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Kdyz surrealisté ve 20. letech 19. stoleti predstavili sv{j
novy pristup k malifstvi a socharstvi, hodlali, jak ndzev
napovida, ,,jit nad ramec realismu“. Magritte si byl silné
védom rozdilnych sémantickych moznosti a limitt mezi
verbalnim jazykem a malbou. AkdyZ vroce 1902 Cézanne
kritizoval, tfebaZe s jistym obdivem, Monetovu skvé-
lou techniku, bylo to proto, Ze ,,byl pouze okem, ale miij
BoZe, jakym okem“.! Obé reakce naznacuji kritiku reali-
smu pfinejmensim v jeho empirickych a historicky kon-
krétnich manifestacich. Realismus se v 19. stoleti zrodil
ze specifickych pri¢in a mél konkrétni cile. V literature
Balzaca, Zoly a Flauberta ve Francii ¢i Henryho Jame-
se a Marka Twaina v USA predstavoval realismus druh
vypraveéni, ktery mél koreny v socidlni historii a v empi-
rickém pozorovani a ¢asto byl fizen socidlni ¢i politickou
agendou - odhaloval nerovnosti, tridni rozdéleni ¢i byl
kritikou vladnoucich t¥id, jejich zvykl a pohledu na svét.
V Dickensovych roméanech klade realismus diiraz na soci-
alni pozorovani a na mordlni kritiku, tfebaze se pripala-
ni k nostalgii a ke karikatute. Ve vSech téchto pripadech
je realismus schopen fungovat jako kritika, protoZe se
zameéruje na v soucasnosti existujici socidlni nerovnost.
Alternativu pro budoucnost nenabizi, dokud se nespoji
s novou politikou socialismu.

V malbé mél Courbet@iv realismus podobny, le¢ pfiméj-
§1 politicky zdmeér. Courbet, celoZivotni socialista a pritel
anarchisty Pierra-Josepha Prudhona, zemrel v dobro-
volném exilu ve Svycarsku pro svou u¢ast na parizském
komundlnim strZzeni Vendéomského sloupu béhem
revoluci v roce 1871.2 Malba Lamaci kamene (1849) zachy-
cuje extrémni fyzickou préci - prili§ naroc¢nou jak pro
mladého chlapce, tak pro starého muze, ktefi jsou zde
zachyceni. Jejich tvare jsou odvréacené, takZze se s nimi
nemiZeme ztotoZnit, a stavaji se tedy typickymi zastup-
ci dfiny jako takové. Courbetiv hmotné ladény pigment
a jeho bezprostredni Femeslny rukopis reprezentovaly
politickou metaforu materialistické perspektivy, kterou
zastaval. Prvotni byla hmota; duch predstavoval klam-
né rozptyleni.

Hyperrealism
and the Western
Realist Tradition

When the Surrealists introduced their new type of paint-
ing and sculpture in the 1920s, it was intended, as its name
implied, to ‘go beyond realism’. Magritte was acutely aware
of the different semantic possibilities and limits of verbal
language and painting respectively. Earlier, (in 1902) when
Cézanne had criticised, albeit with a certain admiration, Mon-
et’s glittering technique, it was because, “he was only an eye,
but my God, what an eye”.) Both responses imply a criticism of
realism, at least in its empirical and historically specific mani-
festations. In the 19*-century, realism had developed for spe-
cific reasons, and with specific aims. In the literature of Balzac,
Zola and Flaubert in France, and with Henry James and Mark
Twain in the USA, realism was a type of narrative which
was rooted in social history and empirical observation, and
often directed by a social or political agenda — the exposure of
inequality, class division or the criticism of the ruling classes,
their mores and world-view. In the novels of Dickens, realism
as social observation and moral critique is highlighted, albeit
with a nod to sentiment and caricature. In all of these exam-
ples, realism is able to function as critique because it focusses
on social inequality existing in the present. It does not directly
offer an alternative for the future, until it aligns itself with the
new politics of Socialism.

In painting, Courbet’s realism had a similar, but more direct-
ly political intention. Courbet, a life-long socialist and friend
of the anarchist Pierre-Joseph Prudhon, died in self-imposed
exile in Switzerland for his part in the Paris Commune’s demo-
lition of the Vendéme Column during the Revolutions of 1871.2
His painting The Stonebreakers (1879) depicts extreme physi-
cal labour - too harsh for either the young boy or the older
man depicted. Their faces averted so that we can not identi-
fy with them individually, they become characteristic types of
such labour. Courbet’s materially loaded pigment and its direct,
trowelled handling, came to embody a political metaphor for
his materialist perspective. Matter was primary; Spirit an illu-
sory distraction.

Lukacs, writing in 1932, observed that the aim of realism
was, “to provide an image of reality in which the oppositions of
appearance and essence, of the individual case and the general
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LCeci nest nas une fufie.

Lukacsvroce 1932 poznamenal, Ze cilem realismu bylo
w~nabidnout obraz reality, v némzZ jsou vyreSeny protiklady
vzhledu a podstaty, individudlniho pfipadu a obecného
pravidla, bezprostiednosti smyslit a abstraktniho koncep-
tualismu atd.“.3 Domnival se, Ze Uspé3né realistické dilo
by mélo tyto protikladné prvky rozpustit ve spontdnnim
celku, ktery by Ctenari [divakovi] predstavil neoddélitel-
nou jednotu, naznacujic tim povzbudivé feSeni nerovnos-
ti a rozport soucasného (kapitalistického) svéta. Hlavni
mysSlenkou realismu bylo ukézat, Ze souCasnost ma svou
alternativu: nemusi tomu vZdy byt tak jako nyni. Pro Zda-
nova a Bucharina bylo cilem socialistického realismu
v Sovétském svazu ve 30. letech 19. stoleti piekonat Zoltv
,naturalismus, ktery pouze zrcadlil ¢i kritizoval nerov-
nosti socidlni reality, a misto toho naznacit novou socia-
listickou realitu, kterd se pravé rodila.*

Cézanne a mnoho modernistickych umélct vS§ak vni-
malo pfimé vyjadieni politického obsahu ¢i verbalnich

René Magritte
Toto neni dymka / The Treachery

of Images (This is not a pipe.), 1929, olej
na platné / oil on canvas, 60,33x81,12 cm,
Los Angeles County Museum of Art

rule, of the immediacy of the senses and abstract conceptual-
ism etc., are resolved.”3 A successful realist work, he felt, should
dissolve these oppositional elements into a spontaneous whole,
presenting an inseparable unity to the reader [viewer] and
thereby suggesting a comforting resolution of the inequalities
and contradictions of the present (capitalist) world. The mes-
sage of realism, was to show that there is an alternative to the
present: it need not always be like this. For Zhdanov and Bukha-
rin in the Soviet Union of the 1930s, the aim of Socialist realism
was to go beyond the ‘naturalism’, of Zola, which merely reflect-
ed or critiqued the inequalities of social reality, and instead,
intimate the new socialist reality which was being born.*

For Cézanne and many Modernist artists, however, the
direct expression of political content or verbal ideas was felt to
be extraneous to the modus operandi of painting, which, like
music they thought, operated through more formal and met-
aphoric means. In his later years, Cézanne warned the cote-
rie of young artists who gathered around him in Aix, to avoid



mysSlenek jako irelevantni vii¢i modu operandi malby, kte-
ry dle jejich nazoru fungoval, podobné jako hudba, skrze
formalnéjsi a metaforictéjsi prostfedky. Cézanne varoval
ve svém pozdéjSim obdobi kotérii mladych umélcd, ktefi
se kolem néj shromdzdili v Aix, aby se vyhybali sklouznu-
ti k literdrni ¢i filozofické ilustraci: ,,Must se vyvarovat lite-
rdrniho ducha, ktery tak ¢asto zpilisobuje maliri odchyleni
od jeho pravé cesty — konkrétniho studia prirody — ke ztrace-
ni se na prilis dlouho v neurcitém hloubdni.“5

Realismus versus Naturalismus

Historicky nejvétSi ambici malifstvi a sochafstvi,
pfinejmensim od stfedovéku, bylo stdle pokrocilej-
81 ovladani techniky, jeZ umélci umozZnilo zrcadlit ¢i jis-
tym zplsobem napodobovat vzhled predmétdi a prostor
ve vizudlnim poli. Mezi reprezentaci a realismem je vSak
rozdil v zdméru stejné jako ve stupni. Jeskynni malba je
zfetelné ,reprezentujici‘ — bizoni, koné, lidské postavy, Sipy
atd. jsou divakovi vizudlné prezentovany s dostateCnym
mnozstvim informaci, s liniemi/barvami, aby byl schopen
pochopit, co je zobrazovano.® I v egyptském umeéni, pres-
toZe se kody reprezentace odliSuji od téch soucasnych,

slipping into literary or philosophical illustration: “He must
beware of the literary spirit which so often causes the painter to
deviate from his true path — the concrete study of nature - to lose
himselftoo long in intangible speculation.”s

Realism versus Naturalism

Historically, the main ambition of painting and sculpture, at
least since the Middle Ages, had been an ever-increasing mas-
tery over techniques which enabled the artist to mirror or in
some way imitate the appearance objects and spaces in the visu-
al field. There is however, a difference of intention as well as
of degree, between Representation and Realism. Cave painting
is recognisably ‘representational’ — the bison, horses, human
figures, arrows etc., are visually presented to the viewer with
sufficient information, lines/colours, for him/her to be able to
understand what is being depicted.® With Egyptian art, even if
the codes of representation are different to our current ones,
and the trees are laid out ‘flat’ around the four sides of a square
representing a lake, and figures are represented with frontal
torso, and faces side on and in profile, there are enough visu-
al/conceptual clues for us to be able to decode the image and
understand what is being depicted.”
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Gustave Courbet

Lamacéi kamene / The Stonebreakers,
1849 (zni¢eno), olej na platné / oil on
canvas, 165x257 cm, d¥ive / formerly
Dresden Gemaldegalerie

stromy jsou poloZeny ,naplocho‘ kolem ¢ty stran ¢tverce,
ktery predstavuje jezero, postavy jsou zobrazovdany s cel-
nim pohledem na trup a obliceje bokem a v profilu, je
pro néas dostatek vizudlnich/konceptudlnich voditek, aby-
chom byli schopni dekédovat obraz a rozumét tomu, co je
zobrazovano.”

Ohromujici uspéch helénistického socharstvi predsta-
vuje v historické nadvladé nad reprezentaci vrchol, ktery
je moznd neprekonatelny. Jak si byli soudobi komenta-
tori védomi, Praxitelovo dilo, prestoZe byva vidéno
pres snad pokriveny objektiv fimskych kopii, je ve své
naprosté taktilni dokonalosti jedine¢né - jak Plinius
Starsi, tak Lukianos vypravéji o fenoménu ,thambos‘ (str-
nulosti), ktery byl inspirovan sochou Afrodity Knidské;
Kallikratés zminuje ,afazii‘ a Plutarchos hovofi o ,eroto-
manii‘ v pribéhu Kleisopha ze Selymbria zamilovaného
do sochy Afrodity na Samosu.8 Stran malby tradice pravi,
Ze Zeuxis byl pro schopnost zobrazeni tak slavny, Ze okla-
mal ptaky svou malbou hroznt.?

Znovuobjeveni tohoto prekvapiveé ,realistického‘ kla-
sického uméni v 15. stoleti, jemuz pfedchdzely archeolo-
gické vykopavky v Rimé, bylo jednim z hlavnich popudti
pro italskou renesanci, vytrhujic ji ze stfedovéké symbo-
lické abstrakce a povzbuzujic nové nalezené okouzleni
empirickym pozorovanim a védeckymi metodami. Bru-
nelleschiho vyndlez linedrni perspektivy (okolo roku
1425) nakonec ustanovil védeckou techniku pro preklad
trojrozmérnych ploch do dvourozmérného povrchu plat-
na nebo desky.' Piero Della Francesca byl jednim z prv-
nich umélcq, ktef'y si tento zpfesiiujici nastroj osvojil pro
vytvoreni dokonale usporddanych raciondlnich mistrov-
skych dél, kde je prostorové umisténi kazdé plochy vypo-
¢itdno z jediného pevného uhlu pohledu. Byl to Leonardo,
kdo si pov$iml, Ze se malba vztahuje pouze k povrchiim,
které odrazeji svétlo a tedy i barvu:, Konec jakékoli barvy
je pouze zacdtkem jiné a nemél by byt nazyvdn linii, protoZe
mezi nimi neleZi nic kromé ukonceni jedné oproti druhé, jez
nemiiZe byt vnimatelné, nebot to samo neni ni¢im.“M Coz
také naznacuje, Ze se jedna pouze o vysledek odrazejiciho
se svétla na rtzné strukturovanych povrsich trojdi-
menziondlniho svéta, jeZ mizZeme vidét — a dokonce, Ze
miZeme vidét pouze ty povrchy, které jsou orientovany
smérem k ndm (reverzy jsou neviditelné), takze pokud
umeélec uspéSné/presné prepisuje pravé ty povrchy, které
muzZe vidét, potom se bude vysledek (i kdyZ pouze vnéjsi
,skorapka‘) jevit jako zobrazend realita.

The stunning achievement of Hellenistc sculpture represents
a pinnacle, perhaps unsurpassable, in the historical mastery
over representation. Praxiteles’work, even seen through the
perhaps distorted lens of Roman copies, is unparalleled in its
sheer tactile perfection, as contemporary commentators were
aware — Both Pliny the Elder and Lucian narrate the phenome-
na of ‘thambos’ (stupor) which the statue of Aphrodite at Knidos
inspired; Callicrates mentions ‘aphasia’ and Plutarch discusses
‘erotomania’ in the story of Cleisophos from Selymbria falling in
love with the statue of Aphrodite in Samos.® In painting, Zeuxis
was so famed for his skills in depiction that, so the story goes,
he even fooled birds with his paintings of grapes.®

The rediscover of this startlingly ‘life-like’ Classical art in
the 15"-century, following archaeological excavations in Rome,
was one of the main drivers for the Italian Renaissance, jolt-
ing it out of its mediaeval symbolic abstractions and encour-
aging a new-found fascination with empirical observation and
scientific method. Brunelleschi’s invention of single point per-
spective (c.1425) finally codified a scientific technique for the
translation of three dimensional surfaces onto the two dimen-
sional surface of the canvas or board.!® Piero Della Francesca

Hlavni myslenkou realismu bylo ukazat,
Ze souc¢asnost ma svou alternativu: nemusi
tomu vzdy byt tak jako nyni.

The message of realism, was to show that
there is an alternative to the present: it need
not always be like this.

was one of the earliest artists to adopt this precision tool for the
creation of perfectly organised rational masterpieces, where
the spatial position of every plane is calculated from a fixed sin-
gle viewpoint. Leonardo observed that painting pertains only
to surfaces, which reflect light and therefore colour: “The end
of any colour is only the beginning of another, and it ought not
to be called a line, for nothing interposes between them, except
the termination of the one against the other, which being noth-
ing in itself, cannot be perceivable.”™ Which also implies that it
is only as a result of light reflecting off the variously textured
surfaces of the three dimensional world, that we can see — and



Jednda se presné o to, ¢eho Caravaggio tak dokona-
le dosahuje zhruba o sto let pozdéji. Libovolna plocha
je v jeho pripadé, jako je tomu ve vatikdnském Ukldda-
ni do hrobu (1602/1603), souvisle propojena s kazdym
dalSim povrchem prostfednictvim jednoticiho svétla
a prostorového usporddani. Nejsou zde Zadné opomenu-
té ¢i ndhodné tvary — kazdy milimetr obrazového povr-
chu je jasné vyjadfen v prostoru, takze se oko, podobné
jako moucha pohybujici se po zobrazenych vrstvach,
muze hladce a jednoznac¢né pohybovat z tvaru na tvar.
Po Caravaggiovi tuto tradici v Rimeé, v Neapoli, ve Franci,
v Nizozemi a ve Spanélsku dale udrzovali carravaggisté.
Caravaggio nicméné poloZil zdklady nového realistické-
ho stylu natolik autoritativnim zptsobem, Ze jejich vlast-
ni pokusy zcela zastinil. At uZ je to José Ribera, Georges
de la Tour ¢i Gerrit van Honthorst, jemuZ se v nékterych
pripadech podarilo pribliZit ke Caravaggiovym uspé-
chlim, nikdy jej nepfekonali.

DalSim aspektem, ktery Caravaggia pribliZuje moderni
dobé, je empirickd vérnost zobrazovani bezprostrednich,
materidlnich ryst kaZzdodennosti, protoze byly pozoro-
vany s takovym soustfedénim a poctivosti: specificky
zpusob, jimz7 tézky zavés pada z postele i z garnyze, ble-
dy povrch pokozky, at uZ drsna plet obycejnych lidi, kte-
ré vyuzival jako modely, ¢i neZivy povlak mrtvoly, ostry
zablesk §picky mece ¢i hutnd hmotnost kiZe nebo plsti
néas stale zasahuji jako naprosto presvédc¢ivé. Jsou pro
nas,skuteCnymi‘i o Ctyri sta let pozdéji.

Byla to touha po dramatickém efektu, kterd v obdobi
baroka vzbudila touhu po trompe-I’ceil, doslova po ,oka-

-klamu‘ (prfesvédceni, Ze ¢lovékem vytvorené provedeni
je tim skute¢nym). Tato rafinovanost (se svou schopnosti
demonstrace a senzacechtivymi efekty), pfibliZujici umé-
ni k femeslu, ve skute¢nosti oponuje Caravaggiovu pro-
jektu a bliZi se k ,hyperredlnému, jeZ reflektuje Umberto
Eco na svém ,road-tripu‘ po USA.'2 Je tomu tak proto, Ze se
pozornost zaméruje na povrchni detail a na vzhled ,real-
ného‘ (imitace / ,re-prezentace‘) spiSe nez na skutecnost
evokovanou formélnim feSenim obrazového ¢i sochar-
ského celku (,prezentace‘ uméleckého vyjadreni jako
u Caravaggia ¢i Cézanna). Imitace se nds pokousi pre-
svédcit, Ze je ,skutecnéjsi‘ nezZ skute¢nost sama. Umélecké
dilo ndm predklad4 presvédcivou, avSak odliSnou, proto-
Ze obrazové kédovanou realitu.

Mater Dolorosa (Panna bolestnd) Pedra de Mena (1670—
1675) odhaluje intenzivni zaujeti pravdivosti - jako rasy

furthermore, that we can only see those surfaces which are fac-
ing us (the back bieng invisible), such that if the artist success-
fully/accurately transcribes just those surfaces that he can see,
then the result (though only an outer ‘shell’) will appear to be
the reality depicted.

It is precisely this which Caravaggio attains with perfection
some hundred years later. Every surface depicted in a Caravag-
gio, such as The Entombment of Christ (1602/3) in the Vatican,
is coherently linked to every other surface under a unifying
light and spatial organisation. There are no lost or stray forms

- every millimetre of the pictorial surface is clearly articulated
in space, such that the eye, like a fly crawling across the depict-
ed surfaces, can navigate seamlessly from form to form with-
out ambiguity. After Caravaggio, the Carravaggeschi in Rome,
Naples, France, the Low Countries and Spain continued this
tradition. He had laid the essential groundwork for this new
realist style in such an authoritative manner as to completely
dominate their subsequent attempts. Whether it be José Ribera,
Georges de la Tour, or Gerrit van Honthorst, who managed in
some instances to approximate to Caravaggio’s achievements,
they never surpass him.

Another aspect of Caravaggio which ties him to the mod-
ern period is his empirical truthfulness in depicting the direct,
material characteristics of the everyday, because they were
observed with such focus and honesty: the specific way a heavy
drape falls from a bed or curtain rail, the pasty surface of skin,
whether the rough complexion of the ordinary subjects he used
as models, or the dead surface of a corpse, the sharp gleam of
a swordpoint or the heavy materiality of leather or felt, still
strike us as absolutely convincing. They are still ‘real’ to us,
over four hundred years later.

The desire for dramatic effect and utterly convincing depic-
tion develops, in the Baroque period, a taste for ‘trompe-I'ceil’
literally ‘tricking the eye’ (into believing the man-made ver-
sion is the real). Such artfulness (with its illustrative skill
and sensationalist effects) moves art towards craft and is in
fact opposite to Caravaggio’s project and closer to the ‘Hyper-
real’ that Umberto Eco discusses on his ‘road-trip’ round the
USA.2 This is because the focus is on the superficial detail
and appearance of the ‘real’ (imitation/’re-presentation’) rath-
er than the reality being evoked by the formal resolution of
a pictorial or sculptural whole (the ‘presentation’ of an artistic
statement, as in Caravaggio or Cézanne). The imitation tries
to convince us that it is ‘more real’ than reality. The artwork
presents us with a compelling, but different, because pictori-
ally encoded, reality.

Michelangelo Merisi - Caravaggio
Ukladani do hrobu / The Entombment

of Christ, 1602-1603, olej na platné

/ oil on canvas, 300x203 cm, Musei Vaticani
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Pedro de Mena

Mater Dolorosa, 1670-1675, polychromované
dfevo (asi borovice) / polychromed wood
(probably pine), 62,2x49x29 cm, kostel

/ church Santa Maria de la Victoria, Malaga,
© Foto: Imagen M.A.S.

byly do jejich o¢nich vicek vloZeny skute¢né chloup-
ky, slonovinové zuby a sklenéné oci byly na sva mis-
ta v jemné modelované, krdsné vyrezané a namalované
drevéné tvari prilepeny.’® Viditelné jsou dokonce i stopy
po slzach, vytvorené nanosem lepidla ¢i pryskyfTice, slzy
samotné byly vytvarovéany ze skla, aby zachycovaly svétlo,
a nasledné prilepeny na tvare.'* Barevné odstiny polych-
romie okolo o¢i naléhavé zddraziuji zplsob, jakym slzy
meéni tén pokozky mezi oénimi dilky a nosem. Divod tak-
to extrémni pozornosti k detailu vysvétluje sv. Jan z KriZe:
~PouZiti obrazit bylo cirkvi narizeno jmenovité pro dva
zdkladni tcely. A sice Ze v nich miiZeme uctivat svétce a Ze
jejich prostrednictvim miiZe byt pohnuta viile a zboZnost
VIIiCi svétciim. Pokud slouZi tomuto zdméru, jsou prospésné
a jejich uZivdni je nezbytné; proto musime vybrat ty nejprav-
divéjsi a skutecnosti nejvérnéjsi, a tim nejvice pohnout viili
ke zboZnosti.“15

Propad do ndboZenského a historického kyce prameni
pravé z této snahy — klamat véfici a poskytovat jim ,diikaz
vérohodnosti padélku, jako je tomu s muzejni knihovnou
Lyndona B. Johnsona v Ecovych Cestdch.'® Cim vétsi dfiraz
je kladen na klamdani a na iluzionismus, tim dimysInéj-
§im se uméni stava. Tato tradice pokraCuje do 18. stoleti
mechanickymi stroji Pierra-Jaqueta Droze v Neuchatél:
Pisarem, Kreslitem a Hudebnikem. Pisar je schopny ,napsat
jakykoliv CtyrFicetiznakovy text naprogramovany pisme-
no po pismenu pomoci rady ozubenych kolecek, pouZi-
vajic pfi psani skutecného pera a inkoustu a pohybujic
béhem psani hlavou, rukou a o¢ima.'” Je pfedchtdcem ani-
matronickych robott, které Eco sleduje na ,ostrové pira-
t@‘ v Disneylandu.’® Mnoho podob realismu a naturalismu
v umeéni od té doby sehrdlo podobnou bitvu mezi iluzi
a skutec¢nosti: ,prezentovat‘ (uméni) nebo ,re-prezentovat
(iluze); klast diraz na vzhled, nebo podstatu.’®

Aspekt ,trompe-I’eeil‘ (oka klamu) se v uméni pferuso-
vané objevuje od dob Zeuxidovych, jsme-li k sobé vSak
upfimni, vyznivd ponékud naprdzdno, podobné jako Ses-
tdkova predstaveni: zdatny, ale zavadéjici: humorny snad,
ale spiSe ve smyslu ,nezdvaznosti‘.2° Katalansky malif
devatendctého stoleti Pere Borrell y del Caso v malbach
jako Uték od kriticismu (1874) dosahl svym vysoce rozvi-
nutym naturalismem podivuhodné presvédéivych efek-
tl. Rozumime vtipu, ktery je nepochybné dobie vypravén,
od uméni ale moZzna na druhy pohled poZadujeme vice.?!

Toto ,néco vice‘se nachdzi na hlubsi metaforické tirov-
ni a ve funkci uméni, operujicim jak prostfednictvim

The Mater Dolorosa (Virgin of Sorrows) by Pedro de Mena,
(1670-5) reveals an intense preoccupation with veracity — real
hairs for her eyelashes were inserted into the eyelids, and ivo-
ry teeth and glass eyes were glued into position behind her del-
icately modelled and beautifully carved and painted wooden
face.’® Even the paths of her tears are visible, made from a glue
or resin painted over the skin colour, and the tears themselves
were moulded in glass to catch the light, and glued on to the
cheeks.' The paint colours in the polychromy around her eyes
accurately renders the way in which her tears alter the tone of
her skin between the eyesockets and the nose. The purpose of
such extreme attention to detail was made clear by St John of
the Cross: “The use of images has been ordained by the Church

Imitace se nas pokousi presvédcit,

vew sy

Ze je ,skutecnéjsi‘ nez skutec¢nost sama.
Umeélecké dilo nam predklada presvédcivou,
avsak odlisnou, protoze obrazové
kédovanou realitu.

The imitation tries to convince us that

it is ‘more real’ than reality. The artwork
presents us with a compelling, but different,
because pictorially encoded, reality.

for two principal ends — namely. That we may reverence the
saints in them, and that the will may be moved and devotion to
the saints awakened by them. When they serve this purpose they
are beneficial and the use of them is necessary; and therefore we
must choose those are the most true and lifelike, and that most
move the will to devotion.”®

The descent into religious and historical kitsch starts from
this anxiety — to deceive the believers and give them ‘proof’ of
the veracity of the fake, as with the Lyndon B. Johnson Library
Museum in Eco’s Travels.’® The more the focus is on trickery and
illusionism, the more artistry becomes ingenuity. This tradition
continues into the 18®-century with the clockwork automata of
Pierre-Jaquet Droz in Neuchatél: The Writer, The Draughtsman
and The Musician. The former is able to ‘write’ any 40-charac-
ter text, pre-programmed letter by letter by means of a series of



techniky a postupt, tak zjevnym obsahem. Vidéli jsme,
jak realismus 19. stoleti budto zaznamendval socidlni
skutec€nost, nebo se ji pokouSel zménit. Heidegger, dis-
kutujici van Goghovy Boty (1888), i T.]. Clark, vénujici se
Courbetovu Pohibu v Ornans (Un enterrement a Ornans,
1850), rizné upozornili na zplsob, jimZ uméni fyzicky
ztélesnuje a konstituuje pohled na svét. To, co vidite, se
méni podle toho, jak to vidite a vice versa.??

Figurace versus abstrakce

Realismus predstavoval také zdmérnou taktiku jak umél-
cl, tak statnich sprav. Sovétsky socialisticky realismus
mize byt a je vniman jako ideologicka opozice k domi-
nantnimu americkému proteZovani abstrakce, konkrétné
pak abstraktniho expresionismu v obdobi studené val-
ky.z® Abstraktni expresionismus, zastoupeny ohromujici-
mi platny Morrise Louise a Jacksona Pollocka, mtze byt
v tomto svétle chapan jako alegoricka evokace pribéhu
,otevienych hranic‘: Amerika, zemé svobody, se svymi roz-
sdhlymi krajinami a svobodnou ekonomikou v protikladu
k uzkoprsé ekonomice a politickym omezenim komunis-
tického bloku (a jeho ,staromddni‘ nostalgii pro realismus).

Ideologicka zatéZ kladend na abstraktni expresioni-
smus coby jediného ochrance vSech (zdpadnich, pro-
gresivnich) estetickych hodnot byla enormni. Vadéi
americti kritikové jako Clement Greenberg, Harold
Rosenberg a Robert Rosenblum se nového uméni nejen
horecné zastavali, ale byli také odpovédni za natlak
na umeélce, aby nasledovali jeho estetickou linii (tzn. ne-
-figurativni).?* Jejich logika byla neuprosnd: Od Giotta
k Cézannovi vedl pfimy kauzdlnivyvoj a od Cézanna pak,
jemuz bylo prisuzovéano zjednoduSeni uméni, smérova-
lo stejné primo progresivni modernistické hnuti skrze
abstraktni expresionismus, radikalni Hard Edge abstrak-
ci a minimalismus k tomu, co Peter Fuller oznacil jako
,kenosis‘ (vyprdzdnéni nebo vycerpani vyznamu) moder-
niho uméni.?5 Spolu s tim, jak se formdalni prostredky
zvétSovaly a stavaly se reduktivnéjsimi, snazily se stale
vice sdélit néjaky vnéjsi obsah. Po absolutni redukova-
nosti (a uspéchu) minimalismu v 60. letech 20. stoleti se
mély alternativy pro uméni stat vice komplexnimi: bud-
to nasledovanim konceptudlniho sméfrovani, nebo zvo-
lenim ,ndvratu k figurativni reprezentaci‘. Tento ,ndvrat
k figuraci‘ ztélesnil Philip Guston, ktery jiZ jako uspés-
ny abstraktni malif kolem roku 1967 dramaticky zménil
svij styl z lyrického abstraktniho expresionismu k proto-
-pop figurativnimu neoexpresionismu.26

Ve skutecnosti je samozfejmé tento pfibéh mnohem
komplikovanéjsi — uméni sledovalo radu paralelnich
a kontradiktornich linii. Figurativni umélci jako Gia-
cometti, Picasso a Matisse pokracovali v tvorbé i béhem

cogs, using a real quill pen and ink on paper, moving his head,
hand and eyes as he writes.”” He is the precursor of the anima-
tronic robots which Eco observes in the Pirate Island of Disney-
land.’”® The many forms of Realism and Naturalism in art ever
since have played out this battle between illusion and reality:
to ‘present’ (art) or ‘re-present’ (illusion); to emphasise appear-
ance or essence.

The aspect of trompe-1’ceil (deceiving the eye) reappears
intermittently in art since Zeuxis’day, but if we are honest with
ourselves, it rings rather hollow, like a sideshow: skillful but
deceptive: humorous perhaps, but in the sense of ‘not serious’.2°
In the 19™-century, the Catalan painter Pere Borrell y del Caso
achieved startlingly convincing effects with his highly devel-
oped naturalism in such paintings as Escaping Criticism (1874).
We understand the joke, and it is undoubtedly well told, but
perhaps we demand more from art on repeated examination.?!

The ‘something more’ lies in the deeper metaphoric level and
function of art which operates as much through its technique
and processes as its apparent content. We saw above how 19%-
century realism either recorded social reality or attempted to
change it. Heidegger, discussing Van Gogh’s Pair of Boots (1888)
and T.J.Clark, discussing Courbet’s Burial at Ornans both, in dif-
ferent ways, highlight the way art physically embodies and con-
stitutes a world-view. What you see is changed by how you see
and vice versa.??

Figuration versus Abstraction

Realism has also been a deliberate tactic by artists and gov-
ernments alike. Soviet Socialist Realism can be and has been
seen as an ideological opposition to the dominant US main-
stream support for abstraction, particularly Abstract Expres-
sionism during the Cold War.23 Abstract Expressionism in this
light, exemplified by the huge and diaphanous canvases of Mor-
ris Louis and Jackson Pollock, can be interpreted as an allegori-
cal reiteration of the narratives of the ‘open frontier’: America,
land of the free, with its huge landscapes and its unfettered
economy, in opposition to the hide-bound economic and politi-
cal limitations of the Communist block (and its ‘old fashioned’
nostalgia for realism).

The ideological strain on Abstract Expressionism, as the sole
protector of all (Western, progressive) aesthetic value was enor-
mous. Although the leading US critics such as Clement Green-
berg, Harold Rosenberg and Robert Rosenblum were eloquently
proselytising for the new art they were also responsible for
exerting pressure on artists to follow a particular aesthetic (i.e.
non-figurative) line.2* Their logic was inexorable: there was
a clear causal stylistic development from Giotto to Cézanne, and
from Cézanne, who was credited with simplifying’ art, the pro-
gressive Modernist movements led inexorably through Abstract
Expressionism, Hard Edge abstraction and Minimalism, to the
what Peter Fuller has called the ‘kenosis’ (emptying out or
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valky stejné jako Edward Hopper a ,regionalisté‘ Tho-
mas Hart Benton a Grant Wood ve Spojenych statech,
jejichZ odkaz dale pokracuje skrze pretrvavajici figura-
tivni tradici ve Spojeném krdlovstvi (Euan Uglow, Leon
Kossoff, Frank Auerbach, Lucien Freud, Jenny Saville,
Stephen Conroy a mnozi dalsi) prostfednictvim pop-artu
aZ dodnes.?” Pop-art, figurativni ze své podstaty, pired-
stavoval zopakovani realismu ve spoleCenském smyslu,
reflektujic soudobou konzumni kulturu ironickymi nebo
kritickymi zpGsoby, a miZe byt chapan jako afirmativni

Pere Borrell y del Caso

/oil on canvas, 76 x63 cm,

de Espana

draining of meaning) of modern art.?5 As the formal means
became larger and more reductive, they strained increasing-
ly to convey extraneous content. After the absolute reductive-
ness (and success) of Minimalsim in the 1960s, the alternatives
for art were to become more complex by either following a con-
ceptual direction, or opting for a ‘return to figuration’. This
‘return to figuration’ was personified by Philip Guston, already
a successful abstract painter who altered his style dramatically
around 1967, from a lyrical abstract expressionism, to a proto-
pop figurative neo-expressionism.2é

Uték pred kritikou / Escaping
from Critics, 1874, olej na platné

sbirka / collection of the Banca



a oslavny (Warhol, Wesselman, Blake, Paolozzi), nebo
jako kriticky (Warhol, Richard Hamilton).228 Warhol
preklenuje oba tyto vyznamy: na jednu stranu oslavuje
popularitu, penize, konzumni produkty, na strané druhé
jeho série Smrt a katastrofa (Death and Disaster), Lebka
(Skull) a Stiny (Shadows) nardzZeji na cosi mnohem tem-
néjsiho a kriti¢téjsiho.

Fotorealismus
versus hyperrealismus

Pojem ,fotorealismus‘ byl poprvé pouZit Louisem K. Mei-
selem v roce 1968 a nasledné o dva roky pozdéji v kata-
logu vystavy Dvaadvaciti realistii (Twenty-two Realists)
Whitneyho muzea.?® Hnuti, které se vyvinulo z pop-artu

Of course, in fact the story is more complicated than this — art
followed multiple parallel and contradictory trajectories. Figu-
rative artists such as Giacometti, Picasso and Matisse continued
working through the War, as did Edward Hopper and ‘Regional-
ists’ Thomas Hart Benton and Grant Wood in the US, and their
legacy continues through an on-going figurative tradition in the
UK (Euan Uglow, Leon Kossoff, Frank Auerbach, Lucien Freud,
Jenny Saville, Stephen Conroy and many others) via Pop Art
until the present.?” Pop Art, which was figurative by default,
was a reiteration of realism in the societal sense, reflecting con-
temporary consumer culture in ironic or critical ways, and can
be seen as both affirnative and celebratory (Warhol, Wesselman,
Blake, Paolozzi) or critical (Warhol, Richard Hamilton).28 War-
hol straddles both approaches: on the one hand he celebrates
stardom, money, consumer products; on the other, his Death
and Disaster, Skulls and Shadows series hint at something dark-
er and more critical.
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Richard Estes

Paris Street Scene, 1972

olej na platné / oil on canvas,
101,4x152,4 cm, Marlborough
Gallery, New York

na prelomu 60. a 70. let 20. stoleti, sdilelo spole¢ny zdjem
o obycCejny svét vykladnich skfini a nablyskanych nékla-
daku, méstskych krajin a kaZzdodennich objektt. Mluvime
obzvlasté o umeélcich, jako jsou Malcolm Morley, Clau-
dio Bravo, Robert Brechtle, Chuck Close, Robert Cotting-
ham, John De Andrea, Don Eddy, Audrey Flack, Franz
Gertsch, Ralph Goings, Duane Hanson, Brendan Neiland,
John Salt a mnoho dal$ich.3° Hnuti bylo silné procesudl-
né orientované: prijalo zjevné neutralni pohled analogo-
vého fotoaparatu preneseny na platno s velkou zruc¢nosti
za pouziti polomechanickych prostifedkt. A¢koli néktefi
umeélci, zejména Chuck Close, rozvinuli inherentni kon-
ceptudlni polohu, hnuti jako celek reprezentovalo prevaz-
né ,rozchod‘ s modernismem a navrat k oslavnéjsi formé
naturalismu zamérujici se na zarivé lakavy povrch kon-
zumniho kapitalismu coby inflace redlna. Je neoddéli-
telné spjato s obdobim boomu konzumniho kapitalismu
nésledujicim po 2.svétové valce a s jeho zdkladni primy-
slovou technologii, analogovym fotoaparatem, obzvlasté
s 35mm barevnym filmem, ktery také ovlivnil obrazové
proporce. Je oslavné, konzumni, zamérené na individudl-
ni touhy, plisobivé a pfevazné afirmativni.

Malby Richarda Estese (1932) se obecné sklddaji z pozor-
né komponovanych méstskych krajin. Jsou proslulé svou
nehybnosti, geometrii (dvojity ¢tverec), absenci lidskych
figur a typicky také svou obsesi reflexi ve skle, zrcadlech
a naleSténych kovovych plochéach. Ackoliv jsou zjevné
svym vzhledem ,fotografické’, jejich geometrie a prosto-
rova organizace pasivni zrcadleni objektivu pfekracuji.
,UKklizeji‘ nebo vylepSuji rad skute¢nosti. V tomto smyslu

sve o

Ackoli hyperrealisté, malifi i sochafi,
také pouzivaji jako zdrojovy material
fotografické obrazy, jejich prace je,

nha rozdil od fotorealismu, narativnéjsi

a emotivnéjsi.

Although Hyperrealist painters and
sculptors also use photographic
images as source material, their work,
unlike Photorealism, is more narrative
and emotive.

Photorealism
versus Hyperrealism

The term ‘Photorealism’ was first used by Louis K. Meisel in
1968 and then in the 1970 catalogue of the Whitney Museum for
the exhibition Twenty-two Realists.?® Developing out of Pop Art
in the 1960s and early 1970s, the movement shared a common
concern for the mundane world of shop windows and polished
trucks, urban landscapes and everyday objects. We are talking
especially about artists such as Malcolm Morley, Claudio Bra-
vo, Robert Brechtle, Chuck Close, Robert Cottingham, John De
Andrea, Don Eddy, Audrey Flack, Franz Gertsch, Ralph Goings,
Duane Hanson, Brendan Neiland, John Salt, and many oth-
ers.3® The movement was strongly process-oriented: it adopted
the analogue camera’s apparently neutral gaze, transferred to
the canvas with great dexterity using semi-mechanical means.
Although some artists, notably Chuck Close, developed the
inherent conceptual aspect, the movement as a whole largely
represented a ‘break’ with Modernism and a return to a more
celebratory fom of naturalism focussing on the glitteringly
seductive surface of consumer capitalism as an inflation of the
real. It is inextricably linked to the boom period of consumer
capitalism following the second world war in the 1960s, and its
core industrial technology, the analogue camera and especially
35 mm colour slides, which also influence the pictorial propor-
tions. It is celebratory, consumeristic, focussed on individual
passions, spectacular and predominantly affirmative.

The paintings of Richard Estes (b. 1932) generally consist of
carefully composed city landscapes. They are noted for their
stillness, geometry (often a double square), lack of human fig-
ures, and characteristically, their obsession with reflections in
glass, mirrors and polished metal surfaces. Though obvious-
ly ‘photographic’ in appearance, their geometry and spatial
organisation go beyond the passive reflection of the lens. They
‘tidy up’ or improve upon the order of nature. In this sense
they are idealising in tendency rather than ‘realistic’ in Eco’s
distinction.

The reflective surfaces of trucks, American Diners, neon
signs and glassware are a common theme in the work of Ralph
and Mark Goings, Robert Cottingham, Brendan Nieland, John
Salt and Don Eddy. Eddy’s virtuoso Glassware I (1978) is a self-
imposed challenge to faithfully represent an almost impossible
subject. The contrasting linear emphasis and vertiginous per-
spective recalls the work of contemporary hard-edge abstrac-
tionists, particularly Al Held.32
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John De Andrea

Sedici zena / Seated Woman, 1978,
polyvinyl, olejova polychromie
polyvinyl, polychromed in oil,
zivotni velikost / life-size

O. K. Harris Gallery

maji podle Ecova rozliSeni tendenci byt spiSe idealizujici-
mi neZ ,realistickymi‘.3!

Reflexni povrchy ndkladakl, americkd obcerstveni,
neonové znaky a sklenéné nadobi jsou béZnym motivem
v dile Ralpha a Marka Goingsovych, Roberta Cottingha-
ma, Brendana Nielanda, Johna Salta a Dona Eddyho. Eddy-
ho mistrovska malba Sklenéné nddobi (Glassware I; 1978)
je prijatou vyzvou vérné reprezentovat témér nemozny
predmét. Diraz na kontrastni linearitu a zavratnd per-
spektiva pfipomind dila soudobych hard-edge abstrakcio-
nistt, konkrétné Ala Helda.32

Audrey Flack (1931), jeZ je jak malifkou, tak socharkou,
oslavuje stejné tak konzumni laskominy, jako jsou kolace
a cukrovi, jako ndbozZensky ky¢ (jak katolicky, tak indic-
ky). V obojim se snad objevuje prvek spotfeby, toho byt
konzumovan konzumem. Velké méritko a Casto ,roztékaji-
ci se‘ jemnd rozostfenost dava jejim pracim skvéle pfemrs-
tény dojem. Rozjafenost a intenzivni barevnost Dolores
(1971) odréazi barokni drama, které jsme vidéli u Pedra de
Mena, reflektované skrze ryze latinskoamerickou zboz-
nost vCetné sklenénych slz.

DalSim opakujicim se motivem fotorealismu, reflektu-
jicim snad to, co Laura Mulvey oznacila za voyeuristicky
aspekt muzského pohledu, je forma vysoce fetiSizova-
nych aktl (obvykle Zenskych).3® V malbach, jako u Philipa
Pearlsteina nebo Johannese Griitzkeho, se distinkce mezi
povrchem fotografie a povrchem pokoZzky stdva rozmaza-
nou. U soch, jako napf. u Johna De Andrea (1941), zauji-
ma dilo bezprostredné;jsi fetiSisticky charakter. U soch jako
Sedici Zena (Seated Woman; 1978), vytvorené z malované
polyesterové pryskytice s pridanim skute¢nych materiald,
jako jsou vlasy, De Andrea dale rozviji barokni tou-
hu po absolutni uvéritelnosti, ovSiem bez ndbozZenské
motivace. V Ecové terminologii jsou zcela faleSna, pre-
zentujic se tak presvédcivé, aby se prohlasila za absolut-
né pravdiva. Nemaji Zadny vedlejsi ucel. Diky preciznimu
dirazu na detail a na autenti¢nost textur, barvy, velikos-
ti a proporci nabyvaji jeho sochy prizraéné znepokojivé
pritomnosti. Pokracujic v tradici, jeZ se rozvijela od baro-
ka k mechanickym automatim 18. stoleti, skute¢nymi
predchtdci této sochy byly Pygmalionova ,amour fou*
a anticka svidnost Praxitelovy Afrodité.?* De Andreovo
dilo tvori most mezi fotorealismem a jeho ndstupcem,
hyperrealismem.

Stejné jako se fotorealismus vyvinul z analogové foto-
grafie, z pop-artu, jenZz mu predchézel, a z infla¢niho

Audrey Flack (b. 1931) who is both a painter and sculptor,
celebrates consumer treats such as cakes and pastries as well as
religious kitsch (both Catholic and Indian). In both there is per-
haps an element of consummation, of being consumed by con-
sumption. The large scale and the often ‘melting’ soft focus give
her work a gloriously exaggerated feel. In Dolores (1971), the
exuberant spirit and heightened colours echo the Baroque dra-
ma we saw above in Pedro de Mena, inflected through a partic-
ularly Latin American piety, even down to the glass tears.

A further recurrent theme in Photorealism, perhaps reflect-
ing what Laura Mulvey has termed the voyeuristic aspect of
the male gaze, takes the form of highly fetishised nudes (usu-
ally female).3® When painted, as in Philip Pearlstein or Johannes
Gritzke, the distinction between the surface of the photograph
and the surface of the skin becomes blurred. When sculpted, as
with John De Andrea, (b.1941) the work assumes a more direct-
ly fetishistic character. In sculptures, such as Seated Woman
(1978) made of painted polyester resin with additions of real
materials such as hair, De Andrea continues the Baroque desire

Simulakrum neni nikdy tim, co zakryva
pravdu - je to pravda, ktera zakryva, ze zde
Zadna neni. Simulakrum je pravda.

The simulacrum is never that which conceals
the truth—it is the truth which conceals that
there is none. The simulacrum is true.

for absolute believability, but without the religious motivation.
In Eco’s terms, these are the absolutely false, presented so con-
vincingly as to declare themselves to be absolutely true. They
have no ulterior purpose. By their minute attention to detail
and verisimilitude in texture, colour, size and proportion, his
sculptures take on an eerily disturbing presence. Continuing the
tradition which led from the Baroque to the clockwork autom-
ata of the 18"-century, it is however, the ‘amour fou’ of Pygma-
lion and the ancient allure of Praxiteles’ Aphrodite which are
the true progenitors of this sculpture.3* De Andrea’s work forms
a bridge between Photorealism and its successor Hyperrealism.

Just as Photorealism develops out of analogue photography,
the preceding art style of Pop art, and the inflationary world



svéta konzumniho kapitalismu, je hyperrealismus pro-
duktem digitalni fotografie, fotorealismu a hyperinflace
neoliberalni ekonomie.

Hyperrealismus se nicméné od fotorealistické malby
a sochartstvi, jeZ chapou véci vice doslova, svym pristupem
1isi. Ackoli hyperrealisti¢ti malifi a sochari také pouziva-
jI jako zdrojovy materidl fotografické obrazy, jejich préace
je, na rozdil od fotorealismu, narativnéjsi a emotivnéjsi.
Fotorealismus ma tendenci imitovat vzhled fotografické-
ho obrazu abstrahujic nebo idealizujic nékteré jeho detai-
ly. Fotorealisté tak v disledku maluji povrch fotografie, ne
to, co fotografie zobrazuje, a obrazy jsou proto oprostény
od jakékoliv emocni, narativni nebo politické signifikan-
ce, jez mlze vyobrazeny subjekt mit.3® Vzhledem k tomu,
Ze se fotorealismus vyvinul z pop-artu, byl tento styl mal-
by podobné chladny, nekompromisni, precizni a ostre
mechanicky s dirazem na viedni, kazdodenni obraznost.
Ze svého dalsiho zdroje, konceptualismu, si vzal lhostejny,
mechanicky a neosobni zplisob prace.

Vztah fotorealismu a hyperrealismu k pop-artu je kli-
covy. Baudrillard skute¢né povaZuje pop-art za ,posledni
modernisticky styl, po némz ndasleduje neprekrocitelna
propast postmodernismu.3¢ Baudrillard byl mnoha umél-
ci 70. a 80. let 20. stoleti pfivlastnén, jednalo se konkrét-
né o americké umeélce z okruhu neo-geo ¢i ,simulacionisty*

- Petera Halleyho, Rosse Blechnera, Jeffa Koonse, Haima
Steinbacha a Philipa Taaffeho. Jeho analyza uméni zacala
diskusi pop-artu v La société de consommation, jeZ se sou-
stfedila na dramatické zmény, kterymi umélecké objekty
prosly na pocatku 20. stoleti. Baudrillard tvrdil, Ze dfive
byly uméleckym objektim pfisuzovany symbolické, psy-
chologické, moralni a filozofické hodnoty, které jim posky-
tovaly spiritualistickou auru ¢i funkci. Ve 20. stoleti vSak
umélecké objekty ,prestaly Zit pouze zdstupné ve stinu ¢lo-
véka a zacaly si osobovat vyjimecny vyznam coby nezdvislé
prvky pri analyze prostoru (v kubismu atd.)“37

Ackoli se rany modernismus ve zvySené mife klonil
k abstrakci, figurace byla ironicky vzkriSena dadaismem
a surrealismem a nasledné znovu dekonstruovdna posu-
nem k abstraktnimu expresionismu ve 40. a 50. letech
20.stoleti. V60. a 70.1letech 20. stoleti si Baudrillard v§ima,
Ze umélecké objekty ,,jsou zjevné smireny s jejich obrazem
v nové figuraci a v pop-artu“.38 Pt4 se, zda méa byt pop-art
vidén jako autentickd uméleckd forma ,spole¢nosti zna-
kl‘ a konzumu, nebo jen jako disledek médy/reklamy
a snahy o zménu. Otazka nemize byt jednoznac¢né zod-
povézena - jednd se o oboji. Baudrillard argumentuje, Ze
pop-art nasleduje logiku konzumu eliminaci reprezenta-
ce coby ,specidlniho‘ nosi¢e vyznamu (skrze symbolickou
hodnotu a sménnou hodnotu) a jako komodifikace redu-
kuje umeélecké dilo na status pouhého symbolu, ,,zatim-
co vSechno uméni po pop-artu bylo zaloZeno na vizi svéta
L,UVnitr‘— pop-art naopak tvrdi, Ze je homogenni s jeho indu-
strialni a sériovou produkct, a tudiz i s umélym, smySlenym

of consumer capitalism, so Hyperrealism is the product of dig-
ital photography, the preceding style of Photo Realism, and the
hyperinflation of neo-liberal economics.

However, Hyperrealism differs in approach from the more
literal trend of photorealist painting and sculpture. Although
Hyperrealist painters and sculptors also use photographic
images as source material, their work, unlike Photorealism, is
more narrative and emotive. Photorealism tends to imitate the
appearance of the photographic image, abstracting or idealis-
ing certain details. In effect, photorealists paint the surface of
the photograph, not what the photograph depicts, and are con-
sequently removed from any emotional, narrative or political
significance the depicted subject might have.3> Since it evolved
from Pop Art, the photorealistic style of painting was simi-
larly cool, hard edged, precise, and sharply mechanical with
an emphasis on mundane, everyday imagery. From its other
source, Conceptualism, it took a disinterested, mechanical and
extra-personal working procedure.

The relationship of Photorealism and consequently Hyperre-
alism to Pop Art is key. Indeed Baudrillard sees Pop Art as ‘the
last’ Modernist style, after which comes the unbreachable rup-
ture of the postmodern.3¢ Baudrillard was adopted by many art-
ists in the “70s and ‘80s — particularly by American Neo-Geo or
‘simulationist’ artists — Peter Halley, Ross Blechner, Jeff Koons,
Haim Steinbach and Philip Taaffe. His analysis of art began
with a discussion of Pop Art in ‘La société de consommation’
which focussed on the dramatic changes which art objects have
undergone in the early 20"-century. Previously, he argued, art
objects were invested with symbolic, psychological, moral and
philosophical values which gave them a spiritualistic aura or

Pop-art jednak propujéil banalnim
kazdodennim vécem novou ,auru umeéni’,

ve o

jednak desakralizoval uméni tim, Ze ho uéinil
banalnim a vSednodennim.

Pop both invested banal, everyday things,
with a new ‘art aura’ as well as de-sacralized
art by rendering it banal and everyday.

function. But by the 20"-century art objects ‘no longer live by
proxy in the shadow of man and begin to assume extraordinary
importance as independent elements in an analysis of space (in
Cubism etc.)’.37

Although early Modernism increasingly moved towards
abstraction, figuration was ironically resurrected in Dada and
Surrealism, and then destructured again by the move towards
abstract expressionism in the 1940s and ‘50s. Yet in the ‘60s and
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charakterem celého prostredi, jeZ je homogenni s imanent-
nim rddem znakit: s celkovou saturact a zdrovern kulturali-
zovanou abstrakci tohoto nového rddu véci«.3?

Pop-art jednak proptjcil bandlnim kazZdodennim
vécem novou ,auru umeéni‘, jednak desakralizoval uméni
tim, Ze ho u€inil bandlnim a vSednodennim. Pfedstavuje
proto bod zlomu v celych déjindch uméni: , Nékteri mohou
rict (stejné jako pop-artovi umélci), Ze véci jsou opravdu
jednodussi — feknou to, protozZe jsou sami sebou posedli —
dobre se koneckoncil bavi — rozhlédnou se a maluji to, co
vidi, jednd se o spontdnni realismus atd. To je vSak chyba:
Pop-art predstavuje konec perspektivy a konec evokace,
konec svédectvi, konec aktivniho tviirce a v neposledni radé
konec rozvraceni svéta a obrazoboreckého uméni. Nejenom,

Alyssa Monk

/ oil on linen, 81,3x121,9 cm,
s laskavym svolenim autora

/ courtesy of the artist

’70s, observes Baudrillard, art objects: “are apparently recon-
ciled with their image in New Figuration and Pop Art.”38 Is Pop
Art, he argues, to be seen as an authentic art form for the ‘soci-
ety of signs’ and consumption or merely an effect of fashion/
advertising and the quest for change? The question cannot be
answered unambiguously - it is both. Pop Art, he argues, fol-
lows the logic of consumption by eliminating representation as
a ‘special’ vehicle of meaning (through sign value and exchange
value) and like commodification, reduces the art work to the
status of a mere sign: “Whereas all art up to Pop was based on
a vision of the world ‘in depth’ — Pop on the contrary claims to be
homogeneous, with their industrial and serial production and so
with the artificial, fabricated character of the whole environment,
homogeneous with the immanent order of signs: homogeneous



Vesna Bursich

Martina, 2012, olej na platné
/ oil on canvas, 120x100 cm,
s laskavym svolenim autora
/ courtesy of the artist

Ze usiluje o imanenci ,civilizovaného* svéta, ale i o jeho cel-
kovou integraci v tomto svété. Je zde Silend tendence: zrusit
ritudly (a zdklady) celé kultury transcendence — treba také
celkem jednoduse: ideologie.““°

Pop-art predstavuje pro Baudrillarda okamZik, kdy se
umeéni stalo celkem jednoduse reprodukci znakl svéta,
konkrétné znakl konzumni spole¢nosti, jez je sama jejich
systémem. To, co proklamuje, je triumf znaku nad referen-
tem - konec ,reprezentaniho uméni, zacatek nové formy
umeéni, kterd bude ,simulaci‘. Uméni jako simulace mode-
1a: ,,Simulakrum neni nikdy tim, co zakryvd pravdu - je to
pravda, kterd zakryvd, Ze zde Zddnd neni. Simulakrum je

with the all-over saturation and at the same time with the cultur-
alised abstraction of this new order of things.”3°

Pop both invested banal, everyday things, with a new ‘art
aura’ as well as de-sacralized art by rendering it banal and
everyday. Pop is thus a turning point in the whole history of
art: “Some will say (and Pop artists themselves) that things are
really more simple — they say this because they are taken with
them — after all they are having a good time — they look around,
and paint what they see, it’s spontaneous realism etc. This is
wrong: Pop signifies the end of perspective and the end of evo-
cation, the end of testimony, the end of the active creator, and
by no means least of all, the end of subverting the world and
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pravda“.#' Podle Baudrillarda je jiZ tato situace nasi skutec-
nosti. KdyZ uzZ nejsme naddle schopni poznat rozdil mezi
realitou a reprezentaci, simulace prebira formu a funk-
ci skute¢ného Zivota a vytvari hyperrealitu (kopii, ktera
nemad Zadny origindl).4? Baudrillard slavné uvadi priklady
Disneylandu a Watergate, aby demonstroval funkci simu-
laker tretiho Fddu, a produkci hyperrealisty, kterd nam
dava uveérit, Ze mizeme rozlisit realitu od reprezentace,
skute¢né od imaginarniho, kopii od originalu.43

Ve svém ,road-tripovém‘ prizkumu hyperredlna
v Americe popisuje Umberto Eco disneylandovou atrak-
ci Jeskyné pirdtii jako ,vrchol‘ simulace.** Audio-animatro-
nicti roboti, vytvoreni podle vzoru skuteénych hercd, jsou
konstruovani s diikladné preciznimi kostrami, ,obleceni*
v barevné latexové ,kuzi‘ a fizeni pocitaCovymi programy
umoznujicimi dokonaly ,realisticky‘ pohyb a synchroni-
zaci rt s pfedem zaznamenanou fedi. ,PotéSent z imitace,
jak v antice védéli, je jednou z nejniternéjSich radosti lidské-
ho ducha; v tomto pfipadé si vSak uZivame nejen dokonalou
imitaci, uZivame si i presvédcenti, Ze imitace dosdhla svého
vrcholu a poté ji bude realita navZdy podrizena.“43

To je zaroven i dilema, kterému celi také hyperrea-
lismus. Ackoli byl pojem ,hypérrealisme‘ poprvé pouZzit
belgickym obchodnikem s uménim Isou Brachotem pro
vystavu jeho bruselské galerie v roce 1973, mezi vysta-
venymi dily figurovaly prdce americkych fotorealis-
td, napt. Ralpha Goingse, Chucka Close a Dona Eddyho,
a evropskych umeélcd, napiiklad Domenica Gnoliho
a Konrada Klaphecka, ktefi byli spiSe neorealisty ¢i neo-
surrealisty, a Gerharda Richtera, jehoZ neokonceptudlni
préace takovou kategorizaci prekracuje. Hyperrealismus
snad presnéji odkazuje k druhé viné umeélct ovlivné-
nych fotorealisty, v€etné Charlese Bella, Denise Peterso-
na, Gottfrieda Helnweina, Alyssy Monk, Vesny Bursichs,
Rona Muecka a mnoha dal3ich.46 Ti maji sklon soustfedit
se vice na detaily a jsou schopni dosahnout vétsi peclivos-
ti plynouci z vyS$siho rozliSeni digitdlniho zobrazeni. Maji
tendenci byt méné ,doslovni‘ a mohou dokonce pouZzivat
digitdlni vylepSeni nebo zkresleni k dosazeni ,reality®, jiZ
nelze lidskym okem vidét. Opakujici se témata zahrnu-
ji figuralni kompozici (obcas s historickym nadechem),
umeélecké iluzionistické akty, pochutiny jako ¢okolada,
kolace, smaZend vejce, navic ¢asto zabalené v celofanu
(k oslavé hyperkonzumu), ovoce a kvétiny, kriipéje rosy
a méstské krajiny, malby maleb (taht $tétce) a ob¢as zno-
vuobjevené socidlni a narativni subjekty, jeZ predstavo-
valy pro fotorealismus tabu.

Na jednu stranu reflektuje hyperrealismus extenzi vir-
tudznich technik a mistrovstvi fotorealismu s mirné fun-
damentdlni zménou kdnonu. Na stranu druhou vykazuje
zndmky uvédomovani si historie, politiky a socidlniho své-
ta, i kdyZ personalizovaného skrze osobni télesnou zkuSe-
nost. Umélci jako Alyssa Monks (1977) vyuZivaji extrémné
sofistikovanou manipulaci a implementuji tyto prvky

of iconoclastic art. Not only does it aim for immanence of the
‘civilised’ world, but for its total integration in this world — There
is a crazy ambition here: to abolish the rituals (and foundations)
of a whole culture, that of transcendence — perhaps also quite
simply an ideology.”“°

For Baudrillard, Pop Art represents the moment when art
becomes quite simply the reproduction of signs of the world and
in particular the signs of the consumer society which is itself
a system of signs — What it proclaims is the triumph of the sign
over the referent — the end of ‘representational art’, the begin-
ning of a new form of art which will be ‘simulation’ — Art as the
simulation of models: “The simulacrum is never that which con-
ceals the truth—it is the truth which conceals that there is none.
The simulacrum is true.” For Baudrillard, this situation has
already become our reality. When we are no longer able to tell
the difference between reality and representation, simulations
take over the form and function of real life, creating a hyperre-
ality (a copy that has no original).#? Baudrillard famously gives
the examples of Disneyland and Watergate to demonstrate the
function of the third order of simulacra and the production of
a hyperreality that lets us believe that we can tell reality from
representation, the real from the imaginary and the copy from
its original.#®

In his road-trip survey of the hyperreal in America, Umberto
Eco describes the Pirate’s cave ride in Disneyland as the ‘apex’
of simulation.** The audio-animatronic robots, modelled on
real actors’ physiques, are constructed with carefully precise
skeletons, ‘clothed’ in coloured latex ‘skin’ and driven by com-
puter programs enabling perfect ‘realistic’ motion and lip-syn-
ching with the pre-recorded speech. “The pleasure of imitation,
as the ancients knew, is one of the most innate in the human spir-
it; but here we not only enjoy a perfect imitation, we also enjoy
the conviction that imitation has reached its apex and afterwards
reality will always be inferior to it.”4>

This is also the dilemma faced by Hyperrealism. Although the
term ‘Hypérrealisme’ was first coined by Belgian art dealer Isy
Brachot for a major exhibition at his gallery in Brussels in 1973,
the work shown included American Photorealists such as Ralph
Goings, Chuck Close and Don Eddy and European artists such
as Domenico Gnoli and Konrad Klapheck who were more neo-
realist or neo-surrealist and Gerhard Richter whose neo-con-
ceptual work transgresses such categorization. More accurately,
Hyperealism refers to a second wave of artists influenced by
the Photorealists, including Charles Bell, Denis Peterson, Gott-
fried Helnwein, Alyssa Monk, Vesna Bursichs, Ron Mueck, and
many more.“® They tend more to focus on details and are able to
achieve greater meticulousness resultant from high resolution
digital imagery. They tend to be less ‘literal’ and may even use
digital enhancement or distortion to achieve a ‘reality’ which
cannot be seen by the human eye. Recurrent themes include:
figure compositions, sometimes with an historical angle, virtu-
os illusionistic nudes, foodstuffs such as chocolates, cakes, fried
eggs, often celophane wrapped (in a celebration of hyper-con-
sumption), fruits and flowers, dewdrops, city-scapes, paintings



raného fotorealismu do monumentélnich praci, jez se nic-
méné zabyvaji intimitou, télesnou zkuSenosti a empatii.
Jeji velkoforméatové akty jsou Casto prekryty vrstvami
poloprthledné péry, vody nebo skla. KdyZ mluvi o svych
dilech, poznamendva: ,SnaZim se v malbé dosdhnout
momentu, v némz pozorovatel miiZe vidét nebo citit sebe
sama, identifikovat se se subjektem, dokonce byt subjektem,
propojit se s nim, jako by byl obraz o nich osobné. Dosahu-
ji toho tak, Ze dilum dovoluji byt autobiografickd, sdélovat
pravdu o mych zkuSenostech a pocitech bez hyperboly nebo
metafory, protoZe jen skrze nasi vlastni zranitelnost se poji-
me s ostatnimi.“47

Podobné jako holandsky umélec Tjalf Sparnaay (1954),

jehoZ obfi malby smaZenych vajec a plechovek od Coca-
-Coly jsou obcas nazyvany ,megarealismem®, dosahuje
dilo Alyssy Monk svého efektu jak prostfednictvim veli-
kosti, tak bezchybnou technikou. Cést jejtho ptivabu tkvi
v oZeleni viry v ,rukodélnost’ iluze: zda se byt ,realistic-
t€jSi nez realita, ¢imZ vrha stin na realitu samotnou.4®
,Megarealismus‘ coby styl vyvstal v 80. letech 20. stoleti
z hyperrealismu. Jeho hlavnim identifika¢nim znakem je
prebytek hyperrealistickych detailti kombinovany s monu-
mentdlni velikosti. V tomto okamziku neni jasné, zdali je
to opravdu samostatny styl, nebo v souladu s Baudrillar-
dovym pojmem systému fenoméni ,hnanych do excesu*
pouze hyperbolicka verze hyperrealismu.4?

Pokus postoupit jeSté dédle a rozsifit hranice fotore-
alistické techniky miiZeme pozorovat u italské autorky
Vesny Bursich (1974) jednak v sérii obrazt do celofanu
zabaleného vakuovaného ovoce, témér ve smyslu zmra-
Zeného zatisi, jednak ve ,pomackanych portrétech’, které
vedou oko k domnénce, Ze se jedna o fotorealistické por-
tréty v Zivotni velikosti malované na papir, ktery byl zmac-
kan a nasledné rozbalen ve ,skute¢ném‘ svété, predstaven
v klasickém fotorealistickém stylu.5° Reprezentuji mal-
by fotografii v malbdch nebo iluze iluzi v iluzionistickém
prostiedi. Tento aspekt hyperrealismu miZe byt chapan
jako nafouklé opakovani tradice ,trompe-l’ceil’, vedou-
ci pres dila Giuseppe Arcimbolda skrze prace 19. stoleti,
napriklad ty Pere Borrella y del Casa (vySe), k ,paranoid-
né kritickému‘ realismu surrealisty Salvadora Daliho aZ
k technice hybridnich ,koldZi‘ Jana Svankmajera.5' Je-li
reprezentacni malba ,oknem do svéta‘, pak iluzionismus je
oknem do okna. S takovymto iluzionismem v3ak, zatimco
obdivujeme nepochybnou technickou zdatnost, riskujeme
deziluzi. Mimo rdm obrazu se nicméné nachdzeji témata
a problémy svéta, jeZ vyZaduji nasi pozornost.

Piesné stejnym zphsobem jako realismus 19. stoleti
upfel naturalismu mozZnost angaZovat se v socidlnim své-
té, tak socidlni a politicky aspekt hyperrealismu pronika
na povrch v dile Gottfrieda Helnweina (1948) a Denise
Petersona (1944).52

Helnwein se profiluje jako malit, kreslit, fotograf, autor
nasténnych maleb, sochaf, autor instalaci a performer

of paintings (brushstokes) and, sometimes, a re-invention of the
social and narrative subjects tabboo in Photrealism.

On the one hand, Hyperrealism sees an extension of the vir-
tuoso techniques and mastery of Photorealism with little fun-
damental change to the canon. On the other, Hyperrealism
evinces a newly remembered awareness of history, politics and
the social world, albeit personalised through personal bodily
experience. An artist such as Alyssa Monks (b.1977) develops
the extremely sophisticated handling and grand scale of the
earlier photorealists into monumental works which neverthe-
less deal with intimcy, bodily experience and empathy. Her
large scale nudes are often veiled by layers of semi-transparent
steam, water or glass. Speaking about her work, she observes,

“I strive to create a moment in a painting where the viewer can see
or feel themselves, identify with the subject, even be the subject,
connect with it as though it is about them, personally. I do this by
letting the work be autobiographical, telling the truth about my
experience and feelings, without hyperbole or metaphor because
it is through our own vulnerability that we connect to others.”4?

Like Dutch artist Tjalf Sparnaay (b.1954, Haarlem) whose
huge paintings of fried eggs and cola cans are sometimes ref-
erered to as ‘Mega-realism’, Monk’s work achieves its effect
as much through scale as by the immaculate technique, part
of whose allure is the suspension of belief that the illusion is
‘hand-made’: they appear ‘more real’ than the real, thereby
casting doubt on reality itself.#® ‘Mega Realism’ emerged as
a style in the 1980s from Hyperrealism. Its main distinguish-
ing feature is an excess of hyperrealist detail combined with
a monumental scale. It is unclear at this stage whether it is
really distinct style, or merely a hyperbolic version of Hyperre-
alism in keeping with Baudrillard’s notion of a system or phe-
nomenon ‘driven into excess’.4?

The attempt to push ever further and extend the bounds of
photorealist technique can be seen in Italian artist Vesna Bursich
(b. 1974), firstly with a series of paintings of vacuum-packed cel-
lophane wrapped fruits, like a frozen still life, and then through
her ‘crumpled portraits’ which decieve the eye into thinking that
they are life-size photorealistic portraits painted on paper which
have been crumpled up and then unfolded back into the ‘real’
world, presented in a classic photorealist style.>° They represent
paintings of photographs within paintings, or illusions of illu-
sions in an illusionistic setting. This aspect of Hyperrealism can
be seen as an inflated reiteration of the ‘trompe-I'ceil’ tradition
which runs from Giuseppe Arcimboldo through 19%-century art-
ists like Pere Borrell y del Caso (above) to the ‘paranoid-critical’
realism of Surrealist Salvador Dali and Jan Svankmajer’s hybrid
‘collage’ technique.5' If representational painting is a ‘window
onto the world’, then illusionism is a window onto the window.
But as with such illusionism, whilst we admire the undoubted
technical skill, we risk, perhaps, remaining disillusioned. There
are, after all, themes and issues in the world, outside of the pic-
ture frame, which need attention.

Just as we have seen how 19%-century Realism rejected Natu-
ralism to engage with the social world, so the social and political

Denis Peterson

Tombstone Hand, Graveyard Mind,
2006, akryl na platné / acrylic on canvas,
61x92 cm, s laskavym svolenim autora

/ courtesy of the artist
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vyuzivajici Siroké Skdly technik a médii. Jeho dilo se Casto
zabyva psychologickou ¢i sociologickou uzkosti, reflekto-
vanou v souvislosti s historickymi problémy a politicky-
mi tématy. V jeho dile se pravidelné vyskytuji obrazy déti
zranénych nebo zjizvenych fyzicky i emocné.53 Stejné jako
u Gerharda Richtera a Anselma Kiefera jsou jeho odkazy
na tabu a kontroverzni témata nedavné historie, obzvlasté
z obdobi nacismu a horort holokaustu, ¢asto kontroverz-
ni. Jednim z Gc¢eltt uméni je vak pravé nevyhybat se kon-
troverzi, pokud ndm to umoZiiuje reflektovat svét, to, jak
v ném Zijeme, i to, zdali by mohl byt lepSim. Italsky filo-
zof Galvano Della Volpe si ve své ,kritice vkusu‘ vS§ima, Ze
umeéni je zakorenéno v historickém ,humusu’, ze kterého
jsme vzesli a z néhoZ v soucasnosti Zijeme.5* Kdyby tomu
tak nebylo, neméli bychom davod se uménim zabyvat.
Denis Peterson je obecné povazovan za otce zakla-
datele hyperrealismu. Jeho rané malby se vyznacova-
ly ndhlym ,fezem- fotografického rdmu. Pozdéjsi prace
jsou zndmé zménami v zaostfeni, jemnymi barevnymi
prechody, perspektivou a prostorové komplexni kompo-
zici, avak nejvyraznéji socidlnim védomim stran soudo-
bé kultury a politiky. V sérii namalované ve spolupraci
s agenturou OSN pro uprchliky Nerorite slzy (Don’t shed
no tears) Peterson portrétuje anonymni, obycejné lidi
postiZzené soudobymi konflikty, aniz by je glorifikoval
nebo heroizoval. Zaslouzi si totiZ, aby byla jejich podoba
zaznamendna — stejné jako jakakoliv slavnd nebo ,dlle-
Zita‘ osobnost, ba co vic: zaslouZi si, aby bylo uznano
jejich lidstvi.3 Emociondlni souznéni se subjekty odlisu-
je Petersonovo dilo od distancovanéjsi odezvy fotorealis-
tl. Jak je toho dosahovano, jestliZe obé strany pouZzivaji
podobné fotomechanické prostiedky? ZdGraznéni figur
ve spojeni s mékcéim zaostfenim na prostredi, extrémni
pozornost vici fyziognomii, jez vyjadfuje pocit niternos-
ti a reflektivniho sebe-uvédomovani si, odliuji ideali-
zujici a bezvyrazny vyraz fotorealistickych figur, které
plsobibud fetisisticky, anebo v ramci méstskych scenérii
zcela nahodile. Pravdépodobné jsme od narozeni ,napro-
gramovani‘ k tomu, reagovat na jemnost vyrazu lidské
fyziognomie. Tam, kde je postrdddme, je pro nds empatie

Zaveér

Umberta Eca jsme, podobné jako Simona a Garfunkela,
nechali ,hledat Ameriku‘, konkrétné pak jeji skute¢nost,
a on nasel cestu do Las Vegas, Gettyho muzea a do Disney-
landu.5” Kde md byt toto skutené nalezeno? Historie je
mize byt jak redlnd, tak iluzivni. Jak to mame poznat?
Eco sdm navrhuje: ,,Pokud je Amerika zemi Guggenhei-
mova muzea ¢i novych mrakodrapit na Manhattanu, pak

aspect of Hyperrealism surfaces in the work of Gottfried Heln-
wein (b. 1948, Vienna) and Denis Peterson (b. 1944, NY).52

Helnwein has worked as a painter, draftsman, photographer,
muralist, sculptor, installation and performance artist, using
a wide variety of techniques and media. His work often deals
with psychological and sociological anxiety, expressed in rela-
tion to historical issues and political themes. Images of children,
wounded or scarred physically or emotionally recur frequent-
ly in his work.53 Like Gerhard Richter and Anselm Kiefer, his
references to taboo and controversial issues from recent histo-
ry, especially the Nazi period and the horrors of the Holocaust,
are often controversial. One of the functions of art, however, is
not to avoid controversy, if this means enabling us to reflect on
the world and how we are living in it, and whether it could be
any better. Italian philosopher Galvano Della Volpe, in his ‘Cri-
tique of Taste’ observes that all art is rooted in the historical
‘humus’ from which we emerge, and from which we make our
lives in the present.54 If it were not so, we would have no reason
to engage with art.

Denis Peterson is generally held to be the founding father
of Hyperrealism. His early paintings were distinguished by the
abrupt ‘cutting’ of the the photo frame. Later works are known
for their alterations in depth of field, subtle color transitions,
perspective and spatially complex compositions, but most signif-
icantly for their social awareness of contemporary culture and
politics. In the series painted in association with the UN Refugee
agency, Don’t shed no tears, Peterson portrays the anonymous,
ordinary people caught up in contemporary conflicts, neither
glorifying nor heroising them. They are simply as deserving
of having their likeness recorded as any famous or ‘important’
person, and more importantly, deserve simply to have their
humanity recognized. (55) The emotional empathy with his sub-
ject distinguishes Peterson’s work from the cooler response of
the Photorealists. How is this achieved, given that both parties
are using similar photo-mechanical means? The foregrounding
of the figures, combined with the softer focus of their environ-
ment, and the extreme attention to physiognomic expression
which conveys a sense of inwardness and reflective self-con-
sciousness, differs from the idealising, more deadpan aspect of
figures in Photorealism who appear either fetishistic or as mere
incidentals in the urban scene. We are probably ‘hard-wired’
from birth to respond to fine human physiognomic expressions,
and where we find them lacking, we find empathy more diffi-
cult. So too with depictions of physiognomic expressions.>¢

Conclusion

We left Umberto Eco, like Simon and Garfunkel, ‘to look for
America’, and in particular the real, and he found his way to Las
Vegas, The Getty Museum and Disneyland.5? Where is the real to
be found? History is real to us when we live it. When it is repre-
sented, it can still be real, or it can be an illusion. How are we to
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je Disneyland kuriézni vyjimkou a americti intelektudlové
délaji dobre, pokud tam odmitaji jezdit. Pokud je vSak Ame-
rika tim, co jsme vidéli béhem nasi cesty, pak je Disneyland
jeji Sixtinskou kapli a hyperrealisté uméleckych galerii jsou
pouze nesmélymi voyeury nesmirného a souvislého ,naleze-
ného objektu. “58

Rozdil mezi Caravaggiovym drsnym realismem a roz-
manitymi variantami iluzionismu, které se v déjinach
uméni vyskytuji, nespocivd v manudlni zru¢nosti nebo
v uméni klamu - Caravaggio je také schopny presvéd-
Cit nés o ,realité‘ zobrazeni - je jim sila jeho imaginace,
kterd dava moralni silu jeho technice. Jeho malby jsou
abstrakce pretvorené podle reality. Konstituuje nebo
prezentuje realitu, spiSe neZ by ji ,re-prezentoval‘.5® Je-li
technika podfizena této ambici, at uz v pripadé hyperre-
alismu Ci kteréhokoli jiného reprezentacniho umeéni, pak
ma umeélec moznost fici néco o naSem svété. Pokud ne,
dilo se stdva kycem.

Nakonec plati, Ze, , historii nelze imitovat, musi byt
vytvorena“.5°

Kenneth G.Hay je emeritnim profesorem University of Leeds.
Je ¢innym umeélcem a kritikem umeéni.

tell? Eco himself suggests that, “If America is the country of the
Guggenheim Museum or the new skyscrapers of Manhattan, then
Disneyland is a curious exception, and American intellectuals are
quite right to refuse to go there. But if America is what we have
seen in the course of our trip, then Disneyland is its Sistine Chapel,
and the hyperrealists of the art galleries are only the timid voy-
eurs of an immense and continuous found object’.” 58
The difference between Caravaggio’s stark realism and the
manifold varieties of illusionism which recur throught art histo-
ry lies not in the manual dexterity or skill of the illusion — Cara-
vaggio too is able to convince us of the ‘reality’ of his depictions
— it is in the force of his imagination which gives moral force
to his technique. His paintings are abstractions recreated after
reality. He constitutes, or presents us with a reality, rather than
‘re-presenting’ it.>® When the technique is subservient to this
ambition, with Hyperrealism as with any other form of repre-
sentational art, then the artist has space to tell us something
about our world. If not, the work becomes Kitsch.
At the end of the day: “History will not be imitated. It has to

be made.”¢°

Kenneth G.Hay is proffesor emeritus of University of Leeds. He is practising
artist and art critic.
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h/46915-h.htm#Chap_IV] (cit. leden 2017).

Umberto Eco. Travels in Hyperreality (1973). In.: Umberto Eco. Faith
in Fakes. London, 1989.

Xavier Bray. The Sacred made Real - Spanish Painting and Sculpture
1600-1700. London: National Gallery, 20009, s. 44, 144-146.

V pfipadé ,Bolestné matky” z Malagy jiz byly slzy odstranény,
u valladolidské verze jsou vsak stéle pfitomny.

St John of the Cross. The Ascent of Mount Carmel 3.35.3. In.: Bray
2009, s.45.

Eco to popisuje jako ,dUmysiny pfiklad narativniho uméni, muzeum
voskovych figurin, jeskyné robotd .. Aby bylo mozné hovof¥it o vécech,
u kterych chceme evokovat predstavu redlnosti, musi se tyto véci jevit
Jjako realné, ,zcela skutec¢né’ se stava totoZnym se ,zcela faleSnym'”
Srov.: Eco 1989, s. 6-7.

Jedna se o jeden ze tii mechanickych automatd postaveny mezi

léty 1768-1774 Pierrem Jaquet-Drozem, jeho synem Henri-Louisem

a Jeanem-Frédericem Leschotem. Je schopny napsat libovolny

text v délce 40 znakl danych systémem. K psani vyuziva husi brk,
ktery ¢as od ¢asu smaci v inkoustu, zaroven jej zapéstim odklepava,
aby zabranil vzniku kanék. Jeho o¢i sleduji psany text a jeho hlava

se pohybuje, kdyz brk smaci. Automat Kreslif od stejnych autort je
schopen nakreslit mnozstvi prfedem uréenych kreseb.

Dostupné online: [http://en.neuchatelville.ch/profils/residents.asp/1-11-
160-21345-10001-1001-1-1-2-1/2-0-1345-10001-1000-2-0/] (cit. leden 2017).
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Writers. In.: Working Papers in Cultural Studies 4. Birmingham : Centre
for Contemporary Cultural Studies, 1973, p.110.
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Pliny the Elder, Naturalis Historia, 36: 20-22/ Lucian, Amores 13-14/
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Pliny. Naturalis Historia XXXV.

Johannes Grave. Brunelleschi’s perspective panels. Rupture and
continuity in the history of the image. In.: Alexander Lee; Pit Péporté;
Harry Schnitker (eds). Renaissance? Perceptions of Continuity and
Discontinuity in Europe, c.1300-c.1550. Leiden, 2010.

Leonardo da Vinci. Notebooks: Chap. CCLXIV - Of Outlines; and Chap.
CCCXLII - Various Precepts in Painting. (1452-1519).

Accessible online: [http://www.gutenberg.org/files/46915/46915-
h/46915-h.htm#Chap_IV] (January 2017)

Umberto Eco. Travels in Hyperreality (1973). In: Umberto Eco. Faith
in Fakes. London, 1989.

Xavier Bray. The Sacred made Real - Spanish Painting and Sculpture
1600-1700. London : National Gallery, 2009, pp. 44, 144-146.

In the Malaga Mater Dolorosa, the tears have fallen off, but they are still
present in the Valladolid version.

St John of the Cross. The Ascent of Mount Carmel, 3.35.3. In.: Bray
20009, p.45.

Eco describes it as, “an ingenious example of narrative art, wax
museum, cave of robots..To speak of things that one wants to
connote as real, these things must seem real, the ‘completely real’
becomes identified with the ‘completely fake.” Eco 1989,

pp.6-7

One of three clockwork automata built between 1768 and 1774 by
Pierre Jaquet-Droz, his son Henri-Louis, and Jean-Frédéric Leschot. He
is able to write any custom text up to 40 letters long coded on a wheel.
He uses a goose feather to write, which he inks from time to time,
including a shake of the wrist to prevent ink from spilling. His eyes
follow the text being written, and his head moves when he takes some
ink. The Draughtsman from the same makers is able to draw a numer
of pre-programmed drawings.

Accessible online: [http://en.neuchatelville.ch/profils/residents.asp/1-11-
160-21345-10001-1001-1-1-2-1/2-0-1345-10001-1000-2-0/] (January 2017)
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Eco 1989, s. 47.
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hnacich sil zapadni kultury jako takové: Herbert Marcuse The Concept
of Essence in Negations: Essays on Critical Theory. Harmondsworth, 1968,
s. 31-64 (pavodné publikovano v Zeitschrift fur Sozialforschung, 1936 / V).

Ptipominkou budiz reflexe fotografie anglického basnika Philipa
Larkina ,But o, photography! as no art is, Faithful and disappointing!”
Phillip Larkin. Lines on a young ladies’ photograph album’. In.: The Less
Derceived, London, 1953.

Priklady dalsich autorl ,trompe-I'ceil“18. a 19. stoleti, jako jsou
Raphaelle Peale (1774-18250), James Peale (1749-1831) a William
Michael Harnett (1848-92), nabizi: Edward Lucie Smith. Super Realism.
London, 1979.

Martin Heidegger. On the Origin of the Work of Art. In.. David Farrell
Krell (ed.). Martin Heidegger, Basic Writings. New York, 2008, s.143-212.
Srov. také: T. J. Clark 1973.

Serge Guilbaut. How New York Stole the Idea of Modern Art: Abstract
Expressionism, Freedom and the Cold War. Chicago, 1985.

Frances Stonor Saunders. Who Paid the Piper?: The CIA and the
Cultural Cold War. London, 2000.

Clement Greenberg: ,kazdy malif, ktery dnes nepracuje abstraktné,
tvoFi v nizsim stylu.”

Clement Greenberg. Modernist Painting. In.: John O'Brian (ed.).
Clement Greenberg: The Collected Essays and Criticism, Volume 4.
Chicago, 1993.

Peter Fuller. Beyond the Crisis in Art. London 1981.

Pojem ékévwaoev pochazi z teologie a odkazuje ke Kristovu
,sebevyprazdnéni’ v pfipravé pro reinkarnaci. Je pouzit ve 2. kapitole
Pavlova dopisu FilistinGm a diskutovan v hermeneutice Gianniho
Vattima.

Onno Zijlstra. Letting Go: Rethinking Kenosis. Bern, Berlin, Bruxelles,
Frankfurt am Main, New York, Oxford, Wien, 2002.

Michael Auping. Philip Guston: Retrospective. London, 2006.

Howard E. Wooden. The Neglected Generation of American Realist
Painters: 1930-1948. Wichita: Wichita Art Museum, 1981.

Pojmy .afirmativni’ a ,neafirmativni‘ pochazeji z: Theodor Adorno.
Aesthetic Theory. Frankfurt, 1970.
Srov. také: Marcuse 1968.

Louise K. Meisel. Twenty Two Realists. New York, 1970.
Obsahlejsi vycet jmen nabizi: [http://www.meiselgallery.com/]
(cit.leden 2017).

Louis K. Meisel. Photorealism. New York. 1980. s. 12-13.
Srov. také: Lucie-Smith 1979.

.Domnivam se, zZe ,idealistickym’ odkazuji k vé¢né hodnoté uméni

a realistickym’ k faktu, Ze zde mdzZe byt uspokojena zdédéna tuzba
.nahlédnout za ram obrazu, abychom vidéli nohy portrétované busty"”
Eco 1989, s.12.

Marcia Tucker. Al Held. New York : Whitney Museum of American
Art, 1974.

Martin Filler. Al Held Paintings 1979-1993. London : Waddington
Gallery, 2008.
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Eco 1989, p. 47.

Herbert Marcuse saw this antagonism as one of the primary drivers in
Western culture as a whole: Herbert Marcuse. The Concept of Essence
in Negations: Essays on Critical Theory. Harmondsworth, 1968, pp. 31-64.
(originally published in German in Zeitschrift fUr Sozialforschung, 1936 / V)

This echoes English poet Philip Larkin’'s commments on photography:
“But o, photography! as no art is, Faithful and disappointing!”

Phillip Larkin. Lines on a young ladies’ photograph album. In.: The Less
Derceived, London, 1953.

For other examples of 18" and 19t"-century ‘trompe-I'ceil’ artists such
as Raphaelle Peale (1774-1825), James Peale (1749-1831) and William
Michael Harnett (1848-1892) see: Edward Lucie Smith. Super Realism.
London, 1979.

Martin Heidegger. On the Origin of the Work of Art. In.: David Farrell Krell
(ed.). Martin Heidegger, Basic Writings. New York, 2008, pp.143-212.
cfalso T.J. Clark 1973.

Serge Guilbaut. How New York Stole the Idea of Modern Art: Abstract
Expressionism, Freedom and the Cold War. Chicago, 1985.

Frances Stonor Saunders. Who Paid the Piper?: The CIA and the
Cultural Cold War. London, 2000.

Clement Greenberg: “any painter today not working abstractly is
working in a minor mode".

Clement Greenberg. Modernist Painting. In: John O'Brian (ed.).
Clement Greenberg: The Collected Essays and Criticism, Volume 4.
Chicago, 1993.

Peter Fuller. Beyond the Crisis in Art. London 1981.

The term ékévwoev comes from theology and refers to Christ’s ‘self-
emptying' in preparation for the reincarnation. It is used in chapter
2 of Paul’s letter to the Philippians and discussed in Gianni Vattimo'’s
hermeneutics.

Onno Zijlstra. Letting Go: Rethinking Kenosis. Bern, Berlin, Bruxelles,
Frankfurt am Main, New York, Oxford, Wien, 2002.

Michael Auping. Philip Guston: Retrospective. London, 2006.

Howard E. Wooden. The Neglected Generation of American Realist
Painters: 1930-1948. Wichita : Wichita Art Museum, 1981.
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Aesthetic Theory. Frankfurt, 1970.
Comp. also Marcuse 1968.

Louise K. Meisel. Twenty Two Realists. New York, 1970. For a fuller list
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Louis K. Meisel. Photorealism. New York. 1980. pp.12-13.
Comp. Lucie-Smith 1979.

Eco: ‘I imagine with ‘idealistic’ they are referring to the eternal value
of art, and with ‘realistic’ to the fact that here an ancestral desire can
be satisfied, “to peer beyond the picture’s frame, to see the feet of the
portrait bust.”

Eco 1989, p.12.

Marcia Tucker. Al Held. New York : Whitney Museum of American
Art, 1974.

Martin Filler. Al Held Paintings 1979-1993. London : Waddington
Gallery, 2008.
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Mark Poster. Jean Baudrillard, Selected writings. Cambridge, 1988.
The quote can be seen as a paraphrase of Ecclesiastes’ condemnation
of the pursuit of wisdom as folly and a ‘chasing after wind".
(Ecclesiastes 1.16)

42 |n the The Precession of Simulacra Baudrillard describes three orders of
simulacra. The first in which reality is represented by the image (such as
when a map represents a territory - literally a one to one representation
as in J.L Borges); the second order of simulacra is one in which the
distinction between reality and representation is blurred (for example
in an illusion); the third order of simulacra is that of simulation which
replaces the relationship between reality and representation. Reality
itself is thus lost in favour of a hyperreality.

43 An interesting, if depressing aside: In a striking incarnation of George
Orwell’'s ‘Ministry of Truth’ from the dystopian novel 1984, The Oxford
English Dictionary recently announced that ‘post-truth’ is its ‘word of
the year’ for 2016. The term refers to the reiteration of false information,
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46 Graham Thompson. American Culture in the 1980s. Edinburgh, 2007,
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purpose.”

Jean Baudrillard. The Shadow of the Silent Majorities. New York :

Ismu

dni tradice reali

ismus a zapa

Hyperreal

62

Hyperrealism and the Western Realist Tradition

63

50

5

-

52

53

54

55

56

57

58

59

60

Semiotext(e), 1983.

Simulace jiz nyni podle Baudrillarda natolik svira realitu, Ze je
nemozné tento trend obratit. (UZ nevime, co je redlné.) Baudrillard
naznacuje, ze jedinou cestou ke znovunalezeni reality je dotlacit
simulaci do extrému, ktery v disledku nebude schopna udrzet, nacez
,se zhrouti'. Jedna se vSak o zoufalou a nejistou taktiku.
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Galvano Della Volpe. Critique of Taste. London, 1978.
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Caravaggio nas nikdy nenecha na pochybach, Ze to, na co se
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je vysledkem série syntetickych abstrakci.

Eco 1989, s.28.
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For Baudrillard, the Simulation has by now got such a hold over reality,
that it is impossible to reverse the trend. (We don’t know what is real any
more). The only way, he suggests, to re-find reality is to push the Simulation
to extremes which it ultimately can’t sustain, whereupon it ‘implodes.. It is
however, a desperate and uncertain tactic.
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