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Kunsthalle
Bratislava

OTVORENE / OPEN

Pon: 12:00 - 19:00 / Mon: 12 - 7 p.m.

Uto: zatvorené / Tue: closed

Str: 13:00 - 20:00 / Wed: 1 p.m. - 8 p.m.

Stv - Ned: 12:00 - 19:00 / Thu - Sun: 12 - 7 p.m.

Vstup volny / Free entry

Kunsthalle
Bratislava

Kunsthalle Bratislava

Nam. SNP 12, 811 06 Bratislava

Slovenska republika / Slovak Republic

www.kunsthallebratislava.sk

MINISTERSTVO

KULTURY

SLOVENSKE
ELEKTRARNE

VENSKE) REPUBLIKY

SLOVAQUIE

Partners of the exhibition

TRVANIE VYSTAVY / DURATION:

18. maj - 24. jun 2018

OTVORENIE / OPENING

RADIO DEVIN

H

EN.sk

Bratislavsky internetovy dennik

BRATISLAVAD

17. m&j 2018 od 18:00 do 20:00 hod.

May 17t 2018 from 6 until 8 p.m.

May 18" - June 24 2018

Medidlni partneri
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Svet ako supermarket

o

Arthur Schopenhauer neveril v Dejiny. Zomrel teda v presvedcent, Ze jeho ziste-
nia o svete, ktory na jednej strane existuje ako vola (ako tuzba, Zivotna energia)
a na druhej strane ako predstava (sama osebe neutralna, nevinna, cisto objektiv-
na, pripravend pre umelecku tvorbu), preziju dalsie generacie.

Dnes mé6zeme jeho tedriu ¢iastocne vyvratit. Koncepty, ktoré zaviedol, sa
este mo6zu v nasich zivotoch objavit; zmenili sa vSak natolko, Ze sa m6zeme pytat,
¢o z nich vlastne este zostalo.

Slovo ,,vola®“, zda sa, oznacuje dlhodobé pnutie, cielené usilie, ktoré, ¢i
uz je uvedomelé alebo nie, vyzaduje koherentnost a vedie k cielu. Samozrejme,
vtaky si stale stavaji hniezda, jelene bojuju o samicky a podla Schopenhauera
mozeme povedat, ze je to ten isty jelen, ktory bojuje, ta ista larva, ¢o si prehryza
cestu popod zem, ako prvy jelen a prva larva na tejto hroznej Zemi. U Tudi je to
uplne inak. Logika supermarketu vedie nevyhnutne k roztriesteniu tazby; clovek
supermarketu nemdze byt organicky clovekom jedinej vole, jedinej tazby. U sa-
casného cloveka doslo k potlaceniu vole — niezeby jednotlivei tazili menej, nao-
pak tuzia coraz viac; ich tazby vsak nadobudli akasi kriklavost farby i zvuku: uz
nie st nahradou niecoho, tazby st z velkej casti urcované vonkajsimi faktormi,
ktorym vo vicobecnosti hovorime reklama. Ziadna z nich neevokuje tiito organic-
ki a absolutnu silu, zamerant na svoje naplnenie, ktortt by sme mohli oznacit
slovom ,,vola®. Z tohto dévodu kazdému do istej miery chyba osobnost.

Predstava prisla o svoju nevinnost, pretoze ju skrz naskrz prestapil zmysel.
Predstavu mézeme oznacit za nevinnt len vtedy, ak je sama sebou, len ak jedno-
ducho predstiera, ze je obrazom vonkajsicho sveta (skuto¢ného ¢i neskutocného
v kazdom pripade vak vonkajsicho); inymi slovami, ide o predstavu, ktora v sebe
neobsahuje kriticky komentar. Neustale vkladanie odkazov, posmechu, dalsich vyz-
namov a vysvetleni ¢i humoru do predstav velmi rychlo podkopalo umelecké a fi-
lozofické aktivity, ktoré zmenilo na zovseobecnujacu rétoriku. Akékolvek umenie,
rovnako ako veda, je prostriedkom komunikécie medzi ludmi. Je zrejmé, Ze jej
ucinnost a intenzita sa znizuje a zanikd od chvile, ked sa do vypovedaného vnasa
pochybnost o jeho pravdivosti, o Gprimnosti toho, ¢o sa vyjadruje (predstavujeme
st napriklad vedu drufého viznamu?) Tendencné drobenie kreativity v umeni tak

a ako vysmech

o

v zmysle intelektudlneho usilia, ale v zmysle ndvratu spit); ¢itanie bez prestavky,
bez pohybu dozadu, bez opatovného ¢itania neexistuje. Ide o nemoznt, a dokon-
ca i absurdnt ¢innost vo svete, kde sa vietko vyvija, plynie, kde ni¢ nema stalu
platnost: ani pravidla, ani veci, ani tvory. Literattra sa zo vSetkych svojich sil (kto-
ré st obrovské) snazi oponovat permanentnej pritomnosti, nekonciacemu teraz.
Knihy ¢itatelov volaja; avsak tito Citatelia musia mat vlastnt individualnu a sta-
bilna existenciu: nemoézu byt obycajnymi spotrebitelmi, obyc¢ajnymi fantémami;
musia byt istym sposobom subjektma.

Sucasni obyvatelia Zapadu st vyzbrojeni zbabelou posadnutostou politickou
korektnostou, ohtreni zaplavou pseudoinformdcii, ktoré im poskytuja iltziu ne-
ustalej zmeny kategorii bytia («Z si nemozeme mysliet to, Co si fudia mysleli pred
desiatimi, sto, tisic rokmi), a preto dnesni ludia nedokazu byt ¢itatelmi; nedokazu
uspokojit ani nenaro¢na poziadavku knihy, ktora lezi pred nimi: byt jednoducho
Iudskou bytostou, mysliet a citit za seba.

Navyse, tato rolu nemé6zu hrat pred inou bytostou. Napriek tomu je to
nevyhnutné: pretoze rozklad bytia je tragickym rozkladom; a kazdy clovek uml-
¢any bolestnou nostalgiou neustale pozaduje od druhého, aby bol niekym, kym
on sam byt nedokaze; hlada ako slepy prizrak tazobu bytia, ktortt uz nedokaze
najst v sebe. Ten odpor, ta trvalost, ta hibku. Samozrejme, kazdy zlyha a samota
je zverska.

Smrt Boha na Zapade bola predohrou k tzasnému metafyzickému fejtonu,
ktory trva dodnes. Akykolvek znalec dejin Iudskej mentality dokaze opisat jeho
fazy; aby sme to zhrnuli, povedzme, zZe krestanstvu sa podaril majstrovsky kus, ked
spojilo nesmeld vieru v jednotlivca — cerpajuc z listov svitého Pavla nam cela sta-
roveka kultara pripada podivne vyspeld a jednotvarna — s prisfubom vecnej Gcasti
na absolatnom Byti. Potom, ¢o sa tento sen rozplynul, prislo viacero pokusov pri-
slabit jednotlivcovi aspont minimum bytia; s ciefom spojit tizbu byt, ktora v sebe
nosi, so vSadepritomnou tizbou stat sa. Vsetky tieto pokusy zlyhali a nestastie sa
nadalej rozsiruje.

Reklama je poslednym z tychto pokusov. Napriek tomu, zZe sa snazi podne-

The world as supermarke

Arthur Schopenhauer did not believe in History. He therefore died convinced that
the revelation he brought on the world, on the one hand existing as will (as de-
sire, as vital impulse), and on the other hand perceived as representation (in itself
neutral, innocent, purely objective, and open as such to aesthetic reconstruction),
would survive the succession of generations. Today we can say he is partially
wrong. The concepts he put in place can still be recognised in the fabric of our
lives; but they have undergone such metamorphoses that one can question what
validity remains in them.

The word “will” seems to indicate a tension of long duration, a continual
effort, conscious or not but coherent, towards an aim. Granted, birds still build
nests, stags still fight for the possession of females, and in Schopenhauer’s sense
one can very well say that it is the same stag that fights, and the same larva that
roots about, ever since the difficult day of their first appearance on Earth. It is
completely otherwise for men. The logic of the supermarket leads necessarily
to a scattering of desires; supermarket man cannot organically be the man of
a single will, of a single desire. Hence a certain depression of willpower in con-
temporary man: not that individuals desire less, on the contrary they desire more
and more; but their desires have acquired something slightly shrill and squealing:
without being pure simulacra, they are largely the product of external determina-
tions—we will say advertising determinations in the broad sense. Nothing in them
resembles that organic and total force, obstinately turned towards its accomplish-
ment, suggested by the word “will.” Hence a certain lack of personality, percepti-
ble in every one of us.

Deeply infected by meaning, representation has lost all innocence. One can
call innocent a representation which simply presents itself as such, which simply
claims to be the image of an external world (real or imaginary, but external); in
other terms, which does not include in itself its own critical commentary. The
massive introduction of references, derision, irony and humour into representa-
tions has rapidly undermined artistic and philosophical activity by transforming
it into generalised rhetoric. All art, like all science, is a means of communication
between men. It is obvious that the effectiveness and intensity of communica-

't and as derision °

© o

Unlike music, unlike painting, and also unlike cinema, literature can thus
absorb and digest limitless quantities of derision and humour. The dangers threat-
ening it today are nothing like those which have threatened, and sometimes de-
stroyed, the other arts; they are due much more to the acceleration of perceptions
and sensations which characterises the logic of the hypermarket. A book can
only be appreciated slowly; it implies reflection (not in the sense of intellectual
effort, but in that of flashback); there is no reading without stopping, without re-
verse movement, without re-reading. This is an impossible or even absurd thing in
a world where everything evolves and fluctuates, where nothing has permanent
validity; neither rules, nor things, nor beings. With all its strength (which once was
great), literature opposes the notion of permanent actuality, of perpetual present.
Books call for readers; but these readers must have an individual and stable exis-
tence: they cannot be pure consumers, pure ghosts; they must also be, in some
way or other, subjects.

Undermined by the cowardly haunting of the politically correct, dumbfound-
ed by a flow of pseudo-information which gives them the illusion of a permanent
modification of the categories of existence (one can no longer think what was

O thought ten, a hundred or a thousand years ago), contemporary Westerners can

no longer manage to be readers; they can no longer satisfy that humble request
from a book placed in front of them: to simply be human beings, thinking and
feeling for themselves.

Even more so, they cannot play this role in the face of another being. But they
would have to: for this dissolution of being is a tragic one; and each of us contin-
ues, moved by a painful nostalgia, to ask of the other what he can no longer be; to
seek, like a blinded ghost, that weight of being he no longer finds in himself. That
resistance, that permanence; that depth. Of course, all of us fail, and the solitude
is atrocious.

The death of God in the West constituted the prelude to a great metaphysical
serial that has continued to this day. Any historian of mentalities would be able to
reconstruct the detail of the stages; let’s say, to summarise, that Christianity pulled

nie je ni¢im inym len druhou stranou nemoznosti vietkého stcasného konverzovat.
V sacasnej konverzacii vietko prebieha tak, akoby bolo nemozné priamo vyjadrit
akykolvek pocit, eméciu, myslienku, pretoze je to prili§ vsedné. Vsetko musi pre-
chadzat deformac¢nym filtrom Aumoru, humoru, ktory samozrejme kon¢i v prazd-
note a umiera v tragickej nemote. Takto vyzera histéria slavnej ,,nekomunikova-
telnosti* (treba poznamenat, ze neustale riesenie tejto otazky nijakym spésobom
nezabranilo nekomunikovatelnosti rozsirit sa do praxe a neubralo jej na aktual-
nosti, napriek tomu, ze nas uz vycerpava o nej hovorit) a tragicka histéria malby
20. storocia. Dejiny malby ndm poslazia skor ako druhostupnova analégia nez
priame prirovnanie k vyvoju medziludskej komunikacie v sicasnosti. V obidvoch
pripadoch sa dostavame do nezdravého, falosného a nesmierne posmesného
prostredia, ktoré je v hibke svojej smiesnosti tragické. A tak by sa priemerny nav-
Stevnik galérie, prechadzajuci popri obrazoch, nemal zastavovat pri dielach, aby si
dokézal uchovat postoj ironického odstupu. Po niekolkych minutach ho vsak na-
priek svojej vlastnej voli pohlti akysi nepokoj; pociti aspon malatnost, nevolnost;
znepokojujice spomalenie svojej humoristickej funkcie.

(Tragika vstupuje do hry presne vo chvili, ked uz tento nepokoj nemozno
vnimat ako fun; ide o druh brutalnej psychologickej inverzie, ktora sa u jednotliv-
ca prejavuje nezmernou tazbou po vecnosti. Reklama sa tomuto fenoménu, ktory
protireci jej cielu, nevyhyba len prostrednictvom neustaleho obnovovania svojich
preludov; avsak poslanim malby je vytvarat trvalé objekty s istym samostatnym
charakterom; prave tato nostalgia bytia jej dava bolestnt prichut a vdaka a na-
priek nej malba poskytuje verny obraz duchovného stavu zapadného cloveka.)

V rovnakom casovom obdobi v§ak mozeme konstatovat relativne dobry
zdravotny stav literatary. Je to velmi lahko vysvetlitelné. Literatara je vo svojej
hlbokej podstate konceptualnym umenim; dokonca je v skutocnosti jedinym kon-
ceptualnym umenim. Slova st konceptom; klisé je konceptom. Ni¢ nemozno po-
tvrdit, vyvratit, zrelativizovat, zosmiesnit bez konceptu a bez slov. Z toho vyplyva
prekvapiva Sirka literarnej ¢innosti, ktora sa moéze odmietat, lyncovat, vyhlasovat
sa za nemoznu bez toho, aby prestala byt sama sebou. Co odporuje vsetkym spo-
chybneniam, vsetkym dekonstrukciam, vietkym vrstveniam rovin vyznamu, nech
by boli akokolvek mierne; ¢o sa postavi, otrasie a vyskoci na vsetky styri ako pes,
ktory vysiel z mociara?

Na rozdiel od hudby, na rozdiel od malby, dokonca aj na rozdiel od filmu,
literatara dokaze absorbovat a stravit nekone¢né mnozstvo posmeskov a humo-
ru. Nebezpecenstvo, ktoré jej dnes hrozi, nema nic spolocné s tym, ¢o ohrozo-
valo a casto znicilo iné druhy umenia; toto nebezpecenstvo ovela viac stvisi so
zrychlenim vnimania a pocitov, ktoré st charakteristické pre logiku hypermar-
ketu. Knihu mozno ocenit len pomaly; ¢itanie implicitne vyjadruje myslenie (nie

covat, provokovat, byt tazbou, st jej metody v zasade pribuzné tym, ktoré cha-
rakterizovali starovekit moralku. Vytvara desivé a nelttostné Superego, ktoré je
nelttostnejsie nez akykolvek imperatiy, aky kedy existoval, ktoré sa lepi na pokoz-
ku jednotlivca a neustale mu opakuje: ,,Musis tazit. Musis byt pritazlivy. Musis
bojovat v sutazi, v bitke, v Zivote sveta. Ak prestanes, neexistujes. Ak zaostanes,

st mritvy.“ Reklama popiera pojem vecnosti, definuje samu seba ako neustalu
obnovu a jej cielom je teda rozpustit subjekt, transformovat ho na prizrak, ktory
sa tomuto procesu nebrani. A tato epidermicka ucast, prizivujica sa na povrchu
Zivota sveta, ma nahradit tazbu byt.

Reklama zlyhava, pripadov depresii pribuda, rozklad sa zrychluje; reklama
vsak napriek tomu neprestava busit na infrastruktary prijimania svojich odkazov.
Nadalej zdokonaluje prostriedky cestovania pre bytosti, ktoré nemaji kam ist,
pretoze nikde nie st doma; rozvija komunikacné nastroje pre bytosti, ktoré uz
nemaju ¢o povedat; ulahcuje moznosti interakcie medzi bytostami, ktoré nemaja
zaujem nadviazat vztah s kymkolvek.

,»V sucasnej konverzacii vSetko prebieha tak, akoby
bolo nemozné priamo vyjadrit akykolvek pocit,

emociu, myslienku, pretoze je to prilis vsedné.*

Z franclzskeho originalu prelozila Ana Ostrihonova
text vysiel v knihe Zostat naZive a iné texty, INAQUE: 2014

V originale - Uryvok zo suboru eseji Michela Houellebecqa - Pristupy k rozvratu
publikovany v Genius Loci (La Différence, 1992), opatovne vydany

v knihe Interventions (Flammarion, 1998), a v katalogu k vystave Rester vivant
(Flammarion a Palais de Tokyo, 2016).

tions diminish and tend to cancel each other out the moment when doubt arises
on the veracity of what is said, on the sincerity of what is expressed (can one
imagine, for example an ironic science?). The ongoing disintegration of creativity
in the arts is thus only another aspect of the most contemporary impossibility

of conversation. In fact, everything happens in current conversation as if the
direct expression of a feeling, of an emotion, of an idea had become impossi-
ble, because deemed too vulgar. Everything must pass through the distorting
filter of humour, humour which of course ends up empty, and turns into tragic
muteness. Such is both the history of the famous “incommunicability” (it should
be noted that the endless exploitation of this theme has in no way prevented
incommunicability from extending in practice, and it remains relevant more than
ever, even if one has become a bit weary of talking about it) and the tragic histo-
ry of painting in the 20" century. The development of painting thus manages to
represent, more it is true by analogy of atmosphere than by a direct approach,
the development of human communication in the contemporary period. In both
cases, we slip into an atmosphere that is unhealthy, rigged, deeply derisory,

and tragic precisely due to its derisory nature. Thus the average person passing
through a picture gallery must not stop for too long, if he wishes to preserve his
attitude of ironic detachment. After a few minutes, he will, despite himself, be
seized by a certain disarray; he will feel at least a numbness, a malaise, a worry-
ing deceleration of his humour function.

(The tragic intervenes exactly at this moment when derision can no longer be
perceived as fun; it is a sort of brutal psychological inversion, which translates into
the appearance in the individual of an indomitable desire for eternity. Advertising
can only avoid this phenomenon so contrary to its objectives through an endless
renewal of its simulacra; but painting keeps as its vocation the creation of perma-
nent objects with their own character; it is this nostalgia for being which gives it
its sorrowful halo, and makes of it, despite everything, a faithful reflection of the
spiritual situation of western man.)

In contrast, one will note the relatively good health of literature during the
same period. This is very easy to explain. Literature is, profoundly, a conceptual
art; it is even, strictly speaking, the only one. Words are concepts; clichés are con-
cepts. Nothing can be asserted, denied, put into perspective, and mocked without
the help of concepts, and of words. Hence the astonishing robustness of literary
activity, which can refuse itself, destroy itself, and decree itself impossible without
ceasing to be itself. Which resists all the mises en abyme, all the deconstructions,
and all the accumulations of degrees, however subtle they may be; which simply
lifts itself back up, shakes itself and gets back on its paws, like a dog emerging
from a pond.

)

off the masterstroke of combining a fierce belief in the individual - compared to
the Epistles of Saint Paul, the whole of ancient culture seems to us today to be
curiously policed and dreary - with the promise of eternal participation in Abso-
lute Being. Once this dream had vanished, various attempts were made to promise
the individual a minimum of being; to reconcile the dream of being he had in him
with the haunting omnipresence of becoming. All these attempts, until now, have
failed, and the unhappiness has continued to spread.

Advertising constitutes the latest in these attempts. Although it aims to
arouse, provoke, and be desire, its methods are basically quite close to those that
characterised former morality. In effect, it puts in place a terrifying and hard Su-
perego, which is much more pitiless than any previously existing imperative, and
clings to the individual to whom it endlessly repeats: “You must desire. You must
be desirable. You must participate in competition, struggle, the life of the world.
If you stop, you stop existing. If you lag behind, you are dead.” Denying all notion
of eternity, defining itself as a process of permanent renewal, advertising aims to
vaporise the subject and turn him into an obedient ghost of becoming. And this
skin-deep, superficial participation in the life of the world is supposed to take the
place of the desire to be.

Advertising fails, depressions multiply, the disarray worsens; advertising
continues, however, to build the infrastructures for the reception of its messages.
It continues to perfect means of movement for beings who have nowhere to go,
because they are nowhere at home; to develop means of communication for be-
ings who have nothing left to say; to facilitate possibilities of interaction between
beings who no longer wish to enter into relations with anyone.

“In fact, everything happens in current conversation
as if the direct expression of a feeling, of an emotion,
of an idea had become impossible, because
deemed too vulgar.”

Extract from «Approches du désarroi» by Michel Houellebecq

Published in Genius Loci (La Différence), 1992,

Re-published in Interventions (Flammarion), 1998 o
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