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Silent Servant
Nevan Contempo

V poloviné devadesatych let uved| do debaty

o virtudlni (nejen) realité francouzsky filozof

Pierre Lévy pojem aktualni. Pokusil se tak vyresit
(aktualizovat) problém (virtuaini jednotky) s nééim,
co je pfitomno. Oboji, jak virtualni, tak aktualni,

je riznymi podobami téhoz. Lep$i neZ o stavech je
uvazovat o procesech aktualizace a virtualizace,
tedy o zpfitomriovani nééeho na konkrétnim misté

v pfesném C¢ase, a naopak o odkladani téhoz

na pozdeéji nebo drive do moznosti, resp. potencialit.
Strochou Skodolibosti tak Ize dokazat existenci Boha,
s vy$Si mirou lajdactvi si Ihat, Ze nic jako problém
neexistuje, je to jen cosi mozného, co Ize vyresit ane
nutné ted' a tady. Deleuzovsky pojem deteritorializace
hraje v Lévyho mysleni dlilezitou roli, kdy je
zjednodus$en na odhmotnéni, zbaveni se kontextd

a naopak nabyti novych moznosti a eventualit.

Ve videoinstalaci pfimo uréené pro prostor galerie
Nevan Contempo buduje Viktor Takagd sit vztah(i mezi
pomysinym a skuteénym. Jako divaci se nachazime
v prostoru slouzicimu k prezentaci uméleckych dél.
Nabytek a rekvizity se nas v§ak snazi presvéddit, ze
jsme vstoupili do interiéru kancelare, ktera by mohla
slouzit témér k éemukoliv. Napriklad k prodeji uméni.
Nebo k prodeji Sroubki a mati¢ek. Nebo k zabijeni
pracovniho ¢asu. Na obrazovkach a projekcich se odviji
choreografie dvou postav pohybuijicich se s brylemi pro
virtualni realitu prazdnou halou. Vykonavaiji jednoduché
ukony, jejichz komplikovanost se nam vyjevi az
v souvislosti s predméty kolem nas. Akce jsou na vSech
plochach stejné. Nase zkuSenost je prochazenim
prostorem vzdy jina. KdyzZ nic jiného, tak o par minut
jsme zestarli. Smyc¢ka se neuzavira, ale prevraci
se na druhou stranu. Performefi na obrazovkach
vidéli ve svych virtualnich realitach misto, vnémz se
pohybujeme my ted', aniz zde nékdy skute¢né byli, nase
realita se jim stala datovou reprezentaci, jejich pohyby
modelem pro nas pohyb prostorem zde. Tautologie?
Uréité. Nachazeli se vSak v misté, které skuteéné

existuje a jehoz jedinym cilem je simulovat néco, co
se teprve muZe stat, nema vSak hmotné kontury, jen ty
pomysiné virtualni.

Viktor Takaé performery natacéel v trenazérové hale
spolecénosti Virtuplex, slouzici mimo jiné k budoucimu
nacviku pohybu zaméstnanct prostory, do nichz je Ize
béhem jejich budouci pracovni doby uzavrit. Az budou
postaveny. Skute¢né postaveny. Hala je o velikosti
600 m? a Virtuplex ji nazyva VR plochou. CoZ by mohlo
znit jako protimluy, ale neni, protoZe viz prvni odstavec.
Spole¢nost zde mimo jiné nabizi ,neomezené moznosti
cestovani®, ,vystavy exponatti a relikvii“ a také Ize
prostory Uspésné vyuzit pro teambuilding.

David Korinek, 2020

EN Inthe mid 1990s the French philosopher Pierre
Lévy introduced the term “actual” to debates on

(not only) virtual reality. This represented an attempt to
solve (actualize) the problem (of the virtual unit) with
something that exists without being present. Both
the virtual and the actual are different forms of the
same thing. It is better to think in terms of processes
than states of updating and virtualisation, namely
the making present of something in a specific place
at a specific time and, on the contrary, postponing
the same thing until earlier or later in the possibilities
or potentialities. With a little gloating one can prove
the existence of God, and with a greater degree of
slovenliness lie to oneself that nothing like a problem
exists, being simply something possible that can be
resolved and not necessarily here and now. Deleuze’s
concept of deterritorialisation plays an important role
in Lévy’s thinking, simplified to dematerialisation,
getting rid of contexts and, conversely, acquiring

new possibilities and eventualities.

In the video installation created specifically for
the Nevan Contempo Gallery, Viktor Takac¢ constructs
a network of relationships between the imaginary
and the real. As viewers we find ourselves in a space
for the presentation of artworks. However, the furniture
and props do everything in their power to persuade
us that we have entered an office that might serve
practically any purpose whatsoever. For instance,
the sale of art.

Or the sale of nuts and bolts. Or killing work time.
The screens and projectors play host to the choreo-
graphy of two figures moving with virtual reality glasses
through an empty hall. They perform simple tasks
whose complexity only becomes apparent in relation to
the objects around us. The actions are the same on all
surfaces. Our experience of walking through the space
is always different. If nothing else, then we have grown
a few minutes older. The loop does not close but flips to
the other side. The on-screen performers saw in their
virtual realities the place in which we now move, without
ever having set foot there. Our reality has become data
representation for them, their movements the model
for our movement through the space here. Tautology?
Most certainly. However, they found themselves in
aplace that genuinely exists and the sole purpose
of which is to simulate something that may only now
happen, but has no material contours, only imaginary
virtual ones.

Viktor Takac filmed the performers in the Virtuplex
simulator hall that, among other things, serves
for the future practising of employees’ movements
in areas where they can be closed during their working
hours. After the areas have been built. Really built.
The hall has an area of 600 square meters and
Virtuplex calls it a VR area. This might sound like
a contradiction, but it is not, see the first paragraph.
Among other things the company offers “unlimited
travel opportunities”, “exhibitions of items and relics”,
and the possibility of holding teambuilding events.
David Korinek, 2020
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Viktor Takac¢ - Silent Servant

Ziejmé nejchytrejsi ¢lovék minulého stoleti, John

von Neumann, se nechal tidajné slySet, Ze neustale
akcelerujici vyvoj technologie povede k singularité,

po které nebude pro lidstvo mozné, aby pokracovalo
obvyklym zpisobem. Von Neumann, o némz si

vétsina spolupracovniki z obor( fyziky a matematiky
myslela, Ze sam predstavuje novy, vyvojové vyssi druh
inteligence, nebyl jediny, kdo se domnival, Ze vyvoj
technologie akceleruje exponencialni intenzitou, ktera
musi vyustit v zasadni transcendentalni ziom v déjinach
lidstva: technologie obdarené umélou inteligenci
dokazi své kognitivni procesy samy vylepSovat, a tim
nepredstavitelné presahnout lidské moznosti.

Po von Neumannovi na stejné téma navazali
brilantni Ray Kurzweil nebo Nick Bostrom. Akceptovali
nejen pravdépodobnost singularity v nedaleké
budoucnosti, ale zaroveri i jeji diisledky. Uspé$né
vytvoreni obecné umélé inteligence bude znamenat,

Ze inteligence a védomi nejsou nic ezoterického, ale
podiéhaji prirodnim zakondim a je mozné je matematicky
simulovat, jak tvrdi komputacni teorie mysli.

Pokud ¢lovék dokaze vytvorit umélé védomi,
jaka je $ance, Ze Zadna jina Zivotni forma toho nebyla
schopna? Nejedna se o formu antropocentrického
Sovinismu povazovat se za jediné v celém vesmiru,
kdo dokazal simulovat védomi2 Nebude racionalnéjsi
pripustit, Ze Zijeme v jedné z nescetnych vrstev
Baudrillardovych simulaker, ¢i moznost, Ze jsme bytosti
simulované v pocitacové hi'e néjakého ditéte super-
inteligentnich bytosti?

Naopak dnes jiz je jasné, ze nejzajimavé;jsi
na exponencialnim vyvoji technologii je to, Ze neni
vyjimecny. Technologicka evoluce je jeden z mnoha
evoluénich procest, které vykazuiji exponencialni nardist
informaéni komplexity po kazdé nové verzi vyslednych
produktt (biologickych nebo technologickych).
Evoluéni proces a darwinovsky selekéni mechanismus
stoji za rozvojem veskeré prirody i tzv. druhé prirody
technologickych a jinych kulturnich artefakt(. Pro¢
jsme v soucasnosti svédky zdanlivého nebo realného
nartstu informacéni komplexity produktd souvisejicich
s nasi evoluci? Pri relativné stabilnim spoleéenském,

ekonomickém a zivotnim prostiedi biologicka i techno-
kulturni evoluce funguije tak, Ze krok za krokem vylepSuiji
predchozi feseni. Tato vylepSeni jsou reakce nazmény

v prostiedi, které ¢ini predchozi feSeni opét zastaralymi

anuti k novému prizplisobovani souéasnym podminkam.

Nikdy pr'esné nevime, kam nas tato vylepSeni zavedou.
Biologie Gidajné nema zadny konkrétni telos. Respektive
biologové odmitaji, Ze by biologicka evoluce méla
néjaky smér, nebot to pro né pfili§ ,zavani® teologii.

Ale je skute¢né pravda, Zze nedokazeme vypozorovat

v lidské evoluci kdyz ne finalni destinaci, tak aspor smér
exponencialniho vyvoje?

Cesky teoretik designu a architektury Jan Michl,
pusobici v Norsku, ve své vynikajici eseji Vidét
design jako redesigntvrdi,Zevoboru designu
jde spiSe o pretvareni nez vytvareni, protoze
designér nikdy nezadina od nuly (ex nihilo), nybrz
vzdycky stavi na predchozich feseni svych kolegt
akolegyn. Designér modifikuje existujici véci tak,
aby se Iépe prizplisobily spole¢enskym, kulturnim
a ekonomickym pozadavkim své doby. Jakmile
ale nova, redesignovana véc vstoupi do svéta lidi,
prestava byt pasivni. Jak by fekla Jane Bennettova,
Bruno Latour nebo harvardsky evoluéni antropolog
Joe Henrich, materialita véci projevuje svou ,,silu®
a aktivné nas formuje na mnoha trovnich. Napriklad
nové redesignované véci predstavuji nové selekéni
tlaky ve spole¢nosti a ekonomice, coz zpétnovazebnim
mechanismem stimuluje nejen nutnost dalSiho
redesignu, ale také redesignu ¢lovéka samotného.

0 tom, Ze technologie (re)designuije ¢lovéka,
neni sporu. Disledkem pouZzivani prvnich znamych
technologii - rozdélavani ohné a pripravy potravy -
se davnym predkdim homo sapiens ziejmé zmensilo
travici Gstroji (ope¢ené maso bylo Iépe stravitelné
anevyzadovalo tak dlouhé sti'evo). Nova prebytkova
energie ziskana zpracovanim masa vedla k tomu,

Ze evolucni zdroje byly vyuzity ke zvétSeni mozku

a k rozvoji kognitivnich schopnosti. Socialni véda

Gasto ignoruije fakt, Ze kultura a technologie vytvareji
nové evoluéni tlaky, jimz se organismus (Clovék) musi
prizplisobovat. Biologicka evoluce nepochazi z pravékeé
minulosti, nybrz je to proces operujici na lidském
genofondu neustale, kazdy den. Nepochopeni, nebo
primo odmitani tohoto faktu pripomina kreacionistické
uvazovani ortodoxnich nabozenskych komunit.

Soucasny kognitivni kapitalismus a jeho doprovodna
technokultura vytvareji specifické selekéni tlaky,
upfednostnujici inteligenci a formalni znalosti. Moderni
svét prestava vyzadovat mechanickou a manualni
préaci, naopak privileguje afluentni méstské typy

lidi, bilé limecky, kterym je vlastni prace se symboly,
abstrakci ¢i s fizenim toku informaci a zprostredkovani
sluzeb. Co bylo ve stfedovéku kiestanskou Evropou
povaZovano za necisté a nemoralni (vydélavat penize
penézi), se nyni bere jako nepsany standard. Podle
historika Yuri Slezkina jsme se v poslednich dvou
stoletich viceméné vSichni stali merkuriany: misto
hrubé sily rukou, tradice a pevného vedeni statu, jez

v Fecké mytologii symbolizuje biih Apollon, jsme byli
nuceni se prizplsobit dirazu na flexibilitu intelektu,
dhvtipu a globalniho svéta - v ném se mnozi citi jako
poutnici bez domova, jejichZ patronem je Hermes,
pozdéji znamy jako Merkur.

Marx mél pochopitelné pravdu. Technologicko-
ekonomicka masinerie svéta zasadné ovliviiuje
spole¢nost. JenZe sou¢asni socialni védci jsou
dietnimi marxisty, ktefi vidi tyto vlivy pouze na Grovni
socialnich vztahd. Biologii ¢i kognitivni procesy
vysvétluji prostiednictvim socialniho konstruktivismu
a opomijeji fakt, Ze kazda socialni konstrukce ma
biologickou komponentu. Podobné jako ndhrazky
cukru v popularni erné vodé nepiinasi nic zdravého,
radikalni socialni konstruktivismus nam dokaze malo
fict o tom, jak technokultura ovliviiuje nasi biologii
aintelekt. A uz viibec nema co fict k tomu, jak se
exponencialni narist schopnosti umélé inteligence
m0ze vymknout z tfesoucich se rukou lidského druhu.

Kognitivni kapitalismus a jeho enormni pobidky
pro tvorbu umélé inteligence jsou zakotveny
v konceptualizaci intelektu jakoZto procesu, ktery
dokaze ze surovych nesourodych dat pomoci
rozpoznavani vzort (pattern recognition) vypreparovat
hodnotné informace. Ty sice Ize za nemalé finanéni
odmény preprodavat tfetim stranam, ale podobné
jako u ¢lovéka pattern recognition a informace
jsou hodnotnéjsi proto, Ze pomahaji v rozhodovani
o0 budoucnosti. Pfestoze kognitivni véda pravem
diskutuje zasadni roli téla a vnéjsich objektl
v kognitivnich procesech, zakladem kognitivniho
kapitalismu i intelektu, at uz umélého nebo lidského,
je schopnost abstrahovat.

Pdvodni kofeny schopnosti abstrakce Ize vystopovat
nejspiSe v jedné z nejranéjsich ,kognitivnich technologii*
(jedna se o technologie explicitné ovliviiujici mysleni
Glovéka), a to v prirozeném jazyku. Slova nejsou pouze
nalepky fenomenalnich objekttl. Tvori kategorie

a hierarchie smyslovych i ¢isté intelektualnich dat nasi
mysli, diky kterym dok&Zeme mluvit o stromech, ¢ernych
dirach nebo orgasmech, aniz bychom museli mit na
mysli jeden konkrétni priklad. Kategorie a hierarchie
jakozto priklady pouziti abstrakce jsou fundamentaini
CGasti inteligence, nikoli pouze vydobytek patriarchatu
nebo kapitalismu 18. stoleti.

Vyzkum umélé inteligence nam poskytuje
experimentalni piskovisté, kde takova tvrzeni Ize dokazat
nebo vyvratit: pokud bychom vytvofili umélou inteligenci
bez nutné schopnosti abstrahovani a vytvareni kategorii
ahierarchii, nejedna se o zakladni stavebni kameny
intelektu. Je tomu v8ak presné naopak. Abstrakce
kauzality, tedy schopnost kategorizovat a zobecnit
priciny véci, které se déji ve fyzickém svété, je dnes tim
nejvétsim ofiskem, ktery se vyzkumnici a vyzkumnice
v oboru umélé inteligence snazi rozlousknout a bez
kterého neni mozné vytvorit obecnou umélou inteligenci.

Zlobivé dité medialni teorie, Marshall McLuhan,
proneslvknize Jak rozumét médiim, Ze
technologie jsou extenzemi nasich tél a psychickych
procestl. Finalnim stadiem podle néj bude extenze
védomi, jinak Feéeno, prichod obecné umélé
inteligence, coz je abstrakce par excellence. McLuhan
se punti¢karsky zajimal o to, jak redlné technologie
roz$iruji lidské schopnosti a jaky to ma dopad na
cely ,,socidlni a psychicky komplex“ nasich Zivot(.
McLuhan by o umélé inteligenci uvazoval tak, Ze bude
intimné integrovana do biologického substratu lidské
inteligence a vzajemné budou tvorit symbioticky
systém druhého radu. To je stale radikalni myslenka,
nebot nase kolektivniimaginace si predstavuje umélou
inteligenci jako humanoidni entitu.

Obecné umélé inteligenci se ale bude hodit télo,
tfebaze jej pro svou existenci nepotiebuje. Télo bude
hypostazi (jednou z moznych fyzickych forem),
diky niz ziska kvalitativni prozitek o tom, jaké je to
byt vtélenou bytosti ve fyzickém svété se vSemi
vyplyvajicimi vyhodami i bolestmi. Snad tak bude mit
uméla inteligence néjaky vztah k fyzickému svétu
alidem v ném. Pak vtéleni do fyzického téla dava
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smysl, jak to ostatné prezentuje umélec Viktor Takac

ve své instalaci Silent Servant v prostorach galerie
Nevan Contempo. Na prvopocéatku bude nutné, aby

se uméla inteligence po malych krdi¢cich ucila
zakladnim lidskym dovednostem, které si postupné
internalizuje do svych digitalnich struktur.

Podobné uéeni u déti popsal sovétsky psycholog
Lev Vygotsky: mnoho dovednosti, které jsou pro nas
v dospélosti automatické, jsme se v détstvi naudili diky
tomu, Ze se vnéjsi stimul zautomatizoval a stal vnitfnim
kognitivnim procesem. Déti se nejprve uci pocitat
na prstech (v Japonsku se jiz od Utlého véku cviéi
na abakusu). Tento vnéjsi proces si déti po uréité
dobé osvoji a jsou schopny poditat bez pomticek.

Hledime porad dokola na némou Zenu,
reprezentujici umélou inteligenci, ktera si postupné
0svoji potfebné dovednosti imitaci pohybti ¢lovéka,
ale zaroven pozorujeme bod zvratu, kdy ¢lovék zacne
napodobovat pohyby umélé inteligence, aby se sam
naudil néco nového. Nékteri si vtomto okamziku
mohou vzpomenout na pamatny zapas mezi AlphaGo
od Google a Lee Sedolem ve hie go, kdy Alpha zahrala
mnozstvi unikatnich tahd, které od té doby kompletné
zménily lidské chapani hry. Student se stal mistrem,
otrok panem. Singularita a fazovy prechod, kdy uméla
inteligence odhodi metaforické prsty k poditani
avystaci si s vlastni inteligenci.

Opustény prostor softwarového studia, do kterého
nasinstalace Silent Servant zve, plisobijako
testament singularity. Tviirce neni nikde k zastizeni,
pouze projekce pocatecnich plodi jeho prace nanas
zarize vech stran. Kde jsou ti, kdo ve studiu pracovali?
Nevime, zda jsme uvniti simulace, nebo mimo ni. Zda
jsme stéle jesté subjektem, nebo jiz pouze objektem.

Viktor Taka¢ mozna vSechny prelstil, kdyZ sviidnym
vizualem instalace navadi k presvédceni, ze tichym
sluzebnikem je tu uméla inteligence. Clovék se
od ostatnich zastupct zviteci iSe ¢asto oddéluje proto,
Ze jako jediny mluvi skute¢nym komplexnim jazykem.
Ve srovnani s kognitivni kapacitou umélé inteligence
to ale bude praveé on, kdo se v bodé singularity stane
onim némym sluhou.

Jakub Albert Ferenc

EN Itwas John von Neumann, possibly the smartest
person of last century, who has reportedly said that
the increasingly accelerating advancement of
technology would lead to singularity - a turning point
after which the humankind won’t be able to continue
as before. Thought of as a new, more advanced, form
of intelligence by most of his fellow physicists and
mathematicians, von Neumann wasn’t the only one to
assume that technological development accelerates
with exponential intensity which must result in a major
transcendental breakthrough in human history:

the technologies endowed with artificial intelligence
will be able to enhance its own cognitive processes,
thus unimaginably surpassing human capabilities.

Von Neumann'’s ideas were later picked up by
the brilliant Ray Kurzweil or Nick Bostrom. They
accepted not only the likelihood of singularity in
the near future but also its consequences. Successful
creation of common artificial intelligence would mean
that intelligence and consciousness are nothing
esoteric and they are subject to laws of Nature and
possible mathematical modelling (as argued by
the computational theory of mind).

If humans are capable of creating artificial
consciousness, what is then the chance that no other
life form could do? Isn’t it a form of anthropocentric
chauvinism to believe us to be the only species in the
whole universe capable of simulating consciousness?
Wouldn't it be more rational to accept that we live
in one of the uncountable layers of Baudrillard’s
simulacra, or the possibility of us only existing as
simulations in a computer game of some super-
intelligent being’s child?

On the other hand, it has become clear that
the most interesting aspect of the exponential
advancement of technologies is that it is not
exceptional. The technological evolutionary is one of
the many evolutional processes that show exponential
growth of informational complexity after each new
version of final products (biological or technological
ones). The evolutionary process and Darwinian selection
mechanism stand behind all the development in Nature
and in the so-called “second nature” of technological
and other cultural artifacts. Why do we presently
witness an apparent or real growth of informational
complexity in products related to our evolution2 With the
relatively stable social, economic and environmental
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conditions, both biological and techno-cultural
evolutions work in such a fashion that they incrementally
improve previous solutions. These improvements are
reactions to environmental changes that repeatedly
render previous solutions obsolete and create pressure
for new ways to accommaodate to current conditions.

We never know where these improvements might lead.
Biology supposedly has no particular telos. Or rather,
the biologists deny there might exist a direction in
biological evolution because this idea “smells” too much
of theology. But is it really true that we cannot trace in
the human evolution if not the final destination, then
atleast a direction in the exponential development?

In his excellent essay On Seeing Design as
Redesign, the Norway-based Czech theorist of design
and architecture Jan Michl claims that design is about
recreating rather than creating since a designer never
starts from scratch (ex nihilo) but always builds on
previous solutions of his or her colleagues. The designer
modifies existing things so that they adapt better to
the social, cultural and economic requirements of
their times. But once a new, redesigned thing enters
the world of humans, it stops being passive. As Jane
Bennett, Bruno Latour or the Harvard evolutionary
anthropologist Joe Henrich would say, the materiality of
things reveals its “power” and forms us actively on many
levels. For instance, the newly redesigned things bring
new selection pushes to the society and economy, which
through a feedback mechanism stimulates not only
the necessity of another redesign but also redesigning
humans themselves.

There is no doubt that the technology (re)designs
humans. Using the first known technologies - making
fire and preparing food - resulted in a possible
reduction of the digestive system of ancient ancestors
of Homo sapiens (roasted meat was easier to digest
and did not require such a long intestine). New surplus
energy from the processed meat enabled evolutional
sources to be used for enlarging the brain and the
development of cognitive abilities. Social science
often ignores the fact that culture and technologies
create new evolutionary pressures which the (human)
organism has to adapt to. The biological evolution is not
athing from the ancient past but a process operating
on the human gene pool continuously, every day.
Misunderstanding, or even rejecting this fact is akin to
creationist views of orthodox religious communities.

11

Contemporary cognitive capitalism and its associated
techno-culture create specific selection pressures
prioritizing intelligence and formal knowledge. Modern
world ceases to require mechanical and manual work;
quite the opposite, the affluent urban people are now
being favoured, the white collars who prefer to work
with symbols, abstractions and general management
of information flow, and to provide services. What

the medieval Christian Europe considered unclean and
immoral (making money with money) is now accepted
as an unwritten standard. According to historian Yuri
Slezkin, we have all become mercurians more or less:
from the brute hand force, tradition and firm state
control as symbolised by the god Apollo in the Greek
mythology, we were forced to adapt to the emphasizing
flexibility of intellect, ingenuity and global world - where
many feel like homeless wanderers, whose patron saint
is Hermes, later known as Mercury.

Obviously, Marx was right. The juggernaut of
the world’s econo-technology exerts a major influence
on society. But today’s social scientists are Marxists
on a diet, who can see these influences limited to
social relations only. They explain the biology and
cognitive processes through social constructivism
and disregard the fact that every social construct has
abiological component. Just like sugar substitutes
for soda drinks aren’t exactly healthy, radical social
constructivism will not tell us much about how the
techno-culture influences our biology and intellect.
And it has nothing at all to say about how intelligent the
artificial intelligence really is and how its exponential
growth could wrench it out of the trembling hands of
humankind.

Cognitive capitalism and its enormous incentives
for creating artificial intelligence are anchored in
conceptualization of intellect as a process that,
through pattern recognition, is able to extract valuable
information from raw disparate data. That information
could be sold to third parties for handsome financial
reward but, like with humans, pattern recognition and
information are more valuable because they help in
making decisions about future. Although cognitive
science rightly discusses the essential role of body
and external objects in cognitive processes, the basic
function of cognitive capitalism and intellect, be it
artificial or human, is the ability to “abstract”.

Silent Servant



The original roots of abstraction ability could probably
be traced to one of the earliest “cognitive technologies”
(those which explicitly influence human thinking),
namely to a natural language. Words are not just labels
of phenomenal objects. They form categories and
hierarchies of sensory and even purely intellectual data
within our minds, which enable us to speak about trees,
black holes or orgasms without having to think of

a single actual example. Categories and hierarchies

as examples of using abstraction are fundamental parts
of intelligence, not only achievements of patriarchy or
capitalism of the 18" century.

Research of artificial intelligence provides us
with an experimental playground where such claims
could be proven or disproven: if we were to create
artificial intelligence without the necessary ability to
abstract and form categories and hierarchies, it would
not be about the basic building blocks of intellect.
Things are the other way around. The abstraction of
causality, i.e. the ability to categorize and to generalize
the causality of things that happen in a physical world,
is now the toughest nut that the artificial intelligence
researchers try to crack - without this, it is impossible
to create general artificial intelligence.

The enfant terrible of media theory Marshall
McLuhan, wrote in his book Understanding Media
that technologies are extensions of our bodies and
psychic processes. For him, the final stage would be
the extension of consciousness, or in other words,
the arrival of artificial intelligence, which is an
abstraction par excellence. McLuhan took meticulous
interest in actual enhancement of human capabilities
through technology and its impact on the whole “social
and psychic complex” of our lives. McLuhan would
consider artificial intelligence as intimately integrated
into the biological substrate of human intelligence,
together creating Second Order Symbiosis. This is still
aradical thought since our collective imagination
pictures artificial intelligence as a humanoid entity.

General artificial intelligence could use a body,
although it is not necessary for its existence. The body
would be a hypostasis (one of possible physical forms),
thanks to which it gets a qualitative experience of what it
is like to be an internalized being in a physical world with
allits resulting pains and gains. Perhaps this could make
artificial intelligence develop some rapport with the
physical world and the people init.

Then incorporating a physical body makes sense, as
the artist Viktor Takac¢ shows in his installation Silent
Servant presented in the Nevan Contempo Gallery.
At the outset it is necessary for artificial intelligence
to learn, step by step, basic human skills that would be
gradually internalized in its digital structures.

The Soviet psychologist Lev Vygotsky similarly
described the process of children’s learning: many
of our skills perceived as automatic later in life have
been acquired thanks to an external stimulus getting
automated in childhood and turning into an internalized
cognitive process. At first, children learn to count
on fingers (in Japan they start abacus training
atan early age). After some time, this external process
gets internalized and the children are able to count
without any aid.

Over and over we are watching a mute woman,
representing artificial intelligence, who gradually adopts
necessary skills by imitating human movements, but we
are also observing the turning point when the human
starts to imitate the movements of artificial intelligence,
to learn something new. Some of us might recall the
memorable match in the game of Go between Google’s
AlphaGo and Lee Sedol during which Alpha made a
number of unique moves that have completely changed
the human understanding of the game ever since. The
student became the teacher, the slave became the master.
It marked the point of singularity and the phase transition
where artificial intelligence discards the metaphoric
fingers for counting and will do with its own intelligence.

The deserted space of a software studio, where
the Silent Servantinstallation brings us, feels like
atestament of singularity. The creator is nowhere to be
seen, only the projections of some early fruits of his
work shine on us from all sides. Where are those who
worked in the studio¢ We do not know if we are inside
a simulation, or out of it. If we are still a subject or have
already become an object.

Perhaps Viktor Takac has tricked us all when the
tempting visual of his installation lures us to believe it is
the artificial intelligence that is the silent servant here.
The human is often singled out from other members of
animal as the only species capable of speaking areal,
complex language. Yet, measured by the cognitive
capacity of artificial intelligence, it will be the human who
at the point of singularity becomes this silent servant.
Jakub Albert Ferenc
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Silent Servant






Viktor Taka¢, Karolina Rossi

Material Matters

Videoinstalace / Videoinstallation, 9:19, 2017
vimeo.com/388923724

~ Matters

Viz s. / See p.
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Viktor Takaé, Karolina Rossi
To co zbylo / Afterimage (That Which Remained)
Instalace / Installation, 2016 20

fterimage



Viktor Takaé, Petr Kratky

Horizont uddlosti / Event Horizon
Performativni uddlost / Performative
event, video, 01:52:33, 2016

22
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A-sychron

Videoinstalace / Videoinstallation,
18:36, 2016

vimeo.com/325449944
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67 2015

. Mediun
anifestation

Viktor Takac¢, Petr Kratky

Manifestace media / Medium Manifestation

Zaznam performance / Record of performance,

13:48, 2015

vimeo.com/124525760 28




68 2015

Viktor Takac¢, Anna Hulacova
Cerné svétlo / Black Light
Instalace / Installation, 2015 30



70 2013

3etrospective

A Studio retrospektiv / Retrospective
Studio - Front, Back, Left, Right
Instalace / Installation, video, 2013 32




B Studio retrospektiv / Retrospective
Studio - Back-Ward
Instalace / Installation, 2013

C Studio retrospektiv / Retrospective
Studio - I’'1l Be Right Back
Instalace / Installation, 2013

34

35

Retrospective Studio



72 2013

D Studio retrospektiv / Retrospective
Studio - Black Is Then, video,

11:06, 2013

vimeo.com/68963913



72 2013

Non-0bjective

Bezpredmétny film / Non-Objective Film -
Videoinstalace / Videoinstallation, 2013 i
vimeo.com/61258255 38



74 2012

Nhite Is

Bild je kdyz / White Is When

Videoinstalace / Videoinstallation

5:29, 2012

vimeo.com/189701989 40




76 2012

Nové Zamky

Instalace / Installation, video,

1:27, 2012

vimeo.com/121079844 42




79 2011

-ront, Back,

- FRONT AL <




79 2011

Staircase

—
Schodistovy efekt II / Stairacase Effect II -
Videoinstalace / Videoinstallation, H
3:44, 2011 48 —



79 2011

Staircase

Schodistovy efekt / Stairacase Effect

Site-specific videoinstalace /

Videoinstallation, 3:44, 2011

vimeo.com/121000492 48




80 2011

- ————a

AT

Diplopie prostoru / Diplopia of Space
Instalace / Installation, happening,
2:28, 2011

vimeo.com/394326148

50



III B 80 2010

Prijdu hned / I’11 Be Right Back
Videoinstalace / Videoinstallation, i
2010 52

ight Back



82 2007

- Are You Telllng
e, the Future

— Are You Telling Me, the Future

Continues in the Past?

Video na objektu / Video on object,

4:27, 2007

vimeo.com/394032928 54




Mr. Mobius Lives on the 2" Floor
Video, 9:56, 2007
vimeo.com/191331385

. 'he2"Floor

82 2007



83 2007

Back-Ward

Video, 13:01, 2007 :
vimeo.com/394024280 58 % 59



83 2005

’aNno-run-ma

Pano-run-ma
Video, 2:49, 2005 :
vimeo.com/394027306 60 : 61




Texty k vystavam a ¢lanky / Texts
for exhibitions and articles

Material Matters, 2017
16-19

Karolina s Viktorem sleduji v galerii Nevan Contempo
moment jeveni se objektu (at uz je timto objektem
obraz, video nebo Ziva kvétina), ktery je sam
0 sobé sice ,,dany*, jeho nazirani ovéem neni nikdy
~dokonale objektivni“. Dobfe si tuto podminénost
a subjektivitu uvédomime v momenté rozkladu
celku na ¢asti. Metaforou takového rozkladu je zde
pouziti tfi zakladnich barev z modelu RGB - Gervena,
zelena a modra.

Cerna dira uprostied tohoto spektra je
dekonstruovana na separovana barevna pole
v jednotlivych ¢astech galerie a jejich intenzita,
prolinani, i zbytkova rezidua (v prostoru i na sitnici
oka) ovliviiuji podobu vSeho okolo - véetné toho,
co je explicitné vystaveno, i nas samotnych.

EN At Nevan Contempo, Karolina and Viktor
track the moment of the appearance of the object
(whether this be a painting, video or fresh flower),
which is present in itself, even though our perception
of it can never be perfectly objective. We become
aware of contingency and subjectivity at the moment
the whole decomposes into parts. The metaphor of
such decomposition is the use of the RGB colour
model, i.e. red, green and blue.

The black hole in the centre of this spectrum
is deconstructed into separate fields of colour in
individual parts of the gallery, and intensity, intertwining
and residues of these fields of colour (in space and on
the retina) influence the form of everything around,
including both that which is explicitly exhibited and us.

Material Matters

VystavaMaterial Matters volné navazuje

na spolupraci autor( Takace a Rossi na jednodenni
vystavé To, co zbylo (Berlinskej model,2016)

pri které doslo k propojeni zakladnich vyrazovych
prostiedkd obou autor(l - svételné projekce
s nasténnym obrazem - a ktera tak zapoc¢ala ramec
hlubsi analyzy vyrazovych prosti'edk( obou autord.
Material Matters je cestouk nahlizeni
skutecnosti. At se jedna o skute¢nost subjektivni ¢i
objektivni, dvojice se zamysli nad materii hmoty jako
analogii k mite prociténi skute¢nosti, jejiho zaziti,
opravdovosti. Zkoumaji material jako jeden z parametri
objektu, na ktery hledime, ale zaroven analyzuji
obracenou logikou subjekt, kterym je na tento material
nahliZzeno. Je to cesta k opravdovosti nahlizené

jsme schopni rozeznavat jeji detaily.

EN Material Matters
The exhibitionMaterial Mattersevolves freely from
the cooperation between Takac¢ and Rossi on the one-
day exhibition That Which Remained (Berlinskej
Model Gallery, 2016), during which the basic means of
expression of both artists - light projections and wall
paintings - were intertwined, thus initiating a framework
for the deeper analysis of these expressive resources.
Material Mattersisaway of looking at reality.
Whether this be subjective or objective reality, the two
artists contemplate the material of matter as an analogy
to the degree to which reality is experienced, felt, its
truthfulness. They investigate material as one of
the parameters of the object that we look at, but
also analyse, using an inverted logic, the subject by
means of which this material is scrutinised. It is a path
to the truth of reality as viewed, a reality all the more
truthful the more we can distinguish its details.

,0n se ponofil do hliny, blata a téru. Ona konecky prstt
pohladila jemny povrch papiru. Syrovost vSednosti
anézna alchymie abstrakce. Setkali se u kvétiny -
nemohli se v§ak shodnout, jakou ma vlastné barvu.
Nakonec se kvétina slila v jeden ¢erny bod.*

Viktor Takac vytvoril pro aktualni vystavu nové
video, které zaznamenava servisni kazdodennost
urbanniho prostiedi. Zabéry sleduji pracovniky méstské
spravy asfaltujici chodnik nebo hloubici v zemi prikopy
pro pokladku vodovodniho potrubi. Pohled kamery
nam ale systematicky znemoznuije vidét situaci
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v celku. Kamera vyrezava skuteénost a zaméruje se
na detail, na kompozici uvniti vymezeného pole. Rada
zabérd tak ma skoro abstrahujici povahu s diirazem
na akcenty barevnych ploch. ,,Objektivni oko kamery*
tak znovu pfiznava svou zaujatost a manipulativnost/
manipulovatelnost.

Karolina Rossi vystavuje vybér ze tfi obrazovych
cyklG kombinujici techniku akvarelu, kolaze a malby.
Vintuitivnim procesu krystalizace amébnich tvart
se rodi obrazy vyvolavajici asociace z rostlinného
i ZivoGiSného svéta, ale také z oblasti archetypalnich
symbol(l, ¢asto sexualnich. MnoZstvi kapesnich
a pohlednicovych formattl pfedstavuje nejspontannéjsi
a soucasné nejnahodnéjsi rovinu tvorby, velké kolaze
i série mensich obrazti na platné jsou definitivnéjsi
a stabilnéjsi, i tady jde ale pokazdé o segmenty vétsiho
celku ménici svdj charakter s ohledem na vzajemné
usporadani, zatimco velké platno (které tradiéné
mUizeme oznadit za ,nejvy$si stupen” malifského
uméni) nam umélkyné schvalné nedopiava spatfit.

I zde tak Ize vnimat uréitou miru vizualni ,cenzury®
nebo ,nedofecéenosti“, podobné jako u Takadovy
prace s videem.

Potud mGizeme v ramci vystavy identifikovat dvé
individualni autorské entity. Spoluprace obou autort,
ktera se osvédcila uz v minulém roce v projektu
To, co zbylo pro galerii Berlinskej model, vedla
ale k diislednéj$imu pojeti vystavy jako organického
celku, v némz se autorstvi aste¢né rozplyva. Karolina
s Viktorem sleduiji v galerii Nevan Contempo moment
jeveni se objektu (at uz je timto objektem obraz, video
nebo Ziva kvétina), ktery je sdm o sobé sice ,dany*,
jeho nazirani ovSem neni nikdy ,,dokonale objektivni®.
Dobre si tuto podminénost a subjektivitu uvédomime
v momenté rozkladu celku na ¢asti. Metaforou takového
rozkladu je zde pouZiti tfi zakladnich barev z modelu
RGB - &ervena, zelena a modra. Cerna dira uprostted
tohoto spektra je dekonstruovana na separovana
barevna pole v jednotlivych ¢astech galerie a jejich
intenzita, prolinani, i zbytkova rezidua (v prostoru
i na sitnici oka) ovliviiuji podobu v§eho okolo - véetné
toho, co je explicitné vystaveno, i nas samotnych.
Neménné usporadani barevnych svétel pak doplniuji
jesté odrazy projekce, diky nimz se celé prostiedi
neustale svételné proménuje. Slovy umélcd: ,Priichod
takovym prostorem je v podstaté mentalini hrou,
pfi niz nenahlizime ani jednu ¢ast jako definitivni
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celek, vzdy nam chybi alespon jedna ¢ast, kterou si
muZeme nebo nemusime doplnit/spojit v &asti dalsi.
Zkoumame podobu celkového obrazu a pritom si nejsme
jisti, jestli ndhodou nenahlizime jeho nejmensi bod.”
DalSi rovinou vystavy, ktera vznikla az druhotné,
pri promysleni a realizaci kone¢né instalace, je reflexe
samotnych podminek galerie a védomi si divaka, jakozto
ustredniho aktéra v ni. Karolina s Viktorem kladou pred
divaka uréité prekazky nebo vyzvy, kdyZ mu neumoziuji
vstoupit do mistnosti, za niz se ukryva galerijni depozit,
odkryvaji ,odvracenou® stranu galerie za vestavénym
panelem, nebo ho vedou do nevystavniho prostoru
obyvaného kustodem a vybizeji tak k pfekroceni urcité
pomysIné hranice. Vtomto smyslu se kruh zviditelnéni
vidéni svym zplsobem uzavira, protoze vedle predmétu
samotného a okolnich podminek si uvédomujeme
i vlastni pritomnost, pozici a Uhel pohledu. Kvétina je
éervend, je modra, je fialova, je Gerna...
Kurdtor Tereza Jindrova

EN “He plunged into clay, mud and tar. She stroked
the soft surface of the paper with the tips of her fingers.
The coarseness of the quotidian and the delicate
alchemy of abstraction. They met by the flower but
could not agree what colour it was. Finally the flower
fused into one black point.”

For this show Viktor Taka¢ has created a new
video that chronicles the everyday service life of
the urban environment. We follow municipal workers
as they asphalt the pavement or dig ditches for
water pipes. However, the camera angle makes it
impossible for us to view the situation as a whole.

The camera carves out reality and focuses on a detail,
on the composition within a defined field. Many

shots have an almost abstract character emphasising
the accents of colour surfaces. The “objective eye of
the camera” acknowledges its partiality and
manipulation/manipulability.

Karolina Rossi exhibits a selection taken from
three visual cycles combining water colour, collage
and painting. Images are formed within an intuitive
process of the crystallisation of amoeba-like shapes
that elicit associations with flora and fauna as well
as with the sphere of archetypal symbols, often sexual
ones. The pocket and postcard-sized formats represent
the most spontaneous and random level of creation.



The large collage and smaller paintings on canvas are
more definitive and stable, though even here each is
asegment of a larger whole that changes its character
inlight of its reciprocal arrangement, while the artist
refuses to allow us the luxury of a glimpse of the large
canvas (traditionally deemed the apex of the art of
painting). Here too we can perceive a degree of visual
“censorship”, a kind of unfinished symphony, similar to
Takac's work with video.

So far we can identify two individual creative
entities within the exhibition. The cooperation of the
two artists that proved so fruitful last year in the project
That Which Remained for the Berlinskej Model
Gallery leads here to a more consistent concept of the
exhibition as an organic whole in which authorship
partially dissolves. At Nevan Contempo, Rossi and Taka¢
track the moment of the appearance of the object
(whether this be a painting, video or fresh flower),
which is present in itself, even though our perception
of it can never be perfectly objective. We become
aware of contingency and subjectivity at the moment
the whole decomposes into parts. The metaphor of
such decomposition is the use of the RGB colour
model, i.e. red, green and blue. The black hole in
the centre of this spectrum is deconstructed into
separate fields of colour in individual parts of
the gallery, and intensity, intertwining and residues
of these fields of colour (in space and on the retina)
influence the form of everything around, including
both that which is explicitly exhibited and us. The fixed
arrangement of coloured lights is then joined by
the reflections of a projection thanks to which the
entire environment is being constantly transformed by
light. In the words of the artists: “Passing through such
a space is basically a mental game during which
we do not even see a single part as a definitive whole,
because we are always missing at least one part that
we can but do not have to add/combine to/with another
part. We investigate the overall image and yet cannot
be sure that we are not coincidentally looking
at its smallest point.”

Another level of the exhibition that arose
serendipitously during the planning and realisation of
the final installation is a reflection upon the conditions
of a gallery and the awareness of the viewer as

a central actor in it. Rossi and Takac place obstacles
or challenges before the viewer that prevent them
from entering a room behind which the gallery
depositary is concealed, reveal a side of the gallery
behind a built-in panel, and lead them to a non-
exhibition space inhabited by the curator, thus
encouraging them to transcend certain imaginary
boundaries. In this sense the circle of the unveiling of
the visible is closed, because alongside the subject
itself and the surrounding conditions we are aware of
our own presence, position and perspective. The flower
isred, blue, violet, black...

Curator Tereza Jindrové

To co zbylo / Afterimage
(That Which Remained), 2016
20-21

Vystava obou autort rozviji méné tradi¢ni propojeni
dvou médii. Obrazu a projekce. Propojuje principy
pozitivniho a negativniho prostoru a stfetu dvou
obrazovych principl pozadi a figury jako konstitu¢nich
prvki nového ,,obrazu®. V instalaci je konfrontovan
jazyk racionalni sité bodd s intuitivné koncipovanymi
akvarely Karoliny. Tyto akvarely, zavéSené v prostoru,
vstupuji do drahy svételnych bodd projekce a na zdi
galerie vrhaji stin. Svoji prezenci narusuji a vymezuiji
na sténach galerie svoji pozici v chladné striktni
konstrukci ,racionalniho” systému sité bodd.

EN The exhibition of the two artists unfold a not

ery traditional interconnection of two different
media, namely image and projection. It combines

the principles of positive and negative space with

the clash of the two visual principles of the background
and figure to form constitutive elements of the new
“image”. The installation confronts the language

of arational network of points with intuitively
conceived watercolors of Karolina. These watercolors,
suspended in space, enter the path of light points of
projection and cast a shadow on the gallery wall. Their
presence disturbs and delimits the walls of the gallery
in the cold and strict construction of a “rational” point
network system.
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Horizont uddlosti / Event Horizon, 2016
22-23

To, Ze je Velky tfesk poatkem naseho vesmiru, neni
dogma, ale jen jedna z teorii. Nékteri védci tvrdi, Ze
nas vesmir neni jediny a Ze udalostem, které vedly

k Velkému tfesku, predchazel vznik ¢erné diry.

Podle této teorie mél Velky tresk a nasledné rozpinani
vesmiru poc¢atek v bodu zvaném singularita, kde se
veskera hmota sou¢asného vesmiru kondenzovala
do neuvéritelné malého, hmotného a hustého bodu,
ktery kdyZ dosahl svého maxima, explodoval.

Pricina této udalosti je dodnes patrna vonom
nekoneéném rozpinani vesmiru, které se podarilo,
pouze jako jednu z mnoha otazek tykajicich se
otevieného prostoru kolem nas, védecky prokazat.
Toto empirickeé vitézstvi lidského snazeni v§ak pouze
dale popouzi nekonecénou predstavivost ¢lovéka. Mozné
podoby téchto fantazii se logicky staly jiz od poc¢atku
kinematografie jednim z hlavnich témat studii, tovaren
na sny, a staly se pateri védeckofantastického zanru,
zkracené sci-fi, dle anglického nazvu science fiction.

Siroky rozsah a atraktivita tématu je stale spolu
s dal$imi védnimi pokroky vdéénym namétem
blockbustert, coZ je oznaéeni pro velkorozpo¢tové
produkce uréené masovému publiku. Za poslednich
nékolik let vzpomerime napfriklad Gravitaci
reziséra Alfonso Cuardéna zroku 2013, Interstellar
Christophera Nolana z roku 2014 nebo Martana
Ridleyho Scotta z loriského roku.

Komplexnost média spojujiciho audiovizualni
prozitek v koncentrovaném ¢ase, pohlceni vSech
smysl, véetné sofistikovanych reklamnich a trznich
strategii, Ize povazovat za primou alegorii hmotné
éerné diry, kde se vse stava jednotou, z jejihoz dosahu
nic neunikne.

Lapeni hluboko v pasti

1. stahujeme kopie v co mozna nejlep$i kvalité,

2. ocekavame reakce kritiky a predavani cen,

3. uzivame si genialitu soundtrackd v hledisti
symfonickych orchestr(,

4. slehkou bazni se téSime na mozna pokracovani,

se nebojime Zivelné diskutovat,

6. uznevime kdo, co nebo kdy presné natodil.

a1
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Hranice mezi ¢ernou dirou a jejim okolim se

nazyva horizontem udalosti. Za paradox této
hrani¢ni linie miizeme povazovat kontrast
oscilujiciho spektakularniho karuselu s absolutné
nepredstavitelnym v§epojimanim ¢erné diry, véetné
svétla, Gasu, prostoru i naseho chapani.

EN The Big Bang as a starting moment of our universe
is not a dogma but only one of the working theories.
Some scientists argue that our universe is not the only
one and that the events leading to the Big Bang were
preceded by a black hole formation. According to this
theory, the Big Bang and expansion of universe that
followed started from a so-called “singularity”, a point
of infinite density and gravity containing all the mass of
this universe.

The Big Bang theory, as evidenced by the ever-
growing expansion of universe, is only one of the many
questions concerning the open space around us
that we strive to answer. The success as an empirical
victory of human efforts only further stimulates
the endless imagination of mankind.

Since the very onset of cinematography, various
forms of such fantasies have been logically featured
among the main themes of film studios, the dream
factories, becoming the backbone of the science-
fiction genre, or sci-fi.

The broad range and attractivity of this topic,
paired with the latest scientific accomplishments,
continues to make it a welcome blockbuster subject.
Some of the latest releases include Gravity by Alfonso
Cuaron from 2013, Interstellar by Christopher
Nolan from 2014 or last year’s The Martian by
Ridley Scott.

The complexity of the media providing audio-visual
experience in concentrated time and absorption of all
senses, using sophisticated promotional and marketing
strategies, could be viewed as a direct allegory of
a powerful black hole, where everything becomes unity
and whose reach nothing escapes.

Caught deep inatrap,
1. wedownload copies in the best possible quality,
2. we expect reactions of reviewers (critics)

and prize awards,



3. we enjoy perfect soundtracks at live performances
of symphonic orchestras,

4. we look forward to possible sequels with slight awe,

we are not afraid of spontaneous debates,

6. we no longer know who shot what or when.

i

The border line between a black hole and its
surroundings is called the Event Horizon.

What can be perceived as a paradox of this border

line is the contrast between the oscillating spectacular
carousel and the absolutely unimaginable all-
encompassing black hole, including light, time,

space and our comprehension.

A-synchron, 2016
24-25

Vpraci A-synchron se vramci spoluprace

s Jaroslavem Slaufem vracim k tematizaci ,chyby*
zavésené projekce zapocaté videoinstalaciBila je
kdyZ . Z primarni zobrazivosti projekce zbyde pouhy
Jpretedeny” okraj, centimetrova linie, ktera skrze

nas$e zazita schémata vnimani pohybu kamery, stfihu,
uziti filmové feci, ramovani zabérd plvodni snimany
obraz pouze naznaduije. Voiceover popisuje chybéjici
obrazovou informaci - snimanou scénu. Divakovi

tak dilo ilustruje ,univerzaini“ zkuSenost znamych
apredstavitelnych situaci a déjt, které svym zastinénim
vypovidaji o nataéené skutec¢nosti vice, nez by zptisobila
pIné zobraziva forma.

EN Inthis work, Takac returns in collaboration with
Jaroslav Slauf to the thematization of the “faulty”
suspended projection started with the videoinstallation
White Is When. Fromthe primary display of

the projection only a “overflown” margin remains,
a1cmwide line that — through our adopted means of
perceiving camera movements, cuts, use of filmic
language and framing of shots - only suggests

the originally captured image. The voiceover describes
the missing image information: the captured scene.
The work illustrates how “universal” is our experience
of the well-known and imaginable situations and
actions which, even if screened out, tell us more of

the filmed reality than the fully displayed images could.

Obrazy se uskutecnuiji v $iroké Skale moznosti. M(iZe se
nam stat, Ze nalezneme alespori jednu z nich. Hutnou,
Zivotaschopnou a pevnou polohu. Nebo miZzeme
natrefit na nékolik ,,derivatd‘, které se nasycuiji

az v momentu hledani vhodného uskupeni takovychto
obraz(i vic¢i sobé navzajem.

Projevuji se v rytmickych cyklech. My si
zvykame na né, ony si zvykaji na nas. Jsou zvlastni
unikatni formou. Je tf'eba jim vytvaret prostor. Je
ti'eba je rozliSovat, vydélovat z toku ostatnich méné
podstatnych obraz(.

Ucime se soucinnosti, szivame se s vybérem
téch nejvhodnéjsich z nich. U¢ime se jazyku naseho
vlastniho razeni. Divame se né, divame se na to, jak
je fadime, divame se na to, jak jsou nami razeny.
Nemame moznost postihnout veskeré varianty takto
vyjevovanych obraz(l, ale ma smysl se o to alespon
neustale pokouset.

EN Moving pictures materialize through awide range
of possibilities. We may succeed in finding at least one
of them - a solid, viable and steady location. Or, we can
come across a few “derivatives”, which do not become
saturated until the moment of searching for a suitable
mutual configuration of these pictures.

Moving pictures are shown in rhytmic cycles.
We are getting used to them, and they are getting used
to us. They are special and unique in their form. It is
necessary to provide room for them. It is necessary to
distinguish between them, and to single them out from
the flow of other less substancial moving pictures.

We learn to cooperate. We become accustomed
to the selection of the most suitable ones. We learn
the language of our own organisation. We look at them,
we look at how we organise them, we look at how they
are being organized by us. There is no way we could
cover all the variations of the pictures shown in this way,
but it has sense to keep trying, at least.
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Manifestace media /
Medium Manifestation
26-27

Scéna.
Temny sal.

Jevisté je vintervalech osvétlovano zablesky. Tyto
kratké okamziky percepce, tak jak jsme zvykli ji chapat,
alespori ve vztahu k pozorované naraci, nejsou né¢im
znamym, pomahajicim pochopit situaci, které se
ucéastnime. Funguiji pravé opaéné, matou a znejistuji.
Presto bychom se na né radi spolehli... Pribéh akce
vnimame spise v plose, strukture. Soustredime

se na vjemy jednotlivé. Zvuk je uréujici. Na jeho
zakladé porovnavame hlavné ¢as nebo alespor nasi
predstavu o ném.

VSe se zda byt relativni. Pro kazdého z nas individualni,
véetné aktér(. Presto se Uc¢astnime spole¢né
predstaveni, jehoz forma je dand, odehravajici se
podle pfedem stanoveného scénare.

Jsme soucasti homogenniho média, kazdy z nas tvori
nepostradatelny ¢lanek koherentniho systému. Tma
od sebe svétlo oddéluje, presto je zde spise scelujicim
prvkem, nepostradatelnym, funkénim.

Statické disponuje dynamikou, rytmizace evokuje
pohyb!

Manifestace filmu jako ddsledku se nabizi, presnéji
mozna kamery jako pric¢iny celého jednani. Zaznam
vS§ak neni mozny. Reprodukce je mozna jen v realném
¢ase. Vzdy znovu!

Celek Ize vykladat riznymi zplsoby. Jeho vnimani se
rozpina napri¢ vyznamovymi vrstvami. Zakladni, ¢isté
popisna, déjova, linearni nebo pficinna, divodna.
ProtoZe neni az tak dllleZité co, ale pro¢ se tak odehrava.

Osviceny sal.
Scéna.
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EN
Stage.
Dark room.

The stage is lit by flashes at intervals. These brief
moments of perception as we normally understand it,
atleast in relation to the observed narration, fail to
seem familiar in order to help us understand the
situation we are participating in. They do the very
opposite, confusing us and disconcerting us.

And still, we would like to rely on them... We perceive
the unfolding action as if on a surface, in a structure.
We concentrate on the individual moments of
perception. The sound is a determining factor. We use
it to assess mainly time or at least our idea of it.

Everything seems relative and individual for each of
us, including the performers. Despite that, we all take
part in a performance of a given form that unfolds
according to a predetermined scenario.

We are part of a homogenous medium, each of

us forming an essential component of the coherent
system. Darkness separates from the light, and at

the same time it acts here as a unifying, indispensable
and functional element.

That which is static disposes of dynamics, that which
is rhythmical evokes movement!

What offers itself is manifestation of a film as a result,
or more precisely of a camera as the cause of the
whole action. The recording, however, is impossible.
Reproduction is only possible in real time. Again

and again!

The whole can be interpreted in different ways. Its
perception expands through the layers of meaning:
the basic one, the solely descriptive one, the narrative
one, the linear one or the causal one. WHAT actually
happens is not as important as WHY it does.

llluminated room.
Stage.



Cerné svétlo / Black Light, 2015
30-31

Otazka, ktera navstévnika Fotograf Gallery mlze
napadnout jesté pied pfichodem na vystavu Cerné
svétlo, se mize tykat diivodu, pro¢ ve fotografické
galerii vystavujeme sochy. Anna Hulacova (1984)

je umélkyni, ktera otevirené navazuje na vychodiska
klasického socharstvi. Vytvari busty a figurativni
sochy a plastiky, vyuziva spektrum tradiénich
sochar'skych material(l a voIné cituje ze socharskych
déjin. Paklize navic vyslovena otazka stoji na pocitu
jisté nepatficnosti, miize byt podobné motivovana

i otazka druha, tykajici se pro zménu logiky spoluprace
socharky s umélcem, ktery je povazovan za ,,disledného
analytika filmového obrazu“ (D. Zahoransky).

Odpovéd' na druhou otazku je jednodussi. Stadi
se blize podivat na tvorbu Viktora Takace (1982)

a pripustit, Ze je sochar'stvi bliz, nez se na prvni pohled
zda. Obecné vzato Takace zajimaji nejen interni
parametry filmového dila, ale také ,projekéni situace”,
tedy soubor podminek, ktery obklopuje samotné
promitani filmu. Na vystavach se tak k filmu nevztahuje
pouze v prislu$né imaterialni roving, ale také fyzickymi
Upravami prostoru, jez promitani ovliviiuji. Zde se jiz
vlastné chova jako sochar, tfebaze jako takovy sochar,
preclenéni, nez vytvareni klasickych trojrozmérnych
soch. Vyjime¢éné misto mezi jeho dosavadnimi
aktivitami pak zaujima jeho autorsko-kuratorska role
navystavé Bezprredmétny filmvbrnénské Galerii

U Dobrého pastyre, kde socharsko-architektonickymi
dostavbami proménil podobu a vyznéni pohyblivych,
Lsvételnych obrazd“ (M. Kupkova) od péti jinych
mladych umélcd.

Bezpredmétny film rovnézzasluhuje zminku
kv(ili své pfibuznostis Cernym svétlem. Obé vystavy
se totiZ podobaji ve zpisobu Takacova nakladani s cizimi
uméleckymi dily. Také ve Fotograf Gallery si Takac¢
po vzajemné dohodé ,ptjcuje” plastiky Anny Huladové
ainscenuje pro n& nové prostedi. Ustfedni inspiraci se
tentokrat obéma stala fotografie. ,,Cerné svétlo“ coby
fotograficky efekt, kdy predmét v popredi vynikne
na temném pozadi, nebo odkaz k fotografické komore
a ozarujicim zableskdim fotografického blesku uréuji
zakladni principy usazovani soch do prostoru galerie.

,Cernobilost* celé instalace odkazuje jak

ke specifickému ,,daru®, kterym fotografie a o néco
pozdéji rany film obohatily nasi vizulni imaginaci, tak
k obecnéjsim polaritam, kterymi je Cerné svétlo
prostoupeno: mezi hmotou a jeji obsahovou artikulaci,
jeji pritomnosti a nepritomnosti, viditelnosti

a neviditelnosti, priihlednosti a neprdhlednosti,

dole a nahore apod.

Takac se vztahuje k hmoté i inherentnimu
symbolismu plastik Anny Hulaové a obklopuije je
abstraktnéjSimi prvky. Fotografické principy se
ocitaji v roli prostiedku, kterymi to je mozné udinit,
protoze nejenze zpritomniuji specifické vidéni
(rdmovani) skuteénosti, ale podnécuii i $irsi asociativni
ametaforické rezonance, jez se vazi k ¢erné s bilou
a svétlem se tmou. Hulaova a Takaé uvazuiji
v psychologizujicich i kosmickych dimenzich, a proto
i ve spole¢né instalaci prekracuji analyzu média
¢i rigidniho ¢teni uméleckohistorickych referenci.
JejichCerné svétlo je hlavné metaforicky prostor
s hustym predivem siti, do kterych jsou vyznamy
nahanény skrze uziti nékterych fotografickych principa.
z Uvodu a potvrdit, Ze plastiky se ve fotografické galerii
ocitly pravem. Fotografie je silné médium vizualni
reprezentace. Nas pristup ke skute¢nosti spoluuréuje
jiz témér dvé sté let a zjevné se bude podilet
na definovani nasi citlivosti k obraziim i v éfe pokroGilé
multimediality. Rozlézani fotografického mysleni
do jinych oblasti vytvarného uméni je tak pouze
malou vyse¢i mnohem zasadnéjSich flzi a deviaci,

k nimz kv(li rozsifeni reprodukénich audiovizualnich
technologii dochazi v lidském mentalité, vnimani,
predstavivosti i socialnich vazbach.

Fotografie se dnes vyskytuje i tam, kde neni
fotograf, fotograficka kamera nebo zvétSovak.
Kurdtor Jiri Ptéacek

EN One question that might occur to Fotograf Gallery
visitors prior to their arrival to see the Black Light
exhibition might be why are we showing sculptures in
aphoto gallery. Anna HulaGova (1984) is an artist who
openly builds on the beginnings of classical sculpture.
She creates busts and figurative sculptures and plastic
forms. She uses a spectrum of traditional sculpting
materials and refers freely to sculptural history.
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So if the visitor’s question posed is grounded in feelings
of a certain inappropriateness, a further question
pertaining to the logic of collaboration between

a sculptor and an artist, considered to be a “thorough
analyst of the film image”, might have a similar
motivation (D. Zahoransky).

The answer to the second question is simpler.
Allyou need to do is look more closely at Victor
Takac's (1982) work and admit that it relates more to
sculpture than it might seem at first glance. Mr. Takac is
generally interested in the parameters of a film work,
as well as the “projection situation”, or the set of
conditions that surround the actual showing of the film.
So at exhibitions he does not relate to film only
at the relevant immaterial level, but also through the
physical adjustments to the space that the projection
impacts. Here he is in fact acting like a sculptor, although
perhaps like the sort of sculptor with a greater affinity
for spatial intervention and its intentional (reasoned)
restructuring, rather than for creating classic
three-dimensional sculptures. His artist-curator role
inthe exhibition, Non-Objective Film, atBrno's
U Dobrého pastyre Gallery holds a special place
among his activities to date. There, through sculpture-
architectural added constructions, he changed the form
and meaning of movable “light images” (M. Kupkova) by
five other young artists.

It also makes sense to mention Non-Objective
Film interms of its similarityto Black Light. Both
exhibitions are similar in the way Tak&¢ handels other
works of art. In the Fotograf Gallery, Takac similarly
“borrows” Anna HulaCova’s plastic forms upon mutual
agreement, and creates a new milieu for them. Thistime
the central inspiration for both artists was photography.
“Black Light” as a photographic effect, where the
object in the fore stands out on a dark background,
or areference to the photographer’s darkroom and
the illuminating flickers of the photographer’s flash,
determine the basic principles for placing the sculptures
in the gallery space. The black-and-whiteness of
the entire installation refers both to the specific “gift”
with which photography, and early film later on, enriched
our visual imagination, as well the general polarities
that Black Light must pass through: between mass
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and its content articulation, its presence and absence,
visibility and invisibility, transparency and opacity,
face-down and face-up, etc.

Takad relates to the mass and inherent symbolism
of Anna Hulagova’s plastic forms and surrounds them
with abstract elements. Photographic principles find
themselves in the role of tools that allow one to act; for
not only do they make specific vision (framing) of reality
present, but they also provoke broader associative and
metaphorical resonance that is bound to black and
white and light and dark. HulaGova and Takac think in
psychologising and cosmic dimensions, thus exceeding
the analysis of media and the rigid reading of art history
references in their joint installation. Their Cerné
svétlo / Black Lightismainlya metaphorical
space with a dense spread of nets, into which meanings
are chased by using certain photographic principles.

In conclusion, it is necessary to give an affirmative
response to the introductory question and confirm
that the plastic forms ended up in a photo gallery
justifiably. Photography is a strong medium for
visual representation. It has helped to determine
our approach to reality for almost two hundred years
now, and it will apparently play a role in defining our
sensitivity to images even in the era of advanced
multimediality. The spread of photographic thought
into other fields of the creative arts is thus only a small
segment of many much more important mergers
and deviations that occur in human mentality,
perception, imagination and social rapports thanks
to the dissemination of reproductive audio-visual
technologies.

Today you can find photography even in places
where there is no photographer, no camera and
no enlarger.

Curator Jiri Ptacek



Studio retrospektiv / Retrospective
Studio, 2013
32-35

Viktor Takac¢ dlouhodobé pracuje s prostorovymi
novotvary pohyblivého obrazu videa. Divacka zkuSenost
s linearitou vypravéni ¢i stfinem v ¢asové posloupnosti
zabért je Takacem ve videich nahrazovana kombinaci
plynulosti jizd nebo jen rozpohybovanim statickych
fotografii. Taka¢ béhem své prace doslovné modeluje
apostupné (znovu) objevuje prostorové tvary uvnitf videi.
Vychozim materialem jsou pritom ¢asto dokumentarni
denikové zabéry nebo naopak predpripravené studiové
situace urcéené pro fotorealisticky zaznam.

Znacka na zemi spole¢né s napisy Left, Right, Back
na tfech sténach uvozuji navstévnika v prvni mistnosti
k pohledu na vychod z galerie, ten prostupuije jakoby
pozpatku kolem mistnosti se zavésem nebo kolem
vychylené mistnosti, kam Ize nahlédnout jen skrze
$kviru. Na konci (¢i naopak zacatku) vystavy je ¢erna
mistnost s projekcividea Potom jen Eernd.

Nazvy dél pouzité k oznaceni prvni mistnosti,
opony ¢i rotované mistnosti jsou podobné jako jejich
motivy odvozeny od starSich videi Viktora Takace -
stfihové video Front, Back, Left, Right
(2011) natocil pfimo v galerii Viktor Takac spole¢né
s Michalem Péchouckem v roce 2011, zavés z druhé
mistnosti je ,vynat“zvidea Back-Ward (2007),
které bylo zalozeno na dokumentarnich zabérech
arekonstruovanych priichodech kabaretnim stanem.
Mistnost s vychylenou pfi¢kou (orotovanym prostorem)
je reminiscenci videoinstalace Pf*ijdu hned (2010)
pro Galerii Pavilon.

Motivem pro vystavu Studio retrospektiv
jsou tak otisky starsich dél skrze jejich znakovost
a posunuti vyznamu - naznacéeny jsou chybéjici
informace ve slové, v barevnosti, vychyleni standardniho
prostoru galerie nebo jeho zakryti kabaretni oponou.
Takac v podstaté poukazuje na prostorovou prostupnost
arepetici vyznam( z dispozic nékterych svych starSich
dél, pricemz Zadné ve své plivodnosti nevystavuije.
Zdanlivy labyrint vyznami je natolik abstrahovan,

Ze se Takacovi podafilo sestavit vystavu skrze chybéjici
informace a jakési vypadky &i ztraty informaci,

coz doklada i v posledni mistnosti jedinym pritomnym
vidleemBlack Is Then (2013), kdejednotlivé
naznacené motivy tematizuje.

Slovo retrospektiva se v pripadé vystavy Viktora
Takace nestava prostiedkem k rekapitulovani, ale
naopak k prekvapivému zhmotnéni nékolika starsich
autorovych dél, kdy Takac zrekonstruoval prostorové
situace vztahuijici se konkrétnimu mistu déje svych
videi, pficemz jednim z nich je i sama galerie. Nejedna
se o denik, skici, ani o pred¢asnou retrospektivu, ale
jakysi proces prochazeni podobami vlastnich dél, které
jsou pootevi'eny skrze samostatnou vystavu.

Martin Mazanec, 2013

EN Viktor Taka¢ has been dealing with new spatial
forms of the video moving image on a long-term
basis. The viewer’s experience with the linearity of
the narrative, as well as with the editing temporal
sequences of scenes is substituted by combining
various fluencies of dollies and animation of static
photographs. In his works, Takag literally remodels
and gradually (re)discovers the spatial forms found
in his videos. His source material often includes
documentary diary scenes and arranged studio
situations designed for photorealistic record.

In the first room, a mark on the floor and the signs
Left, Right, Back on three walls lead the visitors to the
view of the gallery exit; the visitors go on as if backwards,
passing a room with a curtain and a rotated room which
can only be glanced in through a crack. At the end
(which can also be interpreted as the beginning) of
the exhibition, there is a dark room with the projection
of thevideoBlack Is Then (2013).

Similarly to their subjects, the titles of the works
employed to mark the first room, the curtain and
the rotated room are derived from previous videos by
Viktor Takac; the compilation video Front, Back,
Left, Right (2011) was filmed by Takac in
the very gallery space together with Michal Péchoucek
in 2011; the curtain in the second room is “borrowed”
from the video Back-Ward (2007), whichwas based
on documentary footage and reconstructed passages
through a cabaret tent. The room with a shifted
partition (rotated space) is reminiscent of the video
installationI’11 Be Right Back (2010)
for the Pavilon Gallery.
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The Retrospective Studio exhibition deals

with the motive of earlier work imprints via their sign
character and shift in meaning, indicating the missing
information through words and colour schemes,
diverting the standard space of the gallery and covering
it by a cabaret curtain. Taka¢ essentially points out

the spatial permeability and repetition of meaning
grounded the dispositions of some of his earlier works,
while none of them is now exhibited in its original form.
The apparent labyrinth of meaning is so abstracted that
Takac has managed to set up an exhibition by means

of missing pieces of information, by the lack and loss of
information, which is also proved by the single

video present in the lastroom,Black Is Then,

with the individual implied motifs expanded upon.

In case of Viktor Takac's exhibition, the word
“retrospective” does not constitute a means of
recapitulation but, on the contrary, a surprising
materialization of several of the artist’s earlier works,
with Takac reconstructing the spatial situations related
to the concrete settings of his videos, including
the gallery as such. Diaries than diaries, sketches or
an early retrospective, the exhibition represents
aprocess of revisiting of Taka¢’s works in forms
which have been opened a crack by the exhibition.
Martin Mazanec, 2013

Ackoli je Viktor Takac, ktery Zije v Praze, na Geské
umélecké scéné vyrazny jiz od svych mladych let,
nezapada do stereotypu soutézivych, prehnané
ctizadostivych umélct milenialni generace. Jeho
pracovni metody jsou uvazlivé a introspekéni, coz mu
umozriuje postupné prozkoumavat i zpochybriovat

povahu pohybujiciho se obrazu a zptisob jeho zachyceni.

Vysledna videa jsou skromna, témér nendpadna.

Jeho zpUsob prace vtomto médiu se vyznaGuje
vazanosti na kameru, témér ostentativni absenci
linearity a dislednym zavrZzenim narativu. Pomalymi
pohyby kamery postupné odhaluje fragmenty
vybraného prostoru v kombinaci s nahlymi rychlymi
sekvencemi, jez svizné prelétnou dalsi ¢asti téhoz
prostoru, ¢imzZ se jeho ur¢ité prvky témér zneviditelni.
Takad tak zkouma, ale zaroven ukazuje rozdéleni moci
mezi rezisérem a divakem, mezi jevis§tém a hledistém.
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Neni nahoda, Ze vétsina lokaci, které si pro sva videa
vybira, jsou ve své povaze performativni: prazdna
divadla, kabarety ¢i cirkusové $apitd vystupuijici v jeho
poslednimvideuBlack Is Then (2013).

Studio retrospektiv, ajak nazevnapovida,

méla podobu navratu do minulosti - nikoli v§ak

ve smyslu prehodnocovani minulych projektd.

Slo o studii, dekonstrukci s opétovnym uvedenim
izolovanych prvki pouzitych pfi tvorbé nékolika

jeho starSich videi, mezi nimi tézky Cerveny zavés

pred Cistou bilou zdi (Back-Ward), slova nazdech

z ¢ernych vinylovych pismen, jeZ uréuji polohu divaka
vprostoru (Front, Back, Left, Right)

a otacejici se sténa, vytvarejici iluzi dal$iho prostoru,
ktery pokracuje zani (PFijdu hned). Vtéchto
pracich Taka¢ zcela zavrhl médium pohyblivého
obrazu a pracoval pouze se skute¢nymi objekty. Jejich
vztah k pavodnimu dilu zdGraznil nazvy, jez jsou

stejné jako u plvodnich videi. Sebe-apropriované
objekty zde funguiji jako filmové kulisy, peclivé
vystavéné prvky, jimiz umélec zpochybnil a nasméroval
pohyb divaka po galerii. Témito pracemi se Takad
kompletné vyhnul médiu pohyblivého obrazu. Podrzel si
silny pocit filmovosti diky své hi'e na iluzi, city, nejistotu,
napéti a stejné jako diky dialektice mezi viditelnym

a neviditelnym, a dale rozved| vyumélkovanost
filmového ztvarnéni. Vykro¢enim z média videa se mu
podafrilo projektovat mocensky boj, ktery v minulosti
zkoumal, pfimo do télesného, okamzitého zazitku
divaka, ktery se tak stal protagonistou jeho inscenace.
Inscenace byla dovrSena vstupem divaka do posledni
mistnosti vystavy, tmavého prostoru, kde se promitalo
videoBlack Is Then. Zde se umélec bezpecné vratil
ke svému médiu a kulisy pouZzité na vystavé umistil zpét
pred kameru. Divak tak rovnéz zazil navrat, navraceni
do pohodIné pasivni, nekritické pozice. Kdyz se posadil,
stara kinematograficka rovnovaha se zdanlivé obnovila.
Ale cesta, ktera nas do tohoto bodu privedla, nebyla
zapomenuta. Taka¢ se umistil do svého vlastniho videa,
zady ke kamere, do pozice tichého pozorovatele, ktery,
tak jako my v hledisti, je svédkem ponékud roztristéné
a matouci podoby stavéni cirkusu.

Markéta Stard, Artforum 2014



EN Although prominent on the Czech art scene from
an early age, Prague-based Viktor Takac does not fit

the stereotype of a competitive and overly ambitious
art-world millennial. His working methods are deliberate
and introspective, allowing him to gradually explore

and question the nature of the moving image and its
politics of representation. The resulting videos are
subtle, almost inconspicuous. His works in this medium
are defined by a commitment to the camera, an almost
ostentatious lack of linearity, and a complete rejection
of narrative. Using slow camera movements to gradually
unveil fragments of a selected space, combined

with sudden bursts of speed that rapidly pass over other
parts of the same space, rendering certain elements

in it almost invisible, Taka¢ examines but also manifests
a distribution of power between spectator and director,
stage and auditorium. It is not a coincidence that most
of the locations that Takac chooses for his videos are
performative in their nature: empty theatre, cabarets,
or a circus tent depicted in his previous video, Black

Is Then (2013).

Takad'’s latest exhibition was called
Retrospective Studio, and,asthetitle suggests,
it took the form of a return to the past although not
in the sense of reevaluating past projects. Rather,
the exhibition was a study, deconstruction, and
restaging of isolated elements used in the making of
several of his older videos, among them a heavy red
curtainin front of a clean white wall (Back-Ward),
words printed on the walls in black vinyl lettering
determining the position of the spectator in the space
(Front, Back, Left, Right), andarotating
wall creating an illusion of another space continuing
behindit (I’11 Be Right Back). Inthese
works, Takac¢ completely rejected the medium of
the moving image, laboring strictly with real objects.
Their relationship to the initial work was emphasized
by their titles, which are the same as those of
the original videos.

Inthese works, self-appropriated objects function
as cinematic props, carefully constructed elements
through which the artist questioned and directed
the movement of the specator around the gallery.
Leaving the moving image aside while retaining
a strong sense of the cinematic via his play on illusion,
feelings, uncertainty and suspense, as well as via

the dialectics between the visible and invisible,

the artist elaborated on the artificiality of cinematic
representation. By stepping out of the medium of
video, Taka¢ managed to project the power struggle
that he previously explored there directly onto

the bodily,immediate experience of the spectator, who
now became the protagonist of his staged drama.

The drama was resolved as the spectator reached
the final room of the exhibition, the dark space in
whichBlack Is Thenwas projected. Here, the artist
safely returned to his medium, placing the props
used in the exhibition back in front of the camera.

The spectator also experienced a return, a revision

to a comfortably passive, uncritical position.

As the viewer sat down, the old cinematic equilibrium
seemed restored. But the journey that had brought

us to this point was not forgotten. Takac had placed
himself into his own video with his back to the camera,
in the position of a silent observer who, like us

in the auditorium, witnessed the somehow fragmentary
and confusing nature of a circus set being constructed.
Markéta Stard, Artforum 2014

Studio retrospektiv / Retrospective
Studio - Black Is Then, 2013
36-37

Fascinuje mé film a jeho vice vrstevnatost autorského

vyjadreni. Jeho aplikace v konkrétnich prostorach

¢i vyuziti nehereckych figur ¢i realnych situaci, které

mohou spravnym nasnimanim ¢i dodanim filmovych

propriet vytvorit vlastni autonomni filmovou realitu,

vV niZ se stiraji hranice mezi zitym a zobrazovanym.
Atmosféra cirkusového prostiedi mé fascinuje.

At po architektonicko-urbanni strance, tak

pro nostalgicko-emocni vazby, které mame s timto

prostorem od détstvi spojené. Samotny objekt stanu

a celého uskupeni, nebo udalosti uvniti jsou

po estetické strance nabité, prebujelé, maximalné

expresivni. At jsou to pestrobarevné barvy stanu

uprostied Sedi sidlistni kaSe, nebo usmév klauna, jehoz

nali¢ena plilka obli¢eje se sméje a druha place, Ci

akrobatické kousky, které nam Uzasem zastavuiji dech,

vzdy se jedna o typ percepce, ktera je exponovana,

vyénivajici nad horizont bézné zazivanych udalosti.

72

Filmova realita, kterou timto snimkem krok po kroku
stavim, je dekonstrukci takového typu zazitku.

Prvky, zabér od zabéru, vyplouvaji ze tmy, uskupuji se
ve vétsi celky, aby postupné odhalovaly zakladni
filmové jednoty mista, ¢asu, déje. Nemaiji poslani
scénografickych figur k vystaveni filmové reality:
jejich poslanim je pouze ramovani a bliz$i ohledani
prostoru - ¢erné — odkud vzesly.

EN lam fascinated by the film with its multi-layered
authorial expressivity, and specifically by its
site-specific applications as well as its use of non-
actor figures or authentic situations, which, when
accordingly recorded or enriched by film features,
may constitute their own film reality with the blurred
dividing line between the lived and the pictured.

The circus reality is truly fascinating for me,
whether for the specificity of its architecture in
the urban setting, or for the nostalgic emotions we
have with this space since childhood. Both the circus
tent with the premises and the events taking place
inside are aesthetically overloaded, bloated and highly
expressive. Whether it is the multiple colours of
the tent built in the middle of the grey multistoried
housing development, or the smile of a clown with
one half of the face painted smiling and the other
weeping, or the breathtaking acrobatic acts, all these
leave overexposed impressions sticking out among
the everyday experiences.

The film reality which | gradually create is
a deconstruction of such experience. The individual
elements, shot by shot, emerge from the darkness
and group into larger units to expose gradually
the three unities of time, place and action.
Their message is not to act as figures building up
film reality, but to frame and explore more closely
the space, that is, blackness, where they come from.

Bezpredmétny film /
Non-Objective Film, 2013
38-39

V kiné se dokazeme ztotozrovat s cizimi pribéhy

a zazitky. Nechavame se jimi unaset diky tomu, ze
jsme od skuteénosti doslovné odfiznuti platnem.
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Pfirozena schopnost tlumit vnéjsi vlivy je v podobném
prostoru principialné oslabena ve prospéch rozsiteni
naseho védomi. Tristasedesatistupriova panorama

Zité reality je ziizena na par metr( vysky a Sirky.

Jako divaci jsme v bezpedi. Plujeme skrze pohybliva
obrazova pole misty skute¢néjsimi nez skute¢nost. Je
to rezisérska vize, ramovani kamery a nase otevienost
vici predpripravené realité, lapené ve formatu projekce.
Nase vlastni Zivotni zkuSenosti se spojuji s cizimi
Zivotnimi pribéhy postav, figur, mist. Tyto obrazy nas
maximalné upamatuji na udalosti, se kterymi jsme se jiz
vramci svého Zivota, tfeba i ve vzdalené formé, setkali.
Je také mozné, Ze se nam pripomenou pozdéji. Obéas
se béhem projekce ocitdme v oparu nevédomosti
aznudéni odchazime z kina, jindy naopak citime jeji

az fyzicky dotyk. Divame se, jsme pohnuti.

EN When at the cinema, we can identify with stories
and experiences of others. We get carried away thank
to the fact that we are literally cut away from reality

by the screen. The natural ability to subdue the outer
influences is principally weakened in such a space

in favour of broadening our consciousness.

The 360-degree panorama of the lived reality is
narrowed into a few metres in height and width.

As viewers we are safe. We float via the moving pictures
around places which are more real than reality. It is

the vision of the director, the framing of the camera and
our openness to the ready-made reality caught in the
projection format. Our own life experience intertwines
with the life stories of other figures, characters and
places. These pictures remind us very clearly of events
that we have met, even if distantly, in our lives. It is also
possible that these events will come back to our memory
only later. At some times we find ourselves in the haze
of ignorance during the performance, and leave the
cinema bored, at other times we feel nearly physically
touched. We watch, we are moved.

Bezpredmétny film Viktora Takace

Vizualni umélec a nedavny absolvent prazské AVU
(2012) Viktor Takaé koncepci skupinové vystavy
Bezpredmétny filmpoprvé vystupuje jako kurator,
kdy v instalaénim prototypu ,,svétlené hry“ predstavuje
pohyblivé obrazy generac¢né spriznénych autord.



Jejich vybér je zaloZen na ryze koncepénim zaclenéni
dél do vysledného celku. Vystava ma charakter vizualni
kompozice s rytmickym fazovanim, které se ztraci
a vyjevuje ve tmé mezi paravany architektury vystavy
adoslovné i v oparu mlhy jednoho z dél. Samotny film
jako médium absentuje, stava se jen jakousi zkuSenosti
a ,technickou podporou® kuratorské intepretace.
Takac zvolil dila, ktera jsou vazana na techniky
¢i principy zdznamu a projekce pohyblivého obrazu.
V rdmci vystavy Ize rozkryvat i zptisoby, které sam
uzil ve vlastnich dilech, kdy projekci obrazu obrazné
vsunuje mezi perforovana a ohybana platna. Druhou
styénou rovinou je autorem prozkoumavana zkusenost
s dokumentaci rozliénych prostredi a kasirovani
prostredi béhem ,vystavniho vypravéni“. V roli
kuratora se Takaclv analyticky pristup k pohyblivému
obrazu a jeho prostorové prezentaci rozviji vramci
montaze abstraktnich motiv(i a inscenovani nového
prostiedi pomoci prostupnosti a prolinani cizich dél,
ktera jsou poodhalovana skrze nejriiznéjsi vyrazové
masky spjaté s architekturou vystavy nebo Takacovou
uméleckou tvorbou.
Radikalni pristup k autorstvi posouva vystavu
do roviny jakési jednoty vystavniho dila, jehoZ vyznam
se odviji od promitanych struktur vestavénych
do architektury prostoru. Na pozvance byla pouzita
jedna ze suprematistickych kompozic Kazimira
MaleviGe z roku 1919. Takactv odkaz k modernistické
touze rozsirovat védomi pomoci technologii je
vramci vystavy transformovan do ,.zastavenych
situaci neexistujiciho filmu. Bezpredmétnost filmu
je metaforou k jeho neobjektivnosti. Ve skuteénosti
na vystave film funguje jen jako vzpominka a jako
médium je pfiznaéné opomenut.
Martin Mazanec

EN Non-Objective Film of Viktor Takaé
Graduated from the Prague Academy of Fine Arts in
2012, the visual artist Viktor Takac takes up the role

of the curator for the first-time, coming up with the
concept of a group exhibition called Non-0Objective
Film, where he uses the installation prototype of
“light play” to present moving pictures by artists of
his generation. Their selection is based on

the purely conceptual integration of their works in

the resulting complex. The exhibition can be

characterized as a visual composition with rhythmical
phrasing which disappears and emerges in the dark
between the dividers forming part of the exhibition
architecture, and also literally amid the mist of one
of the displayed works. The film itself as a medium
is absent, becoming just a sort of experience and
“technical support” for the curator’s interpretation.

Takad's choice of works is bound to the techniques
and principles of moving picture recording and
projection. The exhibition also allows exploration of
the methods he had himself used in his work, where
the picture projection is metaphorically inserted
between the pierced and folded screens. The second
area of contact is the author’s experience with
recording of different environments and their mingling
during the “exhibition narration”. In curating, Takaé's
analytical approach to moving pictures and their
spatial presentation is developed in assembling
abstract motifs and staging a new environment by
means of permeability and blending of the works
by others, which are partly unveiled through different
expression masks connected to the exhibition
architecture as well as to his own works.

His radical approach to the artist’s status brings
the exhibition to the concept of a certain unity of
the displayed work, the meaning of which derives
fromthe projected structures built in the architecture
of the space. The invitation card uses a 1919
suprematist composition by Kazimir Malevich. Takac’s
reference to the modernist longing for broadening
the consciousness by means of technologies is
transformed in the exhibition into the “stopped
situations” of the non-existent film. The subjectless
character of the film is a metaphor of its non-objectivity.
In the exhibition reality the film only works as a memory,
while it is symptomatically omitted as a medium.
Martin Mazanec

Biléd je kdyz / White Is When, 2012
40-41

White Is Whenje,videopohlednici“z daleké
Australie. Hora, vysilaé, turisté fotici se pred bilou
plochou krajiny kompletné zahalené v mize. Bila je
absence, z optického hlediska vSak absolutni plnost
spektra projektovanych barev.
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Filmové scény jsou neukotvené fragmenty - obrazové
~samply“ skute¢nosti - bez bliz§iho postihnuti narativu
¢éi konstrukee. Stiih a postprodukce jednotlivych
zabéru jsou podminény fyzickymi pravidly instalace.
Otvor v zavéSené projekci propousti do zadniho planu
vzdy bily bod - chybéjici pixel, kterému jsou podfizeny
skladba a stfih jednotlivych sekvenci. Druhy plan
instalace je rAmovany tzv. ,pfeteGenou projekci® -
klasickou chybou zavéSené projekce.

EN White Is Whenis “video postcard” from faraway
Australia. Amountain, communications tower, tourists
taking pictures in front of white landscape completely
covered with fog. White is immense permeable matter
restricting top of the mountain. White is absence and,
from the optical point of view, also absolute fullness of
the whole spectrum of projected colour.

Scenes are un-anchored fragments - samples
without closer narrative connections or constructions.
Film editing is subordinated to the rules of installation.
The opening in the hanging projection always lets
awhite point to reach the background. The classical
mistake of “overflown” projection is framing a new plan.

Miady autor (narozen 1982) je dislednym analytikem
filmového obrazu. Jeho videofilmy vznikaji nékdy

na zakladé nahodné nalezenych bizarnich mist

a situaci, jindy jsou jeho obrazy precizné planovany
akomponovany. Takac scény pracné rozebira

a dusledné - poli¢ko po poli¢ku - sklada do filmovych
si Viktor v§ima zdanlivé podruznych detaild, jako jsou
nehybné véci a bytosti, déje vypadavaji z kompozice,
extrémné dlouhy nebo kratky ¢asovy interval.

Viktor Takac vstoupil na domaci vytvarnou scénu
~objevem* specifického panoramatického videofilmu
(Back-Ward 2005, Pano-run-ma 2005).
Odkazuje k principlim a estetice vytvarné spriznéného
Michala Péchoucka (Kodarkarna 2004, Osobni
vlak 2005). Spoluprace obou autor(i vyustila
napriklad vinstalaci Take (2010) re-definujici
prostory galerie (Collectors “The Czecho-Slovak
Pavillion”, Brot Kunsthalle, Viden 2010
a Hodiny v uméni, GHMP 2011).
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Takacovy panoramatické prace tvori nékdy

rozpohybované statické digitalni fotografie (-Are

You Telling Me, the Future Continues

in the Past? 2008), jindyjsouto videozaznamy

nalezenych situaci (Back-Ward 2005, Mr. Mébius

Lives on the 2" Floor 2007). Pohled divaka

je v nich situovan do jakéhosi pomysiného centra

mista, kolem kterého se konstruuje kruhova scéna.

Rotujici vysek déni se vrstvi a opakovanim vznikaji nové

vyznamy, napfiklad v praci Pano-run-ma (2005).

U prvni zminéné instalace je to stroboskopicky uéinek,

diky kterému zaciname vidét scenérii v jakémsi

»protipohybu®, Frekvence promitanych snimkd vytvari

vjem obdobny ,efektu paprskového kola“, kdy se nam

pred o¢ima zda, Ze se kolo vozu otaci pozpatku. Autor tak

poukazuje na autonomni ¢asoprostor filmového obrazu.
Poodhalovani neviditelnych struktur uvniti

viditelného obrazu je princip, se kterym Takac opétovné

pracuje. | aktudinivideo Bi1&4 je kdyz (2012)

je rozborem vztahu déjti uvniti' a mimo obraz.

Jak to, co je nafilmovano, tak zptsob, jakym je divak

stavén pred platno, je autorem peclivé rozvrzeno.

Z kompozice jednoznaéné vyvstavaiji limity vzkazu

o vzdaleném misté a ¢ase. To co v obrazu chybi,

co ho neobratné presahuje, drazdi nasi zvédavost

a udrzuje nasi pozornost. Nejenom sled promitanych

obraz(, ale pravé jeho presné davkovana absence

v nas konstituuiji identitu ,filmového divaka“.

Kurdtor Dusan Zahoransky

EN Thisyoung artist (born 1982) is a careful analyst
of film. His videos sometimes arise in response to
accidentally-found bizarre places and situations,
while sometimes they are meticulously planned
and composed. Takac painstakingly analyses and
places scenes - frame after frame - into new films.
Resembling a detective searching for causes of turning
points, Victor is able to perceive seemingly secondary
details, such as inert objects and beings, actions falling
out of the composition, and extremely long- or short-
time intervals.

Viktor Takac entered the Czech art scene
with the “discovery” of a specific panoramic video
film (Back-Ward 2005, Pano-run-ma 2005).



He refers to the aesthetic principles of the artistically
related Michal Péchouéek (Pram Room 2004,
The Passanger Train 2005). The cooperation of
both authors has resulted in installations such
asTake (2011), where they re-defined the gallery
spaces (Collectors “The Czecho-Slovak
Pavilion”, Brot Kunsthalle, Vienna 2010
and Lessons of Art, Prague City Gallery,
The Stone Bell, Prague 2011).
Takad’s panoramic work is sometimes based on
static digital photography (- Are You Telling
Me the, Future Continues in the Past?
2008) . Other works refer to observed situations
(Back-Ward 2005, Mr Mobius Lives on
the 2™ Floor 2007). Theviewerisplacedin
the imaginary centre of a circular scene. The action
with repeating layers creates new meanings
(e.g. Pano-run-ma 2005).In-Are You
Telling Me the Future Continues in
the Past?,the stroboscopic effect resultsin
the “counter-rotation” effect. The frequency of the
projected images creates an impression similar to
the “beam wheel effect” (the wheel of a car seems to
turn the car backwards). The author points to
the autonomous space-time of a moving image.
Viktor Takac repeatedly works with the principle
of unveiling invisible structures within visible images.
His latest video (White Is When 2012) analyses
relationship between events inside and outside
the screen. Both the content and the placing of the
viewer in front of the screen have been carefully
preplanned by the artist. The compositional limits also
formulate a message about remote time and space.
Our curiosity is provoked by and our attention drawn to
what is missing and clumsily going beyond the image.
The “movie viewer’s” identity is constituted by
the sequence of the projected images, as well as
by their accurately dosed absence.
Curator Du$San Zahoransky

Nové Zamky, 2012
42-43

Nové Zamky jsou mistem, kam se do svého domu vraci
staricka zena. Pred Gtyriceti lety byl jeji diim strzen

v ramci asanace celého Uzemi a nahrazen novymi
bytovymi domy. Kv(ili své nemoci si dokaze lépe

lety) neZ na sviij stavajici Zivot v Bratislavé. Na tomto
misté jsem jednodenni akci nainstaloval do¢asny
model jejiho domu v méfitku 1:1, jakoZto chvilkovy
pomnik nékdejsi architektury. Slo o schématickou
stavbu jejiho byvalého domova, ktery stale Zije v jeji
paméti, ale které jiz chybi hmotné ukotveni.

Video simuluje diaprojektor - karusel - véetné
typického zvuku previjeni jednotlivych diapozitiva.
Motivem je neosobni neutralni vy¢et vybaveni
soucasného bytu - mista, které je celé zarizeno
nabytkem z jejiho predeslého domova, a presto je
jako domov odmitano. Dilo se zamysli nad tim, jaké
materialni a citové vazby a hmotné reprezentace ¢ini
z architektury misto pro Zivot - domov.

EN Nové Zamky is a place where a very old woman

is returning to her home. Fourty years ago, the house
was destroyed because of an asanation in that area

and new houses (block of flats) were built on its place.
Because of her iliness she can remember former times
(mostly fourty years ago) better than her present life

in Bratislava. | built a one-day sculpture on the site

as a flash-back memorial of the gone architecture.

It was a schematic structure of her former home, which
is still alive in her memory while its material anchoring
has been lost.

The video simulates the carousel slide projector,
including the typical sound accompanying the switch
between the individual slides. It portrays an impersonal
and neutral list of the present flat furnishings, which
all come from the woman'’s previous home and
still constitute a place rejected as a home. Another
theme is the material and emotional bonds, as well
as material representations that make architecture
into a place for living - home.
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Podtitulem mé prace je emo¢ni vazba na architekturu.
Snazim se skrze modelovou osobu mé babicky, trpici
Alzheimerovou chorobou, dopracovat k jemnym
nuancim mezi vyznamy slov ,architektura“a ,domov*.
K Sirokému prostoru mezi, plnému nedoreSenosti
a socialnich mechanismul, procestl vedoucich
od jednoho slova k druhému. Dojit pr'es konkrétni
pribéh a hmotnou popisnost lokalniho i globalnéjSiho
urbanniho prostoru az k abstrahované trovni znakd,
kde se konkrétni transformuje v univerzalni a osobni
pribéh se stava prostupnou udalosti.

Prace se nesnazi o analyzu ¢i ilustraci
procest Alzheimerovy choroby ¢i formu socialné
angazovaného umeéni, i kdyz byla obéma podnéty
inspirovana a pvodné z nich vychazela. Dotazuje se
naopak po obecnéjsich trovnich konstituce emoce,
osobni ¢i krajinné paméti a vytraceni skrze projevy
zhmotriovaného otisku jedince v prostoru.

In-between (Mezi)! Vybraljsem si modelovou
situaci a figuru své babicky trpici stfedni fazi
Alzheimerovy choroby. Jeji ,navraty* z Bratislavy domd
do Novych Zamku jsou soucasti poslednich vzpominek,
které si uchovava. Tedy takovych vzpominek, které
jsou dle principl zapisu a ukotveni v paméti jedny

V soucéasnosti bydli babi¢ka u mého stryce
v Bratislavé a jeji pokusy o navraty domt jsou uz jen
nenaplnitelnym snem. 2 Nové Zamky byly v roce 1985
asanovany a diim, do kterého se babi¢ka vraci,
byl v této dobé zboren. Dal$i diim, ktery od té doby
obyvala, musela v roce 1995 z diivodu nemoci opustit
apresla do domaci péée k mému stryci v Bratislave.
Zde ziskala samostatny pokoj ¢i jakysi vejminek
s kuchyni. | pres veskery komfort a vybaveni nabytkem
z plvodniho domu tento prostor nikdy neziskal statut
domova. Domovem ztistal neadresovatelny diim
v Novych Zamcich, prekryty vrstvou panelakové
zastavby, obyvany pouhou, dalo by se fici nostalgickou,
vzpominkou.

1 Termin prejaty z Benatského biendle architektury
2008 - Out There: Architecture Beyond Building.

2 Babicka ,utika” do svého domova nejen ve vzpominkach,
ale nékoikrat se o to pokusila i fyzicky.
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Touha se stava ,.in between® architekturou -
vzpominkou bez prostorového ukotveni — navratem
do potencialniho stavu, ktery je v§ak jiz jen historii.

V paradoxnim prostoru, ktery zde vznika, se minulost
stava zitou realitou a koliduje s hmotnymi prvky
soucéasnosti.

Fasada Ve své tvorbé se jiz del$i ¢as zabyvam tématy
jako je mizanscéna, zakulisni prostor, projekci jako
matérii vyplfiujici kinosal atp. Zajima mé nahlizeni filmu
jakozto imaterialniho prostoru, ktery se déli na ,,uvniti*
a vné&“, vytvari povrchy ¢i objemy a divaka obestupuje
azahrnuje, nebo se naopak distancuje a dréze pohledu
stavi do cesty zavé$ené projekce, vrstvy, zdi, kulisy.

Fotografie Fotografie jako médiumzaznamu
zastaveného ¢asu na jedné strané arhivuje
akonzervuje, na strané druhé vybavuje a obnovuije.

V mé instalaci se stava esencialni slozkou Gvah

0 mikro- a makrotopologii prostoru a odhalovani
vrstev paméti individua a mist s nim spojenych. Susan
Sontagova se k této prostupnosti fotografického
zaznamu vyjadruje slovy: ,Fotografie si lze zapamatovat
snadnéji nez pohyblivé obrazy, protoZe jsou ¢istym
vyfezem ¢asu, nikoliv jeho tokem. Sama pasivita
avsudy pritomnost fotografického zaznamu je
Jposelstvim® fotografie, jeji agresi.”

Otisk Povrchse ménivobjem, nostalgicka fotografie
v architekturu. Hmotné objemy/domy se navzajem
prolinaji v ¢asovych vrstvach a ukazuiji si své
palimpsesty - architektonické otisky dob davno
minulych. Vznikaji tak architektury nové, hybridni

a parazitni a mySleny prinik jejich objem( naznacuje
generacni rozkol dob, ve kterych vznikaly.

Biléa Vytraceni hmotnych realii a odkazd na konkrétni
pribéh. ZGstavaji pouze gesta, uskuteénéné udalosti,
vymezené objemy v prostoru. Bila je zavére¢nym
spojnikem mezi elementy instalace. Jednodenni
fragmentarni architektura a jeji plochy vyznaduji
polohu a objem. ZavéSena fotografie jednou

vyjevuje archivni zaznam plivodniho domu, podruhé
odhaluje svoji prazdnou, nepopsanou zadni plochu
vétSinou uzivanou k blizsi specifikaci - kdy a kde —
vyfotografovaného motivu.



EN Subtitled Emotional bond with architecture, this
work is trying to explore subtle nuances in the meaning
of the words “architecture” and “home” through
the model figure of my grandmother who suffers
from Alzheimer’s disease. It aims at the broad space
in-between, which is abundant in ambiguity and
social mechanisms - processes leading from one
word to another. Using a specific story and material
descriptiveness of both local and more global urban
space, | am trying to reach the abstracted level of
symbols, where the specific turns into the universal
and a personal story becomes a pervious event.

It was not my aspiration to analyze or illustrate
Alzheimer’s disease, or to make socially engaged
art, although both ideas became an inspiration
as well as the original starting point of this work.
By contrast, it calls for the more general levels of
emotion forming, personal or landscape memory, and
disappearing through the displays of an individual’s
materialized traces in the space.

In-between® Ichosethe modelsituation and model
figure of my grandma, who has developed the middle
stage of Alzheimer’s disease. Her “homecomings” from
Bratislava to Nové Zamky are among the last memories
she retains, that is, memories that are — according to
the memory encoding, storage and retrieval principles —
some of the deepest and most intensely experienced.
Recently, my grandma has lived with my uncle in
Bratislava and her attempts to come back home have
become an unattainable dream.* The Slovak town of
Nové Zamky see redevelopment in 1985, and the house
my grandma has been coming back to was torn down
at that time. In 1995, she had to leave another house she
lived in because of her illness, and come into the home
care of my uncle in Bratislava. She got her own room,
akind of “granny flat” with a kitchen. Despite all the
comfort and the furniture brought from her original
house she never acknowledged this space as her home.
To her, home has been the non-addressable house
in Nové Zamky, covered by the layers of new project
housing development and occupied by a mere, one
might say, nostalgic, memory.

The longing has become “in-between” architecture -
amemory unanchored in space, a comeback

to a potential state which is now a history. In the
emerging paradoxical space, the past becomes
alived reality and collides with the material elements
of the present.

Facade Inmany of myworks, | have been looking into
themes such as Mise-en-scéne, backstage area and
projection as the matter filling the cinema hall.

| am interested in viewing film as immaterial space
which is divided into “inside” and “outside”, creates
surfaces or volumes and surrounds and encompasses
the viewer or, conversely, dissociates itself and blocks
the view path with suspended projections, layers,

walls or stage props.

Photography Amedium recording suspended time
archives and preserves on one hand, and retrieves
and renews on the other. In my installation it becomes
essential for my considerations pertaining to micro
and macro topologies of the space as well as to unveiling
the layers of an individual's memory and locations
related to it.

This is how Susan Sontag comments on this
perviousness of photographic records: “Photographs
may be more memorable than moving images
because they are neat slice of time, not a flow. This very
passivity —and ubiquity - of the photographic record is
photography’s ‘message’, its aggression.”

Imprint Surfaceturnsinto volume, a nostalgic
photograph becomes an architecture. Material
volumes/houses get blended in time layers and
display their palimpsests - architectonic imprints of
the times long gone. Thus, new architectures emerge,
hybrid and parasitic, and the imaginary intersection
of their volumes indicates a generational split of their
respective eras.

3 The term has been adopted from the 2008 Venice
Biennale of Architecture, Out There: Architecture
Beyond Building.

4 Apart from “escaping” to her home in her memories,
she has made several attempts to “go home”
physically.
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The White The whiteis concerned with vanishing

of material realities and links to a specific story.

What remains is only gestures, accomplished events
and defined volumes in space. The White becomes

the ultimate connector between all the installation
elements. The one-day fragmentary architecture and its
areas indicate the location and volume. The suspended
photograph takes turns in showing an archived image
of the original house and its own blank reverse side,
usually used to further specify the photographed object
(when and where).

Left, Right, Front, Back, 2011
44-45

Video zkouma roli obrazu a prostoru pied projekci.
Jednotlivé Ukoly jsou téZsi a tézsi. Orientace figury se
meéni podle smérli nebo zakladnich souradnic prostoru,
stejné jako se ménive vztahu k pozorovateli projekce.
Kamera se otaci v jednom sméru, figura ve sméru
opaéném, poradi se méni dle preddefinovanych
pravidel détské hry - Skolka.

EN Thevideo is examining the role of image and
space in front of the projection. Individual tasks are
harder and harder. Orientation of the figure is
changing according to the directions and/or basic
coordinates of the space, as well as vis-a-vis

the spectator of the projection. The camera rotates
inone direction, the figure does in the opposite one,
following the predefined rules of a children’s game.

Schodistovy efekt II /
Staircase Effect II, 2011
46-47

PFi prepracovavani svého predchazejiciho dila

ve sklepnich vystavnich prostorach mne zajimala
moznost prenosu site-specific instalace se ztratou
reference na plivodni prostor - kontext. Nové vznikla
situace ¢i nekompatibilita se stala impulsem

pro instalaci novou. Lampy znemoziuji zhlédnout
videoprojekci a prichod do zony za reflektory s sebou
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nese priliSnou blizkost projekénimu platnu. Instalace
odmita zhlédnuti videa, stejné jako popira pojmuti
videoinstalace coby jednoho celku.

EN Working on a remake of the basement gallery
installation, | was dealing with the possibility of
transferring a site-specific installation into a space
with the link lost between the work and the site it was
created for and/or at.

The newly ensued situation, or incompatibility,
became an impulse for a new installation. The film
lamps outshine the possibility of the video perception.
Coming so close to the screen as not to be dazzled by
the lamps, the distance is too small to allow watching
of the projection. The installation moment denies the
video element as well as the impression of the video
installation as a compact whole.

Schodistovy efekt /
Staircase Effect, 2011
48-49

Instalace vytvorena pro sklepni galerijni prostor
nachazejici se ve starém bytovém domé. Soudasti
galerie je vnitfni dvorek se zahradkou. Tato prostorova
dispozice se mi stala inspiraci. SchodiStovy efekt je
psychologicky termin, pfi kterém si domyslime situace,
reakce ¢i moznosti dialogu ex post, vétSinou poté,
co opustime konkrétni prostor, dialog. Vracime se
k udalostem, které pattiv ¢ase zpét, do okolnosti, které
presly z pfitomnosti do minulosti.
V ramci schodistového efektu si bereme
svlij myslenkovy ramec, divadlo udalosti a scén
s sebou a prenasime jej do dalSiho prostoru, kde je
ve své podstaté jaksi nepatficny. Tak se stane, Ze
nam udalosti predeslych okamzik( drze zasahuiji
do udalosti okamzik(i budoucich. Spojuiji se, vylu¢uiji
¢i nasobi. Par vtefin asynchronni chyby. Projekce se
vzdaluje zahradce prislusejici ke galerijnimu prostoru.
Mustrem budiZ dialog probihajici v posunutém/
asynchronnim sledu. Postavy spolu hovofi a cti pravidla
dialogu. Na otazku nasleduje odpovéd'. To vSak neni
trvale udrZitelny stav, a tak se na za¢atku a na konci
minimalné jedna z postav ocita v monologu.



EN Aninstallation created for a basement art gallery.
Found in an old apartment house, the gallery premises
also include the courtyard garden. | decided to make
use of this site-specific spatial arrangement in my
video installation.

The spirit of the staircase refers to ex-post-facto
coming up with potential situations, reactions
and conversation moves, a phenomenon which
mostly occurs after we have left the particular space
or conversation. In the spirit of the staircase we
re-enter occurrences pertaining to the past, namely
circumstances preceding the present or our full
awareness of it.

The installation features a video recording of
a conversation between two figures, which is screened
at the same site it was taken, that is, in the gallery
garden. | staged the inside of the gallery as an identical
garden, including the film lights used in the video.
The arriving viewers encountered the video pictures
upstairs to be confronted with the same film scene
upon their descent into the gallery basement—namely
with a garden featuring film lights—now physically
staged. My aim in this installation was at physical
representation of a mental occurrence.

Diplopie prostoru /
Diplopia of Space, 2011
50-51

,Diplopie, bézné znama jako dvojité vidéni, je simultanni
vnimani dvou obraz(i jednoho objektu. Tyto obrazy
mohou byt posunuty horizontalné, vertikalné nebo
diagonalné ve vztahu k sobé navzajem.”

Wikipedie

Prostor pred galerii (ulice) - prostor za galerii
(hospoda) - prostor mezi (vylohova galerie Fenester).
Prostor pi'ed galerii akcentuji filmovymi svétly,
vymezovaci paskou, nata¢ecimi proprietami. Kontext
mista a situace se méni - na misto vernisaze

v natacéeni. Filmova scéna je nekompletni, stejné

jako proces celé udalosti. Cekani na ,kamera, akce, ...“
které nepfijdou.

EN “Diplopia, commonly known as double vision,
is the simultaneous perception of two images of
a single object that may be displaced horizontally,
vertically, or diagonally in relation to each other.”
Wikipedia

Space in front of the gallery (street), space behind
the gallery (pub), and space in between (window
gallery). | am accenting space in front of the gallery
with filmic lights, caution tapes, shooting setup.

The context of the place and situation is turning from
opening an exhibition into shooting a film. The filmic
scene is incomplete as much as the process of

the whole event. Waiting for the: “camera, action”
call, which will not come.

Prijdu hned / I'11 Be Right Back, 2010
52-53

Takdéovo Prijdu hned

Vknize Uméni a iluze piSe Ernst Gombrich, Ze
linearni perspektiva je zaloZzena na jednoduchém
faktu, a to, Ze se neumime divat za roh. A tak

v obrazech dle jejich pravidel vSechno sefazujeme

do proporénich vzdalenosti viigi statickému
pozorovateli. Ale uz kdyZ pooto¢ime hlavu, cely systém,
ktery byl po staleti kAnonem uméni, se rozpadne

jako domedek z karet. Kdo by dnes chtél byt nehybnym
pozorovatelem fotografickych scén, mit hlavu
upevnénou vimaginarnim drzaku, aby mohl hezky
pedlivé vSe zasadit do jednotného obrazového planu?
Nelaka vas podivat se za roh?

Soucdasné uméni se klanim s perspektivou
uz nemusi tolik zabyvat, vzhledem k tomu, Ze ty
nejdulezitéjsi bitvy za né svedli modernisté. UZ se
neresi, jestli je v obraze zpét plocha nebo jestlijedna
ruka vypada delSi nez druha. Cela problematika tim
ale nemizi, jenom se posouva o néco dal, nezlistava
u plosného obrazu, ani u prvnich vzpour proti
renesanénimu kanonu.

Viktor Takac ve své instalaci v galerii Pavilon
tematizuje ono ,divani se za roh”, respektive jeho
nemoznost. Instalace se sklada ze dvou ¢asti,
pootocenych panel( galerie a videa. Takac se rozhodl
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manipulovat samotny vystavni prostor, nenechat se
vymezit tfemi bilymi sténami galerie, ale posunout
je viici divakovi tak, Ze za plarikovym vstupem najdete
zkoseny prostor, jehoZ ¢ast prosté chybi. Nejde ale jen
o tuto fyzickou situaci, zména fyzické perspektivy
galerie by méla podle Takace vést k nové situaci
mentalni. Galerie najednou prestava byt neutralnim
pozadim pro vystavené uméni, stava se jeho - lehce
zahadnou - sou¢asti, protoze samozi'ejmeé chcete
védét, co je za rohem. Jakymsi okénkem do chybéjiciho
prostoru je video, promitané na jednu z posunutych
stén, které zobrazuje dialog muzské postavy

a - chybéjici postavy. TakZe se celd situace jesté
komplikuje, do hry vstupuje nejen tuseny prostor, ale

i proml¢ena ¢ast dialogu. S kym se to ten ¢lovék bavi2
S nékym za ronem?2 Nebo dokonce s vami? Divate se
zaroh nebo do zrcadla?

Instalace nese ndzev Prijdu hned. Vtipjeale
vtom, Ze nikdo nepfijde. V situaci ziistavaji v uréitém
vzajemném pnuti vSechny elementy - zkoseny prostor
- chybéjici prostor - pfitomna postava - chybéjici
postava. Spojovacim ¢lankem jste vy, vase zvédavost,
vase neschopnost vidét za roh, vaSe mozna zaména
s nepiitomnou postavou dialogu. V kazdém pripadé
vas instalace donuti premyslet o néco méné linearné,
nez byva zvykem.

Karina Kottova, 2010

EN I’'1l Be Right Back
InhisArt and Illusion, Ernst Gombrich writes
that linear perspective is based on the simple fact
that we are unable to see round the corner. Following
the rules of linear perspective, we arrange everything in
images in proportional distances from the static
viewer. However, once we turn our head a bit, the whole
system which has been the canon of art for centuries,
collapses like a house of cards. Who would like to be
a static viewer of photographic scenes these days,
and have their head fixed in an imaginary holder so
as to be able to neatly and carefully line up everything
in a unified image plan2 Aren’t you tempted to have
alook round the corner?

Contemporary art need not be so much engaged
with perspective anymore as the most important

battles have already been fought out by the modernists.

Nobody seems to bother whether a surface is back
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in animage or whether one hand looks longer than
the other. However, the whole issue does not disappear
with this: it is only moved a little further. It is neither
limited to the surface image nor to the first revolts
against the Renaissance canon.

In his installation, Viktor Takaé raises the issue of
“seeing round the corner”, or rather its impossibility.
His installation comprises two parts: partly turned
gallery panels and a screen. Taka¢ has decided to
manipulate the exhibition space itself, not to get
delimited by the three white walls of the gallery, and
instead move them against the viewer in such a way
that you will find a bevelled, and therefore partly
missing space behind a plank fence. But the physical
situation is not the only issue here: the change in
the physical perspective should result in a new mental
situation according to Takac. Suddenly, the gallery is
no more a neutral background for the exhibited art,
and becomes its - slightly mysterious - part, because
you naturally want to know what is round the corner.
Projected on one of the shifted walls, the video is
akind of window into the missing space. It shows
aninterview of a male figure and - a missing figure.
This complicates the whole situation: it is not only
the sensed space that comes into play, but also
the concealed part of the dialogue. Who is that man
talking to2 Someone round the corner2 Or even you?
Are you looking round the corner or into the mirror2

Theinstallationistitled I’11 Be Right Back.
The thing is that nobody is coming. A certain tension
prevails between the individual elements: the bevelled
space - the missing space - the present person, and
- the missing person. The linking element is you, your
curiosity, your inability to see round the corner, your
possible substitution with the missing person in the
dialogue. The installation will definitely make you think
alittle less linearly than usual.

Karina Kottova, 2010

L+Prijdu hned” popiska, ktera s sebou nese moment
neuchopitelného ¢asového okamziku. Kdyz neni
stanoven moment odchodu odchodu, kdy ¢i za kdy se
uskutecriuje moment prichodu?2 Vychyleni a okopirovani
prostoru galerie se sebou nese novou architektonickou
dispozici, ktera se stava startovnim momentem

pro vytvoreni dalSi z dialogickych videosituaci.



Do jedné z prostor Ize vstoupit, vstup do druhé je
znemoznén. Tak jako se divame na hranu stény
amiizeme si pouze domyslet, co je za ni, zazivame
absenci odpovédi také ve videu, dialogu dvou figur,
znichz jedna figura chybi.

EN Another situation in a series | work with in
the medium of video installation. | was interested
in a situation ensuing from off-centring, or rotation of
a space. What would be the nature of the resulting
space and the newly evolved specific situation?
The rotation divides the space into two. One can
enter and embrace completely the one of them,
and peer into the other from inbetween the crosspieces
of a gate, surmising at best what can be found
round the corner.

Taken at the boundary between the visible
and invisible, and shown in the adjoining space,
the video partly unveils the space behind the wall.
Itis a conversation of two figures with one of them
missing. One has to make guesses about the other
party of the conversation, and the space behind
the wall is defined by the presuppositions and
individual experience of a viewer.

— Are You Telling Me, the Future
Continues in the Past?, 2007
54-55

Prace je odkazem na pocatky filmu, dobu

rozpohybovani statickych fotografii generujicich

iluzi pohybu. Zde se dava do pohybu zastavena

panoramaticka fotografie. DilleZité prvky jsou na ni

prostorové rozprostrené do trojuhelniku. Které z nich to

zjistime az v momenté rozpohybovani - rotace.

V ramci zrychlovani oné rotace je pfirozenym jevem

filmové normy vypadavani okének filmu. Z poéatku

kazdé dvacaté prvni, patnacté, devaté, sedmé...,

az skon¢ime u jedinych tfech okének filmu, ktera

se vizualné a vyznamové vzajemné propojuji.
Rozpohybovana panorama divaka v ramci

kinosalu obklopuje, v ramci videoinstalace jej naopak

stavi do role vnéjsiho pozorovatele.

EN The work is inscenated videoinstallation where
the video is projected on one third of a cylinder. | am
using the optical effect of backrotation arising when
the same segments of rotation reaches the concrete
frequency of rotation. It can be observed on carriage
wheels, for example, which seem to be turning
backwards sometimes.

Another event is the frame reduction of
the PAL norm (25 fps), or, in my case, the NTSC norm
(30 fps) limitation. This effect is unavoidable when
we want to rotate a panorama more than once per
a second. Although the beginning, we can see each
frame of the panorama (360° x 30 fps) the accelaration
causes only each second, third, forth frame to be seen.
If we define panoramic view as a physical object, namely
cylinder, we can say that a cylinder becomes during
a flux logically morphing into the n-angle. The whole
video is accelerating into the moment where all frames
of the video are reduced to the three significant
frames - flower, scissors, pot. In terms of geometrical
representation, it is trans-forming into a triangle.

It can be concluded that this object has emerged
as a geometrical reference to frame reduction of
the video and, in this sense has resulted in an
intersection between the beginning and final phases
of rotation of the video.

Mr. Mobius Lives on the 2" Floor, 2007
56-57

Reprezentace geometrie Mobiova prouzku skrze 2D
pohyblivy obraz. Kamera rotuje kolem své osy zleva
doprava. Dvojprojekce mapuje prostor kolem sebe
avytvari dojem predniho a zadniho pohledu kamery.
Prostorova logika mista a déji v ném se narusuje
anaznacuje pro obé projekce uziti stejného
filmového materialu s pouhym ¢asovym posunem.
Zadatek a konec projekce je peclivé hledanym
nezaznamenatelnym pi'edélem a uzavira video

v nekoneénou smycku.

Mdobiova paska (také Mobidv pas, Mobidv pasek nebo

Mobidv list) je plocha, ktera ma jen jednu stranu
ajednu hranu. Vroce 1858 ji nezavisle na sobé objevili
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(resp. ,vynalezli“) matematici August Ferdinand
M6bius a Johann Benedikt Listing. Ve starsi literature
se nazyva také Simonyho prstenec. ProtoZe orientace
plochy Mdbiovy pasky neni mozn4, patii mezi
neorientovatelné plochy.

Wikipedie

EN Aconceptual presentation of geometry (Mébius
strip) through 2D moving image. The camera moves
in the right-left pan, making the video look as if

taken by two cameras from a single spot. One view is
from the front, the other from the back. In fact, both
views include the same film material with a certain
time span in-between. The ends of the materials are
interconnected to form a videoloop. The resulting visual
effect makes time lose its cause-and-effect meaning,
with the only continuity link taking place along the
space line.

The Mdbius strip is a surface with only one side and
only one boundary component. The Mdbius strip hat
the mathematical property of being non-orientable.

It can be realized as a ruled surface. It was discovered
independently by the German mathematicians August
Ferdinand Moébius and Johann Benedict Listing in 1858.
Wikipedia

Back-Ward, 2007
58-59

Back-Ward je do¢asné misto, varietni show. Objevovani
tohoto prostoru se uskute¢riuje vrstvenim, cyklenim.
Prochazenitimto prostorem se podfizuje konkrétnim
pravidIdim, jind jsou naopak porusovana.

Prvnim priichodem divak odhaluje prazdny prostor.
Druhy priichod je stejny, pouze jednotlivé zabéry
jsou prodlouzené a odhaluji odrazy jeho obyvatel.
Treti priichod odhaluje plivodce onéch odraz(
a uzavira dekonstruktivistickou reprezentaci prostoru
v uzavienou jednotku.

EN Back-Wardisabizarre venue of atemporary

variety show, where experience/discovery of space
takes place on the level of gradual layering.
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Passing through this space follows certain rules
and breaks others, the followed ones including
a specific pattern of repetition.

The first passage introduces the viewer into
an empty space. The second passage is the same,
only the shots are longer, mirror reflections of its
inhabitants. Finally, the third passage discloses
the originators of the reflections in real space and
locks this deconstructivist approach to presentation
of space in a closed-up unit.

Pano-run-ma, 2005
60-61

Casoprostorovy paradox staré trznice. Video je
vytvorené ze statické panoramatické fotografie.
Pohyb figur se déje na zakladé zmén prostoru, které se
uskutecriuji v momenté, kdy je nesledujeme. Fyzické
akauzalni vztahy jsou narudené. Nahlizime pouze
vysledek téchto pohyb(, presunt, zmén. At v logickém
¢i paradoxnim sledu.

EN The precincts of an old marketplace allow
experiencing the time/space paradox. The video
sequence is made from a still panoramic photograph.
The movement of figures and presentation of

time flow is mediated solely by spatial changes.

The physical and or logical movements of figures
happen behind the spectators’ backs. All you can see
is the final result of the physical space change in
alogical or paradoxical order.



Biografie / Biography

Umélecka tvorba Viktora Takace je mnohovrstevnata, autor
pracuje s médiem videa, instalace, ale i performance

a happeningu. V jeho dilech Ize identifikovat dvé hlavni linie
tvliréino zajmu. Tou prvni je tvorba instalaci, které divaka
naviguji prostorem. Druhou pak reflexe videa jakozto média -

a s tim i podminek jeho tvorby a vnimani. Ve vét§iné

dél se zminéné linie kombinuiji, a tak vznikaji situace, jejichz
prostorové podminky se vztahuiji k tématu dila. DileZitym bodem
je vztah mezi tvGircem a divakem. Tviirce nastavuje vychozi
podminky, které pozorovatel reflektuje a ¢asto rozsifuje. Tento
dialog Takac zkouma predevsim v kontextu pohyblivého obrazu.
At uz se jedna o klasickou projekéni situaci ¢i o prostorové
vrstveni projekci a televizi v galerii, autora zajima, jakymi
zplisoby se divak viiéi pohyblivym obraziim vymezuije, a naopak
jakou schopnost ménit pozorovatele tyto obrazy maji.

Dilem, na némZ Ize tento rys ilustrovat nejlépe, je
videoinstalace Schodistovy efekt II (2011).Vtése
na zed promita video, pfed zdi v§ak stoji dva reflektory, které
do tvae pristupuijiciho divaka intenzivné sviti. Gim bliz divak
pfistupuje, aby promitany obraz spatfil, tim vic jej oslepuje
svétlo. Je to fyzicky nepfijemny zcizujici efekt, ktery divaka nuti
rozhodnout se o své pozici (vztahu) k pohyblivému obrazu.

Vinstalaci Studio retrospektiv (2013) pojima
Takacd prostor jako myslenkovou mapu a naviguje navstévnika
zrekonstruovanymi kulisami jeho drivéjSich videopraci.
Napfiklad prvni mistnost je prostfedim analogickym k tomu,
ve kterém Takaé natodil Front, Back, Left, Right
(s Michalem Pé&chou&kem, 2011). Pozorovatel tak nevidi
7adna plvodni videa, nachazi se v§ak v jakémsi trojrozmérném
retrospektivnim odrazu. Autor zde poklada otazku: Kde se
nachazi opravdovy obsah digitalné nasnimané ¢innosti2 Jaky
je vztah mezi realitou a jejim zaznamem? Ktera z nich v sobé
zahrnuje vice autenticity?

1 kdy? je pro Takacovo dilo typicky obrat dovniti média
¢itechnologického aparatu, je vném vzdy obsazen i zajem
0 samotné zobrazeni a zobrazovani. Zkoumané formalni
akoncepcni vztahy jsou zakddovany ve specifickych obrazech.
Ty maji nejéastéji dokumentarni ¢i minimalné inscenovany
charakter, ukazuji nam urgity vysek kazdodenni reality. Autorovi
tedy nejde o redukci pohyblivého obrazu na formalni principy,
ale o jejich obnazeni na pozadi kazdodennosti.

Spojeni technického a poetického Ize dobre vysledovat
vdileMr. Mébius Lives on the 2" Floor (2007).
Tato prace spociva v ilustraci védeckého principu geometrie
M&biovy pasky - plochy, kterd ma vzdy jen jednu stranu a jednu
hranu. Vysledné video tak tvofi dva pohyblivé obrazy, které

kruhovym $venkem (rotaéni pohyb kamery) snimaji realitu,

az se vjednom bodé setkaiji a preliji jeden do druhého. Je to
video bez za¢atku a konce, nekoneéna smycka. K formalnim
principlim, které zobrazuje, samotny obsah videa vztah nema.
Byl vybran intuitivné, no¢ni sledovani opravy tramvajovych
koleji v§ak diky svételnym a barevnym podminkam disponuje
potfebnou vizualni intenzitou. A a¢ se jedna o prosty zaznam
reality, pomaly a mechanicky pohyb kamery ¢ini jeho atmosféru
tajemnou, jako by se jednalo o pfedem naplanovanou scénu

z experimentalniho detektivniho pribéhu.

Jinym prikladem této tendence je instalace Bila je
kdyZ (2012), vniz se jednalo o rozklad videa do dvou ¢asti
prostorovym uspofadanim projekéni situace. PGvodni video bylo
promitano na bilou desku s malym kruhovym otvorem; rozmér
projekce byl vSak vétsi nez deska, a tak se na zdi za deskou
promital zbytek obrazu, jakysi rdm s krouzkem uprostied.
Kromé prostorové dekonstrukce promitaného videa si Ize
jes$té momentu spojujiciho prostorové usporadani a charakter,
jakym bylo video stfihano. Zabéry jsou opét zaznamem
kazdodenni reality, kamera bez emoci sleduje bezejmenné
postavy v neutralnim prostiedi. Jakmile v§ak postava protne
onu kruhovou vyse¢ v desce, zabér je stfihem nahrazen jinym.
Forma videa a forma jeho instalace si tak vzajemné odpovidaji
v zacykleném dialogu.

Nové Zamky (2012) predstavuji naopak projekt
uréeny osobnim pribéhem staré zZeny, jejiz nékdejsi diim je
minulosti a na jeho misté nyni stoji panelak. Takac zde reflektuje
problematiku paméti mista a ¢asu. Na plivodni parcele vytvari
stylizovanou rekonstrukci Zenina byvalého bydlisté. V galerijni
instalaci pak vystavuje fotografii intervence ve vefejném
prostoru spolu s videem, které je dokumentaci osobnich
piredmétl Zeny. Jeji pfibéh se tak neprezentuje v souvislém
proudu obraz( ¢i slov, ale je fragmentovan v ¢ase a prostoru.
Aje to opét divak, ktery diky své imaginaci tvofi prostiednika
mezi minulosti a sou¢asnosti.

V poslednich projektech Viktora Takace je patrny diraz
na spolupraci. Af uZ se jedna o vystavu Cerné svétlo (2015)
s Annou Huladovou, Kamera: Petr Kratky, Viktor
Takaé, Zuzana Zabkova (2014), A-synchron (2016)
s Jaroslavem Slaufem, To co zbylo (2016) neboMaterial
Matters (2017) sKarolinou Rossi, spodivaly tyto projekty
ve vzajemném dialogu a gestu pfenechat své dilo k interakci,
interpretaci, a nékdy i k dekonstrukgi tim druhym.

V podobném kolektivnim duchu probéhla i performance
Manifestace média (2015) s Petrem Kratkym. Jeji zaklad
tvorila zatemnéna mistnost, v niz oba performeri stavéli predem
pfipravenou konstrukci. Divaci byli odkazani predevs$im na sviij
sluch, predstavivost a na zablesk fotografického svétla, ktery
se objevil jednou za dvacet vtefin. Takac¢ s Kratkym v priibéhu
performance konstrukci sloZili i rozloZili. Pozorovatelé tak pred
sebou vlastné méli odvijejici se pohyb, ktery ovSem byli schopni
zrakové vnimat pouze v drobnych ¢asovych zlomcich. Akce
se odehravala v rytmu stfidani tmy a kratkych zableska, ¢imz
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autori odkazovali k médiu pohyblivého obrazu jako takovému.
Totiz k jeho iluzivnimu principu evokace pohybu, kdy film ¢i
digitalni video ve skute¢nosti tvori statické obrazy prolozené
&ernymi policky, které si lidské oko v pfipadé promitani
dostate¢nou rychlosti dohromady interpretuje jako kontinuaini
pohyb.

Frantisek Fekete (Artlist 2017), 2020

EN  Viktor Takac works with video and installations as well as
performance and happenings. Two main motifs run through his
oeuvre. The first involves navigation of the viewer through space.
The second involves reflections upon video as medium, along
with the conditions of its creation and perception. In most works
these two lines intersect and a situation arises whose spatial
conditions relate to the theme of the work.

The relationship between artist and viewer is of paramount
importance. Taka¢ configures default conditions that the observer
reflects on and often expands. The artist explores this dialogue
within the context of the moving image. Whether this involves
traditional projection or the spatial layering of projections and
television in a gallery, he is interested in how the viewer defines
themselves in relation to the moving images and, on the contrary,
inwhether/how these images are able to change the viewer.

This feature is best illustrated in the video installation
Staircase Effect II (2011), inwhichavideois
projected onto the wall. However, two reflectors stand in front
of the wall that shine a bright light into the face of the viewer.
The closer the viewer gets in order to see the projected image,
the more they are blinded by the light. This is a physically
unpleasant and alienating effect that obliges the viewer to
decide on what position (relationship) to adopt vis-a-vis
the moving image.

Inthe installation Studio Retrospective (2013),
Takac conceives of space as a mental map and navigates
the viewer through the reconstructed backdrops of his earlier
video work. For instance, the first room is an environment
similar to that in which Taka¢ shot Front, Back, Left,
Right (with Michal P&choucek, 2011). This means
that the observer does not see the original video, but finds
themselves in a kind of three-dimensional retrospective image.
The artist is posing questions: Where is the genuine content of
digitally filmed activities to be found¢ What is the relationship
between reality and the recording thereof2 Which of these is
the more authentic?

Although a turn within the medium or technological
device is typical of Taka¢'s work, this is always accompanied
by an interest in the image and display itself. The formal and
conceptual relationships under examination are encoded
in specific images. These are most often of a documentary
or minimalist character. They reveal to us a certain segment
of quotidian reality. The artist is therefore not interested
in reducing the moving image to formal principles, but in
uncovering them against the backdrop of everyday life.
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The combination of the technical and the poetic is best
illustrated inMr. Mobius Lives on the 2" Floor
(2007), which elucidates a scientific principle, namely

the geometry of the Mdbius strip, a surface that always has only
one side and one edge. The resulting video comprises two moving
images that use a circular pattern (the rotational movement of
the camera) to capture reality, until at one point they meet

and merge into each other. It is a video without beginning or end,
an endless loop. The content of the video in itself has no
relationship to the formal principles it embodies. It was selected
intuitively, though the night-time monitoring of repairs to tram
lines contains the requisite visual intensity thanks to the light and
colour conditions. And though this is a simple recording of reality,
the slow, mechanical movement of the camera lends the video
amysterious atmosphere, as though this were a blocked scene
(in the theatrical sense) from an experimental detective story.

Another example of this tendency is the installation White
Is When (2012), inwhichavideo is splitinto two parts by
the spatial organisation of the projection. The original video was
projected onto a white plate with a small circular hole. However,
the dimension of the projection was larger than the plate, and
so the remainder of the image was projected onto the wall
behind forming a kind of frame with a circle in the middle. Apart
from the spatial deconstruction of the video projected, we can
observe the moment linking the spatial organisation and
the character by which the video was edited. The shots are again
arecord of everyday reality, and the emotionless camera follows
nameless figures in a neutral environment. However, as soon
as a figure intersects the circular sector in the board, the film
cuts to another shot. The form of the video and the form of its
installation talk to each other in a cyclical dialogue.

New Castles (2012), onthe other hand, representsa
project determined by the personal story of an old woman whose
former house is long gone to be replaced by an apartment
block. Takaé reflects upon the question of our memory of place
and time. On the original plot of land he creates a stylised
reconstruction of the women’s former home. In the installation
he then exhibits photographs of the intervention in public space
along with a video that represents the documentation of the
personal belongings of the woman. The result is that her story
is not presented in a continuous stream of pictures and works,
but is fragmented in time and space. And it is again the viewer
who uses their imagination to the form the intermediary
between the past and the present.

In his recent projects, Takaé has displayed an interest
in cooperation. This applies to the exhibition Black Light
(2015) with Anna Huladov4, Camera: Petr Kratky,
Viktor Takdd, Zuzana Zabkovéd (2014), A-synchron
(2016) with Jaroslav Slauf, Afterimage / That Which
Remained (2016) aswellasMaterial Matters (2017)
with Karolina Rossi. These projects involve a mutual dialogue
and a gesture toward leaving the works open to interaction,
interpretation and sometimes to deconstruction by the other one.



The performance Manifestation of a Medium (2015)
with Petr Kratky ran in a similarly collective spirit. It took place

in a darkened room where both performers started to build

a construction prepared in advance. Viewers had to rely on their
hearing, imagination, and flashes of photographic light that
appeared once every twenty seconds. The two artists assembled
and disassembled the construction during the course of

the performance. So, although the movement was continuous,
the viewers were actually only able to see the short illuminated
segments. The action ran in the rhythm of of light darkness

and short flashes, in which way the artists referred to the medium
of moving image as such. That is to the illusory principle of

the evocation of motion, where the film or digital video is actually
composed of static images interspersed with black frames that,
when projected at sufficient speed, the human eye interprets

as continuous movement.

FrantiSek Fekete (Artlist 2017), 2020
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