation will take place in un-
protected zones, during conflicts and
unrest, where new stories will be told
whose contours we will feel through
their impact. Art will take into ac-
countall that has been fractured and
left unaddressed by abstract forms
of language, suppressed as unim-
portant, heretical, dangerous, doubt-
ful, preposterous; all that which the
mediated functionaries of progress
have displaced beyond the frontiers
of our perception.
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prinese vétsi sebedlivéru a mozna vychodiska. Umélec nebude
uvazovat jen o Femesle, estetice, strategii, o metodé umélecke
vyroby izolovaného artefaktu. Podstatny bude pohyb mezi ovladanim
technologie a jejim poprenim, kalibrace nastroje i zjitfené
vnimani, mobilita v prostoru, do néhoz jsme vrzeni.

9.

Promény uméni nejspis nedosahneme usazeni v temperovanych
mistnostech, galeriich, muzeich, ukryti v ustrani akademii
auniverzit. K proméné dojde v nechranénych zonach, béhem streti,
nepokojtl, kde vzniknou nové pribéhy, jejichZ obrysy nahmatame

pres hroty bodtl. Uméni vezme na zi'etel vSechno, co je roztristénym
myslenim abstraktnich jazykl prehlizeno. Co je vytésiiovano

jako nedulezité, heretické, nebezpecné, pochybné, posetilé, smésné,
tak jako smrt, lidska konec¢nost, hrozba enviromentalniho
kolapsu. To co roboti a mediafunkcionari pokroku odhrnuli mimo
nasi pozornost stranou.

10.

Umélecka tvorba v tomto smyslu neni hrou s konstrukcemi
sociolog, filosofi, estetiki, politologil o akceleracionismu,
objektové orientované filosofii, spekulativnim realismu,
hyperobjektech, postkapitalismu, antropocénu, ¢i kapitalocénu.
DilleZitéjsi je obratit se zase k realité. Co je k bodu obratu
potreba: dobrodruznost, patos, sentiment, (sebe) ironie, zbystrené
smysly, ¢teni terénu bez GPS a smartfoni, sbirani vzorki,
kladeni detailii do novych souvislosti. VSe co je v krajinoprostoru
vepsané a nejde o nic nutné prijemného a estetického.
Bude tieba redefinovat postavu samotného stopare - umélce.
Skutecny stopar je tak blizko, tak daleko od povrchu, ktery
zkouma, Ze se (podobné jako lovec) stava soucasti terénu: splyva
se stopamiis bytostmi, které stopu v travé, v asfaltu, v hliné,
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Prague, November, December 2016

Thanks to the Frontiers of Solitude

team, numerous friends and colleagues
for their encouragement, for reading
various versions of this text, their critical
notes, especially Dagmar Subrtové,
Michal Kindernay, Jifi Zemanek, Ondrej
Vavrecka, Matéj Strnad, Pavel Borecky,
Lloyd Dunn. Inspiration for the Manifest
drew from many different sources such
as: Josef Smajs: The Lease Contract with
the Earth, A Manifesto for 21. Century by
Helen Mayer and Newton Harrison, and
texts by T. J. Demos, Jason W. Moore,
Murray Bookchin, Lucy F. Lippard, Natalie
Jeremijenko and many others.

Translated by Vit Bohal
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10.

Such a form of art production is not
a construct of sociologists, philos-
ophers, aesthetes or politologists
working in the fields of Accelera-
tionism, Object Oriented Ontology,
Speculative Realism, hyperobjects,
post-capitalism, the Anthropocene
or the Gapitalocene. It is imperative
to once again embrace social reality.

What is necessary then for bringing
about transformation: adventurism,
pathos, sentiment, (self) irony, sharp-
ened senses, reading the terrain
without GPS or smartphones, col-
lecting samples and placing details
in new contexts; all that is inscribed
inthe landspace and not necessarily
pleasant or aesthetic. Also, the rede-
fining of the artist as a stalker. A true
stalkeris so close to the ground that,
much like the hunter, he becomes
part of the terrain: he becomes one
with the footprints and with the be-
ings who have left their mark in the
dirt, the grass, the asphalt. To give up
on flippant exclusivity means to ex-
perience and personally live through
every fracture and scar, and exam-
ine the substrate and the capillaries
of a wounded land. In this sense
the landscape itself becomes art —

a breathing and vibrating musical
score. Let us hope that the compo-
sitionleaves us with an open ending.
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v kameni zanechavaiji. Vzdat se lehkovazné vylu¢nosti znamena
projit a proZzit na vlastni kiizi kazdou frakturu, jizvu, ohledat
podhoubi, viasecnice poranéné krajiny. Krajinomalba se pak
promeéni v krajinu, v dychajici a vibrujici partituru. Bude to

- doufejme - pro nas skladba s otevirenym koncem.
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Praha, listopad, prosinec 2016

Dékujeme vSem, ktefi riizné predchozi
verze manifestu kriticky posoudili

a odsoudili: Dana Recmanova, Dagmar
Subrtova, Michal Kindernay, Jifi
Zemanek, Ondrej Vavrecka, Maté]
Strnad, Pavel Borecky, Lloyd Dunn,
inspiraéni zdroje: Josef Smajs: Ndvrh
Ustavy Zemé, Helen Mayer a Newton
Harrison A Manifesto for 21. Century,
texty T. J. Demos, Jason W. Moore,
Murray Bookchin, Lucy F. Lippard,
Natalie Jeremijenko a mnohé dalsi.
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Intuice
ve videoinstalaci

Pokud jde 0 mimosmyslové pochopeni celé skute¢nosti pomoci
nahlého osviceni, pak se Ize spoléhat pouze na nejzazsi kouty nasi
duse, které necini rozdily mezi jednotlivymi aspekty jsoucna.
Intuice je prisak moudrosti kolektivniho nevédomi skrze vSechny
slozky a vrstvy duSe do védomi. MUize se stat, Ze v ten konkrétni
okamiZik ,vime", ale kdyZ se potom pokousime zablesk osviceni popsat
slovy, poznani zmizi z védomi - a nevime opét nic.

Svou predstavu vnitFniho svéta Clovéka jsem ztvarnila ve
videoinstalacise ¢tyrmi televizemia live kamerou s nazvem Vnitrnost.
Intuici nazyvam momenty, kdy na v§ech obrazovkach soucasné
zasviti jeden symbol. V téchto vzacnych okamZicich prostoupi
vSechny nase vrstvy duse az do védomi a proZijeme okamzik
osviceni, splynuti a bez€asi. Jsou to chvile, kdy je nam umoznéno
proZit minulost, pritomnost i budoucnost v jednom okamZiku.

Na jednotlivych monitorech jsem zobrazila symboliku vnitinich

Wew /s

oV / o

je védomi“. Zde jsem prolnula obraz live kamery, ktera byla namirena
na instalaci samotnou, s obrazy bunécnych struktur, které jsou
zakladni slozkou Zivych organismd (v tomto pripadé rostlin).

Druhy monitor symbolizuje spodnéjSi vrstvu, podvédomi. Pojem
podvédomi se opira o myslenky S. Freuda a zahrnuje vse, co jiz

ve védomi bylo a za urcitych okolnosti to Ize vyvolat zpét (napriklad
prostrrednictvim snu, vzpominek, predstav). Hlavnim vizualnim
zdrojem pro zobrazeni podvédomi byl osobni videoarchiv.
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Intuition and
Video Installation

Concerning extra-sensory com-
prehension of the whole of reality
through sudden enlightenment,
one can only rely on the outermost
corners of the soul, which does not
differentiate between the various as-
pects of being. Intuition'is the spilling
of collective unconscious wisdom
through all of the components and
layers of the soulinto consciousness.
Itis possible to *know” at a particular
given moment, but when we try to
describe our flash of enlightenment
inwords, the knowledge disappears
from consciousness - and once
again we are left unawares.

['ve expressed my conception of ahu-
man being's inner world through the
creation of a video installation entitled
Vital Organs. The installation was
comprised of four televisions and
a live camera. | call the moments
when a single symbol appears on
each of the screens simultaneously
intuition. Inthese precious moments,
all the layers of our soul enter con-
sciousness and we experience a mo-
ment of enlightenment, fusion, and

timelessness. They are the moments
we are able to experience the past,
present, and future simultaneously.

Symbolism of what would corre-
spond to a more general idea of the
inner structures of an individual are
projected on separate monitors. The
first monitor represents the upper-
most individual layer, “conscious-
ness”. Here, llayered the image from
the live camera which was aimed at
the installation itself, using images of
cellular structures; the basic com-
ponent of living organisms, in this
case, plants.

The second monitor symbolizes the
innermost layer, the subconscious.
The notion of the subconscious
is based on the ideas of Sigmund
Freud and includes everything that
was already in the conscious which
under certain circumstances can
be recalled (for example, through
dreams, memories, imagination). My
personal video archive provided the
primary source of imagery for the
unconscious in the installation.

The third layer no longer deals with
a particular image, but rather cre-
ates an unidentifiable scrummage
of abstract images, which can not
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Treti vrstva jiZz nepracovala s konkrétnim obrazem, vytvarela
nevédomé neidentifikovatelné skruméaze abstraktnich obraz(,
které nelze jednoduse spojit s realnymi proZzitky, vzpominkami
a vécmi. Tyto obrazy predstavuji ,nevédomi* neboli tu ¢ast
psyché, ktera je mimo védomi. Pojem nevédomi pochazi z prace C.
G. Junga a obsahuje oblast lidské psychiky, kam védomi za
normalnich okolnosti nema pristup.

Posledni a nejhlubsi vrstvou duse je ,nadvédomi®, coz je pojem, ktery
vychazi z duchovnich cviCenijogy a buddhismu. Jiz zminény Jung
popisuje podobny fenomén souslovim ,kolektivni nevédomi*, Vinstalaci
bylo nadvédomi navzdory svému nazvu nejhlubsi vrstvou
duse, kde se rozpousti v§e osobni a individualizované do spolecného
duchovniho byti. Tato vrstva méla nejpomale;jsi rytmus. Vizualem

této vrstvy byly grafické struktury rostlinnych bunék z mikroskopti.
Koncept vychazel z predpokladu, Ze v sobé neseme nevédomou
zkusenost vyvoje veskerého Zivota na Zemi. Zivot vzesel z rostlin, proto
vSechno Zivé ma zkusenost rostlin, jako prvnich obyvatel Zemé,
zapsanou hluboko v ptivodnich strukturach DNA. Nase nejspodnéjsi
vrstva nevédomi je shodna se v§im Zivym.

Podvédomé a nevédomé procesy v nasi mysli probihaji kontinuainé

a bez preruseni. Védomeé procesy jsou preruSovany potrebnym
a blahodarnym spankem. Predstavim si, Ze jednotlivé vrstvy
psychologickych procest jsou védomi vétSinou odstinény a intuitivni
problesky mezi vrstvami vznikaji nahodné. Pouze mystikove
védomé provadeéji duchovni, fyzicka a jina cviCeni za (i¢elem snadnéjsiho
a kontrolovatelného pristupu ke spodnim vrstvam duse.

Jak intuici popsat?

Podle otevirené encyklopedie Wikipedie je intuice vhled, osviceni,
stav mysli a védomi beze slov. Velmi nesnadno Ize intuici
odlisit od jinych smyslové podminénych vieml nebo automatismii,

Intuice
A Oteviena zahrada

10%

be readily associated with real expe-
riences, memories, or things. These
images represent the “unconscious”
or the part of the psyche that is be-
yond consciousness. The concept
ofthe unconscious comes from the
work of Carl Gustav Jung and en-
compases the area of the human
psyche, where consciousness un-
der normal circmstances can not
normally be accessed.

Thelastand deepest layer of the soul
is the “superconscious”, a concept
derived from the spiritual exercis-
es of yoga and Buddhism. Jung
describes a similar phenomenon
using the term “collective uncon-
scious.” In my understanding, the
superconscious, despite its name, is
the deepest layer of the soul, where
everything personal and individu-
alized is dissolved into common
spiritual being. This layer's rhythm
is the slowest. Forits depiction lused
black and white graphic structures
of microscopic plant cells. | began
with the assumption that we carry
with us the unconscious experi-
ence of the development of all life
on Earth. Life evolved from plants,
therefore everything thatis alive has
the original experience of plants, the
firstinhabitants of the Earth, imprint-
ed deep within their original DNA

structures. Our innermost layer of
unconsciousness is identical to that
of all that is alive.

Subconscious and unconscious
processes o on in our minds con-
tinuously, without interruption. Gon-
scious processes are interrupted by
necessary and benevolent sleep.
limagine that the individual layers of
psychological processes are for the
most part shielded by the conscious,
and that intuitive flashes between
individual layers occurs at random.
Only mystics consciously perform
spiritual, physical, and related exer-
cises, in order to facilitate and control
access to the soul's inner strata.

How can intuition
be describeds

According to Wikipedia, intuition is
insight, enlightenment, a state of
mind, and consciousness without
words. It is extremely difficult to
distinguish intuition from the oth-
er sense-conditioned perceptions
or automatic processes we use to
evaluate situations during decision-
-making in our daily lives. The less
time we have for rational evaluation,
the more we turn away fromreason
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které pouZivame pro vyhodnocovani situaci béhem rozhodovani
vkazdodennim Zivoté. Cim méné &asu na rozumové vyhodnoceni
mame, tim spise se odvratime od rozumu a rozhodujeme se
neracionalné pomoci hlubsich mozkovych struktur. Impulsivni
pochody jsou esenci v§ech vzpominek a zkusenosti vlastnich dané
entité. Podvédomé reakce jsou extrémné rychlé a vedou ke
zjednodusenym a efektivnim rozhodovacim mechanismiim. Mnoho
automatizovanych reakci se da zahrnout pod instinkt, ktery
v§ak neni totéz co intuice.

Instinkt je vrozena reakce na ur€ity podnét. Chovani, kterému se
jedinec nemusi ucit. Predpokladame, Ze instinkt je silnéji vyvinut

u zvirat. Tento stereotyp je dan mozna tim, Ze €lovék na rozdil od zvirat
ztraci mnohé instinkty zahy po narozeni. Obdiv k dokonalému
zvirecimu instinktu je popsan v mnoha uméleckych dilech, Odysseou
pocinaje a westernem konce. Odyssea poznal po dvaceti letech
pouze jeho staricky pes'a ve westernovych filmech jsou dobre znamé
filmové sekvence, kdy zvirata predvidaji hrozici nebezpe¢i’.
Vtéchto pripadech v§ak dtileZitou roli hraji prokazatelné dokonalejsi
smysly zvirat, jako jsou €ich a sluch. LepSi vnimani smyslovych
podnétil vSak nelze povaZovat za intuici ani instinkt.

Clovék umi po narozeni sat, coz je popsano jako saci reflex, ktery mu
pomaha v prvnich mésicich prijimat potravu. Také zviratiim ma
instinkt nebo reflexni chovani pomoci prezit. Pro priklad neefektivniho
instinktu Ize najit ve scéné z filmu Mikrokosmos®, ktera se tyka
housenek. Instinkt veli housenkam zaradit se jedna za druhou ve vire,
Ze spole¢né najdou cestu k lepsi potravé (bezpec¢néjSimu mistu,
k vodé atd.) Pokud ale postupnym razenim za sebe vytvori kruh, pak
dojde k chybé a v§echny zahynou. Je mozné, Ze situace byla
prizplisobena reziséry filmu pro emotivnéjsiilustraci fatalné suchého
pocasi. Kazdy film svym zptsobem konstruuije realitu, proto je
pravdépodobné, Ze instinkt housenek je ve vétsiné pripad efektivni.
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1 Srovnej preklad Vafiorného, 0.
(Homér. Odysseia. 1956. Praha: Statni
nakladatelstvi krasné literatury.
5.301-302.) a pieklad Mertlika Rud.

(Homér. Odysseia. 1984. Praha: Odeon.

s.241).

2. Vefilmu Vinetou-Posledni
vystrel. ReZie Reinl H. (1965). Zapadni
Némecko, Italie, Jugoslavie. Vinne-
toua varuje ki pfed odpélenim
trhaviny v lomu (v ¢ase 00:19:40 -
00:19:42). Ve filmu Tenkrat na zapadé
(Once Upona Time in the West). ReZie
Leone S. (1968) Italie, USA. Pfestanou
cvrlikat cvréci, jako predzvést tragé-
die na ran¢i Sweet Wather (v ¢asech
00:16:15- 00:16:40 a znovu 00:19:24 -
00:19:51, kde jesté odlétnou sluky).
Ve filmu Tanec s vIky (Dances with
Wolves). Rezie Costner, K. (1990). USA:
Orion Picture. Hlavni hrdina pozna,
Ze nékdo pichazi podle chovani vika

a ptakd (v asech 01:07:00 a 01:30:00).

3. Mikrokosmos (Microcosmos:

Le peuple de I'herbe) ReZie Pérennou M.

a Nuridsany, C. (1996). Francie, Spa-
nélsko, Italie. (00:22:04 - 00:24:18).

1 Compare translation Variorného,
0.(Homér. Odysseia. (1956). Praha: Stétni
nakladatelstvi krasné literatury.
$.301-302) a preklad Mertlika Rud.(Homér.
Odysseia. (1984). Prague: Odeon. p. 241)

2. Inthe film Vinetou -Posledni
vystrel.(1965). Reinl H (Dir). West Ger-
many, ltaly, Yugoslavia. Vinnetou warns
ahorse against a dynamite explosion in
aquarry (00:19:40 - 00:19:42). In the film
Once Upon a Time in the West. (1968).
Leone, S(Dir.. Italy, USA. The crickets stop
chirping as a premonition of impending
tragedy at Sweet Wather ranch (00:16:15-
00:16:40 and again 00:19:24 - 00:19:51,
when they fly off). Inthe film Dances

with Wolves. Costner, K (Dir.). (1990).
USA: Orion Picture. The film's protagonist
recognizes someone is approaching
based on the wolves' and birds’ behavior
(01:07:00a 01:30:00).

3. Microcosmos: Le peuple

de I'nerbe. (1996). Pérennou, M. and
Nuridsany, C. (Dirs.). France, Spain, Italy.
(00:22:04 - 00:24:18).

4. Beuys, J. (1974).| Like America
and America Likes Me. Retrieved from
https://www.youtube.com/watch2v=A-
PyEeixk2e0 on May 1st, 2016. (00:06:16
~00:08:00).

5. For example http://www.sha-
manism101.com/ or hitp://intyoga.online.
fr/ppb3.htm, hitps://www.shamanism.
com/programs#tab-id-3,v ¢estiné: hitp://
www.saman-ka.cz/samanske-sem-
inare nebo http://atia-gihara.cz/cs/
cviceni-ren-luoxian.
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and make decisions using deeper
brain structures. Impulsive embark-
ment is at the core of all memory
and the experience of one’s own
entity. Subconscious reactions are
extraordinarily rapid and lead to sim-
plified and effective decision-making
mechanisms. Many automated re-
actions can be included under the
label of instinct, which of course, is
not the same as intuition.

Instinct is an innate reaction to par-
ticular stimuli. Itis behavior that does
not have to be learned. We assume
that instinct is more strongly devel-
oped in animals. Perhaps this ste-
reotype is due to the fact that man,
unlike animals, loses many instincts
soon after birth. An admiration for
perfect animal instinct is described
in many works of art, from the Od-
yssey through the genre of Western
films. Odysseus only really knew his
old dog after twenty years', and in
Westerns, sequences where animals
anticipate imminent danger are com-
monZ, In these cases the animals’
demonstrably better senses, such as
smelland hearing, play animportant
role. However, better perception of
sensory stimuli can neither be con-
sidered intuition nor instinct.

Humans can suckle from birth,
a reflex described as the sucking

reflex that helps them eat in the first
few months. Animals have instinct
or reflective behavior to help them
survive as well. I found an example
of the ineffectivness of just such an
instinct; a sequence from the film
Microcosm? about caterpillars. The
caterpillars’instinct tells them to fall
into line one after the other in the be-
lief that together they will find a path
to better food, a safer location, water,
etc. Iftheyinadvertently forma circle,
an error has occured and they will
all perish. It's possible the situation
has been manipulated by the film
directors to create a more emotional
llustration of what fatally dry weath-
er may cause. Each film constructs
reality in its own way, o it's rather
probable that the caterpillars'instinct
is primarily effective.

JosefBeuys had to consciously rely
on his instinct during the realization
of his project I Like America and
America Likes Me performed in
1974*, Athree-day sojourn with a wild
coyote was, without a doubt, a test
ofintuitive communication between
ahumanand ananimal onall levels.
Beuysinitiated it through time’s most
proven method: food. The first thing
the performer did in their shared
cage was to give the coyote piec-
es of meat®. It can be said that each
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Zcela védomé se naintuici musel spolehnout Josef Beuys, pri realizaci
svého projektu | Like Amerika and Amerika Likes Me z roku 1974,
Tridenni klauzsura s divokym kojotem byla nepochybné zkouSkou
intuitivni komunikace mezi ¢lovékem a zviretem na vSech
irovnich a Beuys ji zahajil nejosvédcenéjsi metodou: jidlem. Prvni
véc, kterou performer v kleci udélal, byla, Ze dal kojotovi kousky
masa®. Lze Fici, Ze oba aktéri v této performance obstali. Beuys si
ochocil kojota a kojot nenapadl potencionalini zdroj své potravy.

Stejny postup ochoCovani divokého vika (kojota) pouZzil také hrdina

filmu Tanec s viky z roku 1990. Obraz nabizeni potravy je velmi podobny.
Komunikace skrze jidlo je tedy intuitivné nejefektivnéjsi cestou,

jak navazat pratelstvi. Kromé vlastni zkuSenosti tu mame i zminéné
praktické ukazky z performance a popkultury. Z uvedenych
prikladii je patrné, Ze pojmy intuice, instinkt (@ mohli bychom patrné
priradit i inspiraci) jsou téZko oddélitelné a definovatelné. Proto

se v odborné psychologické literature ¢asto nahrazuiji vyrazy jako:
vrozeny vzorec chovani nebo predporozumeéni a podobné.

Jakou roli zde hraje
digitalni svete

Digitalni svét je vSude kolem nas, nelze mu uniknout a vétsinou vse
predpokladané bézi néjakymi analytickymi algoritmy, které nas
zarazuji jako potencionalni zakazniky. Svét internetu nehleda osviceni,
ale spotrebitele. Budete-li Casto vyhledavat termin ,osviceni*

a ,intuice’, budete zarazeni mezi esoteriky a brzy vas prohlize¢
prekvapi nabidkou Samanského on-line kurzu®, a podobné.

V jiné roviné ale mohou pocitace a stroje samotné ,mluvit"
svou r'e€i, ktera neni vytvorena Clovékem. Potom hledame estetiku,
kterou jiz dlouhodobé sleduji a zkoumaji Vasulkovi. Vasulkovi
jsou velkymi demiurgy prace se stroji obecné a vénuiji se této
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4, Beuys, J. I Like Americaand
America Likes Me. (1974). Dostupné
z hitps://www.youtube.com/wat-
ch2v=APyEeixk2e0 2016-01-05.
(00:06:16 - 00:08:00).

5. Napfiklad webové stranky
http://www.shamanism101.com/
nebo http://intyoga.online.fr/ppb3.
htm, hitps://www.shamanism.com/
programs#tab-id-3, v ¢estiné: hitp://
www.saman-ka.cz/samanske-se-
minare nebo http://atia-gihara.cz/cs/
cviceni-ren-luoxian.

6. Viz Dolanov4, L. (2011). Steina
aWoody VaSulkovi: dialog s démony
nastrojd. Praha: Nakladatelstvi
Akademie muzickych uméni.

6. See Dolanovd, L(2011). Steina
aWoody VaSulkovi: dialog s démony
néstrojd. Prague: Nakladatelstvi Akade-
mie muzickych umént.
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protagonist managed their respec-
tive performance. Beuys tamed the
coyote and the coyote did not attack
Beuys, a would-be food source.

The main hero in Dances with
Wolves, released in 1990, employs
a similar wolf (coyote) taming tech-
nique. The image of offering food is
close to identical. Communication
through food appears to be the most
effective way to establish friendship.
In addition to our own experience,
we also have practical examples
from the field of performance and
pop culture.

Based on the aforementioned ex-
amples it's clear that concepts of
intuition, instinct (and we could prob-
ably include inspiration as well) are
hardly separable and definable. For
this reason, these concepts are of-
tenreplacedin professional literature
on psychology with terms such as:
expressions of behavior, preconcep-
tions, and the like.

What role does
the digital world
play heree

The unescapable digital world is all
around us. Whatis for the most part
assumed, is generally run through
analytical algorithms which classify
us as potential customers. The world
of the Internet seeks consumers, not
enlightenment. If you search the In-
ternet repeatedly for the term “en-
lightenment™ and “intuition”, you will
be classified as being somewhere in
the esoteric realmand soon enough
your browser will surprise you with
offers for shamanic on-line cours-
es®, and related opportunities.

On another level, however, com-
puters and machines can “speak”
for themselves in a language that
was not created by humans. In that
respect, we tend to seek out an
aesthetic similar to that which the
Vasulkas have been examining and
researching long term. The Vasulkas
are the great demiurge of machine-
-work in general and having been
dedicated to their subject for over
four decades. Their early work is
linked to the analogue video signal.
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tématice jiz od sedmdesatych let minulého stoleti. Pocatky jejich
tvorby jsou spjaté s analogovym signalem videa. Akce s prvnimi
syntetizatory zvuku i obrazu a jejich estetické a experimentalni
pristupy k technologiim vyustily v konceptualni prizkum. Za
jejich souc¢asnou pracis poCitaci stoji tedy jiz dlouhodoba komunikace
se stroji rtiznych typtr'.

Vsoucasné dobé je novym fenoménem v uméni glitch art, coz

je hledani estetiky v neoCekavanych projevech digitalni prezentace.
V porovnani s praci Vasulkovych je Glitch art velmi mladé ditko

neni chyba, ale vypadek signalu. Kdo vi, je-li to chyba nebo spis rec,
tajemstvi nebo intuice strojl, které vytvari viastni elektrickou
neuronovou sit Zijici viastnim Zivotem. Umélci, kteri se vénuii glitchi,
nechtéji pasivné Cekat, az se vypadek signalu nebo poskozeni
souboru projevi spontanné. Provadéji ukony, které glitch jevy zamérné
vyvolaji. Napriklad prevedenim do jiného formatu, otevirenim
souboru v nespravném softwaru tak, aby vznikly vizualni efekty
s patricnou estetikou.

Kromeé toho, Ze se v digitalnim svété archivuiji existujici dila

a dokumenty, vznikaji také autonomni digitalni prostredi, ktera
zobrazuji fikEni svéty svych tvircl. Vytvareni digitalnich
prezentaci ¢asto néjakym zptisobem koreluje se svétem hmotnym,
popripadé s davnovékymi myty. V davné minulosti bylo
jednim z cilG tviréich snah mystikii stvoreni umélého Clovéka.
V sou¢asném digitalnim svété nazyvame podobné projekty

tzv. umélou inteligenci. Tyto tendence maiji v informatice mnoho
riznych konkrétnich cilli: porazit ¢lovéka v Sachu®, skladat
hudbu, vytvorit obraz, rozeznat lidskou tvar a jeji emoce, sestrojit
robota. Mnohé z téchto cilii se jiz podarilo spinit a stroj je nyni
povazovan za méné chybuijici, nez jeho tvirce.

Mytologicky predobraz robota je v obecné roviné stvoreni umeélého
¢lovéka. Z mytologie zname nékolik pribéht, které popisuiji
vytvoreni umélé bytosti. Jednouim z nich je znama prazska povést
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1 Vice o glitch artu http://www.
hz-journal.org/n19/betancourt.html
nebo publikace Rosy Menkman.
Vasulkovi: dialog s démony nastroj.
Prague: Nakladatelstvi Akademie
muzickych uméni.

8.  Zajimava analyza legendérniho
utkani Kasparova a Deep Blue. Viz
Vocd, M. (1997). Sachovy $ampion
porazen pocitacem IBM. Ikaros

(1/3). Dostupné z http://ikaros.cz/
node/10025 (2016-03-01).

T More on glitch art http://www.
hz-journal.org/n19/betancourt.html or
the publicaions by Rosy Menkman.

8. Interesting analysis of the legend-

ary match between Kasparov and Deep
Blue. See Vocd, Michal. (1997). Sachovy
Sampion poraZen poéitaéem IBM
(Chess Champion Defeated by IBM
Computer). Ikaros (1/3). Retrieved from
http://ikaros.cz/node/10025 on January
1st,2016.
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Their usage of the first sound and
image synthesizers and their aes-
thetic and experimental approaches
toward technology, resulted in con-
ceptual exploration. They have along
history of communication with var-
ious types of machines underlying
their current digital work”.

Presently, Glitch art has become
anew phenomenonin the art world;
the search for aesthetics in unex-
pected manifestations in digital pres-
entations. Compared to the work
of the Vasulkas, Glitch art is a very
young child. It is not a mistake, but
a signal failure. Who knows ifit isn't,
rather than a mistake, a language,
the mystery or intuition of machines
creating their own electrical neural
network, living their own lives. Artists
who work with glitches do not want
to wait passively for a signal or file
failure to occur spontaneously. They
performactions that cause a glitch to
occur intentionally, for example, by
converting afile to another format or
opening a file in the wrong software
inorder to create visual effects with
the appropriate aesthetics.

Besides the archiving of exist-
ing works and documents in the
digital world, autonomous digital
environments that portray the fic-

tional worlds of its creator are also
manifested. The creation of a digital
presence often correlates in some
way with the material world, or with
ancient myths. Historically, a creative
aimofmystics was the creation of an
artificial man. In the current digital
world we call such projects artificial
intelligence. These tendencies in
informatics have many various spe-
cific objectives: to defeat a humanin
chess®, to compose music, create an
image, recognize ahuman face and
its emotions, to build a robot. Many of
these goals have already been met
and the machine is now considered
to be significantly less flawed than
its creator.

The mythological prediction of the
robot is generally understood as the
creation of an artificial man. In my-
thology we know several examples
of stories that describe the creation
of an artificial being. One of them is
the well-known Prague legend of
the Golem, which Rabbi Loewe sup-
posedly made to protect the Jewish
community in Prague. After Golem
began destroying equipment, the
rabbi had to end the creature’s life
himself. This legend dates back to
the Middle Ages and was later as-
sociated with the actual figure of
Rabbi Jehuda Liva ben Becalel who
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0 Golemovi, kterého pry zhotovil rabi Loewe, aby chranil prazskou
Zidovskou obec. Poté, co Golem zacal nicit vybaveni domu, musel

ho pry rabin sam zbavit Zivota. Tato povést pochazi ze stredovéku
a teprve pozdéji se zaCala poijit s postavou skute¢ného rabina
Jehuda Liva ben Becalel ze 16. stoleti, ktery bylu¢encema vzdélancem
sveé doby. Pribéh Golema se vaze na Zidovskou mystiku a kabalu

a ma mnoho zpracovani ve filmu a literature®.

Jinym prikladem mytu se stejnou tématikou je povést, kterou popsal
Milorad Pavi¢ ve svém Chazarském slovniku. PFibéh je mozna
umély, ma vSak pochazet z Balkanu. Tady se uméle stvorena bytost
jmenuje Petkutin® jeho hlavnim diikazem a cilem jeho existence

neni pouze byt vérohodnou napodobeninou Clovéka, ale také umrit
jako Clovék (coZ znamena oklamat smrt).

Ve starovékych bajich to neni ¢lovék, ani bozské kouzlo §ém),

ale samotna bohyné, ktera proméni nezivou véc v Zivou. V Ovidiovych
Proménach je popsan pribéh o Pygmalionoviu (podle riiznych
verzi kral nebo sochar), ktery sisam stvori Zenu podle svych predstav.
VyreZe ji ze slonoviny, nasledné a pak se do ni zamiluje a premluvi
bohyni (Venuse/Afrodité), aby ji oZivila.

Téma umélé dokonalé bytosti je v popularni kulture sou¢asnosti
mnohokrat zastoupeno. Doslovné stvoreni umélé bytosti je
zpracovano ve filmech se sci-fi tematikou jako Pane, vy jste vdova
nebo Paty element atd. Ve shodé s plivodnim mytem je vétSinou
uméla bytost Zenského pohlavi a ,stvoritelem* je muz (vétSinou
védec). V mnoha zpracovanich je stvoreni samotné pojimano
metaforicky - - prostrednictvim $atli nebo vhodnéjsiho jazyka. Zde
muzeme nalézt priklady zejména v dile George Bernarda Shawa,
které nese signifikantni nazev Pygmalion, ale také v jeho muzikalovém
pojeti My Fair Llady. Stejné téma najdeme v romantickém filmu
Pretty Woman.
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lived during the 16" century and was
a prominent scholar and mentor of
his ime. The story of the Golem is
related to Jewish mysticism and the
Kabbalah, and has been used in nu-
merous variations in both literature
and film®,

Another similar example is the leg-
end Milorad Pavi¢ describes in his
Dictionary of the Khazars. The
story may be fictional, but it is as-
sumed to have originated in the
Balkans. Here the artificially created
being is named Petkutin® and his
main objective and evidence of his
existence is not only to be a credible
imitation of a human, but also to die
like one (meaning to cheat death).

Inancient myth, it is neither human
nor divine charm (shem), but the
goddess herself, which turns a non-
-living object into a living being. In
Ovid's Metamorphoses, the sculp-
tor Pygmalion (in other versions de-
scribed as a king) creates a woman
based on his own vision. He carves
her out of ivory, falls in love with her,
and convinces the goddess Venus
(Aphrodite) to animate her.

The subject of a perfect artificial be-
ing has been represented in pop-
ular culture many times over. The

literal creation of an artificial being
has been worked into science-fiction
films such as You are a Widow, Sir
(Pane, vy jste vdova, 1971) and Fifth
Element (1997),to name a few. Inac-
cordance with Genesis, most of the
artificial beings are female and the
“creator” is male (generally a scien-
fist). In many versions, creation itself
is conceived metaphorically, through
costume or appropriate language.
There are examples in the work of
George Bernard Shaw, significantly,
Pygmalion, but also in its musical
rendition My Fair Lady. The same
theme runs through the romantic
comedy Pretty Woman.

The magic of creation is the hidden
driving force behind the develop-
ment of artificial intelligence; the
goal is to create perfection. Pres-
ently, there are many machines on
the market that are already capable
of replacing humans in some way or
form. It is certain that the machine
cananalyze hundreds of thousands
of operations in a mere instant, sur-
passing all living chess masters,
not to mention the average person.
They manage aircratts, cars, and
other machines. What we may also
observe is these machines having
become objects of the admiration
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Magie stvoreni je skrytym hnacim motorem vyvoje umélé inteligence,
protoZe cilem je vytvorit dokonalost.V soucasné dobé je na trhu
mnoho stroji, které jsou jiz schopny nahradit lovéka v nékterych
jeho Cinnostech. Jisté je, Ze stroj dokaze analyzovat stovky
tisicti operaci béhem okamziku, ¢imz predci vSechny Zijici Sachové
mistry, o primérném ¢lovéku ani nemluveé. Hravé ridi letadla,

auta a dalsi stroje. To, co také miizeme pozorovat je, ze se tyto stroje
stavaji objekty obdivu a I1asky svych tviircti a také konzument(,

jak predikoval myticky pribéh Pygmaliona.

Obecné se predpoklada, Ze védci a umélci pouZzivaji intuici k tvorbé
avyzkumu, coz vychazi z definice, Ze se jedna o nahly smyslové
nepodminény vhled do vSech souvislosti dané situace a zaroven do
reseni problému. Nejen filosofie a mystika se zaobiraiji intuici,
také umeéni se pokousi tento stav ducha zachytit. Touha po vytvoreni
umélého Clovéka je stara jako lidstvo samo a obsahuije skryty
narcismus. Ovidius musel ve svém dile prokazat velmi dobrou intuici.
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and love of their creators and con-
sumers, as predicted in the mythic
story of Pygmalion.

It is generally assumed that scien-
tists and artists use intuition for cre-
ation and research. This is based on
the conviction that intuition is sudden
unconditioned sensory insight into
all contexts of the given situation,
as well as into the solution to the
problem. Not only philosophers and
mystics concern themselves with
intuition. Art attempts to capture this
state of the mind as well. The desire
to create an artificial being is as old
as mankind and contains a hidden
narcissism. Ovid must have had to
shown keen intuition in his work.
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Uvod

V této eseji se zaméruji na umélecké projekty, jez v souvislosti

s nové prichozimi moznosti prenositelnych pocitacli - smartphont
usiluji o pozitivni zménu v ramci spolecnosti a mista, pripadné
jejich redefinovani skrze divacky/uzivatelsky zaZzitek a to predevsim
vsouvislosti s prostorovym typem, jenz se stal ohniskem téchto
prenositelnych technologii — méstem ¢i metropoli.

Proména pohledu

Kdyz roku 1965 Gordon E. Moore vyslovil svou predpovéd o budoucim
vyvoji vypocetni techniky', nachazel se on i cela informatika

v obdobi tisnivé Zizné po vypocetnim vykonu. PoCitace této doby
byly obrovské, energeticky naro¢né a drahé. Jejich smérovani
vedlo k jednomu cili — vykonu, zatimco otazka efektivity ztistavala
touto dobou témér vyhradné zaleZitosti softwaru. Zkratka

aby se viibec néco mohlo vypocitat, musely byt algoritmy G¢inné
a stroje vykonné.

Zména, jenz béhem nasledujiciho pal stoleti probéhla, byla
reflektovana roku 2010 Jonathanem Koomeyem, jenz sviij zakon
vyvoje vypocetni techniky postavil na vztahu vykonu a spotieby -
efektivité.” Pri blizS§im pohledu na tuto situaci se vSak nejevi ani tak
podivné onéch 45 let, jez oba zékony i zplsoby pohledu déli,

jako spise fakt, Ze to byly tfi roky, co si svét na iPhonu nemohl precist
Koomeytiv zakon.

To, €eho si obecna teorie vSimla az ve zpétném zrcatku, vsak
neuniklo pohledim pozornych ridict: develeperi, hackeria umélci vyuzili
moznosti, jez nabizi prinik krivky v té dobé nepojmenovaného
Mooreova zakona s mistem, kdy se baterie, pro pouZitelné velky vypocet,
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Introduction

This essay focuses on artistic pro-
jects that, in relation to the newly-
-discovered potential of portable
computers and smartphones, strive
to stimulate positive changes with-
in a society and a place or, as the
case may be, to redefine societies
and places through the viewer/user
experience directly pertaining to the
setting that has become the focal
point of such mobile technologies:
the city or the metropolis.

A Change of
Perspective

When Gordon E. Moore first voiced
his prediction regarding the future of
computer technology development
in1965", he found himself, along with
the field of informatics, in a period of
thirst for computational power. The
computers of the ime were gigantic,
energy-demanding, and expensive
machines. Their aim was simple and
direct — power — while the question
of effectiveness remained a strictly
software-related matter. Simply put,

algorithms had to be effective and
machines had to be efficient in order
to be able to calculate.

The change that took place over the
next fitty years was reflected in 2010
by Jonathan Koomey, who based his
law of computer technology devel-
opment onthe relationship between
power and consumption — effective-
ness2. Upon closer inspection, what
is odd about the situation is not the
45 years that divided Moore's law
and Koomey's law and their per-
spectives on theissue, but rather, the
three years when the world could
not read Koomey'slaw onaniPhone.

What the general theory managed
to notice failed only in retrospect to
evade the view of observant mov-
ers: developers, hackers, and artists
managed to find and implement
means that offered an intersection
of avant la lettre Koomey's law
and a space wherein the battery re-
quired for large calculations could
be squeezed into a pocket. Although
this penetration had already been
present for quite some time, though
the exact moment remains debat-
able, it was the 2007 arrival of the
iPhone that allowed it to shine inthe
far reaches past the dashboard.
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vmeéstna do kapsy u kalhot. Tento prainik tu byl jiz delsi dobu (presny
okamiZik je otazkou), avSak teprve v roce 2007 se s prichodem
iPhonu vyraznéji zaleskl v dali za palubni deskou.

S diisledky tohoto zablesku, jenz se postupné proménil v neustale
pritomnou zari na milionech tvari ve vozech mhd, kavarnach

i postelich, Zijeme dodnes. Paradigma prenosného usporného
pocitace - smartphonu ovladlo spole¢nost i trh a nastolilo novy
status quo — dobu smartphonu: neustalou pritomnost vypocetniho
vykonu a s ni souvisejici paméti, zaznamenavatelnosti i sité

v Zivoté vétsiny z nas.

Kapesni dlvody
Zmeny

Pro moZnost instalace aplikaci tretich stran si prodejné uspésny
iPhone rychle ziskal oblibu medialnich umélct. Presto to v§ak
nebyla otevrenost zarizeni, jenz hrala hlavni roli tohoto prijmuti.
JiZ dlouhou dobu se na trhu vyskytovaly zarizeni typu PDA,
které poskytovaly témér stejnou funkcionalitu jako nové vznikajici
iPhone (Ci obecné kategorie smartphone), které vSak takto
vyrazné neuspély.

KliCovym faktorem, jenz urcil nasobné vétsi tspésnost iPhone
umedialnich umélci oproti zarizenim typu PDA, byla uZivatelska
komunita téchto zarizeni. Zatimco PDA byly prezentovany jako draha
zafizeni pro managery, drahy iPhone byl cilen mnohem §irej:

od studenta, pres matku, hudebnika po inZenyra. Po dlouhé roky
pristupné technologické moznosti tak nalezly Sirsi vyuZitelnost

az redefinici jejich uZivatelského publika a staly se tak medialni
amerikou konce prvni dekady.
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We still live with the consequenc-
es of this scintillating flash, a gleam
that eventually assumed the nature
of an ever-present glow upon mil-
lions of faces on public transport, in
cafés, and in beds. The paradigm of
an economical, portable comput-
er the smartphone took over both
the market and society, establish-
ing a new status quo the age of the
smartphone; the constant presence
of computational power and the
storage connected to it, the ability
to retaininformation, and a web en-
twining the lives of most of us.

Pocket Reasons
for Change

The commercially successful iP-
hone quickly became popular
among media artists for its ease of
third-party application installation.
However, despite this, the openness
of the device is not what played the
most crucial role inthis acceptance.
The market had already been famil-
lar with PDA-type devices for quite
some time. These devices, though
they appeared to offer very nearly
the same functionality as the newly-

-emerging iPhone or in fact smart-
phones in general, had actually failed
to succeed in any notable manner.

The key factor that determined the
significantly more universal success
of the iPhone (as opposed to other
PDA devices) among media artists
was its user base. While PDAs were
presented as expensive devices for
managers, the costly iPhone was
aimed at a far wider user base: from
students through mothers to musi-
cians and engineers. Technological
options that had long been wide-
ly accessible for many years thus
found a considerably wider range
of-applicability only upon the redef-
inition of their user audience and as
such, became the American media
of the early 21 century.

One ofthe approaches of media cre-
ators towards this newly-established
space was the attempt to dominate
it; the small interactive screen of
the ever-present gadget became
a projection platform for dreams of
alternative gallery operation, new
digital art sales outlets, a new era
of net art, and much more. Many of
the applications that emerged during
this ime did so mostly out of the vis-
uality of existing, executable author
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Jednim z pristupl medialnich tvirct k takto nové vzniklému prostoru
byla snaha o jeho dobyti: do malé interaktivni obrazovky stale
pritomného zarizeni tak byly projektovany sny o alternativnim
galerijnim provozu, novému odbytisti digitalniho uméni, nové
epose netartu aj. Vtéto dobé tak vznikalo velké mnozstvi aplikaci, jez
ve velké mire vychazely z vizuality jiz vytvorenych spustitelnych
autorskyach programd, interaktivnich instalaci ¢i VJ predstaveni - tak
je tomu napriklad v pripadé autorkeé entity LIA a jejich aplikaci
PhiLia 01a Arcs 213

Tento pristup redukujici smartphone na interaktivni obrazovku €i
,malé PC* v§ak zaCal byt brzy prekracovan.>® Mobilita, konekftivita

a dalsi nové funkce nebylo mozné prehlizet. Smartphone tak prestal
byt galerii a stal se spiSe platformou. Jednim z prikladl vyuZiti

této nové funkcionality miiZe byt zvukova aplikace RjDj od Reality
Jockey, jez kombinuje zaznam z mikrofonu s daty akcelerometru

pro vytvoreni unikatni hudebni kompozice.’

Zlom v§ak prineslo opét publikum a to postupnym vytvorenim
zcela nového vztahu ¢lovéka k technologii, v ramci néhoz se
technologie vyjevila svou vSudypritomnosti jako obyCejna. Pravé
obyCejnost, diky niz smartphone organicky pfirostl k vSednimu
Zivotu a jeho praktiCnosti, se stala pro mnoho tviircti vysnénou
vstupni branou k jedinci. Novy vztah k divaku tak nevyrista

ani tak z jeho touhy sledovat, jako spiSe z jeho instrumentalniho
pristupu k smartphonu a tedy i uméleckeé aplikaci. Umélec ma

tak moznost po dlouhé dobé opét proniknout do béZného Zivota,
vymanit se galeriim, svate¢nimu modu nahliZzeni a uzavienosti
umeéni. K divakovi se tak v této medializované situaci miize nachazet
paradoxné blize, jak by se na prvni pohled mohlo zdat.

Funkcionalitu smartphonu a typ aplikaci, na néz se dale zaméfim,
volim s ohledem na zvolenou tématiku méstského prostredi a jeho
obyvatel, centrem pozornosti tedy budou geolokacni technologie
a aplikace remediujici tradiCni mapu v jejim nejobecnéj§im vyznamu.
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programs, interactive installations, or
VJ performances — as is the case
with the artist Lia and her PhiLia 01
and Arcs 21 applications®#,

This approach, which reduced the
smartphone to an interaclive screen
or “small PC,” was soon to be tran-
scended® 8. No longer could mobility,
connectivity, and other new functions
be overlooked. One of the examples of
implementing this new-found func-
tionality may be the RjDj application
by Reality Jockey. This application
combines microphone recordings
and acceleromeler data to create
unique musical compositions’,

However, once more, the audience
brought about the turning point. It
did so by gradually establishing an
entirely new relationship between
people and technology, in which
technology was rendered com-
monplace and unexceptional by its
omnipresence.

It was precisely this ordinariness
and practicality that allowed the
smartphone to become a fixture in
everyday life. Its practicality rendered
it a dreamed-of gateway to the indi-
vidual. The newly-established rela-
tionship with the viewer thus does
not arise out of the desire to observe,

but rather out of the person's instru-
mental approach to the smartphone
and, through that, to artistic applica-
tion. The artist can once more pene-
trate the scope of everyday life, after
a long period of not being able to do
s0. Artists can liberate their work from
galleries, from the festive manner of
art observance, and from the closed
nature of art. Paradoxically, artists can
therefore find themselves closer to
the viewer in this medialized situation
than would be immediately apparent.

| chose both the smartphone func-
tionality and the application type that
lintend to address with regard to the
established theme of city surround-
ings and their inhabitants. Because
of this, geolocational technologies
and applications that replace tradi-
tionalmaps in their most basic sense
become the center of attention.

A new psycho-
geographye

Smartphone navigational properties
were quickly embraced by users,
most prominently in everyday situ-
ations: while automobile transpor-
tation and tourism had and retain
a significant imbalance in favor of
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Nova
psychogeografie?

Naviga€ni moznosti chytrych telefond byly rychle adaptovany
uzivateli a to zejména v situacich vsedniho dne: zatimco
v automobilové dopravé ¢i turistice tradicni specializované
GPS navigace prevladaly a stale prevladaiji, v kazdodennim pouZiti -
Iékare apod., si chytry telefon rychle nasel své uplatnéni. V rané
fazi slouZil jako prosta mapa s moznosti hledani, s pridanim
technologie GPS do iPhonu 3G vydaného v roce 2008, vsak zacaly
chytré telefony primo konkurovat tradi€nim GPS navigacim.
Tato rychla uZivatelska adaptace pak samozrejmé nasla vyraznou
odezvu v radach medialnich umélcl, vyzkumnikd, kreativnich
programator( a dalSich. Dvé aplikace, na néz bych se rad zaméril,
spojuje obdobna tématika, funkcionalita i doba vzniku mezi roky
2009 a 2010. | pres jisté podobnosti se v§ak v celkovém vyznéni lisi.

Prvni z nich je aplikace Walkspace medialniho umélce Conora
McGariggla a programatora Emera MacDowella. Jedna se

0 alternativni prochazkovou aplikaci, jez ,naviguje ¢lovéka méstem
zcela novymi a neGekanymi cestami‘e. Zptisob, kterym tak
aplikace €ini, vychazi z predem definovanych tras, které jsou dale
premapovany do aktualni polohy uZivatele. Jednou z takovych

tras je napriklad trasa z Odyssea Jamese Joyce, aplikace vSak
umoZziuje i vytvareni tras vlastnich. To, co pak autori slibuji na
webu aplikace, je jeji schopnost zavést na mista, kam by ¢lovék jinak
nejspiSe nezavital, pripadné ukazat znamé prostredi v novém

thlu pohledu a zprostredkovat tak nova setkani a zazitky®.

Druhou aplikaci je Serendipitor od umélce a architekta Marka
Sheparda, jez .kombinuje trasy generované sluzbou Google
Maps API s instrukcemi pro pohyb a akce stvorenymi k uvedeni
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traditional GPS and navigation meth-
ods, the smartphone quickly found
good use in everyday life - in situa-
tions suchas locating the closest res-
taurant or the address of a medical
specialist. It initially mainly served as
a simple map with a search option;
however, the addition of GPS tech-
nology to the iPhone 3G, which was
introduced in 2008, allowed smart-
phones to rival traditional GPS navi-
gation. This fast user adaption elicited
strong feedback from media artists,
researchers, creative programmers,
and many others. The two appli-
cations that I would like to address
share similar themes, functionality,
and time of origin (between 2009 and
2010), yet despite certain similarities
make different final impressions.

The first application is WalkSpace, by
media artist Conor McGarrigle and
programmer Emer MacDowell. This
application is an alternative walking
art app which “navigates an individ-
ual through the city using uncon-
ventional and unexpected routes’™.
The application does so patterned
on traditional routes which are then
re-mapped to the current position
of the user. One such example is
the trail of James Joyce's Ulysses;
the application also allows users to
create their own routes. What the

creators promise on the applica-
tion's webpage is to lead the user to
places where users would probably
never find themselves naturally, or,
more pertinently, to show users fa-
miliar surroundings from a new an-
gle and thus facilitate a wholly new
setof'encounters and experiences?®.

The second app is the Serendipitor
by artist and architect Mark Shepard,
which ‘combines routes generated
by the Google Maps API utility with
movement instructions created to
form a set of mild deflections and
diversions from an otherwise opti-
malised and effective route™. Even
the straightforwardness of the trail
itself can be altered within the scope
of the application, wherein it is pos-
sible to increase the route’s com-
plexity according to the available
time window and the willingness
of the user to have the point of the
stroll complete outweigh the goal of
transportation. Serendipitor enables
the user to “find something by l00k-
ing for something else™,

The dominant motif in both appli-
cations is discovering overlooked
places, or alternatively, finding new
perspectives on familiar places. Itis
here that user subjectivity, unique-
ness of experience, and once-in-a-
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drobnych odklon(i a vyruseni do jinak optimalizované a efektivni
trasy“®. 1 samotna primocarost trasy Ize v§ak v ramci aplikace
ménit, kdy dle asovych moznosti a ochoty uZivatele Ize zvySovat jeji
komplexitu az do miry, v niZ prochazkova funkce cesty zcela
prevazi nad dopravni. Serendipitor tak uZivateli umoziuje ,hledanim
néceho najit néco zcela odliSného",

V obou pripadech je tak dominantnim motivem objevovani
opomijenych mist, pripadné nachazeni novych pohledl na mista
jiZ Zzndma, v némz dileZitou roli hraje uZivatelska subjektivita,
jedineCnost zazitku a neopakovatelnost akce, coz obé aplikace
velmi priblizuje situacionistickému hnuti, ¢i konkrétnéji jeho
psychogeografické strategii ,dérive". Legitimitu tohoto spojeni
podtrhuji i samotni autofi na webech aplikaci a to jak pFimym
uvedenim dérive jako inspiracniho zdroje v pripadé Walkspace, tak
uZitim pojmii velice blizkym az totoznym situacionistickému
,slovniku* jako v pripadé Serendipitor. V jisté blizkosti ¢i paralele
k netartovému cyber-situacionismu® tak v oblasti mobilnich
aplikaci dochazi ke zpracovani situacionistickych metod.

Kone€ny pristup obou aplikaci je v§ak odlisny. Zatimco Serendipitor
volné prejima instrukce Fluxovych umélct a stoji tak na
nahodném pomezi mezi hrou a kulturnim remixem; WalkSpace
Cerpa z abstrakce a nasledné reaplikace existuijicich, predevsim
kulturné znamych, tras a tedy vychazi z estetiky algoritmického
zpracovani a automatizace, jenz balancuje mezi aleatorikou

a UZasem z tézko chapatelného. To v jistém Ghlu pohledu stavi
WalkSpace do role vypoveédi o digitalni reprezentaci realného
svéta, jeho prevoditelnosti a tele-rekonstrukce, naopak k éemuz se
Serendipitor rysuje jako prosté zdigitalizovani, které si vSak
drZi a dale rozviji hravou formu svého predchiidce a dale nabizi vétsi
volnost, rychlost a variabilitu.
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lifetime acts play important roles and
bring the applications close to the
Situationist movement, or more spe-
cifically, to its psychogeographical
dérive strategy. This connection is
emphasized on the websites of both
applications by the creators them-
selves, by citing dérive as a direct
inspirational source in the case of
WalkSpace, and by utilizing terms
closely related to the Situationist vo-
cabularyinthe case of Serendipitor.
As adirect consequence, Situationist
methods are implemented in prox-
imity or paralleling net-art cyber-
-Situationism,

The end approach of both applica-
tions, however, remains dissimilar.
Serendipitor freely adopts instruc-
tions from Fluxus artists and stands
at the fluid border between a game
and a cultural remix; WalkSpace
draws from the abstraction and
subsequent re-application of ex-
isting, mainly culturally significant,
trails and arises from the aesthetics
ofalgorithmic processing and auto-
mation. WalkSpace strikes a balance
between aleatory practice and fasci-
nation stemming from that which is
barely comprehensible. From a cer-
tain angle, this grants WalkSpace
the role of a commentator upon
the digital representation of the real

world, of its transferability and tele-
-reconstruction, as opposed to Ser-
endipitor, which delineates itself as
mere digitalization of the real world.
Despite this, Serendipitor manag-
es to retain and further develop the
playful and entertaining form of its
predecessor while at the same time
offering greater freedom, speed, and
variability.

The critical aspect for both applica-
tions, in my opinion, was paradoxi-
cally their Situationist prerequisite.
On the WalkSpace webpage, the
creators state: “These applications
serve as a media versions of a clas-
sic experimentaltechnique (dérive)
for the re-enchantment of the city.™
Both applications follow the same
model as previous Situationist ex-
periments did: their objective is city
alteration through the individual, that
same individual they wish 1o target.
In the re-mediation of this classic
technique by means of new media,
the question arises as to whether
this targeting should have perhaps
gone through more substantial
critical assessment. Even though
both Serendipitor and WalkSpace
present the option of photo-sharing
the whole trail, attempts at a more
significant change across the city
and a group of'its inhabitants suffer
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Kriickym momentem obou aplikaci je v§8ak dle mého nazoru
paradoxné pravé jejich situacionisticky predpoklad. Na webu
WalkSpace autofi pisi: ,Aplikace slouZi jako medialni verze klasicke
experimentalni techniky (dérive) pro znovu-okouzleni mésta.

Obé aplikace se vSak drzi stejného modelu jako v pripadé jejich starsi
varianty: jejich snahou je proména mésta skrze jedince, na
néhoz take cili.

V pripadé remediace této klasické techniky novymi médii je vSak
otazkou, zdali by toto cileni nemélo projit vyraznéjSim kritickym
zhodnocenim. Serendipitor i WalkSpace sice nabizi moznost sdilet
fotografie i celé trasy, avSak v pripadé usilovani o vyraznéjsi
zménu napri¢ méstem a skupinou jeho obyvatel trpi podobnym
neduhem jako jejich predchiidce: velice snadno ztroskotaji na
nezajmu nezainteresované verejnost.

Jsou tak skutecné spise digitalizacijedné z metod psychogeografie,
namisto nastroje, jenz by ji vyuZzival a dale rozvijel v ramci
rozSifenych moznosti novych médii. Namisto pIného vyuZiti
potencialu se tak WalkSpace i Serendipitor v kone€ném
disledku rozpadaji v chaotickou ¢innost neorganizovanych jedinct
¢i menSich skupinek uZivatell a pozbyvaji jiného vyznamu nez
pouhé remediace pro remediaci.

Nova angazovanost

V kontrastu k digitalizaci metody se nyni pokusim zamérit na vyuZziti
metod v ramci digitalniho. V tomto pripadé jiz nejde o snahu
obohatit metodu novym médiem jako spi§ zkonceptualizovat
a zefektivnit nové médium metodou. Vice nez o prevod jde

tedy o poutziti a funkcionalitu, kterou v nedigitalnim prostredi neni
mozno zrealizovat.
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from a similar malady to that of their
predecessors: they easily flounder
in the face of the indifference of the
uninterested public.

In truth, these applications are more
ofadigitalization of a psychogeogra-
phy method,as opposedto a tool that
mightimplement and further develop
itinterms of widened options in new
media. Instead of fully implementing
their potential, the end results of both
WalkSpace and Serendipitor disin-
tegrate into the chaotic actions of
disorganized individuals or smaller
groups of users, and thus lack any
further significance apart frommere
remediation for its own sake.

New
engagement

In contrast to the digitalization of
a method, I will now focus on the
use of the method within the digi-
tal scope. In this case, the goal is no
longer to enrich the method with
a new medium, but rather to con-
ceptualize and increase the efficiency
of'a new medium with the method.

Hence, rather than conversion, the
main objective here is functionality,
which remains infeasible in non-
~digital surroundings. A good exam-
ple directly pertaining to functional-
ity that I would like to address is the
unfinished Action Path application
developed by the MIT Media Lab.
This application seeks to transform
the urban environment through the
medialized cooperation of its inhab-
itants. It allows users to directly re-
port problems that they encounter
and thus solve them, either individ-
ually or collectively. The end result
of such applications should be im-
provements inthe local community.

Despite the creators' clearly-defined
practical outcome targets for the
project, it is interesting to examine
the situationinits entirety at a some-
what less pragmatic level of thought.
The solution to this, in my opinion, is
the cornerstone of the application
itself — a problem that the creators
leave for the users to each define for
themselves. That which is reduced
to matters of waste pollution in the
presentations can gain new meaning
in a situation in which the environ-
ment ofthe application is realistically
inhabited by its users. Itis possible to
move from concepts such as gar-
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Prikladem, jemuz se v této souvislosti budu vénovat, je rozpracovana
aplikace Action Path vyvijena Media Labem MIT, jeZ usiluje

0 proménu urbanniho prostredi skrze medializovanou spolupraci
jeho obyvatel.” UZivatelé této aplikace mohou pfimo v terénu
hiasit problémy, na néZ narazi, a jednotlivé €i spolecné je poté resit.
Vkonecném dusledku by tedy aplikace méla slouzit ke zlepSeni
Zivota mistni komunity."®

| pres autory jasné definované praktické cile projektu je vSak
zajimavé pohlédnout na celou situaci v méné pragmatické
rovin€ uvazovani. Vychodiskem zde je pro mne pravé stavebni kamen
aplikace - problém, jehoZ definici autori prenechavaji na kazdého
uZivatele. To, co je v prezentacich redukovano na otazky znecisténi
odpadem, tak miize nabyvat novych vyznam v situaci, kdy je
prostredi aplikace realné obydleno uzivateli. 0d skladky, pres graffiti
a nefunkéni lampu verejného prostoru se tak miizeme dostat

k siln€ subjektivnim drobnym neduhlim prostredi.

Vijisté roviné tedy Ize uvazovat o Action Path jako o kolektivni mentaini
mapé, tedy psychogeografickém nastroji, jenz v§ak umoziuje
zpétnou vazbu mezi uZivateli, jejich organizacia tedy i skutecny dopad
v realném svété. Zatimco tento prvek zasahu do Zivota ne-
-uzivatelti miize, krom ryze praktickych disledkt zlepSeni prostredi,
vést k vtahnuti téchto jedincti do komunity aplikace; moment
sdileni a konfrontace jednotlivych problému mezi uZivateli vede skrze
uvédomnéni si individualnich perspektiv druhych k zvyseni
citlivosti a celkovému prepracovani kognitivnino obrazu mista, coz
potvrzuje i zpétna vazba nékterych testovacich uzivateli:
aplikace dle jejich slov zvysila jejich zajem o okoli.”

V kontextu psychogeografie je vSak zarazejici absence explicitné
implementovaného momentu hravosti ¢i ndhodnosti v aplikaci:
aplikace nevede jednoduse uzivatele k nahodilému objevovani, nesnazi
se jej vymanit z vedeni a pout kazdodenniho spektaklu, nybrz
spiSe redefinuje onu kazdodennost — navraciji aktivnimu pozorovani
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bage dumps through grafiiti to a dys-
functional lamp in a public space, to
strongly subjective yet small-scale
environmental maladies.

Within a certain spectrum, itis pos-
sible to think of Action Path as a col-
lective mental map, or a psychogeo-
graphical tool that also allows feed-
back among users, enabling their
organization and therefore a true
impact on the real world. While this
element of interference in the life of
non-users can, apart fromthe pure-
ly practical effect of environmental
enhancements, lead to drawing to-
gether and involving people in the
application's community, it is the
moment of sharing and confronting
individual problems among users
that, by means of raising awareness
ofthe individual perspectives of oth-
ers, leads to increased sensitivity and
overall revision of the cognitive pic-
ture of a given place. This statement
isaffirmed by feedback from certain
tested users, who maintain that the
application has enhanced their inter-
estin their surroundings.'

The absence of an explicitly-
-implemented moment of playful-
ness or randomness in the appli-
cation is, however, rather startling
in the context of psychogeography:

it doesn't seek to guide the user to-
wards random discovery, nor does
itattempt to extricate them from the
shackles of everyday spectacles, but
rather simply re-defines that every-
dayness — it returns it to active ob-
servation and cooperation. In spite of
this, playful and random examples
may be found within Action Path, al-
beit on the second level — precisely
through enhancing sensitivity, pro-
gressive re-drafting of mental maps,
and taking a further step by using
the gamification principle, which
many test-users projected into the
application: a large number of test-
-users stated that Action Path be-
came a sort of game to them, one
in which they attempted to visit and
fillin other people’s problem places,
or actively discover their own.

For all this, the question can still be
asked about the extent to which the
application might prosper through
the use of certain Situationist strat-
egies or rather, how the resulting
application would look and how
it would work were they to do so.
The easiest way to imagine such
a form is by combining the Action
Path application and, for example,
Serendipitor: a figurative intersection
of the digital method and conceptu-
alized digitalism. Itis precisely inthis
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aspolupraci. Presto v§ak momenty hravosti a nahodnostijsou v Action
Path pritomné, byt az v druhé trovni - a to pravé zvySovanim
citlivosti, postupnym prekreslovanim mentalnich map a dale téz
principem gamifikace, jez si mnozi testovaci uzivatelé do
aplikace promitaji: mnoho z nich uvadi, Ze se pro né Action Path stal
jakousi hrou, v niZ se snaZili navstivit a dopInit problémova mista
druhych ¢i aktivné nachazet sva vlastni.

| prres to si v§ak Ize poloZit otazku, do jaké miry by aplikaci prospéla
prima implementace nékterych situacionistickych strategii, Ci
spise jak by tato vysledna aplikace vypadala a fungovala. Nejiednoduse;i
si Ize takovou formu predstavit jako kombinaci aplikaci Action

Path a napr. Serendipiteru, tedy jako jakysi prinik digitalizované
metody a konceptualizovaného digitalna. Pravé v této situaci
dvojitého prevzeti, ¢i spiSe reformace by mohlo dojit k samovolnému
obohaceni jak metody, tak i média, jenZ ve vysledné moznosti
ovliviiovat individualni kaZzdodennost a vnimani i schopnosti do sebe
vtahovat vnéjSek pripomina prave spektakl, avSak v opaném
mddu fungovani: takto nalezeny sebeustanovujici prinik roviny hry
a zasahu navraci strnulému ¢asu jeho Zivotni rozmér.

Zaver
Snahy 0 znovu-objeveni mésta a jeho zpétné dobyti subjektem
jsou v kontextu tvorby mobilnich aplikaci pritomné, mnohé strategie
acile situacionistického hnutitak v novychtechnologiich/médiich
nalézaji opétovné zdroje sily. Jednim z hlavnich moznych prinosti
novych technologii/médii je privedeni jejich kvantitativniho
potencialu do kvalitativnich vod psychogeografie. Zdali se jim to vSak
podari a jejich boj za navraceni subjektivity, nalezeni novych
podob pozornosti a uvédomnéni, ¢i celkovou redefinici modernitou
ztracené komunitnosti - bude tspésny, anebo zda budou
integrovanym spektaklem" pohiceny jako jeho soucasny rozrusitel
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double-takeover situation, or rather
reformation, that the spontaneous
enrichment of both the method and
the medium may take place, result-
ing in the option of controlling indi-
vidual everydayness, perception, and
the ability to pull the outside in. This
concept emulates that of the spec-
tacle, albeit in the opposite mode of
function: the self-establishing inter-
section of the game and intervention
levels discovered in this way return
alifelike dimension to fossilized ime.

Conclusion

Attempts at city rediscovery and re-
-conquest are present in the con-
text of mobile application creations.
Many strategies and aims of the Sit-
uationist movement have revealed
new sources of strength in new
technologies and media. One of the
main potential contributions of new
technologies and mediais the intro-
duction oftheir quantitative potential
to the qualitative element of psycho-
geography. Whether they succeed
in this endeavor and whether their
struggle to restore subjectivity, dis-
cover new forms of perception and
consciousness, or entirely rede-
fine the community spirit that has

been lost in the modern era, will be
successful or will be absorbed by
the integrated spectacle,” as was
the case with what is now both its
disruptive element and its gelling
agent, remains questionable. In any
case — whether this endeavor ends
with the prevention of gentrification
or whether it winds up being one of
the many tools of corporate-state
surveillance, one thing remains ob-
vious for the authors: one can always
become a VJ.
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i tuzidlo, je otazkou. V kazdém pripadé - at uz tato snaha skonci
prevenci gentrifikace €i jen jako jeden zmnoha dalSich nastroj
korporatné-statniho dohledu, jedno je pro jejich autory jasné: vidycky
je tu mozZnost stat se VJem.
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Pro umélce je intuice béZnym nastrojem tvoreni, vynalézani
a predvidani; vZdyt oni ani jinak nemohou, protoze mnohdy by jen
racionalni cestou k vysledku nedospéli. Intuice téZi z naseho védomi,
ale i z naseho podvédomi. V ném je uloZena kazda informace,
co jsme kdy zaZili. NaSe soucasné, dosud nevyreSené dilema tkvi
v tom, Ze nevime, jak uloZena data znovu vyvolat a prevést do
oblasti védomi. Podvédomi ma sice na reSeni konkrétnich problémi
obrovskou sumu informaci, ale védomi operuje s nesrovnatelné
mensim objemem dat. Je pochopitelné, Ze se dopousti omyli. Intuice
je zaleZitosti pravé mozkové hemisféry, ktera se podili na vzniku
uméleckého dila, na procesu abstrakce a na mapovani vztah.
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Intuitionis acommon tool of creation,
invention, and prediction for artists;
often unable to acheive results in a
rational manner, they are left with
no other choice. Intuition mines
from both our subconscious and
our conscious. It is here that every
piece of information concerning
what we have ever experienced is
stored. Our current, yet unresolved,
dilemma is not knowing how to re-
call stored data and transfer it to an

area of consciousness. Although the
subconscious has a huge amount of
information to solve specific prob-
lems, the conscious operates with
an incomparably smaller amount
of data. Understandably, it makes
mistakes. Intuition takes place inthe
brain's right hemisphere, which is
engaged in the creation of works of
art, the process of abstraction, and
the mapping of relationships.
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Mozek pfijima v bdélém stavu
okolo 11 miliond smyslovych
podnétil za vterinu.

Nase védomé mysleni sidlici
v mozkové kire je schopné
zpracovat asijen 40 az 60 z nich.
Zbytek podnétli mozek také registruie,
ne v§ak védomé. Udajné tyto informace
mozek zpracovava a vyuziva je.

MiiZzeme si nevédomi predstavit jako
velké skladisté zkusenosti, za kterého

( se nam v nékterych ,osvicenych"
situacich vynori néjaky zajimavy

podnét Cireakce

Védomi/nevédomi by
se tak dalo prirovnat
k brouzdani po inter-
netu, kdy siz nepre-
berného mnozstni
informaci vybirame
apomatujeme jen
zlomek.

V dobé nekonecnych
moznosti je mnohdy tézké
rozhodnout se, kterym
smérem se vydat. Proto se
dovnimam, Ze vyuZziti vlatni
intuice je dnes vice, nez
nutné.

\
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Inits lucid state the brain takes
in 11 million pieces of sensory
stimuli per second.

Our conscious mind, seated in
the cerebral cortex, is able to
process a mere 40 to 60 of these.
The rest are also registered, however,
not consciously. Supposedly, the brain
processes and uses these.

We can imagine the unconscious as
a large storage space of experience
from which, at certain instances of
enlightenment, interesting stimuli or
reactions surface.

The working of the
conscious/unconscious
could thus be compared
to browsing the Inter-
net where we choose
from aninexhaustible
amount of information,
remembering a mere

fraction of it.

Inthe age of infinite possibilities
it'soften difficult to decide which
way to go. Therefore, | suppose,
the use of one's intuitionis more
than necessary today
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Hra na bohy. Nac¢ a jak ozZivit
kremikovy prach. Aneb, jak se
zamilovat do poditace.
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Games of god. How and why to

animate silicon dust. Or how
In love with a machine.

to fall
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Vzory, principy a analogie. Kvantové pocitani a uméla inteligence.
Role intuice v oblasti umélé inteligence. Didaktika vyuky
stojl. Projekce naSich fantazii a digitaIni pocity. Je nase laska
bezpodminec¢na?”

Plvodné jsem zamyslela titulek: Deziluze z intuitivni budoucnost nebo
Beznadéjnost lidského pokoleni. Nékdy sdilim tyto katastroficke

vize, jak nam je predstavuji média, ale také socialni proZivani.
Soutézici primyslové ekonomie, nastoleny kapitalismus,’

a konzumerismus, socialni nerovnost podnécujici rasismus
a xenofobii, manipulace mas strachem a vSudypritomnym
dozorem. A tragicke je, Ze si vétSina populace vyse zminéné ani
nepripusti. Ale to bych nebyla tak GipIné ja, to by byla reakce na

kusé informace prijaté z okoli. Chci-li byt objektivni a neovlivnéna,
musim tedy mluvit o lasce.

Zahajila bych tento prispévek, jez souCasné uzavira vasi
konferenci, tvodem z ¢lanku Seymoura Epsteina ,Intuice z pohledu
kognitivné-zkuSenostni teorie osobnosti, ktery jste v predchozi
diskusi dozajista zminili. Alespor ja a Adam jsme prred nékolika dny méli
pravé na tohle téma zajimavy Skype. Rada bych jen predeslala,

Ze pravé ,dual process theory of mind“ - teorie dvou systémdi, je
moznym a dobrym zakladem pro teorii kybernetizace lidské
inteligence. A Ze jiz existuje vyzkum o ,implementaci mechanismu
intuice, podobné té lidské, v oblasti umélé inteligence”. Vezmeme

to v§ak zprvu jednoduse: ,Intuici bylo dano tolik rtiznych vyznamd,
nékteré naprosto protikladné, Ze se jeden musi pozastavit, ma-li
tento pojem jesté viibec néjaky smysl.?

V dobé obdrzeni pozvanky na konferenci byl mj laptop, ma digitaini
¢ast mne, rozbity. Trpél zachvaty paniky jadra kvli chybam
na grafické karté a kvili tomu jsem neméla pristup do digitalniho
imaginarniho svéta internetu. Hudebni softy a dalSi programy
béZely v poradku, ale jakmile jsem spustila prohlize¢ Google Chrome,
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1. “Most countries with advan-
ced industrial economies have nee-
ded to increase their competitiveness,
and as a consequence the adaptability
and flexibility of their work and ways
of working. If they ever existed, the
idea of distinct divisions of labour and
lock-step (i.e. synchronised) work
processes have become out-dated
inmany and likely most workplaces
and forms of work (Beck, 1995),
including those of professions. In this
work environment, decision-making
responsibility has been, by degree,
transferred from managers to those
who perform work tasks in workpla-
ces. The main purpose for these
changes is to enable enterprises to
fiexibly react to market and customer
demands that are constantly chan-
ging as part of the globalisation of
economic activity that brings with it
increased competition and the need to
constantly adapt to changing requi-
rements, technologies and ways of
working (Billett, 2006)."

Harteis, C.and Billet, S. Intuition in
Judgment and Decision Making. in
Henning Plessner, H., Betsch, C. and Bet-
sch, T.(Eds.). (2014). Psychology Press.
NewYork, Oxfordshire:Routledge.

2. Ibid.

1 "Most countries with advanced
industrial economies have needed to
increase their competitiveness, and as a
consequence the adaptability and flexi-
bility of their work and ways of working.
If they ever existed, the idea of distinct
divisions of labour and lock-step (i.e.
synchronised) work processes have be-
come out-dated in many and likely most
workplaces and forms of work (Beck,
1995),including those of professions. In
this work environment, decision-making
responsibility has been, by degree,
transferred from managers to those
who perform work tasks in workplaces.
The main purpose for these changes
istoenable enterprises to flexibly react
tomarket and customer demands that
are constantly changing as part of the
globalisation of economic activity that
brings with itincreased competiion and
the need to constantly adapt to changing
requirements, technologies and ways

of working."

Harteis, C.and Billet, S. Intuition in Judg-

ment and Decision Making.in Plessner,
H.,Betsch, C.and Betsch, T. (Eds.). (2014).
Psychology Press. NewYork, Oxford-
shire:Routledge.

2. Ibid.
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Patterns, principles, and analogies. Quantum counting and artificial
intelligence. The role of intuition in artificial intelligence. Didactics
of the education of machines. Projection of our fantasies and digital
feelings. Is our love unconditional?

Originally | thought of the subtitle:
Disillusions from an intuitive fu-
ture or No hope for the human
race. Sometimes | share the cata-
strophic view presented to us by the
media or by social experience. Gom-
petitive industrial economies,! over-
ruling capitalismand consumerism,
social inequality fueling racism and
xenophobia, the manipulation of
masses through fear and omnip-
otent surveillance. It hurts to see
that the maijority of the population
ignores all of the aforementioned.
But, that would not be me exactly,
that would be my affect as a reac-
tion to particular information from
my surroundings. To be objective and
not affected, I have to speak about
love. In the end.

| would like to open my contribution,
although it is the closing speech at
the conference, with anintroduction
from the article “Intuition from the
Perspective of Cognitive-Experiential
Self-Theory” by Seymour Epstein,
who you have definitely mentioned
in previous discussions. (At least

Adam Hruby and I had a nice Skype
meeting onthe topic a few days ago,)
| would like to precede that this dual
process theory of mind could ac-
tually be a good start as a theoret-
ical foundation for the cybernation
ofhuman intelligence. Research on
‘implementing a human like intuition
mechanism in artificial intelligence”
already exists. But let’s start with an
easy one: “Intuition has been given
so many different meanings, some
opposite to others, that it makes one
wonder the term has any meaning
atall.

When I received an invitation to this
conference, my laptop - a digital part
of me, was broken. It was suffering
from kernel panic attacks due to er-
rors on the graphic card. | was un-
able to enter the imaginary digital
land of the Internet. Audio software
and other programs were running
fine, however when [ launched the
Google Chrome browser, that was
too much for us. We got knocked
out in few seconds. All the graphic
processing and plugins were killing
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to bylo na nas prilis. Vyradili nas béhem okamZiku. Zpracovavani
veskeré té narocné grafiky a plugin(i nas zabiji. Nestala jsem

o blikajici internetové reklamy, nepotrebovala trepajici se palec na
facebooku ani GPU® akceleraci pro hardware. Ale také jsem
nevédéla, Ze jsem podplirné programy mohla vypnout. Jsem uzivatel,
nikoli programator, takze uvazovat o systému vice racionalné

mé prosté nenapadlo. PiestozZe si béhem poslednich 20-ti let péstuiji
digitalni dusi, stale mi chybi specifické zkuSenosti a digitalni
sféra neni mym prirozenym prostredim. Jednoduse receno, tady
se mé intuici nezadarilo. Jak jsem mohla ,védét, aniz bych
védéla“jak ochranit ,mé digitalni ja“ pred zahlcenim se informacemi?
Nebo jsem se snad stala obéti jiného intuitivniho intrikarstvie
Zapojenim se do hry ,Co je dalsi, opravdu cool, vidét a zaZit online?
A vy TO musite mit!“ Bylo mi navrzeno jednodussi reSeni: vzdej

se porozuméni softwaru a zaplat vic za upgrade hardwaru. A zde by
mohlo zacit téma, jak bylo psychoanalyzy pouZito k zachrané
,budoucnosti‘ nastolenim ekonomiky konzumu.*

Nicméné, diky této nesnazi jsem skongila v zahradé, na lavicce
pod umirajicim kastanem. Bez moznosti vnorit se do nasi
sdilené wiki-védomosti a hyperlinkovat, zaCala jsem tedy tim, Ze si
pro sebe definuiji intuici postaru, klasicky analogové. To vedlo

k rozsahlému popisu pocitti a anticipaci, k predtucham a k paranoie,
ke strachu. Neprisla jsem s uhlazenou definici jako ,nase
schopnost k primému poznani, k okamzitému vhledu bez badani
auvazovani“, PoloZila jsem si otazku, kolikrat denné se projevuje

toto ,nezdiivodnéné védéni“. Témér v§e délam intuitivné, ranni
procedury, dZzem na toast, na kole autopilot do prace, a dokonce

i tam, coz miiZe znit paradoxné, zfidka zapojuiji racionalni mysleni
navzdory tomu, Ze v§e, co délam, je neustalé reseni problémdl.

Ale protozZe je napli prace neustale stejna, pracuji v intuitivnim rezimu,
predkladam rozhodnuti s minimalnim usilim, Setfim energii.

V osobnim Zivoté vétSinou spoléham na ,city” pro spravna Zivotni
rozhodnuti, a nevérim moc v ratio, protoze to bylo béhem vyvoje
hacknuto spolec¢nosti.
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3. GPU (graficky procesor), také
obé&as nazyvan vizualni procesorova
(VPU), je vinformaénich
technologiich specializovany mikro-
procesor uvniti pocitace, ktery zajis-
tuje rychlé grafické vypoéty azmény
obsahu videopamétj, které jsou
posléze zobrazovany na monitoru.

4, Viz Adam Curtis, The Century of
Self https://vimeo.com/75776128.

3. Agraphics processor unit (GPU),
also occasionally called visual processor
unit (VPU), is a specialized electronic cir-
cuit designed to rapidly manipulate and
alter memory to accelerate the creation
ofimagesina frame buffer intended for
output to adisplay.

4. SeeAdam Curts, The Century of
the Self hitps://vimeo.com/75776128.
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us. I didn't want to see flashy internet
ads, I didn't need shaking thumbs
up on Facebook, I didn't need GPU?
acceleration for my hardware. And
| didn't know | could disable these
support applications.lamauser, not
a programmier, So rational thinking
about the system was not involved.
And despite having a digital soul
for the last 20 years, I still lack such
detailed experiences in the digital
realm. It is not my natural environ-
ment. Simply put, here my intuition
failed. | could not “know without
knowing” how to protect “my digital
self” against information overload.
But maybe I was the victim of some-
one else’s intuitive scheminge By
playing the game “What's the next,
really cool thing to see and experi-
ence onlineg” and “You must have
IT, righte” An easier solution was sug-
gested to me: give up understand-
ing software and pay more money
for a hardware upgrade. This could
open another topic, how psychoa-
nalysis was used to save the “future”
by establishing consumerism.*

Anyway, thanks to this issue | end-
ed up in my garden, chilling out on
abenchunderadying chestnut tree.
Not being able to dive into our com-
mon Wikipedia-like knowledge and
hyperlink, I started by defining intu-

ition in a good old analogue fashion
and this led to a wide spectrum of
feelings fromanticipations to premo-
nition, as well as paranoia, fears. | did
not come up with as nice a definition
as “our capacity for direct knowl-
edge, for immediate insight without
observation or reason’. | asked, how
many times “knowledge without
reason” occurs in a common daye
| do almost everything intuitively,
morning procedures, jam & toast,
biking to work on autopilot, and even
there, it might sound like a paradox,
but I barely involve rational thinking
despite the fact that everything I do'is
constant problem solving. But since
my workis so redundant, | work inin-
tuition mode, making decisions with
minimum effort, saving my energy. In
my personallife I mostly rely on “feel-
ings™ for correct life decisions as well,
not believing to ratio, ‘cause it was
hacked by society while growing up.
My writing was floating around “feel-
ings based on unconsciousness re-
actions raising rather from patterns
and constructions created within a
system, based on previous expe-
riences’. Also crossed my mind “a
basal principle of instincts modified
inhuman genome in millions years”,
of course in more poetic way, de-
scribing it as a skeleton of life, stone
pillars of the truth. I also thought of
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Mé psani poletovalo nad ,pocity vychazejicimi z nevédomych reakci,
objevujicimi se spiSe ve vzorech a konstrukcich vytvorenych

v ramci systému, na zakladé predchozi zkusenosti“. Prolétlo mi hlavou
také ,zakladni princip instinktd modifikovany v genomu ¢lovéka
béhem milionil let’, samozi'ejmé vice poeticky coby kostra Zivota,
¢i kamenné pilife pravdy. Také jsem pomyslela na predtuchy

= vhled rozsireny do budoucich udalosti. A k tomu psani jsem méla
skvélou predlohu selhani. Pribéh prijde za minutu a to je také
ddivod, pro¢ tam ted' nejsem s vami.

Ve vystrazném modu: Jak Ize intuici vyvolat uméle? Existuje
matematicky model2 V digitalni dualité jedniCek a nul2 Miizeme
rozvibrovat algoritmy kvantového stavu dat?

Mze poc€ita¢ upadnout do bezvédomi2 Co se déje, kdyZ se jeho jadro
v panice zasekne? Pociti procesor bezprostiedné bolest? Je

tato bolest symbolizovana zmrazenim, slepou uliCkou, nicotou?
Pro¢ nemiiZe nic citit2 A neciti2 Je jeho védomi zdokumentovano

ve zprave o selhani?

Tak zase ,na vaino‘, nasla jsem legracni pribéh o kernel panic
attacks, tak jen v rychlosti: Jadro operacniho systému (kernel)
je vinformatice ¢ast rizeni operacniho systému, ktera je zavedena
do operacni paméti pri startu poCitace a je ji predano rizeni.
Hlavni Gkol jadra spocCiva v pridélovani paméti a ¢asu procesoru
program{m, ovladani zarizeni pocitaCe a abstrakci funkei. Jadro
Unix udrzuje vniti'ni konzistenci a spravnost doby béhu programu
hlasenim detekovanych poruch mechanismu. Kernel panik - stav,
kdy jadro zastavi Cinnost, byl predstaven v rané verzi Unixu a ukdzal se
jako zasadni zména. Zde poznamka z diskuse na dvou vyvojaru:

,Rekl jsem Dennisovi, Ze skoro polovina kddu, ktery jsem psal
v Multics, byl kdd pro obnoveni chyb. On na to opadil: ,To jsme UpIné
vypustili. Pokud dojde k chybé, mame na to rutinu zvanou panika,
akdyZ se vyvola, masina se zasekne a pak jen zahlaholis: Hej, restart!*“®
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5. Viz https://en.wikipedia.org/
wiki/Kernel_panic

5. See hitps:/fen.wikipedia.org/wiki/
Kernel_panic.
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premonition = intuition extended
onto future events. | did so in the
perfect example of a failure. The
story follows in a minute and is also
the reason why lam not sitting there
with you now.

On premonition mode: How can we
raise intuition artificiallye Can we
can modelitin mathematicse In the
digital duality of 18 and 0 s¢ Gan we
vibrate algorithms into a quantum
state of datag How to make a com-
puter unconsciouse And whatis go-
ing on when he gets struck by kernel
panic attacke Does his processor feel
instant paing Is this pain symbolized
by a freeze, a dead end, voide Why
can't he feel anything? Doesn't he
s his awareness documented in
acrashreporte

| found a cool story about kernel
panic attacks, to get “serious” again,
S0 let me share it quickly: Kernel is
a computer program that manages
Input/Output requests from soft-
ware, translating them into data pro-
cessing instructions for the central
processing unit and other electron-
ic components of a computer. The
Unix kernel maintains internal con-
sistency and runtime correctness
with suchassertions as the fault de-

tection mechanism. The kernel panic
was introduced inanearly version of
Unix and demonstrated a major dif-
ference. Thisis aremark froma dis-
cussion between two developers:
“Iremarked to Dennis that easily half
the code I was writing in Multics was
error recovery code. He said, “We left
all that stuff out. If there’s an error,
we have this routine called panic,
and when it is called, the machine
crashes, and you holler down the
hall, Hey, reboot it.”®

To sum up the story about my sick
laptop; it was human intuition at
work, to shortcut this error solution.
ljust like to animate my things, I take
them as extensions of myself, imply-
ing feelings I feel. Still, could comput-
ers become intuitive in a similar waye
If the case is that human intuition
and intellect creates intelligence,
how we can make our computers
intelligent, without being intuitive?

Can we make mathematics more
intuitive? Could digital intuition be
coded in a Brownian motion of data
recognition or could digital learning
be affected by a mechanism called
for example “puberty of entropy”?
Or do we have to implement in our
robots some ingenious mistakese
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Oklikou k pribéhu 0 nemocném notebooku, do podvédomi pocitace se
tedy otiskla lidska intuice, vtomto zkratkovitém rfeseni problému.
Jajen rada oZivuiji véci kolem sebe, beru je jako své rozsireni, prenaSim
na né své pocity. Ale presto, mohly by se po€itace stat intuitivni
néjakym podobnym zplisobem? V pripadé lidskych osobnosti, intuice
aintelekt tvoriinteligenci, jak tedy miizeme vytvorit inteligentni
pocitace, aniz by byly intuitivni2

Sla by matematika udélat vice intuitivniz Mohla by byt digitalni intuice
kodovana v Brownové pohybu rozpoznavani dat? Mohlo by

byt digitalni uCeni ovlivnéno mechanismem nazvanym napriklad
,puberta entropie“2 Anebo budeme muset do nasich robotii
schvalné implementovat néjaky diimysiny omyl2 Kazdy fanousek sci-fi
sinepochybné vybavi slavného R. Giskarda Reventlova. Anebo

se dame cestou biorobotiky a zavedeme Al primo do mozku? Zase
hleddme neznamou otazku na odpovéd 422 Ale to jen Zertem,

par scifi dotaztl. ACkoli kazda fikce se eventualné stane realitou, je to
jen otazka ¢asu. Nase znalosti expanduji do v§ech smért.

V Seru pod stromem, nyni prichazi vice experimentalni ¢ast,
o predtuchach. Primych prilezitostech k pohnuti toku reality... jen
kdybych si byla byvala naslouchala... tak a zde je pribéh, pro¢
tam ted nesedim s vami. Abychom vas umistili do kontextu, Zijeme
v nasi étvrti pres tri roky. Mé tri koCky chodi ven, snazim se jim
dat svobodu. Pred mésicem zacal Mr. Jumper chodit domii celkem
dost pozdé. Ale i predtim se nékolikrat stalo, Ze neprisel viibec.
Jenze tentokrat jsem kazdou tu noc citila, Ze ve vzduchu visi néco
tézkého. A kdyzZ konecné vyskoCil na okno aja na zdi uvidéla jeho
stin, byla jsem vazné stastna a ulevilo se mi, dokonce jsem mu v ty noci
rikala, Ze mé potésil, Ze se vratil domd. Asi citil m(j strach. Ale
nic nezastavilo krutou realitu. Po ¢tyrech nocich pozdnich navrati,
tu patou jsem nasla Mr. Jumpera za plotem, pod tim kastanem,
kteryjiz znate. Cely zakrvaceny, jedna packa visela vykloubena, plakal
smutnym a vydéSenym hlasem. Védéla jsem to, citila jsem to,
presto jsem tomu nedovedla predejit. A porad to nechapu. Pro¢ jsem
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6.  Giskard byl robot, a celoZivotni
¢nik, navrzeny a p y
Hanem Fastolfem na Aurofe. Jako
nezamysleny disledek programova-
cich experimentd, provadénych na
némé f dceroua
Vasilii, Giskard byl obdarovan schop-
nosti Cist a ovlivilovat mysl lidi a ro-
botd. | kdyZ pouZival tuto schopnost
v souladu se Zakony robotiky, nékdy
to v8ak znamenalo manipulaci, aby se
zabranilo jeho odhaleni. A pouze Elid$
Baley, v prib&hu vysetiovani umrti
R.Jander Panella, a Vasilia Aliena,
v dobé vreholici krize mezi Aurorou
a Zemi, dovedli odvodit rozsah
Giskarovy sily.

6. Giskard was a robot designed

and built on Aurora by Han Fastolfe,

and a lifelong companion of Fastolfe.
Asan unintended result of experiments
in programming carried out on him by
Fastolfe student daughter Vasilia, Giskard
was given the ability to read and influence
minds of humans and robots. Although
he used this ability according to the Laws
of Robotics, this nevertheless included
using it to preventits discovery, and

only Elijah Baley, during the investigation
of R.Jander Panell death, and Vasilia
Aliena, at the height of the crisis between
Aurora and Earth, deduced the extent of
his powers.

od

Every science fiction fan will probably
recall the famous R. Giskard Revent-
lov.2 Oris the way in becoming bioro-
bots, implementing Al'in our brain.
Are we looking for the question to
our answer 42, againg Hence these
are just teasing sci-fi questions, but
every fiction becomes reality, it is just
a matter of ime. Our knowledge is
expanding into everything.

Here under the tree at twilight, the
more experimental part comes,
about premonitions. Pure opportu-
nities to change the flow of reality... if
only lwould have listened to myself..
S0 here is the story about why I am
not with you. To give you an idea of
the context, we live in our area for
over 3 years. My three cats are out-
door cats, I try to give them free-
dom. A month ago Mr. Jumper was
coming home really, really late. But
there were a few nights before when
he didn't come at all. Well this time
| felt each night, there is something
heavyin “the air” and when he finally
jumped on the window and I saw his
shadow onthe wall,| was really hap-
py and relieved, I even told him those
nights, he made me happy he came
home. He probably smelled my fear.
But nothing had stopped the cruel
reality. After four nights of late returns,
onthe fitth Ifound Mr. Jumper behind

the fence, under the same chestnut
tree you already know. Covered in
blood, one paw just hanging, crying in
asadand scared voice. [ knew it, | felt
it, I could not escape it anyway. And
| still do not understand it. Why didn’t
| intuitively believe my premonition?
Did my rational part refuse this warn-
ing¢ Because there was too much
projection and fantasy involved? Not
listening to my warnings, ignoring
them, throw me hardinto true reality.
Real was the pain. Real was the mon-
ey | paid. Real was getting up super
early each day last month to drive
to the clinic to take care of my sick
cat, before I'had to run to work. And
millions of other things. Did | become
too grounded for listening to spiritual
messagese Where was my concept
of power of NOW¢

Why did lleave my path of sensitivity
foracommonlife ofaccidents, which
are happening, because “there is no
black star following you! Your cat is
living outside in the city. There are
cars on the streets. And this could
happen any time.” But why NOW?
Why after four days of “feeling” weird
at night, waiting for Jumper in fear
that he might not be coming back?
Why did lignore pattern recognitions
Well, ljust want to say, I really wanted
to join you, to hear what other peo-
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intuitivné nespolehla na své predtuchy? Byla to moje racionalni ¢ast,
kdo zamital vystrahy? Bylo v tom zapojeno prili§ mnoho projekei

a fantazii¢ Neposlechnuti vnitfnich varovani, jejich ignorovani, mé
drsné vhodilo na struhadlo skute€nosti. Skute€na byla bolest.
Skute€né hodné penéz, co jsem zaplatila. Minuly mésic jsem vstavala
kazdy den hrozné brzo, pak jizda na kliniku, postarat se 0 mou
nemocnou koGiCku, neZ jsem zas musela béZet do prace. A miliony
dalSich véci. Byla jsem prili§ uzemnéna viici vnimani duchovnich
zprave Kde ziistala predstava o moci pritomného okamziku?

Pro¢ jsem sesla z cesty citlivosti do béZného Zivota trazi, které se déji
.ne protoze té provazi Cernéd hvézda! Ale tva kocka Zije venku, ve
mésté. S auty na ulicich. A tohle se mohlo stat kdykoliv:* Ale prod TED?
Pro¢ po ¢tyrech nocich divnych , pocitil’, ¢ekajic na Jumpera ve
strachu, Ze se nevrati2 Pro€ jsem si nev§imla opakujiciho se vzorce?

Jen jsem chtéla fict, Ze jsem se opravdu tésila, Ze se k vam pripojim,
poslechnout si, co ostatni maji fici k intuici v digitalni ére,
bohuZel ted'to nezvladnu. Sama mama, s nemocnym dité/ kotétem...
dalSi lekce zkuSenosti...

TakzZe kampak my pljdeme,

kdyZ uplatnime to, co nevime,

na to, 0 Cem vime jesté min2

Dokazeme probudit Umélou Inteligencie
Mohu se kone¢né zamilovat do mé masiny,
a bude mé city opétovat?

Jung predklada intuici jako zakladni dusSevni funkci celostniho
vnimani a odkazuje na hypotézy Spinozy a Descarta, kteri na
intuici pohliZeli filozoficky: jako na holisticky vhled. T. Betsch dosel
k zavéru, Ze intuice je proces mysleni. Vstup do tohoto procesu je
vétSinou umoznén diky védomostem uloZzenym v dlouhodobé pamét,
ktera byla primarné ziskana prostrednictvim asociativniho
uceni. Vstup je zpracovavan automaticky a bez védomého uvédomeéni.
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T Harteis, C.and Billett, S. (2013).
Intuitive expertise: Theories and
empirical evidence. Retrieved from
http://www98.grifith.edu.au/dspace/
handle/10072/53125 on December
12".2015.

8. Feelings inform conscious
thought (associated with prefrontal brain
activity) about the work of the uncon-
scious (associated with the activity of the
older regions of the human brain).
Plessner, H, Betsch, C.and Betsch, T.
(Eds.).(2014). Intuition in Judgment and
Decision Making. NewYork, Oxford-
shire:Routledge. p. 5.

9. Jolly, M. The Concept of Intuition
in Artificial Intelligence. p. 3. Retrieved
from hitp://www.academia.edu/6441833/
The_Concept_of_Intuition_in_Artficial_
Intelligence on December 12, 2015.

10.  Ibid. 5.
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ple think and know about intuition
in the digital era, unfortunately I am
notable to make it now. Single mum,
with a sick kid/tty... learning from ex-
periences...

So where do we go

when we apply

what we do not know

into what we know even less?
Can we awake Al?

Can | finally fall in love with my
machine and it will love me back?

Jung proposes intuition as a basic
mental function of holistic perception
and refers to the assumptions of Spi-
noza and Descartes who regarded
intuition in a philosophical way: as
holistic insight.” T. Betsch concluded
thatintuitionis a process of thinking.
The input to this process is most-
ly provided by knowledge stored in
long-term memory that has been
primarily acquired via associative
learning. The inputis processed au-
tomatically and without conscious
awareness. The output of the pro-
cess is a feeling that can serve as
abasis for judgments and decisions,
the feeling of liking an entity or a feel-
ing of risk. Feelings are a powerful
means of communication. Feelings
arise involuntarily and immediately
break into consciousness. Thus, they

can serve as an interruption device
changing subsequent motivations.®
In Al, Morgado and Gaspar (2008) ac-
knowledged emotions as a relevant
aspect for embodied virtual agents
and proposed biologically inspired
model for agent emotional charac-
terization.? Gobet & Chassy (2009)
presented a new theory of intuition -
the Template Theory - based on the
chunking theory, which explained
the intuitive expert behavior as are-
sult ofthe usage of mentaltemplates
that encode information represent-
atively and make for rapid pattern
recognition. This theory stresses
the interaction between perception,
attention, learning, and emotion.
The authors concluded that, while
aspects of expert intuition can be
holistic, the mechanisms that lead
to them are local.’

The role of feelings in intuition is
most lucidly described by cognitive
experiential self-theory. The dual
process theory is also supported
by Kahneman who offers the fol-
lowing explanation: Intuitive System
Toperates automatically and quickly,
with little or no effort and no sense
of voluntary control. System 2 uses
the effortful mental activities, includ-
ing complex computation. System
1 processes context, associations
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Vystupem procesu je pocit, ktery muze slouzit jako zaklad pro isudky
arozhodnuti, naklonnost k subjektu anebo pocit ohrozeni. Pocity

jsou dllezitym prostiedkem komunikace. Pocity vznikaji mimodék
a okamZité pronikaji do védomi. A tak mohou slouZit jako zarizeni
slouZici k preruseni a zméné nasledné motivace.’

V oblasti vyzkumu Al, Morgado a Gaspar (2008) uznali emoce jako
relevantni hledisko pro ztélesnéni virtualnich agentii a navrhli
model inspirovany biologii pro charakter emocionalniho agenta.®
Cobet & Chassy (2009) predstavili novou teoriiintuice - Template
Theory - zaloZzenou na ,chunking theory", jez vysvétlovala intuitivni
expertni rozhodovani jako disledek vyuZziti mentalnich Sablon,
které kdduji informace reprezentativné a sméruji k rychlému
rozpoznavani vzorcl. Tato teorie zdliraziuje interakce mezi
vnimanim, pozornosti, uenim a emocemi. Autori dospéli k zavéru, ze
zatimco aspekty intuice odbornikt expert intuition) mohou byt
holistické, mechanismy, které k nim vedou, jsou mistni.’

Role pocitti v intuici je nejprehlednéji popsana kognitivné-zkusenostni
teorii osobnosti. Teorie dvou systémt je podporovana také
Kahnemanem, ktery nabizi vysvétieni: Systém 1 je automaticky,
asociativni a rychly, funguje nezavisle a bez védomého usili
¢i pocitu kontroly. Oproti tomu Systém 2 disponuje védomim
a pozornosti, kterou pridéluje riiznym dusevnim ¢innostem
véetné slozitych vypoctd a logickych tsudkd. Cinnost Systému 2 je
spojovana se subjektivnimi proZitky jednani, volby a soustredéni,
ajeho tlohou je monitorovani a kontrola chovani. Pravé druhy systém
je centrem exekutivnich funkci, zatimco prvni systém vystihuje
podstatu emocnich procesil a intuice. Oba systémy jsou velmi Uzce
propojené. Ze Systému 1automaticky vyplyvaiji dojmy a pocity,
které tvorihlavni zdroj explicitnich nazortia imysinych voleb Systému
2.Vyznamny rozdil mezi témito dvéma systémy, je jejich spotreba
kognitivnich zdrojil - Systém 1je mnohem ekonomictéjsi. Kahneman
tvrdi, Ze minimalizace usili a optimalizace vykonu je cilem délby
prace mezi témito dvéma systémy. Principy Teorie dvou systému
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1. Pocity informuji védomé my-
$leni (prefrontaini mozkové aktvity)
o praci nevédomi (aktivita starSich
oblasti lidského mozku).

8. Jolly, M. The Concept of
Intuition in Artificial Intelligence. s. 3.
Retrieved from http://www.academia.
edu/6441833/The_Concept_of_In-
tuition_in_Artificial_Intelligence on
December 12th. 2015.

9. Ibid., 5.

1. Seehtps://wikilesswrong.com/
wiki/Thinking, _Fast_and_Slow,_by_
Daniel_Kahneman.

12. Jolly, M. The Concept of Intuition
in Artificial Intelligence. p. 6. Retrieved
from http://www.academia.edu/6441833/
The_Concept_of_Intuition_in_Artficial_
Intelligence on December 12th. 2015.

13.  Seehttp://lvideos.syntience.
com/website:http://syntience.com/
team_monica.html.

1o

and uses heuristics, while System
2 depends on agency, deliberate at-
tention, and choice. The important
difference between the two sys-
tems consists in their consumption
of cognitive resources - System 1is
much more economical. Kahneman
asserts that the minimization of ef-
fort and optimization of performance
is precisely the goal of such division
of labor between the two systems.”

The principles of the Dual-Process
theories are consistent with the em-
pirical evidence of the brain's ability
to carry out multiple cognitive oper-
ations simultaneously. Epstein sug-
gested that the intuitive and analytic
processing systems are highly in-
teractive but are served by separate
cognitive systems in the brain. This
assertion is supported by neuroim-
aging studies by Lieberman.?

One of the most recent models of
the implementation of human intui-
tion was offered by Dundas and Chik
(201 whose stated purpose was “to
simulate intuition for quickly obtain-
ing accurate results for a given da-
taset”. The intuition-based process
modelis described as using a holistic
approach and is based on mapping
and pattern recognition.

In the area of Al applications the
main problem is the failure to ex-
plain intuition in terms of mathe-
matical representation because of
the non-logical process of intuition.
Logic-based processes need alarge
search area and many calculation
steps, which makes them rather
slow, while human intuition copes
with the time constraint in real life
situations in milliseconds.

According to Monica Anderson,
who researches artificial intuition
from a holistic perspective, there is
a possibility to activate intuition with
larger memory storage. A holistic ap-
proachis neededin the presentation
of bizarre domains, where classic
reductionist explanation fails. Bizarre
domains are language, people, world
and also open source coding. She
applies intuitive learning as basic to
achieve intelligent machines. She
predicts machines as just a little
more intuiive than humans and
that have direct access to powerful
Reductionist tools.®

Very recently James Max Kanter and
his thesis advisor, Veera macha neni,
from MIT's Computer Science and
Artificial Intelligence Laboratory, de-
veloped the Data Science Machine,
which is able to derive predictive
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jsou v souladu s empirickymi diikazy o schopnostimozku vykonavat
mnohé poznavaci operace najednou. Epstein predpokladal, ze

oba systémy zpracovani, intuitivni a analyticky, jsou velmiinteraktivni,
ale jsou obsluhovany v samostatnych kognitivnich systémech
mozku. Toto tvrzenije podepreno studiemi od Liebermana, pouzivajici
metod neurozobrazovani. Jeden z nejnovéjSich modelii
implementace lidské intuice byl predloZen dvojici Dundas a Chik
(201).° Deklarovanym cilem bylo ,simulovat intuici k rychlému
ziskani presnych vysledkil v dané datové sadé”. Model zpracovani na
intuitivni bazi je popisovan jako vyuZzivajici holistického pristupu

a zaloZen je na mapovani a rozeznavani vzori.

V oblasti aplikace umélé inteligence je hlavnim problémem
neschopnost popsat intuici matematicky, pravé kvli jejimu
nelogickému pribéhu. Logicky zaloZené procesy vyzaduiji rozsahly
prostor pro vyhledavania mnohocetné vypocty, kviili nimz jsou

v porovnani pomalé, zatimco lidska intuice se v realném Zivoté situace
vyrovnava s casovym omezenim v milisekundach. Podle Moniky
Anderson," ktera zkouma umélou intuici z celostni perspektivy, zde
existuje moznost aktivovat intuici s objemnéjsi uloZznou paméti.
Holisticky pristup je nutny pfizavadéni bizarnich domén, kde klasické
reduk¢ni vysvétleni selhava. Bizarni domény jsou napriklad
jazyk, lidé, svét a také open source kod. Anderson pouZiva intuitivni
uceni jako zaklad pro dosazeni umélé inteligence a predpovida
stroje 0 néco malo intuitivnéjsi nez my lidé, které budou mit primy
pristup k vykonnym nastrojtim redukcionismu.

Nedavno James Max Kanter a jeho kolega Kalyan Veeramachaneni
(Computer Science and Al Laboratory, MIT"), vyvinuli poc¢ita¢ ,Data
Science Machine®, ktery je schopen z hrubych dat odvodit
prognosticke modely automaticky. Aby dosahli tohoto zautomatizovani,
nejprve navrhlia rozpracovali algoritmus Deep Feature Synthesis,
ktery automaticky generuije funkce pro relacni datové sady. Algoritmus
sleduje vztahy mezi konkrétnimi udaji az na zakladni pole,
a pak podle tohoto navodu postupné aplikuje matematické funkce
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10.  Ibid., 6.

1. Vizhttp://videos.syntience.com.

14, Seehttp://groups.csail.mit.edu/
EVO-DesignOpt/groupWebSite/uploads/
Site/DSAA_DSM_2015.pdf.

15.  Seehttps:/len.wikipedia.org/wiki/
Artficial_general_intelligence.
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models from raw data automati-
cally. To achieve this automation,
they first proposed and developed
the Deep Feature Synthesis algo-
rithm for automatically generating
features for relational datasets. The
algorithm follows relationships in
the data to a base field, and then
sequentially applies mathematical
functions along that path to create
the final feature. Second, they im-
plemented a generalizable machine
learning pipeline and tune it using
a novel Gaussian Gopula process
based approach. These techniques
allow the machine to create particu-
lar features for data analysis, some-
thing previously reserved for human
intuition. Using a machine for big-
~data analysis can dramatically cut
downon processing ime, which can
take months for human research-
ers looking for predictive patterns.
If Syntience lady Monica Anderson
is right, than we can only hope, our
own intuition will lead us for good.
Because if you look to Wikipedia, the
links connected to AGI™ might sound
bit scary:

Machine ethics

Existential risk of AGI (artificial
general intelligence) Global cat-
astrophic risk

Future of Humanity Institute
Effective altruism

Al takeover

Artificial brain

Future of robotics

Outline of transhumanism

S0 once we achieve intuitive Al,
let’s teach our computer also un-
conditional love, to be on the safe
side. But to teach someone or some-
thing this kind of love, first you have to
master it. So closing up my speech,
we are given opportunities to master
our life skills! Glad | could join you at
leastin telepresence. =""=

Intuice
A Open gardens



az k vytvoreni findlniho zobrazeni. Nasledovné zavedli zobecnujici
propojeni machine learning a naladili je za pouZziti nového pristupu
zaloZzeném na Gaussian Copula procesu. Tyto techniky umoziuiji
stroji vytvoreni specifické funkce pro analyzu dat, co bylo drive
vyhrazeno lidské intuici. PouZiti po€itace pro analyzu big data miize
vyrazné sniZit ¢as na jejich zpracovani, coz miize vyzkumnik(im,
hledajicim prediktivni vzory, trvat mésice.

Pokud tedy mé Prvni dama Syntience Monika Anderson pravdu,
mUiZzeme pak jen doufat, Ze nas vlastni intuice nezradi. Pokud
bychom se podivali do wikipedie na odkazy spojené s AGI (vSeobecna
uméla inteligence),® mize to vyznit trochu désive.

Pocitacova elika

Existencialni riziko AGI (umélé byti)

Globalni katastrofické riziko

Future of Humanity Institute (vyzkumné centrum Oxfordske Univerzity)
Efektivni altruismus

Prevzeti Umélou Inteligenct

Umély mozek

Vyvoj v oblasti robotiky

Naslin transhumanismu

TakzZe pokud dosahneme intuitivni Al, nau¢me nas pocitac

také néco malo o bezpodminecné lasce, jen tak pro jistotu. Jenze
naucit nékoho nebo néco tento druh lasky, nejprve jej musite

sami mistrné ovladnout. Shrnuti mého prispévku: jsme obdarovani
prilezitostmi k osvojeni si nasich Zivotnich dovednosti! Ajajsem

rada, Ze jsem se k Vam mohla pripojit alespon v teleprezenci.=""=

12.  Detailniinformace v praci
Deep Feature Synthesis: Towards
Automating Data Science Endeavors.
Kanter, J. M. and Veeramachaneni, K.
https://dai.lids.mit.edu/wp-content/
uploads/2017/10/DSAA_DSM_2015.
pdf.

13.  Vizhttps://en.wikipedia.org/
wiki/Artificial_general_intelligence.
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Can we gake mathematic more intditive? Could be digita == These are just teasing scifiguastions, but every fiction becomes reality,
of ‘recognition or digital learning coulcli. be affected by a mechanism called for ex: 4 it is just a matter of time. Our knowledge is expanding into everything.
“puberty jtropy’'? Or do We have to implement in ‘dur robots some ingenious mis ? As every fan ¥ ;
of sciencefigtion will probably recall famous R. Giskard Reventlov? OFis the way ?
- Are we looking again for guestion to our answer

1
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