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Nebe pod nohama
The Sky Below Our Feet



Nebe pod nohama

Marko Stamenkovic

Bum... A dalsi rana... A jesté jedna... ,SlySels to?“ zaSeptala mi do index 26
ucha. Ptala se mé v potemnélé mistnosti, kde vSechno vypadalo

zvlastné. Neodpovédél jsem. Oc¢i jsem upinal na druhou stranu

mistnosti, kde se za koufovou clonou objevovaly a mizely obrysy index 25
jakéhosi pfredmétu. Ta ,véc* tancila, sviidné a s nezvyklou eleganci.

Znovu se ke mné otocila a zopakovala otazku. Zvlastni. Prazvlastni.

Meél jsem pocit... jako by se mélo stat néco mimoradného. Ani bych

to nenazval zvukem. Byl to spi$ fragment zvuku, ale velmi silny.

Jako by néco mélo explodovat - zevnitf. Tak mi to pripadalo.

Na zac¢atku se mi na to ani nechtélo divat. Rotujici objekt... A co ma index 19
byt? I kdyz ma zvlastni tvar. Tézko fict, jestli je prazdny, nebo plny.

Lesklym povrchem pfipominal néco drahocenného, co si ¢lovék

nemuze jen tak poridit - zvlast' dnes, kdy lidé sotva vystaci s penézi

do konce mésice a zivotni naklady stale stoupaji. VSude. Neni to

smutné? ,Jak to myslis?“ Jak to myslim? Tak, ze lidsky zivot je ¢im

dal tim vic zavisly na neustdle kolisajicich cenach ropy. Ano! To je

ono! Ropa. Ta leskla véc. Pak jsem si vzpomnél na hlinikovy

kanystr. Na ,Cerné zlato“! Nadouva se a nadouva, zvétSuje se ¢im

dal vic a to¢i se kolem své osy... Najednou se mi zatocila hlava

a zacalo mi byt na zvraceni. Vazné. Predstavte si to! I kdyz,

uprimné, nejdriv jsem si myslel, Ze snad zeSilim... BEéhem nékolika

minut se kanystr zacal jaksi ménit. Bylo to zvlastni, protoze jak

zacal ztracet plivodni tvar, pripadal mi ¢im dal krasnéjsi. PriSlo

mi - ale nesméjte se mi, kdyz to rikam - jako by ten pfredmét mohl

pohltit vlastni hmotu, naruby spolykat sam sebe! Ano, vim, zni to

odporné, ze? Ta scéna nécim pripominala kanibalisticky ritual, bez

krve, bez obéti, a preci ve vzduchu vézel jakysi necCisty pach - to

vam reknu! Jako bych se stal svédkem nelidské situace, kdy maly

leskly predmeét obétuje sam sebe pred zraky vSech, v ohni, ktery

neni vidét, ale jehoz spalujici horko je citit vSude kolem. Chtél jsem

se ho dotknout a pohyb zastavit. Ve skute¢nosti tam vSak - k mému

velkému zklamani - zadny pfedmét nebyl. Byl ,napsany svétlem” na index 21
plochém povrchu projekéniho platna. Jeho prizracny charakter mé
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popouzel a fascinoval zaroven. A pak zni¢ehonic zvuk - nebo jeho
fragment! Citil jsem se tak bezmocny - nedokdzal jsem pochopit,
co a jak a proc¢ slySim, dokonce ani odkud zvuk prfichazi. Jako
praskani dfeva v kamnech. Tak to znélo. Zadné ,rany“ (pfehdnéla,
ja to védel). Porad mé jesté prekvapuje, Zze me ta ,podivana“ odehra-
vajici se pfed myma oc¢ima, ta banalita scény, o které vam vypra-
vim, mohla tak silné zaujmout. Pravéci lidé v jeskynich museli
zazivat néco podobného, kdyz vidéli tancit stiny na zdi. Tu fascina-
ci, kdy se néco pohybuje zdanlivé samo od sebe, bez néjaké vnéjsi
sily. Animované objekty. ,Mysli§, Ze véci miizou mit dusi?* Nevédel
jsem, co na to mam rict. Zato jsem védeél, ze jsem jako dité
zboznoval kreslené filmy v televizi. ,Tak ted vis§, o ¢em mluvim,*
zaSeptala. Pripomnélo nam to 1éta détstvi, kdy jsme si hrali na
pisku s nejriznéjSimi predmeéty a jako Silenci splacali dohromady
vSe, co nam prislo pod ruku. Polévali jsme véci vodou, trasli jimi,
rozbijeli je nebo jsme prosté nafukovali kanystry, co jsme naSli na
bfehu mofe, dirou na dné. Jediny rozdil tkvi v tom - i kdyz neni

0 nic jednodussi to prijmout - Ze to, co pro nas bylo pouhou
zabavou, nahle predstavuje zpusob formalniho fungovani otylého
svetového systému. Kdyz se prazdnota nahromadéna uvnitt
bohacova bricha rozhodne vyjit ven, nemtzZe to dobfe dopadnout

(a asi to musi byt Spinavy, smradlavy zazitek). To dokonce znélo
jako kriticky vyrok. Ja ale na takové vyroky moc nejsem. Radé&ji
predstiram, Ze jsem naivni, détsky pozorovatel animovanych
pfedmét a jejich sebedestruktivni choreografie. ,Nebavme se uz
zase o politice, prosim. Jsi pro?“ Prikyvne. A ja freknu: ,Diky*. Pak je
uvidim znovu, v jiné mistnosti, sefazené vedle sebe, podobné jako
vejce vejci: témér totozné, a prece docela jiné. Nehybné predmeéty
sjednocené vlastni rozdilnosti stoji disciplinovanég, uniformné;

v fadé a bez hnuti. Pfipada mi, jako by nesly znamKky bitvy, kterou
nedokazaly vyhrat, jako vojaci padlé armady. Jiz zde neni pritomen
rota¢ni pohyb: pouze pozistatky uplynulé akce. UZ na né jenom seda
prach. Jejich plochy se staly projekCnimi platny, na kterych si
slunec¢ni paprsky pohravaji s chladnym, Sedavym materidlem, poté
co ,ilegalné“ vstoupily do prostoru okny... Kdyz se véci daji do
pohybu, snadno méni tvar, zato jejich kostry lehce zhranati, kdyz
se téleso silou zastavi... Bily mi¢ek tomu vS§ak nepodlehnul. Obraz
malého kulatého pfedmétu levitujiciho ve vzduchu je prosycen
hlasitym zvukem. Vypada jako micek. A skute¢né se pohybuje
kupredu - v cesté mu nestoji prekazka, o kterou by zavadil. To ja tu
a tam zakopnu o jeji nohy, ve tme¢, kdyz sledujeme trasu predmeétu
v obraze. Nijak na to nereaguje. Je naprosto ponorena do scény,
jako by mnohem radéji byla ,na druhé strane“. Chce vstoupit za
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obrazovku a snad se pokusit tu véc chytit. I ja bych to klidné
udélal. Je to hravé a zaroven absurdni. Musim se pousmat, kdyz mi
dojde, jak ,bezuzdny“ mluZze byt pohyb prostorem. Jako kdyZ je
¢lovék na cesté - jak vzrusujici a obohacujici! Kam mame namire-
no? Snad, jak by poznamenal zesnuly malif z Damasku, ,nikoli

k domovu, ale za horizont”... Tu a tam micek spadne. A pak zase index 29
zamifi vzhiiru. Jako by jeho svobodnou promenddu volnym pros-
torem nic nemohlo narusit. Scénu lemuji rozmazané obrysy
nehybnych aut na kraji silnice a kolem prochazeji lidé jako ducho-
vé. Jen se kutalej, priteli... Let' s vétrem o zavod, dokud je fén
zapnuty! S o¢ima dokoran premyslim, kam nas zavede ted. Drive

Ci pozdéji si musime dat pauzu. A zastavit se. Co kdyz uz pro nas
nezbude misto? Co kdyz bude kazdy metr ¢tvere¢ni v onom
teritoriu zabrany? Tak ty mysliS, ze bude obsazeno? Inu, pfredmeéty
v pohybu maji vlastni metody, jak si najit misto, aby jejich samotna index 30
existence vynikla mezi ostatnimi vystavenymi predméty. Prezije
vzduchu!“ Snazi se drzet pri zemi... A nenechat mé do svéta obrazt
projektovat prilis mnoho vlastnich fantazii. NevSimla sis nékdy
néceho neobvyklého na obloze nad nasim domem? No, ano. Prave.
Tak ty si mysliS§, Ze tfeba drony jsou také ,obycejné véci ve vzdu- index 13
chu“? Podivala se na mé nastvané. ,To s tim nema nic spole¢ného.*
Otocil jsem hlavu k dalsimu kulatému objektu. Ziral na mé a ja
jsem mél pocit, Ze se chce zapojit do diskuze. Docela zapeklita
situace, pomyslel jsem si: ve srovnani s elegantnim drobnym bilym
mickem byl tenhle spiSe osklivy a jeho vzezieni se né¢im vzpiralo
konvenénimu (a o¢ekavatelnému) zpodobnéni lidské hlavy. Byl
disproporéni, bez obli¢ejovych rysi, cely hnédy. Pochyboval jsem,
Ze by to mohl byt nepravidelny tvar hlavy. ,Kus kraviho lejna,
zvétSeny do nepredstavitelnych rozmért jen proto, aby té znejistél
a zmatl,” poSeptala mi znovu, a tentokrat mé détinsky kousla do
ucha. Au! Boli to (ale byl jsem rad, ze se ji vratila dobra nalada).
Pro¢ davat zvireci lejno na trojnozku, co to je za podélanou struk-
turu? Pripomina to asteroid. Jak bizarni... Neumételska prace, index 33
napadlo mé, nez jsem si precetl popisek: ,Nahodila struktura
vytvorena fyzickym materialnim procesem uvnitf balénu, aniz by
prisla do kontaktu s autorem.“ Hmmm... Kdovi, jak se autorovi
povedlo ,vstoupit“ do balénu... Rozesmalo ji to. Vzdycky, kdyz jsem
cynicky, musi se mi smat. Nékdy nahlas. ,Jde o ndhodné efekty,
vis... Dovolit vécem, aby si vytvorily vlastni tvar... nezavisle (na
vnéjsich vlivech).” To je ale nezvykly koncept. Nepochopil jsem
hned, co tim myslela. Az mnohem pozdé&ji mi doSlo, ze usilovani

o jakykoli druh nezavislosti (vSak ty vis, o ¢em ted mluvim, no tak,
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nebudu to fikat porad dokola) musi podléhat jakémusi procesu;

a ze ten proces je nahodny a nekontrolovatelny do té miry, ze
zustava imunni vici jakékoli mozné intervenci z vnéjsiho svéta, ze?
Omluvte mé vyrazivo, ale myslim, Ze to vyjadrim spravne, kdyz
reknu: Nikdy jsem cizi intervence nepovazoval za jakysi druh
ynasilnych pranika“; ve vySe zminénych procesech se vSak urcity
druh nasili jevi jako nevyhnutelny. Jak jinak mam rozumét
fyzickému kontaktu mezi vnittkem balénu a vnéjSim zasahem

- nikoli venku, ale hluboko uvnitr? ,Uvidis jesté vétsi ,asteroid',”
rika. To je poradné monstrum! (Zafval jsem vzapéti). Ne, Zze bych se
bal konstrukénich praci, to viibec ne; jen mé vydésila ¢ernd vina
pohybujici se pod obrim leSenim a okolo néj. Vlévala se do prosto-
ru vyty¢eného ,nohami“ Zzebriku rozkro¢eného v bilém prostoru

a opét z néj vystupovala, obklopena mnoha nastroji a krabicemi

a spoustou véci, o které se ¢lovék mize uspinit - zvlast kdyz si
chce hrat ,sam doma*“, kdyz tam neni nikdo, kdo by na né&j dohlizel.
Proto se mi to ale taky tolik libilo! Cely scénar mi pripadal jako
cviCeni ve vefejné neposlusnosti, jakkoli se ty akce mohly jevit
jako docCasné. Pohlédla na mé s usmévem, pro ni tak typickym,
kdyz jsme oba pochopili, Zze jsme dospéli ke stejnému zavéru: prave
to, ze jsme nemohli zachytit cely obraz onoho leticiho objektu pred
koutovou clonou (nebo snad za ni?), bylo diivodem, pro¢ nyni
muzeme poskladat dohromady mysSlenky, premyslet v obrazech,
které unikaji nasi paméti, predstavovat si krasu, ktera se nikdy
neméla vynofit v celé své integrité. Slo snad pravé o to, jak se
(skrze obrazy, ¢i jejich fragmenty) vztahujeme k predstavam toho
druhého. Anebo - navzdory lidské slabosti pro uchovavani vzpo-
minek v jejich uplnosti a navzdy - Slo o to, jak se miizeme vztaho-
vat jeden k druhému jako lidé, a pritom dostat ,lekci z jinakosti”
diky nedisciplinovanému, ,destruktivnimu“ chovani predméta

v pohybu. ,A teprve az nam sejdou z o¢i, az budou pry¢, pochopime,
co pro nas doopravdy znamenaly,” fekla a zaviela dvere. ,Pro tebe

a pro me, spole¢né.” Souhlasil jsem. A tak jsme se polibili. Po tfech
vtefinach rekla: ,SlySels to?“ V potemnélé mistnosti, kde vSechno
vypadalo zvlastné, jsme se s rostoucim udivem a bazni divali dolt:
primo pod nohama se nam rozprostirala hvézdna obloha...
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The Sky Below Our Feet

Marko Stamenkovic

Bang... and one more bang... and then another bang...“Did you
hear that?” Whispering into my ear. She posed the question in

the shadows of a room where everything looked unusual. I did

not respond. My eyes were focused on the other side of the room
where the contours of an object behind the smoke screen kept
appearing and disappearing. The ‘thing’ was dancing, seductively
and with an unusual elegance. She turned back to me and repeat-
ed her question. Strange. Very strange. It felt like... something
extraordinary was about to happen. I wouldn't even call it a sound.
Perhaps it was only a fragment of the sound, but a strong one.
Something was going to explode - from the inside. That's what

[ thought. At the beginning I did not bother looking at it at all.

An object, rotating... So what? Quite a peculiar shape, though.
Empty or not, it was hard to say. But its shiny surface reminded me
of something costly, something difficult to afford - especially now,
when people can hardly save any money by the end of the month,
and the living costs keep rising nonetheless. Everywhere. Isn’t that
sad? “What do you mean?” What do you mean; ‘What’? The fact
that human lives have become so dependent upon the constantly
changing prices of oil. Yes! That’s it! Oil. That shiny thing. Then

I remembered an aluminum box. For the ‘black gold’! And it's
bulging and bulging, and growing and growing, and turning around
its own axis... I felt dizzy at some point, it made me feel like

I wanted to vomit. I am serious. Imagine! Well, to be honest, at the
beginning I thought I was going nuts... But in a matter of a few
minutes the box began to change somehow. Strangely enough, it
turned out to be even more beautiful to my eyes when it started to
lose its earlier shape. It seemed to me - but don't laugh when I say
this - as if the object was able to eat its own body, to swallow itself
inside out! Yes, I know, sounds disgusting, doesn’t it? The scene
contained something of a cannibalistic ritual, without any blood,
without any victims around, yet a somewhat dirty smell was in the
air - I'm telling you! It felt like witnessing some non-human
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situation where the shiny little object immolates itself in full view
and by a fire that I was not able to see, but I felt the heat all over
the place. [ was sweating! I wanted to touch it and stop the move-
ment. As a matter of fact - and to my huge disappointment - the
object was actually not there. It was ‘written in light’, on the flat index 21
surface of a projection screen. The ghostly character simulta-
neously irritated and fascinated me. And then, out of nowhere, the
sound - or the fragment of it! It made me feel so impotent: [ was
not able to understand what or how or why or even where it was
coming from. Like wood crackling inside a fireplace. That's all

[ heard. No ‘bangs’ (she exaggerates, [ knew it). And I am still
surprised that this ‘spectacle’ in front of my eyes, or that the
banality of the scene I am now telling you about, could have taken index 2
my attention to such an extent. The first people inside their caves
must have had some similar experiences in front of the shadows
on the wall, I presume. That kind of fascination when objects seem
to be moving by themselves, without any external force. Animated
objects. “Do you think objects could possibly have their own soul?”
[ did not know what to answer. What I knew for sure is that [ adored
watching TV cartoons as a child. “So, now you know what I'm talking
about”, she had whispered. This reminded us of our childhood
years when we would play in the sand with all kinds of objects,
making crazy combinations out of all the elements at our disposal.
Pouring water over them, shaking and smashing, or simply blowing
air inside a hole at the bottom of the canisters we found at the
coast. The only difference: it is no easier to accept that what we
used to perceive as a form of mere entertainment has suddenly
become a formal exercise of the ways the obese world system
functions nowadays. When the emptiness accumulated inside the
rich man’s belly tries to find its way out, it cannot have a happy
ending (and it must be a dirty, smelly experience, I guess). This
might have been some kind of critical statement, even. I don't
know anything about making statements. I'd rather pretend to be

a naive, childish observer, open to animated objects and their
choreography of self-destruction. “Let’s not talk about politics index 20
again, please. Would you agree on that?” She nods. And I say:
“Thank you”. Then I see them again, in another room, lined up one
next to the other, all similar to each other: almost identical but,
also, very different. Now united in their difference, the fixed
objects stand disciplined, all uniformed; in order and without any
movement. They look to me as if they are bearing the marks of

a battle that they were not able to win, like the soldiers of a fallen
army. There's no rotational movement here anymore: only the
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remnants of the action gone by. They do not accumulate anything
but dust. Their surfaces have become the projection screens, for
sunrays to play with the cold, grayish material when entering the
space ‘illegally’, through the windows... Things easily change their
shape when they start to move, but their skeletons easily set into
angular structures when the body forcefully stops moving...

A white little ball did not surrender, though. The noisy sound
saturates the image of a tiny round object levitating in the air. index 28
Looks like a ball. And it's actually moving forward: no barrier to
stumble upon. It is, actually, me who stumbles upon her feet, from
time to time, in the dark, while we are following the object’s trail
inside the image. She doesn't react. She’s totally immersed in the
scene, and seems like she would prefer to be on the ‘other side’.
She wants to enter behind the screen, and maybe try to catch the
thing. I wouldn't mind doing it either. It's playful and absurd at the
same time. It brings a smile to my face when I realize how ‘unbri-
dled’ a movement through space can be. An experience of being on
the road - how exciting and enriching! Where are we heading?
Perhaps, as a late painter from Damascus would have said, “not
towards home, but the horizons”... Occasionally the ball drops down. index 29
Then goes up again. Nothing seems to disturb its free-floating
promenade in the open-air. Along the street, the blurry contours of
immobile cars are flanking the scene and ghost-like people are
passing by. Keep rolling, my friend... fly with the wind, while the
hair dryer’s on! Eyes wide open, I'm curious where it will take us
next. Sooner or later, we must have a break. And settle down. What
if there is no space left for us? What if every square meter avail-
able on that particular territory has already been taken? Occupied,
you said? Well, objects-on-the-move have their own methods to
find the space so as to have their very existence exhibited among index 30
other objects on display. It's about the survival of the fittest, isn’'t
it? “For God’s sake, it's just a simple ball in the air!” She’s trying to
be down-to-earth.... And to make sure I'm not projecting too many
of my fantasies into the image world. Ever noticed something
rather unusual in the sky above our house? Well, yes. Exactly.

And do you also consider drones, for example, to be the ‘simple index 13
things in the air’'? She looked at me angrily. “This has nothing to do
with it.” [ turned my head in the direction of another round object.
It was staring at me, and I had the feeling it wanted to enter our
conversation. Quite a messy situation, I thought: if compared with
the elegant tiny white ball, this one was somewhat ugly, with
aspects that challenge the conventional (and expectable) rendering
of a human head. It was disproportionate, without facial character-

86



istics, entirely brown. I doubted that it could be some irregular
head shape. “A piece of cow’s excrement, now blown up to unimag-
inable dimensions, only to make you feel ignorant and confused”,
she whispered again, this time biting my ear like a child. Ouch!

It hurts when she does so (but I was glad she was again in a good
mood). Why putting an animal’s piece of shit on the top of a tripod,
what kind of a shitty structure is that? It resembles an asteroid.
How bizarre... Clumsily done job, I'd say before I read the note
beside it: “Random structure created by a physical material
process inside the balloon, without contact of the author.” Hmmm...
I wonder how the author managed to ‘enter’ the balloon.... She
started to laugh. Whenever I'm cynical, she can't resist laughing
at me. Sometimes loud. “It’s about the chance effects, you know...
letting things take their own shape... independently (from external
influences).” What an unusual conception. I didn't get her message
immediately. What I realized, much later, was that striving for
some sort of independence (you know what I'm talking about now,
come on, I'm not going to repeat myself over and over again) must
have something of a procedure; and that procedure is random and
uncontrollable insofar as it remains immune to any possible inter-
vention from the outside world, right? Excuse my words, but I feel
it's right to say: I never thought about foreign interventions as
some sort of ‘forceful penetrations’; however, a certain kind of
violence seems to be inevitable in the procedure described above:
otherwise, how am I supposed to understand the physical contact
between the interior of a balloon and the exterior intervention

- not outside but deep inside of it? “There is a bigger ‘asteroid’ for
you to see”, she says. That's more of a monster! (I shouted instant-
ly). Not that I was afraid of construction works, not at all; but what
horrified me was a moving black wave beneath and around the
huge scaffolding. It was stepping in and out of the area demarcat-
ed by the ladder’s ‘legs’ stretched across the white space, with
many tools and boxes around, and all sorts of stuff that make your
hands dirty - especially if you want to play ‘home alone’ when
nobody’s there to keep you under control. But that’s also why

I liked it so much! To me, all together, the whole scenario looked
like an exercise in public disobedience, no matter how temporary
actions may appear. She looked at me with a smile, so typical for
her when we both understand that we share the same conclusion:
why it was impossible to capture the entire image of that flying
object in front of the smoke screen (or was it behind it?) is precise-
ly the reason why it is now possible to put our thoughts together, to
think in images that escape our memory, to imagine the beauty that
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was never meant to emerge in its integrity. It was, perhaps, the
very idea of how (through images, or their fragments) we relate to
each other’s imaginaries. Or - despite humankind’s weakness to
have its memory preserved entirely and forever - how we could
possibly relate to each other as humans, while learning our ‘les-
sons in difference’ from undisciplined, ‘destructive’ behavior of the
objects-on-the-move. “And only when they are out of our sight,
when they are gone, we'll be able to see what they really meant to
us,” she said, before closing the door. “To you and me, together.”

I agreed. So we kissed. After three seconds, she said: “Did you
hear that?” In the shadows of a room where everything looked
unusual, we looked down with ever-increasing wonder and awe:
the starry sky was right below our feet... index 34
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Modelovani pohyblivych obrazi

Martin Mazanec

Prace s prefabrikovanymi objekty, podobné jako dlouhodobéji
rozvijena témata spjata s reprodukovatelnosti, rekonstrukci ¢i
mizenim, prostupuji tvorbou Tomdase Moravce, jeho fyzickymi ak-
cemi a vizualnimi glosami v podobé doc¢asnych plastik, videi nebo
instalaci. Index v nazvu publikace je uzit ve vyznamu poznamKky,
ta mize mit podobu odlozeného modelu, skici, popisky ¢i dokumen-
tace vedouci ke konkrétnim projekttiim. Indexy prizna¢né plni role
stop k dohledani vazeb mezi dily, vytvari vyznamové celky, odeh-
ravajici se mezi videi, objekty a instalacemi, kdy zptisoby pozoro-
vani a zprostfedkovani reality TomaSem Moravcem vedou skrze
zameérné strategie znejisténi divacké divéry v pozorovany obraz.

Rozpohybovanou kresbu vinovky z obalky katalogu vhimame ve
videu jako trojrozmérny objekt. Po chvili sledovani obrazovky
rozeznavame, ze se jedna o pouhy zaznam do smycky slepené
kresby zaznamenané pres kruhovou masku kamery a niko-

li o postprodukéni vymodelovany obraz. Ru¢né nakreslena
¢ervena sinusoida je palindromem: vyznam tohoto piivodem
feckého slova oznacuje libovolnost sméru ¢teni ¢i interpretace
sekvence symbolll, textu nebo melodie. Palindrom vystihuje

i dlouhodobéjsi pristup k rozkladu situaci a zpétné jejich témér
dokumentaristicky zaznam v projektech Tomase Moravce, kdy
,bézeti pozpatku“ 1ze i v samotné publikaci, ktera neni sloze-
na na zakladé chronologie, ale naopak formalni pribuzno-

sti praci a nebo tematickych celkl, které autor rozviji.

Nedilnou soucasti dél TomasSe Moravce je priprava prostredi,
kde galerijni instalace nebo zaznamenavana akce probiha. Tato
scénografie pocitajici s observaénim momentem neni kasiro-
vanou (pfed)kamerovou mizanscénou, ale spiSe laboratornim
prostfedim uréenym k zadsahiim nebo pokusiim pripravenym
autorem. Videa nebo vystavy Tomase Moravce v sobé nesou
lapsy, které nas aktivuji a jsou srovnatelné s pridupnutou hadici
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~pokropeného kropice“ bratrit Lumiért z roku 1895. ZkuSenost

z vlastnich laboratofi Moravec zhmotnuje ve vybranych pripadech
i v galerijnim prostfedi: pozorovatelem v mlze reality je nejen on,
ale i divak a navstévnik v situaci, kdy je konfrontovan s fyzic-

kou pritomnosti objektl a jejich vazbou na pohyblivé obrazy.

Jednoticim tématem v tvorbé Tomase Moravce je pozorovani
vzniku dél i navazujici proces jejich dokumentace a rekonstrukce
ve vztahu K jejich minulosti (Ci budoucnosti). Autorem je naznacena
blize nespecifikovana hranice mezi dilem, jeho zdznamem,
poznamkou a skicou. Predmétem se tak priznac¢né stava sama
jejich historie skrze mikronarativy, které se odehravaji jako
reminiscence, komentare a nebo jen jednotliva ,zakousnuti“ do
vybranych materialti. Tomas Moravec v nékterych momentech
,béZi pozpatku“ déjinami filmu stejné jako socharstvi, pficemz ve
stejny moment s nadsazkou i usilim artikuluje stejny pribéh ve
vztahu k souCasné situaci ve vystavé nebo v jiném verejném
prostoru.

2017-2011

Béhem pravidelné fazovaného pohybu snimki z karuselu se vy-
jevovala a ztracela vzducholod. Struktura trupu s zebrovim byla
promitana s dalSimi detaily z diapozitivli v zamlzené tmavé mist-
nosti. Délka 245 metri odpovida nejdelSimu vzduSnému plavidlu,
jehoz transatlanticky let tragicky skoncil na letisti v New Jersey.
Tomas Moravec tento objekt odméril odmotavanim baliciho papiru
na planiné nedaleko Prahy. Samotna akce byla zaznamenana

z vySky dronem v ramci témér nehybného a priznacné statického

a pozorujiciho zabéru. Tato akce je jednim z mnoha ,vymezeni
situaci”, jak sdm popisuje nakladani s realnymi pfedobrazy, his-
torickou zku$enosti a prostym pohybem objektd €i jejich gravitaci.
Vzdusné plavidlo se tak stalo prostupujici soustavou znaka a odka-
70, které tvori komplexni systém dél, které znovu artikuluji podob-
né téma od abstrahovanych podob az po dislednou deskripci.

2017-2016

Instalace se odehrdla v prazdném prostoru kina. Jednalo se o re-
akci Tomase Moravce na funkénost a uc¢el samotného prostoru,
kde projek¢ni paprsky za normalnich okolnosti modeluji prostor
nad hlavami divakt mezi platnem a kabinou. Odkazy k (pre)ki-
nematografickym vynaleziim - objektiim, které bylo mozno
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mechanicky rozpohybovat a sledovat vznikly animovany pohyb
obrazll, nahrazuje paradoxné rotace samotného promitaného
obrazu, kdy zdroj projekce byl umistén uprostred prazdného salu.
Kruhovy kuzel svétla se chvilemi rozmazaval, a vznikal tak bily
svételny pruh s Cervenou ¢arou osvétlujici prostor. V galerii byla
o neékolik mésich pozdéji v ramci vystavy zavéSena na transport-
nich gumdach plocha televizni obrazovka, kde bézelo video s rotu-
jicim objektem, bilou kouli pfipominajici baseballovy micek

s Cervenym Sitim. Ve vratkém vézovitém objektu bylo mozno nad
hlavami prehlédnout v kruhu uzavienou kresbu vlnovky, ¢ervené
¢ary na papire Sirokém 61 centimetrli a dlouhém 574 cm.

2016-2011

Motiv mizeni, konstrukce nehmotnych téles, podobné¢ jako sna-

ha o jejich zachyceni se objevuje v instalacich konfrontujicich
plasticitu objektu a jejich dvojrozmérnost ve videich. Tématem

je tak pro nékolik projektl vztah mezi objektem a prostorem
videa (a jeho instalace). Tomas Moravec sleduje podminky vzni-
ku obrazu, ktery se jen docasné vyjevuje, podobné jako vratkost
socharskych konstrukci ze stavebnich pomtlcek odkazuje k neexi-
stujici galaxii. Drapérie prehozena pres tuSenou, ale neviditelnou
konstrukci je nasledné prevedena do série konstrukci bronzovych,
plasticita a nasledné mizeni zaznamu je i vztahem mezi rotujicim
stfibrnym hranatym objektem, ktery je nasledné vyjevovan béhem
projekce v pare. Kruhovy koufovy signal je naopak vypoustén

do prostoru galerie, pricemz je tato akce dokumentovana.

2013-2012

Hranata kovové leskla pétilitrova plechovka na olej €i barvu rotuje
pfed tmavym pozadim a pfipomina nasvicenim Sperk. V ramci
statického zabéru na tocici se objekt sledujeme prekvapivé naru-
Seni idedlniho tvaru, kdy po zvuku puknuti nasleduje samovolné
zkrouceni se pozorovaného objektu. Vyznam a spolec¢enska shoda
o uziti objektu mezi hotelovou kuchyni a lakyrnictvim vedla k pokusu
stejny objekt servirovat vedle Tomase Moravce ¢tverici ¢iSnikl
béhem vecera v rakouském kulturnim centru TBA 21. Primyslovy
tvar béhem happeningu podléhal samovolné deformaci - nadsaz-
ka skryta v implozi byla posléze prezentovana ve vysledné insta-
laci - minimalistické sérii téchto pokusi s plechovkami.
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Modeling the Moving Image

Martin Mazanec

The work of Tomas Moravec, including his physical actions and
visual commentaries in the form of temporary sculptures, videos
and installations, is based on the use of prefabricated objects,
addressing themes such as reproducibility, reconstruction and index 8
disappearing. The word “index” in the catalogue’s title is used

as a note which can take the form of a model, sketch, caption

or documentation referencing particular projects. The indexes
typically act as traces to trace back links between the works

and to establish semantic wholes among the videos, objects and
installations, with the ways of observation and mediation of reality
employed by Tomas Moravec representing deliberate strategies

of challenging the viewers' reliance on the observed image.

The moving drawing of a curve on the catalogue’s cover is index ~
perceived as a three-dimensional object in video format. index 31
After observing the screen for a while, we will discern that it is

a mere recording of a drawing glued into a loop and recorded

through a circular camera mask rather than an image modeled in
post-production. The hand-drawn red sine wave is a palindrome.

This word of Greek origin denotes the arbitrariness of the

direction of reading or interpreting a sequence of symbols,

texts or melody. A palindrome also illustrates the long-term

approach to the decomposition of situations and their almost

documentary retrospective recording in the projects of Tomas

Moravec. One can even “run backwards” in this catalogue which

is not based on chronology but rather on the formal affinity

of the works or thematic wholes developed by the artist.

The preparation of the environment of a gallery installation or index 1
recorded action is an inherent part of the works by Tomas Mora- index 3
vec. This scenography, relying on observation, is not a cardboard

mise-en-scene designed for the camera but rather a laboratory

environment designed for the interventions and experiments of index 7
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the artist. The videos and exhibitions of Tomas Moravec include
lapses which activate the viewers and can be compared to the
hose of the “sprinkled sprinkler” stepped on in the 1895 film by
the Lumiére brothers. On some occasions, Moravec materializes
the experience from his laboratories in a gallery environment,
where not only he but also the viewers and visitors become
observers in the haze of reality when confronted with the physi-
cal presence of objects and their relation to the moving image.

The unifying theme in the work of Tomas Moravec is the observa-
tion of the formation of the works and the following process of
their documentation and reconstruction in relation to their past
(or future). The artist creates a blurred line between the work, its
recording, a note and a sketch. It is their very history that becomes
the subject through micro-narratives taking place as reminis-
cences, comments or individual “bites” into selected materials.
In some moments, Tomas Moravec “runs backwards” through the
history of cinema and sculpture while articulating the same story
with irony and effort in relation to the current situation at an
exhibition or some other public space.

2017-2011

An airship appeared and disappeared during the regularly phased
motion of images from the carousel. The structure of the fuselage
and the ribs was projected together with other details from slides
in a hazy dark room. The length of 245 meters corresponds to

the longest aircraft whose transatlantic flight ended tragically at
a New Jersey airport. Tomas Moravec measured this object out by
unrolling wrapping paper on a plain near Prague. The action was
recorded from above by a drone in an almost still and typically
static and observational take. This action is one of the “situation
delimitations” which is how the artist describes the way he deals
with real life models, historical experience and the simple move-
ment of objects and their gravitation. Thus, the aircraft became

a set of signs and references merging with each other, consti-
tuting a complex system of works which reformulate a similar
theme from its abstracted forms to its thorough description.

2017-2016

The installation was set in an empty cinema space. Tomas Moravec
responded to the functionality and purpose of the space where the
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projection beams shape the space above the heads of the viewers
between the screen and the projection booth under regular
circumstances. Allusions to (pre)cinematic inventions - objects
which could be set into mechanical motion and the resulting
animated motion of images could be observed - are paradoxically
substituted by a rotation of the projected image, with the source of
projection being placed in the middle of the empty hall. The circular
cone of light was blurred in some moments, creating a white beam
of light with a red line illuminating the space. At a gallery exhibi-
tion held several months later, a flat TV screen was hung on
bungee cords, playing a video with a rotating object: a white ball
reminiscent of a baseball with red stitches. In a wobbly tower-like
object, the viewers could see a drawing of a curve enclosed in

a circle, a red line on a sheet of paper which was 61 cm wide and
574 cm long, above their heads.

2016-2011

The motive of disappearing, the construction of immaterial bod-
ies, as well as attempts to capture these appear in installations
confronting the plasticity of objects and their two-dimensionality
in videos. Thus, some of the projects address the relation be-
tween the object and the space of the video (and its installation).
Tomas Moravec observes the conditions for the formation of an
image which appears only temporarily, while the wobbliness of
sculptural constructions made of construction tools alludes to

a non-existent galaxy. A drapery covering a sensed yet invisible
construction is subsequently translated into a series of bronze
constructions, with plasticity and the following disappearance of
the recording constituting the relation between a rotating silver
angular object and its gradual appearance during its projection in
steam. The circular smoke signal, on the other hand, is released
into the gallery space, with the whole action being documented.

2013-2012

The angular metallic five-liter can used to store oil or color is
rotating in front of a dark background, reminiscent of a jewel due
to its lighting. In a static shot of the rotating object, we observe
the surprising disruption of the ideal shape; a cracking sound is
followed by a spontaneous distortion of the observed object. The
social agreement on the use of the object from a hotel kitchen to

a paint shop resulted in an attempt to have the same object served
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by four waiters alongside Tomas Moravec at the TBA21 cultural
center in Austria. During the happening, the industrial form
underwent spontaneous deformation; the irony of the implosion
was later presented in the resulting installation - a minimalist
series of these experiments with cans.
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Biografie / Biographies

Tomas Moravec

Tomas Moravec (1985) je vizualni umélec, Zije a pracuje v Praze.

V roce 2012 absolvoval Akademii vytvarnych uméni v Praze

v Ateliéru intermedialni tvorby Jifriho Pfihody, kde od roku 2016
pokracuje v doktorském studiu. Jeho prace mohou byt popsany
jako prostorové situace utvarené nejcastéji objektem, videem

a instalaci. Spole¢né projekty s Matejem Al-Alim, Petrem Dubem
nebo Romanem Stétinou provétuji riizné formy umélecké spolu-
prace nebo kriticky zasahuji do verejného prostoru. Moravec je
finalistou Ceny Jindricha Chalupeckého (2008), Ceny Exit (2009),
laureatem Ceny Vaclava Chada (2015) a Gascar Prize (2017). Jeho
prace jsou prezentovany v Ceském i mezinarodnim kontextu
(Biennale Liege; bblb, Linz; Trafé Gallery, Budapest; James and
Audrey Foster Prize, Boston; EFA, New York; CCC, Peking). Absol-
voval reziden¢ni pobyty v FKSE (Budapest, 2011), Triangle Arts
Association (New York, 2013) a Studio Das Weisse Haus (Viden,
2013). Je autorem architektury vystav Kfehké kino (Galerie mladych,
TIC Brno, 2012), Vzdaleni pozorovatelé (GMU, Roudnice nad Labem,
2015), Pravdépodobné na poli (PLATO Ostrava, 2016) a venkovni
instalace Schody ¢asu (Cesky rozhlas, Praha, 2019). Od roku 2015
pusobi také jako pedagog na Katedre vytvarné kultury a textilni
tvorby v Hradci Kralové. V poslednich letech realizoval samostatné
vystavni celky: Poznamky o vzducholodich (KGVU, Zlin, 2017),
Hranice shora neviditelna (GAFU, Ostrava, 2018) a Manuport
(Galerie Rudolfinum, Praha, 2020), souvisejici s rozpracovanou
dizertacni praci Krize vize.

Tomas Moravec (1985) is a visual artist based in Prague.

He graduated from the Academy of Fine Arts in Prague at
the Studio of Intermedia Work of Jifi Pfihoda and is currently
studying a doctoral program there. In his collaborative
projects with Matej Al-Ali, Petr Dub and Roman Stétina, he
explores various forms of artistic collaboration and critical
intervention in public space. Moravec is a finalist of Jindfich
Chalupecky Award (2008) and Exit Award (2009) and holder
of Vaclav Chad Award (2015) and Gascar Prize (2017). He
presented his work in Czech and international context
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(Biennale Liége; bblbs, Linz; Trafo Gallery, Budapest; James
and Audrey Foster Prize, Boston; EFA, New York; CCC, Beijing).
He went on residencies at FKSE (Budapest, 2011), Triangle Arts
Association (New York, 2013) and Studio Das Weisse Haus
(Vienna, 2013). He designed the architecture for the exhibi-
tions Fragile Cinema (Young Artists‘ Gallery, TIC Brno, 2012),
Remote Observers (Gallery of Modern Art, Roudnice nad
Labem, 2015), Probably in the Field (PLATO Ostrava, 2016) and
the site specific installation Stairs of Time (Czech Radio,
Prague, 2019). He works as lecturer at the Department of Art,
Visual Culture and Textile Studies at the University of Hradec
Kralové since 2015. His recent solo exhibitions include Notes
on Airships (Regional Gallery of Fine Arts, Zlin, 2017), Border
Invisible from Above (Faculty of Fine Arts Gallery, Ostrava,
2018) and Manuport (Galerie Rudolfinum, Prague, 2020)
related to his upcoming dissertation thesis Crisis of Vision.

Martin Mazanec

Martin Mazanec (1981) je kurator a pedagog, vedouci Ateliéru video
na FavU v Brné (spolu s Janem Sramkem). Zabyva se kuratorstvim

a mediaci pohyblivého obrazu v galerijnim a filmovém prostredi
(GHMP, Praha; Galerie mladych, Brno; Pioneer Works, New York ad.).
V roce 2012 absolvoval postgradualni program na FAMU v Praze.
Od roku 2007 je hlavnim kuratorem platformy PAF, kde se zabyva
roli pohyblivého obrazu v kontextu animace, sou¢asného uméni

a hudby. Pripravil nékolik monografickych katalogu a sborniki,
sporadicky publikuje v rozlicnych periodicich.

Martin Mazanec (1981) is a curator and lecturer. He co-heads
the Video Studio at the Faculty of Fine Arts at Brno University
of Technology. He focuses on curating and mediating the
moving image in the gallery and film environment (Prague
City Gallery; Young Artists’ Gallery, Brno; Pioneer Works, New
York among others). In 2012, he received his PhD degree from
FAMU in Prague. Since 2007, he is the chief curator at the PAF
Festival of Film Animation and Contemporary Art where he
explores the role of the moving image in the context of
animation, contemporary art, and music. He edited several
monographic catalogues and anthologies and occasionally
publishes in diverse periodicals.
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Marko Stamenkovic

Marko Stamenkovic (1977) je kurator a kunsthistorik, zajima se

o témata dekolonialni politiky rasy, etnicity a sexuality. Ziskal dok-
torat z filozofie na gentské univerzité, kde obhajil dizertac¢ni praci
Kultury sebevrazdy: Teorie a praxe radikalniho konce (2014).

V poslednich letech predstavil vystavni projekty Brigita Antoni -
The Moon is Wet and Wild (Cernd hora, 2019), A Body Burning
(Chorvatsko, 2019), Fatlum Doci - Signs (Srbsko a Chorvatsko, 2019),
Sead Kazanxhiu - Nests (Albanie, 2018), Egon van Herreweghe -
Heidi's Delight (Belgie, 2017). Je ¢clenem Mezindrodni asociace
kritikli uméni AICA (chorvatskd sekce) a Mezindrodni asociace
kurator sou¢asného uméni IKT.

Marko Stamenkovic (1977) is a curator and art historian with
a strong interest in the decolonial politics of race, ethnicity,
and sexuality. He holds a PhD in Philosophy from the Univer-
sity of Ghent in Belgium with the thesis entitled Suicide
Cultures: Theories and Practices of Radical Withdrawal
(2014). His most recent exhibition projects include: Brigita
Antoni - The Moon Is Wet and Wild (Montenegro, 2019),

A Body Burning (Croatia, 2019), Fatlum Doci - Signs (Serbia

& Croatia, 2019), Sead Kazanxhiu - Nests (Albania, 2018),
Egon Van Herreweghe - Heidi's Delight (Belgium, 2017). He is
a member of AICA - The International Association of Art
Critics (Croatian section) and IKT - International Association
of Curators of Contemporary Art.
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