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WHY INDEED?

SOURCES AND CAUSES OF RADICALITY

IN CZECH ACTION ART

Anyone interested in Czech action art will
sooner or later encounter the question of where
its specific radicality came from and how it was
formed. The title of Milan Knizak’s 1964 lecture-
as-manifestation Why Indeed? did not make it
into the title of this text by chance. It echoes the
key ideas of the Actual Art group in the context
of the limited knowledge of the international
Fluxus movement at the time, while at the same
time revealing one of the fundamental sources of
this kind of art in Czechoslovakia, encapsulated
in Knizak’s repeated query, “Does art mean
teaching people how to live?”* The radicality
of Czech action art, then, does not lie in the
extremity of its body-art pieces (although some
of Petr Stembera’s actions were life-threatening),
but rather in a kind of escape from the ordinary
world of art. To understand the nature of Czech
action art, it is necessary to grasp the conditions
in which it developed. Czech action art had
starting points largely different from those of the
Western neo-avant-garde art. It did not emerge as
a revolt against the art market and establishment,
but as part of the social liberalisation of the 1960s
and, after the occupation in 1968, as an important
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part of the anti-official current in Czech art. The
following text attempts to explain the forms and
sources of this radicalism on the basis of its key
figures.

The Sixties — An Artist Can Be Anyone

A specific feature of Czech action art is that
its origins cannot be sought on the basis of
information coming to Czechoslovakia from
abroad. Knowledge of the progressive currents
of the neo-avant-garde and conceptual art at the
turn of the 1950s and 1960s was very limited
and preceded by practice. In the 1950s, Vladimir
Boudnik carried out dozens of events in the
streets of Prague.? Standing by a painting easel
or in front of scratched walls, he explained to
interested bystanders the principles of his original
artistic direction Explosionalism,? essentially
initiating spontaneous happenings. This original
graphic designer, proletarian and above all
hypersensitive artist believed that everyone was
gifted with imagination and imagery, and that
anyone could be an artist. He was concerned

101 .



VARIA

with liberation from traditional notions of art,
with the aesthetic initiation of every individual.
However, he created his actions with the aim of
promoting his own artistic ideas, and it was only
with the development of action art in the 1960s
that his originality was recognized not only in his
imaginative graphic techniques, but also in the
way he painstakingly blurred the line between art
and life. Today we would probably call his actions
and his life in general an art of participation.+

Leaving aside the proto-action manifesta-
tions of Vladimir Boudnik and some others, the be-
ginnings of Czech action art are linked to the work
of Milan Knizak. He settled in Prague in 1961 in the
so-called New World and gradually began to form
a community around himself, which first called it-
self the Aktualni uméni [Actual Art] group, later
simply Aktual. The disgust of the “Actuals” with the
contemporary state of art resulted in activities call-
ing for art’s revival. In October 1964, a group con-
sisting of Milan Knizak, Vit Mach, Jan Mach, Sora
Svecova, and Jan Trtilek organised a happening
called the First Manifestation of Actual Art, where
they read their manifesto.> (Illustration 1) This
was a period when the social situation had finally
relaxed and, after a tentative thaw following the
exposure of the cult of Stalinism in 1956, radical
changes were taking place in the Union of Czech-
oslovak Artists. Although socialist realism contin-
ued to be proclaimed as the only official artistic
direction, the new leadership of the Union made it
possible to exhibit abstract work, which had been
unacceptable until the mid-1960s, and gradually
opened other possibilities for exhibiting and pub-
lishing. Even so, the program of actual art and its
proclaiming total engagement free of traditional ar-
tistic practices seemed almost out of place. In 1964,
without knowing it, the group around Milan Knizak
came up with activities that proved to be the most
up-to-date, akin to what was then just establishing
itself on the New York avant-garde scene and later
came to be known as Fluxus.

It should be stressed that at that time there
was no public information about this movement
in the Czech context.® Such mentions only started
to appear in specialist journals around the mid-

. 102

1960s. However, personal contacts played an
important role. George Maciunas was trying
to build Fluxus as an international movement,
and given his Lithuanian origin, quite logically
he promoted contacts between East and West
with some intensity. In 1964 and 1965, Eric and
Tony Andersen passed through Prague, but their
visit was rather private, and the performance
soiree held at Herberta Masaryk’s apartment left
almost no trace. More importantly, the Andersens
managed to reach Russia via Ukraine. During
a visit to Leningrad, the materials and contacts
they left behind fell into the hands of Jindfich
Chalupecky, who contacted Fluxus immediately
after his return.” Thus, in 1965, Fluxus materials
reached not only Jindrich Chalupecky, but
also Milan Knizak. In return, Chalupecky sent
information about the current movement and
their first actions to America. These impressed
George Maciunas (and not only him) so much
that he appointed Milan Knizak as director of
Fluxus East. Allan Kaprow even included them
in the prestigious anthology Assemblages,
Environments, Happenings.®

The first actions of the Actuals group, those
tied to Milan Knizak are truly exceptional, and
their precise targeting places them in a strange
parallel with the most radical proclamations
of such artists as Allan Kaprow, George Brecht,
Dick Higgins, et al. Of those that took place
before the Fluxus contacts, the following should
be mentioned: The First Manifestation of Actual
Art (1964), Demonstration of One (1964), and
A Walk in the New World — A Demonstration
for All the Senses (1964). These early actions
demonstrate that the Actuals group sought to
radically transform not only art but also life.
A Walk in the New World was one of the first
happenings in Bohemia. In this context, the
concept of the happening, established in the
Czech environment thanks to the activities of the
group around Milan Knizék, is often different
from the understanding of happening in the West,
where many happenings took place in galleries
and on the stages of experimental theatres.
The absence of relevant art institutions and
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a broader avant-garde platform in Bohemia are
undoubtedly among the things that contributed
to the conditions for Knizak’s radical stance. In
1964, Milan Knizak wrote the text of his lecture
Why Indeed. It was a multimedia lecture that he
delivered in Prague in 1965, in an outdoor space
near the Manes Bridge after being banned from
giving it at the Ménes Club.*

Knizak is directly involved in life and
his actions are carried out outside any artistic
context. In them, he moves away from the notion
of action art as experimental artistic expression
and shows that it is a serious, vital activity aimed
at the renewal of society. The idea of Fluxus that
“Life is art — Art is life. Long Live Man!”, which
later appeared e.g. in the famous action lecture
by Wolf Vostell and Allan Kaprow in Prague,"
is conceived by Knizék even more radically. For
Knizak, life is more than art: “Not to invent new
art forms, but to directly change the everyday life
of the individual.”** His focus on transforming life
had led him to negate art. During 1965, the word
‘art’ disappeared from the group’s name, and the
third issue of the group’s samizdat magazine was
suggestively entitled Necessary Activity. This is
also the time when the manifesto Aktual — To Live
Differently took shape:

To use every situation to demonstrate, to
attack one’s surroundings and oneself. To
use means with the most direct intensity
of action. To make a game out of many
of life’s everyday situations, thus ridding
them of their spasmodic and monstrous
character. To act with every gesture, word,
action, look, appearance, EVERYTHING.
Simple anonymous action. Walks, lunches,
outings, games, festivals, tram journeys,
shopping, conversations, sports, fashion
shows, etc......... just a little differently.
Spontaneous street rituals. Conflicts.
Conflicts of all kinds. Conflicts that must
arise in order to be resolved. It doesn’t
matter what means are used, but always
only those that are the most maximal.
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Co-creators can include Christ, Karl May,
as well as a member of the militia.’

Knizak’s concept of happening is truly
unique, and it is no wonder that Kaprow paid
respect to his actions. Indeed, Knizak was one
of the few artists whose happenings conformed
to Kaprow’s rules, which he formulated in the
anthology Assemlages, Environments and
Happenings and in the text “Happenings are
Dead: Long Live Happenings!™ — even radically
exceeding them at some points. Kaprow originally
defined ‘happening’ as a collective action created
according to a plan but left to evolve freely. An
event in which there is no division between
spectators and performers; a unique event that
can take place anywhere anytime. Paradoxically,
such radical happenings were not usually the
happenings of Kaprow himself, let alone his
followers. For example, one of Allan Kaprow’s
first action pieces, 6 Happenings in 18 Parts, took
place in a gallery and was carefully rehearsed.
Although Kaprow attempted to surprise and
activate his audience, his happening took the
form of an experimental theatrical performance
or a performance that could be followed by
applause.’ Knizak himself does not use happening
as a term, except when referring to the work
of Allan Kaprow.*® For his actions he chooses
such common terms as ‘a walk, demonstration,
manifestation, play,” and later, ‘ceremony.” This
aspect of his work also points towards an effort
to get totally close to life. It is the fate of avant-
garde artists that their utopian aspirations
for changes in society usually lead only to
transformations in art itself. This is probably the
source of the peculiar tension in Knizak’s work,
which uninterruptedly continued even after the
dissolution of the Actual Art group. It gradually
turned into a kind of Aktual movement, in which
other prominent personalities such as Robert
Wittmann played a role. (Illustration 2)

As already mentioned, in the mid-1960s
a process of revival in Czechoslovak society
was in full swing. The gradual relaxation of
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censorship allowed for the re-establishment of
intensive contacts with foreign countries and
the unprecedented development of culture in
many directions, for example, the Czech New
Wave in film. Czech visual art in the second half
of the 1960s was dominated by informel and
new figuration, but also by a renewed interest
in constructive tendencies, concrete art, visual
poetry and other progressive trends. Interest in
action art, which at that time was still outside
the mainstream, was significantly boosted by
Fluxfest, which was successfully organised in
Prague in 1966. It was a kind of double event, as
upon the invitation of Jindfich Chalupecky, Dick
Higgins and Alison Knowles came to Prague to
exhibit avant-garde editions and to perform on
that occasion, and at the same time, upon the
invitation of Milan Knizak, Ben Vautier, Jeff
Berner and Serge Oldenbourg were to carry out
a Fluxus festival. The three evenings of partially
improvised performances in which Knizak
actively participated turned out rather differently
than planned.?” In connection with this event,
a number of articles appeared in the Czech press
reporting not only on similar activities around the
world, but also on the Czech protagonists.*®

In the second half of the 1960s, other
action artists, such as Eugen Brikcius, Jan
Steklik, and Zorka Saglova, were also active on
the Czechoslovak scene, exploring new thinking
related to action art and the happening as a form.
They moved in communities made up not only of
visual artists, but also musicians, poets, and other
personalities refusing to be subordinated to the
official culture and its fenced-in art scene. Eugen
Brikcius and Jan Steklik, for example, belonged to
the Krizovnicka School of Pure Humour without
Jokes,* which from the mid-1960s onwards freely
used a happening form that often reflected the
specifically Czech beer and pub culture.>° Among
Brikcius’s most famous happenings is Still Life
(1967)* with beer at Kampa. (Illustration 3)
The aesthetic intent of this event was to create
a still life that — guests aside — exists in every pub.
However, this still life was carried out outdoors
on the Vltava embankment, next to today’s
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Kampa Museum, right in the centre of Prague.
All participants had to come with their own
pints, which they filled during the event in the
nearest pub and then put the unfinished glasses
directly on the pavement. This created an unusual
environment accompanied by several events
related to beer drinking and Czech pub culture.

Another important figure in the Czech
happening of the 1960s was Zorka Saglové, who
carried out her first happening, Throwing Balls
into the Borin Pond near Prague, in the spring
of 1969. She asked her circle of friends, which
consisted mainly of members of the underground
music bands The Plastic People of the Universe
and The Primitives Group, to travel with her to
Prihonice (a tourist destination just outside
Prague), where they threw 37 coloured balls into
the Botin Pond according to her instructions.
Here they created an ephemeral and time-
varying environment, a continuation of the
artist’s sculptural work. At that time, Saglova’s
objects dealt with the fixed and real movements
of the balls. Her desire to involve the viewer in the
creation of the work, which seemed unfeasible in
the conservative gallery environment of the time,
finally came to fruition in this event.

Collective actions of a happening nature, in
which an ephemeral environment or a common
‘ritualistic’ behaviour is created, are well known in
Czech action art. After the occupation by Warsaw
Pact troops in August 1968, which violently
ended the hopes of the Prague Spring and the
social revival process, public space came under
the complete control of censorship again, and
collective activities could not be carried out in
public. The privacy of small socialist flats did not
allow for large-scale actions, and so nature often
became a refuge. This is how, for example, Jan
Steklik’s Airport for Clouds or Zorka Saglova’s
The Laying of the Diapers at Sudomér came into
being in 1970. The turn to nature at the turn of
the 1960s and 1970s in the Czech context had
other reasons than the search for one’s own roots
inspired by American land art or the resistance to
the gallery dictates of the white cube.
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Normalisation / Disjointedness
The 1970s - "The Great Artist

of Tomorrow Goes Underground"#

In January 1969, the central figure of the Prague
Spring, Alexander Dubcek, was replaced as First
Secretary of the Communist Party by Gustav
Husak and, as the Czech saying goes, ‘socialism
with a human face’ turned into ‘socialism with
goose bumps.’ This was followed by the reversal
of the reforms of Spring 1968, the dissolution of
civic associations and organisations, and a purge
in the Communist Party. Harsh censorship was
introduced, returning the level of civil liberties
to the state that prevailed in the second half of
the 1950s. The overall social situation led people
to seek seclusion in the safety of small circles of
friends, where it was possible to trust each other
and to live freely, at least within restrained limits.

The 1970s saw an unprecedented develop-
ment of body-art activities, which were character-
ised by a radicalism that stemmed from the specif-
ic local situation. An important personality among
the second generation of Czech action artists, who
built upon the international contacts of the first,
was Petr Stembera. In 1970, he published the text,
“Events, Happenings, Land-Art, etc., in Czecho-
slovakia” in Revista de Arte magazine, published
in Puerto Rico, in which he reported on the Actual
Art group and the work of Milan Knizak, Eugen
Brikcius, Zorka Saglova, and others. At the end
of the text, he also mentions his own early works.
This article is not only important as evidence of
the continuity of Czech action art through dramat-
ic political change but is also significant in that an
abridged version of it was included by Lucy Lip-
pard in her cult book Six Years.?s

Petr Stembera communicated intensively
with representatives of body art worldwide?+
and transposed their theoretical discourse onto
Czechoslovakia through samizdat translations.?
From the late 1960s onwards, he created
challenging sketches that stemmed from his
inclination towards asceticism and psychophysical
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activities. His need for communication eventually
led him to present his performances to a small
circle of spectators, and thus to visualise the issues
he dealt with in them. For him, performance was
a mode of approaching the world and ‘being in
it’ differently. It was an opportunity to interpret
it with the body, to replace rationality with
irrationality. Stembera’s primary interest, as one
of his first ‘public’ performances, which he called
Narcissus 1 (1974), shows, was to explore, get to
know, and embrace his own body. This personal
level is typical of Stembera’s early works, but was
later replaced by more general themes. In 1975,
the artist carried out two challenging actions,
Grafting (Illustration 4) and Sleeping on
a Tree, which refer to the artist’s background in
land art. In the action Grafting, Stembera grafted
a twig onto his arm in a manner common within
the art of orcharding. He let the two organisms
interact all afternoon until he got blood poisoning.
Stembera’s work is characterised by an effort to
carry out the intended action to the end, to the
very limit of its possibilities. Stembera realised
a series of extreme body-art performances
in which he put his body and sometimes the
audience in danger. The artist’s courage,
complemented by some abilities derived from
his yoga practice, allowed him to carry out even
very demanding performances, such as Sleeping
in a Tree, in which after three sleepless nights he
slept through the fourth in a tree. The agonising
symbolism of his actions resonated strongly with
the normalising atmosphere of post-occupation
Czechoslovakia and made him into a key figure in
1970s Czech art.

The encounter with Petr Stembera also
brought to action art Karel Miler and Jan Mlcoch,
who formed the Prague body-art trio with
him. Although the work of each of them dealt
with different themes and developed different
positions in relation to body art, they were
united by their use of the classic form of body-
art piecing, which is documented by photography
and brief descriptions. Karel Miler came to action
art through concrete poetry. He was interested
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in the semantic context of the linguistic code and
its structure. His poetry gradually approached
the radical position of linguistic minimalism.
In 1971, when he met Petr Stembera, who was
already working with physical actions at the time,
he realised that semantic puns could also be
expressed through the body. This is how his first
action, Either Or (1972), was created, in which he
translated the ideas of his minimalist texts onto
a real body. Miler also worked as a poet within
body art, using his body to create conceptual,
pointillist situations, which he captured through
precisely composed shots on a camera tripod.
His actions were rarely created in front of an
audience. They are a kind of photo-model
performances that communicate with the viewer
only ex post through the medium of photography
and need no further commentary.

In 1973 Miler created his most impres-
sive actions: Identification and Perpendicular.
(IMlustration 5) The theme of these two pieces is
gravity — the fundamental point of our existence,
to which everything is subject and yet is invisible.
The body is the key with which Miler tries to open
up this problem, to make it visible, to show it at the
moment of its action. In Identification (1973) he
is captured just when, curled up in a ball, he falls
from a several-metre high pile of panels into space,
inexorably pulled down. In the photographs, this
liminal moment, embodied by the artist’s body,
seems almost mysterious and distantly reminiscent
of Yves Klein’s famous 1960 Leap into the Void.
In Perpendicular (1973), he is captured at the
moment when his body forms a perpendicular
line with a steep slope, that is, at the moment just
before he loses the ground beneath his feet and
tumbles backwards in a breakneck fall. The body
is generalised in Miler’s actions, stripped of any
dependence on ordinary life. It reaches a universal
plane and carries a timeless message. Miler’s lyrical
yet powerful work is rooted in Zen philosophy and
the desire to find a reflection of the universe in
liminal bodily forms.

Karel Miler worked at the National Gallery
and his office was a meeting place for diverse
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company. He was friends with Helena Kontova
before she married Giancarlo Politi in 1977 and
went to Italy,?® Petr Rezek,*” and of course, Petr
Stembera, Jan Mléoch, and later, Jifi Kovanda
and Lumir Hladik. This created a community of
mutual, informed support. At the same time, it
created a specific audience for the performance
evenings that Petr Stembera organised in
the cellars of the Museum of Decorative Arts
in Prague from 1976.2® The evenings usually
included performances by Jan Mlcoch and later
Jiri Kovanda, who paradoxically met the Prague
body-art trio through Poland. Petr Stembera
exhibited his early activities independently as
early as 1973 at the Akumulatory 2 Gallery in
Poznan and in 1974 at the private Pi Gallery of
Maria Anna Potocka in Krakow. This was followed
by solo exhibitions at the Remont Gallery in
Warsaw. Soon afterwards, Jifi Kovanda and
his friends went on a trip to Warsaw, where he
became acquainted with the community around
the Repassage Gallery, and someone gave him the
phone number of Petr Stembera.2? Czech action
artists repeatedly returned to Poland, not only for
exhibitions, but also for other cultural activities,
which at the time were much more progressive
and free than in Czechoslovakia, which was bound
by the onset of normalisation.

Jan Mléoch carried out two dozen actions
in the 1970s. Like other members of the Prague
body art circle, performance was important to him
not only for artistic reasons. In the difficult social
situation after the occupation in 1968, action art
was one of the few possibilities for free personal
expression, a way to give meaning to the distorted
life that existed under totalitarianism. This was
perhaps best achieved by Mlcoch in Suspension
— The Big Sleep (1974), where he had himself
suspended by his hands and feet, blindfolded and
gagged, in a huge attic space. His body fell into
an almost weightless state, which allowed him
to experience, for a few minutes, pure existence
freed from the burdens of everyday life.

Each piece, as actions were often called
in the Czech context at this time, had four parts:
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idea, conception, realisation, and documentation.
In Karel Miler’s work, all of these components
are in balance, in Petr Stembera’s case, emphasis
in my opinion falls on realisation, and in Jan
Mléoch’s, the most important role is played by the
idea. His actions were often enigmatic situations
one would expect in dreams rather than in
ordinary reality. It is no coincidence that it was
in connection with the aforementioned action
Suspension — The Big Sleep that Petr Rezek had
the idea to interpret the performance as if it were
a dream.3° In this way, he managed to touch upon
many essential aspects of action art, because
the action, although it makes real life special
and moves it somewhere further, is as strongly
embedded in it as the dream. Like a dream, it
expresses one’s deepest desires and fears, taking
place in a special time that is a presence beyond
the present. It is imperceptible, it creates nothing;
like a dream, it can only be experienced and
remembered.

In addition to purely body-art performanc-
es, Jan Ml¢och thematised social issues in several
events and dealt with the contrast between the per-
sonal and the common, the inner and the outer.
In 1975, he carried out two events in Krakow, the
first of which, entitled Remembering P., consisted
of selling personal items that reminded him of his
friends for an hour in the city market. The second,
Fire Doors, took place at the Maria Anna Potocka
Gallery, which in retrospect described its radical
nature, but also the situation and conditions in
which these performances were created.s*

MIléoch was the only Czech body-artist
to openly touch upon political issues. This is
especially true of the 1977 events Bianco and
Night, which directly responded to the situation
after the publication of Charter 77.32 Ml¢och carried
out Bianco (Illustration 6) at the Museum of
Decorative Arts in Prague in a small underground
room, where he lay down on the floor and spitting
in his own face for thirty minutes. Then he sat
down at a prepared table with a pencil and a sheet
of white paper on which he very slowly wrote his
signature. After thirty minutes he finished without
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completing his signature. He was responding to
the dilemma of the time, whether to add one’s
signature to Charter 77 and thus openly join the
opponents of the regime — and, in effect, to either
expose himself and his family to persecution — or
to remain in hiding. Similarly, the action Night, in
which a female spectator, who had no idea what
was about to happen, was interrogated for an hour
in a closed office, thematised the contemporary
situation of insecurity, oppression, and invisible
violence.33

In the late 1970s, Ml¢och shared with
his friends his disgust that performance had
become embedded in the artistic establishment,
institutionalised in prestigious galleries and
international festivals. A feeling of exhaustion was
countered by a certain sense of the awkwardness
of artificially risky actions in the context of the real
threat to dissidents and signatories of Charter 77.
So, when in 1980, he was offered a solo exhibition
at the Galerie De Appel in Amsterdam, he thought
“if there was such a nice room in the middle of
the city, it should be used more usefully than for
art”s* and had a dormitory set up in it. The radical
nature of Mlcoch’s actions was rooted in the
inverted logic of the perception of the art world
and its prestigious galleries, which in normalised
Czechoslovakia did not represent a platform
which a successful artist aspired to reach, but
rather a space from which it was necessary to
distance oneself. And in fact, he didn’t even have
a chance to really experience it. Part of Mlcoch’s
intention was to sleep incognito in a makeshift
dormitory in De Appel, but unfortunately, he
was not granted the so-called ‘exit clause’ by
the Czechoslovak authorities, which together
with the possession of a passport was necessary
to travel to the West. With this action, in many
ways anticipating contemporary participatory art,
MIlcoch terminated his career as an action artist
and began to devote himself fully to a life that
can sometimes be more demanding than even
the most dangerous performance art. Jan Mlcoch
and Petr Stembera then worked for many years as
professionals at the Museum of Decorative Arts

107 .



VARIA

in Prague, the same building where in secret they
performed during the totalitarian era.

In conclusion, we must mention Jifi
Kovanda, whose actions, like those of Ml¢och,
are characterised by an inconspicuous radicalism
grounded in lived reality. Kovanda performed his
first body action at Wenceslas Square in 1976. The
very choice of a central public space is something
exceptional in 1970s Czech body art. Theatre was
a performance for passers-by, in which Kovanda,
according to a pre-written script, performed
several normal movements and gestures, so that
no one knew they were watching a ‘performance.’
Soon afterwards, he staged an even more extreme
action on Wenceslas Square, Untitled (1976),
where he simply stretched his arms for a moment
and stood against the flowing crowd. This
performance was not just an attack on passers-
by, an attempt to bridge the anonymity of the
city and break the barrier that everyone carries
around with them. It was mainly an attempt to
break through the artist’s own timidity and shame
that enclosed him in loneliness, even though there
were many people around him, but its visuality
communicated through photography touches
upon many layers of collective memory.

In 1977, Kovanda carried out several
more major actions. First, there was Contact
(IMlustration 7), in which he walked down the
street and tried, as if by accident, to bump into
as many oncoming pedestrians as possible. The
photographer who documented the action was
on the other side of the street, so the pedestrians
Kovanda ‘contacted’ were at most aware they had
been bumped into. And so, they had no idea that
they had been involved in a performance. Only in
the photographs taken is it clear what Kovanda
was up to. The desire to meet people whom
we pass every day on the streets, sit next to on
trams, travel with on the subway, and yet do not
know and do not want to know, is also a defining
moment of Kovanda’s next action, Untitled
(1977). Kovanda simply turned around while
riding on an escalator and looked into the eyes of
the person who was riding one step behind him.
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The lapidary nature of this gesture enhances its
effectiveness. Kovanda’s seemingly ordinary and
even banal performances teeter on the very edge
of recognition, as if almost lost in the stream of
life. It is only the artist’s intention and artistic will,
evidenced by careful documentation, that makes
these inconspicuous actions into performances.

As early as 1977, Kovanda was actively
involved in performance evenings organised
by Petr Stembera and Jan Ml¢och. The feeling
of exhaustion that began to appear in the circle
of Prague’s body artists was the first thing
he successfully addressed when, instead of
performance, he carried out his first installations
within the framework of joint evenings.
Installation I, realised at the end of 1978,
consisted of placing a flower behind a column
in an empty room in Provaznické Street, where
the evenings had moved from the Museum of
Decorative Arts. I see this moment as a turning
point anticipating the development of action art
in the 1990s, when Kovanda’s work was being
updated in the attitudes and methods of the
younger generation.

Conclusion

The radical nature of some actions in Czech
action art cannot be perceived as having been
motivated by the desire to shock the audience
and push artistic trends beyond the boundaries
of contemporary conventions. Except for Petr
Stembera, there are also no actions here that
could compete with Chris Burden and Gina Pane
in their exposed physicality or Marina Abramovié¢
and Tehching Hsieh in their endurance. When
searching for the sources of the attitudes of Czech
action artists, we find more of a desire personally
to cope with the political situation of the times,
which brought daily out-of-control situations.
Most Czech artists worked in isolation,
not only from art in the West, but also from the
public, to whom, with a few exceptions, action
art could not be freely presented before 1989.
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This contrasts with the multifaceted institutional
support for this kind of art in the West. Although
even here, in the early days of the avant-garde,
it had a shocked audience and was appreciated
only by a small circle of professional and lay
supporters, its position is incomparable to the
conditions in totalitarian Czechoslovakia. For
most Czech artists, action art was essentially
a hobby, created mostly in their spare time,
outside of art institutions, with their own money,
earned elsewhere. This is probably one of the
basic sources of its radicalism.

The starting point for most Czech artists
was an inner need to devote themselves to this
activity — almost without any claim to public
recognition, in some cases despite the danger of
persecution by the communist regime. For most
action artists, it was a form of demonstrating
personal freedom in an unfree world. The fact
that these actions still speak to us today with
unprecedented power, even though they were
created under completely different conditions, is
proof of their timeless artistic quality.

Czech action art did not emerge as
a reaction to the commercialisation of art and
modern formalism. It was not a negation of
established artistic orders, but rather an attempt
to avoid them. The ‘normal’ artistic orders in
Czechoslovakia in the 1960s and 1970s meant
the official art scene and the precepts of socialist
realism. Jindfich Chalupecky, a key theorist of
Czech unofficial art in these years, speaks in this
context of ‘inartism.” In analysing the works of
Vladimir Boudnik and the Actual Art group, he
observes: “Rather than talk of ars and antiars,
it is more suitable to speak in their case of
inartism. They are leaving the terrain of art by
leaving that layer of society which has constituted
art as a specialised activity. They are elsewhere
and the world spreads out before them in all its
unpredictability and inexhaustibility.”s5 Czech
action artists did not follow the avant-garde ideas
of Futurism and Dadaism, which, unlike in the
West, affected Czech art only marginally. They
instinctively withdrew from the world of art into
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normal life, were inspired by it, and spiced up the
most ordinary everyday activities. This, however,
does not detract from the value and quality of
their artistic activity; on the contrary, it confirms
its unprecedented authenticity and genuineness.
Knizak announcing the Aktual programme — to
live differently, Ml¢och letting unknown visitors
sleep in the gallery, Kovanda subtly bumping into
passers-by. Paradoxically, they thereby managed
to connect to the most current manifestations
of world art and often exceeded them in their
radicalism.

Translated by David Vichnar
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are illustrated, for example, by an excerpt from a manifesto written by Vladimir Boudnik on 2 March, 1956: “The mission of
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1. Cover of the samizdat magazine
Aktudini uméni; 1965, archive of the artist

2. Robert Wittmann, Exhibition of Street
Reality, 1966, archive of the artist

3. Eugen Brikcius, Still Life, 1967, archive of
the artist
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4. Petr Stembera, Grafting, 1975, archive of the artist
5. Karel Miler, Identification, 1973, archive of the artist
6. Jan Ml¢och, Bianco, 1977, archive of the artist
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"KONTAKT"
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7. Jiti Kovanda, Contact, 1977, archive of the artist
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Pavlina MORGANOVA

Akademie Vytvarnych Uméni v Praze

PROC PRAVE TAK?

ZDROJE A PRICINY RADIKALITY CESKEHO

AKCNIHO UMEN|

Kazdy, kdo se zajimal o ceské akéni uméni, se
drive nebo pozdéji setka s otazkou, kde se vzala
a jak se formovala jeho specificka radikalita. Na-
zev prednasky jako demonstrace Milana Kniza-
ka Proé pravé tak? z roku 1964 se do zahlavi
tohoto textu nedostal ndhodou. Zaznivaji v ném
klicové ideje skupiny Aktualni uméni v kontextu
tehdejsich limitovanych poznatki o mezinarod-
nim hnuti Fluxu, zaroven se v ném objevuje jeden
ze zasadnich zdrojt tohoto druhu uméni v Ces-
kovslovensku, kdyz se Knizdk opakované pta:
,znamena umeéni ucit ¢lovéka zit?“* Radikalita
ceského akéniho uméni tedy nespoéiva v extrém-
nosti body-artovych piect (byt nékteré akce Petra
Stembery byly Zivot ohrozujici), ale spise tkvi v ja-
kémsi vymknuti béZnému svétu umeéni. Chceme-li
pochopit povahu ¢eského akéniho uméni, je nutné
pochopit podminky, v nichz se vyvijelo. Ceské aké-
ni uméni mélo odlisna vychodiska nez neovant-
gardni uméni na Zapadé€. Nevznikalo jako revolta
vici umeéleckému trhu a provozu, ale jako soucast
celospolecenské liberalizace 60. let a po okupaci v
roce 1968 jako vyznamnéa soucést antioficialniho
proudu ¢eského uméni. Nasledujici text je poku-
sem na prikladech klicovych osobnosti vysvétlit
podoby a zdroje této radikality.
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Sedesatd léta - kazdy mize byt

Specifikem ¢eského akéniho umeéni je, Ze jeho po-
¢atky neni mozné hledat jako nasledek informaci,
které prichazely do Ceskoslovenska ze zahraniéi.
Znalost progresivnich proudd neoavantgardniho
a konceptualniho uméni byla na prelomu 50. a 60.
let zna¢né€ omezena a predchézela ji praxe. Uz bé-
hem 50. letech realizoval v ulicich Prahy desitky
akei Vladimir Boudnik.? U malifského stojanu
nebo pred opryskanymi zdmi vysvétloval zajem-
cim z nahodnych kolemjdoucich principy svého
originalni vytvarného sméru Explosionalismus3
a v podstaté tak inicioval spontanni happeningy.
Tento originalni grafik, proletat a hlavné hyper-
senzitivni umélec véril, ze kazdy je nadan imagi-
naci a obrazotvornosti a ze kazdy mtize byt umél-
cem. Slo mu o osvobozeni od tradi¢nich pfedstav
o umeéni, o estetickou iniciaci kazdého jedince. Své
akce vSak vytvarel s cilem propagovat vlastni vy-
tvarné ideje a teprve vyvoj akéniho uméni v 60.
letech ukazal, Ze jeho originalita netkvéla pouze
v apaditych grafickych postupech, ale i v tom, jak
usilovné stiral hranici mezi uménim a Zivotem.
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Dnes bychom jeho akce a viibec cely Zivot asi na-
zvali uménim participace.

Pomineme-li protoakéni projevy Vladimi-
ra Boudnika a nékterych dalSich osobnosti, jsou
pocatky ceského akéniho uméni spojeny s dilem
Milana Knizéka. Ten se v roce 1961 usadil v Praze
na Novém svété a postupné se kolem ného zacala
tvorit komunita, ktera si nejdiive fikala skupina
Aktualni uméni, pozdé€ji prosté Aktual. Znechu-
ceni ‘aktualnich® soudobym stavem umeéni vyusti-
lo v aktivity volajici po jeho obrodé. V fijnu roku
1964 skupina ve slozeni Milan Knizak, Vit Mach,
Jan Mach, Sona Svecova a Jan Trtilek zorgani-
zovala happening Pruni manifestace Aktualniho
uméni, kde precetla svlij manifest.5 (Ililustrace 1)
Bylo to obdobi, kdy se definitivné uvolnila ce-
lospolecenska situace a po nesmélém oteplovani
po odhaleni kultu stalinismu v roce 1956, doslo
k radikalnim zménam i ve Svazu ceskosloven-
skych umélct. Byt byl socialisticky realismus na-
dale proklamovéan jako jediny vytvarny oficialni
smér, nové vedeni Svazu umoznilo vystavovat
i abstraktni tvorbu, ktera byla az do poloviny 60.
let nepfijatelna a postupné oteviralo dalsi moz-
nosti vystavovani a publikovani. I ptesto pisobil
program aktualniho uméni vyhlasujici totalni an-
gazovanost osvobozenou od tradi¢nich umélec-
kych postupti témér nepatii¢né. Skupina kolem
Milana Knizéka, aniz by to v roce 1964 tusila, pii-
§la rovnou s tim tGplné nejaktudlnéjsim, co se v té
dobé zrovna etablovalo na newyorské avantgardni
scéné a co pozdéji zacalo byt znamé pod pojmem
Fluxus.

Je potieba zdliraznit, Ze v této dobé neexis-
tovaly v ceském kontextu viceméné zadné verejné
informace o tomto hnuti.® Ty se v odbornych ¢a-
sopisech zacaly objevovat az kolem poloviny 60.
let. Diilezitou roli ovsem sehraly osobni kontakty.
George Maciunas se pokousel vybudovat Fluxus
jako mezinarodni hnuti, vzhledem k jeho litevské-
mu ptivodu je logické, Ze intenzivné podporoval
kontakty mezi vychodem a zdpadem. V roce 1964
a 1965 projeli Prahou Eric a Tony Andersenovi,
jejichz navstéva méla spise soukromy raz a perfor-
mance soireé v byté Herberty Masarykové nezane-
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chala témér zadnou stopu. Mnohem dilezitéjsi je,
Ze se Andersenovym podatilo dojet pres Ukrajinu
az do Ruska. Zde zanechané materialy a kontakty
se dostaly pti navstéveé Leningradu do rukou Jin-
diicha Chalupeckého, ktery se hned po navratu
s Fluxem zkontaktoval.” V roce 1965 se tedy do-
staly materialy Fluxu nejen k Jindfichu Chalu-
peckému, ale i k Milanu Knizakovi. Chalupecky
na opléatku zaslal informace o hnuti aktualnich
a jejich prvnich akecich do Ameriky. Ty zaujaly ne-
jen George Maciunase natolik, Ze jmenoval Milana
Knizaka directorem Fluxus East. Allan Kaprow je
dokonce zaradil do prestizni antologie Assembl-
age, Environments, Happenings.®
Prvni akce skupiny aktudlnich kolem
Milana Knizaka jsou opravdu vyjimecéné a svym
presnym zacilenim se podivuhodné shoduji s nej-
radikalnéj$imi proklamacemi umélct jako Allan
Kaprow, George Brecht, Dick Higgins ad. Z téch,
které se konaly jesté pred kontakty s Fluxem, je
tfeba jmenovat: Pruni manifestace aktualni-
ho umeént (1964), Demonstrace jednoho (1964)
a Prochazka po Novém svété — demonstrace pro
vSechny smysly (1964). Tyto rané akce doklada-
ji, Zze aktualnim $lo o radikalni proménu nejen
umeéni, ale i Zivota. Prochdzka po Novém svéte
byla jednim z prvnich happeningii v Cechach.
V této souvislosti je tieba upozornit na to, Ze pojeti
happeningu, které se v ceském prostiedi prave
diky aktivitim skupiny kolem Milana Knizaka
ustalilo, je ¢asto odlisné od chapani happeningu
na zapadé, kde se mnohé happeningy konaly
v galeriich a na jevistich experimentélnich diva-
del. Neexistence relevantnich umeéleckych instituci
a §irsf avantgardni platformy v Cechach je bezespo-
ru jednim z momentt, které vytvorili podminky
pro Knizakiv radikalni postoj. V roce 1964 Milan
Knizak napsal jiz zminovany text ptednasky Proc
pravé tak.® Jednalo se o multimedialni prednasku,
kterou v roce 1965 piednesl v Praze ve venkovnim
prostoru nedaleko Manesova mostu poté, co mu
nebylo umoznéno ji prednést v Klubu Manes.*°
Knizak je angaZovan ptrimo v Zivoté a jeho
akce jsou realizovany mimo jakykoliv umélec-
ky kontext. Vzdaluje se v nich od pojeti akéniho
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uméni jako experimentalniho uméleckého projevu
a ukazuje, Ze jde o vaznou Zivotné nutnou aktivi-
tu, ktera ma za cil obrodu spole¢nosti. Myslenka
Fluxu: Zivot je uméni - Uméni je Zivot. At Zije ¢lo-
veék!, ktera se objevila naptiklad v Praze pozdéji
znamé akéni prednasce Wolfa Vostella a Allana
Kaprowa," Knizak pojima jesté radikalnéji. Zivot
je pro Knizéka vice nez uméni: ,Nevynalézat nové
umeélecké formy, ale pfimo ménit kazdodenni
Zivot jednotlivce.“** Jeho zaméfeni na pfeménu
zivota vedlo k tomu, Ze uméni spise negoval. Bé-
hem roku 1965 mizi z nazvu skupiny slovo ‘uméni*
a treti ¢islo samizdatového ¢asopisu vydavaného
skupinou nese vymluvny nazev Nutna ¢innost.
V té dobé té7 vznika manifest Aktual — Zit jinak:

Vyuzivat kazdé situace k demonstraci,
k Gtoku na své okoli a na sebe samého.
Pouzit prostfedky s co nejprimé;jsi inten-
zitou plisobeni. U¢init z mnoha vSednich
zivotnich situaci hru a tim je zbavovat
kieCovitosti a obludnosti. Pasobit kazdym
gestem, slovem, ¢inem, pohledem, vzhle-
dem, VSIM. Prosta anonymni ¢innost.
Prochazky, obédy, vylety, hry, slavnosti,
cesty tramvaji, nakupy, rozhovory, sporty,
modni prehlidky, atp.......jen trochu jinak.
Spontanni uli¢ni ritualy. Konflikty. Kon-
flikty vSeho druhu. Konflikty, které musi
vznikat, aby mohly byt feSeny. Je lhostej-
né, jaké prostredky jsou pouzity, ale vzdy
jen ty, které jsou pravé nejmaximalnéjsi.
Kristus, Karel May a prislusnik VB mohou
byt spolutviirci.’

Knizakovo pojeti happeningu je opravdu
unikatni a neni divu, Ze si jeho akci Kaprow vazil.
Knizak byl opravdu jednim z mala autord, jehoz
happeningy odpovidaly Kaprowovym pravidliim,
ktera formuloval ve zminované antologii Asseml-
ages, Environments and Happenings a v textu
The Happenings are Dead: Long Live the Hap-
penings!* - dokonce je v nékterych momentech
radikalné piekracovaly. Happening Kaprow pt-
vodné definoval jako kolektivni akei vznikajici
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podle urcitého planu nicméné ponechanou svo-
bodnému vyvoji. Akci, v niZ neexistuje rozdéleni
na divaky a Géinkujici; neopakovatelnou udalost,
ktera se maze uskutecnit kdekoliv a kdykoliv.
Paradoxni je, Ze takto radikalni nebyly vétsinou
happeningy ani samotného Kaprowa, natoz jeho
nésledovatelti. Naptiklad jeden z prvnich happe-
ningt Allana Kaprowa 6 Happenings in 18 Parts
se konal v galerii a byl peclivé nazkousen. PiestoZe
se Kaprow pokusil divaky zaskocit a zaktivovat,
mél jeho happening podobu spise experimentélni-
ho divadelniho predstaveni nebo performance, po
niz mohl nasledovat potlesk.’s Sdim Knizak pojem
happening nepouziva, tedy pokud zrovna nerefe-
ruje o tvorbé Allana Kaprowa.'® Pro své akce voli
tak bézné pojmy jako ‘prochizka, demonstrace,
manifestace, hra, pozdéji ‘obrad.” I tento aspekt
jeho tvorby ukazuje na snahu totalné se pribli-
Zit zivotu. Je osudem avantgardnich umélci, Ze
utopické snahy po zménéach ve spole¢nosti vedou
vétSinou jen k proméné samotného uméni. Zde
asi prameni zvlastni napéti Knizakovy prace, kte-
ra kontinualné pokracovala i po rozpadu skupiny
Aktuédlni uméni. Ta se postupné zménila v jakési
hnuti Aktual, v némz svou roli sehravaly i dalsi vy-
razné osobnosti jako naptiklad Robert Wittmann.
(TIustrace 2)

Jak jiz bylo feceno, v poloviné 60. let se
naplno rozjel obrodny proces ¢eskoslovenské spo-
le¢nosti. Postupné uvoliiovani cenzury umoznilo
znovunavazani intenzivnich kontaktt se zahrani-
¢im a nebyvaly rozvoj kultury v mnoha smérech,
naptiklad éeské nové viny ve filmu. Ceskému
vytvarnému umeéni v druhé poloviné 60. let do-
minoval informel, nové figurace, ale i obnoveny
zajem o konstruktivni tendence, konkrétni uméni,
vizualni poezii a dalsi progresivni sméry. Zajem
o akéni uméni, které v té dobé porad stdlo mimo
hlavni proudy, vyznamné podpofil Fluxfest, ktery
se v Praze podatilo zorganizovat v roce 1966. Jed-
nalo se o jakysi double event, protoZe na pozvani
Jindficha Chalupeckého piijeli do Prahy Dick Hi-
ggins a Alison Knowles, aby vystavili avantgardni
edice a pri té prilezitosti performovali a na pozva-
ni Milana Knizidka méli ve stejném cCase realizovat
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Fluxus festival Ben Vautier, Jeff Berner a Serge
Oldenbourg. Tti vecery ¢astecné improvizovanych
vystoupeni, kterych se aktivné zacastnil i Milan
Knizak, nakonec dopadlo trochu jinak nez bylo
planovano.” V souvislosti s touto udalosti se v ¢es-
kém tisku objevila celd fada ¢lankd informujicich
nejen o podobnych aktivitach ve svété, ale i o ¢es-
kych protagonistech.*

V druhé poloviné 60. let v Cechéch tvotili
i dal$i akéni umélci a umélkyné, jako napiiklad
Eugen Brikcius, Jan Steklik nebo Zorka Saglova,
kteti nové uvazovani spojené s akénim uménim
a formou happeningu prozkoumavali. Pohybovali
se ve spolecenstvich, ktera tvotili nejen vytvarni
umeélci, ale i hudebnici, basnici a dalsi osobnos-
ti odmitajici si zadat s oficiadlni kulturou a jeji
oplostélou uméleckou scénou. Eugen Brikcius
a Jan Steklik naleZeli napiiklad ke Ktizovnické
skole ¢istého humoru bez vtipu,' ktera od polovi-
ny 60. let volné pouzivala happeningovou formu,
v niZ se Casto odréazela specificky ¢eska kultura
piva a hospody.2° Mezi nejznaméjsi Brikciuso-
vy happeningy patii Zatisi (1967)2' s pivem na
Kampé. (Tlustrace 3) Estetickym zamérem této
akce bylo vytvorit zatisi, které — kdyz si odmys-
lime hosty — existuje v kazdé hospodé. Nicméné
toto zatisi bylo realizovano venku na nabiezi VI-
tavy, vedle dnesniho Muzea Kampa, tedy pfimo
v centru Prahy. VSichni G¢astnici se museli do-
stavit s vlastnimi pillitry, které si b€hem akce
plnili v nejblizsi hospodé a nedopité pullitry pak
stavéli pfimo na dlazbu. Vznikl tak neobvykly en-
vironment provazeny celou fadou akei spojenych
s pitim piva a ¢eskou hospodskou kulturou.

Dalsi dilezitou osobnosti ¢eského happening
60. let byla Zorka Saglova, ktera svij prvni
happening Hazeni micii do prithonického rybnika
Borin, realizovala na jate 1969. Okruh svych pra-
tel, ktery tvorili predevs§im ¢lenové undergroun-
dovych skupin Plastic People of the Universe
a The Primitives Group pozadala, aby s ni putovali
do Prtihonic (vyletniho mista za Prahou), kde pak
podle jejich instrukei hodili do rybnika Botin 37
barevnych mici. Ty zde vytvorily pomijivy a v ¢ase
proménlivy environment, navazujici na autoréinu
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sochatskou tvorbu. Saglova se v té dobé ve svych
objektech zabyvala fixovanym i realnym pohybem
micka. Jeji snaha o zapojeni divaka do tvorby dila,
jez se v tehdejsim konzervativnim galerijnim pro-
stfedi zdala neuskuteéniteln, se v této akei ko-
necné uplatnila.

Kolektivni akce happeningového razu,
pti nichz dojde k vytvoreni pomijivého envi-
ronmentu nebo spole¢nému ‘ritualnimu’ chova-
ni zname v ¢eském akénim umeéni celou fadu. Po
okupaci vojsky Varsavské smlouvy, kterd v oce
1968 néasilné ukoncila nadéje Prazského jara
a celospolecenského obrodného procesu, se ve-
fejny prostor dostal opét pod naprostou kontro-
lu cenzury a kolektivni aktivity nebylo mozné na
vefejnosti realizovat. Soukromi malych sociali-
stickych byt neumoznovalo realizovat rozsih-
lejsi akce a tak se Gtocistém casto stala piiroda.
Tak vzniklo v roce 1970 naptiklad Letisté
pro mraky Jana Steklika nebo Kladeni plin
u Sudomére Zorky Saglové. Obrat k prirodé na
prelomu 60. a 70. let méa tedy v ¢eském kontextu
ijiné divody, nez je hledani vlastnich korenti
inspirované americkym land artem ¢i vzdor vaci
galerijnimu diktatu bilé kostky.

Normalizaéni vymknuti

Sedmdesata léta - "Velky umélec

zitika pujde do undergroundu"??

V lednu 1969 vystiidal ve funkei prvniho tajemni-
ka KSC ustiedni postavu Prazského jara Alexandra
Dubdeka Gustav Husak a jak se v Cechach ¥ik4 ‘so-
cialismus s lidskou tvari‘ se zménil v ‘socialismus
s husi kizi.* Nasledovalo zruseni reforem z jara
1968, rozpusténi obcanskych spolkt a organizaci,
Cistka v komunistické strané. Zavedena byla tvrda
cenzura, ktera vratila tiroven obc¢anskych svobod
do stavu, jaky panoval v druhé poloviné 50. let.
Celospolecenska situace vedla k uzavieni se do
soukromi do bezpec¢i malych pratelskych okruh,
kde bylo mozné si vzajemné dtivérovat a zit alespon
v ramci omezenych moznosti svobodné.
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V 70. letech doslo k nebyvalému rozvoji bo-
dy-artovych aktivit, které se vyznacovaly radikal-
nosti opét vyverajici ze specifické lokalni situace.
Diilezitou osobnosti druhé generace ¢eskych aké-
nich umeélcti, navazujici na mezinarodni kontakty
té prvni, byl Petr Stembera. V roce 1970 publiko-
val text “Events, Happenings, Land-Art, etc., in
Czechoslovakia“ v ¢asopise Revista de Arte vyda-
vaném v Puerto Rico, v némz referoval o skupiné
Aktualni uméni, tvorbé Milana Knizaka, Eugena
Brikciuse, Zorky Saglové a dalsich. V zavéru textu
zminuje i své rané prace. Tento ¢lanek je dalezi-
ty nejen jako dtikaz kontinuity ¢eského akéniho
uméni pres dramatické politické zmény, ale je
vyznamny i tim, Ze jeho zkracenou verzi zaradila
Lucy Lippard do kultovni knihy Six Years.>3

Petr Stembera intenzivné komunikoval
s predstaviteli svétového body artuz+ a skrze sa-
mizdatové preklady prinasel do Ceskoslovenska
jejich teoreticky diskurz.?s Od konce 60. let vytva-
el naroc¢né piecy, které pramenily z jeho sklonu
k asketismu a psychofyzickym aktivitaim. Potte-
ba komunikace ho posléze ptivedla k prezentaci
performanci pied tizkym okruhem divakd, a tudiz
k vizualizaci zalezitosti, kterymi se v nich zabyval.
Performance pro néj byla moznosti, jak pfistoupit
ke svétu a ‘byt v ném’ jinak. Byla to moznost inter-
pretovat ho télem, racionalitu nahradit iracionali-
tou. Stembertiv primarni zdjem, jak ukazuje jedna
z jeho prvnich ‘vefejnych’ performanci Narcis 1
(1974), je prozkoumat, poznat a posléze piijmout
své vlastni télo. Tato osobni rovina je typicka pro
Stemberovy rané prace, pozdéji ji vak nahrazuji
obecnéjsi témata. V roce 1975 autor realizoval dvé
naroc¢né akce, Stepovdni (Ilustrace 4) a Spani
na stromé, které odkazuji na vychodiska autorovy
tvorby v land artu. V akei Stépovdnt si Stembera
zplsobem obvyklym v sadarstvi do paze narou-
boval vétvicku. Celé odpoledne nechal oba orga-
nismy na sebe piisobit, az dostal otravu krve. Pro
Stemberovu tvorbu je charakteristick4 snaha do-
vést zamyslenou ¢innost az do konce, az na samou
hranici moznosti. Stembera realizoval fadu ex-
trémnich body-artovych performance, v nichz vy-
stavoval ohrozeni své télo a nékdy i divaky. Auto-
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rova odvaha doplniovan schopnostmi plynoucimi
z jogové praxe mu umoznovala realizovat i velmi
naro¢né performance jako bylo naptiklad Spanit
na stromé, v némz po tirech probdénych nocich,
stravil ¢tvrtou na stromé. Tryzniva symbolika jeho
akei silné rezonovala s normaliza¢ni atmosférou
pookupaéniho Ceskoslovenska a udélala z néj kli-
¢ovou postavu ¢eského uméni 7o0. let.

Setkani s Petrem Stemberou pfivedlo
k akénimu umeéni i Karla Milera a Jana Ml¢ocha,
ktefi s nim tvorili prazskou body-artovou trojku.
PrestozZe se tvorba kazdého z nich zabyva jinymi
tématy a rozviji odlisné polohy télového uméni,
spojuje je pouziti klasické podoby body-artového
piecu, jez je dokumentovan fotografii a struénym
popisem. Karel Miler se k akénimu umeéni dostal
pres konkrétni poezii. Zajimal ho sémanticky
kontext jazykového kdédu a jeho struktura. Jeho
poezie se postupné blizila k radikalni pozici jazy-
kového minimalismu. KdyZ se v roce 1971 sezna-
mil s Petrem Stemberou, ktery se uz v této dobé
zabyval fyzickymi akcemi, uvédomil si, Ze séman-
tické hricky je mozné vyjadrit i télem. Tak vznikla
jeho prvni akce Bud’ a nebo (1972), v niZ myslenky
svych minimalistickych texth prevedl do realné té-
lové roviny. Miler i v ramci t€lového uméni praco-
val jako basnik, svym télem vytvaiel konceptualni,
vypointované situace, které zachycoval pomoci
presné komponovaného zabéru na stativ fotoa-
paratu. Jeho akce mélokdy vznikaly pied divaky.
Jsou to jakési fotomodelové performance, které
s divakem komunikuji az ex post skrze médium
fotografie a nepotiebuji dal$i komentéar.

V roce pak 1973 Miler vytvoril své asi nej-
pusobivejsi akee: Identifikace a Kolmice. (Ilust-
race 5) Tématem téchto dvou piecti je gravitace
— zakladni bod naseho byti, kterému vSechno pod-
1éha a pritom je neviditelny. Té€lo je klicem, jimz
se Miler snazi tento problém otevtit, zviditelnit,
ukazat v momenté, kdy zac¢iné ptusobit. V Iden-
tifikaci (1973) je zachycen ve chvili, kdy schou-
leny do klubicka piepadava z nékolikametrové
hromady panelt do prostoru, netprosné tazen
dolt. Na fotografiich ptisobi tento hrani¢ni mo-
ment, ztélesnény autorovym télem, témér tajuplné
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a vzdélené pripomene proslaveny Skok do prazd-
na Yvese Kleina z roku 1960. V Kolmici (1973) je
zachycen v moment€, kdy jeho télo vytvari kolmi-
ci s ptikrym svahem, tedy v okamziku tésné pred
tim, nez ztrati pidu pod nohama a pozadu se zfiti
v krkolomném padu. T€lo je v Milerovych akcich
zobecnéno, zbaveno jakékoliv zavislosti na béz-
ném zivoté. Dostava se do univerzélni roviny a ma
nadcasovou sdélnost. Milerova lyricka, ale presto
silna tvorba, je zakotvena v zenové filozofii a touze
najit odraz univerza v meznich télesnych formach.

Karel Miler pracoval v Narodn{ galerii
a v jeho kancelafi se setkavala rtiznoroda spolec-
nost. Pratelil se s Helenou Kontovou nez se v roce
1977 provdala za Giancarla Politiho a odesla do
Italie,?® dochazel sem Petr Rezek®” a samoziejmé
Petr Stembera, Jan Ml¢och, pozdéji i Jiif Kovanda
nebo Lumir Hladik. Vznikla tak komunita, ktera
se vzajemné podporovala a informovala. Zaroven
vytvarela specifické publikum na vecerech per-
formance, které Petr Stembera od roku 1976 or-
ganizoval ve sklepenich Uméleckoprimyslového
muzea v Praze.?® V ramci vecert vétSinou perfor-
moval i Jan Ml¢och, pozdéji dokonce i Jifi Ko-
vanda, ktery se s prazskou body-artovou trojkou
paradoxné seznamil ptes Polsko. Petr Stembera
vystavoval své rané aktivity samostatné uz v roce
1973 v Galerii Akumulatory 2 v Poznani a v roce
1974 v soukromé Galerii Pi Marie Anny Potocké
v Krakové. Nasledovala samostatna vystavy v Ga-
lerii Remont ve Varsave. Pravdépodobné zahy
poté se Jifi Kovanda s kamarady vypravil na vylet
do Varsavy, kde se sezndmil s komunitou kolem
galerie Repassage a nékdo mu dal telefon na Petra
Stemberu.2® Do Polska se ¢esti akéni umélci opa-
kované vraceli, a to nejen na vystavy, ale i za dalsi
kulturou, ktera byla v té dob€ o poznani progresiv-
néjsi a svobodnéjsi nez jak tomu bylo v Ceskoslo-
vensku svazaném nastupem normalizace.

Jan Mlc¢och realizoval v 70. letech dvé de-
sitky akei. Stejné jako pro dalsi ¢leny prazského
bodyartového okruhu byla pro néj performance
dilezita nejen z uméleckych dtvodi. V nelehké
spolecenské situaci po okupaci v roce 1968 bylo
akéni uméni jednou z moznosti svobodné osobni
vypovédi, moznosti, dat pokfivenému Zivotu v to-
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talité smysl. To se asi nejlépe podaiilo Mlc¢ochovi
v akci Zaveseni — Velky spanek (1974), kdy se ne-
chal zavésit za ruce a nohy se zavazanyma o¢ima
a ucpanyma usima v obrovském ptidnim prostoru.
Jeho télo se dostalo do takika beztizného stavu,
ktery mu umoznil na nékolik minut prozit ¢isté byti
oprosténé od zatéze kazdodennosti.

Kazdy piece, jak se akeim v této dobé v Ces-
kém kontextu ¢asto fikalo, ma ¢ty¥i ¢asti: ideu,
predstavu, realizaci a dokumentaci. V tvorbé Karla
Milera stoji vSechny tyto slozky v rovnovaze, v tvor-
bé Petra Stembery je podle mé diiraz poloZen na
realizaci, v piipadé Jana Mlcocha sehrava nejdile-
Zitéjsi roli predstava. Jeho akee jsou ¢asto enigma-
tickymi situacemi, které bychom ocekavali spise ve
snech nez v ramci bézné reality. Neni ndhodou, Ze
praveé v souvislosti s vyse zminénou akei Zavéseni
— Velky spanek dostal Petr Rezek napad, inter-
pretovat performance jako by $lo o sen.3° Podarilo
se mu tak dotknout se fady podstatnych aspekt
akéniho uméni, protoze akce prestoze realny zivot
obzvlastiuje a posunuje nékam dal, je v ném stejné
jako sen silné zakotvena. Stejné jako sen vyjadiu-
je nejhlubsi touhy a obavy ¢lovéka, odehrava se ve
zvlastnim case, ktery je pritomnosti mimo piitom-
nost. Je nezachytiteln4, nic nevytvari, lze ji stejné
jako sen pouze prozit a vzpominat na ni.

Vedle cisté body-artovych performance
tématizoval Jan Mlc¢och v fadé akei spolecenské
otazky a zabyval se kontrastem osobniho a spolec-
ného, vnitiniho a vnéjsiho. V roce 1975 realizoval
dvé akce v Krakové, prvni z nich, nazvana Vzpo-
minky na p., spoc¢ivala v tom, Ze hodinu prodéval
na méstském trzisti osobni véci, které mu pripo-
minaly ptatele. Ta druh4, Ohnivé dvére, se usku-
te¢nila v Galerii Marie Anny Potocké, ktera zpétné
popsala jeji radikalitu, ale i situaci a podminky,
v nichz tyto performance vznikaly.3

Jako jediny z ¢eskych body-artistti se Ml-
¢och oteviené dotkl i politickych témat. Jedné se
predevsim o akce Bianco a Noc z roku 1977, které
pfimo reagovaly na situaci po zvéfejnéni Charty
77.32 Bianco (Ilustrace 6) Mlcoch realizoval
v Umeéleckoprimyslovém muzeu v Praze v malé
podzemni mistnosti, kde si lehl na podlahu a tii-
cet minut si plival do tvarte. Poté si sedl k pripra-
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veném stolku s tuzkou a listem bilého papiru, na
néjz velmi pomalu psal sviij podpis. Po tficeti
minutach skon¢il, aniz by sviij podpis dokon-
¢il. Reagoval tak na dobové dilema, zda pripojit
sviij podpis k Charté 77 a oteviené se tak pridat
k odpiirctim rezimu — v disledku toho vystavit
perzekuci sebe i svou rodinu, ¢i zlstat v skrytu.
Podobné i akce Noc, v nizZ v zaviené kancelafi vys-
lichal hodinu jednu z divacek, ktera netusila, co se
bude dit, tématizovala dobovou situaci nejistoty,
atlaku a neviditelného nasili.33

Na konci 70. let Ml¢och se svymi prateli
sdilel znechuceni z toho, Ze se performance via-
dila do uméleckého provozu, institucionalizovala
v prestiznich galeriich a na mezin4rodnich festiva-
lech. Pocit vycerpani byl potrzen i jistym pocitem
trapnosti uméle riskantnich akei v souvislosti s re-
alnym ohroZenim disidentt a signataia Charty 77.
A tak kdyz mu v roce 1980 nabidli samostatnou
vystavu v Galerii De Appel v Amsterdamu, ekl
si, ,Ze kdyZ je tam takova hezka mistnost upro-
stied mésta, tak by se méla vyuzit néjak uzitecnéji,
nezli na uméni“3 a nechal v ni zfidit nocleharnu.
Radikalita Ml¢ochovych akei spoléivala v otocené
logice vnimani svéta umeéni a jeho prestiznich ga-
lerii, které v normalizaénim Ceskoslovensku ne-
predstavovaly metu, kam se Gspé$ny umeélec touzi
dostat, ale spiSe prostor, viic¢i kterému je nutné se
distancovat. A vlastné ho nema ani $anci opravdu
zazit. Soucasti Ml¢ochova zaméru bylo se v pro-
vizorni nocleharné v De Appel incognito vyspat,
bohuzel mu vsak nebyla ¢eskoslovenskymi organy
udélena tzv. vyjezdni dolozka, ktera spolu s vlast-
nictvim pasu byla nutna k vycestovani na Zapad.
Touto akei, kterd v mnoha ohledech predjimala
soucasné participativni uméni Ml¢och uzaviel
svou uméleckou kariéru akéniho umélce a zacal
se plné vénovat zivotu, ktery nékdy dokaze byt
naro¢néjsi nez nejnebezpeénéjsi performance. Jan
Miléoch a Petr Stembera pak dlouhé roky pracovali
jako odborni pracovnici v Uméleckopriimyslovém
muzeu v Praze, tedy ve stejné budové, kde za tota-
lity v utajeni performovali.

V zavéru tohoto textu je nutné zminit i Ji-
fiho Kovandu, jehoZ akce se vyznacuji stejné jako
ty Mlcochovy nenapadnou radikalitou, zakotve-
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nou v Zité realité. Svou prvni télovou akci Diva-
dlo Kovanda realizoval na Vaclavském nameésti
v roce 1976. UZ sama volba centralniho vefejné-
ho prostoru je v ¢eském body artu 70. let né¢im
vyjimeénym. Divadlo bylo predstavenim pro ko-
lemjdouci, v némz Kovanda podle pFedem presné
napsaného scénare, vykonal nékolik norméalnich
pohybii a gest, takze nikdo netusil, ze sledoval
‘performance’. Zanedlouho potom realizoval na
Vaclavském nameésti jesté vyhranénéjsi akci Bez
nazvu (1976), kdy prosté na chvili rozpazil a stal
proti proudicimu davu. Tato performance nebyla
pouze Gtokem na kolemjdouci, snahou ptreklenout
anonymitu mésta a narusit bariéru, kterou kolem
sebe kazdy nosi. Byla to hlavné snaha prolomit
vlastni bazlivost a stud, jez autora uzaviraly do
osamélosti, i kdyz kolem né€ho byla spousta lidi,
svou vizualitou komunikovanou skrze fotografii se
vSak dotyka rady vrstev kolektivni paméti.

V roce 1977 Kovanda realizoval jesté né-
kolik zasadnich akci. Byl to predevsim Kontakt
(Ilustrace 7), kdy Sel po ulici a snazil se jako-
by nadhodou vrazit do co nejvétsitho poctu proti-
jdoucich. Fotograf, jenz akci dokumentoval, byl
na druhé strané ulice, takZe chodci, které Ko-
vanda ,zkontaktoval“ si nanejvyse uvédomili, ze
do nich nékdo vrazil. A tak viibec netusili, Ze se
stali aktéry performance. Teprve na fotografiich
je zietelné, o co Kovandovi $lo. Snaha setkat se
s lidmi, které denné mijime na ulicich, vedle kte-
rych sedime v tramvajich, s kterymi cestujeme
v metru, a presto je nezname a nechceme znat,
je urcujicim momentem i nasledujici Kovandovy
akce Bez nazvu (1977). Kovanda se prosté otocil
pri jizdé na eskalatoru a dival se do o¢i ¢loveku,
ktery jel o stupinek za nim. Lapidarnost tohoto
gesta jesté umocnuje jeho tcinnost. Kovandovy
na prvni pohled obycejné az banalni performan-
ce se pohybuji na samé hranici rozpoznatelnosti,
jako by se témér ztracely v proudu zivota. Teprve
autortv zameér a umélecké chténi, které doklada
pecliva dokumentace, déla z téchto nenapadnych
akci performance.

Kovanda se uz v roce 1977 aktivné zapojil
do vecert performance organizovanych Petrem
Stemberou a Janem Ml¢ochem. Pocit vyéerpant,
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ktery se v okruhu prazskych body artistii zacal ob-
jevovat, vytesil jako prvni, kdy misto performance
realizoval v ramci spole¢nych vecer prvni insta-
lace. Instalace I, realizovana na konci roku 1978,
spocivala v tom, Ze v prazdném prostoru mist-
nosti v Provaznické ulici, kam se vecery presunu-
ly z Uméleckoprimyslového muzea, postavil za
sloup kyti¢ku. Tento moment vnimam jako zlom
predjimajici vyvoj akéniho uméni v 9o. letech, kdy
se prave Kovandova tvorba aktualizovala v posto-
jich a metodach nejmladsi generace.

Zaver

Radikalnost nékterych akci ceského akéniho ume-
ni neni mozné vnimat jako touhu Sokovat divaky
a posunovat umélecké trendy za hranice dobovych
konvenci. AZ na Petra Stemberu zde také nena-
jdeme akce, které by svou exponovanou t€lesnosti
mohly konkurovat Chrisu Burdenovi a Gine Pane
nebo vytrvalosti Mariné Abramovic a Tehching
Hsieh. Patrame-li po zdrojich postojt ceskych
akénich umélcti, najdeme spise touhu osobné se
vyrovnat s dobovou politickou situaci, ktera pri-
nésela kazdodenné vymknuté situace.

Vétsina ¢eskych umélcti tvorila v izolaci,
a to nejen v izolaci od umeéni na zapadé, ale i od
Siroké verejnosti, jiz nemohla byt, az na vyjimky,
akéni tvorba pred rokem 1989 svobodné piedsta-
vena. To kontrastuje s mnohostrannou instituci-
onalni podporou tohoto druhu uméni na zapade.
PrestoZe i zde mélo v pocatcich nelehkou situaci
avantgardy Sokujici publikum a ocenované pou-
ze Uzkym okruhem profesionélnich i laickych
priznived, jeho pozice je s podminkami v totalit-
nim Ceskoslovensku nesrovnatelna. Pro vét$inu
ceskych autort byla akéni tvorba v podstaté ko-
nickem, tvorili ji vétsinou ve svém volném case,
mimo umélecké instituce, za vlastni, jinde vydéla-
né penize. Pravé v tom pravdépodobné tkvi jeden
ze zdkladnich zdroji jeho radikality.

Vychodiskem u vétSiny ceskych umélci
byla vnitini potfeba vénovat se této ¢innosti — té-
mér bez naroku na verejné uznéani, v nékterych
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pripadech i pfes nebezpeci perzekuce ze stra-
ny komunistického rezimu. Pro vétsinu akénich
umeélct byla formou demonstrace osobni svobody
v nesvobodném svété. To, Ze k nam dodnes tyto
akce promlouvaji nebyvalou silou, prestoze vzni-
kaly v naprosto odli$nych podminkéch, je dika-
zem jejich nadc¢asové umeélecké kvality.

Ceské akéni uméni nevzniklo jako reakce
na komercionalizaci uméni a moderni formalis-
mus. Neni negovanim zabéhanych uméleckych
poradki, ale spiSe pokus vyhnuti se jim. ‘Nor-
malni‘ umélecké poradky totiz v 60. a 70. letech
znamenaly oficidlni umeéleckou scénu a poucky
socialistického realismu. Jindfich Chalupecky,
Kklicovy teoretik ¢eského neoficidlniho uméni téch-
to let, mluvi v této souvislosti o ‘inartismu.” Kdyz
rozebira tvorbu Vladimira Boudnika a skupiny
Aktuélni uméni rika: ,Spise nez o ars a antiars by
se dalo mluvit v jejich pripadé praveé o inartismu.
Opoustéji terén umeéni tim, Ze opoustéji onu vrst-
vu spolecnosti, ktera si uméni konstituovala jako
specializovanou ¢innost. Jsou jinde a svét se pred
nimi prostira ve vsi své nepredvidatelnosti a nevy-
erpatelnosti.“s Cesti akéni umélci nenavazovali
na avantgardni myslenky futurismu a dadaismu,
jez ¢eské uméni na rozdil od zdpadu zasahly jen
okrajové. Instinktivné se stahovali ze svéta uméni
do normalniho Zivota, inspirovali se jim a ozvlast-
novali ty nejobycejnéjsi kazdodenni ¢innosti. To
ovSem nic neubiré na hodnoté a kvalité jejich
umélecké ¢innosti, ba naopak, potvrzuje jeji ne-
byvalou autenticitu a opravdovost. Knizak vyhla-
$uje program Aktual — Zit jinak, Ml¢och nechava
neznamé navstévniky prespat v galerii, Kovanda
nenapadné narazi do kolemjdoucich. Paradoxné
se jim tak podafilo napojit na nejaktualnéjsi pro-
jevy svétového umeéni a svou radikalitou je ¢asto
prekrodit.
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Poznamky

1 Milan Knizak, ,Why Indeed,” Actions for Which at Least Some Documentation Remains 1962—1995 (Prague: Gallery, 2000),
59—63.

2 O téchto akeich referoval Vladimir Boudnik ve svych textech, jsou zachyceny na nékolika filmech a staly se spolu s Zivotem
Vladimira Boudnika ndmétem biografického roméanu Néznyj barbar Bohumila Hrabala.

3 Explozionalismus byl originalni vytvarny smeér, jenz Boudnik svymi akcemi propagoval. Myslenky Explosionalismu ilustruje
napiiklad Gryvek z manifestu, ktery Vladimir Boudnik napsal 2. 3. 1956: ,,Poslani explosionalismu je shodné jako pred sedmi
1éty — zbavit ¢lovéka zabran viidi vytvarnému umeéni jeho aktivnim zapojenim do spolutviiré¢iho procesu, vyloudit z mozku
ustrnulé nazory, predsudky a vymezit obrazotvornosti na zakladé myslenkové asociace pravoplatné misto v tviiréim procesu

a odistit ji od natceni z patologické nezdravosti, nebof vliv filmu, fotografii, gramotnosti a nadmérného mnozstvi obrazového
materiélu, jez ¢lovéka obklopuje, vytvaii v jeho mozku (véetné mozkové kiiry), psychické a fyziologické schopnosti tvorit pravé
na zakladé myslenkové asociace realné platné obrazy ze skvrn, nebot védecké uvédoméni si pricin usmérnuje vytvory do hodnot
dévajicich souhrnny prehled o vytvarné potenci ¢lovéka oprosténého od nadvlady manyrovité naucenych ¢ar, jimiz by jinak své
predstavy nejisté redukoval.“ Vladimir Boudnik, ,,Explosionalismus,” Vijtvarnd prace, roé. 13, ¢. 24—25 (1965): 8.

4 Vice viz Zdenek Primus, Vladimir Boudnik — mezi avantgardou a undergroundem (Praha: Gallery, 2004).

Nz

5 Milan Knizak, Actions for Which at Least Some Documentation Remains 1962—1995 (Prague: Gallery, 2000), 30.

©Vice viz Pavlina Morganova, ,,Fluxus in the Czech Period Press,” in Petra Stegmann, ed., Fluxus East. Fluxus-Netzwerke in
Mittelosteuropa (Berlin: Kiinstlerhaus Bethanien, 2007), 177-196.

7 Za tuto informaci vdé¢im Petie Stegmann, ktera aryvek dopisu citovala v katalogu vystavy Fluxus East. Fluxus Networks in
Central Eastern Europe (Berlin: Kiinstlerhaus Bethanien, 2007), 25.

8 Allan Kaprow, Assemblages, Environments and Happenings (New York: Harry N. Abrams, Inc., Publishers, 1966).

9 Pro¢ praveé tak, Nutna ¢innost, samizdat, 1965, nestr. Anglicky publikovano: Milan Knizak, Actions for Which at Least Some
Documentation Remains 1962—1995 (Prague: Gallery, 2000), 590—63.

10 Vice viz Pavlina Morganové, A Walk Through Prague. Actions, Performances, Happenings 1949-1989 (Prague VVP AVU,
2017), 64.

1 Pfednaska se konala 19. 4. 1964 v Cricket Theatre v New Yorku a pieklad jejiho ptepisu byl otistén v druhém cisle
samizdatového casopisu Aktudlni uméni v roce 1965. Jedna se tedy pravdépodobné o jeden z materiald, které byly zaslany ¢leny
Fluxu Jindfichu Chalupeckému nebo Milanovi Knizakovi.

12 Tato proklamace je soucasti reakce Milana Knizaka na vystoupeni Fluxu v Praze, ktera byla otisténa v nestrankovaném
samizdatovém letaku Aktual.

3 Milan Knizak, Trochu dokumentace 1961 —1979 (Berlin: Ars Viva, 1980), 113.
4 Allan Kaprow, “The Happenings Are Dead: Long Live the Happenings!“ Artforum, roc. 4, ¢. 7 (1966): 36—39.

15 18 Happenings in 6 Parts realizoval Kaprow v roce 1959 v Reuben Gallery v New Yorku. V podstaté $lo o environment
Lrozhybany* akcemi. Ty probihaly vzdy po tfech najednou a jejich zacatek a konec oznacoval zvonec. Ten byl zaroven signalem,
aby se divaci presunuli do dalsi kéje. Byly to jakési komorni performance vyznacujici se snahou zapojit publikum. Néktetd divaci
byli sice zapojeni do déje, presto vsak zistali divaky, i kdyz aktivnimi. V instrukeich, které divaci pred akei dostali se objevil i
pokyn: , There will be no applause after each set, but you may applaud after the sixth set if you wish.“ Je tézké si predstavit, ze

oy

by po akcich Milana Knizaka a skupiny aktualnich nasledoval potlesk.

16 Milan Knizak napsal o Kaprowove tvorbé nékolik textii do vytvarného ¢asopisu Vijtvarna prace (1966, ¢ . 9 a 13) a zmiruje se
o ném i ve svém cestopisném romanu, ktery napsal po navratu z Ameriky. Viz Milan KniZ4k, Cestopisy (Praha: Radost, 1990).

17 Prazské udalosti, které skondily zatéenim Cerge Oldenbourga a Milana Knizéka, ve svém vyzkumu zrekonstruovala Petra
Stegmann (viz Petra Stegmann, Fluxus East. Fluxus-Netzwerke in Mittelosteuropa (Berlin: Kiinstlerhaus Bethanien, 2007),
31-34, 211-214.

18 Vice viz Vice viz Pavlina Morganov4, ,Fluxus in the Czech Period Press,” in Petra Stegmann, ed., Fluxus East. Fluxus-
Netzwerke in Mittelosteuropa (Berlin: Kiinstlerhaus Bethanien, 2007), 177-196.

1 Vice viz Duna Slavikova, ,About the Crusaders School, Its Domicile and Their Main Artefact,” Sztuka i Dokumntacja, no. 31
(2024): 22—35.

20 Vice viz Jana Orlova, ,,Beer in Czech Art,“ Sztuka i Dokumntacja, no. 31 (2024): 8—21.

2 Brikeius vytvoril dve verze této akce: jarni 1967 a zimni v inoru 1968.

22 Toto prohlaseni Marcela Duchampa citoval Ivan M. Jirous v ikonickém textu a jakémsi programu ¢eského hudebniho
undergroundu: Ivan M. Jirous, Zprava o tietim ¢eském hudebnim obrozeni, 1975. Text byl opakované publikovan v samizdatu,
pozdéji pretiskovén, napk. Jif Sevéik — Pavlina Morganova — Dagmar Duskova, Ceské uméni 1938 — 1989. Programy, kritické
texty, dokumenty (Praha: Academia, 2001), 374.

23 Lucy Lippard, Six Years: The dematerialization of the art object (Berkley—Los Angeles—London: University of California
Press, 1997), 169—170.
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24 Prahu navstivil napriklad Chris Burden, Marina Abramovi¢, Tom Marioni. Sim opakované performoval a vystavoval v
zahranici.

2 Vice viz Hana Buddeus, ,,Infiltrating the Art World through Photography. Petr Stembera’s 1970s Networks,“ Third Text 32(4)
(2018):1-17. DOI:10.1080/09528822.2018.1505314.2018.

26 Helena Kontova sehrala diileZitou roli v napojeni ¢eského vytvarného uméni na Flash Art, ale napomahala i tomu, aby se
tento ¢asopis nejriznéjsimi cestami dostaval do normaliza¢niho Ceskoslovenska a fungoval jako diilezity zdroj informaci o déni
za Zeleznou oponou.

27 Petr Rezek v 70. a 80. letech vydaval sérii samizdatti, v nichz byly publikovany pteklady a ptivodni texty o progresivnich
uméleckych smérech. Nékolik z nich bylo vénovano tvorbé Milana Knizaka a hnuti Fluxus.

28 Vice viz Pavlina Morganova, A Walk Through Prague: Actions, Performances, Happenings, 1949-1989 (Praha: VVP AVU,
2017), 148-171.

29 Rozhovor autorky textu s Jifim Kovandou, ¢erven 2025.

30 Petr Rezek, ,,Setkani s akénimi umélei,” in Petr Rezek, Télo, véc a skutec¢nost v souc¢asném umeéni (Praha: Jazzova sekee,
1982), 95—102.

31 Vzpominkovy text Anny Marie Potocké v tomto ¢asopise.

32 Porusovani lidskych prav ze strany normaliza¢ni vladnouci moci vedlo k zalozeni neformalni iniciativy nazvané Charta 7.
V manifesta¢nim prohlaseni publikovaném 1. ledna 1977, které postupné podepsalo kolem dva tisice vyznamnych osobnosti i
fadovych obcant, jsou formulovany zakladni pozadavky dodrzovani lidskych prav podle mezinarodnich timluv Konference o
bezpecnosti a spolupraci v Evropé (KBSE) v Helsinkéch z roku 1976, které se Ceskoslovensko zavazalo dodrzovat. Charta 77 je
vniména jako jedna z nezvyznamnéjsich iniciativ proti vladnoucimu rezimu pied rokem 1989.

33 Viz Michal Pullmann, “Konsolidace, pokojny zivot a neviditelné nasili. Vznik a v{voj normaliza¢ni ideologie
v Ceskoslovensku,” in Pavel Koléf“ — Michal Pullmann, Co byla normalizace? Studie o pozdnim socialismu (Praha:
Nakladatelstvi Lidové noviny — Ustav pro studium totalitnich rezim, 2016), 72-84.

34Viz Ludvik Hlavacek, “Vzpominka na akéni umeéni 70. let,“ Vijtvarné ument, roc. 15, ¢. 3 (1991): 73.

3 Jind¥ich Chalupecky, “Uzkou cestou,“ Vijtvarné umént, roc. 16, &. 5 (1966): 369.
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