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Marian Palla - promény konceptualniho mysleni

Pri ¢teni M. Heideggera jsem si uvédomil byti
pravé jen tehdy, kdyz jsem ho prestal ¢ist.

DosaZeni neexistuje.
Proto velké cile jsou omylem a malé zpestienim.

Délat jiz témér jen mySlenky.
To ,témer” je ale velmi dilezité.

Smérovat k ¢innosti, ktera bude pomalu splyvat s Zivotem.
M. P., 1982 — 1984

Ukol této publikace jakoZ i vystavy v opavském Domé
umeéni je mimoradny — neni to nic mensiho, nez navratit do kon-
textu ¢eskoslovenského uméni dilo jednoho tvurce, ktery neod-
myslitelné patfil k celé Skale naSeho konceptualniho uméni...
V podminkéch minulého politického systému se bylo moZno
s jeho tvorbou pochopitelné setkavat pouze na polooficialnich
¢i zcela ilegalnich platformach, ale v okruzich prazského
a brnénského ,dematerializovaného uméni“ byl dobfe znam
a jeho originalita byla vysoce ocenovana. Ale shodou okolnosti
Mariana Pally znovu — alespon v ramci dostupnych moznosti —
uvedl do vefejného povédomi. A mozna je to jen zdanlivy para-
dox, ze jeho jméno je pfitom ,ve svété uméni* stale dobre
znamo. Pomérné Casto mu vychazeji knihy, nejprve verse,
potom prézy a posléze divadelni hry, které se dokonce objevily
na jevisti, je oblibenym G&astnikem vefejnych &teni... Je znam
i jako pedagog Fakulty vytvarnych uméni VUT v Brné... A pfi-
tom v8em jako by si nikdo neuvédomoval, ze tohle vSechno je
jiz druha kapitola Pallova Zivotniho dila, Ze pfedchazela kapito-
la pfinejmensim stejné dulezita, ale v kazdém pfipadé iniciacni,
kterou nelze dost dobfe z Ceskoslovenského uméni sedm-
desatych a osmdesatych let vymazat... A protoze pamétnikl
bude postupné ubyvat, nezbylo, nez se pokusit tuto dulezitou
kapitolu znovu vratit do kontextu celé nasi kultury. DGvody, pro¢
bylo skoro zapomenuto to, ¢emu Marian Palla vénoval dvé
desetileti intenzivni tvaréi myslenkové prace, jsou ziejmé tak
banalni, Zze se mohou zdat neuvéfitelné — Zivot umélce se
zménil a z toho vyplynula nemoznost, aby dal mohl nékde
prezentovat sva starSi dila. Dvé desetileti jsme jej mohli
navstévovat v jeho ateliérech — jiz od studentskych ¢ast mél
k dispozici ateliér svého otce, vyznamného brnénského
architekta a také malife Vladimira Pally na Kotlafské ulici. Kdyz
se ozenil, vybudovali s manzelkou Evou sympatické tusculum
z domecku v Rousinové u Brna. Tam vznikaly jeho nejradikal-
néjSi koncepty, v dusledku kazdodenniho kontaktu s pfirodou,
s Zivly... Také tam byla velika dilna, ktera slouzila jako ateliér
i jako sklad hotovych kreaci. Po politickych zménach v nasi
zemi se cesty obou partner( stale vice rozchazely. Po rozchodu
musel umélec do té doby vzniklé dilo néjak a nékam odstého-
vat — a byly to nejen texty, ale také obrazy a rozmérné objekty...
Za to, ze vubec je nyni mozné tuto vystavu a tuto publikaci
predstavit, vdécime architektim manzeldm Velkovym, ktefi
jako jedini méli k dispozici dostate¢né velky prostor a umoznili
Marianovi vSe uskladnit v jejich Galerii Sypka, v polich mezi
Vlkovem a Osovou BitySkou, kam jsme fadu let radi jezdivali na
vystavy. Autor tedy prakticky nemél Zadnou pfilezitost ani
zjistit, v jakém jsou jeho nejriznéjsi artefakty stavu, zda je jiz
davno mysi nesezraly... Podnét spole¢ného pritele, feditele
opavského Domu uméni Martina KlimeSe, pak byl impulsem
k tomu, abychom se pokusili pfedstavit, co skutecné umélec
délal. Samozfejme, ze pfitom vznikla dalSi patova situace —
vétSina kliovych realizaci je zachranéna, ovSem na nékterych
najdeme rizné stopy uplynulého ¢asu. Pfiklad za vSechny: bily
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monochrom s napisem NEJRADEJI MAM BILOU mé v horni
¢asti bilé plochy Sedy pruh... Z praktickych divodu tedy neni
mozné prezentovat néktera dila beze stop ¢asu a okolnosti,
které se na nich podepsaly. Jinak by nebylo mozné vystavu
uskutecnit, takze to musime vnimat jako dal§i posun, dalsi
téma, Cas, ktery do umélcova dila vstoupil. S nyné&jSim odstu-
pem se také jako optimalni nejevi fakt, Zze Marian své artefakty,
kromé textovych raportl urcitych akci, které verifikoval pfes-
nym datem, neopatfoval zadnym vro¢enim a ze také ostenta-
tivné dlouhou dobu nezaznamenaval své participace na kolek-
tivnich vystavach ani publikace, takZe jeho tvorbu lze pouze
rozdélit do nékolika po sobé nasledujicich skupin, které
mizeme zhruba casové vymezit. Pfitom samoziejmé také
autorovy kontakty s uméleckymi prateli nachazeji své neod-
myslitelné uplatnéni, pfedevsim to plati o legendarnim archivu
J. H. Kocmana, ktery také v tomto pfipadé stvrdil svou nezas-
tupitelnost. A ja zase po letech vstupuji do role interpreta
Pallova dila, jako jsem to Cinil v dobé&, kdy cela tato jeho tvorba
vznikala — nebot’ moje dvojrole umélce a teoretika sou¢asného
uméni, do niz mne dovedli sami pratelé umélci, logicky zpu-
sobovala, Zze jsem, stejné jako v pfipadech dalSich Cesko-
slovenskych konceptudlnich umélcu, byl nejcastéjSim vykla-
dacem Pallova usilovani. Snad bych mél také pfipomenout, ze
nejcastéji to bylo u pfilezitosti vystav v Galerii Na Bidylku,
davno za starého rezimu neoficialné zfizené Karlem
Tutschem...

Jaka byla myslenkova cesta Mariana Pally?

Ja jsem poprvé jeho obraz urcité vidél na jedné prehlidce
mladych brnénskych vytvarnik(, bylo to nékdy na pocatku
sedmdesatych let... | kdyz to byla jeSté prehlidka celé Skaly
aktualni zivé tvorby, zadny zacatek normalizace, i v tomto kon-
textu se Pallav obraz na prvni pohled liSil od toho, o¢ usilovali
vSichni ostatni. Na bilé desticce od ruky udélany cerny
ramecek, vlevo jeden strom, namalovany tak, jak obvykle malu-
ji déti, dfiv znak nez skute€na podoba, vpravo dole text
PRIRODA, zase napsany neumélym pismem. S urgitym zjed-
nodusenim ¢i s urc€itou nadsazkou bychom mohli fici, ze je to
vlastné syntakticky pfedobraz vSech umélcovych obrazu
a kreseb az do dneska, protoze kruh se do jisté miry uzavrel
a obrazy z poslednich let maji tuto skladbu, tedy vizualni znak
je sémanticky interpretovan néjakym vice ¢i méné humorné
fungujicim textem a v obecnéjsi roviné souvztaznost vizualni
a textové slozky je pro autora uréujicim konceptem (samozfej-
meé s vyjimkou v nejradikalngjsich akcich). Také uplatnéni
nestylizované kresby a nestylizovaného rukopisu bylo jisté
zamérné, ale zaroven bylo pro autora samozfejmé — nehledal
tedy zadnou ,uméleckou stylizaci, nebo mozna pfesnéji feCeno
pregnantné uplatnil jako svoji stylizaci pravé to, co mu bylo
vlastni, to, jak vypadal jeho normalini rukopis. Tenhle obraz ma
ovSem vzhledem k autorové dalSi praci mimoradny vyznam
také proto, Zze nemusi byt ,Eten” predevSim jako néco komic-
kého, hravého. Pozdéji jsme se dozvédéli, Ze mu skutecné
predchazela cela fada obrazki a obrazovych asamblazi,
u kterych byl aspekt humoru, spjatého nejen s jakousi primi-
tivizujici artikulaci obrazu i textu, ale pfedevsim s grotesknim ¢i
humornym poselstvim celku. Vlastné by nas to mélo prekvapit,
uvédomime-li si, ze Marianlv otec patfil v Sedesatych letech
k nejprogresivnéj§im brnénskym architektim. Spolupracoval
také s vytvarniky, ktefi byli povazovani za Spic¢ku brnénské
malifské ,pozdni moderny”“ Sedesatych let, pocinaje Bohu-
mirem Matalem &i JanuSsem Kubi¢kem. Je pfili§ odvazna nase
uvaha, Ze jiz v této dobé, v dobé& svych naprostych uméleckych
zacatk(l, se chtél Marian, kterému bylo doma, pokud $lo o sféru
vytvarného uméni, vSechno otevieno a zpfistupriovano, néjak
radikalné odlisit? Samozrfejmé, zvolena hrava a komicka styli-
zace byla takfikajic nasnadé, ovSem nesmime zapomenout, ze
byla od samého pocatku spjata se vztahem malby, nékdy



asamblaze a textu, se vzajemnym okomentovavanim dvou
prvkl obrazu, vizualniho a textového, slovniho. Jako by citil, ze
pravé uziti textu je onou cestou, ktera je aktualni, kterou
pfinaselo konceptualni uméni. A z takového uhlu pohledu
mizeme Mariandv vystaveny obraz povazovat za — feknéme —
protokonceptualni. Jeho poselstvi je formovano vztahem obra-
zové a textové sekvence, stylizace vede k tomu, Ze zobrazené
vnimame jako vizualni znak, jenz je komentovan znaky pfi-
psaného slova. Humor ¢i ironie ¢i paradox je v tom, jak je ke
znaku jediného stromu pfipsano néco mnohem obecnéjsiho...
Ale to jiz je, stejné jako vztahova struktura celku, néco v pod-
staté konceptualniho. A predchazejici obrazy nas ubezpeduji,
ze jde predevSim o vytvarny humor, ovSem obrazy nasledujici
nas ubezpecuji, Ze jde predev§im o reflexi urcitych vztah
v mysli divaka a Ze se tedy Marian Palla propracoval ke kon-
ceptualnimu zplsobu tvorby. Bylo to vlastné logické, takovy
pfistup byl doslova ve vzduchu, byl to Zeitgeist, ktery bylo
mozno citit i v Brné, byl-li umélec dostate¢né senzitivni... Sdm
jsem postupné na prelomu Sedesatych a sedmdesatych let
preSel od vizualni poezie jak k velice lapidarnim slovnim
vymezenim, tvofenym v nejradikalnéjSich pfipadech jedinym
pojmem, které jsem jiz i oznacoval jako koncepty. Do toho se
zamotalo konceptualni uplatnéni fotografie, v ramci Group m.
i soloveé jsme zkouSeli moznosti realizaci v pfirodé, na kterych
se jiz podilel také J. H. Kocman, s nimz jsme se pratelili od
prvni poloviny Sedesatych let. Jeho vlastni lapidarni koncepty,
které meély pfedobraz v procesualnich strukturalnich grafikach,
brzy nasledovaly. Skoro stejné dlouho jsem se znal s Daliborem
Chatrnym, ktery po Cisté geometrii, kterou od roku 1968
uplatnil v réamci Klubu konkrétistl, asi od roku 1972 zacal
zkoumat celou fadu konceptualnich problém(. V Praze Petr
Stembera na konci $edesatych let definitivné opustil malbu
a v roce 1970 realizoval prvni intervence v pfirodé, které pak
rozvinul do své prvni akce Preneseni kamene z roku 1971.
Poté néasledovaly jeho nejstriktnéjSi konceptudlni realizace —
meteorologické raporty, zaznamenavané z radia a v podobé
karticek rozesilanych pratelim. Karel Miler se v rocich 1970-
-1971 dostava od minimalistické vizualni poezie k jazykovym
konceptualnim reflexim. V Bratislavé za¢ina smérfovat k novym
podobam uméleckého dila z nejmladS$i generace predevsim
Rudolf Sikora a Dezider Toth-Sikora se nejprve obraci
k topografiim jako nové umélecké informaci, Téth v podobé
lyrickych konceptl referuje o vztahu ¢lovéka a pfirody i ¢lovéka
a umeéni. A Milan Adamc¢iak pojima jako koncept hudbu...
V8ichni tito umélci méli tehdy pfed sebou zajimavou, originalni,
konsekventni cestu, kazdy jinak zaméfenou a samoziejmé také
rizné dlouho trvajici... Tehdy ovéem to v§echno byli nejblizsi
pratelé — oni vytvareli generacni kontext, do kterého mél take
vstoupit Marian Palla, o par rokt mladsi (narodil se roku 1953).
Brzy jsme jej zacali navstévovat v jeho tehdejSim ateliéru
v Brné na Kotlarské ulici, kde také organizoval riizné neoficial-
ni prednasky i akce nékterych kolegd umélca.

Jak jsem napsal v jednom neoficialné realizovaném kata-
logu, dulezitou slozkou prvnich Pallovych obraz(i a kreseb byl
sice humor, ale ,byl to prazvlastni humor, humor v mysli, humor
paradox lidské komunikace®. V prabéhu prvni poloviny sedm-
desatych let se postupné vytracel, resp. transmutoval se do
podoby ryziho konceptualniho mysleni, kde za pritomnost
aspektu humoru mlzeme povazovat pouze samotnou cestu
k uchopeni urcitého paradoxu ¢i prekvapeni v mysli. Také
v druhé poloviné sedmdesatych let pokracovala tato linie
obrazu a kreseb, ovSem jejich sémantika se postupné proméni-
la. Vnimame je jako ryze konceptualni dila, aspekt humoru
zUstava pritomen dfive v paradoxnim, hravém formulovani
urcitych vztahl. To je doba, kdy vznikaly desitky maleb, z nichz
mne osobné od pocatku zaujaly predevsim realizace reflektujici
samotny proces vzniku obrazu. Také samozfejmé muazeme fici,

Ze je to humorné zviditelnéni urcitych paradoxud, ale mnohem
podstatnéjSi je pfitomnost tautologii a sémantickych kom-
plikaci, vSe je samoziejmé zviditellovano opét vztahem mezi
urCitym zpusobem zpracovanou plochou malby a vepsanym
textovym, slovnim komentafem. Ten jiz davno nefiguruje
pokazdé jako néjaky komentar vpravo dole, jako tomu bylo
u PRIRODY, umélec suverénné nechava pusobit i estetickou
kvalitu svych typickych, trochu neumélych grafému. Z toho
vSeho plyne, ze konceptualni mysleni Mariana Pally bylo jiz
tehdy pomérné hodné komplexni, nemél nijak blizko k ryze
analytickym feSenim, at' je pfinaSela samotna tzv. analyticka
malba nebo predstavitelé Cistého dematerializovaného kon-
ceptualniho uméni. V ceském prostiedi vzhledem k dobé
vzniku téchto dél i jejich originalni kvalité jesté stihl patfit
k prakopnikdm...

Musime si pfipomenout, Ze mezitim zacala drsna politicka
normalizace a v8echny typy aktualniho umeéni byly odsouzeny
do ateliérl nebo odkazany na obcasné vystoupeni v néjakém
neoficialnim prostoru. Také Marianovi se podafilo poprvé vy-
stavit ukazky své dosavadni tvorby ve Studentském klubu
Kfenova 75 v Brné v Fijnu 1980. Na vernisazi promluvil nas
dal$i kamarad, dlouholety kurator fotografické sbirky Moravské
galerie Antonin Dufek, ja mél v té dobé Cerstvy zakaz publiko-
vat kvlli prehlidce Souasna ceska kresba, kterou jsem
pfipravil pro brnénsky DGm umeéni, jehoz kuratorem jsem byl od
roku 1972, a tak alespor muj a la prima psany text byl vyvésen
pfimo na vystavé. Minikatalog, psany a kresleny umeélcovou
rukou a potom rozmnozeny ofsetem, dobfe ukazuje, jak se
tehdy pfi pochopitelné, z prostorovych divodu nezbytné selek-
ci podafilo ukazat celou problematiku, kterou tehdy Marian do
nasi neoficialni, ale zato zivé kultury vnasel. Vidime, Ze vy-
stavoval obrazy, kresby, fotografie, dfeva a objekty. Do malého
vystavniho prostoru klubu toho tedy bylo pomérné hodné, ale
byl to skute¢né reprezentativni pohled na posledni Iéta jeho
usilovani. Nékolikrat se objevi tautologie samotného procesu
malovani: snad nejsubtilnéji je autordv ambivalentni vztah
k procesu malovani vyjadfen na obrazu s jakymisi hnédymi
skvrnami, mezi néz je vepsano ZASE OBRAZ. Podobné je
expresivné malovany zeleny skoromonochrom nahofe pfepsan
slovy POKAZENY OBRAZ. Zvlasté u POKAZENEHO OBRAZU
je sémanticka situace velice komplikovana: mohl by to byt
docela pékny informelovy obraz, ale autor nas presvédcuje, ze
je to obraz pokazeny. Nezbyva nam, nez se ptat, zda je to tim,
ze autor zvolil jazyk malby, ktery jej jiz de facto nezajima, nebo
zda se mu jevi v ramci expresivné abstraktnich obrazd jako
nezdafily? Ale on pfece zadné expresivné abstraktni obrazy
nemaluje, pouze demonstruje rGzné jazyky malby... V plose
hnédého monochromu je pfipsano (vyjimecné minuskami)
maluji... Je to pferuSeny proces malby, jak se nam zda, protoze
v horni ¢asti obrazu je barvy naneseno mnohem méné? Nebo
je to naopak spravne, protoze tahle méné pomalovana mista
jsou pouze soucasti autorovy exprese? Vidime, Ze autor zpytu-
je samotny proces malovani a tudiz i obraz jako médium,
ovSem nezbavuje se pfitom ani radosti ze samotného estetic-
kého plsobeni. To je také charakteristické pro celé toto autoro-
vo tvliréi udobi. Katalogova sklada¢ka nam pfipomene, Ze se
zde objevily i dal$i velice plsobivé koncepty, vztahujici se
jakymsi vizualnim paradoxem k samotnému kontextu, ktery
obrazy vytvareji — nejradikalnéjSim pfikladem je asi CernoSedy
KONTRASTNI OBRAZ K BILYM. Tématem se ovéem stava
i rozvijeni tautologie samotného vzniku artefaktu 6x NATRENO,
jindy obraz pfimo implikuje, jak se s nim ma nakladat, a samot-
ny text se stava konceptem, ktery mizeme, resp. ktery bychom
asi méli naplnit a vytvofit tak skute¢né tautologickou situaci:
HORNI ROHOVY. Konceptualné jesté gistsi feSeni predstavu-
je dvojice obraz(, z nichZ na prvnim je napsano MEZERA MEZI
a na druhém DVEMA OBRAZY. Tak se z obrazl stava



reference o samotné situaci, kterou vytvareji, jindy se naopak
referuje o celkové charakteristice dila a sama tato charakteris-
tika se stava tématem: JE TO MALE, MOHLO BY SE TO
ZTRATIT. V celé struktufe maze byt pomoci Sipky identifikova-
na POSLEDNIi TECKA, ale tematizovana muze byt i samotna
situace textu, jak dosvédcuji SLOVA ZA SKLEM. Pro vSechny
tyto obrazy zlstava dulezita pritomnost estetické slozky dila,
ktera potom na samém pocatku osmdesatych let zacne byt pro
autora zbyte¢na. Na vystavé se také objevily prvni verze
autorovych praci se dfevem — zatim to jsou vétSinou vétsi nebo
mensi destiCky, na kterych jsou napsany texty, stejny rukopis,
vétSinou tiskaci pismena, jako na autorovych obrazech. Jesté
zazni jemny humor (TOTO DREVO NENI VELBLOUD), deska
m(Ze byt opatfena popruhy jako ruksak (DREVO NA VYLET)
a predevs$im se rozvijeji rizné v podstaté vécné, ale i lyricky
pusobici tautologie, tematizujici rizné okolnosti vzniku nebo
uplatnéni: MOJE PRVNi PRAZSKE DREVO, DREVO DO
VELKE KAPSY, DREVO NA VYSTAVU, které m(ize hned zpi-
tomnit své uréeni... Mozna si autor pfal, aby mohl své artefakty
nékde vystavit, a tady se to podafilo. Nékoho tfeba prekvapi, ze
Marian neopomenul ani médium fotografie, byl pfi vSem smy-
slu pro hru disledny ve svych zkoumanich — VE TME bylo
skute¢né vyfotografovano deset rtznych zatisi a negativ byl
klasicky vyvolan. Dulezity byl i soubor kreseb — nékteré reflek-
tovaly vlastni zvolené médium podobné&, jako tomu bylo pfi ma-
lovani obrazti (ZACATEK KRESBY, SPINAVY OKRAJ, ZELE-
NOU PASTELKOU). OvSem objevi se moment raportu urcité
akce, urdité obyéejné, banalni ginnosti — PUJDU NAKOUPIT
SALAT, PUJDU NAKOUPIT MRKEYV). Zastoupen byl oviem
i PAPIR, NA KTEREM JSEM SPAL. A ten nam predznamenava
velky cyklus praci vzniklych pfi této utilitarni, zcela mimo-
umélecké aktivité. Cela série vselijak vice ¢i méné pomac-
kanych papird nam naznacuje, jak se tématem Pallova dila ¢im
dal vice stavaji stale obycejnéjsi lidské aktivity. Mezi obrazy
z tohoto udobi je zase snad nejradikalngjsi tim, jak tematizuje
autordv normalni zivot a zaroven de facto zviditelfiuje ¢asovost,
Zlutohnédy monochrom, na némz jsou pod sebou napsany
fadky PUJDU NA VOJNU / UZ JDU / JSEM NAVOJUNE / ZA 59/
VRATIL JSEM SE. Zarover je to jist& autenticky zaznam, kazdy
fadek musel vzniknout v prislusné popsané situaci —
a musime ocenit, Ze i tuto dobu svého Zivota dokazal Marian
Palla umélecky reflektovat.

Na konci sedmdesatych a na samém pocatku osmdesatych
let se povaha Marianovych obrazli postupné proménuje — dfive
uzival jako sui generis vyznamy s oblibou rlizné typy jazykl
malby, nékdy vyslovené polovazné, poloironicky komentoval
urcité malifské zasahy, zaznamy, gesta, struktury, ale pravé
vystavou ve Studentském klubu Kienova 75 (pfezdivaném po
dvé desetileti v Brné ,Kfenka“) jako by své usilovani o maxi-
malni soustfedéni se na samotnou sémantiku obrazu postupné
uzaviral. Malba s jejimi specifickymi estetickymi a komu-
nika¢nimi kvalitami pro néj pfestava byt zajimava, i kdyz v pfed-
chazejicim udobi ji velice originalné uplatnil pfedevSim jako
sémantickou, nejen estetickou informaci. Nejradikalnéji novou
formu predstavuji ¢erné a bilé obrazy, natfené latexem. Latex
byl od Sedesatych let modernimi vytvarniky u nas svym zpu-
sobem vyhledavan, protoze byl levnéjSi a mnohem rychleji
zasychal nez olejové barvy, takze jej zvlast dobfe uplatnili
predstavitelé geometrické abstrakce, ktefi nepotfebovali vseli-
jaké efekty, dosazitelné olejovymi barvami, ale naopak chtéli
mit jako zaklad Cistou bilou nebo jinak barevnou plochu. Méli
bychom zminit, Ze Marian Palla de facto nemél (stejné jako jeho
konceptualné orientovani vrstevnici z Prahy ¢&i z Brna) zadné
vytvarné vzdélani, vystudoval na brnénské konzervatofi
a vetsi ¢ast zivota stravil jako hra¢ na kontrabas v souboru
opery Statniho divadla v Brné, ale prakticky od détstvi se pohy-
boval v prostfedi, které bylo propojeno s vytvarnym uménim.

MUzeme Fici, ze z hlediska svych vlastnich tvlrcich zajmu
nejprve optimalné uplatnil rdzné charakteristiky a danosti
malby, aby se jich poté radikalné zbavil a nahradil je skute€nym
natiranim latexu, které mizeme chapat jako tu nejzakladné&;jsi
pojmovou reprezentaci samotného procesu malovani, jako kon-
cept natirani... Ten ovSem byl tehdy jesté spjat s urcitymi pres-
né lokalizovanymi vyznamy, ¢asto v podobé slovnich zaznama,
ale setkdme se i s jinymi vyznamovymi elementy — znaky.
Jednou jesté v ateliéru na Kotlarské demonstroval soubor
identickych €ernych platen, uspofadanych kolem mistnosti. Na
kazdém byla ve stejném misté namalovana (Ci pfesnéji: napsa-
na?) bila Sipka, sméfujici zleva doprava. Byla to vyzva k akci —
ale predevsim se zifejmé tato akce méla odehravat v mysli diva-
ka: z obrazu se stala ¢ista vyzva vnimateli, vyzva jeho smyslim
a predevSim jeho intelektu. Shodou okolnosti mam ve své
sbirce obrazovy diptych, ktery zfejmé vznikl v té€sné souvislosti
s onou rozmérnou obrazovou instalaci v umélcové ateliéru: na
obrazu vlevo je bilé Sipka, podobna tém, které byly na ¢ernych
platnech v oné instalaci, a tato Sipka ukazuje na obraz vpravo.
Na tom zustala jen ¢erna plocha, monochromni obraz, ktery
ov8em neni bezpfiznakovy. Jednak odkazuje k celé 3kale
malifské obrazové monochromie, ktera tvofi v déjinach mo-
derniho uméni samostatnou linii, zapocatou Kazimirem
Malevicem a Alexandrem Rodcenkem, pokracujici prakticky
dodneska. Ale kromé toho je to také konceptualni vztah, ktery
tato dvojice obrazu zviditelfiuje... A dfiv nez néjakymi literarnimi
odkazy je to poselstvi tvofené témito absolutnimi oprosténymi
vztahy. Nékdy se jesté objevi i malifsky natfena plocha, ovéem
slouzi pouze k pregnantnimu sémantickému rozliSeni, tfeba
u obrazl rozdélenych vertikalné na dvé poloviny: tak mazeme
rozligit mezi MALOVANO V NOCI / MALOVANO VE DNE.
Jeden z pouze vizualné artikulovatelnych problém( zviditelfiuje
obraz (a kresba na stejné téma), kde v jedné poloviné cteme
TATO POLOVINA EXISTUJE, druha zlstava bez komentare.
Nékteré Marianovy obrazy vznikaly jako soucast urcité
akce, jejiz koncept byl dan predem a potom se realizoval. Oboji
bylo dllezité, prabéh realizace akce i fakticky vznik obrazu...
Morfologicky i €asové nejstarsi z nich bylo zfejmé portrétovani,
jehoz soucasti jesté byl urcity humorny aspekt. Zaroven ovSem,
jak si dobfe pamatuiji, to bylo velice pfijemné setkani s autorem.
Pro kazdou portrétovanou a kazdého portrétovaného mél
pfipraveno malifské platno, natfené monochromné urcitym
odstinem barvy, kazdého individualné pozval k sobé do ateliéru
na Kotlarské, Ze chce udélat sérii portrétl. | kdyz jsme védéli,
Ze Marian zatim zadné portréty nedélal, rada jej vétSina ze
skupiny pratel, ktera se jiz kolem né&j vytvorfila, postupné
navstévovala. Portrétovaného posadil na zidli, coz v klasickém
malifském ateliéru, ktery mél od svého otce k dispozici, pliso-
bilo hodné vérohodné. Potom se posadil proti portrétovanému,
vzal si tuzku a papiry a udélal si nékolik skic. Nakonec vytvoril
definitivni dilo na malifské platno, klasicky vypjaté na
podramek. Portrétovani trvalo pomérné dost dlouho, jak se na
portrétni praci slusi, ale pfekvapeni stalo za to... Marian vytvofil
na barevnou podmalbu bilou barvou pokazdé skoro stejny,
nejelementarn&jsi mozny linearni znak lidské postavy, pouze
damy odliSoval také lapidarnim dvojobloukem fader.
A samoziejmé — kdo se chtél podivat na studie, vidél, ze tam
autor skute€né zkousel pfislusného portrétovaného treba néko-
likrat podobné& znakové zaznamenat. Vznikaly samozfejmé
i dvojportréty a portréty skupinové... OvSem to byla teprve
polovina dila — stejné dllezité bylo jméno, napsané obvyklymi
verzalkami nad dolnim okrajem obrazu — a je vidét, Ze se snazil,
aby pismo bylo co nejhezéi... Vzniklo jisté dvacet &i tficet
z Prahy také dalSi konceptualni umélec Pavel Buchler, Zijici ve
Velké Britanii, jenz se postupné rozhodl pro emigraci a jehoz
dilo také neni po vlastech ¢eskych zhodnoceno. Tuhle asi prvni



Pallovu velkou akci muzeme vnimat pfinejmens$im s dvéma
akcenty. Samozfejmé se nabizi, ze cilem byl humor, ironicka
perziflaz samotného aktu portrétovani, pocinaje zvanim, pres
vaznost celého provedeni az po zavére¢né ,odhaleni®. Ale
podivame-li se na cely soubor takto vzniklych obrazd, uvé-
domime si, ze pfinejmensim stejné dllezity je skute¢ny
vysledek: vSichni ti lidé, jejichz identitu mGzeme jasné rozpo-
znat diky pfipsanym jméndm (Marian byl tehdy strasné rad,
kdyz nékdo mél néjaky akademicky titul, a hned jej také u pfi-
slusného jména uplatnil), ale neni to pfedevSim zase
rozehravani subtilni hry mezi viceméné identickymi figuralnimi
znaky a tim, jak je muzeme diky pfipsanému textu deko-
dovat...? Neni to dfiv veliké zamySleni nad vztahy mezi indi-
viduem a tim, jak je vnimano i reprezentovano...? Neni to
dokonce i mirna politickd narazka na dobu, ve které jsme zili?
Vzdyt normalizace byla v sedmdesatych letech skute¢né hnus-
na, lidé ménili i své odborné a umélecké zajmy tak, aby se
zavdécili novym mocnym, aby si nezadali tfeba jen kvali mo-
dernimu uméleckému dilu, které par rokd pfedtim obdivovali...
A Marian Palla byl tehdy skute¢né mlady umélec, ktery mél
takfikajic ,vS8echny cesty uzavieny“, nejen tfeba do ciziny, ale
i tam, kde se rozhodovalo, co bude akceptovano jako soucas-
né uméni.

Do podoby akce se rozvinula také realizace série Ctyf
obrazl, majicich presny lapidarni koncept — na kazdém
pomérné velkém bilém platné je namalovana silnym Stétcem
jedina hnéda ¢ara. Kdyz visi tyto obrazy vedle sebe, jsou na
prvni pohled hodné podobné, ovSem ve skuteCnosti se lisi
v detailech, podminénych rdznou rychlosti tahu ruky. Jejich
kédem je samozfejmé zase informace, napsana dole v pravém
rohu: vznikaly v ¢asovém rozmezi od nékolika sekund do
24 hodin. Finalni ¢tyfiadvacetihodinovy obraz realizoval Marian
jako akci, na kterou zase pozval vSechny pratele, které to zaji-
malo. Autor si de facto vytvofil extrémni podminky, jednou
rukou stale drzel Stétec s barvou, pfitisknuty na platno,
a nesmirné pomalu se snazil posouvat tento Stétec tak, aby
¢ara postupné narlstala. V mistnosti bylo zakazano mluvit, ale
autor pratele v pozvance poprosil, aby mu pfi navstévé podali
¢aj, pripadné vylili no¢nik. Cilem samoziejmé bylo takfikajic ,za
kazdou cenu”“ vytvofit ¢aru, jejiz vznik skutecné potrva celych
24 hodin, a potom ji konfrontovat s ostatnimi ¢arami, vzniklymi
v jinych, podstatné mensich ¢asovych vymezenich. Nebot’ to
zase byl ten pallovsky konceptualni pojmovy paradox — cary
vypadaji v podstaté podobné, ale ve skute€nosti vznikaly podle
rznych dispozic. Jako by jeho vlastni koncept byl protikladny
tém protagonistim svétového umeéni, ktefi chtéji co nejpresnéji
verifikovat neodvratné plynuti ¢asu i nase, lidské sepéti s jeho
proménami. Mistrem takového konceptu stale ztstava Roman
Opalka, ktery od roku 1965 piSe na své obrazy postupné stale
narstajici fadu ¢islic. Zacal od nuly a svému konceptu doslo-
va zasvétil cely zZivot, protoZze pochopitelné musi jiz zlstat véren
jenom jemu. Pro Mariana Pallu se stal tento fenomén zfejmé
dalezitym v dobé, kdy se jeho realizace maximalné oprostovaly
a kdy se stale vice stavala dulezitou i jedine¢nost urcité
zku$enosti. Extrémnim nasazenim vlastniho téla i maximalni
koncentraci jako by se v tomhle dile pfibliZil protagonistovi
Ceského akéniho uméni sedmdesatych let Petru Stemberovi,
s nimz se zhruba ve stejné dobé také zacal objevovat na
nékterych neoficialnich akcich. Stemberu jsme obdivovali, jak
dokaze doslova testovat limity vlastni fyzické odolnosti a ucinit
z nich novy typ umélecké komunikace, ktera se postupné,
béhem sedmdesatych let, stavala vyznamové stale akcen-
tovanéjsi, az se dostala k jakési reflexi spolecenské situace.
Kolem roku 1980 ovéem Stembera, ale také Karel Miler a Jan
Micoch, jisté diky souhfe celé fady dlvodu, svoji intenzivni
praxi ve sféfe télového uméni postupné ukoncuji. Micoch,
ktery se pfipojil jako posledni, zase jinak tematizoval urcité

existencialni prozitky, zatimco Miler naopak uzival fotografii
k optimalnimu zviditelnéni urcitého vztahu, pojmu nebo vyzna-
mu, a tak predstavoval v okruhu prazského télového umeéni
Cisté pojmovou konceptualni tvorbu. Marian Palla samoziejmé
byl prakticky ve stalém kontaktu s brnénskymi prateli; ke mné,
J. H. Kocmanovi a Daliboru Chatrnému pfibyli skladatel Jaro-
slav Pokorny (pozdéji za¢al uzivat jméno podle druhé manzelky
Stastny a umélecké jméno Peter Graham), grafik Vaclav Houf,
fotografka Marie Kratochvilova (ta fotografovala vétSinu akci
brnénského okruhu a zaroven rozvijela vlastni tvorbu), Sonny
Halas, ktery na samém pocatku sedmdesatych let udélal v Brné
nékolik hezkych akci, ale také nejmlads$i uméci, orientovani na
aktualni tvorbu, predevSim autor akci a instalaci Vladimir
Ambroz a ryzi konceptualisté Zdenék Sedlacek (ktery béhem
Casu bohuzel odesel do Mnichova, ale kterého jsme si skutecné
cenili) a Pavel Holous. Ten obohatil celé konceptualni mysleni
o sféru v pfirodé proméfovanych a potom pfesné prevadénych
topografii... Na objevy tfebi¢ského Ladislava Novaka Marian
zareagoval svymi antimuchlazemi, kdy normalni kresby zmuch-
lal... Pro néj asi viibec nejdulezitéjsi prazské navstévy, to byli
zase spole¢ni pratelé, predevSim konceptualni umélec Pavel
Bichler a filosof Petr Rezek, ktery zaroven predstavoval nefor-
malni spojeni s okruhem prazskych akcionist(i, protoze odbor-
né reflektoval jejich dila a byl schopen o aktualnim umeéleckém
snazeni také zasvécené diskutovat. Pohlizime-li na Ceské
uméni sedmdesatych let z odstupu, jevi se nam Pallovo dilo
v jistém smyslu nejpfibuznéjsi tomu, co délal Jifi Kovanda (jsou
také narozeni ve stejném roce), jenz se pfipojil k okruhu
prazského akéniho a konceptualniho uméni v roce 1975 —
nejprve konceptualnimi kresbami, poté lapidarnimi, minimalni-
mi akcemi a instalacemi, jejichZ poselstvi bylo orientovano na
komunikacni kvality obycejnych materiald a na zcela nena-
padné zasahy do urcitych prostor. Také Kovandovy akce se
svou jednoduchosti a nenapadnosti dostavaly skoro na hranice
identifikovatelnosti.

Postovni komunikace byla nedilnou souéasti usilovani nas
vSech, Kocman a ja jsme na poc¢atku sedmdesatych let délali
vlastni razitka jako urcité lapidarni konceptudlni vypovédi,
vSichni jsme zkouSeli néjaké autorské pohlednice, prvni se
jesté podafilo vydat pod egidou Mladych pratel vytvarného
umeéni pfi Domé& umeéni mésta Brna atd. Také pro Mariana se
méla postovné Sifena informace na néjakou dobu stat hlavnim
médiem tvorby. Z nékolika pfikladi presahu pallovské tvorby
k tematizaci samotné postovni komunikace mi pfipada stale
jako velice puvabné jedno sdéleni, které odeslal jiz 19. 7. 1978
z Tabora. Opsany text v zasilce znél: Plaseni se koni jest
nebezpecny zlozvyk, jenz mnohdy ohrozuje zivot koni i lidi.
Mozno tvrditi, Ze kan, ktery se casto plasi, neni skoro
ku potrebé, a proto pouziva se riznych prostredkd, aby mnohy
cenny kun byl zachovan. Vas M. Palla (podpis rukou).
Evidentné tedy nalezeny text, v nejlepSim duchampovském
duchu pfeneseny do svéta uméni jako trochu groteskni infor-
mace, mozna i jakasi narazka na obc¢anskou profesi
J. H. K., fungujiciho po léta ve Vyzkumném ustavu veterinarnim
v Brné - Medlankach. Ov§em to nejkrasnéjsi je adresa. Zni: pan
J. H. Kocman a pan J. Valoch / Vackova 64 a Jugoslav-
ska 46a / 600 00 Brno. Jako aktivni soucast celé akce se tedy
musela uplatnit samotna posta. Na ni bylo rozhodnuti, kterému
adresatovi skutec¢né zasilku dopravi. Zase to neni predevsim
Zert, i kdyz to tak na prvni pohled vypada — pfipomenme si, ze
jsme tehdy hovofili o ndhodnych operacich a jejich mozném
fungovani v uméleckém dile, o tematizaci rGznych mimo-
uméleckych fenoménl jako nového uméleckého poselstvi:
Herman de Vries, protagonista holandské sekce hnuti Zero,
organizoval geometrické prvky na svych obrazech podle tabu-
lek nahodnych ¢isel, Francois Morellet pfevadél do obrazl
naslednosti Cisel z pafizského telefonniho seznamu, Bernar



Venet, z Nice do New Yorku presidliv§i konceptualista, prezen-
toval jako nalezené informace rizné matematické operace,
Marian Palla, ponékud hravéjsi, nechal o osudu trochu absurd-
ni informace rozhodnout Ceskou postu...

Rok 1980 byl pro Mariana Pallu klicovym a nakonec zménil
¢i radikalné modifikoval jeho pfistup k uméni. Mizeme se jen
domyslet, co vSechno se tehdy mladému umélci pletlo hlavou —
mohl byt spokojen s ohlasem své prvni brnénské vystavy, kte-
rou jisté navstivilo pomérné dost lidi, mél jiz vypracovany svdj
trochu hravy, ale myslenkové vyhranény zplsob konceptualni
reflexe, doved! jeho prostfednictvim komentovat samotnou
malbu ¢i médium obrazu, dokazal ale také reflektovat velice
obycejné situace a ¢innosti, s nimiz pfichazel do styku, myslim,
Ze i jeho osobni rodinna situace byla tehdy v pravém slova
smyslu dobra, s politickou situaci sice nemohl délat nic, ale ta
se shodou okolnosti také zacinala, byt sotva znatelné, liberali-
zovat, pokud se nemylim, vytvoril jiz pro sebe i svou rodinu pfi-
jatelné zazemi v domku na hlavni rousinovské ulici... Ale pfes
to vSechno nebyl spokojen, jak nam perfektné dokumentuje
,citelna kniha“ — jeji nazev je narazkou na nékolik ,necitelnych
knih®, které autor zhruba v té dobé& nebo o néco dfive realizoval
a které byly tvofeny vyhradné sémanticky neidentifikovatelnymi
zapisy. Byl to tedy zase jakysi konceptualni paradox — napsat
knihu, ale takovou, kterou nebude moci nikdo precist. Umélec
tim samoziejmé taky vstoupil do tehdy velice aktualni sféry
autorskych knih, majicich podobu od vizualni poezie pfes razné
typy konceptu az po ryze vytvarné projekty, po¢inaje pop-artem
a konce geometrickou abstrakci. Také vSichni protagonisté
brnénského okruhu pfinesli do této sféry rizné originalni aspek-
ty, které zkoumali. V takovém kontextu se pak velice dobfe
uplatnil lapidarni koncept pallovskych ,necitelnych knih®, jejichz
paradoxem byla i znaéna Casova investice, nutna k realizaci.
Ale potom pfipominaly srozumitelny rukou psany text, ale
dokonale se od négj liSily jako jeho Cisté nonsémantické skrip-
turalni parafraze. K témto knihdm se potom autor vztahoval
také ve své ,Citelné knize®. Ta skute¢né stoji za pozorné ¢teni,
protoze zfejmeé presné sleduje tok umeélcovych uvah, zaujmout
nas muze i fakt, Ze ji zaCal psat 9. 11. 1980 (tedy nedlouho po
své Uspésné vystavé). Cela je psana na psacim stroji. Prvni
odstavec zni: doprejme si trochu té prirozené nemohoucnosti.
tak néjak by mohla zacit ma ,Citelna" kniha. nevim, jak bude
velka, nevim, o ¢em bude, ale vim, pro¢ jsem ji zacal dnes
(9. 11. 1980) psat. stale vice pocituji potfebu si ujasriovat né-
které véci souvisejici s mou ¢innosti a procvi¢eni se v pra-
vopise. A posledni odstavec: Cas této knihy. Cas psani této
knihy. to je to, pifi ¢em bych se pocural, nebyt vychovani.
myslenka, Ze néco délam a existuji pfi tom a hlavné dik tomu,
Jje ohromna a stale se s ni nedovedu vyrovnat bez mrazeni na
zadech a mezi prsty. Cela tato ,Citelna kniha — dil 1.“ je evident-
né psana po kratsich &i delSich sekvencich v prdbéhu nékolika
mésicu a najdeme v ni podle mého nazoru kli¢ova mista, ktera
zaznamenavaji ménici se pojeti umélecké tvorby, byt stéle
v §irS§im slova smyslu konceptualni, smérem k samotnym hra-
nicim uméni. Na strané 6 mGzeme Cist:

komunikace:

a) bylo vidéno (slyseno atd.)

b) byla o ném pouze rozSifena zprava, Ze je

c) nebylo vidéno, ani nebyla rozsifena zprava, Ze je, pouze
tvirce o ném védél

d) nebylo vidéno, nebyla roz$ifena zprava a tvirce nic nevi
bod a) mé nezajima

bod b) ¢) mé zajima

bod d) mé vzruduje

bod d) je z hlediska umélce blbost, ale z hlediska mého je tomu
jinak.

Vzpomerfime si na nejradikalnéjsi formulaci konceptualniho
uméni od Lawrence Weinera z konce Sedesatych let, ktera byla
sama umeleckym dilem sui generis — uvédomime si, ze uvadél
tfi mozné podoby jeho existence, ale vSechny vychézely z toho,
ze dilo primarné existuje v podobé urcitého konceptu, ktery
potom mUze, ale nemusi byt realizovan, plné staci, Ze vznikl
myslenkovy koncept. Marian Palla, jak ¢teme, se s protagonisty
konceptualniho uméni shoduje v tom, Ze jej také nezajima
obvykla podoba dila a zacina jej zajimat teprve v situaci, kdy je
o ném dana néjaka informace, to je vlastné obvykla podoba
konceptualniho uméni. Stejné tak jej zajima i bod c), kdy o dile
védél pouze tvarce. Myslim, Zze fada z nas, ktefi jsme se
néjakym zplUsobem podileli na rozvinuti konceptualniho
mysleni, s touto myslenkou minimalné koketovala, rizni autofi
ji jisté také rdznymi zptsoby prozkoumali ¢i ovéfili. Pallu ovsem
predevsim vzrusoval bod d), kdy dilo existuje a koneckonct nic
nevi ani samotny tvirce. To je asi krajni pdl tivah tohoto umélce
na konci roku 1980. Takze mulzZeme chapat, Ze mu jeho
dosavadni usilovani pfipada neuspokojivé, Zze se programoveé
dostava na samotné hranice toho, co jesté lze jako uméni
vubec identifikovat. Je to pochopitelné, poznal v té dobé jiz dost
Sirokou $kalu konceptualnich pFistupll, nékteré sam svou vlast-
ni umeéleckou praxi zformuloval a snazi se jit touto svou praxi
dal. Tyhle texty jsou provazeny realizacemi velice radikalnimi,
k nimz se vztahuje nékolik odstavci na poslednim, desatém
listu:

tyto obrazy a knihy jsou zaznamy mého mySleni. nejsou
vytvareny pro estetické oblazeni.

vlastné mi jde stale o to jedno, o pocit, Ze jsem

zmackal jsem papir a hodil ho na zem. nyni ho sleduji a zjistuji
a) je krasny

b) vyplriuje svij prostor

c) je krasnéjsi nez mé bilé obrazy (vizualné) a to je pravé to, co
zplsobuje, Ze mne nezajima. ma menSi krasu byti.

d) neni smutny

krasa je samozfejma, neni tfeba ji hledat, staci ji vnimat
a uvédomovat si ji. hledat je nutno smysl té krasy a dostat se
tak za ni, k byti

budu zaznamenavat kameny a klacky, jejich velikost
a nalezisté. z toho ziskam vétsi prehled o sobé a filosofii.

Vznikala napfiklad Cista bila platna, ktera byla sémanti-
zovana tim, ze se k nim vztahovala legenda, referujici o okol-
nostech nebo situacich ¢i o jakychsi minimalnich akcich,
kterych tato platna byla svédky:

féh1oto obrazu jsem se dotkl rukou

z'aztomto obraze jsem existoval dva dny a snédl 7799 zrnek ryze
an 3. 2. 1981 jsem udélal sadrovou desku

fén4to obraz jsem udélal v utery

;.r"e"jd timto obrazem jsem umistil kousek papiru

;'r“eGd timto obrazem jsem postal

;C>.ro7vn‘a/ jsem klacek o praméru 19 mm

;éfmél Jjsem se do rohu mistnosti
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polkl jsem slinu
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oprel jsem tento obraz o sténu

obrazy jsou bilé, zezadu ocislované, aby nedoslo k omylu. pisu
po mésici. mezitim jsem udélal nékolik knih, tyto obrazy a akce.
v soucasné dobé (je bfezen) nosim s sebou vsude cihlu. ta
cihla mé pouze jemné po dobu jednoho mésice upozorriuje na
4Jiné moznosti*.

Co to mohlo byt, ty Pallovy ,jiné moznosti“? Snad nepatrné,
ale prece existujici ozvlastnéni, které se mohlo vztahovat
k tém uplné vSednim, kazdodennim &innostem, i kdyz néktere
byly evidentné fyzicky pomérné naro¢né, jako tfeba existovat
po dva dny na pfipraveném obrazu, koneckoncl i to noSeni
cihly nemuselo byt vzdycky jednoduché a jisté také nebylo
pfijemné. OvSem to vSe promérovalo autorovo vlastni vnimani
a pocitovani situaci, které sice byly docela obycejné, ovSem
provadénou akci ozvlastnéné... A Marianu Pallovi se tim po-
dafilo transferovat v dobrém duchampovském duchu do sféry
uméni celou $kalu aktivit, které bychom — kdyby nebyly
vevazany do kontextu umeéni — vabec nepovazovali za néjak
hodné pozornosti, protoze jsou primarné spjaty s obycejnym,
kazdodennim bytim c¢lovéka, a nikoliv s artificialni sférou
uméni. Palliv koncept skutecné rozsifoval samotné umélecké
usilovani o takové typy ¢innosti, v tom byla jeho originalita
a novost. Problémem ovSem zlstaval ten jeho zapeklity bod d).
Dostal se k aktivitam, které byly na samém pomezi sféry
umeéni, skoro neidentifikovatelné... A kdyby o nich nikdo
nereferoval, tak by to sice nejvice odpovidalo autorovu
predpokladu, ovéem de facto by se umélec sam jako umélec
ztratil ve své vlastni pasti. | tak minimalni uméni, jaké délal
v rocich 1980-1984 Marian Palla, muselo byt né&jakym
zpusobem, byt také zcela minimalnim, zvefejnéno. Jisté si
nékteré své realizace tohoto druhu ponechal sam pro sebe
(jako mozna fada dalSich svétovych konceptualnich umélcu),
ale mnohé z nich prece jen publikoval — svym pfatelim posilal
postou struéné textové reference o téchto akcich a my jsme je
vitali jako novou, lapidarni formu, reflektujici umélcovo do jisté
miry proménéné, tehdy aktualni mySleni. Dnes tyto nastfihané
prouzky pruklepového papiru predstavuji samostatnou,
a to velice podstatnou kapitolu konceptualniho dila tohoto
umélce a koneckoncll celého ¢eskoslovenského uméni. Jejich
konceptudlni aspekt byl nyni dan akcentem na sédm proces
svého mysleni, ktery umélec zprostfedkoval. Bylo v tom mno-
hem méné vztahovosti, a kdyz, tak byla modifikovana na za-
kladni objekty autorova zajmu, snad nejCastéji kamen
a(nebo) dfevo. Jisté to také souviselo s jeho prestéhova-
nim do Rousinova u Brna, kde mél k dispozici nejen dilnu,
ale také zahradu i pole a pfilezitost k bezprostfednimu kon-
taktu se v8emi pfirodnimi fenomény, hlinou, kameny, vodou,
vzduchem a oblohou ¢&i ptaky, Zze se tazal po faktické pod-
staté urcitych jevu a situaci, do nichz se dostavaji nebo které
umé&lec sam jako pomijivé realizace vytvarel. Casto to bylo dfiv
kladeni otazek nez nalézani odpovédi... Mozna alespori jeden
priklad:

Dvé otazky

Vyhledal jsem kamen zarostly travou, donesl jsem ho domd
a kazdy den mu kladu nahlas a do ticha tyto dvé otazky:

Pro¢ pres Tebe rostla trava?

Nevis, pro¢ se Té na to ptam?

Svym zplusobem nejradikalnéjsi, nejdemonstrativnéj$i akce
méla tento raport:

Cesta za dotykem

15. 5. 1983 v 22.30 hod. vyjizdim autobusem na Slovensko,
dotknout se kamene. 16. 5. 1983 v 4.20 hod. prestoupim
v RuZomberku na autobus do Liptovské Luzné a v rannich
hodinach vystoupim na hlavni hfeben Nizkych Tater, kde se
dotknu kamene. Pravdépodobny navrat do Brna — 17. 5. 1983
v 5.20 hod.

Akcent na ozvlastnéni takové Cinnosti tim, Ze je vytrzena
z obvyklého, utilitarniho kontextu, je velice podstatnou charak-
teristikou takovych Pallovych miniakci. Palla jako jeden
z evropskych performert byl pozvan do New Yorku, aby tam
nekteré své pieces realizoval. Navrhl, ze pfileti do New Yorku,
po vystoupeni z letadla tam polozi kdmen a zase odleti domu.
Tak oprosténé dilo se nelibilo ani americkym organizatordm,
i kdyz si mohli uvédomit, ze se tyto miniakce dotykaji ritua-
lového chovani, ale néjaké stavajici ritualy neparafrazuji,
i kdyz jsou ,s nimi vyladény na stejnou vinu“. V8echno jsou to
z obvyklého, utilitarniho kontextu vytrzené ¢innosti, které jsou
situovany na samych hranicich toho, aby mohly byt vibec iden-
tifikovany, a pravé to mohou byt jen v kontextu svéta umeéni.
Bylo mozno délat ¢innosti ¢i navozovat déje zcela minimalni,
tfeba postupné posouvani kamene ¢i dfeva, ovSem to, co témto
akcim davalo smysl, byla pravé jejich pfisluSnost do svéta
uméni, to jim vliastné davalo opravnéni existence... To je para-
dox, na ktery koneckoncl také narazilo vice radikalnich kon-
ceptudlnich tvarchi: i Petr Stembera mél pfi svych prvnich
akcich tento problém, také nenasel jiné feSeni nez akceptovat,
Ze to je (jesté opét) uméni. Snaha splynout se zivotem ma své
hranice, to vime od umélct, ktefi na pocatku sedmdesatych let
stale vice chtéli vstoupit do zivota a své dilo nahradit urcitou
socialni aktivitou — u nas se o to pokusil pfedevSim Milan
Knizak se svou komunou, snad nejdéle vydrzel takovy projekt
Ottu Muhlovi, ale i ten po desetiletich skonCil Spatné. Aktivity
Mariana Pally ve srovnani s t€mito umélci nebyly hrani¢ni svym
pusobenim na pomérné velké kolektivy lidi, ale svou minimalni
odlisnosti od ,normalnich®, vSednich situaci a Cinnosti. Z utili-
tarniho hlediska jsou nesmysiné, ani jako jakasi hrani¢ni podo-
ba filosofie nejsou akceptovany; jedina sféra, kde mohou fun-
govat — kromé jiného prave proto, Ze se v ném stale nové, nevi-
dané pristupy oc€ekavaji — je pravé uméni. Navic velkou
dalezitost méla a stale ma duchampovska tradice, ktera vede
slova) ze svéta kolem nas. Jiz konceptualni uméni jako celek
bylo kromé jiného i soucasti této viny, nebot vneslo do kate-
gorie uméni pouhou verbalni formulaci. V tomto svété koncep-
tl se pravem mohly uplatnit také nové prace Mariana Pally —
a on také své zakotveni ve sféfe uméni vzdycky nakonec
néjakym zpusobem ucinil soucasti své vypovédi. | kdyz necha-
val Cista platna, u nichz pouze vzadu napsané Cislo a s tim
spjaty odkaz k legendé, jez nas informovala o vlastni akci, stale
to byl také obraz, byt fungujici pfedevsim jako zdroj informaci...
Jesté zfejméjsi je tato pfisluSnost u celé fady knih, které autor
udélal. Snad je tady namisté pfipomenout, Zze Marian se poprvée
knihy jako objektu dotkl v sedmdesétych letech — tehdy hotové
nalezené knihy pretiral bilym latexem a tak je vyznamove i fak-
ticky zménil v Cisty bily objekt, ktery ovSem bylo mozno jasné
identifikovat jako knihu. Zrusil tedy jeji konkrétni funkci: jiz ji
nebylo mozno otevfit a Cist, ale zaroven ji dal novou estetickou
a komunikac¢ni funkci v kategorii uméni, kde se pravé diky jeho
ozvlastiujicim zasahlm staly novym poselstvim. Potom se
dosti soustavné zabyval svymi ,necitelnymi knihami®, de facto
nonsémantickymi skripturami, které byly nositelem zakladniho
paradoxu — ,kniha, kterou nelze precist®, ale také novou este-
tickou kvalitou osvobozeného psani. ,Citelné knihy*, to pak byly
jeho zaznamy, uvahy, zacatek prvni byl zakladem naSich uvah
o tomto udobi Pallovy prace. Ale prakticky zarover s tim se
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objevuji dalsi koncepty knihy: Palla objevuje, co to pro néj bude
kniha. Sam to nejlépe popsal v komentafi ke KNIZE
O MEZERE MEZI PTAKY: ...a) za knihu povaZuji v souéasné
dobé arch baliciho papiru, roztrhaného na témér pravidelné for-
maty A5, svazané provazem za pomoci hrebiku, kladiva
a pravitka. b) vyznam této knihy je v tom, Ze tvofi dokument
néjaké ,akce” ¢i ,neakce”. Napf. jedna kniha nese nazev: Tuto
knihu jsem vyrabél pfi hluku z ulice, jiné dvé knihy PFi vyrobé
této knihy jsem popijel ¢aj a Pri vyrobé této knihy jsem nepopi-
jel &aj. Atd. ¢) jeden z nejjemnéjsich ukont je POKLADANI.
d) kameni, papir a dfevo, to je to, co mi zustalo. e) ¢as — jako
néco, co je s tebou, co vnimas a k cemu se pfiblizujes v ome-
zovani a v zpomalovani svého délani... Asi se pfili§ nezmylime,
ze k moznostem knihy jako média jej kromé vlastnich
zkuSenosti pfivedl také tehdejSi intenzivni pratelsky kontakt
s J. H. Kocmanem, ktery se jiz v té dobé definitivné soustfedo-
val na aktualizaci ,sensibility papiru“ a moznosti konceptualné
pfehodnotit tradicni knihafské kvality. Asi se téZ nezmylime
v dojmu, Ze pfitom Marianovou snahou byl na prvni pohled
pravy opak. Nebot Kocmanovy knihy byly v souladu s jeho
zamérem krasné a dokonalé — Pallovy na prvni pohled osklivé
a technologicky nedokonalé. A tak tvofily v brnénském koncep-
tualnim okruhu sedmdesatych a osmdesatych let vlastné jakysi
dialekticky protiklad. Zaroven si ovSem musime uvédomit, ze
Palla volil své materialy a nastroje skoro stejné adekvatné jako
zamérné kniharsky vzdélavany Kocman. Palla nemohl dosa-
hnout kocmanovské profesionalni dokonalosti, ale mohl dosah-
nout zdmérné presné zvolené nedokonalosti, zacinajici jiz vol-
bou baliciho papiru. A text na prvni strané, pokazdé napsany na
psacim stroji, byl pfesnou lapidarni referenci k ur€itym situa-
cim, jak jsme autora citovali — a tak je teprve verifikoval a sub-
sumoval do svéta uméni. Kdyz do néj patfi Kocmanovy krasné
knizky, pro¢ by do néj stejné tak nepatfily ty ,nepékné“ Pallovy,
kdyz jsou s nimi vlastné komplementarni, nebot komplemen-
tarni jsou jejich estetiky... A kromé toho jsou Pallovy knizky
optimalnim zhmotnénim autorova jedineéného, specifického
konceptu, v némz se knizka stava odkazem k okolnostem, za
kterych vznikala — a byla to komunikacné mnohem kom-
plexnéj$i forma nez pouha textova zprava! Je to kniha, byt
ostatni listy, kromé titulniho, jsou samozifejmé prazdné, ale
reprezentuji samu formu knihy, to je také soucast jejiho posel-
stvi. A struktura této knihy je de facto novou variantou zaklad-
niho konceptualniho vzorce mnoha pallovskych realizaci —
vztahem mezi ur€itou vizualni formou a textovym komen-
tafem... V kontextu brnénského konceptualniho okruhu, v némz
byly rizné typy autorskych knih ddlezité nejen pro Kocmana,
ale do zna¢né miry i pro mne ¢i pro Dalibora Chatrného, pozdéji
i pro Pavla Holouse nebo Vladimiru Sedlakovou, neni divu, ze
se téz Marian Palla na samém pocatku osmdesétych let néko-
likrat také zamyslel nad samou moznosti formulovat knihu jako
vztah pfitomnych a nepfitomnych listd papiru. Také on chce
uchopit knihu jako Cistou ideu: 9 listt myslené knihy posilam
prateliim, aby zlstala zachovana myslenka, a zbylych 23 list
roznasim po Brné a okoli. M. P. 2. 11. 1981. Tato mySlenka
zUstala zachovana na listu baliciho papiru vétsiho formatu. Ale
v tomto Udobi vznikaly i dalsi ,gitelné knizky“, tfeba ¢&aj /
kamen / a ruka z roku 1984, kde na péti listech dochazi autor
az k jakési pointé: ¢aj jsem uvaril ve vétru / kdamen jsem vykopal
na poli / a rukou jsem pohladil psa — v dobé, kdy slunce bylo za
ofechem // kdmen jsem zvedl ze zemé / ¢ajem jsem Zzalil
travu / a rukou jsem utrhl koprivu — v dobé, kdy slunce bylo za
merurikou // cajem jsem polil kdmen / kamen jsem ponofil do
Caje / a rukou jsem zabil mravence — v dobé, kdy slunce bylo
za ruzemi // kamen jsem hodil na koleje / ¢aj jsem vylil do
studné / a rukou jsem pohladil Zenu — v dobé, kdy slunce bylo
za plotem // ¢aj jsem vypil / kdmen jsem zakopal / ale ruku jsem
nepochopil — v dobé, kdy slunce bylo u lesa. Razenim
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sekvenci, které jsou evidentné autentickym raportem urcitého
dne, se stejné jako v nékterych dalSich pfipadech dostava
Marian na pomezi basnického textu a konceptualni reflexe (coz
je zkuSenost, kterou potom o dobrych deset let pozdéji piehod-
noti ve svych krati¢kych, lapidarnich basnich z knihy Kdyby byl
krtek velkej jako prase). V souboru textt Kamen a drevo
z roku 1982 popisuje situace jednotlivych nalezenych, uplné
obycejnych vétvi nebo kament. Jako dllezitou informaci zaz-
namenava jejich vizualni podobu a situaci v nejbliz§im okoli —
ovSem dulezité je pravé toto vytrZzeni Uplné obycejnych, nic¢im
nepozoruhodnych objektl a jejich prezentace jako informace
umélecké. Sam v Uvodni pasazi piSe: Je to zaznam, jak jsem
vidél kameni a dfevo a nezved| jsem je. Trvalo to asi pul roku,
Sel jsem na pole / do lesa, na cestu, / sedl si pfed kamen
a popsal ho tak, jak jsem ho vidél, a ne podle toho, co jsem
0 ném vedél. Kazdy kamen nebo klacek si vyzadal jednu cestu
a chvili soustredéni. Vim, Ze text fika malo, ale mozna, Ze to
neni ani podstatné. Nékolik charakteristickych pfiklad(: Kamen
na poli — velky asi 4 cmx3 cm, hnédy, kousek je zakryt malymi
listy, tvar ma mirné nepravidelny... Kamen na louce — asi ho
sem nékdo prinesl, velky asi 15 cm x20cm x 10 cm, z poloviny
zarostly travou, Sedy, na povrchu je Skrabnuty... Klacek v kfo-
vi — velmi tenky, vyc¢uhuje z kfovi asi 20 cm, ma pruamér 1 cm,
je tmavé cerveny s menSi vétvickou... Klacek na louce — velmi
silny, jeden metr dlouhy, leZi na vrcholu hromady dreva. Kiru
ma svétlejsi a rozpraskanou. Ma nékolik menSich pahyld... atd.

Jiz v katalogu k vystavé v Galerii Na Bidylku jsem také
zminoval, Ze celé Pallovo mySleni do té doby je mySleni v para-
doxech a ma v tom blizko k zenovym koantm. Ale stale si také
myslim, ze Palla je porad umélcem nasi, euroamerické tradice,
i kdyz ma blizko k nékterym fenoméndm japonské kultury...
Pravé v tom, Ze se zaclefiuje do sféry konceptualniho mysleni,
ze komunikuje na stroji psanymi a pratelim rozesilanymi texty,
které obohacuji sféru uméni o mimoradné subtilni, ale stale
identifikovatelnou kategorii. Jiz v jeho raportech mély dllezité
misto kameny, vétve a hlina, ¢aj jej také provazi od prvnich
zapisti — ale nezapominejme, v brnénském okruhu to mize
znamenat i spfiznéni s Kocmanem, ktery je jisté ,Cajomil
i ,Cajopil“ par excellence, ale jinak je to umélec vyhradné nasi
tradice, ktery €aj nechal vstoupit (i) do svého dila. A u Mariana
staté pfibuzna — ¢ajem zacal ,malovat® prvni obrazy, které po-
stupné vznikaly po téch minimalnich akcich a textovych
raportech o nich, které jsem se pravé pokusil charakterizovat.
Nezapominejme, Ze to byla skutecné stopa vizualné hodné
subtilni, nenapadna, svétlounka, navic stopa ¢aje, do néhoz byl
vétSinou namacen Stétec; ze své podstaty jednoduchého, ele-
mentarniho gesta umoznovala, aby se velice brzy stala repeti-
tivni. Nadech a vydech, ¢ara nahoru a ¢ara doll, tak vypadala
fada obrazu, které vznikaly asi v poloviné osmdesatych let.
Také ty byly vétSinou spjaty — jak se s tim setkavame
u Marianovych obrazl, kreseb i jinych artefaktl nejcastéji —
s textovym komentarem, opét zaznamenavajicim okolnosti, za
kterych vznikaly. Onen koncept vztahovani se k urcité situaci,
okolnostem & minimalnimu dé&ji, at' jej ,zpUsobil“ autor sam
nebo jej zplsobila samotna pfiroda, a tedy tematizovani téchto
obycejnych, nami obvykle neregistrovanych déju ma tudiz
v €ajovych obrazech svou novou podobu. Ve srovnani s pred-
chazejici radikalnosti redukce estetické slozky nam to muaze
pfipadat jako pomérné vyrazny pfiklon k urcité vizualité, ale
kazdy, kdo tyto obrazy vidél, si uvédomi, Ze je to prosté pro
autora nova cesta, Ze to v8echno nema zase tak daleko tfeba
k lapidarni ,antiestetice autorskych knih — je to zpusob artiku-
lace plochy obrazu, jenz vede ke vzniku repetitivni struktury
podobné, jako byla objevem ¢&i pfinosem minimalistické hudby.
Obecny vzorec je jednoduchy, jeho opakovani je ovéem spjato
s individualni motorikou autorovy ruky, resp. celého jeho téla.



Zakladni vzorec je potom de facto ,interpretovan® témi nejele-
mentarnéjSimi gesty, soubéznymi liniemi, nejCastéji vertikalami.
Mozna to byla pravé umélcova zkuSenost z kontaktu
s pfirodnim prostfedim, co jej vedlo k zaclenéni nového
fenoménu — autorova vlastniho dechu. VSechno to vyzaduje
malnich ¢innosti a d&ju pfitomna dfiv latentné — ov§em obecné
muzeme fici, Ze vibec uvédoméni si dllezitosti téch nejobyce-
Vv jeji podstaté, také asi mélo pfinejmensim jako jeden z pred-
pokladt maximalni soustfedénost, meditativni pohrouzeni se
do tohoto fenoménu samotného. V ¢ajovych malbach se stal
tento aspekt skutecné dulezitou slozkou celého poselstvi
a potom se v rGznych podobach jesté aktualizoval —
pfipomerfime si alespon cely cyklus objektl z archu kartonu,
postupné omotavaného provazem, a s tim souvisejici nad-
hernou akci, rozvedenou do podoby vystavy Namotavani
provazu v Galerii Jaroslava Krale Domu uméni mésta Brna
roku 1994 — tam autor celé téma rozvinul do podoby
namotavani, jehoz vysledkem byl vystaveny objekt, ktery
potom ke konci vystavy zase rozmotal. U ¢ajovych maleb a kre-
seb umélci evidentné velice vyhovovalo, Ze zase né&jak uplatnil
material naprosto vSedni, kazdodenni, Zze vlastné zase do svéta
umeéni ,vnutil“ néco, s ¢im se kazdodenné setkava skoro kazdy
z nas — ale on jediny dokazal, Ze obycejny, stale vareny, pity
i vylévany ¢aj se stal médiem umélecké komunikace. A k tomu
vSemu je to néco, co nas skutené a nezprostfedkované
spojuje s mimoevropskymi kulturami, pfedevsim s Cinou
a Japonskem (par rokd pfedtim se Marian dokonce zacal ucit
japonsky), takze vztah a hledani vazby k tamé&jSimu kulturnimu
kontextu — méli bychom Fici v takové podobg, jak jsme se o ni
dovidali a chtéli dovidat pfedevsim, at’ Slo o zenovy buddhis-
mus, meditacni praktiky ¢i tfeba kaligrafii — byly pro néj tehdy
skute¢né dulezité. Jiz ke kaligrafii samotné, tfeba v podobé
jakéhosi minimalizovaného syntaktického vzorce, tfeba jisté
muzeme pallovské €ajové obrazy a kresby s jejich maximalni
koncentrovanosti skutec¢né vztahnout. Autorliv staly kontakt
s Cajem ved| k tomu, Ze jej uplatnil i v akcich, tfeba tak mi-
nimalnich a soustfedénych, jako bylo obc&asné polévani
kamene, polozeného na silny ruéni papir, €ajem. Samoziejmé
mizZeme uvazovat, ma-li to blizko k néjakym ¢ajovym ritualtm,
ale zrovna tak to méa blizko k umélcové trvalé snaze ucinit
tématem svého uméni ty nejvSednéjSi objekty a cinnosti, co
nejblizsi tomu, co musel délat utilitarné.

Jaké byla dalSi cesta Pallova stale konceptualniho dila,
jehoz sémantické determinanty byly opét, stejné jako o deset Ci
patnact let dfive, vymezeny vztahem obrazové a textové
slozky? Ruzné operace s malbou a obrazem samoziejmé vy-
stfidaly — jak jsme pravé zminili — v detailech rGzna, ale v pod-
staté skladebné velice podobna fazeni stop uvafeného Eaje, jez
mizZeme vnimat jako mozné varianty minimalistickych skladeb
vizudlnich. Postupné se ale umélclv zajem zacal obracet
k dalSimu médiu, které bylo také nasnadé, stale pfitomné, stale
k dispozici... UpIn& samozfejmé pro &lovéka, ktery ma za
domem zahradu a chodi na prochazky do poli. Mozna to byl
material je$té méné artificialni nez ¢lovékem uvareny ¢aj. Ano,
byla to samotna hlina, ktera byla v zahradé, ale také na vSech
polich za onou zahradou, kterou znali vSichni pratelé, ktefi
tehdy Mariana radi v Rousinové navstévovali. Takze dalSim
médiem umeélcovy prace se stala hlina — a zase diky ni dokazal
jak artikulovat urcity lapidarni, skoro bychom mohli fici mini-
malisticky utvar, tak strukturu obrazu. Musim se pfiznat, Ze
mimoradné jsem si oblibil Marianovy prvni trojrozmérné objek-
ty z hliny — ty sice nemohly vzniknout z kazdé hliny sebrané na
poli, bylo tfeba si opatfit hlinu prosetou, jaka se uziva tfeba na
keramiku, a z ni potom umélec zase svyma vlastnima rukama,
vlastnimi prsty formoval jednoduché utvary. Vypada to a plsobi

to jako sui generis parafraze minimal artu — zakladni minimali-
stické formy, vétSinou rdzné desticky a hranoly, pfipadné koule,
parafrazované v komornim méfitku na stole... Vidime
nepravidelnosti tvard, vznikajicich pochopitelné zamérné ,od
oka“, zaoblené hrany, stopy dotekl autorovych prstd — vysledek
je tedy jednak védomé parafrazovani i perziflazovani forem,
které jsme obdivovali v minimal artu... Tady byly transkribovany
do néceho Uplné obycejného, co bychom uméli udélat taky. Ale
pozor, to je jeden aspekt celého dila — my si ovSem vS§imneme,
ze do kazdeého objektu je vyryty text. Zase tedy zde dokonale
funguje pallovska konceptualni dualita vizuaini a textové slozky.
A texty zase odkazuji k okolnostem svého vzniku a tim jed-
notlivé artefakty vyclenuji, davaji jim vyznamovou specifikaci:
DNES se zda byt pfili§ obecné, ale de facto to rozevira
myslenkovou cestu od DNES, kdy objekt vznikl, k onomu pod-
statné odliSnému DNES, kdy jsme se na néj zase podivali.
Nékteré funguji jako rozvinuti tautologii — jak se liSi objekt ZA
DESTE od objektu PRAVOU RUKOU? Tyto objekty tvofi
sevieny soubor, ziejmé vznikly v tésném casovém sledu.
Dal§i Marianovo usili mame dfiv spjato s malbami hlinou,
jejichz estetické i komunikativni moznosti rozvinul jesté
v druhé poloviné osmdesatych let i pozdéji. Malby hlinou jsou
ovSem také prispévkem k diskursu o moznostech mono-
chromie, demonstrovani jedné polohy, ktera je radikalni
zvolenym konceptem — zaroven ovS§em mohou bud opét figu-
rovat ve vazbé s pallovskymi vepsanymi texty, vztahujicimi je
k ur€itym okolnostem, situacim atd. Hlinéné objekty a obrazy
jsou vlastné dal§i sémantickou nuanci umélcova zakladniho
konceptu formovaného vizudlni a textovou slozkou, pfi¢emz od
samého poc¢atku osmdesatych let jsou reference k realité kolem
nas zbaveny jakéhokoliv hravého humoru i pfehnanych este-
tickych forem. Naopak, vzdy znovu se ukaze, Ze to, co jsme
povazovali za esteticky nepfijatelné, se velice brzy (brzy zna-
menalo dfiv skoro padesat let, ale v nasich dobach to jiz muze
znamenat pouhé desetileti, jak jsme mohli zazit u dila Vladimira
Boudnika) stane soucasti nasi estetické zkuSenosti — lapidarné
nam to pfipomenuly Pallovy autorské knihy. Kdyz uz se stala
umélcovou tvorbou tak lapidarni a prece diferencovana mono-
chromie, jako ji pfinasela malba hlinou, bylo logické alespor
v nékterych cyklech zcela eliminovat textovou slozku a sou-
stfedit se na samotné nanaseni hliny na obrazovou podlozku
a jako svUlj Cisty koncept realizovat pouze hlinéné obrazy.
Urcitou dobu tak Marian Palla €inil a pfineslo to do jeho dila
dalSi aspekt, rozehravani subtilni vazby mezi celou sférou
malby (i malby monochromni) a jeho vlastni vizualni artikulaci.
Je to zase originalni koncept i ryzi odkaz k tomu nejzaklad-
néjSimu ve svété kolem nas, k samotné hling, s kterou jsme tak
existencialné spjati, ale vétSinou si to — nastésti — neuvédomu-
jeme. Textovy komentar se objevil — kromé obvyklych
pallovskych referenci k oby€ejnym cinnostem a déjim kolem —
také v podob& JEN DECH A HLINA, jako rozvinuti samotné
bytostné vazby Clovéka s vlastnim, vétSinou samoziejmeé nevni-
manym dychanim, poprvé tematizovanym v ¢ajovych obrazech.

Mezitim se ovSem odehravalo jesté neéco velice dllezité-
ho — Marian Palla realizoval svij nejvétsi koncept, pfesahujici
miru kazdého artefaktu, koncept velice podstatné zasahujici do
vnimani nasi, Ceskoslovenské vytvarné obce... Pfipomefime si,
jaka byla osmdesata léta — v politickém ohledu znamenala evi-
dentni liberalizaci, poznatelnou rok od roku i ve sféfe vy-
tvarného uméni. Toho vyuzivali zejména pfislusnici tehdy na-
stupujici generace, Cerstvi absolventi vysokych uméleckych
Skol, pfedevS§im v Praze a Bratislavé. Mnozi z nich usilovali
0 podobné uméni, jaké bylo tehdy na postupu v zapadni
Evropé... Pod egidami neoexpresionismu ¢i novych divokych
nebo transavantgardy se hlasila ke slovu nastupujici vytvarna
postmoderna, navazujici na postoje nékterych architektl
a samoziejmé také filosofl. V Praze se postupné zformoval
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Siroky okruh mladych kolem Konfrontaci (ktery svym pojme-
novanim zfejmé chtél trochu asociovat nastup Ceské mate-
rialové abstrakce na samém pocatku Sedesatych let). Z tohoto
Sirokého proudu se potom zformovala pomérné mala skupina
téch, ktefi se chtéli prosadit spolecné a ktefi skute¢né v riz-
nych modifikacich postmoderni mysleni predstavovali. Nazvem
Tvrdohlavi zase asociovali skupinu ze zakladatelskych avant-
gard po prvni svétové valce — Tvrdosijné. V samotném nazvu
Tvrdohlavi chtéli charakterizovat své vlastnosti a jisté je otaz-
kou, zda to musi byt vzdy vlastnost pozitivni, ale kazdopadné
se k této egidé hlasili. A jakmile se jim dostalo pomérné znacné
publicity, rozvinul Palla néco, co vypadalo jako slovni hficka
a svym zpusobem to tak skute¢né mohlo i pusobit: proti
Tvrdohlavym postavil Mékkohlavé! NejlepSi je citovat tento
amalgam humorného a vazného:

Dne 19. 11. 1988 byla ustanovena skupina MEKKOHLAVI
s timto programem:

1) Clenové skupiny Mékkohlavych nenavidi cleny jinych skupin.
2) Svymi dily chteji Mékkohlavi dojimat.

3) Clenové skupiny vytvéreji co nejvétsi mnozstvi uméleckych
dél, aby o nich nikdo nemohl fici, Ze nic nedélaji.

4) Mékkohlavi nesmi zasadné malovat choboty. Toto pravo je
vyhrazeno pouze pro predsedu skupiny.

5) Clenové skupiny chtéji stéle vystavovat, aby byli popularni.
Budou vystavovat pfednostné tam, kde vic zaplati.

6) Mékkohlavi se hlasi hrdé ke svému oznaceni, protoZze zni
pySné.

7) Clenové skupiny Mékkohlavych bezvyhradné obdivuji svoji
viastni tvorbu, pfipadné uznavaji i tvorbu ostatnich ¢&lent
skupiny.

8) Clenem skupiny se muZe stat v zésadé kazdy, koho si
vybereme.

9) VSichni, ktefi maji k programu skupiny vyhrady, budou
ostatnimi cleny vsemozné podporovani.

10 V pfipadé nebezpecli se skupina Mékkohlavych okamzité
rozpusti.

Dosavadni sloZeni skupiny: predseda: Dr. Milo§ Sejn,
tajemnik: Marian Palla, pokladnik: Dr. Martin Klimes, zapisova-
tel: Vaclav Malina, vlajkono$: Milan Maur, interni teoretici:
Dr. Ivona Raimanova, Dr. J. K. Celis, externi teoretici: Ing. Ivo
Janou$ek, Dr. Jifi Valoch.

Podivame-li se na jména zakladajicich ¢lent, uvédomime
si, Ze to jsou vSechno mimoprazsti, ale pozoruhodni umélci,
ktefi vétSinou pracuji s urcitymi konceptualnimi reflexemi
pfirody. Konceptualni mysleni a reflexe pfirody byly tedy zakla-
dem. Prvni a mozna nejhez¢i setkani probéhlo u Mariana
v Rousinové: to jiz pfibyli dalsi umélci, jejichz tvorba je
s pFirodou spjata, pfedevéim Karel Adamus a Jifi Sigut. Sigut
také hned v Rousinové nafotografoval spole¢ny portrét celé
skupiny, vznikly sendvi¢ovym prekrytim vyfotografovanych
hlav. Karel Adamus byl jmenovan filosofem skupiny a diky tomu
zacal rozvijet své parafraze taoistickych textd, vztahované na
sféru uméni, ¢imz jedine¢né navazal na Kolarova Mistra Suna
— tato jeho sbirka potom dostala symptomaticky nazev Mekké
dno a jesté vice posilila vztah k zenovému mySleni. OvSem
podivame-li se na jména ¢estnych ¢lend, uvédomime si, Ze to
jsou skute¢né prvoradi umélci — Rudolf Fila, Dalibor Chatrny,
Jifi Kolaf, Radek Kratina, Ladislav Novak, Vratislav Karel
Novék, Adriena Simotova — a Ze v8ichni predstavuji urgitou
"mékkou", ale nosnou variantu k dobovému mainstreamu, né-
ktefi rozvijeji vic konceptualni zplsoby uméleckého mysleni,
ovéem naprosto individualng (Fila, Chatrny, Simotova), dalsi
reprezentuji dfiv své individualni programy, ale jsou spjati s tim,
co se formovalo pod egidou nové citlivosti v Sedesatych letech.
O tom, zda nékdo je "mékkohlavy", rozhodli zakladajici ¢lenové
(a predpokladejme, Ze pfedevsim hlavni iniciator). VSechno se
odehravalo napul jako hra a napul vazné, ale Mékkohlavi
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skute¢né predstavovali dllezity fenomén. Koneckoncl vSichni
umélci, které si Palla vybral, by se skute¢né nemohli identifiko-
vat s radikalnim postmodernim gestem Tvrdohlavych a vSichni
meéli néco spolecného, tfeba ve schopnosti reprezentovat jiné
kvality, nez predstavovala nastupujici postmoderna, a to jako
pfinejmensim stejné nosné ¢i zivé. V kazdém pripadé Palla
vyvolal skute¢né fadu aktivit (I. autodafé umeéleckych dél,
iniciované Milosem Sejnem na den jarniho slunovratu
24. ¢ervna 1989 na jeho oblibeném Zebiné u Ji€ina, Mékkfest
'89 se konal 4.-6. srpna 1989 na horské chalupé Ivony
Raimanové v Rudolfové u Liberce; Raimanova se také na-
dlouho se skupinovou aktivitou identifikovala — uvadéla prazské
vystavy jednotlivych Mékkohlavych) a predev§im demon-
stroval, Ze neni Zivy pouze jeden proud souc¢asného uméni, ze
jsou i jiné mozné postoje. A celé to byl zaroven velky koncept
Mariana Pally, ktery tim také potvrdil, Ze si je kontextt své vlast-
ni prace dobfe védom, Ze nezije uzavien do své vlastni
klauzury. Jiz brzy po zalozeni skupiny se Mékkohlavi také
rozhodli, Ze k dvacatému vyroci jim bude usporadana spole¢na
jubilejni vystava Narodni galerii v Praze ve ValdStejnské
jizdarné&, pro kterou hned vytvorili plakat s kolektivnim
portrétem a datem konani vystavy.

V jistém smyslu nas mize prekvapit, ze jsme dosud neméli
prilezitost zminit se o né&jaké sféfe Pallovy tvorby, jejimz zakla-
dem by byla zkuSenost hudebni... Vzdyt hudba v podobé& pro-
fesionalné kvalitniho ovladani hry na kontrabas byla jedinym
uméleckym oborem, ve kterém se profesionalné skolil a ve
kterém profesionalné patnact let plsobil jako ¢len orchestru
brnénské opery. Skute¢né to dost dlouho vypadalo, Ze Mariana
moznosti inovovat hudebni vyraz nezajimaly a nezajimaiji...
Pfitom tfeba vime, Ze néktefi ¢lenové hnuti Fluxus, ktefi vy-
stoupili s nejradikalnéjsimi proménami hudebniho vystoupeni,
nékdy i hudebni notace, byli v t¢ dobé také de facto profe-
sionalnimi hudebniky... Ale u Mariana zfejmé byla vétSina jeho
uméleckych zajmu spjata s vizualni kulturou, i kdyz, jak vime,
poslouchal novou hudbu v jejich rdznych nazorovych varian-
tach, poslouchal také rtzné avantgardni podoby rocku, ale to
vSe se reflektovalo dfiv v jeho vizualnich realizacich. Ve sprav-
nou dobu ovS§em nakonec doSlo i na vlastni hudbu a byla stej-
né krasna jako jeho jiné koncepty, ale pro vétSinu posluchact
byla svou zvukovou i materialovou neobvyklosti mozna stejné
obtizné pfijatelna jako jeho nejradikainéjsi obrazy a texty.
OvSem pro toho, kdo mél urcitou praxi s novou hudbou nebo
byl schopen pfistoupit k poslechu hudby UpIné bez tradi¢nich
pfedsudk(, mohl byt poslech skupiny Florian skute€nym
zazitkem zvukovym i vizualnim, protoze tato ,hudba mlhy
a skotu“, jak ji sami vystupujici oznadili, byla pochopitelné
i vizualné atraktivni akci, samozfejmé se zamérenim do sféry,
ktera byla blizka pallovskym zajmdm o véci nenapadné, mar-
ginalni, patfici do obycejného zZivota kolem nas. Od léta 1989
vystupovala po nékolik let v tomto obsazeni: symptomaticky ji
tvofili tfi originalni vytvarnici, spjati s brnénskym okruhem —
Petr Kvicala, ktery rehabilitoval pro vytvarné uméni osmde-
satych let ornament (a jenz v té dobé mél i vlastni skupinu, jejiz
doménou byly jeho jednoduché repetitivni texty a lapidarni ryt-
mické zvukové vzorce), Milan Magni, jehoz doménou je
radikalni abstrakce, nékdy na pomezi Cisté monochromie, jindy
s urcitymi skripturalnéjSimi zaznamy, a Marian Palla. Nastroje
nebo presnéji zvukové zdroje mizeme citovat tfeba podle kata-
logu jejich vystoupeni na rakouském vytvarném i intermedial-
nim sympoziu Hammerschlag '91: Petr Kvicala: kameny, sla-
ma, dfeva, voda, zelenina, pefi, vlasy... Milan Magni: dechové
nastroje, dfeva, slama, voda, pruty, magnetofon, kameny...
Marian Palla: citera, zelezné tyCe, dfeva, kameny, voda, psy-
chotronicka ruka, pefi, vlasy... Jako naprosto laicky, ale zaujaty
milovnik nové hudby jiz od Sedesatych let musim fici, Ze tak
jako Florian neznéla predtim ani potom Zzadna kapela.



Dullezitou soucasti samoziejmé bylo také samo vystoupeni,
moznost vidét, jak jednotlivé zvuky vznikaji. Takze obé slozky,
vizualni i zvukova, byly naprosto propojeny, amalgamovany...
Ale kromé toho se pfed nami oteviela skute¢né nova zvukova
sféra, podminéna zejména zvolenymi zvukovymi zdroji... Nikoliv
nahodou mélo skoro pfi vSech vystoupenich Florianu mimorad-
né dulezitou roli seno — s tim Ize délat zvuky velice jemné,
tradiéni nastroje nebo tfeba magnetofon pfinasely do celku
takové nastroje jako kusy kmenu, vétve, Zelezné tyCe a prede-
v8im to seno, tedy objekty, které vizualné rdznym zplGsobem
dominovaly, ale mohly samozfejmé byt zdroji zvuk(l velice nena-
padnych, ale pro posluchace pravé tim prekvapivéjSich.
Zakladem byl vztah mezi touto subtilni zvukovou slozkou,
vyzadujici i zna¢nou koncentraci posluchace, a vizualné atrak-
tivnimi kumulacemi spousty vétSinou pfirodnich materiald na
misté, kde se hralo (z povahy véci vyplyva, Zze podium nebylo
vzdy mistem optimalnim) — ale zase souvisela celd vystoupeni
s témi skute¢né primarnimi zkusenostmi kazdého z nas, stejné
jako tomu bylo v Pallovych akcich a textovych zaznamech
vtahujicich do svéta uméni velice obyc¢ejné, zdanlivé banaini,
ale pro lidské byti uréujici vztahy a zkuSenosti. Trochu vyjimecné
bylo vystoupeni Florianu v Domé uméni mésta Brna — samo-
zfejmé dominoval fakt, Ze dva z ucinkujicich skute¢né po celou
dobu vystoupeni jezdili v hale Domu uméni na normalnich
jezdeckych konich, zatimco Magni se houpal na koni dfevéném.
Poprvé v déjinach moderniho uméni se tak do brnénského
svatostanku dostali skute¢ni Zivi koné, ktefi vyvolavali u nékoho
nadseni, u nékoho zase strach nebo pohorSeni. Tomu, kdo
trochu sledoval déjiny uméni dvacatého stoleti, to pak
pfipomenulo, Ze protagonista italského arte povera Jannis
Kounellis vystavil roku 1969 v fimské Galleria L'Attico asi
desitku Zivych koni. Vystoupeni Mariana Pally a jeho pratel
mizeme tedy vnimat i jako urcitou novou, jiz hravéjsi parafrazi
této realizace, ktera skute¢né vesla do dé&jin uméni. Snad
bychom také neméli opomenout, Zze tomuto vystoupeni s Zivymi
konmi prfedchazelo jiz vystoupeni s zivymi hady Skrti¢i, tuSim
krajtami, ve stejné vyznamné kulturni instituci, takze zapojeni
zivych spoluaktérd se stalo soucasti nékterych vystoupeni
Pallovy kapely. A neni zase jist¢ nahodou, Ze to jsou, pres
vSechnu neobvyklost pro vétSinu z nas, de facto normalni
reprezentanti svéta zivé pfirody, které sou€asna civilizace sice
zapudila, ale méli by patfit k nasi zkuSenosti s okolnim svétem.
Takze se opét dostavame k tomu, jak se Marian Palla snazi
reflektovat — byt v ponékud radikalnéji ozvlastnéné podobé —
primarni vztahy ¢lovéka a pfirozeného svéta.

Velice brzy po politickych zménach v nasi zemi se rozhodli
manzelé architekti Velkovi, ze budou realizovat pravidelny —
sezénni — vystavni program ve skutecné krasnych prostorach
barokni sypky, lezici v polich skoro uprostfed mezi Vikovem
a Osovou Bity$kou na okraji Ceskomoravské vysoginy. Po Fadu
let to byl magnet nad jiné, pfedevS§im na vernisaze, ale
i v prubéhu konani vystav nas tam zajizdélo skutec¢né veliké
mnozstvi. Velkovi hned roku 1993 nabidli termin také Mariano-
vi — méla to byt a také to byla jeho prvni retrospektiva, pocinaje
ukazkami nejstarsich obraz( a kreseb. Jeho nejnovéjsi praci
s hlinou v podobé obrazl, kreseb a komornich geometrickych
objektl obohatily plastiky formatové nekomorni, mozna jiz
vzniknuvsi pravé s védomim pfipravované vystavy v prostorach
skuteéné velikych. ZkuSenosti, které mél umélec s hlinou
a jinymi pfirodnimi materialy, vétvemi, senem, slamou, pfehod-
notil v prostorovych objektech — u nékterych dfiv dominovala
zamérna neforemnost ¢i odmitani néjakych rigidnich estetickych
pravidel, jako tfeba v cyklu Slimaci z roku 1993, ktefi jako by
Vv jiném materidlu a v jiném meéfitku revokovali ,neohrabanost®
pallovského psaciho rukopisu, ovSem nade esteticka zkuSenost
je jiz tak proménéna, Ze je lehce akceptujeme jako novou kvali-

tu. Aktualizaci nalezenych pfirodnich forem maji mozna tyto
plastiky i néco spole€ného s umélcovou hudbou. Hlina se
ovSem uplatnila i v konceptualnéji koncipovanych realizacich,
kde se napriklad dostavala do kontaktu s papirem v podobé
parafrazi autorova oblibeného fenoménu, knihy. Tady se ukaza-
lo, ze kniha je skute¢né pro Pallu jakymsi ,kulturnim arche-
typem*“ a Ze se k ni jako k urcité kodifikované formé stéle vraci,
i kdyz jsou jeho parafraze vzdy jinak radikalné odliSné od ,nor-
malni® knihy. Ale pravé diky tomuto ozvlastnéni se ukazuje nejen
myslenkova novost a radikalnost umélcovy parafraze, zrovna
tak se tim — jen zdanlivé paradoxné — stvrzuje vyznam knihy
jako fenoménu v nasem kulturnim kontextu i smysl celé jeji ino-
vace, kterou predstavovaly a stale predstavuji autorské knihy
v nejriznéjSich podobéach. Jiz jsme si pfipomenuli nejvyznam-
néjSi podoby, jaké autorska kniha v dile Pallové predstavovala,
pokusili jsme se i o srovnani dvou protikladnych, ¢ mozna pres-
néji komplementarnich pfistup u dvou blizkych pratel z brnén-
ského konceptualniho okruhu — J. H. Kocmana a Mariana Pally.
Také u realizaci s hlinou vidime, Ze pro Pallu, pokud jde
o parafrazovani klasického knizniho bloku, skute¢né neexistuji
zadna omezeni, knihu vytvofi tfeba svazanim listd papiru
provazem nebo jejich prorazenim kusem vétve. Urcity zaznam
je tak spojen do nového, vyssSiho celku a Casto propojen
s mazanim hlinou. Tento proces, tento zasah nas co nejbez-
prostfednéji vztahuje ke svétu kolem nas, ke hling, po které
bychom méli normalné chodit, ale ktera se mezitim stala nécim,
co z naseho kazdodenniho Zivota skoro vymizelo. Kdyz Marian
Palla délal a vystavoval své hlinéné obrazy, kresby, knihy a plas-
tiky, jako by i za nas obnovoval tento vztah k né¢emu, co bylo
neodélitelnou soucasti profanniho svéta kolem nas, ale co nas
zarovefl muze privést k novému, celostnimu vnimani jednoty
Clovéka a pfirody. On samoziejmé jako umélec ma sva
omezeni, musi komunikovat formou urcitého artefaktu, byt tfeba
maximalné konceptualizovaného, ma ale pfinejmensim tu pred-
nost, Ze svou intuici umélce i diky jedine¢nosti svého tvir¢iho
nasmérovani od samotného pocatku je viibec takové reflexe
schopen, zatimco vétSina dnes popularnich umélct déla pravy
opak: vztahuje se k uméni samotnému a v jeho ramci objevuje
nové, dosud nevidané diléi informace a sdéleni, at' jiz maji
podobu poselstvi ryze estetického nebo tfeba socialniho.
Shodou okolnosti, které nejsou z hlediska dnesni situace
koneckoncli nejpodstatnéjsi, byla tato prvni retrospektiva
v Galerii Sypka také umélcovou retrospektivou zatim posledni.
VSechna dila, ktera jsem dosud ve svém chronologickém
pfehledu zminoval, de facto byla od té doby nedostupna, prak-
ticky nebylo mozné se k nim viibec néjak vracet. A protoze se
s tim smifil sam autor, ktery dal komunikoval a vytvérel nové
véci, zdalo se, ze pravé tato nejradikalnégjsi dila, ktera se velice
osobité podilela na celém kontextu ¢eskoslovenského koncep-
tualniho umeéni, postupné upadnou v zapomenuti a Ze Marian
Palla bude autorem stale pocetnéjsich knih a ob&asnych vystav
novych obrazu, pfipadné novych akci. Opavska vystava neni
nic proti tomu, jejim cilem je pouze rehabilitace velice original-
ni a dosti obsahlé i ¢asové neopomenutelné kapitoly autorova
dila. Postupem ¢asu se ovSem jeho poetika modifikovala,
predevSim v textech se pro néj stal velice charakteristickym
humor, jenZ je na jakémsi pozoruhodném pomezi skute¢né
reflexe a hravé perziflaze. Zvlasté u basni ze sbirky Kdyby byl
krtek velkej jako prase si uvédomime, Zze nemaji tak daleko
k paradoxtm dfivéjSich typt Pallovy tvorby, které se trochu
blizily zenovym koanim, ovSem hovorovy jazyk a obcasna
banalngjsi pointa je pfiblizuje vétSimu mnozstvi ctenaru.
V obrazech z let 1995-1998 se zase vratil k humornym syZetliim
svych vytvarnych prvopocatkl, ovéem nelze opomenout, Ze
dominantni figuralni motiv, opét zamérné vyuzivajici naivizujici
formalni stylizace, je vzdy malovan hlinou — takze se nejen
vaze k davné poetice, ale zaroven je také nesen urcitym
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spole€nym konceptem, jsou to ,obrazy malované hlinou®.
A samozfejmé se v téchto malbach stale uplatriuje typicky
pallovska vztahovost vizuadlni a textové slozky, vEetn& nyni
dominujiciho podpisu.

Pfimou souvislost s autorovymi nejradikalnéjSimi koncep-
tualnimi dily bez obtizi vysledujeme predevSim v nékterych
objektech, instalacich ¢i akcich. NejpopularnéjSi umeélcovou
akci se stala zfejmé ta, kterou pojmenoval Kamen do Evropy.
PFi realizaci roku 1992 ziskala zna¢nou publicitu — a také byla
nesena hravym myslenkovym paradoxem. Autor jej vyjadfil asi
tak, ze je tam kdyz ne republika, tak alesponn kamen.
Asi dvacetikilogramovy kamen skute¢né dovezl z Brna -
s prestavkami ve Vidni a Salcburku — do uméleckého
i symbolického centra Evropy, Pafize, kde jej vhodil do Seiny.
Snad nejradikalngjSim konceptem, reflektujicim zmeénénou
socialni situaci, ktery také vyvolal adekvatni publicitu, byla
realizace dvou variant billboardt (organizatné a finanéné
zajisténa galerii manzell Velkovych) — obé byly textové,
obé byly napsany umélcovym znamym rukopisem. Na prvnim
mohli cestujici po dalnici Brno — Praha i jinde ¢&ist: CHCI
PENIZE! Marian Palla a &islo jeho Gétu u Komeréni banky. Mné
to pfipadalo vyborné, protoze celé humorné ¢&i groteskni
pusobeni vzniklo pouze diky tomu, Ze autor naplno vyslovil, co
ostatni vice ¢&i méné umné skryvaji pod rdznymi jinymi informa-
cemi. Navic paradox uzavfel tim, Ze asi po dvou mésicich
nechal vyvésit komplementarni text: JIZ NECHCI! To jsou
dva pfiklady, jak autor reaguje na urcité nové spoleCenské
realie. Ve skuteCnosti ovSem k jeho vizualni tvorbé patfi
také realizace mnohem komornéjsi, rozvijejici onu linii nena-
padnych subtilnich akci. Na nékterych spolupracoval s Janem
Steklikem, s nimz se shoduje, Ze v postmoderni dobé a se
zkuSenosti skute¢né klicovych akci, které oba realizovali
v sedmdesatych a osmdesatych letech, je nyni jiz nutna urcita
vlastni distanc, zbaveni se jakékoliv naléhavosti vypovédi.
Dobfe to bylo patrno pfi spole¢né realizované akci Pradelna
(11. zafi 1996 — pro dé&jiny uméni bychom méli zaznamenat,
Ze tady byl prvnim inicidtorem Steklik), kdy na obycejné,
Zadnymi expresivnimi vyznamy nezatizené akci skute¢né
vyprali na nadvori Galerie U Dobrého pastyfe kousky pradla,
které pfinesli jednotlivi navstévnici; za par dnli se pak vyprané
vydavalo v Domé umeéni mésta Brna. Pfi zatim posledni
spole¢né akci Vodovodni uméni (14. 12. 2004 - 23. 1. 2005,
Dim uméni v Opave, tady zase prvni ideu pfinesl Palla)
demonstroval feditel opavského Domu uméni Martin Klimes$
pred navstévniky vernisaze rozlévani vody, kterou umélci
poslali z Brna postou. Ja jsem spolu s autory sedél v brnénské
kavarné Svanda, odkud se pres mobil pfenasel do Opavy muj
zahajovaci proslov. Vodovodni uméni je také takovy uplné
Lobycéejny* koncept, reagujici na fakt, ze jiz bylo s vodou
v rlznych podobach a skupenstvich délano vSechno slozité,
co bylo mozno. Nyni tedy zbyva pouze moznost ji nechat nor-
malné vylévat, jak se obvykle vyléva.

Program maximalniho konceptualniho vyznamového
oprosténi by postupné ztracel na vérohodnosti, zvlasté kdyz mu
dobovy ramec jiz urcitou dobu tvofi postmoderni pluralita.
Postupna cesta k jakési postkonceptualni polymorfii, v niz by se
propojily autordv smysl pro humor a otevienost pfi praci
s odkazy, parafrazemi a citaty, se bezpochyby objevila nejdFiv
v Pallovych literarnich textech a postupné se stala soucasti
celé jeho tvorby, véetné objektud, instalaci nebo akci. | tak
samoziejmé zlstavaji originalni a jedine¢nou soucasti jak
soucasného uméleckého kontextu, tak stale Zivé linie vlastniho
autorova tvlréiho usilovani. Pouze ustoupila do pozadi
naléhavost poselstvi, vystfidala ji jakasi programova hra
s urcitymi fenomény modernistického umeéni, resp. s jeho né-
kterymi ,ikonami“. Dobfe jsme to mohli vidét pfi vystaveé
v Galerii mésta Plzné roku 2001 — pravé tehdy publikoval Palla
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svUj manifest Dépasserismus (dépasser, franc. predhonit, pred-
jet, predbéhnout, prerlst, prevysit) s motem Porad je co
zarovnavat a uhlazovat. V ném hravé ironizuje a parafrazuje
samy modernistické manifesty a konfrontuje je se svym, ktery
je sice jejich parafrazi i perziflazi, ale prece jen také vede zase
k novym konceptiim, ovSem jiz vyznamové posunutym
(koneckoncl vystava sama méla nazev Koncept pro mouchy,
takze se v ném objevil i sam termin koncept, i urcita distanc,
kterou dnes autor povazuje za nezbytnou — a ja myslim, ze
opravnéneé)... Samotny dépasserismus autor demonstroval
napfiklad na faktickém, fyzickém zarovnani popularni knihy
o déjinach moderniho uméni na miru své vlastni publikované
knihy, v minikatalogu k vystavé demonstroval postupné
zarovnavani vlastniho bficha tlakem na zed, coz je jisté hrava
parafraze télového uméni, jak jsme jej poznavali v rGznych
radikalnich realizacich, podtitul Pocta Yvesi Kleinovi mél obraz
Malovano bfichem, ktery autor realizoval pfimo na vernisazi
jako zivou akci. Dvé je vic nezZ jedna, to byla zase instalace
s podtitulem Pocta Duchampovi a Warholovi a tvorily ji dvé
vedle sebe instalované lopaty, normalné zakoupené v obchodé.
Tak s hravou ironii mohl spojit dvé z klicovych osobnosti moder-
ny, u Duchampa pfipomenout princip transpozice nalezeného
objektu do kontextu svéta uméni a evokovat jeho lopatu na
snih, kdyz ji parafrazoval nasim dnesnim sériovym vyrobkem,
ale zaroven pfipomenul, jak dokazal Warhol serielnim
opakovanim sekvenci obrazu vytvofit Uplné novou kvalitu,
mozna nejdemonstrativnéji ve svych zmnohon&sobenych
Monach Lisach z legendarniho obrazu Tricet je lepsSi nez jedna
z roku 1963.

Nékolikrat vytvofil Marian Palla obrazy, které bezprostfedné
reaguji na zvoleny interiér galerie, protoZe jsou na nich zazna-
menany obrysy stind svétel, které byly nad nimi... Samotné
misto a jeho charakteristiky se tak staly tématem — ale pfede-
v§im jsou to obrazy, které nelze nikam premistit. Jejich smysl,
jejich hravy koncept spociva pravé v tom, ze prostfednictvim jich
samotnych autor reagoval na konkrétni mista, konkrétni situace.
Tak zase ironicky vypovidaji o svété uméni, o svété obrazu...
Mozna to jsou jediné obrazy na svété, které nelze ani prodat, ani
vénovat, ani zapUjcit na jinou vystavu, vlastné ani uschovat do
depozitare. Museji z(stat tam, kam je umélec sam zavésil. Mam
skute¢né rad dalsi, trochu spfiznény projekt, ktery se bohuzel
jeSté realizovat nepodafilo — Marian Palla se pta, zatim
bezuspésné, po galerii, v niz by bylo mozné vystavit vSechny
obrazy, které tam jsou, obracené, obrazem ke sténé&, abychom
kone¢né vidéli to, co na zadné vystavé nevidime — ,zada“
obraz(i. Muze to byt néjaka stala expozice, ale muze to byt
i obyCejna vyménna vystava, ktera by se na urcitou dobu
proménila ve vystavu Mariana Pally. Pochopitelng, byl by to jisté
krasny projekt pro Narodni galerii, nejlépe pro cely Veletrzni
palac... Tak uvidime, zda se jej Casem podafi nékomu nékde
realizovat. Zase jde o koncept v podstaté velice jednoduchy
a s celym autorovym dilem jej dokonale spojuje snaha prezen-
tovat jako nové poselstvi néco, ¢emu nebyla dosud vénovana
pozornost, néco, co povazujeme
za nepodstatné, nedulezité, okra-
jové... K takovym fenoménim
obraci tento umélec pozornost
celého naseho umeéleckého pro-
stfedi soustavné jiz Ctvrt stoleti.
Zapomenutou ¢i opomenutou kapi-
tolu jeho Zivotniho dila jsem se
pokusil nyni pfipomenout, aby se
zase vratila do obecnéjsiho pové-
domi.

Jifi Valoch

PROM. FIL, J.VALOCH




Malovat pismena, nebo psat obrazy?

Malba je zaroveri podstatné jméno i sloveso.
Joseph Kosuth

Nasténnou malbu od brnénského vytvarnika a literata
Mariana Pally tvofi dva jednoduché obrazy — velka podobizna
srdce a malad podobizna ptdka — a jedna napsana vypovéd
Velka laska a maly ptak pod nimi. Srdce i ptak jsou zobrazeny
nedbalou, détsky naivni kresbou, bez morfologické a proporéni
exaktnosti; jsou to vlastné plochy vymezené kfivkami. Ptak je
obraz, protoze reprezentuje ptaka, srdce je piktogram anebo
ideogram, protoze prostfednictvim obrazového znaku asocia-
tivné reprezentuje pojem lasky. Epigram (soubor fonetickych
znakll) je namalovan rukou pismeny tisténé abecedy. Obdobné
je tomu i na mnohych dalSich Pallovych vytvarnych (anebo vyt-
varné-poetickych) kusech. Na malbé& Brouseni zubu' umélec na
bledosedé plose dvéma ¢&i tremi tahy $tétce okonturoval plochu
ve tvaru jakéhosi kfize z pilniku a zubu, na malbé Jazyk je
citlivéjsi neZ noha jenom vykrojil z podkladové plochy neuza-
vienymi kfivkami tvary volné pfipominajici lidsky jazyk a nohu.
TFi malby se v8ak liSi funkci epigramu: na prvni epigram kon-
statuje, na druhé opisuje, na tfeti interpretuje. Vytvarni teoretici
povazuji tuto polohu Pallovy tvorby za konceptualni. Pro¢?

Kofeny konceptualniho uméni se obvykle hledaji v tvorbé
Marcela Duchampa, ktery se rozhodl zbavit uméni do té doby
nepostradatelného estetického aspektu a navratit malbé
intelektualni silu, anebo jak fekl Joseph Kosuth, dat uméni jeho
vlastni identitu. Prukopnici konceptualistické iniciativy
v anglo—americkém uméni vSak sva vychodiska a pohnutky vidi
slozitéji. Pfechod z optickych pozic na konceptualni vnimali
jako pfirozenou reakci na akademicky establishment, ktery zde-
generoval vytvarné uméni na soubor Femeslnych praktik
a zobrazovacich konvenci, kalkulujicich s nedokonalosti
a omezenimi zrakové zkusenosti ¢lovéka. Cim vice malba
spoléhala na ryze vizualni viem, tim niZ§i méla byt jeji pozna-
vaci hodnota, formuloval kdysi problém Thomas Crow.?
PfestoZze se vytvarné uméni nikdy nerozeSlo s myslenim,
muselo se neustale podfizovat pozadavkim praxe. Krize
modernismu, do které nakonec vyustilo avantgardni hledani, si
vynutila konceptualizaci nediskursivnich uméleckych forem. Ta
na jedné strané zruSila hranice mezi tradi¢nimi druhy, Zanry
a médii a na druhé strané zpuUsobila zdiskursivnéni uméleckych
vypovédi, jez se zahy zacaly chovat jako texty. Tuto strategii
posvétil i aktualni diskurs humanitniho védéni, ktery se téz,
zbaven metafyzickych ambici, zac¢al vyzivat v transzanrovych
a intermedialnich pfesazich a dekonstruovani Cistych médii.
Umeéni zdiskursivnélo a diskurs humanitnich véd se zacal
podobat uméleckému psani.

Kosuth vymezil svou konceptudlni strategii proti zdanlivé
avantgardnimu vytvarnému formalismu. Pejorativné ho nazval
Lestetickym cvienim*, protoze formalismus se nedokazal roze-
jit s estetikou a sklouzl do formalni dekorativnosti v ramci
omezenych moznosti média. Formalistické uméni a kritika
uznavaji takovou definici uméni, ktera existuje vyhradné na
morfologickych zéakladech... Je tudiz zfejmé, Ze spoléhani for-
malistické kritiky na morfologii vede nutné ke sklonu k mor-
fologii tradi¢éniho uméni. A v tomto smyslu nema tato kritika nic
spolecného s védeckou metodou anebo jakymkoliv druhem
empirismu. Formalisticka kritika neni nic jiného nez analyza fy-
zickych atribut( jednotlivych objektt, které nahodou existuji
v néjakém morfologickém kontextu. To ale nerozsifuje nase
znalosti (nebo fakta) v chapani povahy nebo funkce uméni.
A nevypovida to ani o tom, zda analyzované objekty jsou viibec
uméleckymi dily ¢i nikoliv, nebot formalisticti kritikové vzZdy
obchézeji konceptuéini prvek v uméleckych dilech. *

Kosuth hlasal odluku uméni a estetiky (na rozdil od formal-
ismu, ktery je naopak ztotozfioval) a od aktualniho uméni
ocekaval schopnost zpochybnit samu povahu uméni; skute¢né
konceptuéalni umélec musi prekrocit hranice média anebo se ho
dokonce zfict, a ne stylizované rozvijet (nebo destruovat) mor-
fologické danosti tradi¢nich uméleckych médii. Jediny, kdo obé
podminky splnil, byl Duchamp: Prvni neasistovany readymade
Marcela Duchampa byl udalosti, ktera umoznila pochopit, Ze je
mozné ,hovorit jinym jazykem*® a pfitom stale vytvaret v uméni
smysl. Prostfednictvim neasistovaného readymade uméni
zménilo své zaméreni z formy jazyka na obsah. To znamena,
Ze povaha uméni se zménila z otazky morfologie na otazku
funkce. Tato proména ze ,zevnéjsku“ na ,koncepci“ byla
pocatkem ,moderniho” uméni i pocatkem ,konceptualniho®
uméni. VeSkeré uméni po Duchampovi je (svou povahou) kon-
ceptudlni, protoZze uméni existuje pouze konceptuéiné. *

Poté co Kosuth uréil pdvod a cil konceptualniho uméni,
pokusil se nacrtnout jeho historickou roli a definovat jeho pod-
statu. RozsiFil (nebo jen profazoval?) Hegelovu stadialni klasi-
fikaci projevd absolutniho ducha o uméni, jez vstoupilo na
scénu deéjin po nabozenstvi a filosofii, aby prozkoumalo svou
podstatu, vyznam a funkci i samotny pojem ,uméni“. Pro
takovéto pojimani uméni je podstatné pochopit lingvistickou
podstatu vSech uméleckych propozic, minulych i soucasnych,
a bez ohledu na prvky pouzité v jejich konstrukci. ° Z umélec-
kého dila se stala analyticka propozice, tautologie, prezentujici
umeélecky zameér v urcitém kontextu: Uméni existuje jenom jako
kontext, tj. jako své podstata — nema jiné kvality. ®

Zatimco umeélecké avantgardy prvni poloviny 20. stoleti
experimentovaly s moznostmi jazykd uméni, konceptudlni
umeéni obratilo svou pozornost k diskursivnimu jazyku. Pojem,
ztélesnén v konfiguraci pismen, nabyva na obrazech koncep-
tualistd konvenéni dorozumivaci nebo metaforicky vyznam.
Vizudlni hodnota znama z obrazu kubistl ¢i lettrist(i, ustupuje
hodnoté sémantické. Jakkoliv stylizovanou podobu muze mit
napis v konceptualnim dile, je to prfedevsim pojmova informa-
ce. Kosuthovy napisy z nedénovych trubic jsou v prvnim fadé
diskursivni vypovédi, texty, a az pak estetické objekty. Byla by
interpretacni chyba hodnotit je na zakladé estetickych kvalit
rukopisu nebo média. Podobné Kupa jazyka (A Heap of
Language, 1966, obr. 4) od Roberta Smithsona je sice vizualni
reprezentaci skutecné kupy, ale protoze je navrSena z lingvi-
stickych terminll, je tfeba ji &ist jako diskursivni poselstvi
odkazujici k problémdm filosofie jazyka i konceptualniho
uméni.

Z formalniho hlediska i kunsthistorického kontextu je
Pallovo vizualni uméni skute¢né konceptualni. Micha diskur-
sivni symbolismus (slovo) s nediskursivnim (obraz) ve
prospéch vyznamovosti prvniho, neni vybudovano na morfo-
logickych zakonitostech a rezignuje na vzité zobrazovaci kon-
vence. Ignoruje femeslo i estetiku a oCividné spoléha na vlast-
ni kontext. SpiSe nez k exaktni lingvistické ¢i geometrické linii
konceptualismu, inklinuje k jazykovym hram, jak je zname
z Duchampovych readymade. Palliv konceptualismus ale neni
pfilis ambiciézni. Nechce testovat moznosti a limity média
a vizualni reprezentace a uz vubec nehodla tematizovat Ci
dokonce fesit pal€ivé problémy dnesniho svéta. A nezajima ho
ani zkoumani a zpochybriovani podstaty, vyznamu, funkce
a pojmu umeéni sui generis.

Marian Palla ma zcela odliSné zajmy, cile a strategie nez
vétSina konceptualistd. Poselstvi na jeho obrazech nebyva
zavazné, spiSe banalni. Vzdyt kdo by hledal hlubsi filosofické
vyznamy za indiciemi jako Pokazeny obraz nebo Je to malé,
mohlo by se to ztratit, coz jsou typické Pallovy nazvy. Epigramy
Pallovych obraz(l pfimoc¢afe odkazuji na imanentni vlastnosti
média (Kresba cajem) anebo traktuji vSedni témata (Chci
penize!). Nejsou to ani chytré slovni hficky ani tajuplna enig-
mata. Jsou to prostoduché formulace samozrejmych véci, jevl
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a vztah(, na kterych je plvabna pravé ona samoziejmost. Palla
klade otazky, jaké se od ortodoxniho konceptualisty neoceka-
vaji. Pta se, jako se ptaji déti predskolniho véku, mentalné
hendikepovani lidé nebo pfirodni lidé pfi stfetu se zapadni civi-
lizaci. Anebo zenovi mistfi. Casto ani ne¢eka zadnou odpovéd
nebo je odpovéd obsazena v samé otazce. Uméni klast suges-
tivni otazky doved| do mistrovské dokonalosti a tato deviza se
stala jednim z pilifd a zaroven poznavacim znakem jeho origi-
nalniho literarniho i konceptualniho jazyka.

Navzdory volbé naivnich vyrazovych prostfedkt Pallovo
tédzani neni naivni. Ackoli kresli asketicky Uspornou a détsky
naivni kresbou, text, jenz ji doprovazi (¢i uz je vepsan do
obrazu nebo tvofi jeho nazev), tfeba byva také mnohokrat
prostoduse formulovan, ji animuje a vyznamové katapultuje do
inteligibilnich sfér. Jako v komiksu, ale bez ambice rozvijet delsi
naraci. Casté&ji nez dopové&dét slovy to, co obraz neni schopen
bezprostfedné sdélit, to, co je zalezitosti nasledné interpretace
(Jazyk je citlivéjsi nez noha), byva jeho ulohou zdvojovat vizual-
ni informaci (Brou$eni zubu). Vypovédni sila obrazu je sice
vzhledem k zamérné schemati¢nosti kresby sama o sobé silna,
jeji informacéni hodnota vSak roste v kombinaci s textem.
Ikonické a lingvistické poselstvi jsou na Pallovych obrazech
v komplementarni rovnovaze, koexistuji v ambivalentni zavis-
losti. Pfimocara komplementarnost, tj. vzajemna soucinnost
obrazové a textové slozky, je typicka spi§ pro zurnalistické,
masmedialni a reklamni zanry a stala se téz osvédcenou
strategii pop-artové umélecké kultury. Palla ma vSak s pop-
-artovou poetikou spole¢nou snad jenom ironii. Jeho epigramy
jsou témérF vzdy humorné odlehéeny. Ackoli maji blizko k rafi-
novanému humoru Duchampovych readymade, nevysmivaji se
vkusu ani nepranyfuji konzum. Nejsou to ,vizualni slovni
hficky“ (takto nazval Duchampovy readymade Octavio Paz) ani
Loperatofi* transformace obrazovych a jazykovych prvki
(Lyotardova interpretace readymade). A vibec nejsou destruk-
tivni — nenici vyznamy ani hodnoty. Stejné jako u readymade,
ani jejich vyznam neni vytvarny, ale filosoficky. Postradaji vSak
polysémicnost, ktera je naopak pro readymade pfiznacna.
Misto toho, aby si pohravaly s vyznamy, Pallovy epigramy
zuzuji interpretaci o¢ekavanym smérem, bravurné balancuji na
hranici mezi vtipnym aforismem a otfepanym kli§é. Zadna velka
prekvapeni!

Marian Palla zcela podfidil své malovani a psani komu-
nikacnim aspektim jazyka. Pusobivé napéti mezi obrazem
a slovem, zalozené na jednoduchych vztazich, sice nadbiha
mentalni reflexi divaka, ne vSak jeho vkusu. Pallova estetika
nespocCiva na syntaktickém povrchu, tkvi v pragmatické
hloubce jazyka. Kdyz na display starého notebooku maluje
naivni figurativni motiv a svoje dilo pak nazve Pocitacova
malba, neni to experiment s médiem, ale vtipna jazykova hra,
hodna napadu konceptualisty. A oceni ji také divak, protoze jeji
ucinek nezavisi na znalosti uméleckého kontextu, ale na imagi-
nativnosti a smyslu pro humor. Neuchazi se o pfizefi naSeho
vidéni, nybrz o laskavost nasi mentalni empatie.

Filosof Wittgenstein se pry zabyval myslenkou napsat
filosofickou knihu, kterou by tvofily pouze samé Zerty. Jeho
Filosoficka zkoumani jsou zase proSpikovana otazkami
(jazykovymi hrami), jez se ptaji po vécech, které jsou zdanlivé
jasné, a proto se na né pta jenom dité anebo filosof. Mnohé
z nich, tfeba Pro¢ pes nedokaze predstirat bolest? Je pfrilis
Cestny? nebo Hodi se tato skvrna @ do svého bilého okoli?,
by klidné mohly byt nazvy Pallovych ,mluvicich” obrazu. V této
souvislosti pfipomenu zavazny vyrok z téze knihy: Boli sme
v zajati obrazu. A nemohli sme uniknut, lebo tkvel v nasom
jazyku a zdalo sa, Ze jazyk ném ho iba nelprosne opakuje.”

Jsou snad napisy na Pallovych obrazech uvédoménim si
nasi bezmocnosti vuci sile obrazové reprezentace anebo
dokonce strategickym uskokem pfivrzence prazvlastniho kon-
ceptualismu, usilujiciho rehabilitovat slovni vypovédi v dnesni
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dobé nadvlady obrazt a ikonoclashd? Je v nich tfeba vidét
formu promySlené obrany na$i fec€i pred agresivnimi Utoky
obrazli, o které mluvi W. J. T. Mitchell, a kterou zahajil prave
Wittgenstein svymi jazykovymi hrami? SpiSe to ale vSe bude
mnohem jednodus$si. Jedno je vSak nesporné: Palliv koncep-
tualismus, a¢ neortodoxni, neni tak naivni, jak na prvni pohled
vypada. Moudfe se tazat na obycejné, zdanlivé samoziejmé
véci, lhostejno zda prostrednictvim slov nebo obrazu, vibec
neni lehké. A uz vibec ne zbytecné.

Jozef Cseres

Poznamky:

1) Epigram na Pallovych malbach je zaroveri jejich nazvem.

2) Crow, Thomas: Modern Art in the Common Culture (New
Haven/London: Yale University Press, 1996), s. 214.

3) Kosuth, Joseph: Art After Philosophy (1969), in "Art after
Philosophy And After. Collected Writings, 1966—1990", (ed.)
G. Guercio (Cambridge/Londyn: The MIT Press, 1993),
s.17-18.

4) Ibid., s. 18.

5) Kosuth, Joseph: Introductory Note to Art-Language by the
American Editor (1970), in "Art after Philosophy And After.
Collected Writings, 1966—-1990", (ed.) G. Guercio
(Cambridge/Londyn: The MIT Press, 1993), s. 40.

6) Kosuth, Joseph: Introduction to Function (1970), in "Art after
Philosophy And After. Collected Writings, 1966—1990", (ed.)
G. Guercio (Cambridge/Londyn: The MIT Press, 1993), s. 41.

7) Wittgenstein, Ludwig: Philosophical Investigations (New York:
Macmillan, 1953), 1:115
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,Na tomto obraze jsem existoval dva dny a snédl 7799 zrnek ryze.”
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jsem kdmen do trdvy a napil se &aje poloZil jsem na zem plétno,'vzal jsem
ruky kdmen a umistil ho doprostfed, potom jsem kolem kamene roztfral hl{inu

jsem se piva a podival se na vétev asi pdjdu spéat sedam si do trdvy a &
abych zjistil, pro¢ to d&lam slySim sédm sebe ohlazuji rukdu kdmen a vim
to staci zaznamendvédm sv(j dech pfi vychodu slunce zaznamendvadm svaj de
zdpadu slunce mGdj dech mezi kamenem a dfevem vzal jsem obraz a kdmen a

jsem je na dvofe na zem a &ekal prselo zaznamenal jsem prvni vrstvu své
dechu na platno sloup ze dfeva pokryvédm papiry na kaZdou vrstvu nanis{m h
v rytmu dechu Cekam, aZ usly3im ptdky mé ticho je i tichem hliny poloZ
jsem ruce na zed posunul jsem si klobouk vySel jsem ven a polo¥il ruku d
snéhu na stole mdm &ernou kdvu a za dvefmi snih napil Jjsem se sedl j
do snéhu a zaznamenal na kus papiru svGj dech popisoval jsem hlinu na pol
cernou tud{ vzal jsem hrnek s &ajem do ruky a napil se dnes jsem opét pi
ruku na stal chtél bych také n&kam ryt nehtem svou ruku jsem podi#idil di
a Ccekdm mohu dychat na rdznych mistech, ale je to stejné jako dychat na je
to, co délam, se obvykle nepovede &eké&m dech trv4 Cajovd kresba ticha

ptdk a kdmen maji néco spdleéného vidim vitr dech se pro mne stévé tajer
ryji kamenem do bilého papiru ohlazuji kameny a dfeva holou dlani{ sed{r
vedle kamene déldm stdle dokola jednu véc a &ekam co se stane napil jser
piva dakazy jsou podeztelé pouze jsem a proto musim néco d&lat soubézne
trvani kament a mého dechu  §t&stf pocifuji v pokradovdni  namotsvam plétr
papirové trubky je vidé&t slunce ké&men Je viZdy tichy, hlina md v sob& podc
ticho jako kdamen namaloval jsem bily obraz a nechal na néj padat snih - tij
to jsou hlavng zvuky snazim se délat véci, které nejsou krdsnéjs{i, neZ poc
vlastni existence vSechno je docela jednoduché, pokud se mi podafi zapomer
to, co mne uili tento kdmen nemt@Ze byt jiny, nez jaky je nékdy stadi ve
0d psaciho stolu ohlazuji rukou kdmen a vim, %e je to véechno, co ted prayv
Jokdzi vidim strom, ale nevidim sebe vitr je dnes jiny nabral jsem do
ruky néjaké svinstvo nesmim vyuZivat stremu, abych ukdzal na sebe ten s
1ékde zacind, pokraduje a je ukon&en a co. jé otﬁzky pro mne byly dileZit
tehdy, kdyZ jsem botfeboval ujistént ptejel vlak Juki ga futeimas sko
/Semu jeem jiZ pirisoudil néjaky smysl, ale nevim proé ¢ekdam a dotykdm se

11iny necekdm na néco , Gekdm jen tak papiry pokryvdm z obou stran, aby

nohl objevit &as musim vice chrénit svou &innost pfed smyslem i to cekén
3 dech mi moZni nepatf{ jeste si stdle mdlo odporuji v samotném dechu je
spousta estetiky véc, kterd vypad4, Ze je ukon&ena, neni v pofddku délat
} nevédét hudba mi nahrazuje ptitomnost a ptece ji stdle poslouchim sly
165t nejde jen o néco vymyslet, musim byt také v tom polévam kdmen ¢&aje

)jsme tu dva cekdm, aZ rdno vyjde slunce, abych se mohl podivat na trévu
ekdm. a¥ veder clitnce vamadma T N S T T S
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Vedu jednu ,dlouhou" &&ru pres papiry,plétna,knihy..atd.
Potal jsem ji 15.4.I%80 na jednom kusu baliciho papiru.
lédst této d4ry zasilém i Vim

b&% pod nejbliZsi{ strom a zastav se tanm

Cn zistane

Fo wyspén{ jsem odhedil deku snynf{ se snaiim, abych se ji
nékelik dn’ nedotkl 2 aby si tek mohla podrZet svij tvar
co nejdéle.
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NEVIM

Udglal jsem hrnec ¥aje a pono¥il jsem do ného na chvili kémen.
M.P,

N

cEVI1E, XKpY DECH vcEAZ! DO vﬁma:u

Vystoupil jsem na kopec,
ebrétil jsem se po vétru
& pokradoval jsem v dychén{, '

Cesta za dotykem

15.5.1983 v 22430 hod. vyjiZdim autebusem na Slevenske, dotknout se
kamene. Ve 4.20 hod. pFestoupim v RuZomberku na sutobus de Liptovské
Lu¥né a v ranich hodinéch vystoupim na hlavn{ h¥ebem “Nizkjch Tater,
kde se dotknu kamene. Pravi&podobnj névrat do Brns - 17.5.1983 v 5.20
hod. Mo Pe



6. ¥dm pit nch
1. Hemdm noky s S e
a'm‘.—:*‘. B, Vim sedm moh
J'::::w 9, Mdm osm noh
iy 10. H4m devit ach
XE®
2N i ABnad abadch Snosti & zallete

sinov 683 OL
laskevd ne sdresus ¥.Pulls, R.i.42, Rou
vjsledky budou shodnoceny & Sealdny poltou. Dikujl / z

Devét bilfch dnd
Eefdf den od 1.4.1983 do 9.4.1983 uddlém pfkie jeden bil§

bod Etétcem a barvou. Na mistu a Sase nesédlefi.
Vznikne tak devit biljch bodd, které nebudou nikdy identifikovdny

a pFfesto budoun existovat.
u.P.

"

Dotfkdnt se

T,

Na mendi plechu jeem vedle sebe
kémen, dfevo a kus .+ Potom jeem
Bacynul blinu ke devy tok, aby se oba
dotykaly a provedl jsem prvni zdpis.
:g:iuuh?nd@‘gmut“:,“w_ 4
3&:&' dnech éman ke, N1 5ot mre ':d.
::;.' Vis mmaié. pray {
a e~ i
hur:ﬂ-uv?:-m d
11.11.1562 hlina se dotkla dfe
Hise dRevo se dothlo kaene E
kdmen se dotkl hliny
}1-.“-11”2 hlina se kla dPeva
1982 dPevo se dotklo
22.11.1962 kéoen se dotkl hliny
1;-11-193‘-? hlina ee dotkla dfeva
25.11.1582 dfevo se dotklo kemene
g-n:ma kémon se dotkl hliny
zv.'n.ﬁ dFfevo se dotklo kamene
1.12,192 kimen se dotkl hlfny
J.E.m u!mumt‘l-alhn .
12, dfevo se dotklo kumene
;:11- “ kémen se dotkl hliny
8.12.1962 hum-:x‘t:..m
%ﬂ.u.lﬂl dievo se 1o kamene
1.12.1952 kdmen se dotkl hlfny
1"%‘%& M"m‘m
. se
’ vu: m-.dﬂkl:.m

M.P. 1982
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NAMOTAVANiI PROVAZU
motto: Kazdy provaz mé dva konce

1. Pro namotavani provazu plati, Ze se odehrava mezi dvéma
konci. Na prvni pohled na tom neni nic zajimavého, na druhy
pohled také a o tfetim se radéji nebudu zmifiovat. Abychom si
usnadnili situaci, ozna¢ime si jeden konec provazu jako zacatek
a druhy konec jako konec. To vS8ak neni vSechno. Ve vyjime¢nych
situacich mGze mit provaz konec jen jeden. Stane se to tehdy,
kdyz namotavac¢ za¢ne provaz namotavat v kapse, a my tak nic
nevidime.

2. Kazdy provaz je nepomérné delSi nez tlustsi, kdyby tomu bylo
opacng, nemohli bychom na ném udélat maslicku. Také jeho
krouceni neni nahodné, déla to proto, aby mohl Iépe ukryvat svij
konec, ktery skoro vzdy marné hledame. Zde jsou jasné patrné
znamé souvislosti mezi délkou pfedmétu a jeho snahou po
krouceni.

3. Kazdy provaz, ktery namocime, je mokry do té doby, nez
uschne. Proto mizeme sméle tvrdit, Ze vS8echny suché provazy
byly kdysi mokré a vSechny mokré provazy budou jednou suché,
ale jen tehdy, pokud je vytdhneme z vody. Kdybychom je pone-
chali ve vodé, tak to neplati.

4. U velmi dlouhého provazu se nam zda, Ze je nekonecny.
MUzeme tomu zamezit tim, Ze ho prestfihneme.

5. Pfedchiidcem provazu je jeleni stfevo.

47

6. Samotné namotavani probiha v ¢ase. Neumim si to sice
vysvétlit, ale uz to tak bude a nikdo s tim nehne. MozZna to pfed
Velkym tfeskem vypadalo s namotavanim provazu jinak, ale to jiz
pravdépodobné nikdo nepotvrdi.

7. Nikdy a za Zadnych okolnosti se nem0ze tvrdit, Ze namotavani
nékdy skonéi. Vzdy mize byt Zivot namotavace kratS§i nez
provaz, ktery namotava, a proto tahle na prvni pohled tak nesmy-
sIna ¢innost je opravdu nesmysina.

8. Kdyz zaginame namotavat, je konec velmi vzdalen a témér
0 ném nevime, ale postupné se pfibliZuje a na nas zacinaji padat
smutek a litost, Zze ztracime néco, co nam pfirostlo tak k srdci,
a to hlavné proto, Ze jsme nemuseli délat jiné véci (napf. nakupo-
vat).

9. Znal jsem jednoho, ktery o provaze nevédél vibec nic, a byl
mnohem lepSi. Z toho vyplyva, Ze provaz neni vSechno, a kdo na
néj spoléha, muze byt tak akorat dobry namotavac.

10. Ne kazdy konec musi nutné patfit k provazu, sem tam se
néjaky mize objevit i v textu.

KONEC Marian Palla
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Zaznam dechu — 3 hodiny (tuzka, platno)
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Zaznam dechu (Caj, hlina)
ofe v Rousinové

51



ZPRAVA DOLEVA

52



|
?
z
|
i

MALOVANG VE DNE , MALOVANO V NOGI

53






o

)

S

O~y
&

lwlﬂ.

s

55



-

i
&
i
%

]
3
-
:
m \

tuto kniho joes délal

P& Sumu,

cdpodital jses 1000 sroek dll

a pddlel tato kmibe




TAK 3SEM 3 DAL ZPET

m.

RUKL NA_ STROM

POLOTIL  3SEM










Hlina z pole (96x102x3 cm)
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Zrni na platné




Objekty (drevo, provaz...
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Nadzvednuti rohu




Hlinéné zaznamy

66









ky kdmen do Evropy (Videri).: :

Ces



]
=\

Viden, Pariz, Salcburk...
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Cteni pohédek s J. Steklikem
(Sklenéna louka)

Pocitani ovecek
(Galerie Sypka u Vlkova)
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Sekani dreva v Ostravé

80



Strkani kamene k nicemu (prézdno v plechovce)




J N\

Detektivni poradna Wlapr
Kazdou stfedu 18- 20 hod.

Kancelaf: Café Wlapr,
Mistodriitelsky palde, Moravské nimésti la
poradee: Marian Palla
asigtent: Leod Slanina

Nabizime konzultace na jakékoliv témal

- ztraty vieho druhu

- plehnand radost 2e EHvota

- problém s identitou

- umélecké ambice

- juk ryohle zapomenout

- zvifata

- o0 88 sousedom

- nevérs a jeli opak

- problémy 8 pfibuzngmi

- jak se stat troseénikem
atd..

AL

o u;m?"?

&L

Conllu | Wiapr = 50 minut = 80 108

Bura pro studenty, ddchodos, matky s Snd. Detsdeticd & kumarkiy
Menost shjednind o na tal: 08/ 4123 1343+31 nabo 08/ 4232 1973

Tato detektivni poradna fungovala nékolik
meésicu. Byl zachranén napfiklad jeden
piskomil a nékolik lidskych vztah(. Poradna
byla zrusena, kdyz se Zjistilo, Ze se o ni
zajimaiji lidé ukrajinské narodnosti.
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Ceci nest nos un Collos.



Skupina Florian (Milan Magni, Petr Kvi¢ala, Marian Palla)
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Zarovnavani bricha |

Zarovnavani bricha Il
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Malovani pupkem
(Galerie mésta Plzné)

89



(]

[

t"l'
HRAC! :

-

/sEaL EK

/ -
! MAMoTAvAC /

A PALiE

/PIRI GEMT/

PARTITORA

J
2
4 13 712 121

6 2
L 1
5 7

5 ¢ 3 2 57 3 45 4 7

7
lf.
7

n 0N

4/.7.2
Lw o Lo

NN M

L ¢

My Ly v

5 % 3 § 3 4154 35 7T #%



MARIAN PALLA - SKLADBA, KTERA BY SE MOHLA
JMENOVAT, ALE NEJMENUJE SE

Nezalezi na tom, co bude znit, ale nezalezi ani na tom, co
nebude znit. To by snad stacilo (abych nebyl oznacen za
zenaka).

Dulezita je jen jedna véc — musi se néco dit. Proto napros-
to postaci naznacit zaCatek a domluvit se na ukonceni, neb
i ta nejlepsi véc maze byt nejlepsi, jen pokud skongi.

Vlastni provedeni: Jak je uvedeno na nakresu, existuje
Sest hracu s ,nastroji“ a jeden dirigent. Hraci jsou ocislovani
kvuli zaznamu v partitufe, zadna cisla na dresech mit
nemusi. V partitufe jsou fady Cisel bez jakékoliv logiky.
Pardon, jedna mala logika tam je. Zac¢ina €. 6. Tento hra¢ ma
namotané klubko provazu na jednom klacku, po pokynu diri-
genta zacne provaz plynule a pomalu pfemotavat na klacek
druhy. Pfemotavani provazu urc¢i délku skladby. AZ je ves-
kery provaz namotan na druhém klacku, skladba skonci.

Vratme se vSak k pocatku. Dirigent ukaze na €. 6 a potom
ukazuje na dalSi Cisla, tak jak jsou za sebou napsana
v partitufe. Na dirigentovi zalezi, jak dlouhy prostor da tomu
¢i onomu hradi. Vzdy kdyz ukéaze na Cislo nové, prfedchaze-
jici Cislo se odmici a ¢eka, az na ného opét dojde. Mezi jed-
notlivymi €isly mohou byt i pauzy ticha, vSe zalezZi na uvazeni
dirigenta. Tohle se tyka Cisel napsanych cerné. U Cisel Cer-
venych (tvofi vzdy fady) je tomu jinak. Prvni ¢ervené Eislo
zacne hrat, ale nekonci, hraje dal, i kdyz da dirigent pokyn
dalSimu a jesté dalSimu, az k poslednimu ¢ervenému Cislu
(v€etné) — vzniknou ,shluky®. Potom nastupuje opét Cislo Cer-
né, které hraje samo.

Pro dirigenta navrhuji néjaky jednoduchy systém, napf.
pravou rukou ukazuje zacCatky a konce nastupu Ccisel,
a pokud zvedne i levou, znamena to, Ze Cisla jsou Cervena
a hraji vSechny az do klesnuti levé ruky. Ale kazdy dirigent
muZze zvolit systém, jaky chce.

Co se tyce nastrojli, chtél bych hrace upozornit, Ze napf.
pisek se da nejen presypavat dlani, ale je mozné do négj jen
zasouvat ukazovacek a opét ho vytahovat. Stejné tak praco-
vat s vodou neznamena jen ji nabirat dlani a poustét po kap-
kach zpét, Ize tam také ponofit celou hlavu a napf. nedychat
atd. atd. Vétve Ize ohlazovat, Skrabat se s nimi po téle Ci je
koulet nebo oSkrabavat o sebe.

Zadné rytmy ani zvuky nejsou podminkou a zaleZi &isté
na hracich, co budou v tu chvili citit. Dirigent jim nema co
radit, ten udava pouze nastupy a sleduje pozorné €. 6 — pre-
motavace, aby skladbu v€as ukoncil. Pokud partitura skonci
dfiv nez pfemotavac, muze se dirigent vratit zpét a opakovat
Cisla, ktera se mu zdala zvlast vydarena. Pred vlastnim
provedenim doporucuji jen jednu velmi kratkou zkousku, kdy
se snesou nastroje, hudebnici si je podle vlastnich dispozic
rozeberou, rozestavi se podle nakresu a dirigent si domluvi
gesta. VSe ostatni nechte na chvili. Nesnazte se pfedem nic
nazkouset! Ochudili byste sami sebe!

Technicka poznamka: Na koncerté by neskodilo hrat ve
fracich. Namotavani klubka provazu asi za 70 K¢ trva kolem
15 minut.

Marian Palla, 8. 12. 1992
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— Neda se fFict, Ze Pallova skladba je ,hudbou” a Ze ji ,hra-
jeme*“. Pro hrace i pro posluchace je to svého druhu duchovni
cviceni.

— Usedne-li ,interpret” za hromadu pisku nebo kbelik vody,
okamzité se jakoby znasobuiji jeho vlastnosti. To, co se mu pfi
normalni hfe na nastroj dafi maskovat, to zde vystupuje na
povrch. Jeden hrac je skutec¢né stydlivy (jak se nam uz néko-
likrat pouze zdalo). Druhy nemysli na véc, ale na to, jak
vypada (coz se pfi normalni hfe projevovalo nepochopenim,
Ze jeho — byt z jeho pohledu nesmysina — hra je soucasti
smysluplného celku). Treti osvédCil, Ze je skutecné vnitiné
klidny a tzv. profesiondlni v S$ir§im slova smyslu (tzn. ne
pouze ,dejte mi na pult cokoliv, zahraiji to“, ale mnohem obec-
néji ,postavte mne do jakékoliv situace, poradim si*).

— Je to zkousSka interpreta, do jaké miry déla véc, protoze je
0 ni presvédcen. V soucasné hudbé je Casto interpret po-
staven do extrémni situace a musi ji ,zahrat* pfesvédCive,
nesmi z ni ,vypadnout®. Sedét misto s nastrojem s kamenim
je situace hodné extrémni. A tady se ukazuje, do jaké miry je
schopen interpret byt ,in“, do jaké miry je pfesvédcen, ze ma
byt ,in“.

— Interpret je tu vytrZzen ze své standardni situace, v niz se
uz jakztak zabydlil (stoji nebo sedi a hraje na nastroj), a ma
se osveédcit v situaci, kdy mu jde tfeba i o Zivot (kdyz mu kole-
ga Svihajici vétvemi malem vysvihne oko).

— Interpret se dostava do novych vztah( s posluchadi. Ti se
mu (kdyz mu kolega ohanéjici se vétvi srazi bryle do kbeliku
s vodou) sméji. Neni-li klasicky interpret zvykly, Ze by se mu
pfi hfe tfeba Beethovena nékdo smal, je to pro ného nova
zkuSenost, ktera ho nesmi vyrusit z jeho soustfedéni (spiSe
nez o hudebni zkuSenost jde o zkuSenost divadelni).

— Nejvice vSak znepokojuje otazka, ,0 co vlastné jde“. P¥i
realizaci Pallova konceptu se totiz ukazaly nutné dvé zcela
protichidné véci. Na jedné strané zvuky nesmély byt pro-
dukovany jako zvuky, a uz vlibec ne jako ,hudba“. To by totiz
vedlo k radoby hudebni stylizaci zvukd elementarnimi hudeb-
nimi zakonitostmi (kontrast — po silné rané slabé tukani,
naopak produkovany pouze jako pravodni jev manipulace
s predméty. Na druhé strané manipulace s pfedméty ne-
sméla byt délana jako svého druhu ,divadlo®. To by vedlo
k radoby divadelni stylizaci pohybd. Nejvyvazenégjsi stav
nastal, Cinil-li interpret pohyb pfedmétem s védomim, ze
pohyb nema za cil nic jiného, nez vyprodukovat néjaky zvuk,
a zaroven produkoval-li interpret tento zvuk s védomim, ze
zvuk neni cilem, ale pouze pravodnim jevem pohybu. Tento
stav neni nepodobny pfikazu chytré horakyni: pfijed
oblecenad, ale pfitom naha.

Realizace Agon Orchestr, komentar Petr Kofron



30 billboard(i na dalnici Praha - Brno
(realizovano za podpory Galerie Sypka u Vlkova)
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Dvé jsou vice nez jedna
(pocta Duchampovi a Warholovi)




Promazani zamku
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VODOVODNI UMENI

Jan Steklik a Marian Palla

Citat:
Vylita voda v galerii je néco jiného nez vylita voda doma nebo na poli.

Provedeni
Obyc¢ejna voda z brnénského vodovodu zaslana uméici postou z Brna
a vylita na podlahu Domu uméni v Opavé feditelem Martinem KlimeSem.

Vernisaz

Problematiku vodovodniho uméni vysvétlil Jifi Valoch pomoci mobilniho
telefonu z kavarny Svanda v Brné&. Jan Steklik a Marian Palla byli v Domé
umeéni v Opaveé po dobu vernisaze pfitomni internetovym ,on line” pfenosem

z kavarny Svanda. Gratulace a pfipominky si vyslechli umélci pfes mobil tamtéz.

Varovani
Po dobu vystavy je zakdzano zametat i umyvat podlahu
nebo jinak zasahovat do umeéleckého dila!

Ddam uméni v Opaveé, Martin Klime$, rozlévani vody,
14. 12. 2004, cca 17.30 h.

Kavarna Svanda v Bré, Jifi Valoch, Jan Steklik, Marian Palla,
14. 12. 2004, cca 17.30 h.



Multimedia
(pomalovany display)
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VYPALENO
V MIKRQVLNCE

Marian Palla

97



Zidlové Kémastitra (s J. Steklikem, Kolin nad Rynem)
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10 000 desetniku pro déti na hrani
(Galerie mésta Plzné)
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Podilitina (tetovani)
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Vazeni vahy







Dlouhé obo¢i
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Kratka
Zensky jsou fajn
protoZe jsou

Majetek

kdybych mél mofe
tak na né hledim
kdybych mél Zenskou
tak ji Feknu

Ze ji mam rad

ale co mam délat

do prdele

s polem?

Medvidek Pu

na rozdil od komunistt
nikdy nenechal zabit
svého kamarada

Na zemi

budiz laska!

zvolal Bah

ale osvétlovadi to blbé pochopili
a bylo svétlo

Strach

prcam docela potichu

a potom udélam vzdycky kolecko
abych zjistil

jak to dopadlo

ale nékdy

si nejsem jistej

a se zoufalym pohledem sleduju
jak vchazi

pfiblizuje se

a zacina o né¢em mluvit

Nadherna noc

pozna se velmi jednoduse
(navod pro amatéry)
vezmes jednu Zenu
pfidas dva litry vina
zazene$ kamarady
pomilujes se

vstane$

otevie$§ okno

a koukas do tmy

Narod

Zadny narod

se nepoti
nesoulozi
nemacka si uhry
a nema prdel

BEZ OTVoRU Zwpr
NEMA™ cEwnu

-~

Zidle

kdyby méla zidle dvé nohy
pFevratil bych se

a zlomil si vaz

anebo bych si na ni nesed|
a Zil si vesele dal

Japonec

jednou bych chtél potkat Japonce

jak se Stoura v nose

a ja bych ho po ty ruce

sekl

jako mimino

a on by se se mnou soudil

protoze by byl velké zvife

a na jeho firmu by mohlo padnout podezfeni

Placata zemékoule

kdyby byla zemé&koule placata
Zenské by délaly ty stejné véci
a chlapi by potom tvrdili

Ze se nic nezménilo

a ze az na to Soustani

to zase stoji za

prd

o

ZACHRAMIT

,
OSaMocCENVE

ZviRATK O

Pohlavi

vazeni

nastal ¢as scvrkavani pohlavi
nic

co udélate

vam nepomuze

ani vitaminy

ani posilovani

pohlavi se zakonité scvrkava
presné tak

jako vzdalenosti

Podoba

kdyz si plivhu do dlané

a plivanecek se leskne

vidim sam sebe

ale neni to ufedni dokument

a proto s sebou nosim radéji ob&anku

Prochazka
slunce sviti
pujdu pro cigarety



Ryby

az si ryby uvédomi

Ze si vyvinuly Zabra docela zbyte¢né
bude na svété o trapas vic
a tehdy filozofové zjisti

Ze si za to mGzou samy

Ze kdyby si vyvinuly radéji
dlouhé nohy

hFivu

ocas

a smutné odi

Ze by mohly alespor zavodit

Svatky

uz aby byly Vanoce!

protoZe potom bude velmi rychle po nich

vSichni si oddechnou a za¢nou se tésit na Velikonoce
uz aby byly Velikonoce!

protoZe potom bude velmi rychle po nich

vSichni si oddechnou a za¢nou se tésit na léto

a v lété se zpoti

Traktor

kdybych mél traktor

a on by opravdu jezdil

tak ho budu stale opravovat
budu pod nim lezet

a s laskou sledovat ty pfevody
a kdyz budu unavenej

tak si dam svacinu

ale rychle

abych mohl hned zase opravovat
a ten Zivot neprosral

Napadio mé

Ze kdybych byl dostateCné mékke;j

a nafouklej

mohl bych se poloZit do koruny stromu
a jako balonek se tam pohupovat

Odpoledne
je odpoledne pro€ by taky nebylo jen at si klidné je stejné nic
jiného neumi

V hospodé

sedi$ moc daleko

jak to?

nemuzu té libat

hladit a vzruSovat se
tak si se mnou povidej
to uz jsem ale délal

Uz se tésSim

az veler zajdu do mésta

sednu si k baru

budu koukat po Zenskych

popijet

kynout znamym

a potom si nebudu nic pamatovat

Zbabélost

teda ti Indiani uméli ale zastavit viak!
vytrhali koleje

zabili cestujici

a klidné si rozdélali ohen

kdezto ja?

slaboch s bfiskem

ani za tu ruéni brzdu nezatahnu

O

SLUNMCE VYLEZLO

Zabijeni velryb

kdo nezabil velrybu nemuze o sobé tvrdit
Ze je spravnej chlap

a proto nemam rad ekologické hlidky
protoZze mezitim, co ony hlidkuji

chlapi méknou

Velka ruka

vyjdu na balkén a za€nu hladit protéjsi stfechu
protoze tam bydli hezka Zzenska

a ja ji budu hladit komin a okno

a potom zajedu prstem opatrné a pomalu dovnitf
ale budu davat pozor

abych ji nerozmackal

az bude umyvat nadobi

Zeny

Zeny maji rlzna prsa
zadecCky

a chlzi

SLUNCE ZALEZLO

Zivot pod psa

potkal jsem lva

vozral mi nohy a Sel dal
doplazil jsem se k tygrovi
vozral mi ruce a Sel dal
dokutalel jsem se domu
otevrel jazykem dvefe

a Zena mi vynadala

kde se tak dlouho toulam

a abych umyl aspon nadobi

Krokodyl

onehda jsem plaval v rybniku
kdyz tu mé nahle napadlo

Ze pod vodou je krokodyl
bleskurychle jsem se oto€il
ale bylo mi to prd platny



Marian Palla - The transformation of conceptual thinking
Jifi Valoch

"While reading M Heidegger | was able to be aware

of Being only after | stopped reading him.

Accomplishment does not exist. That's why great goals are mistakes,

and small a breath of fresh air.

To perform no more then almost just ideas. This 'almost' is, however, very
important. To move towards activity, which would slowly blend with life."

M.P, 1982 - 1984

The aim of this publication, and the exhibition in the Opava House of Arts, for
that matter, is exceptional - it is nothing less than to bring back into the context of
the Czechoslovakian visual art, the work of an artist, who was inherently part of the
whole spectrum of our Conceptual Art... Under the conditions of the previous polit-
ical system it was, of course, possible to encounter his work only on a semi-official
or entirely illegal basis. However he was well known in the Prague and Brno circles
of "dematerialized art", and his originality was highly respected. But by coincidence
no one has yet tried to reintroduce the genuine innovative work of Marian Palla - at
least within the possible limits - into public awareness. And perhaps it is an appar-
ent paradox, that at same time his name is still fairly well known "in the art world".
He is published relatively often, first his poetry, then fiction, and afterwards his
dramas, which have even made their appearance on the stage. His public readings
are popular... He is also known as a teacher at the Faculty of the Fine Arts of the
VUT University in Brno... And in doing so as if nobody has realised that all this is
already a second chapter of Palla's life-work, and that the previous one was at least
as important, and in any case innovative, which cannot be simply erased from the
history of the Czechoslovakian visual art of the seventies and eighties... And
because there are going to be less and less people, who witnessed the era, we
were left with no alternative but to try to bring back this important chapter into the
context of the whole of our culture. The reasons why the work, to which Marian Palla
devoted two decades of intensive creative energy, has been forgotten, are probably
so banal, that it may seem unbelievable - his life as an artist had changed and
consequently it had become impossible to continue to present his older work any-
where. For two decades we could visit him in his studios - from his student years he
already had the run of the studio in Kotlafska Street that belonged to his father
Vladimir Palla, who was a prominent Brno architect, as well as a painter. When he
got married he and his wife Eva together built a pleasant country retreat in Rousinov
near Bro. And here, as a result of his everyday contact with nature and the
elements, his most radical concepts originated... There also used to be a large
workroom, which served both as a studio and storeroom for the finished creation.
After the political changes in the country both partners grew increasingly apart. After
the breakup the artist had to move his accumulated work somehow and somewhere
- they were not only texts, but also pictures and bulky objects... We owe the fact
that it is at all possible to present this exhibition and publication, to the architects
Mr and Mrs Velek, who were the only ones that had a space large enough to
accommodate Marian's work at their Galerie Sypka (Gallery Granary), in fields
between Vlkov and Osové BitySka, where we used to go with pleasure for years to
see exhibitions. Because of that the author had very little opportunity to find out
what state his artefacts were in, whether they hadn't long ago been eaten by
vermin... An impetus from a mutual friend, Martin Klime$, the director of the House
of Arts in Opava, then became an impulse for an attempt to present what the artist
actually produced. Then another difficult situation arose - most of the key artworks
were retrieved. However, on some we discovered various traces of the passing
time. One typical example: white monochrome with the inscription WHITE IS MY
FAVORITE has a grey patch on the upper part of its white surface... For pragmatic
reasons it is therefore not yet possible to present some of the pieces without these
traces of time and circumstances, which left their marks. Otherwise it would not be
possible to hold this exhibition yet, so we must make sense of it as another shift,
another theme, time which entered into the artist's work. Seeing things from the dis-
tance of the present-day, it does not seem ideal also that Marian, except for text
accounts which he verified with the exact date, did not date his artefacts, and also
for a long time did not ostentatiously write down his participations in group exhibi-
tions or his publications either, so we are only able to divide his works into several
successive groupings where we can roughly determine the date. At the same time
the author's contacts with other artistic friends are inherently useful. It certainly
holds true of the legendary archive of J. H. Kocman, which once again proved
invaluable. And for me, | am again after some years taking on the role of the theo-
retical interpreter of Palla's works, as | used to do in the time when all his produc-
tion began - because my double role of an artist as well as theoretician of the

contemporary visual art, which was given to me by my friends, the artists them-
selves, was the logical reason why | also became, as with cases of other
Czechoslovakian conceptual artists, the most frequent interpreter of Palla's work.
Perhaps | should also remark, that that was often on the occasion of exhibitions
taking place at the Galerie Na bidylku (Gallery "On the Perch"), established unoffi-
cially by Karel Tutsch a long time ago under the old regime...

What was the Marian Palla's thought process?

| saw a picture of his for the first time at a display of Bro young artists. This
was sometime at the beginning of the seventies... Although it was still a display of
the whole range of contemporary vivid art production, not any beginning of the
normalisation, even in this context Palla's picture differed at first sight from what
others were trying to achieve. On the white little board a small black frame made by
hand, on the left a tree, painted in a way children would do it, rather a symbol than
a real image, at the bottom right text NATURE, written again in unskilled handwrit-
ing. With a certain simplification or certain exaggeration we could say that this pic-
ture is in fact the syntactic pre-image of all artist's paintings and drawings until this
day, because to a certain extent the circle has closed and the pictures from the
recent years have this structure, i.e. the visual symbol is interpreted in a semantic
way by some more or less humorous text, and on a more common level correlation
between the visual and the textual components becomes, for the author the
decisive factor of the concept (naturally with the exception of his most radical
projects). It was certainly intentional to avoid any use of stylised drawing and hand-
writing, but for the author at the same time natural - so he would not look for any
"artistic stylisation" or perhaps, to be precise, he aptly used as his stylisation
precisely what was inherent for him, that is, what his normal writing looked like. With
regard to this author's other work this picture is nevertheless of exceptional impor-
tance because it need not be "read" primarily as something comic or playful. Later
we found out that this picture had indeed been preceded by a whole array of other
pictures and picture assemblages, where the humour aspect was connected not
only with a certain simplified articulation of both the image and text, but first and
foremost with the grotesque or humour message of the whole. As a matter of fact
this should really surprise us, if we realize that Marian's father was ranked as one
of the most progressive Brno architects in the 1960s. He also worked closely with
the artists, who were considered the elite painters of the Brno "late modernism"
style of the 1960s, starting with Bohumir Matal or Janu$ Kubicek. Is it too daring to
speculate, that already at that time, the time of his absolute artistic beginnings when
everything at home as far as the visual art was concerned was made open and
accessible for him, Marian's need was somehow radically to distinguish himself?
Of course, although it was obvious to choose a playful and comical stylization, we
should not forget however, that it was from the beginning connected with the rela-
tion to a painting, sometimes assemblage and text, with the mutual commentation
between two elements of picture, the visual and the textual. As if he felt that the very
use of text is the way, which is progressive, which came with Conceptual Art. From
this perspective we can consider Marian's displayed picture as - let's say - proto-
conceptual. Its message is formed by the relation of its visual and textual sequence,
its styli-zation leads us to perceive the depicted as a visual symbol, which is com-
mented on by the symbol of an attached word. Humour or irony or paradox lies in
the fact that to the symbol of a single tree something more general has been writ-
ten added... But in actual fact this is already, as well as the relational structure of
the whole, something conceptual. If the previous pictures convince us they are
chiefly about visual art humour, then the following pictures convince us they are first
of all concerned with the reflexion of specific relationships in the viewers' minds, and
so Marian worked his way through to conceptual way of thinking. It made sense in
a way. This approach was literally in the air, it was the Zeitgeist, which could have
been felt even in Brno, provided the artist was sensitive enough... | myself at the
turn of the 1960s and 1970s gradually switched from visual poetry to very concise
word restraints, formed in the most radical cases by just one word, which | already
called concepts. We were also trying conceptual use of photography, and - within
the setting of the Groupe m. as well as individually - the possibilities of art realisa-
tions in open-air locations. J. H. Kocman, with whom we took up with in the early
1960s, was already participating; his own succinct concepts, which stemmed from
the prostructural graphics, soon followed. At pretty much the same time | knew
Dalibor Chatrny who, after pure geometry, which he used in the setting of the Klub
Konkretistt, in about 1972 started to explore a whole range of conceptual problems.
In Prague Petr Stembera at the end of the 1960s finally abandoned painting and in
1970 carried out his first nature interventions, which he then developed into his first
art action Moving the Stone of 1971, followed by his most stringent conceptual reali-
sations - meteorological reports, taken down from the radio and - sent to his friends
in the form of card. Karel Miler arrives from minimalist visual poetry to language
conceptual reflexions in 1970/71. From the youngest generation of artists in
Bratislava, it is Rudolf Sikora and Dezider Téth first of all, who begin to head
towards the new forms of work of art - Sikora turns his attention first to topographies
as a new form of art information, while Téth, in the form of lyrical concepts, gives an
account of the relationship between man and nature as well as man and art. And

108



Milan Adaméiak reads music as a concept... All of these artists were then at the
beginning of an interesting, original and sequacious journey, each of them following
different directions and each, of course, taking a different amount of time... At that
time they were all close friends - they formed the generation context into which
Marian Palla was about to enter, just a few years younger (born in 1953). And we
soon began to visit him in his former studio in Kotlarska Street, where he also
organised various unofficial lectures and art events on behalf of some of his fellow
artists.

As | have written in one unofficial catalogue, humour was an important factor of
Palla's first paintings and drawings, but "it was a strange humour, humour in mind,
humour of the paradoxes of human communication". In the course of the first half
of the seventies it gradually faded out, or rather transmuted into the form of pure
conceptual thinking, where the presence of an aspect of humour could have only
been seen as a way of understanding certain paradoxes or surprises in the mind.
This series of paintings and drawings also continued in the second half of the
seventies. However their semantics had gradually changed. We perceive them as
purely conceptual work, an aspect of humour remains present more in paradoxical,
playful articulation of specific relationships. This is the time, when dozens of paint-
ings were created, from which from the beginning | took a personal interest in those
realisations, which reflected the process of the origin of the painting itself. We can
also say that it is about humorous visualisation of specific paradoxes, but much
more significant is the presence of tautologies and semantic complications; all is of
course again visualised by the relationship between the surface of the painting
which is treated in a specific way and the text, word commentary added into the
painting. For a long time this commentary is not just featured as any other usual
commentary at the bottom right, like it was with NATURE. The artist masterfully also
impresses an aesthetic quality onto his typical, slightly crude graphemes. This all
implies that already at that time Marian Palla's conceptual thinking was relatively
complex. He was not at all concerned with purely analytical solutions, whether they
were brought by so called analytical painting itself or by the exponents of the pure
dematerialised Conceptual Art. In the Czech environment at the time of the origin of
these works of art as well as their original quality Marian Palla just managed to be
one of the pioneers...

We must not forget that meanwhile a harsh political normalisation had began
and all types of contemporary art were doomed to exist just in studios or were
depended on occasional appearance in some unofficial space. In October 1980
Marian managed also to display some examples of his existing work for the first
time in the Student Club Krenova 75 in Brno; at the opening another friend of ours,
Antonin Dufek, a long-time curator of the photographic collection at the Moravian
Art Museum, gave a speech, | had just been banned from publishing because of the
exhibition Contemporary Czech Drawing, which | had prepared for the Brno House
of Arts, where | had been a curator since 1972, and so at least my improvised text
had was put right at the exhibition. A mini-catalogue, written and drawn by the
artist's hand and then copied by offset, shows very well, that despite an under-
standable and, due to lack of space, inevitable selection, it succeeded in present-
ing the whole range of issues, which Marian then brought into our unofficial yet still
lively culture. We can see that he exhibited paintings, drawings, photographs,
woodwork and objects. It was a lot for the small exhibition space of a student club,
but it was a truly representative view of the last years of his endeavour. A couple of
times tautologies of the painting process itself emerge: the author's ambiguous rela-
tionship to the painting process is perhaps expressed in the most subtle way in the
painting with some brown stains, among which is written PAINTING AGAIN.
Similarly, expressively painted, almost-monochrome in green, is overwritten with the
words SPOILT PAINTING at the top. Especially with the SPOILT PAINTING the
semantic situation is very much complicated: it could have been quite a nice Art
Informel painting, however the author convinces us that the painting is spoilt. All we
can do is to start asking ourselves whether that is because the author have chosen
the means of artistic expression which for him are not de facto interesting anymore,
or if the painting appears to him to have failed within the framework of abstract
expressionism. But he after all does not make any abstract expressionist paintings,
he merely demonstrates various painting languages... On the surface of a brown
monochrome is written (unusually with minuscule letters) | am painting... Does this
show an interrupted process of painting, as it appears to us, because there is much
less paint being applied in the upper part of the picture? Or is it on the contrary right,
because these less covered areas are simply part of the author's expression? We
can see that the author explores the process of painting itself and therefore also
painting as a medium, but at the same time he does not try to avoid the enjoyment
of the aesthetic effectiveness itself. This too is characteristic of the author's entire
creative period. The folding catalogue also remind us, that at the exhibition other
very impressive concepts were presented, which related by means of some visual
paradox to the very context which the paintings create - the most radical example
is perhaps grey-black PAINTING IN CONTRAST TO THE WHITE ONES; also
a development of the tautology of the origin of the artefact itself can become
a theme as in PAINTED SIX TIMES; another time a painting directly implies how we
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are to interpret it, and the text itself becomes a concept, which we can, or maybe
we should conceive, thus creating a truly tautological situation: THE TOP RIGHT
ONE. In conceptual terms even a purer solution presents a pair of paintings, the first
one bearing the inscription SPACE BETWEEN, the second TWO PICTURES. The
pictures thus become a reference about the very situation they create. At other
times, on the contrary, the reference is made about a general characterisation of the
work of art, and this characterisation itself then becomes the theme: IT IS SMALL,
IT COULD BE LOST. With the help of an arrow THE LAST DOT can be identified
within the whole structure, but even the situation of the text itself can become
a theme, as can the words BEHIND THE GLASS. In all these cases the aesthetic
part of the pictures remains important. However, that changes later and at the
beginning of the 1980s it becomes superfluous for the author. The first versions of
the author's work with wood were also presented at the exhibition - for now they are
predominantly larger or smaller wooden panels with texts written on them, the same
handwriting, mostly in block letters like in the author's painting. Again the fine
humour can be heard (THIS WOOD IS NOT A CAMEL), the panel can be equipped
with straps like a rucksack (THE WOOD FOR A TRIP), but in the first place we can
see the development of various tautologies, which appear lyrical, but in principle go
to the point, emphasising the various circumstances of their origin or use: MY
FIRST PRAGUE WOOD, WOOD FOR A BIG POCKET, WOOD FOR AN EXHIBI-
TION, which can immediately explain its purpose... Perhaps the author had wished
to present his artefacts somewhere, well, here he succeeded. Somebody might be
surprised that Marian did not ignore even the photography medium. Along with his
sense of play he was also consistent in his explorations - IN DARKNESS he really
took pictures of ten different still-lifes and the negative was then developed normal-
ly. Also a collection of drawings was important - some reflected the actual selected
medium in a similar way that the paintings did (THE BEGINNING OF DRAWING,
SOILED EDGE, BY THE GREEN CRAYON). But there are also moments of reports
of some activities; concrete, ordinary and banal activities - | AM GOING TO BUY
LETTUCE, | AM GOING TO BUY CARROTS. Included was, however, also
a PAPER ON WHICH | HAVE SLEPT. And this piece prefigures a big cycle of works
which originated during this utilitarian, non-artistic activity. The whole series of vari-
edly more or less crumpled sheets of paper indicates Palla's shift in his artistic
interest towards the most ordinary human activities. Among the pictures from this
period again perhaps the most radical - in the way it focuses on the artist's normal
life and at the same time de facto visualises the course of time - is a yellow-brown
monochrome, on which there are written, one above the other, these lines: | AM
GOING TO DO MY MILITARY SERVICE / | AM JUST GOING / | AM DOING MY
MILITARY SERVICE / ANOTHER 59 DAYS / | HAVE COME BACK. At the same
time it certainly is an authentic account, each line must have originated in the rele-
vant described situation - and we have to appreciate that Marian Palla managed to
reflect in an artistic way even this time of his life.

At the end of the 1970s and the very beginning of the 1980s the nature of
Marian's pictures gradually changes - previously, in order to employ their specific
meanings, he liked to use various types of painting languages, sometimes he would
half seriously, half ironically, comment on particular painting techniques, depictions,
gestures, structures, but it was at this exhibition in the Student Club Kfenové 75
(nicknamed in Brno for two decades "Kfenka") that Marian seemed gradually to
close his effort to achieve maximum concentration on the semantic of the painting
itself. Painting with its specific aesthetic and communication qualities does not inter-
est him any more, although in the previous period he used it primarily, and in
a very original way, as semantic, not only aesthetic, information. The most radical
new form represents black and white monochromes, painted with latex. Since the
1960s latex paint has been preferred by modern painters in our country, because it
was cheaper and dried quicker than il paint, so it found its use particularly well with
the representatives of geometric abstraction, who did not need various effects
attainable by oil paint, but on the contrary wanted as a base purely white or other-
wise coloured surface. It should be mentioned that Marian Palla de facto did not
have (as well as his other Conceptual Art orientated contemporaries from Prague
and Brno) any relevant art education; he graduated from the Brno Conservatory and
most of his career was spent as a double bass player in the State Theatre ensem-
ble in Brno, although since childhood he had spent most of the time in the environ-
ment associated with the visual arts. We can say that from the viewpoint of his
creative interests he first optimally used various characteristics and definitions of
painting, only to get rid of them radically later and replace them with actual latex
painting, which we can interpret as the most basic conceptual representation of the
process of painting itself, as a concept of painting... This was however at that time
still connected with definite precisely located meanings, often in the form of word
notes, but we can also encounter other elements of meaning - symbols. Once back
in his studio in Kotlafska Street he exhibited a set of identical black canvases
arranged around the room. Each one of them had a white arrow painted (or rather
written?) at the same place on them, which pointed from left to the right. It was an
appeal for action - but in the first place this action was meant to take place in the
viewer's mind, the pictures became a pure appeal to the perceiver, appeal to his



senses and first of all to his intellect. Coincidentally | have in my collection
a diptych, which was in all probability created in close connection with this vast pic-
ture installation in the artist's studio: on the left side of the picture there is a white
arrow similar to those that were on the black canvasses in the installation, and this
arrow point at the picture on the right. That picture has only a black surface. It is a
monochrome picture, which however is not free of any indications. On the one hand
it refers to the whole range of monochrome paintings, which constitute an inde-
pendent line in modern art history, initiated by Kasimir Malevich and Alexander
Rodchenko, and continuing virtually until today. But besides that it is also a con-
ceptual relationship, which this pair of pictures makes visible... And it is a message
which is formed rather than through any literary reference, by these absolute and
pure relationships. Sometimes a painted surface would still appear, but only to be
used for an exact semantic differentiation, such as with paintings divided vertically
into two halves: thus we can differentiate between PAINTED AT NIGHT / PAINTED
AT DAY. One of the subjects, articulated only visually, presents a painting (and
a drawing as well), where in one of the halves we read THIS HALF EXISTS, the
other is left without a comment.

In his distinctive way, perfectly corresponding with his mindset, he also brings
to attention his relationship with people, who wanted to acquire some of his paint-
ings. Even though they were his friends, he would not give them anything for free!
With everybody he made an agreement when lending a particular picture, where the
person in question was obliged once a year to bring the painter some food, one
person perhaps fifteen kilos of potatoes, some one else good quality cutlets etc.
After ten years of practice of this conceptual "food for artwork" programme, the pic-
ture became the possession of the interested party. Of course it was another way
of social communication, an excuse for a new visit and cultivation of relationships
with friends - but also a form of turning the attention to the ordinary matters of every-
day life.

Some of Marian's pictures originated as part of a specific event, the concept
was given in advance and then realised. Both were important, the course of reali-
sation of the event as well as the actual creation of the painting... The oldest one in
terms of time and morphology were probably portrayals, which still encompassed
elements of humour. At the same time, as far as | remember, it was a very pleasant
encounter with the author. For every subject he had prepared a canvas - a mono-
chrome painted in a specific shade of colour. He asked everyone individually to
come into his studio in the Kotlafska Street to have his or her series of portraits
done. Although we knew that Marian had so far never done any portraits, most of
the friends, part of his circle, happily accepted his invitation and one by one paid the
visit. He would sit them on a chair, which in the classic painter's studio, his father
gave him to use, looked rather convincing. Then he sat down opposite the subject,
picked up a pencil and a few sheets of paper and made a few sketches. In the end
he created a final painting on the framed canvas. The portraiture took quite a long
time, as was appropriate for the proper portrayal, but the surprise was worth it...
Each time on the coloured underpainting Marian created almost the same elemen-
tary linear symbol of the human figure. Only ladies were marked off by the laconic
double-arc representing bosom. And of course - if anybody wanted to have a look
at the sketches, they could see, that the author, sure enough, had tried, several
times, to depict the subject in this similar symbolic way. There were also double-
portraits and group portraits... This was however only the first part of the artwork -
equally important was the name of the subject, written with Marian's usual upper-
case letters just above the bottom edge of the picture - and his effort to make the
writing really nice is quite obvious... Surely at least twenty or thirty paintings like this
were created, and they remind us, that already at that time another conceptual artist
from Prague used to visit Marian - Pavel Biichler, who gradually decided to emi-
grate, now lives in the UK, and whose work in his homeland is not appraised either.
Perhaps this first large-scale event of Palla's can be perceived at least with two
emphases. Of course what comes across is humour, ironic persiflage of the
portrayal itself, starting with the invitation, through the seriousness of the whole
of the execution, and finishing with the final "revelation". Looking at the whole set
of these pictures, however, we realise that at least as important is the real outcome:
the people whose identity can be clearly recognised due to their attached names
(Marian especially liked it if somebody had an academic degree. He would imme-
diately add it to the name), but isn't it primarily and again allowing a very subtle
game between identical figural symbols and the way we can decode them thanks
to the added text...? Isn't it rather a major contemplation on relationships between
an individual and the way he or she is perceived and represented...? Isn't it even
a mild political allusion on the age we lived in? After all the normalization in the
1970s used to be truly repulsive, people would change their professional and aes-
thetic interests in order to ingratiate themselves with the new establishment, in
order not to get compromised perhaps only for the sake of some modern work of
art, which they had admired only a few years ago... And Marian Palla was at that
time a genuine young artist, who had, as it were, "all the avenues closed", and not
only abroad, but also to the places, where decisions were taken about what should
be accepted as modern art.

The execution of a series of four paintings also developed into an event, which
has an exact, concise concept - a single brown line is painted with a thick brush on
a relatively large white canvas. When these pictures hang next to each other, they
seem at first sight very similar. Nonetheless in reality they differ in details due to
various speed of brush stroke. Their code is of course again the information written
down at the bottom right of the picture: they were created in the time interval
between a few seconds to twenty-four hours. The final twenty-four-hour painting
Marian carried out as an event, to which he had invited all his friends who were
interested. In fact the author created extreme conditions for himself, with one hand
he constantly held a brush with paint pressed against a canvas, and extremely
slowly he tried to move it so that the line would grow little by little. No talk was
allowed in the room, but the author in his invitation asked the friends to serve him
with tea, and empty the chamber pot if necessary. The aim was of course "at all
cost" to create a line, whose formation would indeed take twenty-four hours, and
then to confront this with the other lines, which were created in different, substan-
tially shorter time limits. Again this was Palla's conceptual paradox - lines look simi-
lar, but in reality they originated after different disposition. As if his own concept was
contrary to those protagonists of world contemporary art, who aim to verify as faith-
fully as possible the passing of time, as well as the human connection with its
changes. Roman Opalka still remains an expert of such concept. Since 1965 he has
been writing in his pictures a progressively growing series of numbers; he started
with zero and dedicated literally all his life to this concept, because obviously he
must remain faithful only to this one. Perhaps this phenomenon became important
for Marian Palla at the time when his work grew to be maximally liberated and when
the uniqueness of a particular experience became increasingly important. Through
the extreme use of his own body and the maximal concentration employed in this
piece of work as if he came closer to Petr Stembera, a protagonist of the Czech
Action Art of the 1970s, with whom he made several appearances at that time at
some unofficial events. We admired Stembera for his ability literally to test the
limits of his own physical resilience and create out of them a new form of artistic
communication, whose meaning during the 1970s became gradually, ever more
emphatic, until it reached a level of some kind of reflection of the political situation.
However, about 1980 Stembera, as well as Karel Miler and Jan Mi¢och, due to the
interplay of a whole range of reasons, gradually stopped their intensive practice in
the sphere of Body Art. Mi¢och, who was the last to join them, accentuated certain
existential experiences differently, while Miler on the other hand used photography
to optimally visualise a specific relation, concept or meaning, and thus in the Prague
Body Art circle purely Conceptual Art was represented. Marian Palla of course was
virtually in permanent contact with the friends in Brno; me, J. H. Kocman and
Dalibor Chatrny were joined by a composer Jaroslav Pokorny (later he began to use
his second wife's name Pokorny, and Peter Graham as his nom de plume), a print-
maker Vaclav Houf, a photographer Marie Kratochvilovéa (who photographed most
of the Brno circle events while at the same time developed her own artistic work),
Sonny Halas (who at very beginning of the 1970s made several good art events),
but also younger artists, oriented to contemporary art, in the first instance the author
of art events and installations Vladimir Ambroz, and pure conceptualists Zdenék
Sedlacek (who unfortunately eventually left for Munich, but whom we really res-
pected) and Pavel Holou$, who enriched the whole conceptual thinking with the
sphere of topographies, measured and taken from open-air locations and subse-
quently accurately transposed... To the inventions of Ladislav Novak from Trebic,
Marian responded with his anti-crumplage, when he simply crumpled normal draw-
ings... Perhaps his Prague visits were the most important for him; again they were
our mutual friends. First of all there was a conceptual artist, Pavel Biichler and
a philosopher, Petr Rezek. The latter at the same time represented an informal con-
nection with the circle of Prague Action Art protagonists, since he had taken
a professional interest in their artworks and was also able to discuss contemporary
art activity knowledgeably. Looking back from a distance at Czech visual art of the
1970s, Palla's art work appears in a certain sense to be most related to the activity
of Jifi Kovanda (they were both born in the same year), who joined the circle of the
Prague Action and Conceptual Art in 1975 - first with conceptual drawings, and later
with succinct, minimal art events and installations, whose message was focused on
the communication qualities of ordinary materials and on entirely unobtrusive inter-
ventions into certain spaces. Because of their simplicity and unobtrusiveness,
Kovanda's art actions were reaching almost the limits of being identifiable.

The post communication was part and parcel of the art endeavour of all of us.
At the beginning of the 1970s Kocman and | were making our own hand stamps as
some sort of basic conceptual statements. We all were trying some authorial post-
cards; the first ones were still possible to publish under the auspices of the Young
Friends of the Visual Art at the Brno House of Arts etc. Also for Marian information
distributed by post was to become his main art medium for a time. One example
from some of his art pieces, where his interest embraced the idea of post commu-
nication, seems to me still holds a certain charm. It is a message he sent from Tabor
on 19.7.1978. A copied text in the postal packet ran: Horse stampeding is a dan-
gerous habit often putting at risk the lives of horses as well as those of people. It is
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possible to assert that a horse, which often stampede, is almost good for nothing,
and therefore there are certain ways and means of saving many valuable horses.
Yours, M Palla (signature by hand). This text, which was evidently found, and in the
best duchampesque spirit, transferred into the world of art as a bit of grotesque
information, was perhaps even an allusion to J. H. Kocman's profession, as he had
for years worked in the Brno Veterinarian Research Institute. But the most beautiful
was the address. It reads: Mr J. H. Kocman and Mr J Valoch / 64 Vackova Street
and 46a Jugoslavska Street / 600 00 Brno. In this art action it was the postal serv-
ice itself which had to be employed as another active component. It was its respon-
sibility to decide to which recipient the consignment would be delivered. Again it was
not just a prank, although it may look like it at first sight - let's remind ourselves, that
we then talked about random operations and their potential functioning in an art-
work, about possible focus on various non-artistic phenomena that would bring
anew art message; Herman de Vries, a protagonist of the Dutch branch of the Zero
movement, organised geometric elements in his pictures according to tables of ran-
dom numbers, Frangois Morellet transferred into pictures successions of numbers
taken from the Paris telephone directory, Bernar Venet, a conceptual artist relocat-
ed from Nice to New York, presented various mathematical operations as informa-
tion, Marian Palla, a bit more playful, let the Czech postal service decide t the fate
of somewhat absurd information...

The year 1980 was a crucial time for Marian Palla, which in the end saw
changes or radical modifications in his approach to art. We can only guess what
was going on in the young artist's head at that time - he could have been content
with the response to his first Brno exhibition, which many people had visited. He had
already developed his slightly playful, but concise way of conceptual reflection, and
by means of it he was able to express his opinion on the painting itself or the medi-
um of the picture, but he could also reflect on the most ordinary situations and activ-
ities, which he had encountered. | also think that his family situation at that time was
good, obviously he could not do anything with the political situation. However, by
coincidence this was just beginning, although hardly perceptibly, to liberalise, and if
| am not mistaken, he had already created an acceptable family base in
a family house in Rousinov high street... But in spite of this he was not satisfied, as
it is perfectly clear from a "Legible Book" - whose title is an allusion to several
"lllegible Books", which the author realised at about that time or a little earlier, and
which were comprised exclusively by semantically unidentifiable records. It was
again some sort of conceptual paradox - to write a book, but one, which nobody can
read. Needless to say the artist in this way entered at that time very topical sphere
of authorial books, ranging from visual poetry through various types of conceptual
to purely visual art projects, beginning with Pop Art and finishing with geometric
abstraction. Also other protagonists of the Brno circle brought various original
aspects into that sphere, which they were exploring. In such a context Palla's laco-
nic concept of the "lllegible Books", whose paradox was also the considerable time
necessary for the completion, asserted itself very well. Then they resembled
a comprehensible hand written text, but differed from it completely in its pure non-
semantic scriptural paraphrases. The author thereafter referred to these books also
in his "Legible Book". This one is really worth attentive reading, since it apparently
follows the flow of the artist's contemplations. We might also find interesting that he
began writing it on 9.11.1980 (so not long after his successful exhibition). The whole
book is typed. The first paragraph reads: "Let's treat ourselves to a bit of that natu-
ral helplessness. Somehow in this way my "Legible Book" could begin. | do not
know how big it will be, nor do | know its contents, but | know, why | have started
writing it today (9.11.1980). More and more | feel the need to clarify some matters
relating to my activities, as well as to practise my grammar." And the last paragraph:
"The time of this book, the time of writing of the book, that is when | would wet
myself, were it not for my upbringing. The thought that | am doing something and at
the same time exist, or principally because of that, is tremendous, and | still cannot
come to terms with it without shivers down my spine and in between my fingers."
The whole "Legible Book - Part I" is evidently written in shorter or longer sequences
during several months, and we can find in it, in my opinion, key passages register-
ing a changing conception of his artistic work, although in a broad sense still con-
ceptual, towards the very limits of art. We can read on the page:

"Communication:

a/ it has been seen (heard etc.).

b/ just the news has been spread about it that it exists.

c/ it has not been seen, nor the news that it exists, has been spread, only the author
knew about .

d/ it has not been seen, the news has not been spread, and the author does not
know anything.

Point a/ does not interest me

Points b/ and ¢/ do interest me

Point d/ excites me

From the artist's point of view point d/ is nonsense, but from my point of view it is
different."
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Let's remind ourselves of the most radical formulation of Conceptual Art by
Lawrence Weiner from the end of the 1960s, which itself was a work of art of its kind
- we realise that he gave three possible forms of its existence. However they all
came out from the fact that a work of art primarily exists in a form of
a certain concept, which then can be, but does not need to be realised. It is suffi-
cient that a thought concept has been created. Marian Palla, as we can read,
agrees with the protagonists of Conceptual Art that he is also not interested in the
usual form of the artefact, and he only takes any interest in it provided that infor-
mation is given about it, which is the usual form of Conceptual Art. He is equally
interested in point ¢/, when only an author knows about the artwork. | think that most
of us, who participated in the development of the conceptual thinking, at least toyed
with this idea, and various authors surely explored it in different ways or verified it.
However, Palla was in the first place excited by point d/, when the artwork exists
and ultimately even the author knows nothing. This is perhaps an extreme point of
the artist's thinking at the end of the year 1980. So we can understand that he does
not find his previous effort satisfactory, that he consciously reaches the limits of
what can still be identified as art at all. It is understandable. He had got to know wide
range of conceptual approaches at that time. Some of them he had formulated
through his own practice, and he tries to continue with this practice. These texts are
accompanied by very radical artistic realisations, which are related to several para-
graphs in the last, the tenth page: "These pictures and books are records of my
thinking. They aren't created for aesthetic pleasure.

As a matter of fact | am still concerned by one thing, the feeling that | am.

I have crumpled up a sheet of paper and tossed it onto the floor. Now | am study-
ing it and | have found out

a/ it is beautiful

b/ it fills up its space

¢/ it is more beautiful than my white paintings (visually) and that is the reason why
it does not interest me. It has less beauty of being

d/itisn't sad

Beauty is self-evident, it is not necessary to look for it, suffice it to perceive it and
be aware of it. What is necessary is to look for the meaning of such beauty, and thus
get beyond it, to the being.

| am going to record stones and sticks, their size and location. Doing so | acquire
greater knowledge of myself and philosophy."

Pure white canvases were created, which were endowed with a meaning through
a legend, referring to circumstances, situations or some sort of mini-events, which
these canvases witnessed:
"No.1
| have touched this picture with my hand
No.2
| existed on this picture for two days and ate up 7799 grains of rice
No.3
| made a plaster panel on 3.2.1981
No.4
| made this picture on Tuesday
No.5
| have placed a piece of paper in front of this picture
No.6
| have stood in front of this picture
No.7
| have drilled through a stick 19 millimetres in diameter
No.8
| have smiled at a corner of a room
No.9
| have swallowed my saliva
No.10
| have rested this picture against a wall
The pictures are white, numbered on the back so as not to mistake them.
| am writing each month. In the meantime | have made several books, these pic-
tures and events. At present (it is March) | am carrying a brick with me everywhere.

"

The brick gently reminds me - over a month - of ‘other possibilities".

What could Palla's "other possibilities” be? Perhaps a subtle, and yet a still
existing unusualness, which could have been related to ordinary, everyday activi-
ties, even though some of them were evidently physically demanding, such as exist-
ing for two days on a prepared picture, and after all, carrying a brick was neither
easy and definitely not pleasurable. Nonetheless it all transformed the author's own
perception and experience of situations, which were perfectly ordinary, yet as a con-
sequence of the performed action, entirely special... And in that way Marian Palla



in the spirit of M Duchamp, managed to transfer into the sphere of art a whole range
of activities, which we would not - were they not incorporated into the context of art
- consider worthy of attention, because they are primarily connected with ordinary
human existence, and not with the artificial sphere of art. Palla's concept broadened
artistic striving by accommodating these kinds of activities. That is the point of his
originality. One remaining problem, however, was that awkward point d/. He got to
the activities, which were at the very limits of the art, and were hardly identifiable...
And if nobody had reported on them, even though it would correspond a great deal
with the author's supposition, the artist would have de facto got lost himself in his
own frap. Although in 1980 - 1984 Marian Palla produced rather minimal art, it still
had to be presented somehow, even in a minimal way. Certainly he kept some of
his work for himself (as perhaps many other world conceptual artists do), but he did
publish several of them - he would sent his friends brief textual references about
these events by post, and we would welcome them as a new, concise form, which
reflected the artist's somewhat transformed, current thinking. Today these cut out
strips of copy paper represent a separate and very much significant chapter of the
Conceptual Art of this artist, and also of the whole of Czechoslovakian art. Their
conceptual aspect was defined by the emphasis on the artist's thinking process,
rather than the relationships between various elements of the artwork. These rela-
tionships were modified to the basic objects of the author's interest, perhaps most
often a stone and/or wood. His questioning of the real essence of certain phenom-
ena or situations he encountered or created in forms of momentary realisations was
related to the fact that he had moved to Rousinov near Brno. There he had at his
disposal not only a workshop, but also a garden and field, and also an opportunity
to stay in close contact with all kinds of natural phenomena, soil, stones, water, air,
sky, birds etc. The process of questioning was often more important than finding the
answers... Here is one example:

"Two questions

| found a stone overgrown with grass, | took it home, and every day | ask it in
a loud voice and into the silence these two questions:

Why did the grass grow over you?

Do you know why | am asking you this?"

In a most radical way, most illustrative art action had this report:

"A journey to touch

On 15.5.1983 at 10:30pm | leave by coach for Slovakia to touch a stone. On
16.5.1983 at 4:20am | change buses in RuZzomberok for Liptovské Luzné and in the
early hours | climb the main ridge of the Low Tatry range, where | touch
a stone. Presumable return to Brno - on 17.5.1983 at 5:20am.”

Emphasising the singularization of an activity by extracting it from a standard,
utilitarian context is an essential characteristic of Palla's mini-events. An opportuni-
ty once arose in which Palla, as a European performer, was invited to New York to
execute some of his pieces. He proposed flying to New York, disembarking from the
plane, setting a stone on the ground, and then flying back home. The American
organisers weren't too thrilled with this simple piece, even though they could have
realised that these mini-events touch upon ritual behaviour, while not paraphrasing
any existing rituals, even though they are "on the same wavelength with them."
These are all activities torn from a typical, utilitarian context, situated on the same
borders so that they can even be identified, and even then only in the context of the
world of art. It was possible to perform activities or create action that was entirely
minimal; for example, the gradual shifting of stones or wood. But what really gave
these actions meaning was their affiliation with the world of art - this actually gave
them their justification for existence. It is a paradox that even more radical concep-
tual artists have collided against; even Petr Stembera encountered this problem
during his first events, and he also didn't find any other solution than to simply
accept that it is (once again) art. The attempt to merge with life has its own limits -
we know this from artists who, at the beginning of the 1970s, increasingly wanted
to engage the real world and substitute their works with certain social activity. This
was tried in this country especially by Milan Knizak with his commune; perhaps Otto
Mihl sustained this type of project for the longest period, but his also ended badly
after ten years. In comparison to these artists the activities of Marian Palla were not
extreme through their effect on a relatively large group of people, but rather by their
divergence from "normal" everyday situations and activities. From a utilitarian per-
spective they are absurd and aren't even accepted as an extreme form of philo-
sophy. The only sphere in which they can function - precisely, among others,
because new and unprecedented approaches are expected - is art. In addition, the
Duchamp tradition had and continues to have a great importance, as this leads to
the attempt to introduce into art materials and objects (in the broadest sense of the
word) from the world around us. Conceptual Art as a whole was also part of this
wave, as it introduced a simple verbal formulation to the category of art. The new
work of Marian Palla could rightfully assert itself in this world of conception - in the
end he also always proclaimed his footing in the sphere of art in some manner.
Even when he would leave an empty canvas that had only a number written on the

back, a refe-rence linked to a caption informing us of a separate event, it was still
also a picture, howbeit one functioning mainly as a source of information. This
affiliation is even more evident in a whole series of books that the author made.
Perhaps it's fitting to note here that Marian first worked with books as objects in the
1970s. At that time he painted books he had found with white latex paint, thus
changing them, both physically and with regard to their meaning, into clean white
objects, that were of course still clearly identifiable as books. He therefore cancelled
their specific function - they could no longer be opened and read - but at the same
time gave them a new aesthetic and communicative function in the category of art
where they acquired, thanks to this singularization, a new message. Afterwards he
occupied himself quiet systematically with his "lllegible Books," essentially non-
semantic scriptures that bore a fundamental paradox - "books that can't be read,"
but ones that also have a new artistic quality of liberated writing. "Legible Books,"
on the other hand, were his notes, and deliberations - the beginning of the first was
the foundation of our explorations of this period of Palla's work. But virtually at the
same time with this appears another concept of the book: Palla discovers what
books will be for him. He described it best himself in the commentary on the BOOK
ON THE SPACE BETWEEN BIRDS: "... a/ My current idea of a book is a sheet of
wrapping paper torn into nearly regular A5 sizes, bound with string with the help of
a nail, hammer, and ruler. b/ The significance of this book is that it creates a docu-
ment of some "event" or "non-event." For example, one book bears the title: "I Made
This Book with Noise Coming from the Street"; two others are entitied " Sipped Tea
While Making This Book"and "I Didn't Sip Tea While Making This Book". Etc. ¢/ One
of the most delicate operations is PLACING THINGS. d/ Stones, paper, and wood
- that's all | have left. e/ Time - like something that is with you, that you perceive and
get close to by restricting and slowing down what you are doing. ..." We probably
aren't too mistaken in believing that he was led to the possibility of books as media,
in addition to his own experience, by his intense friendship with J. H. Kocman, who
at that time was already definitively concentrating on updating the "sensibility of
paper" and the possibility of conceptually re-evaluating traditional bookbinding qual-
ity. And we are probably also not mistaken for thinking that Marian's attempts looked
at first glance to be completely the opposite. For while Kocman's books were in har-
mony with his goal of beauty and perfection, Palla's looked ugly and technically infe-
rior. And therefore they formed, in the Brno conceptual circle of the 1970s and
1980s, their own special dialectic. At the same time we need to realise that Palla
chose his materials and tools almost as appropriately as the deliberate, bookbind-
ing-trained Kocman. Palla could not equal Kocman's professional skills, but he
could achieve the exact, intentionally chosen imperfection, beginning with the
choice of the wrapping paper. And the text on the first page, always typewritten, was
a precise, laconic reference to one of the author's specific situations - and at that
moment he affirmed and subsumed them into the world of art. If Kocman's beauti-
ful books belong in the sphere of art then why not Palla's "unsightly" works, when
the two actually have complementary aesthetics? What's more, Palla's books are
an optimal objectification of the author's unique, specific concept in which books
become a reference to circumstances under which they were created - and that was
a much more complicated form of communication than a mere textual account!
They are books, despite the fact that the other pages, besides the title page, are
obviously empty; but they represent the very form of a book, which is also
a component of the book's message. And the structure of these books is essential-
ly a new variant of the basic conceptual pattern of many of Palla's works - the rela-
tionship between a specific visual form and textual commentary. In the context of
the Brno conceptual circle, in which various types of authorial books were important
not only to Kocman, but to a certain extent also to me or Dalibor Chatrny, later to
Pavel Holous and Vladimira Sedlakova as well, it is little wonder that Marian Palla
at the very beginning of the 1980s also pondered the same possibility to formulate
books as a relationship between present and missing sheets of paper. He also
wants to grasp the book as a pure idea: "l send 9 pages of my imagined book to
friends to preserve the idea, and the remaining 23 pages | distribute around Brno
and the surrounding area. M.P, 2.11.1981." This thought remained preserved on
a sheet of large-format wrapping paper. But other "Legible Books" were also creat-
ed in this period, for example, "Tea / Stone / and Hand" from 1984, in which the
author reaches some type of point on five pages: "I boiled some tea in the wind /
dug up a stone in the field / and | pet the dog with my hand - when the sun was
behind the walnut tree // | lifted the stone from the ground /| poured the tea on the
grass / and picked nettles with my hand - when the sun was behind the apricot tree
// | poured the tea over the stone / | sunk the stone in the tea / and | killed an ant
with my hand - when the sun was behind the roses // | threw the stone on the rails
/| poured the tea in the well / and | stroked my wife with my hand - when the sun
was below the fence // | drank the rest of the tea / | buried the stone / but | didn't
understand my hand - when the sun was by the woods." The sequential arrange-
ment, evidently an authentic report of a specific day, likewise, as in several other
cases, put Marian on the boundary of poetic text and conceptual reflex
(a practice which, a good ten years later, he re-employs in his short, laconic poems
from the book If a Mole was as Big as a Pig). In the collection of texts Stone and
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Wood from 1982 he describes the circumstances of individual discoveries - entire-
ly common branches or stones. He records as important information their visual
appearance and the situation in their vicinity. Naturally what is important is the
extraction of completely ordinary, unremarkable objects and their presentation as
scientific information, as he writes in the introductory passage: "This is a record of
how I saw stones and wood and did not lift them. It took about half a year, | went to
the field / to the forest, on the path /| sat in front of a stone and described how
| saw it and not according to what | knew about it. Every stone or stick required one
trip and a moment of concentration. | know that the text doesn't say much, but it's
possible that it doesn't matter."” Several characteristic examples: "A stone in the field
- about 4 cm by 3 cm in size, brown, partially covered by small leaves, shape slight-
ly irregular.”, "Stone in the meadow - someone probably brought it here, about 15
cm by 20 cm by 10 cm, half overgrown with grass, grey, scratched on the surface.”,
"A stick in the brush - very thin, protruding from the brush by about 20 cm, has
a 1 cm diameter, is dark red with small branches.", "A stick in the meadow - very
strong, one metre long, lying on the top of a pile of wood. Bark is light and cracked.
Has several smaller stumps." And so on.

| already mentioned in the catalogue for the exhibition at Galerie Na bidylku
(Gallery "On the Perch") that all of Palla's thought until that period is thought in para-
doxes and is similar in that regard to Zen koan. But still | believe that Palla is still
our artist in the Euro-American tradition, despite having certain similarities to
Japanese culture. Precisely in the fact that he joins the sphere of conceptual
thought, that he communicates by writing and sending friends texts that enrich art
with an exceptionally subtle, though still identifiable, category. Stones, branches,
and earth already had an important place in his reports, and tea also accompanied
them from the first writings - but let's not forget that in the Brno circle this could
signify an association with Kocman, who is certainly a tea connoisseur par excel-
lence; but otherwise he is an artist exclusively in our tradition, one who let (even)
tea enter his work. But with Marian Palla the situation was, in my opinion, a little
more complicated, though essentially similar: he began to "paint" his first pictures
with tea, pictures that gradually began to appear following these minimalist events
and the text reports written about them - the matters | just tried to characterize. Let's
remember that this was truly a symbol that was very subtle, inconspicuous, very
light; what's more it was a trace of tea, mainly soaked in a brush, and essentially
a simple, elementary gesture that enabled it to become, very soon, repetitive.
Adeep breath in, a deep breath out, a line above and a line below - this is how many
of his pictures that were created in the mid-1980s appeared. The majority of these
works were also connected - as we often see with Marian's pictures, drawings, and
other works of art - with a textual commentary, again recording the circumstances
under which the works were created. The very concept of relating to a specific sit-
uation, circumstance, or minimalist action, whether "induced" by the author himself
or by nature alone and hence a subjectification of these ordinary, typically unregis-
tered events therefore has a new form in the tea paintings. In comparison with the
preceding radicality of the reduction of aesthetic elements this could seem to us as
a relatively striking tendency toward a certain visuality, but everyone who sees
these pictures realises that this is simply a new path for the author that it isn't so
removed from the laconic "anti-aestheticism" of his books. It is a method to articu-
late the surfaces of the painting, which leads to the creation of repetitive structures
similar to the discoveries and contributions of minimalist music. The basic pattern is
simple and his repetition is naturally connected to the individual movements of the
author's hand or his entire body. The basic pattern is then essentially "interpreted"”
by these most elementary gestures, parallel lines that are most frequently vertical.
Perhaps it was the artist's experience with contact with the natural environment that
led him to incorporating a new phenomenon - the author's own breath. All of this
requires a great and absolute concentration, which was latently present in the ear-
lier reflections of minimalist activities and actions. Of course we can say in general
that the mere consciousness of the importance of these most common expressions,
which naturally essentially verify our existence in its essence, also were, at the very
least, as one of the conditions of maximum concentration, a meditative plunge into
this very phenomenon. This aspect became an important element of the entire mes-
sage in the tea paintings and was then updated in various forms. We can recall at
least the whole cycle of objects from sheets of cardboard, successively wound with
string, and the marvellous related event detailed in the form of the exhibition
Winding Up String at the Gallery of Jaroslav Kral of the Brno House of Arts in 1994,
where the author developed the entire theme in the form of winding, the result of
which was the exhibition of an object that he subsequently unwound at the end of
the exhibition. With the tea paintings and drawings it was clearly convenient for the
author to again use common, everyday material; he again "forced" into the world of
art something that nearly all of us encounter in our daily lives - but he alone accom-
plished using ordinary, brewed, consumed, and poured tea as a medium of artistic
communication. And on top of everything this is something that truly and directly
connects us to cultures beyond Europe, above all to China and Japan (a few years
prior to this Marian had even started to learn Japanese), and is therefore
a relationship and a search for bonds to those particular cultural contexts. We
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should also say that the form in which we understood them and above all wanted
to understand about, whether this concerns Zen Buddhism, meditation practices, or
perhaps even calligraphy - were for Palla at that time truly important. We can
certainly connect Palla's tea paintings and drawings, with their maximum concen-
tration, to calligraphy itself, perhaps in the form of some type of minimized syntac-
tical pattern. The author's constant contact with tea led him to use it even in events,
perhaps so minimal and focused as pouring tea over a stone placed on heavy hand-
made paper. Naturally we can speculate whether this has anything in common with
a tea ritual, but it is also very close to the artist's continual attempts to use the most
ordinary objects and activities as the theme of his art, those things closest to that
which he had to do in a utilitarian fashion.

What was the further direction of Palla's conceptual works, whose semantic
determinants were again, just like ten or fifteen years earlier, influenced by the
relationship between pictorial and textual elements? Various operations with paint-
ing and drawing naturally were replaced - as we already mentioned - by diversely
detailed, essentially very similar arrangements of marks of brewed tea, which we
can perceive as possible variations of minimalist visual compositions. But gradual-
ly the artist's interest began to turn to other media that were also obvious,
omnipresent and continually available. Completely self-evident to a person who has
a garden at home and who takes walks in the field. Perhaps this was a material that
was even less artificial than tea brewed by a person. Yes, this was soil itself, pres-
ent in the garden and all the fields beyond that very garden, known by all friends
that Marian liked to visit in Rousinov at that time. So soil became a further medium
of artistic work, thanks to which he was able to articulate both a certain laconic, we
could almost say minimalist figure, and structure of the picture. | must admit that
| took an extraordinary liking to Marian's first three-dimensional objects from soil -
these couldn't be created from just any soil collected in the field, it was necessary
to put the soil through a sieve, one that is used perhaps for ceramics, and then the
artist used his own hands and fingers to form simple shapes. It looks and feels like
a paraphrasing of minimal art - basic minimalist forms, mostly tablets and blocks,
even spheres rephrased on an intimate scale on a table. We see the irregularity of
shapes arising understandably and intentionally "from the eye," rounded edges,
traces of the artist's fingerprints - the result is therefore a conscious rephrasing or
persiflage of forms that we admired in Minimalist Art. Here they were transcribed
into something completely ordinary; they were something that we should know how
to do as well. But be careful, this is only one aspect of the whole work: naturally we
notice that there is a text etched into each object. Therefore Palla's conceptual
duality of visual and textual elements once again works perfectly here. And the texts
again refer to the circumstances surrounding the work's creation; this sets individ-
ual pieces apart and gives them a semantic specification: TODAY seems to be too
ordinary, but in fact opens the line of thought from TODAY, when the object was
created, to the substantially different TODAY when we are looking at it. Several
works function as the development of a tautology - how do the objects AFTER THE
RAIN and WITH MY RIGHT HAND differ? These objects form a separate group and
were evidently created in close time proximity to each other. Other earlier efforts by
Marian were connected to paintings with soil, the aesthetic and communicative pos-
sibilities of which he developed in the second half of the 1980s and later. Paintings
with soil are naturally a contribution to the discourse over the possibilities of mono-
chrome, a demonstration of one position, which is a radical concept chosen by the
artist. Of course, at the same time they can also figure into the connection with
Palla's inscribed texts, relating them to specific circumstances, situations, etc.
Objects from soil and paintings are actually a further semantic nuance of the artist's
fundamental concept formed by visual and textual components, and from the very
beginning of the 1980s they are a reference to the reality around us divested of any
playful humour or exaggerated aesthetic form; on the contrary, it is always shown
anew that what we considered as aesthetically unacceptable very soon ("soon"
earlier meant almost fifty years, but these days it can mean mere decades, as we
can see with the works of Vladimir Boudnik) becomes part of our aesthetic experi-
ence - in their terseness they reminded us of Palla's original books. When an artis-
tic creation has already become such a laconic and differentiated monochrome
such as a painting with soil, it was logical at least in several cycles to completely
eliminate the textual component and concentrate on the very application of soil on
the picture's surface and produce only a soil picture as its own pure concept. Marian
Palla did this for a certain period and it brought a new aspect to his work - a subtle
connection between the entire sphere of painting (even monochrome painting) and
his own visual articulation. It is again an original concept and a pure reference to that
which is most fundamental in the world around us, to soil itself, to which we are exis-
tentially connected, but which the majority of people - fortunately - do not realise. The
textual commentary also appeared - in addition to Palla's usual references to ordi-
nary activities and events around us - in the form of JUST BREATH AND SOIL, as
a development of the essential bond of a person to his own, naturally mostly unper-
ceived, breathing, and subjectified for the first time in the tea paintings.

Of course, in the meantime something else very important occurred - Marian
Palla executed his largest concept, exceeding the size of all his works, a concept



that very significantly extends into the perception of our Czechoslovak creative
community. Remember that this was the 1980s - from a political perspective it
meant an evident liberalization that was recognizable even in the fine arts as the
years progressed. This was taken advantage of above all by the generation of new-
comers, fresh graduates of art colleges, particularly those from Prague and
Bratislava. Many of them attempted art similar to that which was on the rise in
Western Europe. The new generation of post-modern artists announced them-
selves under the banner of Neo-Expressionism, new wild wave, or trans-avant
garde, connecting to the positions of several architects and naturally also philoso-
phers. In Prague a wide circle of young artists gradually formed around
Confrontations (which with its name apparently wanted to associate to a certain
extent with the rise of Czech material abstraction at the very beginning of the
1970s), and from this broad current a relatively small group later formed to mutual-
ly assert themselves, and actually stood for various modifications of post-modern
thought. The Tvrdohlavi (Hardheads) associated with a group of the founding avant
garde after the First World War - TvrdoSijni (Obstinate). With the name Hardheads
they wanted to characterize their attributes, and the question is whether this was
always a positive quality; nevertheless, they registered under this banner. And as
soon as they received relatively substantial publicity Palla developed something
that looked like wordplay, and in fact could actually work in that way: he put the
Softheads (Mékkohlavi) up against the Hardheads! It is best to quote this amalgam
of the humorous and serious:

"On 19.11.1988 the group of SOFTHEADS was founded with the following pro-
gramme:

1) The members of the Softheads hate members of other groups.

2) The Softheads want to make an impression with their works.

3) Members of the group create the greatest amount of artistic work so that no one
can say they don't do anything.

4) Members of the Softheads are in principle not permitted to paint proboscises.
This privilege is reserved exclusively for the chairman of the group.

5) Members of the group want to continually exhibit, in order to be popular. They will
preferentially show their works where they are paid the most.

6) Softheads are proud of their name because it sounds conceited.

7) Members of the Softheads unconditionally admire their own creations, and if nec-
essary also acknowledge the work of other members.

8) In principle anyone we choose can become a member of the group.

9) Anyone who has reservations regarding the programme of the group will be
wholeheartedly supported by other members.

10) In the event of danger the Softhead group shall immediately disband.

Current composition of the group: Chairman: Dr Milog Sejn, Secretary: Marian
Palla, Treasurer: Dr Martin Klimes, Clerk: Vaclav Malina, Standard Bearer: Milan
Maur, Internal Theoreticians: Dr Ivona Raimanova, Dr J.K. Celi§, External
Theoreticians: Ing Ivo Janousek, Dr Jifi Valoch." If we look at the names of the
founding members we realise that they are all artists living outside of Prague and
are noteworthy artists that mostly work with certain conceptual reflexions on nature.
Conceptual thought and reflexions on nature were therefore the foundation. The
first and perhaps nicest gathering was at Marian's place in Rousinov: there were
already more artists whose work was connected to nature joining, particularly Karel
Adamus and Jifi Sigut. Sigut in Rousinov immediately took a group picture, the
result of which was sandwiched, superimposed heads. Karel Adamus was appoint-
ed philosopher of the group, thanks to which he began to develop his paraphrased
Taoist texts related to the sphere of art and which were brilliantly tied to Kolaf's
Master Suno. This collection of his later acquired the symptomatic title Soft Bottom
(Mékkeé dno) and contributed further to the strengthening of the relationship to Zen
thought. Naturally, if we look at the names of the honorary members of the group
we realise that they are in fact first-rate artists - Rudolf Fila, Dalibor Chatrny, Jifi
KolaF, Radek Kratina, Ladislav Novak, Vratislav Karel Novak, Adriena Simotova -
and that all represent a certain "soft" but inspiring variation to the period main-
stream; several of them develop more conventional methods of artistic thought, of
course completely individually (Fila, Chatrny, Simotova), while others represent
their earlier individual programmes, but are joined by that which was formulated
under the banner of new sensitivities in the 1960s. Whether someone was
a "Softhead" was decided by the founding members (and we can assume above all
by the main initiator). So, when an invited member declined membership this
person's name appeared on the list of members as a "member who refused mem-
bership." Everything played out half as a game and half seriously, but the Softheads
truly represented an important phenomenon. The artists that Palla chose could not
actually identify themselves with the radical post-modern gestures of the Hardheads
and all of them had something in common, at the very least in their ability to repre-
sent different qualities than those represented by the ascending post-modernists,
and these qualities were equally inspiring and energetic. In any case, Palla
instigated a great number of activities (the 1st auto-da-fé of artistic works, initiated
by Milo$ Sejn on the summer solstice of 24.6.1989 at his beloved Zebin near Jigin;
Softfest '89 was held on 4.8.1989 - 6.8.1989 at the mountain cottage of Ivona

Raimanova in Rudolfov near Liberec; Raimanova was also active in the group for
along time and hosted the Prague exhibitions of individual Softhead members) and
above all demonstrated that not only one current of contemporary art was alive, that
even other positions were possible. And at the same time all of this was the great
concept of Marian Pall, which also confirmed that he was well aware of the contexts
of his own works and that he didn't live locked away in his own seclusion. Soon after
the founding of the group the Softheads decided that on the twentieth anniversary
a jubilee exhibition would be held for them at the National Gallery in Prague in the
Waldstein Riding School, and they immediately created a poster with a group photo
and the date of the exhibition.

In a certain sense it could surprise us that we have not as yet had the opportu-
nity to mention another distinct sphere of Palla's work, the basis of which was the
experience of music. Music, after all, in the form of professional-quality command
of the contrabass, was the only artistic discipline in which he professionally trained;
Palla actually performed for fifteen years as a member of the Brno opera orchestra.
For a long time it appeared that Marian had no interest in the possibility to innovate
a musical expression. At the same time we know that several members of the
Fluxus movement that played the most radical transformations of musical perform-
ances, sometimes even musical notation, were at that time in fact professional
musicians. But with Marian the majority of his artistic interests were evidently
connected to visual culture, even though, as we know, he listened to various types
of new music, various avant garde forms of rock music, all of which was reflected
earlier in his visual works. When the time was right he also got around to making
his own music and it was just as beautiful as his other concepts, though for the
majority of listeners the atypical sound and material were probably equally difficult
to accept as his most radical pictures and texts. Naturally, for someone who had a
certain amount of experience with new music or was able to approach listening to
music without any traditional preconceptions whatsoever, hearing the group Florian
must have been a true musical and visual experience, because that "music of fog
and cattle," as the performers themselves called it, was clearly also a visually attrac-
tive event, of course with a focus on the sphere that was close to Palla's interests
in things that were inconspicuous, marginal, and part of the ordinary life around us.
Starting in 1989 the band performed for several years with three original artists con-
nected to the Brno circle: Petr Kvicala, who rehabilitated ornament for the creative
arts of the 1980s (and who had his own group at the time that played his simple
repetitive texts and terse rhythmic sound patterns), Milan Magni, whose domain is
radical abstraction, sometimes on the border of pure monochromy, at other times
with certain more scriptural accounts, and Marian Palla. We can list their instru-
ments, or more precisely their sound tools, according to the catalogue of their per-
formance at the Austrian Hammerschlag 91 Art and Intermedia Symposium: Petr
Kvicala: stones, straw, wood, water, vegetables, feathers, hair. Milan Magni: wind
instruments, wood, straw, water, rods, tape recorder, stones. Marian Palla: Zither,
iron rods, wood, stones, water, psychotronic hand, feathers, hair. As an absolute
amateur but enthusiastic fan of new music since the 1960s | must say that no band
before or after ever sounded like Florian. An important component naturally was the
performance itself, the possibility to see how individual sounds were created; both
components, the visual and audio, were totally connected and amalgamated. But in
addition to this a truly new audio sphere opened in front of us, conditioned mainly
on the sound tools chosen. It was not by chance that at nearly all of Florian's per-
formances straw had an exceptionally important role, as very delicate and subtle
sounds can be produced from it. Traditional instruments or perhaps a cassette
recorder gave the whole of the improvisations a certain accent, but perhaps more
important were such instruments as pieces of tree trunks, branches, iron rods, and
above all that straw, i.e. objects that visually dominated in various ways, but could
naturally be sound tools that were very inconspicuous, subtle, but for listeners, for
this very reason, even more surprising. The foundation was the relationship
between this subtle audio element, demanding considerable concentration from lis-
teners, and the visually attractive accumulation of numerous, mostly natural, mate-
rials at the site of the performance (from the nature of the items it follows that
a stage wasn't always the optimal location). But again, the entire performance relat-
ed to the truly primary experiences of each of us, the same as it was with Palla's
events and textual records, connecting to the world of art very ordinary, apparently
banal, but in reality for human beings essential relationships and experiences.
Florian's performance at the Brno House of Arts was somewhat exceptional; natu-
rally, a dominate feature was the fact that two of the performers actually rode real
horses in the hall for the entire performance. Magni, in the meantime, rocked on
a wooden horse. For the first time in the history of modern art live horses appeared
inside a gallery in Brno; this elicited enthusiasm from some, fear and alarm among
others. This reminded those who had some knowledge of the history of twentieth
century art that the protagonist of Arte Provera, Jannis Kounellis, exhibited perhaps
ten live horses in Galleria L'Attico in Rome in 1969. So we can think of the per-
formance of Marian Palla and his friends as a certain new, playful rephrasing of an
event that went down in the annals of art history. And we probably should not forget
that this performance with live horses was preceded by a performance with live
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snakes, | believe they were pythons, in the same distinguished cultural institution.
So, the use of live co-participants became a component of several of Palla's band's
performances. And it isn't by mere chance that while unusual, these animals were
in fact normal representatives of the natural world that contemporary society has
banished, but should belong to our experiences with world around us. So once
again we reach the point where Marian Palla attempts to elicit - even though in
a rather more radical subjectified form - the primary relationship between man and
the natural world.

Very soon after the political changes in our country the Veleks, husband and
wife architects, decided that they would organise a regular - seasonal - exhibition
programme in the beautiful spaces of a Baroque granary located in the fields
between Vikov and Osova Bityska on the edge of the Bohemian-Moravian
Highlands. Over a number of years these exhibitions were truly a magnet, particu-
larly at openings; the exhibitions themselves also drew substantial numbers of vis-
itors. The Veleks offered Marian a date in 1993 - it was intended to be, and was in
fact his first retrospective, beginning with samples of his oldest paintings and draw-
ings. His newest work with soil in the form of paintings, drawings, and intimate geo-
metric objects were shown with much larger sculptures, perhaps created with the
knowledge that they would be on display in truly grand spaces. The artist
reassessed the experiences he had with soil and other natural materials, branches,
hay, straw in large objects - some of them were previously dominated by an inten-
tional informality or the refusal of any rigid aesthetic rules such as in the cycle Slugs
from 1993, which, in a different material and on a different scale somehow revoked
the "clumsiness" of Palla's written manuscripts. But of course our aesthetic experi-
ence has already been so transformed that it is easy to accept them as a new qual-
ity; as an updating of discovered natural forms these sculptures perhaps have
something in common with the artist's music. He also naturally used soil in more
conceptually composed works where it came into contact, for example, with paper
in the form of a rephrasing of the author's favourite phenomenon, books. Here it
was shown that the book truly is for Palla some kind of "cultural archetype" and that
he continually returns to them like some codified form, even when these rephras-
ings are otherwise always radically different from "normal" books. But thanks exact-
ly to this subjectification, the mental novelty and radicality of the artist's rephrasings
are shown while also - apparently paradoxically - confirming the significance of
books as a phenomenon in our cultural context, as well as the purpose of their inno-
vation which the authorial books in their various forms represented and continue to
represent. We have already mentioned the most important forms that the original
books in Palla's work represent and we have also tried to compare two antithetical,
or more precisely, complementary approaches by two close friends from the Brno
conceptual circle - J. H. Kocman and Marian Palla. In his work with soil we see that
for Palla, when this concerns the rephrasing of the classic book block, there truly is
no limitation; he creates books by binding sheets of paper with string or by poking
a stick though them. A specific record is therefore connected to a new, higher whole
and is often smeared with soil. This process or encroachment binds us in the most
immediate fashion to the world around us, to the soil we normally walk on, but which
in the meantime has become something that has virtually disappeared from our
everyday lives. When Marian Palla made and exhibited his soil paintings, drawings,
and sculpture he in a sense renewed our relationship to something that was an
inseparable component of the profane world around us, but that could lead us at the
same time to a new, unified perception of the oneness of man and nature. As an
artist he naturally has his limitations: he must communicate through the form of a
specific piece of art, even if it is maximally conceptualized. At the very least he still
has the advantage that, through his artistic intuition and the singularity of his cre-
ative focus from the very beginning, he is capable of such a reflex, whereas the
majority of popular artists today do exactly the opposite: he relates to the work itself
and in the process discovers new, unprecedented pieces of information and com-
munication, whether these take the form of a message that is purely aesthetic or
perhaps social.

Due to a coincidence of circumstances, which in the end aren't so important
with respect to the situation today, that first retrospective at Galeria Sypka was the
artist's only one to date. All of the works that | have mentioned so far in this chrono-
logical survey have essentially been inaccessible since that period and it was virtu-
ally impossible to return to them. And because the artist himself made peace with
this fact and continued to communicate and create new things it seemed that these
most radical works that very distinctively contributed to the entire context of
Czechoslovak Conceptual Art are gradually being forgotten, and that Marian Palla
will be the author of a greater number of books and occasional exhibitions of new
paintings and perhaps new events. The Opava exhibition has nothing against the
goal of this show being merely the rehabilitation of an enormously original and suf-
ficiently extensive, and even unforgettable chapter of the artist's work. The pro-
gression of time has naturally modified his poetics; the texts in particular show
a very characteristic humour which is situated on something of a remarkable fron-
tier of real reflex and playful persiflage. Especially in the poems from the collection
Ifa Mole was as Big as a Pig we realise that they aren't so far removed from the
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earlier paradoxes in Palla's work which approached Zen koan in a certain way.
Naturally the colloquial language and occasional more banal climax make them
more accessible to a greater number of readers. In the paintings from 1995 - 1998
he returned again to the humorous theme of creative beginnings; naturally it is not
possible to forget that the dominant figurative motif, again intentionally employing
a naive formal stylization, is always painted in soil. Therefore, it not only relates to
former poetics, but also bears a certain common concept - they are "pictures paint-
ed with soil." And of course these paintings continue to employ Palla's typical rela-
tionship between visual and textual elements, including now his dominant signature.

Without difficulty we can trace the direct connection to the artist's most radical
conceptual works, particularly in several objects, installations, and events. The
artist's most popular event was one called Stone to Europe. He received substan-
tial publicity during its execution in 1992, and this event also bore a playful mental
paradox. The artist expressed the idea that at least a stone can be placed where
the Republic is missing. He actually brought a twenty-kilogram stone from Brno -
with stops in Vienna and Salzburg - to the artistic and symbolic centre of Europe,
Paris, where he threw it in the Seine. For another event that also elicited appropri-
ate publicity he used perhaps the most radical concept, reflecting the changing
social situation, in executing two versions of billboards (organised and financed by
the Veleks' gallery). Both were textual and were written in the artist's distinct hand-
writing. On the first billboard drivers along the motorway from Brno to Prague and
elsewhere could read: | WANT MONEY! Marian Palla and the number of his
account at Komer¢ni banka. It seemed excellent to me because the entire humor-
ous or grotesque effect arose only thanks to the fact that the author expressed the
very thing that others more or less skilfully hid under various other information.
What's more, he concluded the paradox by hanging a new billboard two months
later that said: "I DON'T WANT IT ANYMORE!" Those are two examples in which
the artist reacts to specific new social realities. Of course his visual creation actual-
ly includes many more intimate works developed from the same line of inconspicu-
ous and subtle events. He cooperated on a few with Jan Steklik, to whom he is sim-
ilar in that in the post-modern period and with experiences from truly key events that
both executed in the 1970s and 1980s a certain distance is now required, a removal
from any kind of urgent testimony. This was very apparent during their joint execu-
tion of the event Laundry Room (11.9.1996 - for the history of art we should note
that the primary initiator here was Steklik), during which, as an ordinary unencum-
bered event with no expressive significance, they actually washed clothes in the
courtyard of Galerie U dobrého pastyre (the Gallery at the Good Shepherd's); the
clothes were brought by individual visitors, and after a few days the washed clothes
were handed out at the Brno House of Arts. During their last joint event, Water
Conduit Art (14.12.2004 - 23.1.2005 at the Opava House of Arts, based on an idea
by Palla) the director of the Opava House of Arts, Martin Klimes, demonstrated in
front of visitors at the show opening the pouring of water that the artists had sent by
post from Brno; | was sitting with the artists in the Svanda Café in Brno, from where
| relayed my opening address to Opava by mobile telephone. Water Conduit Art
is also a completely "ordinary" concept reacting to the fact that everything compli-
cated that was possible to do with water in its various forms and states had already
been done. The only remaining possibility was to simply pour it out in the way that
water is typically poured out.

The programme of maximum conceptual, significant disengagement would
gradually lose credibility, especially when the time frame of a specific period is
already defined by post-modern plurality. The progressive road to some kind of
post-conceptual polymorphism combining the artist's sense of humour and honesty
in his work with references, rephrasings, and citations undoubtedly appeared earli-
erin Palla's literary texts and gradually became part of his entire creation, including
objects, installations, and events. Naturally the original and unique components
remain as a contemporary artistic context, as do the vital lines of the artist's own
creative efforts. The urgency of the message has only receded to the background,
replaced by some programmed game with certain phenomena of modernistic art or
several of its "icons." This could be clearly seen at the exhibition at the Plzef City
Gallery in 2001; at that time Palla had just published his manifest Dépasserismus
(from the French dépasser, meaning to overtake, pass, outgrow, surpass) with the
motto "There is Always Something to Even Out and Smooth Over." In this work he
playfully ironizes and paraphrases the same modernistic manifestos and compares
them with his own. While Palla's work paraphrases and pokes fun at the other man-
ifestos, it does lead to new concepts, naturally substantially shifted (the exhibition
itself was named Concept for Flies, containing the very term "concept" and a cer-
tain distance which the artist regards today as essential - justifiably so, in my opin-
ion). The author demonstrated dépasserism itself, for example, in the factual and
physical alignment of popular books on the history of modern art in the same meas-
ure as his own published books; in the exhibition mini-catalogue he demonstrated
the gradual alignment of his own belly by pressing it against a wall, which is clear-
ly a playful paraphrasing of the body art we discovered in various radical works. The
picture Painted by Belly had the subtitle In Homage to Yves Klein, and was exe-
cuted by the artist as a live event at the exhibition opening. Two is More Than One



was an installation with the subtitie In Homage to Duchamp and Warhol, and was
composed of two shovels buried side by side in the floor of a store. With playful
irony he connected two key personalities of modern art; with Duchamp he recalled
the principle of transposition of found objects into the context of world art by evok-
ing his shovels in the snow, paraphrasing them with today's mass-produced objects,
and also recalled how Warhol managed to create a completely new quality through
the serial repetition of pictures, best demonstrated perhaps in his multiplication of
Mona Lisa in the legendary picture Thirty is Better than One from 1963.

Several times Marian Palla created pictures that directly reacted to the chosen
interior of a gallery because the walls featured outlines of shadows from lights that
were above them. In this way the room itself and its characteristics became the
theme -but above all they are pictures that can't be moved anywhere. Their mean-
ing, their playful concept is based on the fact that the artist used them to react to
a specific place and a specific situation. As such, this is ironic testimony to the world
of art, the world of paintings. Perhaps they are the only paintings in the world that
can't be sold, donated, lent to an exhibition, or even stored in a depository. They
have to stay right where the artist hung them. I truly like another somewhat related
project that unfortunately hasn't been executed yet: Marian Palla has been asking
galleries, so far unsuccessfully, if it would be possible to show all the pictures that
are there reversed, turned to the wall, so that we could finally see what we never
see at any exhibition - the "backs" of pictures. While it could be a permanent exhi-
bition, it could also be a regular temporary show that would change after a certain
period into an exhibition of Marian Palla. Understandably it would be a nice project
for the National Gallery, best of all for the entire Exhibition Palace. So we'll see if
someone somewhere is eventually able to pull it off. Again, it is a concept that is
very simple and is perfectly connected to all of the artist's work in being an attempt
to present as a new message something that hadn't been given attention before,
something that we consider to be inconsequential, unimportant, marginal. Marian
Palla has been systematically turning the attention of our entire artistic environment
to phenomena like this for a quarter of a century. | have tried here to recall the for-
gotten or neglected chapter of his work so that it can hopefully once again receive
the attention it deserves.

Letter Painting Or Image Writing?
Jozef Cseres

Painting is both a noun and a verb.
Joseph Kosuth

Wall painting by artist and writer Marian Palla from Brno consists of two simple
images - a great effigy of a heart and a small one of a bird - and one statement writ-
ten under these: 'Great love and small bird'. Both the heart and bird are painted in
careless, child-naive drawing style without morphological and proportional accura-
cy; they are areas marked by curves. The bird is an image as it represents a bird,
while the heart is a pictograph or an ideograph because by means of picture sign it
associatively represents the concept of love; epigraph (set of phonetic signs) con-
sisting of printed alphabet letters is painted by hand. A similar approach can be seen
in other paintings, or rather visual-poetical pieces of Marian Palla. The painting
Filing the Tooth shows pale blue area into which the artist contoured with just two
or three strokes the shape of a cross made up from a file and a tooth; on the paint-
ing Tongue Is More Sensitive Than Foot he, using unclosed curves, cuts out shapes
vaguely reminiscent of human tongue and foot from the background. However,
these three paintings differ in function of the epigraph: the first epigraph comments,
the second one describes and the last one interprets. Art theoretists regard this
aspect of Palla's work as conceptual. Why?

The origins of conceptual art are usually traced in work of Marcel Duchamp. He
decided to deprive the art of up-to-that time indispensable aesthetic aspect and to
return the intellectual power to the painting - as Joseph Kosuth described it 'to give
the art its own identity'. Nevertheless, the pioneers of the conceptual initiative in
Anglo-American art see the base and motives as being more complex. The transi-
tion from optical positions into conceptual ones was perceived as a natural reaction
to the academic establishment, which degenerated the fine arts into a set of craft
practices and depictive conventions that calculate with the imperfections and limit-
ed eye experience of a man. 'The more a painting relied on purely visual sensation,
the lower its cognitive value was assumed to be,' Thomas Crow described the prob-
lem. Even though fine arts have never split up with thinking, it constantly had to suc-
cumb to the requests of practice. The avant-garde seeking eventually led into the
crisis of modernism, which caused the conceptualisation of the nondiscursive art
forms. On one side it flattened the borders between the traditional genres and
media, on the other side it made the art utterances more discursive, so those began
to behave like texts. This strategy was sanctified by the up-to-date discurse of
academic knowledge which, having been freed from the metaphysical ambitions,
started to rejoice in trans-genre and inter-media crossings and in deconstructing the

pure media. Art became discursive and the discurse of the humanities started to
resemble the fiction writing.

Kosuth defined his conceptual strategy against the seemingly avant-garde for-
malism of fine arts. He pejoratively labelled it as an 'aesthetic exercise' because the
formalism could not part with aesthetics and slid into formal decoration within the
limited possibilities of media. 'Formalist art and criticism accept as a definition of art
one which exists solely on morphological grounds. ... It is obvious then that formal-
ist criticism's reliance on morphology leads necessarily with a bias toward the mor-
phology of traditional art. And in this sense such criticism is not related to a 'scien-
tific method' or any sort of empiricism. Formalist criticism is no more than an analy-
sis of the physical attributes of particular objects which happen to exist in a mor-
phological context. But this doesn't add any knowledge (or facts) to our under-
standing of the nature or function of art. Nor does it comment on whether or not the
objects analysed are even works of art, since formalist critics always bypass the
conceptual element in works of art.' Kosuth proclaimed the separation of art and
aesthetics (opposite to formalism which actually identified them). He expected up-
to-that-time art to have the power to doubt the character of art itself; a truly con-
ceptual artist must exceed the media limitations or even abjure them so as not to
conventionally evolve (or ruin) the morphological settings of the traditional art
media. The only person who has fulfilled both of these conditions was Marcel
Duchamp: 'The event that made conceivable the realization that it was possible to
'speak another language' and still make sense in art was Marcel Duchamp's first
unassisted readymade. With the unassisted readymade, art changed its focus from
the form of the language to what was being said. Which means that it changed the
nature of art from a question of morphology to a question of function. This change
- one from 'appearance' to 'conception' - was the beginning of 'modern’ art and the
beginning of 'conceptual' art. All art (after Duchamp) is conceptual (in nature)
because art only exists conceptually.'

After Kosuth had determined the origin and aim of conceptual art he tried to out-
line its historical role and to define its basis. He broadened Hegel's stage classifi-
cation of absolute spirit including art which has entered the historical scene after
religion and philosophy in order to scrutinise its base, importance, function and the
name "art' itself. 'Fundamental to this idea of art is the understanding of the linguis-
tic nature of all art propositions, be they past or present, and regardless of the ele-
ments used in their construction.' A work of art became an analytical proposition,
a tautology presenting an artistic intention in a certain context: 'Fundamental to this
idea of art is the understanding of the linguistic nature of all art propositions, be they
past or present, and regardless of the elements used in their construction.'

While in the first half of the 20th century the avant-gardes experimented with
languages of art, conceptual art turned its focus on the discursive language. The
concept, which is embodied in configuration of letters, gains on the conceptual
paintings conventional meaning of understanding or metaphor. The visual value it
had on the paintings of cubism or lettrism now recedes to semantic value. No mat-
ter how stylistic form an inscription on a conceptual work is, it remains mainly
a notional piece of information. The neon tubes letterings of Kosuth are foremost
the discursive utterances and texts and lastly aesthetic objects. It would be a wrong
interpretation to judge them according to the aesthetic qualities of the manuscript or
media. Similarly, A Heap of Language (1966) by Robert Smithson is a visual repre-
sentation of a real heap but as it is piled up from linguistic terms it is necessary to
read it as a discursive message pointing at serious problems of philosophy of lan-
guage and conceptual art.

From both the formal point of view and historical context Palla's visual work is
really conceptual. It combines the discursive symbolism (word) with the nondiscur-
sive (image) to the benefit of the first one; it is not built up on morphological rules,
and it breaks away the deep-seated depictive conventions. It ignores the craft and
aesthetics and obviously relies on its own context. Rather than resembling the lin-
guistic and geometrical lines of conceptualism it tends to resemble the language-
games, as we know them from the Duchamp's readymades. However, Palla's con-
ceptualism is not too ambitious. It is not trying to test the possibilities and limits of
media and visual representation nor does it wish to be topical or to solve today
world's problems. It is not even interested in examining and doubting the essence,
meaning, function and concept of art sui generis.

The interests, aims and strategies of Marian Palla are completely different from
most conceptualists. The messages on his paintings tend not be serious but rather
banal. Who would be looking for deeper philosophical meanings in indications like
Spoiled Painting or It Is Smalll, It Could Get Lost, which are examples of Palla's typ-
ical titles. Palla's epigraphs directly refer to the inner qualities of media (Tea
Painting) or they follow topics from every day life (I Want Money!). These are neit-
her clever language tricks nor mysterious enigmas. They are simpleminded verbal-
izations of normal things, phenomena and relations, where it is their normality which
is so charming. Palla's questions are not expected from an orthodox conceptualist.
He asks as pre-school children, mentally handicapped or natural people do when
confronted with the western civilisation; or like Zen masters. Often he does not
expect any answer or the answer might be hidden in the question itself. He mas-
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tered the art of asking suggestive questions and this ability became the basis and
at the same time the recognizing feature of his ever so original literary and con-
ceptual language.

Despite the choice of the naive wordage Palla's questioning is not naive. His
drawing style might be austerely economical with childlike naivety and also the
accompanying text, which is sometimes inscribed into the painting, or its title, can
be formulated in a very simple way indeed; but the message moves the drawing to
the higher and intelligible spheres just as comics do but without any ambition to
spread out into longer narration. Rather than answering in words what the image is
unable to communicate immediately and what is subject to consequent interpreta-
tion (Tongue Is More Sensitive Than Foot), the role of the text is to double the visu-
al information (Filing the Tooth). Though the utterance power of image itself is very
strong thanks to the deliberate schematisation of the drawing, its informative value
grows in combination with the text. Iconic and linguistic message are in comple-
mentary balance; they co-exist in ambivalent dependency. Straightforward comple-
mentary, i.e. mutual synergism of the picture and the text, is more typical for jour-
nalism, media and advertising and have also become proven strategy of the pop-
art culture. Still, the only similarity between Palla and pop-art may be the irony. Most
of his epigraphs are humorous. Even though they are close to Duchamp's ready-
mades they do not mock taste or put the mass culture in stocks. They are neither
'visual equivokes' (as Octavio Paz labelled Duchamp's readymades) nor 'operators'
of the image and language transformation (Lyotard's interpretation of readymade).
They are not at all destructive - they do not destroy meanings or values. Similarly
to readymades their meaning is not artistic but philosophical. However, they lack
many meanings, a quality characteristic for the readymades. Instead of playing with
meanings Palla's epigraphs narrow the interpretation in an expected way, brilliantly
balancing between the funny aphorism and banal cliché. No big surprises!

Marian Palla fully succumbed his painting and writing to the communicative
aspects of language. Charming tension between image and word based on simple
relationships compliments the mental reflection of a viewer but not his taste. Palla's
aesthetics do not lie at the syntactical surface but in the pragmatic depth of lan-
guage. When he draws a naive figurative motif on the screen of an old laptop and
titles it Computer Painting it is not an experiment with the medium but a clever play
with language, worth the idea of the conceptualist. And as its effect does not depend
on knowledge of artistic context but on the imagination and sense of humour, the
viewer can easily appreciate it. It does not ask for grace of our viewing but for kind-
ness of our mental empathy.

It is said that philosopher Wittgenstein intended to write a philosophical book
consisting of jokes only. His Philosophical Investigations spiced with questions (lan-
guage-games) which are questioning seemingly clear things; questions only a child
or a philosopher ask. Many of them, e.g. 'Why can't a dog pretend pain? Is it too
honest?' or 'Does this stain @ fit into its white surrounding?' could easily be titles
for Palla's 'talking' images. Also, they remind me one more relevant statement from
that book: "Apicture held us captive. And we could not get outside it, for it lay in our
language and language seemed to repeat itself to us inexorably." Are the texts on
Palla's paintings acknowledgments of our helplessness to the power of an image
representation or just a smart trick of unusual conceptualism which aspires to reha-
bilitate spoken utterances in the current times of domination of images and icon-
clashes? Is it necessary to see in them a form of premeditated defence of our
speech against aggressive attacks of images which W. J. T. Mitchell talks about and
which was started by Wittgenstein's language-games? Probably everything is much
more simple although one is certain: Palla's non-orthodox conceptualism is not as
naive as it seems at the first glance. Clever questioning of normal, seemingly obvi-
ous things, no matter if by words or images, is not at all easy. And it is not pointless,
either.

WINDING THE ROPE
motto: Every rope has two ends

1. ltis a valid rule for rope winding that it happens between two ends. At first
glance there is nothing interesting about that information, not even at second
glance and it is not worth mentioning the third one. To clarify the situation we
mark one end as the beginning and the other as the end. However, that is not

all. In special cases there can be a one-ended rope when the winder starts
winding inside his pocket and so we can see nothing.

2. Every rope is disproportionately longer than thicker; had it been otherwise we
could not tie a knot on it. Also, its twisting is not random; it is there in order to
hide the end, which we often look for in vain. Here the well-known relation
between the length of an object and its tendency to twist is conspicuously clear.

3. Every rope which we wet is wet until it gets dry. Therefore we can daringly claim
that all dry ropes were once wet and all wet ones will get dry - as long as we
take them out of the water. If they stayed in water, this would not be a valid
statement.
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4. Avery long rope can seem never-ending.
This can be easily changed by cutting it.

5. The ancestor of rope is deer intestine.

6. Winding itself happens in (certain) time. | cannot explain this but it is like that
and nobody can change it. Maybe it used to be different before the Big Bang
but that probably cannot be proven.

7. Never and under absolutely no circumstances can it be claimed that winding will
ever be finished. The life of the winder might be shorter than the rope he is
winding and that is why this, such an obviously ridiculous action, is actually
ridiculous.

8. At the beginning of winding the end is far away and we are almost unaware of
it; but step by step it is coming closer and we start feeling sadness and regrets
that we are loosing something which has been so dear to our hearts; mainly
because we did not have to do other things like shopping.

9. Once | knew a man who knew nothing about rope and was much better for it.
That means that the rope is not everything and those relying on it can become
equally good winders.

10. Not every end necessarily belongs to rope. From time to time there can be one
appearing in a text.

END Marian Palla

MARIAN PALLA - THE WORK WHICH COULD HAVE HAD A TITLE, BUT IT
DOESN'T

It doesn't matter vvhat sounds come out of this work but it also doesn't matter
what sounds don't come out of it (that should be sufficient so that | don't get brand-
ed a Zenist). Only one thing is important - something has to be going on. Therefore
it's certainly sufficient to highlight the beginning and agree upon the way its going
to end since the best work can only be the best if it has an ending.

Interpretation:

As shown in the drawings, there are six musicians with "instruments" and oné
conductor. The players are numbered for orientation in the score, they don't have to
have any numbers on their clothes. The score contains rows of numbers, all with-
out any logic. Sorry, there is actually one small piece of logic: Number six starts.
This Marian Palla player has a stick with a ball of string woundaround it. VVhen the
conductor gives him the cue, he begins unwinding the string from oné stick and
slotvly and steadily he winds it onto another. This winding process defines the
length of the work. When all the string has been wound onto the second stick, the
composition comes to an end. Lets go back to the beginning. The conductor
motions to player number 6 and then indicates to the other numbers in the order
they appear in the score. It depends on the conductor how much space he gives
any of the players. Whenever he points to a new number, the previous one stops
playing and waits until it is his turn again. There can be rests of silence between the
individual numbers, this is left up to the conductor. This concerns the numbers writ-
ten in black in the score. With the red numbers (always coming one after the other)
it is a little clifferent. The first red number begins to play but he doesn't finish, he
continues playing even though the conductor has given a cue to another player to
start, and then another, until the last red number (inclusive) has performed - and an
"accumulation of sound" is produced. Then oné of the black numbers starts up
again and plays on his own.

| suggest for the conductor some kind of simple system, for example, with his
right hand he indicates the beginnings and ends of a certain numbet's entry; when
he raises his left hand as well, this means that the numbers are red and everyone
plays together until he lowers his left hand. But any conductor can choose to con-
duct the piece in any way he wishes. As far as the instruments are concerned,
I would like to bring the musicians' attention to the fact that, for example, the sand
can not only be sifted through the player's hands but he can also poke his forefin-
ger into it and then také it out again; the samé applies with the water - the musician
not only takés it into his hand and lets it through his fingers, drop by drop but he can
submerse his whole head into the water and not breathe etc. The branches can be
rubbed, they can be used to scratch the playets body, of they can be twisted along
the floor of scratched against each other.

No rhythm or sound are a condition and it depends purely on the players as to
what they feel at any given moment. The conductor isn't at liberty to advise them
what to do, he just brings them in and keeps his eye on no. 6 - the winder - so he
knows when to bring the work to a close in time. If the score ends before the winder
does, the conductor can go back and repeat the numbers he felt came off particu-
larly well.

Before the actual execution of the work, | recommend only oné very short
rehearsal where the instruments are brought together, the musicians také which
ever instrument they feel inclined to plav, they set it up according to the diagrams
and the conductor tells the group what gestures he is going to use. The rest is left



to the actual performance. Don't try and rehearse anything beforehand! You'l
deprive yourself of the experience!
Technical note: It wouldn't be a bad idea if the musicians played in tails. The wind-
ing of a bali of string bought for about 70 crowns lasts about 15 minutes.

Marian Palla 8. 12. 1992

- One couldn't really call Palla's work "music" and we couldn't say that we were
"playing" it. For the players and for the audience it's really a kind of spirituél exer-
cise in a way.

- If a "performer” sits down behind a pile of sand or a bucket of water, its quali-
ties are immediately magnified. That which, during normél playing, he is able to
mask, in this work comes to the surface. A player can be very shy (as it merely
seemed to us several times). Another player doesn't think of what the thing is, but
what he looks like (which, during normal playing is manifested by a lack of under-
standing that his performance - even if it is, in his view, nonsensical - is part of
a logical whole). The third player declared that, within himself, he felt calm and pro-
fessional, in the broader sense of the word (i. e. not just a case of "put whatever on
my music stand and I'll plav it" but a much more general "put me in whatever situ-
ation and I'll just get on with the job").

- This is a test for the musician to find out to what extent he'll do something
because he is convinced it has sense. The musician is often placed in extreme sit-
uations in contemporary music and he has to "play" the situation convincingly; he
can't get "left out" of it. To $it with a stone instead of an instrument constitutes a verv
extréme situation. And here it becomes apparent to what extent the musician is able
to be "in", to what extent he is convinced that he should be "in".

- The performer is wrenched away from his standard situation into which he had
just about managed to settle (he stands of sits and plays an instrument) and he has
to prove himself in a situation when perhaps his life is at stake (when his colleague,
for example, waves a branch about and almost pokes his eye out).

- The performer forms a new relationship with the audience. They laugh with him
(when his colleague brandishing the branch about accidently knocks his glasses
into the Jbucket full of water). If the musician who normally performs classical works
like Beethoven, for example, is not used to someone laughing during his perform-
ance, it affords him a completely new experience, but his concentration must not
waver (this is really a dramatic rather than a musical experi

ence).

3 The first exhibited picture

4 | walked throught the countryside and it was bearable because | had cigarettes
18 Unsuccesful painting

19 Ditch ready to be dug out / filled in ditch

20 Part of the path home
Handle
Suitable for hanging
This piece of wood is not a camel

21 | paint

22 Painting dots at home
Three panegyric stitches
This cross can be replaced with a pinecone
1 will join the army / I'm going / I'm in the army / 59 days left / | have returned
A piece of painting

23 A painting again

24 For a head
I’m throwing stones onto the track
Waiting for a squirrel
Written with a small piece of wood
Six
Sick painting

- The question which is most unsettling, however, is the idea of "whats it all
about". When performing Palla's work, two completely opposing concepts neces-
sarily come into plav. On the oné hand, the sounds cannot be produced as
"sounds", or even like "music". This would lead to the would be musical stylisation
of sounds bound by elementary musical laws (contrast - a weak tapping after
a strong bang/crash, gradation - bigger and bigger splashes of water...). The
sounds, on the contrary, would have to be produced merely as the accompanying
phenomenon of the manipulation of the objects. On the other hand, the manipula-
tion Jf the objects cannot be brought about as a form of "theatre". This would again
lead to a pseudo-theatrical stylisation of movements. When we attempted to per-
form the work we found the most balanced effect was created with the performer
making movements with the object in the knowledge that this movement has no
other objective than to produce some form of sound and, at the samé time, if the
sound is made in the knowledge that the sound is not the chief aim but only the
accompanying phenomenon of the movement. This state of affairs is not unlike the
request given to the wise fairytale heroine: come dressed, but you must be naked.

Interpretation Agon Orchestra, commentary Petr Kofron

WATER CONDUIT ART
Jan Steklik and Marian Palla

Quotation

Water poured out in an art gallery is something different to water poured out at
home or in a field.

Realization

Ordinary water from the Brno water main sent by the artists from the Brno post and
poured out on the floor of the Opava House of Art by its director Martin Klimes.
Opening

Jifi Valoch explained Water Conduit Art from the Svanda café in Brno by mobile
phone. With him were Jan Steklik and Marian Palla, who both followed the opening
of the exhibition in the Opava House of Art "online" on the internet. Both artists also
received congratulations and remarks via mobile phone in the café.

Warning

During the exhibition it is not allowed to wash the floor, or in any other way interfere
with the artwork!

25 Touch
From the other side
Space for a writing
Painted with a stone at night
Two imperfections
Painted over 6 x
27 Breathing in / Breathing out
Today
| was sweeping snow
| don't know
28 "l existed on this picture for two days and ate up 7799 grains of rice"
29 Line painting
30 Twenty-four-hour line painting
32 Crumpled with feet
42 Maybe only dirt
43 Only breath and dirt
44 Studio in Rousinov (the soil period)

45 Scoring a line on the picture

48 Slugs in Nitra
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49

50

51

52

53

54

58

60

61

62

Breathing in (tea, soil)
Breath recording - 3 hours (pencil, canvas), Gallery Na bidylku
Breath recording (tea, soil) , backyard in Rousinov

This half exist
From right to left

Painted by day / Painted by night
Illegible books

Crumpled

Soil from a field (96x102x3cm)
Grains on canvas

Objects (wood, string...

63 ...

64

65

66

69

70

71

74

75

76

77

...canvas, soil, stone)

Lifting up the corner

Soil recordings

Czech stone to Europe (Vienna)

Czech stone to Europe (Vienna, Salzburg, Paris)

Reading fairytales with J Steklik
Sheep counting (Gallery Granary near Vlkov)

Big love and a small cock
Breakfast

Thick rope

Funnel

From behind

Ears, nose and throat
Small through
Drawer

Cave entrance

Where is the other slippery?
Snakes

Whales

Grazin I.

Grazing Il.
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78

79

80

81

82

83

85

88

89

92

93

94

96

97

98

99

Photograph
Moving
Chopping the wood in Ostrava
Pushing the stone to nothingness (void in the tin)
Detectiv consultancy Wiapr
This detective consultancy operated for many months. For instance, one gerbil
and many human relationships were saved. The consultancy was closed when
it was discovered that Ukrainians were beginning to take interest in i.
Laundry with J. Steklik
Florién Band
Aligning of the belly
Painting with the belly

| WANT MONEY! (bank account: K.B. 19-5166580247/0100)
I DON'T WANT ANYMORE

Two is more then one (in homage to Duchamp and Warhol)
Greasing of the lock

Multimedia (painted display)

Burned in a microwave

Chair Kamasutra (with J. Steklik in Cologne)

10 000 dimes for children to play with

100 The bruise (a tattoo)

101 Weighing of the scales

102 Duck

103 Long eyebrow hair

Marian Palla

Born 30.7.1953 in KoSice

Graduated from the conservatory in Brno (contrabass)
Orchestra member of the Brno Opera for 15 years.
Presently the lecturer at FaVU VUT in Brno, Studio
Environment.
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