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#OOOK
(SEARCHING
FOR THE
STARTING
POINT)

The presence of object-oriented on-
tology and speculative realism was
not accidental in the design of #OK
/ XII. Triennial of Small Object and
Drawing. Before addressing the ways
how the said lines of thought made
it into the exhibition itself, we must
further explain why they are specific
and what their main targets are. We
will also try to clarify our personal
motivation behind this choice.




O0OO0OK
(HLADANIE
VYCHO-
DISKOVEHO
BODU)

Pritomnost filozofickych prudov ob-
jektovo orientovanej ontoldgie a Spe-
kulativneho realizmu nebola v kon-
cepcii #OK / Xll. Triendle maléeho
objektu a kresby nahodna. Skor nez
prejdeme k tomu, akym spdsobom sa
podnety spominanych linii myslenia
dostavali do samotnej vystavy, mu-
sime si podrobnejsie vysvetlit, v ¢om
su tieto spbésoby uvazovania Speci-
fické a aké su ich hlavné ciele. Spolu
s touto ulohou sa pokusime objasnit
aj nase osobné motivacie.



The concept of object-oriented on-
tology (hereinafter OOO) and spec-
ulative realism (hereinafter SR)

was introduced in 2007 by Quentin
Meillassoux, Graham Harman, Ray
Brassier and Lain Grant Hamilton.’
This group of philosophers was lat-
er joined by others (e.g. Timothy
Morton, Levi Bryant and Steve
Shaviro). Despite the fact that these
philosophers belong to the same
group, there are significant dif-
ferences between them and their
views often diverge. It also needs

to be noted that the above lines of
thought are alternative or experi-
mental to traditional philosophy,
which developed from the time of
the Enlightenment. This is also
seen in the common stance of the
above authors, in which they identi-
fy themselves against the dominant
way of thinking. For this reason, the
above thinkers first had to deal with
the philosophical heritage of the
two key representatives of modern
philosophy: — Immanuel Kant (phi-
losophy) and Alexander Gottlieb
Baumgarten (aesthetics).

5 For more information, see:
SHAVIRO, Steven: Pocatky
spekulativniho realizmu:
Prehled. In: JANOSCIK, Vaclav
(ed.): Objekt. Kvalitar: Prague
2015, pp. 47 - 59.
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Koncepcie objektovo orientovanej on-
tologie (dalej len OOO) a spekulativ-
neho realizmu (dalej len SR) predsta-
vili v roku 2007 Quentin Meillassoux,
Graham Harman, Ray Brassier a Lain
Hamilton Grant.® Neskor sa k tej-

to skupine filozofov pridali aj dalsi
(napr. Timothy Morton, Levi Bryant,
Steve Shaviro). Napriek tomu, ze su
tito filozofi radeni do jednej skupiny,
existuju medzi nimi vyrazné rozdie-

ly aich tézy sa v mnohych miestach
rozchadzaju. Taktiez je nutné uviest,
ze predstavované myslienkoveé po-
hyby su skor alternativou ci experi-
mentom k tradic¢nej filozofii, ktora sa
odvijala od dbéb osvietenstva. O tom
napokon svedci aj spolocné vycho-
disko spominanych autorov, v ktorom
sa vymedzuju voci dominantnému
spdsobu myslenia. Z tohto dbvo-

du bolo pre zmienovanych myslite-
lov spociatku nevyhnutné vyrovnat
sa s filozofickym dedi¢stvom dvoch
klucovych predstavitelov moder-

nej filozofie - Immanuelom Kantom

5 K tomu pozri viac: SHAVIRO, Steven: Pocatky spekulativniho realizmu:
Prehled. In: JANOSCIK, Vaclav (ed.): Objekt. Kvalitar: Praha 2015, s. 47
-59.



The core of the message of the said phi-
losophers is the belief that all our cogni-
tion (sensory or mental) is the result of
an interaction of the external world and
our thinking,® and this knowledge is fo-
cused on man, i.e. it is subject-centered.’
This centralization on the subject results
in the fact that the issue of the possibilities
of knowledge (epistemology) is becoming
more dominant than the understanding
of how things exist in the world (ontology).
The consequence is that our discussions
concern not so much the things and ob-
jects in this world, but the very means of
our thinking: concepts, representations
and conceptualizations. The world and
things in it are not autonomous enti-
ties — in principle they are subject to our
conceptual representations and abstrac-
tions of consciousness, which we, so to
speak, attribute to them. The outer reality
is therefore only a plastic and unformed
surface (object), which is waiting for us,
the humans (subject), to be described by
our meanings and concepts. * A very fit-
ting metaphor outlining this problem is
offered to us by Levi Bryant, who works

S The representatives of object-ori-
ented ontology and speculative re-
alism refer to this type of think-
ing as correlationism. For more
information, see: MEILLASSOUX,
Quentin: After Finitude: An Essay
on the Necessity of Contingency.
Continuum: London 2008.

7 For more information, see: ASKIN,
Ridvan - ENNIS, Paul J. et al.:
Aesthetics in the 21st Century,
Speculations V. Punctum books:
New York 2014.

8 Paraphrased according to:
MORTON, Timothy: Charisma and
Causality. In: ArtReview. November
2015. Available at: <https://ar-
treview.com/features/novem-
ber_2015_feature_timothy_mor-
ton_charisma_causality/>, quoted
on 11/20/2018.
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(filozofia) a Alexandrom Gottliebom
Baumgartenom (estetika). Jadrom
odkazu spominanych filozofov je pre-
svedcenie, ze vSetko nase pozna-

nie (zmyslové ¢i rozumove) je vysled-
kom interakcie vonkajsieho sveta

a nasho myslenia®, pricom toto po-
znanie je centralizované na cloveka
[subject-centred].” Vysledkom tejto
centralizacie na subjekt je, ze sa vo
filozofii stala dominantnejsou otaz-
ka, aké su moznosti poznania (epis-
temoldgia), pred otdzkou, ako veci vo
svete existuju (ontoldgia). Désledkom
toho je, ze sa nase diskusie tykaju nie
ani tak veci Ci objektov vo svete, ale
samotnych prostriedkov nasho mys-
lenia: pojmoyv, reprezentacii a kon-
ceptualizacii. Svet a veci v hom nie
su autondmnymi entitami, ale zasad-
ne podliehaju nasim pojmovym repre-
zentaciam a abstrakciam vedomia,
ktoré im, takpovediac, prisudzujeme.
Vonkaijsia realita je tak iba plasticky

(3] Predstavitelia objektovo orientovanej ontoldgie a Spekulativneho re-
alizmu oznacuju tento typ myslenia pojmom korelacionizmus. Viac:
MEILLASSOUX, Quentin: After Finitude: An Essay on the Necessity of
Contingency. Continuum: London 2008.

7 K tomu pozri viac: ASKIN, Ridvan - ENNIS, Paul J. et al.: Aesthetics in the
21st Century, Speculations V. Punctum books: New York 2014.



with the example of cinema. The white
movie screen is an object, the projector, in

a figurative sense, is the subject and the pro-
jected images are our representations of the
world. The screen is considered to be some-
thing secondary in relation to the content
of projection — something that evades our
attention. Despite the fact that the screen
exists, the action portrayed in the projected
images becomes important —i.e. the action
in thought and language. If we were

to clarify this idea, we could use the

work of Jaromir Novotny Untitled

(2016) as an example, which was pre-
sented at the exhibition. The trans-
parency of the fine organza — fabric

made of silk — reveals the frame of

the painting and its inner body. It

allows us to perceive the work as

an object with its distinctive quali-

ties, and not just its as illusionistic
representation of reality, which is

bounded by the edges of the frame.

The physical structure of the paint-

ing is no longer something inappro-

priate, or something that needs to

stay hidden: it is at the forefront of

our attention.

Jaromir Novotny, Bez nazvu / Untitled, 2016, akryl,

Sitie, synteticka organza, nit / acrylic, sewing,

synthetic organza, thread
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nesformovany povrch (objekt), ktory
caka na nas ludi (subjekt), aby ho po-
pisali svojimi vyznamami a koncept-
mi.® Velmi priliehavu metaforu nacrt-
nutého problému nam ponuka Levi
Bryant, ktory pracuje s prikladom ki-
nematografie. Objektom je tu biele
filmoveé platno, projektorom je v pre-
nesenom vyzname subjekt a pro-
jektované obrazy predstavuju nase
reprezentacie sveta. Platno je pova-
zované za nieco sekundarne vo vzta-
hu k obsahom projekcie, nieco, ¢o uni-
ka nasej pozornosti. Napriek tomu,
ze platno existuje, dblezitym sa sta-
va to, €o sa odohrava vo vnutri pro-
jekcie, teda v mysleni a jazyku. Ak by
sme nacrtnutu myslienku chceli este
spresnit, mohli by sme ako priklad po-
uzit dielo Jaromira Novotného Bez
nazvu (2016), ktoré bolo prezentova-
né na vystave. Transparentnost po-
uzitej jemnej organzy, tkaniny z pri-
rodného hodvabu, tu odhaluje ram
malby, jeho vnutorné telo. Umoznuje
tym vnimat dielo ako objekt s jeho

8 Parafrazované podla: MORTON, Timothy: Charisma and Causality. In:
ArtReview. November 2015. Dostupné na: <https://artreview.com/fea-
tures/november_2015_feature_timothy_morton_charisma_causality/>,
cit. 20.11.2018.



Let us return to the central theme in the
lines of thought introduced earlier, which
represent a criticism of the outlined world
view. The OOO and SR thinkers are fo-
cusing mainly on the reevaluation of the
relationship between an object (the outside
world) and subject (thinking), as well as
their roles in shaping the human knowl-
edge. They are trying to identify such
ways of knowing that do not primarily
rely on the subject. This step is often inter-
preted as an attempt to exclude the subject
from the learning process. The ambition
to remove the human element is present
mainly in the strictly speculative realists
(Meillassoux, Brassier). In the group of
empirically oriented philosophers, such
as Graham Harman, Timothy Morton
and Steven Shaviro, this requirement is
not fully met. For example, in the intro-
duction to his book The Quadruple Object,
Graham Harman states that he is try-

ing to "describe how objects are linked with
their visible and hidden features or proper-
ties, how they bind to each other and relative
to our mind - all within single metaphys-
ics™. As can be seen in Harman's words,
the relationship to the people and our
thinking remains.” Morton argues that
the objects and things in reality are in-
deed contained, but they also leave traces
and glimpses. These fragments of objects
interact with each other, but also com-
municate with us. "These samples inter-

act with one another, they interact with our
us, they crisscross one another in a sensual

=] HARMAN, Graham: Podkopani
a pretizeni. In: JANOSCIK (ed.)
2015 (cited in the footnote 5),
pp. 61 - 83.

10 It is still true that as human be-
ings we are forced to follow up on
ourselves.
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osobitymi kvalitami a nielen ako ilu-
zionisticku reprezentaciu reality,
ohranicenu okrajmi ramu. Fyzicka
stavba malby uz nie je nieco nepatric-
né, ¢o by sme museli skryt, ale dosta-
va sa do centra nasej pozornosti.

Vratme sa teraz k ustrednému mo-
tivu predstavovanych myslienko-
vych smerov, ktorym je kritika vys-
Sie nacrtnutého nazerania na svet.
Myslitelom OOO a SR ide hlavne

o prehodnotenie vztahu objektu (von-
kajsieho sveta) a subjektu (myslenia),
ako aj ich roli pri utvarani poznania.
Snazia sa najst taky spdsob pozna-
nia, ktory by sa primarne neopieral

o subjekt. Tento krok je Casto inter-
pretovany ako snaha vylucit subjekt
Z procesu poznavania. Ambicia od-
stranenia ludského elementu je pri-
tomna najma na strane striktnych
spekulativnych realistov (Meillassoux,
Brassier). Na strane empiricky zame-
ranych filozofov, akymi su Graham
Harman, Timothy Morton ¢i Steven
Shaviro, nie je tato poziadavka napl-
nena v plnej miere. Napriklad Graham
Harman v uvode svojej knihy The



configuration space." His words suggest an em-
pirical stance. It is no coincidence that the very
thinkers such as Harman or Morton consid-

er aesthetics to be a dominant discipline.” The
Baumgarten's original definition of aesthetics

as the theory of experience, feeling and senso-

ry knowledge, in the case of the above authors,
extends over to the non-human world.» Morton
even argues that “in an OO0 universe, the human
aesthetic is a little island in a larger ocean. The ocean is
the causal ocean. “4. However, aesthetics by princi-
ple cannot exist without the concept of experience,
just like art cannot exist without the sensory con-
tact between the work of art and audience. This
begs the question: how is it possible to maintain
the presence of the experience and, at the same
time, disrupt the dominance of the subject over the
object in this theory? We will try to find the answer
in Morton himself, namely in his specific under-
standing of aesthetics, which, —as suggested earli-
er— is extended to nonhuman entities.

11 MORTON, Timothy: Pfed objektem. In:
JANOSCIK (ed.) 2015 (cited in the foot-
note 5), p. 30.

12 The perception of aesthetics is the very is-
sue where the proponents of OOO and SR
diverge, as suggested earlier in the intro-
duction to this chapter. For more informa-
tion, see: ASKIN - ENNIS et al. 2014 (cited
in the footnote 7), pp. 29 - 32. The rejec-
tion of aesthetics can be seen especially in
the authors representing speculative real-
ism. "The very fact that contemporary art
is being determined and organized aesthet-
ically, it has nothing to offer to noncorrela-
tional realism." For more information, see:
MALIK, Suhail: To dd rozum: Proc (a jak)
znicit sou¢asné uméni. In: Sesit pro umeéni,
teorii a pribuzné zény, no. 21, 2016, p. 121.

13 Ibidem.
14 MORTON, Timothy: Realist Magic: Objects,

Ontology, Causality. Open Humanities
Press: London 2013, p. 63.
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Quadruple Object zdbéraznuje, ze sa
snazi ,popsat, jakym zplsobem jsou
objekty spojeny se svymi viditelny-

mi i skrytymi viastnostmi, jak se vazi
k sobé navzdjem i vzhledem k nasi
mysli - to vse v radmci jedné metafy-
ziky“® Ako mbézeme vidiet na slovach
Harmana, vztah k ludom a nddmu
mysleniu tu zostava.'® Morton uva-
dza, ze objekty a veci v realite sa sice
uzatvaraju, ale zanechavaju stopy ci
utrzky. Tieto fragmenty objektov po-
sobia medzi sebou navzajom, ale ko-
munikuju aj s nami. ,Prolétaji se v nasi
zkusenostii v prostoru“.** Z jeho slov
je zrejmé empirické hladisko. Nie je
nahoda, ze prave pri mysliteloch, aky-
mi su citovani Harman ¢i Morton, je
estetika dominantnou disciplinou.?
Baumgartenovo pévodné vymedzenie

=] HARMAN, Graham: Podkopani a pretizeni. In: JANOSCIK (ed.) 2015 (cit.
v pozn. 5), s. 61 - 83.

10 Stale plati, ze ako ludské bytosti sme nuteni vychadzat zo seba samych.
11 MORTON, Timothy: Pred objektem. In: Ibidem, s. 30.
12 Vnimanie estetiky je miestom, v ktorom sa prave predstavitelia OOO

a SR rozchadzaju, ako to bolo naznacené v Uvode tejto kapitoly.

K tomu pozri viac: ASKIN - ENNIS et al. 2014 (cit. v pozn. 7), s. 29 - 32.
Odmietnutie estetiky je pritomné najma na strane autorov zaradovanych
do Spekulativneho realizmu. , Tim, Ze je uréené a organizované estetic-
ky, nemd soucasné uméni nekorelacionistickému realismu co nabidnout.“
Viac: MALIK, Suhail: To dd rozum: Proc (a jak) znic¢it souc¢asné uméni. In:
Sesit pro umeéni, teorii a pribuzné zoény, ¢. 21, 2016, s. 121.



In the book Realistic Magic: Objects,
Ontology and Causality, Morton uses
his personal experience when ex-
plaining this theory. He is talk-

ing about one particular song that
makes his mind return to a time
when his brother suffered from
schizophrenia. Using this example,
he shows how music helps us trigger
our affective responses or fragments
of memories. He likens it to a re-
peated good-bye with someone who
still remains in our mind.” In our
opinion, Morton deliberately used
the adjective affective state, which
even contains the loss of control.

A few pages later he states that sad-
ness is a footprint of "something that
isn’t you, archaeological evidence of an
object™. Morton uses a significant-
ly metaphorical language, which
makes the text difficult to translate
or interpret. Let us proceed to what
Morton tells us on the objects them-
selves, and how he understands the
relationship of the subject and object.

15 Ibidem, p. 15.

16 Ibidem, p. 18.
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estetiky ako tedrie skusenosti, poci-
tu a zmyslového poznania je v pripa-
de spominanych autorov rozsirova-
né do nehumanneho sveta.’®> Morton
dokonca tvrdi, ze vo ,vesmire OOO

je ludska estetika [human aesthetic]
len malym ostrovom vo vac¢som ocea-
ne““. Estetika sa vSak z principu ne-
zaobide bez pojmu skusenosti, rovna-
ko ako umenie nembze existovat bez
zmyslového kontaktu medzi dielom

a divakom. Odkryva sa nam tu otaz-
ka: ako je mozné v tejto tedrii zacho-
vat pritomnost skilsenosti a sicasne
narusit dominanciu subjektu nad ob-
jektom? Odpoved sa pokusime njjst
u samotného Mortona, konkrétne

v jeho sSpecifickom chapani estetiky,
v ktorom - ako sme uz vyssie nazna-
Cili — ju rozsiruje o mimoludskeé entity.

V knihe Realistickd magia: objek-

ty, ontoldgia a kauzalita vychadza
Morton pri objashovani tedrie zo svoj-
ho osobného zazitku. Hovori o jed-
nej konkrétnej piesni, vdaka ktorej sa

13 Ibidem.

14 MORTON, Timothy: Realist Magic: Objects, Ontology, Causality. Open
Humanities Press: London 2013, s. 63.



In accordance with Harman's model, Morton
defines withdrawal as an essential feature of
objects”. It means that a particular object

can be another object by virtue of its exist-
ence. Objects cannot be reduced to smaller
organizational units, to their function, rela-
tionships with other objects and their rep-
resentations existing only in our minds. If we
refrained from the above arguments, it would
have a major impact on aesthetics and art the-
ory. According to these theses, for example,
we cannot reduce a novel to smaller elements
(story lines, hidden narrative structures, words
or phonemes) because the moment we decon-
struct it, we lose contact with the original ob-
ject in our experience.” Furthermore, we can-
not grasp a certain work of visual art through
the museum-institutional or art history rela-
tionships, in which it is placed. Similarly, we
should not reduce the work of art to a mere
idea (representation) in our mind, which is
regulated by the instructions stored in its
structure. ® Morton is trying to approach ob-
jects in a way to respect their unicity.

17 Morton uses the term withdrawal. This
is Harman's translation of Heidegger's
concept Entzung. At this point, we
lean toward the translation of Vaclav
Janoscik in his book Object.

18 The above way of reduction was present
in structuralism or thematology. Graham
Harman uses the term undermining for
this type of thinking. For more informa-
tion, see: HARMAN 2015 (cited in the
footnote 9), pp. 61 - 83.

19 This is the case of phenomenological
aesthetics. Harman uses the term over-
load for this type of philosophical manip-
ulation of the object.

20 MORTON 2013 (cited in the footnote
14), p. 16.
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v mysli navracia do Cias, ked' jeho brat
podliehal schizofrénii. Na nacrtnutom
priklade ukazuje, ako hudba pomaha
vzbudzovat nase afektivne reakcie ci
utrzky spomienok. Pripodobnuje to

k opakovanému luceniu sa s niekym,
kto napriek tomu zostava v nasej
mysli.*®> Morton podla nasho nazoru
zamerne pouzil adjektivum afektiv-
ny [an affective state], v ktorom je
obsiahnuta aj ista strata kontroly.

O niekolko stran dalej spresnuje, ze
smutok je stopa [footprint] ,nieco-
ho, ¢o nie si ty, archeologicky dékaz
urcitého objektu“®. Morton pouziva
vyrazne metaforicky jazyk, Co spo-
sobuje tazkosti pri preklade ¢i inter-
pretacii. Prejdime teraz k tomu, ¢o
nam Morton ponuka o samotnych ob-
jektoch a ako chape vztah subjektu
a objektu.

Morton po vzore Harmana urcu-
je za zakladnu vilastnost objektov

15 Ibidem, s. 15.

16 Ibidem, s. 18.



Morton does not understand the
withdrawal of objects as absolute
isolation. Objects can act on each
other and also on us, in the context
of what he calls aesthetic dimension.
They influence each other through
traces or fragments, which they leave
in the aesthetic dimension through
their interaction. "The aesthetic di-
mension is the causal dimension,"

21 Ibidem, p. 20.
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uzavretost!. Znamena to, ze kon-
krétny objekt neméze byt z pod-
staty svojej existencie inym objek-
tom. Objekty nemézeme redukovat
Nna mensie organizacneé jednotky, na
ich funkciu, na ich vztahy s inymi ob-
jektmi Ci na ich reprezentaciu exis-
tujucu iba v nasej mysli. Ak by sme
sa drzali uvedenych tvrdeni, malo by
to zasadné dosledky pre estetiku

a tedriu umenia. Podla tychto téz
nemaozeme napriklad urcity roman
redukovat na jeho mensie prvky (pri-
behoveé pddorysy, skryté narativne
struktury, slova Ci fonémy), preto-
ze vo chvili, ked ho rozlozime, straca-
me v nasej skusenosti kontakt s p6-
vodnym objektom.?® Dalej nemézeme
uchopit urcité dielo vizualneho ume-
nia cez muzealno-institucionalne ci
kunsthistorické vztahy, v ktorych sa
ocita. Rovnako by sme nemali dielo
redukovat na predstavu (reprezenta-
ciu) v nasej mysli, ktorej tvorbu regu-
luju instrukcie, ulozené v jeho struk-

17 Morton pouziva pojem withdrawal. Ide o Harmanov preklad
Heideggerovho pojmu Entzung. Na tomto mieste sa budeme priklanat
k prekladu Vaclava Janoscika z jeho knihy Objekt.

18 Zmienovany spo6sob redukcie bol pritomny v Strukturalizme ¢i tematolo-
gii. HARMAN 2015 (cit. v pozn. 9), s. 61 - 83.



The idea outlined by Morton can be specifically applied to the
works presented at the exhibition and clarify what Morton is try-
ing to communicate to us.

The work by Ladislav Jezbera No name (from the Series CMYK M)
(2016) is made of the Carrara marble, with the lower part soaked in
printing ink. In the past, this classic sculptural material was used
mainly for its durability, which is disrupted by Jezbera. The ag-
gressive ink works so intensely that it seeps into the structure of
marble. This results in the causal interaction of two objects — ink
and marble. From the perspective of Morton's theory, we can talk
about the aesthetic event of nonhuman objects in this case.

Ladislav Jezbera, Bez nazvu (Zo série CMYK M) / Untitled
(from the series CMYK M), 2016, kararsky mramor, farebny

atrament / carrara marble, colour ink
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39 ture.'’® Morton sa snazi pristupovat
k objektom takym spdsobom, ktory
by respektoval ich jedinecny vyskyt
[unicity].=°

Pod uzavretostou objektov Morton
nechape absolutnu izolovanost.
Objekty mézu pdsobit na seba na-
vzajom a tiez na nas, a to v ramci
toho, €o nazyva estetickou dimen-
ziou. Ovplyvnuju sa cez stopy ci utr-
zky, ktoré v nej zanechavaju svo-
jim pbésobenim. ,,Esteticka dimenzia
je dimenziou kauzality“.2* Nacrtnutu
Mortonovu myslienku mézeme kon-
krétne aplikovat na vystavené diela
a tym si spresnit, ¢o sa ndm Morton
snazi povedat.

Dielo Ladislava Jezberu Bez ndzvu
(Zo série CMYK M) (2016) pozosta-
va z kararského mramoru, ktoréeho
spodné casti su nasiaknuté tlacia-
renskym atramentom. Tento klasic-
Ky socharsky material bol v minulosti

19 Ide o pripad fenomenologickej estetiky. Tento typ filozofickej manipulacie
s objektom nazyva Harman pojmom pretazenie.

20 MORTON 2013 (cit. v pozn. 14), s. 16.

21 Ibidem, s. 20.




Another work presented by Jan
Gasparovi¢ works with a natural ac-
tor — a plant named Mimosa Pudica
(or touch-me-not, shameplant, or
shy plant) — which is known main-
ly for its sensitivity to the touch.
When touched by human hands,

its leaves immediately shrink. The
sensory endings of Mimosa Pudica
send out signals even in the mildest
contact. The OO0 concept says that
everything is just an object, includ-
ing what is commonly referred to

as a subject.” According to Morton,
there are cases in which a person as-
sumes the role of an object » as out-
lined in the work of Jén Gagparovic.
In this case, the object is man who
responds to a nonhuman actor —
Mimosa Pudica.
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22 Ibidem, p. 63.
23 Morton uses psychoactive

drugs as an example - they
causally affect our brain and
encourage fantasies. For
more information, see: Ibidem,
pp. 63 - 64.



vyuzivany najma vdaka svojej odol-
nosti, ktoru tu Jezbera narusa.
Agresivny atrament pdsobi natolko
intenzivne, ze vstupuje do struktury
mramoru. To, ¢o sa tu v skutocnos-
ti odohrava, je kauzalna vzajom-

Nna reakcia dvoch objektov, atra-
mentu a mramoru. Z perspektivy
Mortonovej tedrie v tomto pripade
mozeme hovorit o estetickej udalosti
mimoludskych objektov.

Dalsie prezentované dielo Jana
Gasparovica pracuje s prirodnym ak-
térom, rastlinou s nazvom citlivka
obycajnd, ktora je znama najma svo-
jou senzibilitou voci vonkajsiemu kon-
taktu. Pri dotyku s ludskou rukou sa
jej listy okamzite stiahnu. Zmyslové
zakoncenia citlivky obycajnej vysiela-
ju aj pri najjemnejsom kontakte sig-
naly. Koncepcia OOO tvrdi, ze vsetko
je len objekt vratane toho, ¢o bezne
nazyvame subjekt.?® Podla Mortona
totiz existuju pripady, v ktorych clo-
vek prebera rolu objektu=3, ako je to

22 Ibidem, s. 63.

23 Morton pouziva ako priklad psychoaktivne drogy, ktoré kauzalne ovplyv-
AUju Nas mozog a podnecuju vytvaranie fantazii. Viac: Ibidem, s. 63 - 64.



Although modern aesthetics is
arichly branching discipline*, its
subject is still exclusively limited

to the human response or human
(e.g. artistic) intention. The sensory
perception and action are ongoing
only between the "superior” subject
and "defenseless" object. Morton un-
derstands aesthetics in a specific
way: he does not see it primarily as
a scientific discipline, but as a spe-
cial dimension in which the things
themselves causally act regardless of
whether they are subjects or objects.
In this manner, in his philosophi-
cal concept, Morton maintains the
concept of experience (but at a price
of anthropomorphization of the
nonhuman entities) and at the same
time undermine the traditional un-
derstanding of the roles of the subject
and object.

24 For more information, see:
ISER, Wolfgang: Jak se déld
teorie. Karolinum: Praha
20009.
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v nacrtnutom diele Jana Gasparovica.
Objektom je tu prave clovek, na ktory
reaguje mimoludsky aktér - citlivka
obycajnad.

Napriek tomu, ze sucasna estetika
je bohato rozvetvena disciplina=4, jej
predmetom je stale vyhradne ludska
reakcia Ci ludsky (napriklad ume-
lecky) zamer. Zmyslové vhimanie

Ci posobenie tu stale prebieha iba
medzi ,nadradenym® subjektom

a ,bezbrannym® objektom. Morton
chape estetiku velmi specificky, nev-
Nnima ju primarne ako vednu discipli-
nu, ale ako zvlastnu dimenziu, v kto-
rej na seba veci kauzalne pdsobia,

a to bez ohladu na to, Ci ide o subjekt
alebo objekt. Tymto spdésobom mboze
Morton vo svojej filozofickej koncep-
cii zachovat pojem skusenost (avsak
za cenu antropomorfizacie mimolud-
skych entit) a sucasne tak naru-

Sit tradi¢né chapanie roli subjektu

a objektu.

24 K tomu pozri viac: ISER, Wolfgang: Jak se déla teorie. Karolinum: Praha
2009.



Despite the above, it is true that the
00O philosophical movement has
many gaps, which we cannot deal
with in detail at this point. However,
what we as curators take from it —
and this is exactly where our inspi-
ration comes from — is the effort to
treat the works of art more sensi-
tively to preserve their uniqueness.
The consequence of this ambition is
the refusal of reading the individu-
al artworks through the prism of ar-
tistic styles, movements and trends,
which are all man-made categories.
Our approach thus differs from the
question how this particular artwork
fits into the story of contemporary art,
and leans toward how the artwork ex-
ists. Similarly, it does not attempt
to interpret art objects through the
psychology or personal history of
the author.
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Napriek vsetkéemu plati, ze filozofic-
Ky prud OOO ma mnoho medzier, kto-
rym sa na tomto mieste nembzeme
podrobne venovat. Co si véak z neho
mbdzeme odniest my ako kuratori vy-
stavy - a prave v tom spociva nasa
inSpiracia - je snaha o citlivejsie za-
obchadzanie s umeleckymi dielami,
ktoré by zachovavalo ich unikatnost.
Désledkom takejto ambicie je od-
mietnutie Citania jednotlivych diel cez
prizmu umeleckych smerov, stylov ci
tendencii, ktoré su ludmi vytvorené
kategodrie. Nas pristup sa tak odchy-
luje od otazky, ako toto konkrétne
dielo zapada do pribehu sucasného
umenia, a priklana sa k aspektu, ako
dané dielo existuje. Rovnako sa nes-
nazi umelecké objekty interpretovat
prostrednictvom psycholdgie Ci osob-
nej historie autora.
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