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Stojim v oddéleni kvéteny mokradu a vodnich zahrad

v liberecké botanické zahradé. ,Jako drahy kamen v prs-
tenu je do uvedeného oddéleni odr. 2014 zaclenén jako
velmi zvlastni prvek takeé sklenikovy pavilon L. Na rozdil
od ostatnich sklenikt je pro publikum otevren jen v letni
sezong, tj. od 21. Cervna do 30. zafri. Je totiz urCenjen pro
obritropickeé lekninovité rostliny, Fadné vyvinuté az v 1éte,
patfici mezi nejpopularnéjsi. Jsou zdaleka nejvétsi z celé
¢eledilekninovité (Nymphaea ceae) a je jim k dispozici
bazén o plosSe 128 m2a hloubce 0,9 m. Jde o proslulou,
avSak ve skutecnostijen zfidka péstovanou Viktorii
kralovskou (Victoria amazonica), Castéji v botanickych
zahradach vidanou (a nezfidka za Viktorii kralovskou vy-
davanou) Viktorii Cruzovu (Victoria Cruziana) a ponékud
opomijenou améné znamou Euryalé vzdornou (Euryale
ferox) (...). Za povsimnuti stoji zdanlivé jednoducha, od
zbyte¢nych prikras oprosténa zahradni architektura
uplatnéna v pavilonu L: vSe je podfizeno efektu a pliso-
bivosti hlavniho objektu, velkych lekninovitych rostlin,
jezjsou na hladiné ponékud vyvysené a diky Sikmé celni
sténé jako by se prelévajici k pozorovateli. Tak néjak asi
spatrili tyto rostliny prvni evropsti badatelé, kdyz museli
vstoupit do tani velkych ek, aby tyto rostliny zblizka
prozkoumali kvUli presnému védeckému popisu.”!

List Viktorie kralovské ma v nejvétSim pripadé okolo 2,5
metrl a unese dokonce i vzrostlejsi dité, nepodarilo se ji
tedy uniknout pozornosti détskych fotograf(l. Pro sledo-
vani téchto obrovskych nadhernych rostlin je v liberecké
botanicke zahradé stupinek, ktery mé vynese do nad-
hledu, a shora se pak tato rostlina jevi jesté vétsi, pohl-
cujici, mozna az monstrozné désiva. Chytnu se zabradli
apremitam nad velikosti ditéte, poméruju velikost svych
spolunavstévnikd a umistuju je nahodné nalist lekninu,
dokud se nezaé&ne propadat pod hladinu. Cim déle tu
stojim, tim vice mé listy vsakavaiji, a ja premyslim nad tim,
proc¢ jsem tady. Potfeba vzduchu, nutkani vzdalit se z Pra-
hy, ktera mé zacala tizit, jakoby mé zavazala Slahounem
a stahovala dold. Nutnost pobyt v klidu chvili s nahodnym
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listem rostliny a dat si spolec¢né ¢ajv desti, protoze dést
tlumi ostatni zvuky jako Sedy Sum, zvukova vata.?

Leknin se rozprostira tak Siroce, az se mi zda, Ze neni véci
samotnou, ale plochou nebo pozadim. Hlavnim objektem
pozorovani Viktorie se pak docela snadno muiize stat
okrajjejiho listu, skuteéné kralovsky limec. Ten z plochy
vystupuje vzhiru a lemuje vodni prostory vytlacené do
zbytkovych plosek jako odrezky tésta po vano&nim cuk-
rovi. Zakladni otazky byvaji ty, na kterych ¢lovék nejsnaze
ztroskota: coje to pozadi? Rozhodla-li bych se udélat
zlekninUilustraci, zilustrace obalku na spad, na cem by
presné zalezelo, jestli v ni o¢ijiného ¢lovéka spatrileknin,
nebo jen zelené kruhy na pozadi vykrajovanek?

Oproti tomu vedlejsi Euryale ferox jako veliké kapes-
ni¢ky ¢idisky pluji nalesklé plose. Struktura jejich list(

je vyraznéjsi, textura vycniva, na okrajich jeji listy ne-
vystupuji a diky tomu na sebe hladkost samotné vodni
hladiny upozorfiuje coby vodni zrcadlo. V jezirku pak treti
zminovana, Viktorie Cruzova, funguje spis jako dopro-
vod vyznamného finale v souboji o pozornost. ,Budete

k tomu chtit néco zeleného?*“ vzpomenu siv souvislosti

s tim narozhovory s kvétinarkami, které dokoncuji kytici
babi¢ce k narozeninam.

Docdtu se, Ze jev hry o pozornost byva v psychologické
literature oznacovan jako centrace, kdy nase vnimani
vyhodnocuije tzv. figuru a pozadi. Toto vyhodnoceni
nezavisi nezbytné na vzdalenosti, ale obecné se vztahuje
k tomu, ktery objekt bude vniman jako hlavni a ktery jako
vedlejsi. Napriklad pri pohledu na vzdaleny vrcholek hory
muzou byt vedlejsi pohofi povazovana nasim vnimanim
za pozadi, zatimco vzdalenéjsi vyrazna hora bude vtom
pripadé figurou. Existujii znamé jevy reverzibilnich figur
(napt. Rubinova figura, Neckerova krychle), které pravidel-
né osciluji mezi prostridanim figury a pozadi. Centrace
pritom neni zdaleka jedinym z tzv. tvarovych zakond Ci
principll organizace, tedy védecky odpozorovanych
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jev(, jak funguje nas mozek, aby vytvoril smysl z viemd,
které prijima z okoli. Témi dalSimi jsou zakon pregnant-
nosti (nedokoncéené ¢ineliplné tvary vnimame jako
dokonalé), proximity (blizkosti; jako tvar vnimame prvky;,
které se nachazeji blizko u sebe), kontinuity, podobnosti,
spolecného osudu (mUj nejoblibené;jsi) a zakon uzavre-
nosti, autokineticka iluze, indukovany pohyb, fi fenomén,
stroboskopicky pohyb, pareidolie, paobrazy, Reicher-
-Wheelertv efekt, transpozice, percepcnia fyzikalni iluze;
opticko-geometrické klamy: Heringova iluze, Ponzova iluze,
Mutiller-Lyerova iluze, iluze mésice, horizontalné-vertikalni
iluze; hypotéza tesarského svétla. VSechny tyto jevy by
bylo mozné vzit avztahnout je k otazce - coje to vjejich
pripadé pozadi, co z néj vy&lenuje jednotliveé prvky, tedy
co je odliSuje od prazdného mista.

Centrace kromé zraku funguje i u jinych viemU (a v da-
sledku i u mnozstvi odliSnych uméleckych druh),

napr. v hudbé urci hlavni melodii, ranu na ulici versus

hluk okolnich aut, v pripadé kuratorské prace se mize
stat hlavni dominantou mistnosti néjaké umélecke dilo,
zatimco ostatni budou v ramci celku ustupovat do pozadi.
Tato prace pritom mize probihat zcela intuitivné, srozu-
mitelnost vyznamu pro druhého bude ale vysvétlitelna
prave skrze jev centrace.

Obijekty pracujici s oscilaci mezi tim, co je figurou a co
pozadim, rlizné ohybaji to, co centrace jesté zvladne.
Pokud se tato uvaha, jako v pripadé hudby, presune do
abstraktnéjsi roviny, ustrednim bodem uméleckého dila
pak mUze byt preceicosi, co naném fyzicky chybi. Moz-
na ze misit umeéniinterpretace s interpretaci optického
klamu je ve vysledku prilis zjednodusuijici, ale sledovani
téchto Vennovych diagrami mi prece jen umoznuije sle-
dovat néco podstatného. Pokud jsou uprostred obrazu
prazdné kreslo a rozkopnuté backory, sméruje obraz

k tomu, ze tu nékdo byl a ted'tu neni. Tématem je chybéni,
mozna mizeni, mozna zachycenirychlého momentu na
trvalém betonu, coz mav sobé schovane vétsi tenzi, nez
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kdyby Slo o platno. Podstatné je, ze stredem interpretace
pak neni ¢lovek sam, ale okolnost, Ze tu neni. Neni to
tedy ani totéz, jakoby tu byl, ale anijakoby tu nebylamy
vlabec nevédéli, ze tu nebyl. Tzn. chybéjici clovék je urdita
neznama (x), ke které se odkazuje v druhém planu. To
nicmeéné nenitotéz, jakoby nikdo o x nic nevédél, nikdy

o ném neslySel, nikoho premyslet o x ani nenapadlo.

Problém s malymi podstatnymi detaily je ten, Zze jakkoli se
daji minimalizovat, nedaji se vymazat, a nakonec vzdycky
prijde porucik Colombo a zepta se po té jedné véci, ktera
mu vrta hlavou. Se stejnou posedlostijako Colombo se
profesor Jan Cisar vracel k jedné konkrétni udalosti.
~Snazim se prokazat - zatim se mi to bohuzel nedari... -,
ze postmodernidivadlo zac¢al u nas rezisér Jan Nebesky
ve svém absolventském predstaveniv Disku, kde podle
Goncarova udélal Strz. Odehrava se to v padesatych
letech 19. stoleti v carském Rusku. Inscenacné to byla
jasnailuze Slechticko-statkarského salénu, ale do toho
stala uprostred scény jesté zablacena zahradnicka
holinka. Herci i divaci se s tim museli vyrovnat a najednou
to bylarealita, ktera se tloukla s iluzi, a bylo to presné to,
co je pro divadlo prizna¢né dnes. Napéti mezi iluzivnosti
a pravosti.“® Se stejnou posedlosti, s jakou pan profesor
Cisar pri absolutné kazdé prilezitosti mluvi o této holince,
jsem se ja stala analogicky posedla profesorem Cisarem
a svymivzpominkaminato, jak o této holince mluvi. V mé
hlavé se neustale zmnozuje, fika to v malé mistnosti,

v Helleroveé séle, na Jiraskové Hronové, v Divadelnich
novinach, kdesi se skleni¢kou habanského atd. Cilijsme
spolu uvizliv pomérné typickeé postmoderni situaci, coz
by ho jisté pobavilo (pokud by tu jesté byl). Holinka tu
neni priznakem néceho, neda se vzit jako nepodstatna
rekvizita ¢i dokonce dekorace. Holinka, coz by mohl byt
jednoduse kousek kostymu malého vyznamu, je véci,
ktera donuti celek inscenace profesora Cisare interpre-
tovat ne o mali¢ko jinak, ale naprosto jinak jako celek.
Tato podélana holinka posune cely vyznam inscenace
ato muze byt ponékud frustruijici, nuti ho to ji povazovat
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zamilnik ceskeého divadla. Je krizi stfedu, znamena, ze
odted se mlze stat centrem cokoli, co do né&j postavime,
rusi dohodnuta pravidla centrace vystavby dramatické
struktury a tim je znejistujici. Nikoho neznejistuje, ze
zanika carské Rusko, frustrujicije na tom, ze stary zpUlisob
¢teni nefunguje a je potreba nalézt jiny, a to jen kvdli
jedné blbé zpropadené jesté jednou zminované holince.
Predstavuiju si, Ze lidé, ktefi museli uznat, Ze Zemé neni
placata, museli byt jes$té o mnoho frustrovanéjsi. Stalo
se to davno po Duchampovi, davno po za¢atku akéniho
umeéni, situacionistické internacionaly, coz je jen velice
nahodny vybér nadikaz, Ze tu byl urCity cas se smirit

se zmeénou smeérovani pozornosti vuméni, nez doslo
kincidentu s holinkou.

Strukturalisté by tuhle Uvahu jednoduse rozmotali
systémem znakl a priznakd, vysledkem by byl krasny
prehledny pavouk pozorovaného, pozorujiciho, hlavniho
avedlejsiho, beton Pavla Duska by hned vypadal jako
vetny rozbor, stejné tak StrZz. Néco by se ztratilo, ale

jako celek by to fungovalo. Pak uz by stacilo jen pretavit

v rhizomatickou sit, z této hierarchicke sité udélat nehi-
erarchickou a dost mozna by se to ani nezakyvalo. ltalo
Calvino by nato Sel zjiné strany, napsal by treba povidku,
kde by se v Ciré abstrakci pokusil napsat o uplném pocat-
ku ¢asu a o navratu tohoto bodu, dost mozna by se to nic
jmenovalo T nula.

Kdyby totéz psal Jean-Paul Sartre, Slo by tfeba o misto,
kde nic neni, nic tam nemuze vzniknout, ale neda se

z toho ani uniknout, a protoze neexistuje ani ¢as, neni
mozné odejit, protoze odchod je umoznény jen diky
¢asoprostoru. Jediny zpUsob, jak se toho zbavit, je
sebevrazda. Existencialni nicota. Nebyti, nic, prazdno,
negativni prostor, néco co bylo nepodstatné, se stava
podstatnym pojmenovanim nebo kontextem. To jsou jevy
v nasi soucasnostiv tvorbé tak strasné bézné, ze samy
0 sobé nestadi. Resenim ale neni délat negaci negace
ajeji negaci*, protoze nase pozornost nema kapacitu
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pro kontinuum interpretaci, aby ji nakonec nezplostila do
jedné velké Sedé plastelinové hroudy.

Odpocinu sited na chvilina méné naroéném poli:

v pfipadé romanu se mlze stat, Ze v urcitém bodé zacne
byt postava, ktera se na poc¢atku zdala jako vedlejsi,
stfedem pozornosti. V sou¢asné dobé jde uz o stary
televiznitrik, kdy se v detektivce vrah zjevi vzdycky na
zacatku, at uz si kupuje Sunku v feznictvi, anebo se diva
najezirko s lekniny, klasicka dramaticka vystavba si zada,
abychom v Colombovi zahlédli vraha jakymkoli zpUso-
bemjiz v prvnich par minutach, ackoli zatim neni stredem
pozornosti. Mozna, kdyby byla vrahem holinka, jesté
stale by to nékoho prekvapilo... Jinak je ale tato struktura
tak znama, ze funguje spis jako comfort TV. Zijeme

sice ve svéte, kde hrdinou mize byt holinka i prezident
zemékoule, také Zijeme ve svété, kde je Uplné v poradku
vystavit v galerii cokoli, véetné vystrihanych televiznich
programu se zakrouzkovanou Cestomanii. Ale to podle
meého nazoru neznamena, ze jsme schopni rezignovat
nainterpretaci, protoZe nase vnimani se neustale snazi
vidét kralika nebo kachnu. A mizeme ho nutit to nedé-
lat, ale to neni totéz, jako nechat kralika s kachnou byt.
Pokud jde o uméni, nedokazeme nechat byt anijednu
blbou holinku.
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I'm standing in the Department of Wetland Flora and
Water Gardensin the Liberec Botanical Garden. "Like
aprecious stone in aring, the greenhouse pavilion L

was added as a very special element to the department
in 2014. ltisintended only for giant tropical water lilies,
which are among the most popular plants and properly
bloom only during the summer. They are by far the

largest of the entire waterlily family (Nymphaea ceae) and
provided with a128 m2 pool with a depth of 0.9 m. These
include the famous, but in fact rarely grown, Royal Victoria
(Victoria amazonica), the more commonly seen (and

not often passed off as Victoria royal) Victoria cruziana
and the somewhat neglected and less familiar Euryale
ferox (...) Itis worth noticing the seemingly simple garden
architecture without unnecessary decorations of pavilion
L: everything is subordinated to the effect and impre-
ssiveness of the main object, the large waterlily plants,
which are somewhat elevated on the water and, thanks to
the slanted front wall, seem to flow over to the observer.
Thisis probably how the first European explorers saw
these plants when they had to enter the pools of the great
rivers to closely examine them for an accurate scientific
description."®

The leaf of the Royal Victoria is around 2.5 metres at its
largest and can even carry a larger child, so it has not
escaped the attention of child photographers. To view
these beautiful enormous plants, there is a step in the
Liberec Botanical Garden that takes me up, and from
above this flower appears an even bigger one, more
absorbing, perhaps even monstrously scary. | grasp the
railing and wonder about the size of the child, measuring
the size of my fellow visitors and placing them randomly
on the water lily leaf until it begins to sink down below
the surface. The longer | stand here, the more the leaves
draw me in, and | wonder why | am here. My need for air,
the urge to move away from Prague, which has begun to
weigh me down, as if binding me and pulling me down.
The need to be still for a while with arandom plant leaf
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and have tea together in the rain, because the rain mutes
other sounds like grey noise, sonic cotton wool.®

The water lily spreads so wide that it seems to me that it
is not the object itself, but a surface or background. The
main object of my observation could then quite easily
become the edge of Victoria’s leaf, a truly royal collar.

It rises upwards from the surface and frames the water
spaces squeezed into the remaining areas like the scraps
of dough left over from Christmas cookies. The basic
questions tend to be the ones on which one easily fails
to answer: what is a background? If | decided to make an
illustration of these water lilies, and create a book cover
with it, what difference would it make exactly if another
person’s eyes saw a water lily in it or just green circles as
abackground for the cut-outs?

In comparison, the neighbouring Euryale ferox float like
large handkerchiefs or disks on the glossy surface. The
texture of their leaves is more noticeable, the texture
stands out, their leaves do not pop out at the edges and
thus the smoothness of the water surface itself draws
attention like a water mirror. The third mentioned in the
pond, Victoria Cruz, serves more like acompanion to the
important final in the battle for attention. "Would you like
something green to go with that?" | recall conversations
with flower girls finishing a bouquet for my grandmo-
ther’s birthday.

I learned that the phenomenon of attention gamesisin
psychological literature often referred to as centration,
when our perception is evaluating the so-called figure
and background. This evaluation does not necessarily
depend on the distance, but generally relates to which
object will be perceived as the main object and which as
the secondary object. For example, when looking at a dis-
tant mountain peak, the secondary mountains may be
considered by our perception as the background, while
the more distant prominent mountain will be the figure
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inthat case. There are also the well-known phenomena
of reversible figures (e.g., the Rubin figure, the Necker
cube) that regularly oscillate between perceiving the two
parts as the figure and the background. Yet centering is
by no means the only one of the so-called shape laws or
principles of organization, i.e., the scientifically observed
phenomena of how our brains work to create meaning
from the perceptions they receive from the environment.
The othersinclude the law of transitivity (we perceive
incomplete or imperfect shapes as perfect), proximity (we
perceive elements that are close together as shapes),
continuity, similarity, common fate (my most favorite) and
the law of closure, autokinetic illusion, induced motion, the
Phi phenomenon, stroboscopic motion, pareidolia, paeob-
rasis, the Reicher-Wheeler effect, transposition, perceptu-
al and physical illusions; optical-geometric illusions: Hering
illusion, Ponzo illusion, Mdiller-Lyer illusion, Moon illusion,
horizontal-vertical illusion; carpenter’s light hypothesis. All
these phenomena could be related to the question what
is the background in their case, what distinguishes the
individual elements from it, i.e. what distinguishes them
from empty space.

Centering, however, works for other sensations besides
sight (and consequently for a multitude of different art
forms), e.g.in music it will determine the main melody, the
bump in the street versus the noise of the surrounding
cars, in the case of curatorial work a piece of art may
become the main dominant feature of an exhibition room
while the others will recede into the background within
the whole. This work may be done quite intuitively, but the
comprehensibility of the meaning for the other will be ex-
plicable precisely through the phenomenon of centering.

Objects using the oscillation between what is a figure
and what is a background bend what centering can still
handle in different ways. If, as in the case of music, this re-
asoning moves to a more abstract level, the central point
of the artwork can then be something that is physically
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absent fromit. Perhaps to blend the art of interpretation
with the interpretation of opticalillusionis, in the end,

too simpilistic, but following these Venn diagrams does
allow me to observe something essential. If there is an
empty chair and kicked-off slippers in the middle of

the picture, the picture is pointing towards the fact that
someone was here but is not anymore. The theme could
be: absence, maybe disappearance, possibly capturing

a quick moment on permanent concrete, which has more
hidden tension thaniif it were a canvas. Crucially, then, the
centre of interpretation is not the person themselves, but
the circumstance of not being there. So it is neither the
same as if they were here, nor as if they were not here and
we did not know at all. That is to say, the missing person

is a certain unknown (x) referred to in the second plan.
However, this is not the same as no one knowing anything
about x, never having heard of x, never having thought
about x.

The problem with small essential details is that no matter
how much minimized, they can’t be erased, and eventua-
lly Lieutenant Colombo always comes along and asks for
that one thing that’s on his mind. With the same obsessi-
on as Colombo, Professor Jan Cisar kept returning to one
particular incident. "l am trying to prove - unfortunately

| have not succeeded so far... - that postmodern theatre
started in our country by the director Jan Nebesky in his
graduation show at the Disk Theatre, where he directed
Goncharov’s Strz. It is setin the 1850s in Czarist Russia.
The staging was a clear illusion of a nobleman’s and
landlord’s salon, but there was also a muddy rubber boot
in the middle of the stage. The actors and audience had
to deal with that, and suddenly it was reality clashing with
illusion, and it was exactly what is characteristic of theatre
today. The tension betweenillusion and authenticity."”
With the same obsession that Professor Cisar talked
about this boot on absolutely every occasion, | have
become similarly obsessed with Professor Cisar and

my memories of him talking about the rubber boot. It has
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kept multiplying in my head since then: he tells itin a small
room, in Heller’'s Hall, at Jirasek’s Hronov Festival, in the
Theatre Newspaper, somewhere with a glass of Ha-
banese, etc. So we are stuck together in a rather typical
postmodern situation, which would certainly amuse

him if he were stillaround. The boot is not a symptom

of anything; it can’t be taken as an unimportant prop or
evendecoration. The boot, which could simply be a piece
of costume of little significance, is the thing that forces
Professor Cisar to interpret the entire production not
slightly differently, but completely differently as a whole.
This bloody boot shifts the entire meaning of the pro-
duction and that can be somewhat frustrating, forcing
him to consider it a milestone in the Czech theatre. Itis
acrisis of centre, meaning that from now on anything

we putinit can become the centre; it breaks the agreed
rules of centering the construction of dramatic structure
andis thus disconcerting. It’s not upsetting to anyone
that Czarist Russiais disappearing. What's frustrating is
that the old way of reading doesn’'t work and another way
needs to be found. limagine the people who had to ack-
nowledge that the Earth is not flat must have been even
more frustrated. This happened long after Duchamp, long
after the beginning of action art, the Situationist Interna-
tional, which is just a very random selection to prove that
there was a certain amount of time to come to terms with
the change in the direction of attention in art before the
incident with the rubber boot.

The Structuralists would simply untangle this reasoning
with a system of signs and symptoms, and the result
would be a beautiful clear spider web of the observed,
the observing, the main and the secondary, Pavel Du-
Sek’s concrete would immediately look like a sentence
analysis, and so would StrZ. Something would be lost, but
as awhole it would work. Then it would just have to be
transformed into a rhizomatic network, make this hie-
rarchical network non-hierarchical, and quite possibly it
wouldn’t even get twisted. Italo Calvino would go at it from
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adifferent side: he would write a short story, for example,
where he would try to write in pure abstraction about the
very beginning of time and the return of that point, quite
possibly nothing called T zero.

If Jean-Paul Sartre wrote the same thing, it would be, for
example, about a place where nothing exists, from where
thereis no escape, and since there is no time, there is

no way to leave, because leaving is only made possible
by space-time. The only way to get rid of it is to commit
suicide. Existential nothingness. Non-existence, nothing,
emptiness, negative space, something that was insub-
stantial becomes substantial by naming it or contextu-
alizing it. These are phenomena so terribly commonin
our present work that they are not enough on their own.
The solution, however, is not to make a negation of the
negation and its negation®, because our attention does
not have the capacity for a continuum of interpretations,
lest it eventually flatten itinto one big grey plasticine lump.

I'll rest foramoment in aless demanding field: in the case
of anovel, it may happen that at some point a character
who initially seemed to be a minor character becomes
the centre of attention. It's an old TV trick nowadays that
the killer always appears at the beginning of a crime story,
whether he’s buying ham at the butcher’s or looking at
apond of water lilies; classic dramatic structure demands
that we spot the killer in Colombo in some way during the
first few minutes, even though he’s not yet the centre of
attention. Maybe if the killer was a rubber boot, it would
still surprise some people... but otherwise, this structure
is so familiar that it works more like comfort TV. While

we live in a world where the hero can be arubber boot or
the president of the world, we also live in a world where
it's perfectly okay to display anything in the gallery, inclu-
ding cut TV programs with TravelMania circled. But that
doesn't mean, in my opinion, that we are able to resign
ourselves to interpretation, because our perceptionis
always trying to see the rabbit or the duck. And we can
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force it not to, but that’s not the same as letting go of the
rabbit and duck. When it comes to art, we can't let go of
onerubber boot.
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Ve snaze po zachyceni prazdného mista bych rada
pokracovala ve skleniku. Jako ¢lovék narozeny v roce
1992 jsem se o existenci viktorianskych sklenik dozvé-
déla tim nejpredvidatelnéjsim z moznych zplisobu: pri
sledovani filmd o Harrym Potterovi. Nicméné od chvile,
kdy jsem vytahla svou stfredoevropskou nohu na ostrovni
pUdu a objevila realnou krasu obrovskeho skleniku, byla
tolaska.

Tato laska to méla samozrejmé predsjednané a tedy
dost zjednodusené, protoze ve mné zapustila koreny
diky Ceské zahradkarske tradici. | poklesly bratr sklenik
aoranzerii, foliak, by si podle mé zaslouzil vice pozor-
nosti a ja stale trpélivé cekam, az o ném vyjde néjaka
publikace. Vzdyt kdyz uz existuje knizka o nadrazkach,
o panelacichio Sumperacich, neni snad foliak také ho-
den? Foliak mi neustale vnukava myslenku, jestli prece
jen neniné¢im mezi sklenikem a japonskymi papirovymi
sténami shoji, a zda na ném neni (i pfes védomi proklina-
ného materialu) cosi krasného.

Vzdusné konstrukce, které nenic¢i prazdné misto aroze-
hravaji svétlo, sestavaji z urcité mrizky a poskytuiji prostor
pro rostliny, které by jinak nemohly prezit, se (nejenom)

v podobé jedné z nejslavnéjsich impresionistickych
povidek Virginie Woolfove, Zahrady v Kew, dostaly i do
literarni historie. Tento konkrétni palmovy sklenik vytvoril
vletech 1844-48 britsky architekt Decimus Burton spolu
sirskym sléva¢em litiny Richardem Turnerem. V témér
totozném obdobi (1843-45) vznikl sklenik v moravském
Lednicko-valtickém arealu, pfi¢emz Slo o jednu z prvnich
litinovych konstrukci v nasich zemich.

~Svétlo dopadlo treba na hladky Sedy povrch oblazku
nebo na skorapku hlemyzdé s hnédymi kruhovymi zilkami
nebo nakrapéj desté a znasobilo jeji tenké vodni stény
tak pronikavym ¢ervenym, modrym nebo zlutym jasem,
ze Cloveék ¢ekal, jestli prasknou a zaniknou. Misto toho
kapka béhem vteriny opét stribrité zeSedla a svétlo nyni
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dopadalo na plochu listu a odhalovalo pod jeho povrchem
rozveétvenou sit vlaknitych zilek a znovu se presunulo dal
a zalilo svou zarirozlehlé zelené prostory pod klenbou

ze srdcitych ajazykovitych list(l. Pak vétrik nahle zaviril
rychleji a zaval barevné zablesky vzhiru do povétri,do
ocimuzl a zen, kteri se v cervenci prochazeliv zahra-
dachvKew."®

Krasa skleniku i staveb vyuzivajicich sklenénych tabulek
spociva v prostupnosti mezi vnitrnim a vnéjsim, nehmata-
telny princip se dostava do pozice figury. Mraky se mihaji
anebo skrze tabulky skla prosvita syté modra obloha.

uz ani nenividét, zato zvuk sifika o pozornost a prolina se
do vnitrniho svéta skleniku. Svétlo a vzduch uvnitr - vihky,
teply a proti nému venkovnivzduch plny desté. Nebo ost-
ry ajasny mrazv zimeé proti vnitfnimu parnu. At uz jsou dva
stavy vnitrku a vnéjsku jakékoli, vstupuji do spole¢né kon-
verzace. Na obecnéjsiroviné jde o princip, kdy se svétlo,
pripadné pocasi stava stredem pozornosti. Osvicenstvi,
Jungiansky stin, mystické interpretace FrantiSka Drtikola,
stiny vracejici se ze zahrobi, abeceda tvorena svétlem...
svétlo a stin jsou pro lidstvo nekoneénym zdrojem obrazi-
vosti, protoZe na nich zasadné zavisi nas zivot.

O svétle se vétsinou uvazuje v souvislosti s barvou a ba-
revnym spektrem, barevny mysticky bauhasovsky guru
fika: ,Barva je zivot, protoze svét bez barev se nam jevi
jako mrtvy. Barvy jsou primarni myslenky, déti piivodniho
bezbarvého svétla ajeho protéjsku, bezbarveé temnoty.
Jako plamen plodi svétlo, tak svétlo plodibarvy. Barvy
jsou détmi svétla a svétlo je jejich matkou. Svétlo, tento
prvni fenomén svéta, nam prostrednictvim barev odhalu-
je ducha a zivou dusi svéta.“'° Barvy jsou pro Ittena détmi
svétla, barvy a u¢eni o nich maji myticky presah, ktery
dokazividét jediné vyvoleni (spoiler alert: nikoli vyvolené),
navic je zde zdlraznéna hierarchizace svétlaa barvy,
potvrzovana stale dokola rozkladem bilého paprsku skrze
hranol, ltten vnima barvu jako vyjeveni ducha véci. Vedle

BEZBARVY SVET,DOSTREDIVY STiN AMIZEJiCi PRAZDNOTA 21



toho mzeme postavit jiny, obdobné radikalni postoj,
prevzaty z u¢ebnice obecné psychologie: ,Je treba si
uvédomit, Ze barva nenivlastnosti materialu. Vnéjsi svét
je nebarevny; sklada se z bezbarvé hmoty a energie.
Hmota ma pouze schopnost absorbovat, odrazet nebo
propoustét elektromagneticke viny, jak je tomu u prihled-
nych téles. Mira absorpce zavisi na molekularni stavbé
télesa."" Treba by se dalo fict, Ze sitato dvé tvrzeni tak
docela neodporuiji, pokud bychom prijali predstavu, ze
molekularni stavba télesa mtize mit v sobé cosi mimo
hmotu, jak ji zname. Neni to tak strasné davno, co atomy
zacaly jako kulicky s hacky vazicimi se k sobé, mozna

by se tedy dala prijmout i myslenka, ze o molekulach
jesté nevime vSechno. Vedle sebe mlizou existovat dvé
naprosto odliSné vize svéta: jedna, kdy je svét v podstate

nez je svétlo (jako matka barvy).

V roce 1933 dokoncil japonsky spisovatel Dzuncird
Tanizaki svou esej Chvala stint, kde proti sobé pomérné
radikalné stavi japonskou a tzv. zapadni estetickou vnima-
vost. Do ¢estiny byla prelozena az vroce 1998, a presto-
ze je vystavéna znacné cernobile, pozoruhodné vibec
nezestarla. ,Z eho asivyrustal tento rozdilny vkus?

Mam dojem, ze my lidé z Vychodu hledame uspokojeni

v prostredi, do néhoz jsme byli zasazeni, zdame se byt
smireni se svou momentalni situaci. Kdyz je tma, nic nas
nepudi proti ni reptat, poddame se s pocitem, Ze se neda
nic délat. Je-limalo svétla, pak je malo svétla, amy se
plné pohfizime do tmy a sami od sebe v ni hledame krasu.
O pokrok véc¢né usilujici zapadni ¢loveék se naopak vécné
snazivylepsit svlj udél. Od svicky k lucerné, od lucerny

k plynovym lampam, od plynovych lamp k elektrickému
osveétleni - vécné touzi po vétsSim jasu a svétle a vynakla-
danemalé usilina odstranéni sebenepatrnéjsiho stinu.“*
Ac je zfejma urcita nadsazka, pripadné silna obrana

proti agresivnim a prekotnym inovacim, Tanizaki pojme-
novava jeden z kli¢(, jak vnimat a ocenit prazdné misto.
Pozornost misto toho, aby se zamérovala nanéco, coje
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velkolepé, vyprojektované, pripadné zamérne, muize byt
stejné tak uspokojena tim, do ¢eho nenivliozena energie
nazménu, co zkratka jen tak je anebo jesté Iépe, co ne-
okazale neni. Z této eseje ai ze samotného Uryvkujasné
vyplyva, jaky postoj Tanizaki zaujima ve vztahu k prazd-
noté, totiz typicky japonsky. V detailu popisuje brilantné
kvality prostoru, jakymijsou treba nedorec¢enost, pomala
proménlivost svétla, citlivost vici jemnému materialu,
pfipadné Spina. Spojnici mezi jeho pozorovanim a prazd-
nym mistem pak muze byt pravé vile vénovat pozornost
¢emusi, co nenasilné je, pripadné co si o pozornost nerika
hlasité.

Jim Jarmush v jednom z publikovanych rozhovort mluvi

o svém filmu, kde jsou prazdné ¢erné useky umoznujici
¢lovéku premyslet. ,V japonstiné existuje pojem ma, ktery
se neda nijak prelozit, ale oznaCuje mezery mezi vécmi,
ale v Japonsku je jeho vyznam v uméni dobre patrny,
tfeba u nékterych malift. Nebo u Ozua a Mizoguéiho.“*
Tvrdit, Ze nenijedinym umélcem, ktery hledainspiraciv ja-
ponském prostredi, by bylo stale zdrzenlivym tvrzenim,
vzhledem k tomu, co se napriklad v grafickém designu
odehralo vdobé, kdy skoncilaizolace Japonska v 19. sto-
leti. Japonsky design je stale vysoce a viditelné cenény,
ato prestoze soutézi s vizualni agresivitou, jednoduchosti
ajemnosti. Do diskuze o esteticke vnimavosti souCasné-
ho ¢lovéka tak stale vnasi zajimava témata, ktera se ale
toci napriklad i okolo transcendence. Minimalni prostred-
Ky totiz jeSté nemusi znamenat jednoduchost, a uz viibec
ne srozumitelnost.™

Senzibilita potfebna k ocenéni nezamérného detailu,
jakym muze byt treba prasklina v kameni, nebo jinych
podob prazdneho mista ve smyslu dér, prasklin, ryh,
svadiv nasem vnimani souboj s poutaci pozornosti,
které se ve 30. letech 20. stoleti neobjevovaly, presto

je to souboj principialné stejny. Figur je v naSem svété
tolik, Ze se z nich stava Sum véci a viem0, potencialni
konkurence chybéjicimu materialu. Kdyz se podivam na
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kamen, prazdnym mistem muzu myslet ryhu ve smyslu
figury, mdzu jim ale myslet i zbytek piskovce. Jesté vice
se to zkomplikuje, pokud tuto fotografii umistim na plakat
anebo pokud udélam téchto fotografii v adrspassko-
-teplickém arealu 300 a vytvorim z nich fotografickou
publikaci s tématem ryh, dér a prolaklin.

Joseph Albers fika v Interaction of Color: ,Dokud v hudeb-
nich skladbach slySime pouze jednotlivé tony, neslysime
hudbu. Poslech hudby zavisi na rozpoznani prostorti mezi
tény, jejich umisténi a rozestupu. (...) Jsme schopni slySet
samostatny ton. Ale témér nikdy (tedy bez specialnich
pristrojll) nevidime jedinou barvu bez vztahu a spojitosti

s jinymi barvami. Barvy se nam ukazuji v neustalém
pohybu, ve vztahu s proménujicimi se sousedy a podmin-
kami.“™®

Myslim si, Ze ryhu, diru, tunel &i jiné tvarové uréené prazd-
né misto samostatné vnimat dokazeme docela snadno
podobné jako jednotlivy ton. Jenze to, jestli jibudeme
vnimat jako prazdné misto zalezi na kontextu, teprve
kompozice definuje prazdné misto, a to bez ohledu na to,
jestlije filmova, divadelni anebo mimoumeélecka. Proto se
tedy domnivam, Ze prazdné misto samo o sobé neexis-
tuje. Stin se mlze stat stredem pozornostia zmast jazyk
ohledné toho, co myslim prazdnym mistem. Prazdné misto
ziemnuje vnimani, zaroven ho muaze jitrit. Méla bych si vy-
brat jedno konkrétni, to osekat na mikrocastice a posvitit
sinanéj, abych se stala spravnou Tanizakiho zapadackou.
Anebo muzu také ¢ekat, az se nékde kontextualné zjevi
apoté se ho snazit polapit a uvéznit napfiklad literaturou.
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In my pursuit of capturing empty space, | would like to
continue in the greenhouse. As someone bornin 1992,

I learned of the existence of Victorian greenhouses in the
most predictable way possible: by watching the Harry
Potter films. However, from the moment | set my middle-
-European foot on the island’s ground and discovered the
real beauty of a giant greenhouse, it was love.

This love, of course, was pre-arranged and therefore
quite accelerated as it was rooted in me thanks to the
Czech gardening tradition. Even the fallen brother of
greenhouses and orangeries, the plastic greenhouse,
deserves more attention in my opinion, and | am still
waiting patiently for a publication about it. After all, if there
is already a book about railway stations, blocks of flats
and train station pubs, aren'’t plastic greenhouses also
worthy? The plastic greenhouse keeps me wondering if it
isn’'t after all something between a glass greenhouse and
Japanese paper shoji walls, and if there isn’'t something
beautiful about it (despite the awareness of the cursed
material).

The airy constructions that do not destroy empty space
and diffuse light consist of a certain grid and provide
space for plants that otherwise could not survive and that
have (not only) made their way into literary history in the
form of one of Virginia Woolf’s most famous impressionist
short stories, The Gardens at Kew. This particular palm
greenhouse was created in 1844-48 by British architect
Decimus Burton, together with Irish cast iron foundryman
Richard Turner. In an almost identical period (1843-45),
agreenhouse was built in the Moravian Lednice-Valtice
area, and it was one of the first cast-iron structuresin the
Czechlands.

“The light fell either upon the smooth, grey back of
apebble, or, the shell of a snail with its brown, circular
veins, or falling into a raindrop, it expanded with such
intensity of red, blue and yellow the thin walls of water that
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one expected them to burst and disappear. Instead, the
drop was left in a second silver grey once more, and the
light now settled upon the flesh of a leaf, revealing the
branching thread of fibre beneath the surface, and again
it moved on and spread its illumination in the vast green
spaces beneath the dome of the heart-shaped and ton-
gue-shaped leaves. Then the breeze stirred rather more
briskly overhead and the colour was flashed into the air
above, into the eyes of the men and women who walk in
Kew Gardensin July.“"®

The beauty of a greenhouse and of buildings using glass
panels lies in the permeability between the inside and
the outside, the intangible principle becomes a figure.
Clouds pass by or a deep blue sky flashes through the
panels of glass. Itis raining, streams of water blur the
horizon, blurring vision, the rain is no longer visible, but
the sound demands attention and blends into the inner
world of the greenhouse. The light and the air inside,
humid and warm, and the outside air full of rain against it.
Or the crisp and clear frost in winter against the indoor
steam. Whatever the two states of inside and outside,
they enter into a mutual conversation. On a more general
level, itis a principle where light or weather becomes

the focus of attention. The Enlightenment, the Jungian
shadow, the mystical interpretations of FrantiSek Drtikol,
shadow figures returning from beyond the grave, the
alphabet made of light... light and shadow are an infinite
source of images for humanity because our lives depend
fundamentally on them.

Lightis usually discussed in terms of colour and the
colour spectrum, the colourful mystical guru of the
Bauhas says: “Colour is life, for a world without colours
appears to us as dead. Colours are primordial ideas,
children of the aboriginal colourless light and its counter-
part, colourless darkness. As flame begets light, so light
engenders colours. Colours are the children of light, and
lightis their mother. Light, that first phenomenon of the
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world, reveals to us the spirit and living soul of the world
through colour.”"”

To ltten, colours are the children of light. Colours and the
teaching about them have a mythical overlay that only
the chosen he (spoiler alert: not the chosen she) can see;
moreover, the hierarchy of light and colour is emphasised
here, confirmed over and over again by the decomposi-
tion of the white ray through the prism. Itten sees colour
as the revelation of the spirit of things. Alongside this

we can place another, similarly radical position, taken
from The Textbook of General Psychology: ‘It must be
remembered that colour is not a property of a material.
The external world is colourless; it consists of colourless
matter and energy. Matter has only the ability to absorb,
reflect or transmit electromagnetic waves, asin transpa-
rent bodies. The degree of absorption depends on the
molecular structure of the body.”*® Perhaps it could be
argued that these two statements are not quite contra-
dictory, if we accept the idea that the molecular structure
of abody can have something in it beyond matter as we
know it. It's not terribly long ago that atoms started out as
balls with hooks binding together, so perhaps one could
accept the idea that we don’'t know everything about
molecules yet. Two completely different visions of the
world can exist side by side: one in which the world is
essentially colourless, and one in which there is nothing
more important than light (as the mother of colour).

In 1933, the Japanese writer Junchiro Tanizaki com-
pleted his essay The Praise of Shadows, in which he
contrasted Japanese and so-called Western aesthetic
sensibilities in arather radical way. It wasn't translated
into Czech until 1998, and although it presents arather
black-and-white picture, it has remarkably not aged at
all. “But what produces such differences in taste? Inmy
opinionitis this: we Orientals tend to seek our satisfacti-
ons in whatever surroundings we happen to find oursel-
ves, to content ourselves with things as they are; and so
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darkness causes us no discontent, we resign ourselves
toitasinevitable. If light is scarce, then light is scarce;
we willimmerse ourselves in the darkness and there
discover its own particular beauty. But the progressive
Westerner is determined always to better his lot. From
candle to oil lamp, oil lamp to gaslight, gaslight to electric
light-his quest for a brighter light never ceases, he spares
no pains to eradicate even the minutest shadow.” While
some hyperbole is evident, or possibly a strong defence
against aggressive and hasty innovation, Tanizaki names
one of the keys to perceiving and appreciating empty
space. Instead of focusing on something that is specta-
cular, designed, or intentional, attention can be equally
satisfied with what is free of the energy for change, what
simply is or, better yet, what effortlessly is not. What is
clear from this essay, and from the passage itself, is the
position Tanizaki takes in relation to emptiness, which is
typically Japanese. In detail, he describes brilliantly the
qualities of space, such as its incompleteness, the slow
changeability of light, its sensitivity to delicate materials,
and possibly its filth. The link between his observation
and empty space may then be precisely the will to pay
attention to something that is unforced, or that does not
loudly demand attention.

In one of his published interviews, Jim Jarmusch talks
about his film where blank black sections allow one to
think. "There’s atermin Japanese, ma, which can't be
translated in any way, but it refers to the gaps between
things, in Japan its meaning is very clear in art, for exam-
ple in some painters. Or in Ozu and Mizoguchi."2° To say
that he is not the only artist who looks to the Japanese
environment for inspiration would be an understatement,
given for example what has happened in graphic design
since the end of Japanese isolation. Japanese designis
still highly and remarkably valued, even though it compe-
tes with visual aggressiveness by simplicity and subtlety.
Thus, it continues to bring interesting topics to the
discussion of contemporary aesthetic sensibility,
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also revolving around transcendence, for example.
Minimal does not necessarily mean simple, and certainly
not easily explicable.?'

The sensibility needed to appreciate an unintended
detail, such as a crack in a stone or other forms of empty
space in the sense of holes, cracks, furrows, for example,
is aduelin our perception with attention grabbers that did
not appear in the 1930s, yet the battle is fundamentally
the same. There are so many figures in our world that
they turninto a noise of things and perceptions, a po-
tential competition to the absent material. When | look at
a stone, by empty space | might understand a furrow in
the sense of a figure, but | might also use it to refer to the
rest of the sandstone. It gets even more complicated if

| put this photograph on a poster, or if | take 300 of these
picturesin the AdrSpach-Teplice area and make them
into a photographic publication with the theme of groo-
ves, holes and hollows.

Joseph Albers claims in Interaction of Colour: “In musical
compositions, so long as we hear merely single tones,
we do not hear music. Hearing music depends on the re-
cognition of the in-between of the tones, of their placing
and of their spacing. (...) We are able to hear a single tone.
But we almost never (that is, without special devices)

see a single colour unconnected and unrelated to other
colours. Colours present themselves in continuous flux,
constantly related to changing neighbours and changing
conditions.”

| think we can perceive a furrow, a hole, a tunnel, or other
shape-specific empty space separately quite easily, just
like a single note. It’s just that whether we perceive it as
avoid depends on the context. Only the composition de-
fines the emptiness, regardless of whether it is cinematic,
theatrical or non-artistic. Therefore, | believe that empty
space itself does not exist. The shadow can become the
focus and confuse the language as to what | mean by
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empty space. Empty space softens perception, but at the
same time it can sharpenit. | should pick one in particular,
chopitinto micro-particles and shed light on it to become
aproper Tanizaki’'s Westerner. Or | can also wait for it to
emerge contextually somewhere and then try to trap and
imprison it with words, for example.
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, , Neni slyset nic. Je tu takoveé ticho (veskeré zvuky snad
S A I\/I U R A J OV E A J I N E pohlcuiji vycpané kachny — pozn. &im jsou vycpané?), ze
svétem otrese, kdyz okolo projede viak. Zvuky zde maji
~ ~ ” diskrétni povahu, maji kolem sebe tolik prostoru, Zze se
P O H R E S OVA N E muzou roztahovat a predvadét.
Vytvaret néco o nicem. Barusko, ty musis mit vzdycky
O S O B Y néco extra, placla by se babi¢ka v kuchyni do stehen ajeji
vlasy byly v tu chvili stfredné sedé.

Proto jsem taky nic vytvaret nechtéla, sednu sina zamec-
ky parapet a udélam par dalSich o¢ek, nez dojdu k chybé
amusim vstat pro hacek se syté zelenou rukojeti. Snazim
se jenom prezit a zit. Vydechnu si, jako bych porad jesté
kourila. Kdyz byla moje babicka nazivu ajeji viasy byly tou
dobou jesté tmave Sedé, naucila mé plést. Jo, to by byl
pribéh, kdybychom od té doby pletly spolu, ale ne. Upletla
jsemdiky ni tretinu jedné Saly, zbytek musela dokoncit
onaapak jsem jianinenosila, protoze bylamoc tvrda
akousala. Dal jsem se ale rada divala do straslivé tézkého
Supliku plného barevnych lesklych jehlic, v Supleti nad
nimi byly nité a jesté nad nimi ostatni galanterie. Po leve
strané vaha, kapesnicky a pozdéji tablet, kterym sivolala
s australskou sestrenici Kvétou, a na kterém mi ukazovala
fotky mého nevlastniho synovce.

Babicciny véciifotky z pfitomného ¢asu mizi, presouvaiji
se do minulosti, misto nich kosSicek pro oSetrovatelku
aotazky nato, jestli nasi babi¢ku bijeme. Désim se, kdyz
ji prikladam ntizky na krk a chci ustfinnout ty nejjemnéjsi
vlasky na Uplné vyschlé poustniklzi. V tu chvili jsou vliasy
bilé jako chmyfii na zemi z nich posbiram jen titérny
chomacek. Jakmile udélam zub, zlistane babi¢ce na
hlavé mezera, ne jako ve vlasech dalSiho pohfeSovaného,
meého milého, co ma vlasu, ze by zacpaly babi¢ce odpad.
Strihat mizejiciho ¢lovéka je jako strihat malicke dité, uni-
ka ¢lovéku pod rukama a je presnéjsim ukazatelem ¢asu
nez hodinky. Désimé, ze uz babicce vlasky zpatky nena-
rostou, milého se strihat nebojim, strachuju se naopak,
ze zuby, které jsem strihala ja, se ztrati nékde v minulosti,
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zarovnaiji se cizim holicim strojkem a budou pryc¢. Jakoby
kazdé z téch prazdnych mist mélo jinou fatalnost.

Babicka mizi. Rozkopnuté backory, rozjedené ryzové
chlebicky, tretina mineralky.

To je miminko? Ukaze natelevizi znemocnic¢ni postele,
pak se prohne bolesti. Je tohle miminko? Miminko,
protoze jeho lebka je hola, ve skutecnostijde o Ceského
politika. Ja uz se v Zivoté nepostavim. Pro vas to musi byt
hrozny. Reknu: jsme radi, ze jsme tu s tebou, babi, ona vi,
zerikam, je to strasné tézky, babicko. Prazdné betonovée
parkovisté na mé krici. Velice lehka smirt.

Zmizi. Zatimco tan¢im na koncertu romské hudby, umira
avtom sameém ¢asovém okné mifika maj mily, ja t& miluju
achtél bych té polibit. Ona zmiziion, aby se znovu objevili
v okné luhacovické zamecké zahrady, ne, davno jsem to
pleteni zapomneéla, musela mé to naucit néjaka cizi lrka na
youtube, moje ruce si na ten chvat ale rozpomnély rychle.
Podivam se na Damu minci na no¢nim stolku, pastyrku na
kresle, technicky koberec a znovu silehnu. Jsem v Luha-
¢ovicich. Je o tolik pozdéiji, o nékolik mésicU, o spoustu
tydnl plnych prazdného mista. Zada se mi na par sekund
uvolni, nez sivzpomenou, ¢i jsou. Co potrebuju psataco
bych méla psat, jsou dvé uplné odliSné véci, mezi nimi
mezera, pres kterou se pokousim postavit most. Alespon
z lehké ocelové konstrukce. Jenze na ni prsi, prsina be-
ton, na kterém neustale slySim kola tatovy sanitky, vidim
¢ernéigelitky s urnami, vidim stiny, které jsou v kaluzich,

a kdyz se podivam na mrizku kanalu plni se vzpominkami
na spole¢nou navstévu Edenu, ktery uz nestoiji.

Nahodou se klubko problému znovu setkava na souslovi
svét duniciho a bzuciciho zmatku. Chci-li zkoumat prazdné
misto, musim zkoumat vnimani, ¢ili zacneme na poc¢atku
psychologie a viibec tyhlety krali¢inory... Sama sebe
pristihuju s ukradenym akademickym pamlskem v tlamic-
ce. Pustim ho na koberec a jdu studovat k véci, ale moje
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vnimani se misi a kolisa, zamlzené ¢asové trhliny, vraci se
mi ¢asova okna a probouzim se se zpocenyma zadama
na gaucipred prazdnym ramem, je noc, je léto, vSichni

uz odesli, na chvili mi chybi ramec, ale pak se objevi. Svét
duniciho a buciciho zmatku si vystavim na zed. Nemohla
by sis to prazdné misto alespon trochu zuzit? Néjak ho
minimalizovat a odosobnit. Tunelem se provrtam daleko,
tedy do Japonska, vzdyt co je lepSim lékem na horror
vacuinez laska k prazdnoté.

Emeritni profesor The University of Tokyo, Robert Cam-
pbell, mluvi ve videoprednaskach o obrazech samuraju
atrikrat za sebou se zadrhne, aby nerekl slovo smrt.
Misto knoflick( ma uprostred kosile ploSinku, je to asi
japonskeé prazdné misto, ktere jesté neznam. Pohladim
ho v duchu po kosilové plosce na hrudniku, tam, kde
rozrezalimého tatu, aby se zjistilo, jestlijsme ho naho-
dou nezabili my. Zjistit pricinu umrti, pojmenovat téma
inscenace, dopatrat se priciny, pro¢ maji Japoncivsude
tolik prazdného mista. Zatimco porad jesteé fyzicky pletu
nekonecné dlouhou $alu, nachazim se virtualné v pred-
naskovém cyklu Words Spun Out of Images: Visual and
Literary Culture of Nineteenth Century Japan. Sato Issai
(ve véku 50 let) na portrétu Watanabe Kazana napadné
mic&i. 1 vSichni dalSi samurajové, portrétované krasky mici.
Neni co fict, nad hlavami se jim vznaseji nékdy strohé
informativni, jindy manifestove texty a diky prazdnému
mistu mezi nimi a textem vznika prostor pro dialog, ktery
neni nic¢im prehluseny. Cist mezi fadky Ize jeding, pokud
meziradkovy proklad existuje (obrazné feceno).

Satd Issai, kachny, geishii Vincent van Gogh mi¢i, a snad
proto mé mi tfi pohreSovani nikdy neopousti, vmackavaji
se do mezer, které se mi nabizeji, a vyuzivaji vzpomin-

Ky, prostory a hudebni pomlky k tomu, aby se do nich

v nestrezeny okamzik schovali a zlistali se mnou. Je tu
hrozné moc mista, na kolonadé. Jenze kdyz se snazim
interpretovat prazdnotu, je to pro mé prilis tézkeé, skocido
ni okamzité jeden z nich, nékdy dva, jindy vSichni tfi, Casto
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o nich ml¢im, jen aby mé uz nechali byt, coz je ostatné
taky k tématu. Nenachazim zpuasob, jak s témi trhlinami,
prarvami, tunely a dunamivzpominek zit, presto ale
pokracuju.

Japonsky profesor ma holou lesklou lebku, roz¢ilimé
pokazde, kdyz se zakokta pri slove sort-of-sort-of-death.
Zacalajsem svoje Uvahy o prazdném misté, bez toho

aniz bych védéla, co bude nasledovat. Na lesklé lebce je
spousta prostoru pro imaginaci, vzpomenu si, ze nejlep-
Sim zviretem pro filmové ztélesnéni ticha je podle Alaina
Corbina kocka. Ta se pohybuje ve vysokeé travé zahrady
luhacovického zamku. Koukame na sebe tak dlouho, ze
by to mozna zaujalo i Bélu Tarra. Pak jako nic kocka ode-
jde, jako bychom spolu deset minut nestaly, ja v okné, ona
v zahradé, a neziraly na sebe. Je skutec¢né ticha, protoze
daleko a také mé opousti, ji to ale nemam za zlé, protoze
to cekam.

Tanizaki popisuje stavbu japonskych interiérovych
vyklenkU tokonoma: ,Pri stavbé této oddélené prohlubné
v prostoru maji k dispozici jen holé drfevo a holé stény
avse zalezijen natom, jak a kde svételné paprsky,
vpusténé do vyklenku, vrhnou do jeho nitra tmavy stin.
Jetojen pouhy stinamy to vime. A prece pokazdé, kdyz
pohlédneme na tmu, do niz se nofi prostor za drevénym
nadprazim tokonomy, prostor v okoli vazy s kvétinami ¢i
prostor pod poli¢kou, vzdy znovu podlehneme dojmu, ze
zde panuje dokonala tisina, ze v téchto stinnych zakou-
tich vladne neskonaly, ni¢im neruseny klid amir.(...) Coje
klicem k teto zahadé? Rozlusténije prosté: je jim kouzleni
se stiny. Kdybychom stiny z koutt vyklenku vypudili,
tokonoma by se razem stala zase jen holou prazdnotou.“®

Ryha, dira, trhlina a jejich pribuzné maji dar ukazovat na
akci, ktera k nim vedla. Jsou idealnim materialem pro
detektivku. V divadelnim prostredi existuje jedna z nej-
znaméjsich ¢inohernich ¢echovovskych poucek, ze kdyz
se najevisti objevirevolver, musi se z néj do konce
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predstavenivystrelit. Z této poucky necerpajijen vSech-
ny dily detektivek, ale obecnéji se da vztahnout pravidlo
na zamérnost vumeéni. Nékdo na jevisté ¢ido televizni
obrazovky véc umistil a Ize tedy pravdépodobné vysle-
dovat divod pro¢, pokud se nejedna o rovinu naschvalu.
Stin ale neschovava totéz, snad jen pokud jde o stin v Hit-
chcockové filmu. Stin poskytuje prostoru Sanci uchovat
sinéco, co je nevyréené, nebo co neni potreba dorikavat
do konce. Nejde pritom jen o pole pro predstavivost, ale

i o pole pro mi¢eni. Zalezi natom, &eho jsme v danou chvili
schopniak ¢emu jsme ochotni. Jakoby v sou¢asné dobé
bylo ¢im dal tim tézsi miIcet a nic tim nemyslet, proto se
musi ve filmu objevit kocka, aby k tomu dopomohla.

Pokud revolver zaradim do stejné kategorie jako dalsi
divadelni rekvizity, bude znamenat néco jiného, nez kdyz
ho umistim do skupiny spole¢ného osudu spolu s déro-
vackou. Pokud ma micici samuraj po boku svUj me¢, neni
to nahodna dekorace. Pokud na tom meci dokonce drzi
ruku, fika mezi Fadky vic nez Cechov. V obou pfipadech
ale podporitvrzeni, ze ryhy, diry, trhliny, Skrabance a dalsi
analogické podoby prazdného mista odkazuiji k néjaké
akci, jevi se mi tedy vétsinou pIné vyznamu. Pdjde-li

o zlom v kameni, bude odkazovat k obrovske tektonicke
sile, ktera mlize stale existovat, ale plisobi v tak Sirokém
¢asovem pasmu, ze jeji silu nezaznamename, ackoli
stojime pravé uprostred ni. PUjde-li o diru v briSe posta-
vy filmu Smrt ji slusi, bude odkazovat ke zbrani drzené
Madeline Ashtonovou (Meryl Streep), k nesmrtelnosti
Heleny Sharpové (Goldie Hawn), m(zZe odkazovat k mé
vzpomince na pohreSovaného tretiho, ktery se schoulido
klubicka a vyplni Goldie Hawn bficho.

Dira sama o sobé vypravi ten nejmensiz moznych
pribéhu. Nebyla tu a nynitu je. Bud'tu zlistane, anebo
zmizi. Pokud je opodal i samurajsky me¢ anebo bazuka,
pak je detektivni pribéh u konce, dira v pribéhu se vyplni.
Pokud jsou opodal urna nebo zapomenuté ponozky, pak
se pribéh zac¢ina komplikovat, rozvijet a hybat a mize
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vést tfeba do rohu Spatné osvétlené mistnosti smérem
k prazdnoté. Stin je daleko komplikovanéjsim prazdnym
mistem, protoze se narozdil od diry do uplného vyctu
interpretovat neda, mozna praveé proto je utésny pro
vSechny, kdo truchli.
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There’s no sound. It’s so quiet (all sounds are perhaps ab-
sorbed by the stuffed ducks - note: what are they stuffed
with?) that the world is shaken when a train passes by.
The sounds here are discreet, with enough space around
them to stretch out and show off.

To create something about nothing. Barbs, you must
always have something special, Grandma would slap her

thighs in the kitchen, her hair medium grey at that moment.

That’s why | didn’t want to create anything anyway, | sit on
the castle windowsill and make a few more loops before

I make a mistake and have to get up to get the hook with
the deep green handle. 'm just trying to survive and live.

[ exhale like I'm still smoking. When my grandmother was
alive and her hair was still dark gray at the time, she taught
me to knit. Yeah, that would be a story if we'd knitted
together since then, but no. Thanks to her, | knitted a third
of one shawl. She had to finish the rest, and then | didn'’t
even wear it because it was too hard and scratched. Still,

| enjoyed looking at the terribly heavy drawer full of colou-
rful shiny needles, with the yarn in the drawer above them
and the other haberdashery stillabove that. On the left
was a scale, tissues, and later a tablet, which she used to
call her Australian cousin, Kveta, and showed me pictures
of my step-nephew.

My grandmother’s things and photos disappear from the
present, moving into the past, replaced by a basket for the
nurse and questions about whether we beat her. | cringe
as | put the scissors to her neck, wanting to cut the finest
hairs on her completely dried desert skin. At that moment
her hair is white as fluff and | can only pick up a tiny tuft of
it onthe ground. Once | cutituneven, agapis left on my
grandmother’s head, not like the hair of another missing
person, my beloved, who has hair that would clog my
grandmother’s drain. Cutting a disappearing man’s hair is
like cutting a tiny child’s hair, it escapes under one’'s hands
and is amore accurate indicator of time than a watch.
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It scares me that my grandmother’s hair won'’t grow back,
I’'m not afraid to cut my beloved's hair, 'm worried instead
that the teeth | cut will be lost somewhere in the past,
aligned by someone else’s razor and gone. It'sasif each
of those empty spaces has a different fatality.

Grandma’s disappearing. The kicked-up slippers,
the eatenrice cakes, a third of her mineral water.

Is that a baby? She points at the TV from the hospital
bed, then sagsin pain. Is this the baby? A baby because
his skullis bare, he’s actually a Czech politician. I'll never
stand up again. It must be terrible for you. I'll say, we're
glad we're here with you, Grandma, she knows | say,

it’s terribly hard, Grandma. The empty concrete parking
lot screams at me. A Very Easy Death.

She’s gone. While I’'m dancing at a Roma music concert
she dies and in the same time frame he tells me my dear

I love you and | would like to kiss you. She disappears

and so does he, only to reappear in the window of the
Luhacovice castle garden, no, | had long forgotten the
knitting, some foreign Irish girl on YouTube must have
taught me again, but my hands quickly remembered the
move. | look at the Lady of Coins on the bedside table,
the shepherdess on the chair, the technical rug and lie
down again. I'min Luhacovice. It is so many months later,
anumber of weeks full of empty space. My back relaxes
for a few seconds before it remembers whose it is. What

I need to write and what | should write are two completely
different things, a gap between them that I'm trying to
bridge. At least with lightweight steel construction. Except
it's raining on it, pouring on the concrete where | can hear
the wheels of my dad’s ambulance constantly, see the
black plastic bags of urns, see the shadows that are in the
puddles, and when | look at the grid of the canal it fills with
memories of visiting Eden together, which is no longer
standing.
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Coincidentally, the ball of problems meets again at the
phrase a blooming buzzing world of confusion. If lintend
to explore the empty space, | must explore perception,
so let’s start at the dawn of psychology and these rabbit
holesin general... | catch myself with a stolen academic
treatin my mouth. I drop it on the carpet and go study

to the point, but my perceptions shuffle and fluctuate,
time cracks blur, time windows return and | wake up with
a sweaty back on the couchin front of an empty frame,
it’s night, it's summer, everyone has left, | miss the frame
for awhile, but then it appears. | put the world of rumbling
and buzzing confusion on my wall. Couldn’t you at least
narrow the empty space a little? Somehow minimize it
and de-personalize it. | shall tunnel far away, to Japan that
is, for what better cure for horror vacui than the love of
emptiness.

Emeritus Professor at The University of Tokyo, Robert
Campbell, speaks in video lectures about the images of
samurai and stutters three timesinarow not to say the
word death. Instead There are no buttons in the middle of
his shirt, just fabric; it’s probably Japanese empty space
I’'m not familiar with yet. | mentally pat the shirt on his
chest, where they cut my dad open to see if we acciden-
tally killed him. To find out the cause of death, to name the
theme of the production, to find out why the Japanese
have so much empty space everywhere. While | am still
physically knitting an infinitely long scarf, | find myself
virtually in the lecture series Words Spun Out of Images:
Visual and Literary Culture of Nineteenth Century Japan.
Sato Issai (aged 50) is conspicuously silent in his portrait
of Watanabe Kazan. All the other Samurai, the portrayed
beauties, are also silent. There is nothing to say; someti-
mes informative, sometimes manifesto texts float above
their heads, and the empty space between them and the
text makes room for a dialogue that is not overridden by
anything. The only way to read between the lines is if the-
reis a spacing between the lines (figuratively speaking).
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Sato Issai, the ducks, the geishas and Vincent van Gogh
are silent, and perhaps that is why my three Missing Ones
never leave me, squeezing themselves into the gaps

that offer themselves to me, using memories, spaces

and musical dashes to hide in them and stay with me at
unguarded moments. There’s an awful lot of space here,
on the colonnade. It’s just that when | try to interpret the
emptiness, it’s too hard for me, one of them jumpsin
immediately, sometimes two, sometimes all three, and

| often keep quiet about them, just to let them leave me
alone, whichis also on the point. | don’t find a way to live
with the cracks, fissures, tunnels and dunes of memories,
butlgo onanyway.

The Japanese professor has a bare, shiny skull. He
makes me mad every time he stammers at the word sort-
-of-sort-of-death. | began my contemplation of the empty
space not knowing what would follow. There’s plenty of
room for imagination on a shiny skull; | recall that the best
animal for the cinematic embodiment of silence, accor-
ding to Alain Corbin, is a cat. It moves in the tall grass of
the garden of the chateau of LuhaCovice. We stare at
each other for so long that it might have intrigued Béla
Tarr. Then, as if nothing had happened, the cat leaves,

as if we hadn'’t been standing together for ten minutes.
linthe window, itin the garden, staring at each other. Itis
really quiet because itis far away and it also leaves me,
butldon’t blame it because | expect it.

Tanizaki describes building Japanese alcoves in the fo-
llowing manner: “An empty space is marked off with plain
wood and plain walls, so that the light drawn into it forms
dim shadows within emptiness. There is nothing more.
And yet, when we gaze into the darkness that gathers be-
hind the crossbeam, around the flower vase, beneath the
shelves, though we know perfectly wellit is mere shadow,
we are overcome with the feeling that itis mere shadow,
we are overcome with the feeling that in this small corner
of the atmosphere there reigns complete and utter silen-
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ce, that here in the darkness immutable tranquillity holds
sway. The mysterious Orient of which Westerners speak
probably refers to the uncanny silence of these dark pla-
ces. And even we as children would feel an inexpressible
chillas we peered into the depths of an alcove to which
the sunlight had never penetrated. Where lies the key to
this mystery? Ultimately it is the magic of shadows. Were
the shadows to be banished fromiits corners, the alcove
would in that instant revert to a mere void.”?*

The furrow, the hole, the crack and their relatives have
the gift of pointing to the action that led to them. They're
perfect material for a crime story. There is a famous
Chekhovian maxim in the theatre that when a revolver
appears on the stage, it must be fired by the end of the
performance. Someone has placed the thing on stage or
on the television screen, and one can probably trace the
reason why, unlessitis on the level of mockery. Shadow,
however, does not hide the same thing, except perhapsin
the case of the shadow in Hitchcock's film. The shadow
gives the space a chance to preserve something that is
unspoken, or that doesn’'t need to be said until the end.
Itis not only a field for the imagination, but also a field for
silence. It depends on what we are capable of and willing
todointhe moment. As ifitis getting increasingly difficult
to keep silent and not think anything at the moment, that
is why the cat must appear in the film to help this.

If I place the gunin the same category as other theatrical
props, it willmean something different thanif | place it

in the group of common fate along with the punch. If the
silent samurai has his sword by his side, it’s not aran-
domdecoration. If he even has his hand on that sword,
he’s saying more between the lines than Chekhov. In both
cases, however, he supports the claim that the furrows,
holes, cracks, scratches and other analogous forms of
empty space refer to an action, so they seem to me mostly
full of meaning. Ifit's a fracture in arock. It will refer to

a huge tectonic force that may still exist, but operates
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over such awide time span that we don't detect its force,
even though we're standing right in the middle of it. If

it's a hole in the belly of a character in Death Becomes
Her, it will refer to the gun held by Madeline Ashton (Meryl
Streep), to the immortality of Helen Sharp (Goldie Hawn),
it may refer to my memory of the missing third who curls
up into aball and fills Goldie Hawn'’s belly.

The hole itself tells the tiniest of possible stories. It wasn’t
here and now itis. It's either here to stay or disappear. If
there is a samurai sword or a bazooka nearby, then the
detective story is over; the hole in the story is filled. If the
urn or the forgotten socks are left behind, then the story
begins to complicate, to unfold and move, and may lead,
for example, into a corner of a poorly lit room heading
towards emptiness. The shadow is a far more complica-
ted empty space because, unlike the hole, it cannot be
interpreted into a complete enumeration; perhaps that is
why it is comforting to all who mourn.
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Svatky travim v Maroku, v zemi, kde Vanoce neexistuiji.
Plnost, kterou tu zpritomnuji arabesky ajiné bohaté
ornamenty objevujici se na keramice, kobercich,
dlazdicichijinych predmétech profanniho ptvodu, tu
napadné vycniva z kamennych kopcU, na kterych neni
zadna stavba, jen sem tam se ukaze v niziné pole nebo
latkovy pristresek a pak jako rana z istého nebe sur-
farskeé vesnicky a o nékolik desitek metrti zas jen oslik,
latkovy pristresek, kamenia cesta. Na pobreziregionu
Sus-Massa je patrny davny portugalsky vliv. Jediné, ceho
jsem se tu désila, bylo, Ze sehraju partii Lukase Panka

v Lasce vdobé globalnich klimatickych zmén, ktery se
ocitne ve slumu, jen aby od své milenky nasledné zjistil,
ze to ve skute¢nosti byla normalniindicka Ctvrt. Tady mé
poprve dobéhla myslenka, Ze moje predstava o tom, coje
prazdny prostor, se mlze prevratit vzhiru nohama.

Od mistnich jsme se dozvédéli, Ze taméjsi zakony neu-
moznuji vlastnit k domu zahradu, veSkera nezastavéna
puda patrikrali. Prazdné misto neni néjaky typ luxusu,

ale pravidlo ur¢ené zakonem.

Tereza Bonaventurova ve své diplomoveé praci Luxus
prazdnoty o vizualnim smogu v ceskych méstech ¢as-
te¢né navazuje na podobné zamérenou praci z naseho
prostredi Veroniky Rut Fullerove z roku 2015. Mimo jiné
zde skrze fotografickou dokumentaci tematizuje problém
agresivnich velkoformatovych reklam a prostrednictvim
juxtapozice obraz( ukazuje na rozdil, ktery pro vnimavost
tvorifasady bez reklam a s reklamami. Pripadné uvadi
rtzné velkoformatové billboardy a humorné obrazové si-
tuace, které Ize také vztahnout k mnozicim se problémim
s kolonizaci lidské pozornosti, a to jak ve verejnem, tak
soukromém prostoru prostrednictvim rozristajicich se
funkci chytrych telefont a dalSich technologii. Na obecné
spolecenskeé urovni se mluvi o ztraté nudy, tékavosti
pozornosti, Uzkostné spolecnosti?®, tlaku na efektivnéjsi
vyuzivanivolného ¢asu, o svételném smogu... V prostre-
di grafického designu se periodicky zminuje nutnost
vizualni kultivace prostredi, atoiv pripadé napr. détskych
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Skolnich pomucek. Co tedy zbyva dal jako reseni? Topos

vanocni utéky do Maroka a zirani na haldu kameni?
Pokud je stale tézsi nalézt ticho nebo tmu, Uték do stinu
pozornosti se nabizi.2® Byt neustale k dispozici bez
jakékoliregulace muze jednodusSe vést Clovéka k tomu, ze
nikdy nezaziva pocit koncentrované samoty, ktera nemu-
si byt osaméla. Také je mozné vystavét celou Snedi ulitu

z toho, Ze pokud neni ¢lovék konfrontovany s nutnosti byt
sam pripadné v klidu, zacne se branit samoté (pripadné
klidu), aby viibec nemonhly pfijit, Sim méné je s nimive
styku, tim vice se jich boji a tim méné je proti nim odolny.
Snaha tento problém resit pak nabyva podoby vytloukani
byt treba aplikace, které mé upozornuiji, abych stravila
néjaky ¢as v klidu sama se sebou.

Ve snaze dopatrat se co nejkonkreétnéjsiho procesu vni-
mani a zpusobu, jakym organizujeme informace a viemy,
jsem se dostala az Williamu Jamesovi, jednomu z americ-
kych zakladatel(l védecké a empirické psychologie, ktery
pise, ze kdybychom ztratili schopnost interpretovat infor-
mace, vnimali bychom svét jako dunici a bzucici zmatek.
W.James zemrel v roce 1910 a tak jiz nedostaneme Sanci
prozit sdileny vtip a polozit mu otazku, jestli uz podle néj
svét duni a bzucidostatec¢né, abychom se kone¢né mohli
nainterpretacivykaslat, nebo jsme jen uffiukania mame
to dal zkouset. Nastésti ale zileme v zemi turistickych
znacek, chatovych osad, luhacovickych lazni ajihoCes-
kych rybnik(, horskych skrysi, které unikly Instagramu
ajsou tu tedy jeste urcité koutky, kde Ize nepremyslet nad
reklamou k pronajmu.

Asi tak pred osmilety jsem se zui¢astnila zacatecnického
podnikatelského kurzu, ktery obsahoval celou sekcina
témajak vytvaret inovace. Ustfednim tématem pred-
nasky byla myslenka, Ze neni treba vymyslet néco uplné
nového - v mnoha pripadech to dokonce ani nenidobry
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napad, protozZe lidé reaguji na zmény konzervativné a vy-
berou siv prekvapivé vétsiné pripadd znaméjsi variantu,

i kdyz je prokazatelné horsi. Z toho vyplyva, ze seznamo-
vat lidi s nécimradikalné novym nemusi byt Uspésnou
obchodni strategii, na rozdil od mensich promyslenych
vylepseni.

Ackoli se ani tomuto kurzu nepodarilo mé nadchnout pro
byznys, premyslelajsem diky nému od té doby o vécech,
kterym serika diry natrhu, adiky Skole je i zac¢ala blize
sledovat. Jestli sinéco skute¢né pro svou tvorbu preju,
tak je to misto, ze kterého se mé nebude nikdo pokouset
vytlagit, najit prostor, ktery bude neohrozené maj. Myslim
si, Ze takové misto ve vnéjSim svété nemuze udrzitelné
existovat, zvlast ne vdobé, kdy je cely svét propojeny
aposedly hledanim novych véci. Toto bezpecné prazdne
misto si ale drzim v hlavé a snazim se ho uchovavat.

Jako grafic¢ti designérijsme posedli vyplhovanim nebo
naopak nevyplnovanim prostoru.?” Pismo, mrizka, okraje,
format, sloupce, policka, pole, pravidla, proklady, pravidla
radku, pravidla odstavcu, pravidla objektt i opakovani
tvaru, ze kterych se skladaji litery. Kdyz uz jsou pravidla
nastavena, tak porusovani pravidel. Jeden z prvnich vtipU
o grafickych designérech, ktery jsem slySela, znél, ze
grafikova idealni prace je takova, pri které nenavrhuje nic.
~Jabych tu fasadu nechal prazdnou, pro¢ na ni musite mit
polep, vzdyt je to hnusny. Kouknu se do vylohy a prece
vidim, ze je tam reznik.” Nemusijit pritom o vyznavani
hesla, ze méné je vice, ke kterému ma navic kazdy nékolik
pripominek a poznamek pod ¢arou, protoze jde o heslo
podobné frustrujici jako Cisarova holinka. Premyslim

nad tim tak, ze jde o nechut k tomu navrhovat dalsi objekt
do mista, kde uz objekt existuje, jen mu nenivénovana
dostatec¢na pozornost (napf. neopravena fasada). Jde

v mnoha pfipadech o nechut brat pozornost nééemu,co
uz o ni beztak prichazi, co je opomijené. V tomto sméru
odvadéji botanici mnohem lepsi praci, protoze rostliny
potrebujik zivotu prostor, stejné jako lidé, mozna je tedy
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jediny problém prehlceni verejného prostoru vtom, ze
plakat nebo vytré nejde udusit...

Prazdné misto mlze byt plné, a presto se bude jednat

o pozadi. Je to velice prosté a fascinujici zaroven, maze
se to stat naplni celé umélecké drahy a jesté ke vSemu se
nas vztah k tomu, co vyhodnocujeme jako prazdné a jako
plné, mize podle okolnosti ménit do kontinua variant.
Pozadim je potom zkratka Sum, at uz zvukovy nebo
vizualni, ajeho pozorovani se mlze odehravat v botanicke
zahradé i uprostred experimentalniho romanu.

Sumem se mlzou statiinformace, které jsou velice dtile-
Zité, nejvétsi vaznou vyzvou tedy neni pristup k informa-
cim, ale srozumitelné podani a strukturovani téch, které
jsou podstatné, divéryhodné a politicky nezmanipulova-
né. To uz je pomérné ambicidzni plan pro designérskou
pracis vyznamem a zaroven nekonec¢né volné pole.
Jako designéfi pak mame obrovsky prostor plisobnosti
otevirajici se v uzivatelském rozhrani. Preskupovani, pra-
ce s pozornostia ¢lenéniinformaci zda se mi byt nasim
uménim kresby na klasickeé akademii predmoderni doby.
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I spend the holidays in Morocco, a country where Christ-
mas doesn'’t exist. Here, the fullness of arabesques and
other rich ornaments appearing on ceramics, carpets,
tiles and other objects of prolific origin stand out promi-
nently from the rocky hills, where there are no buildings,
only afield or a cloth shelter here and there in the valley,
and then, like a strike from the clear sky, a surfing village,
and a few dozen metres later, only a donkey, a cloth shel-
ter, stones and aroad. The coastline of the Sus-Massa
region shows an earlier Portuguese influence. My only
fear here was of playing the part of Lukas Panekin Love
in the Age of Global Climate Change, who finds himself
inaslum, only to find out later from his lover that it was in
fact a normal Indian neighbourhood. This is where the
thought first hit me that my idea of what empty space is
could be turned onits head. We learned from the locals
that the laws there don't allow you to own a garden by
your house, all unbuilt land belongs to the king. Empty
space is not some kind of luxury, but arule set by law.

Tereza Bonaventurova’s diploma thesis Luxury of Emp-
tiness on visual pollutionin Czech cities is partly based
onasimilarly focused work by Veronika Rut Fullerova
from 2015. Among other things, through photographic
documentation she addresses the problem of aggressive
large-format advertisements and highlights through jux-
taposition of images the difference that facades with and
without advertisements make for our perception. Alter-
natively, she presents various large-format billboards and
humours image situations that can also be related to the
multiplying problems of the colonization of human atten-
tion, both in public and private space, through the expan-
ding functions of smartphones and other electronic tech-
nologies. On a more general level, we speak of boredom,
the volatility of attention, an anxious society??, pressure
to use leisure time more efficiently, light pollution...In the
graphic design environment, the need for visual cultivati-
on of the environment gets mentioned periodically, even
in the case of e.g. children’s school supplies. So what is
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left as a solution? The topos of a walk in nature? Or in the
more exotic version: Christmas escapes to Morocco and
gazing at a pile of stones?

If silence or darkness is getting harder to find?°, escaping
into the shadows of the spotlight seems to offer itself.
Being constantly available without any regulation can
simply lead one to never experience a sense of concen-
trated solitude that in the end doesn’'t have to be lonely
atall. Itis also possible to construct an entire snail’s shell
out of the observation that if one is not confronted with
the need to be alone or quiet, they begin to resist solitude
(or quiet) so that it cannot come at all; the less one isin
contact withit, the more one fears it and the less resistant
oneistoit. Trying to solve this problem then takes the
form of digging one’s grave on multiple levels, the most
elegant of which may be the apps that remind me to
spend some quiet time alone with myself.

In an attempt to get as specific as possible about the
process of perception and the way we organise infor-
mation and sensations, | came across William James,
one of the American founders of scientific and empiri-
cal psychology, who wrote that if we lost the ability to
interpret information, we would perceive the world as

a blooming, buzzing confusion. W. James died in 1910, and
so we no longer get the chance to experience the joke he
shared and ask him whether he thinks the world is already
humming and buzzing enough for us to finally give up on
interpretation, or whether we are just whiny and should
keep trying. But fortunately, we live in aland of tourist
signs, cottage villages, Luhacovice spas and South Bo-
hemian ponds, mountain hideaways that have escaped
Instagram, and so there are still certain corners where
one can think outside the advertising opportunities.

About eight years ago, | attended a beginner’s entrepre-

neurship course that included a whole section on how to
innovate. The central theme of the lecture was the idea
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that there is no need to invent something completely
new — in many casesit’'s not even a goodidea, because
people react conservatively to change and will choose
the more familiar option in a surprising majority of cases,
evenifitis demonstrably worse. This suggests that intro-
ducing people to something radically new, as opposed to
smaller, thoughtfulimprovements, may not be a success-
ful business strategy.

Even though even this course failed to get me excited
about business, it has made me think about market gaps
ever since and thanks to the school | started to observe
them more closely. If there’s one thing | really want for

my work, it's a place that no one will try to push me out of,
tofind a place that is fearlessly mine. | don'’t think such
aplace can exist sustainably in the outside world, espe-
cially not in atime when the whole world is connected
and obsessed with finding new things. But | keep this safe
empty space in my head and try to preserveit.

As graphic designers, we are obsessed with filling or

not filling space.®° Font, grid, margins, format, columns, 30 Miiller-Brockmann, J.:
boxes, fields, rules, spacing, paragraph rules, column S‘:S‘:;{S;ev’gsug graphic
rules, object rules, and the repetition of shapes that communication manual
make up letters. Once the rules are set, the rules can get S;g;fg‘ﬁ;‘éi‘ﬁg%’i@e
violated. One of the first jokes | ever heard about graphic  dimensional designers.
designers was that agraphic designer'sideal jobisone ~ J2reterniagiveras,
in which he designs nothing. "I'd leave the facade blank,

why do you have to have a covering oniit, it's ugly. | look

in the shop window and | can see the butcher’s shop."

This does not have to be a case of less is more, to which

everyone has several comments and footnotes, because

itis a phrase that is as frustrating as Jan Cisar’s rubber

boot. The way | think of itis that it is about a resistance

to designing another object in a place where an object

already exists, but is just not given enough attention (e.g.

an unrepaired facade). Itis, in many cases, a refusal to

take attention away from something that is already being

neglected anyway. Botanists do a much better job in this
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regard, because plants need space to live, just like peop-
le, so maybe the only problem with cluttered public space
is that a poster or abillboard can’t be suffocated...

An empty space can be full and still be considered
background. It’s very simple and fascinating at the same
time, it can become the focus of an entire artistic career,
and on top of that our relationship to what we evaluate as
empty and full can change into a continuum of variations
depending on the circumstances. The background is
then, in short, noise, whether auditory or visual, and its
observation can take place in a botanical garden or in the
middle of an experimental novel.

Eveninformation thatis very important can become
redundant, so the most serious challenge is not access to
information, but the intelligible presentation and structu-
ring of information that is relevant, credible and politically
unmanipulated. That’s already a pretty ambitious plan for
design work with meaning and at the same time an infinite
open field. As designers, we then have a huge scope of
action opening up in the user interface. Rearranging,
working with attention and structuring information seems
tome to be our art of drawing in the classical academy of
pre-modern times.
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A A

Ve skupiné najdéte 3 avice In a group find 3 or more
prazdnych mist. Udélejte empty spaces. Make

z nich stred pozornosti tim, a focus of attention out of
ze k nim vytvorite galerijni them by creating gallery
popisek. Zdokumentujte. labels toit.



Ve skupiné si vyberte jednu In a group choose one of
obalku obsahuijici prazdné the envelopes containing
misto. Najdéte co nejvice empty spaces. Find as
moznych zpusobu jak ho many different ways to use
vyuzit. Zdokumentuijte. it as possible. Documentit.




slova

C
mapu

Vystrihnéte z konce
této knizky. Vytvorte
z nich mapu.
Zdokumentujte. Vytvorte
jinou myslenkovou,
zdokumentujte, opakujte.
Pokud vas karty zajimaiji,
vytvorte podle nich vlastni
prazdného mista.

atlas

mysSlenkovou

C

Cut out ISl from the
end of this book. Make
EYmindmapfelfialsing!
Document it. Create

a mindmap of
them. Document it, repeat

again. If you are inspired by

the cards create your own

empty spaceEliE§and use
them as a starting point.




Prineste fotografie
svych predku, vystrizky
Z casopisu, pohledy nebo
staré knihy. Vytvorte

Kroniku spolecne rodiny,
ktera nikdy neexistovala.
Premyslejte o spolecnych
zajmech, rodovych
zalibach, poctech potomku,
vybérech partneru.

Bring photos of your
ancestors, magazine cut-
-outs, postcards, or old
books. Create a chronicle
of your common family
that never existed. Think
about their interests,
family hobbies, numbers of
descendants, choices of
partners or mysteries.
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When entrepreneurs are looking

for ahole in the market to establish
their next startup, they try to find an
unoccupied space to apply their in-
novations. When someone dies, they
leave kicked-up slippers, the eaten
rice cakes, a third of mineral water

in their apartment. Proof that they‘re
not only not here, they‘re missing.
People can be dead physically and
metaphorically, the empty spacein
asingle-celled organismisidentical
to the onein the universe, as long

as we draw bothin lllustrator. John
Cage uses silence to draw attention
to a sound other than the one deli-
berately constructed, and Virginia
Woolf observes snails in a greenhou-
se. Alain Corbin distances himself
from this, declaring that the animal
symbol of silence is clearly the cat.
The horror of vacui terrifies Europe-
ans, but fortunately the Japanese
love of emptiness also silences them.
Wouldn'tit be better to take a break?

Four essays, a visual essay and four
exercises were created with a desire
to develop divergent thinking about
empty space. The publicationis
bilingual and was created as a post-
-master's artistic research project
by Barbora Haplova on Umprumin
2023.

CUC
K PI1K<




